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 Ethel Smyth (1858-1944)
 Sonata in C minor for cello and piano (1880) 28.07
1  I Allegro appassionato 7.28
2  II Allegretto Ländler tempo 6.21
3  III Andante 7.13
4  IV Rondo. Allegro con fuoco 7.05
 Publisher, manuscript

 Elizabeth Maconchy (1907-1994)
 Divertimento, for cello and piano (1941-43) 12.28
5  I Serenade. Allegro moderato, poco improvisato 2.43
6  II Golubchik. Allegro 1.49
7  III The Clock. Allegro ritmico  1.29
8  IV Vigil. Lento moderato  3.59
9  V Masquerade. Allegro vigoroso 2.28
 Publisher, Alfred Lengnick 1954 

 Elisabeth Lutyens (1906-1983)
 Nine Bagatelles, for cello and piano Op. 10 (1942)  7.14
10  I Molto moderato 0.36
11  II Adagio 1.00
12  III Allegretto grazioso 0.47
13 IV Poco allegro 0.34
14  V Piacevole 1.19
15  VI Allegro ma non troppo 0.27
16  VII Solenne 0.39
17  VIII Commodo 1.04
18  IX Andante 0.54
 Publisher, Alfred Lengnick 1946
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Lionel Handy’s commitment to expanding the cello repertoire has resulted not only in 
his commissioning and premiering new works, but also in discovering neglected older 
repertoire. Indeed three works on this disc have never been recorded before. Lionel has 
broadcast frequently for BBC Radio Three, European networks, and has made 
numerous commercial recordings. A Messien/Carter Centenary CD celebration was 
followed by a Kodaly disc featuring his monumental solo sonata, and both these were 
received with critical acclaim. Lionel was then sponsored by the Royal Academy of Music 
to record the complete works of Bax. This included the rarely performed Concerto, 
recorded with the Royal Scottish National Orchestra in 2014, alongside the premier of 
Stanley Bate’s 1953 Cello Concerto. Lionel was Principal Cellist with the Academy of St 
Martin-in-the-Field’s for ten years, and later solo cellist with the Bournemouth 
Sinfonietta. He has played as guest principal with most of the UK’s leading orchestras, 
including the Philharmonia, London Symphony Orchestra, Hallé, Royal Liverpool 
Philharmonic Orchestra, and English Chamber Orchestra. Lionel was awarded a 
Fellowship from the Royal Academy of Music where he has taught many generations of 
young cellists. He plays on a cello by Fendt c1820. 

Jennifer Hughes is a collaborative pianist  specialising in the repertoire for piano and 
strings. Based in London and Cambridge, she has performed across Europe and 
broadcast live on BBC Radio 3.  Jennifer is Duo Coach for the String Department at the 
Royal College of Music. She has also accompanied and coached students at Aldeburgh 
Young Musicians, New Virtuosi International Mastercourse, Festival Quattro Corde and 
Voksenasen Summer Academy.  Jennifer has been awarded the Royal Over-Seas League 
Accompanist’s Prize, the AESS Patricia Routledge National English Song Competition 
Accompanist’s Prize, the Joaninha Trust Accompanist’s Prize, the Titanic Memoriam 
Prize (RCM) and an award from the Geoffrey Parsons Memorial Trust.  She is also a 
Park Lane Group Artist. She studied with Hilary Coates as a DfES Scholar at Wells 
Cathedral School and later graduated with Bachelor and Masters Degrees from the Royal 
College of Music where she studied with John Blakely and Roger Vignoles.  Her studies 
were supported by the Draper’s Company, Henry Wood Trust, Help Musicians UK and 
the Worshipful Company of Founders. Jennifer also held the Gilbert and Eileen Edgar 
Junior Fellowship in piano accompaniment at the RCM.
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The baleful introduction features an extended, sombre cello melody vaulted over 
relentlessly tolling Ds in the piano’s lowest register.  After a sustained, ominous 
crescendo, a robust Allegro begins, with a variant of the introduction for its main subject.  
The secondary material is overtly pastoral in character.  Both these very different ideas 
are swept up by a turbulent development section.  After a restatement of the main 
theme, this opening ‘movement’ dies away on repeated octaves in the upper regions of 
the keyboard.

Another doleful theme unfolds at the start of the Adagio e molto calmato slow movement, 
which soon revisits aspects of the main theme from the previous section.  The mood 
intensifies before yielding to an uncanny episode in which the piano gives out a simple, 
folk-like melody in the manner of a nursery rhyme, accompanied by guitar-like 
strumming on the cello.  The work’s principal material is explored further before a 
restatement of the slow movement’s wistful theme.  A distant echo of the rustic, 
child-like idea soon fades and the section closes with the thrumming cello chords.

An Allegro ritmico finale is unleashed with a dynamic, strongly accented main theme.  
The spirited second subject maintains the urgent pace and introduces an element of 
fantasy with swirling piano figurations and spectral cello harmonics.  Significant ideas 
from previous movements reappear and the music builds to a climax, heralding the 
arrival of a substantial Lento epilogue.  In this imposing postlude, the first movement’s 
main ideas are presented with a declamatory, sweeping bravura.  The slow movement’s 
brooding melody is heard once more, then the sonorous, pulsing low Ds from the 
introduction are briefly recalled and the work is gently becalmed in the unfathomable, 
nebulous region from which it emerged.

Paul Conway, 2019
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 Rebecca Clarke (1886-1979)
19 Rhapsody for cello and piano (1923)  25.07
 Molto lento  (2.46)
 – Allegro  (5.35)
 – Adagio e molto calmato  (7.47)
 – Allegro ritmico  (4.13)
 – Lento (4.42)
 Publisher, Nimbus Music Publishing 2019 
   Total playing time 73.06

Lionel Handy, cello   Jennifer Hughes, piano

Recorded at the Royal Academy of Music, London 20-21 December 2018 
Producer & Engineer, Michael Ponder

Editor Phil Hardman
Cover image: The Cellist (1908) Joseph Rodefer DeCamp (1858-1923)

c=C=«=2019 Lyrita Recorded Edition, England.  Lyrita is a registered trade mark.  Made in the UK
LYRITA RECORDED EDITION.  Produced under an exclusive licence from Lyrita 

by Wyastone Estate Ltd, PO Box 87, Monmouth, NP25 3WX, UK
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A key figure in the British musical renaissance, ETHEL SMYTH (1858-1944) was 
critically acclaimed for her music and for her writing during her lifetime.  As a 
composer she is perhaps best known for her Mass in D of 1891, a concerto for violin, 
horn and orchestra (1927) and a series of operas, including The Wreckers (1902-04) and 
The Boatswain’s Mate (1913-14).  Her earliest compositions are on a smaller scale, 
however, and consist of songs, piano pieces and chamber music.  They date from the 
period immediately following her student years at the Leipzig Conservatory.  She 
remained in Leipzig after finishing her studies and made the acquaintance of such 
illustrious figures as Clara Schumann, Brahms, Grieg and Tchaikovsky.  Some of 
Smyth’s pieces received private readings in Germany, while public concerts featuring 
her music included performances at the Leipzig Gewandhaus of her String Quintet in 
E major, Op.1 (1883) and Violin Sonata, Op.7 (1887).        

Smyth’s Sonata in C minor for cello and piano was written in 1880.  The idiomatic 
handling of the instruments, the impressive command of form and the fluency of the 
melodic lines make this early work the equal, at least, of her later chamber pieces such 
as the Cello Sonata in A minor, Op.7 (1887) and the String Quartet in E minor (1914).  
There is an unselfconscious freshness to the writing and an excitement too, as the young 
composer explores the properties of her freshly honed, authentic musical voice.   

The opening Allegro appassionato shows a thorough grasp of sonata form. Instantly 
memorable, the main theme is sufficiently flexible to be developed throughout the rest 
of the movement.  Introduced by the piano, the secondary material is more 
introspective in mood than the principal idea, while being thematically related to it.  
The stormy development section is characterised by the piano’s firm octaves 
underpinning the cello’s impassioned triplet figurations. In place of a time-honoured 
barnstorming coda, the composer offers a hushed and reflective conclusion that 
underlines the lyrical aspects of this movement and also prepares the listener for the 
sophisticated charm of the succeeding character piece.  

The Allegretto second movement is marked ‘Ländler tempo’.  Smyth avoids pastiche, 
preferring instead to evoke the spirit of the Austrian folk dance.  Among the many 
felicities of this attractive vignette is the cello’s ‘drone’ accompaniment to the first half 
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Although REBECCA CLARKE (1886-1979) wrote most of her music in the early 
decades of the twentieth century, it was not until the final decades of that century that 
her stature as a leading British composer was secured, thanks to recordings and 
performances of her scores and the publication of pioneering articles containing a 
detailed list of works.5  Having studied the viola with Lionel Tertis, Clarke began her 
performing career as a violist and in 1912 became one of the first women to play in a 
fully professional ensemble, when, at Henry Wood’s invitation, she joined the Queen’s 
Hall Orchestra.  She also became one of the foremost violists in chamber music, as a 
member of the Norah Clench Quartet, the English Ensemble (a piano quartet 
consisting of herself, Marjorie Hayward, Kathleen Long and May Mukle) and a quartet 
with the d’Aranyi sisters, Adila and Jelly and cellist Guilhermina Suggia.  She 
performed in concerts internationally, often as a member of a celebrated trio with the 
cellist May Mukle and the pianist Myra Hess. 

Clarke achieved fame as a composer with her Viola Sonata (1919)6 and Piano Trio 
(1921), both runners up in competitions that were part of the Berkshire 
(Massachusetts) Festival of Chamber Music.  This festival was sponsored by the 
American patron Elizabeth Sprague Coolidge, who also commissioned Clarke’s longest 
and most intricate score, the Rhapsody for cello and piano (1923).   The first 
performance was given by May Mukle and Myra Hess in the autumn of 1923 at the 
Berkshire Festival but it had to wait until the 1980s for a second performance, 
broadcast on BBC Radio 3.7  The Rhapsody contains some of Clarke’s most powerful 
music and is one of the finest pieces for cello and piano from a British composer of that 
time.  Although its structure can be summarised as three thematically interrelated 
movements, framed by a slow introduction and epilogue, the various sections follow 
each other seamlessly, creating a single, richly diverse, span of music.  

5  Michael Ponder, ‘Rebecca Clarke’, British Music Society Journal, Vol.5 (1983), pp.82-88 and the entry on 
Rebecca Clarke by Stephen Banfield in ed. Julie Anne Sadie and Rhian Samuel, The New Grove Dictionary of 
Women Composers (Macmillan, 1994), pp.119-120.
6  The version for cello and piano, written by the composer, is featured on Lyrita SRCD.354.
7  The performance, by cellist Moray Welsh and pianist Andrew Ball, was broadcast on 13 December 1987, 
according to the BBC’s Genome site.  
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Little Pieces, for clarinet and piano (1945), Three Improvisations, for piano (1948), Five 
Bagatelles, for piano (1962), Six Bagatelles, for chamber orchestra (1976), Five 
Impromptus, for piano (1977) and her last works, Triolet I and II, completed in 1982.  

The language of the Nine Bagatelles is indicative of a composer deeply connected to the 
music of her own era. A wide knowledge of the music of Stravinsky and serial 
techniques has not resulted in slavish copying, but has helped Lutyens to forge an 
individual voice.  In several of the movements a serial theme is distributed between the 
three staves in an expressively unfolding line.  The opening Molto Moderato features 
sudden extreme dynamic contrasts and incorporates a subtle use of cello pizzicatos and 
harmonics within its brief span.  The following Adagio is gently expressive; the cello has 
the last word as the music dies away to nothing.  The elegant Allegretto grazioso third 
piece has the feel of an intermezzo and incorporates many subtle fluctuations in tempo, 
though the overall impression is one of a fluent and natural discourse between the 
instruments.  The spare textures and dramatic intensity of the fourth Bagatelle (Poco 
Allegro) complements the poise of the previous piece and also throws into relief the 
ensuing berceuse-like Piacevole, which presents a gently expressive cello theme over 
delicately rocking piano figurations.  Dynamic contrasts return in the spiky Sixth 
Bagatelle (Allegro ma non troppo) which is dominated by the piano, while the following 
Solenne is economically scored, unfolding a starkly dramatic narrative within its nine 
bars.  The eighth Bagatelle (Commodo) might almost be regarded as a mini-sonata 
movement, complete with exposition repeat, development and recapitulation.  The 
concluding Andante offsets an expressive cello theme which moves in small intervals 
inside a narrow range with wide-spanning arpeggiated chords in the piano.  The cello 
theme is stated wistfully and with profound eloquence one last time before the music 
closes softly on a harmonically ambiguous chord.                  
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of the trio section, evoking similar effects in the trio sections of Haydn’s Symphonies 67 
and 88.  Other highlights include the notably intricate and deftly achieved lead-back to 
the repeat of the main section and the delightful coda that recalls the trio’s drone effect.  
Also worth noting is a brief allusion to the movement’s main theme in the second half 
of the trio section, which serves to strengthen thematic unity and also prepares the 
listener for that theme’s imminent restatement.  

Smyth follows her ‘scherzo’ with a slow movement in the form of a set of variations in 
B flat.  The rigidity of the format (the elegant theme is divided into two six-bar sections, 
both of which are repeated) is countered by the imaginative way the composer 
approaches the various reincarnations of her material.  In the first variation, the cello 
slips into a lower register, while the piano part moves into the treble clef and the second 
half features an increase in emotional intensity.  Marked ‘con delicatezza’, the second 
variation is graced by the piano’s triplet figurations.  In B flat minor, the third variation 
is hushed and flowing and the cello moves into a sonorous low register for the second 
half.  The fourth and final variation is the emotional heart of the movement and the 
entire sonata.  The climax of the second half of the theme is marked ‘con passione’ and 
leads into an extended passage recalling the broad tempo of the second variation that 
paves the way for the return of the opening theme.  This is stated gently and delicately 
as before, but adorned with subtle additional flourishes in the closing bars in the shape 
of a rising arpeggiated figure in the piano and a hushed trill on the cello. 

The concluding Rondo has a spirited main theme, marked Allegro con fuoco, which is 
contrasted with more introspective episodes and a lively central development section.  
A two-bar solo passage for the cello in the manner of a mini-cadenza precedes a brief 
but energetic coda, in unexpectedly tripping compound time.  The music slows down 
for a final C major flourish.

If the outer movements demonstrate Smyth’s mastery of the received conventions of 
sonata and rondo forms, the two inner movements reveal a more personal approach, 
the relaxed good humour and invention of the second enhanced by the fluency, warmth 
and expressive variety of the third.  An individual spirit is revealed, serving notice of a 
talent for characterisation that would be further exploited in her works for the stage.
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‘To me music is a sort of impassioned argument, propelled by the force 
of its own inner logic, and by virtue of this logic each new idea will 
derive from the original premise and throw new light upon the whole 
…  This passionately intellectual and intellectually passionate musical 
discourse is what I seek to express in music’.1  

The creative conviction of the composer ELIZABETH MACONCHY (1907-1994), 
expressed here so eloquently, reflects her clarity of thought and strength of purpose.  
She contributed to a wide range of genres,2 but at the core of her output is an impressive 
series of 13 string quartets, written between 1933 and 1983.  These scores reveal a 
natural flair for string writing, also present in the Symphony for String Orchestra3 and 
a select number of works with a major role for cello, such as the Duo: theme and 
variations for viola and cello (1951), Epyllion, for solo cello and string orchestra (1975) 
and Narration, for solo cello (1984).      

Maconchy’s Divertimento for cello and piano (1941-43) was written for cellist William 
Pleeth and pianist Margaret Good, who gave the first broadcast performance on the 
BBC’s Latin American Service in March 1943.4  The piece is typical of the composer’s 
distinctive musical style in which direct lyricism, rhythmic drive and harmonic 
ambiguities are mobilised in the service of an engaging narrative.  

The opening ‘Serenade’ establishes a sensuous Latin-American mood, created by the 
guitar-like pizzicato ostinato on the cello and the piano’s darkly shifting chromatic 
harmonies.  There is an improvisatory quality to the songlike principal theme, with its 
characteristic shifts between major and minor.  This feeling of spontaneity is intensified 
by the use of changing metres, subtle variations in rhythm and progressively elaborate, 
scalic flourishes. The edgy repeated figure from the opening bars pervades the 
movement, its immutable presence providing an effective counterpoise to the music’s 
increasingly wayward tendencies.
1  Park Lane Group: a 70th Birthday Concert for Elizabeth Maconchy, 26 May 1977, p.10.
2  Maconchy’s ‘magnum opus’, the dramatic cantata Héloïse and Abelard features on Lyrita REAM.1138.
3  Lyrita SRCD.288.
4  According to Alan Poulton’s A Dictionary-Catalog of Modern British Composers (Greenwood Press, 2000), p.1117.
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The ‘Serenade’ is followed by a sequence of four concise and finely-drawn vignettes. 
‘Golubchik’, named after a Russian term of endearment, juxtaposes a heartfelt theme of 
Slavonic simplicity with a series of rocking triplet motifs.  An impassioned central 
climax containing cello glissandos carries a considerable emotional charge and the piece 
ends with the two principal ideas presented in alliance.  In ‘The Clock’, the cello’s 
mechanical pizzicatos suggest the ticking of a clock and the briskly rhythmic main 
theme is repeated strictly, like clockwork.  At the centre of the piece the cello strikes 
nine o’clock in harmonics, runs down and is wound up again by the piano. ‘Vigil’ is an 
expressive slow movement in which a simple two-bar chord pattern persists throughout 
on the piano, against which the cello unfolds a sustained, devotional melody whose 
repeated notes suggest chanting.  ‘Masquerade’ is an energetic, good-humoured Allegro 
finale constructed from varied repetitions of the melody introduced in the first bar.  The 
raucous central section, marked ‘con forza’ is impelled by a driving piano 
accompaniment in fifths; related to the guitar-like pizzicato figure from the opening 

‘Serenade’, this gesture gives the set a satisfying sense of homogeneity.  A tiny bravura 
Presto codetta rounds off the movement, and the entire piece, with jubilant panache.

Maconchy’s Divertimento is an inventive set of miniatures.  Though the five movements 
can be viewed as standalone pieces, they are linked by a use of recurring motifs and a 
harmonic style built on intervals.  Such are the technical and interpretative demands of 
the score that it deftly transcends the idea of a light-hearted suite suggested by the title.      

The compositions of ELISABETH LUTYENS (1906-1983) are characterised by 
textural economy and organisational rigour.  The cello plays a significant part in many 
of her pieces for chamber forces.  Works written specifically for the instrument include 
the Prelude and Capriccio, for solo cello, (1949), the second of Three Duos, for cello and 
piano, (1957) and Constants, for cello and piano (1976).

Lutyens wrote her Nine Bagatelles for cello and piano, Op.10, in 1942.  This 
collection of short, almost aphoristic studies is typical of the gnomic concision of many 
of her other pieces, from the contemporaneous Five Intermezzi, for piano (1942) to Five 
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Little Pieces, for clarinet and piano (1945), Three Improvisations, for piano (1948), Five 
Bagatelles, for piano (1962), Six Bagatelles, for chamber orchestra (1976), Five 
Impromptus, for piano (1977) and her last works, Triolet I and II, completed in 1982.  

The language of the Nine Bagatelles is indicative of a composer deeply connected to the 
music of her own era. A wide knowledge of the music of Stravinsky and serial 
techniques has not resulted in slavish copying, but has helped Lutyens to forge an 
individual voice.  In several of the movements a serial theme is distributed between the 
three staves in an expressively unfolding line.  The opening Molto Moderato features 
sudden extreme dynamic contrasts and incorporates a subtle use of cello pizzicatos and 
harmonics within its brief span.  The following Adagio is gently expressive; the cello has 
the last word as the music dies away to nothing.  The elegant Allegretto grazioso third 
piece has the feel of an intermezzo and incorporates many subtle fluctuations in tempo, 
though the overall impression is one of a fluent and natural discourse between the 
instruments.  The spare textures and dramatic intensity of the fourth Bagatelle (Poco 
Allegro) complements the poise of the previous piece and also throws into relief the 
ensuing berceuse-like Piacevole, which presents a gently expressive cello theme over 
delicately rocking piano figurations.  Dynamic contrasts return in the spiky Sixth 
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Smyth’s pieces received private readings in Germany, while public concerts featuring 
her music included performances at the Leipzig Gewandhaus of her String Quintet in 
E major, Op.1 (1883) and Violin Sonata, Op.7 (1887).        

Smyth’s Sonata in C minor for cello and piano was written in 1880.  The idiomatic 
handling of the instruments, the impressive command of form and the fluency of the 
melodic lines make this early work the equal, at least, of her later chamber pieces such 
as the Cello Sonata in A minor, Op.7 (1887) and the String Quartet in E minor (1914).  
There is an unselfconscious freshness to the writing and an excitement too, as the young 
composer explores the properties of her freshly honed, authentic musical voice.   

The opening Allegro appassionato shows a thorough grasp of sonata form. Instantly 
memorable, the main theme is sufficiently flexible to be developed throughout the rest 
of the movement.  Introduced by the piano, the secondary material is more 
introspective in mood than the principal idea, while being thematically related to it.  
The stormy development section is characterised by the piano’s firm octaves 
underpinning the cello’s impassioned triplet figurations. In place of a time-honoured 
barnstorming coda, the composer offers a hushed and reflective conclusion that 
underlines the lyrical aspects of this movement and also prepares the listener for the 
sophisticated charm of the succeeding character piece.  

The Allegretto second movement is marked ‘Ländler tempo’.  Smyth avoids pastiche, 
preferring instead to evoke the spirit of the Austrian folk dance.  Among the many 
felicities of this attractive vignette is the cello’s ‘drone’ accompaniment to the first half 
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Although REBECCA CLARKE (1886-1979) wrote most of her music in the early 
decades of the twentieth century, it was not until the final decades of that century that 
her stature as a leading British composer was secured, thanks to recordings and 
performances of her scores and the publication of pioneering articles containing a 
detailed list of works.5  Having studied the viola with Lionel Tertis, Clarke began her 
performing career as a violist and in 1912 became one of the first women to play in a 
fully professional ensemble, when, at Henry Wood’s invitation, she joined the Queen’s 
Hall Orchestra.  She also became one of the foremost violists in chamber music, as a 
member of the Norah Clench Quartet, the English Ensemble (a piano quartet 
consisting of herself, Marjorie Hayward, Kathleen Long and May Mukle) and a quartet 
with the d’Aranyi sisters, Adila and Jelly and cellist Guilhermina Suggia.  She 
performed in concerts internationally, often as a member of a celebrated trio with the 
cellist May Mukle and the pianist Myra Hess. 

Clarke achieved fame as a composer with her Viola Sonata (1919)6 and Piano Trio 
(1921), both runners up in competitions that were part of the Berkshire 
(Massachusetts) Festival of Chamber Music.  This festival was sponsored by the 
American patron Elizabeth Sprague Coolidge, who also commissioned Clarke’s longest 
and most intricate score, the Rhapsody for cello and piano (1923).   The first 
performance was given by May Mukle and Myra Hess in the autumn of 1923 at the 
Berkshire Festival but it had to wait until the 1980s for a second performance, 
broadcast on BBC Radio 3.7  The Rhapsody contains some of Clarke’s most powerful 
music and is one of the finest pieces for cello and piano from a British composer of that 
time.  Although its structure can be summarised as three thematically interrelated 
movements, framed by a slow introduction and epilogue, the various sections follow 
each other seamlessly, creating a single, richly diverse, span of music.  

5  Michael Ponder, ‘Rebecca Clarke’, British Music Society Journal, Vol.5 (1983), pp.82-88 and the entry on 
Rebecca Clarke by Stephen Banfield in ed. Julie Anne Sadie and Rhian Samuel, The New Grove Dictionary of 
Women Composers (Macmillan, 1994), pp.119-120.
6  The version for cello and piano, written by the composer, is featured on Lyrita SRCD.354.
7  The performance, by cellist Moray Welsh and pianist Andrew Ball, was broadcast on 13 December 1987, 
according to the BBC’s Genome site.  
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The baleful introduction features an extended, sombre cello melody vaulted over 
relentlessly tolling Ds in the piano’s lowest register.  After a sustained, ominous 
crescendo, a robust Allegro begins, with a variant of the introduction for its main subject.  
The secondary material is overtly pastoral in character.  Both these very different ideas 
are swept up by a turbulent development section.  After a restatement of the main 
theme, this opening ‘movement’ dies away on repeated octaves in the upper regions of 
the keyboard.

Another doleful theme unfolds at the start of the Adagio e molto calmato slow movement, 
which soon revisits aspects of the main theme from the previous section.  The mood 
intensifies before yielding to an uncanny episode in which the piano gives out a simple, 
folk-like melody in the manner of a nursery rhyme, accompanied by guitar-like 
strumming on the cello.  The work’s principal material is explored further before a 
restatement of the slow movement’s wistful theme.  A distant echo of the rustic, 
child-like idea soon fades and the section closes with the thrumming cello chords.

An Allegro ritmico finale is unleashed with a dynamic, strongly accented main theme.  
The spirited second subject maintains the urgent pace and introduces an element of 
fantasy with swirling piano figurations and spectral cello harmonics.  Significant ideas 
from previous movements reappear and the music builds to a climax, heralding the 
arrival of a substantial Lento epilogue.  In this imposing postlude, the first movement’s 
main ideas are presented with a declamatory, sweeping bravura.  The slow movement’s 
brooding melody is heard once more, then the sonorous, pulsing low Ds from the 
introduction are briefly recalled and the work is gently becalmed in the unfathomable, 
nebulous region from which it emerged.

Paul Conway, 2019
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 Rebecca Clarke (1886-1979)
19 Rhapsody for cello and piano (1923)  25.07
 Molto lento  (2.46)
 – Allegro  (5.35)
 – Adagio e molto calmato  (7.47)
 – Allegro ritmico  (4.13)
 – Lento (4.42)
 Publisher, Nimbus Music Publishing 2019 
   Total playing time 73.06

Lionel Handy, cello   Jennifer Hughes, piano

Recorded at the Royal Academy of Music, London 20-21 December 2018 
Producer & Engineer, Michael Ponder

Editor Phil Hardman
Cover image: The Cellist (1908) Joseph Rodefer DeCamp (1858-1923)

c=C=«=2019 Lyrita Recorded Edition, England.  Lyrita is a registered trade mark.  Made in the UK
LYRITA RECORDED EDITION.  Produced under an exclusive licence from Lyrita 

by Wyastone Estate Ltd, PO Box 87, Monmouth, NP25 3WX, UK



SRCD 383    2

 Ethel Smyth (1858-1944)
 Sonata in C minor for cello and piano (1880) 28.07
1  I Allegro appassionato 7.28
2  II Allegretto Ländler tempo 6.21
3  III Andante 7.13
4  IV Rondo. Allegro con fuoco 7.05
 Publisher, manuscript

 Elizabeth Maconchy (1907-1994)
 Divertimento, for cello and piano (1941-43) 12.28
5  I Serenade. Allegro moderato, poco improvisato 2.43
6  II Golubchik. Allegro 1.49
7  III The Clock. Allegro ritmico  1.29
8  IV Vigil. Lento moderato  3.59
9  V Masquerade. Allegro vigoroso 2.28
 Publisher, Alfred Lengnick 1954 

 Elisabeth Lutyens (1906-1983)
 Nine Bagatelles, for cello and piano Op. 10 (1942)  7.14
10  I Molto moderato 0.36
11  II Adagio 1.00
12  III Allegretto grazioso 0.47
13 IV Poco allegro 0.34
14  V Piacevole 1.19
15  VI Allegro ma non troppo 0.27
16  VII Solenne 0.39
17  VIII Commodo 1.04
18  IX Andante 0.54
 Publisher, Alfred Lengnick 1946

British Cello Works
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Lionel Handy’s commitment to expanding the cello repertoire has resulted not only in 
his commissioning and premiering new works, but also in discovering neglected older 
repertoire. Indeed three works on this disc have never been recorded before. Lionel has 
broadcast frequently for BBC Radio Three, European networks, and has made 
numerous commercial recordings. A Messien/Carter Centenary CD celebration was 
followed by a Kodaly disc featuring his monumental solo sonata, and both these were 
received with critical acclaim. Lionel was then sponsored by the Royal Academy of Music 
to record the complete works of Bax. This included the rarely performed Concerto, 
recorded with the Royal Scottish National Orchestra in 2014, alongside the premier of 
Stanley Bate’s 1953 Cello Concerto. Lionel was Principal Cellist with the Academy of St 
Martin-in-the-Field’s for ten years, and later solo cellist with the Bournemouth 
Sinfonietta. He has played as guest principal with most of the UK’s leading orchestras, 
including the Philharmonia, London Symphony Orchestra, Hallé, Royal Liverpool 
Philharmonic Orchestra, and English Chamber Orchestra. Lionel was awarded a 
Fellowship from the Royal Academy of Music where he has taught many generations of 
young cellists. He plays on a cello by Fendt c1820. 

Jennifer Hughes is a collaborative pianist  specialising in the repertoire for piano and 
strings. Based in London and Cambridge, she has performed across Europe and 
broadcast live on BBC Radio 3.  Jennifer is Duo Coach for the String Department at the 
Royal College of Music. She has also accompanied and coached students at Aldeburgh 
Young Musicians, New Virtuosi International Mastercourse, Festival Quattro Corde and 
Voksenasen Summer Academy.  Jennifer has been awarded the Royal Over-Seas League 
Accompanist’s Prize, the AESS Patricia Routledge National English Song Competition 
Accompanist’s Prize, the Joaninha Trust Accompanist’s Prize, the Titanic Memoriam 
Prize (RCM) and an award from the Geoffrey Parsons Memorial Trust.  She is also a 
Park Lane Group Artist. She studied with Hilary Coates as a DfES Scholar at Wells 
Cathedral School and later graduated with Bachelor and Masters Degrees from the Royal 
College of Music where she studied with John Blakely and Roger Vignoles.  Her studies 
were supported by the Draper’s Company, Henry Wood Trust, Help Musicians UK and 
the Worshipful Company of Founders. Jennifer also held the Gilbert and Eileen Edgar 
Junior Fellowship in piano accompaniment at the RCM.
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“This thoughtfully curated programme is all the more successful for the utter commitment and 
seductive playing of Handy and Hughes. This is music which deserves a wider currency, and these 
performances are both convincing and rich in musical insights. The recorded sound and balance are 
first rate, and Paul Conway's fulsome annotations are, as always, beyond reproach.” 
Stephen Greenbank, MusicWeb-International

“This is an important and thoroughly enjoyable release from Lyrita. I found all three works to be 
played with great creativity and imagination. The recording quality is as expected from Lyrita. The 
liner notes by Paul Conway are outstanding and present new slants on these works, most especially 
the Bax. An essential purchase for all cello music enthusiasts as well as advocates for the three 
composers represented.” John France, MusicWeb-International
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