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‘The process of writing any piece of music really is one of discovery and the feeling I 
always have is that what I’m setting myself to write already exists and that what I have 
to do is unveil it, discover it’.1  This characterisation by Daniel Jones of the creative 
process as one of exploration and excavation seems appropriate for a composer whose 
scores have a powerful sense of rightness and inevitability.  His lifelong dedication to 
music meant that he was unwilling to compromise by diluting it with other work, such 
as teaching.  When he was mischievously accused of never having had a proper job, his 
response was to tap his manuscript and reply, ‘This is a proper job’.2

Born in Pembroke, South Wales, on 7 December 1912, he was brought up in Swansea 
where he lived for most of his life, describing it as ‘that magnet city’.3  His mother was 
a singer and his father, Jenkin Jones, was an amateur composer who wrote religious and 
choral pieces.  The young Daniel soon began to compose and by the time he was nine 
he had written several piano sonatas.  At Swansea Grammar School, he met Dylan 
Thomas,4 with whom he developed a close and lasting friendship.  They wrote poems 
together for the school magazine and later collaborated on more than two hundred 
poems, Jones contributing the odd numbered lines, Thomas the even ones.5  

Daniel Jones read English Literature at University College, Swansea, taking his B.A. in 
1934.  His M.A. thesis on Elizabethan Lyric Poetry and its relation to the music of the 
period shows an engagement with Elizabethan traditions of melody that subsequently 
informed his own works.  He continued his education at the Royal Academy of Music, 
studying composition with Harry Farjeon and conducting with Sir Henry Wood.  In 
1935 he was awarded the Mendelssohn Scholarship, which enabled him to travel widely 
in Europe for two years and master several languages.
1  Fortissimo Jones, a BBC Wales television programme made by John Ormond, 1977.
2  Patrick Hannan, quoted in a programme note to ‘A tribute to Daniel Jones’, 8 May 1994, Brangwyn Hall, 
Swansea.
3  ‘Notes and Letters: The composer Daniel Jones talks to A. J. Heward Rees’, Welsh Music, Summer 1979, 
Vol.6, No.2, p.13.
4  Years later, Dylan Thomas vividly portrayed his volatile first encounter with Daniel Jones in the school play-
ground in a short story entitled ‘The Fight’.
5  In 1971, eighteen years after Dylan’s death, Jones produced an authoritative edition of his friend’s poems.
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of lyricism.  The real strength of the work lies in the essentially symphonic nature of the 
design and the sense of unity that runs through it.  A couple of years after its first 
performance, the composer was declared to be ‘… without serious rival as the 
principality’s leading symphonist’.24  

Jones’s next symphony, his compact Sixth of 1964, marked a further stage in his 
preoccupation with clarity and precision, a concern that reached its apogee in the terse 
and pithy Eleventh and Twelfth Symphonies, dating from 1983 and 1985, respectively.  
He believed passionately that every note counted, citing Mozart, Weber, Mendelssohn 
and Bizet as models of clarity in their uncluttered orchestration.25  Years spent as a 
conductor were invaluable to him as a composer and his assertion that ‘I know exactly 
what a conductor requires to see on a score so that the meaning of it is plain to him’26 
is borne out by his meticulously presented scores. 

Though each of Jones’s thirteen symphonies is a unique and highly personal statement, 
the cycle as a whole, which dates from 1947 to 1992 and thus spans virtually his entire 
career as a mature composer, maintains an unwavering consistency of quality and vision.  
He demonstrates a steadfast integrity throughout, never bowing to the latest trends.  
His priority is always to communicate directly with the listener.  As his colleague and 
compatriot Alun Hoddinott wrote, ‘… it is in the symphonies that Jones's music 
achieves its fullest expression. The integration of form and content is assured and 
conceals an originality of idiom and style that makes this music sound like no other’.27

Paul Conway, 2020

24  Kenneth Loveland, South Wales Argus, 16 December 1961.
25  Fortissimo Jones, a BBC Wales television programme made by John Ormond, 1977.
26  Ibid.
27  Alun Hoddinott, ‘Obituary: Daniel Jones’, The Guardian, 29 April 1993, p.11.
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During the Second World War he served as a Captain in British Army Intelligence, 
working as a cryptographer and decoder of Japanese, Roumanian and Russian at 
Bletchley Park.  The late 1940s formed a period of consolidation for him as a creative 
artist, one of the outcomes of which was a firm rejection and, where possible, 
destruction of all his early scores.  His initial post-war success as a composer was a 
Symphonic Prologue for orchestra, which was awarded first prize of the Royal 
Philharmonic Society in 1950.  During the next four decades he devoted his life to 
writing music, mostly to commission, and conducting, especially his own pieces.  In 
1963 he was elected a Fellow of the Institute of Arts and Letters and was appointed 
OBE five years later.  He died at the age of 80 in Swansea on 23 April 1993.  

Jones’s oeuvre ranged from piano pieces and chamber works to concertos for violin, 
oboe and cello.  There are four cantatas, including The Country Beyond the Stars, to 
words by Henry Vaughan (1958)6 and an oratorio, St. Peter (1962), premiered at 
Llandaff Cathedral.  Of his two operas, The Knife was produced at Sadler’s Wells by the 
New Opera Company in December 1963 and the one-act Orestes, after Aeschylus, was 
broadcast by the BBC in 1968.  Among his instrumental scores, perhaps the most 
striking is the four-movement sonata for three unaccompanied kettledrums (1947).  He 
also wrote incidental music, notably for Dylan Thomas’s 1954 radio drama Under Milk 
Wood.  There are seven completed string quartets in his acknowledged canon and he had 
already embarked upon another quartet at the time of his death.7 Such time-honoured 
forms as the Symphony and the String Quartet accorded with a natural inclination 
towards absolute, non-programmatic music.  Describing himself as ‘anti-
impressionistic’,8 he cited Purcell as a leading influence, along with Berlioz, Elgar and 
Janácek, and looked upon Haydn as a symphonic ideal.

The cornerstone of Jones’s prolific output is the Symphony, memorably described by 
him as ‘a dramatic structure with an emotive intention’.9  He tackled the form afresh 

6  Featured on Lyrita SRCD.326, coupled with Jones’s Symphonies 6 and 9.
7  Giles Easterbrook and Malcolm Binney later compiled a convincing performing edition from Jones’s sketches.
8  Liverpool Post, 8 April 1960.
9
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with each of his thirteen examples, deliberately aiming at differences of character, 
duration, form, rhythm, thematic or harmonic material, difficulty and orchestration.  
The first twelve of his symphonies are based on a different note of the chromatic scale.  
He maintained that he never set out with this unique goal in mind, but realised that he 
could achieve it after he had completed his Seventh.

Completed in 1947 and premiered at the Swansea Festival two years later, Jones’s First 
Symphony is bold, assertive and announces the arrival of a natural writer in the 
medium.10  His Second was written in 1950 and, like its predecessor, demands 
considerable forces.11  It was one of five works by Welsh composers commissioned by 
the Arts Council’s Welsh committee on music for the 1951 Festival of Britain.  These 
two early examples are both grand statements conceived on a large scale.  From now on, 
Jones’s symphonic works would become increasingly concise and taut, dispensing with 
any elements such as orchestral colour which are extraneous to the musical argument.  

The Third Symphony was written between March and May 1951 and played by the 
BBC Welsh Symphony Orchestra under the composer in a studio performance 
broadcast on 26 June 1952.  It was first performed in public at the Cheltenham Festival 
on 9 July 1956 by the London Philharmonic Orchestra under Sir Adrian Boult.  In the 
same year, the third movement was used as an examination piece for conductors at the 
Royal National Eisteddfod.   The symphony is scored for three flutes (third doubling 
piccolo), two oboes (second doubling cor anglais), two clarinets, two bassoons, four 
horns, two trumpets, three trombones, timpani, percussion (one player: cymbals, 
triangle, tam-tam, glockenspiel, side drum, bass drum) and strings.

In this work one of Jones’s chief preoccupations emerges - formal cohesion.  
Establishing a scheme Jones adhered to henceforth, the symphony’s material, in melody, 
harmony, or accompanying figures, all derives from a single theme stated at the outset 
of the opening movement.  

10  Featured on Lyrita SRCD.358, coupled with Jones’s Symphony no.10.
11  Featured on Lyrita SRCD.364, coupled with Jones’s Symphony no.11.
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The Lento slow movement, which is written throughout in the complex metre 5/4 – 3/4, 
begins with a timpani solo with a repeated rhythm.  This rhythm, like the glockenspiel 
motto in the previous movement, marks the main sections and at the same time it is 
itself a significant part of the material.  The clarinets take up the rhythm from the drums, 
and then the strings give out the main theme of the movement, a melody 54 bars long.  
The rhythmic motif recurs in the brass, ushering in a subsidiary, more agitated section.  
From this basic material (the rhythmic motif, the lyrical melody and the more agitated 
theme) the rest of the movement is constructed.  The movement ends with a long 
passage for timpani to which the side drum and the bass drum are added – these last 
two instruments remain muffled throughout, giving much of the music the character of 
a funeral march.

The principal theme of the Allegro moderato finale is presented without introduction by 
cellos and basses and is at once followed by a harmonic motif played by muted horns.  
The secondary material is sternly announced by string and woodwind unisons.  The 
exposition ends with a reminder of the principal theme and the harmonic motif.  As the 
music dies sown, the development section begins with muted horns playing the 
harmonic motif.  An elaborately contrapuntal passage leads to an orchestral crescendo 
that signals the start of the recapitulation. This is shortened and modified, but the main 
ideas are clearly identifiable.  A coda which combines all the material (principal theme, 
harmonic motif and secondary material) brings the symphony to a satisfying conclusion. 

Discussing his Fifth Symphony, Jones described it as perhaps his ‘most contrapuntal’ 
and commented further on the work that he ‘looked forward to its first performance as 
something of an occasion.  This feeling is reflected in the music.  I attempted to produce 
a majestic effect in all four movements, whatever their tempi might be’.23  The Fifth 
could be described as the most ‘abstract’ of his symphonies, laying great emphasis on 
structure and cohesion.  Of especial interest is the distinctive musical character of the 
two inner movements: the place of the scherzo is taken by a fast but sombre movement 
and the processional slow movement has genuine warmth together with a strong current 

23  ‘Interval Talk by Daniel Jones about his Second Symphony’, undated manuscript in the Daniel Jones archive, 
National Library of Wales, Aberystwyth.
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‘The unifying element of a fixed pattern is present, but the pattern itself is asymmetrical; 
therefore, with a powerful means of satisfying structural requirements, there would 
seem to be possible both a greater variety and a greater subtlety in the rhythm-metre 
relationship’.22 

Without introduction, the principal theme of the Allegro moderato first movement is 
presented by four horns in unison; this, together with various rhythmic motifs, is 
explored by every section of the orchestra before a short bridge passage, played by flutes, 
ushers in the secondary theme.  This, a lyrical and wide-ranging melody 35 bars long 
in the complex metre 5/8 – 3/4, is first given by the oboe, but soon passes to the strings 
and finally to the whole orchestra.  The return of material based on the principal theme 
brings the exposition to a spirited conclusion.  The development section begins with a 
reference to the bridge passage.  After an orchestral crescendo, the recapitulation starts 
with the announcement of the principal theme by the whole orchestra in unison.  This 
section is considerably shortened, but the lyrical second subject is heard again in full 
with, however, an entirely different accompaniment.  The coda consists of a solemn, 
haunting meditation on the main theme.   

The second movement, Allegro assai, has the form, tempo and rhythm of a scherzo – but 
in terms of character it is not a scherzo but simply a fast movement, as extended, 
cogently worked out and serious in intent as the other movements.  The glockenspiel 
has a key role to play.  Not only does its three-note motto form the basis of the whole 
movement (including the Trio), but the sound of the instrument is used to signal that 
we are passing from one formal section to another.  The Trio, in the complex metre of 
5/4 – 3/2, begins with a short introduction on two horns and an antiphonal exchange 
between a choir of three flutes and one oboe on the one hand, and muted strings on the 
other.  A canonic passage for all the brass instruments then leads to an orchestral tutti, 
which suddenly dies away as the sounds of the glockenspiel announce the beginning of 
a truncated and modified version of the Allegro assai section.  Just before the end there 
is a brief reference to the Trio, and, as might be expected, the glockenspiel has the last 
word.
22  Daniel Jones, ‘Some Metrical Experiments’, The Score, June 1950, p.37.
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A quiet, sustained introduction presents the symphony’s principal theme in inversion 
played by the basses, and in harmonic form, with a conflict between B and B flat, in the 
woodwind.  A crescendo leads to a straightforward presentation of the theme at the 
beginning of the main Allegro moderato section.  This version of the theme forms the first 
subject of a traditional sonata movement, and another incarnation of the theme 
provides the second subject, which is played softly by the woodwind to a murmuring 
accompaniment.  Beginning with fugal writing, the development section is contrapuntal 
and restless in character.  In the exposition the main themes are revisited, but in 
modified form: as the composer later remarked, ‘Does one need to say things twice or 
three times?  I have learned to think not; I now believe there must be a significant 
alteration in the material if you do have some form of repetition’.12  After a short coda 
recalling the work’s initial motifs, the movement ends with a pianissimo passage of 
indeterminate tonality on drums and double basses.

The central Lento is the dramatic heart of the symphony.  It opens with the strings 
playing in unison and without expressiveness to the composer’s direction of ‘with 
firmness’.  This stark introduction, followed by hollow brass chords creates what the 
anonymous music critic of the Western Mail described as ‘an eerie effect’, with ‘the 
power to electrify’.13  The thematic material of this introduction is based on an inverted 
form of the main theme from the previous movement and the conflict here is between 
E and F tonalities.  A short, agitated central development section is introduced by loud 
trombone chords.  The movement ends with a passage reminiscent of its opening.  
Kenneth Loveland rightly singled out this austerely beautiful movement as having 

‘profound things to say’.14

With the Allegro third movement there is a return to the normal version of the theme and 
to the tension between B and B flat.  This sonata movement serves as scherzo as well as 
finale.  The first subject, presented at once by the upper strings, consists of the theme 

12  ‘Notes and Letters: The composer Daniel Jones talks to A. J. Heward Rees’, Welsh Music, Summer 1979, 
Vol.6, No.2, p.25.
13  Western Mail, 27 June 1952.
14  Kenneth Loveland, ‘Welsh Symphony at Cheltenham’, South Wales Argus, 10 July 1956.
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in its original form but with altered rhythm.  Introduced by loud rushing figures on 
woodwind and strings, the development section works out not only the themes unique 
to this movement but also the harmonic argument of the whole work.  In the coda the 
conflict between B and B flat appears in its most violent form as simultaneous trills on 
these notes, and it is only with the last note of the symphony that the tonality of B 
triumphs.  This finale contains some characteristically brilliant scherzo writing and a 
rhythmic animation which it shares with the composer’s neighbouring symphonies.  

The Third Symphony is terse and closely argued.  Reviewing the concert premiere at 
the 1956 Cheltenham Festival, the New York Times critic described it as ‘a work of 
stubborn force’.15  In his review of the same event, Kenneth Loveland hailed the score 
as ‘logically and boldly written’, observing that it conveyed ‘an idea of strength in 
composition, and an acute understanding of the capacity and projecting qualities of the 
individual instruments, and choirs of instruments’.16  

Jones’s next contribution to the genre was another three-movement work.  Completed 
in June 1954, the Fourth Symphony was written in memory of his friend Dylan Thomas 
and arguably constitutes the summit of the composer’s symphonic achievements.17  
After the premiere at the 1954 National Eisteddfod at Ystradgynlais, it was widely 
performed18 and critically acclaimed.  The critic of The Times observed that ‘the work 
as a whole made a strong impression with its obvious sincerity and unashamed yet nobly 
restrained undercurrent of feeling’.19  

By the time Jones turned to the medium again, his position as one of foremost 
symphonists of his generation was assured.  Commissioned by the BBC, the Fifth 
Symphony was written between August and December 1958 at Jones’s home on the 

15  Stephen Williams, ‘New works in old spa: Cheltenham in brush with modernism’, New York Times, 12 August 
1956, p.95. 
16  Kenneth Loveland, ‘Welsh Symphony at Cheltenham’, South Wales Argus, 10 July 1956.
17  Featured on Lyrita SRCD.329, coupled with Jones’s Symphonies 7 and 8.
18  On the Third Programme and at the Proms, the Bournemouth Easter Festival and, in June 1960, at New 
York’s Carnegie Hall.
19  ‘Promenade Concert’, The Times, 15 August 1957, p.12.
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outskirts of Swansea high up on the Gower Peninsula in a room looking down on 
Oystermouth Castle and out over Swansea Bay.20  The work was premiered by the BBC 
Symphony Orchestra under the composer at the Royal Festival Hall on 18 February 
1959, just nine days before the first performance, in Cardiff, of his very fine cantata The 
Country Beyond the Stars (1958), a setting of poems by Henry Vaughan.21  On 25 
October 1962 the symphony was broadcast on the Radio Welsh Home Service by the 
BBC Welsh Orchestra conducted by the composer in a concert which also featured 
excerpts from his opera The Knife (1961). 

The Fifth Symphony is scored for an orchestra of moderate size consisting of three flutes 
(third doubling piccolo), two oboes (second doubling cor anglais), two clarinets, bass 
clarinet, two bassoons, four horns, two trumpets, three trombones, timpani, percussion 
(first player: side drum, tam-tam, tambourine, suspended cymbal; second player: 
cymbals, triangle, bass drum, glockenspiel) and strings.  There is no tuba or harp, and 
the percussion instruments are used sparingly; the only ‘extra’ is the bass clarinet, which 
appears in all four movements.  All the material – themes, thematic or harmonic motifs, 
accompanying figures and harmonies – are strictly related and nothing is admitted into 
this framework from outside.  The order in which the material is presented can be easily 
grasped on first hearing since it follows the time-honoured symphonic pattern.  The 
four movements are almost exactly the same length: the second follows the pattern of a 
Scherzo and Trio, the third is in ternary form, and the outside movements are vigorous 
Sonata Allegros.

Jones’s system of ‘complex metres’, as he called it, is used extensively throughout the 
symphony, a ‘complex metre’ being an irregular time pattern (e.g. 5/4 – 3/2) regularly 
maintained throughout a movement or long section.  This system, perhaps taken to its 
furthest extreme in his 1947 Sonata for Three Non-chromatic Unaccompanied 
Kettledrums, was devised by the composer for the aesthetic purpose of combining 
asymmetry (in the pattern unit) with symmetry (in the repetition of the pattern) and 
features in most of his longer compositions after the mid-1930s.  As Jones explained, 
20  Kenneth Loveland, ‘A New Symphony from Wales’, Music and Musicians, February 1959, p.9.
21  Lyrita SRCD.326.
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and finally to the whole orchestra.  The return of material based on the principal theme 
brings the exposition to a spirited conclusion.  The development section begins with a 
reference to the bridge passage.  After an orchestral crescendo, the recapitulation starts 
with the announcement of the principal theme by the whole orchestra in unison.  This 
section is considerably shortened, but the lyrical second subject is heard again in full 
with, however, an entirely different accompaniment.  The coda consists of a solemn, 
haunting meditation on the main theme.   

The second movement, Allegro assai, has the form, tempo and rhythm of a scherzo – but 
in terms of character it is not a scherzo but simply a fast movement, as extended, 
cogently worked out and serious in intent as the other movements.  The glockenspiel 
has a key role to play.  Not only does its three-note motto form the basis of the whole 
movement (including the Trio), but the sound of the instrument is used to signal that 
we are passing from one formal section to another.  The Trio, in the complex metre of 
5/4 – 3/2, begins with a short introduction on two horns and an antiphonal exchange 
between a choir of three flutes and one oboe on the one hand, and muted strings on the 
other.  A canonic passage for all the brass instruments then leads to an orchestral tutti, 
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is a brief reference to the Trio, and, as might be expected, the glockenspiel has the last 
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22  Daniel Jones, ‘Some Metrical Experiments’, The Score, June 1950, p.37.
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The first twelve of his symphonies are based on a different note of the chromatic scale.  
He maintained that he never set out with this unique goal in mind, but realised that he 
could achieve it after he had completed his Seventh.

Completed in 1947 and premiered at the Swansea Festival two years later, Jones’s First 
Symphony is bold, assertive and announces the arrival of a natural writer in the 
medium.10  His Second was written in 1950 and, like its predecessor, demands 
considerable forces.11  It was one of five works by Welsh composers commissioned by 
the Arts Council’s Welsh committee on music for the 1951 Festival of Britain.  These 
two early examples are both grand statements conceived on a large scale.  From now on, 
Jones’s symphonic works would become increasingly concise and taut, dispensing with 
any elements such as orchestral colour which are extraneous to the musical argument.  

The Third Symphony was written between March and May 1951 and played by the 
BBC Welsh Symphony Orchestra under the composer in a studio performance 
broadcast on 26 June 1952.  It was first performed in public at the Cheltenham Festival 
on 9 July 1956 by the London Philharmonic Orchestra under Sir Adrian Boult.  In the 
same year, the third movement was used as an examination piece for conductors at the 
Royal National Eisteddfod.   The symphony is scored for three flutes (third doubling 
piccolo), two oboes (second doubling cor anglais), two clarinets, two bassoons, four 
horns, two trumpets, three trombones, timpani, percussion (one player: cymbals, 
triangle, tam-tam, glockenspiel, side drum, bass drum) and strings.

In this work one of Jones’s chief preoccupations emerges - formal cohesion.  
Establishing a scheme Jones adhered to henceforth, the symphony’s material, in melody, 
harmony, or accompanying figures, all derives from a single theme stated at the outset 
of the opening movement.  

10  Featured on Lyrita SRCD.358, coupled with Jones’s Symphony no.10.
11  Featured on Lyrita SRCD.364, coupled with Jones’s Symphony no.11.
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The Lento slow movement, which is written throughout in the complex metre 5/4 – 3/4, 
begins with a timpani solo with a repeated rhythm.  This rhythm, like the glockenspiel 
motto in the previous movement, marks the main sections and at the same time it is 
itself a significant part of the material.  The clarinets take up the rhythm from the drums, 
and then the strings give out the main theme of the movement, a melody 54 bars long.  
The rhythmic motif recurs in the brass, ushering in a subsidiary, more agitated section.  
From this basic material (the rhythmic motif, the lyrical melody and the more agitated 
theme) the rest of the movement is constructed.  The movement ends with a long 
passage for timpani to which the side drum and the bass drum are added – these last 
two instruments remain muffled throughout, giving much of the music the character of 
a funeral march.

The principal theme of the Allegro moderato finale is presented without introduction by 
cellos and basses and is at once followed by a harmonic motif played by muted horns.  
The secondary material is sternly announced by string and woodwind unisons.  The 
exposition ends with a reminder of the principal theme and the harmonic motif.  As the 
music dies sown, the development section begins with muted horns playing the 
harmonic motif.  An elaborately contrapuntal passage leads to an orchestral crescendo 
that signals the start of the recapitulation. This is shortened and modified, but the main 
ideas are clearly identifiable.  A coda which combines all the material (principal theme, 
harmonic motif and secondary material) brings the symphony to a satisfying conclusion. 

Discussing his Fifth Symphony, Jones described it as perhaps his ‘most contrapuntal’ 
and commented further on the work that he ‘looked forward to its first performance as 
something of an occasion.  This feeling is reflected in the music.  I attempted to produce 
a majestic effect in all four movements, whatever their tempi might be’.23  The Fifth 
could be described as the most ‘abstract’ of his symphonies, laying great emphasis on 
structure and cohesion.  Of especial interest is the distinctive musical character of the 
two inner movements: the place of the scherzo is taken by a fast but sombre movement 
and the processional slow movement has genuine warmth together with a strong current 

23  ‘Interval Talk by Daniel Jones about his Second Symphony’, undated manuscript in the Daniel Jones archive, 
National Library of Wales, Aberystwyth.
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of lyricism.  The real strength of the work lies in the essentially symphonic nature of the 
design and the sense of unity that runs through it.  A couple of years after its first 
performance, the composer was declared to be ‘… without serious rival as the 
principality’s leading symphonist’.24  

Jones’s next symphony, his compact Sixth of 1964, marked a further stage in his 
preoccupation with clarity and precision, a concern that reached its apogee in the terse 
and pithy Eleventh and Twelfth Symphonies, dating from 1983 and 1985, respectively.  
He believed passionately that every note counted, citing Mozart, Weber, Mendelssohn 
and Bizet as models of clarity in their uncluttered orchestration.25  Years spent as a 
conductor were invaluable to him as a composer and his assertion that ‘I know exactly 
what a conductor requires to see on a score so that the meaning of it is plain to him’26 
is borne out by his meticulously presented scores. 

Though each of Jones’s thirteen symphonies is a unique and highly personal statement, 
the cycle as a whole, which dates from 1947 to 1992 and thus spans virtually his entire 
career as a mature composer, maintains an unwavering consistency of quality and vision.  
He demonstrates a steadfast integrity throughout, never bowing to the latest trends.  
His priority is always to communicate directly with the listener.  As his colleague and 
compatriot Alun Hoddinott wrote, ‘… it is in the symphonies that Jones's music 
achieves its fullest expression. The integration of form and content is assured and 
conceals an originality of idiom and style that makes this music sound like no other’.27

Paul Conway, 2020

24  Kenneth Loveland, South Wales Argus, 16 December 1961.
25  Fortissimo Jones, a BBC Wales television programme made by John Ormond, 1977.
26  Ibid.
27  Alun Hoddinott, ‘Obituary: Daniel Jones’, The Guardian, 29 April 1993, p.11.
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During the Second World War he served as a Captain in British Army Intelligence, 
working as a cryptographer and decoder of Japanese, Roumanian and Russian at 
Bletchley Park.  The late 1940s formed a period of consolidation for him as a creative 
artist, one of the outcomes of which was a firm rejection and, where possible, 
destruction of all his early scores.  His initial post-war success as a composer was a 
Symphonic Prologue for orchestra, which was awarded first prize of the Royal 
Philharmonic Society in 1950.  During the next four decades he devoted his life to 
writing music, mostly to commission, and conducting, especially his own pieces.  In 
1963 he was elected a Fellow of the Institute of Arts and Letters and was appointed 
OBE five years later.  He died at the age of 80 in Swansea on 23 April 1993.  

Jones’s oeuvre ranged from piano pieces and chamber works to concertos for violin, 
oboe and cello.  There are four cantatas, including The Country Beyond the Stars, to 
words by Henry Vaughan (1958)6 and an oratorio, St. Peter (1962), premiered at 
Llandaff Cathedral.  Of his two operas, The Knife was produced at Sadler’s Wells by the 
New Opera Company in December 1963 and the one-act Orestes, after Aeschylus, was 
broadcast by the BBC in 1968.  Among his instrumental scores, perhaps the most 
striking is the four-movement sonata for three unaccompanied kettledrums (1947).  He 
also wrote incidental music, notably for Dylan Thomas’s 1954 radio drama Under Milk 
Wood.  There are seven completed string quartets in his acknowledged canon and he had 
already embarked upon another quartet at the time of his death.7 Such time-honoured 
forms as the Symphony and the String Quartet accorded with a natural inclination 
towards absolute, non-programmatic music.  Describing himself as ‘anti-
impressionistic’,8 he cited Purcell as a leading influence, along with Berlioz, Elgar and 
Janácek, and looked upon Haydn as a symphonic ideal.

The cornerstone of Jones’s prolific output is the Symphony, memorably described by 
him as ‘a dramatic structure with an emotive intention’.9  He tackled the form afresh 

6  Featured on Lyrita SRCD.326, coupled with Jones’s Symphonies 6 and 9.
7  Giles Easterbrook and Malcolm Binney later compiled a convincing performing edition from Jones’s sketches.
8  Liverpool Post, 8 April 1960.
9
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‘The process of writing any piece of music really is one of discovery and the feeling I 
always have is that what I’m setting myself to write already exists and that what I have 
to do is unveil it, discover it’.1  This characterisation by Daniel Jones of the creative 
process as one of exploration and excavation seems appropriate for a composer whose 
scores have a powerful sense of rightness and inevitability.  His lifelong dedication to 
music meant that he was unwilling to compromise by diluting it with other work, such 
as teaching.  When he was mischievously accused of never having had a proper job, his 
response was to tap his manuscript and reply, ‘This is a proper job’.2

Born in Pembroke, South Wales, on 7 December 1912, he was brought up in Swansea 
where he lived for most of his life, describing it as ‘that magnet city’.3  His mother was 
a singer and his father, Jenkin Jones, was an amateur composer who wrote religious and 
choral pieces.  The young Daniel soon began to compose and by the time he was nine 
he had written several piano sonatas.  At Swansea Grammar School, he met Dylan 
Thomas,4 with whom he developed a close and lasting friendship.  They wrote poems 
together for the school magazine and later collaborated on more than two hundred 
poems, Jones contributing the odd numbered lines, Thomas the even ones.5  

Daniel Jones read English Literature at University College, Swansea, taking his B.A. in 
1934.  His M.A. thesis on Elizabethan Lyric Poetry and its relation to the music of the 
period shows an engagement with Elizabethan traditions of melody that subsequently 
informed his own works.  He continued his education at the Royal Academy of Music, 
studying composition with Harry Farjeon and conducting with Sir Henry Wood.  In 
1935 he was awarded the Mendelssohn Scholarship, which enabled him to travel widely 
in Europe for two years and master several languages.
1  Fortissimo Jones, a BBC Wales television programme made by John Ormond, 1977.
2  Patrick Hannan, quoted in a programme note to ‘A tribute to Daniel Jones’, 8 May 1994, Brangwyn Hall, 
Swansea.
3  ‘Notes and Letters: The composer Daniel Jones talks to A. J. Heward Rees’, Welsh Music, Summer 1979, 
Vol.6, No.2, p.13.
4  Years later, Dylan Thomas vividly portrayed his volatile first encounter with Daniel Jones in the school play-
ground in a short story entitled ‘The Fight’.
5  In 1971, eighteen years after Dylan’s death, Jones produced an authoritative edition of his friend’s poems.
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Symphony No. 1   BBC Welsh Symphony Orchestra, Bryden Thomson
Symphony No. 10 BBC Welsh Symphony Orchestra, Bryden Thomson.………………..SRCD358

Symphony No. 2   BBC Welsh Symphony Orchestra, Bryden Thomson
Symphony No. 11 BBC Welsh Symphony Orchestra, Bryden Thomson…..…..…………SRCD364

Symphony No. 4 Royal Philharmonic Orchestra, Sir Charles Groves
Symphony No. 7 Royal Philharmonic Orchestra, Sir Charles Groves
Symphony No. 8 BBC Welsh Symphony Orchestra, Bryden Thomson.………………….SRCD329

Symphony No. 6 Royal Philharmonic Orchestra, Sir Charles Groves
Symphony No. 9 BBC Welsh Symphony Orchestra, Bryden Thomson.………………….SRCD326

Photographs of the composer by Bernard Mitchell 
by permission of Llyfrgell Genedlaethol Cymru / The National Library of Wales
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DANIEL JONES (1912- 1993)

Symphonies Nos. 3 & 5

 Symphony No.3 (1951)  28’29
1 I Allegro moderato 10.32
2 II Lento 8.13
3 III Allegro 9’44
 BBC Studio Recording, Broadcast 26 January 1990

 Symphony No.5  (1958)  39’33
4 I   Allegro moderato 9.19
5 II Allegro assai 8.47
6 III Lento 10.23
7 IV Allegro moderato 11.04
 BBC Studio Recording, Broadcast 9 February 1990

   Total playing time  68.03

BBC Welsh Symphony Orchestra (Leader James Clark)

conducted by Bryden Thomson
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