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It was in 1972 that I first met Dan Jones, working with him on several occasions as 
Sharon McKinley and I prepared to give the first performance of a Cello Sonata the 
composer had written for us. At that time the sets of Bagatelles published by the 
University of Wales Press were the only piano music of his that I knew. I can remember 
asking him if he would write some new piano pieces. His reply was blunt - he was not 
interested in writing piano music, and had not written anything much in the past. My 
abiding memory of him is of someone very witty and genial, and just delighted to hear his 
music being played. Sadly we didn’t meet often after that, partly because he was very 
happy being rather isolated in his Swansea home, and partly because he did not have an 
academic post, and stayed away from the politics of the music departments in Wales.

I had taken Dan’s dismissal of any piano music at face value, so was intrigued to find 
boxes of piano works by Daniel Jones listed in a catalogue of manuscripts held in the 
National Library Archive in Aberystwyth. In early 2017 Adrian Farmer and I went to 
look at these manuscripts, and were surprised to find so many complete works, including 
many fair copies in a neat hand clearly meant for performance and publication. They are 
all precisely dated, including the locations where they were completed. Some of them are 
even ‘fingered’, just as you would do if you were preparing to perform them yourself.

I have no idea why Dan denied having written all this music. It was composed by 
someone who obviously played the piano extremely well (another hidden fact about him) 
but who, by 1950 had abandoned the piano completely. I can only suppose that WW2 
caused a delay in these works being published. Then, after the war, the world’s musical 
language had moved on, as did Dan, now gripped with single-minded focus on writing 
Symphonies. There is one poignant handover between Dan’s youthful piano music and 
his symphonic music: discovered in the Archive boxes were two movements of the 1st 
Symphony written out in piano score, (they feel like piano reductions) and where, briefly, 
the romantic language of his piano music meets the emerging gruffness of his symphonic 
works – and then is gone forever.

I do hope these recordings and the publications that accompany them, will persuade 
pianists to include this important music in their programmes in the future.

Martin Jones, 2022
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Daniel Jones (1912-1993)

Rediscovered Piano, Works 1933-1949

Martin Jones, piano

DISC ONE  62.47
1 Prelude in D minor. 1933 4.04

Divertimento. 1931 & 1935 14.45
2 I Allegro giocoso 5.03
3 II Andante 5.28
4 III Allegretto giocoso 4.14

Academic Suite [Suite No 6 in E]  1934 30.24
5 I Lento mà non troppo - Allegro 9.59
6 II Lento con grazia 7.01
7 III Allegro Barbaro 2.23
8 IV Theme and Variations 12.02

- Var 1 Allegro grazioso [0.54]
- Var 2 Lento espressivo [1.27]
- Var 3 Tragico [0.41]
- Var 4 Allegro Burlesco [0.24]
- Var 5 Lento Amoroso [1.28]
- Var 6 Agitato [1.10]
- Var 7 Andante espressivo [1.55]
- Var 8 Finale. Allegro assai [1.41]

Two Concert Studies. 1936 12.35
9 I in D major. Andante – Vivace.  3.52
10 II in F-sharp minor. 8.43
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 DISC TWO  55.46
1 Prelude in D major. 1934 3.13
2 Thema con variazioni in D-flat. 1941 8.36

3 Capriccio in E major. 1934 4.44
4 Fantasia in B.  1937 7.16

5 Fantasia in E-flat.  1938 5.40
6 Legend. 1941 3.48

 Sonatina in A minor 1943 14.40
7 I Tragico con moto 5.52
8 II Thema con Variazioni 8.48
 Three Caprices. 1937 7.50
9 I in B-flat minor 2.01
10 II in G major. Andante con moto 2.07
11 III in B-flat major. Allegro ma non troppo 3.42

 DISC THREE  56.02
1 Prelude in C major. 1934 4.35

2 Theme, Variations and Fugue in C-sharp minor. 1945 29.19
 Four Preludes. [?] 10.50
3 I in A. Adagio Maestoso 1.47
4 II in D-flat. Moderato 1.21
5 III in D. Allegretto 2.04
6 IV in E-flat. Lento Moderato 5.38
7 Romance in G minor. 1943 5.10

 Three Old Pieces 6.08
8  Ballade. 1934 2.17
9 Melodie. 1934 2.12
10 Humoreske.  1.39
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shadowy opening Tragico con moto movement is in thrall to the swaying, arpeggiated 
idea with which the music begins.  The following movement opens with a solemn theme 
and continues with a series of variations that ranges from fluency and nobility to 
reticence and, ultimately, bluff geniality.              

All of Daniel Jones’s strengths as a writer for the piano seem to be summed by his 
Theme, Variations and Fugue in C sharp minor (1945).  The opening Andante 
theme is full of interest in terms of melodic, rhythmic and harmonic sleights of hand.  
The archaic-sounding cadences serve as a reminder of the composer’s unstinting 
admiration for Purcell.  The delicate first variation is fluently expressive and rarely 
raises its voice beyond a whisper.  The following march-like variation, by contrast, is 
stiffly martial, adhering rigidly to a regular pulse and adorned with trumpet calls.  Much 
freer and more spontaneous-sounding, the third variation radiates an Italianate warmth 
and passion.  There follows a short, toccata-like Allegro variation of considerable 
brilliance.  The fifth variation is slow and touching in its simplicity.  A virtuosic Allegro 
furioso is followed by an extended slow variation which begins in hushed contemplation 
and contains agitated passages of imposing heft and scope.  This expansive last variation 
paves the way for the fugal finale, stately in its unhurried pace and festooned with trills.  
Just as the music appears to be heading towards a grand peroration, a broadening of 
pace, followed by a pause leads to a return of the opening theme, artless and serene.  
This typically imaginative touch concludes a work of impressive range and invention.         

          Paul Conway, 2022      

Daniel Jones Scores
NMP1154   Sonatina in A minor. 1943
NMP1155   Fantasia in E-flat minor. 1944 
 Lento malinconico 1949
NMP1156 Prelude in D minor. 1933
 Thema con variazioni in D-flat. 1941

Full details www.wyastone.co.uk
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impulsive opening caprice in B flat minor, the G major Andante con moto is more 
thoughtful and reserved.  The closing B flat major caprice has a relaxed, impromptu 
quality and finds the composer at his most directly communicative.    

Classical leanings and a predilection for firm, organised structures drew Jones to 
time-honoured forms such as the Symphony and the String Quartet, so it would seem 
inevitable that he should have been particularly attracted to the Sonata.  His most 
famous work in this form was the Sonata for Four Kettledrums, yet the example 
presented here suggests that his music was ideally suited to large-scale piano 
statements.  He was a fine pianist and the idiomatic writing evident in his dramatic 
Sonata No.6 in C sharp minor (1939) is the product of a fine and searching 
executant.  The first movement begins with a terse introduction, marked ‘Molto 
sostenuto’ and the main Allegro section is then unleashed.  This hard-driven movement 
has the feel of a free-flowing moto perpetuo, which the more relaxed and expressive 
secondary material can scarcely stem.  Jones’s proficiency in counterpoint and fugal 
techniques and his natural tendency to exploit the extremes of the keyboard are to the 
fore in this taut and closely argued statement.  The Lento slow movement is eloquent 
and deeply-felt, with an intensely improvisatory quality.  The impassioned central 
climax is an exceptionally raw and emotionally unbuttoned outpouring.  The following 
Presto is a brilliant, animated scherzo, propelled by the same unflagging, motoric 
energy that powered the opening movement.  In the fourth movement, a brief Adagio 
prefaces a quixotic, restless Allegro ma non troppo.  When all passion is spent, a fifth 
movement in the form of a rigorously worked out, five-voice fugue brings this volatile 
sonata to a profoundly thoughtful and intellectually satisfying conclusion.    

The Thema con variazioni in D flat (1941) presents a simple and serene rising and 
falling melody, and then proceeds to weave a series of richly ornamented variants upon 
its undulating contours.  The delicate, hesitant closing section sets the seal on one of 
Jones’s most exquisite, beautifully proportioned piano pieces.              

The two movements which comprise the Sonatina in A minor (1943) have the heft 
and scope of a fully-fledged sonata, so the diminutive title is surely a reflection of the 
brevity of the score rather than an indication of lightness or insubstantiality.  The 
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 DISC FOUR  68.15
1 Fantasia in E-flat minor. 1944 6.11
 Suite No. 8 in B-flat. 1936 17.42
2 I Prelude 5.03
3 II Scherzo 1.23
4 III Theme and Variations 5.25
5 IV Finale 5.51
6 Lento malinconico. 1949 7.31
 Sonata No. 6 in C-sharp minor. 1939 36.53
7 I Molto sostenuto – Allegro 8.29
8 II Lento 9.18
9 III Scherzo. Presto 4.58
10 IV Adagio – Allegro man non troppo 8.22
11 V Fuga a 5. Moderato 5.46
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All photographs of the composer by Bernard Mitchell © National Library of Wales
Cover image: Whiteford Point Lighthouse the Gower peninsula, Swansea, South Wales

c 2022 Lyrita Recorded Edition, England © 2022 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

www.wyastone.co.uk



SRCD 2396 6

‘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  In fact he 
undertook a wide variety of roles during his long life, as he once wryly observed: ‘my 
career has been a very complicated one.  As a matter of fact, it’s a pity I was not divided 
into several people’.3    

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’.4  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.  At Swansea Grammar 
School, he met Dylan Thomas,5 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.6  

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 

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  Ibid.
5  Years later, Dylan Thomas vividly portrayed his volatile first encounter with Daniel Jones in the school playground in a short story entitled 
‘The Fight’.
6  In 1971, eighteen years after Dylan’s death, Jones produced an authoritative edition of his friend’s poems.
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from 1935, is lyrically expressive.  Contrast is provided by a very brief, more energetic 
middle episode.  Also dating from 1935, the charming, polka-like closing Allegretto 
giocoso is harmonically adventurous and wide-ranging in its exploration of the keyboard.             

The Academic Suite [Suite no.6 in E] (1934) is a substantial, four-movement work.  
Marked Lento, ma non troppo, a contemplative, halting introductory passage, leads 
directly into the thematically-related main Allegro section, which has a Schubertian 
combination of grace and intensity and is also reminiscent of the Austrian master in the 
way it builds an imposing and expansive structure from tiny, insistent rhythmic figures.  
The slow, prefatory material is recalled in the movement’s hushed closing section.  The 
central Lento con grazia begins with a melody of heart-easing simplicity, and the general 
mood remains calm and unruffled, despite the appearance of thornier, more unsettled 
passages as the music unfolds.  A short and forthright piece, marked ‘Allegro Barbaro’ 
ends on a question mark, leaving the way open for the most extensive movement, a set 
of sharply-characterised variations.  The gentle theme, which is repeated, is the subject 
of eight diverse, far-reaching variants that extend from elegance to melancholy and 
parody to tenderness.             

Written in 1936, the Two Concert Studies are both rhapsodic in nature, passing 
rapidly through various moods.  The darkly eloquent first study begins with an urbane 
assurance but becomes more unstable and agitated as it progresses.  The second study 
starts in a calm, sustained fashion, embracing edgy and quirky elements before a serene 
conclusion is reached.     

In the Suite No.8 in B flat (1936) the opening Prelude begins with a solemn, chordal 
idea.  This leads into a faster section that is harmonically, melodically, and rhythmically 
more adventurous, before the movement’s initial material returns to round off the 
movement.  The following Scherzo is swift and typically playful.  In the next movement, 
an elegant theme is the basis of a set of colourful variations, which are often elaborate 
and occasionally puckish. The Finale begins in spirited fashion, but the Suite ends on 
a contemplative note.           

Jones allows his imagination full rein in the Three Caprices (1937).  After a graceful, 
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pauses as it unfolds.  By contrast, the following Moderato is free-flowing and self-assured.  
After an intense, turbulent Allegretto, the set ends with a Lento Moderato which begins 
in glacial poise, but later reveals more tempestuous elements.

The inherent flexibility of the Fantasia form appealed to the composer’s more extrovert 
side, giving him the freedom to allow his imagination to wander freely.  The Fantasia 
in B (1937) has an extensive sweep, its reveries ranging widely from delicacy to ferocity.  
The Fantasia in E flat (1938) begins gracefully, but soon veers off into various 
contrasting moods, often juxtaposing intimate, confessional utterances with grand, 
bravura outbursts.  The Fantasia in E flat minor (1944) is delightfully eclectic, 
alighting fleetingly upon assorted styles and modes of expression in its magpie invention.      

Of the other pieces in small forms included in this collection, the polished Capriccio 
in E major (1934) has a questing, extemporising freshness as it explores various moods.  
The first two of the Three Old Pieces date from 1934, while the third is undated: a 
songlike opening ‘Ballade’ is followed by a wistful, richly chordal piece entitled 

‘Melodie’ and the set concludes with a lively and charmingly quirky ‘Humoreske’.  The 
lyrical Legend (1941) is honest and plain-spoken, while the more sophisticated 
Romance in G minor (1943) is rhythmically intricate and harmonically wayward.  
The Lento malinconico (1949) expresses nobility and tenderness, as well as defiance 
and, finally, dignity and acceptance. 

Jones’s more extended pieces benefit considerably from his confidence in handling 
elaborate and variegated material.  His inclination towards certain structures such as 
scherzos, fugues and, especially variation form and his contrapuntal skills enhance his 
more elaborate piano works, while anticipating similar merits in his later symphonic 
scores.  

Dated 1931, the opening Allegro giocoso of Jones’s Divertimento is the earliest example 
of the composer’s piano music featured in this set.  The insouciant opening theme 
encounters some characteristically good-natured rhythmic and melodic felicities, as 
well as florid ornamentation.  A swift closing section begins softly and builds to a 
vigorous, quadruple forte conclusion.  Coolly elegant, the central Andante, which dates 
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1935 he was awarded the Mendelssohn Scholarship, which enabled him to travel widely 
in Europe for two years and master several languages.

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.  Among 
the tributes which followed, Rian Evans offered this assessment: ‘Daniel Jones had an 
enormous capacity for living and savouring the moment, molto vivace, but he also had 
total commitment to things that are enduring, music, literature, art.  As a composer, he 
was utterly disciplined’.1      

In response to a request for information about his catalogue of works, Jones summed 
up his position as a creative artist with characteristically wry humour, ‘I am a lone wolf, 
belonging to no school, and people, when they first hear my music are quite unable to 
put me into any category.  This annoys some of the critics’.2  His oeuvre ranged from 
piano pieces and chamber works to concertos for violin, oboe and cello. The 
cornerstone of his prolific output is the Symphony, memorably described by him as ‘a 
dramatic structure with an emotive intention’.3  He tackled the form afresh with each 
of his thirteen examples, deliberately aiming at differences of character, duration, form, 
rhythm, thematic or harmonic material, difficulty, and orchestration.  There are also 
four cantatas, including The Country Beyond the Stars (1958) to words by Henry 
Vaughan4, and Come, my Way, my Truth, my Life (1987) to a text taken from poetry by 
1  Rian Evans, ‘Dr Daniel Jones, OBE (1912-1993), a tribute …’, preface to the programme book accompanying the first performance of 
Jones’s String Quartet no.8 on 28 July 1993.   
2  Letter from Jones to Francis Routh dated 21 May 1969, housed in the Daniel Jones Archive.
3  In the composer’s programme notes for the Seventh Symphony’s premiere on 4 April 1972.
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George Herbert1, 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 
embarked upon another quartet at the time of his death.2 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’,3 he 
cited Purcell as a leading influence, along with Haydn, Berlioz, Elgar and Janáček.  
Writing about the latter’s music, he confessed, ‘I like the expressive range and humanity 
of his music – its fearlessness and integrity’.  He then cited three maxims which Janáček 
taught his pupils: ‘First: Grow out of your innermost selves; Second: Never renounce 
your beliefs; Third: Do not toil for recognition’, concluding with the observation that, 

‘All composers, I think, might do well to keep these maxims in mind’.4  

If Jones’s achievements in the fields of orchestral, chamber and choral music have long 
been recognised through performances and recordings, his contribution to the keyboard 
repertoire is less well known.  One of main reasons for this neglect must be the 
composer’s own attitude.  He repudiated the considerable amount of chamber and 
piano music he wrote before World War Two,5 openly denouncing it as ‘either 
experiments or disasters; usually both’.6  He rarely mentioned his early piano works, 
and when he did so, relegated them to the status of precursors to what he regarded as 
his more important symphonic works: ‘what led up to that symphony [no.1], was a long 

4  Featured on Lyrita SRCD.326, coupled with Jones’s Symphonies 6 and 9.
1  On Lyrita SRCD.391, coupled with Jones’s Symphonies 12 and 13.
2  Giles Easterbrook and Malcolm Binney later compiled a convincing performing edition from Jones’s sketches.
3  Liverpool Post, 8 April 1960.
4  Undated manuscript, entitled ‘Why do I like J’, housed in the Daniel Jones Archive in the National Library of Wales, Aberystwyth.  
5  Richard Morrison, ‘Complex Passions: Uncovering the Welshness of Daniel Jones’, The Listener, 4 January 1990, p.36.
6  Quoted by Giles Easterbrook in his CD notes for the 1997 Chandos release of Jones’s complete string quartets.
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apprenticeship in the form of chamber music and several piano sonatas.  These became 
more strained, so that it was obvious that I was heading for a symphony’.1  Yet until 
Jones first embarked upon his symphony cycle in the mid-1940s, piano music 
dominated his catalogue.  Journalist and music critic Kenneth Loveland states that by 
the time Jones was nine years of age he had written ‘no less than 10 sonatas for the 
piano’.2  In his short story, The Fight, from the 1940 collection Portrait of the Artist as a 
Young Dog, Dylan Thomas refers to Jones playing the piano announcing grandly, ‘My 
twentieth sonata … this one is Homage to Beethoven’.3  The depth and range of the works 
presented on this release suggest that Jones was a natural composer for the piano and 
until his symphonic odyssey had begun, he used this medium, along with that of the 
string quartet, for some of his most profound utterances.      

Jones once commented that he was ‘no miniaturist’, admitting that he got into his ‘best 
stride when it’s a big stride’.4 Yet the meticulously crafted vignettes presented on this 
release suggest he was in fact highly skilled in writing for short forms and that his work 
on a larger canvas in his later years was essentially a matter of personal preference, 
rather than any lack of ability.  

The Preludes are among the earliest music contained in this collection, and it is possible 
that he soon took to, and cultivated, other forms, such as the Fantasia, because they 
gave him greater opportunities for varied expression.  Veiled and restrained, the 
Prelude in D minor (1933) contains a brighter central section, which is recalled in 
tranquillity in a tiny coda.  The fluent Prelude in D major (1934) is notable for its 
unexpected harmonic shifts. The Prelude in C major (1934) contrasts a spiky, 
percussive main theme with a more lilting secondary idea.  The score of a further set of 
Four Preludes is undated.5  The opening Adagio makes expressive use of silences and 

1  ‘Notes and Letters’, op. cit., p.34.
2  Kenneth Loveland, ‘A New Symphony From Wales’, Music and Musicians, February 1959, p.9.
3  Dylan Thomas, The Fight, in The Dylan Thomas Omnibus (Weidenfeld and Nicolson, 1995), p.199.  
4  ‘Notes and Letters’, op. cit., p.25.
5  Though Alan Poulton’s entry on Daniel Jones in A Dictionary-Catalog of Modern British Composers (Greenwood Press, 2000) contains a 
listing of a set of Four Preludes for piano dating from 1936, which were played by the composer on the BBC’s Third Programme on 15 April 
1959, a broadcast also listed on the BBC’s Genome site: https://genome.ch.bbc.co.uk/search/0/20?q=daniel+jones+four+preludes#top   
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George Herbert1, 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 
embarked upon another quartet at the time of his death.2 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’,3 he 
cited Purcell as a leading influence, along with Haydn, Berlioz, Elgar and Janáček.  
Writing about the latter’s music, he confessed, ‘I like the expressive range and humanity 
of his music – its fearlessness and integrity’.  He then cited three maxims which Janáček 
taught his pupils: ‘First: Grow out of your innermost selves; Second: Never renounce 
your beliefs; Third: Do not toil for recognition’, concluding with the observation that, 

‘All composers, I think, might do well to keep these maxims in mind’.4  

If Jones’s achievements in the fields of orchestral, chamber and choral music have long 
been recognised through performances and recordings, his contribution to the keyboard 
repertoire is less well known.  One of main reasons for this neglect must be the 
composer’s own attitude.  He repudiated the considerable amount of chamber and 
piano music he wrote before World War Two,5 openly denouncing it as ‘either 
experiments or disasters; usually both’.6  He rarely mentioned his early piano works, 
and when he did so, relegated them to the status of precursors to what he regarded as 
his more important symphonic works: ‘what led up to that symphony [no.1], was a long 

4  Featured on Lyrita SRCD.326, coupled with Jones’s Symphonies 6 and 9.
1  On Lyrita SRCD.391, coupled with Jones’s Symphonies 12 and 13.
2  Giles Easterbrook and Malcolm Binney later compiled a convincing performing edition from Jones’s sketches.
3  Liverpool Post, 8 April 1960.
4  Undated manuscript, entitled ‘Why do I like J’, housed in the Daniel Jones Archive in the National Library of Wales, Aberystwyth.  
5  Richard Morrison, ‘Complex Passions: Uncovering the Welshness of Daniel Jones’, The Listener, 4 January 1990, p.36.
6  Quoted by Giles Easterbrook in his CD notes for the 1997 Chandos release of Jones’s complete string quartets.
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apprenticeship in the form of chamber music and several piano sonatas.  These became 
more strained, so that it was obvious that I was heading for a symphony’.1  Yet until 
Jones first embarked upon his symphony cycle in the mid-1940s, piano music 
dominated his catalogue.  Journalist and music critic Kenneth Loveland states that by 
the time Jones was nine years of age he had written ‘no less than 10 sonatas for the 
piano’.2  In his short story, The Fight, from the 1940 collection Portrait of the Artist as a 
Young Dog, Dylan Thomas refers to Jones playing the piano announcing grandly, ‘My 
twentieth sonata … this one is Homage to Beethoven’.3  The depth and range of the works 
presented on this release suggest that Jones was a natural composer for the piano and 
until his symphonic odyssey had begun, he used this medium, along with that of the 
string quartet, for some of his most profound utterances.      

Jones once commented that he was ‘no miniaturist’, admitting that he got into his ‘best 
stride when it’s a big stride’.4 Yet the meticulously crafted vignettes presented on this 
release suggest he was in fact highly skilled in writing for short forms and that his work 
on a larger canvas in his later years was essentially a matter of personal preference, 
rather than any lack of ability.  

The Preludes are among the earliest music contained in this collection, and it is possible 
that he soon took to, and cultivated, other forms, such as the Fantasia, because they 
gave him greater opportunities for varied expression.  Veiled and restrained, the 
Prelude in D minor (1933) contains a brighter central section, which is recalled in 
tranquillity in a tiny coda.  The fluent Prelude in D major (1934) is notable for its 
unexpected harmonic shifts. The Prelude in C major (1934) contrasts a spiky, 
percussive main theme with a more lilting secondary idea.  The score of a further set of 
Four Preludes is undated.5  The opening Adagio makes expressive use of silences and 

1  ‘Notes and Letters’, op. cit., p.34.
2  Kenneth Loveland, ‘A New Symphony From Wales’, Music and Musicians, February 1959, p.9.
3  Dylan Thomas, The Fight, in The Dylan Thomas Omnibus (Weidenfeld and Nicolson, 1995), p.199.  
4  ‘Notes and Letters’, op. cit., p.25.
5  Though Alan Poulton’s entry on Daniel Jones in A Dictionary-Catalog of Modern British Composers (Greenwood Press, 2000) contains a 
listing of a set of Four Preludes for piano dating from 1936, which were played by the composer on the BBC’s Third Programme on 15 April 
1959, a broadcast also listed on the BBC’s Genome site: https://genome.ch.bbc.co.uk/search/0/20?q=daniel+jones+four+preludes#top   
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pauses as it unfolds.  By contrast, the following Moderato is free-flowing and self-assured.  
After an intense, turbulent Allegretto, the set ends with a Lento Moderato which begins 
in glacial poise, but later reveals more tempestuous elements.

The inherent flexibility of the Fantasia form appealed to the composer’s more extrovert 
side, giving him the freedom to allow his imagination to wander freely.  The Fantasia 
in B (1937) has an extensive sweep, its reveries ranging widely from delicacy to ferocity.  
The Fantasia in E flat (1938) begins gracefully, but soon veers off into various 
contrasting moods, often juxtaposing intimate, confessional utterances with grand, 
bravura outbursts.  The Fantasia in E flat minor (1944) is delightfully eclectic, 
alighting fleetingly upon assorted styles and modes of expression in its magpie invention.      

Of the other pieces in small forms included in this collection, the polished Capriccio 
in E major (1934) has a questing, extemporising freshness as it explores various moods.  
The first two of the Three Old Pieces date from 1934, while the third is undated: a 
songlike opening ‘Ballade’ is followed by a wistful, richly chordal piece entitled 

‘Melodie’ and the set concludes with a lively and charmingly quirky ‘Humoreske’.  The 
lyrical Legend (1941) is honest and plain-spoken, while the more sophisticated 
Romance in G minor (1943) is rhythmically intricate and harmonically wayward.  
The Lento malinconico (1949) expresses nobility and tenderness, as well as defiance 
and, finally, dignity and acceptance. 

Jones’s more extended pieces benefit considerably from his confidence in handling 
elaborate and variegated material.  His inclination towards certain structures such as 
scherzos, fugues and, especially variation form and his contrapuntal skills enhance his 
more elaborate piano works, while anticipating similar merits in his later symphonic 
scores.  

Dated 1931, the opening Allegro giocoso of Jones’s Divertimento is the earliest example 
of the composer’s piano music featured in this set.  The insouciant opening theme 
encounters some characteristically good-natured rhythmic and melodic felicities, as 
well as florid ornamentation.  A swift closing section begins softly and builds to a 
vigorous, quadruple forte conclusion.  Coolly elegant, the central Andante, which dates 
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1935 he was awarded the Mendelssohn Scholarship, which enabled him to travel widely 
in Europe for two years and master several languages.

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.  Among 
the tributes which followed, Rian Evans offered this assessment: ‘Daniel Jones had an 
enormous capacity for living and savouring the moment, molto vivace, but he also had 
total commitment to things that are enduring, music, literature, art.  As a composer, he 
was utterly disciplined’.1      

In response to a request for information about his catalogue of works, Jones summed 
up his position as a creative artist with characteristically wry humour, ‘I am a lone wolf, 
belonging to no school, and people, when they first hear my music are quite unable to 
put me into any category.  This annoys some of the critics’.2  His oeuvre ranged from 
piano pieces and chamber works to concertos for violin, oboe and cello. The 
cornerstone of his prolific output is the Symphony, memorably described by him as ‘a 
dramatic structure with an emotive intention’.3  He tackled the form afresh with each 
of his thirteen examples, deliberately aiming at differences of character, duration, form, 
rhythm, thematic or harmonic material, difficulty, and orchestration.  There are also 
four cantatas, including The Country Beyond the Stars (1958) to words by Henry 
Vaughan4, and Come, my Way, my Truth, my Life (1987) to a text taken from poetry by 
1  Rian Evans, ‘Dr Daniel Jones, OBE (1912-1993), a tribute …’, preface to the programme book accompanying the first performance of 
Jones’s String Quartet no.8 on 28 July 1993.   
2  Letter from Jones to Francis Routh dated 21 May 1969, housed in the Daniel Jones Archive.
3  In the composer’s programme notes for the Seventh Symphony’s premiere on 4 April 1972.
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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  In fact he 
undertook a wide variety of roles during his long life, as he once wryly observed: ‘my 
career has been a very complicated one.  As a matter of fact, it’s a pity I was not divided 
into several people’.3    

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’.4  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.  At Swansea Grammar 
School, he met Dylan Thomas,5 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.6  

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 

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  Ibid.
5  Years later, Dylan Thomas vividly portrayed his volatile first encounter with Daniel Jones in the school playground in a short story entitled 
‘The Fight’.
6  In 1971, eighteen years after Dylan’s death, Jones produced an authoritative edition of his friend’s poems.
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from 1935, is lyrically expressive.  Contrast is provided by a very brief, more energetic 
middle episode.  Also dating from 1935, the charming, polka-like closing Allegretto 
giocoso is harmonically adventurous and wide-ranging in its exploration of the keyboard.             

The Academic Suite [Suite no.6 in E] (1934) is a substantial, four-movement work.  
Marked Lento, ma non troppo, a contemplative, halting introductory passage, leads 
directly into the thematically-related main Allegro section, which has a Schubertian 
combination of grace and intensity and is also reminiscent of the Austrian master in the 
way it builds an imposing and expansive structure from tiny, insistent rhythmic figures.  
The slow, prefatory material is recalled in the movement’s hushed closing section.  The 
central Lento con grazia begins with a melody of heart-easing simplicity, and the general 
mood remains calm and unruffled, despite the appearance of thornier, more unsettled 
passages as the music unfolds.  A short and forthright piece, marked ‘Allegro Barbaro’ 
ends on a question mark, leaving the way open for the most extensive movement, a set 
of sharply-characterised variations.  The gentle theme, which is repeated, is the subject 
of eight diverse, far-reaching variants that extend from elegance to melancholy and 
parody to tenderness.             

Written in 1936, the Two Concert Studies are both rhapsodic in nature, passing 
rapidly through various moods.  The darkly eloquent first study begins with an urbane 
assurance but becomes more unstable and agitated as it progresses.  The second study 
starts in a calm, sustained fashion, embracing edgy and quirky elements before a serene 
conclusion is reached.     

In the Suite No.8 in B flat (1936) the opening Prelude begins with a solemn, chordal 
idea.  This leads into a faster section that is harmonically, melodically, and rhythmically 
more adventurous, before the movement’s initial material returns to round off the 
movement.  The following Scherzo is swift and typically playful.  In the next movement, 
an elegant theme is the basis of a set of colourful variations, which are often elaborate 
and occasionally puckish. The Finale begins in spirited fashion, but the Suite ends on 
a contemplative note.           

Jones allows his imagination full rein in the Three Caprices (1937).  After a graceful, 
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impulsive opening caprice in B flat minor, the G major Andante con moto is more 
thoughtful and reserved.  The closing B flat major caprice has a relaxed, impromptu 
quality and finds the composer at his most directly communicative.    

Classical leanings and a predilection for firm, organised structures drew Jones to 
time-honoured forms such as the Symphony and the String Quartet, so it would seem 
inevitable that he should have been particularly attracted to the Sonata.  His most 
famous work in this form was the Sonata for Four Kettledrums, yet the example 
presented here suggests that his music was ideally suited to large-scale piano 
statements.  He was a fine pianist and the idiomatic writing evident in his dramatic 
Sonata No.6 in C sharp minor (1939) is the product of a fine and searching 
executant.  The first movement begins with a terse introduction, marked ‘Molto 
sostenuto’ and the main Allegro section is then unleashed.  This hard-driven movement 
has the feel of a free-flowing moto perpetuo, which the more relaxed and expressive 
secondary material can scarcely stem.  Jones’s proficiency in counterpoint and fugal 
techniques and his natural tendency to exploit the extremes of the keyboard are to the 
fore in this taut and closely argued statement.  The Lento slow movement is eloquent 
and deeply-felt, with an intensely improvisatory quality.  The impassioned central 
climax is an exceptionally raw and emotionally unbuttoned outpouring.  The following 
Presto is a brilliant, animated scherzo, propelled by the same unflagging, motoric 
energy that powered the opening movement.  In the fourth movement, a brief Adagio 
prefaces a quixotic, restless Allegro ma non troppo.  When all passion is spent, a fifth 
movement in the form of a rigorously worked out, five-voice fugue brings this volatile 
sonata to a profoundly thoughtful and intellectually satisfying conclusion.    

The Thema con variazioni in D flat (1941) presents a simple and serene rising and 
falling melody, and then proceeds to weave a series of richly ornamented variants upon 
its undulating contours.  The delicate, hesitant closing section sets the seal on one of 
Jones’s most exquisite, beautifully proportioned piano pieces.              

The two movements which comprise the Sonatina in A minor (1943) have the heft 
and scope of a fully-fledged sonata, so the diminutive title is surely a reflection of the 
brevity of the score rather than an indication of lightness or insubstantiality.  The 
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shadowy opening Tragico con moto movement is in thrall to the swaying, arpeggiated 
idea with which the music begins.  The following movement opens with a solemn theme 
and continues with a series of variations that ranges from fluency and nobility to 
reticence and, ultimately, bluff geniality.              

All of Daniel Jones’s strengths as a writer for the piano seem to be summed by his 
Theme, Variations and Fugue in C sharp minor (1945).  The opening Andante 
theme is full of interest in terms of melodic, rhythmic and harmonic sleights of hand.  
The archaic-sounding cadences serve as a reminder of the composer’s unstinting 
admiration for Purcell.  The delicate first variation is fluently expressive and rarely 
raises its voice beyond a whisper.  The following march-like variation, by contrast, is 
stiffly martial, adhering rigidly to a regular pulse and adorned with trumpet calls.  Much 
freer and more spontaneous-sounding, the third variation radiates an Italianate warmth 
and passion.  There follows a short, toccata-like Allegro variation of considerable 
brilliance.  The fifth variation is slow and touching in its simplicity.  A virtuosic Allegro 
furioso is followed by an extended slow variation which begins in hushed contemplation 
and contains agitated passages of imposing heft and scope.  This expansive last variation 
paves the way for the fugal finale, stately in its unhurried pace and festooned with trills.  
Just as the music appears to be heading towards a grand peroration, a broadening of 
pace, followed by a pause leads to a return of the opening theme, artless and serene.  
This typically imaginative touch concludes a work of impressive range and invention.         

          Paul Conway, 2022      

Daniel Jones Scores
NMP1154   Sonatina in A minor. 1943
NMP1155   Fantasia in E-flat minor. 1944 
 Lento malinconico 1949
NMP1156 Prelude in D minor. 1933
 Thema con variazioni in D-flat. 1941

Full details www.wyastone.co.uk



SRCD 2396 14

It was in 1972 that I first met Dan Jones, working with him on several occasions as 
Sharon McKinley and I prepared to give the first performance of a Cello Sonata the 
composer had written for us. At that time the sets of Bagatelles published by the 
University of Wales Press were the only piano music of his that I knew. I can remember 
asking him if he would write some new piano pieces. His reply was blunt - he was not 
interested in writing piano music, and had not written anything much in the past. My 
abiding memory of him is of someone very witty and genial, and just delighted to hear his 
music being played. Sadly we didn’t meet often after that, partly because he was very 
happy being rather isolated in his Swansea home, and partly because he did not have an 
academic post, and stayed away from the politics of the music departments in Wales.

I had taken Dan’s dismissal of any piano music at face value, so was intrigued to find 
boxes of piano works by Daniel Jones listed in a catalogue of manuscripts held in the 
National Library Archive in Aberystwyth. In early 2017 Adrian Farmer and I went to 
look at these manuscripts, and were surprised to find so many complete works, including 
many fair copies in a neat hand clearly meant for performance and publication. They are 
all precisely dated, including the locations where they were completed. Some of them are 
even ‘fingered’, just as you would do if you were preparing to perform them yourself.

I have no idea why Dan denied having written all this music. It was composed by 
someone who obviously played the piano extremely well (another hidden fact about him) 
but who, by 1950 had abandoned the piano completely. I can only suppose that WW2 
caused a delay in these works being published. Then, after the war, the world’s musical 
language had moved on, as did Dan, now gripped with single-minded focus on writing 
Symphonies. There is one poignant handover between Dan’s youthful piano music and 
his symphonic music: discovered in the Archive boxes were two movements of the 1st 
Symphony written out in piano score, (they feel like piano reductions) and where, briefly, 
the romantic language of his piano music meets the emerging gruffness of his symphonic 
works – and then is gone forever.

I do hope these recordings and the publications that accompany them, will persuade 
pianists to include this important music in their programmes in the future.

Martin Jones, 2022
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Daniel Jones (1912-1993)
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Also available on Lyrita
The 13 Symphonies of Daniel Jones are available on 6 single CD releases.

 The BBC Welsh Symphony Orchestra 
conducted by Bryden Tompson & Tecwyn Evans.

The Royal Philharmonic Orchestra 
conducted by Sir Charles Groves 

https://www.wyastone.co.uk/all-labels/dan-jones-symphonies.html
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Martin Jones has been one of Britain’s 
most highly regarded solo pianists since 
first coming to international attention in 
1968 when he received the Dame Myra 
Hess Award. The same year he made his 
London debut at the Queen Elizabeth Hall 
and his New York debut at Carnegie Hall, 
and ever since has been in demand for 
recitals and concerto performances in 
Europe, Russia ,Australia, Canada, North 
& South America. He has made over 90 
recordings with Nimbus Records exploring 
music that is not often played including the 
complete works of 18  composers. This  
year will see the release of 4 discs of newly 
discovered manuscripts of Daniel Jones. 
Also, together with Adrian Farmer, 3 discs 
of French music for 4 hands. During next 
year ,as well as giving concerts, he will 
complete  3 discs of  the first recordings of 
all the piano works of Elizabeth Lutyens  
for Resonus Records, and continue his 
American Piano Series with Volumes 6 & 7  
for Prova Recordings  which will include 
several new works especially written for 
him, and, for Nimbus a collection  of 
Brazilian music by Mignone, Gnatalli & 
Lorenzo-Fernandez. 
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