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 Symphony no. 9, opus 140 (2016) 26.43
1  I Allegro moderato 6.01
2  II Molto vivace ed energico 4.26
3  III Poco lento e cantabile 6.32
4  IV Ombroso 2.36
5  V Velato, Urgente 7.08
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Zoë Beyers, leader

Kenneth Woods, conductor

 Variations for Strings, opus 40 (1986) 17.49
 on Bach’s Chorale ‘Die Nacht ist kommen’
6 Variation I  Allegro 1.56
7  Variation II   Andante grazioso 2.23
8 Variation III  Andante mosso 1.37
9 Variation IV   Moderato 1.27
10 Variation V  L’istesso tempo, molto quieto 1.43
11 Variation VI  Con moto 1.40
12 Variation VII  Presto veloce 1.21
13 Variation VIII  Adagio sostenuto 2.38
14 Chorale   Poco lento 1.38
15 Epilogue  Allegro 1.26
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Standing Ovation at the premiere of David Matthew’s Symphony No. 9 pre-
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From the Conductor

Whether he intended it or not, David Matthews’s Ninth Symphony is a work of bold 
provocation. To be sure, we have come a long way from the kind of careless snobbery 
towards tonality and traditional forms which dominated discourse about serious music a 
generation ago. Nevertheless, over 100 years on from the early 20th-century breakthroughs 
of Schoenberg and Stravinsky, it is a little shocking, if deeply edifying, to see Matthews 
writing a ninth symphony which so manifestly validates Schoenberg’s prediction that there 
was still a lot of great music to be written in the key of C major.

When David first described the work to me, he was quick to point out that this was not going 
to be a 'big' ninth like Bruckner’s or Beethoven’s. “More Shostakovich 9 than Mahler 9” 
were his words then. This proved true, in a way: the entire completed symphony is shorter 
than the first movement of Mahler’s Ninth, and the work is without grandiosity. However, 
David’s connection to Mahler’s music is life-long, profound and subtle, and the symmetrical 
five-movement form David has used in his Ninth will certainly resonate with listeners who 
are familiar with similar formal structures used by Mahler in his Fifth, Seventh and Tenth 
symphonies.

David’s essay below recounts how the Symphony grew out of a carol he had written for his 
wife, Jenifer Wakelyn, whose "September Painting No.4." is the image on the cover of this 
recording.. David’s initial unease about using such a 'simple' piece of melody material as the 
basis for a symphony would at first seem to be clearly misplaced. After all, Beethoven and 
Brahms both showed how whole symphonies could be developed out of a cell of two to four 
notes. I think the greatest challenge David faced in making something symphonic from this 
lovely little tune was to draw something sufficiently dramatic from a melody which is so 
emotionally straightforward; even, in the best and most sophisticated sense, naïve. Also, 
however simple it may be, developing a melody, which by its nature has a beginning, middle 
and an end, into a large symphonic form is probably more difficult than developing a motif, 
which is correspondingly more open-ended. There are precedents, however, for such an 
approach to symphonic form, in which a large symphonic structure is anchored by a handful 
of appearances of an iconic melody heard at the beginning of the work, a melody which is 
also minded for all sorts of motivic material which can be transformed and developed. The 
first movement of Dvorak’s Eighth Symphony is one compelling example, and the opening 
melody of Elgar’s First Symphony functions in much the same way as the solstice carol does 
in David’s Ninth, forming the frame of the entire work from beginning to end.
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Founded by conductor William Boughton in 1978, the ESO have a long and distinguished 
history of collaboration with legendary figures of British music making. Vernon “Tod” 
Handley became the orchestra’s second Principal Conductor in 2007, and led the orchestra 
until his death. Over the years, the ESO has worked with a distinguished list of 
instrumentalists, composers and conductors, including Nigel Kennedy, Steven Isserlis, 
Daniel Hope, Michael Tippett, Nicholas Maw and Yehudi Menuhin, who was appointed the 
ESO’s Principal Guest Conductor in 1991, and led the orchestra on a number of 
international tours.

British music has always been a central part of the orchestra’s mission. Appropriately for 
an orchestra based in Elgar’s home town, the ESO has made many acclaimed recordings 
of that composer’s music, and that of other major 20th century British composers including 
Vaughan Williams, Britten, Butterworth and Bridge. The ESO discography highlights a 
commitment to the music of our time; in addition to the notable recordings which grew out 
of the orchestra’s affiliation with Sir Michael Tippett, are recordings of music by John 
Metcalfe, John Joubert, and Michael and Lennox Berkeley. John McCabe served as the 
orchestra’s Composer-in-Association from 2013 until his death in 2015. Following 
McCabe’s passing, the ESO appointed Philip Sawyers as “John McCabe Composer-in-
Association.” Sawyers was succeeded in 2018 by David Matthews. Highlights of recent 
seasons include triumphant debuts in LSO St. Luke’s, St John’s Smith Square, The 
Bridgewater Hall, King’s Place, Cheltenham Town Hall. and Elgar Concert Hall.

From its beginnings as the English String Orchestra, the ESO soon earned an international 
reputation for performances of English music, made over fifty recordings and began touring 
regularly in Europe. Over time, the orchestra’s repertoire expanded to include the full 
breadth of orchestral music, and the ESO grew to become the English Symphony Orchestra. 
Ever since then, “ESO” has served as an acronym with a dual meaning.

www.eso.co.uk
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for both Donald Fraser’s orchestration of the Elgar Piano Quintet in 2015 and John 
Joubert’s opera Jane Eyre in 2016. Jane Eyre also marked the ESO’s first foray into opera, 
and the premiere and subsequent Somm Recordings CD were both received with 
international critical acclaim including a string of five-star reviews, Disc of the Month nods 
and the Birmingham Post’s classical music highlight of 2016 accolade.

In 2016, Woods and the ESO launched their 21st Century Symphony Project, an ambitious 
multi-year effort to commission, premiere and record nine new symphonies by leading 
composers, with the triumphant premiere of Philip Sawyers’ Third Symphony at St John’s 
Smith Square

A widely read writer and frequent broadcaster, Woods’ blog, A View from the Podium, is one 
of the 25 most popular classical blogs in the world. He has spoken on Mahler on NPR’s All 
Things Considered and is a regular speaker on BBC radio programmes. Since 2014, he has 
been Honorary Patron of the Hans Gál Society.

www.kennethwoods.net

The Worcestershire-based ESO, the International Orchestra of Elgar Country, is an 
ensemble which in recent years has become synonymous with artistic excellence, 
innovative and visionary programming, distinctive commissioning, ground-breaking 
recording, a welcoming and immersive concert experience, transformative youth 
programmes and service to the community.

Since 2013, the orchestra has re-emerged as a major force in British musical life, presenting 
and recording the orchestra’s first full-length opera (the world premiere of John Joubert’s 
Jane Eyre) to overwhelming critical acclaim, presenting the 2015 and 2016 Classical Music 
Magazine “Premiere of the Year,” and releasing a triumphant series of recordings including 
Donald Fraser’s orchestration of the Elgar Piano Quintet (Classic FM Disc of the Week) and 
the Complete Piano Concertos of Ernst Krenek (Sunday Times Essential New Release).
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The 20th Century was a golden age for English string music. Elgar and Vaughan Williams set 
the bar high in the first decades of the century, but composers of later generations like 
Tippett and Britten (both of whose music David has been deeply involved with) built on these 
foundations to give us a rich legacy of works that show the potential of the string orchestra 
to produce an astonishing diversity of textures and colours. In my opinion, David’s 
Variations for Strings, which shockingly had not been played since the 1980s, are more than 
worthy to stand alongside the best string music of these four masters at the very pinnacle 
of the English string repertoire. Although there is nary a single 'special effect' in the score, 
David’s string writing is full of originality. He seems to break new ground on every page. 
Where Elgar, Vaughan Williams and Britten all used the alternation of tutti and solo string 
groups to create variety of texture, Matthews writes for an ensemble of 24 solo string 
players (one more than Richard Strauss allowed himself in Metamorphosen), any of whom 
can function as a soloist or part of a smaller or larger ensemble at any point in the work. The 
large, flexible body of solo instrumentalists also allows for special effects of the kind used 
so effectively by Tippett in his Concerto for Double String Orchestra or Vaughan Williams in 
his Tallis Fantasia. It’s quite interesting to listen to the opening of the work on headphones 
and hear the way the various rhythmic interjections jump in and out from various points in 
the stereo field, or to note the way in which David gives the main line at key points to the 
last stand of the first violins, which creates a real sense of distance and mystery.

Equally compelling is the way in which Matthews mines the whole of the chorale, not just 
the chorale melody, for musical materials. I find it absolutely ingenious the way in which the 
work opens. There’s nary a hint of the melody of the chorale, but instead just a cloud of 
repeated pitches, neighbour tones and little stuttering figures. A quick look at the Bach will 
show that David has very cleverly built this first variation on the alto of the chorale – a 
wonderful opening gambit. But this is not merely a clever work, nor simply a masterclass in 
writing for strings (although it is surely both); it is a very personal and moving statement, 
infused with the spirit of the dark and rather fraught time in which it was written. 

There is absolutely nothing valedictory about David’s Ninth Symphony; in fact, he has 
written an astonishing amount of music since completing it. However a Ninth is bound to be 
a milestone for any symphonist, and one of the things that strikes me about David at this 
moment in his creative life is the extent to which his voice has remained so consistent, even 
looking back over 30 years to the Variations. Nevertheless, he has somehow managed, both 
as a symphonist and composer in all genres, to avoid re-ploughing the same fields over and 
over again. The sunlit lyricism which opens his Double Concerto is surely not far away in 
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spirit from the gentle setting of the solstice carol which opens the Ninth Symphony, but 
these similar openings mark the beginning of very different musical journeys. David has long 
been fascinated with the musical possibilities of bird song, and it is no accident that slow 
movements of both Symphony and Concerto culminate in the sound of Nature singing – a 
thrush in the Symphony, a pair of nightingales in the Concerto. 

Likewise, the ferociously difficult opening of the third movement of the Concerto (Presto 
scorrevole) is not at all far in spirit or technique from the seventh variation (Presto veloce) of 
the Variations. However, while the Presto of the early work races into the heart of night, the 
Presto of the Concerto proves to be a headlong dash towards the light and the uplifting Irish 
jig that ends the work, and this recording, in such buoyant good spirits.

All of this is of a piece with David’s treatment of the solstice melody which opens the 
Symphony. It speaks to the creative artist as a force of renewal, as one who takes the 
enduring threads of melody, nature and tradition and revitalises and re-invents them for our 
time and for generations to come.

© 2019 by Kenneth Woods

From the Composer

Symphony No. 9

My Ninth Symphony began in a modest way on 21 December 2015 when I wrote a little carol 
for the solstice for my wife Jenifer, with words about the coming of spring. One day in 
January I was playing it on the piano and, beginning to improvise, I thought “I can turn this 
into something bigger, and why not a symphony?” I felt a little uneasy about using such a 
simple tune for a symphony, particularly with this number, but I was reminded of Nielsen’s 
Sixth, whose almost naïve opening leads to much more serious events. So my tune, now in 
C major instead of its original G, began to explore more complex and darker regions as my 
sonata-form first movement progressed. The coda gently brings back the carol, which 
moves unexpectedly into A flat major and a solo violin melody at the end.

I had decided on a formal scheme resembling my Fourth Symphony, with two scherzos 
surrounding a central slow movement. The second movement is fast and furious and, like 
the first scherzo of the Fourth, is founded on fragments of blues-like material. There is a 
slower trio, then an abbreviated repeat of the scherzo, all fortissimo. The slow movement is 
a slightly extended version of the string piece ‘A June Song’ I wrote in 2015 for Martin 
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Hailed by Gramophone Magazine as “a 
symphonic conductor of stature”, 
American conductor Kenneth Woods was 
appointed Artistic Director and Principal 
Conductor of the English Symphony 
Orchestra in 2013, and has quickly built up 
an impressive and acclaimed body of work 
and recordings with them. Woods was also 
recently appointed Artistic Director of both 
the Colorado MahlerFest – the only US 
organisation other than the New Year 
Philharmonic to receive the International 
Gustav Mahler Society’s Gold Medal – and 
the Elgar Festival in Worcester. As a guest, 
Woods has conducted ensembles including 
the National Symphony Orchestra 
(Washington), Royal Philharmonic 
Orchestra, Cincinnati Symphony, BBC 
National Orchestra of Wales, Budapest 
Festival Orchestra, Royal  Northern 
Sinfonia and the English Chamber 
Orchestra, and has made numerous 
broadcasts for BBC Radio 3, National 
Public Radio and the Canadian 
Broadcasting Corporation. He has 
appeared on the stages of some of the 
world’s leading music festivals, such as 
Aspen, Scotia and Lucerne.

Under Kenneth Woods’ leadership, the 
English Symphony Orchestra has gained 
widespread recognition as one of the most 
innovative and influential orchestras in the 
UK. They received Classical Music 
Magazine’s “Premiere of the Year” plaudit B
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Since her debut at the Wigmore Hall in 1997, violist 
Sarah-Jane Bradley has established a 
distinguished international reputation as a soloist 
and chamber musician.

Sarah-Jane is a pioneer of new works and has 
premiered and recorded a number of new 
concertos for solo viola, including those by David 
Matthews, Paul Patterson and Matthew Taylor. 
Sarah-Jane has worked as a soloist with the 
Philharmonia, Hallé, BBC Symphony Orchestra, 
BBC Concert Orchestra, Royal Scottish National 
Orchestra, English Chamber Orchestra, City of 
London Sinfonia and Northern Sinfonia. Her 
acclaimed solo recordings include seven CDs of 
British viola concertos for Dutton Epoch, and two 
recital discs for Naxos.

As a former founder member of the Leopold String 
Trio, Sorrel Quartet and London Soloists Ensemble, she has recorded extensively for 
Hyperion, Chandos and Naxos. Sarah-Jane is in high demand as a recitalist and chamber 
musician; her work as such has taken her around the world to festivals such as Marlboro and 
Kuhmo. Sarah-Jane is a founder member of the Rossetti Ensemble. Other current chamber 
collaborations include Karolos, I Musicanti and the Aquinas Piano Trio.

Following studies at the Royal Academy of Music, and the Mozarteum Salzburg, Sarah-Jane 
won many awards. A prizewinner at the 1994 Lionel Tertis International Viola Competition, 
Sarah-Jane is now on the executive committee of the Competition and was on the jury in 
2013. Sarah-Jane teaches viola at the Royal College of Music and The Purcell School, and 
is Professor of Chamber Music at the Guildhall School of Music and Drama.

"Sarah-Jane Bradley: ardent, affecting soloist" (The Daily Telegraph August 2009).
“Sarah-Jane Bradley impresses . . . a virtuosic recital” (The Guardian July 2018).
www.sarahjanebradley.com
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Anderson’s project ‘Music for My Love’, in memory of his wife Yodit Tekle. I added 
woodwind and horns to the central section, followed by some big wind and brass chords, 
and a coda with E flat clarinet playing phrases I heard my local song thrush sing as I was 
revising the movement. The second scherzo is a subdued waltz marked Ombroso, 
‘shadowy’, in which the strings play pizzicato throughout.

The finale was begun after I had heard a performance of Sibelius’s Third Symphony and 
been reminded of the way the finale’s triumphant main theme emerges out of the swirling 
mists of its beginning. It opens with solo violin recalling the ending of the first movement, 
then plunges into a long passage of uncertainty, with much use of tremolo strings. A more 
confident central section in compound time leads to a recapitulation and an aggressive 
climax, which subsides into an extended repeat of the carol in C major. It ends with an 
exultant proclamation of the carol as a brass chorale. Spring has arrived.

The Symphony has a joint dedication to my wife and to our friend Justin Broackes, who very 
generously offered to commission it. 

Variations for Strings on Bach’s Chorale ‘Die Nacht ist kommen’, Op. 40

Die Nacht ist kommen, 
Drin wir ruhen sollen; 
Gott walts zu Frommen 
Nach seim Wohlgefallen, 
Dass wir uns legen, 
In seim Gleit und Segen 
Der Ruh zu pflegen. 

Night's darkness falleth,
All creation sleepeth.
God's wisdom ord'reth
As to Him best seemeth.
Beneath His blessing,
His will e'er fulfilling,
There's nought for fearing. 

I began these variations (in January 1986) with two preliminary ideas. The first was that my 
chosen chorale theme should appear at the end rather than the beginning. Since the words 
of the chorale are a prayer for a peaceful night, it seemed appropriate that the chorale 
should be the culmination of the piece, while the variations might be seen as reflecting the 
activities of the day. The second idea was that the string writing should be as diverse as 
possible, and that all 24 players should on occasion be used as soloists. 

The variations are free and do not follow the phrase-structure of the chorale. There is some 
use of the chorale’s harmonic structure, and its tonality (G major) is important to the tonal 
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planning of the variations. They are for the most part based on the chorale’s essential 
thematic material, which consists of a four-note rising scale and its inversion. There are 
eight short variations, followed by the chorale. The piece was originally to have ended here, 
but I decided to add a short epilogue based on Variation I. This variation-on-a-variation 
starts the process up again, but it is abruptly halted.

The scheme is, briefly, as follows:

I. Allegro. A prelude in two parts. Part 1 presents the basic thematic idea, beginning on G 
and insistently centred on that note; part 2 varies the chorale’s harmonic structure.

II. Andante grazioso. A Sicilienne, based on the note C-sharp, which leads to A major and a 
return to Variation I’s allegro tempo as a coda.

III. Andante mosso. Violas and cellos in unison develop the basic idea over a pizzicato bass, 
while divided violins add trills to a figure from the previous variation. Again there is a quicker 
coda: a short pastoral Allegretto.

IV. Moderato. Chords and arpeggios, related to part 2 of Variation I, leading to . . .

V. L’istesso tempo. The melody of the chorale appears, in canon, over a pedal bass note, 
with a solo violin rhapsodizing above. 

VI. Con moto. A scherzo and trio. The scherzo is based on a chromatic version of the basic 
idea, the trio on a 3-note motive containing a minor third, also derived from the chorale. 

VII. Presto veloce. Another scherzo, in four ‘verses’, starting with a single line and at each 
repetition adding another part.

VIII. Adagio sostenuto. A chorale prelude, based on the three-note motive from Variation VI. 
It begins and ends with a sustained dominant pedal, and leads into the . . .

Chorale, in G major. It ends with the three-note motive and dies away on a G in the bass, 
preparing the way for . . .

Epilogue. This is a shortened version of Variation I, loud and forceful throughout. At its 
mid-point climax the insistently repeated Gs shift to C, and the last two chords cadence 
decisively into C minor.

The variations are dedicated 'to my friends in Brno'. When I began the piece, I had just given 
an unofficial seminar in Brno and met several people actively involved in opposing the 
communist government in Czechoslovakia. They were therefore in some danger, and my 
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Sara Trickey enjoys an exciting and diverse 
career as a solo violinist and chamber 
musician. Noted for her “fiery and passionate” 
performances (The Strad) and her “beautifully 
refined tone” (Musical Opinion), she performs 
at many of the major UK festivals and venues, 
including in recent months the Presteigne, 
Alwyn, Oxford May Music,  York, and Wye 
Valley Chamber Music festivals. She plays 
regularly with pianist Daniel Tong with whom 
she has recorded the Schubert Sonatinas to 
critical acclaim (“Irresistible!” – Barry 
Millington). A CD of Fauré and David 
Matthews has recently been released by 
Deux-Elles. She also made a world premiere 
recording of Mathias’ violin sonatas with Iwan 
Llewelyn Jones.

Sara has performed most of the repertoire for violin and orchestra, with orchestras that 
include the City of London Sinfonia and the Orchestra of St John’s  (“The Beethoven violin 
concerto was quite simply perfection” – Seen and Heard International).

She is a founder member of the Odysseus Piano Trio and is also  a member of the Rossetti 
Ensemble, and plays in a violin duo with Andrew Watkinson, leader of the Endellion Quartet. 
Prior to forming these groups, Sara led the Bronte String Quartet for six years, winning the 
Royal Overseas League competition and second prize in the Cremona International Quartet 
competition.

Sara studied with Camilla Wicks and also was very much influenced by her studies at IMS 
Prussia Cove. She read Classics at Trinity Hall, Cambridge and this continues to be a 
passion. She also enjoys teaching, primarily at the Junior Guildhall School of Music and 
Drama.
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A collection of writings by and about Matthews was published by Plumbago Books to mark 
his 70th birthday in 2014.

For a long time the Music Advisor to the English Chamber Orchestra, Matthews also enjoys 
particularly close relationships with the BBC Philharmonic Orchestra, the Nash Ensemble 
and the Britten Sinfonia (with whom he was Composer in Residence from 1997-1999). His 
music has been recorded extensively, with his symphonic output attracting particularly 
appreciative reviews: "one of our leading composers" wrote Calum MacDonald in BBC 
Music Magazine, "a leading 21st-century exponent of the form" wrote Arnold Whittall in 
Gramophone. In 2011, the Dutton recording of his Second and Sixth Symphonies with the 
BBC National Orchestra of Wales was awarded a prestigious BBC Music Magazine Award.

David Matthews at the premiére of his Ninth Symphony in St. George's, Bristol. May 2018
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chorale expresses the hope that they would remain safe – which they did, until the happy 
occurrence of the then unexpected Velvet Revolution of 1989.

Double Concerto for violin, viola and strings

Mozart’s Sinfonia Concertante for violin and viola is one of my favourite works of his. I have 
always loved the special relationship between the two soloists: rather than rivalry, there is 
a sense of coming together in friendship. I have tried to express the same harmonious 
qualities in my own Double Concerto. At the centre of the first movement there is an 
extended passage where the two soloists play alternately over a series of bass pedals. This 
passage is modelled on the competition between oboe and violin in my concertino The 
Flaying of Marsyas; but whereas in that piece a strenuous contest results in the violin’s 
victory, in the Double Concerto the players display their skills in turn, with a sense of “this 
is I what can do – and this is what I can do”. 

The first movement begins with successive unaccompanied melodies for the orchestral 1st 
violins and violas, which are then played in counterpoint by the two soloists. This is a kind 
of sonata movement, with the central dialogue taking the place of a proper development. 
The contemplative slow movement also has a central episode, in which the soloists imitate 
nightingales, which also make a brief return in the coda. For more than twenty years I have 
been going each May to places in Kent and Sussex to hear nightingales: for me no spring 
would be complete without hearing their wondrous songs. 

The last movement is based on the finale of my Ninth String Quartet, which in turn took as 
its model the spectral finale of Chopin’s B flat minor Sonata. Chopin’s movement remains 
dark and mysterious to the end; halfway through my finale, darkness turns to light when the 
music gradually takes on something of the character of an Irish jig, and the Concerto ends 
in a mood of quiet exuberance.

Notes © 2016, 1987 and 2013 by David Matthews
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About the 21st Century Symphony Project

This recording is part of the English Symphony Orchestra’s 21st Century Symphony Project, 
a multi-year effort to commission, premiere and record nine new symphonies by a diverse 
array of living composers. The aims of the project are:

1 - To inspire existing audiences for mainstream orchestral music to engage more deeply 
with the music of our time.

2 - To inspire living composers, not only those in the actual project, to write new symphonies 
and to engage with symphonic audiences

3 - To spark a conversation about the state of the symphony as a genre today – its historic 
importance, its current relevance, its future possibilities

4 - To facilitate the creation of new works which reward, challenge, engage and inspire 
orchestral musicians.

In the course of the project, we hope to commission a set of works that embrace a variety 
of approaches to symphonic form, ranging from the traditional four movement structure 
favoured by masters such as Beethoven and Brahms, single movement structures such as 
those used by Schumann, Sibelius and Schoenberg, programmatic symphonies like those 
written by Berlioz, Liszt and Richard Strauss, all as viewed through the prism of a modern 
day perspective. The project does not seek composers who write in a specific style, and, 
although all decisions about commissions are to be based solely on merit, artistic balance 
and considerations of the needs of our orchestra and our audience, it is expected that the 
final collection of works will represent composers of all generations, genders and back-
grounds.

The next work in the 21st Century Symphony Project will be Matthew Taylor’s Fifth 
Symphony, to be premiered in the summer of 2018.

About the Musicians

With a singular body of work spanning almost 60 years, David Matthews has established 
an international reputation as one of the leading symphonists of our time. Born in London in 
1943, he began composing at the age of sixteen. He read Classics at the University of 
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Nottingham – where he has more recently been made an Honorary Doctor of Music – and 
afterwards studied composition privately with Anthony Milner. He was also helped by the 
advice and encouragement of Nicholas Maw and spent three years as an assistant to 
Benjamin Britten in the late 1960s. In the 1970s a friendship with the Australian composer 
Peter Sculthorpe (leading to collaboration and numerous trips to Sydney) helped Matthews 
find his own distinctive voice.

The natural world provides Matthews with a constant source of inspiration, and his scores 
often evoke strong feelings of place and are filled with birdsong. As well as growing out of 
his English background, his musical language is also strongly connected to the central 
European tradition – back through Mahler to Beethoven. He has been preoccupied with 
working in the great inherited forms of the past – symphony, string quartet, and oratorio – 
and the task of finding new ways to renew them. Matthews’s music unashamedly embraces 
his own brand of tonality and he retains a firm commitment to a music that is grounded in 
song and dance, and is connected to the vernacular.

Matthews has been the recipient of numerous BBC commissions, including Cantiga, his 
dramatic 1988 scena for soprano and orchestra, and the Concerto in Azzurro for cellist 
Steven Isserlis, which was nominated for a 2003 BBC Radio 3 Listeners’ Award. Matthews 
has written prodigiously for string quartet and in his vocal music has set poets from E.E. 
Cummings and Rilke to Housman and D.H. Lawrence; Hill, Eliot and Auden to Sappho (in 
the original Greek). Choral music is equally important. Matthews composed his most 
ambitious work to date, Vespers for soloists, chorus and orchestra, for the Huddersfield 
Choral Society in 1994, and his 2014 anthem To what God shall we chant our songs of 
battle? was broadcast live on BBC Television as part of a vigil at Westminster Abbey 
commemorating the outbreak of the First World War. 

Since 1985 Matthews has split his time between London and Deal, where from 1989 to 
2003 he was Artistic Director of the Deal Festival. Matthews has largely avoided teaching, 
but has undertaken editorial work to support his composing career, collaborating with 
Deryck Cooke on the performing version of Mahler’s Tenth Symphony, editing the music of 
Vaughan Williams, and orchestrating film music (most notably for Carl Davis). He has written 
books on the music of Tippett and Britten and penned numerous reviews for music journals. 
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About the 21st Century Symphony Project

This recording is part of the English Symphony Orchestra’s 21st Century Symphony Project, 
a multi-year effort to commission, premiere and record nine new symphonies by a diverse 
array of living composers. The aims of the project are:

1 - To inspire existing audiences for mainstream orchestral music to engage more deeply 
with the music of our time.

2 - To inspire living composers, not only those in the actual project, to write new symphonies 
and to engage with symphonic audiences

3 - To spark a conversation about the state of the symphony as a genre today – its historic 
importance, its current relevance, its future possibilities

4 - To facilitate the creation of new works which reward, challenge, engage and inspire 
orchestral musicians.

In the course of the project, we hope to commission a set of works that embrace a variety 
of approaches to symphonic form, ranging from the traditional four movement structure 
favoured by masters such as Beethoven and Brahms, single movement structures such as 
those used by Schumann, Sibelius and Schoenberg, programmatic symphonies like those 
written by Berlioz, Liszt and Richard Strauss, all as viewed through the prism of a modern 
day perspective. The project does not seek composers who write in a specific style, and, 
although all decisions about commissions are to be based solely on merit, artistic balance 
and considerations of the needs of our orchestra and our audience, it is expected that the 
final collection of works will represent composers of all generations, genders and back-
grounds.

The next work in the 21st Century Symphony Project will be Matthew Taylor’s Fifth 
Symphony, to be premiered in the summer of 2018.

About the Musicians

With a singular body of work spanning almost 60 years, David Matthews has established 
an international reputation as one of the leading symphonists of our time. Born in London in 
1943, he began composing at the age of sixteen. He read Classics at the University of 
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Nottingham – where he has more recently been made an Honorary Doctor of Music – and 
afterwards studied composition privately with Anthony Milner. He was also helped by the 
advice and encouragement of Nicholas Maw and spent three years as an assistant to 
Benjamin Britten in the late 1960s. In the 1970s a friendship with the Australian composer 
Peter Sculthorpe (leading to collaboration and numerous trips to Sydney) helped Matthews 
find his own distinctive voice.

The natural world provides Matthews with a constant source of inspiration, and his scores 
often evoke strong feelings of place and are filled with birdsong. As well as growing out of 
his English background, his musical language is also strongly connected to the central 
European tradition – back through Mahler to Beethoven. He has been preoccupied with 
working in the great inherited forms of the past – symphony, string quartet, and oratorio – 
and the task of finding new ways to renew them. Matthews’s music unashamedly embraces 
his own brand of tonality and he retains a firm commitment to a music that is grounded in 
song and dance, and is connected to the vernacular.

Matthews has been the recipient of numerous BBC commissions, including Cantiga, his 
dramatic 1988 scena for soprano and orchestra, and the Concerto in Azzurro for cellist 
Steven Isserlis, which was nominated for a 2003 BBC Radio 3 Listeners’ Award. Matthews 
has written prodigiously for string quartet and in his vocal music has set poets from E.E. 
Cummings and Rilke to Housman and D.H. Lawrence; Hill, Eliot and Auden to Sappho (in 
the original Greek). Choral music is equally important. Matthews composed his most 
ambitious work to date, Vespers for soloists, chorus and orchestra, for the Huddersfield 
Choral Society in 1994, and his 2014 anthem To what God shall we chant our songs of 
battle? was broadcast live on BBC Television as part of a vigil at Westminster Abbey 
commemorating the outbreak of the First World War. 

Since 1985 Matthews has split his time between London and Deal, where from 1989 to 
2003 he was Artistic Director of the Deal Festival. Matthews has largely avoided teaching, 
but has undertaken editorial work to support his composing career, collaborating with 
Deryck Cooke on the performing version of Mahler’s Tenth Symphony, editing the music of 
Vaughan Williams, and orchestrating film music (most notably for Carl Davis). He has written 
books on the music of Tippett and Britten and penned numerous reviews for music journals. 
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A collection of writings by and about Matthews was published by Plumbago Books to mark 
his 70th birthday in 2014.

For a long time the Music Advisor to the English Chamber Orchestra, Matthews also enjoys 
particularly close relationships with the BBC Philharmonic Orchestra, the Nash Ensemble 
and the Britten Sinfonia (with whom he was Composer in Residence from 1997-1999). His 
music has been recorded extensively, with his symphonic output attracting particularly 
appreciative reviews: "one of our leading composers" wrote Calum MacDonald in BBC 
Music Magazine, "a leading 21st-century exponent of the form" wrote Arnold Whittall in 
Gramophone. In 2011, the Dutton recording of his Second and Sixth Symphonies with the 
BBC National Orchestra of Wales was awarded a prestigious BBC Music Magazine Award.

David Matthews at the premiére of his Ninth Symphony in St. George's, Bristol. May 2018
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chorale expresses the hope that they would remain safe – which they did, until the happy 
occurrence of the then unexpected Velvet Revolution of 1989.

Double Concerto for violin, viola and strings

Mozart’s Sinfonia Concertante for violin and viola is one of my favourite works of his. I have 
always loved the special relationship between the two soloists: rather than rivalry, there is 
a sense of coming together in friendship. I have tried to express the same harmonious 
qualities in my own Double Concerto. At the centre of the first movement there is an 
extended passage where the two soloists play alternately over a series of bass pedals. This 
passage is modelled on the competition between oboe and violin in my concertino The 
Flaying of Marsyas; but whereas in that piece a strenuous contest results in the violin’s 
victory, in the Double Concerto the players display their skills in turn, with a sense of “this 
is I what can do – and this is what I can do”. 

The first movement begins with successive unaccompanied melodies for the orchestral 1st 
violins and violas, which are then played in counterpoint by the two soloists. This is a kind 
of sonata movement, with the central dialogue taking the place of a proper development. 
The contemplative slow movement also has a central episode, in which the soloists imitate 
nightingales, which also make a brief return in the coda. For more than twenty years I have 
been going each May to places in Kent and Sussex to hear nightingales: for me no spring 
would be complete without hearing their wondrous songs. 

The last movement is based on the finale of my Ninth String Quartet, which in turn took as 
its model the spectral finale of Chopin’s B flat minor Sonata. Chopin’s movement remains 
dark and mysterious to the end; halfway through my finale, darkness turns to light when the 
music gradually takes on something of the character of an Irish jig, and the Concerto ends 
in a mood of quiet exuberance.

Notes © 2016, 1987 and 2013 by David Matthews
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planning of the variations. They are for the most part based on the chorale’s essential 
thematic material, which consists of a four-note rising scale and its inversion. There are 
eight short variations, followed by the chorale. The piece was originally to have ended here, 
but I decided to add a short epilogue based on Variation I. This variation-on-a-variation 
starts the process up again, but it is abruptly halted.

The scheme is, briefly, as follows:

I. Allegro. A prelude in two parts. Part 1 presents the basic thematic idea, beginning on G 
and insistently centred on that note; part 2 varies the chorale’s harmonic structure.

II. Andante grazioso. A Sicilienne, based on the note C-sharp, which leads to A major and a 
return to Variation I’s allegro tempo as a coda.

III. Andante mosso. Violas and cellos in unison develop the basic idea over a pizzicato bass, 
while divided violins add trills to a figure from the previous variation. Again there is a quicker 
coda: a short pastoral Allegretto.

IV. Moderato. Chords and arpeggios, related to part 2 of Variation I, leading to . . .

V. L’istesso tempo. The melody of the chorale appears, in canon, over a pedal bass note, 
with a solo violin rhapsodizing above. 

VI. Con moto. A scherzo and trio. The scherzo is based on a chromatic version of the basic 
idea, the trio on a 3-note motive containing a minor third, also derived from the chorale. 

VII. Presto veloce. Another scherzo, in four ‘verses’, starting with a single line and at each 
repetition adding another part.

VIII. Adagio sostenuto. A chorale prelude, based on the three-note motive from Variation VI. 
It begins and ends with a sustained dominant pedal, and leads into the . . .

Chorale, in G major. It ends with the three-note motive and dies away on a G in the bass, 
preparing the way for . . .

Epilogue. This is a shortened version of Variation I, loud and forceful throughout. At its 
mid-point climax the insistently repeated Gs shift to C, and the last two chords cadence 
decisively into C minor.

The variations are dedicated 'to my friends in Brno'. When I began the piece, I had just given 
an unofficial seminar in Brno and met several people actively involved in opposing the 
communist government in Czechoslovakia. They were therefore in some danger, and my 
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Sara Trickey enjoys an exciting and diverse 
career as a solo violinist and chamber 
musician. Noted for her “fiery and passionate” 
performances (The Strad) and her “beautifully 
refined tone” (Musical Opinion), she performs 
at many of the major UK festivals and venues, 
including in recent months the Presteigne, 
Alwyn, Oxford May Music,  York, and Wye 
Valley Chamber Music festivals. She plays 
regularly with pianist Daniel Tong with whom 
she has recorded the Schubert Sonatinas to 
critical acclaim (“Irresistible!” – Barry 
Millington). A CD of Fauré and David 
Matthews has recently been released by 
Deux-Elles. She also made a world premiere 
recording of Mathias’ violin sonatas with Iwan 
Llewelyn Jones.

Sara has performed most of the repertoire for violin and orchestra, with orchestras that 
include the City of London Sinfonia and the Orchestra of St John’s  (“The Beethoven violin 
concerto was quite simply perfection” – Seen and Heard International).

She is a founder member of the Odysseus Piano Trio and is also  a member of the Rossetti 
Ensemble, and plays in a violin duo with Andrew Watkinson, leader of the Endellion Quartet. 
Prior to forming these groups, Sara led the Bronte String Quartet for six years, winning the 
Royal Overseas League competition and second prize in the Cremona International Quartet 
competition.

Sara studied with Camilla Wicks and also was very much influenced by her studies at IMS 
Prussia Cove. She read Classics at Trinity Hall, Cambridge and this continues to be a 
passion. She also enjoys teaching, primarily at the Junior Guildhall School of Music and 
Drama.



14                 NI6382

Since her debut at the Wigmore Hall in 1997, violist 
Sarah-Jane Bradley has established a 
distinguished international reputation as a soloist 
and chamber musician.

Sarah-Jane is a pioneer of new works and has 
premiered and recorded a number of new 
concertos for solo viola, including those by David 
Matthews, Paul Patterson and Matthew Taylor. 
Sarah-Jane has worked as a soloist with the 
Philharmonia, Hallé, BBC Symphony Orchestra, 
BBC Concert Orchestra, Royal Scottish National 
Orchestra, English Chamber Orchestra, City of 
London Sinfonia and Northern Sinfonia. Her 
acclaimed solo recordings include seven CDs of 
British viola concertos for Dutton Epoch, and two 
recital discs for Naxos.

As a former founder member of the Leopold String 
Trio, Sorrel Quartet and London Soloists Ensemble, she has recorded extensively for 
Hyperion, Chandos and Naxos. Sarah-Jane is in high demand as a recitalist and chamber 
musician; her work as such has taken her around the world to festivals such as Marlboro and 
Kuhmo. Sarah-Jane is a founder member of the Rossetti Ensemble. Other current chamber 
collaborations include Karolos, I Musicanti and the Aquinas Piano Trio.

Following studies at the Royal Academy of Music, and the Mozarteum Salzburg, Sarah-Jane 
won many awards. A prizewinner at the 1994 Lionel Tertis International Viola Competition, 
Sarah-Jane is now on the executive committee of the Competition and was on the jury in 
2013. Sarah-Jane teaches viola at the Royal College of Music and The Purcell School, and 
is Professor of Chamber Music at the Guildhall School of Music and Drama.

"Sarah-Jane Bradley: ardent, affecting soloist" (The Daily Telegraph August 2009).
“Sarah-Jane Bradley impresses . . . a virtuosic recital” (The Guardian July 2018).
www.sarahjanebradley.com
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Anderson’s project ‘Music for My Love’, in memory of his wife Yodit Tekle. I added 
woodwind and horns to the central section, followed by some big wind and brass chords, 
and a coda with E flat clarinet playing phrases I heard my local song thrush sing as I was 
revising the movement. The second scherzo is a subdued waltz marked Ombroso, 
‘shadowy’, in which the strings play pizzicato throughout.

The finale was begun after I had heard a performance of Sibelius’s Third Symphony and 
been reminded of the way the finale’s triumphant main theme emerges out of the swirling 
mists of its beginning. It opens with solo violin recalling the ending of the first movement, 
then plunges into a long passage of uncertainty, with much use of tremolo strings. A more 
confident central section in compound time leads to a recapitulation and an aggressive 
climax, which subsides into an extended repeat of the carol in C major. It ends with an 
exultant proclamation of the carol as a brass chorale. Spring has arrived.

The Symphony has a joint dedication to my wife and to our friend Justin Broackes, who very 
generously offered to commission it. 

Variations for Strings on Bach’s Chorale ‘Die Nacht ist kommen’, Op. 40

Die Nacht ist kommen, 
Drin wir ruhen sollen; 
Gott walts zu Frommen 
Nach seim Wohlgefallen, 
Dass wir uns legen, 
In seim Gleit und Segen 
Der Ruh zu pflegen. 

Night's darkness falleth,
All creation sleepeth.
God's wisdom ord'reth
As to Him best seemeth.
Beneath His blessing,
His will e'er fulfilling,
There's nought for fearing. 

I began these variations (in January 1986) with two preliminary ideas. The first was that my 
chosen chorale theme should appear at the end rather than the beginning. Since the words 
of the chorale are a prayer for a peaceful night, it seemed appropriate that the chorale 
should be the culmination of the piece, while the variations might be seen as reflecting the 
activities of the day. The second idea was that the string writing should be as diverse as 
possible, and that all 24 players should on occasion be used as soloists. 

The variations are free and do not follow the phrase-structure of the chorale. There is some 
use of the chorale’s harmonic structure, and its tonality (G major) is important to the tonal 
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spirit from the gentle setting of the solstice carol which opens the Ninth Symphony, but 
these similar openings mark the beginning of very different musical journeys. David has long 
been fascinated with the musical possibilities of bird song, and it is no accident that slow 
movements of both Symphony and Concerto culminate in the sound of Nature singing – a 
thrush in the Symphony, a pair of nightingales in the Concerto. 

Likewise, the ferociously difficult opening of the third movement of the Concerto (Presto 
scorrevole) is not at all far in spirit or technique from the seventh variation (Presto veloce) of 
the Variations. However, while the Presto of the early work races into the heart of night, the 
Presto of the Concerto proves to be a headlong dash towards the light and the uplifting Irish 
jig that ends the work, and this recording, in such buoyant good spirits.

All of this is of a piece with David’s treatment of the solstice melody which opens the 
Symphony. It speaks to the creative artist as a force of renewal, as one who takes the 
enduring threads of melody, nature and tradition and revitalises and re-invents them for our 
time and for generations to come.

© 2019 by Kenneth Woods

From the Composer

Symphony No. 9

My Ninth Symphony began in a modest way on 21 December 2015 when I wrote a little carol 
for the solstice for my wife Jenifer, with words about the coming of spring. One day in 
January I was playing it on the piano and, beginning to improvise, I thought “I can turn this 
into something bigger, and why not a symphony?” I felt a little uneasy about using such a 
simple tune for a symphony, particularly with this number, but I was reminded of Nielsen’s 
Sixth, whose almost naïve opening leads to much more serious events. So my tune, now in 
C major instead of its original G, began to explore more complex and darker regions as my 
sonata-form first movement progressed. The coda gently brings back the carol, which 
moves unexpectedly into A flat major and a solo violin melody at the end.

I had decided on a formal scheme resembling my Fourth Symphony, with two scherzos 
surrounding a central slow movement. The second movement is fast and furious and, like 
the first scherzo of the Fourth, is founded on fragments of blues-like material. There is a 
slower trio, then an abbreviated repeat of the scherzo, all fortissimo. The slow movement is 
a slightly extended version of the string piece ‘A June Song’ I wrote in 2015 for Martin 
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Hailed by Gramophone Magazine as “a 
symphonic conductor of stature”, 
American conductor Kenneth Woods was 
appointed Artistic Director and Principal 
Conductor of the English Symphony 
Orchestra in 2013, and has quickly built up 
an impressive and acclaimed body of work 
and recordings with them. Woods was also 
recently appointed Artistic Director of both 
the Colorado MahlerFest – the only US 
organisation other than the New Year 
Philharmonic to receive the International 
Gustav Mahler Society’s Gold Medal – and 
the Elgar Festival in Worcester. As a guest, 
Woods has conducted ensembles including 
the National Symphony Orchestra 
(Washington), Royal Philharmonic 
Orchestra, Cincinnati Symphony, BBC 
National Orchestra of Wales, Budapest 
Festival Orchestra, Royal  Northern 
Sinfonia and the English Chamber 
Orchestra, and has made numerous 
broadcasts for BBC Radio 3, National 
Public Radio and the Canadian 
Broadcasting Corporation. He has 
appeared on the stages of some of the 
world’s leading music festivals, such as 
Aspen, Scotia and Lucerne.

Under Kenneth Woods’ leadership, the 
English Symphony Orchestra has gained 
widespread recognition as one of the most 
innovative and influential orchestras in the 
UK. They received Classical Music 
Magazine’s “Premiere of the Year” plaudit B

en
ja

m
in

 E
al

ov
eg

a



16                 NI6382

for both Donald Fraser’s orchestration of the Elgar Piano Quintet in 2015 and John 
Joubert’s opera Jane Eyre in 2016. Jane Eyre also marked the ESO’s first foray into opera, 
and the premiere and subsequent Somm Recordings CD were both received with 
international critical acclaim including a string of five-star reviews, Disc of the Month nods 
and the Birmingham Post’s classical music highlight of 2016 accolade.

In 2016, Woods and the ESO launched their 21st Century Symphony Project, an ambitious 
multi-year effort to commission, premiere and record nine new symphonies by leading 
composers, with the triumphant premiere of Philip Sawyers’ Third Symphony at St John’s 
Smith Square

A widely read writer and frequent broadcaster, Woods’ blog, A View from the Podium, is one 
of the 25 most popular classical blogs in the world. He has spoken on Mahler on NPR’s All 
Things Considered and is a regular speaker on BBC radio programmes. Since 2014, he has 
been Honorary Patron of the Hans Gál Society.

www.kennethwoods.net

The Worcestershire-based ESO, the International Orchestra of Elgar Country, is an 
ensemble which in recent years has become synonymous with artistic excellence, 
innovative and visionary programming, distinctive commissioning, ground-breaking 
recording, a welcoming and immersive concert experience, transformative youth 
programmes and service to the community.

Since 2013, the orchestra has re-emerged as a major force in British musical life, presenting 
and recording the orchestra’s first full-length opera (the world premiere of John Joubert’s 
Jane Eyre) to overwhelming critical acclaim, presenting the 2015 and 2016 Classical Music 
Magazine “Premiere of the Year,” and releasing a triumphant series of recordings including 
Donald Fraser’s orchestration of the Elgar Piano Quintet (Classic FM Disc of the Week) and 
the Complete Piano Concertos of Ernst Krenek (Sunday Times Essential New Release).
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The 20th Century was a golden age for English string music. Elgar and Vaughan Williams set 
the bar high in the first decades of the century, but composers of later generations like 
Tippett and Britten (both of whose music David has been deeply involved with) built on these 
foundations to give us a rich legacy of works that show the potential of the string orchestra 
to produce an astonishing diversity of textures and colours. In my opinion, David’s 
Variations for Strings, which shockingly had not been played since the 1980s, are more than 
worthy to stand alongside the best string music of these four masters at the very pinnacle 
of the English string repertoire. Although there is nary a single 'special effect' in the score, 
David’s string writing is full of originality. He seems to break new ground on every page. 
Where Elgar, Vaughan Williams and Britten all used the alternation of tutti and solo string 
groups to create variety of texture, Matthews writes for an ensemble of 24 solo string 
players (one more than Richard Strauss allowed himself in Metamorphosen), any of whom 
can function as a soloist or part of a smaller or larger ensemble at any point in the work. The 
large, flexible body of solo instrumentalists also allows for special effects of the kind used 
so effectively by Tippett in his Concerto for Double String Orchestra or Vaughan Williams in 
his Tallis Fantasia. It’s quite interesting to listen to the opening of the work on headphones 
and hear the way the various rhythmic interjections jump in and out from various points in 
the stereo field, or to note the way in which David gives the main line at key points to the 
last stand of the first violins, which creates a real sense of distance and mystery.

Equally compelling is the way in which Matthews mines the whole of the chorale, not just 
the chorale melody, for musical materials. I find it absolutely ingenious the way in which the 
work opens. There’s nary a hint of the melody of the chorale, but instead just a cloud of 
repeated pitches, neighbour tones and little stuttering figures. A quick look at the Bach will 
show that David has very cleverly built this first variation on the alto of the chorale – a 
wonderful opening gambit. But this is not merely a clever work, nor simply a masterclass in 
writing for strings (although it is surely both); it is a very personal and moving statement, 
infused with the spirit of the dark and rather fraught time in which it was written. 

There is absolutely nothing valedictory about David’s Ninth Symphony; in fact, he has 
written an astonishing amount of music since completing it. However a Ninth is bound to be 
a milestone for any symphonist, and one of the things that strikes me about David at this 
moment in his creative life is the extent to which his voice has remained so consistent, even 
looking back over 30 years to the Variations. Nevertheless, he has somehow managed, both 
as a symphonist and composer in all genres, to avoid re-ploughing the same fields over and 
over again. The sunlit lyricism which opens his Double Concerto is surely not far away in 



4                 NI6382

From the Conductor

Whether he intended it or not, David Matthews’s Ninth Symphony is a work of bold 
provocation. To be sure, we have come a long way from the kind of careless snobbery 
towards tonality and traditional forms which dominated discourse about serious music a 
generation ago. Nevertheless, over 100 years on from the early 20th-century breakthroughs 
of Schoenberg and Stravinsky, it is a little shocking, if deeply edifying, to see Matthews 
writing a ninth symphony which so manifestly validates Schoenberg’s prediction that there 
was still a lot of great music to be written in the key of C major.

When David first described the work to me, he was quick to point out that this was not going 
to be a 'big' ninth like Bruckner’s or Beethoven’s. “More Shostakovich 9 than Mahler 9” 
were his words then. This proved true, in a way: the entire completed symphony is shorter 
than the first movement of Mahler’s Ninth, and the work is without grandiosity. However, 
David’s connection to Mahler’s music is life-long, profound and subtle, and the symmetrical 
five-movement form David has used in his Ninth will certainly resonate with listeners who 
are familiar with similar formal structures used by Mahler in his Fifth, Seventh and Tenth 
symphonies.

David’s essay below recounts how the Symphony grew out of a carol he had written for his 
wife, Jenifer Wakelyn, whose "September Painting No.4." is the image on the cover of this 
recording.. David’s initial unease about using such a 'simple' piece of melody material as the 
basis for a symphony would at first seem to be clearly misplaced. After all, Beethoven and 
Brahms both showed how whole symphonies could be developed out of a cell of two to four 
notes. I think the greatest challenge David faced in making something symphonic from this 
lovely little tune was to draw something sufficiently dramatic from a melody which is so 
emotionally straightforward; even, in the best and most sophisticated sense, naïve. Also, 
however simple it may be, developing a melody, which by its nature has a beginning, middle 
and an end, into a large symphonic form is probably more difficult than developing a motif, 
which is correspondingly more open-ended. There are precedents, however, for such an 
approach to symphonic form, in which a large symphonic structure is anchored by a handful 
of appearances of an iconic melody heard at the beginning of the work, a melody which is 
also minded for all sorts of motivic material which can be transformed and developed. The 
first movement of Dvorak’s Eighth Symphony is one compelling example, and the opening 
melody of Elgar’s First Symphony functions in much the same way as the solstice carol does 
in David’s Ninth, forming the frame of the entire work from beginning to end.
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Founded by conductor William Boughton in 1978, the ESO have a long and distinguished 
history of collaboration with legendary figures of British music making. Vernon “Tod” 
Handley became the orchestra’s second Principal Conductor in 2007, and led the orchestra 
until his death. Over the years, the ESO has worked with a distinguished list of 
instrumentalists, composers and conductors, including Nigel Kennedy, Steven Isserlis, 
Daniel Hope, Michael Tippett, Nicholas Maw and Yehudi Menuhin, who was appointed the 
ESO’s Principal Guest Conductor in 1991, and led the orchestra on a number of 
international tours.

British music has always been a central part of the orchestra’s mission. Appropriately for 
an orchestra based in Elgar’s home town, the ESO has made many acclaimed recordings 
of that composer’s music, and that of other major 20th century British composers including 
Vaughan Williams, Britten, Butterworth and Bridge. The ESO discography highlights a 
commitment to the music of our time; in addition to the notable recordings which grew out 
of the orchestra’s affiliation with Sir Michael Tippett, are recordings of music by John 
Metcalfe, John Joubert, and Michael and Lennox Berkeley. John McCabe served as the 
orchestra’s Composer-in-Association from 2013 until his death in 2015. Following 
McCabe’s passing, the ESO appointed Philip Sawyers as “John McCabe Composer-in-
Association.” Sawyers was succeeded in 2018 by David Matthews. Highlights of recent 
seasons include triumphant debuts in LSO St. Luke’s, St John’s Smith Square, The 
Bridgewater Hall, King’s Place, Cheltenham Town Hall. and Elgar Concert Hall.

From its beginnings as the English String Orchestra, the ESO soon earned an international 
reputation for performances of English music, made over fifty recordings and began touring 
regularly in Europe. Over time, the orchestra’s repertoire expanded to include the full 
breadth of orchestral music, and the ESO grew to become the English Symphony Orchestra. 
Ever since then, “ESO” has served as an acronym with a dual meaning.

www.eso.co.uk
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 Double Concerto for violin, viola and strings, opus 122 (2013) 18.50
16 I Allegro grazioso 7.06
17 II Lento 8.06
18  III  Presto scorrevole 3.38

Sara Trickey, violin  
Sarah-Jane Bradley, viola

English String Orchestra
Stephen Bryant, guest leader

Kenneth Woods, conductor

Tracks 1-5 Produced and engineered by Simon Fox-Gál. 
Edited by Jonathan Stokes and Simon Fox-Gál. 
Recorded 8 May, 2018 in St. George’s, Bristol.

Tracks 6-18 Produced and engineered by Philip Rowlands.  Second engineer, Matthew Swan. 
Edited by Tim Burton and Philip Rowlands. 
Recorded 16 October, 2018 in The Priory Church, Great Malvern

Cover image: September Painting No. 4 by Jenifer Wakelyn

Our thanks to Arts Council England, The Bransford Trust, St. George’s Bristol, 
Meurig Bowen, Edward Clark, Faber Music, Sally Cavender, Philip Sawyers.

Orchestra management by Andrew Farquharson. Assistant Conductor, Michael Young
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 David Matthews (b. 1943)

 Symphony no. 9, opus 140 (2016) 26.43
1  I Allegro moderato 6.01
2  II Molto vivace ed energico 4.26
3  III Poco lento e cantabile 6.32
4  IV Ombroso 2.36
5  V Velato, Urgente 7.08

English Symphony Orchestra
Zoë Beyers, leader

Kenneth Woods, conductor

 Variations for Strings, opus 40 (1986) 17.49
 on Bach’s Chorale ‘Die Nacht ist kommen’
6 Variation I  Allegro 1.56
7  Variation II   Andante grazioso 2.23
8 Variation III  Andante mosso 1.37
9 Variation IV   Moderato 1.27
10 Variation V  L’istesso tempo, molto quieto 1.43
11 Variation VI  Con moto 1.40
12 Variation VII  Presto veloce 1.21
13 Variation VIII  Adagio sostenuto 2.38
14 Chorale   Poco lento 1.38
15 Epilogue  Allegro 1.26

NI6382 19

Standing Ovation at the premiere of David Matthew’s Symphony No. 9 pre-
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2017  Critics' Choice Winner
Gramophone

“Terrific music like this renews my faith in 
the symphony as a genre…” 
American Record Guide

“Sawyers’ thrilling orchestral music truly 
captivates” BBC Music Magazine

5 stars “wowed” The Birmingham Post
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