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JONATHAN MORTON
Jonathan Morton became artistic director of the Scottish Ensemble in September
2005. His versatility finds him equally at home in the core classical repertoire, the
complexities of new music, or the evocative tangos of Astor Piazzolla.

Born in Belgium, Jonathan took up the violin at the age of four. At thirteen he
was invited by Lord Menuhin to study at his acclaimed school in Surrey and less
than two years later performed as soloist under Menuhin’s baton. As a sixteen-year-
old he appeared in Europe’s leading recital halls and his debut CD with the pianist
Carole Presland was broadcast on BBC Radio 3.

On completing his studies at the Royal Northern College of Music and the
University of Manchester, Jonathan started a freelance career and in 1998 he joined
the Scottish Ensemble. In 2003 he gave the premiere of David Horne’s Double Violin
Concerto (with Clio Gould) at the St Magnus Festival in Orkney, and also performed
the work at Cheltenham Festival. Jonathan has also performed extensively with
Chamber Domaine, an innovative and flexible chamber music group which has
given world premieres of new works by some of Europe’s leading composers. 

Jonathan recently performed Gavin Bryars’ Violin Concerto and has appeared as
leader with the BBC Symphony Orchestra, the Goldberg Ensemble, and Excellent
Device, Charles Hazelwood’s orchestra which features in BBC Radio 3’s Discovering
Music. Jonathan is a member of the London Chamber Orchestra, and also plays with
the London Sinfonietta and the Academy of St. Martin in the Fields. He was recently
invited to become a teacher at the Royal Northern College of Music.
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GERALD FINZI (1901–1956)
Romance for string orchestra Op. 11 (1928)
Andante espressivo – Più mosso – Tempo I

When Gerald Finzi, the essential countryman, completed his Romance for strings –
in November 1928 if the date noted at the end of the score is to be taken literally –
he was living in London. Although he was born there, into a well-to-do Jewish family
in St John’s Wood, and although he stayed there for the first thirteen years of life,
London was far from his spiritual home. Yorkshire, to where the Finzis moved in
1914, was further still, even though he did receive useful musical tuition from
Ernest Farrar in Harrogate and Edward Bairstow in York. Where he belonged, as he
knew from his passionate attachment to the music and poetry associated with it,
was the West Country of Parry, Elgar, Vaughan Williams, Holst and Gurney. 

As soon as it was up to him rather than his family where he lived, he moved with
his mother to Gloucestershire, settling at King’s Mill House near Painswick in 1922.
That is where he wrote his first orchestral piece, Severn Rhapsody, in the English
pastoral style of the day, and his first setting of words by Thomas Traherne, whose
writings were to inspire one of his greatest works, Dies Natalis. In 1926, however,
he had to move back to London, initially to study counterpoint with R.O. Morris, a
professor at the Royal College of Music, and by 1930 he was himself teaching at the
Royal Academy of Music. Although he stayed in London until 1935, when he made
his definitive escape to the countryside, he did not neglect the landscape he loved
best, either as a visitor or as a composer. 

Tinged with nostalgia but also with a verdant freshness characteristic of the
composer, the Romance is a clear and affectionate tribute to the West Country.
Technically, it is one of the most accomplished and attractively coloured scores
in a distinguished tradition – beginning perhaps with Elgar’s Serenade – of English
works for string orchestra. Morris’s instruction in counterpoint has been so
thoroughly absorbed that, far from being crowded, even when the orchestra is
divided into as many as nine parts, Finzi’s textures are vibrant with melodic and
rhythmic life. After a short but poetic introduction for upper strings, including a solo
violin, Finzi declares his geographical and stylistic allegiance with a lovely, frankly
Elgarian melody on first violins. The second main theme is introduced by the solo
violin on its re-entry at the beginning of a quicker, still Elgarian and still lyrically

2

b67598.qxd  07/12/2007  08:01  Page 2



expressive middle section. It rises to a fortissimo climax based on a fragment of the
violin theme and falls away again for a recall of the first section with a brief echo of
the introduction at the very end.

Dies Natalis, for high voice and string orchestra Op. 8 (1925–39)
Intrada: Andante con moto
Rhapsody (Recitativo stromentato): Andante con moto
The Rapture (Danza): Allegro vivace e giocoso
Wonder (Arioso): Andante
The Salutation (Aria): Tempo commodo

Dies Natalis and the Romance, both of them luminously scored for string orchestra,
are intimately connected. Although Finzi was ready to release one of them eleven
years before the other – Dies Natalis was the first to be performed, at Wigmore Hall
in 1940 – the Intrada of Dies Natalis and the
Romance were probably conceived at much
the same time and possibly, as the first
two movements of a projected serenade for
strings, for much the same purpose. If there
is a kinship of that kind between the two
pieces, it would seem to be confirmed not
only by the pastoral sound they have in
common but also by the tonal relationship
between the middle section of the Romance
and the outer sections of the Intrada.

At the same time, however, while the
Intrada could be interpreted as another
loving tribute to the West Country, the rest
of Dies Natalis transcends the contem-
plation of a favourite landscape to reflect
a vision of nature seen in enchanted
innocence by the eyes of a child unaware
of sin and untainted by cynicism. Based
on the writings of the seventeenth-century
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GERALD FINZI

SCOTTISH ENSEMBLE
The Scottish Ensemble is an internationally acclaimed group, formed from some of
the most highly respected string players in Europe. Playing standing in a semi-circle
without a conductor, it is led from the violin by artistic director Jonathan Morton. 

The Ensemble regularly commissions new work and has an enviable reputation
for innovative programming, performing rare and unusual pieces, alongside more
well-known music. As one of Scotland’s flagship performing groups, the Ensemble
receives invitations to perform throughout the UK and internationally. It is an impor-
tant musical ambassador, and in recent seasons has toured to China, Germany and
France. In the UK it performs regularly at Wigmore Hall in London, and at a wide
range of festivals including the BBC Proms, City of London Festival, Aldeburgh
Festival, Edinburgh International Festival and the St Magnus Festival in Orkney.
Concerts are regularly broadcast on BBC Radio 3 and Radio Scotland.

The dynamic and passionate nature of the Ensemble’s performances is
translated into captivating learning experiences for those who take part in the
programme of education and outreach work. There are many strands to the
Ensemble’s education activity, including large-scale creative projects for children,
instrumental coaching, professional development seminars for workplaces and
interactive concert opportunities.
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TOBY SPENCE
An honours graduate and choral scholar from
New College, Oxford, Toby Spence studied at
the Opera School of the Guildhall School of
Music and Drama. On the concert platform he
has sung with the Cleveland Orchestra under
Dohnányi, the Berlin Philharmonic under Rattle,
the Monteverdi Choir and Orchestra under Eliot
Gardiner, the San Francisco Symphony under
Tilson Thomas, the Rotterdam Philharmonic
under Gergiev, Les Musiciens du Louvre under
Minkowski, the London Symphony Orchestra
under Rattle and Davis, the Accademia
Nazionale di Santa Cecilia under Pappano, the
Orchestra of the Eighteenth Century under
Brüggen, and has appeared in concert at the
Salzburg and Edinburgh festivals under

Norrington and Mackerras. He has recorded for Deutsche Grammophon, Decca,
BMG, Philips, Collins, Hyperion and EMI. His recital work has taken him to the
Edinburgh Festival and, in London, both LSO St Luke’s and Wigmore Hall.

Toby Spence made his operatic debut as Idamantes (Idomeneo) for Welsh
National Opera, and has since sung the role with Scottish Opera and the Bavarian
State Opera. In Munich, he has also sung Ferrando, Ottavio, Telemaco (Il ritorno
d’Ulisse in patria) and Acis (Acis and Galatea). For the Monnaie, Brussels, he has
sung Tamino (Die Zauberflöte) under David Robertson and David (Die Meistersinger
von Nürnberg) under Antonio Pappano. He has appeared with the San Francisco
Opera (Alcina), the Aix-en-Provence Festival (Hyllas in Handel’s Hercules), the
Hamburg Opera (Ferrando), the Teatro Real, Madrid (Tamino), the Grand Théâtre du
Genève (David) and appeared at the Châtelet under Rattle in the Glyndebourne
Festival production of Fidelio. He sang an acclaimed Madwoman in Britten’s Curlew
River at the Edinburgh Festival and made his debut in Santa Fe as Tamino and as
Ferdinand (Adès The Tempest). He has established especially close links with
English National Opera, the Paris Opera and The Royal Opera, Covent Garden.
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metaphysical poet Thomas Traherne – whose major works, the Poems and the prose
Centuries of Meditation, were discovered only at the end of the nineteenth century –
the four vocal movements were assembled over a period of more than a dozen
years.

The lilting 
!" main theme of the Intrada is taken up by the voice to the words

‘Will you see the infancy’ in the opening bars of Rhapsody. The composer’s subtitle
for this movement defines it as an accompanied recitative, which is a modest
description of word-setting – one note per syllable in Finzi’s characteristic manner –
that makes such radiant poetry from the prose of Traherne’s third Century. Among
the apparently spontaneous musical reactions to the poet’s observations, the
allusion back to the second main theme of the Intrada for the challenge represented
by ‘Heaven and Earth … could not make more melody to Adam than to me’ is one of
the most effective.

Rhapsody, along with The Salutation, was one of the earliest of the vocal
movements of Dies Natalis. The last was The Rapture, written in 1938 in anticipation
of an imminent performance and in the knowledge that a quick piece was needed
to offset the comparatively slow movements on either side of it. For all the brilliance
of its colouring, however, its unaffected tunefulness and its syncopated dance
rhythms, it retains a close thematic relationship with the rest of the work. The
opening theme of the Intrada is cheerfully recalled in the rising phrase on first
violins after the introductory trills and in a broader form on both violins and voice
when the tempo is relaxed for ‘O heavenly joy!’ At the climax of the movement (‘O
how Divine Am I!’) the orchestra seizes on a dramatic gesture, scarcely modified
and yet scarcely incongruous, from the first bar of Elgar’s Introduction and Allegro. 

After that celebration – inspired in part by the carved angels in March Church
and the dancing angels in Botticelli’s Mystic Nativity – the introspectively lyrical
Wonder, with its violin solos and much-divided string textures, seems all the more
intimate. Sketched as early as 1925, the closing Salutation reveals another source
of inspiration for Dies Natalis. The melody introduced by the violas in the opening
bars suggests that the Bach cantata image was in the forefront of Finzi’s mind from
the outset. As the strings weave their obbligato round the ecstatic vocal line, they
form such a firm link with the opening phrase of the work that the cycle is completed
with no need for anything more conclusive than a short rallentando.

4

b67598.qxd  07/12/2007  08:01  Page 4



WILLIAM WALTON 
Sonata for string orchestra (1972)
Allegro – Presto – Lento – Allegro molto

There are few string quartets that sound good on string orchestra. Having agreed
that his Quartet in A minor could be arranged as a Sonata for string orchestra for
Neville Marriner and the Academy of St. Martin in the Fields, Walton was so unsure
about it that he tried to get Malcolm Arnold to do it for him. He was not only
reluctant to shorten the first movement, as Marriner had requested, but also
uncertain about the effect that a larger ensemble (with double bass) would have on
music originally written for solo strings. In the end, although Arnold apparently
helped him with the last movement, Walton did his own ‘dirty work’ as he called it,
and duly produced one of the most effective arrangements of its kind. It was first
performed by Marriner and the Academy at the Perth Festival in Australia in March
1972 and at the Bath Festival two months later.

The first movement must have
given him more trouble than most.
Apart from the problem of cutting
and compressing a piece that
had been troublesome enough a
quarter of a century earlier (and
he did succeed in shortening it
by thirty bars or so) there was the
danger that the intricate scoring of
the original would make little
sense in translation. The opening
Allegro is an essentially contra-
puntal conception. That much is
clear from the first entry of violas
and second violins, with the main
theme and a counter-theme, and
the subsequent four-part exten-
sion of the first subject. The
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WILLIAM WALTON

Wonder
How like an angel came I down! 
How bright are all things here! 
When first among his Works I did appear
O how their Glory did me crown!
The World resembled his Eternity
In which my Soul did walk;
And ev’rything that I did see
Did with me talk.

The Skies in their Magnificence
The lovely, lively air, 
O how divine, how soft, how sweet, how fair!
The Stars did entertain my Sense;
And all the works of God so bright and pure,
So rich and great, did seem,
As if they ever must endure
In my Esteem.

A Native Health and Innocence
Within my Bones did grow,
And while my God did all his glories show,
I felt a vigour in my Sense 
That was all Spirit: I within did flow
With Seas of Life like Wine:
I nothing in the World did know
But ’twas Divine.

The Salutation
These little Limbs, these Eyes and Hands which I here find,
This panting Heart wherewith my Life begins;
Where have ye been? Behind what Curtain were ye from me hid so long?
Where was, in what Abyss, my new-made tongue? 

When silent I so many thousand thousand Years
Beneath the Dust did in a Chaos lie, How could I Smiles, or Tears, 
Or Lips, or Hands, or Eyes, or Ears perceive? 
Welcome, ye Treasures which I now receive.

From Dust I rise and out of Nothing now awake,
These brighter Regions which salute mine Eyes,
A gift from God I take: the Earth, the Seas, the Light, the lofty Skies,
The Sun and Stars are mine: if these I prize.

A Stranger here, Strange things doth meet, strange Glory see,
Strange Treasures lodg’d in this fair World appear,
Strange, all, and New to me: But that they mine should be who Nothing was,
That Strangest is of all; yet brought to pass.

Thomas Traherne (1636–1674)
8
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Dies Natalis

Rhapsody
Will you see the infancy of this sublime and celestial greatness? I was a stranger, which at my
entrance into the world was saluted and surrounded with innumerable joys: my knowledge was
divine. I was entertain’d like an angel with the works of God in their splendour and glory. Heaven
and Earth did sing my Creator’s praises, and could not make more melody to Adam than to me.
Certainly Adam in Paradise had not more sweet and curious apprehensions of the world than I.
All appear’d new, and strange at first, inexpressibly rare and delightful and beautiful. All things
were spotless and pure and glorious.

The corn was orient and immortal wheat, which never should be reap’d nor was ever sown. I
thought it had stood from everlasting to everlasting. The green trees, when I saw them first,
transported and ravish’d me, their sweetness and unusual beauty made my heart to leap, and
almost mad with ecstasy, they were such strange and wonderful things.

O what venerable creatures did the aged seem! Immortal cherubims! And the young men
glittering and sparkling Angels, and maids strange seraphic pieces of life and beauty! I knew not
that they were born or should die; but all things abided eternally. I knew not that there were sins
or complaints or laws. I dream’d not of poverties, contentions or vices. All tears and quarrels
were hidden from mine eyes. I saw all in the peace of Eden. Everything was at rest, free and
immortal.

The Rapture
Sweet Infancy!
O Heavenly fire! O sacred Light!
How fair and bright! How great am I
Whom the whole world doth magnify!

O heavenly Joy!
O Great and Sacred Blessedness
Which I possess!
So great a Joy
Who did into my arms convey?

From God above
Being sent, the Gift doth me enflame,
To praise His Name.
The Stars do move,
The Sun doth shine, to show his Love.

O how divine Am I! 
To all this Sacred Wealth,
This Life and Health
Who rais’d? Who mine
Did make the same? What hand divine!

second subject, a characteristic display of muscular rhythms and athletic energy, is
far less complicated it is true. But the development, which features a brilliant fugato
on a variant of the first main theme, is most intricately worked in texture. The poetic
recall of the first subject at the end of the movement, with the rhythm of the second
subject still buzzing in the bass, is another delicate balance.

Apart from the excision of one bar, the Presto scherzo is just the same in the
orchestral version as it is in the original. Bearing in mind the robust quality of the
outer sections, which are largely a matter of dynamic emphasis and rhythmic
impulse, and the sparse scoring of the middle section, which projects supple
melodic lines against an ostinato background, Walton could be sure that it would
work as well either way. The Lento he might have hoped would be even better in the
orchestral version. While it is a personal inspiration often expressed in intimate
terms, as in the viola melody at the beginning of the movement and another one
later on, there is a new textural dimension in this case, the spontaneous utterances
of solo voices standing in relief from the orchestral background.

The Allegro molto finale is a rondo based on material which, like that of the
Presto scherzo, is ‘orchestral’ even in the original. The test of the transcription is in
the central episode, where a shapely melodic line is drawn across gently sustained
rhythmic activity in the other parts to seal the thematic unity of the work. The coda,
particularly the upward surging bass line at one point, seems to call for nothing less
than orchestral forces.

Gerald Larner © 2008

For more information visit www.wigmore-hall.org.uk/live
email live@wigmore-hall.org.uk

or call +44 (0)20 7935 2141
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WILLIAM WALTON 
Sonata for string orchestra (1972)
Allegro – Presto – Lento – Allegro molto
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how Divine Am I!’) the orchestra seizes on a dramatic gesture, scarcely modified

and yet scarcely incongruous, from the first bar of Elgar’s Introduction and Allegro. 

After that celebration – inspired in part by the carved angels in March Church

and the dancing angels in Botticelli’s Mystic Nativity – the introspectively lyrical

Wonder, with its violin solos and much-divided string textures, seems all the more

intimate. Sketched as early as 1925, the closing Salutation reveals another source

of inspiration for Dies Natalis. The melody introduced by the violas in the opening

bars suggests that the Bach cantata image was in the forefront of Finzi’s mind from

the outset. As the strings weave their obbligato round the ecstatic vocal line, they

form such a firm link with the opening phrase of the work that the cycle is completed

with no need for anything more conclusive than a short rallentando.
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expressive middle section. It rises to a fortissimo climax based on a fragment of the
violin theme and falls away again for a recall of the first section with a brief echo of
the introduction at the very end.

Dies Natalis, for high voice and string orchestra Op. 8 (1925–39)
Intrada: Andante con moto
Rhapsody (Recitativo stromentato): Andante con moto
The Rapture (Danza): Allegro vivace e giocoso
Wonder (Arioso): Andante
The Salutation (Aria): Tempo commodo

Dies Natalis and the Romance, both of them luminously scored for string orchestra,
are intimately connected. Although Finzi was ready to release one of them eleven
years before the other – Dies Natalis was the first to be performed, at Wigmore Hall
in 1940 – the Intrada of Dies Natalis and the
Romance were probably conceived at much
the same time and possibly, as the first
two movements of a projected serenade for
strings, for much the same purpose. If there
is a kinship of that kind between the two
pieces, it would seem to be confirmed not
only by the pastoral sound they have in
common but also by the tonal relationship
between the middle section of the Romance
and the outer sections of the Intrada.

At the same time, however, while the
Intrada could be interpreted as another
loving tribute to the West Country, the rest
of Dies Natalis transcends the contem-
plation of a favourite landscape to reflect
a vision of nature seen in enchanted
innocence by the eyes of a child unaware
of sin and untainted by cynicism. Based
on the writings of the seventeenth-century
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GERALD FINZI

SCOTTISH ENSEMBLE
The Scottish Ensemble is an internationally acclaimed group, formed from some of
the most highly respected string players in Europe. Playing standing in a semi-circle
without a conductor, it is led from the violin by artistic director Jonathan Morton. 

The Ensemble regularly commissions new work and has an enviable reputation
for innovative programming, performing rare and unusual pieces, alongside more
well-known music. As one of Scotland’s flagship performing groups, the Ensemble
receives invitations to perform throughout the UK and internationally. It is an impor-
tant musical ambassador, and in recent seasons has toured to China, Germany and
France. In the UK it performs regularly at Wigmore Hall in London, and at a wide
range of festivals including the BBC Proms, City of London Festival, Aldeburgh
Festival, Edinburgh International Festival and the St Magnus Festival in Orkney.
Concerts are regularly broadcast on BBC Radio 3 and Radio Scotland.

The dynamic and passionate nature of the Ensemble’s performances is
translated into captivating learning experiences for those who take part in the
programme of education and outreach work. There are many strands to the
Ensemble’s education activity, including large-scale creative projects for children,
instrumental coaching, professional development seminars for workplaces and
interactive concert opportunities.
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JONATHAN MORTON
Jonathan Morton became artistic director of the Scottish Ensemble in September
2005. His versatility finds him equally at home in the core classical repertoire, the
complexities of new music, or the evocative tangos of Astor Piazzolla.

Born in Belgium, Jonathan took up the violin at the age of four. At thirteen he
was invited by Lord Menuhin to study at his acclaimed school in Surrey and less
than two years later performed as soloist under Menuhin’s baton. As a sixteen-year-
old he appeared in Europe’s leading recital halls and his debut CD with the pianist
Carole Presland was broadcast on BBC Radio 3.

On completing his studies at the Royal Northern College of Music and the
University of Manchester, Jonathan started a freelance career and in 1998 he joined
the Scottish Ensemble. In 2003 he gave the premiere of David Horne’s Double Violin
Concerto (with Clio Gould) at the St Magnus Festival in Orkney, and also performed
the work at Cheltenham Festival. Jonathan has also performed extensively with
Chamber Domaine, an innovative and flexible chamber music group which has
given world premieres of new works by some of Europe’s leading composers. 

Jonathan recently performed Gavin Bryars’ Violin Concerto and has appeared as
leader with the BBC Symphony Orchestra, the Goldberg Ensemble, and Excellent
Device, Charles Hazelwood’s orchestra which features in BBC Radio 3’s Discovering
Music. Jonathan is a member of the London Chamber Orchestra, and also plays with
the London Sinfonietta and the Academy of St. Martin in the Fields. He was recently
invited to become a teacher at the Royal Northern College of Music.
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GERALD FINZI (1901–1956)
Romance for string orchestra Op. 11 (1928)
Andante espressivo – Più mosso – Tempo I

When Gerald Finzi, the essential countryman, completed his Romance for strings –
in November 1928 if the date noted at the end of the score is to be taken literally –
he was living in London. Although he was born there, into a well-to-do Jewish family
in St John’s Wood, and although he stayed there for the first thirteen years of life,
London was far from his spiritual home. Yorkshire, to where the Finzis moved in
1914, was further still, even though he did receive useful musical tuition from
Ernest Farrar in Harrogate and Edward Bairstow in York. Where he belonged, as he
knew from his passionate attachment to the music and poetry associated with it,
was the West Country of Parry, Elgar, Vaughan Williams, Holst and Gurney. 

As soon as it was up to him rather than his family where he lived, he moved with
his mother to Gloucestershire, settling at King’s Mill House near Painswick in 1922.
That is where he wrote his first orchestral piece, Severn Rhapsody, in the English
pastoral style of the day, and his first setting of words by Thomas Traherne, whose
writings were to inspire one of his greatest works, Dies Natalis. In 1926, however,
he had to move back to London, initially to study counterpoint with R.O. Morris, a
professor at the Royal College of Music, and by 1930 he was himself teaching at the
Royal Academy of Music. Although he stayed in London until 1935, when he made
his definitive escape to the countryside, he did not neglect the landscape he loved
best, either as a visitor or as a composer. 

Tinged with nostalgia but also with a verdant freshness characteristic of the
composer, the Romance is a clear and affectionate tribute to the West Country.
Technically, it is one of the most accomplished and attractively coloured scores
in a distinguished tradition – beginning perhaps with Elgar’s Serenade – of English
works for string orchestra. Morris’s instruction in counterpoint has been so
thoroughly absorbed that, far from being crowded, even when the orchestra is
divided into as many as nine parts, Finzi’s textures are vibrant with melodic and
rhythmic life. After a short but poetic introduction for upper strings, including a solo
violin, Finzi declares his geographical and stylistic allegiance with a lovely, frankly
Elgarian melody on first violins. The second main theme is introduced by the solo
violin on its re-entry at the beginning of a quicker, still Elgarian and still lyrically
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Finzi Dies Natalis
Romance for strings
Walton Sonata for strings
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GERALD FINZI

01 Romance for string orchestra Op. 11 08.09

Dies Natalis Op. 8 27.03

02 Intrada 05.04

03 Rhapsody (Recitativo stromentato) 07.20

04 The Rapture (Danza) 03.52

05 Wonder (Arioso) 04.56

06 The Salutation (Aria) 05.29

WILLIAM WALTON

Sonata for string orchestra (1972) 28.38

07 Allegro 08.29

08 Presto 04.17

09 Lento 10.16

10 Allegro molto 05.15

Total time: 64.07
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