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Taking Stock 
 
I was in two minds whether or not to 
gloss over current difficulties facing 
the Club, but, as this is a Newsletter, 
it seems more than appropriate to 
discuss here the present position. 
 
Those who attended our Annual 
General Meeting in May (or 
subsequently read the minutes, 
since issued to all members) can 
have been left in little doubt that 
season 2017/18 was difficult and the 
very future of the Club has become 
uncertain. 
 
Several issues came together to 
produce this situation, among them 
a declining membership base and 
an inability to tell members which 
concerts they could expect to hear 
(and when). The former seemed the 
inevitable result of the membership’s 
age profile (no one leaving 
complained about the Club itself), 
while the latter made recruitment of 
new members difficult. 
 
The Club was formed in 1980 at the 
time of the Musicians’ Union strike, 
when the very future of the BBC 
SSO was in doubt. The composition 
of the Orchestra is very different 
from what it was in 1980. For one 
thing, there are now many more 
part-time and extra players, and they 
cannot be expected to have the 
same enthusiasm for the Club that 
many of their predecessors had. For 
another, the Orchestra is also very 
busy indeed as its recent and 
current programmes show.  
 
It might be argued the Club’s time 
has been and gone; perhaps, but 
the Management Committee hasn’t 
yet thrown in the towel. So, although 
it was agreed at the AGM not to ask 
for subscriptions in 2018/2019 we 
hope that it will prove possible to run 
concerts on a more ad hoc model for 
the time being and that players will 
still come forward to entertain us. If, 
however, they do not, and the Club 
has lost its appeal as a vehicle for 
artists to play music of their choice 
to an appreciative audience then we 
will, I believe, have reached the end 
of the road.  
 
The managerial cliché applies: we 
will be monitoring the situation 
closely. 
 

A happy outcome of the AGM, 
however, was that two members 
volunteered their services to help 
the hard-pressed Management 
Committee. I am very pleased to 
welcome committee-newcomer May 
Biggam to the fold, and also to 
welcome back former Vice-Chair, 
Susan Shaw. 
 
It is as well to repeat here, however, 
what was said at the AGM - there is 
every likelihood that the 2019 AGM 
will see substantial changes to the 
composition of the Management 
Committee. If this transpires, more 
new blood will be needed if the Club 
is to continue into season 2019/20. 
 
I do hope that the Club survives its 
present difficulties and the very 
special concerts by BBC SSO 
players and their friends we have 
been able to enjoy over the years 
can continue. 
 
However, as you will have noticed 
by now, the Newsletter continues! I 
hope reasonably, if not perfectly, 
formed but smaller than its 
predecessor because the size of 
each edition is determined by the 
number of articles received. 
 
I am especially grateful to Chilton 
Inglis who, in an excellent piece, has 
provided a stout defence of Mahler 
and his symphonies in response to 
Ian Robertson’s equally splendid 
article which appeared in the spring 
2017 edition of this Newsletter.  I’m 
hoping this will run and run, but will 
stop short of Club members 
wrestling each other in the aisle of 
the Recital Room.  As editor I cannot 
possibly say in print on which side of 
the fence, if any, I find myself. 
 
This Newsletter includes reviews for 
the two Club recitals we enjoyed in 
the second half of the last season, 
those led by Charlotte Ashton, the 
Orchestra’s new Section Principal 
flute, and by Section Principal tuba, 
Andrew Duncan, a slightly more 
seasoned member of the BBC SSO. 
Two more contrasting programmes 
(or, indeed, instruments) it is 
perhaps difficult to imagine but both 
concerts reminded me how lucky we 
are to have the Orchestra, the 
individual players and, indeed, the 
Club. Photos from the annual 
reception hosted by the Club for the  

Orchestra in March at the 
Metropolitan Bar testify to the nature 
of this community. 
 
As promised in the last Newsletter, 
there is a more extensive 
appreciation of the life of Bob 
Simans, one of the founders of the 
Club in 1980. I did not know him but 
I found the obituaries of this 
remarkable man made for 
fascinating reading – a full life 
indeed.  
 
In this issue you will also find our 
customary news of comings and 
goings at the BBC SSO. Members 
will, I am sure, wish to extend a 
particular welcome to our new 
liaison with the BBC SSO, Alex 
Hilton, a brief profile of whom you 
will find in these pages. 
 
New recordings featuring the BBC 
SSO are listed. Some of these, and 
many older recordings, can usually 
be bought at a discount at Club 
recitals. Even without our concerts, 
we can still supply these. You will 
find a stock list on the Club’s 
website (see the next page for the 
address). Get in touch if there is 
anything that takes your fancy: the 
usual price is £5 but more recent 
releases (last 12 months) are £10 
each. 
 
A survey of the Orchestra’s coming 
season would have appeared in the 
last Newsletter but as with comedy, 
the secret is in the timing and the 
information was embargoed at the 
critical time for the Club. So, it 
appears in this edition, I hope better 
late than never? 
 
I end with my biannual pleas for 
feedback and contributions from the 
readership. A letters page would 
help bind us together as a Club. 
And, if you would like to write a 
piece for the next Newsletter, about 
an enthusiasm or a hobbyhorse, do 
not hesitate! You will find a grateful 
editor only too happy to publish it. I 
very much hope you enjoy reading 
this edition of the Newsletter.  
 
Jim McGrath 
 
FRONT COVER: The BBC SSO, 
soloists, Martyn Brabbins and the 
Rotterdam Symphony Chorus, after 
performing The Dream of Gerontius in 
Rotterdam (Jan Hordijk) 
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Bob Simans – an appreciation 
 
The following is drawn from obituaries that appeared in 
the Telegraph, the Herald and the website of the 
Academy of Sacred Music, and I am indebted to Kevin 
and Joan Dillon, and also to Kathleen Simans, for their 
help in pulling this together. 
 
Bob Simans died in March of this year aged 80. A gifted 
violinist, pianist and music teacher, he was also one of 
the founders of the BBC Scottish Symphony Club. 
 
Robert Casper Peter Simans was born into a Jewish 
family at Harrogate on March 8, 1937. At the Royal 
Academy of Music he studied violin with Robert Masters 
and Beatrix Marr, and composition with Norman 
Demuth. Following National Service (which included 
leading one of the orchestras at Sandhurst) he went on 
to enjoy a distinguished orchestral career.  
 
Simans played under the baton of such luminaries as 
Pierre Monteux, Malcolm Sargent, Karl Anton 
Rickenbacher, Colin Davis and Bernard Haitink. From 
1961 he spent five years with the Royal Liverpool 
Philharmonic Orchestra. While on Merseyside he gave 
violin lessons.  One of his pupils was the seven year old 
Simon Rattle, whom Simans remembered as an 
inquisitive student with a “keen ear”.   
 
In the mid 1960s Bob Simans and his wife Kathleen, a 
fellow RLPO player and a native of Dundee, moved to 
Glasgow.  His career continued to flourish, notably in the 
first violin section of the Scottish National Orchestra 
under Alexander Gibson (he went on to lead the SNO 
on several occasions) though he also worked with the 
BBC SSO, where he was reunited with Rattle, the 
orchestra’s assistant conductor in the late 1970s. 
 
A prodigious talent, Bob Simans was equally adept at 
the piano (on which he was entirely self-taught) as on 
the violin. On one occasion he was prised by 
Rickenbacher from the violin section of the BBC SSO to 
deputise for the Romanian concert pianist Radu Lupu 
during a rehearsal of Beethoven’s Piano Concerto No 1 
(which he sight read). As another example of his 
prodigious talent, he once arrived to give a recital to a 
community group, only to find that the piano was a tone 

lower than the required pitch. So, he transposed the 
entire programme as he went long. 
 
Bob Simans understood the cultural importance of 
music and its vulnerability, notwithstanding that 
importance. This understanding was reflected in, among 
other things, his co-founding in 1980 of the BBC 
Scottish Symphony Club, initiated when it became 
known that the BBC was planning to disband its Scottish 
Symphony Orchestra. Unfortunately, no minutes or 
membership records survive from the early years of the 
Club so it is impossible to gauge the extent to which he 
busied himself with the Club once it was founded, but it 
is difficult to imagine him standing back unless he was 
absolutely sure of the Club’s ability to flourish. 
 

 
Bob Simans (Courtesy Academy of Sacred Music) 

 
When he ceased full-time orchestral playing, Bob 
Simans threw himself into various projects. Most 
significantly, he went on to make a possibly unparalleled 
contribution to civic life in Scotland, supporting work for 
the elderly, disabled and homeless. This included 
performing approximately 1,600 times (across Scotland) 
with the Council for Music in Hospitals and performing 
regularly in some of Glasgow’s homeless hostels. He 
partnered with Chic Murray’s daughter, Annabelle 
Meredith, to deliver fresh musical programmes aimed at 
educating and enriching the lives of older people. His 
love of Chic Murray found another outlet in a highly 
successful run at the Edinburgh Fringe of a tribute show 
in honour of the great Scottish comic. All the while, Bob 
Simans was a member of the Salon Trio, keeping alive 
the spirit of good light music all over Scotland. And he 
continued to nurture young musical talent. He worked 
with violin teacher, Brenda Smith, whose prodigies 
included Nicola Benedetti. Bob Simans provided piano 
accompaniment for Nicola during her formative years. 

http://www.bbcscottishsymphonyclub2.com/
http://www.heraldscotland.com/search/?search=homeless&topic_id=8790
http://www.heraldscotland.com/search/?search=Edinburgh&topic_id=8798
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He also accompanied for the National Youth Orchestras 
of Scotland. His support of young talent was well 
exemplified by his teaching violin (often on a voluntary 
basis) at St Mary’s Primary School, in Maryhill.  
 
Bob Simans co-founded the Glasgow-based Academy 
of Sacred Music, for which he fulfilled the roles of 
accompanist, arranger and sometime composer. In 
October 2017, the Academy gave the premiere of his 
work All of Light, written for the 100

th
 anniversary of the 

Fatima apparitions.  

A profoundly spiritual man, he had long held an interest 
in Catholicism, and eventually found his way into the 
Church under John Keenan, now Bishop of Paisley. A 
group of the Academy’s musicians whom Bob Simans 
had nurtured sang at his Requiem Mass. And, reflecting 
his Jewish heritage, the music on that occasion included 
a Hebrew Lament for violin written by his father. The 
service in the Catholic Chaplaincy at Glasgow University 
was extremely well attended, a testament to the 
contribution to the musical life and culture of Glasgow 
and beyond made by this remarkable man. 

 
  

BBC Scottish Symphony Orchestra 
2018/19 Season 
 
The BBC SSO’s 2018/19 season was announced in 
March, just as the finishing touches were being put to 
the previous Club Newsletter.  So, this overview of the 
Glasgow season is a bit tardy, but not so late as to lack 
relevance since much of the season has still to come. 
 
Leonard Bernstein was born in 1918 and to mark his 
centenary his ‘Songfest’ launched the Glasgow season 
in the City Halls on 20 September in the company of 
pieces by Copland, Gershwin and Augusta Read 
Thomas (the last, a European premiere). Thomas 
Dausgaard enthused:  “I was lucky to be in a mind-
blowing two-week masterclass with Bernstein in 1988, 
where he also conducted ‘Songfest’ - one of his key 
works combining two of his greatest talents: music and 
words”. Bernstein will also feature in the Thursday 
afternoon series, next March, with his Three Dance 
Episodes from On the Town, a concert that will also 
feature Barber’s wonderful Knoxville: Summer of 1915 
with soprano Elizabeth Reiter, conducted by Associate 
Guest Conductor, John Wilson. 

Returning to the Thursday series, one week after the 
season opener, the venue shifted to that most stunning 
of local venues, Glasgow Cathedral. Glasgow audiences 
of the BBC SSO were introduced to the music of Rued 
Langgaard in season 2016/17 and the same composer’s 
Music of the Spheres (previously performed at the BBC 
Proms by Thomas Dausgaard and the Danish National 
Symphony Orchestra in 2010) was heard. Dausgaard 
again, speaking beforehand: “In his apocalyptical vision, 
Music of the Spheres, Langgaard wrote collage-music 
and minimalism long before we had words for it. Its 
spatial qualities will be felt when we spread out the 
orchestra and chorus in most of Glasgow Cathedral.” By 
all accounts it lived up to its promise. 

Thereafter, and for the rest of the season, it’s back to 
the City Halls. There are too many highlights to single 
out, but this writer will be curious to hear Frank Zappa 
curated not by John Peel but by Ilan Volkov, alongside 
Charles Ives’ A Symphony: New England Holidays and 
a new concerto for piano and orchestra by Julian 
Anderson. A second anniversary being marked in 1918 
is that of the death of Claude Debussy and in November 
there will be a concert featuring the Trois Nocturnes, La 
Mer and that perennial favourite Prélude à l’après-midi 
d’un faune.   Fans of the music of Berlioz will be looking 
forward to February when there is an opportunity to hear 

his rarely-performed Lélio, this to mark the 150
th
 

anniversary of the composer’s death in a concert under 
the baton of guest conductor Joana Carneiro. 
 
John Wilson will be giving us the rare treat of hearing 
Respighi’s spectacular orchestral showpieces in the 
concert hall, the Roman triptych (the Roman festivals, 
fountains and pines) alongside orchestral works by 
Donizetti and Puccini. 
 
No concert programme these days seems complete 
without Mahler. Indeed, it is he who is the subject of the 
next in the Orchestra’s ‘Composer’s Roots’ series. His 
first symphony, once dubbed ‘The Titan’ (odd, since it is 
one of the slightest, if any Mahler symphony can be thus 
described) will sit alongside Bernstein’s Candide 
overture (presumably since Bernstein’s influence in 
popularising Mahler cannot be understated), Bloch’s 
Schelomo and music from the klezmer band 
She'Koyokh. And Mahler pops up again when 
Conductor Emeritus Donald Runnicles takes on 
Mahler’s Das Lied von der Erde, featuring mezzo-
soprano Kelley O’Connor and tenor Paul Groves.  What 
makes this concert more than usually interesting is that 
the first half will feature works by famed Japanese 
composer Toro Takemitsu. 
 
New music features large, and so it should. 
Performances not already mentioned will include a world 
premiere from David Fennessy, and UK premieres from 
Simon Steen-Andersen and Dai Fujikura. Matthias 
Pintscher (the orchestra’s Artist-in-Association) will 
conduct his recent cello concerto Un despertar, 
performed by Bruno Delepelaire, first principal cello with 
the Berlin Philharmonic, while the Tectonics Glasgow 
festival is set to return in 2019 (details to be announced 
in February). An edition of BBC Radio 3’s Hear and Now 
will be dedicated to the music of the American composer 
Gloria Coates. Sir James MacMillan’s Trombone 
Concerto will be receiving its Scottish Premiere. 
 
Lest all this new music seems too heady a prospect, the 
season’s programme includes giants of the classical, 
romantic and 20

th
 century repertoire including Haydn, 

Mozart and Beethoven, Brahms, Bruckner and Elgar, 
and Ravel, Shostakovich and Stravinsky.  
 
And once again the BBC SSO is able to attract soloists 
from across the world (and closer to home) including, 
Elisabeth Leonskaja, Karen Cargill, Colin Currie, Rowan 
Pierce, Steven Osborne, James Ehnes, Jian Wang, 
Marc-André Hamelin, Barnabás Kelemen, Bruno 

http://www.heraldscotland.com/search/?search=School&topic_id=8784
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Delepelaire, Joaquín Achúcarro, Jörgen van Rijen, 
Carolin Widmann, Javier Perianes, Kelley O’Connor, 
Paul Groves, David Webb, Nicolas Hodges, Christine 
Rice, Pablo Ferrández, Stephen Hough, Elizabeth 
Reiter, Yu Kosuge, Vadym Kholodenko and jazz singer 
Clare Teal (the last named joining the Orchestra for a 
special Christmas concert). 
 
All of the above concentrates on the Glasgow season 
but, as usual, the BBC SSO will present concerts in 
Edinburgh, Ayr, Inverness and Perth and will return to 
Aberdeen’s newly refurbished Music Hall in February 
2019. A week’s residency in Campbeltown is also 
planned. 
 
Summarising the feast of music the BBC SSO will be 
presenting in 2018/19, Dominic Parker, Director of the 
BBC SSO said, “Musically we take inspiration this 
season from the events of 100 years ago – we infuse 
our programmes with remembrance of the end of the  

First World War, and remember both the birth of 
Leonard Bernstein and the death of Claude Debussy in 
1918 with strong American and French themes. For the 
first time in Scotland we play Langgaard’s Music of the 
Spheres in Glasgow Cathedral, a piece written in 1918 
but which sounds far more contemporary. We present 
Scottish premieres of concertos from living composers 
Sir James MacMillan, Mark-Anthony Turnage, Julian 
Anderson and Simon Steen-Anderson, and are looking 
forward to welcoming international soloists and 
conductors and taking this great music across 
Scotland.”  
 
I leave the last words to Donalda MacKinnon, Director of 
BBC Scotland who says, “The BBC SSO has once 
again produced a season of rich and ambitious 
programming, demonstrating the range and virtuosity of 
this incredible orchestra. The BBC SSO continues to 
entertain and enlighten audiences throughout Scotland, 
the UK and beyond.” 
 

 

 
 

My Delight with Mahler 
By Chilton Inglis 
 
The Club Newsletter No. 55 (Spring 2017) included an 
article by J. Ian S. Robertson entitled ‘My Problem with 
Mahler’. I have been a Mahler enthusiast since hearing 
his Symphony No.1 back in the late ‘50s. I was 
especially fascinated in the middle of the finale by the 
return of sounds from the start of the symphony; the 
hushed strings, the bird and horn calls, and the Ging 
heut' Morgen über's Feld

1
 theme - a kaleidoscopic 

review of where we started our journey. Of course, this 
kind of cyclic ploy was not unknown, famously 
appearing in Beethoven No.9 and other composers’ 
symphonies. I was also intrigued in the third movement 
by Mahler using a minor-key arrangement of Frère 
Jacques to accompany a dead hunter’s droll funeral 
cortège of forest animals - then giving the tune to a solo 
double bass! Delightfully weird. 
 
Let me start by explaining what I understand by the 
word ‘symphony’ (‘Sinfonia’ is the Italian equivalent).  It 
comes from two Greek words, and means simply 
‘sounding together’. In The Origins of the Symphony, 
chapter 1 in Robert Layton’s A Companion to the 
Symphony, David Wyn Jones allocates over 250 years 
(he was writing in the early 90s) to the word’s origin, 
when it usually described self-contained instrumental 
passages in vocal compositions. He mentions a 
catalogue by an American scholar, Jan La Rue, of 18th-
century symphonies that references over 16,000 works.  
He states that Haydn and Mozart account for just 1% of 
this total, and hints that the popular attribution to Haydn 
of ‘Father of the Symphony’ might better be given to JC 
Bach, CPE Bach, Boccherini (30 symphonies ), Stamitz 
(58) or Dittersdorf (~120). The early forms may have 
evolved from concertos, especially the ripieno model 
without a solo part, such as Vivaldi’s and Torelli’s 

                                            
 
1
 (I went in the field this morning). The second in the song-

cycle Lieder eines fahrenden Gesellen (Songs of a Wayfarer). 

contributions to the genre. Of course, Haydn did put the 
symphony firmly on the musical map with his 104 
examples, all primarily instrumental ensembles with 
between 3 and 6 movements, many based on dance 
forms, some on sonata forms, and including some 
passages for toys (among them the famous ‘Toy 
Symphony’, once attributed to Joseph Haydn and now 
to his brother Michael or to Mozart’s father, Leopold). 
Stephen Johnson, in his chapter on Mahler in Layton’s 
book, poses the nagging question “what makes [a] work 
symphonic?” He too returns to the Greek origins of the 
word, suggesting that Mahler’s mere juxtaposition of 
disparate elements fulfils the meaning of the word: by 
deliberately refraining from papering over the joins, 
Mahler does indeed cause diverse elements to ‘sound 
together’. Johnson mentions a term used by Donald 
Mitchell and Pierre Boulez – ‘narrative’, which suggests 
what many listeners feel, that Mahler is telling a story. 
As Ian has reported, Mahler met Sibelius (in Helsinki in 
November 1907). Unsurprisingly, one topic they 
discussed was the symphony. Mahler’s view was “the 
symphony must be like the world, it must embrace 
everything.” I’m with Mahler, but Sibelius was right too, 
as we shall see. I quote from his stance later. 
 
Ian says he is fond of Mahler’s songs, but when it 
comes to the symphonies (of which the first four 
reference songs that Mahler had set from Des Knaben 
Wunderhorn - Youth’s Magic Horn), he seems to have 
paid undue attention to the many critics of Mahler; I 
guess some of them were unaware of, or dismissed as 
irrelevant, his declaration to Sibelius. Despite approval 
from the public, most critics were vocally antagonistic to 
Mahler’s works during his life, while applauding his skill 
conducting the compositions of others. This continued 
during the half-century following his death in 1911

2
.  By 

luck, in my youthful ignorance, I managed to avoid this 
critical trap. Mahler’s works were rarely performed in 
Britain in the 1950s. Despite this neglect, Mahler’s star 

                                            
2
 A mere 2 years and 11 days before the notorious Paris 

premiere of Stravinsky’s Rite of Spring. 
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began to rise in the following decade
3
. I was thus able in 

the early ‘60s to hear his later symphonies up to No.9, 
plus the extant first movement Adagio of the Tenth. 
 

 
Gustav Mahler by Hans Schliessmann (1842-1920) 

 

 
Deryck Cooke (1919-1976). Copyright unknown. 

 
On 13 August 1964, on what the BBC then called the 
Third Programme (now Radio 3), I heard the first 
broadcast of Deryck Cooke’s completed realisation of 
the unfinished Tenth symphony. Because the BBC had 
me working late shift in Overseas Services, I had 
missed the earlier broadcast of 19 December 1960, a 
talk by Cooke illustrated by excerpts from his unfinished 
reconstruction - though the last (5th) movement had 
been played complete and fully scored, and had made a 

                                            
3
 Ian starts his essay by admitting this has resulted in Mahler’s 

current popularity. Stephen Johnson in Robert Layton’s A 
Companion to the Symphony asks why the “Mahler boom” 
took so long. My answer: music critics and pundits. The public 
had more open ears and was less concerned with ‘formal’ 
content and structure. 

deep impression on many listeners. So deep, that 
Cooke ignored Schoenberg’s somewhat superstitious 
observation that the Tenth, like Beethoven’s (for which 
sketches also exist), should not be realised. Cooke went 
on, despite opposition from Mahler’s wife Alma, to 
complete his task

4
. I still find the closing bars of the 

Tenth, indeed the whole work, a deeply moving 
experience. It saddens me that Ian has not so far 
extended his love of Mahler’s songs to include his 
symphonic works. I hope that my advocacy may begin 
to address his reticence. 
 
As I have said, and Ian acknowledges, denigration of 
Mahler has a long history. Percy Scholes is hardly 
complimentary, allocating Mahler less space in his 
Oxford Companion than Ernst Křenek, who, long before 
Cooke, was thought to have orchestrated the opening 
Adagio and 3rd-movement Purgatorio of Mahler No.10

5
.  

How much of Křenek’s own output is heard today? 
Mahler is completely absent from Scholes’ The 
Listener’s Guide to Music (7th edition reprint, 1925). Ian 
describes Paul Rosenfeld, in Musical Portraits (1920), 
as “severely dismissive”, but carefully selects from the 
text. After an introduction explaining at inordinate length 
how Mahler was afflicted by his Jewish background, 
Rosenfeld follows “often arid and banal” in Ian’s quote 
with the following: “There is surely not another case in 
musical history in which indubitable genius, a mighty 
need of expression, a distinctly personal manner of 
sensation, a respectable musical science, a great and 
idealistic effort, achieved results so unsatisfactory.”  So 
he is admiring of Mahler’s talent and ambition, and 
regretting that, in his opinion, Mahler failed to achieve 
his promise. Rosenfeld’s list contains much of what 
many find admirable in Mahler today: “indubitable 
genius” is hardly a damning criticism. Rosenfeld also got 
right Mahler’s “distinctly personal manner”. His music is 
rarely abstract: we hear his unique voice directly. 
 
Geoffrey Sharp has some caustic remarks about Mahler 
in Ralph Hill’s The Symphony, but they failed to deter 
the youthful me from seeking out Mahler’s works. I dug 
out my tattered 1951 Pelican paperback and found he 
had some encouraging observations too, though he 
does begin negatively: “none of [Mahler’s] symphonies 
conforms strictly to the classical pattern”. Why should 
they? Haydn, though not the ‘father’ of the symphony, 
showed that the term ‘symphony’ need not imply rigid 
form or content, and works thus described can include 
folk music and humour, and can explore remote keys 
and deep emotions. Beethoven, Berlioz, Liszt, Franck 
and others followed. Sibelius, whose views on 
symphonic form and purpose appear to diverge greatly 
from those of Mahler was equally free with form: think of 

                                            
4
 Alma was eventually persuaded by a friend, American 

conductor Harold Byrns, to examine Cooke’s research and 
hear the BBC recording of his talk and the incomplete 
‘performing version’. She hadn’t realised “how much of Mahler 
was in it”. On 8 May 1963, she gave Cooke permission for 

worldwide performances. 
5
 In his 1960 talk, Cooke said Křenek disowned the 

orchestration; he had merely made a fair copy of Mahler’s 
manuscript . Alma had concurred. The (undated) 1951? score 
by New York’s Associated Music Publishers is, also, 
unattributed. 
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the ‘telescoped’
6
 first two movements of the original 

(1915) four-movement Sibelius No.5, and his single-
movement 7th

7
. Sharp continues by observing that 

inclusion of voices in Mahler Nos.2, 3, 4 and 8 “diffuse 
the clear outline” and “disrupt” symphonic 
“homogeneity”, and further that this is why Beethoven 
No.9 “comes such a cropper”, a sentiment which 
probably would not chime today - certainly not in the EU!   
 
Despite his aversion to the inclusion of voices in 
symphonies, Sharp exonerates Mahler No.8 
(“Symphony of a Thousand”) on the grounds that it is a 
genuine choral symphony, despite awaiting a 
“satisfactory performance”. In respect of performance 
difficulty, it is on a par with Havergal Brian’s Gothic, but 
Sharp’s phrasing implies failure by the performers rather 
than the composer. He is much more complimentary 
about the closing bars of the 9th (as Mahler had feared, 
his last completed symphony): “there is sheer artistic 
mastery about the quiet, halting, broken phrases with 
which [this composer bids] us farewell”. Regarding the 
Tenth, Sharp flatly observes “(left incomplete)”. He 
follows with a short paragraph explaining how 
fragmentary the sketches are, and that the BBC had 
broadcast the anonymous 1951 ‘orchestration’ of the 
opening Adagio (Sharp was writing before Cooke’s 1960 
broadcast). As Cooke discovered in his careful 
examination, the “fragmentary” sketches reveal an 
unbroken thread through all five movements. The final 
bars of Cooke’s completed Tenth suggest a more 
uplifting farewell to life than the Ninth. 
 
Many have observed that Mahler is much engaged with 
death, though of his symphonies only two (6 and 9) and 
Das Lied von der Erde (The Song of the Earth) end less 
than positively. Mahler’s songs do, however, often 
concern death, especially of course in his settings of 
Friedrich Rückert’s poems in Kindertotenlieder (Songs 
on the Death of Children). There are obvious family 
reasons for this apparent preoccupation. Mahler’s 
mother bore no fewer than fourteen children, a 
remarkable burden even in those days. Isodor, the first, 
died in infancy. Gustav was the second, born in 1860. 
Of his later siblings, seven died in infancy, and one 
(Otto) committed suicide at 14. His beloved brother 
Ernst, born a year after Gustav, died in 1889, as did 
both of their parents and their sister Leopoldine. 
Mahler’s own elder daughter Maria Anna, nicknamed 
“Putzi”, succumbed to scarlet fever and diphtheria in 
1907 at the age of 5. It became necessary to give her a 
tracheostomy and Mahler, unable to bear her suffering, 
was confined in his room, while his wife Alma ran 
screaming along the shores of the nearby lake. The 
child died the following day.  
 
All in all, 1907 was a disastrous year for the composer. 
Putzi’s death was followed by the diagnosis of his own 
eventually fatal heart condition, as detected by her 
doctor, and his resignation from the directorship of the 
Vienna Opera in the face of quite possibly anti-Semitic 
animosity. 
 

                                            
6
 Philip Coad, in Layton’s A Companion to the Symphony. 

7
 I also enjoy and admire the four movements of Sibelius’ 

sparse and terse Fourth. 

In his sole encounter with Sigmund Freud (not on his 
couch, but strolling through Leyden), Mahler recalled a 
particularly painful encounter between his brutal father 
and his beloved mother: the young Gustav had run from 
the house and had come across a hurdy-gurdy man in 
the street churning out a popular Viennese song. From 
Freud’s comments, Mahler understood this memory was 
why he could not rise to ‘noble’ heights of tragedy 
without trivial intrusions. This addresses Geoffrey 
Sharp’s complaint about “peculiar kaleidoscopic 
confusion of the ridiculous and sublime, often on the 
same page”. The childhood resonances from a nearby 
barracks (his nurse had a soldier sweetheart there) also 
explain the marches and bugle calls which feature so 
prominently in his works. 
 
Despite all the setbacks, Mahler worked strenuously 
throughout his life. He became a widely renowned and 
exacting conductor and opera producer in Europe and 
America, so busy with rehearsals and performances that 
he had to relegate composition to his summer retreats. 
On the upside, this gave him a thorough grasp of 
orchestration. He spent much effort revising his works, 
which he annotated profusely with tempo and dynamic 
markings. In some instances (for example the Second 
and Fifth) he even specified the length of the pause he 
wanted between movements, including immediate 
segues. Unlike poor Bruckner, whose symphonies were 
hacked around by (not always well-meaning) pundits to 
the point where few can be sure of his original versions, 
Mahler was his own critic and revisionist. We can be 
reasonably sure that what we hear is Mahler’s final 
statement on his own work. His craftsmanship is 
extraordinary, and the inner workings of his music are 
complex and fascinating. Sibelius’s “deep logic that 
creates an inner connection between the motifs” is 
clearly discernible in many, if not all, of Mahler’s 
symphonies, and detectable in the contrapuntal clarity of 
many passages. Rosenfeld’s more scathing criticisms 
imply he is unable to detect these hyphae in Mahler’s 
roots; he accuses Mahler of pretension, but my reading 
suggests it is Rosenfeld who is guilty of that fault. An 
example of Mahler’s attention to detail, that may have 
escaped general detection, is to be found in the popular 
4th movement Adagietto of Symphony No.5, in the 3rd 
bar of the violins’ statement of the theme, under the 
instruction a tempo (sehr langsam). The ‘triplet’ (in 
quavers) jumps from the tonic (F) to the fourth (B flat) 
then drops to A; in the recapitulation, 4 bars after fig 3, 
the ‘triplet’ (now in crotchets) glides smoothly up the 
scale from F to G to A.  Almost incidentally, the 
statement has the melody in the first violins, the 
seconds holding harmonic semibreves. The 
recapitulation reverses the roles, giving the melody to 
the seconds, and there are other subtle alterations.  His 
music evolves in much the same fashion as Sibelius 
advocated. 
 
Like Ian Robertson, I am fond of Mahler’s songs, 
especially Ruckert’s Ich bin der Welt abhanden 
gekommen (I have become lost to the World). Though 
widely regarded as his masterpiece, Das Lied von der 
Erde (The Song of the Earth) is criticised by Ian for its 
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lopsided proportions, since the final song is as long as the other five put together. Though Mahler himself came to 
regard Das Lied as a ‘song-symphony’

8
, at the outset he was just setting 7 poems by 4 Chinese poets in translations 

by German poet Hans Bethge, an expert on Tang dynasty poetry
9
.  Realising that two poems (by different poets) 

covered similar ground, the final farewell of friends, he linked them with an anguished and lengthy orchestral interlude, 
adding some of his own words. He clearly regarded this as the most important ‘movement’ and chose it to close the 
work; a perfectly sensible choice. The resulting six songs he then allocated alternately to the tenor and alto/baritone; it 
is not clear whether this was fortuitous or deliberate. Whichever voice got the finale was going to nab the prize.  
 
Mahler’s First was my youthful introduction to the fascinating world of his symphonies - and songs. I have been for 
over 60 years one of a growing number of people who recognise the highly individual talents of Gustav Mahler. I hope 
Ian may come to enjoy our company. Ignore the pedants. They’ve had their say. 
 
Chilton R Inglis 
 
Bibliography, alphabetically by author/editor (and all from my own library)   
Barford, Philip: Mahler Symphonies and Songs (BBC 1970) 
Gartenberg, Egon: Mahler; the Man and his Music (Panther Books,1985). 
Haylock, Julian: Classic FM Lifelines: Gustav Mahler (Pavilion Books, 1996) 
Hill, Ralph: The Symphony (Pelican Books 1949/reprint 1951) 
Jacobs, Arthur: A Short History of Western Music (Penguin Books (Pelican) 1972) 
Kennedy, Michael (Ed) The Concise Oxford Dictionary of Music (Oxford University Press 1996) 
Layton, Robert (Ed): A Companion to the Symphony (Simon & Schuster Ltd 1993) 
Mahler, Alma: Gustav Mahler: Memories and Letters (Donald Mitchell, Ed) 3rd Edition  John Murray (Publishers) Ltd 1973 
Redlich, Hans F: Bruckner and Mahler (J M Dent & Sons Ltd 1955) 
Scholes, Percy A: The Listener’s Guide to Music (Oxford University Press, 1925) This was my first music guide book.  Mahler is not 
even mentioned. 
Scholes, Percy A (Ed): Oxford Companion to Music (Oxford University Press; 9th edition,1938) 
Seckerson, Edward: The Illustrated Lives of the Great Composers: Mahler (Omnibus Press 1984) 
Simpson, Robert (Ed): The Symphony 2: Elgar to the Present Day (Pelican books 1967). 

 
 

BBC SSO Recordings – New and Recent Releases 

 
Rheinberger & Scholz: Piano Concertos 
Simon Callaghan (piano), BBC Scottish Symphony Orchestra, Ben Gernon (conductor) 
Hyperion CDA 68225 71’12 
“The Rheinberger Concerto sets off in a mood of confident pomp, its chest metaphorically puffed out, and Callaghan 
has the technical wherewithal to encompass all its challenges—from big chordal textures to glistening passagework - 
while the supremely gifted Ben Gernon coaxes terrifically colourful playing from the BBC Scottish SO.” (Gramophone) 
 
Sir William Sterndale Bennett: Piano Concertos Nos 1-3 
Howard Shelley (piano), BBC Scottish Symphony Orchestra, Howard Shelley (director) 
Hyperion CDA68178 (79’27”). 
“The Third Concerto was admired by both Mendelssohn and Schumann…it’s difficult not to be enticed by the 
mysteriously atmospheric Romanza, with its delicate pizzicato accompaniment and folksy melodic accent. But this 
concerto is also the most frankly flamboyant of the three, and what impresses me most in Shelley’s interpretation is 
how he makes the ornamental sound meaningfully expressive. Truth be told, I approached this release with muted 
enthusiasm, believing the music to be of sturdy but slender charm. I’m delighted to stand corrected. This generously 
packed, beautifully recorded disc is - like so many in Hyperion’s Romantic Piano Concerto series - simply revelatory” 
(Gramophone) 
 
Sir Richard Rodney Bennett: Orchestral Works, Vol 2 
Concerto for Stan Getz; Symphony No 2; Serenade; Partita 
BBC Scottish Symphony Orchestra, John Wilson (conductor) with Howard McGill (tenor saxophone) 
Chandos CHSA5212 (68’34”) 
 “The performances of all these works, under the composer’s friend John Wilson, are exemplary. The players of the 
BBC Scottish Symphony Orchestra treat Bennett’s melodic lines with just the expressive flexibility they need, and 
meet the technical challenges of the Symphony with aplomb. Howard McGill brings the expertise of a seasoned jazz 
soloist to the Concerto: the central elegy, in slow waltz time, is quite simply gorgeous. The handsome recording (with 
an SACD option) does justice to the playing and to Bennett’s always lucid orchestral sonorities.” (BBC Music 
Magazine) 

                                            
8
 This may be because of Gustav’s superstitious dither over calling what did eventually become his next symphony the “Tenth”, 

because the last completed symphony of so many famous composers was their Ninth. The unfortunate Bruckner missed 
completing his by a whisker. 
9
 Wikipedia has an excellent article on Das Lied von der Erde, which includes texts of the poems with English translations, and the 

names of the Chinese poets. 
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BBC SSO cellos in The Netherlands, with (far left) soloist Nicolas Altstaedt. (Courtesy of Amanda Shearman) 

Orchestra News 
 
Even before the 2018/19 season proper started, the 
Orchestra was on the move, following up its tour of 
Germany and Austria with a tour of The Netherlands 
and Belgium with conductor Martyn Brabbins and cellist 
Nicolas Altstaedt. The tour started on 30 May and the 
BBC SSO visited Eindhoven, Heerlen and Bruges. A 
highlight was a performance of Elgar’s The Dream of 
Gerontius in Rotterdam with the Rotterdam Symphony 
Chorus, Jennifer Johnston (mezzo-soprano), Andrew 
Staples (tenor) and David Soar (bass): see photo on the 
front cover. The orchestra returned to the UK to open 
this year’s Aldeburgh Festival with two concerts 
celebrating the music of Bernstein and Britten in early 
June.  
 
The BBC SSO’s performances at the Proms were 
warmly received. Andrew Manze conducted the 
Orchestra in Vaughan Williams’ London Symphony at 
the Royal Albert Hall, one reviewer hoping this team will 
conclude the series at future Proms concerts (Manze 
and the BBC SSO performed No.9 at the Proms last 
year and, famously, Nos.4, 5 and 6 at the Proms in 
2012). Ilan Volkov introduced Proms audiences to the 
music of Georg Fredrich Haas and the charms of not 
one but four alphorns, while Thomas Dausgaard 
explored Mozart, Mahler, Wagner and Strauss.  
 

At the Edinburgh International Festival, Martyn Brabbins 
was at the helm for another Vaughan Williams work, the  
Sea Symphony, and ‘Turbulent Landscapes’ by Thea 
Musgrave, part of the celebrations of the latter’s 90

th
 

birthday. Indeed, June saw an all-Musgrave concert in 
Glasgow City Halls, and at both these events the 
composer was present. 
 
Also in Edinburgh, the 19

th
 EBU Eurovision Young 

Musician Competition culminated at the Usher Hall on 
23 August and the BBC SSO, conducted by Thomas 
Dausgaard, was the accompanying orchestra. Pianist 
Ivan Bessonov, from Russia, was the winner and part of 
his prize is the opportunity to perform with the BBC SSO 
in a forthcoming season. The event was broadcast by 
EBU Members in 18 participating countries, 12 of them 
live. Taken in tandem with the Orchestra’s recent tours, 
this event can only bolster the BBC SSO’s profile and 
prestige in Europe. 
 
In an exciting and imaginative development, the 
Orchestra enjoyed a six-day residency in Campbeltown 
(from 29 September to 4 October). The residency 
comprised several community events including a ‘Come 
and Sing’ session and school workshops in 
Campbeltown and the surrounding area, including on 
the island of Gigha. The residency concluded with a 
public concert in Campbeltown’s Victoria Hall. 
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A new discounted ticket offer for the under 26s is being 
introduced this season (though this last seems unlikely 
to benefit too many of the Club’s members)!  
 
As part of a rebranding exercise, the Orchestra finds 
itself with a new corporate logo. Perhaps the Club 
should follow suit? 

 
 
Turning to news about individuals, Alex Hilton joined the 
BBC SSO in May 2018 as Second Oboe and her profile 

appears below.  She is also the new liaison between the 
BBC SSO and the Club. 
 
Congratulations to Lise Aferiat, who became the BBC 
SSO’s new Section Principal Second Violin (from 1 
July), filling the post vacated by Greg Lawson in 
September 2017. 
 
Martin Storey, Section Principal Cello, has resigned 
from the Orchestra. His final two concerts were the first 
two BBC SSO/BBC Proms (on 30 and 31 July). Martin 
played for the Club several times and we wish him the 
very best for the future. 
 
Joan Morrison, BBC SSO Orchestra and Events 
Manager, took early retirement in August. Her 
replacement is Richard Nelson, who arrived the same 
month. He has a slightly different title: Head of 
Orchestra Management.  Best wishes to Joan and 
welcome to Richard. 

 

Alex Hilton – Second Oboe 
 

 
 

Alex is the recently appointed Second Oboe of the 
BBC SSO, having been offered the job whilst 
completing her degree at the Royal Academy of Music 
in London, studying with Christopher Cowie and Ian 
Hardwick. Indeed, whilst at the Academy, she became 
a member of the European Union Youth Orchestra as 
well as being offered a position in the Gustav Mahler 
Jugendorchester. 
 
In addition to working with the BBC SSO, Alex has 
also freelanced with orchestras around the UK such as 
the London Philharmonic Orchestra, City of 
Birmingham Symphony Orchestra, the Philharmonia 
and Birmingham Royal Ballet. She has also played as 
guest principal with the Orchestra of English National 
Opera, the BBC Symphony Orchestra and the BBC 
National Orchestra of Wales. 
 
In her spare time Alex likes exploring Scotland, 
keeping fit at the gym, shopping and cooking!

 

Wagner, Shakespeare and Beethoven 
by Dr J. Ian S. Robertson 

 
Wagner was prepared to accept very few persons as his intellectual equals; however, Shakespeare and Beethoven he 
did admit to that select group. Their influence on Wagner was undoubtedly facilitated by his having had the good 
fortune to meet and converse with both of them in his early youth. According to the novelist Eliza Wille “Wagner told 
me he remembered a dream in which he saw Shakespeare and spoke with him, as in real life.  This made a deep 
impression on him, and caused him to meet the departed Beethoven too.” (E. Wille, ‘15 Briefe von Richard Wagner’, 
Berlin 1894). Neither conversation can have been easy. Wagner had only rudimentary English and Shakespeare little 
German. The second exchange was hampered by Beethoven’s deafness and Wagner’s strong Saxon accent. 
Nevertheless both of those contacts were unquestionably of immense benefit to Wagner’s subsequent artistic 
development and achievements. 
 
(With thanks to The Wagner Society of Scotland, in whose Newsletter this piece first appeared). 

 

Bon mots et bonnes notes (occasional musical space fillers!) 
 
Composers can often be quite scathing about their fellow artists. Here’s an American example. “Virgil Thomson’s 
composing gift has never relied on interesting ideas, but on the uses to which dull ideas can be put”. (Ned Rorem in 
1971, quoted in Gramophone Awards 2016 issue, page 106) 
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Review 
Charlotte Ashton and Friends 
Monday 12 February 2018 
 

Charlotte Ashton (Flute), Lynda Cochrane 
(Piano), Laura Samuel (Violin) Rhoslyn 
Lawton (Viola), Sarah Oliver (Cello) and 
Helen Thomson (Harp) 
 

 
Charlotte Ashton (Norman McGadie) 

 
Charlotte Ashton, Section Principal Flute of the BBC 
SSO, and a group of friends presented a generous 
programme of music for the Club’s February concert. 
Every single item featured the flute, so the evening was a 
bit of a tour de force for Charlotte herself. 
 
The first half of the programme consisted of pieces for 
flute and piano, the latter played by Lynda Cochrane with 
her customary musicianship and flair. A two-movement 
piece (The Hamburger Sonata) by CPE Bach opened the 
proceedings. Both movements were very much flute-
dominated and at once revealed Charlotte’s limpid tone 
and agility. There was a feeling that all was going to be 
well throughout the recital. The Canzone by Samuel 
Barber which followed involved quite a jump in time and 
mood and proved to be an interesting piece in more ways 
than one. Barber was, like composers of an earlier age, 
no stranger to recycling his own music. The famous 
Adagio for Strings, which started life as the second 
movement of his first String Quartet and was also set by 
him to the words of the Agnus Dei, is the best known 
example. The Canzone was originally written for flute and 
piano in 1959, but reworked by Barber for the slow 
movement of his better-known Piano Concerto which first 
saw the light of day in 1962. With its beautiful wistful 
melody and wonderful singing lines it deserves to be 
better known. It is the sort of piece which would quickly 

become a household favourite were it to be aired on 
Classic FM. 
 
The Sonata for Flute and Piano by Francis Poulenc 
which followed it is in need of no such advocacy. Despite 
its traditional form and some aspects of the writing which 
are firmly grounded in classical tradition – the piano’s 
arpeggiated chords at the start and the flute’s trills in the 
opening movement, for example - it inhabits a very 
different sound world from that of the classical sonata. It 
might almost be said to have a split personality, in that 
the opening movement, which is marked Allegretto 
malincolico and the central Cantilena which follows it are 
both tinged with sadness and nostalgia, whereas the final 
presto giocoso is an outpouring of robust high spirits. 
Both flautist and pianist rose to the work’s considerable 
demands. The Flute Sonata is one of a planned series of 
late sonatas by Poulenc, possibly in imitation of Debussy, 
who was working on a series of six sonatas towards the 
end of his life, but managed to complete only three. It is 
an odd coincidence that exactly the same fate befell 
Poulenc himself. The Flute Sonata is another example of 
musical recycling, though this time not by the composer. 
It exists in a very convincing orchestration by Lennox 
Berkeley, a noted Francophile and friend of Poulenc, who 
studied with Nadia Boulanger in Paris. 
 
The first half, and Lynda Cochrane’s contribution to the 
evening’s music making, ended with the Ronde des 
Lutins by Antonio Bazzini, a 19

th
 century Italian composer 

best known today for this very piece. It is much loved by 
violin virtuosi, but even the best of them can sound rather 
scratchy in its outer sections, which depict the antics of 
goblins. In this transcription for flute there was no such 
problem. The central part of the Ronde is a splendidly 
lyrical interlude (perhaps goblins have their more 
romantic side) before the return to the high jinks of the 
opening. The piece is an unashamedly bravura piece of a 
sort designed to bring the house down. It succeeded, 
leaving at least this listener on the edge of his seat and 
filled with admiration for the performers’ precise 
ensemble and the pianist’s astonishing ability to do her 
own page turns even in music which goes at such a 
breakneck speed. 
 

 
Lynda Cochrane and Charlotte Ashton (Norman McGadie 
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Helen Thomson (Norman McGadie) 

 
After the interval, Charlotte and harpist Helen Thomson 
performed three works for flute and harp – and what a 
gratifying combination that is! They began with the 
Sonata for Flute and Harp by Arnold Cooke, a 
Yorkshireman who lived for almost a century from early 
in the twentieth century till early in the twenty-first. The 
Sonata comprises an appealingly melodic first movement 
which also contains more playful elements, a flute-
dominated Andante of great melodic charm and a lively 
finale with unusual tonguing effects. The performance 
was all that could be wished for and the work itself joins a 
growing list of Club Concert “discoveries”.  
 
From Yorkshire we were then transported to Buenos 
Aires for a tango by Astor Piazzolla: Night Club 1960, 
one of four movements from Histoire du Tango originally 
written for flute and guitar. It contrasts rhythmic dance 
music with moments of seductive tenderness, and 
provided a complete contrast with the preceding Sonata.  
 
Chopin’s Variations on a Theme by Rossini followed, a 
piece much beloved by flautists which exists in a version 
for piano and flute as well as in an orchestrated one. 
Given the authorship of the work, the version for piano 
and flute is likely to have been the original. The theme is 
the well-known aria Non più Mesta accanto al Fuoco, the 
jaunty finale of Rossini’s La Cenerentola, introduced by 
the heroine Cinderella, who in this version of the story is 
recognised by her prince not by dint of fitting into a glass 
slipper, but by the bracelet which she is wearing. No 
more toiling by the fire for her! The variations put the 

perky little tune, and its performers, through their paces 
in a suitably exuberant and celebratory manner. To 
conclude the evening, Charlotte was joined by the string 
players Laura Samuel, Rhoslyn Lawton and Sarah Oliver 
for a performance of Mozart’s Flute Quartet in D major, 
K285. It was written during a visit to Mannheim in the late 
1770s for an amateur flautist from the Dutch East Indies 
to whom Mozart was introduced by a friend. It is often 
suggested that Mozart disliked the flute, but there is 
nothing in this sunny work to support that theory. It is 
brimful with marvellous ideas and contains a central 
Adagio in which the flute plays a rapturously beautiful 
melody, which could have been written by Bach. The 
accompaniment of plucked strings gives the movement a 
serenade-like quality, and despite it being in the minor 
key, it exudes contentment. The busy concluding 
Rondeau, one of Mozart’s happiest inventions, ensured 
that the audience went away in a similar frame of mind. 
The Quartet was performed with élan and a palpable 
sense of relish by four musicians who seemed to derive 
at least as much enjoyment from playing it as the 
audience did from hearing it. 
 

Charlotte Ashton, Laura Samuel, Rhoslyn Lawton, Sarah 
Oliver (Norman McGadie) 

 
Yet again the Club was privileged to be offered a recital 
whose wide-ranging and often unfamiliar repertoire it 
would be difficult to find under any other aegis. 
 
 
Daniel Divers 
 

The Club’s Annual Reception  
15 March 2018 
 
Following the BBC SSO’s concert on the afternoon of 
Thursday 15 March, the Club’s popular Annual Reception 
for the Orchestra was again held in Bar Metropolitan, 
close to City Halls.  
 
This is our ’thank you’ to the players and others who help 
the Club in all its activities.  
 
As before, we are indebted to John Wood for the 
excellent photos which follow. 

 



 13 

 
 

 
 

 
 

 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 

 

 
 
 

 

 

 

 
 

 

 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 



 14 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 
 

 

 

 

 
 

 

 
 

 

 

 

 
 

 

 

 

 
 

 

 

 
 

 
 

 
 

 

 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 
 

 
 
 

 

 

  

 
 

 
 

 

 

 

 
 

 

 

 
 

 

 

 

 
 

 
 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 

 
 

 

 

 

 
 

 

 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 
 

 



 15 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 

 
 

 

 

 
 

 

 

 

 
 

 

 

 

 

 
 

 
 

 

 

 

 
 

 

 

 

 
 

 

 

 

 
 

 

Review 

Tub/ology (Andy Duncan & Friends) 
Monday 21 May 2018 
 
Andrew Duncan and Craig Anderson 
(Tubas); Scott Kerr and Evelyn Bradley 
(Euphoniums) 
 
Tub/ology describes itself, perhaps a little tongue-in-
cheek, as ‘Scotland’s Premier Tuba Quartet’ on its 
Facebook page (perhaps because they are indeed 
unique, or because they are better than the rest, or a bit 
of both). The pre-concert information promised music 
plus insights into "the greatest (and least understood) 
instrument in the orchestra". 
 
The band’s name, the ‘ology’ part, emphasis its desire to 
spread the word and educate about this wonderful 
instrument, whose generous proportions are all too easily 
identified with Danny Kaye’s famous children’s song 
“Tubby the Tuba” or the antics of Gerard Hoffnung. Yet 
its capacity to be much more has often been shown, 
perhaps most famously in the Romanza of the Tuba 
Concerto of 1954 by Ralph Vaughan Williams, a clear 
demonstration of its lyrical capabilities.  
 
It is, we learnt, one of the youngest instruments in the 
orchestra, its first patent, for a bass tuba in F, (the word 
‘tuba’ means ‘trumpet’ in Latin) being issued (in Prussia) 
to Wilhelm Friedrich Wieprecht and Johann Gottfried 

Moritzin September 1835. (The saxophone is younger, 
having been patented in 1840). The tuba is the largest 
and lowest pitched member of the brass family as was 
amply demonstrated by the range of tubas on stage, 
complemented by the two euphoniums (or ‘tenor tubas’). 
In between the pieces, the players spoke passionately 
about their instrument, its history, how the sound is made 
 

 
 
Andrew Duncan (Norman McGadie) 
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(as with all brass instruments by moving air past the lips 
to produce a "buzz" into a mouthpiece) - and how 
awkward it is to travel with one or, as is sometimes 
required, two tubas (not least in a taxi). 
 
And what of the music?  Although Bach was mentioned 
in the pre-concert ‘flyer’ there was to be none, but much 
as I love Bach, he is so often programmed that that was 
no great loss. Instead we were treated to a great variety 
of what I suppose Beecham might have called concert 
lollipops. And here I must hold up my hand and confess 
that the more ‘classical’ elements in the programme were 
largely unknown to me. Among these were the Petites 
Litanies de Jesus by Gabriel Grovlez (1879-1944, a 
friend of Fauré) arranged by former BBC SSO principal 
tuba player Tony Swainson, ‘Czardas’, a folkloric 
rhapsody from 1904 by Vittorio Monti which featured 
Andy Duncan on ‘lead tuba’ and the encore piece, the 
‘Florentiner Marsch’ by Julius Fucik (1872-1916) a Czech 
composer for brass and military bands. Possibly 
indicative of a misspent adulthood, I was more at home 
with Scott Kerr’s arrangement of music by French 
electronic duo Daft Punk, and no less entertaining was 
Giovanni Dettori’s rethinking of a Lady Gaga song. 
Taking a phrase from her “Bad Romance” by way of an 
Apple computer and loop pedal, Dettori has come up with 

a ‘Lady Gaga Fugue’, the results reminiscent of Glenn 
Gould’s “So you want to write a fugue”. The old met the 
new in two pieces, one an arrangement of the Ulster 
Scottish traditional song “Wayfaring Stranger”, again with 
loop pedal, much covered by folk and rock artists 
everywhere, and the other a fascinating merger of Eric 
Clapton’s “Tears in Heaven” and Pachelbel’s timeless 
Canon from c1700. Combined in an arrangement by 
Albert Wieder & Christoph Moschberger, Scott and Craig 
interweaved their lines melodic and canonic, the result a 
fascinating take on both pieces. And the contemporary 
was also in evidence with two striking pieces by the 
American composer, arranger and brass pedagogue 
John D Stevens (b1951). His ‘Power’, which opened the 
concert, was an arresting introduction, while ‘Dances’ the 
longest piece, in three movements, the concert’s centre-
piece was an intriguing and highly enjoyable fusion of the 
American and the Latin. 
 
A concert? A recital? Maybe more of a ‘gig’?  But what’s 
in a name: this was a hugely entertaining evening 
presented by sterling musicians at the top of their game, 
an ideal way to end the Club’s 2017-18 season. 
 
Jim McGrath 

 

 
 


