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FROM THE CHAIRMAN

As 2021 draws to its conclusion | am delighted to report that our Club has resumed activities
despite a very difficult two years for anything related to music and entertainment. Elsewhere in this
issue our Editor reports on our highly successful Rachmaninoff event with Tony Palmer, and how
wonderful it was, too, to have a live audience and to see so many old friends again!

There are still a few places available for our Christmas Dinner on 8" December when Dame Anne
Evans and John Lucas will be our special guests. If you would like to attend then please respond
urgently to lan Slater: iw.slater@ntlworld.com or 0208 529 3786.

Despite this good news, the future of our Club remains uncertain due to falling membership and
very limited resources. For this reason we are forming a working party to consider the future of
The Music Club of London and any suggestions from members would be particularly welcome.
The first outcome of these discussions will be reported in the March issue of Harmony.

Some Achanging of the guardo has already taken
example, a new Concerts Team has been formed consisting of Catherine Dobson, Katharine

Chasey and Ann Archbold who are organising the planning and booking of our excellent

programme of events for members to attend together. Harmony Edi t or Roger Lee r ¢
real joy to work with this team in preparing th

Elsewhere in these pages our Secretary lan Slater describes the most rewarding aspects of his
job but he also tells us of his own limitations regarding the use of social media which he
recognises as an essential aspect of the work which his position requires. Is there anyone who
might be able to offer assistance in this regard? We would love to hear from you.

On behalf of our committee, may | wish you a very pleasant festive season and a happy and
prosperous New Year.

Michael Bousfiel

mikebous@icloud.com
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Music Club of London Programme 2022

7.30pm Friday 14" January
Royal Festival Hall

LONDON PHILHARMONIC ORCHESTRA
MARIN ALSOP, CONDUCTOR
KIAN SOLTANI, CELLO

fuzz and richness of

AHIi s cel l sound has t he
|l i ke a hal o a

0
drawing the orchestra after him

Marin Alsop illuminates everything she touches as she showcases theresttess ener gy of E

classic symphony, the I|yrical cell o soloist Kia
and Brahmsd magnificent farewel/l symphony.

Barber Symphony No.1

Shostakovich Cello Concerto No.1

Brahms Symphony No.4

There is a free pre-performance event at 6pm where young instrumentalists perform
contemporary music under the baton of Brett Dean, Composer-in-Residence.

Catherine Dobson will accompany the group.
Tel: 07855 986 362 email: catherinemd55@yahoo.co.uk

Tickets £20 in the Front Balcony
4
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Music Club of London Programme 2022

7.30pm Wednesday 19" January
Cadogan Hall

N
%Cf NATIONAL

OPERA
STUDIO

WITH THE ORCHESTRA OF ENGLISH NATIONAL OPERA

Join the stars of the future for a showcase of semi-staged scenes from well-loved operas,
accompanied by the ENO Orchestra under the baton of celebrated British conductor Richard
Farnes (Metropolitan Opera, Opera North, Royal Danish Opera).

Joining Richard on the podium will be the current English National Opera Mackerras Fellow,
conductor Olivia Clarke.

Directed by Amy Lane, who has worked extensively in the UK with the Royal Opera House, Welsh
National Opera and English National Opera. She is currently Artistic Director of the Copenhagen
Opera Festival.

The evening not only supports and celebrates the next generation of opera talent but also young
musicians from the Royal College of Music through ENO Evolve which offers students the chance
to work alongside a dedicated full-time opera orchestra.

Your contact is Katharine Chasey.
Tel: 020 7281 5074 email: katharine.chasey@btinternet.com

Tickets £18
5
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Music Club of London Programme 2022

11.30am Sunday 30" January
Wigmore Hall

’ . “extraordinary,
q irrepressible N
PIANIST ey

Born in Tokyo, Maki Sekiya started piano lessons at the age of four and her public career began at
the age of ten when she appeared on Japanese television A year later Maki and her family moved
to London and she won a scholarship to the prestigious Purcell School of Music in Hertfordshire,
after which she moved to Russia. Since then she has performed all over Europe.

Skryabin Piano Sonata No. 4 in F sharp, Op. 30

Somei Satoh Yume no Kagami

Debussy Nocturnes, Il. Fétes (Arranged by Leonard Borwick)
Chopin: 12 Etudes, Op. 25

Ann Archbold will accompany the group.
Tel: 020 7625 6976 email: annarchbold@tiscali.co.uk
Please indicate if you would like to have lunch afterwards.

Tickets: £16 or £14 concessions.
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Music Club of London Programme 2022

7.30pm Wednesday 9" February
Royal Festival Hall

LONDON PHILHARMONIC ORCHESTRA
HANNU LINTU, CONDUCTOR
LAWRENCE POWER, VIOLA

Neilsen Helios Overture
Brett Dean Viola Concerto
Mabhler Symphony No.1

Ne i | ssenbuéssof an overture precedes the concerto composed in 2015 for his own instrument
by Brett Dean, -ih-RefSdesce, @ithrgpversce Power as viola soloist.

Mahl erds First Symphony is the starti nagthemaghtat o
of triumph. Mahler said that his symphonies must be like the world and embrace everything.

Catherine Dobson will accompany the group.
Tel: 07855 986 362 email: catherinemd55@yahoo.co.uk

Tickets: £20 in the Front Balcony
7
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Music Club of London Programme 2022

7.30pm Wednesday 16" February
Cadogan Hall

Sixteen

HARRY CHRISTOPHERS

HANDELOS CORONATI ON

’&?g
77 s B \-
@@ X
A1 IR
.\\\:!,;é,@.‘_,.r :

One of Handel 6s f i r BttishtCdizkvgas ta sritedhe musit forthe | i s e d
Coronation of the new monarch, King George Il. The result was four majestic anthems, perfectly
capturing the pomp and grandeur of the occasion, and a celebration of the Baroque era at its
grandest, its most opulent and its most glorious.

Arrival of the Queen of Sheba from Solomon
My heart is inditing

Organ Concerto in F major Op. 4 no. 4
Zadok the Priest

The King shall rejoice

Overture to Jephtha

Let thy hand be strengthened

Worthy is the Lamb / Amen from Messiah

Your contact is Katharine Chasey.
Tel: 020 7281 5074 email: katharine.chasey@btinternet.com

Tickets £20
8
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Music Club of London Programme 2022

11.30am Sunday 20" February
Wigmore Hall

Established at the Korean National University of Arts in 2007, the Novus String Quartet is one of
the leading chamber music ensembles in Korea, and first caused a sensation in Europe in 2012
when they earned the Second Prize in the string quartet category at the renowned ARD Music
Competition. Two years later the quartet crowned itself with the First Prize at the Salzburg Mozart
Competition.

Smetana String Quartet No.1 in E minor,
Brahms String Quartet in C minor, Op. 51, No. 1

Ann Archbold will accompany the group.
Tel: 020 7625 6976 email: annarchbold@tiscali.co.uk
Please indicate if you would like to have lunch afterwards

Tickets: £16 or £14 concessions.
9


mailto:annarchbold@tiscali.co.uk

Music Club of London Programme 2022

7pm Sunday 6™ March
Cadogan Hall

ENGLISH

CHAMBER
ORCHESTRA

PINCHAS ZUKERMAN

Legendary virtuoso Pinchas Zukerman returns to perform a sublime selection of classics with the
English Chamber Orchestra.

Joined by renowned cellist Amanda Forsyt-h, the
provokingworkJ acquel i neds | Tewawesd by Vi vohnl&dLell6isBfab nc er t «

Symphony WNa. p4% crowasrmEetond malbthat also includes
I O

' in Concerto No. 5 performed by Pin

Your contact is Katharine Chasey.
Tel: 020 7281 5074 email: katharine.chasey@btinternet.com

Tickets: £25
10
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Music Club of London Programme 2022

7.30pm Wednesday 16" March
Royal Festival Hall

LONDON PHILHARMONIC ORCHESTRA
DAVID ZINMAN, CONDUCTOR
RICHARD GOODE, PIANO

Vaughan Williams Overture: The Wasps

Mozart Piano Concerto No.25, K503
Richard Strauss Aus ltalien

Vaughan Williamsdé fizzing overture opens the pr
Concerto played by Richard Goode, described by acriticasisounding | i ke the ¢
at the keyboardo. Conductor David Zinman concl u
orchestral colours of Strauss®6 sumptuous Aus It

Catherine Dobson will accompany the group.
Tel: 07855 986 362 email: catherinemd55@yahoo.co.uk

Tickets: £20 in the Front Balcony
11
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Music Club of London Programme 2022

11.30am Sunday 27" March
Wigmore Hall

THE WIHAN QUARTET

The Wihan Quartet has been described by International Record Review as one of the best
guartets in the world today. In 2015 the Quartet celebrated 30 years since its formation. Over the
years it has developed an outstanding reputation for the interpretation of its native Czech heritage
and of the many classical, romantic and modern masterpieces of the string quartet repertoire.

Taneyev String Quartet No. 1 in B flat minor, Op. 4
Britten String Quartet No. 2 in C, Op. 36

Ann Archbold will accompany the group.
Tel: 020 7625 6976 email: annarchbold@tiscali.co.uk
Please indicate if you would like to have lunch afterwards.

Tickets: £16 or £14 concessions.
12
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Music Club of London Programme 2022

7.30pm Friday 22" April
Royal Festival Hall

A GALA EVENING WITH RENEE FLEMING

LONDON PHILHARMONIC ORCHESTRA
ENRIQUE MAZZOLA, CONDUCTOR

Dvorak
Verdi
Verdi
Strauss
Strauss

Overture: Othello

Ballet music from Macbeth: Willow Song
Ave Maria from Othello

Introduction to Moonlight Music

Finale from Capriccio

Catherine Dobson will accompany the group.
Tel: 07855 986 362 email: catherinemd55@yahoo.co.uk

Tickets: £20
13
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THE FULHAM OPERA ROBERT PRESLEY MEMORIAL VERDI PRIZE
Rudolf Steiner Theatre, 17" October 2021

Katie Barnes

Robert Presley was a much-loved founding member of Fulham
Opera.

He was a Verdi enthusiast who sang many Verdi roles throughout
his career.

This is the fourth time Fulham Opera has awarded this biannual prize, and as with all such events
held this year, the difficulties involved in organising it, hearing, assessing and selecting the finalists
must have been immense. Yet the overall standard has never been higher.

The eight singers - two sopranos, two mezzos, two baritones, a tenor and a bass - were each
required to present a 15-minute programme including at least two pieces from different operas by
Verdi. Some elected to add a third piece by another composer, which helped to give an indication
of their range beyond Verdi's works.

The distinguished panel of judges - Sir Thomas Allen, Richard Hetherington, Head of Music at the

Royal Opera, and soprano Gweneth Ann Rand, had three prizes to award: a First Prize of £2,000,
Runner-Up (A1, 000) and Judgesd Special Mention (A3
or a O6Verdi bar i t ona@udiedcenPrize ®fE300. The avert Was presentechby

the lovely Nadine Benjamin, winner of the first competition and now enjoying a burgeoning

international career and Richard Black was the terrific accompanist to all the singers.

Donyon Noh has a magnificent baritone instrument well suited to Verdi, but | felt that he needs to
give it more light and shade. In Posa's death scene he sang with almost unremitting forte. A
greater use of dynamics would have given this heartbreaking scene greater pathos. As the first
singer to go on, he may have been nervous. "Cortigiani" suited his unsparing style better and had
great headlong urgency and rage.

Luci Briginshaw was bang on the money in every way. She sang two pieces which suited her

strong coloratura to perfection, with keen attention to the text, and differentiated well between

them. "Caro nome" radiated Gilda's innocent bewilderment and joy as she strove to process the
tumul tuous emotions of first | ove, and AnAfldystr an
wise Violetta, who still dares to hope to be loved. Her crystalline tones darkened from Gilda's

optimism to the courtesan's sorrow.

Roberto Abate, the only tenor in the competition, was another who concentrated on volume rather
than subtlety. His voice occasionally sounded tight and he appeared to be too nervous to do
himself justice. | have heard him do good work for Fulham Opera in Falstaff, Il Tabarro and Gianni
Schicchi, but on this occasion his hunched posture prevented him from giving of his best. Don
Car |l lod sl & awdtodaustenor trap which he might have done better to avoid - it has caught
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out far more experienced singers-and @A De mi ei boll enti spiritio
might be significant that his Puccinin u mb éro,n nfa n o n, hadi adar moneape and

relaxed sound. Perhaps, at this stage of his vocal development, the later composer suits his voice

better.

Georgia Mae Bishop, the first of the two mezzos, dispatched Ulrica's aria with great dramatic

conviction, but | felt that its cavernous low notes were added to her voice rather than being a part

of it. Azucena's tFkrrsaiitrusuitadpgsopdvoicebaiter as wellras beifig
immensely moving. For her finale, she broughtthehous e down wit HMopbe hWppch
from Hansel und Gretel, yet even this, | felt, could have had a touch more abandon. Her voice is

elegant and capable of great power, but | was left with the feeling that it lacked the fullness ideally
needed for a Verdi mezzo-contralto.

Emelie Kroon had that vocal fullness in satisfying abundance - | would love to see her as Quickly
someday-and presented a piledriver o® dormpraa almene
scarily Sptorwedref ubaefof aenpta®®i ng | oose with Bernsteir
which her singing and dancing won the audience's hearts. And how apposite that she should sing

"I'm suddenly Spanish”, having begun her programme as a Spanish princess.

Joel Balzun gave the most diverse programme, and the only one in three languages. He has a
wonderfully smooth, full-toned, grateful baritone which he displayed to best advantage in two of
Verdi'"s | oveliest numbers f or t Rieta, tispetto,amom @dv oi C
the unjustly neglectedi Au s ei n de fiomLep\Epres Siailiermespsung in excellent

French. His opening piece, A Si e gi bt mifrom Arabella, demonBtiatedcthatohis voice is
capable of heavier-duty work. All the same, given that Mandryka has scared away many a tougher
baritone, | hope that he leaves the complete role alone for a while.

Jillian Finnamore gave the evening's most ambitious programme, with three substantial pieces for
sufferingOhegati ina sphi @ end Odsdemana's prayer. She has a lovely lyric-
dramatic soprano, and all three pieces were sung with beautiful tone and intense feeling - she has
the gift of making one care about the characters she sings - but | felt that the occasional gasped
note and splayed ending to a phrase demonstrated that she was taking her voice to its limit.

Edwin Kaye has a wonderful bass voice, smooth with just a hint of grittiness and superbly
articulate, and he diff er entTusltab d rwasrhagnifiteetly we e n
done, and the French text and Claudius' sHamletgui s
brought out |l ovely softer t oneElagiadammamanmd y omocet A
gloriously sung, set the seal upon his programme.

After due deliberation, Sir Thomas announced the judges' unusual decision: instead of awarding

the three prizes as announced, they had decided to award £825 each to four winners: Joel, Kaye,
Finnamore and Briginshaw, who also took the Audience Prize. To all the contestants, he
commented that as a young singer he reached the
time will come again! 0 .

FULHaM
OPERaA

REGENTS
OPERaQ

15



In my own time

AN AUTOBIOGRAPHY

Many of us have happy memories of the times when Humphrey Burton
has presented musical events for us, either in London or in his beloved

hosted the celebration of Gwyneth J o n & Bidhda§, @his time in his
longs because it was London.

- @ On that occasion | had arranged for four young Welsh opera stars to
7/7'1@ y @l spring a surprise on Dame Gwyneth by performing We 6 | | Keep a
Welcome and then the Welsh National Anthem, with both of which she

HUMPHREY S : : :
BURTON joined in heartily. This had somehow

plan even though | found myself briefing him for it at zero notice.

Needless to say, in the hands of one of the wor
directors the whole thing ran as smooth as silk. What followed, though, had me dropping through

my trouser | egs with astonishment. This man wi't
music to the worl d as IDeHdedmeright?f Bsil @as strugdliog to find thei g h t
words to answer he added: Al &m proud to have wo

is to assure anyone who is thinking of buying this autobiography that it is written with the same
genuine humility which he demonstrated that evening and that it is free of that dreadful false
modesty with which some writers lace accounts of their lives in the hope of impressing the reader.
In the fascinating story told in this book the achievements quite simply speak for themselves.

|l f you canét tell a book by its cover then | etod
5,000 entries, approximately half representing the people with whom the author has worked or

pursued personal relationships herald the richness of substance and extent of the territory over

which we are to be conducted.

On the early part of this journey we are led first by the twelve year old boy playing Bach on the
piano at Thetford Grammar School then by the teenager playing a Mozart piano concerto at
Redhill and Reigate Music Festival, performing baritone operatic roles and learning the viola,
subsequently by the sixth former composing a suite for string orchestra and next by 2nd Lt Burton
doing his National Service with the Royal Signals.

Cambridge, with its smal.l music teaching faculty,
saw the professor. I met him perhaps twice in t
Rebuffing an approach from MI5, Burton picked up a BBC position of Studio Manager Specialising

in Classical Music, having postponed the start of his working life by doing a year of research in

Avignon, Aix-en-Provence, Marseilles and Paris on French musical life in the 18" Century which

taught him the value of public music-making. This proved relevant to the work he was to do in
broadcasting over the next 50 years in bringing people together in the name of music.

Starting at the BBC in 1955 for £8 per week, Burton found that his job included providing the
soundeffect s f or The Goons Show: fda highlight of my
studio manager he made the big jump to television, becoming a junior director on the arts

programme Monitor, Abol dly going forth to coyigtheer wuncha

1€



fascinating, revelatory and expressive new medi
he gained experience directing multi-camera studio transmissions making programmes with the

likes of Yehudi Menuhin, William Alwyn, Duke Ellington, Glenn Gould, Peter Maxwell Davies and

Dudley Moore, often working with film makers John Schlesinger and Ken Russell. By 1961, at the
ageof30,ec hoi ng Wordswort h, Burton writes of the bl
to be young was very heav e n . 0

With the launch of BBC2 in 1964 he was made Executive Producer of Music Programmes with a

brief to devise fresh ways of putting music on to the small screen. Master Class was a BBC brand
which ran for over a decade (did it inspire the young Malcolm Rivers, | wonder?) featuring

musicians like Paul Tortelier and Julian Bream. Workshopf ol | owe d . AEverybody
agrees that the mid 1960s was an extraordinarily exciting period to be working in television, not

least because we were breakingnewground wherever we turned. O

The making of music documentaries such as that on Edward Elgar is covered in fascinating detail.

A full four pages, for example, are devoted to Britten at Fifty whilst The Golden Ring film of George
Soltids |l egendVagynerdcsomRdingg coyfcl e for Decca r ece
account. It was whilst he was editing The Golden Ring that Humphrey Burton was announced at

the age of 33 as head of the new BBC Television Music and Arts Department, just ten years after

he had first reported to Reception at Lime Grove as a new trainee.

He created the Omnibus series in 1967 which ran for over 800 editions and he now turned to
making what was becoming possible through improvements in camera technology: telecasts of
live opera productions, Dido and Aeneas from Glyndebourne starring Janet Baker being an early

exampl e. Refl ecting on his decisions to reject
was right to stay where | was. My u nhci onngsécsi ocuosmii i
somet hing goodd. The O6somet hingd was an irresis
transform my working |life.0d6 The c¢close working a
of the music world began with their meeting at the premier performance of The Chichester Psalms

in 1965 and | asted until Bernsteinds death in 1

documented by Humphrey Burton as his biographer will be covered in a future issue of Harmony.)

| n 1966 oBBlEerdsProframmes David Attenborough was in search of something
exceptional to showcase the introduction of colour TV and so he asked for a series on painting.
Humphrey Burton suggested that Kenneth Clark was the man for the job and so he was given the
task of bringing him on board, with the result that a new approach to presenting visual art on TV
was famously born.

Dealing with the years 1967 to 1975, the chapte
consortium to create the London Weekend Television franchise and the creation of the Aquarius

series which ran for 186 editions and which Burton edited and produced. We are told that when

Tony Pal mer fell out (Aas he did many timeso) W
and Yoko Ono in New York. His production of the Russell Harty interview with Salvador Dali

(Hello, Dali) won an Emmy award in 1972 and the series gave Jessye Norman her first outing on

British TV. It was the Aquarius platform which brought Burton his first commission to direct a
telecast of a Leonar d BReguemit ai 8t pPadbdési oat h¥dr
team next offered him the project to produce and direct a two-hour salute to Beethoven and there
followed dozens more such programmes, for example a full cycle of Mahler symphonies (still

avail abl e on DWdblein TRletiramds/dryemamy inere.

In 1975 the return to the BBC and to relays from opera houses brought the first TV delivery of

Wa g n eRing: she Patrice Chéreaui Cent enary o production from Ba)
Donald Mcintyre and Siegfried Jerusalem, conducted by Pierre Boulez and in 1983 Burton came

up with the idea of transmitting the 15 hour cycle in ten weekly instalments on BBC2. In my years

17



of editing Wagner News | found that, of the three most frequently reported influences responsible

for peopl eds own Wa@oldenRingpori goghraanmnees :ofT hSol t i 6s r
1960s, Re g i n Rihgdn th® @990% and thé Ghéreau Ring transmissions of the 1980s,

two of these were brought to us by Humphrey Burton. Bearing in mind that he also produced the

only documentary made about Reginald Goodall, it is true to say that nobody has done more than
Humphrey Burton to raise the awareness of the work of Richard Wagner which exists today.

Among all this, he somehow fitted in a summer season supervising 50 concerts at the Hollywood
Bowl, documented with daily entries from a (fAso
York to film Leonard Bernstein for Omnibus making a new recording of West Side Story, rather as

he had done with the Solti Ring two decades earlier. It is perhaps the incident when José Carreras

as Tony baul ks at singing his top B ¥remembertims i Ma
documentary. As so often in this book, Burton takes the opportunity to provide an explanation
which enables us to view the incident afresh.
thump as he shoved his vocal score into his briefcase and stormed out of the studio. The irony is
that LB said nothing hostile to him though he was naturally disappointed not to complete the
number. Apparently, LB had not been informed of
when his voice would be fresh. (Nobody told me either.) When the session came to an abrupt halt

the camera caught LB feeling very sorry for himself. Six years later when LB died, Carreras spoke
forgivingly of this episode. 0 | hatyst thecoroucopidof s o
fascinating detail in this book but also its generous style towards people: there is no score-settling,
nothing presented at the expense of any of the thousands of characters who populate its chapters.

-1

| confess to having have left out of this report a huge (and hugely important) component of the

book. Il ntegrated with al/l this Aprofessional 0 s
life: people he has married, fathered and people with whom he has had various other intimate
relationships. These the author describes with a great degree of candour. (Take as an example

the heading he has given for Chapter 3: ABoyhoo
with the respect and sensitivity which is its due leaves me feeling less than adequate to the task of
delving into it in the manner which is, by cont
the book. The remedy, dear reader, is more than obvious: it is for you to settle down with your own

copyt o explore this region of Humphrey Burtonds |

My rather random plundering of the musical and professional material of this book in the hope of
indicating the vast scope of the life it covers has scarcely scratched the surface of what is
available in the treasury of its pages. (I have not even mentioned, for example, the great pride with
whi ch he ¢ on dRequiene at the/AdbertdHallbos his 70™ birthday in 2001, raising over
£75,000 for prostate cancer research in the process.)

Inhisconcludi ng paragraph Burton takes a quot @ntheon fr
Town. As the |l overs bid each other goodbye they :
suppose this book i INnMyOwnTimeii s my response to that eterna

May | be permitted to respond to you, Humphrey Burton, with some other words from this song?

They refer to much-treasured experiences which you have provided over my own lifetime:

watching your programmes as a teenager and as a septuagenarian, meeting you at musical

events and on Aldeburgh beach, losing any brown legs contest to you:
ALet 6s just be glad for what we
And whatdés to come. 0

For the Australian poet Les Murray heaven is a place where you can wear your shorts forever.
May you wear your shorts forever, Sir Humphrey!

Humphrey Burton will be signing copies at Wigmore Hall from 1pm to 2pm on 3 February.
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A TALE OF TWO TRISTANS

Tristan und Isolde, Glyndebourne Festival Opera at the Proms,
Royal Albert Hall, 315t August 2021

Katie Barnes

For obvious reasons this year's Prom season included less vocal music than usual. A notable
exception was Glyndebourne's annual visit, which brought their semi-staging of Nicklaus
Lehnhoff's production of Tristan und Isolde to the Albert Hall.

The format of Glyndebourne's Prom semi-stagings has changed over the years. Of late, it has
been customary to place the semi-staging on a platform above the orchestra. This year, it made
obvious logistical sense to reproduce the semi-staging as performed at the Festival, with the
singers socially distanced across three wide, shallow steps and the forestage, directly in front of
the orchestra. As at Glyndebourne, Robin Ticciati and the London Philharmonic Orchestra worked
magic. This was his first Wagner opera, and on this evidence he should do many more as soon as
possible (Is there any chance of a Glyndebourne Ring? Please?). He made the music sound so
fresh and new, as though the audience were hearing it for the first time, even as we savoured
every familiar pleasure it brought. His distribution of his forces showed a keen sense of the
dramatic: the young sailor and the Act | chorus were kept out of sight, disembodied voices issuing
from nowhere, but King Marke's fanfares, the hunting horns and Brangane's tower warnings
issued from the centre of the gallery, at the highest point of the auditorium, as far away as possible
from the platform.

But all Ticciati's mellow magic could not disguise the fact that the hard, open acoustic placed the
singers at a disadvantage. Having completed a close-packed run of five performances in sixteen
days in the warm, intimate, timber-lined acoustic of the Glyndebourne auditorium, they now faced
the very different challenges of the huge space of the orchestra-friendly Albert Hall, full of hard,
sound-bouncing surfaces. Despite all Ticciati's care, the sheer volume of the orchestral sound all
too often became a maelstrom which left the singers with a stark choice: to push against it or to
sing only for the radio microphones. Without exception they gallantly opted for the former,
although at least one paid a price for doing so.

The Prom semi-staging was credited in the programme to Paul Higgins, but aside from organising
entrances and exits it appeared to differ very little from Daniel Dooner's semi-staging at
Glyndebourne, which distilled the essence of Lehnhoff's sensitive Personenregie with few external
trappings. Inevitably these lovers were as socially distanced as they were emotionally close, in Act
| circling each other like fighting animals, in Act Il sitting back to back at either end of the platform,
or side by side in mutual contemplation. Almost their only moment of direct physical contact came
at Tristan's death.

Both the leads were new to their roles, and may have experienced problems with pacing
themselves through their taxing performance schedule. Simon O'Neill, whose Tristan at
Glyndebourne had been admirably dark-toned and strong of utterance, here developed a not
unattractive but worrying huskiness, and before Act lll, the audience were informed that O'Neill
had lost his voice and that he would mime Act 11l while Neal Cooper, who had already been a
complex Melot in Act Il, would sing both Tristan and Melot from the side of the platform.

Cooper plunged himself into all the intensity of Tristan's emotions with a vocal interpretation full of
passion, pain and tenderness. | only wished that he had been allowed to act the role as well. If the
occasional high note sounded a trifle pinched, it was probably because he was in an inimical
location, surrounded by a swirl of orchestral sound so dense that he frequently had to hold a hand
to his ear to hear himself sing. It must have been like singing Tristan in a hurricane. The
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expressiveness he brought to Mein Kurwenal and Muss ich dich so versteh'n was remarkable and
intensely moving. At the end the audience gave him a huge ovation, and O'Neill generously
pushed him forward for a solo call. A Mastersingers alumnus saved the show yet again.

Finnish soprano Miina-Liisa Vérela as Isolde, another role debutante, was as impressive as she
had been at Glyndebourne. Tall, statuesque, blessed with a resonant deep jaw, huge, expressive
eyes, flaming red hair, undoubted charisma and a voice fit to knock seven bells out of any Tristan
or Siegfried, she has all the essentials to become a notable addition to the international roster of
Heldensoprans. She immersed both herself and the audience in her character, and knows the
value of stillness to hold the audience's attention. But she appears very young to be singing such a
taxing repertoire, and | hope that she does not overwork her voice too soon. Her inexperience was
betrayed by an occasional inability to pace herself, most notably when she ran out of puff at the
end of the Liebestod and the final note, which should appear to go on for ever, was swallowed and
cut off short.

John Relyea, who missed some performances at Glyndebourne due to illness (where he was
replaced by Brindley Sherratt, no less) sounded magnificent as King Marke, combining a
wonderful richness and evenness of tone with an acute depiction of the King's incomprehension
and barely suppressed rage at being betrayed by the two people he holds most dear. He did not
need to wear a crown to be regal. Karen Cargill's sharply observed Brangane was completely
inside her character as affectionate friend, confidante and devoted servant, prostrate with horror at
being asked to conspire in a murder, overwhelmed with guilt at her mistress's shame. The size of
the Hall held no terrors for her. As | was sitting at the centre back of the Grand Tier, | experienced
the unbelievable thrill of hearing that amazing voice pealing out the Tower Warnings directly above
my head.

Shenyang's Kurwenal was a pure joy, full of tenderness and concern, ever ready to highlight a
colleague's performance through his rapt attention to them, and his voice was a flood of gold. He
coped nobly with the surely disconcerting situation of addressing and responding to a silent Tristan
while hearing a tenor voice several metres away. Stuart Jackson, who the following week sang a
notable St Matthew Evangelist, recovered from a blip in the Young Sailor's song to impart both
beauty and menace to the Shepherd's few utterances.

But ultimately this turned out to be Cooper's big night. Let us hope that he is now given more
opportunities to sing Tristan, and the other Heldentenor roles, in his own right.

Neil Cooper (left) sings for Simon OO6Nei
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THE ACCOMPANI ST0OS ART
A FORMIDABLE ARSENAL OF SPECIALIST SKILLS

Paul Carey Jones

The author in recital at St James' Piccadilly with Jocelyn Freeman at the piano.

As | sat down to write a few words on this subject, something was nagging away at the back of my
mi nd. fAAccompani st s octly s@nednenio orrcenseasushttatrin this@mlightened
age, we were no longer supposed to refer to our heroic pianistic colleagues as such?

Embracing the zeitgeist, | put the question to the public, via the extremely unscientific method of a
poll on social media. The results were interesting, and along with the occasionally heated
discussion which ensued, encapsulate several aspects of what the life of a pianist who plays with
singers in classical song repertoire requires.

There is still, it seems, aconsiderabl e body of opinion behind the
half of the poll 6s respondents voting f-everyane . I
knows who you mean by it. And it neednodét carry
accompani sto) about iit, for those who truly wunde

But there does remain an underlying conceptual issue. In a song duo, the pianist is not there just

to Aaccompanyo, to make a few agr ¢hermmdmknetoseirel s e s

t hem, and most <classical songs ar eDiaStadt athrilingt e n
dramatic two-handed scene, with the pianist playingthegrim-vi saged boat man to t
trepidati ous pass eRldeaundGeRen frént Dichtengelme nwihere the pianist

becomes an entire rollicking wedding band, with the singer a mere bystander with nose pressed to

the window pane. I n both cases, the pianods con
technical |y chall enging, than the vocal i ne. AACCOC
cases such as these.
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