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Welcome to this evening’s concert, a unique pairing of two works by Nielsen and Beethoven 
which as far as I am aware have never been programmed together before. I have written a 
little about the thinking behind this evening’s concert elsewhere in this programme, but I hope 
very much that you will enjoy the freshness of Nielsen’s delightful evocation of the island of 
Funen, his childhood home, and that Beethoven’s Ninth Symphony will emerge in a new light.

I am indebted to Jonathan del Mar’s authoritative edition of the Beethoven and to Erich Leins-
dorf’s wonderful book The Composer’s Advocate for some radical rethinking of the speeds in 
Beethoven’s Ninth Symphony – and even to a reconsideration of some of the notes. 

It is a curious irony that Beethoven’s most celebrated symphony has until recently been the one 
with the least reliable text, the result of misguided attempts to iron out deliberate 
inconsistencies and not a few challenging tempi. I hope you will find these small but significant 
changes illuminating in this marvellously life-affirming work.

Nicholas Wilks Conductor

Welcome
It gives me great pleasure to welcome you to tonight’s concert, my first since becoming 
chairman of Winchester Music Club. We are delighted to be sharing the stage with singers from 
Winchester College Glee Club, the Quiristers and students from St. Swithun’s School  coming 
together under the skilful baton of our musical director, Nicholas Wilks, in this celebration of 
the joys of life, with the music of two diverse composers.

We are honoured to welcome the Danish Ambassador, His Excellency Claus Grube, and Fru 
Grube, here tonight. We hope that we shall do justice to this very charming work by their 
countryman, the highly gifted composer, Carl Nielsen. At our rehearsals Nick’s enthusiasm made 
us forget the dark, autumnal evening outside and lifted us to the idyllic island of Funen, 
enjoying the springtime sunshine in blossom filled orchards or contemplating past youthful 
pleasures. I wonder how many of us are planning a trip to Denmark next April to see just how 
beautiful Nielsen’s home country is.

In contrast, the overwhelming exuberance of Beethoven’s choral masterpiece takes us on a 
journey from darkness to light, and from chaos to order. It uplifts us all with the wonderful 
climax set to Schiller’s Ode to Joy, in an exultation of friendship and unity.

Finally, Winchester Music Club is delighted to support the wonderful work of the 
Countess of Mountbatten Hospice Charity which provides support for those approaching the 
end of their lives and for their families. Please give generously as you leave tonight.

I hope you enjoy the concert. 

Angela Ryde-Weller Chairman



Ludwig van Beethoven (1770-1827) & Carl Nielsen (1865-1931): 
a part of all that they had met? - Janette Lloyd

Both of the works we shall hear tonight are the products of mature composers. Considering
Tennyson’s ‘I am a part of all that I have met’, an attempt at tracing their lives  prior to these works 

- and indeed their reactions to the first performances - draws some interesting comparisons.

What was their early life like?
Beethoven’s family were in the service of the Elector of Bonn. His father was a musician and singing teacher, but he was also an alcoholic, with a 
sadistic streak. Thus seven - year - old Ludwig’s music lessons were interspersed with bouts of corporal punishment. But at nine he began lessons 
with Neefe, the court organist, and by the age of 12 he had produced an accomplished set of piano variations. There is a (perhaps apocryphal) 
tale of his piano improvisations impressing Mozart on a trip to Vienna soon afterwards. 

Nielsen was the seventh of 12 children. His father was a labourer in a small village on Funen but was also a country musician who played at 
dances. Carl’s musicality was clear; he taught himself to play the violin. But he had to wait until 14 for formal instruction - on the bugle and 
trombone - in a military band in Odense. His mother warned him on his departure to ‘avoid bad company and bad women’.

What musical influences were important?
On the death of his beloved mother, at 18 Beethoven had to be the family breadwinner; he had two younger brothers. And, despite his 
desolation, he returned home to Bonn from Vienna to become the court organist, and to play the viola in the orchestra. Some five years later 
he was sent back to Vienna on the prompting of his new patron, Count Waldstein, who was anxious for him to study with Haydn, then aged 
60, in order to ‘receive Mozart’s spirit through Haydn’s hands.’ Although those lessons did not go well, after some years with Salieri, a major 
influence, he was proving himself a boldly inventive composer. Piano sonatas, chamber music, string quartets, piano concertos and his first two 
symphonies flowed from his brilliant pen. But, as he reached his early 30s, he first had difficulty with his hearing. It was then that he wrote what 
seems to be a secret, but impassioned, letter as it were to ‘The Future’, declaring that he would strive to overcome this, the worst of afflictions 
for a composer, for the sake of his Art.

At the age of 18 Nielsen obtained a scholarship at the Conservatoire in Copenhagen. His writing for strings, his vocal music and conducting skills 
were enough to gain another scholarship in order to travel to Germany. There in Dresden he met Wagner, and after visiting Leipzig, he went to 
Berlin, where he attended many concerts and met the acclaimed violinist, Joachim. By his late 20s, in 1894, to promote himself, he travelled 
again to  Berlin where his First Symphony was performed. He met both Richard Strauss (an ‘unsympathetic social climber’) and Brahms, who 
much admired the work. After travels in Italy, Germany and Greece he obtained the post of conductor at the Royal Theatre Copenhagen in 1904. 

How far did love and romance play a part?
It is not surprising that Beethoven had difficulty relating to others. As Harvey Sachs comments: 
‘Pride and sensitivity...made his life miserable...solitariness, rudeness and lack of most basic practical  abilities made him the best-known 
Viennese eccentric of his day...’  but ‘he did have an expansive friendly side and a wild sense of humour...He had trouble dealing with well-
intentioned friends. The love relationships he longed to have with women were rendered impossible by a combination of unattainable idealism 
and intolerant moralistic notions ‘. Consequently, he never found his own version of his operatic heroine Leonora ; ‘...his hopes for marriage 
were nothing but mad daydreams...’



There is evidence that Nielsen had an illegitimate son in 1888, whilst still a student in Copenhagen. His future wife, Anna Marie Brodersen, a 
sculptor, was well aware of this when they married. They had met in Paris, where he was performing, in 1891; in less than two weeks he had 
proposed. He was 26 and she was 28. They married soon afterwards and had three children in as many years. His wife was very gifted; in 1903 
she was the first artist to be allowed to copy the statues in the Acropolis Museum. He was able to join her in Athens as he now had a regular 
income from his publisher, Hansen. He was inspired to write the concert overture, Helios, while there.  With his growing fame however, he and 
Anne Marie grew apart. In 1914 he had a daughter, Rachel Siegmann, as a result of an affair whilst working in Norway. His wife decided to 
separate from him, saying that they should be less dependent on one another. He ’was a good artist, but was no good as a person nor as a 
husband’. Nielsen was traumatised by the situation and moved to a conductor’s post in Gothenburg where he remained until 1922, when 
problems with the job led to his resignation. Hoping for a reconciliation with Anne Marie, he bought a house in Skagen, and they eventually 
came together again in 1923 and lived as husband and wife until his death. 

How did society view them both at the time of composition?
A visitor to Beethoven’s apartment in Vienna in 1824 observed: ‘Dark ruddiness coloured his broad pock-marked face; beneath the bushy and 
sullenly contracted eyebrows ..(were) ..small benevolently shining eyes’. Despite the rather sordid disorder in which he lived, and his unkempt 
appearance, by the time of the ninth symphony his fame was universal. ‘He had achieved the status of a European musical icon because of his 
startling originality’ (Sachs).

Nielsen was well known as a composer of opera, violin concertos and of innovative symphonies: the Espansiva (number three) 1911 and the  
Inextinguishable (1916). He was famous not only in Denmark but also in Norway and Sweden. He was receiving a large number of 
commissions, which he rarely turned down. His sixtieth birthday was celebrated with a flood of telegrams and flowers and a gala concert.

What was the background to these two works?
Beethoven’s Ninth Symphony was commissioned in 1817 by the Philharmonic Society of London. The society invited him to visit and £50 was 
forwarded to him on account. But he did not leave Vienna. At 53, his increasing deafness and general ill health made it difficult to travel. He 
had long been wishing to set Schiller’s text Ode to Joy to music. Indeed, There are elements of it in the both the Gegenliebe of 1795 and the 
Choral Fantasy of 1808. Between 1822 and 1824, in composing his Ninth Symphony, he was at last able to give full rein to his belief that 
humanity needed freedom through art as a precursor to freedom through political change.

At this time, all Vienna was enchanted by Gioacchino Rossini’s operas. With his beautiful and highly accessible works he had taken the public by 
storm. This prompted Beethoven to favour Berlin for the symphony’s first performance. But, petitioned by several influential Viennese, 
reminding him that he was the sole survivor of the sacred Haydn/Mozart/Beethoven trio, he relented.  The Theater an Kaernertor  was chosen as 
the venue. Also on the programme were the overture The Consecration of the House and the first three parts of  Missa Solemnis. 
Preparations for the concert were difficult. Beethoven decided more than once to cancel. His finances were shaky, although it seemed like an 
excellent project artistically.

Nielsen’s Springtime on Funen was the result of a Danish Choral Society competition in 1922 for a text for Nielsen to set to music. As mentioned 
later, the winner was Dr Aage Berntsen, the son of Nielsen’s old Headmaster in Funen. Life was however particularly hard for Nielsen at this 
time. At 57, he had just made a turbulent split from Anne Marie. He was exhausted and depressed. He was hoping to work quietly on his fifth 
symphony, which he called ‘a bloody clenched fist in the face of a snob audience’, but the task of setting the poem came in the middle.

How were the first performances received? 
Beethoven’s Ninth heralded his first public appearance in 12 years, on May 7th 1824. The largest orchestra he had ever used (85 to 100 players) 
was combined with choir of between 80 to 100 singers.  Beethoven embraced each one of them at the final rehearsal, clearly reflecting the na-
ture of the work! The dubious competence of some of the musicians was not enhanced by the scanty number of rehearsals. The theatre did not 
have a permanent orchestra; the choir had a mere five or six rehearsals before the final one.  The handwritten copies were virtually illegible. 
The female soloists, Henrietta Sontag (18) and Caroline Unger (20) were troubled by the score. The latter commented that it was ‘a tyrant over 
all the vocal organs’ saying ‘…well, we must go on torturing ourselves in the name of God.’ Worried about this, she was told by the 
composer: ‘just learn it; the notes will come’. This spurred her on. Beethoven appeared on stage to set the tempo of each movement, turning 
over each page, but not keeping pace with the music, which he could not hear. The conductor was Michael Umhauf, who ‘had already saved 
Beethoven from disaster at performances of his other works...he combined musical competence with what must have been a gift for 
diplomacy.’(Kelly)
At the end of the performance there was tremendous applause. (The story that the composer kept on beating time and had to be guided by 
Unger to stop is a myth.) There were some lukewarm reviews. The Vienna Theatrical Journal commented: ‘the singers did what they could’. 
The Music Journal implied that the Finale was too protracted, probably on account of the composer’s deafness. The gloomy financial forecast, 
moreover, proved correct. Beethoven had made a mere 400 florins, hardly enough to pay a few months’ rent: when he saw the box office 
receipts he collapsed. At a ‘thank you’ dinner, later, held in his honour, he became so abusive and despondent that all the guests left early.

Nielsen’s Springtime on Funen was intended for a chamber choir. In the event it was a choir of 1,000 which gave the first performance in a 
covered cattle market in Odense. The acoustics were predictably poor, but the local press was most enthusiastic. Axel Kjerute commented that 
it was: ‘enchantingly formed, so easy and light, so full and rich, so simple and intimate.’ Another reviewer added: ‘rarely have a poet and 
composer had such success in finding the appropriate expression for the unique mood and emotional life of a Danish region.’  Unfortunately 
the stress Nielsen was under took its toll; soon after the performance he had a heart attack; ‘for a long time all he could do was to knit and to 
read.’ (Knud Ketting)

How are the composers regarded today?
Harvey Sachs states that ‘(the Ninth) is one of the most precedent-shattering and influential compositions in the history of music…to say that 
he broke new ground is to understate the matter grossly: Beethoven  altered the course of Western music’ . Nicholas Cook maintains that 
Beethoven’s Ninth Symphony is ‘a work of tremendous cultural importance’ but adds that it ‘proclaims the ideals of universal brotherhood and 
joy…but it also casts doubts upon them…however it is interpreted, there is always a remainder that lies beyond interpretation.’ 

Nielsen’s widow, on his death in 1931, said  that ‘his nature never stagnated, was always on the move; it was running water. He enriched those 
around him…I thank Denmark, because it has sung his songs.’ Whilst Nielsen has been regarded for a long while as Denmark’s national composer, 
it is true that his music is having an increasingly broad appeal as it is more and more frequently performed outside his home country. 
© Janette  Lloyd



Utopian Visions – Nicholas Wilks

Why Utopia?

Beethoven 9 is one of the most famous of all classical works and inescapable to boot – we don’t seem to be able to escape from it. Because its 
message is about universality it is perhaps inevitable that this work – or at least its finale - has become the anthem of the European Union. But it 
is also problematic. From the time of its first performance, many musicians simply could not stomach the last movement, and many people still 
hold the view that the work as a whole is deeply flawed. The first three movements are generally considered masterpieces (although the slow 
movement is by any standards eccentric), but some say that in the finale Beethoven lost his way. And since it is the finale which marks this 
symphony out, this presents a challenge to any performers.

The first difficulty is what on earth you programme it with. It was once common to perform the Ninth with either the First or the Eighth 
symphonies, on the rather spurious ground that they are the two shortest Beethoven symphonies and will fill the concert to a desirable length. 
But the effect of this programming is to diminish the shorter works. I’ve programmed the Ninth with the Eighth and felt that this did no favours 
to the much underrated Eighth symphony. Likewise, the disparity between the First and Ninth Symphonies is too great – it makes for a 
fascinating comparison but an unsatisfactory concert. An alternative is to programme the Ninth with something quite different, but this is tricky 
too. My worst idea was to couple it with Bizet’s Carmen Suites – a grotesque piece of programming which still gives me nightmares.

But way back in July 1999, a possible solution presented itself when I was Musical Director of the Finchley Children’s Music Group. We had been 
asked to perform Nielsen’s Springtime on Funen at the BBC Proms. This was the work’s Proms premiere, conducted by the delightful Estonian 
Neeme Järvi. At the first full rehearsal, I was struck by what to my ears seemed a Beethovenian moment towards the end. There was the same 
feeling of a headlong rush and sense of exhilaration. But also notable is how uncharacteristic much of this music is of their respective composers 
– Beethoven’s preparation for the final dash sounds more like Rossini, and the Nielsen is not particularly typical either.

But hearing that snatch of the Nielsen for the first time was enough to make me curious. I wondered if there were any deeper correspondences 
between the two works. It struck me much later that there are – both works embody a longing for a better world, a utopian vision if you like. 
One is a celebration of joy and equality, the other an idealised evocation of a composer’s lost childhood. 

It seemed to me that the best way of testing this idea was to read Thomas More’s Utopia and see where it led. I found many unexpected things, 
and if you feel that I’ve stretched parallels too far, I will have done my job. Comparisons should work in the same way that a metaphor works in 
a poem – it is as much about how one thing is like another as it is unlike – intrinsically different. Nielsen’s Springtime on Funen is not 
Beethoven’s Ninth – he would not have needed to write it if it were – but it certainly has an affinity with it.

The search for The Ideal 

More’s Utopia is often treated as though it is a template for an ideal society. In fact, the description of Utopia is set in a particular context – a 
dialogue about politics between three people – More himself (although a fictionalised version of him called Morus in the original Latin text), 
More’s Dutch friend Peter Giles, and an entirely fictional character called Raphael Hythloday. It is Raphael Hythloday who describes Utopia – the 
others have never visited it – and his name is ambiguous. Is he Raphael - the archangel and healer, or is he Hythloday – which means the 
purveyor of nonsense? 

Utopia of course means “no-place”, or “nowhere”, and even its main river, Anyder, means “no water”. More plays with this idea – pretending in 
his letter to Peter Giles that Utopia really does exist by going into pedantic detail about the length of a bridge, something which is completely 
unimportant. He also pretends that he forgot to ask Raphael Hythloday the one critical question – where Utopia is actually situated. So he asks 
Peter Giles to tell him – and Giles’s response is comic. Hythloday did indeed say where Utopia was situated, but at the critical moment his words 
were drowned out by a servant’s cough (a cold caught at sea, allegedly) and so Utopia’s whereabouts remain a mystery. The point is that Utopia 
not only does not exist, but it cannot exist – at least, it cannot co-exist with the world as we know and understand it. 

 Sir Thomas More       Title page of Utopia        Peter Giles



Beethoven’s utopian vision is less circumspect than More’s. It is derived from his own personal ideas of what we should and perhaps could 
become, and he found in Schiller’s Ode to Joy a fully articulated expression of that ideal. Universal brotherhood is achieved through finding and 
sharing joy. Of course finding that joy in the first place is another matter – I suspect that finding joy was not something which came naturally to 
Beethoven. We only need to listen to the Fifth Symphony to realise that for him joy was something hard won, and easily lost again. 

Beethoven had planned to set Schiller’s Ode to Joy since the 1790s, and in many ways there is something retrospective about the Ninth – for all 
that it is a prophetic work. The ideals of Schiller’s Ode, written in 1785 but revised in 1803, belong to the years leading up to the French 
Revolution.  

                Schiller

By the time of the revision in 1803, France had seen the collapse of these ideals, the Terror, and the rise of Bonaparte, who declared himself 
emperor only a year later, in 1804. This last act led Beethoven famously to destroy the dedication of his Eroica Symphony to Napoleon, and to 
dedicate it instead “to the memory of a great man”. By 1824, the year the Ninth was premiered, Europe had seen the Napoleonic Wars and the 
Congress of Vienna. The ideals of Schiller’s Ode must have seemed very remote to Beethoven, as desirable but as unattainable as More’s Utopia. 
Moreover, musical taste in Vienna had changed. Rossini was all the rage, and it was only through the intervention of a number of Beethoven’s 
supporters and patrons that the Ninth’s premiere was staged in Vienna instead of Berlin. The London premiere was not until March 21st 1825.

The text of the Ninth Symphony is not Schiller’s complete ode, and Beethoven inserted his own words at two key moments. The first words that 
are sung are not Schiller’s, but Beethoven’s:

The “tones” which Beethoven rejects are those of the preceding three movements. To make the point clear he prefaces this solo with brief 
quotations (not exact, but certainly explicit) of the main themes, and then obliterates them with a screaming dissonance which Wagner 
described as a Schrekensfanfare - a “horror-fanfare”. It is as if the last hour of music must be swept aside as though in a revolution.

But what is very odd is that it isn’t just the preceding three movements which are quoted, but the Ode to Joy theme as well. In fact, the Joy 
theme is played for over a hundred bars before it is rudely interrupted. What are we to make of this? The Ode to Joy theme forms the basis 
of the whole of the finale. Why start out with a rejection of it? One possible answer is that it is not enough for the Joy theme to be purely 
instrumental – it needs the human voice, and it needs a text. “These tones” refer not just to the mood of the first three movements, but to 
the voiceless nature of the instrumental symphony. The quality of abstraction – the symphony as abstract music, not representative of anything 
other than itself – is shattered. 

Beethoven’s other insertion into Schiller’s text is also revealing.

Deine Zauber binden wieder
Was die Mode streng geteilt;
Alle Menschen werden Brüder,
Wo dein sanfter Flügel weilt.

Here again Beethoven asks us to sweep the past aside. Custom, social convention – these things have strictly divided mankind – we need to 
be reunited to each other through the agency of joy, and transcend old traditions such as deference to aristocrats and kings – and of course 
self-proclaimed emperors. 

O Freunde, nicht diese Töne!
Sondern laßt uns angenehmere anstimmen,
und freudenvollere.
Freude! (men's chorus: Freude! )
Freude! (chorus again: Freude! )

Oh friends, not these tones!
Rather, let us raise our voices in more pleasing
And more joyful sounds!
Joy! (Joy!)
Joy! (Joy!)

Your magic reunites
What custom strictly divided.
All men become brothers,
Where your gentle wing rests.



It is interesting that More’s Utopia is only possible because it originates in a similar act of cutting away. Utopus, the ruler who gives his name to 
Utopia, cuts an artificial channel and makes Utopia an island. It is artificially separated from the mainland, and can thereby be preserved from 
the influence of corrupt, more traditional states. It enables Utopus to create his vision of an ideal society, one which is equally free of custom 
and tradition. 

         Utopia

It is perhaps no coincidence that Nielsen’s Funen is also an island, albeit a natural one. As in More and Schiller’s utopias, Funen thrives on a 
relationship between man and nature. Funen’s inhabitants are of course as idealised as the peasants in Beethoven’s own Pastoral Symphony, and 
the work evokes a lost, pre-industrial world. We all know that rural life was never as benign as Nielsen’s librettist presents it, and in fact
Nielsen’s music is much more sophisticated than the text alone suggests. 

The origins of Nielsen’s text are as follows. In 1917 the Danish Choral Society sponsored a poetry competition, the aim of which was to celebrate 
Danish culture. The winning verse was to be set to music by Carl Nielsen. The winner was Aage Bernsten, a doctor and a writer. Bernsten was 
canny in his choice of subject. Funen was where Nielsen grew up, and so it was a perfect match of subject matter and musical style. 
Nevertheless, Bernsten hedged his bets by entering another poem, this time based on the death of King Canute. We should perhaps be grateful 
that it didn’t win, since Nielsen’s short cantata is a masterpiece. There is a close parallel with Nielsen’s childhood memoir, My Childhood in 
Funen, which he published in 1927. In this book he describes how 

“Everything in Funen is different from the rest of the world, and whoever takes the trouble to listen will know. The bees hum in a way of their 
own with a special Funen accent, and when the horse whinnies and the red cows low, why, anybody can hear that it is quite different from 
anywhere else ...” 

   

 

What wafts us into the world of Springtime on Funen is a deceptively gentle rocking which quickly darkens before the singers enter. It is as if 
there are two distinct aspects of nature here – one benevolent and attuned to human need, the other brooding, sublime in the Romantic sense 
of overwhelming and overpowering – indifferent to human need, even oppressive.

For a taste of the primordial there is nothing quite like the opening of Beethoven’s Ninth. The late Sir Colin Davis used to say it was like 
someone switching on the electric current of the universe, with its bare fifth and pulsating repeated notes in the second violins and cellos. What 
is amazing about it is the way that Beethoven writes this opening chord without the all-important third – the note which would normally pull 
us into the tonic key of D minor. When D minor does arrive, it feels like a huge wrench, an act of sheer superhuman willpower. Nature itself is 
curiously indifferent to human endeavour in this opening. Nature as a benevolent force only really becomes apparent when we get to the third 
verse of the finale:

Freude trinken alle Wesen                                                                
An den Brüsten der Natur;
Alle Guten, alle Bösen
Folgen ihrer Rosenspur.
Küsse gab sie uns und Reben,
Einen Freund, geprüft im Tod;
Wollust ward dem Wurm gegeben,
Und der Cherub steht vor Gott.

All creatures drink Joy
At the breasts of nature;
All good, all bad
Follow her trail of roses.
Kisses she gave us, and vines,
A friend, proved to the end;
Pleasure was given to the worm,
And the cherub stands before God.

Nielsen as a boy, playing the violin (from a sketch 
by his daughter)

Nielsen’s childhood home, now a museum



Nature is maternal – she dispenses her blessings without discrimination and without regard for the virtue or otherwise of her children. Good and 
bad, the worm and the cherub – all are blessed with love and sustenance - kisses and the vine. Nature never lets us down.  

In More’s Utopia, the islanders enjoy a similarly harmonious relationship with nature. Nature and morality are connected, and Utopians see the 
pursuit of pleasure as a virtue in itself because it is prompted by Nature. The islanders, who have no private property of any kind, do not own 
the land – they see themselves as “cultivators of the soil rather than its exploiters”. The result is that no city in Utopia has any desire to extend 
its boundaries. But elsewhere, especially in Book 1 of Utopia in which Raphael Hythloday makes a damning critique of the enclosing of land, the 
simple life is desperately vulnerable. It can be destroyed at the whim of selfish, greedy and powerful men.

Nielsen’s Springtime on Funen really does seem free of this dark shadow, but written as it was after World War I, it is tinged by a sense of loss. 
Funen is a utopia of the past – it is full of old people waiting for death. The overall mood is wistful and reflective. There is a moment towards 
the end where everything stops and the three soloists are caught as though suspended in stillness as they contemplate the fallen apple blossom 
on the ground. Even the chorus is caught up as they intone a chant – “the night belongs to us”. 

There is a similar moment at exactly the same point in Beethoven’s Ninth. Everything comes to a halt, and we have a rapturous cadenza for 
the four soloists. Like Nielsen’s soloists, they imitate each other, but to completely different effect. It doesn’t sound like Beethoven at all. One 
wonders whether Beethoven could not help cocking a snook at the fickleness of Viennese popular taste, which had transferred its allegiance 
to Italian opera, particularly Rossini. Beethoven demonstrates that he can out-do any Italian opera for sheer florid extravagance. But there is 
more than parody here. The key word is “sanfter” – the gentle wing of joy which enables men to be brothers. I suppose that gentleness is not a 
quality we readily associate with Beethoven, but it is clear that this line in Schiller’s ode touched him deeply. It has the same sense of standing 
still as the soloists’ cadenza in Springtime on Funen – indeed it’s hard not to feel that Nielsen must have been influenced by it. But the effect 
and the context of the music are quite different. Beethoven’s music here is full of rapture, almost ecstatic in mood. Nielsen’s cadenza seems to 
stand outside time – its harmonies, with a shimmering pedal in the violins, are static.

Universal Brotherhood?
All three works seem to place the highest value on inclusiveness. More’s Utopia may not be a democracy (although it is infinitely more 
democratic than any contemporary Renaissance states) but its disdain for self-promotion and greed is impressive. Gold is regarded as useless 
and used as a badge of slavery, not social status. 

I also rather like the fact that there are no lawyers in Utopia – More, himself a consummate lawyer, would have had to seek another profession 
if he had lived in his own imagination. Inclusive as More’s Utopia is, though, we are aware of certain limits – the limitations on free travel, the 
existence of slaves, the reliance on mercenaries, the virtual eradication of individuality. Utopians do not like to get their hands dirty, so they 
get foreigners to slaughter their animals, and to fight wars on their behalf. And when we read of the arrangements for communal eating in the 
cities, and visualise the uniformity of Utopia’s houses, the lack of privacy is unsettling.

Beethoven’s reach really is cosmic in its inclusiveness, embracing not just the entire world but the universe to boot. Yet even here one group is 
excluded – the people who cannot experience joy, who have never formed a close bond with another human being. These people, Schiller tells 
us, must be banished from the party, and are encouraged to creep away - in tears. This moment is easily lost in performance. Beethoven’s only 
change to the music is a steep diminuendo, and we just have a moment to glance at these friendless individuals as they slink away.  

Wem der große Wurf gelungen,
Eines Freundes Freund zu sein;
Wer ein holdes Weib errungen,
Mische seinen Jubel ein!
Ja, wer auch nur eine Seele
Sein nennt auf dem Erdenrund!
Und wer’s nie gekonnt, der stehle
Weinend sich aus diesem Bund!

Elsewhere, Beethoven embraces everything under the sun – from the celestial to the animal kingdom – the cherub standing before God to the 
worm. There are sublime moments (in the literary sense) in which we contemplate the stars in a state of awe, the unresolved harmony 
suspended as though in a vast space.

Nielsen’s vision is equally warm, and has its own gentle comedy – not quite as earthily lavatorial as Beethoven’s grunting contrabassoon in 
the Turkish march section of the Finale. There is Sophia, the overweight girl who gets invited by the tenor soloist to join in the dance at the 
end, and the teasing children who mock the little boy for playing with girls only to join together and share their games. Nielsen’s peasants are 
archetypes rather than individuals. We have the love-lorn young man, deflated by the fact that the girl he has his eye on is much more attached 
to her cat. There’s the middle-aged farmer greeting the warm sun. There are the old men in their chimney nook, musing on the passing of time. 
But they do seem to have an inner life, a spiritual communion with nature and with each other.
 
In Beethoven’s Ninth it is the inner experience - a spark of joy - which generates brotherhood, not the other way round. In fact, the Ninth sets 
out to create this very experience in its audience and in its performance. We are swept up in it. The Ninth isn’t just about joy – it enacts it, 
generates it. A successful performance turns everyone in the concert hall into brothers and sisters – at least while the music is being performed. 
Once we leave the concert hall we may end up arguing about where we left the car, or the best way home. But in that moment, Beethoven’s 
vision isn’t just a possibility – it becomes our reality.
 
I’m sure More would have approved of the sheer humanity of Beethoven’s music. I like to think he would also have been struck by 
Beethoven’s thrilling sense of godhead as being unknowable – but he would have drawn a very different conclusion. At the moment where the 
chorus contemplate the existence of a godhead beyond the stars, we are left hanging in space. The writer Maynard Solomon describes this as a 
“heart-rending question mark” – surely a loving god must dwell beyond the stars? Surely? For Beethoven, the fact that this question cannot be 
answered is what makes human relations, with or without a god, so valuable. Brotherhood in this context doesn’t I think mean cowering before 
an empty cosmos, huddling together out of fear, as Solomon seems to suggest, but finding that spark of joy which unites us. That spark may 
be elusive, but the Ninth presents both a powerful case that it can exist, and that it does exist – with enough willpower and imagination. For 
performers of Beethoven’s last symphony that’s a challenge worth meeting, I think.

© Nicholas Wilks

Whoever has had the great fortune
To be a friend's friend,
Whoever has won a devoted wife,
Join in our jubilation!
Indeed, whoever can call even one soul
His own on this earth!
And whoever was never able to, must creep
Tearfully away from this band!



A brief guide for listeners

Nielsen Springtime on Funen

This Lyric Humoresque is a simple folk-like piece; compact and originally designed for a chamber orchestra. Its first performance  was a very 
different  matter, as the biography of Nielsen explains.  It unites the island province of Fyn (Funen) with music characteristic of it and of its 
people, although from an earlier age.

The first chorus describes the vibrant changes in the countryside as colour, new life and apple blossom clothe the landscape. Everyone is eagerly 
anticipating their first bowl of buckwheat porridge!

The three soloists can be seen as representing elemental forces: the soprano the spring goddess figure (Persephone or Freya), the tenor 
representing the eagerness of rising sap and the bass of the rich farmland earth. Evoking  the folk music of Nielsen’s youth are the blind clarinet 
player and the children playing games. 

This feeling of contrasts between birth and rebirth, and growth and decay is shown also in The Old Folk section.

The final Dance Ballad intensifies the delight in the new season in true folk music style, getting faster and more furious by turns. The one still 
point in the whole work suddenly breaks the thread, as Utopian Visions explains further, where the music fades and the three soloists are 
literally transfixed by the falling blossoms. This inward vision has to be called back from its contemplation, as the dance comes close once more, 
ending in triumphant rejoicing.

Beethoven Symphony no.9 ‘Choral’ 

First movement
This appears at first to be in traditional sonata form (an exposition of two contrasting themes, their development and then a recapitulation) but  
handled in Beethoven’s characteristically innovative manner. The opening, in D minor, immediately suggests uncertainty, as if a formidably 
craggy mountain range has appeared. This is followed by a passage in B flat major which includes a brief premonition of the Ode to Joy theme. 
The passages which follow are more fluid – described by one writer as “long swell waves out at sea”. Then, with the strings playing in a high 
register, anticipating Bruckner or Mahler, a rare triple forte is achieved as the music restates the opening of the symphony – this time in D major. 
What follows then is a protracted coda, ending with a curious, inexplicable funeral march.

Second movement
The traditional symphony has a Scherzo and Trio as its third movement. Beethoven overturned this convention in the Ninth Symphony by placing 
the Scherzo second. The mood here is energetic and elemental. It opens with striking rhythms with a highly original  use of timpani solos – a 
feature which prompted spontaneous applause at the first performance. The theme then moves through an extended fugue. The Trio is fast but 
consoling in manner, using the idiom of folk song as its basis. The Scherzo is repeated, but a return to the Trio is rudely interrupted.

Third movement
In contrast to what has gone before, the third movement is warm, tranquil and profound. Toscanini spoke of its religious quality: ‘one ought to 
conduct it on one’s knees’. The elegantly beautiful theme in B flat major blossoms into a number of variations which alternate with another, 
contrasting melody in D major, but a series of fanfares towards the end leave the mood unresolved and expectant.

Fourth movement
This could be regarded as a cantata built on Schiller’s famous Ode to Joy (with some additional text by Beethoven himself). One of the most 
striking contrasts in any symphony arrives at the start of this movement with what Wagner called the Shreckensfanfare , the ‘horror’ or ‘terror’ 
chord. This fanfare is followed by three quotations from the preceding movements, each punctuated by a recitative played by the lower strings. 

One 1824 critic felt that the ‘deeply moved artist could not use a mere orchestra alone. This could be achieved only by taking ‘the word, the 
human voice, to aid him...How will he express himself? What else but a song of Joy?’. And so, after a purely instrumental version of the Ode 
to Joy theme has been interrupted by a second and more dissonant version of the Shreckensfanfare, the baritone soloist enters and leads the 
singers through the opening of Schiller’s Ode to Joy until all the performers reach the climatic “Und der Cherub steht vor Gott”.

An outlandish Turkish march follows, led by the tenor soloist and rustic male voices, moving seamlessly into a dense fugal passage for the 
orchestra alone and a return of the Ode to Joy theme.  A second section, in which Beethoven embraces universal brotherhood, and the concept 
of a loving father above the stars, is now introduced in ecclesiastical =- almost transcendental- contemplation. A vigorous fugue on both main 
themes affirms what has gone before. A long coda based on the Joy theme then rushes urgently forward, rapidly alternating with contemplative 
passages. A final dash to the end brings the symphony to a jubilant conclusion.



Springtime on Funen
Carl Nielsen 

There will be a short pause

  Symphony no.9 ‘Choral’
 Ludwig van Beethoven

I Allegro ma non troppo,  un poco maestoso

II Scherzo: Molton vivace –Presto

III Adagio molto e cantabile 

IV Presto: Allegro ma non troppo,Vivace, Adagio cantabile, 
poco Adagio, Presto, Allegro assai, Presto, Allegro assai, 
Allegro assai vivace, alla Marcia, Andante maestoso, Adagio 
ma non troppo ma divoto, Allegro energico e sempre ben 
marcato, Allegro ma non tanto, Poco adagio, 
Allegro ma non tanto, Poco adagio, Poco allegro stringendo 
il tempo sempre più allegro, Prestissimo, Maestoso, 
Prestissimo



Springtime on Funen
Chorus: Like the first green smile through winter’s white frown,
Like a lily that floats on the pond as a crown,
Funen in spring wears an em’rald gown.
Now blossom the orchards of apple trees
On hillsides as shapely as maidens’ knees
And strew their luxuriance o’er man and beast, o’er man and beast.
In gardens that lately saw snowflakes fall
They’re raising the hopvine poles over all,
Where hopvines can climb, growing lithe and tall.
And everyone senses that nature is flush,
From onset of daylight to ev’ning’s blush,
And they shiver, and they shiver, and they shiver
With thinking of good buckwheat mush.

Soprano: Oh look the spring is coming, the garden is a-humming
The buds are swelling full of sap,and father goes without his cap,
A maiden’s heart would nearly burst with stirrings of a strange new thirst.
And Puss outside is prowling, she once was inside growling,
With mother’s yarn she played wild when gales blew like a whining child,
And Grandpa, nodding mild and frail, was pondering a Bible tale.
Oh look the spring is coming, the garden is a-humming,
The cottage is so stale and tame,when hearts are glowing full of flame
And souls are set a-burning, is it some kind of yearning?

Tenor:The tender day is light and long and full of sun and blackbird song
And things are fine except I wish the neighbour’s daughter Lil would do what I so gladly will,
Would put her cheek against my cheek with ardour warm and meek.
Would offer me her little hand with full consent and spirit brave,
Would close her eyes with dreamy bliss and give to me a kiss.
Aye, days are growing light and long and there’s enough of blackbird song
But I’m afraid that little Lil would not do what I will.
Behind the hedge she comes in view, could it be me she’s smiling to?
She carries milk, the bucket clinks, and gives the cat a drink,
Oh look, she smiled at me again. My  little LIl, my darling friend,
It’s like a shaft of sunlight fell and made my poor heart swell

De Gamle Ungkarle – The Old Batchelor
Bass: So here comes the trusty old sun again. Come into the farm as a welcome friend.
You come with the dust, you come with the breeze
You breathe on the buds and they turn into leaves.
Now don’t come around with your whimsey here
My heart will be easy with woe or cheer,
It feels like a shut and deserted farm when springtime comes rollicking loud and warm.
 
Men’s voices: Tra-la-la, etc
The girls go to dances locked arm in arm,
And one of them’s hot and the other is warm.
The youngsters keep rhythm with might and main,
The old timers whittle away at a cane,
They whittle away at a cane, the old timers whittle a cane.
Tra-la-la, etc

Tenor: I puff on my pipe in the twilight haze, the sun is gone down in a western blaze
 Bass: I look at the moon through the dregs of my wine, for wine and the pipe share this heart of mine.

The Blind Minstrel
Bass: Today my eyelids can feel the sun, the air it seethes like a greasy tun,
I smell the dampness of field and wood, the must be flowers and colours good.
I grope my way with a wary foot so’s not to stumble on stone and root.
I hear the sounds come from ev’rywhere, a cow is lowing in pasture there,
I always carry my clarinet, my consolation when I have wept.
A heap of tunes hidden. sad and gay, sing from its reed when I sit and play.
And children follow, they dance and sing and take me into their fairy ring,
Their little fingers and silken hair I touch like touching the springtime air

Children’s voices: Let’s out and play ‘til dinner,
I’ve got a fine new top, and it’s a real good spinner,
Just watch me make it hop.
Girls: And we will plait a garland, woodruff and violets
And dance then with each other before the spring sun sets.
A little girl: Dear Hans, if you will play now then let us join the flock
And I’ve got in my pocket two sticks of candy rock. 
A boy: Yeah, Hans, if you go playing with girls who want to dance
And curtsy low, and swaying, then you’re a mummy’s boy! 
Boys and girls: Let’s all go play together, come on and join the flock,
And we will plait our garlands and eat our candy rock.
Let’s all go play together.



De Gamle – The Old Folk
Men’s voices: I hang up my pipe in the chimney nook
And close the old leather-bound holy book;
At last it’s that most blesséd time of year
When joints are less stiff because spring is here.
In love we hold hands as with trust we go,
Our fingers are bent, toiling made them so.
We stroll in the sun and enjoy the heat,
Our skin is too thin winter’s cold to beat.
But after we’ve shuffled our little walk,
We long for a nap and a quiet talk.
We old people feel the sands running out,
A rest for all time is our wish devout.

Dansevisen – Dance Ballad 
Chorus: Come here, come here, come flute and clarinet,
Our winter hearts are aching, come here and play and dance,
And play a dance, a hop and step, to set the island shaking,
Come here, come flute and clarinet, come here, come flute and clarinet,
And play a dance, a hop and step to set the island shaking.
Tra-la-la-la-la-la-la-la, Tra-la-la-la-la-la-la-la
Now take your partner by the hand and join us in our dancing
Tra-la-la-la-la-la-la-la, Tra-la-la-la-la-la-la-la
We’re tied with springtime’s happy band
And no-one can forget it.

Tenor: And if you have no sweetheart found, Sophia is a pearl,
She may be just a bit too round
Bass: But she’s a canny girl

Chorus: Come here, come flute and clarinet,
Tra-la-la-la-la-la-la-la, Tra-la-la-la-la-la-la-la
Come here, come here, come here
Tra-la-la-la-la-la-la-la, Tra-la-la-la-la-la-la-la, etc
We fasten flowers in our hat and loosen up our jacket.
Come, let me have that kiss my pet, and let’s have no more racket.
We dance to usher in the spring and chase out winter’s sadness.
Come here, come here, come here, come here, come here,
Come flute and clarinet!

Trio: See apple blossom falling on the lane

Chorus: The night belongs to us. Apple blossoms falling.

Come here, come here, come flute and clarinet,
Our winter hearts are aching, come here and play and dance,
And play a dance, a hop and step, to set the island shaking.
Now take your partner by the hand, we’re tied with springtime’s happy band.
We fasten flowers in our hat and loosen up our jacket.
We dance to usher in the spring and fasten flowers in our hair.
Come here, come here, come flute and clarinet, come flute and clarinet,
And play a dance, a hop and step, to set the island shaking,
Come here, come flute and clarinet, come flute and clarinet.



Choral Symphony: Fourth Movement

O Freunde, nicht diese Töne!
Sondern laßt uns angenehmere anstimmen,
und freudenvollere.
Freude!

Freude, schöner Götterfunken
Tochter aus Elysium,
Wir betreten feuertrunken,
Himmlische, dein Heiligtum!
Deine Zauber binden wieder
Was die Mode streng geteilt;
Alle Menschen werden Brüder,
Wo dein sanfter Flügel weilt.

Wem der große Wurf gelungen,
Eines Freundes Freund zu sein;
Wer ein holdes Weib errungen,
Mische seinen Jubel ein!
Ja, wer auch nur eine Seele
Sein nennt auf dem Erdenrund!
Und wer’s nie gekonnt, der stehle
Weinend sich aus diesem Bund!

An den Brüsten der Natur;
Alle Guten, alle Bösen
Folgen ihrer Rosenspur.
Küße gab sie uns und Reben,
Einen Freund, geprüft im Tod;
Wollust ward dem Wurm gegeben,
Und der Cherub steht vor Gott.

Froh, wie seine Sonnen fliegen
Durch des Himmels prächt’gen Plan,
Laufet, Brüder, eure Bahn,
Freudig, wie ein Held zum Siegen.

Seid umschlungen, Millionen!
Diesen Kuß der ganzen Welt!
Brüder, über’m Sternenzelt
Muss ein lieber Vater wohnen.
Ihr stürzt nieder, Millionen?
Ahnest du den Schöpfer, Welt?
Such’ ihn über’m Sternenzelt!
Über Sternen muss er wohnen.

Oh friends, not these tones!
Rather, let us raise our voices in more pleasing
And more joyful sound
Joy!

Joy, beautiful spark of the divinity,
Daughter of Elysium,
We enter your sanctuary, burning with fervour,
o heavenly being!
Your magic brings together
what custom has sternly divided.
All men shall become brothers,
wherever your gentle wings hover.

Whoever has been lucky enough
to become a friend to a friend,
Whoever has found a beloved wife,
let him join our songs of praise!
Yes, and anyone who can call one soul
his own on this earth!
Any who cannot, let them slink away
from this gathering in tears!

Every creature drinks in joy at nature’s breast;
Good and bad alike
follow her trail of roses.
She gives us kisses and wine,
a true friend, even in death;
Even the worm was given desire,
and the cherub stands before God.

Gladly, just as His suns hurtle
through the glorious universe,
So you, brothers, should run your course,
joyfully, like a conquering hero.

Be embraced, you millions!
This kiss is for the whole world!
Brothers, above the canopy of stars
must dwell a loving father.
Do you bow down before Him, you millions?
Do you sense your Creator, o world?
Seek Him above the canopy of stars!
He must dwell beyond the stars.



From Beethoven’s  manuscript books for the Ninth Symphony

Part of Schiller’s Ode to Joy manuscript



Katherine Crompton soprano

British soprano Katherine Crompton studies with Rosa Mannion and recently completed 
her Masters with Distinction at the Royal College of Music and was on the RCM’s 
Opera Course. She graduated with a BMus (Hons) from the Guildhall School of Music 
and Drama. While at the RCM Katherine was the Irene Hanson Scholar and was also 
grateful for the support of the Independent Opera Vocal Scholarship. She is generously 
supported by a Miriam Licette Award and a Sybil Tutton Award both administered by 
the MBF and she is also a Josephine Baker Trust scholar. Katherine won the Concerto 
Competition at the RCM.
 
In the last year Katherine has performed the roles of Metella in Offenbach’s La Vie 
Parisienne RCMIOS, Clomiri for the London Handel Festival and the RCMIOS in Handel’s 
Imeneo. Katherine’s recent operatic performances also include Poppea in Monteverdi’s 
L’incoronazione di Poppea ETO and RCMIOS, Maŗenka in Smetana’s The Bartered Bride 
for British Youth Opera, Costanza in Handel’s Riccardo Primo for the London Handel 
Festival, the title role in Bizet’s Djamileh RCMIOS, Nurse (cover) in Purcell’s The 
Fairy Queen ETO, Pamina in Mozart’s Die Zauberflote Co-Opera; Patience (cover) in 
Gilbert and Sullivan’s Patience, Musee D’Orsay; Minerva in Offenbach’s Orpheus in the 
Underworld RCMIOS. She has also sung the roles of Fox, Countess, Cendrillon and Mimi 
in RCM Opera scenes. In the world of contemporary opera Katherine created the role 
of Passenger in d’Heudieres Aqualung.
 
Already in great demand as a concert soloist, recent highlights include Vaughan-
Williams’ Sea Symphony with Northampton Bach Choir and Festival Orchestra, Bach’s 
Coffee Cantata at Oxford’s Holywell Room conducted by Laurence Cummings, Mozart’s 
Mass in C Minor at St. John’s Smith Square, Strauss’s Vier Letzte Lieder Oxford Sinfonia, 
Handel’s Messiah at St. James’s Piccadilly, Verdi’s Requiem for Collegium Laureatum, 
Mendelssohn’s Elijah at St.Alban’s Abbey, Rubbra’s Jade Mountain at St. Martin-in-the-
field, Will Todd’s Mass in Blue for the London Pro Arte Chorus, Handel’s Dixit Dominus 
for The Festival Chorus and Mozart’s Coronation Mass Thames Philharmonia. A keen 
recitalist Katherine has performed at the Chipping Campden International Music 
Festival and in London’s Wigmore Hall.



Frances Bourne  mezzo soprano

Frances Bourne studied at Trinity College‚ Cambridge and The Royal Academy of Music‚ 
where she won many of the singing prizes.      

Recent and upcoming engagements include Fox The Cunning Little Vixen and Olga 
Eugene Onegin for Grange Park Opera‚ Waltraute in Nationale Reisopera’s Ring Cycle‚ 
Gymnasiast/Groom/Theater-Garderobiere Lulu‚ Annio La Clemenza di Tito and Amando 
Le Grand Macabre‚ all  at La Monnaie in Brussels; Amando at English National Opera and 
at the Teatro Colón in Buenos Aires‚ Karl Jenkins’ The Armed Man (Royal Albert Hall), 
Mother Goose The Rake’s Progress and Tippet’s A Child of our Time at the St Endellion 
Festival.             

Further operatic appearances include Hansel Hansel and Gretel‚ Hermia A Midsummer 
Night’s Dream‚ Stéphano Roméo et Juliette and Louhi in Dove’s Swanhunter (Opera 
North)‚ Cherubino (Grange Park Opera)‚  Rosina Il Barbiere di Siviglia (Opera Holland 
Park)‚ Pitti Sing The Mikado and Jane in the premiere of Micha Hamel’s Snow White 
(Reisopera)‚ Sorceress Dido and Aeneas and Puck in Weber’s Oberon  under Sir John 
Eliot Gardiner‚ Junon in Charpentier’s Acteon (Aldeburgh with Emmanuelle Haïm)‚ 
Handel’s Oreste (Linbury‚ Covent Garden)‚ Irene Tamerlano for the 20th anniversary of 
the Cambridge Handel Opera Group and the central role in Rachel Portman’s The Water 
Diviner’s Tale (BBC Proms).         

In great demand on the concert platform Frances has sung with many of Europe’s 
leading conductors‚ including Andrew Manze‚ Sir Neville Marriner‚ Sir Roger 
Norrington and Trevor Pinnock. Notable concert and oratorio appearances include St. 
Matthew Passion, Mozart C minor mass and Bach B minor mass  (Gloucester Cathedral), 
Messiah (CBSO and with Harry Christophers and The Sixteen)‚ Beethoven’s Mass in 
C (Worcester Cathedral)‚ Mozart’s Requiem (Harrogate Choral Society)‚ Dream of 
Gerontius (Tiverton)‚ Elgar The Musicmakers (Ware Choral Society)‚ Tippett A Child Of 
Our Time (Huddersfield Choral Society)‚ Pergolesi Stabat Mater (Hanover Band)‚ Dvorak 
Stabat Mater (Winchester Cathedral) and Judith Weir’s The Consolations of Scholarship 
with Kokoro. She has also appeared with the Northern Sinfonia‚ the City of London 
Sinfonia‚ the English Chamber Orchestra London Symphony Chorus‚ and at the Three 
Choirs Festival and recently performed a New Year’s Eve Gala with the Manchester 
Camerata featuring works from The Truth about Love.            

Recordings include Mozart Requiem (European Chamber Orchestra)‚ Copland In the 
Beginning (Gloucester Cathedral Choir)‚ Bach Cantata 148 and Puck Oberon both with 
Gardiner‚ and her debut solo CD‚ The Truth about Love‚ a collection of cabaret songs 
by Britten‚ Martinu and Weill (Sony BMG Masterworks).



Tom Randle tenor

Tom Randle began early studies in conducting and composition but a scholarship to 
study voice soon meant a change in career direction. He made his début with the 
English National Opera as Tamino in The Magic Flute and has repeated the role with 
great success at Deutsche Oper Berlin, Glyndebourne Festival Opera, Hamburg, New 
Zealand and the Covent Garden Festival. Well known for his vivid and committed 
stage portrayals and a unique ability to embrace a wide variety of repertoire, Tom has 
emerged as one of the most exciting and versatile artists of his generation.

Engagements have included Tom Rakewell The Rake’s Progress for the Théâtre des 
Champs-Elysees, Netherlands Opera, Lausanne and Bordeaux, Benedict for WNO’s 
Beatrice and Benedict, Ferrando in Cosi fan tutte for Geneva and Brussels Operas, Don 
Ottavio Don Giovanni in Munich and Los Angeles, Pelleas Pelleas et Melisande in Paris 
and London, title role Idomeneo for Scottish Opera and La Monnaie Brussels, Achilles in 
Tippett’s King Priam, for ENO and the Reisopera, Oberon The Fairy Queen in Aix-en-
Provence, Gerald in Delibes’ Lakmé in Australia, Joe in Carmen Jones in Washington, La 
Traviata at Opera North, the title role in Hasse’s Solimano at the Innsbruck Festival and 
Staatsoper Berlin, Rheingold and Orfeo at ENO and for the Handel and Haydn Festival 
in Boston, Katya Kabanova and Khovanshchina at WNO, Death of Klinghoffer in Rotter-
dam, Tamerlano at Scottish Opera, Peter Grimes in Antwerp, Henze’s Bassarides and 
Messiaen’s St François d’Asisse in Amsterdam and Wozzeck at La Monnaie.

More recently, Tom appeared in Jenufa for Opera New Zealand (Laca) and ENO (Steva), 
The Beggar’s Opera the the ROH’s Linbury Theatre, the title role in Orlando 
Paladino with René Jacobs at the Staatsoper Berlin and the Innsbruck Festival, 
Idomeneo and Mahler’s Das Lied von der Erde in Brussels and Paris, Katya Kabanova and 
Fidelio (Florestan) for Opera Holland Park, Die Soldaten (Desportes) at De 
Nederlandse Opera Amsterdam, the title role in The Return of Ulisees for ENO, St 
Francois d’Assise (Frere Massee) at the Teatro Real Madrid and the world premiere of 
Waiting for Miss Monroe (Joe di Maggio) at DNO Amsterdam.

Tom made his Royal Opera House début as Essex in Phyllida Lloyd’s highly acclaimed 
production of Gloriana, which was later released as a feature film for BBC Television. 
Other appearances for the Royal Opera include Johnny Inkslinger in Paul Bunyan and 
the Fool in Gawain.

He is very active in the field of contemporary music with several world premières 
to his credit, many of which were written especially for him. This includes the role 
of Dionysus in John Buller’s opera The Bacchae for ENO, the world première of Peter 
Schat’s opera Symposium for the Netherlands Opera, and the world première of John 
Tavener’s oratorio The Apocalypse for the BBC Proms. He also created the role of 
Nunez in Mark-Anthony Turnage’s opera The Country of the Blind, written for the 50th 
Anniversary of the Aldeburgh Festival, and premiered and recorded Penderecki’s 
oratorio Credo for the Oregon Bach Festival. His intense portrayal of Judas in the 
world première of Birtwistle’s Last Supper under Daniel Barenboim at the Staatsoper 
Berlin (as well as Glyndebourne) won him outstanding critical acclaim.

Tom devotes equal time to an active concert career, singing with many of the world’s 
leading orchestras including the Boston and Chicago Symphony Orchestra, Los Angeles 
Philharmonic, The London Symphony, Philharmonic and Philharmonia Orchestras, the 
Israel Philharmonic, Orchestre Philharmonique de Radio France, The English Concert 
with conductors such as Daniel Barenboim, Michael Tilson Thomas, Sir Colin Davis, 
Myung-Whung Chung, Yan-Pascal Tortelier, Ghennadi Rozhdestvensky, Richard Hickox, 
Harry Christophers, Trevor Pinnock, and Ivan Fischer.

Amongst his recordings are the title role in Handel’s Samson with Harry Christophers 
on Collins Classics, Vaughan Williams’ A Cotswold Romance with the London Symphony 
Orchestra and Hickox for Chandos (both premiere recordings) and orchestral works by 
Luigi Nono on the EMI label. Tom also appeared as Molqui in the groundbreaking film 
version of John Adams’ Death of Klinghoffer for Channel 4, released on DVD, and as 
Monostatos in Kenneth Branagh’s The Magic Flute.

Engagements during the 2013 season include an appearance at the BBC Proms in The 
Yeomen of the Guard, Lulu (Maler/Negro) in Brussels’ La Monnaie and Jenufa (Steva) in 
Lille and the role of Aegisth in Elektra in Aix-en-Provence.
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Derek Welton  bass

Since completing his opera studies at the Guildhall School of Music and Drama, Derek 
Welton has appeared with Teatro dell’Opera di Roma as Pangloss, Martin and Cacambo 
(Candide) under Wayne Marshall and as Der Pfleger des Orest (Elektra) under Stefan 
Soltesz. He made his debut with Opera North as Donner (Das Rheingold) under Richard 
Farnes and with Pinchgut Opera as Creonte (L’anima del filosofo) under Antony 
Walker.
 
This season Derek Welton makes his debut at the Osterfestspiele Salzburg as 
Gralsritter (Parsifal) under Christian Thielemann, appears as Figaro (Le nozze di 
Figaro) for Glyndebourne on Tour, and makes his debut at Festspielhaus Baden-Baden 
as Antonio (Le nozze di Figaro) under Thomas Hengelbrock in a cast including 
Netrebko, Schrott and Pisaroni. Other roles have included Count Almaviva (Le nozze 
di Figaro), Don Giovanni and Masetto (Don Giovanni), Papageno and Sprecher (Die 
Zauberflöte), the Bonze (Madama Butterflly), Farfarello (L’amour des trois oranges), 
Tobias Mill (La cambiale di matrimonio), Sir John Falstaff (Salieri’s Falstaff), King 
(Sallinen’s The King Goes Forth to France), Geisterbote (Die Frau ohne Schatten), 
Monterone (Rigoletto) and Nick Shadow (The Rake’s Progress).
 
Concert highlights for the current season include debuts with the Sønderjyllands 
Symfoniorkester (Weihnachts-Oratorium) under Stephen Layton and with the Royal 
Scottish National Orchestra (Messiah) under Paul Agnew. He makes his debut with 
Orchestre Philharmonique du Luxembourg as De Brétigny in a concert performance of 
Manon conducted by Christoph Altstaedt.
 
Derek Welton has performed Handel’s Jephtha with the London Handel Festival 
orchestra conducted by Laurence Cummings, Saul at the Aldeburgh Festival with the 
Britten-Pears Orchestra conducted by Richard Egarr and Messiah with the Hallé 
orchestra under Christian Curnyn and also with the Royal Choral Society under 
Richard Cooke. He sang Pilate and bass arias in Bach’s Johannes-Passion with the 
Orchestra of the Age of Enlightenment at Theater an der Wien under Stephen Layton, 
Beethoven’s Mass in C Major with the Royal Philharmonic Orchestra under Nicholas 
Cleobury and Fauré’s Requiem at the City of London Festival with the London 
Symphony Orchestra and Tenebrae under Nigel Short.
 
Derek Welton features on two recordings: ‘On Christmas Day’ (folk song arrangements 
by Vaughan Williams) with Iain Burnside for Albion Records; and as Creonte in Haydn’s 
L’anima del filosofo for Pinchgut Live. Competition successes include first place at the 
recent Emmerich Smola Förderpreis and first prize in the 2007 Handel Singing 
Competition.
 
A graduate of the University of Melbourne and the Guildhall School of Music and Dra-
ma, Derek Welton was also a member of the Salzburger Festspiele 2011 Young Singers 
Project.
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Nicholas Wilks conductor

Nicholas Wilks has been Musical Director of Winchester Music Club since 2003, making his debut 
with a performance of Elgar’s The Kingdom. Now Master of Music at Winchester College, from 
1996-2004 Nicholas was Musical Director of the Hampshire County Youth Orchestra.

His musical education began as a Quirister at the Pilgrims’ School, Winchester and continued as 
a music scholar at Cranleigh School. While reading English at Christ Church, Oxford, Nicholas 
founded and conducted the Oxford Philharmonia (now the Oxford University Philharmonia). He 
subsequently spent three years studying conducting and clarinet at the Royal Academy of Music, 
London, where he was supported by generous funding from the Drapers’ Company. Nicholas was 
elected an Associate of the Royal Academy of Music for professional distinction in 2001. 

After leaving the Academy, he specialised in working with young musicians as Musical Director 
of the Finchley Children’s Music Group, conducting youth orchestras in London and the Channel 
Islands, and as Musical Director of New Youth Opera. He has conducted in Europe, South Africa 
(leading the first tour by a British youth orchestra since the fall of apartheid), Colombia and 
Chile, and has broadcast on BBC2, 3 and 4, Classic FM and the BBC World Service. His opera 
credits include Eugene Onegin, Noye’s Fludde, Der Freischütz, La Belle Hélène and The Bartered 
Bride.

His concerto work has included such distinguished soloists as Joanna MacGregor (the premiere of 
Alec Roth’s “Earth and Sky” with Ensemble Bash and the Finchley Children’s Music Group at the 
BBC Proms in 2000), Alison Balsom, David Campbell, Ivana Gavrić, Alexander Sitkovetsky, Julian 
Poore, Roger Owens, Lionel Handy and Adrian Adlam. As chorus master he has collaborated with 
Sir Colin Davis (the premiere of Piers Hellawell’s “Do not disturb”), Sir Andrew Davis and Neeme 
Jarvi (Nielsen’s Springtime on Funen at the 1999 BBC Proms).

His recordings for Somm of Britten’s Noye’s Fludde and A Ceremony of Carols was a Sunday
Telegraph Critic’s Choice, and his Naxos recording of music by Charles Davidson is currently on 
release as part of the Milken Archive series of American Jewish music. Nicholas is also Musical 
Director of the Winchester Symphony Orchestra.

Future plans include Britten’s A Ceremony of Carols with Aurum Vocale, Shostakovich’s Second 
Piano Concerto with Ivana Gavrić, the premiere of Francis Pott’s Sentinel and Beethoven’s Ninth 
Symphony with Salisbury Sinfonia.



Joining Winchester Music Club

As a Singer
We are always pleased to audition competent singers although vacancies are limited. We’re 
also keen to attract younger singers; there is an under 25 subscription rate of only £25 a year.

As a Friend
Winchester Music Club has a strong base of singers and orchestral players. But WMC also 
benefits from the support of non-performing, music loving members - our Friends. In addition 
to the knowledge that they are helping to support the artistic  activity of the Club, which 
provides a major contribution to the  programme of music available in the Winchester area, 
Friends receive the additional benefits of:

• Preferential booking for the WMC concerts
• Complimentary programme for each concert
• Regular newsletter covering WMC activities
• Invitation to all WMC social events

The Friends annual subscription is currently £25. For two Friends  living at the same 
address, the subscription is £45.

For further information please contact the Secretary:

Mrs Janette Lloyd, 
6 Oliver’s Battery Gardens, 
Winchester, SO22 4HF  

Tel 01962 851915
email secretary@winchestermusicclub.org                                                                           
www.winchestermusicclub.org.uk          

As an Orchestral Player
Winchester Music Club Orchestra is composed of a regular set of amateur string players with 
professionals brought in for the other sections as each work demands.The regular string 
players, although amateur, play at a very high standard. 
If you would like to considered for the string orchestra, or are a professonal non-string player 
and would like to be put on the players’ list, please apply for an audition by emailing our 
conductor,  Nicholas Wilks, at  npw@wincoll.ac uk

Chairman
Angela Ryde-Weller

Secretary
Janette Lloyd 

Treasurer
Andrew Carruthers

Committeei
David Anderson
Gillian Harris
Gabi McKeown
Bruce Ryde-Weller
Barbara Shaw
Natalie Shaw
Arden Tulip

Winchester Music Club committee

Vice Presidents
The Dean of Winchester:
The Very Reverend
James Atwell

The Headmaster of
Winchester College:
Dr Ralph Townsend

The Right Worshipful,
the Mayor of Winchester:
Cllr Ernie Jeffs



                        Winchester Music Club orchestra

Violin 
Brian Howells
David Amos
John Falconer
Peter Marsh
Claire Mitchell
Melinda Samms
Richard Shorter
Elizabeth Flower

Violin 2 
Guy Button
Emily Corbett
Patricia Elkington
Julia Flint
Andy Henderson
Paul Jeffery
Joanna Selborne
Vince Wyre

Viola
Tim Griffiths
Simon Clothier
Gill Collymore
Richard Daniel
Margy Jeffery
Libby Merriman
Amanda Wilson
Louise Woods

Cello
Nicola Heinrich
Jane Austin
Stene Clarke
Angie Janssen
Fannie Leigh
Catherine Mitchell
Leo Popplewell
Fiona Smith
Anne Stow

Double Bass
Phil Batten
Barry Glynn

Flute
Joanna Kidman
Karen Wills

Piccolo
Nick Cartledge 

Oboe
Rebecca Kozam
Andrew King

Clarinet
Janet Herson
Jane Denley

Bassoon
Anna Meadows
Ali Anderson

Contrabasson
Alison Wathey 

Horn
Peter Widgery
Jose Lluna
Mark Kane
Peter Merry

Trumpet
David Price
Paul Speed

Trombone
Graham Boyd
Richard Crosse
Robert Maslin

Timpani
Paul Lovegrove

Percussion
Sebastian Guard
Dan Priest
Wallace Ruby



                Winchester Music Club singers
 

Soprano
Emma Bracey-Davis
Jacky Chalcraft
Za Cox
Joanna Crosse
Ursula Göz
Mandy Haas
Elizabeth Hake
Sarah Hard
Jennifer Jenkins
Rosaleen Little
Janette Lloyd
Elizabeth Lynn
Miranda Passey
Deidre Russell
Helen Webb

Caroline Andrews
Maggie Clarke
Anna Dale-Harris
Gillian Harris
Francesca Harvey
Ann Johns
Rosemary Merchant
Katie Mydlarz
Elizabeth Newport
Lydia Parry
Jan Royston-Smith
Natalie Shaw
Betty Spencer
Lucia Taylor

Tenor
George Czaykowski
Michael Elton
John Parry-Jones
Brian Purkiss
David Rees
Jim Sampson

Peter Bodoano
William Gubbins
Julian Harvey
David Innes
Len Tatham
Andrew Thomson
Jack Walters

Bass
David Anderson
Geoffrey Bennetts
Davod Clarke
Stuart Cowan
Steve Hynard
James Martin-Jones
David Morgan
Arnold Renwick
Bruce Ryde-Weller
Roy Weller

Peter Albertini
John Carpenter
Andrew Carruthers
Jeremy Daniel
David Firth
Mike Freeman
Bob Jones
Ian Lowe
Alan Matheson
Paul Newman
Hugh Peers
John Satchell
John Stanning
Guy Stephenson
Ian Taylor

Alto
Patricia Carruthers
Sarah Ede
Isobel Elton
Shirelt Firth
Janet Goodman
Jan Gwynne-Howell
Lea Holmes
Grace Honeysett
Maureen Jackson
Nicola Keene
Carol Leighton-Davies
Elizabeth Lowe
Sian Morphet
Celia Parkes
Angela Ryde-Weller
Barbara Shaw
Liza Slinn
Judith Smith
Arden Tulip
Henrietta Wentwoth-
Stanley

Anna Bennetts
Georgina Busher
Sue Clarke
Jill Curtis
Alison Deveson
Angela Garrett
Welly Green
Pamela Jones
Janet Rowland-White
Christine Targett
Francine Weller

We are very grateful to Olly Tarney and Jamal Sutton for 
their good humoured help in taking sectional rehearsals 

and in providing piano accompaniment



Soprano & treble
Sophie Armstrong
Roise Bailey
Henry Bertlin
Jane Boyles
Diana Briggs
Rosie Brooke-Smith
Maryanne Burkill
Coline Cadoret
Charmian Devas
Ellie Fane
Claire Goulding
Elizabeth Lloyd-Wilson
Alyson Lownie
Lottie  Mitchell^
Victoria Ramsay
Jackie Shipster
Robbie Sinclair
Tiger Tellwright
Louise Thackray
Sara Watson
Sue Webb
Sarah Wigley
Iseabail Wilks
Alice Yip^
Maria Zampeta

Alto
Tony Ayres
Edie Bailey^
Brigid Brett
Marcia Burbidge-King^
Daphne Burgess
Alice Ceiriog-Hughes^*
Rebecca Clothier
Anna Day
Debbie Douglas
Ann Gildersleve
Maxym Kadarauch
Jennifer Lee^
Jo Lloyd
Kieran Mackison
Edward McMillan
Tommy Peet
Di Pugh 
Rebecca Ridley
Eva Ridout
Jack Sharp
Jamal Sutton
Katie Umbers^
Valerie Wallis
Julia Webster
Rhiannon Williams^
Sue Woodward 
Harry Wright
                              

Tenor
William Ashford
Henry Adams
Neil  Bath
Orlando Beeny
Arnold Ching
Thomas Collings
George Gillow
Henry Grandage
Alexander Hargreaves
Henry Hole
Bernard Ko
Geng To Law
Ralf Leggett
Omar Lingemann
Brian Lloyd-Wilson
Matthew Lloyd-Wilson
Anton Mathieson
Charles Maxtone-Smith
Maxim  Meshkivech
William Nestor-Sherman
Oscar Pratelli
Wyn Pugh
Angus  Robertson
Christopher Stern
Oliver Tarney
Freddie Thackray
Michael Turner
Henry Websdale
James Webster
Jasper Wigley
Laurence Wilson

Bass
William Andrews
Laurens Bainton
Andrew Baxter-Zorin
Wilfred Bentley
Andrew Bentley
Daniel Benton
Christopher Burgess
Christopher Cheng
Max Cheung
Hugh Chilcott
Min Hyuk Choi
Jerold Chu
Simon Clothier
James Coulson
Jeremy Douglas
Charles Edmonds
Nicholas Elger
Johnny Furse
Sam Grew
Sam Groom
Edward Horrocks
Alexander Howard
Alex Irvine-Fortescue
George  Jones
Hyunseog Lee
Victor Lu
Douglas Mackie
Christopher Matthews
William Maurency
Peter McManus
Cameron Nicholson
Jamie Onslow
William Passmore
Joseph Rhee
Angus Robinson
Tobias Schröder
Michael Shipster
Ryan Shum
Cosimo Siudmak
David Smith
Alexander Tagg
Max Thackray
James Turner
Peter Waters
George Weil
John Wesley
Ben  West
Michael Wilks
Charles Williamson
Johnny Woodman

Quiristers 

Angus Armstrong (Head Quirister)

Edward Menard (Head Quirister)

Alexander Clothier
Alastair Fraser-Urquhart
Tomas Magnusson*
Max Skioldebrand

^St Swithun’s School Choir
* Soloists in Children’s Choir

Isaac Yong
Thomas Burkill
Christopher Clothier
Luke Elkington

Theo Roose
Angus Benton
Hamish Rogers
Thomas Sharrock
Tristan Wigley

Winchester College Glee Club



Quiristers

Malcolm Archer, Director of Chapel Music

Jamal Sutton, Assistant Director of Chapel Music 

Winchester College Quiristers have for over 625 years sung the servces in Winchester College Chapel. In 
modern times they have formed a choir renowned for its excellence.
The Quiristers perform a wide variety of music at home and abroad. they benefit from scholarships, a 
first rate all-round education, and a particularly broad musical training build confidence, teamwork and 
a commitment to the highest standards.

Until 1996 the Quiristers were educated in a small school of their own within Winchester College but since 
that time they have attended The Pilgrims’ School, where they are given scholarships worth half the full 
boarding fee. The scholarships are funded by Winchester College. At Pilgrims’ the Quiristers benefit from 
the best academic teaching and join in all the school sports and activities. The former Quirister School is 
now their boarding house; they are looked after by the Quirister Master, and a resident Matron.

A Quirister’s routine is more varied than that of most choristers. The pattern of worship in the Chapel 
involves regular choral services, in which the Choir performs a great range of church music; but because 
Choral Evensong is not sung every day, the Quiristers also find time to sing a wide secular repertoire.  A 
Sunday morning service of Matins or Sung Eucharist, can be preceded by a Saturday evening recital that 
ranges from English church music to classical Lieder and popular music. In addition, the boys play an 
important role in the College Choral Society known as Glee Club. 

The Quiristers broadcast, record and go on tour. In recent years they have sung in the USA, Canada, 
France, Italy and Holland. 2014 will take them to Russia to sing in Moscow and St. Petersburg. The boys 
have performed in the BBC Promenade concerts and the Handel
Collection series in London. They frequently appear on BBC TV and radio. Over the years many 
Quiristers have reached the final of the BBC Young Chorister of the Year, and this year is no exception. In 
the past, three boys have won this competition.

                                             

                                                      Image by kind permsiions of the Headmaster of Winchester College



Orchard Close offers supported 
accommodation for older people in en-
suite bedsits and twin room apartments. 
The property is set in mature gardens in 
rural Twyford. 

All meals are provided freshly-cooked on 
the premises. 

Opportunities to meet new people with a 
range of optional activities and outings. 

Affordable, safe and secure accommodation in a 
warm and friendly atmosphere 

The Abbeyfield Winchester 
Society Ltd at Orchard Close, 
Bourne Lane, Twyford 

 

Telephone:  01962 711785     

 www.abbeyfield.hampshire.org.uk  



Mr Steve  Larcombe
 B D S ( S y d )  D G D P ( U K )

Mr Richard Norton
L D S  R C S

Mr Karim Jaafary
B D S  M s c  ( E n d o d o n t i c s )

St Lawrence House
Barnes Close,  St Cross

Winchester,  SO23  9QX

Winchester 01962 853489

For a Consultation Without Obligation Call

Our philosophy of care, competence and continuing
education ensures we provide up to date treatment in

all aspects of dentistry
• Cosmetic dentistry   • Crown & bridge work

• Implants  • Root canal treatment
• Anxious patients welcome  • Dental hygienist

• Private parking

A Long Established Private Practice
Providing Quality Individual Care

St Lawrence House
Dental Practice

Gentle and Caring Services
of the

Highest Standard
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