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HAVERGAL BRIAN: EARLY AND LATE ORCHESTRAL MUSIC

by Malcolm MacDonald

Havergal Brian is best known for his copious output of 32 symphonies, but that series 
was not properly begun until the 1920s, when he was in his mid-forties. Before then 
he had composed several orchestral works in diferent genres – overtures, suites, 
symphonic poems, variation-sets and the like. hough aterwards his principal 
orchestral eforts were centred on the genre of the symphony, he continued to produce 
a range of smaller orchestral works of varying characters. he four works on this disc 
include what is probably Brian’s earliest surviving score for full orchestra, two mature 
but highly contrasted works from the 1950s, and the next-to-last work of any kind 
that he completed – a piece whose very title, Ave atque Vale, enshrines its nature as an 
epilogue and act of farewell.

Burlesque Variations on an Original heme
In a list of Brian’s early works (with opus numbers he would shortly abandon) 
which appeared in he Stafordshire Sentinel of 15 January 1907, against the opus 
number 3 stands the title ‘Burlesque Variations and Overture, for large orchestra’. 
he programme-notes for the London premieres of Brian’s English Suite No. 1 and 
For Valour in the Queen’s Hall Proms that season also mention ‘a set of Burlesque 
Variations’ among Brian’s other orchestral works. Nothing further was known about 
this piece, which was unpublished, unperformed and presumed to be lost, until 1974, 
when the autograph score was ofered for sale by the London book-dealer Maggs 
Bros., along with sundry items from the library of the critic Ernest Newman, to whom 
Brian had evidently presented the manuscript at a relatively early date (though the 
handwriting of some revisions suggests Brian still had the score in his possession 
in about 1912). Ater its recovery, the irst performance was given by the City of 
Hull Youth Orchestra under its conductor Geofrey Heald-Smith in 1980, for an LP 
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recording. h e present CD release is the i rst professional performance of the work, over 
a hundred years since it was composed.
 h e manuscript, dated September 1903 at Hartshill, Stoke on Trent, gives the correct 
title as Burlesque Variations on an Original h eme. h e Staf ordshire Sentinel evidently 
got the additional phrase ‘and Overture’ from the i nal variation, which is described as 
being ‘en forme d’Ouverture’. Brian, though well versed in the theory and performance 
of music, was virtually self-taught as a composer. As far as is known, only three works 
involving orchestra pre-dated the Burlesque Variations: a Requiem and a Tragic Prelude, 
both lost, and the ‘pastoral intermezzo’ for small orchestra, Pantalon and Columbine, 
which – with an unknown measure of revision – would be absorbed into his i rst English 
Suite of 1904–6. h e Burlesque Variations was almost certainly the most ambitious 
work the 27-year-old composer had attempted, and probably for the largest orchestra: 
certainly none of his other extant orchestral works up to 1914 requires such large forces. 
h e score calls for triple woodwind including piccolo, cor anglais, bass clarinet and 
double bassoon; four horns, four trumpets (in F, as in all Brian’s early works), three 
trombones, tuba; strings; timpani, bass drum, side drum, cymbals, gong; harp (a second 
harp in Variation VI is marked ad lib. but is highly desirable); and, in the i nal pages, 
organ (also marked ad lib., and also highly desirable). It’s fair to say that the score is not 
free from miscalculations. h ere are signs of later revision, probably in the period 1910–12, 
to judge by the handwriting; but if he had secured a performance in the 1900s Brian 
might well have revised it yet more thoroughly. Still, it remains a striking testimony to 
his powerful creative urge – and relative independence of outside inl uences – at the 
outset of his career. One obvious inl uence was Edward Elgar, who was already one of 
Brian’s principal musical heroes. Naturally Brian would have been well aware of the 
older composer’s success, four years earlier, with his ‘Enigma’ Variations, and in the 
Burlesque Variations he may have been aiming to launch his orchestral career with a 
substantial work in the same genre; there are indeed discernible parallels between the 
two scores.
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 Why ‘burlesque’ Variations? he various parts of this work are contrasted in character, 
but few are overtly humorous. he element of ‘burlesque’ seems to enter in the contrast 
between the simple, even slightly humdrum, nature of the original theme, and the 
complexity and ambitious bravura of the paces it is put through. Something unassuming 
is made to perform feats one would have thought beyond it, even to an extent that 
sometimes verges on the ridiculous. his is a time-honoured strategy in certain kinds of 
variation-works (for example, some of Beethoven’s early sets of variations on forgotten 
ditties from the repertoire of Viennese opera in the 1790s) and it is a consistent element 
in all Brian’s free-standing compositions in theme-and-variation form.1 
 he work consists of a theme and seven variations; the theme is in B minor, the key of 
several of the variations. Nevertheless the predominance of E lat in the important third 
variation, and then of G in Variations IV and V, relects, even this early, Brian’s habit 
of conducting an argument around the mediant and submediant degrees of the scale 
(E lat being the mediant of B major, which is installed expressively in the transiguring 
sixth variation, and at last revealed as the ultimate goal of the work in the panoply of the 
inal Chorale). Variations II and III carry the titles ‘Tempesto’ and ‘Elegy’; Variation IV 
was at irst titled ‘Question & Answer’, heavily scored out in the manuscript. he titles 
of Variations I and VII are purely technical. But it is as diicult to believe that no extra-
musical impulse prompted the remarkable ‘mystic’ Variation VI as it is to believe that 
the surprisingly powerful ‘Elegy’ of Variation III has no speciic subject.
 Brian’s ‘Original heme’, announced at the outset □, carries the rather inicky tempo 
marking Andante (quasi Allegretto ma serioso). Apart from the teasing asymmetry of the 
ive-bar irst phrase, what strikes one most about the tune is its simplicity: a stolid 
little minuet-like idea, not quite sure whether it ought to insist on its dignity. But in 
Variation I □ the simplicity of the theme vanishes in a welter of polyphonic invention. 
It is justly entitled Imitando, for the idea of canonic or quasi-canonic imitation is 

1 Subsequent examples are the Fantastic Variations on an Old Rhyme (1907; on ‘hree Blind Mice’), Symphonic Variations on ‘Has 
Anybody Here Seen Kelly?’ (1916) and the comedy overtures Doctor Merryheart (1912; on an original theme) and he Jolly Miller 
(1962; on the Cheshire folk-song).
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deeply, almost obsessively, built into the whole texture of the music: an indication 
that counterpoint was already the motive force behind Brian’s musical thinking. he 
continual cross-rhythms of two against three continue to pervade Variation II, the 
Tempesto □. here is certainly a strong element of scene-painting in this variation. A 
central section in D minor intensiies the fury of the tempest before a terse appassionato 
codetta ends on a triad of C sharp minor. In both Variations the three-note upbeat of the 
heme has begun to acquire importance as a motive in its own right.
 With Variation III, the ‘Elegy’ □, comes a complete change of mood (and key). Muted 
strings give out a new, sombre version of the heme in a rich harmonisation in E lat 
major. A quicker section in B minor develops this version with mounting passion and 
ever-fuller scoring. Once it has regained E lat the variation concludes with a majestic 
tutti rising to a triumphant ff. 
 Variation IV □ begins with a graceful and smoothly-lowing transformation of the 
heme over a persistent pedal G in timpani, harp and basses. A contrasting version is 
heard with the pedal now on F sharp, in harp and timpani plus bass drum and cymbals, 
Allegretto serioso. Both sections are repeated: presumably the contrast between grazioso 
and serioso formed the basis of Brian’s ‘Question and Answer’ idea in the original title of 
this variation. he rumbustious Variation V □ sets of with a molto pesante string idea 
that sounds as if it ought to form the basis of a fugue. But none transpires, and the gaps 
between the various igures of the idea are illed out by lively woodwind iguration that 
is equally important. 
 It is clear from the manuscript full score that the present Variation VI □ was an 
interpolation, presumably composed ater the rest of the work and substituted for a 
previous variation that was removed. Brian scores it for four horns, timpani, harp 
(preferably doubled an octave lower by second harp) and muted strings divided in 
nine parts. Against a throbbing and shimmering background, the expressive weight is 
carried by irst violins, violas and cellos in long, yearning spans. his music is not at all 
‘burlesque’ but inward, ecstatic, mysterious and intensely romantic. 
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 he huge Variation VII – it occupies more than a third of the whole work – is the 
Finale en form d’Ouverture □. his ‘form’ proves not to be that of the Baroque French 
or German Overture: Brian obviously had in mind the nineteenth-century concert 
overture, for this inal variation turns out to be a fully developed sonata-form. he irst-
subject group starts with a theme closely related to Variation IV, announced in B minor 
against pulsing horn rhythms. he abruptness of the transition to the second subject is 
already characteristic of the ‘meaningful discontinuities’ of Brian’s mature symphonic 
style. He just slices the music of on an upbeat, inserts a silent general-pause bar, and 
resumes in a distant key with the molto tranquillo second-subject tune, a lyrical little 
idea rather reminiscent of Grieg.
 hese are the principal materials out of which Brian wrings an impressive large-
scale symphonic structure that shows a ine grasp of tonal architecture. he eventful 
development sets of in D major and is largely concerned with the irst subject group. 
Eventually a gawky kind of fugue does start up on solo wind instruments, but it hardly 
gets going before Brian stops it short, and the second subject sails in triumphantly 
in the tonic B minor – at which point it becomes plain that the recapitulation is well 
under way, Brian having started it with the last stage of the development of the irst 
subject. There follows an expansion and glorification of the second subject, rising 
to a pitch of excitement. After a rhetorical preparation on the dominant, the final 
Chorale crashes in, in a truly grandiose B major. And with its massively pompous 
augmentation of the Original Theme – played by full orchestra including organ, 
with 1812-like carilloning figurations in the strings and each phrase punctuated 
by gleeful trumpet fanfares – this highly ambitious work of Havergal Brian’s youth 

thunders to its magniloquent conclusion. 

English Suite No. 5

Over a span of some ity years Brian composed ive orchestral suites that he designated 
as English Suites Nos. 1–5. he early English Suite No. 1, already mentioned, was one 
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of the irst works to be performed and to bring his name before a wider public; it is 
cast as a vivid series of vignettes of aspects of village or country-town life in his native 
Stafordshire and neighbouring Shropshire. English Suite No. 2 (1915), which bore the 
subtitle Night Portraits, was lost shortly ater it was completed – regrettably, since Brian’s 
correspondence indicates that the score was a substantial one, and the titles of its ive 
movements, which have been preserved, suggest it may have been a precursor of the 
remarkable nocturnal ballet-sequences in his burlesque opera he Tigers (composed in 
1916–18). English Suite No. 3 (1919–21) was inspired by the Sussex countryside in which 
Brian was then living, and English Suite No. 4 (1924?), subtitled Kindergarten, with its 
nine miniature movements oten involving only a handful of instruments, seems to have 
been aimed at entertaining an audience of children.
 he ith and inal suite was not composed until 1953, and Brian did not originally 
consider it a member of the English Suite sequence, titling it instead Rustic Scenes. It 
was not long before his death that he acceded to the suggestion that it was, in fact, 
English Suite No. 5, retaining Rustic Scenes as a subtitle. Here again, if only in memory, 
he revisits scenes of half a century ago in Shropshire and Sussex. he work arose because 
a publisher (not, apparently, a representative of Schott & Co., who were looking ater 
Brian’s scores at that time) suggested to Brian that he should write something for 
publication that would be lighter than the taxing sequence of symphonies and operas on 
which he was otherwise engaged and stand a better chance of performance. Brian, who 
had recently completed his music-drama on Shelley’s he Cenci, and would soon begin 
his Tenth Symphony, evidently thought an orchestral essay in the pastoral genre would 
it the bill, and Rustic Scenes was written very rapidly, between 12 and 27 June 1953.
 Not that Brian ever easily itted himself to the preconceived mould of any genre. 
he work is not ‘light music’ in any conventional sense: Brian never tried to keep his 
disconcerting individuality out of it, though it does show a simpliication of some 
aspects of his style. here are elements of folksong, scene-painting, ‘naïve’ representation 
and burlesque character pieces among his Rustic Scenes, but they always develop in 
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unpredictable, authentically Brianesque ways, and the second movement, for strings 
alone, must count as one of his profoundest meditations in the ‘English pastoral’ mode. 
hat may have been the undoing of the work, for the publisher turned it down, giving 
as reason the fact that some movements did not use the full orchestra. So this wholly 
delightful music had to wait another 20 years until it received its irst performance.

Brian wrote of it,2 not long ater its completion: 

he music of ‘Rustic Scenes’ is as simple as a Moody & Sankey hymn. It follows the plan of 

the previous English Suites – [...] short descriptive movements inspired by a particular 

locality. […Here the] locality is definitely Shropshire – first 3 movements – the finale 

Stafordshire. I should not write music of this type unless I had a long memory of faraway 

days. [...] of course we cannot see into other people’s minds – I can’t even see inside my own.

he irst movement (‘Trotting to Market’ – the apparently naïve titles are no 
preparation for the sophistication of the music), with its repeated fanfares and bouncing 
rhythms, is in Brian’s lighter symphonic manner and radiates a sense of well-being and 
high spirits □. But it is followed by something very diferent and much deeper – a 
‘Reverie’ for string alone: a long, elegiac meditation □ in which Brian seems to explore 
some dark, haunted corner of the English pastoral tradition. his is intensely felt music, 
with a hint of tragedy at the climax. Something of its uneasy mood persists beneath the 
bubbling surface of ‘he Restless Stream’ □ – a curious intermezzo, beautifully (but 
trickily) written for woodwind and percussion only, with echoing horns at the end. he 
ebullient inale (‘Village Revels’) □ calls us to attention with a fanfare, then launches 
into a splendid folk-dance-like tune that is put through some very vigorous paces before 
the work ends in high good humour and a blaze of brass. his suite is, indeed, English 
music of the purest stock and surely deserves a place in the repertoire alongside the 
lighter works of Elgar, Vaughan Williams and Holst.
2  In a letter to Eric Warr, dated 3 July 1954.
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Elegy
Like English Suite No. 5, the symphonic poem Elegy □ did not originally bear the title 
by which it is now known. When Brian composed this powerful symphonic movement 
in 1954 (it was completed on 7 June, six weeks ater he had inished his Eleventh 
Symphony), he called it A song of sorrow. In 1963, while his scores were being transferred 
from Schott’s to the BBC Music Library, he wrote to Robert Simpson on 20 July:

     now you should ask Schott’s for A song of sorrow another symphony without a number. It 

      will pull your heart strings. […] When A song of sorrow was inished I thought it too tragic 

      to say anything about – so I just sent it to Schott’s & said nothing. 

And on 21 July he returned to the topic:
 

 

It was only at the age of 94 that the composer evidently decided that the title A song 
of sorrow was inappropriate – or too revealing – and on 1 November 1970 he wrote to 
Graham Hatton, who was evaluating various Brian scores for possible publication by 
his irm, Musica Viva: ‘I very much want to change the title of this movement to Elegy’. 
his decision was probably well considered. Although a mood of lamentation overtakes 
the music at certain salient points, it is considerably more varied and active (certainly 
not ‘entirely adagio’) than the original title suggests. Brian was probably right to think 
of it as a short, single-movement ‘symphony without a number’. If one considers the 
variety of uses to which the elegy as a form was put in classical literature, for poems of 
exhortation or military song as well as lament, or Ovid’s despairing verse reports from 
exile in the Tristia and Epistulae ex Ponto, it is clear that ‘elegy’ as a genre can encompass 
many moods. Moreover, it may be relevant to think of the various short orchestral 
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3 Brian over-estimated the duration: the work takes about twelve minutes in performance.

A song of sorrow – I think it is just Song of sorrow – date May–June 1954 – Time of  

performance – 17 minutes.3 It is entirely adagio – big stuf erected on a lovely melody. 

(I hate the name theme and melody alike – what can we call it?) 
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works by Busoni which he grouped together as his ‘elegies’ – pieces like the Nocturne 
Symphonique or the Sarabande and Cortege. ‘Elegy’ for Busoni meant not a lament but 
a concise, lexible, introspective, emotionally exploratory form parallelling the poetic 
tradition of Goethe and the German Romantic poets such as Hölderlin – a description 
that could well be applied to this work of Brian’s. 
 Brian’s ‘lovely melody’ appears only twice, in the irst and last of the six sections of 
the Elegy, but all the principal motives of the music are founded on it – or rather on 
the very basic motif of which the ‘lovely melody’, introduced in the halting utterances 
of the Adagio irst section, is itself an expansion. his basic form comes to the fore in 
the more nervously rhythmic comodo second section: a rising third licking restlessly 
from minor to major to minor. Not only is this a very characteristic Brian igure, one 
of those semitonal shits that are the lifeblood of his tonal thinking – the minor-major 
question is perhaps the concisest musical metaphor for the problem of human existence: 
darkness-light-darkness; despair-hope-despair. Brian was familiar enough with both 
extremes. Shot through with such minor/major equivocations, the Elegy strives always 
to rise out of the darkness of its original C minor to the light of C major. he third 
section is a dour, march-like Tempo maestoso, and the irst full bar of C major does 
not appear until bar 99 in the uneasily meditative lento fourth section (as personal a 
statement in its way as the ‘Reverie’ of English Suite No. 5). Even then it hardly sounds like 
C major, approached as it is directly from F sharp major. his section ends on a sort of 
C major, and then the jagged, virtuosic ‘development’ that is the ith section (it is mainly 
concerned with transforming the materials of the comodo) eventually forces its way into 
C as the culmination of a splendidly wrathful climax with multiple canonic inventions – far 
indeed from the Imitando variation in the Burlesque Variations.
 But the lamentando inal section snatches the major mode away again: it is built 
almost entirely on the minor/major/minor motive and the ‘lovely melody’. Here Brian 
directs oboe II to take up a second cor anglais to secure deeply plangent sonority. he 
transiguring coda, marked molto teneramente, touches C major, loses it again, and 
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gropes back towards it. he beautiful inal cadence is like the dissolving of layer ater 
layer of morning mist, and the last swelling bare-ith chord on trumpets and trombones 
appears out of it like the irst hint of the rising sun. 

Ave atque Vale

he Latin phrase Ave atque Vale (‘Hail and Farewell’) comes from a real poetic elegy, 
being the last three words of Catullus’ Carmen 101, written about 56bc, in memory of 
his drowned brother.3 Brian chose it as the title of the short ‘legend for orchestra’ he 
composed at the age of 92 □ in May 1968. One more symphony – his 32nd – remained 
to be written, but Brian had feared for some time that each work he wrote would be his 
last, and may have decided to compose and inish this personal ‘coda’ to his creative work 
rather than be cut of in the middle of some larger piece. Yet it was not, he maintained 
in a letter to Robert Simpson,4 to be construed as any kind of confession or comment 
on his life: ‘the Legend is no more autobiographical than the symphony which preceded 
it. Purely abstract. If I attempted that sort of “label” music it would be very dull and 
uninspired’.
 As with many of his late works, Brian never heard Ave atque Vale, although it was 
premiered only six months ater his death in a BBC studio recording with the London 
Philharmonic Orchestra conducted by Myer Fredman on 1 April 1973. hat tape was, 
in fact, never broadcast, and this recording will be the irst public hearing. Its 
seven-odd minutes crammed to bursting-point with disparate ideas, Ave atque Vale 
stands at a curious angle to his last symphonies, taking a sidelong departing look at their 
imaginative world. he lonely, haunted inner landscapes of Brian’s mature symphonic 
music play host to an ironic kind of wake. Sardonic, jovial, moving and disturbing by 

3 Catullus had visited his brother’s grave, near the site of Troy, when he travelled to Bithynia (modern Asiatic Turkey) on the staf                    
of the Roman governor C. Memmius Gemellus; the poem, which concludes with the line ‘Atque in perpetuum, frater, ave atque vale’ 
(‘And forever, brother, hail and farewell’), memorialises that occasion.

4 Dated 17 July 1968.
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turns – and sometimes all four of these things in as many bars – it is indubitably a 
strange work: a tight-packed mixture of elegy and mockery.
 Ave atque Vale is a kind of study in march-rhythms: the musical element which had 
so powerfully fascinated and absorbed Brian throughout his career – marches martial, 
ceremonial, funereal. But around the basic march-rhythms of the work, interleaving 
them, played of against them, are quite other elements. Characteristic ideas of real 
power rub shoulders with inlated gestures of apparent self-parody; seeming allusions to 
past achievements like his huge First Symphony, he Gothic, or the Seventh Symphony 
are treated with a disrespect worthy of the composer of ‘Rustic Revels’, and are made 
to cohabit with rhythmic and cadential tags reminiscent of the music-hall; yearningly 
expressive string harmony and dissonant lashes of ‘modernist’ orchestration at a climax 
can dissolve into a delatory melodic quip. 
 Some aspects of the scoring, particularly the acid interjections by muted trumpets and 
percussion, and the sudden switches of instrumentation, show the composer still in full 
possession of a wickedly agile mind, setting his face resolutely against all conventional 
expressions of farewell. And the closing pages have an unexpected gravity, setting in 
combination a number of elements that, especially in the 1940s and ’50s, he had used in 
many diferent ways to end his orchestral works: an echo of march-rhythm, a bare-ith 
chord and a inal quiet gong-stroke. he efect is like the calm snuing-out of a candle. 

 © 2011, Malcolm MacDonald 

Malcolm MacDonald is the author of he Symphonies of Havergal Brian (three vols., Kahn & 

Averill, London, 1974, 1978 and 1983) and the editor of the irst two volumes of Havergal Brian 

on Music (Toccata Press, London, 1985 and 2009); further volumes are  in preparation. His other 

writings include books on Brahms, Foulds, Schoenberg, Ronald Stevenson and Edgard Varèse.
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Garry Walker is Permanent Guest Conductor of the Royal Philharmonic Orchestra. 
His relationship with the RPO began in October 1999 when at very short notice he 
replaced an indisposed Daniele Gatti in the opening concert of the Orchestra’s Barbican 
season.
 Garry Walker studied at the Royal Northern College of Music and in July 1999 won 
the Sixth Leeds Conductor’s Competition. He made his debut with English National 
Opera in David McVicar’s production of Benjamin Britten’s he Turn of the Screw, 
which he also conducted at the Aldeburgh Festival. For Scottish Opera he has conducted 
Cimarosa’s he Secret Marriage. 
 In the UK Garry Walker has worked with all the BBC orchestras, the City of 
Birmingham Symphony Orchestra, English Northern Philharmonia, the Hallé, National 
Youth Orchestra of Scotland, London Sinfonietta, Northern Sinfonia, the Philharmonia, 
the Royal Liverpool Philharmonic Orchestra and the Scottish Chamber Orchestra. He 
regularly appears at the Edinburgh Festival and conducted a notable performance of 
Mahler’s Second Symphony, Resurrection, in 2004.
 Abroad he has appeared with the Gothenburg Symphony Orchestra, the Orchestre 
Philharmonique de Luxembourg, the Nieuw Ensemble in the Netherlands, the Deutsches 
Symphonie Orchester in Berlin and Collegium Musicum in Denmark. In 2008 he made a 
very successful debut with the Melbourne Symphony Orchestra.

he BBC Scottish Symphony Orchestra is widely regarded as one of Europe’s leading 
orchestras and enjoys an enviable position as a cultural lagship for the BBC and for 
Scotland.  Originally a studio-based orchestra, formed in Edinburgh in 1935, the 
Orchestra now appears in venues across Scotland, is a core part of the BBC Proms in 
London, performs regularly at the Edinburgh International Festival and is in demand at 
major festivals throughout the world. 
 As beits its busy schedule of broadcasts on BBC Radio 3, BBC Radio Scotland and 
BBC Television, the Orchestra has the widest repertory of almost any ensemble in the 
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UK. It is the only Scottish orchestra to win the Royal Philharmonic Society Award for 
best orchestra, and its commercial recordings have received a number of prizes, including 
four Gramophone Awards.
 Since 2006, the BBC SSO has much expanded its programme of concerts and 
recordings from its home base at Glasgow City Halls, and each season it continues to 
appear in other Scottish towns and cities. h e Orchestra is Scotland’s leading supporter 
of new music and through an innovative learning programme has established strong 
links with local communities. Abroad, it has appeared in many of the major musical 
centres of Europe and has toured the USA and South America and twice been to China, 
most recently in 2008.
 Donald Runnicles became Chief Conductor of the BBC SSO in September 2009, 
holding the post concurrently with his position as General Music Director of the Deutsche 
Oper Berlin. He succeeded Ilan Volkov (Chief Conductor from January 2003–September 
2009) who now holds the post of Principal Guest Conductor.

 For more information please visit www.bbc.co.uk/bbcsso.
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                                                     Also available from Toccata Classics and Toccata Press
 

For a period of nearly 45 years (1904–49) Brian was as productive as musical journalist as he was a composer. His 
articles, reveal him as a highly perceptive if sometimes idiosyncratic observer with a startling breadth of interest and a 
fund of personal reminiscence, many of whose insights were well in advance of his time.
Volume One: British Music brings together many of Brian’s principal writings on the composers and events of the 
British Musical Renaissance  In Volume Two: European and American Music in his Time Brian directs his enquiring 

mind at the music being composed in France, Germany, Italy and elsewhere while he and his British contemporaries were i ghting 
to establish new music at home.

Malcolm MacDonald’s introductions and annotations provide the background to each piece and cast light on Brian’s more 
obscure references.
Vol. 1 (978-0-907689-19-5): 438pp; Vol. 2 (978-0-907689-48-5): 458pp
 

In the first part of his career Brian was active as a song-writer, his songs attracting the advocacy of singers as prominent 
as John McCormack and John Coates. h e range of emotion in these songs is vast, from folky innocence via Shakespearean 
irony to deep tragedy. Brian Rayner Cook’s performances can be taken as authoritative: he studied the songs with the 
composer. h e CD is completed by the Legend for violin and piano, Brian’s only surviving piece of chamber music.                                                                                              
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The Havergal Brian Society

he Havergal Brian Society, which was founded in 1974, promotes the music of Havergal Brian through a range of 
activities. he aims of the Society are: 

1. To act as an information source about the composer and his music for both the general public and for musicians. 
he Society has a comprehensive website – at www.havergalbrian.org –  and a substantial archive, housed at the 
University of North Stafordshire in Keele.

2. To promote and sponsor recitals, concerts and recordings of Brian’s music. Piano and song recitals 
have been given, a major contribution was made towards the irst performance of his irst opera, he 
Tigers, produced and broadcast by the BBC, and numerous recordings have been sponsored, including 
most of the CDs in the ‘Brian Cycle’ irst released on the Marco Polo label and now on Naxos. Concert 
performances of orchestral music have been supported, including the irst-ever fully professional 
all-Brian orchestral concert and a concert premiere of the opera he Cenci.

3. To advise and assist prospective performers in their choice of works and in the acquisition of performing 
materials. Scores not previously published in engraved form are gradually being typeset on computer.

4. To publish original material on Brian and his music. Over 200 issues of a bimonthly Newsletter have been 
published, many containing authoritative articles on the composer and his music. he Complete Music for Solo 
Piano has been reissued in a single hardback volume, and a book about the Gothic Symphony published. he 
Society is also collaborating with Toccata Press in the ongoing six-volume series of Brian’s journalism.

5. To gather as much information as possible on the whereabouts of Brian’s missing scores, most importantly the 
full score of the massive choral setting of Shelley’s Prometheus Unbound, for which a reward is ofered. he full 
score of he Tigers was recovered in 1977 ater being missing for 30 or more years. 

For further information, please send a stamped, addressed envelope to:
 
                      he Secretary
 Havergal Brian Society
 39 Giles Coppice

Gipsy Hill
Upper Norwood
London SE19 1XF

Or send an e-mail to info@havergalbrian.org.
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MADE IN GERMANY

TOCCATA

CLASSICSThe English composer Havergal Brian (1876–1972) had one of the longest creative careers in all 
music: the music on this CD spans 65 years, from the early Burlesque Variations, written in 1903 
in partial response to the ‘Enigma’ Variations of Elgar, who was a friend of Brian’s, to the second-
last work he ever composed,  the ‘Legend’ Ave atque vale of 1968 – music of astonishing vigour 
and energy for a 92-year-old.

BBC Scottish Symphony Orchestra
Garry Walker, conductor

LC 14674

DDD

TOCC 0110

*FIRST RECORDING; **FIRST PROFESSIONAL RECORDING

 1   Legend: Ave atque vale* (1968)        7:03

 2   Elegy* (1954)                   11:36

Burlesque Variations on an Original Theme**                 
(1903)                                      25:35

 3   Theme: Andante 
        (quasi Allegretto ma serioso)              1:17
 4   Variation I: Imitando                    1:17
 5   Variation II: Tempesto      1:08
 6   Variation III: Elegy      5:46
 7   Variation IV: Allegretto grazioso            3:36
 8   Variation V: Allegro resoluto     2:16  
 9   Variation VI: Adagio e rubato 
        e mistico           2:06
 10  Finale en form d’Ouverture     8:09

English Suite No. 5, Rustic Scenes** (1953)19:13

 11   1. Trotting to Market             4:18
 12   2. Reverie              7:05
 13   3. The Restless Stream                           4:06
 14   4. Village Revels                         3:46
      
        TT 63:29
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