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This is the second of three albums presenting all of Henry Cotter Nixon’s extant 
orchestral music.1 This series restores to public awareness a composer who was 
completely lost to history and whose disappearance is indicative of the selective 
memory that has conditioned the consumption of classical music, both in the concert 
hall and on recordings, for the past century or so.
Nixon’s Life and Music
Born on 17 May 1842, in Kennington, south London, Henry Cotter Nixon was the 
youngest of four surviving children (of thirteen) of Henry George Nixon (1796–
1849). Henry George was an organist, latterly at the Roman Catholic Southwark 
Cathedral (though himself an Anglican), and a composer, principally of church 
music.2 In 1818 he had married Caroline Melissa Danby, daughter of Sarah (1760–
1861) and John Danby (1757–98), an organist and composer of glees; inter alia, it 
may be noted that this was the same Sarah Danby who became mistress to the painter 
J. M. W. Turner after her husband’s death.

1 Volume One (Toccata Classics tocc 0372) includes the extensive five-movement symphonic poem Palamon and Arcite 
(1882), the last of Nixon’s three Concert Overtures, entitled Jacta est alea (1880s?), and his Romance for Violin and Orchestra 
(c. 1889). Volume Three (tocc 0374) will contain the Prelude to the ‘operatic farce’ The Gay Typewriters (1895), the Fantasia 
for Violin and Orchestra (1880s?), the Concert Overture No. 1, Titania (1880), the Overture to the dramatic cantata Aslauga 
(1890), the Gavotte in E flat (1880s?) and Nixon’s last known orchestral work, the Coronation March (1902).
2 The Royal College of Music Library, source of the Henry Cotter Nixon manuscripts that were the basis for this series of 
recordings, also houses an archive of Henry George Nixon’s music, which awaits investigation. Both collections were deposited 
there by Anthony Nixon (1925–99), Henry Cotter’s grandson. The booklet notes to tocc 0372 present details of Anthony 
Nixon’s custodianship of his ancestors’ music, as well as a note on the present writer’s friendship with him and subsequent 
involvement in planning these recordings.
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The family’s financial situation was perilous, the more so after Henry George Nixon 
died in the last major cholera epidemic to hit London, but somehow the resources were 
found to send the teenaged Henry Cotter to Hull to study music. His teacher was a family 
friend, Dr Harry Deval, author of The Art of Vocalization and composer of an opera 
entitled The Rival Clans, produced in Newcastle in 1846.3 Henry Cotter stayed with 
Deval for four years, in 1859 becoming organist at St Mary’s Roman Catholic Church 
in Hull. The following year he was back in London, at Nightingale Vale, Woolwich; this 
location lent its name to his earliest surviving work, the Nightingale Quadrilles, for 
which some orchestral parts remain – too few, sadly, to permit reconstruction.

The next decade found him living in Marylebone with his older sister Caroline and 
her husband, the architect Edward Buckton Lamb (no relation, so far as is known, to 
the Caroline Lamb (1785–1828) famous for her relationship with Lord Byron). Nixon 
became increasingly active in south London musical life, as an organist, orchestral player 
(from 1862 a second violinist in the Sacred Harmonic Society Orchestra), organiser and 
conductor of concerts at Woolwich Town Hall, and as a pianist he made his debut in 
1864 at a concert of the Apollo Glee Society at London Bridge. He must already have 
been a performer of some accomplishment – his grandson notes4 that before 1872 he 
played concertos by Spohr and Mendelssohn at St James’s Hall.5

Almost all of Nixon’s compositions from this time seem to have been songs 
(altogether he wrote about fifty) and he included some in his Woolwich concerts. 
He continued to study, probably privately, with Smart,6 Steggall7 and Macfarren,8 and 

3 James D. Brown and Stephen S. Stratton, British Musical Biography: A Dictionary of Musical Artists, Authors and Composers born 
in Britain and its Colonies, Birmingham, 1897, p. 123.
4 ‘The First British Symphonic Poem: “Palamon and Arcite” by Henry Cotter Nixon (1842–1907)’, The British Music Society Journal, 
Vol. 19 (1997), pp. 3–9.
5 Opened in 1858 between the Quadrant in Regent Street and Piccadilly, and Vine Street and George Court, the 2000-seat St James’s 
Hall was one of London’s main concert venues. It was demolished in 1905.
6 Henry Smart (1813–79): organist and composer, principally of organ music, songs and hymn tunes.
7 Charles Steggall (1826–1905): professor of organ and harmony at the Royal Academy of Music, composer of hymn tunes, and an 
editor of Hymns Ancient and Modern.
8 George Alexander Macfarren (1813–87): musicologist, professor (1837) and Principal (1876) of the Royal Academy of Music, and 
composer of nine symphonies and other orchestral works, cantatas, oratorios and some two dozen operettas and operas.
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became a Fellow (1867) and Council member (1868) of the Royal College of Organists. 
In May 1871, his three-movement Fantasia in E for Violin and Piano was performed in 
London by Henry Blagrove,9 accompanied by Nixon himself – the first notable public 
airing of any of his works.

In 1872 he moved to Sussex – due to ill-health, according to Anthony Nixon10 

(London’s air was then notoriously polluted and the contrast with the coast would have 
been stark) – where he became organist at St Mary Magdalen Church, St Leonards-on-
Sea. He was active as a lecturer, tutored locally in piano, violin, singing and composition, 
and in due course established the Hastings and St Leonards College of Music. Meanwhile 
he had married – Alice Mary Woodward, one of his piano pupils, in November 1873 – 
and in 1876 gained his B.Mus, at Cambridge.11 (After his marriage Alice insisted on 
being present when he was teaching other female pupils.12) Most notably, in 1876 he 
was appointed conductor of the Hastings and St Leonards Orchestra, and over the next 
twelve years raised its standards and enlarged its strength from 40 to over 80 players, 
expanding its repertoire to include the full roster of Classical and early Romantic 
masters. 

Alongside all this activity, Nixon’s growth as a composer continued. An organ 
sonata appeared in 1876, and three years later he completed his large-scale Piano Trio 
No. 1 in C, which bears the title Sub Judice (‘Awaiting Judgement’).13 (Nixon was fond 
of these Latin tags as titles, although their significance is now mostly lost.) For the Trio 
favourable judgement rapidly followed: it won the gold medal in the Chamber Music 
Competition organised in 1880 by Trinity College (itself founded only three years 
earlier). On 18 December 1880 the composer had his orchestral debut: Titania, the first 
of three Concert Overtures and his earliest surviving orchestral score, was conducted 

9 Henry Gamble Blagrove (1811–72): violin virtuoso who studied with Spohr and enjoyed a brilliant career as soloist, chamber 
musician and principal violin of several leading orchestras.
10 ‘The First British Symphonic Poem’, loc. cit., p. 4.
11 The 176-page manuscript full score, dated 26 February–30 April 1875, of his degree composition, a cantata entitled The Lord is 
King for SSAATBB soloists, mixed chorus and orchestra, survives in the collection at the RCM Library, apparently never performed.
12 Letter to the author from Anthony Nixon, dated 7 December 1994.
13 Recorded by the London Piano Trio on Guild gmcd 7392.

by Sir Frederick Hymen Cowen in the last of four concerts he mounted that 
year in St James’s Hall. Though ten years younger than Nixon, Cowen was already 
an established British composer, with cantatas and symphonies performed and  
an opera staged (by the Carl Rosa Company). The principal attraction at this concert 
on 18 December was the premiere of Cowen’s own Third Symphony, the Scandinavian, 
which went on to become his most successful and held a place in the repertoire for some 
years. The Musical Times naturally devoted most of its coverage to the symphony, with 
only a brief note of headmasterly disdain for 

an Overture, ‘Titania’, by Mr H. C. Nixon, a provincial professor […]. Mr Nixon’s work is 
of a peculiar character, and shows more natural capacity than acquired art. The composer 
should carefully study the best models, and try his skill again.14

One can only guess what best models the ‘provincial professor’ drew upon for Palamon 
and Arcite, the extraordinarily ambitious composition that Nixon completed only 
sixteen months later.15 This clearly designated ‘symphonic poem’ seems to be sui generis 
in British music of the time, its subject the sort of thing normally tackled by Victorian 
composers as a dramatic cantata, rather than a multi-movement orchestral work lasting 
almost 50 minutes. For more-or-less contemporary parallels in scale and structure, one 
has to look abroad, to such works as Rimsky-Korsakov’s Scheherazade, Strauss’ Aus 
Italien, or Goldmark’s Rustic Wedding Symphony, though Nixon’s musical language is 
more Mendelssohnian/Schumannesque. 

Palamon and Arcite wasn’t Nixon’s only large-scale production from this period. His 
five-movement Cello Sonata, Uno animo (‘With One Mind’), was completed in 1881 and 
duly won that year’s Trinity College Chamber Music Competition, with a performance 
following at St Leonards. The 1880s, indeed, proved to be his most productive decade 
as a composer. In his St Leonards concerts Nixon often took the solo role in concertos – 
by Beethoven, Mendelssohn, Hummel and Weber – but on three occasions at least, in 
1884, 1886 and 1888, he played his own Concert-Stück [sic] for piano and orchestra, 
14 ‘Saturday Orchestral Concerts’, The Musical Times and Singing Class Circular, Vol. 22, No. 455, 1 January 1881, pp. 22–23.
15 ‘The First British Symphonic Poem’, loc. cit., p. 5.
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Op. 14 2 – 4 , completed on 23 April 1883. His May Day Scherzo, Op. 16 5 , is dated 
5 March 1884, and in August the same year he completed a full-scale, four-movement 
String Quartet, Op. 15. May Day was duly performed at St Leonards in 1885; the brief  
‘Pizzicato for Strings’ Dance of the Sea Nymphs 6 , dated 11 March 1889, was given 
there in 1890. 

Other works which probably also originated in the 1880s but are undated include 
his Concert Overtures No. 2, Animo et Fide 7 , and No. 3, Jacta est alea, the Gavotte 
in E flat, a ‘Second’ Fantasia for Violin and Orchestra (no trace remains of any First 
Fantasia) extant only as a reduction for violin and piano,16 a Second Piano Trio entitled 
Ex post facto, a wind quintet, and a quintet for piano, violin, horn and cello that runs 
to 113 pages of manuscript score. It may well be that none of these works was ever 
performed. Also awaiting exploration, in addition to the solo songs already mentioned, 
are a few single-movement chamber works, some solo-violin studies, a small quantity of 
pieces for organ and rather more short piano pieces, a handful of brief unaccompanied 
sacred choral works, and some part-songs and madrigals, some of which were published.

In 1888 Nixon announced his intention of leaving Hastings and returning to 
London, and the orchestra committee decided to honour him with a performance of 
Palamon and Arcite.17 This event, conducted by himself, took place on 29 October 1888, 
and was reported as being highly successful,18 but thereafter Nixon’s public career seems 
to have faded. After he left St Leonards and moved back to London (precisely when is 
unknown), no follow-up performances of any of his orchestral works are known to have 
taken place, and although he continued to produce songs and small-scale solo piano 
and violin pieces, his main creative energies in the 1890s switched to large-scale choral/
orchestral works and music theatre. 

The dramatic cantata Aslauga for soloists, chorus and orchestra was completed in 
vocal score in August 1890, though more than two years passed before he undertook 
the orchestration (February–July 1893). With twenty numbers, and the full score 
16 It has been orchestrated for this recording project by Paul Mann.
17 ‘The First British Symphonic Poem’, loc. cit., p. 5.
18 Ibid., p. 7.
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extending to 346 manuscript pages, Aslauga would fill most or possibly even all of a 
concert. Anthony Nixon mentions19 that excerpts from it were given in Bermondsey 
in February 1895, but no corroborative evidence has yet come to light. He dates the 
probable completion of another, somewhat less extensive, cantata, Apollo, to 1895,20 
though there is no confirmation on the manuscript vocal score. The full score was left 
incomplete part-way through the eighth of its twelve numbers, and here the address on 
the score points to a date after 1897. 

As for music theatre, an opera to be entitled Osmond seems not to have progressed 
beyond a plot outline dating from December 1889, with a libretto for only the first of 
its planned five acts. The Witch of Esgair, however, a ‘romantic operetta’ in thirteen 
numbers, with no act or scene divisions, was completed in both vocal and full score. 
The only date on either manuscript is 29 April 1895 at the end of the Prelude 1  in the 
vocal score. Nixon’s librettist was Byam Wyke,21 and the plot is a lightweight gloss on the 
theme of Cornish wreckers (ten years before Dame Ethel Smyth produced her wholly 
serious full-scale opera on the same subject, The Wreckers). After an offstage chorus 
concerning storms and wrecks, the wicked Earl of Craigavon is revealed, bemoaning his 
failure to lure ships onto the rocks with false lights, due to a mysterious light that puts 
them on their right course. He has a son, Lord Penruddock, whom he wishes to marry 
the Lady Mona, a rich and scheming local heiress, but Penruddock has eyes only for 
Daisy, the titular witch, whose sole act of mischief is shown by the end of the opera to be 
the virtuous one of lighting the light that saves the ships. Various intrigues are resolved 
and all ends happily, with the Earl even vowing to renounce his former wicked life.

Dating from the same year is Nixon’s other stage work, The Gay Typewriters – the 
startling title of an ‘operatic farce’ in two acts (in Anthony Nixon’s words, ‘not homosexual 

19 ‘Henry Cotter Nixon: Addresses, career and appointments, and notes’, unpublished note, 1996, p. 6.
20 Ibid.
21 Byam Wyke was the author of at least sixteen stage farces published by Abel Heywood & Sons, Manchester. Most are undated, but 
of those that are dated, the earliest is from 1875 and the latest from 1898. Based on the evidence of these dates, this ‘Byam Wyke’ 
seems more likely to have been Edward Byam Wyke (1844–1902) rather than a later Edward Byam Wyke (1860–1944) who wrote 
the ‘books’ for numerous pantomimes. At present, it is not known which of the two was Nixon’s collaborator.
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word-processing machines but jolly secretaries’22). Once again, an entire vocal score 
exists, dated 19 December 1895 at the end, but though the composer seems to have gone 
straight on to the full score, sadly the work of orchestration got no further than halfway 
through the ten-minute self-contained Prelude; thereafter it peters out into vocal lines 
with no elaboration to the accompaniment, with the last of its 519 almost empty pages 
bearing the date 26 June 1896. One can only speculate on why it was abandoned, and 
indeed on what the impetus might have been behind both The Witch of Esgair and 
The Gay Typewriters. No correspondence or other documentation concerning possible 
opportunities for stage production of either has come to light.

Creatively, almost nothing has survived from the last ten years or so of Nixon’s life. 
The frustrating lack of documentation means that one can only speculate whether this 
want of further compositions can be assigned to the effect of domestic tragedy (Alice 
died from breast cancer in September 1895, and the couple’s thirteen-year-old son Henry 
had succumbed to diphtheria three years earlier), lack of performance opportunities or 
other factors. His last extant work for orchestra was a Coronation March, dated 14 May 
1902 on the piano score. This time the full score was barely begun: it peters out after only 
nineteen bars of music, and the orchestration has been completed by Paul Mann based 
on the extant fragment.23

Henry Cotter Nixon died on Christmas Day 1907 of cancer of the prostate and 
‘exhaustion’,24 with his one surviving son, Conrad Malcolm – Anthony Nixon’s father, 
then 21 – at his side. 

22 Letter to the author, 30 May 1991.
23 The coronation of Edward VII and Alexandra had been scheduled for 26 June 1902 but when Edward was taken ill, it was 
postponed until 9 August. It seems reasonable to assume that Nixon’s stimulus was indeed this particular coronation, but his history 
of interrupted compositions suggests that the delay had little or no role in the abandonment of this particular score. In 1901 The 
Worshipful Company of Musicians had announced a competition for a Coronation March to celebrate the forthcoming royal 
wedding, but as the competition was closed and the entries judged by 21 January 1902, Nixon’s work could not have been in direct 
response to this stimulus.
24 ‘Henry Cotter Nixon: Addresses’, loc cit., p. 1.

David J. Brown was Secretary and then Chairman of The Havergal Brian Society, and is now an 
honorary Vice-President. In professional life, he edited for many years The Arup Journal, the flagship 
client magazine of the multinational engineering design consultancy Arup, until his retirement in 
December 2014. He is the author of How They Were Built (Kingfisher Books, 1991), and Bridges: 
3000 Years of Defying Nature (Mitchell Beazley, 1993; second edition, 2005). He lives in southern 
California.

HENRY COTTER NIXON’S ORCHESTRAL MUSIC:
CHARM, VIVACITY AND SYMPHONIC BREADTH
by Paul Mann

The first disc in our three-volume survey of the surviving orchestral works of Henry 
Cotter Nixon presented the work of a lively and communicative, if entirely serious-
minded composer, whose magnum opus was a fifty-minute symphonic poem based 
on Chaucer by way of Dryden, and who was also in the habit of writing large-
scale sonata structures with (sometimes rather quirkily rendered) Latin titles. This 
second volume continues to round out our portrait of this long-forgotten figure by 
exploring a few further aspects of his musical personality.

Even on the basis of what little is known of his personal life, Nixon may have 
been more colourful a character than all his apparent ‘worthiness’ might suggest. It 
is therefore pleasing to discover that he should also have been such a gifted composer 
of light music, and it is from this side of his output that two of the works on this 
album come.

The Witch of Esgair (1895) is a (Gilbert and) Sullivanesque one-act ‘Romantic 
operetta’ set on the Cornish coast (though Esgair is in Wales, just north of Carmarthen), 
a tall tale of mysterious shipwrecks and highly convoluted interpersonal relationships. 
You know the kind of thing: the Earl’s son is set to marry a rich heiress but is really
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in love with Daisy, the adopted daughter of the old farmer whose son saved her from 
drowning and who of course is also in love with her… . As one might expect of such a 
period piece, Byam Wyke’s libretto bears up rather less well to modern scrutiny than 
does Nixon’s charming and vivacious music. The score as a whole is never less than 
inventive, but at times it reaches heights of melodic inspiration that Sir Arthur Sullivan 
himself might well have appreciated. 

The Prelude 1  heard here is the usual potpourri of themes, but Nixon seems to have 
lavished a good deal of care on it. In particular, there is considerable charm in the way 
that he represents the two protagonists of the story, Daisy and the farmer’s son Caradoc, 
by means of extended cornet and tuba (euphonium) solos. Condensed versions of both 
their set-piece numbers are heard side by side in the Prelude, as they are in the operetta 
itself. After a brief, somewhat Verdian, introduction a gentle waltz-like song follows, in 
which (in the operetta) Daisy tells of how she came to be shipwrecked and saved by the 
dashing young Caradoc who, in turn, tells his own story of her rescue by means of a 
suitably nautical hornpipe, of the type to be found, for example, in Act 1 of Gilbert and 
Sullivan’s Ruddigore. The Prelude ends with the closing scene of the operetta, a rather 
bracing march which struts proudly and exuberantly along in a manner that could 
hardly be more quintessentially of its time and place if it were a sepia-tinted seaside 
postcard found in a tin beneath the floorboards of an English country manor house. 

The Concert-Stück, Op. 14, for piano and orchestra dates from 1883, twelve years 
previously, placing it firmly within Nixon’s most prolific period as a serious symphonic 
composer, the years of the three Concert Overtures, and of Palamon and Arcite. 
Although it is in the tradition of such works as Weber’s Konzertstück in F minor, Op. 79, 
or Schumann’s Introduction and Allegro, Op. 92, it follows a somewhat unconventional 
three-part structure, placing the slow movement first, and following it with two 
contrasting allegros.

The work opens 2  with a darkly lyrical Andante in C minor, and the highly charged 
interval of a descending tritone resolving upwards onto the dominant, attended by a 
softly but distinctly martial dotted rhythm in the horns and trumpets (Ex. 1). 
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Ex. 1

The orchestra develops this material with garlands of trills and triplets, setting a 
nocturnal scene into which the solo piano drifts gently, as if improvising. As often with 
Nixon’s music, the influence of Schumann is strong here, and indeed one might detect 
stylistic hints of the cadenza of the older composer’s Piano Concerto (Op. 54) in the solo 
writing. The re-entry of the orchestra makes increasingly clear that its relationship with 
the soloist is to be one of warmth and intimacy. In particular, Nixon’s instrumentation 
is of considerable subtlety, achieving a wide range of colour and atmosphere from very 
modest resources, especially in the wind writing. 

A dominant preparation leads to the first Allegro 3 , a virtuosic moto perpetuo in 
C major, with a constant stream of semiquavers in the solo part. If the opening Andante 
was nocturnal, this bustling Allegro is very much of the daytime, and although the 
portentous dotted rhythms of the opening can still occasionally be heard in the brass, 
nothing is allowed seriously to disturb the good-natured flow of the music. There is 
a Mendelssohnian lightness about the staccato A minor second theme, and although 
chromatic clouds momentarily darken the scene, they are soon dispersed, and the 
recapitulation is artfully underway before the listener has had time to realise that he has 
been deprived of a development section. 

In a sudden moment of drama, a return of the C minor Andante arrests the music, 
but this time modulates rapidly towards the light of E flat major, the key of the second 
Allegro, a ‘hunting’ 6

8 finale 4 , which sounds at times like a stylistic conflation of 
Brahms and Saint-Saëns, and which takes as a starting point a major-key version of the 
motif that opens the Andante (Ex. 2).
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Ex. 2

Nixon’s piano-writing is of the utmost virtuosity, but it is true to say that it veers 
at times towards the unwieldy and ungrateful. There are certainly moments when the 
piano part is more difficult to play than it sounds, which is never a good idea in an 
instrumental showpiece. The music itself, however, is full of high spirits and playful 
exuberance, with especially lively contributions from the wind soloists of the orchestra. 

The May Day Scherzo 5  was completed the following year, on 5 March 1884, and 
is a work in which the spirit of Mendelssohn, often a guiding presence in Nixon’s music, 
is at its strongest. Nixon skilfully makes the most of his small orchestra, made up only 
of two flutes, oboe, two clarinets, bassoon, two horns, cornet, trombone and strings to 
create a light, airy, gracefully witty A minor sonata-form, which seems a confluence of 
the Scherzo from A Midsummer Night’s Dream and the first movement of the ‘Scottish’ 
Symphony. The music somehow becomes more individual in its more lyrical moments, in 
the solemn brass chorales and in the contrasting ‘country dance’ in 98, which is interpolated 
before the recapitulation and is far more artless than anything Mendelssohn might have 
conceived. After an impetuous accelerando, the recapitulation follows along entirely 
regular lines, and leads, via an increase in tempo, to a brilliantly affirmative coda. 

The manuscript of what Nixon describes as a ‘pizzicato for string orchestra’, Dance 
of the Sea Nymphs 6 , gives the date of completion as 11 March 1889. It is an attractive 
miniature in the manner of Johann Strauss’ famous Pizzicato Polka, which was first 
published at the beginning of the 1870s, and with which it shares a key as well as a few 
other similarities beyond the obvious. Where it differs from the Strauss, and indeed 
from the listener’s own expectations, is in its temporary abandonment of the pizzicato 
altogether, with the entire orchestra suddenly using the bow with comical heaviness. 
It is not clear whether the title refers to something specific or is merely intended to 
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be evocative, but the piece has a thoroughly captivating balletic delicacy that would 
certainly not be out of place at a Viennese New Year concert. 

The Concert Overture No. 2, Anima et Fide (‘By Courage and Faith’ – Nixon misspells 
Animo in the title), is the largest and most important of the works on this recording 7 . 
It lasts a good twenty minutes, a duration which puts it well beyond the playing time 
of most concert overtures of the time, excepting perhaps such works as Tchaikovsky’s 
Romeo and Juliet, which in any case is described as a ‘fantasy-overture’ and is closer in 
nature to a symphonic poem. Nixon’s piece, however, contains few elements that could 
be said to belong to the realm of the fantastical. His rigorously organised Overture is 
in a strict sonata form, except that it lacks a development, and its scale is accounted 
for purely by the breadth of its material and the thoroughness of its recapitulation. It 
is nevertheless one of Nixon’s strongest works and makes a powerful impression if the 
listener approaches it on its own terms.

If there is an intended programmatic element, Nixon has not revealed it, although 
it is not difficult to divine a few pointers. The music of the slow introduction seems 
the very antithesis of the title, a tremulous expression of human frailty set in the 
unwieldy key of B flat minor, and much of it perilously high in muted strings. 
It is followed by a rousing brass chorale, a clear call to courage and faith. The main 
Allegro is hushed at first, but driven by a tightly coiled nervous energy, and replete 
with complex Schumannesque syncopations. The contrapuntal ingenuity of the music 
is considerable and Nixon pursues his large-scale symphonic argument with much 
skill and sustained compositional inventiveness. Eventually, a second group emerges, 
announced by a passage in which tenuto repeated notes in the strings are answered 
by a solo horn note and a dialogue in the woodwinds. The strings join with an air of 
fervent prayerfulness, as if appealing to God to grant faith and courage. The second 
subject proper is heard on the oboe, accompanied by pizzicato strings. The continuation 
of this material is contemplative, and profoundly expressive, as if reaching towards 
something unattainable. (It is extremely appealing from a psychological point of view 
that, in spite of the subject-matter suggested by the title, Nixon scrupulously avoids 
any hint of sanctimoniousness.) The music seems to renew its energy and the tempo 
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increases. A new triplet motion begins to permeate the texture, but quietens just as the 
momentum begins to accumulate, and a series of trills and a sudden diminuendo lead it 
back towards the syncopations of the first subject.

The work has already been playing for more than ten minutes and only now does it 
reach the end of the exposition. Solo woodwinds above sustained string chords (with 
a temporary whiff of The Hebrides) and a nervous dialogue between the bassoons and 
oboes lead to the recapitulation which, as must now be expected, unfolds on a truly 
enormous scale. As the recapitulation comes to a close, the ‘call to faith’ brass chorale 
from the opening of the work is now heard as a full-throated paean from the whole 
orchestra, and the coda is a wildly exciting stretto, the impetuosity and forcefulness of 
which leaves the listener in no doubt that, for Henry Cotter Nixon, courage and faith 
were very hard-won things indeed.
A Word on the Editions
As with all of the music in this series, the scores were newly edited for the recordings and 
entirely new sets of orchestral material prepared from manuscripts held by the library 
of the Royal College of Music in London. All these works have remained unperformed 
since the late nineteenth century, and in some cases were never performed at all. The 
process of arriving at an accurate text, weeding out wrong notes, addressing questionable 
readings and, in the case of some of the works to be heard on the third and final volume, 
completing their orchestration, was a long labour of love. In respect of the particular 
works on this disc, I am indebted additionally to Ian Hobson for his observations on the 
text of the Concert-Stück.

The composer’s manuscript of the Prelude to The Witch of Esgair, though complete 
in its instrumentation, proved to be lacking in dynamic and articulation detail, and 
my initial approach was to create a specially marked-up version for my own use in 
the studio, while retaining the Urtext for publication. But so many practical additions 
proved necessary that pursuing the editorial principles of the rest of the series seemed in 
this instance to be a case of misplaced piety. I therefore decided to produce what might 
be described as a ‘practical performing edition’, which essentially retains the composer’s 
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text but renders it immediately playable without further editorial intervention. The only 
liberty I allowed myself was with the percussion, which in the original is only a snare-
drum part, an economy that can doubtless be ascribed to the restrictions of Nixon’s pit-
sized orchestra, which consists of single players (except, of course, for the strings). The 
piece seemed to be crying out for just a bit more colour, and I therefore hope that the 
addition of cymbals and bass drum will not be thought to break the bounds of idiomatic 
good taste in this joyously extrovert and, ultimately, highly theatrical music.

Ian Hobson, pianist and conductor, enjoys an 
international reputation, both for his performances of 
the Romantic repertoire and of neglected piano music 
old and new, and for his assured conducting from both 
the piano and the podium, renewing interest in the 
music of such lesser-known masters as Ignaz Moscheles 
and Johann Hummel. He is also an effective advocate 
of works written expressly for him by contemporary 
composers, among them John Gardner, Benjamin Lees, 
David Liptak, Alan Ridout and Roberto Sierra. 

As guest soloist, Ian Hobson has appeared with 
the world’s major orchestras; those in the United States 
include the Chicago Symphony Orchestra and the 
Philadelphia Orchestra, the symphony orchestras of 
Baltimore, Florida, Houston, Indianapolis, Pittsburgh 
and St Louis, the American Symphony Orchestra and 
the Orquesta Sinfónica de Puerto Rico. Elsewhere, he 
has been heard with the Royal Philharmonic Orchestra, 
London Philharmonic Orchestra, Royal Scottish 
National Orchestra, Royal Liverpool Philharmonic 
Orchestra and Hallé Orchestra in the UK, and the ORF-Vienna, Orchester der Beethovenhalle, 
Moscow Chopin Orchestra, Israeli Sinfonietta and New Zealand Symphony Orchestra.

Born in Wolverhampton in 1952 and one of the youngest-ever graduates of the Royal 
Academy of Music, Ian Hobson subsequently pursued advanced studies at both Cambridge 
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University and Yale University. He began his international career in 1981 when he won First 
Prize at the Leeds International Piano Competition, having previously earned silver medals 
at both the Arthur Rubinstein and Vienna-Beethoven competitions. A professor in the Center 
for Advanced Study at the University of Illinois (Urbana-Champaign), Ian Hobson received 
the endowed chair of Swanlund Professor of Music in 2000 and is now the Swanlund Emeritus 
Professor. 

Ian Hobson is in increasing demand as a conductor, particularly for performances in which 
he doubles as a pianist. He made his debut in this capacity in 1996 with the Stuttgart Chamber 
Orchestra, and has since appeared with the English Chamber Orchestra, the Fort Worth 
Chamber Orchestra, the Sinfonia Varsovia (at Carnegie Hall), the Pomeranian Philharmonic 
and the Kibbutz Chamber Orchestra of Israel, among others. He also performs extensively as 
pianist-conductor with Sinfonia da Camera, a group he formed in 1984 and which quickly 
gained international recognition through its recordings. 

To date he has amassed a discography of some sixty releases, mostly on the Zephyr label, 
including the complete piano sonatas of Beethoven and Schumann, a complete edition of 
Brahms’ piano variations and the complete piano works by Chopin. With the violinist Sherban 
Lupu he is recording, as pianist and conductor, the complete works of Ernst for Toccata 
Classics, for which label he has also recorded piano music by Edward and Kate Loder and 
Harold Truscott. He has also released two albums in the pioneering series of recordings of 
the early orchestral works by Martinů, also for Toccata Classics, in which he is conducting the 
Sinfonia Varsovia.

His website can be found at www.ianhobson.net.

Paul Mann is a regular guest conductor with many orchestras throughout Europe, the USA, 
Australia and the Far East. His work as chief conductor of the Odense Symphony Orchestra in 
Denmark achieved considerable critical success, particularly in the symphonies of Beethoven, 
Elgar, Mahler, Schumann and Shostakovich, and with it he also made numerous recordings of 
a wide range of repertoire, for such labels as Bridge, DaCapo and EMI.

He first came to international attention as first prizewinner in the 1998 Donatella Flick 
Conducting Competition, as a result of which he was also appointed assistant conductor of the 
London Symphony Orchestra. He made his LSO debut shortly afterwards, and subsequently 
collaborated regularly with the Orchestra, both in the concert hall and recording studio. Special 
projects with the LSO included the Duke Ellington Centenary Concert at the Barbican Hall with 
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Wynton Marsalis, and a famous collaboration 
with the legendary rock group Deep Purple 
in two widely acclaimed performances of Jon 
Lord’s  Concerto for Group and Orchestra  at the 
Royal Albert Hall, the live DVD and CD of 
which remain international bestsellers. Among 
his more recent recordings is the first-ever 
studio account of Lord’s Concerto, with the 
Royal Liverpool Philharmonic Orchestra, in 
collaboration with Jon Lord himself and a star-
studded cast of soloists, and the live recording 
of Celebrating Jon Lord, a special concert which 
took place at the Royal Albert Hall in April 2014 
with an all-star cast paying tribute to the late 
composer. 

This is his ninth recording for Toccata 
Classics. The first featured the orchestral music of 
Leif Solberg (tocc 0260) and the second, third and fifth (tocc 0262, 0263 and 0299) presented 
the complete orchestral music of the Scottish Romantic Charles O’Brien (1882–1968). His 
fourth was the first volume in a remarkable series of new works for string orchestra, Music For 
My Love (tocc 0333), featuring music by Brahms (arranged by Ragnar Söderlind), Maddalena 
Casulana (arr. Colin Matthews), Brett Dean, Steve Elcock, Andrew Ford, Robin Holloway, 
Mihkel Kerem, John Lord (arr. Paul Mann), John Pickard, Poul Ruders and Ragnar Söderlind 
himself. More recently, Toccata Classics released his recordings of the Ninth Symphony of 
David Hackbridge Johnson (tocc 0393) and the Third by Steve Elcock (tocc 0400), each 
accompanied by smaller works. Paul Mann’s first recordings of the complete orchestral music of 
Henry Cotter Nixon (1842–1907) appeared on tocc 0372, also with the Kodály Philharmonic 
Orchestra, and a third and final volume is in preparation (tocc 0374), as are an album of 
orchestral works by Josef Schelb (tocc 0426) and a second volume of symphonic music by 
David Hackbridge Johnson (tocc 0452).
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The Kodály Philharmonic Debrecen 
is the official orchestra of the town 
of Debrecen in eastern Hungary, 
bearing this name since autumn 
2011 – when Zoltán Kodály’s widow,  
Sarolta Péczely, gave her permission 
for her husband’s name to be used; 
the sponsor of the Orchestra is the 
Municipality of Debrecen. The 
Orchestra gave its first concert 
in 1923 and it soon became the 
leading Hungarian orchestra outside 
Budapest. Over the the years the 
Orchestra has been led by major 
Hungarian conductors such as János 
Ferencsik, Zoltán Kocsis, János Kovács, András Ligeti, Ádám Medveczky and Tamás Vásáry, 
as well as by several famous international figures, among them Karel Ančerl, Charles Dutoit, 
Lamberto Gardelli, Kobayashi Ken-Ichiro and Carlo Zecchi. The roster of musicians with 
whom the Orchestra has worked naturally includes many Hungarians, such as Gergely Bogányi, 
Annie Fischer, Jenő Jandó, Zoltán Kocsis, Miklós Perényi and Dezső Ránki; those visiting from 
abroad have included Martha Argerich, Lazar Berman, Gideon Kremer, Igor Oistrakh, György 
Sándor and Sándor Végh. The Orchestra has been invited to a number of European festivals – 
in Austria, Belgium, Bulgaria, France, Italy, Germany, Luxembourg, the Netherlands, Poland, 
Romania, Slovakia and Switzerland – as well as to Morocco and South Korea.

Dániel Somogyi-Tóth has been the general and artistic director since October 2011. He is 
also the director of the institute which undertakes the co-ordination and development of the 
complete provision of classical music in Debrecen. The Orchestra naturally perform Hungarian 
composers, contemporary ones included, but also participates in pop-music productions. 
The repertoire of course includes the compositions of Zoltán Kodály; and since the Orchestra 
is unique in Hungary in its co-operation with a choir of the standard of the Kodály Choir 
Debrecen, an important further element of the repertoire is the performance of oratorios.
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HENRY COTTER NIXON Complete Orchestral Music, Volume Two

The Witch of Esgair: Romantic Operetta (1895) 
1  Prelude: Allegro  9:40

 Performing edition by Paul Mann 

Concert-Stück, Op. 14, for piano and orchestra (1883)  21:02
2  Andante – 5:56 
3  Allegro – Andante – 6:00
4  Allegro spiritoso  9:06

May Day: Scherzo, Op. 16 (1884) 
5  Allegro 10:30

Dance of the Sea Nymphs: Pizzicato for Strings (1889)  
6  Allegretto 4:17

Concert Overture No. 2: Anima et Fide (after 1880)  20:05
7  Andante – Allegretto – Allegro

Ian Hobson, piano 2 – 5

Kodály Philharmonic Orchestra
Ferenc Nagy, euphonium 1  

Paul Mann, conductor
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