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This is the last of three albums presenting all the extant orchestral music of Henry 
Cotter Nixon.1 This series restores to public awareness a composer who had been 
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 Two (tocc 0373) presents the Concert-Stück, Op. 14, for piano and orchestra (1883), the Concert Overture 
No. 2, Anima et Fide (after 1880), the prelude to the romantic operetta The Witch of Esgair (1895), the Scherzo May Day, Op. 16 
(1884), and the Pizzicato for Strings Dance of the Sea Nymphs (1889).
2 The Royal College of Music Library, the 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 contain details of Anthony 
Nixon’s custodianship of his ancestors’ music, as well as a note on my own 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 incomplete, 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 he was a second violinist in the Sacred Harmonic Society Orchestra), 
organiser and conductor of concerts at Woolwich Town Hall, and as a pianist made his 
debut in 1864 at a concert of the Apollo Glee Society in 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 Nixon continued to 
study, probably privately, with Smart,6 Steggall7 and Macfarren,8 and became a Fellow 
(1867) and Council member (1868) of the Royal College of Organists. 

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, including 
Robin Hood (1860, recorded almost complete on Naxos 8.660306).
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Almost all of his compositions from this time seem to have been songs (Nixon 
wrote around 50 altogether), some of which he included in his Woolwich concerts, 
but there is also a three-movement Fantasia in E for Violin and Piano, dated May 
1871. This work was performed the same year in London by Henry Blagrove,9 
accompanied by the composer – the first notable public airing of any of his works. 
Amongst the undated manuscripts in the Royal College of Music Library is a single-
movement ‘2nd Fantasia for Violin & Orchestra’, with piano accompaniment on two 
staves. Leaving aside whether that ‘2nd’ in the title implies a designation of ‘1st 
Fantasia’ for the much longer work of 1871, or conversely that there was a now-lost 
‘1st Fantasia for Violin & Orchestra’, the unambiguous title adds one more to Nixon’s 
slender tally of works for soloist and orchestra; in the absence of any surviving full 
score or parts, Paul Mann has orchestrated the ‘2nd Fantasia for Violin & Orchestra’ 
for this project 2 .10 

In 1872 Nixon moved to Sussex – due to ill health, according to his grandson11 
(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.12 (After his marriage Alice insisted on 
being present when he was teaching other female pupils.13) Most notably, in 1876 he 
was appointed conductor of the Hastings and St Leonards Orchestra, and over the next 

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 Perhaps indicative as a solution to the 1st/2nd conundrum is the existence of the clearly titled ‘2nd Romance for Violin and Piano,’ 
dated 22 November 1894, and thus composed after the Romance for Violin and Orchestra, which dates from not later than 1889. 
The latter was reconstructed from a near-complete set of orchestral parts for inclusion on the first disc in this series (tocc 0372).
11 ‘The First British Symphonic Poem’, loc. cit., p. 4.
12 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.
13 Letter to the author from Anthony Nixon, dated 7 December 1994.



5

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’).14 (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), and was performed for the first time on 28 May 1881. 

The Piano Trio shows clearly that at this relatively early stage of his career Nixon was 
already comfortable with handling large forms in instrumental music, an impression 
confirmed by his earliest dated orchestral work, the first of three Concert Overtures. 
Entitled Titania, this is no brief curtain-raiser but an expansive symphonic-scaled 
movement, complete with a long slow introduction that immediately demonstrates his 
keen ear for effective woodwind sonorities, extending to 582 bars and clocking in at 
around eighteen minutes 3 . 

Nixon’s manuscript is dated 24 September 1880, and the work had its first 
performance within three months, when Sir Frederick Hymen Cowen included 
Titania in the last, on 18 December, 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 

14 Recorded by the London Piano Trio on Guild gmcd 7392.
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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.15

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 on 7 April 1882.16 This clearly designated ‘symphonic poem’ 
seems to be sui generis in British music of the time, its chivalric subject – drawn from 
A Knight’s Tale in Chaucer’s Canterbury Tales – the sort of thing normally tackled by 
Victorian composers as a dramatic cantata, rather than a five-movement orchestral 
work lasting almost 50 minutes. For more or less contemporary parallels in scale and 
layout, one has to look abroad, to such works as Strauss’ Aus Italien, Goldmark’s Rustic 
Wedding Symphony or Moszkowski’s Johanna d’Arc,17 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 Nixon’s 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, Op. 14, completed on 23 April 1883. His May Day Scherzo, 
Op. 16, 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, while the brief Pizzicato for Strings Dance of the Sea Nymphs, dated 11 March 
1889, was given there in 1890. One more piece that may have been performed in those 
years is the brief and courtly Gavotte in E flat, given that it survived in a near-complete 

15 ‘Saturday Orchestral Concerts’, The Musical Times and Singing Class Circular, Vol. 22, No. 455, 1 January 1881, pp. 22–23.
16 ‘The First British Symphonic Poem’, loc. cit., p. 5.
17 Recorded by Sinfonia Varsovia under Ian Hobson on Toccata Classics tocc 0523.
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set of orchestral parts, from which it has been realised by Paul Mann for inclusion in 
this recorded edition 4 .

Other large-scale works which probably also originated in the 1880s but are undated 
include his Concert Overtures No. 2 Animo et Fide – on an even grander scale than 
Titania – and the more concise No. 3 Jacta est alea, a Second Piano Trio entitled Ex post 
facto, a Wind Quintet and a Quintet for Violin, Clarinet, Horn, Cello and Piano – a 
combination for which other works are not exactly thick on the ground – that runs to 
113 pages of manuscript score. It may well be that none of these was ever played. 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, after sixteen years on the south coast, Nixon announced his intention of 
leaving Hastings and returning to London, and so the orchestra committee decided to 
honour him with a performance of Palamon and Arcite.18 This first hearing, conducted 
by Nixon himself, took place on 29 October 1888, and was reported as being highly 
successful,19 but thereafter his 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. 

Nixon completed the vocal score of his ‘Dramatic Cantata’ Aslauga for soloists, 
chorus and orchestra in August 1890, though more than two years passed before he 
undertook the orchestration (February–July 1893). With twenty numbers embracing 
choruses, recitatives, songs, duets and quartets, and the manuscript full score extending 
to 346 pages, Aslauga would fill most or possibly all of a concert. Both the full and 
vocal scores give the librettist as E. Beckitt Lamb (Nixon’s nephew, according to his 

18 ‘The First British Symphonic Poem’, loc. cit., p. 5.
19 Ibid., p. 7.
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grandson20), but the story clearly had its source in Aslaugas Ritter (‘Aslauga’s Knight’) by 
Baron Fouqué.21 Unlike Fouqué’s best-known narrative, Undine, which has been mined 
for inspiration by many composers, a search for other works based on Aslaugas Ritter 
yields very little. 

Together with the Aslauga manuscript scores in the Royal College of Music Library 
is a sixteen-page libretto entitled ‘Aslauga’s Knight, A Secular Cantata’ (no author), but 
typeset and printed, and with the date 21 January 1890 on the cover in Nixon’s hand and 
annotated by him throughout. It opens with an ‘argument’, from which the following is 
paraphrased:

Froda, a noble Knight, reads the History of Aslauga who, though of high rank, concealed 
her birth, kept goats and lived with peasants. Though Aslauga died long ago, Froda adopts 
her as his inspiration. The German Emperor proclaims a tournament in which the victor 
will marry his beautiful niece, Hildigardis. Froda enters the lists not for her sake, but for 
honour and fame. His friend, the knight Edwald, also does so, but to win Hildigardis. 
Froda defeats all competitors, but refuses to claim Hildigardis as he is devoted to Aslauga. 
He asks Hildigardis to accept Edwald, who came second in the contest, but she refuses to 
have a vanquished knight. She is then carried off by a Bohemian Knight, but Froda and 
Edwald rescue her. She tells Edwald that she owes her safety to him and ‘beams kindly on 
him’. Edwald is pleased but tells Froda to claim his prize. Froda says his victory was mere 
luck and challenges Edwald again. Edwald accepts the challenge, and Froda, distracted 
by Aslauga’s influence, is defeated. The Emperor wishes to see Edwald and Hildigardis 
married; Hildigardis consents and the marriage takes place. Soon after, Froda is found 
dead, his spirit departed to be with his beloved Aslauga.
Although Nixon’s cantata tells the same story, Lamb’s libretto in the vocal score uses 

very little of the printed version, whoever wrote it (though both have plenty of humdrum 
20 ‘Henry Cotter Nixon: Addresses, career and appointments, and notes’, unpublished note, 1996, p. 6.
21 Friedrich Heinrich Karl de la Motte, Baron Fouqué (1777–1843), was a German writer of the Romantic style, author of (amongst 
other things) a trilogy of narratives derived from mediaeval Icelandic and German sources, of which Aslaugas Ritter (1810) was the 
third. It was translated into English (as ‘Aslauga’s Knight’) in German Romance, ed. Thomas Carlyle, Vol. 1, William Tait, Edinburgh, 
1827.
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‘Romantic’ doggerel). Confusion is also added by inconsistent changes of the characters’ 
name, so that in some places but not others, Froda, Edwald and Hildigardis become 
Walda, Regnald and Ulrica. But while much remains to be clarified about Aslauga, one 
large aspect of this tale – a clash between otherwise brotherly knights – is strikingly 
similar to the inspiration behind Palamon and Arcite, and it’s easy to surmise that it 
was this aspect which for whatever reason drew Nixon to a source ignored by other 
composers. Certainly the Overture to Aslauga 1  is much the most dramatic of the three 
preludes to larger works that are included in this series.

Anthony Nixon mentions22 that an excerpt from Aslauga was given in Bermondsey 
in February 1895, but no other corroborative evidence has come to light. He dates the 
probable completion of another, somewhat shorter, cantata, Apollo, to 1895,23 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 got 
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, 
with its Prelude dated 29 April 1895. Here Nixon exchanged the world of chivalric 
romance for 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).

Nixon’s other stage work, and his last major creative effort, was The Gay 
Typewriters24 – the startling title of an ‘Operatic Farce’ in two acts (in Anthony Nixon’s 
words, ‘not homosexual word-processing machines but jolly secretaries’25). As with 

22 ‘Henry Cotter Nixon: Addresses’, loc. cit., p. 6.
23 Ibid., p. 6.
24 The ‘Gay’ is a late insertion to the title on the manuscript vocal score.
25 Letter to the author, 30 May 1991.
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The Witch of Esgair, Nixon’s librettist was Byam Wyke.26 The end of the manuscript vocal 
score bears the date 19 December 1895, but though the composer seems to have gone 
straight on to begin orchestrating the work, he got no further than half-way through 
the ten-minute self-contained Prelude 5 ;27 thereafter the incomplete full score peters 
out into vocal lines with no elaboration to the accompaniment, the last of its 519 almost 
empty pages dated 26 June 1896. One can only speculate on why it (and for that matter, 
Apollo) 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 indications 
of possible opportunities for production of either of Nixon’s two stage works has come 
to light. Perhaps Nixon’s and Wyke’s choice of a contemporary subject for The Gay 
Typewriters was influenced by the success in the 1890s of English operettas with similar 
settings, like The Shop Girl by Ivan Caryll (1861–1921), which ran for 546 performances 
after it opened in London in 1894.

As to what The Gay Typewriters is all about, there is not even a cast list or plot 
summary, as exist for The Witch of Esgair. The absence also of any linking dialogue 
between any of the 23 numbers only exacerbates the difficulty of getting more than a 
vague idea of the plot and the characters involved in it. There’s certainly a love interest, 
between Violet (one of the typewriters) and Fred (occupation unknown), alongside the 
theft of some confidential documents from the Minister of War, which get sneaked into 
the typewriters’ shop, but whatever else may have transpired in between, all is resolved 
(unsurprisingly) by the final chorus. Byam Wyke’s libretto is no literary work of art, 
but it does have a perky vivacity that’s a lot more appealing than the pallid effusions of 
the text of Aslauga, as may be judged from the opening chorus (female, but with male 
comments) of The Gay Typewriters:

26 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.
27 On a personal note, the irrepressibly jaunty main theme of the Prelude was the first music by Nixon that I heard, on a computer 
realisation when Paul Mann began work on a performing version of it, and its immediacy and memorability gave me instant 
reassurance that the whole project was worthwhile.
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We’re merry little typewriters, we’re comic little elves
Tick a tick, tick a tick, tick a tick a tick tick
and spite of all our drudgery we do enjoy ourselves
Tick a tick, tick a tick, tick a tick a tick
Our pay’s not very handsome, not very so to speak
Tick a tick, tick a tick, tick a tick tick
But we/you turn out just like Duchesses on fifteen bob a week
Tick a tick a tick tick, tick tick tick
Our/Your lovers are so plentiful we/you don’t know which to choose
Tick a tick, tick a tick, tick a tick tick
We’ve/You’ve Frenchmen, Poles and Germans, and we’ve/you’ve Heathens, Turks and Jews
We print the latest markets as to tallow hides and cheese
Tick a tick, tick a tick, tick a tick tick
Or print young curates’ sermons or the speeches of MPs
Tick a tick, tick, tick, tick, tick, tick a tick
Or print young curates’ sermons or the speeches of MPs,
the speeches of MPs
Tick, tick, that’s how the typewriter goes
Tick a tick, tick a tick, isn’t it fun
(ST only) Tick, tick and how it’s done no one knows, 
(AB only) We’re/You’re the most happy girls under the sun
We’ve finished our duties at ten o’clock and at our back door
Oh, there’s then a flock of lovers who after the typewriters run,
who after the typewriters run,
The pretty typewriters, the dashing typewriters,
There’s thousands who after the typewriters run,
From Senate and Forum in spite of decorum
There’s thousands who after the typewriters run.
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Between the time when this project was first mooted until completion of the 
recording sessions in Debrecen, Hungary, the vocal score of The Gay Typewriters had 
not been closely examined beyond the Prelude, and only later was it realised that one 
more item could be included to make the collection truly complete. Half-way through 
Act Two, following No. 17 – a song entitled ‘Living Pictures’ that demonstrates just how 
up-to-date Nixon and Wyke were being for 1895 – is an orchestral waltz ‘No. 18 Ballet 
Music’ (no context or scene-setting for it is given) and Paul Mann has orchestrated it to 
round out this edition of Nixon’s orchestral music 6 . 

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 known work for orchestra was an extensive 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 7 .28

Henry Cotter Nixon died on Christmas Day 1907 of cancer of the prostate and 
‘exhaustion’,29 with his one surviving son, Conrad Malcolm – Anthony Nixon’s father, 
then 21 – at his side. 
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, London, 1991) and 
Bridges: Three Thousand Years of Defying Nature (Mitchell Beazley, London, 1993; second edition, 
2005). He lives in southern California and reviews regularly for the online arts blog LA Opus.
28 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.
29 ‘Henry Cotter Nixon: Addresses’, loc cit., p. 1.
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In this final volume in our series of the complete orchestral works of Henry 
Cotter Nixon, the Concert Overture No. 1 (Titania) is the only work that could be 
performed as the composer originally left it. Everything else has been reconstructed, 
completed or newly orchestrated from incomplete sources. After having made new 
critical editions of all of Nixon’s other extant orchestral works, there was a good deal 
of enjoyment to be had from actually stepping into his shoes for a while.

Although the composition itself is complete, the orchestration of the Aslauga 
Overture 1  remained more-than-half unfinished. The recapitulation was not fully 
written out at all, appearing only in the form of a single violin line, with occasional 
sketched-out woodwind solo parts. In addition, the piano reduction from which 
Nixon was orchestrating, which he had completed three years previously, reveals 
some significant compositional discrepancies, which suggests that he was revising 
the work as he went along. It is unclear quite why he abandoned the orchestration – 
perhaps a scheduled performance was cancelled. In any case, my realisation has largely 
followed the piano score in its compositional detail, since it is the only authoritative 
source emanating entirely from the composer, whereas the instrumentation ranges a 
little more freely, following the trails that he allowed to go cold.

The work begins as if in bucolic antiquity, with amiable hurdy-gurdy-like winds, 
whose pastoral melody is soon taken up warm-heartedly by the whole orchestra. 
The main allegro, as so often in Nixon’s music, fuses the styles of Mendelssohn 
and Schumann to galvanising effect, with a perpetuum mobile current of rigorous 
semiquavers in the strings which barely lets up throughout the first subject. The 
second subject again features the woodwinds, this time sounding more urbane and 
sophisticated. The dramatic development section is genuinely hair-raising, all the 

RECONSTRUCTING HENRY COTTER NIXON 
by Paul Mann 
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more so for its brevity. Plunged into the same F minor as Beethoven’s Pastoral storm, 
its fury quickly burns out and elides neatly into the recapitulation. It is at this point 
that my instrumentation takes over, although it is to be hoped that the join is otherwise 
imperceptible.

The substantial Fantasia No. 2 2  existed only in the form of a violin-and-piano 
reduction, and so the orchestration is entirely new. Since the work is so clearly indebted 
to Schumann, I have tried to remain largely within his sound-world, borrowing the 
opening of his Cello Concerto for good measure. The music itself is otherwise exactly 
as Nixon left it. Although called a Fantasia, the work is basically an adapted sonata 
form, without development but with an extended and rather brilliant coda. As with the 
Romance for Violin and Orchestra,1 Nixon writes affectionately and resourcefully for the 
instrument, providing the soloist with a respectable virtuoso workout.

The Concert Overture No. 1 (Titania) 3  is cast in the large-scale mould of 
Nixon’s other two Concert Overtures,2 and is the only work on this disc that has not 
required any editorial rewriting – although, as with all the other works in this series, 
the extant material contained so many errors and imprecisions that a certain amount of 
archaeological dusting-off was necessary to bring it back to life. The work appears not 
to have been performed since it received its initial rather frosty, not to say patronising, 
reception at the hands of The Musical Times, to which David Brown refers in his essay. 
As with the other works of its kind, it is a truly enormous sonata form, lasting well over 
eighteen minutes in performance, around twice the length of most of the Mendelssohn 
overtures upon which it is clearly modelled.

Titania, of course, is the queen of the fairies in Shakespeare’s A Midsummer Night’s 
Dream, and Nixon suggests all of the essential elements of her story in the music. The 
work begins with the same wind instruments that raised the curtain on Aslauga, but 
which have now exchanged their outdoor clothes for tail suits, and it is easy to hear, in 
their tender and delicate musings, the exquisite fairy femininity of the Queen’s court. 

1 Recorded on Toccata Classics tocc 0372.
2 Concert Overture No. 3, Jacta est alea, can be found on tocc 0372, and No. 2, Anima et Fide, on tocc 0373.
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Nixon’s flair for musical depiction is further evident in the Puck-ish enchantments of 
the melismatic triplet semiquavers with which the lengthy introduction is decorated.

The main allegro is a sweeping, impetuously rhythmic dance in 68, in which the drama 
of Titania’s quarrel with her husband Oberon may be detected. As if by association, the 
spirit of Carl Maria von Weber, the composer of Oberon, and not previously among 
Nixon’s most evident models, flits across the surface of the music. (There is also a 
passing and probably entirely accidental reference in one of the subsidiary themes to 
a melodic idea near the beginning of Schumann’s Piano Concerto.3) Nixon also finds 
space towards the end of the first subject group for the ‘rude mechanicals’ and Titania’s 
spellbound love for Bottom the weaver, with his donkey’s head. As with the Concert 
Overture No. 2, Anima et Fide, it is Nixon’s unwillingness to shorten the recapitulation 
that makes the work so long. A Weber or a Mendelssohn would have found a way to 
foreshorten such an unwieldy structure. But there is still enough charm and energy in 
this work to show that, contrary to the opinion of the supercilious reviewer from The 
Musical Times, Nixon already had studied the best models, and the art he acquired from 
them was, for better or worse, entirely his own.

The charming little Gavotte 4  existed only as a set of orchestral parts. When I began 
entering them into a full score, it became clear not only that the viola and double-bass 
parts were missing, but also that there was an enormous number of mistakes in those 
that had survived. Perhaps there never had been a full score, and the parts had been 
created from a (now lost) piano score. In any case, the process of restoring the work 
afforded the opportunity to clean everything up, and to allow one of Nixon’s most 
charming miniatures to emerge. It might best be described as a gavotte about a gavotte, 
a sort of symphonic styling, not without its darker and more wistful touches. 

With the Prelude to The Gay Typewriters 5 , the gloves had to come off. The composer 
orchestrated only the beginning of the work, and then his full score tailed off into a 
succession of fragmentary instrumental sketches. The composition itself was complete 
only in the form of the piano reduction in the vocal score. The music is so irresistible in 

3 Cf. Nixon at around 8:20 with bars 19 et seq. in the Schumann Concerto.
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its Sullivan-like charm and exuberance that I have not fought against the temptation to 
go a little further than Nixon himself might have done in its instrumentation. I added 
a piccolo, brass section and a substantial percussion group to his original line-up, but 
have retained his most distinctive touch, indicated in the original full-score sketch, of 
a euphonium solo in the second half.4 Even if there is perhaps more flamboyance in 
this version than the composer might have allowed himself, I hope he wouldn’t have 
disapproved. The work shows a further, deeper affinity with Sir Arthur Sullivan, in that 
one similarly doubts whether Nixon would have accepted that the best of him resides 
in his lighter music.

'The waltz-time Ballet Music 6  has been rescued as the only purely orchestral 
number (No. 18) from the heart of the opera, which also existed only in piano reduction. 
The six-minute scene has the charming air of a Tchaikovsky pastiche, and so I have 
taken the cue and made it sound as far as possible like an out-take from Swan Lake.  

The exact circumstances of the composition of Nixon’s Coronation March 7  are 
unclear. Once again, the work existed only as a piano score, and is cast on a large scale, 
with two trio sections. He seems to have written it in response to a competition to write a 
march for the coronation of King Edward VII in 1902, but abandoned the orchestration 
after only around eighteen rather incomplete and desultory bars. His original orchestral 
forces comprised only normal winds and strings, with a modest pair of horns and no 
percussion, but I have added full brass and percussion in the hope that a little extra 
pomp and circumstance might momentarily bring him out from under the shadow of 
Elgar.

4 The Prelude to The Witch of Esgair, recorded on tocc 0373, also features a prominent euphonium solo. 
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Ana Török began studying the violin at the age of 
four in Baia Mare, her native town, in north-western 
Romania and, beginning in 1996, she continued and 
completed her high-school studies in Târgu-Mureş. 
She was also a student of Tibor Varga and Viktor 
Pikaizen at the École Supérieure de Musique de Sion 
in Switzerland. Later, she took her higher-education 
and master’s qualifications at the Gheorghe Dima 
Music Academy in Cluj-Napoca, in the violin class of 
Victoria Nicolae.

Since 2008 she has been first concert-master 
of the Transylvania State Philharmonic Orchestra 
of Cluj-Napoca, and also concert-master of the 
Romanian National Youth Orchestra. Awarded 
several chamber or solo performance awards – 
Jeunesses Musicales, Bucharest, in 2001, the 
Sigismund Toduţă Competition, Cluj-Napoca, in 
2003, the 2003 and 2004 editions of the Performance 
Competition organised by the Romanian Mozart 
Society, Cluj-Napoca – she has acquired fame also as 
soloist, performing with the Braşov, Cluj-Napoca, Oradea, Satu Mare, Sibiu and Târgu Mureş 
Philharmonics.

She is a founding member of the Arcadia Quartet, with which she has performed since 2006. 
Winning the International Chamber Music Competition Hamburg in 2009, the International 
Wigmore Hall London String Quartet Competition in 2012 and the Osaka International 
Chamber Music Competition in 2014, the Arcadia Quartet has established itself as one of the 
most exciting string quartets of its generation.
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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; with it he made numerous 
recordings of a wide range of repertoire, for such 
labels as Bridge, DaCapo and EMI. 

He first came to international attention as 
winner of the first prize 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 in 
the recording studio. Special projects with the LSO 
included the Duke Ellington Centenary Concert 
at the Barbican Hall with 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. Also among his recordings are 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 nineteenth 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). The first two volumes of this survey of the complete orchestral music of Henry Cotter 
Nixon appeared on tocc 0372 and 0373. An album of orchestral works by Josef Schelb was 
released on tocc 0426. Most recently, Toccata Classics released his recording of Richard Flury’s 
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opera Eine florentinische Tragödie and the concert scena Sapphos Tod (tocc 0427) and Flury’s 
ballet Der magische Speiegel and Kleine Ballettmusik (tocc 0552).

Paul Mann is curating, as well as conducting, a series of new works for string orchestra, 
Music for My Love, all written in memory of Yodit Tekle, the partner of Martin Anderson, 
founder of Toccata Classics. The first volume (tocc 0333) featured music by Brahms 
(arranged by Ragnar Söderlind), Maddalena Casulana (arr. Colin Matthews), Brett Dean, 
Steve Elcock, Andrew Ford, Robin Holloway, Mihkel Kerem, Jon Lord (arr. Paul Mann), John 
Pickard, Poul Ruders and Ragnar Söderlind himself. The second volume presented music by 
Nicolas Bacri, Ronald Corp, Wim Hautekiet, Sean Hickey, John Kinsella, David Matthews, 
Phillip Ramey, Gregory Rose, Gerard Schurmann, José Serebrier, Robin Walker and Richard 
Whilds (tocc 0370). The third volume (tocc 0504) brought music by David Braid, Michael 
Csányi-Wills, Martin Georgiev, Adam Gorb, Raymond Head, Ian Hobson, David Hackbridge 
Johnson, Robert Matthew-Walker, Lloyd Moore, Rodney Newton and Dana Paul Perna.

He has also established himself as a champion of contemporary British symphonists, 
recording the Ninth (tocc 0393), Tenth and Thirteenth (tocc 0452) and Fifteenth (tocc 
0456) Symphonies of David Hackbridge Johnson and the Third by Steve Elcock (tocc 0400), 
each accompanied by smaller works, as well as the Symphonies Nos. 1 and 4 and tone-poem 
Distant Nebulae by Rodney Newton (tocc 0459). His most recent Toccata Classics release 
(tocc 0462) featured the Second Symphony, Variations for Orchestra and other orchestral 
works by Rob Keeley.

The Kodály Philharmonic Orchestra 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 leading 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, like Gergely Bogányi, Annie Fischer, Jenő Jandó, Zoltán Kocsis, 
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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 performs 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.

The Liepāja Symphony Orchestra – formerly also known as The Amber Sound Orchestra – is the 
oldest symphonic ensemble in the Baltic States: it was founded in 1881 by Hanss Hohapfel, who 
also served as its conductor. The orchestral strength in those early days was 37 musicians, joined 
in the summers by guest players from Germany and Poland. With time both the structure and 
professionalism of the Orchestra grew, as did its standing in the eyes of the general public.

After World War II the LSO recommenced its activities in 1947, under the wings of 
the Liepāja Music School, and was conducted for the next forty years by the director of the 
School, Valdis Vikmanis. A new chapter in the life of the Orchestra began at the end of 1986, 
when it was granted the status of a professional symphony orchestra, becoming only the 
second in Latvia. That formal recognition was made possible by the efforts of two conductors, 
Laimonis Trubs (who worked with the LSO from 1986 to 1996) and Jēkabs Ozoliņš (active 
with the LSO from 1987 to 2008). The first artistic director of the LSO, as well as its first chief 
conductor, was the Leningrad-born Mikhail Orehov, who took the ensemble to a higher level 
of professionalism during his years there (1988–91). Another important period for the LSO 
was 1992 to 2009, when Imants Resnis was artistic director and chief conductor. He expanded 
the range of activities considerably: in addition to regular concerts in Riga, Liepāja and other 
Latvian cities, the Orchestra also went on frequent tours abroad, playing in Germany, Great 
Britain, Malaysia, Spain, Sweden and elsewhere. During this period a number of important 
recordings were made, some of them during live appearances on Latvian radio and television. 
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In the early days of the LSO Valdis Vikmanis began a series of summer concerts, which always 
sold out, and so, in 2010, the festival ‘Liepāja Summer’ was launched, to renew that tradition of 
a century before. As well as orchestral performances (some of them in the open air), the festival 
includes sacred and chamber music. 

The Liepāja Symphony Orchestra holds a special place in the national cultural life of 
Latvia. It received the highest national music award, the ‘Great Music Award’, in 2006, as well 
as the Latvian Recordings Award in the years 1998, 2000, 2001, 2004, 2006 and 2008. In 2010 
the Liepāja Symphony Amber Sound Orchestra was granted the status of national orchestra. 
Atvars Lakstīgala, chief conductor from 2010 to 2017, made his debut with the LSO in 2010 and 
received the ‘Great Music Award’ at the end of the same year. 

ed Also available on Toccata Classics

tocc 0372

tocc 0373

‘Terrific playing by the Kodály Philharmonic 
Orchestra led by Paul Mann, and by violinist 
Ana Török in the Romance, plus Toccata’s 
fantastic recording, make this release a must-
have for all fanciers of big-hearted Romantic 
scores.’ —Jerry Dubins. Fanfare

‘Ian Hobson’s […] committed performance 
is a pleasure to experience. […] If you like 
classic Victoriana, then you should enjoy 
every track’ —Ralph Groves, WTJU
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Aslauga: Overture, Fantasia for Violin and Orchestra, Titania, Gavotte in E flat,  
The Gay Typewriters: Prelude, and Coronation March
Recorded on 21–26 August 2016 in the Pásti Synagogue, Debrecen, Hungary
Recording engineer: Zoltán Osváth
Producer: Paul Mann

The Gay Typewriters: Ballet Music
Recorded on 29 January 2020 in the Great Amber Concert Hall, Liepāja, Latvia
Producer-engineer: Normunds Slava 
Assistant: Jānis Straume
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HENRY COTTER NIXON Complete Orchestral Music,  
Volume Three
1  Aslauga: Dramatic Cantata – Overture (1890–93) 9:36
2  Fantasia No. 2 for Violin and Orchestra (undated) 9:38
3  Concert Overture No. 1: Titania (1880)  18:22
4  Gavotte in E flat (undated)  4:15
The Gay Typewriters: Operatic Farce in Two Acts (1895)
5  Prelude   9:16
6  Act Two: No. 18, Ballet Music   5:33
7  Coronation March (1902)  9:10

TT 65:50Ana Török, violin 2

Kodály Philharmonic Orchestra 1 – 5  7

Ferenc Nagy, euphonium 5  
Liepāja Symphony Orchestra 6

Paul Mann, conductor
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