INTRODUCTION

Harold Truscott

Havergal Brian was both organist and pianist, as
well as, to some extent, violinist and cellist, But
his activities as performer, except in private,
ceased fairly early in his career, as he became
more and more immersed in composition. None-
theless, I can testify that even in his 70s he was
capable of playing magnificently Busoni’s tran-
scription of Bach’s C major organ toccata. There-
fore, it is rather disappointing that he composed
comparatively little solo piano music. The pieces
published here comprise his complete extant
work for the medium. To these must be added, as
music for the piano, if not simply solo piano
music, the piano parts of his considerable output
of songs (about 70, including part-songs with
piano), the last of which was written in 1926.
These piano parts were often quite full (certainly
more than accompaniments)and, as we shall see,
1n two instances were complete enough in them-
selves to be self-sufficient. Brian rated his songs
as a very important part of his output and, at a
time when his symphonies were unknown, was
particularly distressed because his songs (or
his “lieder”, as he called them) were not known
and performed. From his manner of speaking,
this worried him quite as much as the non-
performance of his symphonies. Infact, itis possi-
ble that it distressed him more for, although he
had the desire to hear his symphonies, he had
given up, for the time at any rate, any expectation
of their performance; but he saw no reason, and
nordid I, why his songs should not be performed.

The Three llluminations, commposed in 1916, are
a curious sidelight on his personality, To aslightly
lesser extent, so are the Four Miniatures, which
were produced between 1918 and 1920, for they
are, in a sense, a continuation, at a slightly lower
temperature, of the style embodied in the Hlumin-
ations. That style is sarcastically, satirically or gro-
tesquely humorous (perhaps even savagely so in
the first and third of the three). Nor is it accident
that the Three [lluminations were written just as he
began serious work on the opera The Tigers,
originally named The Grotesques, and subtitled ‘A
Burlesque Opera’; for the piano pieces clearly

influenced the writing of the opera — a try-out on
a small scale of much that was to be embodied in
the opera, in style and outlook. Each of the three
has a programme, written by Brian and prefacing
each piece. In addition, added directions as to
whatis happening and where are printed over the
music; and in this fact Brian reveals a connection,
whether or not he was aware of it, although 1
suspect he was, with a form of music going back a
long way. Programme music, of course, is cen-
turies old, but the type to which I refer, in spite of
sporadic forerunners such as Kuhnau’s Biblical
Sonatas, came to its heyday in the later 18th cen-
tury, and gradually sank to rest during the 19th,
with occasional dying wriggles even in the 20th. It
manifested itselfin programmatic pieces, usually
celebrating some historical event, such as Beet-
hoven’s so-called Battle Symphony, for piano as a
rule, with printed indications here and there as to
what was happening in the music. Probably the
most notorious, with some of the worst music,
was called The Battle of Prague, by Franz Kotz-
wara, who hanged himself about 1791, whether
for shame I know not. Now, it is into this com-
pany that Brian comes with his Three Illumin-
ations, not because of poor quality music— on the
contrary, the music is particularly good — but
because of the way in which he has chosen to
lustrate his three subjects.

The Four Miniatures, by contrast, have no pro-
gramme, other than the connection of Nos. 2 and
4 with the songs from which the piano parts were
extracted to form the piano pieces. The songs
were settings of Blake’s The Land of Dreams and
The Birds. Much more important is the fact that
they are, although less intense, of a piece with the
Hlluminations in style.

While Brian was writing the Gothic Symphony
he worked on many contrapuntal studies in pre-
paration for some of the counterpoint that in-
habits that mighty work. In 1924 he selected some
ofthese, reworked them and from them drew the
two Preludes and Fugues in C minor and D
minor and major, and the great E flat Double
Fugue. Coming from the at times freakish gro-
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INTRODUCTION

tesquerie of the Three Ilfuminations and the Four
Miniatures, at only a few years’ remove, the writ-
ing in these contrapuntal works seems almost
ordinary. It is illusion; the ordinary is a surface,
beneath which lies the product of a mind just as
extraordinary as that which produced the earlier
pieces. But we must remember that Brian got
something out of his system with those earlier
pieces and, especially, with the opera to which
they led, much as he may have claimed that
Beecham bullied him into writing it, and that he
had now passed into a mood no less characteris-
tic, though no more traditional, than the earlier
one, but which was serious in a way that that was
not— overtly, at any rate, The Gothic isnojoke, but
it was, for Brian, a necessity. A serious cast of
mind was therefore to be expected, and what
better than the contrapuntal for that purpose?
Counterpoint does, indeed, play a large part in
that huge work, counterpoint of various kinds,
each of which can be referred back to its counter-
partin earlier music, but handled in a way that is
peculiar to Brian. And he felt the need of disci-
pline in this symphony. Hence the contrapuntal
studies, and the eventual reclamation of some of
these to produce apparently disarming music.
The C minor Prelude is, mainly, an arpeggio
piece — as are indeed, some of Bach’s — although
with the gradual emergence of a theme which, to
finish, receives four solid chordal statements; but
this sounds no more like Bach than the sym-
phontes sound like those of any other symphon-
ist. Itis good Brian but, taking these contrapuntal
studies as a whole, it is the least interesting part of
them. The Fugue is another matter, Each of the
three fugues has a simple, short, four-square sub-
Ject; each, taken alone, is suggestive of simple,
four-square fugal writing to follow and, if one
follows the music with one’s eyes, that is to some
extent what one gets. Nothing could be further, it
seems, from the grotesque world we have just left.
But, to quote the American poet Bret Harte: “Do
Isleep? Do Idream? Do I wonderand doubt? Are
things what they seem? Or is visions about?” The
Brian fugal surface gives little idea of what lies
beneath. One of the most notable characteristics
ofagood deal of early and middle period Brian is
a propensity for giving a surface appearance of
the normal which covers the unusual, if not the
abnormal. The C minor Fugue is an example. It
moves steadily, in keeping with its character, to its
appointed climax through harmonies and
episodes which actually effect a minor revolution
as they progress; none of it could be deduced
from appearance, or from the subject itself. Brian
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could make the normal itself look awry to our
vision.

However, the bestis to come. With the D minor
Prelude, leading to its D major Fugue, and the
Double Fugue we have two masterpieces. Con-
vincing two-part counterpoint is not easy to write;
it is easier to write two parts which will insist on
coming together so that they suggest again and
again that a necessary third part is missing.
Haydn was a master in this line; an astonishing
amount of his richest music is in two-part writing.
And Tovey pointed out long ago that the bulk of
that towering masterpiece, Elgar’s Falstaff, moves
in two parts. Brian is not faced here with a prob-
lem of that size, but it was no mean feat to keep
such writing going with such richness of imagina-
tion for the four pages occupied by the D minor
Prelude, especially since he has comparatively
little recourse to arpeggio writing.

The D major Fugue is largely a triumphant
piece, again producing the unusual from the nor-
mal; my only reservation about it is that it sug-
gests the organ more than the piano — to me, that
1s. The Double Fugue is a resplendent achieve-
ment, its large scale, taken with its short, lively
first subject, one of Brian’s most notable justific-
ations of his ability to extract the unexpected
from a simple subject. This is done by compress-
ing most of a normal double fugue into roughly
one fifth of the total length, and then expanding
on suggestions from tiny elements drawn from
both subjects, exactly where one would not
expect to find such expansion.

Brian closed his contribution to solo piano
music in 1934 with a Prelude, Fohn Dowland’s
Fancy, which owes much to hisinterest in music of
the 16th and early 17th centuries; interest which
had its effect on a good deal of his music, includ-
ing, as he said himself, the Gothic Symphony.
Brian produced the Prelude as the planned first
movement of a four-movement suite inspired by
Dowland, the idea being suggested by his great
friend Sir Granville Bantock. After he had written
down the first movement, however, Brian was
called upon by the BBC to check the orchestral
parts for an early broadcast of two symphonic
dances from The Tigers; these proved to be so
error-riddled that the task took a month, at the
end of which time the mood and the music for the
Dowland suite had entirely left his mind, never to
return. The surviving Prelude, however, is a rav-
ishing little piece, which manages to evoke the
period without departing from an essentially
Brianesque style.



PREFACE TO THE “THREE ILLUMINATIONS”*
Str Granville Bantock

Havergal Brian is an English composer whose
reputation has been made and confirmed by
such works as his English Suite, Cleopatra, and By
the Waters of Babylon. He is there seen to possess
high attainments enriched by a fertile imagina-
tion and marked by an interesting originality of
thought. A lighter vein is revealed in his Festal
Dance and Dr. Merryheart, where the grotesque
and fantastic find ample expression.

These Three llluminations throw some light
upon the present situation in musical art, and
may be said to reflect a few eccentricities of the
past, as well as to probe like a search-light, or
X-rays, into the mysteries of the future.

Although the composer has faithfully adhered

BRIAN’S PROGRAMMES TO THE “THREE ILLUMINATIONS”*

The Boys and the Pastille

Two boys, having nothing to do one Sunday
night, they couldn’t play around the gas lamps,
which were not lighted — because of Zepps —
went into a church. During the service one of the
boys, having a cold, coughed very badly and an
old lady sitting behind him passed him a pastille.
He bit it in two parts and gave one to the other
boy. All the boys in the village got to hear of the
story of the pastille, and having made sure of the
church and which old lady had the “sucks”, they
flocked in a crowd on the following Sunday night.
They crowded the seat before the old lady and,
soon after arriving, all commenced to cough —
but the old lady on this occaston had forgotten
her pastilles.

The Butterfly’s Waltz

A butterfly on wing is chased by a wasp. The but-
tertly flitters round a rose garden always followed
by the wasp. The butterfly discovers two lovers
hidden behind a rose tree in an arbour. She is
about to scream to them like a parrot, “T'll tell
your mother”, when the wasp comes and drives
her away. So she doesn’t scream, but passes (dis-
gusted)into a vegetable garden and perchesupon
anice fat broccoli — thinks she, “Here 1 will lay my
eggs”. Just as she is about to put the thought into
execution, a naughty boy passes and knocks her
off with his cap.

Venus and a Bobby

In the black darkness of the city suburban streets,
there gleams a mysterious red light. It is not still,
but moves. As we approach the light we find

to the rules of three-dimensional music, it may be
permissible, nay even illuminating, to suggest
that an intelligent critic may find herein some
food for thought and a clue to the Fourth
Dimension.

We have perhaps been too apt to seek for in-
spiration in the past from the gods of mythology,
the heroes of romance, the classic drama, or the
tragedies of life.

Our composer here invokes the Comic Muse,
and invites us to participate in her mystic rites.
Let us not be chary of sweet incense or our
applause — “Si neque tibias Euterpe cohibet nec
Polyhymnia Lesboum refugit tendere barbiton”.

underneath it the face of the representative and
embodiment of the ponderous British law. Itis a
bobby! How queer is the law which needs a red
Light. Whilst we are in bed, he stands there,
unseen, and often ignored, securing our safety.
As the light leans at an angle, we may imagine
that he is soliloquising upon his shoe laces or his
socks.

On this night, so full of terrors, he has been
warned that a “Zepp” is somewhere. He looks
above him occasionally — as though looking for a
moth.

Suddenly a light flashes from a bedroom win-
dow opposite. Thinks he — “Bedad a German
spy”. Says he — “Butit cannot be, in the presence
of the law”. He gazes at the light, or where it
comes from, and begins to lick his lips, for,
instead of a spy he sees in the lighted room, the
beautiful figure of a lady — placing her hat upon
her head. He recognizes her as the Venus he had
seen at the Opera. His truncheon falls to the
ground. He is entranced. Like Tannhiuser, he
loses himself. In a fit of enraged passion he
exclaims — “How I would woo thee” and lies back
propped up by the gas lamp. Suddenly the light
from the window is switched off and as suddenly
his senses return, in realising that the “Venus”
may be descending to leave the house. Gathering
himself together he rushes to the door ~ which
suddenly opens and the sergeant calmly walks
out. Bobby, disconsolate, looks at him and says —
“Kiss me sergeant”. The sergeant, laughing,
replies — “As you like it”.

*Sir Granville’s Preface and Brian's programmes are reprinted
from the original 1917 Chester edition of the [luminations.
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THREE ILLUMINATIONS.

HAVERGAL BRIAN.

L
THE BOYS AND THE PASTILLE.
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THREE ILLUMINATIONS

The verger says— “Be quiet, naughty boys!'
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Discomfiture of the boys.

THE BOYS AND THE PASTILLE

-

® é'===J;.r

Ppp|(fast and ﬁf;'ious]

.4
3 > 3 The verger loses his breath.
R g 1 #m o
g o EPye Pie -
%U 0 — L e S S L
p-—-—:___-fﬁ p-—::__'ﬁ quz'ck A
A
I S A X »
b"rP . A b[a . A ]_’ w 1— A
9 ; | : | )
H t
(Organi (Organ)

The verger recovers it.

The boys run out foilowed by the verger.

[9]



THREE ILLUMINATIONS

IT

THE BUTTERFLY'S WALTZ.
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THE BUTTERFLY’S WALTZ
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THREE ILLUMINATIONS

Like a beautiful white aeroplane she ;
hangs suspended over the garden hedge. She flutters into a vegetable garden
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VENUS AND A BOBBY

1II.
VENUS AND A BOBBY.
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THREE ILLUMINATIONS
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(rarn off

VENUS AND A BOBBY
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VENUS AND A BOBBY

he hits it with his truncheon-
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Oh my love!”
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FOUR MINIATURES
I

Allegro

¥ UF
PIANO rr ;:-j/ pritard.

1 R ey
O e T e =
i p~ e— s | 1
27 o s ¥ = b2
Tempo —
ey T 4 5
A ¥ T ™) | 1 - 1 i L
- - e e T e e —
p cresc. molto i rif._

——
N »|
T
{
|
|
tﬁ
iy 1
IRy n
i

oot -
e = =S=====
| trmlalnasil T

+ \ -l _xj_
7L S s 1 - J = ]
- T~ qu? rﬂ?
Editorial Note \_’//

The original edition of Brian’s Feur Miniatures, published in 1921, contains numerous errors and omissions, chiefly in regard to phrasing,
accidentals and expression-marks. Brian voiced his disquiet about itin a letter to Granville Bantock, and expressed the wish that a corrected
edition should be issued in due course. Only now, after the composer’s death, has the opportunity arisen. The present edition is based on the
1921 printing, but has been revised in the light of the composer’s carrections to his own manuscript fair copy (British Library Add. 54354};
photocopies of a now-missing printed copy annotated by a performer at Brian’s direction in 1966; and — in the cases of Movements Hand 1V —
by comparison with the piano parts of the songs The Land of Dreams and The Birds, of which these movements are transcriptions.
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FOUR MINIATURES: 1I

11

After William Blakes Poem
“The Land of Dreams”

Lento tranquillo e sempre rubato

Havergal Briam
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Ry
== =
15X
\] |
XX
-
ey
iny
I

& .

™

r—-’ N
e
AL
M= g =
b

— :
»-

32 h.' E“:
-

S %9 Ve 333 |0%
})P - ——— 7 '
™ | | |

e + . V1o ’3"-Li>dbe
L $ be i

23]



FOUR MINIATURES
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FOUR MINIATURES: Il

I

Andante e grazioso
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PRELUDE & FUGUE IN D MINOR/MAJOR
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PRELUDE & FUGUE IN D MINOR/MAJOR
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To Elfreda Brian

DOUBLE FUGUE IN EFLAT
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Sempre poco e poco crescendo
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HISTORICAL APPENDIX

Malcolm MacDonald

The Three llluminations were composed in the first
week of December 1916 — in a letter of 7 Decem-
ber, Brian reported to his friend Granville Bantock
that all three were sketched and the first two
already in fair copy. A letter of 28 Decernber seems
to indicate that Brian went on to make an orches-
tral version over the Christmas peried, but nothing
more is known of this arrangement. In January
1917 the piano version was acquired by J. & W.
Chester, who published it later in that year.

In January 1919 Brian composed three settings
of poems by William Blake, two of which he subse-
quently sold to Augener Ltd. At Augener’s sugges-
tion, he arranged the piano parts of these songs as
self-sufficient instrumental pieces, and added two
further movements to create a set of Four Minatures.
This occurred in 1919 or 1920; Augener published
the work in 1921, and in 1922 the fourth Miniature
was reprinted in a smaller format as a musical sup-
plement to the November issue of The Monthly
Musical Record. The original songs were not
published until 1932.

John Dowland’s Fancy was composed early in
1934 at the suggestion of Sir Granville Bantock, asa
teaching piece for use at Trinity College of Music,
where Bantock was then Principal. It was pub-
lished the same year by Joseph Williams for the
Associated Board, and its educative function is re-
flected in the fact that it was issued in two versions —
musically identical, but one employing English
and the other Continental fingering. It is the lat-
ter which is reproduced in this volume. It is not
known if the fingerings are Brian’s own.

Performance details for these works are hard to
come by, but it would seem that Foin Dowland’s
Fancy and the Four Minwatures were given their
public premieres together at the Wigmore Hall,
London, on 18 December 1934, as part of a debut
recital by a young pianist named Meyer Rosen-
stein. The earliest known public performance of
the lluminations (it was not announced as the
premiere) was given at the Aeolian Hall, London,
on 12 April 1935, by John Tobin. On that occa-
sion Tobin prefaced the pieces with a reading of
Brnan’s programmes (see p.6) and performed
them as pure piano music; but performances
have sometimes subsequently been given with a
speaker (reading Brian’s commentary printed
above the music).

The three fugal works were probably written in
1924, although there is no contemporary evi-
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dence for this. The date at the end of the D major
Fugue (see p.49) is not found on the manuscript;
it must have been added at proof-stage, and
Brian’s memory for dates has been observed tobe
fallible in similar circumstances. They remained
in obscurity until 1946, when an enquiry from the
pianist Robert Keys prompted Brian to look at
them again and offer them to him for perform-
ance. Keys premiered the two Preludes and
Fugueson 9 May 1946 at a concert of Leamington
Music Club devoted to the music of Havergal
Brian and William Baines. Partly as a result ofhis
interest all three works were published by
Augenerin 1948. Keys does not seem ever to have
performed the Double Fugue; and the earliest
performance of this piece known to me was its
first broadcast, by John Lill, for BBC Radio 3, as
part of a ‘Composer’s Portrait’ programme
broadcast on 22 February 1967. The same pro-
gramme included the first broadcast of join
Dowland’s Fancy, and later that year the D minor/
major Prelude and Fugue and the Four Miniatures
both received first broadcasts, by John Lill and
Ronald Stevenson respectively.

Brian’s fair-copy manuscripts of the four works
published by Augener are preserved in the
British Library; they are catalogued together as
Add.54354. The whereabouts of the manuscripts
of the other two pieces are unknown. For com-
pleteness’ sake we should also mention one miss-
ing piano composition, whose substance is pre-
served in Brian’s English Suite No. 3. We know this
as an orchestral work, but Brian’s correspond-
ence of the years 1919-21 reveals that the first three
movements were originally written as a suite for
solo piano. Brian later orchestrated them, adding
a fourth and fifth movement; and he duly
arranged these new movements for piano as well,
to form an independent piano version of the
entire suite. This piano suite is last mentioned in
aletter of 24 November 1921, and does not appear
to have been heard of since.

The works contained in this volume have been
reprinted from their original editions. The
opportunity has been taken to make some minor
corrections in the first [dlumination and the D
minor Prelude, and several more important ones
in the Four Miniatures (see note on p.18). All these
works have been recorded by Peter Hill on
Cameo Classics GOCLP 9016(D).



