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MELODIC LINES

programme notes by Jeremy Polmear
Has melody always been with us? Will it continue to flourish? Yes, and yes. The practise of
creating pitched sounds is a universal human phenomenon, and the pentatonic scale has
been found in many cultures all over the world. In the West it was present in some of the
earliest examples of notated music, such as Gregorian Chant, and is with us today.
The melodies in Lalliet’s Terzetto, for example, are not universal – they are clearly a product
of European culture in the 19th Century. But whatever form it takes, the existence of melody
itself is universal. It seems likely that melody was linked to communication long before opera
was invented; the pre-verbal vocalising of a baby could be said to be a kind of melody, and
right from the start comes the idea that melody is not just an abstract thing that we happen to
like, but that it is linked with an emotional or physical state, and with the communication of
that state. Melody is very fundamental to us, relating to our physiology, not just to our sense
of beauty.
The history of melody has had, as it were, its ups and downs. In the classical period, a long
melodic line was not considered flexible enough for symphonic development - all you could
do was repeat it or make variations of it - and it was often replaced by a short motif that
could be worked on. However, by the 19th Century, when the earliest piece on this CD was
written (the Lalliet), melody was in its heyday. The scientist Hermann Helmholtz asserted that
it was 'the incarnation of motion in music', the critic Eduard Hanslick saw in it 'the
archetypal configuration of beauty', and Wagner asserted that there was no reason that a
melody need ever end. In practice even Wagner ended his melodies eventually, but this was
felt to be a choice and not a necessity. Surprisingly, the best example of an ‘unending’
melody on this CD comes from Wagner’s antithesis, Francis Poulenc, in the slow movement
of his Trio.
In the 20th Century, melody suffered an eclipse from the followers of the Second Viennese
School. This wasn't their original intention; Webern, for example, said he was looking for
'absolute melody', but this was at the expense of something you could hum, and advances in
instrumental techniques, synthesisers and computers encouraged later composers to pursue
ends other than melodic ones.
(L to R) Jeremy Polmear, Philip Gibbon, Diana Ambache, John H West (Producer)
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Meanwhile other developments, such as the incorporation of folk music, or the 'Socialist
Realism' of composers like Shostakovitch, as well as the rise of popular music as a separate
genre, ensured the survival of melody. On this CD the operatic melodies of Casimir-Théophile
Lalliet (circa 1870), the Romantic urges of Francis Poulenc (1928), the heartfelt melancholy of
Geoffrey Bush (1952), the chirpy tunes of Richard Stoker (1963), the mediaeval references of
Madeleine Dring (1971), and the sinuous lines of Barbara Thompson (2006), demonstrate that
melody is alive and well.
It may also be that it is in the nature of the oboe and bassoon to play tunes, to connect to the
human voice, and this has encouraged these composers to be more 'melodic' when writing
for these instruments. Today's advanced instrumental techniques enable both oboe and
bassoon players to make music of extraordinary complexity, but I can't help feeling that when
our remote ancestors first punched finger holes in a bone, it was a melody they had in mind.

Opera really comes to the fore in the second movement, which seems to be a scena between the
hero (bassoon) and heroine (oboe). I have no idea what was in Lalliet’s mind when he wrote this
melodic sequence, but to help us give a dramatic flow to the music, I imagined a storyline of a
seduction. It is not necessary to know this to enjoy the music - feel free to skip to the next paragraph but I pictured a scene (portrayed on the piano) involving water. The hero makes his declaration to the
heroine [0:07]; she is coy [0:41]. Their eyes meet [1:16] and the reservations disappear - they are
together at last! [1:34]. They are flirtatious [2:15], and then fulfilled [2:49]. They sing their songs again
[3:42], but all is not well; the hero is moving on to other pastures. She senses this [4:49], and
becomes resigned to it [5:09]. Seeing no future for herself, she sinks gently beneath the waves [5:54].
With the third movement, we are truly back in the Paris Salon. The opening tune is simple,
even simplistic, but enlivened by off-beat accents and Lalliet's unassuming wit and everinventive piano writing. Then there are cadenzas for the wind players: the bassoon at 1:02 both
melodic and energetic, the oboe at 1:19 delicate. The original material returns [2:17] and then
the coda at 3:06 allows a little display for all the instruments, leading to a rousing finish.

Tracks 1 to 3, Casimir-Théophile Lalliet, Terzetto, Op 22
Tracks 4 and 5, Geoffrey Bush, Trio (1952)
The short 'Overture' to this piece is a mock-heroic gesture on the piano, and then the oboe
enters with a perky melody. The bassoon responds with a similar, but different melody. The
oboe re-enters, the piano comes up with a new figuration, and 54 seconds into the work
there are three melodies exuberantly interacting with each other. This music makes no
pretence at depth, and would have been written for performance at one of the innumerable
Parisian Salons, where it would surely have delighted its well-heeled audience, as it does us
today. It is imbued with a spirit of genial good nature, never aspiring to be what it is not, and
it is expertly crafted throughout.

The upward scales of the opening of Geoffrey Bush's Trio seem to
take us into a very different world from Lalliet's, but there are
parallels. For insight into the piece I spoke to writer and
broadcaster Roderick Swanston, a close friend of Geoffrey Bush
for many years. "That opening is typical of him," said Roderick.
"He loved the theatre, liked to start with a flourish." Yet there is a
hint of sadness there too, especially after 0:22. "One reason he
liked writing for wind instruments was that they could move
quickly from fanfare to melancholy." Like Lalliet, too, the style is
accessible. "Bush was a practical composer, he wanted to write
something his audience would understand and enjoy. So he uses
an easy language to make his musical points - his music is serious
but approachable." There is also a French connection. "Those wind
runs are like a Baroque French Overture, but Bush never just
copies - he refers, but creates something new; it's never pastiche."

It is also very well-written for the instruments - perhaps unsurprisingly, as Lalliet was an
oboist, and played much chamber music. He also spent many years in the pit of the Paris
Opéra, and the spirit of bel canto permeates the piece. In the first movement, for example,
after a gentle second subject at 1:10 (again full of melody and counter-melody) there is an
operatic oboe flourish at 2:04.
Geoffrey Bush, photo courtesy
ChesterNovello.com
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A Vivace starts at 1:27. "Again, this has all Bush's hallmarks," said Roderick. "There is a trace
of neo-classical influence giving it rhythmic drive, and it's peppered with syncopation - it's
witty, precise, and concise." Certainly concise, because less than a minute later (at 2:11)
comes the second subject, a slow Waltonesque theme that reminded me of patriotic music.
"Yes, that tune is nearly purple," said Roderick, "but it is saved by the interesting piano
harmonies. Geoffrey was never pompous, either in his music or his life." And the tune gives
splendid melodic opportunities for all three instruments. It leads back to a repeat of the main
material, and the movement ends in another theatrical flourish.
After a piano introduction, the second movement begins with an exquisite bassoon tune,
repeated by the piano and varied by the oboe. Surely this was the essence of English-style
melody? "His early works had a traditional English lyrical style, but Bush didn't use folk
songs like Vaughan Williams," said Roderick. "And he loved adding notes into the harmony
to make it more piquant. If anything, he looked more to France for influences, to Poulenc
and Milhaud - but, again, he was not a derivative composer." The music becomes more
agitated at 1:23, leading to yet another theme at 1:41. Yet this plethora of melody does not
make the movement seem disjointed. "Geoffrey was a wonderful lecturer - he could
apparently digress on to new material, and then link it all together, and he does the same
with this music. He understands the logic, the parameters of the movement, he knows where
he can go. And lurking behind all these melodies is a sense of words - he had a good feeling
for vocal writing."
At 2:00 there is yet another new episode, for piano solo, full of the piquant harmonies that
Roderick had mentioned, leading to a recapitulation of the original theme. A particularly
delicious harmony at 3:25 leads to a canon between oboe and bassoon, and we can enjoy
the rest of Geoffrey Bush's discursive lecture, through a recapitulation of the Vivace at 5:29 to
the final disappearance of the music into the ether with another upward scale. By the end we
can hopefully agree with what Bush's teacher John Ireland said of himself, that Bush felt also
applied to him: "I am not a great composer, but I am a significant composer."
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Track 6, Barbara Thompson, Green (2006)
This piece has its origins in Barbara Thompson's
second Saxophone Quartet, written in 2003 for the
Apollo Saxophone Quartet and recorded by them
on the Celestial Harmonies label. The movement
Green soon took on a life of its own. "I heard it
played at the Freiberg Festival by a saxophone
orchestra and it sounded marvellous," said Barbara
Thompson. I said I thought the combination of
oboe, bassoon and piano sounded very natural in
the piece. "Yes, those instruments have a slightly
'waily' sound - lyrical, but centred. It wouldn't work
on the clarinet." I asked Barbara what the colour
green meant to her. "It's an abstract piece," she
replied, "I think of green as a source of unspoilt,
still, beauty - there's a poignant aspect to it."
The opening piano figure comes out of nothing,
Barbara Thompson, photo courtesy Temple-Music.com
and I mentioned to Barbara that its hushed chord
sequences reminded me of the opening of Handel's
Zadok the Priest. "I'm not conscious of that," she replied, "but I went to music college, and it
may have rubbed off on me." But the melody, when it eventually arrives, is anything but
Handelian, not least because it appears to be in a different tempo. "It should sound as if
you're playing it without counting," said Barbara, "you can't be wrong." We found, however,
that in practice it was vital to stay with the piano - once you got lost there was no going back
- and nods from the resting player at crucial points proved invaluable.
But where did that characterful, mesmeric, highly original melody come from? "It wrote
itself," said Barbara. "I remember writing the background, and the melody just popped up on
top of it. Then I wrote the middle section [from 2:17] on a train. Everybody starts together,
and then oboe and bassoon come adrift, with everybody following everybody else. I like that
effect, and I also like the sound of the bassoon in its high register."
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Tracks 7 to 9, Madeleine Dring, Trio (1971)

third apart, and so are the oboe and bassoon when they enter at 0:36. The harmonies soon fill
up [1:14] and the music becomes warmer, with some finely judged instrumental colours and
effects. Running quavers appear at 2:36, and the music enters a freer section, but Dring's
skilful control of texture and mood ensures a smooth passage to the restatement of the first
section at 3:52, and the eventual reappearance of the octaves plus thirds at 4:23, leading to a
beautiful ending.

The attention-grabbing piano gesture at the start
of Madeleine Dring's Trio hints at its original scoring
for harpsichord, especially when oboe and bassoon
enter in neo-baroque style. It was commissioned by
the Atheneum Ensemble (Sue Sutton, Brian Sewell
and David Harper) and first performed by them at
the Wigmore Hall in 1972 using a harpsichord.
However, subsequent performances have usually
employed the piano, and Dring's husband, the
oboist Roger Lord, is of the opinion that overall this
makes the keyboard writing more effective, with the
themes coming through more strongly. Roger also
feels that the piece in general is one of Dring's
deeper and more probing works, where she is
seeking out new tonalities and effects.
However, the first movement soon settles into a
march-like theme [1:22] in Dring's characteristic
witty, entertaining style; but uneven bar lengths
also give the music a slightly unsettled character.
There is keyboard cadenza leading to a slower
central section at 3:34, perhaps in imitation of
one of her heroes, Francis Poulenc, in his own
Trio (track 14).

The finale is a romp. Like the first movement, the bar lengths are often uneven - for example
the opening bassoon solo at 0:6 is barred as 6/8, 5/8, 6/8, 5/8, 7/8, 6/8, 7/8 and 5/8 - but
here, the effect is more to increase the excitement of the dance, bringing reminders of Bartók
and East European folk music. There is a change of mood at 1:31 into a more French style,
and then at 2:11 another central section. This seemed to us to have a mediaeval quality, a
kind of country dance, but with certain bars [2:34, 2:48] apparently straying in from
Prokofiev's Romeo and Juliet. There is a reminder of the slow movement at 2:49, before we
are back into the original material. But Madeleine Dring has one final joke up her sleeve. The
music, clearly accelerating towards the winning post, suddenly gets stuck [4:41] for eight
almost identical bars. This is either a return of the bells or, as Roger Lord asserts, meant to
sound like a record with the needle stuck in a groove. Either way, the music finally unsticks
itself and the movement ends with a flourish.

Tracks 10 to 13, Richard Stoker, Four Miniatures (1963)
"I was commissioned by Chappells for this piece" said Richard
Stoker when I asked him about its inception. "They wanted
something fairly easy for flute, clarinet and piano. They first
approached Malcolm Arnold." Unusually, Sir Malcolm didn't
deliver, but Richard did. "I wrote it in Paris, where I was
studying with Nadia Boulanger. It sold well, and in about 1980
I made versions for different instruments. But I never actually
heard it performed until now." It works very well on oboe and
bassoon, with the piano instead of the clarinet of a typical
French reed trio. However the consistantly high tessitura of the
bassoon part moves it well out of the 'easy' category.

Madeleine Dring, photo Michael Boys

The second movement is the most unusual and original of the three. Again, the keyboard
begins alone, but in a very different vein. The movement is headed 'Dialogues' - presumably
between the two hands of the keyboard, between oboe and bassoon, and between keyboard
and winds. But there is another influence - bells. Roger recalled a family week-end in about
1952 at lodgings in Upper Brixham, Devon, where the sound of the bells came up every
evening. They noticed that the predominant resultant from each bell was a major third (or
perhaps an octave and a third) below the struck note, and Roger thinks that Madeleine is
exploring these sonorities in this movement - the opening piano lines are an octave and a
Richard Stoker, photo Dr Gill Stoker
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I asked Richard about his influences for the piece. "They were firstly pictorial, not musical",
he said. "Picasso in his Blue Period - the boy on a ball, the circus pictures. On the music side
I had been writing ballet music, and I wanted something you could dance to. Then there was
the English tradition - Benjamin Britten and Lennox Berkeley. But especially Stravinsky, in his
neo-classical period, which is my favourite period of his."
Aware that by the time you have got this far reading these notes the pieces themselves might
have finished, I asked Richard why he chose Miniatures as the format. "I like it. You set
yourself a time limit, and in it you have to put as much as possible. It's like painting on a
small canvas - like Picasso's Still Lifes; you have to make every stroke count. It's not
Guernica! You try just as hard as you do in a large scale movement. The French understand
this, but the British don't - Berkeley suffered by being characterised as a 'miniaturist'. That's
why I haven't used the form very often."
The first movement, Ballabile, means 'suitable for dancing'. " I was thinking here of Delibes and
Chabrier," said Richard. I commented on the highly effective repeated wind notes after 0:40,
interrupted by crashing piano chords. "That's Stravinsky - the Symphonies of Wind." If the first
movement nods in the direction of Stravinsky, the second sounds as if it could be written by Ibert or
Milhaud. "I like Ibert!" said Richard, "and the high bassoon makes it sound like Satie too. The music
has peace and continuity. The best thing you can hope for in music is to write something reposeful.
Then that long last chord is a reflection of the short last chord of the first movement."
"This is the most original, most like my later music," said Richard of the third movement. "It's
more contrapuntal - again like Stravinsky - and I like the overlapping of instruments."
Certainly, within the two bar phrases, each instrument has a unique part, with oboe and
bassoon swapping their music while the piano swings and clangs in a way that reminded us
of a huge bell. This image was not in Richard's mind when he composed it, and nor was what
we thought of the last movement. This repeats the same phrase four times, and brought to my
mind the movie Groundhog Day, where Bill Murray wakes up every morning to find he is
reliving the same day. "I wrote these pieces in order, and for the last movement I thought
'dash it, I want to have fun!' I thought of the ending first" - the apparent ease with which the
movement unsticks itself - "and I wanted it like a joke, something cheeky, where they hold
back as long as possible, keeping you waiting - it's a very French thing." I broached what
might be described as the triteness of the theme to Richard. "Nadia Boulanger said to me,
'don't be afraid to write for the circus - Mr Stravinsky does that'!"
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Tracks 14 to 16, Francis Poulenc, Trio (1926)
There is circus music in Poulenc's Trio too, alongside
music of great beauty and depth. How to reconcile
these two sides of the composer? Poulenc himself
said "You will find sobriety and dolour in French
music just as in German or Russian. But in France we
have a keener sense of proportion. We realise that
sombreness and good humour are not mutually
exclusive. Our composers, too, write profound music,
but when they do, it is leavened with that lightness of
spirit without which life would be unendurable." This
is true of French music in general, but Roger Nichols,
in his excellent article on www.chesternovello.com,
suggests a personal dimension as well. Poulenc's
mother was Parisian, an urban freethinker, and his
father was a devout Catholic from the Provinces. It
was this dichotomy of influences, Nichols suggests,
that is expressed in their son; a dichotomy he never
completely resolved, but which generated some of his
compositional energy.

Francis Poulenc, photo courtesy ChesterNovello.com

The Trio opens seriously, in neo-classic Stravinsky mode. But isn't that a twinkle peeping
through the bassoon cadenza, played by Philip Gibbon in the direct, reedy French style?
Don't these opening operatic gestures nod to Lalliet as well as Stravinsky? Whatever the
answer, the Presto when it comes [1:05], is all fizz and bubble. But there is a hint of
Romanticism at 1:39, a longer one at 1:51, and the mood changes at 2:40, with some short
operatic flourishes at 3:02, and a central section containing some gorgeous melodies. At 4:46
we are back in the fizz, with the note lengths marked even shorter than previously, with a
circus ending.
The second movement is considered one of Poulenc's best, with a seemingly unending flow
of melody passed between oboe and bassoon. It is easy to see why he said that he had "loved
wind instruments from the moment I began composing." Indeed, this piece is the culmination
of a number of early works for wind (the Sonata for two Clarinets of 1918, and the sonatas for
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Clarinet and Bassoon and for Horn, Trumpet and Trombone from 1922), and it is the one
where Poulenc allows his feelings to rub shoulders with sophisticated, dry Parisian wit. The
form of the first movement is modelled on a Haydn Allegro; this one appears to be a totally
natural flow of melody and feeling. The spirit of Mozart hovers.
The form of the third movement is modelled on a Saint-Saëns Scherzo, and is back in the
mood of the first. Poulenc said he wanted it to be "brilliant and joyous", and fast, bright music
predominates throughout. Occasionally the oboe is allowed the odd moment of repose (for
example, 1:37 is marked 'avec charme'), but it is soon swept away, until the music melts at
2:50, leading eventually to a martial coda at 3:10. Here the technique is once again neoclassic Stravinsky, but the result is pure Poulenc.

BIOGRAPHIES
Jeremy Polmear was educated at the Choir School and
King’s School in Canterbury, and was a member of the
National Youth Orchestra of Great Britain while studying
with its then oboe professor Janet Craxton. After a Science
degree at Cambridge University (where he also played the
Strauss concerto with the University orchestra) he worked
for IBM for five years.
On leaving IBM he discovered the joys of freelancing when
people offered him short-term computer work, and he has
never had a proper job since. He became a freelance
musician, and over the years he has performed as a guest
player with many of London’s chamber and ballet orchestras
including the City of London Sinfonia, the London Mozart
Players, Lontano, English National Ballet and The Ambache.
With the pianist Diana Ambache he formed the Polmear Ambache Duo in 1977 for a British
Council tour of India. They have since performed in thirty three countries on five continents,
including programmes of Words and Music in the Gulf with Billie Whitelaw, in Australia with
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Susannah York and around the UK with Jenny Agutter. London appearances have included
recitals at the Wigmore Hall and Purcell Room. They also run sessions for businesses on
teamwork and leadership, using the Arts as a management training tool.
In 2002 Jeremy founded the CD label Oboe Classics, which by 2006 had sixteen titles in its
catalogue. This is the third involving Jeremy himself, and his recording with Diana Ambache
of music by Robert and Clara Schumann has been designated the Benchmark Recording for
this repertoire by the BBC Music Magazine. He has also recorded as a soloist and chamber
musician on the Meridian, Chandos, Unicorn-Kanchana and Naxos labels, and on the BBC.
Jeremy has loved jazz since University days, and plays alto saxophone in the style of Paul
Desmond, though without his creativity. He is the designer of four web sites.

Philip Gibbon read History at Pembroke
College, Cambridge, and received his musical
education studying with the eminent bassoonist
and musicologist William Waterhouse at the
Royal Northern College of Music in Manchester.
A British Council scholarship took him to the
Prague Academy of Music, where he studied
with Ji`ŕi Seidl and Franti`śek Herman and
developed a taste for late Gothic art, fine lagers
and smoked veal sausages.
He is the Principal Bassoonist at Garsington
Opera, where, in the most idyllic and exclusive
surroundings, he has performed more operas by
Haydn and Richard Strauss than most people
know exist. He is also Principal Bassoon with
the Carl Rosa Opera Company, playing Gilbert & Sullivan and light operetta up and down the
country, and with Pimlico Opera, for whom he recently performed Donizetti’s L’Elisir d’amore
to an audience of Category ‘A’ female prisoners at HMP Bronzefield.
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He was, with Julian Jacobson and Pal Banda, joint Artistic Director of the Paxos International
Festival from 1994 to 2004, where he prepared and performed mixed chamber music involving
winds, strings and piano with players from all over Europe. Contacts at university with leading
composers such as Robin Holloway, Thomas Adès and Julian Anderson led to a keen interest in
contemporary music, and Philip has performed with leading ensembles at the York, Aldeburgh,
Huddersfield, Brighton and ICA Festivals, and has made many chamber recordings for Radio 3.
As a freelance player, Philip has played with the London Sinfonietta, the Northern Sinfonia,
the Ambache Chamber Orchestra, Endymion, the BBC Symphony Orchestra, the Royal Ballet
Sinfonia, English National Ballet and other leading ensembles. As a soloist, he has performed
the Mozart Sinfonia Concertante for Wind, the Haydn Sinfonia Concertante (on Gran
Canaria), and Bassoon concertos by Mozart, Robin Holloway and Elizabeth Maconchy.
When not on tour, Philip lives quietly in Surrey with a research scientist from London University.

Diana Ambache was short-listed for the European Women of Achievement Awards 2002 for
her pioneering work reviving music by women composers of the last 250 years. With her
Orchestra, she has given over 40 premières of these pieces, made several new recordings,
and created a new website www.womenofnote.co.uk. The Times commented that she has
changed musical history, and other newspapers have written about her discoveries. She
herself has written for the Independent, and the BBC Music Magazine, among others.
In more than thirty years of concert-giving, Diana has made extensive international tours,
several under the auspices of the British Council, performing in over thirty countries on five
continents. She has given concerts in diverse places, from London’s South Bank to
Kathmandu and the edge of the Kalahari Desert.
Diana has broadcast on all the main classical music networks, and has given three series of
features for BBC Radio 4's Woman’s Hour, on women composers and the women pianists that
Mozart wrote for. She is also a specialist lecturer for Martin Randall Travel.
Her sixteen recordings include several of Mozart Piano Concertos and chamber music, and
many by women composers. The only cover CD of music by women the BBC Music
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Magazine has issued was for the centenary of Clara
Schumann’s death in 1996; it included the first ever
recording of her Konzertsatz, plus chamber music by Fanny
Mendelssohn, Louise Farrenc and Marie Grandval. The
Ambache Chamber Ensemble’s two Chandos recordings of
chamber music by Amy Beach were both awarded Rosettes
in the Penguin Guide to CDs. Ambache CDs of music by
Louise Talma and Marion Bauer have also been issued on
the Naxos American Classics label.
Casimir-Théophile Lalliet (1837-92) was born in Evreux,
near Paris; his father was of Polish origin. In 1858 he was
accepted in the Paris Conservatoire to attend the
Masterclasses of Stanislav Verroust; in 1859 he won the
2ème Prix, and in 1860 the 1er Prix.
From 1861-3 he was principal oboe in the Concerts Musard in Paris, also playing in the
Champs Élysées, Pré-Catalan and Casino Cadet Orchestras. In 1863 he went to Berlin, to the
Kroll Theater Orchester, playing principal oboe, and in 1868 returned to Paris, playing second
oboe and later principal in the Paris Opéra. In 1871 he played for the Concerts Danbé in
Paris. He was active in solo and chamber music: in 1872 he became a founder member of
Taffanel’s Société Classique for wind quintet and string quintet (the composer Eduard Lalo
was second violin). In the Dictionary of Musicians, c1875, the critic Fétis wrote "M Lalliet
was quickly recognised as a concert virtuoso for his beautiful quality of sound, his pure style
and his elegant way of phrasing." He retired from the Opéra in 1889.
As a composer, he wrote more than thirty works, mainly for oboe and piano. These include
the Fantaisie Originale Op 6 (for cor anglais), the Fantaisie sur Thèmes de Schubert Op 7, the
Serenade de Schubert Op 12, the Fantaisie on Lucia Op 18, Souvenir de Berlin Op 19 (a
tribute to his 1863 season in the Kroll Theater), Le Carnival de Venise Op 20, Fantaisie
Brillante Op 21 for bassoon & piano, Souvenir de Mendelssohn Op 27, Souvenir de Chopin
Op 29, and L’Étoile du Nord Op 35 for flute, oboe and piano.
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Born in 1920, Geoffrey Bush was a chorister at Salisbury Cathedral, and later educated at
Lancing College and Balliol College, Oxford. He joined the staff of the Extra-mural
Department of Oxford University in 1947, moving to London University in 1952. Elected
Chairman for the year 1964 of the Composers Guild of Great Britain, Geoffrey Bush visited
the USSR as delegate of the Guild. From 1952-1987 he was the Staff Tutor in Music at the
Extra-mural Department of London University. An ardent champion of English music, he
wrote widely on the subject, also contributing regularly to BBC Radio 3 programmes,
including Music Magazine and Music Weekly. He died in 1998.
Geoffrey Bush's catalogue of works is far-ranging in scope and content, including two
symphonies, many smaller scale orchestral pieces, and music for chamber ensemble. Bush's
music is as varied as his tastes and interests. His Symphony 1 (1954) was first performed at the
Cheltenham Festival in July 1954 by the City of Birmingham Symphony orchestra, conducted
by Rudolf Schwarz. This symphony, as with the structures used in much of his work, has its
roots in neo-classicism. It was performed at the Proms in 1958 by the BBC Symphony
Orchestra, conducted by Maurice Miles. Symphony 2 ("The Guildford") was commissioned for
the 700th anniversary of the City of Guildford in 1957. Among the most popular titles from
Geoffrey Bush's catalogue are the Concerto for Light Orchestra (1958), and his two choral
works A Christmas Cantata (1947), and In Praise of Mary (1955). His music for theatre is often
witty, as shown in the scintillating one-act opera Lord Arthur Savile's Crime (1972).
Perhaps Geoffrey Bush's most characteristic music was for voices: stage-works, choral pieces and
solo songs. With a natural affinity for a wide range of texts (from Chaucer to Stevie Smith via Jonson,
Wilde and Virginia Woolf) - his music always serves to embellish and illuminate the given word.

Barbara Thompson was born in Oxford and educated at Queen’s College, London and the
Royal College of Music, where she studied clarinet, piano, flute and composition. At the same
time she became captivated by the jazz work of Duke Ellington and John Coltrane, and
developed a consuming passion for the saxophone. Whilst retaining a strong interest in
classical music, she commenced a working career as a jazz saxophonist and played with
most of the great UK jazz musicians. She finally formed her own group Paraphernalia in 1977
and by the early 1980s the band became one of the major instrumental attractions on the
European concert scene.
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Barbara was diagnosed with Parkinson’s
disease in 1997 and thought she would
have to abandon playing. She made the
decision to return to her early love and
embark on a classical music composing
career. However, the continually evolving
advances in treatments have meant that
as well as continuing to write she has
been able to perform as well; her latest
album with Paraphernalia is Never Say
Goodbye (2005).
Barbara’s classical compositions include
works commissioned and played by
ensembles including the Apollo
Saxophone Quartet (Three Quartets), the
Goldberg Contemporary String Ensemble
(Concerto No.1 for Saxophone Quartet
and String Orchestra), Camerata Bern and
the Rascher Saxophone Quartet (Concerto No.2 ‘Mirage’ for Saxophone Quartet and String
Orchestra), the Hanover Radio Symphony Orchestra (Concerto for 3 saxophones), Evelyn Glennie
(Rhythms of the Gods), and the Medici String Quartet (the album Barbara Song featuring the
music of Kurt Weill). A new album is in preparation featuring Concerto No 1, Concerto No 3 for
piano and chamber orchestra, Concerto No 4, and Quantum Leaps for flute and string orchestra.
Barbara was awarded an M.B.E. for services to music as musician and composer in the Queen’s
Birthday Honours list of 1995.

Madeleine Dring was born in 1923 into a musical family and showed talent at an early age,
taking lessons in the junior division of the Royal College of Music from the age of nine. She
attended on a violin scholarship, though her talent for the stage was also noticed, and she
performed in the children's theatre. She continued at the Royal College for senior-level study in
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music, where her composition teachers included Ralph Vaughan Williams, Herbert Howells,
and Gordon Jacob; she also studied mime and drama. Dring's two loves of theatre and music
would coexist happily; many of her compositions were for the stage, upon which she often
sang and played piano. In 1947 she married the oboist Roger Lord, and they had a son in
1950. Madeleine Dring died in 1977.
Madeleine Dring's style is typically light and unpretentious. She admired the idiomatic and
rhythmically vibrant writing of Francis Poulenc, which is echoed in her works. Her harmonisations
are often jazzy; her writing has often been compared to that of George Gershwin. She wrote many
of her songs for herself and as such made no particular effort to make them easy to sing,
melodically, as she herself had perfect pitch. As family responsibilities would keep her from
completing large-scale works, most of Dring's output was in shorter forms; she wrote a good deal
of solo piano and chamber music, as well as many pedagogical works. She did, however, complete
a one-act opera, Cupboard Love, and a dance drama for BBC TV, The Fair Queen of Wu.
Other works by Madeleine Dring include the Festival Scherzo (1951) for piano and string
orchestra, Danza gaya (1965) for two pianos or oboe and piano, the Trio for flute, oboe, and
piano (1968), Five Betjeman Songs (1976), and six musical revues, from Airs on a Shoestring
(1953) to Four to the Bar (1961).

Richard Stoker was born at Castleford, Yorkshire, on 8 November 1938. He composed music
from an early age, studying in London with Lennox Berkeley and in Paris with Nadia Boulanger
as a Mendelssohn Scholar.
His music has been broadcast regularly and performed worldwide. In the early 1970s he
visited New York for the American premiere of his Third String Quartet (Adlerian), and was
commissioned by Janet Craxton to write an oboe quartet Polemics which is also recorded by
Oboe Classics (CC2011). His commissions have included a Chinese Canticle for Inter-Artes,
two large-scale organ works for Robert Crowley, and two recorder works for John Turner. He
has also composed three overtures, a Serenade, a Petite Suite for orchestra and a three-act
opera, Johnson Preserv'd. There are five song cycles for voice and piano, a number of choral
works, three string quartets, three piano trios, two piano sonatas, two string trios and a piano

21

concerto. Many of his piano works are recorded by Eric Parkin on the Priory label. He has
always written for wind instruments, from a Trio for flute, oboe and clarinet in 1956, a Wind
Quintet in 1961, a Saxophone Quartet in 1970, to a Quartet for four bassoons in 2006. There is
also a Sextet for wind and strings.
Richard Stoker's stage and film credits include Troilus and Cressida (Old Vic), My Friend - My
Enemy (The Place), Portrait of a Town (Standard Pictures) and The Garden Party (Coliseum); the
latter was danced by Dame Margot Fonteyn and choreographed by Sir Frederick Ashton, with
designs by Andy Warhol.
Stoker edited Composer magazine for eleven years. His first volume of autobiography, Open
Window - Open Door, was published by Regency Press in 1985, and a children's novel,
Tanglewood, by Merlin Books in 1993. A novel, Diva, and a collection of short stories,
followed in 1995. He has also published poetry.

Francis Poulenc was born into a wealthy family of pharmaceutical manufacturers, and learnt the
piano first with his mother, then at the beginning of World War I with Ricardo Viñes. By the end of the
war he had met Auric, Honegger, Milhaud and Satie, and some fame from the performances of his
Trois mouvements perpétuels that Viñes performed. He was dubbed a member of ‘Les Six’ in 1920,
but it wasn’t until 1921 that he embarked on three years of composition tuition from Charles
Koechlin. The ballet Les Biches (1924) was an early success, but in 1935 the death of his friend PierreOctave Ferroud in a car accident was part of a process in which Poulenc regained his Catholic faith,
leading to Litanies à la vierge noire (1936). This is also the period of the Sextet for piano and wind.
Poulenc remained in occupied Paris during World War II, and soon after achieved success with his
first opera Les mamelles de Tirésias. He made concert tours with the singer Pierre Bernac, including
the US, and made another US tour in 1960 with Denise Duval. In his last years he made many
recordings. The Sonata for oboe and piano (1962) was his last important work. He never married, but
had many friends, including Auric. His ideal mode of life was ‘une solitude coupée de visite d’amis.’
His other compositions include the Concert Champêtre for harpsichord (1928), the Concerto for
two pianos (1932) and the Concerto for organ, strings and tympani (1938), the opera Dialogues
des carmélites (1956), the scena La voix humaine (1958), the Gloria (1959), and many songs.
(L to R) John H West, Diana Ambache, Dave Rowell (Engineer)
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