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GENIUS OF THE 'CELLO By C. B. Rees
Pau Casals ivill conduct the Sunday Orchestral Concert, and appear as

soloist in tivo 'cello concertos at Wednesday's Symphony Concert

PAU CASALS : * A bald little man, clean-shaven, with a broad
forehead, completely devoid of pose, and almost overshadowed by

the instrument he carried '

NO man who is a great artist looks less likeone than Pau Casals, the Catalan 'cellist,
who will make a welcome reappearance at the
BBC Symphony Concert on November 20 in
the Boccherini B minor and Schumann A minor
Concertos. I well recall my surprise when,
years ago, having already heard much about
him, I saw step across the Queen's Hall platform
a bald little man, clean-shaven, with a broad
forehead, completely devoid of pose, and almost
overshadowed by the instrument he carried.
' If this ', I thought, ' is genius, it has put on a
very uninspiring business countenance.'
I had another reason for remembering this

concert, apart from the music. It was a memorial
tribute to Robert Newman, of Promenade Concert
fame. Casals, Sir Henry Wood, who conducted,
and the orchestra, were giving their services.
When this short, stumpy, and genial little

such 'cello tone. Never before had I heard
such felicitous phrasing. Never before had
I heard so musical a performance. I dealised
more fully than ever the difference between
a mere virtuoso and a true musician. It
was an experience and a revelation, and it
was brought about with less fuss than is
occasioned when some people prepare to
read the minutes of the last meeting.
When the concerto was over Casals

bowed laconically, as if to indicate that
there was ' no other business ' and left
the platform as insignificantly as he had
arrived. With this difference : in between
his coming and going he had shown us the
essence of true art, of incomparable in¬
terpretation, compounded of brain, heart,
technique, dedicated to the composer, not
exhibited for the glorification of the
performer.

Born in a Catalan village, the son of an
organist, Casals was brought up in an atmosphere
in which music was regarded as being as essential
as food. Without much formal instruction the
boy learned to play the flute, the violin, the
piano. He sang in his father's church choir.
At thirteen he learned the 'cello, and in two
years he took the premier prize at the Barcelona
Conservatoire in face of fierce competition.
His first concert in a theatre in Barcelona was

a great success. Then with his 'cello he began
to live the life of a Spanish town musician,
playing in coffee houses, dance-halls, theatres.
He got a contract in a coffee house in a suburb
of Barcelona, and his playing became one of the
attractions. The crowds increased, and one
night the famous composer, Albeniz, came to
hear him. He was so impressed that he gave
him a letter of introduction- to Queen Christian,

man at last bènt over his instrument and began and eventually, when Casals was able to call at
to play, I sat up. Never before had I heard the Palace to present the introduction the

Queen made him an allowance which enabled
him to continue his studies for two years in
Madrid.
A story which illustrates the effect of his

playing on the severest critics is that of his first
call on Lamoureux, the brilliant French con¬
ductor. Lamoureux was ill and in a bad temper.
While Casals played to him he was busy at his
desk, apparently indifferent to, if not annoyed
by, the whole affair. When Casals finished, the
conductor immediately offered him an engage¬
ment to play at the next concert. It was a

triumphant affair and had to be repeated. The
rest of the 'cellist's career—all over the world—
is but a variation on that theme.
But he is more than a great 'cellist. He has

created in Barcelona a first-rate symphony
orchestra, and has done more to popularise good
music in Spain than anyone else. ' I have a
great army of enthusiastic labourers at my
concerts he once said with pride, ' and a
musical society ten thousand strong.' As a
conductor—and he has conducted at Queen's
Hall and in the studio—he exhibits character¬
istics similar to those that make his 'cello inter¬
pretations so memorable ; no histrionics, no

exploitation of personality—just the music,
honest, pure, undefiled.
And that is the man, too. He works hard.

He has never found it possible to do without
intense practice. He plays games. He smokes
a huge pipe, almost as big as his 'cello ! In
private he is charming, dignified, often jovial,
totally without affectation—a master who is
the humble servant of his art. His remark
that ' one must seek the truth in simplicity
and think only of the music ' is a key to the man
and artist.
Casals finds and reveals the truth, with a

perfection as vibrant with life as it is impeccable
in technique.

NEW BAX SYMPHONY By Robert Hull
TJie first performance of Bax's Sixth Symphony, conducted by Sir Hamilton

Harty, will be broadcast on Thursday (Regional)

ANEW symphony by Arnold Bax is alwaysa great event. The Third has become a
warm favourite at the Proms, and the [composer
can count upon many interested listeners when
the Sixth receives its first performance under
Sir Hamilton Harty at the Royal'Philharmonic
Society's concert on Thursday evening.
It may be helpful to say a word first about

the style of Bax's five earlier symphonies.
Rich in variety, quite distinct from one another
in character, there may seem, at first sight,
nothing about them which can shed light on
the Sixth. Yet Bax's symphonies do, in fact,
hang together in a logical order from which
only the Fourth stands apart. They even have
obvious points in common. All are written
in three movements, and all are remarkable for
the Celtic flavour of their richly romantic
invention. Their orchestration is unfailingly
brilliant. None has any kind of external
programme except the Fourth, part of which
is inspired by the sea.
A kind of inner programme unites the first

three symphonies in a special bond. The
First propounds a set of emotional problems
which are stated with harshness and ferocity.
Then the Second Symphony, a brooding but
extremely powerful work, discusses the problems
stated by its predecessor, and the Third resolves
them with enchanting serenity and benevolence.

The Fourth Symphony, deliberately written
in a more pictorial style than the others, is
a robust and genial work with much of that
jollity which has made the ' Comedy ' Overture
so popular. The Fifth, too, is a benign work,
but much more introspective in feeling, and
stands closer to the Third Symphony than it
does to the Fourth. It is planned very simply
and economically, whereas the Fourth is luxu¬
riant and scored in an unusually lavish manner.

So we come to the Sixth, written in 1934.
The first two movements were composed in
London, and the third at Morar, Inverness-
shire, where Bax has found inspiration for so
much of his symphonic music. The three
movements of this work took him about three
months to score, and he employs, with wonderful
skill and effect, the usual resources of the
modern full orchestra. Each movement has
its own material ; indeed, it is only in the
Second Symphony that Bax makes much use
of themes common to the whole work.
The general design of the Symphony is easy

to follow, and the themes are worked out with
a directness which should give no trouble at first
hearing. Once again, tbere is no kind of
programme attached to the music. The léngth
is roughly similar to that of the other sym¬
phonies. Bax has dedicated the Sixth to
Adrian Boult, who,has worked indefatigably in

making the composer's works known to a wider
public.

' Very fierce and severe ' is the description
given of the opening movement, and that remark
applies also to the general mood of this vivid
and sinewy work. The first movement, whose
main section is in simple sonata form, opens
with a few pages of sombre introduction. The
atmosphere is bleak and full of dramatic sus¬
pense. A point worth noting in this introduction
is an oft-repeated figure of six notes which is
used a great deal throughout the movement.
Soon the music rises to a strong climax and

, rushes impetuously into the ferocious Allegro
which forms the body of the movement. This
tempestuous mood is maintained with little
respite, for the development section is given
almost entirely to the passionate opening theme
of the Allegro, but listeners will not miss the
more peaceful second subject whose appearance
on three flutes can be easily recognised.
Little need be said about the graceful and

melodic second movement which is intended
as a complete contrast to the vehemence of
the first. The last movement takes an original
form. It is called ' Introduction—Scherzo and
Trio—Epilogue ', and the whole of this section
is influenced by a six-note motto (different
from that heard in the first movement) which is
given out by solo clarinet in the first two bars.
Disquiet and suspense mark the Introduction ;
ferocity dominates the Scherzo. But the harp
solo of the Trio is both simple and charming,
and the Epilogue, reached after a stupendous
climax in the development section of the
Scherzo, ends the Symphony on an idyllic note.


