
 



BRILLIANT RECORDS OF
OUTSTANDING INTEREST

These famous artists now record for DECCA
"PERMANENT" MUSIC PERFECTLY PERFORMED

SIR HENRY J. WOOD
CONDUCTING THE QUEENS HALL ORCHESTRA

(Leader : Charles Woodhouse)
K757/760 Beethoven Symphony No. 5 in C minor. Op. 67
K761 The Ride of the Valkyries (Wagner)
K762 Prelude in C sharp minor (Rachmaninoff)

Humoreske, Op. 101, No. 7 (Dvorak)
(both orchestrated by Sir Henry J. Wood)

K768 Toccata and Fugue in D minor (Bach arr. Klenovsky)
K767 Handel in the Strand—Clog Dance

(Grainger, orchestrated H. J. Wood)
Mock Morris (Grainger)

K763/4 Variations on a Theme of Haydn (Brahms)
K765/6 Song of the Rhine Daughters ( Wagner)

PROF. DR. WILLEM MENGELBERG
conducting the

CONCERTGEBOUW ORCHESTRA OF AMSTERDAM
K771 Alceste Overture (Gluck)

KATHLEEN LONG
AND THE BOYD NEEL ORCHESTRA

K772/774 Mozart Piano Concerto in A (K.414)
K784/5/6 Mozart Piano Concerto in E flat (K.449)

THE BOYD NEEL STRING ORCHESTRA
(Conductor : Boyd Neel)

(Solo Quartet : L. Wllloughby, D. Martin, M. Gilbert, P. Beavan)
K775/776 Introduction and Alie- K787/8/9 Divertiment! in D

gro for Strings (Elgar) (K.136) and in F (K.138)
F5365/66 St. Paul's Suite (Hoist) 10 inch, 1/6 each

To be published shortly
SIR HAMILTON HARTY

CONDUCTING THE LONDON SYMPHONY ORCHESTRA
(Leader : George Stratton)

K792 King Lear—Overture (Berlioz) K793 Marche Troyens (Berlioz)
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THE "WORLD'S BEST PIANO

ÏADEREW.SK1 Tie 'Piano was yuite wonderful.

?RTHUR RUBINSTEIN . . "it is quite impossible &r me toV say enough, about the Bôsendorfer Piano, tor to do itjustice,
would exhaust every superlative inthe dictionary" oi . 33
I MIL SMIER.. - . " The BôsendorferPiano has a, tone so—.

* - enchanting and subtle, and ofsuch gripping power that 1 am
absolutely carried away wvtL·lke intoxication of its sound.. . jx?

WIGMORE HALL
PIANO GALLERIES
32-40, WIGMORE STREET, LONDON. W. I.

B

Bôsendorfer
Established 1Ô2Ô

Appreciations from theWorlds Greatest Pianists.
HAROLD "BAUER . . . "ToplaycmaBosendorfcrisajcnpIt is an aristocratamong pianos." . or - » - y> ■ 3?
T)IISONI . . . The Piano was ideal and helped me togive—=>
JD expression to my highest conceptions". ox . ox

DOHNANYI. . . "1 have always preferred. Bôsendorfer-Pianos to any other instruments in the world . .

01RLOFF . . . "your wonderful Bôsendorfer Pianospermitrthe free interpretation ofmy innermost ideas " . y
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Outstanding Recordings by

PAU CASALS
Gavotte Valentini : Tonadilla de

Laserna Largo Vivaldi DAI 118

Spanish Dance (Rondo alia
Aragonesa) Granados, arr. Casals

Vito (Spanish Dance) Popper Op. 54
No. 5 DA1015

Andante Bach, arr. Siloti I j)g 1494
Suite in D—Aria Bach 1

WleuuetHaydn, arr. Piatti I
Requiebros (Lesl· DB1391
Compliments) Cassado J

Sonata in A major — Allegro and
Adagio Boccherini DB1392

Concerto — Grave ed)
espressivo Tartini I DB1400
Come, sweet death !
Chorale Bach, arr. Siloti J

Air and Variations on a Theme
from Mozart's " Magic Flute "
Beethoven with Cortot (pianist)

DA915-6

Sonata in A major Beethoven Op. 69
with Otto Schulhoff (pianist)

DB1417-9

Double Concerto in A minor
Brahms Op. 102 DB1311-4
with Thibaud (violinist) and
Casals Orchestra of Barcelona,
Conductor, Cortot

TRIOS With Thibaud (violinist)
and Cortot (pianist) :—

In C major Haydn DA895-6
No. 1, in B flat Schubert Op. 99

DB947-50

In D minor Mendelssohn Op. 49
DB1072-5

In B flat "Arch-Duke" Beethoven
Op. 97 DB1223-7

In D minor Schumann Op. 63
DB1209-12

From To-night's Programme
SCHUMANN — Concerto in A

minor. Cortot and the London
Philharmonic Orchestra con¬

ducted by Sir Landon Ronald
DB2181-84

DA Records, 4/-

ELGAR — Enigma Variations,
Op. 36 Royal Albert Hall Orch¬
estra, conducted by the
Composer D1154-57

D & DB, 6/- each

99"His Master's Voice
Records—true to life

Pake a new Record home this week !
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Queen's Hall
Sole Lessees: Messrs. Chappell and Co. Ltd.

Symphony Concert
Wednesday 20 November 1935 at 8.30 p.m.

FOURTH CONCERT

Programme
Symphony in F minor VAUGHAN WILLIAMS

Born 1872
Concerto in B flat, for Violoncello

and Orchestra BOCCHERINI
1743-1805

INTERVAL

Concerto in A minor, for Violoncello
and Orchestra (Op. 129) SCHUMANN

1810-1856
Variations on an Original Theme

(Enigma) (Op. 36) ELGAR
i857-i934

solo violoncello : Pau Casals

The B.B.C. Symphony Orchestra
Leader: Arthur Catterall Organ: Berkeley Mason

conductor: Adrian Boult



Punctuality at Broadcast Concerts is more than usually neces¬
sary, and for that reason encores cannot be permitted. Patrons
are asked to assist by being in their seats in good time before
concerts begin and after intervals.
Following the usual custom, doors will be shut during items.

* * *

In accordance with the requirements of the London County
Council :

I. The public may leave at the end of the performance or
exhibition by all exit doors, and such doors must at that time
be open.

II. All gangways, corridors, staircases, and external
passageways intended for exit shall be kept entirely free
from obstruction, whether permanent or temporary.

III. Persons shall not be permitted to stand or sit in any
of the gangways intersecting the seating or to sit in any of
the other gangways. If standing be permitted in the gang¬
ways at the sides and rear of the seating, it shall be limited to
the numbers indicated in the notices exhibited in those
positions.



ANALYTICAL NOTES

BY D. MILLAR CRAIG
♦ (COPYRIGHT BY THE B.B.C.)

I Symphony in F minor Vaughan Williams
Allegro
Andante moderato
Scherzo—
Finale (Allegro molto) con Epilogo Fugato

(The audience is requested to refrain from applause between the
movements.)

Note by the Composer

I.

Two principal themes run through this Symphony:—

and

(Incidentally this is not the BACH theme which in this key would
run) : —

The (A) theme appears first as the tail-end of the opening subject o£
the first movement, thus

Two other phrases complete the first group o£ •subjects :—

rîfi? tl, íi 'i- r i¥ d fiïfr
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and the following version of (B) :—

Then follows a long cantilena, played by the upper strings, accompanied
by repeated notes on the wind : —

«

I

This leads to the key of D major and the following new theme :—

which is expanded for about forty bars and is interrupted by a passage
founded on the opening subject which eventually transforms itself into
the following version of (A) :—

j 1 i" T
There is no complete recapitulation of the first subjects, but after a few
bars suggestive of the opening, the cantilena passage follows imme¬
diately, this time in the bass, with a counter melody in the treble.
This works up to a fortissimo. The music then dies away, and ends
with a soft and slow repetition of the D major theme, this time in
D flat.

II.

The second movement has for its introduction a passage suggested
by (B). The principal theme which follows is played by first violins
over a pizzicato bass :—

fo't i J >r
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Then follow two episodes, during the second of which the intro¬
ductory passage is also heard :—

The first half of the movement ends with this cadence figure :—

Flute

Then after another episode there is a shortened recapitulation. The
final cadence figure extends itself into a cadenza for the flute, under
which (A) is heard on the muted trombones.

in.

The principal theme of the Scherzo is:—

played on the bassoons. This is of course a version of (B). (A) is also
heard in the course of the movement. Then over the following rhyth¬
mical accompaniment :—

comes a theme which eventually takes this form :—



The trio of the Scherzo is a jugato on this subject :—

After a re-capitulation of the Scherzo a long crescendo on a pedal leads
direct to the Finale.

IV.

This opens with a more energetic version of the cadence figure from
the second movement :

This has, as a dependent theme, a melody for the wind over what is
known in professional circles as an "oompah" bass :—

A further theme is the following :—

which grows into this: —

y J J ftf i r~> f i r i* r i

Instead of a development there is a long passage founded on the first
three bars of the "dependent" theme. Then a suggestion of the end
of the first movement, and then another long pedal leading, back to
the recapitulation.

The subject of the fugal epilogue is (A), played first on the trom¬
bones and then heard both in its original form and inverted, combined
with the other subjects of the finale. The work ends with a reference
to the opening bars of the first movement.

The Symphony was sketched in the end of 1931 and the beginning
of 1932, and was completed in 1934. It is dedicated to Arnold Bax.
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Concerto in B flat, for Violoncello and Orchestra Tdoccherini
Allegro moderato
Adagio
Rondo: Allegro

Solo Violoncello PAU CASALS

(The audience is requested to refrain from applause between the
movements.)

'Cellists and the more enlightened lovers of chamber music have always
held Boccherini in an affection rather like that which gave Haydn his
name "Papa", but the world at large has known him for generations
past almost solely by one slight piece. Typical as the Minuet is of his
gracious manner, it is a very small sample of the work of so prolific
a composer as he was, giving no more than a hint of the native Italian
lyricism from which his inexhaustible flow of melody was born. One
of the classical masters who was at the same time a pioneer of romantic
music, he had a big share of his own in the development of instrumental
style, helping its progress from the simplicity of the early eighteenth
century to the brilliance it reached by the opening of the nineteenth.
Besides the fertility of invention which invoked the phrase that he was
a fountain whose tap it was necessary only to turn to set free a stream
of melody, he was endowed with a native sense of artistry, an instinctive
feeling for design so that he could contrive constantly to vary his mode
of expression within the smallest, most compact, frameworks, and a
spirit at once exuberant and sensitive, which make almost all his music
ring true : it is music for its own sake, and of its own simple, often
naïve, order, wholly enjoyable music. A great 'cellist, one of the greatest
in history, he was also a master of music,—no mere composer for his
instrument.

A contemporary of Haydn,—born eleven years later, he died four years
before Haydn,—Boccherini knew better than most musicians of that
day the ups and downs of fortune which patronage and the loss of it
can mean. A brilliantly successful youth, chiefly as performer but with
a beginning as composer too, and the favour of more than one Court in
the heyday of his fame,—Paris, Madrid, and Potsdam all did him
honour,—did not avail to save him from want at other times, and
his last years were spent in such distress as only a noble spirit like his
could have borne with courage.

How much music he left is even now not known with certainty.
The French enthusiast Picquot, who did so much to restore Boccherini's
music to the favour it had enjoyed in his own day, gives a list of 366
instrumental works, including over 150 quintets and 91 quartets as well
as a number of vocal works ranging from opera to a "Stabat Mater".
Later researches have both added to and taken away from that total,
as still other works were unearthed and the authenticity of some dis¬
proved, and the number must be about 400, a truly imposing volume of
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music, almost all of it on a plane not much lower than Haydn's.
Except for its parts in his chamber music, his own instrument claims
but a small share of that vast output, and only three concertos for
'cello are known. This one in B flat is one of the treasured MSS. in
the archives of Milan Conservatoire.

Laid out for only two oboes, two horns, and strings along with the
solo 'cello, it begins with a short tutti, foreshadowing the principal
theme of the first movement. When the soloist enters, he has it in this
foim :—

Embellishments of that lead quite soon to :—

and, after an echo of the opening, to a brilliant passage of double
stopping and arpeggios in which all the riches of the 'cello are used with
fine effect. The movement is in a concise sonata form, with a short
recapitulation, the usual cadenza and a brief ritornello.

Only two bars of tutti serve to introduce the noble melody for the
solo instrument which makes up the adagio : —

a short but eloquent movement in which the solo voice is accompanied
only by strings.

Two bars are again all the introduction to the last movement, a Rondo
on this sturdy theme :—

so straightforward is it, so deftly is the theme brought back each time
after episodes which exploit the whole range of the 'cello's capabilities,
that it would gain nothing by further dissection. As in the first move¬
ment, a cadenza before the close gives full opportunity for the soloist
to indulge his own fantasy.

INTERVAL OF FIFTEEN MINUTES

IO



Concerto in A minor, for Violoncello and Orchestra
(Op. 129) Schumann

Nicht zu schnell—Langsam—Sehr lebhaft
Solo Violoncello PAU CASALS

(The audience is requested to refrain from applause between the
movements.)

The 'cello has been so shabbily treated on the whole by the great masters,
that its few concertos are held in a warmer affection than their own

worth sometimes deserves. Schumann's is not counted as one of his
greatest works, but the beautiful slow movement is a very fine example
of the long-drawn melody which he had at command when he chose.
And the other movements too, though not always what players call
"grateful", have many passages of noble eloquence and strength. It
was composed in 1850, soon after Schumann and his wife went to
Diisseldorf, for him to take over the post of conductor of the local choir
and orchestra. He was delighted with both, and the welcome given to
the two on their arrival was of the kind which Rhinelanders can organize
as well as anybody in the world. Serenades were played to them more
than once in their first few days in the town, and they were invited to
a concert and banquet, which began with Schumann's own Overture
to "Genoveva" and included three of his songs and part of the Cantata
"Paradise and the Peri". There was a supper of three courses and between
each two there was music and a toast, and the evening closed with a
ball. Frau Schumann's diary hints that the fare provided was none too
lavish, but that the speeches made up in generosity for any shortcomings
of the viands.

Schumann's post gave him chances, such as he had not enjoyed
before, of hearing his own orchestral music played as soon as it was
ready : it demanded no more of his time, besides, than he was ready to
give to it, and everything promised to go well for him. The concerts,
in his first season, drew bigger and more enthusiastic audiences than
they had yet done, and Schumann's innovation, the devoting of one of
them to the music of contemporaries, was as successful a venture as it
was then unique. But, with all his knowledge and enthusiasm, he was
not a good conductor : some of us are old enough to have had friends
who remembered playing under him, and they were all agreed about
that, however warm their admiration for his gifts, their affection for
himself. The Düsseldorfers gradually began to be dissatisfied with his
work, and to say so, with the unhappiest results on Schumann's health
and spirits, and his stay in the town came to an end with the beginning
of the mental disorder from which he never recovered.

But it was before clouds had begun to appear over the horizon, in
the days which a congenial task and good friends were conspiring to
make one of the happiest periods in his career, that the 'cello concerto
was composed : it is easy to hear in it something of Schumann's own



generous response to the warm-hearted kindliness which surrounded
him. It is played without a break, the movements leading one into
another. The first is begun, after four introductory bars, by the 'cello,
with this big theme :—

Accompanied only by strings, it is the beginning of an impressive solo
passage, and then the orchestra follows with : —

It is a short tutti, and when the soloist enters, at the end of it, he takes
charge of the movement, with only momentary interruptions, to its
brilliant close in major. It is all perfectly clear. A brief modulation takes
us to F major, for the 'cello to begin the expressive slow movement :—

A momentary reminder of the first movement begins an accelerando
which leads, through an unaccompanied solo passage, to the lively last
movement. After six bars of prelude, the 'cello begins :—

The exuberance of that is broken in upon twice by :—

but otherwise it is the energy of the opening which prevails. Like the
first, the movement closes in major, and, just before the end the soloist
has a bold, sweeping cadenza, with slender orchestral accompaniment.
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Variations on an Original Theme (Enigma) (Op. 36) £lgar
Enigma : Andante

2. (H.D.S-P.) Allegro
3. (R.T.B.) Allegretto

i. (C.A.E.) L'istesso tempo 8. (W.N.) Allegretto
9. (Nimrod) Adagio

10. (Dorabella) Intermezzo :

4. (W.M.B.) Allegro di molto
5. (R.P.A.) Modçrato
6. (Ysobel) Andantino
7. (Troyte) Presto

Allegretto
11. (G.R.S.) Alleg.ro di molto
12. (B.G.N.) Andante
1:3. (# * *) Romanza : Moderato

14. (E.D.U.) Finale : Allegro

The Enigma is a double one. Elgar made it known when the work
appeared that the theme on which the Variations are founded, goes in
double harness, like a counterpoint, with another and well-known tune,
one which does not itself appear at any point in this work. Much labour
has been spent in trying to discover what that tune is, and more than
one painstaking enthusiast would have us believe that he has found it.
But not even by calling to his aid counterpoint and harmony at which
Elgar would have cried out in horror, has any one succeeded in making
his solution seem remotely possible, and it is safe enough to assume that
the secret will remain for ever Elgar's, as he no doubt meant it to do.
He was always best pleased when his riddles remained unguessed.

The other part of the enigma consists in initials or invented names,
standing, at the heads of the several variations, denoting what Elgar
called in the dedication, "my friends pictured within". It is known by
now who they all are—or were—and in every case the music hits off the
personality with a sympathetic insight, as we are told by those who
know the idiosyncrasies portrayed, and with a deft and skilful hand,
as anyone may hear for himself. But, except to those with first-hand
acquaintance with Elgar's circle of friends, it can add nothing to the
enjoyment or interest of his music to be told of the characteristics or
the foibles which inspired this or that variation. Elgar wished, in any
case, that the listener should hear this work as music, without having
either part of the enigma in mind. In a programme note of 1910, he
said himself "the variations are not all 'portraits'; some represent only
a mood, while others recall an incident known only to two persons". It
may, none the less, add to the hearers' appreciation of the grave beauty
of Variation I, to recall, what most people no doubt know, that its
initials stand for the late Lady Elgar : the variation is indeed an elo¬
quent tribute.

But how right Elgar was himself in wishing to have this music heard
for its own sake, is long ago recognized. It is among the best beloved
orchestral pieces in the world, one whose crystal freshness and beauty,
whose serenity and good humour and thoughts of twilight wistfulness,
can never lose their eloquent appeal. First performed in 1899, in
London, with Hans Richter conducting, it was given later in the same
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year at the Worcester Festival. It soon made its way abroad also, and
was among the first things which made the rest of Europe realize how
important a place in the music of our time was to be taken by an
English master of his craft.

The theme is in two parts. The first, for strings, is in minor, with
a characteristic drop of a seventh which reappears in many of the trans¬
formations it afterwards undergoes : the second, with wood-winds and
horns added to the strings, is in major, with a threefold crescendo and
diminuendo prominent in its make-up. The first part is repeated after
the second, with some harmonic and instrumental embellishment,
ending, as it did at first, on the major chord :—

Variation I. (C.A.E.), following the Theme without a break, gives
us a beautiful rhythmic transformation of it, with a change of key in
the second part to E flat. It includes an ingenious contrapuntal weaving
together of two fragments of the major half of the theme, but it is
its delicate beauty, the impressive climax to which it rises, and the
serenity of its flowing return to G minor, and then to the major, which
are memorable, rather than the skill of its building. It is music to which
no mere words can add anything.

In complete contrast to the mood of the first, Variation II. (H.D.S-P.)
is in a lively 3-8, with a staccato semiquaver figure running through it.
After violins have opened it, a version of the Theme's first section is
developed in the bass, concluding with an emphatic entry of the
timpani.

Variation III. (R.B.T.) is an equally playful allusion to another friend.
The oboe presents the theme in this guise :—

and bassoons join in the fun later.
Not until Variation IV. (W.M.B.) is the whole orchestra called into

action. The Theme is transformed into a bustling, vigorous 3-4, and
the rhythm of the second section becomes in each bar a minim and two
quavers. When the first section returns, a delightfully whimsical effect



is made by having the wood-winds play the Theme in canon, leading
to a boisterous close.

After the frank merriment of those, Variation V. (R.P.A.) presents
a character whose moods of gaiety were ripples on the surface of a deep
and serious feeling for beauty. Above part of the theme in the bass, a
new C minor melody appears :—

with a merry figure on the oboes, echoed by other instruments, breaking
in on its gravity. Theme and counterpoint afterwards change places,
and soft trombone harmonies make an expressive close.

Variation VI. (Ysobel) follows it without a break, bassoon phrases
recalling the Theme and forming the accompaniment to a contemplative
melody for viola : the friend portrayed here is a viola player.

Variation VII. (Troyte), suggests a mood of vigorous banter, and a
bold drum-figure, derived from the first part of the Theme, is prominent
in it. Wood-winds and violas have the chief say at first, followed by
basses,—string, wood, and brass. A strong climax is made from the
second part of the theme, with the brasses adding their weight to it,
and a rush of strings with an emphatic close by the drums says "Good¬
bye" to the sturdy Troyte.

An admirable foil to his C major is furnished by the serene grace of
Variation VIII. (W.N.) in G. Clarinets in sixths begin it with this form
of the first part of the Theme :—

to which the strings reply. With the second part a thought of merri¬
ment breaks in on the sedate mood of the opening, and the first phrases
afterwards become the bass. At the end, violins hold on a quiet G
which becomes the major third of E flat, the key of

Variation IX. (Nimrod), the one which was played with so profound
an impression when the B.B.C. announced the master's death. The
Variations were played in January 1910, with Richter conducting, at
a Memorial Concert for the late Mr. Jaeger, and for that concert Elgar
wrote a programme note from which a line has already been quoted
above. Of this Variation he said "something much more ardent and
mercurial would have been needful to portray the character of A. J.



Jaeger* (Nimrod). The Variation bearing this name is a record of a
long summer evening talk, when my friend grew eloquent on the
grandeur of Beethoven, and especially of his slow movements. A refer¬
ence to the Adagio of the Pathétique sonata is therefore seen in the
opening bars of the Nimrod Variation." More than that need not be
said of the noble dignity and the deep feeling of the tribute which this
Variation is.

Something of the whimsical grace and charm of the eighth variation
returns with Variation X. (Dorabella), in G major. It has for sub-title
"Intermezzo", meaning that the series of variations breaks off here for
a little excursion away from the main road on which we are being led.
Surrounded by little elfin figures on muted violins, there is a quiet viola
solo :—

at the end of which the other violas join. Another strain of melody
breaks in twice before the movement floats away into silence.

Variation XI. (G.R.S.).—The initials are those of the late Dr.
Sinclair, for many years organist of Hereford Cathedral and conductor
of Three Choirs Festivals, but his bull-dog is the central figure of the
Variation rather than he. Elgar found it difficult, however, to make up
his own mind whether that should be explained to listeners. On one
proof of a note on the Variations, submitted for his approval, he sug¬
gested that the incident of the dog's falling into the Wye, paddling
vigorously against the stream until he found a landing-place, and
barking joyously as he emerged to shake himself, was too frivolous to
be repeated. It was accordingly omitted on the next occasion on which
a note was written for a B.B.C. performance of the Variations, and
that time the proof came back with this query in Elgar's big writing in
the margin—"What about Sinclair's dog?" The listener may well be
left to decide for himself whether a cathedral organ or a bull-dog
inspired this music from one who loved, each in its own way, organs
and dogs. What matters more than either is that it is music.

Variation XII. (B.G.N.) is in elegiac mood, with a beautiful melody
for the 'cellos, a wonderful transformation of the Theme, the second
part of it doing duty mainly as accompaniment to the violas. When
the 'cello melody is repeated, the first violins join them with poignant
effect. A solo 'cello, which introduced the variation, also leads it,
without a break, into the next.

Variation XIII. (* * *), has, like No. X., a sub-title "Romance",
though its relation to the Theme is more easily discerned. The friend
portrayed here was at sea when the Variations were composed, and that

* "Jaeger" in German means "hunter"; hence the name "Nimrod."
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is vividly suggested in the swaying string accompaniment to the melody

The thought of sea-faring is emphasized by a drum figure which
suggests the throb of a liner's engines and by a quotation from
Mendelssohn's "Calm Sea and prosperous Voyage".

Variation XIV. (E.D.U.) was meant at first to be called "Finale", and
the decision to make it No. XIV., so Elgar told the friend who is
depicted in Variation IX, was taken only in deference to the prevailing
superstition about the number thirteen. It is, none the less, a real finale,
gathering up the threads of the whole series into a splendid unity.
References to Variations I. and IX., whose subjects were among the
greatest influences in the composer's life, lend it, and so the whole
work, something of personal meaning. But besides that, and tran¬
scending it, the Variation is a noble summing up of all that has gone
before, ending on a note of splendid exaltation.
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Diploma Examinations are held
periodically all over the Country.

Full particulars on application to the
Secretary, Trinity College of Music,

Mandeville Place, W.l.

Telephone - - - WELbeck 5173.

Send for
a copy of
our new

Catalogue

EMG

lirui TjioW
or know when it is
well played, you will
be sensitive to all
the finer points that
mark a good perfor¬
mance. But can you
hear these finer
points on your radio
set at home? Can
you re-create from
records the very life
of the music, and
every nuance in the
playing ? If you
seek the best

DAVEY
RADIO

HAND - MADE GBAMOPHONES, LTD.
11 GRAPE STREET LONDON, W.C.2
(behind Princes Theatre) Temple Bar 7166
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BECHSTEIN
the pi
the fi

id />1taño usea by
amous u)hen

BROADCASTING
FOR RECORDING

AT THEIR RECITALS
IN THEIR HOMES

^f^ruly an instrument
for any occasion

Qdfmte for full particulars
28 BROOK STREET, LONDON, W.I



THE QUEEN'S HALL, LONDON, W.i
sole lessees: messrs. ghappell and co., ltd.

B.B.C.
SYMPHONY
CONCERTS

Season 1935-36

Next Concert
WEDNESDAY 27 NOVEMBER

AT 8.3O P-M.
HAYDN Symphony No. 104, in D (London)
BEETHOVEN Concerto No. 4, in G, for Piano¬

forte and Orchestra
ARTHUR BLISS Music for String Orchestra
SCHUMANN Symphony No. 1, in B flat

MYRA HESS

The B.B.C. Symphony Orchestra
(leader: arthur catterall)

Conductor:

ADRIAN BOULT

The Prospectus, giving the remaining programmes of
the Season, may be obtained at the Box Office during

the interval of to-night's concert

TICKETS (including Tax)
(Reserved) Stalls io/-, 7/6, 6/-, 4/- Grand Circle 10/-, 7/6, 6/-
(Unreserved) Balcony 3/- Area 2/-

May be obtained from The Box Office, Broadcasting House, W. 1
(Welbeck 4468) ; Chappell's Box Office, Queen's Hall, W. 1

(Langham 2823) : and the Usual Agents.
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SINCE 1858 Monington &Weston have been making
fine pianofortes. But within

the last six years, perhaps, no
other piano has become so
identified with the modern

vogue in small drawing-room
instruments for the restricted
homes and purses of to-day.
Among our wide range of Grand and
will find the instrument of his dreams
The famous "TUPLEX FRAME " in all
Tone Volume, amazing in pianos of
UPRIGHTS from 31 gns. (cash prices),
and reputable Pianoforte Dealers, on
The model illustrated is the beautiful

Upright pianos, every music lover
.... in design, tone and touch,
these instruments produces a Rich
this size. GRANDS from 52 gns.

Obtainable at all London Stores
convenient Hire Purchase Terms.
"David" Baby Grand in Sycamore.

PIERCEFIELD STREET, MALDEN ROAD, LONDON, N.W.5
Telephone: GULIIver 4477/8 Telegrams Monwestone, Kentish, London



The Choice of
THE B.B.C.

All the Moderns
count Tradition meaningless unless
it carries with it the vital confirmation
of To-day's approval. And rightly
so. In the realm of music, more than
elsewhere perhaps, this questing spirit
has achieved its greatest expression :
established new standards of excel¬
lence: and led to the inevitable
supremacy of Challen—the piano of
the B.B.C.

Let us demonstrate the Home
size Grand with its new

Double Overstrung Scale
available on Convenient
Deferred Terms.

Full particulars from
CHALLEN PIANOS LTD

13 & 14 HANOVER STREET, REGENT STREET
LONDON, W.I Telephone: MAYfair 4218

Published by the British Broadcasting Corporation. Broadcasting House, London, W. 1.
Printed by Baines & Scarsbrook. Ltd.. 75 Fairfax Road, London, N.W.6.
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