
This chapter contains commentaries on individual works by Percy Grainger, 

consisting of notes on sources of the music, various arrangements that Grainger 

"dished up" of each work, and other criticism. The individual sections are taken from 

writings by various critics and musicologists and by Grainger himself. At the end are 

two Appendices, consisting of Grainger's own notes and suggestions on how his (and 

other) music should be composed, played, orchestrated, and interpreted. 

[Works are discussed in alphabetical order, from Air and Dance to Zanzibar Boat 

Song.] 

[NOTE: THIS ONLINE VERSION IS CURRENTLY "TEXT ONLY." IN THE 

PRINTED VERSION, THERE ARE NUMEROUS ILLUSTRATIONS FROM 

MUSICAL SCORES AND OTHER MUSICAL EXAMPLES. THESE HAVE TO BE 

SCANNED SEPARATELY AND WILL BE ADDED AT A FUTURE DATE. 

[Footnotes in the original printed version are, in this online version, embedded in the 

text, in [boldface, surrounded by square brackets]. 

To help you find individual works that are discussed, the following list shows the 

alphabetical range of names of works, which are in alphabetical order, described on 

each Web page. For example, to find Blithe Bells, click on the entry for the first page, 

which contains all works from Air and Dance to Carman's Whistle. You can also refer 

to the Table of Contents for the entire book for guidance. (Unfortunately, this method 

of finding the correct page is of less help for pieces that are parts of longer works. For 

example, Lincolnshire Posy consists of arrangements of six separate songs, Lisbon, 

Horkstow Grange, Rufford Park Poachers, The Brisk Young Sailor, Lord Melbourne, 

and The Lost Lady Found. This is a problem in the printed version, too. To find these 

individual entries requires a greater use of the "Search" function of your browser.) 

1. Air and Dance (Frederick Delius)-Carman's Whistle (William Byrd) 

2. Children's March (Over the Hills and Far Away)-Father and Daughter (Fadir og 

Dóttir) 

3. Fisher's Boarding House-Hermundur Illi (Hermund the Evil) 

4. Hill Song No.1-4 Irish Dances 

5. Irish Tune from County Derry-Let's Dance Gay in Green Meadow ('Neath the 

Mould Shall Never Dancer's Tread Go) 

6. Lincolnshire Posy-March (J.S. Bach) 



7. Marching Song of Democracy-Peace 

8. Piano Concerto Movements (Grieg, Rachmaninoff, Schumann, Tchaikovsky)-

Spoon River 

9. The Sprig of Thyme-There Was a Pig Went Out to Dig or 'Christmans Day in 

the Morning' 

10. They Were Three Friends-Zanzibar Boat Song 

11. Appendix I: Additional Comments on Instrumentation, etc. [by Grainger] 

Appendix II: Some Advice to Piano Students [by Grainger] 

Sources for Section 4 

 

 

 

[The following note is part of the original printed version.] 

NOTE: In addition to including the composer's own descriptive program notes (and 

notes by many others), this section gives some of his performance directions and 

many of his indications for possible vocal and instrumental combinations for a given 

work. Although this can result in a duplication of some material (the scoring is also 

detailed in Chapter 2, Catalog of Works--above), the repeated mention of instrumental 

flexibility seems justified insofar as the stress which Grainger himself placed on 

writing or adapting music that nearly everyone might be able to play is, after all, such 

an important aspect of his compositional aesthetic (or philosophy) and style. Percy 

Grainger was, musically, an authentic "democrat "--one who intended to write, not for 

the few, but for the many; and not only for expert orchestras and soloists, but also for 

school and amateur groups and players. (Ed.) 

AIR AND DANCE (Frederick Delius)--piano solo 

"Frederick Delius was a long-standing friend of Grainger, and Grainger was a great 

champion of the older man's music, arranging for two pianos both the Dance 

Rhapsody No. 1 and the Song of the High Hills (to Delius' great delight). Just how 

much Delius' lush chromaticism influenced Grainger's own harmonic language is to 

be heard in his arrangement of Delius's Air and Dance. The piece plays continuously, 



the 'Dance' growing naturally out of the 'Air' and retaining the Air 's characteristic 

rhythmic outline of a strong first and third beat in the melody with accompanying 

chords on the second and fourth beats."--John Pickard (Piano 4). 

ALLELUIA PSALLAT (Alleluia let us sing)--3-part motet 

[Edition for voices and harmonium or organ ad lib. ("8 foot tone if accompanying 

Women's (or Children's) voices; 16 foot tone if accompanying Men's voices; 8 & 

16 foot to ne if accompanying Mixed voices"), published by G. Schirmer, 1943. 

(Ed.)] 

English Gothic Music, edited by Dom Anselm Hughes and Percy Grainger 

Grainger: "Date: Late 13th cent. Original MSS.: Bodl. MS. Lat. Liturgy d20, f 20v, 

and Magdalen Coll. Oxf. MS. 100, f.i. Published in Worcester Mediaeval Harmony by 

Dom Anselm Hughes (The Plainsong and Medi‘val Society). He re presented one 

whole tone higher than original key. "Transcribed from the original manuscript by 

Dom Anselm Hughes, O.S.B. Edited for practical music-making by Percy Aldridge 

Grainger. English text transcribed from the Latin original by Percy Aldridge Grainger. 

"Possible combinations of voices, etc.: 

for 3 single Women's (or Children's) Voices or 3-part Women's (or Children's) Chorus 

(S, M-S, A), 

or for 3 single Men's Voices or 3-part Men's Chorus (T, Bar, Bs), 

or for 6 single Mixed Voices, or 6-part Mixed Chorus (S, M-S, A, T, Bar, Bs). 

"Any of the above combinations of voices may be accompanied by Strings, or by 

Winds, or by Combined Strings and Winds. (See Full Score for all Instruments.) 

When instrumentally accompanied the voices may be silent during the first measure 

and (if wish ed) in phrases sung on 'A' ('Ah'). 

"Passages with brackets above them should be sounded prominently--louder than the 

other voices at the moment. All smaller-printed notes are examples of the so-

called plica, i.e. a note to be sounded lighter (softer) than the surrounding note s. (In 

English folk-singing this treatment is often given to 'scale-filling' notes--those notes 

that, added to a gapped scale [2-tone, 3-tone, 4-tone, 5-tone, 6-tone scale], turn it into 

a filled-out 7-tone scale or mode [such as the major scale, or th e Dorian or 

Mixolydian modes]. Apparently the folk-singer feels the gapped-scale intervals as 



fundamental and still regards the filling-out intervals as mere 'interlopers', auxiliaries 

or embellishments.) 

"[Headnote:] Exultantly, with strong rhythmic pulse." 

ANDANTE CON MOTO; PEACE; SAXON TWI-PLAY--piano solo 

"[These] three miniatures are all juvenilia. They were written between 1897 and 1899 

as `gifts to mother' and demonstrate an already highly individual attitude to harmony 

and piano writing."--John Pickard (Piano 1). 

ANGELUS AD VIRGINEM (The Annunciation Carol)--chorus 

[Edition for chorus and harmonium or organ ad lib. ("8 foot tone if 

accompanying Women's (or Children's) Voices; 16 foot tone if accompanying 

Men's Voices; 8 & 16 foot ton e if accompanying Mixed Voices"), published by 

G. Schirmer, 1943. (Ed.)] 

English Gothic Music, edited by Dom Anselm Hughes and Percy Grainger 

Grainger: "Dates from c.1200, perhaps earlier. Original MSS.: 1-part (13th cent.) 

containing the Latin & Middle-English texts, British Museum, Arundel 248. 

(Facsimile published in Early English Harmony, vol. I, The Plainsong & Mediaeva l 

Music Society.) 2-part (13th cent.) from the British Museum, Cottonian MSS. 3-part 

(c.1360) from the Dublin MS in Cambridge University Library, Add. 710 (Facsimile 

published in Early English Harmony, vol. I). Here presented one fifth higher than 

original key of Arundel MS. 248. 

"Transcribed from the original manuscripts by Dom Anselm Hughes, O.S.B. Edited 

for practical music-making by Percy Aldridge Grainger. Modern English translation 

(of original Middle-English text) by Percy Aldridge Grainger and Dom Anselm 

Hughes, O.S.B. 

"Possible combinations of voices, etc. 

for 3 single Women's (or Children's) Voices or 3-part Women's (or Children's) Chorus 

(S, M-S, A. Note special staff for Verse 4.) 

or for 3 single Men's Voices or 3-part Men's Chorus (T, Bar, Bs. Note special staff for 

Verse 4.) 



or for 6 single Mixed Voices or 6-part Mixed Chorus (S, M-S, A, T, Bar, Bs. Note 

special staff for Verse 4.) The 'scoring' for this 6-part performance--i.e. the allotment 

of sections to changing groups of voices--is indicated in Capital l etters inside square 

brackets, as [MEN], [WOMEN or CHILDREN]. 

"N.B. In all the combinations the Mezzo-sopranos and/or Baritones (since they carry 

the melody) should be more prominent (if possible more numerous) than the other 

voices. "Any of the above combinations of voices may be accompanied by Strings, or 

by Winds, or by Combined Strings and Winds. When thus instrumentally 

accompanied the voices should sing one half-tone higher than here printed. 

"[Headnote:] Lively, with dance-like lilt." 

APRÈS UN RÊVE (Fauré): see NELL 

AS SALLY SAT A-WEEPING--2 pianos (4 hands) 

"In 1924 Grainger published two folk-settings culled from earlier 

sketches: Hermundur Illi (Hermund the Evil) from the Faeroe Islands, and As Sally 

Sat a-Weeping from Dorsetshire, England. Both settings are quite short and stra 

ightforward. As is typical with Faeroe Island folk-tunes, Hermundur Illi is made up of 

irregular phrase-lengths: four seven-bar phrases and one of four." --David Stanhope 

(Piano 2). 

AT TWILIGHT 

Version for chorus 

Grainger: "For unaccompanied mixed chorus and a man's high voice single (tenor 

solo). Begun: October (or before) 1900. Ended: 5.7.1909. 

"Verses by **** ********* and Percy Aldridge Grainger: 

Away by the reefs of the Chilian Coast 

where the Southern Cross hangs low, 

and the sailor-folk of ev'ry land 

pass afaring to and fro, 

 

At even, when the cool sea-breeze 

relieves the tropic day, 

the lights of Valparaiso Town 

flash beckoning 'cross the Bay. 



 

At twilight hour, when tales are told, 

the souls of men arise 

that once o'er those wide waters roamed, 

and flock before our eyes: 

 

Like far-off sails, but dimly seen 

through haze of distant rain, 

so flit their spirits through our speech, 

our tales of mirth and pain. 

 

Ere yet their names are faded quite, 

forgot their phantom ships, 

we hail them o'er the gloom to live 

a moment on our lips." 

[Choral-vocal score for tenor solo, 2 female voices, 4 male voices and piano 

(pratice only) publ. by Schott & Co., 1913. (Ed.)] 

Version for piano solo 

[Note: This version appears to consist of the first 16 bars or so of the piano 

accompaniment, above--originally meant for practice only. John Pickard's notes 

for the recording by Martin Jones suggest that this piano solo version may have 

been inspired by a text other than that of the original choral version. (Ed.)] 

"Like Tiger-tiger [below], At Twilight is based on a choral setting of Kipling, from the 

`Rhyme of the Three Sealers': 

Away by the lands of the Japanese 

Where the paper lanterns glow 

And the crews of all the shipping drink 

In the house of Blood Street Joe, 

At twilight, when the landward breeze 

Brings up the harbour noise, 

And the ebb of Yokohama Bay 

Swings chattering through the buouys... 

"The work, written in 1900 and arranged in 1939, ends with a bluesy 'added sixth' 

chord, which, as Grainger mentions in the score, may have been the first time a 

composition ended in such a way."--John Pickard (Piano 4). 



AUSTRALIAN UP-COUNTRY SONG--unaccompanied chorus 

[Edition for 2 women's voices, 4 men's voices, and harmonium or pipe organ or 

piano (for practice only) publ. 1920 by G. Schirmer. (Ed.)] 

Grainger: "This piece (written for chorus in May, 1928) is based on a tune that I wrote 

in 1905, called 'Up-country song'. In that tune I had wished to voice Australian up-

country feeling as Stephen Foster had voiced American country-side fe elings in his 

songs. I have used this same melody in my Austrlian Colonial Song and in my 

Australian The Gumsucker's' March [for which see suite In a Nutshell]. 

"This choral version was first sung at my wedding to Ella Viola Ström at the 

Hollywood Bowl (California), August 9, 1928, by the exquisite Smallman a Cappella 

Choir." Additional note (September 1934): "[The text consists of syllables 'ta ta di ra 

da ta di ra dam ta' etc only.] "N.B. In writing for voices without words (whether using 

vowels such as 'ah' as in my setting of the Irish Tune from County Derry, or using 

'wordless syllables' such as those employed in this number), as I have done since 

about 1899, I h ave been swayed by such considerations as the following: 

1. That music carries its own special message to the soul--a message that is weakened 

if words (with their inevitably concrete thoughts, so different from the vague, cosmic 

suggestions of absolute music) are set to music. Therefore, poems se t to music should 

form only a part (though admittedly a very delightful part) of the totality of music, if 

music is to exert its full spiritualising influence. 

2. That it is a natural musical instinct (observable in children, living composers, native 

music, mediaeval European music, folk music, etc.) to sing on vowels, or to 

meaningless syllables. This habit is vocal in the extreme and it is misleading to 

describe such singing as 'using the voice like an instrument'. It should be remembered 

that all melodious playing on instruments (such as the opening phrase of 

Wagner's Parsifal Prelude) is merely an offshoot of vocal music. 

3. That experience proves that choirs develop a purer, richer and more voluminous 

sonority and a wider range of tonal contrasts when singing without words. 

"In stressing the antiquity, universality, normality and effectiveness of wordless 

singing, I am far from wishing to belittle the beauty and importance of vocal music 

with text. Surely music can only be the richer for practising both forms of v ocality--

the worded and the wordless." 

Glenn Cliffe Bainum version for wind band (as Australian Up-Country 

Tune, 1967) 



"Difficulty: medium easy. 

"This exquisitely beautiful lyric work, using the same tune as Colonial Song, has been 

well-scored by Bainum. Though short and technically rather easy, it demands great 

control and feeling for the slow, sustained line by both players and conduc tor. Highly 

recommended for development of sensitivitity, musicality and tonal finesse."--Joseph 

Kreines (GSJ IV/2). 

BALLADE 17 (Guillaume de Machaut)--arr. for chorus (1934) 

[Ms. copy courtesy Dana Perna. (Ed.)] 

Grainger: "From Publikationen Alterer Musik (edited by Friedrich Ludwig), I. 

Jahrgang, I. Teil, Breitkopf und Haertel, Leipzig, 1926. 

For 3 same-pitched voices: 3 soprano (transpose up); or 3 mezzo-sopranos; or 3 altos 

(transpose down); or 3 tenors (transpose up); or 3 baritones; or 3 basses (transpose 

down) 

or for 6 alike-pitched mixed voices (octave treatment): 3 sopranos & 3 tenors (sop. I 

& ten. I sing [Strand] A in octaves; sop. II & ten. II sing [Strand] B in octaves; sop. III 

& ten. III sing [Strand] C in octaves)(transpose up); or 3 mezzo-s opranos & 3 

baritones (m.-sop. I & bar. I sing A in octaves; m.-sop. II & bar. II sing B in octaves; 

m.-sop. III & bar. III sing C in octaves); or 3 altos & 3 basses (alto I & bass I sing A 

in octaves; alto II & bass II sing B in octaves; alto III & bass III sing C in 

octaves)(transpose down). 

or for mixed choir (octave treatment): sop. I & alto I (in unison) sing A; sop. II & alto 

II (in unison) sing B; sop. III & alto III (in unis.) sing C; ten. I & bass I (in unis.) since 

A; ten. II & bass II (in unison) sing B; ten. III & bass II I (in unis.) sing C. (The men's 

voices always sounding an octave lower than the women's, of course.) 

or for women's choir (blend treatment): sop. I & alto I (in unison) sing A; sop. II & 

alto II (in unis.) sing B; sop. III & alto III (in unis.) sing C. 

or for men's choir (blend treatment): ten. I & bass I (in unison) sing A; ten. II & bass 

II (in unis.) sing B; ten. III & bass III (in unis.) sing C. 

"Guillaume de Machaut [French, 1300-1377] (in addition to being one of the most 

inspired composer-geniuses of all time) was, in his age, as great an innovator as were 

Monteverdi, Wagner & Arnold Sch”nberg in their day. In many of his compositions 

(not ably in this Ballade No. 17) we hear a deeply romantic, dreamy, love-lorn mood 



that recalls Chopin & Cyril Scott. de Machaut was poet as well as musician, writing 

the words of his songs. The present rough English version of the text reflects the main 

tren d of his verse, but is not an exact translation of the old French original. "N.B. May 

be transposed into any suitable key. "[Headnote:] Lyrically, with a slow, gentle lilt." 

BEATA VISCERA (The Blessed Virgin)--3-part Conductus 

[Edition for chorus and harmonium or organ ad lib. published by G. Schirmer, 

1943. (Ed.)] 

English Gothic Music, edited by Dom Anselm Hughes and Percy Grainger 

Grainger: "Date: 13th cent. Original MS: Worcester Add, 68, xix a. Published 

in Worcester Mediaeval Harmony by Dom Anselm Hughes (The Plainsong & 

Mediaeval Music Society.) 

"Transcribed from the original manuscript by Dom Anselm Hughes, O.S.B. Edited for 

practical music-making by Percy Aldridge Grainger. Here presented in two keys. 

English text translated from the Latin original by Percy Aldridge Grainger. 

"D MINOR VERSION (key of the original). Possible combinations of voices, etc. 

for 3 single Men's Voices or 3-part Men's Chorus (High Tenor or Male Alto, T, Bs.) 

or for 3 single Mixed Voices or 3-part Mixed Chorus (A, T, Bs.) (The above 

combinations of voices may be accompanied by Strings, or by WInds, or by 

Combined Strings and Winds. See Full Score for all Instruments.) 

or for a single Low Voice (Woman's or Child's or Man's), singing the Alto part, 

accompanied by Harp (playing the Harmonium part as it stands) or Lute or Guitar 

(reading the Harmonium part one octave higher than it stands). 

"N.B. When instrumentally accompanied the voice, or voices, may sing throughout the 

whole piece, or may be silent during the first 5 bars, entering on the upbeat before [6], 

from there on singing to the first note of bar 22. All the accidentals , in both versions, 

are added by the editors, in conformity with the supposed practices of musica ficta. As 

these practices, as applied to music of this kind, are largely conjectural, the 

accidentals should not be considered authoritative. All accidentals within brackets 

may be ignored by those who prefer a more restful itnervallic impression. 

"[Headnote:] Gently flowing, not too slowly. 



"B FLAT MINOR VERSION (major third below original key). Possible 

combinations of voices, etc. 

for 3 single Women's (or Children's) Voices or 3-part Women's (or Chidlren's) Chorus 

(S, M-S, A), 

for 3 single Men's Voices or 3-part Men's Chorus (T, Bar, Bs.) 

or for 6 single Mixed Voices or 6-part Mixed Chorus (SD, M-S, A, T, Bar, Bs.). (The 

above combinations of voices may be accompanied by Strings, or by WInds, or by 

Combined Strings and Winds. See Full Score for all Instruments.) 

or for a single High Voice (Woman's or Child's or Man's), singing the Soprano part, 

accompanied by Harp (playing the Harmonium part as it stands or one octave lower) 

or Lute or Guitar (reading the Harmonium part as it stands). 

"N.B. The remarks about the voices (when instrumentally accompanied) not entering 

until the upbeat before [6], and about accidentals (musica ficta), that precede the D 

minor Version, apply also to this B flat minor Version. 

"[Headnote:] Gently flowing, not too slowly." 

BEAUTIFUL FRESH FLOWER (Chinese) (1935)--arr. piano solo 

"The Beautiful Fresh Flower is based on a popular Chinese song. It was composed by 

Grainger in the Kung scale of the Pentatonic series, and he was assisted in 

harmonizing this work by the organist and musicologist Joseph Yasser. The f lower 

referred to is a Jasmine."--Selma Epstein (Epstein 1). 

"[This] is an arrangement of Joseph Yasser's harmonisation of a Chinese melody.... a 

delightful miniature piece of `chinoiserie' involving just the black keys of the piano."--

John Pickard (Piano 2). 

Version for orchestra (orch. Peter Sculthorpe) "In 1935, on reading a book by the 

American musicologist Joseph Yasser which gave examples of purely pentatonic 

harmonisation, Percy Grainger took the Chinese folk-song Beautiful Fresh 

Flower, harmonised it by using only the tuba's five notes, and set it for piano solo. 

(The melody is one of the several authentic Chinese tunes used by Puccini 

in Turandot, though his harmonisation is not pentatonic.) In 1985 Ronald Stevenson 

played Grainger's setting in China and the Chinese musicians exp ressed great 

admiration for it, one of them even exclaiming, 'Percy could certain speak Chinese in 

music!' The orchestration--strings, vibraphone and tam-tam--has been made especially 



for [the Melbourne Symphony Orchestra] recording by fellow Austra lian Peter 

Sculthorpe.--Steven Lloyd, after information supplied by Ronald Stevenson. 

LA BEL' ARONDE (Claude Le Jeune) 

"Claude le Jeune or Claudin was born in Valenciennes in 1528 and died in Paris in 

1600, aged 72. Grainger on his scores of his arrangements questions the date of death 

and in some cases gives it as 1602. Le Jeune was a priest and musician of the Sainte 

Chapelle at Paris and of the private royal chapel. He is an important figure as a 

composer of chansons, madrigals, masses, motets and (being of Huguenot 

sympathies), metrical Psalms (Genevan Psalter, in four and five voices, published p 

osthumously in 1613 and used in the Reformed churches of France, Holland and 

Germany). Grainger's arrangements of La Bel' Aronde consist of a version for piano 

duet, a version for harmonium duet, one for 6 singing voices (SAT[or A]TBarB) and 

versions for saxophone choir, clarinet and saxophone choirs, or brass and saxophone 

choirs.<1 70>--Barry Peter Ould (GSJ IX/1). 

LA BERNARDINA (Josquin Des Pres) 

"La Bernardina by Josquin des Pres (Netherlands c.1445-1521) and arranged by 

Grainger as one of his Chosen Gems for Winds, makes use of his concept of elastic 

scoring. This allowed Grainger to adapt his material for many possible combinations 

of instruments. In his early music settings, each voice of the original is assigned 

a Tone Strand designation: A for the soprano line, B, C etc., down to the bass line 

according to the number of parts. These par ts may then be played by a wide variety of 

instrumental combinations. Octave doublings are often prescribed in a manner 

analogous to organ registration. 

"[See music and chart below for] example of Grainger's organ-registration concept 

of elastic scoring for Josquin's La Bernardina as arranged for band."--Barry Peter 

Ould (GSJ VII/2) 

  

 

BLITHE BELLS (J.S. Bach) 

Grainger: "For George H. Greenwood in friendship and worth-prize-ment. Set, Nov. 

1930<196>Feb. 1931, for 15 or more single instruments, or for elastic scoring. 

Dished-up for 2 pianos, Nov.-Dec. 1931. N.B. This version may be played together 



with the orchestral edition (Elastic Scoring). [Edition for 2 pianos, 4 hands 

published by G. Schirmer, 1932. (Ed.)] 

"A free ramble by Percy Aldridge Grainger on Bach's aria 'Sheep may graze in safety 

when a goodly shepherd watches o'er them' (from the Secular Cantata Was mir 

behagt, ist nur die muntre Jagd). The ramble is colored by the thought that Bach, in 

writing the melody in thirds that opens and closes the number, may have aimed at 

giving a hint of the sound of sheep bells. 

"[Headnote:] Quietly flowing." 

Version for orchestra 

Grainger: "[The following instrumentation is specified:] 

"NEEDFUL INSTRUMENTS: 2 flutes, oboe, 2 clarinets, bassoon II, horn (or 

mezzo-soprano or alto saxophone), trumpet (or soprano saxophone), glockenspiel, 

piano 4-hands, violin I, violin II, viola, 'cello, double-bass. 

"AD LIBITUM INSTRUMENTS: Bassoon I, trumpet (or soprano saxophone) II, 

trombone (or Bb tenor saxophone), harmonium (or pipe-organ), metal marimba (or 

vibraphone or vibraharp), wooden marimba, celesta (or dulcitone or piano II), harp. 

"N.B. SMALL ORCHESTRA: Single wood-wind and brass, strings 

massed. MASSED ORCHESTRA: All instruments massed to any extent, as long as a 

good balance of tone is kept. 

ELASTIC SCORING: Any or all of the orchestral parts of this edition together with 

the edition for 2 pianos-4 hands." 

"Blithe Bells is a free ramble on Bach's aria `Schafe k”nnen sicher weiden, wo ein 

guter Hirte wacht'.... The score contains extensive tuneful percussion together with 

celeste, piano (four hands) and harp. The wind scoring is q uite modest: 2 flutes, 1 

oboe, 2 clarinets, 2 bassoons, 1 horn, 1 trumpet and 1 trombone. The harmonium or 

organ plays an important role in binding the moving parts together."--John Hopkins 

(Orchestral 3). 

"This is a paraphase (or 'Free Ramble' as Grainger liked to call it) based on Bach's 

'Schafen k”nnen sicher weiden' from the Cantata BWV 208 and is 'elastically scored' 

for 15 or more instruments or band or small or massed orchestra according t o taste 

and availability. The use of tuned percussion instruments in this version is perhaps 

suggestive of sheep bells."--John Bird (Rambles). 



Version for piano solo 

"As a transcription of Bach, Percy's Blithe Bells (1930-31) is an outrage. Neither the 

form, the harmony, nor the rhythm of the original (the universally famous 'Sheep may 

safely graze' from the secular 'Hunt' Cantata) survives unaltered. Regarded however as 

an original piece using materials from Bach, Percy's 'free ramble' is a subtle 

impressionistic study. Feeling that Bach intended the opening ritornello to suggest the 

sound of sheep bells, Percy sets it in high treble tenths, imitati ng the bells' overtones. 

Tenths seldom appear in the piano literature (few can play them comfortably) and 

there is no precedent for using them for an entire melody. Not only the melody but 

also the accompaniment chords are in tenths, and the hands are spa ced far apart. 

These soft, open sonorities enhance the pastoral associations of Percy's conception. 

Although Percy enjoyed generating controversy, he surely did not intend Blithe 

Bells to be irreverent. Bach was a favorite of his; Percy's recording s of three organ 

transcriptions support his reputation as a virile, powerful Bach player."--Joseph Smith. 

BOLD WILLIAM TAYLOR 

[Version for solo voice and piano in Percy Grainger: Thirteen 

Folksongs published by Thames Publishing, 1982. (Ed.)] 

British Folk-Music Settings Nr. 43 

Grainger: "The [English] folksong was noted down from the singing of George 

Gouldthrope (of Barrow-on-Humber, N.E. Lincolnshire, England) and Joseph Taylor 

(of Saxby-All-Saints, N.E. Lincolnshire, England) in 1906 by Percy Aldridge 

Grainger, using phonograph records. Started dishing-up April 22, 1908, Kings Road, 

Chelsea, London, ended thinking-out (early June 1908), Kings Road, Chelsea, 

London. Started scoring August 7 or 8, 1908, S.S. Orontes, ended scoring August 14, 

1908, S.S. Orontes, M arseilles Harbour, France. Set for middle-high voice (mezzo-

soprano or baritone), 1 or 2 clarinets, harmonium (or reed-organ or concertina or 

accordion) and 6 strings. 

"[Headnote:] Innocently and smoothly." 

"Grainger phonographed several versions of Bold William Taylor from George 

Gouldthorpe and Joseph Taylor at Brigg on July 28, 1906, and again in 1908. A 

commercial recording made by Joseph Taylor in the summer of 1908 is still availab 

le, transferred to LP, on the Leader Sound recording LEA 4050. 

"[Between April 22 and August 14, 1908,] 'in London and at sea', Grainger made a 

setting for voice and room-music, freely integrating variants of the words and melody 



from George Gouldthorpe and Joseph Taylor. (Mr Gouldthorpe was, generally 

speaking, more reliable with the words, whilst Mr Taylor sang delightful 'twiddly-bits' 

in the melody.) It remains in manuscript. 

"A set of autograph manuscript parts dating from 1940 are in the Grainger Museum, 

together with a later copy of the score (1952) and a voice-and-piano score dated 

January 1955. The 1952 score is numbered BFMS 41, a designation which Scott's, 

London, had independently given to the 1950 publication The Three 

Ravens. When Bold William Taylor was taken into the Schott hire library it was 

renumbered BFMS 43." --David Tall (Songs). 

Grainger: "Folksong, by and large, is 'narrative song'. Whether folksongs are sung to 

dancing (as in the Faeroe Islands) or sung without dancing (as in England) they 

usually tell a story by means of singing. The interest taken by folksingers in the stories 

related in their songs shows how alive their minds are to the narrative element. 

"Therefore it is the more surprising that, out of the large number of composers that 

have made arrangements of folksongs in the last hundred years, none--as far as I 

know--has given us 'narrative song'-typed settings of folksongs. 

"Thomas Laub (that non-folksong-collecting, self-styled authority on Danish 

folksongs) went so far as to assert that harmonisation of folksongs makes it 

impossible to repeat the melody often enough to allow the song to tell its full story. In 

his own words: 'More than 7 or 8 verses become intolerable when the melody is made 

heavy by harmonies (naar Melodien tynges med Harmonier).' I submit that this is the 

case only when the harmonisation is conventional, unoriginal and uninspired. In my 

own settings of narrative songs I have striven to prove the falseness of this statement 

of Thomas Laub's. In 'Father and Daughter' I have used 22 repetitions (22 verses) of 

the tune; in 'Green Bushes' 35 repetitions; in 'The Lost Lady Found' 11 repetitions; in 

'Shepherd's Hey' 10 repetitions; in 'Let's Dance Gay in Green Meadow', 9 repetitions. 

In all cases, when arranging a narrative song of my own collecting, I have used all the 

verses sung to me by the folksinger. 

'Of course, when folksongs are treated only to the poverty of a piano accompaniment, 

it stands to reason that they lose most of their rural tang, since piano accompaniments 

evoke nothing more folksong-like than the atmosphere of a drawing room or of a 

German Liederabend. Gone is the age when 'a few simple chords on the harp' can be 

deemed a suitable background to a folksong. 

"What the strong rank character of a story-telling folksong craves, to bring out its 

flavour, is not the subservience of a piano accompaniment, but the conspiracy of a 

'large chamber-music' polyphony to struggle against--especially if the accompany ing 



group can conjure up some suggestions of countryfied sounds, such as those of piping, 

fiddling and accordion rhythms. 

"In collecting and arranging folksongs it seems to me a great mistake to arbitrarily 

construct--out of the different ways the folksinger sings the different verses of a 

narrative song--a so-called 'normal' version of the tune & to adhere more or less 

strictly to it throughout the whole song. No folksinger would do anything so poverty-

stricken. Instead, he lets the constantly changing rhythms & phrasings of the text play 

upon his melodic invention, with the result that each verse is a characteris tic entity in 

itself, differing--sometimes drastically, sometimes only slightly--from all other verses. 

"Thus, strict repetition never occurs in the folksinger's performance, but, rather, a 

kaleidoscopic flow of greater or slighter variety. This variety is part of the 'musical 

form' of the folksong & should, in my opinion, be taken up into all arrangeme nts of 

folksongs that involve the use of many verses. 

"The traditions of English folksong singing can easily be acquired by listening to 

phonograph & gramophone records of the singing of genuine English folksingers, 

such as the records of Joseph Taylor's folksong-singing put out by the London 

Gramophone Co. 

"In nothing do the traditions of English folksinging show themselves more strongly 

than in the matter of the allotment of syllables to music. The folksong tradition 

demands clear articulation of intervals--similar to the articulation achieved by th e 

Dolmetsch family when playing pre-Bach English string Fantasies. Most folksingers 

are inclined to avoid slurs (more than one note to a syllable of text), preferring to add 

'nonsense syllables' to the words of their songs, so that each note of the melody has a 

syllable of text to itself. Thus what a singer ignorant of the folksong traditions would 

sing as [Mus. Exam. 2A--below] becomes, in a well-traditioned folksinger's mouth, 

[Exam. 2B]. 

"A typical case of the lavish use of 'nonsense syllables' is the phrase of the song 'The 

American Stranger' as sung by Mr George Wray, of Barton-on-Humber, Lincolnshire, 

England, [shown as Exam. 2C]. This becomes lifeless & inarticulate if sung in the 'art-

song' manner, with slurs [see Exam. 2D]. 

"To sing a Lincolnshire folksong such as 'Bold William Taylor' without the 

folksinger's local dialect & without the nonsense syllables & other details of English 

folksong traditions would be [as inappropriate] as it would be to sing Wagner with 

Italia n operatic traditions, or to sing Rigoletto with Wagnerian operatic traditions. 

Singers should wake up to the fact that such a folksong as 'Bold William Taylor', 

shorn of its local dialect, loses its charm as sure as would 'Kathleen Mavourneen', 'C 



omin' Through the Rye' or an American negro spiritual if sung in 'Standard Southern 

English'. 

"The greatest crime against folksong is to 'middle-class' it--to sing it with a 'white 

collar' voice production & other townified suggestions. Whether it be true, or not, that 

the ballads originated in the knightly & aristocratic world, one thing i s certain: they 

have come down to us solely as an adjunct of rural life & are drenched through and 

through with rural feelings & traditions. To weaken any characteristic of this 

rusticness--in collecting, arranging & performing folksongs--is, in my opinion, to play 

false to the very soul of folksong. 

"About 1898 or 1899 I began the practise of accompanying voice or voices with 'large 

chamber music' (6 to 14 single players), as a result of noticing the effectiveness of 

such procedures in the Bach Passions. In particular I was fascinated by the greater 

'edginess' of tone & individuality of tone produced by single instruments (one 

instrument to a part), as compared with the more woolly & de-individualised sound of 

massed instruments in the orchestra. 

"But such a piece as 'Bold William Taylor' will not make its mark unless the singer is 

willing to take advantage of the light sonorities of the instrumental background & 

willing to sing really softly in such passages as bars 2-10, 48-52, 57-61. 

"If the singer has difficulty in rising well above the instrumental volume in verse 10 

and 11 the microphone should be freely used. 

"The tellingness of the close of the setting will be heightened if the conductor (or 

someone) will bang his fist, or open palm, down heavily on the lid of the piano, or on 

some other hollow resonant body, on the second beat of the last bar (bar 103). Or a 

blow on a kettledrum or bass drum may be used instead."--December 1952. Reprinted 

in The Grainger [Society] Journal, III/1 (August 1980), 7-9. 

 

BRIDAL DANCE: see THE MERRY WEDDING 

A BRIDAL LULLABY (EN BRYLLUPS-VUGGEVISE)--piano solo (1916) 

"Bridal Lullaby is a little-known and exquisite miniature dating from 1916. It was 

composed as a wedding gift for Karen Kellerman (n‚e Holten). She and Grainger had 

met in 1905 and the love-affair between them lasted for several years, being co 

nducted almost entirely by letter. On the rare occasions when they did meet Grainger's 

mother interfered so much that the relationship eventually had to be broken off. This 



piece was written in both a state of regret at what had been lost and satisfaction that 

Karen had at last found happiness. This explains the bittersweet poignancy of this 17-

bar piece. Recent research has revealed that the Lullaby is also used as material in the 

slower elements of Warriors II, a hitherto unknown sequel to his massive 1916 

ballet The Warriors."--John Pickard (Piano 1). 

Version ed. by Ronald Stevenson, 1987 (2m) 

"I became aware of the existence of the Bridal Lullaby while investigating sketches I 

had obtained from The Grainger Museum, Melbourne of a room-music version of The 

Warriors, which Grainger had commenced in 1917. Included in these sketches were 6 

measures titled "Bit from `Bridal Lullaby' sketch (Dec 1917)". [Given as section L of 

the material left in sketch form for a room-music version (10-some, 12-some or 

14-some). Over a period of time the present writer has been putting to gether 

these sketches with the assistance of Grainger's schematic plan included with the 

sketches giving indications as to the overall form of the work. It is hoped at some 

future date to present a completely different Warriors from the orchestral 

version known today.] 

"During a visit to the USA (March-April 1985) I was thrilled to find that among the 

facsimile manuscript collection of Grainger material housed in the White Plains 

Public Library, a copy of what was listed as a sketch for piano of Bridal Lullaby was 

part of their collection. I at once obtained permission to view the copy manuscript, 

and was delighted to see that it was complete, although Grainger had written on all 

pages `sketch for Bridal Lullaby'. On a page of commentary (page 1 of the 

manuscript) he states: 'Publish as it is, as a sketch.' The 'sketch' consists of 4 pages of 

music with annotations plus the separate page of commentary. On page 1 of the music 

there is a note at the foot of the page which reads 'N.B. The copy of this manuscript 

sent to Karen in my letter from Fort Totten [New York] of June 16 (191 7) is more 

accurate than this as regards a few details, & should be consulted if this sketch is to be 

published.' [Karen Holten, Grainger's Danish sweetheart. The following note 

appears on the page of commentary cited above: 'See Karen Holten's letter to me 

of 24-6-16 telling me she hoped to marry Dr Kellerman on August 16, 1916. 

Early August ( 1916) mother & I were down at Southampton, Long Island, 

staying with Mrs Samuel Thorne. I felt sad all that summer, weighed down with 

the thought of losing Karen (inevitable, of course), yet very glad, too, that she 

should have a real full satisfying life of her own ahead, & wishing her Ever so 

well all thru life. In this mood of loving sentimental sorrow (very acute Aug 15-

16, 1916) yet tender resignation the `Bryllups-vuggevise' was born.'] 

"My next task was to try and locate the original manuscript. After several leads with 

the assistance of various members of the Holten family I came to a dead end. 



Apparently Karen had had no children by her marriage with Dr Asger Kellerman. A 

daughter of Kellerman's by his previous marriage was known to have survived, but 

had moved to Paris where she had married and my contacts had no knowledge of her 

whereabouts. It was then, with great reluctance, that I had to assume that the original 

manuscript of the Bridal Lullaby was perhaps irretrievably lost. 

"In these circumstances we are fortunate to have the present version, which, as 

Grainger stated, is complete except in a few details, which the present edition [Bardic 

Edition, 1989] has atempted to supply by attention to dynamics, fingering and pedal 

ling."--Barry Peter Ould [BL]. 

Selected notes from the Stevenson edition: "The piece is a study in touch and 

pedalling. Touch: where the melody notes are on the top part of either hand, the hand 

should be tilted and weighted to that side, so that the resultant dynamic would be: 

 

"The finger-tips should stroke the keys with pressure-touch, and a gentle pulling 

action towards the body. The finger-tips should never strike or knock the keyboard, as 

this produces minute, though not negligible, extra sonorities, slightly reverberat ed by 

pedal action, causing a clouding of tone instead of cantabile clarity. 

"The shift-pedal (una corda) may be used throughout, considering the reverie-like 

nature of the piece; even in forte. This was a frequent performance practice, not only 

of Grainger, but even more of Paderewski and Cortot, and one almost totally 

neglected by younger pianists. Forte cantabile con una corda adds a bloom to tone 

otherwise unobtainable. The Bridal Lullaby and the Foster Lullaby are in the same 

tonality of F sharp major. Other pieces in the same key are Grainger's Beautiful Fresh 

Flower: Chinese folk-song setting for piano (Bardic Edition) and One More Day, my 

John, a sea chanty for piano (Schott, London). All these compositions share a dream-

like, wayward, improvisatory mood. Composers, as is well known, often associate a 

specific tonality with a specific mood. Messiaen the Roman Catholic employs F sharp 

major --in Vingt Regards for piano (UMP)--to invoke mystic ecstasy. With Grainger 

the joyful atheist, the same tonality evokes (according to evidence of his titles and 

printed suggestions for interpretation) associations from early childhood memori es of 

his mother singing him to sleep; of relinquishment of Karen's love in manhood; of the 

`wafted, far-away lilt'--the superscription of his shanty One More Day, my John--

associated with one of his great loves, the sea. The images (which ar e not merely 

visual, and therefore extra-musical, but rhythmic and, to that extent, musical) all meld 

in the mind: the arms of the mother or lover or, to quote one of Grainger's favorite 

poets, Walt Whitman in 'Sea Drift': 



The white arms out in the breakers tirelessly tossing...." 

--Ronald Stevenson [BL]. 

BRIDAL SONG: see TO A NORDIC PRINCESS 

THE BRIDE'S TRAGEDY--chorus and orchestra 

Editorial note: The composer's motivations and frame of mind at the various times he 

worked on The Bride's Tragedy seem to have been especially complicated, and in 

various ways seem to have involved complicated feelings about his m other. This is a 

theme which runs through the following accounts of the work's genesis in 1908, 

revisions between 1909 and 1913, and premiere in 1922, just after his mother's death. 

"Very few of his friends ever understood Grainger. This was perhaps because he was 

already becoming used to concealing his innermost feelings from the world. He was 

skilful at sublimating his true emotions and projecting them into his music, and 

conversational references to himself were always heavily veiled. When he talked 

about Grieg's bitterness and sadness he was also talking about his own--perhaps more 

so. Bitterness, in fact, became the keynote of his feelings towards the world arou nd 

him. Introversion was his natural defence. In musical terms, his frustration and 

bitterness were expressed in a choral and orchestral setting of Swinburne's Border 

Ballad The Bride's Tragedy. The story tells of a girl who, about to be married to a man 

she loathes, is snatched from the church door by her lover. They ride away, pursued 

by the bridegroom and her family until they come to the banks of a swollen, angry 

river. They dash in and try to cross but are drowned in the attempt. The first half is 

full of speed and action, the second is a dirge for the lovers. Most of the work for this 

fine example of Percy's original settings of poetry was done in 1908 and 1909. In 

1936, he wrote to Alfhild Sandby: 

I am particularly glad that you, Alfhild, like The Bride's Tragedy. That work was my 

personal protest against the sex-negation that our capitalistic world (assisted by 

mother, by you, & by numberless other well-wishers) offered to young talents like me. 

A man cannot be a full artist unless he is manly, & a man cannot be manly unless his 

sex-life is selfish, brutal, wilful, unbridled. But the main stream of thot in our age sets 

its face against such manliness as has always seemed right an d proper to me. Well, 

there was no need to lose one's temper about it. But the situation called for a protest, I 

felt, & The Bride's Tragedy was my protest, & the angry chords on the brass (at the 

first singing of 'they lie drowned & dead') is my personal bitterness..... 

"Grainger determined that the only way he could accommodate the grief of his 

mother's death [by suicide in 1922] would be by submerging himself in hard work, 

and he immediately set himself to planning his involvement with the Evanston Music 



Festival, a five-week teaching session at the Chicago Musical College and his 

[coming] European tour.... 

"The works to be programmed at the Evanston Festival were Green Bushes, English 

Dance and The Bride's Tragedy. He attached most importance to the première of The 

Bride's Tragedy, not only because it was due to be performed exactly one month after 

Rose's death, but also because he regarded it as a requiem for her. He had forebodings 

about the difficulties of the passages which included irregular rhythms, and wrote to 

Roger Quilter on May 22: 'But I wonder whether it will not, perha ps, prove too tough 

a nut for Dean Lutkin & his forces.' At the concert itself Lutkin conducted all the 

quavers as crotchets and 2-1/2/4 came out as 3/4, 3-1/2/4 as 4/4 and so on. The 

applause, however, was overwhelming. Green Bushes was also successful: Grainger 

later wrote that for this he received the greatest ovation of his career in America--

chiefly, he felt, out of sympathy for himself and as a tribute to his mother."--John Bird 

(Grainger). 

"Rose Grainger was capable of extraordinarily dramatic behaviour at times. Percy 

writes: 'Mother was always wanting to find out if I really loved her very much or not. 

So she would "sham dead"--lie quite still and corpse-like, while I would get distraught 

and beg her to speak to me. As soon as she was convinced that I was not at all 

indifferent, she would say "I see you do care for me all right" and go about her affairs 

as if nothing had happened. 'I just wanted to find out what your real feelings for me 

were.'... 

"Percy's attitude to all this is quite philosophical: `Why not use the material at one's 

disposal? Yet she would not guess what I meant when I made a protest in my mild 

way. When I set Swinburne's "The Bride's Tragedy" to music, I felt it was (in a way) 

describing my own case--the young man who loses his sweetheart because his mother 

delays him. I even dedicated the work to mother, as if to say "This is partly your 

work." But she sensed it so little, took it so lightly, that she was always confusing the 

two titles "The Bride's Tragedy" (which symbolized the British tragicness mother had 

coloured my love-life with) and "The Merry Wedding" (dedicated to Karen Holten in 

thankfulness for the Danish happiness she had injected into my life), saying "They 

seem almost the same thing don't they?"' 

"Commenting on the two compositions Percy says that if his mother gave him 'The 

Bride's Tragedy' and Karen gave him 'The Merry Wedding', his mother's was the 

greater gift--an interesting appraisal of these two works.... 

"It was a somewhat bizarre concidence that this particular work was premiered 

exactly one month after his mother's death, remembering the significance of Percy's 



dedication of the work to his mother as a protest that because of her he had not 

married. "--Eileen Dorum. 

"Following the break in his [brief engagement to Margot Harrison, a former piano 

pupil of his, in 1913--which had ended in part due to the influence of the girl's father, 

and in part due to his mother's scheme to have Margot move in with them before their 

marriage,] Rose had her son read aloud works of the Irish author, Stephens. These 

works were better balm than the Bible, 'that awful depressing book,' she remarked. 

Percy immediately began work on The Bride's Tragedy, a double chorus set to the 

words of Swinburn. [Or--rather--he returned to work on The Bride's 

Tragedy, since early versions of the composition date from 1908. (Ed.)] 'I felt I was 

describing my case--the young man who loses his sweetheart because his mother 

delays him.' Although there is no documentation of Rose Grainger's influence, there 

can be little doubt that she was involved in the final decision."[Which also came 

shortly after Grainger's much more serious separation from Karen Holten. 

(Ed.)]--Thomas C. Slattery. 

THE BRISK YOUNG SAILOR: see LINCOLNSHIRE POSY 

BRISTOL TOWN--piano solo 

In his introduction to his setting of this folksong for The Music-Lover's Grainger, the 

composer wrote: "Why should we harmonize folksongs at all? Folksongs such as the 

Skandinavian, Faeroe Island, British and Irish ones are NEVER sung with any kind of 

harmonic accompaniment by the folksingers themselves--the country-folk who have 

passed the songs on from generation to generation. And most lovers of folksong will 

agree that a folksong never sounds so well as when it is sung, wholly without 

harmony, by a genuine folksinger. In spite of all that, most of us composers feel an 

irresistable [sic] urge to harmonize (or polyphonise) folksongs--possibly because we 

like to wed our modern harmonies to REAL TUNES; real tunes being something we 

modern composers seem unable to write ourselves. 

"When I harmonise folksongs I sometimes like to try and make each of the tone-

strands (`parts', 'voices'), that I add to the folksong, somewhat folksong-like, so that 

the total result may seem as if several folksongs were being played or sung together."-

-Quoted by John Pickard (Piano 3). 

BRIGG FAIR--single high male voice and mixed chorus 

[Edition for single high male voice, mixed chorus and piano version of chorus 

score (for practice only) publ. by Schott & Co., 1911. (Ed.)] 



British Folk-Music Settings Nr. 7 

Grainger: "Folk-song from Lincolnshire. Tune taken down at Brigg, Lincs., 11.4.'05, 

from the singing of Mr. Joseph Taylor, of Saxby All Saints, Lincolnshire. Revised 

edition, 1911. Verses 1 & 2 from the singing of Mr. Joseph Taylor & Mr. Dee ne of 

Hibaldstow, Lincs. As no further verses of 'Brigg Fair' have as yet (1911) been found, 

I have added on 3 verses from 2 quite other songs: Verse 3 from 'Low down in the 

broom', see Journal of the Folk Song Society Nr. 3, p. 94, very kind permission to use 

which being granted by the collector Mr. W. Percy Merrick. Verses 4 & 5 from 'The 

merry king' sung to me by Mr. Alfred Hunt, of West Sussex, see Journal of the Folk 

Song Society, Nr. 12, p. 224." 

BRITISH WATERSIDE (or THE JOLLY SAILOR) 

[Edition for low voice & piano published by Schott & Co., 1921. (Ed.)] 

British Folk-Music Settings Nr. 26 

Grainger: "As sung by Mr. Samuel Stokes (August, 1906, at Retford Almshouses, 

Retford, Nottinghamshire, England). Collected by Percy Aldridge Grainger and set for 

voice and piano. Set Sept. 22-23, 1920, New York City. Yule-gift to mother, Yule, 

1920. 

"[Headnote:] Lively." 

"The British Waterside is a jolly, uncomplicated setting, perhaps reflecting the fact 

that Grainger had no phonograph recording of the song. He took it down by ear from 

Samuel Stokes... on the same day as Pretty Maid [below]. H e did phonograph another 

version but chose not to set it."--David Tall (Songs). 

CARMAN'S WHISTLE(William Byrd) (1947)--arr. piano solo 

"Grainger believed that knowledge of pre-Bach music was an important type of 

training. It was through his friendship with Arnold Dolmetsch, the pioneer of 

performing Baroque and Renaissance music on original instruments, that Grainger 

became interested in music of this period. William Byrd's original [composition] has 

eight variations of a popular tune, while Grainger's arrangement has six variants 

written for the Virginal, an early English member of the family of harpsichord 

instruments."--Selma Epstein (Epstein 1). 

NOTE: THIS ONLINE VERSION IS CURRENTLY "TEXT ONLY." MUSICAL EXAMPLES 

REFERRED TO IN THE TEXT HAVE TO BE SCANNED SEPARATELY AND WILL BE 

ADDED AT A FUTURE DATE. 



 

CHILDREN'S MARCH (OVER THE HILLS AND FAR AWAY) 

Version for band 

"Difficulty: medium advanced. 

"Though the melody is folk-like in character, the musical content of this vital and spirited work 

is entirely original, with a hearty, infectious melody and lively rhythms to match. Some of the 

parts are challenging (e.g. horns) and considerable emphasis is placed on the woodwinds. A 

piano is highly desirable but the solo passages have been effectively cued into the band 

instruments. Frank Erickson in his revision [G. Schirmer, 1971] has made minor changes to 

conform to modern band instrumentation. A highly enjoyable work for players and audiences 

alike."--Joseph Kreines (GSJ IV/2). 

"Although said by some to derive from Smetana's Vltava and by others to be an eighteenth 

century marching song, the jolly, bouncing principal melody of this delicious little march is 

entirely original. The composer published it in several forms more or less simultaneously--for 

military band and piano (or massed pianos), in which form the composer at the end directs that a 

bass string of the piano be struck with a marimba hammer, piano duet, and a shortened version 

for piano solo. T he composer directed the Goldman Band of America in the first performance of 

the band version and he and Ralph Leopold gave the first performance of the piano duet version, 

both in America. The dedicatee is 'My playmate beyond the hills' but there is no clue as to his or 

her identity."--W.A. Chislett. 

"[Grainger's] thorough understanding and effective scoring for wind band was obviously 

influenced by his period of service in the U.S. Army between 1917/19, having enlisted as a 

bandsman (2nd Class) in the Coast Artillery Band. A brilliant a nd extravagant example of this 

ability is embodied in the Children's March 'especially written to use all the forces of the Coast 

Artillery Band which I was serving in 1918.' This is one of his earliest wind compositions which 

required a piano as a n integral part of the ensemble."--Eric Banks (British 1). 

"The Children's March follows a pattern typical of most of Grainger's works, introducing a tune 

and then subjecting it to all kinds of harmonic, rhythmic, textural, and orchestral treatments with 

little alteration of the actual themat ic material. A novel aspect of the score is its optional 

wordless part for a quartet of men's voices."--Frank Hudson. 

"This is an original work for band, even though its tunes may sound like folksongs; one bears a 

resemblance to Smetana's The Moldau. This fascinating study in sonority calls for a bass oboe (a 

heckelphone is used for the Michigan State University Symphonic Band recording), low brass, 

tam-tam, tambourine, castanets, snare drum and piano string struck by a percussion mallet. Its 

form is so greatly extended that nothing like this jaunty romp is to be found in the march 

repertoire. The scoring was completed in February 1919. Children's March is considered to be 

one of Grainger's most memorable contributions to the band literature."--Dana Perna (Michigan). 



Chorale No. 2 (César Franck)(1942)--arr. for band 

Chosen Gems for Winds 

"When transcribing for another medium, Grainger was adept at capturing the mood, intent, 

content, and fullest expression of the source. This set him apart from other band arrangers.... 

"The Belgian-born French composer, organist and teacher César Franck was [one] of Grainger's 

favorites. Grainger once said that `Franck's Three Chorales are certainly the greatest music since 

Wagner at his best'. The original is one of Franck's last compositions, composed between August 

and September 1890 (Franck died on November 8, 1890). The work shares themes with 

Franck's D Minor Symphony. Grainger's skills of orchestrations are brought to the fore in this 

consummate transcription. It is amazing that Grainger never produced a full score to his setting. 

Working only from the organ version, he seems to have kept a running 'mental score' of the 

orchestration while he copied the parts--a feat even more amazing when one realizes that he also 

added and aligned all of the detailed phrase and dynamic markings. Through his scoring, he 

produced sonorities that resemble those of Franck, as if Franck had cast his Symphony for band 

rather than the orchestra. The Chorale No. 2 is Grainger's largest and most ambitious 

arrangement. It is a 'gem' in every respect."--Dana Perna (Michigan). 

CLOG DANCE: see HANDEL IN THE STRAND 

COLLEEN DHAS (1904)--orchestra 

"Colleen Dhas (or 'The valley lay smiling') was composed in Denmark in October 1904 and first 

performed while Grainger was staying at the home of Herman Sandby's brother, a village doctor 

and amateur flutist. Other local musicians mad e up the impromptu band on that occasion, adding 

to the flute, cor anglais, harp and strings. [The work is listed in Chapter 2, Catalog of Works, 

above, as an arrangement for flute, English horn, guitar, vioin, viola and cello. (Ed.)] It is 

Grainger's first room music setting of a folk-song, taken from Thomas Moore's ten volumes 

of Irish Melodies which Stanford re-edited in 1895. 'Colleen Dhas' is Gaelic for 'pretty maid', and 

while Grainger was collecting and phonographing folk-songs in Lincolnshire in 1906, he came 

across a variant in The pretty maid milkin' her cow which he also set."--Steven Lloyd. 

COLONIAL SONG 

Sentimentals No. 1 

Grainger: "Originally composed for 2 voices (soprano and tenor), harp and full orchestra. 

Composed as Yule-gift for mother, 1911. Scored as Yule-gift for mother, 1912. Rescored, early 

1914. 

"SHORT PROGRAM NOTE: In this piece the composer has wished to express feelings aroused 

by thoughts of the scenery and people of his native land, Australia. It is dedicated to the 

composer's mother. 



"LONG PROGRAM NOTE: No traditional tunes of any kind are made use of in this piece, in 

which I have wished to express feelings aroused by thoughts of the scenery and people of my 

native land, (Australia), and also to voice a certain kind of emotion that seems to me not 

untypical of native-born Colonials in general. 

"Perhaps it is not unnatural that people living more or less lonelily in vast virgin countries and 

struggling against natural and climatic hardships (rather than against the more actively and 

dramaticly exciting counter wills of their fellow men, as i n more thickly populated lands) should 

run largely to that patiently yearning, inactive sentimental wistfulness that we find so touchingly 

expressed in much American art; for instance in Mark Twain's Huckleberry Finn, and in Stephen 

C. Foster's ado rable songs My Old Kentucky Home, Old Folks at Home, etc. 

"I have also noticed curious, almost Italian-like, musical tendencies in brass band performances 

and ways of singing in Australia (such as a preference for richness and intensity of tone and 

soulful breadth of phrasing over more subtly and sensitively varied delicacies of expression), 

which are also reflected here." 

Version for band (with piano & harp) 

"Colonial Song was first scored for soprano, tenor, harp and orchestra, and in 1913 Grainger 

arranged this tune for the wind band. On June 6, 1919, Edwin Franko Goldman gave its first 

performance with his professional band. Colonial Song is generally regarded as the earliest 

known band composition to be scored for piano and harp. Grainger states that this is 'an attempt 

to write a melody as typical of the Australian countryside as Stephen Foster's exquisite songs are 

typical of rural America.'" --James Westbrook. 

"This setting requires the wind and brass players to execute uncharacteristically legato phrases 

even in the high registers. Grainger's original ending was quite extraordinary, the last notes being 

scored for French horns and a single harmonic-produced pitch in the string bass."--Dana Perna. 

"Difficulty: medium advanced to advanced. 

"A truly great work, in slow and sustained tempo, which demands the upmost in flexibility, 

nuance and sensitivity. Very challenging to conductors, requiring skill in tempo control, 

subdivision and feeling for long line. The melodies, all ori ginal, the socring as fine as anyting in 

band literature. Requires good saxophone, trumpet and baritone soloists, strong horns and mature 

low woodwinds. A piano (and/or harp) is desirable though it can be omitted. Strongly 

recommended."--Joseph Kreines (GSJ IV/2). 

Version for piano solo 

Composer's headnote: "Wayward in time. Rich, broad and vibrating, with ample swells." 

"Percy believed that the peoples of lonely, underpopulated colonial lands tended to express a 

'patiently yearning, inactive sentimental wistfulness' in their art. With the Colonial Song, his love 

song to Australia, he creates melodies that seem to have been born with a past life and regional 



associations. Through changing meters and myriad tempo modifications, Percy conveys a 

folksong-like flexibility. The piece's luxuriant textures are saturated with independent-minded 

countermelodie s, inner voices, and leisurely harmonic digressions. Like so much late romantic 

music, its aural richness delights some and induces esthetic queasiness in others. (Sir Thomas 

Beecham pronounced it 'the worst piece of modern times.') Those sympathetic to it, however, 

find it a masterpiece whose broad, sweeping gestures convey the awesome vastness of virgin 

land."--Joseph Smith. 

"Colonial Song was intended as the first in a series of `Sentimentals'--a project which for some 

reason was never followed up. In this sumptuous work Grainger `wished to express feelings 

aroused by thoughts of the scenery and people of [my] native land, Australia.'"--John Pickard 

(Piano 1). 

COUNTRY GARDENS 

British Folk-Music Settings No. 22 

English Morris Dance Tune, collected by Cecil J. Sharp 

Grainger: "Rough-sketched for 2 whistlers and a few instruments about 1908. Worked out for 

piano, spring, 1918. Birthday gift, mother, July 3, 1918. 

"Groups of countryside dancers--'teams' of 'Morris Men'--decked out with ribbons and jingling 

bells, still dance the Morris Dance to the accompaniment of such tunes as Shepherd's 

Hey and Country Gardens, in some parts of rural England. We owe our knowledge of such 

things to that genius among folk-music collectors, Cecil J. Sharp, and those interested in the 

subject should consult Morris Dance Tunes and The Morris Dance Book, both by Cecil J. Sharp 

and Herbert C. Macil waine and both published by Novello & Co., Ltd. "The traditional tune, as 

collected by Cecil J. Sharp, is [given as Mus. Exam. 3, below]." 

Version for piano solo 

"[This] English Morris-dance tune... became Grainger's curse, but equally, let it be admitted, 

posterity's delight."--Leslie Howard (Piano 1). 

"Of Country Gardens Grainger once wrote: 'The typical English country garden is not often used 

to grow flowers in; it is more likely to be a vegetable plot. So you can think of turnips as I play 

it.'"--John Bird [Adni]. 

"In an NBC broadcast of 1936, Grainger said of his Country Gardens, 'I arranged this Morris 

Dance originally to be whistled by two whistlers with a few instruments accompanying them. 

That was in 1908. In 1918 when I was in the Band of the 15th Coast Artillery Corps I used to 

improvise on Country Gardens at Liberty Loan concerts. Finally in 1919 I had it published for 

the piano and you have been afflicted with it ever since.' All that one can add here is that Cecil 

Sharp first gave Grainger the tune but lived to regret it and whilst the piece's phenomenal 

popularity earned the Australian (and his publishers) a small fortune it also obscured most of his 



other compositions. It must also be one of the few works composed by a dedicated pacifist in an 

army barracks."--John Bird (Rambles). 

Version for band (1950 setting; scored for band 1951-53) 

"Difficulty: medium advanced to advanced. 

Grainger's original setting for piano became his most popular work during his lifetime. The 

adventurous and imaginative setting [for wind band] was one of the results of the collaboration 

with Leopold Stokowski for an all-Grainger record made in 1950. Soon afterward, Grainger 

[reset] the orchestral original with his characteristically colorful yet subtle approach to scoring. It 

is entirely different from the earlier setting in its use of strange dissonances, intricate rhythmic 

figurations and striking con trapuntal and harmonic touches. The writing requires fluency and 

agility from woodwinds and trumpets, [with its] considerable rhythmic intricacy and precision 

problems. Nevertheless, this is without doubt Grainger's finest version of this much-played work 

and is strongly recommended."--Joseph Kreines (GSL IV/2; Unknown). 

"Between 1949-1950, Grainger re-scored several of his most popular compositions for an 

orchestral recording conducted by Leopold Stokowski. One of them was a completely new and 

inventive version of Country Gardens. In this version, th e folktune is restored to the order which 

Cecil Sharp notated, as opposed to the form of Grainger's original piano solo version. While 

Grainger had earlier composed several settings of this piece, he did not score it for band until 

May 1953, when he made a setting of the version he had prepared for Stokowski. Ironically, it 

proved to be one of Grainger's last works for band, and was not published until 1990. While the 

scoring demonstrates the composer in his full maturity, the approach is quite different from the 

earlier settings. Colors are more transparent, the percussion are used to their best effect, and the 

blendings carefully elicit optimum contrasts. The setting is autobiographical. Grainger seized the 

opportunity presented by Stokowski to fashion an ironic, jolly/bitter personal statement. His 

last Country Gardens is both frolic and harshly biting satire. A few well-placed wrong notes 

show the pain he associated with this music. Near the end, the composer (via the trombones) 

conclusively st icks out his tongue at the world, and then quietly fades away. 

"Grainger first heard the [John Philip] Sousa Band under the 'March King's' direction at the 1900 

Paris Exhibition. He later came to know Sousa personally, and their correspondence 

demonstrates great mutual admiration. While Grainger's music was often featured on Sousa's 

programs, Sousa did not hesitate to modify or arrange Grainger's compositions. Sousa prepared 

these 'fripperies' (as Grainger referred to them) specifically for the Sousa audience and the sound 

of the Sousa Band. The Sousa Band's repe rtoire included Sousa's own versions of Shepherd's 

Hey, Handel in the Strand and Molly on the Shore. Sousa, in a letter to Grainger, remarked that 

his band had performed their own version of Country Gardens about two hundred times during a 

recent tour. In the same letter, Sousa pointed out: `I have probably played your compositions a 

greater number of times than any conductor in America, and there is something about all of them 

that makes a very strong appeal to me and to my public.'"--Dana Perna (Michigan). 

Tom Clark version for wind band (1931) 



"Difficulty: medium. 

"This is the traditional original setting, efficiently scored for band, but in no way comparable to 

Grainger's later [1950] setting."--Joseph Kreines (GSJ IV/2). 

CREEPIN' JANE (English Folksong)--voice and piano 

[Published in Percy Grainger: Thirteen Folksongs [for] Voice and Piano by Thames 

Publishing, 1982. (Ed.)] 

British Folk-Music Settings 

Grainger: "English Folksong collected (at Brigg, N.E. Lincolnshire, England, on July 28, 1906) 

from the singing of Mr. Joseph Taylor (of Saxby-All-Saints, N.E. Lincshire), and set for voice 

and piano 1920-1921, New York City. Loving birthday gift to Mother, July 3, 1921. 

"[Headnote:] Slowly and gently rhythmic." 

"The setting [is] much simpler than the other songs in [Thames Publishing's 1982 collection of 

13 folksongs]. The folksong was phonographed from Joseph Taylor... two days before Hard 

Hearted Barb'ra (H)Ellen was noted. No other versions are known to exist. It was finished on 

June 18, 1921."--David Tall (Songs). 

A DANCE RHAPSODY(Frederick Delius)--arr. 2 pianos 

"Grainger paid his English composer friend Delius the compliment of transcription in the spring 

of 1922, arranging the First Dance Rhapsody. Both in the Rhapsody and The Song of the High 

Hills [see below] Grainger attemp ts a genuine recreation of the work in the medium of two 

pianos; his transcriptions are colorful and original, and make every attempt to sound like 

chamber music rather than orchestra substitution. Grainger's flair for the medium is, as always, 

very much in evidence, and the result is remarkable satisfying music."--Neely Bruce. 

DALVISA--chorus (1904?) 

[For catalog entry, see La Scandinavie] 

"The 'Dalvisa' (vocalise) for a capella mixed chorus has been constructed from separate 'voice-

trial parts?' in the collection of the Grainger Museum, University of Melbourne (MG15/1-3-1:1 

to 5). These parts are listed as being 'Billi ng Choruses' (i.e. Choruses written at Billing?). The 

original tune is a folk-song from Dalarna, called 'Vindarna suckla', and was collected by Hugo 

Alven, and used to great effect in his Midsommarvaka, Swedish Rhapsody No. 1, Op. 19 of 1903 

. The words to this folk-song are: 

Vindarna sucka uti skogarna, 

Forsarna brusa uti „lvarna, 

Vargorna gunga sakta, 



Vargorna gunga sakta 

Gunga sakta fram mot Siljans strand. 

 

The winds whisper softly in the forests, 

The waterfalls surge out into the rivers, 

The waves move slowly in motion, 

The waves move slowly in motion, 

Moving slowly towards the shores of the Siljan. 

--English transl. by Fru Ulla Lundin 

It is quite possible that Grainger may have intended at some stage to publish this version, as in 

approximately the same year it was written, his other Swedish folk-song setting 'A Song of 

Vermeland' was published by The Vincent Music Company Ltd . The two works together would 

form an attractive addition to any future choral concerts of Grainger's works for this medium. 

The question remains, did Grainger plan to add words at some later stage? In the light of the 

manuscript parts being used for 'voice-trials', this is quite possible."--Barry Peter Ould (GSJ 

VI/2). 

DANISH FOLK-MUSIC SUITE: see SUITE ON DANISH FOLKSONGS 

DAVID OF THE WHITE ROCK (DAFYDD Y GARREG WEN) (Welsh Folksong) 

[Edition for high voice and piano published by Schott & Co., Ltd., 1963. English words by 

Richard Bowen. Arranged by Percy Grainger for Richard Bowen. Headnote: "Adagio 

semplice". (Ed.)] 

"NOTE. According to tradition, the Bard David lived in a house called 'Y Garreg Wen' (The 

White Rock) in a remote situation in North Wales. He was commonly called by his Christian 

name followed by the name of his house--a common custom in Wales, and one which survives to 

the present day. 

"Like many other Welsh bards, David was also a harpist, and is reputed to have had his harp 

continually at his side. On his death-bed, he is supposed to have asked that his harp be once more 

placed in his hands in order that he might play just one more tune. 

"The melody he played was afterwards called by his name 'Dafydd Y Garreg Wen' (David of the 

White Rock), and this same melody was performed on a single Welsh harp at his funeral, as was 

his dying wish. 

"The Welsh words were subsequently added by Ceiriog Hughes in the nineteenth century. Words 

and melody are now inseparably linked, and are together widely known and regarded as one of 

the most popular of Welsh Traditional Songs."--Richard Bowen. 

DIED FOR LOVE 



Version for voice & piano 

British Folk-Music Settings No. 10 

Grainger: "Died for Love ["In 'love' the 'o' should be sounded like 'u' in 

'butcher'."] (Folksong from Lincolnshire). Collected from the singing of Mr. Joseph Taylor (of 

Saxby-All-Saints, North East Lincolnshire) by Lucy E. Broadwood and Percy Aldridge Grainger, 

and set for a woman's voice accompanied 

by flute, clarinet and bassoon, 

or muted fiddle, muted middle-fiddle (viola) and muted bass-fiddle (cello), 

or flute, muted middle-fiddle (viola) and muted bass-fiddle (cello). 

[The 1912 edition published by Schott & Co. is marked "Score, or voice and piano 

version", and includes a piano part for which the above-named instruments may be 

substituted. (Ed.)] "May be key-shifted (transposed). Begun ? 1906, ended 18.12. 1907. 

Tellingly, and with rhythmic stress, though not loudly. Quite simply, and with tender gaiety. Not 

dragged, and strictly in time throughout. 

"Mr. Taylor sang this song with an exquisite tender gaiety and gentle dance-like rhythmic lilt. 

The tune and words are here given as nearly identical with my noting down of a phonograph 

record I took of his singing (at Brigg, Lincs, 28.7.1906) but for an added bar's rest (bar 22) and a 

lengthening of the end note (bars 42, 43). The pronunciation 'gress' (Mr. Taylor sang 'grass') in 

bar 18 is borrowed from another Lincolnshire folksinger. 

"For Miss Broadwood's version and setting of Mr. Taylor's tune (and notes thereon) see 'Died of 

Love' (pp. 92 and 123) in English Traditional Songs and Carols by Lucy E. Broadwood (Boosey 

& Co.). 

"For my notation of the above mentioned phonograph record, for notes on the tune and words, 

and for a small sketch in which I have tried to give some slight hint of Mr. Joseph Taylor's 

lovable personality and exceptionally perfect style of folksong singing see pp. 164 and 188 

of Journal of the Folk-Song Society, No. 12 [1908]." 

"A hektograph score dated 16/18/12.07, for women's voice and various combinations of three 

instruments, is in the Grainger Museum (MG5/13). "[Grainger's] precise choice of instruments 

was not done theoretically or haphazardly. It was his habit to try out his compositions, or parts of 

them, in 'sound trials' before he decided on the final version. In the National Library of Scotland 

collec tion there is a listing of various possibilities for the instruments for Died for Love. It is 

therefore important to use one of the three instrumentations given in the vocal score [as above].... 

"[Grainger] also wrote out the setting a tone lower than the published version. There are ms. 

parts for piano and for violin, viola, cello in the Grainger Museum (MG15/10-3) for this lowered 

version. 



"A version for piano solo (undated), which literally transcribed the vocal line and the three 

instrumental lines, is now [1981] in the British Library. The voice part has also been written out 

for violins, first verse at the same pitch, second verse p lus the upper octave, so that it may be 

played with the other three string parts for string orchestra. Only the song has been published, for 

voice and piano and for voice and three instruments, in each case only in the original key (Schott 

1912 [as above] )." --David Tall (Songs). 

Version for cello & piano 

The folksong Died for Love has a poignant melody for its doleful confession: 'I wish my baby it 

was born lyin' smilin' on its father's knee, and I was dead and in my grave and green grass 

growin' all over me.'"--John Bishop. 

Version for string ensemble/orchestra (ed. Dana Perna) 

"The source materials for this edition [Published by Bardic Edition--see Chapter 3, Locations 

of Scores, above.] were all photocopies from Percy's personal holdings found at his White Plains 

home, as supplied by Stewart Manville. These include d a hand-prepared part for the first violins, 

which was the voice part edited for the violin or a section of violins. The other parts were 

extracted from those which had contained the vocal part with the respective instrument. As was 

Grainger's custom, these were referred to as 'fiddles' (e.g. 'fiddles', 'middle fiddles' [violas] and 

'low fiddles' [cellos]) and it would appear that, given his immense interest in the music from 

earlier periods, he was treating this instrumentation as a modern day fiddle co nsort. The Double 

Bass part did not appear in Grainger's hand and was fabricated by the editor, Dana Perna. This 

part, as it appears in score, is notated as if it were a 'cue', since it is an optional part. The full 

string orchestra version was designed f or conductors who wish to make use of all of their forces. 

For conductors desiring a more 'authentic-to-Grainger-sound' in performance of this piece, the 

Double Bass part may be omitted entirely. 

"In Percy's original hand, the first violin part was written on the same stave where the part is 

marked 'divide'. In the score and the newly prepared part for this edition, the divided part has 

been copied onto two staves. This was done to provide gre ater clarity for conductor and players. 

The violin 1 part should be performed without a mute, all of the other parts are to be performed 

with mutes on throughout. On Percy's set of parts to the parts which are now fiddles 2, middle-

fiddle and low-fiddle, grease pencil was used, remarking the phrasing he wished the all-fiddle 

version to have. It would appear that these were Grainger's own markings and those phrasings 

have all been adhered to in this edition. (It was not uncommon for Grainger to supply part s to 

instruments other than those included in his score if he discovered that such players and 

instruments would become available to him. Thus, our adding a Double-Bass part follows 

Grainger's own custom.) 

"NOTE: No dynamics are indicated for parts other than violins 1. It appears that Grainger wished 

to indicate inflections here because theirs is the only section to play the tune throughout. The 

remaining 'fiddles' (and bass, if used) are to rem ain muted and pianissimo. Grainger wished to 

match the bowing and phrasing style common and characteristic of 'fiddle playing' against the 



bowing found in 'classical' violin playing. This setting of Died for Love is uniquely Percy 

Grainger."<19 7>Dana Perna. 

DOLLAR AND A HALF A DAY--part song 

Sea Chanty Settings Nr. 2 

Grainger: "Two versions of a Capstan or Windlass Chanty, by kind permission of Charles 

Rosher, C.E., F.R.G.S., and H. E. Piggott. [See Mus. Exam. 4, facing page.] 

"Mr. Perring said this was a 'tipical' ('ti' rhymes with 'my') Negro Chanty, sung by Negro sailors 

in the East India trade, in complaint at their being harder worked and lower-waged than white 

seamen. The vowel a in alf was sounded as in the usual American pronunciation of half, i.e. like 

the first vowel sound in hair (standard English pronunciation). 

"For other variants of these chanties, for notes upon them and for a description of Mr. Perring's 

singing see Journal of the Folk-Song Society, No. 12." 

"THE DUKE OF MARLBOROUGH" FANFARE ("The British war mood grows")--band 

British Folk-Music Settings Nr. 36 

"Percy Grainger's 'Duke of Marlborough' Fanfare takes its inspiration from an 18th-century 

broadside ballad, probably written relatively close to the event it portrays--namely the Battle of 

Ramillies (1706) between the English and French. 

"The version Grainger uses was collected by Miss Lucy E. Broadwood, about 1895, from Henry 

Burstow of Horsham, Sussex, whom he describes as 'one of the very finest of all English folk 

singers'. 

"In the ballad the duke lies 'on a bed of sickness,... resigned to die.' He thinks back on his deeds 

of valor and in his imagination exhorts 'you gen'rals all and champions bold' to 'stand true', as he 

had done in the past: 

We clim'ed those lofty hills away, 

With broken guns, shields likewise; 

And all those famous towns we took, 

To all the world's surprise... 

 

The sun was down, the earth did shake, 

And I so loud did cry, 

'Fight on, my lads, for England's sake, 

We'll gain the field or die...' 

"The majestic, long-measured tune of this ballad is said to be quite unlike the general style of an 

English folk song, being altogether more artfully conceived. One would suppose that it took its 



origin in the 'polite' tradition of the formally composed music heard in English pleasure gardens 

and playhouses of the early Georgian era. 

"Grainger's dissonant harmonies are much in keeping with the stridency of its military theme."--

Stewart Manville. 

"The Duke of Marlborough Fanfare was written for the brass choir of the wind band or 

symphony orchestra. Grainger writes that 'my fanfare (written March 5-6, 1939 at Coral Gables, 

Florida) is based on the English folksong 'The Duke of Marlborough'. In my setting, the tune is 

heard twice. The first time (behind the platform) it typifies memories of long-past wars--vague, 

far-off, poetic. The second time (on the platform) typifies war in the present--fast-moving, close 

at hand, de bonair, drastic."--James Westbrook. 

"'The Duke of Marlborough' Fanfare is based on an English folksong gathered by Miss Lucy E. 

Broadwood. The first part is played by a horn off-stage and the full brass group on-stage enters 

for the second half."--John Hopkins (O rchestral 1). 

"Simple but sophisticated, 'The Duke of Marlborough' Fanfare is scored for full brass with 

optional parts for bassoons and saxophones. The opening horn solo is performed [in a University 

of Illinois Symphonic Band recording] by eight players in unison. The second section of the 

work treats the original material played by the horns fugally with the entire brass section."--

Frank Hudson. 

EARLY ONE MORNING 

Old English song (set 1901-40; also 1950) 

Version for voice and piano 

[Published in Percy Grainger: Thirteen Folksongs [for] Solo Voice and Piano by Thames 

Publishing, 1982. (Ed.)] British Folk-Music Settings Grainger: "English traditional song set for 

soprano voice and room-music (9 strings, flute, horn, double-bassoon at will) October 16, 1901-

August 4, 1940, White Plains, New York. Set for voice (woman's or man's) and piano August 15, 

1940, White Plains, New York. 

"[Headnote:] Slowly, anguished." 

"This was first set as a single verse for voice and piano when Grainger was 16. He composed it 

as one of 25 settings of melodies from Augener's The Minstrelsey of Old England and it bears the 

hallmarks of the young composer, with bold harmonies that lack the experience necessary to 

place the chords effectively in the piano accompaniment. 

"Two years later, in 1901, he returned to these early works and made a number of new sketches. 

One was a development of the harmonies of Early One Morning for mezzo soprano and three 

altos; another was a totally different setting for mezzo sopr ano and male choir. 



"The sketches lay fallow until September 1939, when he was working on The Easy Grainger, a 

projected collection of easy keyboard pieces which was never completed. He composed a new 

harmonization of Early One Morning in the minor key and followed it with a transcription of the 

soprano and male-voice choir sketch to make a 20-bar setting for two players at one harmonium. 

In October he transcribed it for strings and the following year he extended it to a full 40 bars by 

incorporating the sk etch for women's voices and composing new material for the ending. It was 

now in its definitive form for room-music with optional soprano. The transcription for voice and 

piano was made on August 15, 1940. 

"Though thoroughly integrated, the origins of the material [in this latter version] are clearly 

discernable by comparison with the earlier versions: 

bars 1-9 for harmonium duet: September 24-25, 1930 

bars 10-20 for soprano and male choir: October 16, 1901 

bars 21-24 (later modified) for voice and piano: January 20, 1899 

bars 25-40 for voice and room-music: July 30-August 4, 1940 

"It was to be transformed yet again, into full orchestral dress, for the 1950 Stokowski 

recording."--David Tall (Songs). 

Joseph Kreines transcr. for band (1980) 

"Difficulty: medium. 

"Grainger began this setting in 1901, but did not complete it until 1939-40, when he made three 

different scorings. In 1950, he made yet another version (for Stokowski), which differs in several 

respects from the earlier ones. "The text of the song is as follows: 

Early one morning, just as the sun was rising 

I heard a maid sing in the valley below 

'O don't deceive me, O never leave me! 

How could you use a poor maiden so? 

Remember the vows that you made to your Mary 

Remember the bower where you vowed to be true 

O don't deceive me, O never leave me 

How could you use a poor maiden so?' 

"This is one of Grainger's most poetically sensitive and imaginatively harmonized folk-song 

settings. It begins with a brooding, anguished statement of the tune in the minor mode, abruptly 

changing to the major. The transcription features several solo ists (euphonium, bassoon, oboe, 

flute, trumpet) and concludes with a broad, fully-scored statement. It uses the 1940 version as its 

basis, with some elements from the 1950 version. It closely follows Grainger's original in its use 



of solo instruments and demands beauty of sonority and sensitivity to details of balance, nuance 

and feeling of line."--Joseph Kreines (GSJ IV/2; Unknown; Two Grainger Melodies). 

"The [1950] arrangement of Early One Morning... is a beautifully conceived exercise in sliding 

chromaticism between consonance and dissonance."--John Bird (Grainger). 

ENGLISH DANCE 

Version for orchestra 

Grainger: "PROGRAM-NOTE. In no sense an attempt to write in the style of any particular 

English dance-form, nor based upon folk-music or popular music in any way, my English 

Dance is the result of an urge to express in large form that co mbination of athletic energy and 

rich warmth that is characteristic of such English tunes as 'Come lasses and lads', and of English 

music in general. I wished to tally in my music a certain bodily keenness and rollicking 

abandonment that I found typical and enthralling in English national life--as manifested in such 

things as furious football rushes, the love of sprinting, the high average speed of men and women 

walking in the streets, newspaper distributors swerving wildly, yet cunningly, through crowded 

London traffic on low bicycles, a pro-fusion of express trains hurtling through the dark factories 

clanging and blazing by night, and numberless kindred exhilarating showings. 

"The work is dedicated to Cyril Scott. In its original form the English Dance was begun about 

1899 (in Frankfurt-am-Main, Germany), but was chiefly composed and scored (for orchestra) in 

1901 or 1902 (in London, England). It was thoroughly rewo rked and rescored in 1906, 1907, 

1908 and 1909 (in England and on tour in Australia and New Zealand), the musical contents then 

being greatly added to and assuming their present form. The final radical reorchestration, for 

orchestra and organ (without involving, however, any alteration of the musical material), was 

undertaken in 1924 and 1925, in the United States." 

"Shortly before Sir Thomas Beecham asked Grainger about writing a ballet [See The Warriors, 

below. (Ed.)], he conducted the young Australian composer's English Dance in a Sunday 

afternoon concert at the London Palladium. Though this score was 'chiefly composed and scored 

in 1901', thoroughly 'reworked' and rescored around 1906, it was not put into its final form until 

some 15 years later. Indeed Beecham made some suggestions for amendments which Grainger 

gladly accepted. 

"In comparison with the colorful, wild exotic nature of The Warriors, the English Dance is rather 

monochrome. Indeed, Grainger aimed to achieve what he called the 'somewhat grey and 

certainly monotonous scheme of Bach's colourings'. This was to allow him to concentrate on 

'intervallic expression', which he considered the strongest of all musical elements. Grainger said 

'In nature at its sublimest (the desert, the ocean, and the like) a certain monotony is generally 

present; the smaller elements of contrast do not intrude upon the all-pervading oneness of the 

larger impression.' The composer's extensive analysis in the score includes a further point, 

'Personally, I have always felt that Bach's scores provide the most useful hint s towards the 

solution of certain problems of modern composition; especially where we are concerned with 

'large form'.' He disliked what he called 'the small sectionalness and constant thematic 



reiterations of sonata-form'. Certainly the English Dance is one of Grainger's most energetic and 

muscular works in which the sinewy nature of the melodic lines is clearly evident. In this work, 

Grainger said, 'I wish to tally in my music a certain bodily keenness and rollicking abandonment 

that I found typi cal and enthralling in English national life.' English Dance is dedicated to Cyril 

Scott."--John Hopkins (Orchestral 5). 

Version for 2 pianos (6 hands) 

[Edition published by G. Schirmer, 1924. (Ed.)] 

Grainger: "For Cyril Scott, with long love. 1st Pianist at 1st Piano, 2nd & 3rd Pianists at 2nd 

Piano. Elastic Scoring: Room-music or orchestral combinations of almost any size or make-up 

may be formed by combining this version (singly, or massed to a ny extent) with any or all of the 

orchestral parts of the orchestral version published by G. Schirmer, Inc., New York. 

"[Headnote:] Fast, very rigid in time." 

"The final orchestral version of English Dance was completed in 1909, the composer having 

worked on it sporadically for ten years. The version for two pianos was 'dished up' in 1921 whilst 

Grainger was touring the U.S.A. Marked 'Fast, very rigi d in time', the work has an almost non-

stop patter of quavers over a jogging accompaniment. The rise, fall and leaps of the main theme 

heard at the beginning typify the general character of the piece which, despite some moments of 

gentle beauty, creates a n atmosphere of great energy. In a letter to Roger Quilter, Grainger 

commented: 'You known I've always felt the English Dance as the whole land on the hop, the 

whole caboozle of football, factory furnaces, newspaper bicyling boys, fire engines; the general 

athletic pith of England whanging away.'"--David Stanhope (Piano 3). 

* * * 

"Grainger... felt certain that the success of English Dance would win him the plaudits of British 

music society and, years before its February 18, 1912 premiere under Thomas Beecham, 

contrived to make everyone aware of its existence. After a private reading with Grainger at the 

piano, Fauré is said to have exclaimed: 

"It's as if the total population was a-dancing." 

Delius, on receiving the first hand-prepared copies, advised the composer to 

"Finish it. I will have it played when you like. Your music is the first music I have heard for 

years which I really love. It is fresh and new and thrilling." 

"Grainger was more pleased and proud of his English Dance than of any other piece he had 

composed up to that time.... 

"The 1912 premiere of English Dance was educational for Grainger; he felt the work's 

orchestration needed improvement and that the piece lacked the substance he had thought it 

contained. After extensive revisions of its orchestration (and a new set of parts), Grainger 



conducted it himself in a concert given as part of a series sponsored by Balfour Gardiner. 

Happier with the improvements Grainger was still not sure that English Dance had reached a 

state of final completion; but additional performances were to follow. 

A month following the death-by-suicide of Percy's beloved mother, Rose Grainger, English 

Dance was featured on a program which also included Green Bushes and The Brides Tragedy. 

This occasion, a part of the Evanston (Illinois) Festiva l, must have made him appreciate what a 

fine composition in fact it was. He radically revised the orchestration between 1924 and 1925, 

"without involving any alteration of the musical material"--by which time the 2 piano/6-hand 

version had alre ady been published. It is in this last form (with organ, published in 1929) that 

the English Dance is performed by orchestras today. 

"Grainger acknowledged some indebtedness to J.S. Bach: 

The general lay-out of the musical form is on very broad lines and will be found to follow Bach's 

formal technic more closely than that of any more recent compositional styles. Also in the 

methods of scoring the somewhat grey and certainly mono tonous scheme of Bach's coloring (as 

instanced in the first chorus of the "Matthew" Passion and in the Brandenburg Concertos) has 

been preferred to the more heterogeneous, shorter-breathed, broken-up brush-work of modern 

orchestration habits. By l aying the minimum of emphasis upon tonal "color", by adopting an 

instrumentation of mainly "neutral" tints, I feel it is possible to concentrate the whole appeal 

upon what appears to me to be the strongest of all musical elements--

purely intervallic expression. 

"Though lacking the vast forces of "tuneful percussion" which Grainger often employed, the 

orchestral forces required for this English Dance are still quite large: piccolo, 2 flutes, 2 oboes, 

English horn, E-flat clarinet, 2 clarinets i n A, bass clarinet, 2 bassoons, contra-bassoon, 4 French 

horns, 3 trumpets, 3 trombones, euphonium, tuba, timpani, percussion (3 players--cymbals, side 

drum, glockenspiel and bass drum), organ, piano (with the option of additional pianos) and 

strings. This composition is every bit a twentieth century concerto grosso, not only because of 

the obvious contrast and interplay between piano and organ, but also with respect to the 

treatment of each instrumentalist's part. Solos move in and out of other solos which are played 

simultaneously; tuttis arrive as great climaxes of colliding impact. The structure of English 

Dance grows organically out of its opening tune, sounded by the organ. That tune is followed by 

a perpetual rondo of Grainger's ow n devising. An exuberant coda brings the work to its 

exploding conclusion. 

"When Grainger began work on English Dance, he was a young Australian of 16 or 17 years of 

age. When he completed it, he had become a master of his craft (and an American citizen). The 

piece was dedicated 'to Cyril Scott, with long love' (as students together in Germany, Scott, 

Grainger, Balfour Gardiner and Roger Quilter had formed an alliance called 'The Frankfurt 

Group'). For all the years required to complete it, the work never lost its youthful freshness, and 

intensity. If ever a single co mposition could be said to reflect the complex nature and intense 

personality of its composer, English Dance could be... it is a virtual incarnation-in-tone of Percy 

Grainger."--Dana Perna. 

ENGLISH FOLK SONGS arranged for voice & piano 



"An Australian by birth and American by adoption, Grainger none-the-less put his special 

imprint on the English folk song revival. An avid collector himself--especially in Lincolnshire--

he elevated both the scholar's and the arranger's approach to produce another 'genre'. His fifty or 

so arrangements are artistic creations in their own right and show a special genius. He was 

meticulous in transcribing what the folk singers sang and notates the music, embellishments and 

even the dialect s with an accuracy never found in Cecil Sharp. Comparing The sprig of 

thyme [below] with its brother The seeds of love we can perceive that Grainger allows the 

melodic line to leap and twist (aided and abetted by the accompaniment) with a r ustic vitality 

which makes Sharp's version and Vaughan William's accompaniment seem rather prim. Every 

rhythmic variation and subtlety in Six Dukes went a-fishin' [below] is carefully annotated with 

irregular bars and fine distinctions between dotted and triplet rhythms. The accompaniment 

to Died for love [above] is quite as extraordinary as that for British waterside is virtuosic 

(Grainger was a brilliant recital pianist), and there can be nothing but wonder at the perfection of 

the simple accompaniment to the haunting Willow willow [below]."--Robert Walker. 

ENGLISH WALTZ: see YOUTHFUL SUITE 

FAEROE ISLAND DANCE: see LET'S DANCE GAY IN GREEN MEADOW 

FANTASY ON GEORGE GERSHWIN'S "PORGY AND BESS"--2 pianos/4 hands 

PREFACE to published score [Gershwin Publishing Corp., 1951; reissued by 

Chappell/Intersong Music Group, distr. by Hal Leonard. (Ed.)]: George Gershwin 

composed Porgy and Bess in 1934-1935. The 'American folk opera' is based on a play about a 

beggar in Charleston, South Carolina, which was written and adapted by DuBose Heyward. 

Gershwin wrote part of Porgy and Bess when living on an island near Charleston during the 

summer of 1934. Many of the songs, including I got plenty o' nuttin', Summertime, and Leavin' 

for the promise' land', reflect Gershwin's impressions of the music, speech, and lifestyle of the 

local blacks. 

"Porgy and Bess received a mixed reaction from both blacks and whites. Critics pointed to the 

opera's characterization of the blacks, as well as it being merely a collection of hit songs rather 

than a true opera. Others praised it as the beginning of a new folk-opera genre. Porgy and 

Bess was first performed at the Alvin Theatre in New York, October 10, 1935. 

"Fantasy on Porgy and Bess by Percy Aldridge Grainger encorporates the music of Gershwin's 

folk opera into an expansive arrangement for two pianos." 

"Percy Grainger was an ardent admirer of the music of George Gershwin. Grainger, finding in 

Gershwin's music many similarities to Grieg, [See Grainger's notes for The Man I 

Love, below. (Ed.)] considered him one of the world's suprem e melodists and referred to The 

Man I Love as one of the great love songs of all times. 

"Being a gifted pianist possessed of great improvisational skills, Grainger would frequently play 

Gershwin's music in solo, and with his wife Ella, duo and duet arrangements. Starting in 1944, 



several Grainger transcriptions of Gershwin song s were published, culminating in 1951 with the 

appearance of an extended arrangement of themes from the 1935 folk opera Porgy and Bess. 

"Porgy was not easy to play on the piano, as Gershwin once told a friend: 'It's very difficult to 

play this score. As a matter of fact it's really impossible! Can you play Wagner on the piano? 

Well, this is just like Wagner.' 

"The Fantasy consists of the following sections: 'Introduction', 'My Man's Gone Now', 'It Ain't 

Necessarily So', 'Clara, Don't You Be Down-hearted', 'Strawberry Woman', 'Summertime', 'Oh, I 

Can't Sit Down', 'Bess, You Is My Woman Now' , 'I Got Plenty O'Nuthin'', and 'I'm on My 

Way'."--Michael Feinstein. 

FAREWELL TO AN ATOLL--voices & orchestra 

(Words and melody by Ella Grainger [1944], harmonized and scored by P.A. Grainger [1944-

45]. 

"This short song was based on a painting by H. Neville-Smith. It is 'for soprano solo and 

orchestra (mixed chorus at will)'. It is one of a number of light, charming songs by [the 

composer's wife] which were harmonized and orchestrated by Percy Grainger. 

'The last sight of an island with palms behaving 

as if they to me a farewell were waving. 

That was the sight on this horizon skies 

which was with tears beclouding my eyes. 

Though seas may wash us all away 

we yet in memory will stay; 

as we in yours, so you in ours, 

all through immortal hours. 

Farewell, coral atoll and blue lagoon! 

I hope to come back to you quite soon. 

And take away this memory: 

that atolls in the sea can faithful be.' 

"The score bears a completion date of January 18. 1946, White Plains, N.Y."--John Hopkins 

(Orchestral 2). 

FATHER AND DAUGHTER (FADIR OG DÓTTIR)--chorus and instrumentsVocal and 

piano score (English and German Version) published by Schott & Co., 1912. (Ed.) 

Settings of Dance-Folksongs from the Faeroe Islands Nr. 1 

Grainger: "For my friend John S. Sargent. Set for 5 men's single voices, double mixed chorus, 

strings, brass, and mandoline and guitar band (the mandolines and guitars can be left out at will). 

Begun 7.5.'08, ended 8.9.'09. 



"The traditional tune is from the Collection of Hjalmar Thuren, and will be found (tune 29, page 

105) in his work: Folkesangen paa Faerörne, af Hjalmar Thuren (The Folksong in the Faerö 

Islands) Andr. Fred. Host and Sons Forlag, Kobenhavn (Copenhagen) 1908. 

"The words are traditional, and from the Royal Library, Copenhagen (C.C.F., No. 124 C). They 

can be consulted in Faerösk Anthologi ved V. H. Hammershaimb, Copenhagen, 1886 (page 253). 

"PROGRAM-NOTE. The Faerö Islanders are mainly the descendants of those Norwegian 

emigrants who settled in Iceland, the Faeroes, and other Islands of the North Sea in the ninth and 

tenth centuries. Their speech, forming a link between Icelandic and Western Norwegian dialects, 

is one of the loveliest and most manfully rhythmic of all the many splendid Scandinavian 

tongues, and the Islands are still strangely rich in folk-poetry and folk-music. 

"Dancing accompanied by epic ballad-singing is still a passion with the Faeröese; hand in hand, 

in a ring, they will dance the night through with hardly a break, and, that the dancing may not 

come to a standstill, even for a moment, it is customary at the close of one song for a fresh singer 

to start a new ballad with the very next footfall. 

"Their dancing steps are considered to be a very faithful survival of the ring-dances (Kettentanz) 

of the middle ages, while their dance tunes belong to a primitive type of folk-music, showing a 

five-tone leaning imputed to Celtic influence. Al though their stirring ballad poetry (the plots 

drawn from the fightsome goings-on of the Icelandic sagas, and from Frankish, Norman, and 

German history and legends--Charlemagne, Roland, Tristram, etc.) has been collected since 

about 1780 and stored in the Copenhagen Royal Library (Corpus Carminum Faeroensium), no 

scientific record of their music was undertaken until the famous Danish student of primitive 

music, Hjalmar Thuren (who died January, 1912--an irreparable loss to musical research), 

roamed the islands with a phonograph in 1901-02, and embodied his results (including over one 

hundred tunes selected from some four hundred) in his fascinating book The Folk-song in the 

Faeroe Islands (Danish and German) (Copehhagen, 1908), which should be consulted by 

everyone interested in Faerö art. 

"The words 'Dansum vael i frioum, stillio ydur alla riddara' ('Blithely dance the measure, all ye 

knights and swains, so merrily'), which in my setting are sung to accompanying secondary tunes 

(by me--not folk-tunes) on the second chorus, form part of the refrain from quite another Faerö 

ballad (see page 54 of Faeröiske Kvaeder, ved V. H. Hammershaimb, Copenhagen, 1855). In a 

certain respect these dancing songs may be looked upon as more purely vocal than almost any 

other European folk-m usic, as no instrumental music found its way into the islands until a very 

few years ago, not even into the churches. 

"During the dance a single singer sings the verse part of the tune, and the united dancers fall in 

with the refrain in unison (never in parts), but often the dancers gradually join in in the verse part 

as well, as the dance progresses, producing a piling-up effect that I have imitated in my setting; 

but apart from this the whole harmonic and orchestral treatment in my setting does not mirror 

Faeröese musical usages in any way, and must be taken as a purely personal addition to weigh up 

against the abse nce of the thud of many feet, the flow of the dance movements, and the fine-

looking islanders, famed for their bright intelligent faces 



ISHER'S BOARDING HOUSE--orchestra 

Youthful Tone Works No. 1 

"Through his life, the work of Percy Grainger was strongly influenced by the writings 

of Rudyard Kipling. Fisher's Boarding House is one of a small number of orchestral 

works ('Youthful Toneworks') written around 1899 when Grainger wa s a [16- or 17-

year-old] student in Frankfurt-am-Main, and it was inspired by the 'Ballad of Fisher's 

Boarding House'. The piece has an interesting history. Percy's father John Grainger 

(architect and engineer) was at that time working on a number of impo rtant building 

projects in Western Australia. He was the architect for many well-known public 

buildings such as the Government House ballroom and the Supreme Court in Perth, 

the Fremantle Town Hall, the Town Halls and Post Offices in Kalgoorlie and Boulde 

r, as well as many other buildings on the goldfields. He was also Chairman of the 

Perth Amateur Orchestral Society and in this position wrote to his son requesting an 

orchestral work for the Society. Grainger senior requested a piece that was not too diff 

icult since the 'fiddlists are not all Joachims and only about second rate players so 

don't make it too difficult, that is if you are in the humour.' One wonders at the 

reactions of the amateur musicians when they first sighted Fisher's Boarding House, a 

demanding piece written in six sharps with many double sharps. Correspondence in 

archives shows they were delighted to receive the manuscript, although they found the 

key difficult, and the fact is that although they rehearsed the piece, it was apparently 

never performed in public! 

"Fisher's Boarding House shows the most evidence of Grainger's highly individual 

musical thinking of all the Youthful Toneworks. However, although it bears the 

hallmark of all his later compositions, it is cast in a strictly 19th cent ury Teutonic 

form, and scored simply for double woodwind, two horns and strings, with none of 

the scintillating percussion and keyboard sounds which became integral to his later 

work. Much of the harmony and structure call to mind composers of the mid-19t h 

century, particularly Mendelssohn. His strict Frankfurt teachers would even have 

approved of the style of penmanship he used in his manuscript! Nevertheless, the 

angular themes and constant pushing onwards of the 17-year old Australian spirit is 

evident through the formal, traditional framework."--John Hopkins (Orchestral 5). 

THE FLOWERS THAT BLOOMED IN THE FIELD--chorus 

Russian folksong collected by Eugenie Lineva, edited by PG for 3 voices 

(soprano/alto, tenor, bass), 1934. 

Grainger: "From Great-Russian Songs in Folk-Harmonisation (noted phonograpically 

from the improvised partsinging of peasants), edited by V. A. Fiodorov (Moscow, 



1921). Madame Yevgeniya Eduardovna Lineva was one of the first (at the turn of the 

century) to sense the value of the phonograph in folkmusic collecting. Her notations 

threw much light on the instincts of musically untutored peasants who improvise 

polyphonic parts (podgolosok) around a given melody. It will be seen that their 

harmonic s ense (which tolerates only unison or octave at the close of cadences) is 

less developed than that shown in the English 13th century church music deciphered 

by Dom Anselm Hughes, in which the 5th is added to the octave for closes. (More 

advanced than eithe r of these musics is the traditional partsinging by musically 

untutored American Negroes that Natalie Curtis-Burlin has phonographically 

collected and so admirably recorded in her Negro Folk-Songs, Hampton 

Series, published by G. Schirmer, New York .) The songs Madame Lineva has 

preserved are always remarkable for their natural vocal style and effectiveness & 

often for their melodic complexity. 

"Singers performing these numbers may evolve their own dynamics & expression 

marks (those I have provided may be taken as hints, merely) & may transpose into any 

suitable keys. 

"[Headnote:] Slowly, languishingly, with somewhat exagerated expression." 

FREE MUSIC 

"Ironically enough, it was what Grainger considered his only truly valuable and 

original contribution to music that has remained in the greatest obscurity. The concept 

of what he called 'Free Music' was one that had haunted him ever since he was a child. 

It was his dream that one day it might be possible to capture and control a kind of 

music in which the free play of sound could have something of the quality of the 

sounds of nature. In his words: 

When I was six... and was taken boating on the Albert Park Lagoon [in Melbourne], I 

was fascinated by the movements and sounds of water lapping against the side of the 

boat. The wish to capture in music these nature sounds and irregular nature rhythms 

led me to conceive my Free Music, at which I have been working ever since.... In Free 

Music reigns complete freedom from scales, complete rhythmic freedom (each tone 

strand enjoying complete independence from all the other tone-strands), and compl ete 

freedom from what I call 'Harmonic morality'.... [Roger Covell, Australia's Music, 

100.] 

"In 1899, Grainger first clearly formulated his thoughts about the limitations of 

traditional western music and the western notational system in terms of pitch and 

rhythm. His early experiments with 'beatless music' were consequently begun in that 

yea r. Beatless music he defined as 'music in which no standard duration of beat 



occurs, but in which all rhythms are free, without beat cohesion between the various 

polyphonic parts.' He was convinced at this early date that the problems and 

limitations of r hythmic notation in western music required intensive thought and that 

new resources could be introduced into common practice. Much of his time from 1899 

to the end of his life was deveted to developing these ideas. 

"Free Music in Grainger's definition is free not only rhythmically; it is free also from 

the bondage of scales and fixed intervals. It implies no scale, but employs all 

intervals from the tiniest micro-interval to the widest leap. These, however, are not 

arranged in a predetermined or necessarily related manner--i.e., they help to create 

music of ideal curvilinear freedom and flexibility, lacking bar accents as well as tonal 

restriction. Also embodied in the concept of Free Music is 'non-har mony'--totally 

independent voices creating an immensely complex polyphonic web of sound that 

was, for Grainger's time, too intricate for human performance. 

"Thus Grainger felt that the path of future musical development lay in the basic tenets 

of Free Music--the emancipation of rhythm, the use of gliding intervals (including by 

definition all gradations of the micro-interval), and the achievement of g reater 

dissonance through highly developed polyphony. This conviction, with the possible 

exception of Grainger's advocacy of gliding intervals, is rather widely shared today, 

but one must credit him with having arrived at it more than sixty years ago. A s tudy 

of some of Grainger's early and little-known scores [reveals his] experimentation 

concerning the first and third aspects of development. With regard to the exploitation 

of closer intervals, these have been until recent years the limitations of wester n 

notation and performing tradition. Nonetheless, Grainger sought an increasingly 

sinuous chromaticism to the point at which the intervals within the half tones must 

eventually become points of focus as well as points of passage. For that reason, 

Grainger became increasingly dissatisfied with the piano, and it was inevitable that his 

attention should be drawn to instruments capable of both true glissando and accurate 

control. In 1912, he became enthusiastic over the possibilities of an instrument that he 

referred to as the 'siren', the invention of a Dutchman in Hoom, but was never able to 

obtain the instrument as a forerunner of the theremin, an instrument with which he 

later experimented. 

"In his Free Music, Grainger was actually striving imaginatively all his life towards 

the realization of an ideal--of a cosmic and impersonal music, continuously evolving 

and untrammelled by conventional formal limitations. Among his sketches for an 

articled called 'My wretched tone-life', is found the following statement: 

My Kipling Jungle Book cycle, Hill-songs I and II, represent my protests against 

civilization. Almost the only part of my music that isn't doom-mooded is that part 

dealing with the mankindless world of the hills, the sea, the deserts. 



With all this, I hope that I am not leaving an impression that the bulk of my music 

arises out of human feelings and mind-stirs. For that is not so. My music (tone-art) is 

at its best when it has naught or little to do with human stirs, longing s, and sorrows, 

and doubly best when it has nothing to do with folksong. My tone-art is at its best 

when it tallies the streaming, surging, seething forces of the non-human nature (as 

in Hill-songs I and II, Sea-Songs, Bush Music), or the wholly impersonal treads of 

mankind-as-a-whole (as in the Marching Song of Democracy). And then these more 

universe-mooded toneworks are merely a kind of rehearsal for my Free Music which 

will be my only ripe contribution to music.... [Typescript in the archives of the 

Percy Grainger Library Society, White Plains, New York.] 

"In the realm of gliding tones, it was inevitable that Grainger's attention would be 

drawn to instruments capable of both the glissando and accurate control. From 1935, 

there dates a short piece for string quartet demonstrating gliding intervals. This 

example was used to demonstrate some of his Free Music ideas, during his Australian 

tour of that year. Later, he arranged it in graph form for four theremins, besides 

composing more extensive and complex pieces of Free Music for this instrument in 

collab oration with its inventor, Professor Leon Theremin. His Free Music No. 2, 

which was originally intended to be played mechanically on six theremins, [is to] be 

realized on Radio Stockholm's electronic-music equipment this year [1972]. The 

theremin, however, offered only a very partial solution to the realization of Free 

Music, since it could satisfy pitch requirements of gliding intervals and also dynamic 

control, but provided no resource for the solution of rhythmic problems. 

"In 1932, Grainger became greatly excited over the 'Polytone', an instrument invented 

by Arthur Fickensher, an American composer with experimental tendencies. In the 

following excerpt from a letter [Dated Oct. 18, 1932, in the collection of Grainger 

letters, Music Division of the Library of Congress.] to Fickensher, Grainger waxes 

enthusiastic over the Polytone: 

Since the days of Bach's 'well-tempered' tuning, no genuinely practical step forward 

has been made in the resourcefulness of the musical intervals at our disposal. 

Stravinsky has done much to liberate rhythm from the fetters of regularity. Arnold 

Schönberg has freed us from the inevitability of harmony. But it is obvious that 'Free 

Music'--the goal towards which all musical progress is striving, consciously or 

unconsciously, cannot arrive until musical intervals become free also. With your 

'polytone' true intervallic progress can be made at last. It not only provides perfect 

(non-tempered) in-tune-ness as well as all hearable varieties of intervals by means of a 

practical and facile keyboard, but it also unites these qualities with great sensuous 

beauty of tone and wide possibilities of emotional expression. It is the ideal 

instrument for the composer's study and the concert hall. 



Henry Cowell was aware of Fickensher's activities; in a letter to Grainger in 1941, 

Fickensher mentions that 'we are looking forward to a visit from Henry Cowell 

tomorrow regarding the Polytone.' Grainger's influence on Fickensher is obvious in 

Fickensher's piano quintet, dating from the thirties, which uses micro-intervals and 

gliding chords in the string writing. 

"Grainger had attempted to come to grips with the rhythmic aspects of Free Music 

long before experimenting with its intervallic features. As far back as 1900, he had 

toyed with the notion of realizing irregular rhythms by a primitive method involving a 

revolving cotton reel. In 1907 he wrote a Sea Song Sketch using irregular barrings and 

highly complicated rhythms. Throughout his life, Grainger had always shown a deep 

love and fascination for the sea. This is reflected in his many sea compositi ons for 

traditional instruments. The sea was also the germinal factor in the creation of his Free 

Music concepts. The movement and sound of the waves against the side of a boat, the 

play of the wind on the water, the curve of a gull's flight--all these elements made him 

yearn to create an equivalent freedom in music. In 1933, he presented Sea Song 

Sketch in three different forms of rhythmic notation: (a) regularly barred music, (b) 

irregularly barred music (the original form of the piece), and ( c) beatless music. The 

first two versions were scored for strings, the last to be cut on a piano roll to be played 

mechanically on a reproducing piano or on a roll-operated organ. Grainger was trying 

to show the inadequacies of our rhythmic notational sys tem and to make the point 

that Sea Song Sketch as he actually conceived it could only be faithfully realized 

mechanically. Rendering it in a simplified version in simplified rhythmic notation for 

instruments was but a compromise. 

"The possibilities of composing directly by patient measuring and perforation on 

player-piano rolls was one practical solution to handling the rhythmic problems of 

Free Music and furthermore of presenting it to audiences. Conlon Nancarrow has also 

car ried out experiments along these lines in his studies for player piano, the first of 

which were composed in 1948 (twenty-six years after Grainger had first experimented 

with the method). While Grainger's and Nancarrow's immediate aims were strangely 

ident ical--the realization of elaborate and precise rhythmic structures beyond human 

capability--Grainger did not, as Nancarrow did, compose almost exclusively for the 

player piano. As in the case of the theremin, it offered only a partial solution for t he 

realization of Free Music. (Grainger's subsequent Free Music apparatus, however, was 

developed along the lines of the roll technique.) Nancarrow carried the technique of 

composing directly for player piano to its utmost potential and refinement, creati ng 

some spectacular sonorities, and performances that would require the superhuman, if 

actual digital dexterity were involved. Dynamics and timbres could be controlled, the 

latter by modifying the material of which the hammers were made. In a broad sense, 

Nancarrow's player-piano studies and Grainger's Free Music experiments with player 



piano, which led him to harness three melanettes to a Duo-Art player-piano 

mechanism, are forerunners of John Cage's 'prepared piano' innovations. By 

composing directly on to piano rolls, both Grainger and Nancarrow were approaching 

the player piano in the light of a new potential. Previously, the instrument had been 

used to reproduce human performances; now, ironically enough, the reverse had 

occurred--the player piano was being used to create what human beings were 

physically incapable of executing. Grainger was amazed that no one else had thought 

of exploring the possibilities of the instrument in this fashion, when the player piano 

was enjoying the height of its popu larity during the first decades of the twentieth 

century. 

"[In 1948, Grainger developed experimental mechanisms involving the piano-roll 

technique.] Shortly before, he had become acquainted with Burnett Cross, a young 

physicist who not only was much interested in Grainger's Free Music ideas but 

collaborated with him thereafter in the building of his Free Music apparatus. His 

explanation of this was: 

Three melanettes (early keyboard electronic instruments) were tuned a third of a half-

tone apart, i.e. a sixth tone apart. When such close pitches are activated in rapid 

succession, they produce the impression of a glide. The keys of the melane ttes were 

attached to the silenced keyboard of the player piano by pitch-control threads, so that, 

when the piano-key C was depressed, the pitch of C would sound on the first 

melanette. When C sharp was depressed, it would activate the sound of C on the s 

econd melanette tuned a sixth tone higher than C on the first melanette. Similarly, 

when D on the piano was depressed, C on the third melanette would sound, again 

tuned a sixth tone higher than the C on the second melanette. Thus the piano keys E, 

F, and F sharp would activate three different C sharps a sixth-tone apart on the 

melanettes to which they were attached, and so on. 

Here, at last, intervallic and rhythmic patterns of Free Music could be cut on a piano 

roll and realized through the melanettes by way of the keyboard mechanism of the 

piano. Shortly afterward, Grainger did the same thing with three solovoxes (a solovox 

was a more sophisticated version of the melanette). On this mechanism, the tone 

quality could be regulated and a sustained tone capable of dynamic variation could be 

produced. 

"In 1950, Grainger and Cross applied the principles of the piano-roll mechanism to 

what Grainger termed the 'Estey reed tone tool' or reed box. A thirty-six inch wide 

wrapping-paper roll with accurately measured perforations (similar to those of a pia 

nola roll) was passed at a constant speed over a kind of giant harmonica, whose reeds 

were tuned so as to produce four different subdivisions in pitch to the half-tone. By 

making the reeds overlap in pitch, a glide effect could be created at both slow and fast 



speeds. Volume control was possible to a certain extent, depending on the number of 

reeds that sounded at any given moment. Furthermore, up to four successive reeds, an 

eighth-tone apart from each other, would produce one definite average pitch when 

sounded simultaneously. Thus gliding chords of varying dynamic shape were 

possible. On this machine Grainger created his first planned gliding chords in 1951. A 

musical glide was, to Grainger, not only a means of getting from one note to another, 

but a p henomenon to be developed for its own sake. Premeditated glides and gliding 

chords of precise rather than of random musical shape were phenomena hitherto 

neglected and undeveloped in western musical thinking, though they have been 

brought more and more in to focus and called to our attention with the advent of 

electronic music. 

"By having four reed boxes operating simultaneously, not only multiple gliding 

chords but also contrapuntal lines and irregular rhythms could be created. The main 

disadvantage of the Estey reed tone tool, however, lay in the fact that increased suctio 

n on the paper (which occurred when many reeds were simultaneously activated) not 

only made the machine play louder, but sometimes caused the paper to drag or tear. 

"Grainger and Cross then designed a more ambitious Free Music machine in 1952. 

Like the reed boxes, this machine was essentially a composing machine as opposed to 

the theremin and player piano, which were performing instruments. This particular 

Free M usic machine involved a form of graph notation, which Grainger had first used 

in notating his Free Music for theremins. A description of the apparatus is given in 

Goldman's article on Grainger's Free Music and is reproduced here: 

The machine consists of two parts, the first of which is basically a set of oscillators, 

each of which is set to produce a range of pitch covering about three octaves. The 

pitch is varied by the elevation of a control rod which follows a moving track. Volume 

is controlled similarly but independently; thus each voice has two controls: pitch and 

volume. The music is written in graph form, in rising and falling curves of varying 

depth and grade. On the present scale of operation, Grainger and Cros s are using 

large sheets of brown paper, with one-half inch representing a half-tone. This gives 

ample scope for minute measurements of 'drawing' and hence of pitch control: 1/16 

inch equals 1/16 tone for example; decimal or other measurements may of course also 

be used. 

The reader will see that rhythm can be easily calculated and controlled by horizontal 

measurements, and that any duration of sound, or combination of durations in various 

voices, can be achieved by simple linear measurements from left to right. Rests can be 

produced by the use of contact breakers. The speed of playing is at present controlled 

manually, but Grainger concedes that for a finished composition it would be well to 

have the machine run by a mechanism that would ensure ab solute evenness of 



performance at the speed designed by the composer. All the voices are of course fed 

simultaneously. At the present stage, the instrument will accommodate four 

independent voices. [Richard Franko Goldman, 'Percy Grainger's 'Free 

Music'', The Juilliard Review, II/3 (Fall 1955), 43-46.] 

The total range of the eight overlapping oscillators resulted in a compass equalling 

that of the pianoforte. Phrasing was made possible by means of the volume-control 

graphs. The instrument produced a clear reedy tone somewhat like that of a clarinet. 

Its most obvious limitation was its inability to produce variations in the tone color. 

Grainger felt, however, that at this stage of his Free Music development, timbre was a 

secondary consideration. 

"With this Free Music machine, then, it was at last possible for Grainger to realize 

rhythmic and intervallic aspects of Free Music simultaneously along with a total 

independence of voices. All of this could be accomplished in a more or less primitive 

fashion by the reed boxes. Prior to their adoption, however, Grainger had not thought 

it possible to handle all these aspects at once when working with traditional 

instruments and instrumentalists. 

"While this particular Free Music apparatus was operated partly by mechanical means 

and partly by electronic means, Grainger and Cross created yet another Free Music 

machine, this one being solely electronic. 

"With this machine great potential is offered to one with much imagination and aural 

ingenuity. One can compose a simple four-part chorale on it, or one can create a piece 

using gliding intervals, great dissonance, and free rhythms. In practice, someo ne 

completely unschooled might produce 'free music' accidentally on it without 

attempting to imagine in advance what the resultant sound might be like. On the other 

hand, any end may also be accomplished by intent, providing the composer can really 

hear m icro-intervals and can think in free rhythms. 

"Grainger can be considered a pioneer in the field of electronic music, not only 

because of his machines and his premature creation of gliding chords and intervals, 

but also because of his uncanny foresight in anticipating the premises of electronic m 

usic in 1938. I have mentioned earlier that [in 1972] Grainger's Free Music No. 2 for 

six theremins will be realized on Radio Stockholm's electronic music equipment. The 

fact that Grainger's theremin graphs of the mid-thirties were actually potenti al 

material for electronic realization makes the interesting historical point that Grainger 

was unwittingly using a form of electronic-music notation almost two decades before 

electronic music came into being. Graph notation has also become one of the met 

hods of noting avant-garde instrumental music today. 



"Grainger was fully aware of contemporary developments in electronic music during 

the mid-fifties and even attended the seminar on the RCA electronic music synthesizer 

given by Dr. Harry Olson and his associates at The Juilliard School in 1957. Yet tr ue 

to his uncompromising sense of individuality, he chose to proceed along his own 

independent path of discovery. Grainger emphasizes the fact that the electronic 

realization of his very early hopes is not an end in itself; his point of view about his 

Fre e Music is essentially a musical one, and the technique by which it is achieved is 

secondary. Electronic music as a phenomenon in itself did not hold great fascination 

for him; the fact that his Free Music concepts were most successfully realized through 

the electronic medium was only an incidental occurrence as far as he was concerned. 

"For Grainger's Free Music, as for music composed directly on electronic equipment, 

there are no scores. Today the paper rolls on which are recorded or notated the 

manifestations of his Free Music are in the Grainger Museum in Melbourne, and so 

are the Free Music machines themselves. It is hoped that, in the not-too-distant future, 

Grainger will be given the recognition due to his restless inventiveness and that his 

Free Music apparatus will be reassembled and put in working order by some 

Australian c omposer with foresight, imagination, and an inclination towards 

electronic music. Perhaps such a musician will develop from Grainger's machines an 

apparatus and a tradition of composing with it that will rank as Australia's unique 

contribution to twentieth-century developments in electronic music."--Margaret Hee-

Leng Tan. 

GRAINGER FREE MUSIC MACHINE 

"What Percy Grainger required of a machine to play his Free Music can be simply 

stated. Realizing these requirements was not so simple, of course, but their 

definiteness and straightforwardness were a great asset: we did not spend time devel 

oping features that would be of secondary importance to a composer. Grainger wanted 

a composer's machine, not one for the concert hall. As he said, he wanted to hear in 

actuality the sounds he had heard in his mind for many years, to determine whether 

the y had the effect he imagined, and to adjust them accordingly.[This is an 

especially important point, I think. At this point Grainger did not attempt to 

produce a performing (concert) device, but wished simply to explore the 

possibilities of the k ind of music he envisaged... with consequences not only 

aesthetically, i.e. with respect to the particular sounds of the music produced, but 

also structurally, i.e. with respect to one's understanding of musical structure 

itself (see, for example, the debate in 20th century music between tonally-based 

and atonal music). In this Grainger may be seen not merely as an anticipator of 

e.g. electronic synthesizers (as an ingenious promoter of new kinds of musical 

instruments), but as a pioneer in achieving grea ter musical understanding, for 



example with respect to relationships between tones or pitches, rhythms, 

dynamics, etc. (Ed.)] 

"The free music machine had to be able to play any pitch within its range. It was to be 

free of the limitations of speaking in half tones, or quarter tones or eighth tones for 

that matter. Any pitch (or group of pitches within the range of the seven voices 

planned for the machine shown) was to be available to the composer. 

"The machine had to be able to go from pitch to pitch by way of a controlled glide as 

well as by a leap. It was to be free of the limitations of the usual methods of 

progressing from pitch to pitch. 

"The machine had to be able to perform complex irregular rhythms accurately, 

rhythms much too difficult for human beings to execute. It was to be free of the 

limitations of the human performer, of what Grainger called `the tyranny of the 

performer.' Of course dynamics were to be precisely controlled as well. 

"The machine had to be workable by the composer. It was not to require a staff of 

resident engineers to translate the composer's language into the machine's language or 

to keep the machine in working order. 

"This last requirement produced, I think, the most striking feature of the machine 

developed. Grainger had worked out a form of graph notation for Free Music for 

many years. The Free Music machine [we] developed `reads' this graph notation, with 

very little modification required. The pitch control graph and the volume control 

graph are painted in the appropriate bands on the five-foot wide roll of clear plastic 

(see Figure 1, preceding page). Black plastic ink is used. By sliding the portion just 

pain ted across the pitch and volume control slits, the musical result is heard at once, 

and any adjustments can be made at once. In fact if one paints on the plastic directly 

over the pitch control slit, one can hear the pitch being formed. Happily the plasti c 

ink used is water-soluble, so erasure is easy. 

"As the pitch-control graph moves across the pitch control slit, it causes the amount of 

light entering the slit to vary. This light (from the spotlight above) is reflected from a 

curved mirror to the pitch control photocell (see Figure 2, above). The photocell 

controls the frequency produced by a transistor oscillator: more light raises the 

frequency, less light lowers it, and no light at all produces the bottom note of the 

oscillator range. Thus variations in pitch are obtained. 

"The output of the oscillator is sent to a common type of flashlight bulb, one that has a 

tiny filament and a built-in lens. The bulb changes the pulsating current from the 

oscillator into a pulsating beam of light. This beam is directed upward throug h the 



volume control slit, to strike the volume control photocell. The volume control graph 

varies the amount of light reaching this photocell, which is connected to a 

preamplifier-amplifier-speaker circuit. Thus the strength of the oscillator output can 

be varied and control of dynamics achieved. 

"Imposing on the pitch control slit a musical scale of whatever sort is desired can be 

done with the filter and tuning sticks. How these are mounted above the slits, on the 

tuning bridge, is shown in Figure 3 (above). The tuning bridge rests on the me tal 

guide-rails that steer the flow of the plastic sheet from roller to roller. A close-up of a 

filter and tuning sticks is shown in Figure 4 (next page). By sliding pieces of exposed 

photographic film of different densities into the filter holder, the am ount of light 

reaching the pitch control slit can be crudely controlled and the range placement of the 

oscillator roughly established, for that particular voice. Then by moving tuning sticks 

in or out the effective width of the slit can be varied. Thus ha lf-tone reference points 

(for example) of the scale can be distributed evenly along the length of the pitch 

control slit. The narrower the tuning sticks, or in other words the more of them there 

are along the slit, the finer the adjustment can be. Thanks to transistors in the 

oscillator and other circuits, the scale imposed is stable enough. Trying to achieve 

stability with a vacuum tube circuit was a maddening and unsuccessful task. The 

vacuum tube model turned out to be a very sensitive device for detec ting changes in 

the characteristics of vacuum tubes by means of changes in a musical scale. 

"Since the spotlights are running on AC it might be expected that an AC hum would 

be the principal musical output of the arrangement, but it turns out that this is not so. 

Apparently the filament of the spotlight is too massive to transmit 60 cycles p er 

second. The power supply for the flashlight bulb, however, has to be pretty smooth 

DC. 

"The mirror is made of a strip of copper bent by hand to the desired shape (which was 

easier than working out the geometry of the thing) and then chrome plated. A sharp 

focus on the pitch control photocell is not necessary. Both photo-cells were shiel ded 

with lightproof black cardboard from stray light. The transistor oscillator circuit 

produces a reedy and not unpleasant quality: a wide range of tone colors could be 

produced by manipulating the electronics of the oscillator, but Grainger was not at a ll 

interested in this at this stage. Command of pitch, duration and intensity were what he 

wanted, and quality was unimportant. 

"The feeder and eater rollers, as Grainger called them, are mounted on skate wheels, 

which allow a roller to move from side to side to compensate for irregularities in the 

plastic sheeting. Since the plastic sheet is constrained by the guide rails so that its 

position relative to the slits will not change, it must be allowed freedom at both ends 



of its path. An electric motor can be arranged to turn the eater roller by means of a 

belt, but turning the roller by hand is easy and safe."--Burnett Cross. 

FUGUE IN A MINOR (Bach)--piano solo 

"[Grainger's solo piano transcriptions] were made for a variety of reasons, some for 

the purposes of publication--the success in print of the earliest, the Paraphrase on 

Tchaikovsky's Flower Waltz, had alerted Grainger to the comme rcial potential of such 

transcriptions--others, like the Lullaby from 'Tribute to Foster', had more personal 

associations. Certainly, Grainger believed in the value of piano transcription, an art 

which, in the days before the invention of gramop hone and wireless, was not only a 

practical necessity (and a skill often mastered by accomplished amateur musicians) 

but one elevated to the status of original compositon by the work of great 

composer/performers such as Liszt and Busoni. 

"During 1903 Grainger spent some time in Berlin studying with Busoni. They worked 

on Busoni's Bach transcriptions and the result of Grainger's period of study can be 

heard in many of [Grainger's own transcriptions], though they all proclaim the indivi 

duality of Grainger's musical personality and are not slavish imitations of Busoni's 

piano style. 

"The transcriptions tend to form three broad categories. Firstly, there are the 

straightforward arrangements in which the form and texture of the original are 

retained and the music is simply transferred from one medium to another (e.g. Nimrod 

Variation). Secondly, there are the arrangements which contain more elements of 

original composition and new counterpoints, doublings and harmonic inflections are 

added (e.g. the Dowland song 'Now, O Now, I Needs Must Part'). Finally, there are 

the paraph rases, or (Grainger's term) 'rambles', in which the material of a given piece 

may be reordered, reharmonised and generally varied in a free manner--frequently 

incorporating new material entirely by Grainger (e.g. the Tchaikovsky Waltz).... 

"The transcription of the A minor fugue from Book I of The Well-Tempered 

Klavier began life in a version for four players at two pianos (to promote 'piano team-

work'). The solo version is an attempt to realise the fugue in terms of the modern p 

iano and Grainger's original score is quite a sight to behold: it takes a printed version 

of the Bach original (intact for the first 20 bars) then Grainger's own manuscript 

alterations are added, literally stuck over the appropriate bars. As the fugure pr 

ogresses Grainger's additions (octave doublings, changes of register, etc.) become 

more prominent until, towards the end, the printed copy is entirely abandoned in 

favour of Grainger's own manuscript version--a remarkable insight into the working 

metho ds of this astonishingly original composer."--John Pickard (Piano 2). 



GAMELAN ANKLUNG (BERONG PENGELTJET) 

(Balinese Ceremonial Music--transcr. for gongs, tom-toms and flute [Ms. copy 

courtesy Dana Perna. (Ed.)] 

Grainger: "Balinese religious ceremonial music noted down by James Scott-Power 

(Hobart, Tasmania) and Percy Grainger (Jyly, 1935) from the gramophone record of 

the same name (Parlophone M.O. 105; being No. 12 of the album Music of the 

Orient issued by the Parlophone Co. Ltd., 102 Clarkenwall Road, London E.C.1) and 

arranged for European or American `Tuneful Percussion; group by Percy Grainger. 

"This music is played during religious ceremonies--marriages, funerals, etc. Notice 

the long notes (in the lower octaves) so typical of all the musics (in Japan, Java, Bali, 

Siam, etc.) that have been strongly influenced by the ancient music of China. 

"[Headnote:] Lively. 

"[Ms. scored for:] 

[Strand A:] flute or piccolo (or both)(1 or 2 players); harmonium ad. lib. (1 player) 

@QUOTE 2 = [Strand B:] metal marimba or vibraphone or vibraharp (2 players) 

[Strand C:] Chime Bells (handbells struck by marimba mallets) (2 players) 

[Notes are also given for optional participation by:] 2 Tam-tams (1 lower in pitch than 

the other)(1 player); piano (2-4 players); double-bass (1 or 2 players, 

playing pizzicato throughout). 

[Note on piano part:] Piano should play the notes written, & also add the 2 octaves 

below [given in score] if there are 3rd and 4th players. The keys of the notes should be 

held down by the left hand & the piano strings struck by a mallet held in the right 

hand. Let the notes ring on always (don't damp them)." 

GREEN BUSHES (PASSACAGLIA ON AN ENGLISH FOLKSONG) 

Version for orchestra 

British Folk-Music Setting No. 12 

Grainger: "Passacaglia on an English folk-song collected in Somerset (England) by 

Cecil J. Sharp (by kind permission of Mr. Cecil J. Sharp). (Kameraten Karen Holten 

kjaelighedsfuldt tilegnet, til Minde om Svinkl<179>vs Glaeder.) 1st Pianist at 1st 

Piano, 2nd and 3rd Pianists at 2nd Piano. 



Grainger (1930): "PROGRAM-NOTE. Among country-side folksingers in England 

'Green Bushes' was one of the best known of folksongs--and well it deserved to be, 

with its raciness, its fresh grace, its manly, clear-cut lines. The tune has also be en 

noted in Ireland (see Nos. 368, 369, 370 of the Complete Petrie Collection) and in the 

United States (by Mr. Cecil J. Sharp, in the Southern Appalachian Mountains). 

"My Passacaglia was composed for small orchestra in 1905-1906, re-scored in 

January, 1921, for 22 single instruments or orchestra, in 1919 I arranged it for 2 

pianos, 6 hands. 

"My setting is mainly based, with Mr. Cecil J. Sharp's kind permission, on a version 

of 'Green Bushes' noted by him from the singing of Mrs. Louie Hooper of Hambridge, 

Somerset, England. To a lesser extent I have used a variant of the same tune that I 

noted from the singing of Mr. Joseph Leaning of Barton-on-Humber, Lincolnshire, 

England. 

"'Green Bushes' strikes me as being a typical dance-folksong--a type of song come 

down to us from the time when sung melodies, rather than instrumental music, held 

country-side dancers together. [See also Grainger's notes for Let's Dance gay in 

Green Meadow, below. (Ed.)] It seems to breathe that lovely passion for the dance 

that swept like a fire over Europe in the middle ages--seems brimful of all the 

youthful joy and tender romance that so naturally seek an outlet in dancing. 

"An unbroken keeping-on-ness of the dance-urge was, of course, the first need in a 

dance-folksong, so such tunes had to be equipped with many verses (20 to 100, or 

more) so that the tune could be sung (of course without any break between verses) as 

lo ng as the dance was desired to last. 

"In setting such dance-folksongs (indeed, in setting all dance music) I feel that the 

unbroken and somewhat monotonous keeping-on-ness of the original should be 

preserved above all else. To this end I consider the passacaglia form as fitting as I 

consider the variation form unfitting. My passacaglia-like settings of dance tunes are 

generally (and very ignorantly) described as 'variations'. Since most musicians seem 

to confound the variation form with the passacaglia form I will here state some of the 

basic differences between the two: 

"1. In the variation form the theme is variated, but is not constantly repeated, in the 

passacaglia form the theme is constantly repeated (in all kinds of tone-heights) but is 

not variated. 

"2. In the variation form there are generally pauses between 'verses' (variations), in the 

passacaglia form there are no pauses. 



"3. In the variation form the key and speed and mood of the theme may be altered 

radically, in the passacaglia form such changes have no place. 

"4. In the variation form the element of variety is provided by transformations of the 

theme into new guises, in the passacaglia form the element of variety consists solely 

in the voices and additions that are woven around the theme, which latter, con stantly 

repeated, remains unaltered. (In short, the only way to mistake the passacaglia form 

for the variation form is to know nothing about either form.) 

"With the exception of a momentary break of passage work lasting 8 bars (bars 154-

161) the 'Green Bushes' tune is heard constantly throughout my passacaglia from the 

opening of the work to the closing tail-piece, during which latter (bars 602-641) sho rt 

snatches of the folktune are substituted for complete statements of it. 

"No key-note modulation at all is undertaken at any time with the folktune itself, 

which (barring an occasional passing accidental here and there) moves throughout in 

the mixolydian mode with F as its key-note, with the exception of its appearance in F 

major for 32 bars (570-601) just before the tail-piece. Though the folktune itself is 

thus heard throughout the entire work without key-note modulation of any kind, yet 

the harmonic treatment laid upon it covers a range of 7 or more different keys. This is 

made possible and natural by the somewhat neutral harmonic color of the mixolydian 

mode in which the folktune is cast. (The mixolydian mode is exactly like the major 

scale except that the 7th tone-step is flat in the former instead of sharp, as in the 

latter.) 

"During the first 161 bars of my setting the entire texture remains virtually in F 

mixolydian, but at bar 162 the harmonic treatment shifts into E flat major, and from 

now on longish sections of the superimposed harmonic treatment (the folksong itself 

remains, of course, in F) consistently in E flat major, B flat major, F major, F minor 

and C minor (as well as quickly modulating passage embracing chords in further-off 

keys) become frequent--generously interlarded, however, with considerable stretch es 

couched in F mixolydian, in which key the tail-piece brings the composition to an end. 

"The greater part of my passacaglia is many-voiced and free-voiced. Against the 

folktune I have spun free counter-melodies of my own--top tunes, middle tunes, bass 

tunes. The aforementioned key-free harmonic neutrality of the folksong's mixolydian 

mode opens the door to a wonderously free fellowship between the folktune and these 

grafted-on tunes of mine. One of these latter (the 3rd counter-melody)--carrying with 

it its entire harmonic background wherever it goes--is heard in E flat major, B flat 

major and F major in sundry parts of the work, while all the while the 'Green Bushes' 

tune is hammering away stubbornly in F (unchanged during the E flat and B flat 



episodes, but transposed from F mixolydian into F major and otherwise altered interv 

allicly during the F major episode). 

"My 'Green Bushes' setting is thus seen to be a strict passacaglia throughout wellnigh 

its full length. Yet it became a passacaglia unintentionally. In taking the view that the 

'Green Bushes' tune is a dance-folksong (a type created to form a continuous tone-

background to group-dancing) I was naturally led to keep it running like an unbroken 

thread through my setting, and in feeling prompted to graft upon it modern musical 

elements expressive of the swish and swirl of dance movements the many-voiced t 

reatment came of itself. 

"The work is in no sense program-music--in no way does it musically reflect the story 

told in the verses of the 'Green Bushes' song text. It is conceived, and should be 

listened to, as dance music (it could serve as ballet music to a ballet perform ance)--as 

an expression of those athletic and ecstatic intoxications that inspire, and are inspired 

by, the dance--my new-time harmonies, voice-weavings and form-shapes being 

lovingly woven around the sterling old-time tunes to in some part replace the long-

gone but still fondly mind-pictured festive-mooded country-side dancers, their robust 

looks, body actions and heart stirs. 

"ELASTIC SCORING. Room-music or orchestral combinations of almost any size or 

make-up may be formed by combining the version for 2 pianos, 6 hands (British Folk-

music Settings, No. 25, Schott and Co., Ltd., London) with any or all of the orches tral 

parts of the orchestral version (British Folk-music Settings, No. 12, B. Schott's S”hne, 

Mainz). The piano parts of the 2 piano version (No. 25) may be massed to any extent." 

"Green Bushes, a Passacaglia, is one of Grainger's most accomplished works and is 

based on a modal English folk-song incorporating one version collected by himself in 

Lincolnshire and another from Somerset found by Cecil Sharp. Though the tune is of 

English origin it has also been found in Ireland and America. George Butterworth 

used a variant of it in his tone poem The Banks of Green Willow as did Vaughan 

Williams in the Intermezzo from his Folksong Suite."--John Bird (Rambles). 

Version for 2 pianos (6 hands) 

British Folk-Music Setting Nr. 25 

"In 1921, Grainger completed his passacaglia Green Bushes for 22 solo instruments, 

publishing a two-piano version the same year. The work shows his mastery at folk-

settings, for the familiar tune of Ralph Vaughan William's English Folk-Song 

Suite (which incidentally dates from 1923) is here given as colourful and inventive a 

treatment as one could wish. The theme is heard completely some 36 times, 



interwoven with several counter-melodies. The closing pages contain a carefully 

graded acce lerando leading to a final statement of the theme with its inherent 

flattened seventh raised a semitone. A brilliant coda follows: swirling scales by all 

three pianists bring Green Bushes to an exciting conclusion."--David Stanhope (Piano 

3) . 

HANDEL IN THE STRAND (CLOG DANCE) 

Room-Music Titbit 2 

Grainger: "Composed for piano and 2 or more strings (or for massed pianos & string 

orchestra). Feb., 1911<196>April 13, 1912. Dished up for piano solo, March 25, 

1930, Denton, Texas. To be played to, or without, clog dancing. 

"Program note: My title was originally Clog Dance. But my dear friend William Gair 

Rathbone (to whom the piece is dedicated) suggested the title Handel in the 

Strand, because the music seemed to reflect both Handel and English musical co 

medy (the 'Strand' is the home of London musical comedy). In bars 1-16 (and their 

repetition, bars 47-60 [John Hopkins has identified repetitions at bars 50-53 and 

77-90. (Ed.)]) I have made use of matter from some variations of mine on Handel's 

'Harmoni ous Blacksmith' tune." 

Version for piano solo 

Composer headnote: "Fast & merry, very rigid in time." 

Version for orchestra 

"Handel in the Strand dates from 1911-12. Grainger recommends the use of at least 

four pianos to get a 'good tonal balance', adding that 'as many as twenty pianos may 

be used to good effect'."--John Hopkins (Orchestral 1). 

Henry J. Wood arr. for orchestra 

"The germ of 'Handel in the Strand' is a set of variations for piano which Grainger 

based on Handel's 'Harmonious Blacksmith'. Some material from these variations 

appears in the present work (subtitled 'Clog Dance') which he set for string 'two-some' 

and 'three-some' or string orchestra and piano (or massed pianos even!). Henry J. 

Wood's orchestration adheres well to the original structure of the piece, but remodels 

it to fit the needs of a symphonic orchestra or large chamber grouping. 'Clog Dance' w 

as Grainger's title, but that of 'Handel in the Strand' was suggested by William Gair 

Rathbone, the banker, arts patron and friend of the composer, [The two men had 



been introduced by John Singer Sargent. --Leslie Howard (Piano 1).] who felt that 

the work created an image of the jovial old Handel striding down the Strand (then the 

centre of the world of Music Hall) to the strains of English popular music of the time. 

Rathbone is the dedicatee of the work. For the energetic Grainger adds the remark tha 

t the piece is to be performed 'with or without Clog Dancing'."--John Bird (Rambles). 

Richard Franko Goldman arr. for wind band (1962) 

"Difficulty: medium advanced. 

"Another of Grainger's delightful gems, exhibiting great zest and vivacity and 

effectively scored by Goldman. Requires considerable technical fluency and control, 

and effort in working out details of balance and precision, but well worth the effort--it 

is a sure-fire number on any concert program."--Joseph Kreines (GSJ IV/2). 

HARD HEARTED BARB'RA (H)ELLEN--voice & piano 

[Published in Percy Grainger: Thirteen Folksongs by Thames Publishing, 1982. 

(Ed.)] 

British Folk-Music Settings 

Grainger: "English folksong sung by Mr. James Hornsby (of Crosby, Scunthorpe, 

N.E. Lincolnshire, England). Noted down from his singing [on July 30] 1906 and 

freely set for voice and piano February 11-12, 1946, Victoria Hotel, Chicago. 

"[Headnote:] Flowingly." 

"Grainger noted the folksong by ear at Crosby.... He had just cut his first phonograph 

cylinders a few miles away at Brigg but seems not to have used his equipment on the 

trip to Crosby. 

"The song-setting was sketched between 1906 and 1914, according to a note on a 

short piano version made in 1932 for The Easy Grainger. The latter is a direct 

transcription of verse seven of the song, so it is clear that when he made the final v 

ersion for piano and voice, on February 11-12, 1946, one verse had been complete for 

at least 14 years. There is a compelling logic and unity to this final setting, together 

with an experimental inventiveness that marks it as one of Grainger's greatest cr 

eations. The fair copy was completed with a note of triumph and exhaustion at 3.40 

am on February 16, 1946, in the Victoria Hotel, Chicago."--David Tall (Songs). 



Grainger often allows the singer to go his own way as the piano plays an ostinato, at 

other times both participants move together in flexible irregular rhythms, and on other 

occasions each moves with his own rhythmic freedom. 

HARVEST HYMN 

Grainger: "The root-form of this tone-work is for Elastic Scoring (2 instruments up to 

massed orchestra, with or without voice or voices). All other versions (for piano duet, 

piano solo, and so on) are off-shoots from the root-form. Bars 1-1 7, sketched 1905, 

London, with title 'Hymny Tune'. Bars 18 to the end, July 30<196>Aug. 3, 1932, 

Segeltorp, Sweden and S. S. 'Kungsholm'. Elastic Scoring (2 instruments up to massed 

orchestra, with or without voice or voices), Aug. 4-5, 1932, S. S. 'Kungs holm'. 

Dished up for piano solo, June 5-6, 1936, Pevensey Bay, Sussex, England. Dished up 

for Piano Duet, April 15, 1938, Spokane Washington." [Edition for piano duet 

published by G. Schirmer, 1940. (Ed.)] 

Version for chorus & 2 pianos 

This elaboration of an early original melody called "Hymny Tune" represents the 

apotheosis of a hymn-like melody. 

Version for string orchestra 

Harvest Hymn exists in versions from two instruments to massed orchestra, with or 

without voices. [Included among these] is the 'root-form of this tone-work' which is 

the version for 18 single instruments, and the noble version for large string orchestra. 

The first part of this, 'Hymn Tune' (bars 1-17), were sketched in London in 1905, bars 

18 to the end being written in Sweden in 1932. Certainly the subtle harmonic changes 

from bar 18 show the composer at the height of his inventive imaginati on."--John 

Hopkins (Orchestral 1). 

Version for piano solo 

Composer headnote: "Heavily flowing. All small notes may be left out. All holds 

printed very small should be very very short." 

Version for band transcr. by Joseph Kreines, 1980 

"Composed 1905-32 for orchestra; piano version 1936. This short work features a 

simple tune, richly harmonized with stately chords and decorated counter-melodies. 

This transcription uses both orchestra and piano versions as its basis."--Joseph 

Kreines (Unknown). 



HERMUNDUR ILLI (HERMUND THE EVIL): see AS SALLY SAT A-WEEPING 

NOTE: THIS ONLINE VERSION IS CURRENTLY "TEXT ONLY." MUSICAL 

EXAMPLES REFERRED TO IN THE TEXT HAVE TO BE SCANNED 

SEPARATELY AND WILL BE ADDED AT A FUTURE DATE. 

 

HILL SONG NO. 1 

Grainger: "I consider Hill-Song no. 1 by far the best of all my compositions. But the 

difficulties of conducting its highly irregular rhythms are almost prohibitive. At the 

time of composing Hill-Song no. 1 (1901-2, aged 19-20) wildness and fierceness were 

the qualities in life and nature that I prized the most and wished to express in music. 

These elements were paramount in my favorite literature--the Icelandic sagas. I was in 

love with the double reeds (oboe, English horn, etc.) as the wildest and fiercest of 

musical tone-types. In 1900 I had heard a very harsh-toned rustic oboe (piffero) in 

Italy, some extremely nasal Egyptian double-reeds at the Paris Exhibition and 

bagpipes in the Scottish Highlands. I wished to weave these snarling, nasal sounds 

(which I had heard only in single-line melody) into a polyphonic texture as complex 

as Bach's, as democratic as Australia (by 'democratic', in a musical sense, I mean a 

practice of music in which each voice that makes up the harmonic weft en joys equal 

importance and independence--as contrasted with 'undemocratic' music consisting of a 

dominating melody supported by subservient harmony). In this way I wished to give 

musical vent to feelings aroused by the soul-shaking hill-scapes I had rec ently seen 

on a three days tramp, in Western Argyleshire. I was not in favour of programme-

music. I had no wish to portray tonally any actual scenes or even to record musically 

any impressions of nature. What I wanted to convey in my Hill-song was the nature of 

the hills themselves--as if the hills themselves were telling of themselves through my 

music, rather than that I, an onlooker, were recording my 'impressions' of the hills. (In 

this respect, my purpose in Hill-Song no. 1 differed radically from Delius's in 

his Song of the High Hills. I asked him whether he, in that noblest of nature music, 

had aimed at letting the hills speak for themselves, as it were, or whether, instead, hi s 

aim had been to record in music the impressions received by a man in viewing the 

face of nature. He said that the latter had been his intention. When Delius and I first 

met, in 1907, we felt a very close compositional affinity. Our chordal writing seeme d 

to both of us almost identical in type. And this was not unnatural; for although up to 

then we had seen nothing of each other's work, our melodic and harmonic inheritances 

came from much the same sources: Bach, Wagner, Grieg and folk-music. It was Deliu 

s who arranged for the first public performances of my larger compositions. His 

favorites among my works were my first and second Hill-Songs, which I played to 

him in 1907. He had always been devoted to the mountains of Norway. So it was no 



surprise to me to see that pinnacle of his muse, The Song of the High Hills, emerge 

around 1911.) 

"The musical idiom of Hill-Song no. 1 derives much of its character from certain 

compositional experiments I had undertaken in 1898, 1899 and 1900 and from certain 

nationalistic attitudes that were natural to me as an Australian. As chief among these 

may be mentioned: 

"WIDE-TONED SCALES 

"From my Australian standpoint I naturally wanted to make my music as island-like 

(British, Irish, Icelandic, Scandinavian) as possible, & as unlike the music of the 

European continent as I could. Since I thought that close intervals (diatonic or chro 

matic) were characteristic of the European continent, while 'gapped scales' (3-tone, 4-

tone, 5-tone, 6-tone scales) were typical of Britain & the other North Sea islands, I 

strove to make my melodic intervals as wide as possible. Wishing to avoid half-tones 

(chromatic) as much as I could I embarked around 1898 on a study of the possibilities 

of whole-tone melody & harmony. In Hill-Song No. 1 the melodic results of these 

whole-tone studies may be seen in the C natural in bar 26 (Mus. Exam. 6A), in the D 

na tural in bar 43 (Mus. Exam. 6B), in the top voice of bars 116-119 (Mus. Exam. 

6C), & in countless other places. 

The harmonic influence of these whole-tone studies is evident in bars 83-85 (Mus. 

Exam. 6D), bars 273-276 (Mus. Exam. 6E), bars 322-324 (Mus. Exam. 6F, following 

page), bars 343-346 (Mus. Exam. 6G) and throughout the whole work. 

The continual use of the 'flat seventh' (B flat in C major), as seen in bars 269-272 

(Mus. Exam. 6H), is another result of this predilection for wide intervals. (Here was 

an influence presumably drawn from Grieg; for I did not encounter English folksinger 

s--whose art abounds, of course, in flat sevenths--until two years later.) 

"IRREGULAR RHYTHMS 

"Studies in the rhythms of prose speech that I undertook in 1899 led to such irregular 

barrings as those in bars 69-74 of Love Verses from 'The Song of Solomon' (Mus. 

Exam. 6I), composed 1899-1900, which (as far as I know) was the first use of such ir 

regular rhythms in modern times, though of course Claude Le Jeune (1528-1602), in 

his 'non-metrical' pieces, used rhythms quite as irregular. 

"(The 'innoculation' of the European continent with my irregular rhythms is easily 

traceable. Cyril Scott, with my enthusiastic permission, adopted my irregular rhythms 

in his Piano Sonata, op. 66, written in 1908. This finest of all modern piano sona tas 



was widely played in Central Europe by Alfred Hoehn soon after its appearance. By 

1913 these irregular rhythms appear in Stravinsky's 'Rite of Spring' & other 

modernistic music of that period.) 

"The rhythmic irregularities launched in Love Verses from 'The Song of Solomon' 

were carried to much greater lengths in Hill-Song No. 1. 

"DEMOCRATIC POLYPHONY 

"My Australian ideal of a many-voiced texture in which all, or most, of the tone-

strands (voices, parts) enjoy an equality of prominence & importance led to such 

passages as bars 51-60 (Mus. Exam. 6J) & bars 347-350 (Mus. Exam. 6K). 

"SEMI-DISCORDANT TRIADS 

"Around 1898 I adopted the practice of adding mild discords to triads & regarding the 

combinations thus arrived at as full concords--concords with which it would be 

suitable to close a composition or a section of a phrase. Thus in 1898 I ended 'Rus tic 

Dance' (2nd movement of my 'Youthful Suite') with the chords F,C,A,D,F (Mus. 

Exam. 6L) & in 1901 ended 'Willow Willow' with the chord E,B,G,D (Mus. Exam. 

6M). 

Hill-Song No. 1 also closes with the last-named chord (Mus. Exam. 6N). 

In bar 328 (Mus. Exam. 6O) is seen the addition of the second of the scale to a minor 

triad. 

Typical results of the adding of mild discords to triads may be seen in [Mus. Exam. 

6P]. (Debussy ended the first act of 'Pelleas' with the chord F sharp, C sharp, A sharp, 

D sharp, G sharp. But 'Pelleas' did not reach my ears or those of the musical public 

until 1902. I saw the score of 'Pelleas' during the summer of 1902, when Hill-Song 

No. 1 was virtually completed. However there are a few bars in Hill-Song No. 1 that 

were composed after my contact with 'Pelleas' & I think they show the influence of De 

bussy [bars 134-137, Mus. Exam. 6T].) 

"TRIADS IN CONJUNCT MOTION 

"As a form of 'harmonic melodiousness'--in which all the component notes of the 

harmony move to the same degree in the same direction (as contrasted with normal 

harmonic procedures in which some, at least, of the component parts of the harmony 

move in contrary motion to the melody)--I introduced into my music, well before the 

turn of the century, passages of triads in conjunct motion. One of the earliest instances 



is in 'Eastern Intermezzo' (4th movement of my 'Youthful Suite') composed around 1 

898 (Mus. Exam. 6Q). 

Instances in my Hill-Song No. 1 are bars 197-298 (Mus. Exam. 6R) and bars 328-329 

(Mus. Exam.6S). 

"NON-REPETITION OF THEMES 

"No thematic or melodious material is repeated in Hill-Song No. 1, except immediate 

repetition within a phrase, as in the case of bars 393-397. I view the repetition of 

themes as a redundancy--as if a speaker should continually repeat himself. I al so 

consider the repetition of themes undemocratic--as if the themes were singled out for 

special consideration & the rest of the musical material deemed 'unfit for quotation'. 

"NON-ARCHITECTURAL FORM-PROCEDURES 

"As music does not stand complete at any one moment (as architecture does), but 

unfolds itself in time--like a ribbon rolled out on the floor--I consider a flowing 

unfoldment of musical form to be part of the very nature of music itself. Therefore, in 

such a work as Hill-Song No. 1, I eschew all architectural up-buildment & try to avoid 

arbitrary treatments of musical ideas & the stressing of sectional divisions. My aim is 

to let each phrase grow naturally out of what foreran it & to keep the mu sic 

continually at a white heat of melodic & harmonic inventiveness--never slowed up by 

cerebral afterthoughts or formulas. In other words I want the music, from first to last, 

to be all theme and never thematic treatment. 

"LARGE CHAMBER-MUSIC 

"Under the influence of Bach's Brandenburg Concertos & the chamber music arias & 

recitatives in Bach's Passions I developed the idea of 'large chamber music' around 

1898. This included comparatively small combinations for voice & instruments such 

as ' Willow Willow' for voice, guitar & 4 strings (sketched 1901) & larger scorings 

such as Hill-Song No. 1 for as many as 24 single instruments--none of the instruments 

to be played 'massed' as the strings are in the symphonic orchestra & even in the 

chamb er orchestra. The earliest of my pieces for large chamber-music were thus 

written 10 years before Vaughan William's 'On Wenlock Edge', 9 or 10 years before 

the Chamber Symphonies of Schönberg & Shreker, 14 years before Schönberg's 

'Pierrot Lunaire' & 22 years before Stravinsky's 'Story of a Soldier'. 

"The balance of tone in the Hill-Song No. 1 score is totally different to the balance of 

tone in an orchestral score. In the orchestra the strongest families are the strings & the 

brass. In Hill-Song No. 1 the double-reeds & saxophones constitute the strongest 



group, the brass the next strongest & the strings & harmonium the weakest. This over-

weight of nasal & reedy tone-color in Hill-Song No. 1 makes for intensity of tone 

rather than for volume of tone. This carries out the main intention of the com position: 

to sound wild & fierce rather than grand or forceful. The original (1902) scoring of 

Hill-Song No. 1 was for 2 small flutes, 6 oboes, 6 English horns, 6 bassoons & double 

bassoon. The present scoring (for small flute, flute, 6 double reeds, 2 sa xophones, 3 

brass, percussion, harmonium, piano & 6 strings) was undertaken in 1921-22, the non-

double-reed instruments being introduced to provide a foil to the double-reed tone. To 

ensure a wide range of tone-strength differentiation I applied to large chamber music 

what I would call Wagner's 'organ registration type of scoring'. That is to say: where 

waxing and waning tone-strengths are called for in one and the same tone-strand 

('voice' or 'part') they are attained not merely by changing dynamics in t he 

instruments playing the total tone-strand, but also by adding extra instruments to the 

tone-strand where a loudening of the tone [is] desired [and] by withdrawing the extra 

instruments where a softening of tone is intended. 

"To the best of my knowledge, all of the procedures enumerated above were complete 

innovations at the time that Hill-Song No. 1 was conceived and scored." (1949) 

Version for 2 pianos (4 hands) 

"Grainger regarded his two Hill Songs as being among his 'most perfect' works. They 

certainly contain some of his most original writing, particularly in their rhythmic 

complexity. Hill Song No. 1 first appeared in 1902, scored for the ra ther startling 

combination of two piccolos, six oboes, six English horns, six bassoons and one 

double-bassoon. No less surprising were the rapid changes of time-signature, 

including such markings as 1-1/2 (over) 4 and 2-1/2 (over) 4. Grainger re-scored th e 

work for a more conventional wind group in 1921, arranging a two-piano version the 

same year. Meanwhile, he had written Hill Song No. 2 in 1907, also for wind band, 

using in part material from Hill Song No. 1."--David Stanhope (Pian o 2). 

Version for piano solo 

"Hill-Song no. 1 was composed for 24 solo instruments. The piano transcription 

presented in this recording [Altarus AIR-2-9040, 1985] was made in the early 1960s. 

[Performances have included those by] John Ogdon in London, on an Australian tour 

and in the 1966 Aldeburgh Festival's 'Tribute to Grainger' concert."--Ronald 

Stevenson [SS]. 

HILL SONG NO. 2 

Version for orchestra 



"This work for 'large room-music' wind ensemble with cymbal dates from 1907. A 

note by the composer on the version for two pianos (four hands) provides information 

on the origin of this work: 

Hill-song II is the result of a wish to represent the fast, energetic elements of Hill-song 

I as a single-type whole, without contrasting types of a slower, more dreamy nature. 

To this end the bulk of the fast, energetic elements of Hill-song I (composed in 1901 

and 1902) were used together with about the same extent of new material of a like 

character composed in London in April 1907..."--John Hopkins (Orchestral 2). 

Version for band 

"Difficulty: advanced. 

"This fresh-sounding, imaginatively constructed work was conceived for 23 solo wind 

and brass players, but optional extra parts are provided for full-band use. It demands 

great flexibility, fluency and sense of color on the part of all players, and th oughtful 

musicianship for the conductor. Though now regarded as a classic standard-repertory 

piece for winds, it is currently [1982] out of print. Hopefully, this situation will be 

remedied soon."--Joseph Kreines (GSJ IV/2). 

"The sweep of the piece, the manner in which it lives up to its marking of 'Fierce and 

keen, at fast walking speed', attest to Grainger's success in his musical ambition [to 

'keep the musical inventivity throughout at the white heat of thema tic creation and to 

spread it evenly over the entire length of the piece and over its minor textural details 

alike']. In his book The Wind Band, Richard Franko Goldman nominates the two Hill 

Songs and Lads of Wamphray as the first maj or 20th century pieces for band; but, 

because of the delay in their publication (35 years in the case of the march), the two 

famous suites by Holst became the earliest established standards of the band 

repertory."--Frank Hudson. 

Version for 2 pianos (4 hands) 

"The second Hill Song has not the 'Slowly Flowing and Very Wayward' sections of 

the first, but both start 'In Fast Walking Measure' and share a slow, dreamlike ending. 

As to their musical worth, perhaps the following anecdote from John Bird's s plendid 

biography Percy Grainger is enlightening; it concerns Grainger's one-time piano 

teacher Ferrucio Busoni, whom Grainger described as 'a terribly jealous man': 'In 

1907 they met and disucssed the Autralian's Hill Song No. 2. Busoni pla yed one part 

of the two-piano arrangement and later Grainger remarked that he read it from sight 

and that his reading of it was marvelous. After they had played it through, Busoni said 



in a rather sad and unwilling voice, 'That is a fine piece. I must adm it it. That is a fine 

piece.'"--David Stanhope (Piano 2). 

HORKSTOW GRANGE: see LINCOLNSHIRE POSY 

THE HUNTER IN HIS CAREER 

Settings of Songs and Tunes from William Chappell's Old English Popular Music 4 

Grainger: "The root-form of this tone-work is for Elastic Scoring (2 instruments up to 

massed orchestra, with or without voice or voices). All other versions (for piano duet, 

piano solo, and so on) are off-shoots from the root-form. 

"Set for men's chorus and orchestra, May 1904 (Reworked, Aug., 1929). Set for piano 

(based on above-mentioned choral setting), 1928-1929." 

Version for piano solo 

Composer headnote: "Fairly fast." 

"The Hunter in his Career was set for men's chorus and orchestra in 1904 and this 

virtuoso piano arrangement was made in 1928-29."--John Pickard (Piano 3). 

"[Pianist Leslie] Howard feels that pianists have much to gain by playing Grainger, 

owing to Grainger's thorough understanding of the medium. `He had such a colossal 

command of the keyboard that he notated his piano music much better than a lot of 

com posers did,' Howard says. `For example, sometimes he'll write a chord and he'll 

ask for a different dynamic level for each note in it. Many good pianists do that 

instinctively, but many who just see forte play all the notes the same without realizi ng 

that not all notes are equal. Grainger actually makes you think a lot about piano 

playing because he notates his music so carefully. You can recognize a page of Percy 

a hundred yards away just because of the intricacies of the notation.' 

"A typical Grainger piece will have all sorts of unusual notation. The Hunter in His 

Career, for example--written originally for chorus and orchestra--begins with the 

instruction: `top voice well to the fore'. 

"`He indicates different dynamics for different voices right at the beginning,' points 

out Howard, `and you must use the middle pedal before you get to the end of the first 

line. 



"`He uses small and large notes--the smaller notes are softer than the larger ones, so 

there are two dynamics in one hand. 

"`And he makes use of `bunched' notes. Bartók also used this idea. He wants you to 

play a note with all the fingers bunched together, to produce a loud and individual 

sound quality. 

"`And instead of a crescendo poco a poco, he indicates louden lots bit by bit!' 

"This all adds up to an extremely interesting and challenging body of work."--Charles 

Passy. 

'I'M SEVENTEEN COME SUNDAY'--chorus and brass band (or concert brass) 

British Folk-Music Settings Nr. 8 

Grainger: "Folk-song from Lincolnshire and Somerset. Tune and words taken down 

from the singing of Mr. Fred Atkinson, of Redbourne, Kirton, Lindsey, Lincs, 

3.9.1905. Yule 1905.[Revised version--for women's voices, high and low men's 

voices, and piano version of brass band accompaniment--publ. 1912 by Schott & 

Co. (Ed.)] 

"I collected the following tune [Mus. Exam. 8A--next page, top] from Mr. Fred 

Atkinson. Mr. Atkinson is a fine rhythmic singer, and has a ringing tenor voice. 

"Mr. Cecil J. Sharp has very kindly allowed me to make free use [from bar 92 in my 

score] of the following version [Mus. Exam. 8B, next page] of the same tune collected 

by him (at Ile Bruers, in 1904) from the singing of Mr. William Spearing. See Journal 

of the Folksong Society Nr. 6, p. 9. For other versions of the tune and words see: 'Folk 

Songs from Somerset, 2nd series, pp. 4 and 64; Journal of the Folksong Society, vol. 

1, p. 92, vol. 2, p. 10. Scott's Musical Museum, 1792, Nr. 397. Songs of the West, Nr. 

73. The words are also found on broadsides printed by H. Such, London, & 

Bebbington, Manchester." 

THE IMMOVABLE "DO" (or THE CIPHERING "C") 

Grainger: "For my merry wife. Tone-wrought for Organ, or Mixed Chorus (with or 

without Organ or other instruments), or Full Orchestra, or Strings, or Wind Band, or 

various Wind Groups. Begun 1st 1/2 of 1933. Ended Oct. 24, 1939. Dished-up fo r 

piano by the tone-wright (July 9-10, 1940). 



"Program-note. The Immovable Do (composed 1933-1939) draws its title from one of 

the 2 kinds of Tonic Sol-fa musical notation, one with 'movable Do' ('Do' 

corresponding to the tonic or key-note of whatever key the music is couched in, from 

mome nt to moment--thus the note designated by 'Do' varies with modulation) and the 

other with an 'immovable Do', in which Do always designates the note C. In my 

composition--not based on folksong or any popular tune--the 'immovable Do' is a high 

dron e on C which is sounded throughout the entire piece. Although the choral score 

was not worked out until May, 1940, my conception of the composition, from the first 

(first half of 1933), was for organ (or harmonium) or voices, or both together (with 

possib le association of string or wind groups, or orchestra, or band)." 

Composer headnote: "Stridingly." Added note to piano score: "In the original version 

(organ, orchestra, band, etc.) [the] drone is heard throughout the whole piece. If a 

second player is at hand let him play the drone throughout the [piano ver sion of] the 

whole piece as follows, beginning with bar 2: EX 1 

He should play this drone an octave higher when it collides with the Piano Solo part 

(bars 18-39, 46-90, 98-120)." 

Version for chorus 

Grainger: "Begun 1st 1/2 of 1933; ended Oct. 24, 1939. Choral score worked out, 

May 12-17, 1940. 

"For mixed chorus unaccompanied, or with organ or harmonium, or with 9 strings or 

string orchestra, or with full orchestra, or with clarinet choir or saxophone choir, or 

with other wind choirs, or with wind band.[Edition for 3 women's voices, 2 men' s 

voices and organ ("Pipe or Electric Organ, or Reed Organ, or Harmonium. If 

played on Reed Organ or Harmonium, the 'Pedal' part should be played by a 

second player") published by G. Schirmer, 1940. (Ed.)] 

"TO CONDUCTORS. It is important that all phrasing is made to sound, by the 

singers, as it appears in the vocal score. There should never be an impression of any 

break (silence, gap) within any slurred passage. Gaps (breathing breaks) occurring at 

regular intervals (every 2 bars, or every 4 bars) should be especially avoided. In long 

slurred passages (such as bars 6 to 14 in the Women's First Highs; such as bars 14 to 

20 in the Men's Second Lows) it may be desirable to use individual breath-

taking (with half the voices taking breath at spots not likely to be naturally chosen by 

most of the other singers--such as the 2nd & 4th quarters of the bar) rather than 

massed breath-taking. Should individual breath-taking not prove practicable, then 

each vocal couple (standing next to each other, two & two, in the chorus) should 

adopt contrasting breathing habits: the first singer taking breath somewhere around 



the beginning of the 2nd or 4th bar of 4-bar phrases, the second singer taking breath 

somewhere around the beginning of the 1st or 2rd bar of 4-bar phrases. But individual 

breath-taking (above described) is preferable, if it works. Each singer may deviate 

from the details of the wordless syllables, as long as their general character and ef fect 

are maintained. This choral version may be used together with any or all of the other 

editions of this piece: Organ or Harmonium, 9 strings or String Orchestra, Small or 

Full Orchestra, Clarinet Choir, Saxophone Choir, Wood-Wind Choir, Band. The comp 

osition is naturally fitted to be used on occasions (such as high school & competition 

festivals) when many different organizations are massed together." 

Version for orchestra 

"While many of [Grainger's] compositions are based on folksong--of which he was 

himself a zealous collector--many of his musical ideas are original, including the 

theme of this ebullient short piece. Grainger got the idea from a leaking harmoniu m 

which sounded a high C throughout whatever he played on it. He first had the idea in 

1933, and gradually developed the piece over the next six years, and it was published 

in 1942. The title is a punning reference to the two forms of tonic sol-fa nomencl 

ature. Do is usually the key-note, but it can also refer just to the note C. As a high C 

sounds throughout this must be the long-est held pedal note in all music."--Lewis 

Foreman. 

"The Immovable 'Do' sprang from a chance occurrence one morning in 1933 when 

seated at his harmonium he discovered that the mechanics of the high C had broken 

and caused it to cipher through whatever part he played. Turning the fault to good use, 

he decided to improvise around the note and very soon had created this engaging and 

unusual work."--John Bird (Shore). 

"It was written between 1933 and 1939. The full orchestra version was completed in 

April 1940. The programme note by the composer [notes that]:... 'From the very start 

(in 1933) I conceived the number for any or all of the following mediums singly or 

combined: for organ (or reed organ), for mixed chorus, for woodwind or wind groups, 

for full orchestra, for string orchestra or 9 single strings. It seemed natural for me to 

plan it simultaneously for these different mediums, seeing that such mu sic hinges 

upon intervallic appeal rather than upon effects of tone-color.'"--John Hopkins 

(Orchestral 3). 

"Another example of what Grainger called 'elastic scoring', this work is playable by 

many different combinations of instruments through the use of an ingenious system of 

cross-cueing. The dedication is also characteristic: 'For my merry wife '."--Frank 

Hudson. 



Version for wind band 

(scored Nov-Dec 1939) 

"Difficulty: medium advanced. 

"Grainger's ingenuity of harmonic invention and command of sonority are nowhere 

more effectively displayed than in this work. Using the note C (Do) sounding 

throughout the piece in the treble instruments, Grainger presents an attractive, flowing 

melod ic line, with rich, lush chords and numerous countermelodies, rising to several 

imposing climaxes. Technically not difficult, but requires a group with good 

intonation and tonal focus."--Joseph Kreines (GJS IV/2). 

Version for piano solo 

"The Immovable Do (or the Cyphering C) is one of Grainger's most amusing 

whimsies. It began life when Grainger discovered that a high C was cyphering 

through every time he played his harmonium. SO, with typical presence of mind, he 

set about co mposing a `ramble' around a pedal C which can be played throughout the 

piece. However, the work (completed in 1939) stands on its own terms and is [in the 

Nimbus recording of complete piano music, vol. 1] presented without the offending 

note."--John Pickard (Piano 1). 

IN A NUTSHELL(Suite) 

1. Arrival Platform Humlet 

2. Gay but wistful (Tune in a popular London style) 

3. Pastoral 

4. "The Gum-suckers" March 

Grainger: "Suite for orchestra, piano and Deagan percussion instruments. 

"No folk-songs or any other popular tunes are used in any of the numbers of this 

Suite. The piano is not treated as a virtuoso solo instrument, but merely as a somewhat 

outstanding item of the general orchestral make-up. 4 novel Deagan percussion 

instruments (marvelously perfected examples of American inventive ingenuity in the 

field of musical instrument-making) are grouped together with the usual xylophone, 

glockenspiel and celesta. Their names are: 



Deagan steel Marimba or Marimbaphone [or Hawkes' Resonaphone] (a sort of bass 

clockenspiel); 

Deagan wooden Marimbaphone or Marimba-Xylophone (a sort of bass xylophone); 

Deagan Swiss Staff Bells (similar to `Swiss hand bells' in tone); and 

Deagan Nabimba (a 5-octave instrument combining some of the characteristics of 

South-American Marimbas with a strongly-marked clarinet and bass-clarinet quality). 

"No. 1. ARRIVAL PLATFORM HUMLET. Awaiting the arrival of belated train 

bringing one's sweetheart from foreign parts; great fun! The sort of thing one hums to 

oneself as an accompaniment to one's tramping feet as one happily, excitedly, paces 

up and down the arrival platform. The final swirl does not depict the incoming of the 

expected train. The humlet is not 'program' music in any sense. It is marching music 

composed in an exultant mood in a railway station, but does not portray the station 

itself, its contents, or any event. 

"There are next to no chords in this composition, it being conceived almost 

exclusively in 'single line' (unaccompanied unison or octaves). 

"There are likewise no 'themes' (in the sense of often-repeated outstanding motives), 

as the movement from start to finish is just an unbroken stretch of constantly varied 

melody, with very few repetitions of any of its phrases. 

"The following quotations show some of the various types of tune met with in the 

piece [see five excerpts given as Mus. Exam. 9A, page 178 opposite]. 

"The 'Arrival Platform Humlet' was begun in Liverpool Street and Victoria railway 

Stations (London) on February 2, 1908; was continued in 1908, 1910 and 1912 

(England, Norway, etc.), and scored during the summer of 1916 in New York City. 

"No. 2. 'GAY BUT WISTFUL'. Tune in a popular London style. For my dear friend 

Edward J. de Coppet. 

"An attempt to write an air with a 'Music Hall' flavor embodying the London blend of 

gaiety with wistfulness so familiar in the performances of George Grossmith, Jr., and 

other vaudeville artists. The 'Gay but wistful' tune consists of two strains, li ke the 

'solo' and 'chorus' of music-hall ditties. 

"The 'solo' section begins as [Mus. Exam. 9B, above] while the 'chorus' part runs 

[Mus. Exam. 9C]. 



"The musical material, composed in London, dates from about 1912, and was worked 

out and scored during the winter of 1915/16 in New York City and in railway trains. 

"No. 3. PASTORAL. For my dear comrade in art and thought Cyril Scott. 

"The Pastoral is based chiefly on the following phrases [Mus. Exam. 9D--see next 

page]. 

"The passage [given as Mus. Exam. 9E] from the climax of the Pastoral (about 

halfway through) is typical of the free harmonic habits of this movement. 

"The tune marked (a) was composed at Binfield, Surrey, England, probably about 

1907. Apart from this all the contents of the Pastoral date from 1915 and 1916 (New 

York City, Ypsilanti, Mich., Rochester, N.Y., etc.). The whole thing was put together 

an d scored during the spring and summer of 1916 (New York City). 

"No. 4. 'THE GUM-SUCKERS' MARCH. For Henry and Abbie Finck, with love. 

"`Gum-suckers' is a nick-name for Australians hailing from the state of Victoria, the 

home state of the composer. The leaves of the 'gum' (Eucalyptus) trees are very 

refreshing to suck in the parching summer weather. 

"The first theme, composed at Hill Hall, Epping, England (probably around about 

1911), is as follows [Mus. Exam. 9F, below]. 

"The second theme [Mus. Exam. 9G] is taken from the composer's own Up-country 

Song (an attempt to write a melody typical of Australia as Stephen Foster's songs are 

typical of America), which dates from about 1905. The same melody is also used i n 

the same composer's Australian piece entitled Colonial Song. 

"Other tunes and ideas in the March date from between 1905 and 1907, of which the 

following may be cited [Mus. Exam. 9H--next page]. 

"The 'Gum-suckers' March abounds in 'double-chording'--that is, unrelated chord-

groups passing freely above, below, and through each other, without regard to the 

harmonic clash resulting therefrom. [For example, see Mus. Exam. 9I, next page.] 

"Towards the end of the movement is heard a many-voiced climax in which clattering 

rhythms on the percussion instruments and gliding chromatic chords on the bass are 

pitted against the long notes of the 'Australian' second theme, a melodic counter-the 

me and a melodic bass. [Mus. Exam. 9J.] 



"The March was worked out in the summer of 1914 (at Evergood Cottage, Goudhurst, 

Kent, England), and scored late the same year in New York City. 

"N.B. FOR CONDUCTORS. To get the greatest possible effect, 7 or 8 percussion-

players are needed to play the glockenspiel, xylophone, wooden marimba, steel 

marimba, staff bells, and nabimba parts. Nevertheless, the Suite can be effectivel y 

performed without the staff bells and nabimba, and by changing the players about (see 

orchestral score and percussion band parts), ONLY 4 PLAYERS are needed for the 

following instruments: glockenspiel, xylophone, wooden marimba, steel marimba. 

"Orchestras wishing to perform the Suite can rent the steel marimba, wooden 

marimba and staff bells from C. H. Ditson & Co., 8 E. 34th St., New York City." 

Version for orchestra (1905-14) 

"In a Nutshell is an entirely original orchestral composition drawing upon many 

different sources for its inspiration, yet which as a suite maintains a remarkable unity 

of spirit. 'Arrival Platform Humlet' (A 'humlet' being a small 'hum') was b egun at 

Liverpool Street and Victoria Railway Stations (London) on February 2, 1908 and like 

the other movements is scored for full orchestra, one or two pianos and four Deagen 

percussion instruments grouped with the usual xylophone, glockenspiel and cele sta.... 

"'Gay but wistful' is his attempt to write 'an air with a 'Music Hall' flavour.... The 

harmonies of 'Pastoral' are treated in a delightfully free manner and underpin a dream-

like melody of exceptional beauty. 

"Like Schumann, Grainger was fond of cross-quoting themes in different 

compositions and '<|>'The Gum-suckers' March' uses a tune from his own Up-country 

Song. It also abounds in instances where unrelated chord-groups pass freely above, 

below an d through each other regardless of the harmonic clash resulting therefrom."--

John Bird (Shore). 

"The use of 4 special Deagan percussion instruments is referred to in detail in the 

opening pages of the full score. The instruments were Steel Marimbaphone, Wooden 

Marimbaphone, Swiss Staff Bells and Nabimba. Alas these instruments are not 

generally available for performances today and percussion instruments of similar tone 

and range [are generally] substituted."--John Hopkins (Orchestral 3). 

Version for band (with piano), 1942 

"Difficulty: advanced. 



"This is one of Grainger's most delightful yet unusual works, combining jaunty vigor, 

warm lyricism and spicily dissonant, bitonal passages. [The piano/wind band version] 

was intended for publication but was never issued, though Grainger himself playe d 

the piano part with many bands throughout the country. A revision of the parts and a 

full score are in preparation [1982]. It requires a technically advanced and proficient 

pianist with a band to match."--Joseph Kreines (GSJ IV/2). 

"Grainger originally conceived this work for orchestra, with important parts for piano 

and mallet percussion. The work is lively, spirited and exhuberant, spiced with bitonal 

passages that provide effective contrasts with the jaunty march-tu ne and the flowing 

lyric melodies."--Joseph Kreines (Unknown). 

Version for piano solo 

"Although the four movements together form a satisfying shape it should be 

emphasised that this is in no sense a sonata or a symphony (Grainger was oppposed to 

such forms)--each movement is autonomous.... [The first] movement, almost entirely 

in ba re octaves, is marked `with healthy and somewhat fierce "go"'. Gay but wistful is 

described as `a tune in a popular London style.' No explanation is given of the 

title Pastoral, which is quite significant given that the music is among the most 

profound that Grainger ever wrote. Pastoral stands apart from the general jollity of 

the suite. It is a brooding and intense meditation on the opening folk-like tune which 

gradually beuilds to an extended, anguished and harshly disso nant climax before 

returning to stillness. The final bars are punctuated by soft notes deep in the bass, 

played directly onto the piano strings with a marimba mallet--a haunting conclusion to 

the piece which perhaps probes Grainger's psyche more deeply than any other and 

about which he had so little to say. 'The Gum Suckers' March immediately dispels all 

dark thoughts."--John Pickard (Piano 1). 

Version for 2 pianos (4 hands) 

"The suite In a Nutshell was put together in 1916 for a music festival held in Norfolk, 

Connecticut [as the result of a $500 commission]. The important solo part of the 

original orchestral version is preserved in the arrangement for two pianos, the second 

piano taking most of the orchestral material. Perhaps the four contrasting movements 

give as complete a picture of Grainger as is possible in a single composition, for many 

of his characteristic moods are present. Here is fierce energy, nostalgia, wild idyllic 

beauty and hectic gaiety. 

"The first movement, 'Arrival Platform Humlet' [dating from 1908], has few chords, 

the free, unbroken melodic line being almost entirely at the unison or in octaves. 



"'Gay but wistful'--'an attempt to write an air with a "Music Hall" flavour'--has an 

easily recognisable solo and chorus. 

"The third movement... is one of Grainger's fascinating rambles in unusual harmony 

and rhythmical freedom. Although very 'wayward' (a number of sections are, in fact, 

unsynchronised) the music reaches an intense climax about half-way through, a 

passag e that not only depicts the majesty of an enormous landscape, but its starkness 

and mystery. The closing pages (which largely dispense with bar-lines) perhaps 

suggest a countryside in twilight and a moment of wistfulness enters the dying 

stillness; howeve r, the last notes (played on the bass strings with a woollen marimba 

mallet) are quite cold and ominous. 

"The suite ends with an affectionate romp; the march plunges into its main theme, a 

tune that gives Grainger ample scope for high-kicking off-beats. After a skittish 

middle section, the march resumes at an impish pianissimo, eventually reaching a blaz 

ing finale full of violent harmonic clashes and good humour.[A touch of longing for 

his home-country can be discerned when he quotes his own Australian Up-

Country Song during the march. This movement was dedicated to 'Henry and 

Abbie Finck with l ove'. Henry T. Finck was the music critic of the New York 

Evening Post and he wrote very enthusiastically about Grainger's performances. 

Finck was not just a music critic. He also wrote on subjects such as primitive 

love, foods and diet. --John Hopkins (Orchestral 3).]"--David Stanhope (Piano 2). 

"THE GUM-SUCKERS" MARCH 

Version for piano solo 

Grainger: "N.B. All big stretches can be harped (played arpeggio) at will." 

"In its youthful optimistic vigor, the march (1905-14) suggests the Percy who would 

hike from one concert to another. In spite of its simple, direct tone, the main theme's 

construction has a very un-march-like sophistication. It evolves by c ontinuous 

motivic transformation and contains no exact repeitions of phrase. 

"When a critic complained that the march was vulgar, the composer's mother replied 

unabashedly, 'But there is always something vulgar about Percy. If it wasn't vulgar, it 

wouldn't be Percy.' (Percy used to say 'The world is dying of good taste.') The 

dicthotomy between his intellect and his 'vulgarity' explains Percy's anomalous 

reputation. The general public is not aware of the sophisticated musicianship of his 

music, while the cerebral tastemakers are not generally attracted to pieces with such 

titles as 'The Gum-Suckers'."--Joseph Smith. 



IN DAHOMEY (CAKEWALK SMASHER)--piano solo (1903-09) 

Grainger: "Using tune from Darkie Comic Opera In Dahomey by Will Marion Cook 

and tunes from Arthur Pryor's A coon band contest Dished up [for piano solo] by 

Percy Grainger. For W. G. Rathbone. For you have always been so good to it." 

"In Dahomey is surprisingly neglected in view of its breathtaking impact. Written 

between 1903 and 1909, it reflects Grainger's interest in black American music... a 

wonderfully jazzy romp which would have surely established instant p opularity were 

it not so horrendously difficult to play."--John Pickard (Piano 1). 

"The cakewalk was the first American dance to become the rage of Europe. The two 

events most instrumental in igniting this craze were the first European tour of Sousa's 

band (1900) and the English run of In Dahomey, a Black musical comedy starring 

Williams and Walker. Percy relished both events, started to improvise in the ragtime 

style, and in 1903 began his composition, likewise titled In Dahomey (finished 1909). 

This piece is based on a song from the show (music by Will Mari on Cook, a 

distinguished Black composer-conductor of the day) and themes from a cakewalk by 

Athur Pryor (then trombone soloist with Sousa), and is doubtless a memento both of 

Williams and Walker's flamboyant cakewalking and of Pryor's preposterously 

virtuosic playing. 

"Contemporary accounts enthusiastically describe Williams and Walker's ability to 

dance in character--Bert Williams with cultivated awk-wardness, and George Walker 

with elegant, self-congratulatory foppishness. Percy's piece alternates delicate imp 

ressionism with indelicate bumpiness: the interpretive indications range from 

'smoothy' to 'clumsy and wildly'. Pryor's trombone is evoked even more explicitly. 

One of the quoted melodies features a prominent trombone 'lick'--a zigzagging slide. 

Its tr anslation into a pianistic equivalent causes In Dahomey to be a glorification of 

glissandi--on the black keys, on the white keys, in contrary motion, with the nail, with 

the fist. Inevitably, this tune and the Cook melody are combined, resulting in a page of 

nearly Ivesian dissonance. Percy captures the instrumental colors of the period, as 

banjo, brass band, and trombone solo are conjured up. Encountering Dahomey for the 

first time is like entering a time machine."--Joseph Smith. 

Version edited by Ronald Stevenson 

[Published by Henmar Press/C. F. Peters Corp., 1987. (Ed.)] 

"Grainger's In Dahomey is a concert rag. It belongs to the masterpieces of ragtime, 

together with those of Eubie Blake and Scott Joplin. An even better comparison might 

be with the Creole rag-composer Louis Chauvin, Joplin's friend; because Cha uvin 



mingled black and white heredity, just as Grainger mixes Cook's black music and 

Pryor's white in a process of acculturation. It has waited unpublished for 78 years--

more than a lifetime. But its lifetime is Methuselan (and remember that thi s seventh 

in descent from Adam bore the name of the 'man of the javelin', a javelin thrown into 

the future). Grainger's rag is published at a time when the efforts of such advocates as 

Joshua Rifkin and William Bolcom have done much to secure ragtime full musical 

citizenship alongside the masterpieces of European piano literature. 

"Two manuscripts (the only available, perhaps the only extant) were consulted: 

"(a) Grainger's original, kindly supplied by Mrs. D. Hammond of Aylesbury, 

Buckinghamshire (UK), into whose possession it came through the family of the 

composition's dedicatee, Grainger's friend W. G. Rathbone. It is written in blue-black 

ink with so me passages, which may be omitted by the performer, written in red ink. 

In the present edition, these optional cuts are indicated by alphabetical letters in bold 

type, A-AA etc. Grainger's ms paper bears the imprint of S. Marshall & Sons, 

Adelaide, No . 1. Measures 31 to 33 are written on a different paper and glued as a 

palimpsest, obliterating an earlier version. 

"(b) a photocopy of an anonymous copyist's script, kindly supplied by Dr. Kay 

Dreyfus, Archivist and Curator of the Grainger Museum, University of Melbourne. 

Dr. Dreyfus conjectures that the hand may be that of the composer's mother, Rose 

Grainger. Th ough the script does have features in common with other examples of 

Mrs. Grainger's calligraphy, the editor thinks it is most probably in another hand (see 

the tabulated comparison-charts printed as appendix, following music). 

"Three inspirational sources gave rise to Grainger's In Dahomey, two of them musical, 

the other ethnographic. 

"1. In Dahomey: a Negro Musical Comedy / book by Jesse A. Shipp / lyrics by Paul 

Lawrence Dunbar and others / music by Will Marion Cook / produced at the 

Shaftesbury Theatre, London (UK) May 16, 1903 (an all-Black cast) / copyright 1902 

by W. M . Cook, New York / vocal score published by Keith Prowse & Co. Ltd., 

London 1903. 

"2. A Coon Band Contest: jazz fox-trot by Arthur Pryor / copyright [N.Y.?] 1899, by 

Arthur Pryor / piano score published by Emil Ascher, N.Y. 1918. (The subtitle 'jazz 

fox-trot' was added to the edition of 1918 and is stylistically an anachronism relative 

to the edition of 1899.) 

"3. The Imperial International Exhibition, London (UK) 1909. This featured a 

reconstructed Dahomey village with adobe huts and wrestling demonstrations by 



Black Africans in tribal costume. Grainger purchased a postcard from this exhibition. 

Dahomey (French Dahomé), formerly an independent kingdom, was a French colony 

in 1909 in West Africa. 

"The editor is indebted to Mr. Don Gillespie [of C. F. Peters Corp.] for supplying 

photocopies of title-pages and specimen pages of printed music of the published piano 

score of the first two sources listed above. 

"W. M. Cook (1869-1944) was a Washington-born ragtime composer, son of a Black 

professor of law at Howard University. He studied violin at Oberlin Conservatory and 

later with Joachim in Berlin and Dvor k at the National Conservatory, N.Y. He trained 

a n all-Black band in New York in 1905 and the American Syncopated Orchestra 

which toured the States and Europe. He composed an operetta Clorinda or The Origin 

of the Cakewalk (Broadway 1898) and an opera St. Louis 'ooman (cf. John Tasker 

Howard: Our American Music, 3rd Ed., Thomas Y. Crowell, 1946). 

"Arthur Pryor (1870-1942) was a White American musician born in St. Joseph, Mo. 

He founded his concert band in 1903 when he relinquished his position as first 

trombone and assistant conductor of Sousa's band. He recorded A Coon Band 

Contest in N.Y. October 17, 1905 (Victor 4069). 

"Grainger's In Dahomey quotes (opening measures and elsewhere) the chorus of 

Cook's Brown Skin Baby Mine (words by W. M. Cook and Cecil Mack): 

She ain't no violet, 

She ain't no red, red rose... 

But 'mongst de flowers fair 

Kaint none compare 

Wid brown skin baby mine. 

"Pryor's A Coon Band Contest is quoted by Grainger, beginning in measure 34. 

"The syncopation basic to ragtime (as it is to all Black music) originated, according to 

Natalie Curtis-Burlin (cf. Negro Folk-Songs, Hampton series, books I-IV, Schirmer, 

N.Y., 1918-19) in the black slave's heroic attempts to learn the alien English language. 

Natalie Curtis-Burlin instances the accentuation of 'Go Down, Moses'. (Curtis-Burlin 

was a friend of Grainger and, like him, a fellow-student under Busoni.) 

"Grainger's subtitle to In Dahomey: a 'cakewalk smasher', invokes the dance of black 

American 19th century origin, popularized in imitations in 'black' minstrel shows, 

vaudeville and burlesque, especially in 'walk around' finales. It originated in parodies 

of white slave-owners' genteel manners and dances. The name may derive from the 



prize of a cake given to the best slave dancers. Even before the 'Nineties, 'cakewalk 

contests' were organized at public entertainments in northern areas of the U .S.A. Its 

improvised choreography featured arm-in-arm strutting and prancing with bowing 

fore and aft, high kicks and salutes to spectators. Its most celebrated imitation in piano 

recital literature is Debussy's Golliwogg's Cakewalk from his Children's Corner 

Suite (1906-08). The cakewalk tempo (like all ragtime) was very moderate. Listen to 

Grainger's recording of the Debussy (a collector's disc: matrix and take number 

81323-3; catalog number [USA] 3002-D; subsequent US numbers 2001-M and 1 83-

M; recorded October 31, 1923). Grainger's tempo is exemplary and suggests a 

preference for the most moderate tempo of In Dahomey. Grainger's Debussy is also 

characterized by rhythmic 'commas'. His In Dahomey extends these commas to semi-

colons. Are they related to elisions in Black speech (as in W. M. Cook's opera title St. 

Louis 'ooman)? 

"As to the other word in the subtitle--'smasher'--it is justified by the catacylsm of 

virtuosity in the piece. This is at its most frenetic in the innovations of fist and back-

of-hand glissandi--pre-echoes of Grainger's 'Free-Music'. 

"What of Grainger's other connections and affinities with Black musicians? There 

were many: his collaborations with R. Nathaniel Dett, Duke Ellington and J. 

Lawrence Cook. The Black composer who had most in common with Grainger was 

surely Joseph Boulogne, Chevalier de Saint-Georges (1739-1799), born on the 

Caribbean island of Guadeloupe of a French father and black slave mother. He studied 

violin with Gossec but plied rapier as deftly as bow. Sprinter, bareback equestrian, 

skater, swimmer, crack pistol-shot, as well as symphonist and quartetist, here indeed 

was a brother of Grainger across the centuries! 

"Dr. Key Dreyfus communicates this amusing comment from Grainger's letter to his 

Danish sweetheart Karen Holten, from N.D.L.S.S. Seydlitz, June 1, 1909: 

I have completed writing out In Dahomey, with the exception of 2 notes which I will 

write in Colombo harbor so that I can sign the piece on English-owned earth. (Ceylon 

belongs to us, you see.) I won't sign anything on a German ship. In the worst case I 

write 'At Sea'. 

"He added the two notes in Aden harbor on June 12, 1909. 

"Editorial fingering of left-hand arpeggi follows Grainger's advice as given in his 

master lesson on Grieg's Norwegian Bridal Procession (Theodore Presser, N. Y., 

1920); the point being to relieve hand tension by dividing a wide-spanning arpegg io 

into smaller hand positions. 



"Grainger's multiple ossias (alternative, variorum readings) render many different 

versions of the piece possible: a democratic principle, allowing performer's choice. 

This procedure was also practised by Boulez and others with a delay of somet hing 

like a half-century. But these ossias create legibility problems and do not economize 

on paper. The editor has accordingly had recourse to Liszt's practice of notating two 

hands on one stave (as in the opening measures). 

"P.S. The Editor extends grateful acknowledgement to his music setter, Mr. Barry 

Peter Ould, who assisted indispensibly with research in securing perusal of Grainger's 

original MS, a treasure not even held in the trove of the Grainger Mu seum, 

University of Melbourne."--Ronald Stevenson [Dahomey]. 

4 IRISH DANCES (Charles Stanford)--arr. for piano solo 

1. A March-Jig 

2. A Slow Dance 

3. The Leprechaun's Dance 

4. A Reel 

"The transcription of Sir Charles Villiers Stanford's Four Irish Dances is a piano 

arrangement of Stanford's orchestral suite which is itself based on actual Irish folk 

tunes. The tunes were taken from the `Petrie collection of ancien t Irish music' (which 

Stanford had edited and which also yielded such famous tunes as Molly on the 

Shore and Londonderry Air). Stanford's suite treats the melodies with the same 

freedom that Grainger applied to his own arrangements and, in h is piano version, 

Grainger spices them up further with his own brand of pianistic pyrotechnics. 

"The first dance, A March-Jig, is based on two melodies: 'Maguire's Kick' (a marching 

tune used by the Irish rebels in 1798) and a county of Leitrim Jig-tune. Despite an 

'Allegro Moderato' marking, the second dance is indeed a Slow Dance. Here a tune 

called 'Madame Cole' (which Grainger points out is 'reminiscent rather of the art 

music of the 17th century than of the Irish countryside') is used as the basis of an 

elegant Bourée. The delicate Leprechaun's Dance is based on two tunes, simply 

entitled 'Jig' and 'Hop Jig' and Grainger prefaces the score with a brief dissertation on 

the Leprechaun '...tiny man fairies who wear tall hats and knee britches. The man that 

can catch one of them becomes fabulously rich, it is asserted. But they are hard to 

catch... Quite recently a Leprechaun was reported seen in Ireland, and a man was even 

said to have put his hat over him. But on the removal of the hat the fairy was found to 

have vanished.' 



"The final dance, A Reel, uses a Cork reel with the alarming title 'Take her out and air 

her'. This constitutes the virtuosis outer sections which enclose a gentler central 

section based on a tune called 'The cutting of the hay'."--John Pickard (Piano 4). 

NOTE: THIS ONLINE VERSION IS CURRENTLY "TEXT ONLY." MUSICAL 

EXAMPLES REFERRED TO IN THE TEXT HAVE TO BE SCANNED 

SEPARATELY AND WILL BE ADDED AT A FUTURE DATE. 

 

IRISH TUNE FROM COUNTY DERRY 

Grainger: 

"The tune was collected by Miss J. [Jane] Ross, of New Town, Limavady Co. Derry 

(Ireland) and printed in The Petrie Collection of the Ancient Music of Ireland (Dublin, 

1855) on page 57 of which collection the following remarks by George Petrie go 

before the tune, which is headed: 'Name unknown': 

For the following beautiful air I have to express my very grateful acknowledgement to 

Miss J. Ross, of New Town, Limavady, in the County of Londonderry--a lady who 

has made a large collection of the popular unpublished melodies of the county , which 

she has very kindly placed at my disposal, and which has added very considerably to 

the stock of tunes which I had previously acquired from that still very Irish county. I 

say still very Irish, for though it has been planted for more than two cent uries by 

English and Scottish settlers, the old Irish race still forms the great majority of its 

peasant inhabitants; and there are few, if any counties in which, with less foreign 

admixture, the ancient melodies of the country have been so extensively pr eserved. 

The name of the tune unfortunately was not ascertained by Miss Ross, who sent it to 

me with the simple remark that it was 'very old', in the correctness of which statement 

I have no hesitation in expressing my perfect concurrence." 

Version for unaccompanied chorus 

[Edition for 2 female voices, 4 males voices and piano (for practice only) publ. by 

Schott & Co., 1912. (Ed.)] 

British Folk-Music Settings Nr. 5 

Grainger: "Set Oct., 1902. 



"Instructions to the chorus: Where bigger and smaller notes appear at the same time, 

in different parts, the bigger notes should be sung greatly to the fore, much louder 

than the smaller notes. 

"The smaller notes should always be sung accompanyingly, merely forming a quite 

soft background to the bigger notes. 

"Passages marked 'open' should be sung on 'ah' or other suitable vowel. Passages 

marked 'hum' should be sung with closed lips." 

Version for chorus and instruments 

[Vocal and harmonium score (also conductor's compressed score) publ. by G. 

Schirmer, 1930. (Ed.)] 

British Folk-Music Settings Nr. 29 

Grainger: "Set May 16-23, 1920, New York City. For the origin of this tune see the 

earler settings of it in this series: [British Folk-Music Settings] Nos. 5, 6, 15, 20. The 

present setting has nothing in common with the earlier ones as regards harmony, form, 

etc. 

Small combination: 4 women's single voices or women's small chorus (Men's small 

unison chorus ad lib.,), harmonium (or pipe-organ) and 3 single wind or string 

instruments [e.g. euphonium (or trombone or other instruments), bass-clarinet (or 

'cello or other instruments), contra-sarrusophone (or double-bass or other 

instruments]. 

Large combination: women's large chorus (men's unison chorus ad lib.), pipe-organ 

and symphony orchestra (or military band). 

"N.B. Where very long phrases, without breathing breaks, are found in the vocal parts, 

no uniformity of breathing is intended. Each singer should breathe in a different place, 

as far as possible, so that the total effect may be that of an unbro ken line with no 

suggestion of any pauses for breath-taking. Where breathing breaks are given, 

however, as in the case of the shorter phrases, they should be closely followed." 

Version for piano solo (c.1902-11) 

British Folk-Music Settings No. 6 

Composer headnote: "Slowish, but not dragged, and wayward in time." 



"Irish Tune from County Derry was originally... of unknown title. The many sets of 

words to which it has become better known [including 'Danny Boy'] are all more 

recent additions. Grainger's simple setting penetrates both heart and soul of this most 

magnificent of Irish melodies."--Leslie Howard (Piano 1). 

"Like Molly on the Shore, the Irish Tune from County Derry was taken from 

the Complete Petrie Collection of the Music of Ireland edited by Sir Charles Villiers 

Stanford. It is the most famous of all Irish melodies and in this beau tiful setting 

Grainger outdoes himself in terms of detail of phrasing and harmonic refinement. The 

printed score looks extraordinary: the tune, which is frequently embedded in the 

middle of the texture, is printed in bigger notes than the harmony notes an d the 

pedalling is notated with such care that it almost takes on a life of its own."--John 

Pickard (Piano 3). 

Version for band 

"Irish Tune from County Derry was arranged and scored for the military band in 

1916."--James Westbrook. 

"Difficulty: medium advanced. 

"This is undoubtedly Grainger's best-known and most-played work for band, and is 

also one of the most difficult to perform well, demanding considerable tonal and 

musical maturity and a fine sense of balance and blend; while the horn parts re quire 

both flexibility and power. Regardless of these reservations, all bands should have the 

experience of knowing and playing this music, which remains a model of superb 

scoring, harmonic genius and powerful emotional expression."--Joseph Kreines (GSJ 

IV/2). 

Joseph Kreines transcr. for band, 1980 

"Unlike the other settings which Grainger made of this tune [e.g. for women's voices, 

harmonium and three instrumental parts (elastic scoring), and men's voices ad lib, 

1920], all of which have the same basic harmonization in common, [his versi on for 

band] is an entirely different approach to the melody--highly chromatic and 

contrapuntal, with considerable dissonance and unusual harmonic progressions. The 

resultant mood is rather strained and anguished, though not without a proud and noble 

c haracter. It concludes with an intense and powerful climax. [My] transcription 

requires good baritone and horns and beauty, richness and control from the 

woodwinds--especially clarinets and saxophones."--Joseph Kreines (Unknown). 



JUTISH MEDLEY (Jysk Sammenpluk)--piano solo (see also SUITE ON DANISH 

FOLKSONGS) 

Danish Folk-Music Settings No. 3[Note: version for elastic scoring also given as 

Danish Folk-Music Settings No. 9; that for 2 pianos/6 hands as Danish Folk-

Music Settings No. 8. (Ed.)] 

Grainger: "Jutish Medley of Danish folk-songs gathered in Jutland by Evald Tang 

Kristensen and Percy Aldridge Grainger in 1922 and 1927. Honor-tokened to Evald 

Tang Kristensen in deep worth-prize-ment and fond friendship. Set for piano, 

October-November, 1927, using earlier room-music sketches. 

"The tunes used in the Jutish Medley are as follows: 

"CHOOSING THE BRIDE (Ungersvendens Brudevalg). Sung by Mrs. Anna Munch 

(maiden name: Anna Nielsen Bech), of Fræer Mark, Skjørping, Jutland, Denmark, on 

October 8, 1927. Gathered by Evald Tang Kristensen, Statsskovrider Poul Lorenzen 

and Percy Aldridge Grainger. [See Mus. Exam. 10A, below.] 

"THE DRAGOON'S FAREWELL (Dragonens Hjaerte-sorg). Sung by Mrs. Anna 

Munch (as above), Oct. 8, 1927. Gathered by E. T. Kristensen, Statsskovrider P. 

Lorenzen and P. A. Grainger. [See Mus. Exam. 10B.] 

"HUSBAND AND WIFE (Manden og Konen) (a quarreling-duet). Sung by Jens 

Christian Jensen, of Albaek, Herning, Jutland, on August 16, 1922. Gathered by E. T. 

Kristensen, Konservator H. P. Hansen and P. A. Grainger. [See Mus. Exam. 10C.] 

"THE SHOEMAKER FROM JERUSALEM (Jerusalema Skomager) (a religious 

song). Sung by Mrs. Evald Tang Kristensen (maiden name: Kirsten Marie Jensen 

Hus), of Mølholm, Vejle, Jutland, on August 27, 1922. Gathered by E. T. Kristensen 

and P. A. Grainger. [See Mus. Exam. 10D.] 

"LORD PETER'S STABLE-BOY (Herr Peders Stalddreng). Sung by Copper-smith 

Michael Poulsen, of Vejle, Jutland, on August 17, 1922. Gathered by E. T. Kristensen 

and P. A. Grainger. [See Mus. Exam. 10E.] 

"In 1905 I met Hjalmar Thuren (whose masterly work Folkesangen paa 

Faerørne, Copenhagen, 1908, showed forth to the outer world, for the first time, the 

great richness and manifoldness of the folk-music of the Faeroe Islanders) and asked 

him to what printed score I should turn to get to know Danish folk-song in its full 

selfhood. He answered: 'Evald Tang Kristensen seems to me the folk-song gatherer 

who best has known how to keep alive, in his notings-down, those rhythmic 



unregularnesses, personal oddnesses and old-time modal folk-scales that mean so 

much in the songs of the Danish country-folk. He was the only one in the [eighteen] 

sixties--when a great wealth of folk-song could still be harvested from the unlettered 

folk in this land--who was brave enough and sharp enough of hearing to note down 

the old songs as they really were sung to him by the old singers without "watering" 

them to suit the right-deemings of art-musicians.' 

"Whereupon I studied Evald Tang Kristensen's folk-song books Jydske Folkeviser og 

Toner (Copenhagen, 1871), Gamle jydske Folkeviser (Copenhagen, 1876), Hundrede 

gamle jydske Folkeviser (Copenhagen, 1889), Gamle Viser i 

Folkemunde (Copenhagen, 1891) and Et Hundrede gamle danske 

Skjaemteviser (Aarhus, 1901), and soon came to rate their writer as the greatest genius 

known to me amongst folk-song gatherers anywhere in the world. None other seemed 

to me to have delved as d eep as he to the very roots of folk-music--to have held as 

dear as he its every shade of feeling from wistful purity to rankest coarseness; none 

other seemed to have foreseen as clearly as he how endlessly much even the last 

leavings of this dying art were to mean to later ages, none as untiring as he in his truly 

giant-like powers of work of every kind, none as unyieldingly truthful at all times as 

he. 

"When Evald Tang Kristensen and I fared together thru Jutland in 1922, 1925 and 

1927 to gather the sparse aftermath of folk-music that still might be culled in some 

few spots (and above all to study by means of the phonograph the singing-wonts of 

the true folk-singers) the phonograph (which does not lie!) made two facts stand out 

very clearly: firstly, how very true to nature Evald Tang Kristensen's notings-down 

had been from the very start; secondly, how uncalled-for and knowledge-less had 

been the b elittlings of his musical notings-down by those Danish folk-song 

'connoisseurs' of the seventies who dubbed as `wrongly noted' those very traits in his 

melodies that were most strikingly typical of the middle ages and of the Danish 

country-side, and hence of rarest worth. Again and again I have heard tunes from our 

newly-taken phonograms that follow almost note for note the folk-song books before I 

was born--and this in spite of the fact that over fifty years lie between the two 

gatherings and that the singers were in no case the same! 

"I feel that it is now high time that some of the very many lovely songs that Evald 

Tang Kristensen (who fills his 85th year today) has saved from forgottenness should 

be put within reach of music-lovers in forms fitted for home-music and the concert- 

hall.--[P. A. G.,] January 24, 1928." 

Version for 2 pianos (6 hands) 

Danish Folk-Music Settings No. 8 



"The basic minimum for Jutish Medley, a collection of Danish folk-songs, is three 

pianists at two pianos. The songs in order of appearance are 'Choosing the Bride', 'The 

Dragoon's Farewell', 'The Shoemaker from Jerusalem' and 'Husband and Wife' (a 

quarrelling duet). Following the last-named tune, Grainger returns to the first and 

includes an ingenious combination of the two before a joyous coda."--David Stanhope 

(Piano 3). 

KIPLING'S JUNGLE BOOK SETTINGS--chorus 

"[In 1897, when Grainger was 15, Grainger's father John] sent his son a patriotic book 

called Deeds that won the Empire and several Kipling books. The latter captivated 

Percy immediately and he soon started writing choral settings of Kipling's poems, 

especially those of the Jungle Books. Grainger wrote of these pieces: 

In these, above all The Beach of Lukannon, I developed my mature harmonic style--

that is to say, harmony in unresolved discords. To the best of my knowledge, such a 

procedure was unknown at that time & must be considered as an Australian 

contribution to musical progress. So through the books my father sent me in 1897, I 

became what I have remained ever since, a composer whose musical output is based 

on patriotism & racial consciousness. 

"Grainger was to occupy himself with Kipling settings on and off for the rest of his 

life. He was constantly adding to and revising them, so that when eleven of them were 

published for the first time as a cycle, in 1947, they represented a whole life of 

compositional activity--very much in the way the Songs of Travel did for Vaughan 

Williams. When Grainger published a work of his in later years, he often added a long 

and informative programme note. The programme notes for these settings, how ever, 

which take just over nineteen minutes to perform, simply state: 'My KIPLING 

"JUNGLE BOOK" CYCLE, begun in 1898 and finished in 1947, was composed as a 

protest against civilization.' The quintessence of his harmonic and polyphonic idea s 

can be found within the pages of these works. Though they form a major contribution 

to twentieth-century choral music they are rarely if ever performed today."--John Bird 

(Grainger). 

"It was the composer Ronald Stevenson who first referred to Percy Grainger as 

Music's Mowgli. A totally appropriate description, for not only does Grainger's music 

breathe the fresh, invigorating air of the country garden but time and again the listener 

is confronted with the mysterious claim made on us by the wilderness. It is apt too 

because it speaks of the unrepressed boyishness, the bold curiosity and the no-

nonsense attitudes so characteristic of this antipodean individualist. Even in his own 

Country Garden, Grainger pulls us firmly to earth by asking us to think of turnips and 

mangel-wurzels rather than the serried ranks of petunias and gladioli. His masterpiece 



for wind-band, Lincolnshire Posy, is, after all, a 'bunch of musical wildflowers' rather 

than their cultivated brethren. The Mowgli theme also remains valid in Grainger the 

man, for he was never happier than when pitting himself against the unyielding 

Australian desert, the dank Tahitian forest or the remote high hills of Scotland and 

Norway. Kipling's Jungle Book can be regarded as a tragedy--the tale of a wild boy 

forging his personality out of a wilful rejection of civilisation and a grappling with the 

untamed elements of the forest. Grainger's mind was a tabula rasa largely unfettered 

by formal schooling, yet he tackled life and his art with a burning intellectual curiosity 

and an iconoclastic fervour turned against anything remotely 'arty' in music. It is 

perfectly consistent within his own complex personality that his masterly choral 

settings of Kipling's Jungle Book poems should be 'composed as a protest against 

civilization.'"--John Bird (Rambles). 

"In 1898, while a student in Frankfurt, Grainger had begun his extended Kipling 

Jungle Book Cycle. He referred to these pieces as being scored for 'large chamber 

music'. They consisted of eight to twenty-five solo performers providing instrumental 

backgrounds for single voices or a small chorus. The basis for this type of 

orchestration was later explained by Grainger in a letter to the pianist-composer, 

Harold Bauer. 

...the music Kipling Settings which I send you separately, hoping that it may interest 

you as an outcome of the influence emanating from the vocal-solo numbers-with-

accompaniment-of-solo-instruments in Bach's Matthew Passion, as I heard it when a 

boy of 12, 13, 14 in Frankfurt. These sounds (2 flutes and harpsichord and mixed 

chorus accompanying a solo voice) sounded so exquisite to my ears (so much 

more seemly than a full orchestra accompanying a single voice) that I became 

convinced th at larger chamber music (from 8-25 performers) was, for me, an ideal 

background for single voices or a small chorus. On this assumption (all rooted clearly 

in Bach's procedures) I began my 'Kipling Jungle Book Cycle' in 1898 and such 

compositions as `Love Verses from the Song of Solomon' in 1899. 

"This attempt at scoring for smaller instrumental groups which would perform in 

smaller concert halls was vividly demonstrated on April 26th and May 3rd of 1925 

when Grainger produced two evenings of 'Room Music' at the Little Theater, 238 

West 44th S treet, in New York City. 

"The first evening was an all-Grainger Program including English Dance (6 hands at 

two pianos), Hill Song No. 1 in its revision for chamber orchestra, seven settings from 

the Jungle Book Cycle, My Robin is to the Greenwood Gone (flute, English horn and 6 

strings), and Scotch Strathspey and Reel. 



"The second evening featured Franz Schreker's Kammersymphonie, Negro Folk-Song 

Derivatives of R. Nathaniel Dett, Memories of New Mexico by Natalie Curtis, Lost in 

the Hills of Edvard Grieg, and Paul Hindemith's Kammermusik No. 1.... All works 

were presented in their original form--a rather unique production which was 

enthusiastically applauded by the capacity audience."--Thomas C. Slattery. 

"Grainger produced a significant part of his output for chorus. His two major sources 

of inspiration were folksong and the poetry of Rudyard Kipling.... As a youngster 

raised in Australia with little formal schooling, he was never fully at e ase in refined 

social circles. 'My Kipling Jungle Book Cycle,' he explained..., 'was composed as a 

protest against civilisation.' 

Composition was a struggle for Grainger. Though white-hot inspiration often flowed 

in sudden bursts of activity, it was usually followed by years of intermittent tinkering 

with his manuscripts. Three Kipling settings all bear witness to his cons tant desire to 

improve and perfect: Danny Deever (1903/22/24), The Peora 

Hunt (1901/06/41/58), Morning Song in the Jungle (1905), the latter two incorporated 

in his Jungle Book Cycle, initially performed in 1942 and 'finished' in 1947."--David 

Tall. 

KLAVIERSTÜCKE--piano solo 

Klavierstuck in E (1897) 

3 Klavierstücke in A, Bb, D (1897-98) 

"The Klavierstuck [piano piece] in E Major was written in 1897 as a birthday gift for 

Grainger's mother. Here the influences are clear--the lighter piano works of Schumann 

and Brahms being the main source of inspiration.... 

"The [other] early Klavierstücke date from 1897-98. The one in A Minor is perhaps 

the most interesting, with its heroic, Brahmsian main theme constantly undermined by 

mysterious interruptions and tonal side-steps. Sadly, the Bb Major piece is incomplete-

-the first page has vanished and the surviving fragment begins at what appears to be 

the central episode of a ternary form composition. The final D Major Klavierstuck is 

interesting for extramusical reasons. It is dedicated to Grainger's father--a rather 

shadowy figure whom Grainger's domineering mother kicked out of the house when 

Percy was a boy and who then lived a wayward existence dying in 1917, paralysed by 

the effects of long-term alcoholism and tertiary syphillis."--John Pickard (Piano 4). 

KNIGHT AND SHEPHERD'S DAUGHTER 



Version for piano solo 

[Edition published by Schott & Co., 1918. (Ed.)] 

British Folk-Music Settings Nr. 18 

Grainger: "For Howard Brockway, in admiration. Folk-song collected in Lincolnshire, 

England, in 1906. Set Feb. 8-9-10, 1918. 

"[Headnote:] Gently but skittishly." 

"Knight and Shepherd's Daughter is a setting of a rustic Lincolnshire song collected 

by Grainger himself in 1906, dedicated to [the American composer and folksong 

specialist] Howard Brockway, whose arrangements of American cowboy song s 

Grainger often played. There are two particularly beautiful variations where one is left 

to imagine the melody over harped chords."--Leslie Howard (Piano 1). 

LADS OF WAMPHRAY 

Version for men's chorus & orchestra (or 2 pianos) 

[Publ. by G. Schirmer, 1925. Piano I can be used without Piano II for chorus 

rehearsals.] 

Grainger: "Scots Border Ballad. Folk-poem from Sir Walter Scott's Minstrelsy of the 

Scottish Border. Composed Dec. 5-20, 1904 in London. Vocal and piano score as 

birthday-gift, in memory of my beloved mother, July 3, 1925, Chicago. 

"No folk-songs or other traditional musical material are used in this composition. 

"Where the arrangement for 2 pianos is used in concert performances to replace the 

orchestra each piano part can be doubled or trebled, especially in large halls and with 

a large chorus; thus 4 pianists at 4 pianos, or 6 pianists at 6 pianos, can be u sed with 

effect. The tonal result of doubling pianos is a greater mellowness of tone--rather than 

an increase in more volume. In any case the pianists (whether 2, 4 or 6) must be 

trained to follow the conductor's beat exactly (which piani sts are seldom able to do, at 

first). To ensure this the conductor should rehearse the 2 (or more) pianists separately 

from the chorus, as well as with the chorus." 

Version for band 

"Like it's companion piece, the Children's March [above], this brilliant march was 

much ahead of its time in its demands of balance, blend, technique, and particularly 



tonal strength in the low reeds. Completed in 1905, it was Grainger's earlie st work for 

full band, but was not published until 1941. A note in the published score includes the 

following information: 'No folk-songs or other traditional tunes of any kind are used 

in the work, which is based on melodies and musical material written by Grainger in 

his setting for male chorus and orchestra or two pianos... of a Scottish Border Ballad 

text... drawn from Sir Walter Scott's Minstrelsy of the Scottish Border.... In this march 

the composer has wished to express the devil-may-care da re-deviltry of the cattle-

raiding, swashbuckling English and Scottish 'borderers' of the period (roughly the 

14th, 15th, and 16th centuries) so grimly yet thrillingly portrayed in the border ballads 

collected and published by Scott, Motherwell, Jamieson, Johnson, Buchan, Kinloch, 

Swinburne, and others.'"--Frank Hudson. 

"Grainger's association with bands stemmed from his early days in London, when, in 

1905, Grainger was able to hear one of the first performances of his compositions by 

the Coldstream Guards. Later Grainger was to play in bands himself, when he became 

a saxophonist in the Fort Dix, New Jersey, Army Band during World War II. In 

December 1936, Grainger received a letter from the American Bandmasters 

Association offering him a commission for two band works to be performed at their 

annual convent ion. He responded by rearranging the Lads of Wamphray and by 

compiling a suite of Lincolnshire folk songs that he had collected. The latter work, 

which he entitled Lincolnshire Posy [below], featured irregular and 'free' rhythms, and 

rich so norities."--Major James M. Bankhead. 

"Difficulty: advanced. 

"This was originally written for men's chorus and two pianos, but soon after this 

setting Grainger embarked on a band version (his first work for wind band). Over 30 

years later, he subjected it to considerable revision and presented it (along 

with Lincolnshire Posy) as the product of his commission from the A.B.A. for their 

1937 convention. Though it is perhaps somewhat repetitious and indulges in the 

frequent use of short sequential patterns, it again reveals Grainger's mastery of t he 

band medium and the contrapuntal textures and rhythmic vigor which are so 

characteristic of his style. Requires great technical fluency in all parts, and tonal 

maturity and control, especially in fully-scored passages."--Joseph Kreines (GSJ IV/2 

). 

LET'S DANCE GAY IN GREEN MEADOW ('NEATH THE MOULD SHALL 

NEVER DANCER'S TREAD GO) (Faeroe Island Dance) 

Grainger (Barstow CA, Feb. 21, 1946): "PROGRAM-NOTE The Faeroe Islands lie 

between the Shetland Islands and Iceland. The Faeroe Islanders are the descendants of 

those West-Norwegian sea-rovers who, in the 9th century, settled the land s 'west over 



sea': Iceland, the Faeroes, the Shetlands, the Orkneys, the Hebrides and the coasts and 

islands around Scotland and Ireland. The Faeroe Islanders are famous for their good 

looks, their highly becoming national costumes, their daring as cliff- scaling egg-

gatherers and their passion for dancing. The language is closely akin to Icelandic (Old 

Norse) and folk songs of many periods abound in the islands. Until quite recently no 

musical instruments (not even organs and harmoniums in churches) were known on 

the Faeroes. So the music accompanying the dance was narrative dance-folksong--

dance-tunes sung by voices instead of played on instruments. Long rimed stories 

about legendary and historical figures and groups--the Volsungs, the Nibelungs, S 

iegfried (Sjurdur), Charlemagne, Roland, Attila, Tristram, Nornagest, etc.--as well as 

versified excerpts from the Icelandic sagas were chanted by a single voice (foresinger) 

answered by symbollically significant refrains (such as the title of this num ber) sung 

by a chorus--in unison, without harmonies of any kind. 

"In most of those European countries where folksongs still are sung, the songs have 

been divorced from dancing and have tended, on that account, to lose their strict 

rhythmic patterns. But on the Faeroes the tunes have retained their original clear-cu t 

rhythmic shapes thru unbroken association with the conservatively preserved steps 

and figures of the dances. 

"Some students of folksong believe that most European folksongs were 

originally dance-folksongs, and that a main purpose of the folkdancing was similar to 

that of the dancing of the Dancing Dervishes--to promote, by means of constantly 

repea ted dance-motions and melodic phrases, group-frenzy of a religious, or erotic, or 

warlike character. Such students believe that the folk-dance draws its intoxicating 

appeal from the mesmeric quality dwelling in constant repetition and unbroken 

continuity. This orgiastic note is clearly struck in the dancing and singing habits of the 

Faeroe Islanders, who dance for eight hours or more at a stretch and who set their 

pride in having one dance follow another with the very next footfall, one dance-song 

follow another with the very next beat. (This attitude is mirrored in my setting of Let's 

dance gay in Green Meadow, which does not end with the finality usual to most 

modern compositions, but just stops abruptly in mid-dance, ready to be succeeded 

immedi ately by another dance.) 

"That the Faeroe Island narrative songs often run into two hundred or more verses is 

another factor making for tireless keeping-on-ness.[See also Grainger's notes 

for Green Bushes, above. (Ed.)] It seems to me that this mesmeric frenzy should be 

captured in any harmonized versions of such dance-folksongs, and this is what I strive 

to do in my settings of them. Those who describe my dance-folksong settings as 

examples of 'variation-form' overlook the fact that the variation-form is rooted in 

type-contrasts between one variation and another and in the clearly-defined 

beginnings and endings of sectional forms; whereas my dance-folksong settings aim 



at giving an impression of large-size continuity and unbroken form-flow--with 

readiness on my p art to welcome whatever monotony may result from this my 

method. 

"The Faeroe Island dance songs show the original way of dealing, musically, with 7-

foot verse--turning it quite straightforwardly into 7-beat music. This differs from the 

habits of recent centuries, in which 7-foot-verse is transformed into 8-beat music by 

dwelling for 2 beats on each 7th foot of the verse. By this procedure both 7-foot and 

8-foot verse are levelled into one great uniformity of 8-beat rhythm. Thus, in 

comparing the song tupes of the middle ages with those of more recent periods we are 

apt to be confronted with the following tendencies: In the middle ages, irregularity 

paired with continuity. In recent centuries, uniformity coupled with the intermittancy 

of sectional forms. The medieval dance-folksongs may be likened to those unbrok en 

strings of all-alike workmen's dwellings that adorn the climbing streets of many a 

factory town in England, while modern sectional song (whether folksong or art-song) 

may be compared to the semi-detachment of suburban villas." 

Version for piano /4 hands 

[See also edition for piano/4 hands as Faeroe Island Dance (Let's Dance Gay in 

Green Meadow; 'Neath the Mould Shall Never Dancer's Tread Go), "Faeroe Island 

Dance-Folksong collected by Hjalmar Thuren", publ. by Faber Music Ltd. (U.S. 

selling agent G. Schirmer), 1967. This edition ("set for one piano twosome") is 

supertitled "Settings of Dance-Folksongs from the Faeroe Islands", with 

headnote "Fast". Faber Music adds: "The publishers are grateful to Mr. 

Benjamin Britten who was good enough to see the work through the press." 

(Ed.)] 

Let's Dance Gay in Green Meadow is a setting of a dance folksong from the Faeroe 

Islands. Grainger is well known for his kinship with folk tunes, particularly of English 

derivation; he was one of the first to use a wax cylinder phonograph as h e combed the 

British Isles recording over 500 British folksongs. 

"Grainger rebelled against the formal tradition of notating musical directions in Italian 

or German and began employing his own distinctive English, for example, 

'jumpingly', 'roughly', 'bass much to the fore', 'don't slow off', etc. There is a note i n 

'Let's Dance Gay' to the 'right side player': 'The high D with a star is not on the piano. 

For convenience, play this note on the wood to right of keyboard.' 

"The title page informs us that 'Let's Dance Gay' was 'originally sketched for chorus, 

1905, sketched for harmonium, 1932, dished up for twosome at one piano Sept. 20-21, 



1943.' At the bottom of the last page one reads, 'New clean copy written out Feb . 21-

23, 1946, Beacon Tavern (room 118), Barstow, California.'"--Carolyn Morgan. 

Version for band 

Faeroe Island Dance [finished February 21, 1946] is taken from the native folk-music 

heritage of the Faeroe Islands of the North Atlantic Ocean. On Sundays there were 

two locations in the town where the local villagers danced. In one area there were the 

Faeroe Dances and in the other the members of the Torshavn Wind Orchestra played 

the Tyrolean waltz, Swedish masquerade, Rhinelander, Mazurka, and other waltzes 

and polkas for the village. Dancing to instrumental music in these island s dates back 

to the 17th century. [This piece is dedicated to the memory of Grainger's friend, the 

great portrait painter John Singer Sargent, who loved the Faeroe Island music.]"--

James Westbrook. 

"Difficulty: medium. 

"An unusual, rather austere and primitive work in moderate tempo, this is based upon 

a Danish folk-dance tune which Grainger collected in 1905. The abrupt ending is 

typical of the dance-tunes themselves, which are performed connected to one another. 

Hence this work is more satisfactory in performance if it is connected to another such 

as Shepherd's Hey or Molly on the Shore. 

LINCOLNSHIRE POSY 

1. Lisbon (Dublin Bay) 

2. Horkstow Grange 

3. Rufford Park Poachers 

4. The Brisk Young Sailor 

5. Lord Melbourne 

6. The Lost Lady Found[See also separate entry for choral setting, below. 

(Ed.)] 

Version for band 

British Folk-Music Settings Nr. 34 

Grainger (August, 1939): "English Folksongs gathered in Lincolnshire (England) by 

Lucy E. Broadwood and Percy Aldridge Grainger and set for Wind Band (Military 

Band). Dedicated to the folksingers who sang so sweetly to me. The Lincolnshire 

Posy was originally composed and scored for Wind Band, early in 1937, using earlier 

sketches (for various mediums) dating from 1906 to 1934. (Above each movement is 



stated the nature and date of the sketch or sketches from which it is sprung). The work 

was di shed-up for 2 Pianos, 4 Hands, by the composer, late in 1937 and early in 

1938. 

"PROGRAM-NOTE. With the exception of military marches almost all the music we 

hear played on wind bands (military bands) was originally composed for other 

mediums (for orchestra, for piano, for chorus, as songs for voice and piano) and 

afterwar ds arranged for wind band--and as good as never by the composer. (Notable 

exceptions are: Wagner's Huldigungsmarsch; Henry Cowell's Celtic Set; R. Vaughan 

Williams's Folksong Suite and Toccata Marziale (Boosey & Hawkes); Gustav Holst's 

two Suites for Band and Hammersmith; Hindemith's Concert Music for Wind 

Band (Schott, Mayence); Ernst Toch's Spiel; Florent 

Schmitt's Dionysiaques; Respighi's Hunting-Tower Ballad; several compositions by 

Leo Sowerby.) 

"Why this cold-shouldering of the wind band by most composers? Is the wind band--

with its varied assortments of reeds (so much richer than the reeds of the symphony 

orchestra), its complete saxophone family that is found nowhere else (to my ears the 

saxophone is the most expressive of all wind instruments--the one closest to the 

human voice. And surely all musical instruments should be rated according to their 

tonal closeness to man's own voice!), its army of brass (both wide-bore and narrow-

bore)--not the equal of any medium ever conceived? As a vehicle of deeply emotional 

expression it seems to me unrivalled. 

"Lincolnshire Posy, as a whole work, was conceived and scored by me direct for wind 

band early in 1937. Five, out of the six, movements of which it is made up, existed in 

no other finished form, though most of these movements (as is the case with almost all 

my compositions and settings, for whatever medium) were indebted, more or less, to 

unfinished sketches for a variety of mediums covering many years (in this case the 

sketches date from 1905 to 1937). These indebtednesses are stated in the scores. The 

version for two pianos was begun half a year after the completion of the work for 

wind band. 

"This bunch of 'musical wildflowers' (hence the title Lincolnshire Posy) is based on 

folksongs collected in Lincolnshire, England (one noted by Miss Lucy E. Broadwood; 

the other five noted by me, mainly in the years 1905-1906, and with the help of the 

phonograph), and the work is dedicated to the old folksingers who sang so sweetly to 

me. Indeed, each number is intended to be a kind of musical portrait of the singer who 

sang its underlying melody--a musical portrait of the singer's personali ty no less than 

of his habits of song--his regular or irregular wonts of rhythm, his preference for 

gaunt or ornately arabesqued delivery, his contrasts of legato and staccato, his 

tendency towards breadth or delicacy of tone. 



"For these folksingers were kings and queens of song! No concert singer I have ever 

heard approached these rural warblers in variety of tone-quality, range of dynamics, 

rhythmic resourcefulness and individuality of style. For while our concert singers 

(dull dogs that they are [Shame on you, Percy! In fact--levity aside--an 

uncharacteristic remark from a man of such broad tastes and enthusiasms; 

however, he always did like to poke fun (or worse) at critics and musicians who 

appear to take themselves too seriously, for the sake of their "art" perhaps, but, 

at the expense of the music itself. (Ed.)]--with their monotonous mooing and 

bellowing between mf and ff, and with never a pp to their name!) can show nothing b 

etter (and often nothing as good) as slavish obedience to the tyrannical behests of 

composers, our folksingers were lords in their own domain--were at once performers 

and creators. For they bent all songs to suit their personal artistic taste and perso nal 

vocal resources: singers with wide vocal range spreading their intervals over two 

octaves, singers with small vocal range telescoping their tunes by transposing 

awkward high notes an octave down. 

"But even more important than these art-skills and personality-impresses (at least to 

Australia--a land that must upbuild itself in the next few hundred years, a land that 

cannot forever be content to imitate clockwork running down) is the heritage of the 

old high moods of our race (tangible proofs that 'Merry England'--that 

is, agricultural England--once existed) that our yeoman singers have preserved for the 

scrutiny of mournful, mechanised modern man. 

"Up to the time of the Norman Conquest--in spite of the roaming of Danish armies 

over the English land--English art showed the characteristics we might expect of a 

proud Nordic people: in its heathen and half-heathen poems the glorification of race-

redeeming, mankind-rescuing, blind-to-gain saviour-heroes such as Beowulf; in its 

Christian literature the veneration of true Christian meekness, studiousness, culture. It 

was only after the Norman Conquest that these high ideals gave place to a weak-kneed 

tolerance of (indeed, sly admiration for) such vices as adventurousness, opportunism 

and luck-chasing, and that the 'inferiority complex' of a defeated people revealed itself 

in the mock-heroics, flighty pessimism, self-belittlement, South-worship and 

Continent-apery so distressing (from an Australian standpoint) in Spencer, Chaucer, 

Shakespeare, Milton, Byron, Keats, Tennyson, Swinburne and much other English art. 

(It is upheartening to note that this defeatist self-effacement, this indescriminate 

grovelling before things foreign is blessedly absent from American poetry such as 

Walt Whitman's and Edgar Lee Masters' and from such Australian art as Barbara 

Bainton's prose and the drawings, paintings and novels of Norman Lindsay. Here we 

meet again the affirmative life-worship and robust selfhood so characteristic of 

Scandinanvian art [of all periods] and of pre-Norman English art. Perhaps it is not too 



much to hope that America and Australia are in process of de-Normanising, re-Anglo-

saxonising and re-Scandinavianising themselves!) 

"Yet in spite of the defeatist pessimism so rampant in the more courtly, townified and 

university-bred branches of English art during the last 900 years our yeoman-artists 

have been able to hand down to us a large body of proud English moods, qualities and 

feelings: grandeur, sturdiness, stoicalness, unmatched sweetness (what folktunes are 

so meltingly sweet as the English?), wistfulness, island-minded mildness (for a nation 

without land-frontiers is, naturally, a stranger to continent-bred harshness and 

intolerance). And it is this yeomanship (this ability to stubbornly remain immune to 

all sorts of upstart un-English influences) that I wished to celebrate in my Posy. 

"These musical portraits of my folksingers were tone-painted in a mood of 

considerable bitterness--bitterness at memories of the cruel treatment meted out to 

folksingers as human beings (most of them died in poor-houses or in other down-

heartening surroundings) and at the thought of how their high gifts oftenest were 

allowed to perish unheard, unrecorded and unhonoured. 

"It is obvious that all music lovers (except a few 'cranks') loathe genuine folksong and 

shun it like the plague. No genuine folksong ever becomes popular--in any civilised 

land. Yet these same music-lover entertain a maudlin affection for the word 'folksong' 

(coined by my dear friend Mrs. Edmund Woodhouse to translate German 'volkslied') 

and the ideas it conjures up. So they are delighted when they chance upon half-breed 

tunes like Country Gardens and Shepherd's Hey (on the borderline between folksong 

and unfolkish 'popular song') that they can sentimentalise over (as being folksongs), 

yet can listen to without suffering the intense boredom aroused in them by genuine 

folksongs. Had rural England not hated its folksong this form of music would not 

have been in process of dying out and would not have needed to be 'rescued from 

oblivion' by townified highbrows such as myself and my fellow-collectors. As a 

general rule the younger kin of the old folksingers not only hated folksong in the usual 

way, described above, but, furthermore, fiercely despised the folksinging habits of 

their old uncles and grandfathers as revealing social backwardness and illiteracy in 

their families. And it is true! the measure of a countryside's richness in living folksong 

is the measure of its illiteracy; which explains why the United States is, to-day, the 

richest of all English-speaking lands in living folksong. 

"There are, however, some exceptions to this prevailing connection between folksong 

and illiteracy. Mr. Joseph Taylor, the singer of Rufford Park Poachers--who knew 

more folksongs than any of my other folksingers, and sang his songs with 'purer' 

folksong tradition--was neither illiterate nor socially backward. And it must also be 

admitted that he was a member of the choir of his village (Saxby-All-Saints, 

Lincolnshire) for over 45 years--a thing unusual in a folksinger. Furthermore his 



relatives--keen musicians themselves--were extremely proud of his prowess as a 

folksinger. Mr. Taylor was bailiff on a big estate, where he formerly had been estate 

woodman and carpenter. He was the perfect type of an English yeoman: sturdy and 

robust, yet the soul of sweetness, gentleness, courteousness and geniality. At the age 

of 75 (in 1908) his looks were those of middle age and his ringing voice--one of the 

loveliest I ever heard--was as fresh as a young man's. He was a past master of g 

raceful, birdlike ornament and relied more on purely vocal effects than any folksinger 

known to me. His versions of tunes were generally distinguished by the beauty of 

their melodic curves and the symmetry of their construction. His effortless high notes, 

sturdy rhythms and clear unmistakable intervals were a sheer delight to hear. From a 

collector's standpoint he was a marvel of helpfulness and understanding and nothing 

could be more refreshing than his hale countrified looks and the happy lilt of his 

cheery voice. 

"Mr. George Gouldthorpe, the singer of Harkstow Grange (born at Barrow-on-the-

Humber, North Lincolnshire, and aged 66 when he first sang to me, in 1905) was a 

very different personality. Though his face and figure were gaunt and sharp-corn ered 

(closely akin to those seen on certain types of Norwegian upland peasants) and his 

singing voice somewhat grating, he yet contrived to breathe a spirit of almost 

caressing tenderness into all he sang, said and did--though a hint of the tragic was 

ever-present also. A life of drudgery, ending, in old age, in want and hardship, had not 

shorn his manners of a degree of humble nobility and dignity exceptional even 

amongst English peasants; nor could any situation rob him of his refreshing, but quite 

u nconscious, Lincolnshire independence. In spite of his poverty and his feebleness in 

old age it seemed to be his instinct to shower benefits around him. Once, at Brigg, 

when I had been noting down tunes until late in the evening, I asked Mr. Gouldthorpe 

t o come back early the next morning. At about 4:30 I looked out of the window and 

saw him playing with a colt, on the lawn. He must have taken a train from Goxhill or 

Barrow, at about 4.0 a.m. I apologised , saying 'I didn't mean that early, Mr. 

Gouldthorp e.' Smiling his sweet kingly smile he answered: `Yuh said: Coome eearly. 

So I coom'd.' 

"Towards the end of his life he was continually being pitch-forked out of the 

workhouse to work on the roads, and pitch-forked back into the workhouse as it was 

seen he was too weak to work ('When Ah gets on to the roäds I feel thaht weeäk!'). 

But he was very anxious to insist that no injustice was done to him. In the midst of 

reciting his troubles he would add quickly, impulsively: 'Aw, boot Ah'm 

nawt cumplaainin'! They're verra kahn tummuh (kind to me) at the workkus; they're 

verra kahn' tummuh!' 

"His child-like mind and unworldly nature, seemingly void of all bitterness, singularly 

fitted him to voice the purity and sweetness of folk-art. He gave out his tunes in all 



possible gauntness, for the most part in broad, even notes; but they were ad orned by a 

richness of dialect hard to match. 

"In recalling Mr. Gouldthorpe I think most of the mild yet lordly grandeur of his 

nature, and this is what I have tried to mirror in my setting of Harkstow Grange. 

"Mr. George Wray (the singer of Lord Melbourne) had a worldlier, tougher and more 

prosperously-coloured personality. He, too, was born at Barrow-on-Humber, and was 

eighty years old when he sang to me in 1906. From the age of eight to seventeen he 

worked in a brick yard, after which he went to sea as cook and steward, learning some 

of his songs aboard ship. After that he again worked at a brick yard, for forty years; 

and, later on again, he sold coals, taking them to Barton, Barrow, Goxhill, etc ., in his 

own ship, and also carrying them round on his back (in `scootles'), as much as twenty 

tons a day. This he did to the age of seventy-three, and then he 'give over'. In his old 

age he enjoyed independence, and said" 'And thaay saay (they say) a poor mahn 

'ahsn't a chahnce!' He used to be a great dancer. (Yet, in spite of this association with 

strict rhythm, his singing was more irregular in rhythm than any I ever heard.) He 

took a prize--a fine silver pencil--for dancing, at Barton, at t he age of fifty-four, 

performing to the accompaniment of a fiddle, which he considered 'better than 

anything to dance to'. His brother was a 'left-handed' fiddler (bowing with his left 

hand, fingering with his right). Mr. Wray held that folksinging had be en destroyed by 

the habit of singing in church and chapel choirs, and used to wax hot on this subject, 

and on the evils resultant upon singing to the accompaniment of the piano. He was 

convinced that most folks could keep their vigour as late in life as he had, if they did 

not overfeed. 

"He lived alone, surrounded by evil-smelling cats. I asked him if he often went to 

town, and he answered: 'It's too temtatious for a mahn of my age!' A consciousness of 

snug, self-earned success underlay the jaunty contentment and skittishness of his 

renderings. His art shared the restless energy of his life. Some of his versions of tunes 

were fairly commonplace (not Lord Melbourne, however!), yet he never failed to 

invest them with a unique quaintness--by means of swift touches of swagger, heaps of 

added 'nonsense syllables', queer hollow vowel-sounds (doubtless due to his lack of 

teeth) and a jovial, jogging stick-to-it-iveness in performance. He had an amazing 

memory for the texts of his songs. Lord Melbourne (actually about the Du ke of 

Marlborough) is a genuine war-song--a thing rare in English folksong. 

"Mrs. Thomson (the singer of The Brisk Young Sailor), though living in Barrow-on-

Humber, North Lincolnshire, came originally from Liverpool. 

"The first number in my set, Dublin Bay [Lisbon], was collected under characteristic 

circumstances. In 1905, when I first met its singer--Mr. Deane, of Hibbaldstowe--he 



was in the workhouse at Brigg, N.E. Lincolnshire. I started to note down his Dublin 

Bay, but the workhouse matron asked me to stop, as Mr. Deane's heart was very weak 

and the singing of the old song--which he had not sung for forty years--brought back 

poignant memories to him and made him burst into tears. I reluctantly desisted. But a 

year or so later, when I had acquired a phonograph, I returned to get Mr. Deane's tune 

'alive or dead'. I thought he might as well die singing it as die without singing it. 

"I found him in the hospital ward of the workhouse, with a great gash in his head--he 

having fallen down stairs. He was very proud of his wound, and insisted that he was 

far too weak to sing. 'All right, Mr. Deane,' I said to him, 'you needn't sing yourself; 

but I would like you to hear some records made by other singers in these parts.' He 

had not heard half a record through before he said, impulsively: 'I'll sing for you, 

yoong mahn.' So the phonograph was propped up on his bed, and in between the 

second and third verse he spoke these words into the record: 'It's pleasein' muh.' 

Which shows how very much folksinging is part of the folksinger's natural life. 

"The last number of my set (The Lost Lady Found) is a real dance-song--come down 

to us from the days when voices, rather than instruments, held village dancers 

together.[See also Grainger's notes for Green Bushes and Let's Dance gay in 

Green Meadow, above. (Ed.)] Miss Lucy E. Broadwood, who collected the tune, 

writes of its origins as follows, in her English Traditional Songs and Carols (Boosey 

& Co.): 

Mrs. Hill, an old family nurse, and a native of Stamford (Lincolnshire), learned her 

delightful song when a child, from an old cook who danced as she sang it, beating 

time on the store kitchen-floor with her iron pattens. The cook was thus unconsciously 

carrying out the original intention of the 'ballad', which is the English equivalent of 

the Italian 'baletta' (from ballare, 'to dance'), signifying a song to dance-measure, 

accompanied by dancing. 

"SOURCES OF THE FOLKSONGS USED IN Lincolnshire Posy: 

"Printed notations of some of the folk-tunes used may be consulted as follows: 

The Duke of Marlborough (freely altered into a counter-melody in the Dublin 

Bay settings) and The Lost Lady Found in English Traditional Songs and Carols by 

Lucy E. Broadwood (Boosey & Co., 1908). 

"Rufford Park Poachers (notation of a phonograph record of the singing of Mr. 

Joseph Taylor on Aug. 4, 1906) in Journal of the Folk-Song Society, No. 12 (May, 

1908). On July 11, 1908, Mr. Joseph Taylor recorded this song for the London 

Gramophone Co. [Mus. Exam. 11, above,]shows his (combined) divergencies, from 



his earlier singing (recorded in the above-mentioned Folk-Song Society Journal), on 

that occasion. 

"Practically all of Mr. Taylor's variants appear in my setting. 

"Lord Melbourne in Journal of the Folk-Song Society, No. 12 (May, 1908). 

"My notation of the folksongs underlying the Dublin Bay, Harkstow Grange and The 

Brisk Young Sailor settings are not yet published [1939]; but they are almost identical 

with the tunes as they appear in the settings. 

* * * 

"[ADDITIONAL NOTES:] 

1. Dublin Bay [Lisbon] was sketched for mixed chorus, March 19, 1906; set for 5 

Wind Instruments (same texture as this setting) June-July 1931; scored for Wind 

Band, early 1937; dished-up for 2 Pianos, 4 Hands, Oct. 19, 1937. 

"2. Harkstow [Horkstow] Grange (The Miser and his Man--a local Tragedy) was 

composed for Wind Band, Feb. 1, 1937 using a sketch made in 1934 which was based 

on sketches about 25-28 years older. Dished-up for 2 Pianos, 4 Hands, Oct. 21, 1937. 

"3. Rufford Park Poachers (Poaching Song) was composed for Wind Band early in 

1937, using (in a few places only) earlier sketches of 1933, etc. It was dished up for 2 

Pianos, 4 Hands, in Oct. 1937. N.B. In the edition for Wind Band there are 2 versions 

(A & B) of bars 1-50. WHen the main solo (bars 19-45) is played on flugel horn 

version A is used. When the main solo is played on soprano saxophone version B is 

used. If you play [the] 2-piano edition with Wind Band ask the Bandmaster whic h 

version is to be played. 

"4. The Brisk Young Sailor (who returned to wed his True Love) was sketched for 

mixed unison chorus, horns and strings in 1919 (using earlier sketches, probably of 

1905 or 1906); this material greatly added to and worked up for Wind Band, March 

1937; dished-up for 2 Pianos, 4 Hands, Oct. 7-9, 1937. 

"5. Lord Melbourne (War Song) was sketched for unison chorus, organ and a few 

brass instruments in 1910. The version for Wind Band (Lincolnshire Posy) was 

written early in 1937, and consists of the ahbove-mentioned 1910 sketches (beginni 

ng to bar 13, inclusive; bar 34 to the end) and of new material composed early in 1937 

(bars 14 to 33, inclusive). This Wind Band version was dished-up for 2 Pianos, 4-

Hands, Oct. 23, 1937. This melody is a variant of 'The Duke of Marlborough' 



folksong, t he first phrase of which (as noted down by Lucy E. Broadwood from the 

singing of Mr. H. Burstow, of Horsham, Sussex, England) is used to form a counter-

melody in Dublin Bay (Nr. 1 of Lincolnshire Posy). 

"6. The Lost Lady Found (Dance Song) was orginally set for mixed chorus and room-

music (12 or more instruments) in 1910; the same was scored for Wind Band (as part 

of Lincolnshire Posy) early 1937; dished-up for 2 Pianos, 4 Hands, Oct. 2 3, 

1937<196>Feb. 16, 1938." 

"Percy Grainger described his six-movement Lincolnshire Posy as 'a bunch of musical 

wild flowers'. He worked hard to preserve the originality of folk songs by recording 

and taking notes on individual performances which he sought out i n their natural 

habitat among sailors, peasants, and other sponantenous performers. 'Plenty of lilt' is 

his requirement for playing Lisbon. This is a sailor's song in a brisk 6/8 

meter. Horkstow Grange, or 'The Miser and His Man, a local tragedy', is formed with 

the accent shifting throughout yet never loses its flowing style. Rufford Park 

Poachers is the most complex of the settings. Its lead is set by piccolo in high register, 

with solo clarinet in unison three octaves lower. The tune is accompanied by itself in 

canon, played by E flat clarinet and bass clarinet. In sprightly contrast is The Brisk 

Young Sailor, with its effective woodwind writing, particularly at the third appearance 

of the tune played by baritone voices, with the upper woodwind rippling in 

accompaniment to brilliant effect. The final approach has some startling passages, 

marked to be played 'angrily'. Lord Melbourne (War Song) is in free-time phrases 

written out without bar lines. Grainger instructs t he conductor 'to vary the beat length 

with that rhythmic elasticity so characteristic of many English folk singers, giving free 

reign to rhythmic fancy.' The Lost Lady Found, most conventional setting of all the 

movements in the suite, is written i n a fast but sturdy one-in-a-bar."--Eric Banks 

(British 2). 

"Lincolnshire Posy was composed during the first three months of 1937, with three of 

the movements being completed in three days. The premiere took place on March 7th 

at the American Bandmasters Association Annual Grand Concert with G rainger 

conducting the Milwaukee Symphony Band. 

As a young boy in Australia, Percy was given a section of the family garden to 

cultivate. He promptly discarded the flower and vegetable seeds his parents had given 

him and instead collected as many different weeds and wildflowers as he could find. 

When asked about his strange taste in horticulture, he replied, 'What's the difference? I 

think the weeds are just as pretty as the other flowers.' His 1905-06 folksong 

collection from Lincolnshire, England, represented his own musical wildflowers and 

weeds and hence the title, Lincolnshire Posy--'dedicated to the singers who sang so 

sweetly to me'."--James Westbrook. 



"Lisbon Bay [Lisbon, Dublin Bay]: Its brisk and jaunty tune is indicative of the 

sailor's song that it is. The parallel harmonies sound strangely and appropriately 

archaic. A countermelody played midway through by horns and trumpet is based on 

the first phrase of another folk song, 'The Duke of Marlborough'. The setting is a 

theme and variations. 

"Horkstow Grange is another set of variations on a theme. The mood of the song, 

however, is quite different from the first, resulting in a dark, beautifully somber 

sound. 

"Rufford Park Poachers narrates the events surrounding the poaching of game from a 

private hunting reserve. [The singer Joseph] Taylor's free rhythms led Grainger to 

score this song in a series of changing meters, making it one of the more challenging 

movements of this work. The opening phrases are presented in canon at the octave 

between the piccolo/alto clarinet and the oboe/bassoon. The same group of 

instruments returns near the end, again in canon, however, this time the melody is 

presented at different pitch levels, resulting in a passage of polytonality. 

"The sprightly Brisk Young Sailor is about a young man returning to wed his true 

love. The use of theme and variations provides some challenging accompaniment 

patterns for the woodwinds in the first and second variations and a canon for the obo e 

and soprano saxophone in the third variation. The gradual slowing of tempo near the 

end is accompanied by increasingly dissonant harmonies. 

"The fifth movement, Lord Melbourne, a war song, is set by Grainger in the fiercest 

fashion. Brass and percussion instruments are predominant in this work, which is 

rhythmically notated in both changing meters and free time--passages in whic h the 

conductor may vary the lengths of the beat according to his or her 'rhythmic fancy'. 

The melody is a variant of 'The Duke of Marlborough', which was used as a 

countermelody in 'Lisbon Bay'. 

"The final movement is The Lost Lady Found, a dance song notated by Lucy 

Broadwood from her Lincolnshire nurse, Mrs. Hill. Once again, Grainger uses theme 

and variation to set this song. The final variation calls for the addition of 'tuneful pe 

rcussion'--glockenspiel, xylophone, hand bells, and tubular chimes--all of which help 

to bring this masterpiece of wind literature to a proper and fitting close."--Cheryl J. 

Wierman. 

"Grainger's attachment to two fully-staffed mili-tary bands [during World War I] 

offered him a ready laboratory for composition and instrumental experimentation 

pursued between numerous official requests for his services as one of the outsta nding 

pianists of his day, and this love affair with the band lasted to the end of his 



life. Shepherd's Hey [below] and other tunes which he subsequently made familiar to 

listeners everywhere eventually led to his magnum folk song opus, Lincolnshire Posy, 

a six-movement achievement which he composed in White Plains, New York during 

the first three months of 1937. Three of these (1, 4, 6) related to the adaptational 

stylistic setting used for Shepherd's Hey while movements 2, 3 and 5 d epart from that 

concept and pursue compositional and textural dimensions which, in music for the 

military band, were unique, extraordinary--far out! 

He began to work these tunes in his head, so he told me, as soon as he had put them 

down in a kind of musical shorthand as the folk singers delivered them to him on his 

first song-gathering journeys to Lincolnshire in the early 1900s. Returning another 

year he brought with him a large supply of cylinders and one of Thomas Edison's 

Phonograph machines which he strapped to his back as he walked from town to town 

becoming the first composer/song collector to use this device in the field. 

'Phonographing' provided him with every vital aspect of a song--the words, tune, 

pitches, dialect, tone, inflections, rhythms--all faithfully and endlessly repeatable. 

These both served and haunted him, for many of the freedoms he so admired in the 

original folk singing could not be transcribed in easy meters, obliging him to score his 

compositions from them in equally free and/or complex translations in terms of 

traditional band notation. 

"Horkstow Grange (2), Rufford Park Poachers (3), and Lord Melbourne (5) are the 

three he could not write or score in ways he knew would not bother the average 

bandmaster. These probably delayed acceptance of the whole of Lincolnshire Posy by 

the band profession until after the release of the recording which the Eastman Wind 

Ensemble and I made of it in 1958. 

"Lisbon Bay (1) is propelled by the rocking rhythm of a sailor's song punctuated by 

piquant harmonies and those imp-like flashes of the different that are so much a part 

of the Grainger style. The grandeur of line that goes with Horkstow Grange (2) offers 

the band one of its great broad and sonorous pieces just 37 bars long and emotionally 

jam-packed. Rufford Park Poachers (3) is one of the band's most challenging and 

rewarding pieces. 

"Contrasting these complexities Grainger offers next another sailor's song, this about 

one who returned 'to wed his true love'. Next he plunges into Lord Melbourne (5), a 

thoroughly original and marvelously compelling setting of the longest of all the folk 

songs collected by him. This is a war song and Grainger set it in the most fierce 

fashion. The great and freely-spaced pylons of sound that the brass blow frame his 

other musical ideas in bold relief as they proclaim the words: 'I am a noble 

Englishman, Lord Melbourne is my name, etc.' The set is completed with The Lost 

Lady Found, another brace of variations on one of those simple modal tunes from 



Lincolnshire. The simplicity of this music in contrast to its more complex movements 

win ds down in brilliance one of the band's great original pieces, Grainger's most 

distinguished contribution to a medium he so genuinely appreciated."--Frederick 

Fennell (Cleveland). 

Version for two-pianos 

"Grainger's Lincolnshire Posy exists in two versions: for wind band (British Folk-

Music Settings No. 34) and for two pianos (B.F.M.S. 35). The version for wind band 

has long been recognised as Grainger's masterpiece for that medium, and worthy of 

fearless comparison with any other band piece whatsoever; the two-piano version is, I 

believe, his best piece for that combination and, especially considering that, like 

almost all of Grainger's keyboard works, it is a transcription, it is at once very aptly 

written for the medium and by no means a poor reflection of the band version even if 

the sonority is completely different. 

"Frederick Fennell, the American conductor who has done more than anyone else to 

establish the band version as basic repertoire, and who has made two recordings of the 

work (with the Eastman Wind Ensemble--a superlative account--and with the Cle 

veland Symphonic Winds--almost as good), has written a series of three excellent 

articles on its history and structure [see above].... To these articles I would earnestly 

recommend the reader. 

"Despite Grainger's frequently averred distaste for his life as a concert pianist and 

derogatory remarks about the piano, his writing for that instrument is as individual as 

that of Debussy or Bartók, and while there are very few pieces originally conceived 

by Grainger for the piano, the instrument is nonetheless to be found in at least one 

version of the vast majority of his compositions and arrangements. (There are very 

few occasions where one recognises either his sense of the piano's incapacity to 

deliver many voices at once--a very strange thought from one whose Bach playing 

was exemplary in its contrapuntal clarity--or where there is an element of the 'hack' in 

the dishing-up. See, for example, the piano version of Scotch Strathspey and Reel for 

the former and the potted version of the third movement of Rakhmaninov's Second 

Concerto for the latter.) 

"It is hoped that the following remarks will be of some assistance to anyone interested 

in the two-piano repertoire, in which the Lincolnshire Posy deserves a regular place. 

Since I have had the happy fortune to perform this work on many occasi ons (almost 

always with the staunch Graingerian David Stanhope, with whom I also had the 

pleasure of recording the work for EMI) there have been many opportunities to 

discuss the various problems of the text and its interpretation. As in the band version, 



the published score contains a considerable number of errors, most of which I hope, 

with all due acknowledgement to Messrs. Fennell and Stanhope, to have unearthed. 

"1. Lisbon is the title as corrected at the beginning of both published scores. Frederick 

Fennell believes it should be Lisbon Bay. Dublin Bay is the original printed title. The 

two-piano version begins with the most extraordinary error: both parts are printed one 

perfect fourth too high until the last quaver of bar 17! Grainger cannot have meant to 

change the original in the transcription since a note on the two-piano score suggests 

that the two versions may be played simultaneou sly. In any case, although the 

opening triads do not give preference to any line, it is clear that A flat is the keynote 

and that all the variations are in the same key. The accents on the bottom line in bar 

14 confirm this. Perhaps Grainger made the arrangement from the parts rather than 

from the score, in which case the error may have resulted in failing to transpose the 

horn parts. (As Fennell rightly remarks, the many errors are all Grainger's since he 

seems to have insisted on doing his own proof-rea ding--a dangerous plan.) Note the 

experienced concert performer that delays the entry of piano II until piano I should set 

the tempo. When preparing the piece for performance--and this applies to all the 

movements--it is as well to listen to the band version, because most of the 

performance directions come straight from that score. The indication detached at the 

outset is, therefore, no more staccato than is consistent from a good sound from an 

ensemble of muted trumpets and horns. To get the right spirit for the countermelody 

which begins in bar 36--the Duke of Marlborough--listen to Grainger's excellent 

fanfare on the same melody. The woggle (tremolo to the straitlaced) is a particular 

feature of Grainger's keyboard writing when he wishes to imitate orchestral sounds. 

Like Liszt, despite the notation, it is never right to play a measured tremolo. Better to 

relax deep into the keys, be generous but not obtrusive with the pedal, and woggle at 

will! 

"2. Horkstow Grange (misprinted Harkstow Grange) is a rich and deeply moving 

piece, despite the proliferation of woggles and the difficulty in keeping the melody in 

unison at the opening. In the first complete bar (bar 2 in Grainger's co unting) two 

melody notes are missing in the second piano part--but they should be in unison with 

piano I. Note Grainger's wonderful fingering for piano I: the entire melody is to be 

played with the 3rd finger--always with a rich legato tone, of cour se--and, although 

seemingly difficult, the evenness is guaranteed. The many acciaccaturas in this and 

other movements that are written at the beginning of a bar can easily give an 

impression of bad ensemble. Perhaps the best solution is to play them sl owly and 

deliberately before the beat. It is interesting that the crescendo in bar 15 (piano I, 

against a diminuendo in piano II) is placed correctly here, yet is misplaced in the band 

score. In bar 34 the bottom note of the last chord in the piano II par t should be B flat, 

not D flat. Most of the woggles are derived from percussion tremolos in the band 



version and therefore should never be played to permit the lines to be broken. As 

Grainger says in a footnote, it's not necessary to follow his suggestions for distribution 

of the notes--I would recommend playing all of the outer notes first and rocking 

inwards, generally to the thumbs, on the single remaining note in each hand. This 

applies especially in bars 32-34 where the alternate hand solution is just plain ugly. 

Grainger's notation is correct but difficult to perceive at first in [the] rhythm of piano I 

in bars 32 and 33. In bar 36 it is possible and quite pretty to add the acciaccatura A 

flat from the trumpet part as the first piano comes down f rom the A flat to the F on 

the third crochet. It's rather difficult to decide on the speed at which the piano I 

fioratura in the last bar should be played; if the 'Slow off' of bar 34 is continuous then 

it should be slow and getting slower, if all the dir ections are taken literally, but to 

play it together with the band version would require something altogether faster. I've 

played it both ways: it's beautiful whichever! 

"3. Rufford Park Poachers is, for me, Grainger's finest single folk-song treatment; the 

tune itself is tightly-wrought melody of infinite and subtle complexity, and Grainger 

lavishes his most skilful counterpoint upon it. It is an ideal piece to demonstrate to any 

academic doubting-Thomas that Grainger was no bumbling amateur in these matters, 

but also to convince the anti-academic doubting-Thomases that if a composer has 

something to say, then technical expertise is not necessarily a stumbling block before 

expressive sincerity when the two go hand in glove. The spacing of the canons (at the 

octave at first, and later doubled in fifths) is a stroke of genius too, for not once is the 

clarity endangered by the slightest overlapping of the individu al voices. The opening 

metronome mark should read Quaver = about 132 (not Crotchet). Because of a 

mistake in the original parts, the melody's second phrase begins on the wrong note in 

both parts (bar 6 in piano I; bar 7 in piano II); all the Fs should read Gs. I would 

recommend the same method for the woggles as in no. 2. In bar 56 the rhythm in the 

second part should read 

[example] 

not 

[example] 

and bars 60 and 62 contain what seem to be errors of haste in Grainger's transcription 

of the rhythm for piano II: the first crotchet of bar 60 and the last crotchet of bar 62 

are printed as 

[example] 

rather than 



[example] 

This alteration may be deliberate (though for no very clear reason) as may the 

discrepancies with the melody in bars 86 (piano I) and 87 (piano (II) where 

[example] 

is printed instead of 

[example] 

Since, in the band version, the treble D flat on the last crotchet of bar 70 is sustained 

right through bar 71, the first piano can do likewise by striking the D flat as printed, 

with the thumb, giving it an accent equal to that on the stressed A flat, and holding it 

through bar 71. From bar 94 to the end of the piece Grainger expects the two pedal 

notes in piano II to remain sounding. This bit of excessive optimism may be remedied 

by lightly restriking the chord on the last quaver of bar 98. Th e metronome mark in 

bar 83 should once again have a quaver instead of a crotchet. In the unlikely event of 

anyone wishing to play 'Version B' of bars 1-50 (which was written to include one 

more version of Joseph Taylor's original account of the tune, and to allow the solo 

from bar 18 to bar 46 to be played on the soprano saxophone) the second phrase of the 

melody is once again printed one whole-tone too low.[Here, as in many Grainger 

pieces, an accomplished technique with the middle (sostenuto) pedal is assumed.] 

"4. The Brisk Young Sailor: It was a brisk young P.G. who permitted a mountain of 

tiny inconsistencies to creep into the scores of both versions, as well as the parts of 

this movement. While it is clear that the basic style must be light, the placing of the 

staccato dots is frequently a mystery. It's a simple but not completely satisfactory 

solution to play the whole thing equally detached. The dots under the slurs in the first 

bar do not occur in the band version, but perhaps should be used fu rther than just 

here. There are many places where the piano version has dots where the score of the 

band version does not, and vice versa. More importantly, and an obvious omission, 

the opening notes of the melody lack two slurs, from F-B flat, and from B flat-D. The 

first of these slurs is missing in the repetition of the melody in bars 9 and 17. 

However, the detaching of the two quavers is correct in bars 25 and 26. But in bar 25 

(piano II) the slur is missing between the last two melody-notes. In bar three, upper 

stave, last crotchet, middle voice, the rhythm should be 

[example] 

not 



[example] 

and the second note should be a C, not a B flat. In bar 43 the fourth quaver in the 

saxophone parts and in the band score and in the left hand of piano II should 

undoubtedly be a B flat instead of a D--this is one error not corrected in the Fennell 

article. 

"5. Lord Melbourne: This is very tricky for ensemble and experience shows that it's 

sometimes useful to measure pauses and commas exactly--at the join into bar 2, for 

example. Unfortunately the rhythm is misprinted just before the end of the long free 

bar: the three crotchets imemdiately preceding the final D minor chord should have 

triplet brackets over them in both staves. If the D minor chord is then counted as two 

crotchets (i.e. exactly equal to the preceding triplet), the quaver as a q uaver, the 

comma as two quaver rests and the bar in 1/8 as another quaver in the same tempo, all 

disaster can be averted by simply counting a bar of 4/4 from the D minor chord. (!) 

Similarly in bar 8, the pauses can be held for one crotchet making a bar of 2/4. In bar 

17, piano II, third crotchet, the second note should be an F, not a G. The last notes in 

bar 23 (piano I) should be crotchet As in both hands instead of quaver rests and 

quavers. In bar 27, piano II, middle voice, the staccato Gs after the triplets can be 

played with greater clarity and security with the thumb of the left hand. Of course this 

bar must be taken absolutely in tempo. Although conceived for completely different 

sonority the effect of the stopping loud woggle against the continui ng soft woggle in 

bar 35 is one of the great original strokes in two-piano writing! In bars 53-54, piano II, 

beginning from the second quaver, the right hand should have a sign indicating that 

the passage should be played one octave higher. It is just as well to count the tremolo 

in bar 55 and finish on a solid chord (together!); likewise in the last bar. Curiously 

enough, the 'free time' bars in this movement, however alarming to bandsmen and 

conductors, prove not to be impossible to coordinate. 

"6. The Lost Lady Found contains no misprints! It's reasonable to conclude that 'short' 

and 'detached' mean different things here; at any rate the accompaniment should be, as 

in the band version, very short and sharp. The crotchets with accents benefit from a 

certain amount of tenuto. On two pianos it's rather difficult to make sufficient of the 

climax from bar 130 on because, in comparison with former loud passages, there are 

very few notes to bring off the large amount of sound required. Usef ul therefore to 

moderate the preceding crescendo. There is nothing worse than a lack of coordination 

on the last chord of this piece, and yet, in the general enthusiasm, it is very easy to 

muddle. Mr. Stanhope and I revert to tempo primo in the penultimat e bar and count a 

steady six beats--five on the first piano tremolo, which, of course, must be played with 

alternating hands--before descending on the final chord with all the schwung at our 

disposal! In addition to the Fennell article , the most previous piece of prose relating 

to this fine work which, after a very long gestation, was composed in a very short time 



in 1937, is the preface which Grainger wrote in 1939. Since many a patient reader 

may be glum with disconsolation after the plethora of technical detail in the above, let 

me in conclusion, and in the hope for many more (accurate!) performances of the 

piece, leave Grainger the last words [and so refer all and sundry to that preface, 

reprinted above]."--Leslie Howard (GS J IV/1). 

LISBON (for main entry see LINCOLNSHIRE POSY, above) 

Version for wind five-some (flute, oboe, clarinet, horn and bassoon) 

[Edition published by Schott & Co., 1971. (Ed.)] 

British Folk-Music Settings No. 40 

Grainger: "English folksong noted down from the singing of Mr. Deane of 

Hibbaldstowe, Lincolnshire, England. 

"[Headnote:] Brisk." 

THE LONELY DESERT MAN SEES THE TENTS OF THE HAPPY TRIBES 

Room-Music Titbits 

"List of possible combinations: 

"a) 3 voices (soprano, tenor, high baritone) accompanied by 2 guitars, 1 or 2 wooden 

marimbas (12 or 9 or 6 or 3 players), 4 or 5 strings (or string orchestra) & piano. (1 or 

2 clarinets & bassoon, vigraphone or harp at will.) 

"b) 3 voices (soprano, tenor, high baritone) accompanied by 2 guitars, 1 or 2 wooden 

marimbas (12 or 9 or 6 or 3 players). (Piano, harp or vibraharp, at will.) 

"c) 3 voices (soprano, tenor, high baritone) accompanied by 4 or 5 strings (or string 

orchestra) & piano. (Vibraharp or harp at will.) 

"d) 3 voices (soprano, tenor, high baritone) accompanied by piano (1 or 2 wooden 

marimbas, vibraharp or harp, at will). 

"e) trumpet & 2 clarinets (or 1 clarinet & bassoon instead of 2 clarinets) accompanied 

by 2 guitars, 1 or 2 wooden marimbas (12 or 9 or 6 or 3 players), 4 or 5 strings (or 

string orchestra) & piano (1 or 2 clarinets & bassoon, vibraharp or harp, at wi ll). 



"f) trumpet & 2 clarinets (or 1 clarinet & bassoon instead of 2 clarinets) accompanied 

by 2 guitars, 1 or 2 wooden marimbas (12 or 9 or 6 or 3 players)(piano, harp or 

vibraharp, at will). 

"g) trumpet & 2 clarinets (or 1 clarinet & bassoon instead of 2 clarinets) accompanied 

by 4 or 5 strings (or string orchestra) & piano. (Vibraharp or harp at will.) 

"h) trumpet & 2 clarinets (or clarinet & bassoon instead of 2 clarinets) accompanied 

by piano. (1 or 2 wooden marimbas, vibraharp or harp at will.) 

"i) alto saxophone & chamber orchestra (piano, wooden marimbas, vibraharp or harp 

at will). 

"j) alto saxophone & piano (wooden marimbas, vibraharp or harp at will)." 

[Reprinted from The Grainger [Society] Journal, V/1 (December 1982), 15.] 

Version for soprano, tenor, baritone & orchestra 

"One of Grainger's most unusual Room-Music Titbits is The Lonely Desert-man sees 

the Tents of the Happy Tribes. The tenor singer against the shimmering marimba 

chords represents the lonely desert-man whilst the happy tribes are portrayed by the 

soprano and baritone with an accompaniment of guitars, strings and some woodwinds. 

The singers use 'wordless syllables' such as 'Tam pam pa ra di da'. The melody sung 

by the tenor occurs in the composer's large-scale orchestral work The 

Warriors written between 1913 and 1916 and the melody of the baritone is included in 

the final off-stage section of Grainger's Tribute to Stephen Foster written in 1914. The 

Lonely Desert-man... was sketched in 1911 and 1914 and finished in 1949." --John 

Hopkins (Orchestral 1). 

LORD MELBOURNE: see LINCOLNSHIRE POSY 

LORD PETER'S STABLE BOY: see SUITE ON DANISH FOLKSONGS) 

THE LOST LADY FOUND--chorus and instrument(s) (see also LINCOLNSHIRE 

POSY) 

British Folk-Music Settings Nr. 33 

Grainger: "English dance-folksong set 

(a) for MIXED CHORUS accompanied by SMALL ORCHESTRA: 2 cornets (or 

trumpets), 3 horns (trombone may substitute for 3rd horn), 8-part string orchestra & 



kettle-drums (bells, percussion, harmonium[A part for harmonium (or reed organ, 

or pipe organ) may be used if the men's voices, or the strings, need support.], at 

will), 

or (b) for SMALLER MIXED CHORUS accompanied by LARGE ROOM-MUSIC: 

piano & 8 single strings (bells, percussion, harmonium [see preceding footnote] at 

will), 

or (c) for A SINGLE VOICE[When a single voice or unison chorus is used, the 

voice, or voices, should read only from the stave 'Women's voices' (ignoring all 

staves marked 'Men's voices').] (woman's or man's), or UNISON CHORUS (w 

omen's voices alone, or men's voices alone, or mixed voices) accompanied by 

SMALL ORCHESTRA (as above), or by LARGE ROOM-MUSIC (as above), or by 

PIANO (as printed in the vocal score). 

"This setting is dedicated to the memory of Miss Lucy E. Broadwood, who first 

revealed to me the charm of living English folksong. 

"Set late 1910. This is the root-form of this setting, from which the arrangements 

in Lincolnshire Posy for Wind Band (1937), & for 2 pianos (1937-1938), are off-

shoots. 

"[Headnote:] Fast, in strict dance-like rhythm. 

* * * 

"PROGRAM-NOTE.[This appears in the edition for unison women's voices, three 

men's voices and piano publ. by Schott & Co., 1949. (Ed.)] This dance-folksong 

(coming down to us from times when singing--rather than instrumental playing--held 

countryside dancers together) was noted down by Miss Lucy E. Broadwood from the 

singing of her Lincolnshire nurse, Mrs. Hill. 

"HINTS TO PERFORMERS. Begin primly and neatly and bit by bit rouse up to a 

great and rowdy-do. Keep an unchanged speed throughout. 

"In this type of dance-folksong the singers, or singer, should provide the same sort 

of rhythmic leadership that a dance-orchestra provides when playing for a dance. 

Such songs should not be 'elocuted' with too much regard for the drama of the story or 

for the sense or meaning of the words (the world is dying of 'sense', 'meaning', 

anyway) but should be sung so as to get the greatest amount of lilt out of them--which 

means that the first beat of each bar (except where marked otherwise ) should be 

sounded much louder and heavier than the second and third beats. The voice, or 

voices, may be electrically amplified if found tonally weak in relation to the 



instrumental background, which latter should not be subdued, but should keep its own 

full sound-strength contrasts and extremes. 

"The contrast (in the voice part) between clinging (legato) and detached (non legato, 

or staccato) passages is very important. The detached passages should be sung with 

about the following tone-lengths [--see Mus. Exam. 12A, above]. The passage 

(beginning at bar 130) marked 'hammeringly' should be less detached than the 

foregoing. The tone-lengths should be about like [--see Mus. Exam. 12B, top of next 

page]. 

"In singing and playing this setting three types of dance-action should be clearly 

mirrored (and, if possible, demonstrated by the solo singer to the audience, or by the 

conductor to his singers and players): 

1. The weight of the body falling heavily on the 1st beat of the bar, with an 

upward lilt of the body on the 3rd beat (bars 2-9, 14-17, 130-137, etc.). 

2. A light step with one foot on the 1st beat of the bar and a violent kick forward, 

into the air, with the other foot on the 3rd beat (bars 10-12, 42-43, 98-120, etc.). 

3. Jumping heavily, with the whole weight of the body, on both feet at once on 

each of the 3 beats of the bar (bars 94-96). 

"This affinity between the music and the above-mentioned definite dance steps and 

actions should be borne in mind if this setting is used (as it should be) as a musical 

background to a folk-mooded ballet-piece." 

"Unlike his friend Delius, Grainger revelled in narrative song, be it the story of Danny 

Deever [a Rudyard Kipling setting] to be hanged for the murder of a fellow soldier, 

or The Lost Lady Found, returning from abduction just in time to save her lover from 

the gallows. It gave him the chance of inventing different accompaniments for the 

tune in each verse, and contributed to his need to return to the settings at a later time 

when inspiration welled within him once more."--David Tall. 

"The Lost Lady Found--a tune also used by Vaughan Williams--is a further example 

of Grain-ger's love of alternative arrangements. It was set for mixed chorus and small 

orchestra; for small mixed chorus and large chamber music; f or a single voice (or 

unison chorus) and small orchestra; for large chamber orchestra; or for piano. All 

these possibilities are contained in the one printed score. It also makes a stimulating 

piece for solo cello and piano."--John Bishop. 

Collected in 1905 and first set in 1910, the room music version of The Lost Lady 

Found for chorus & brass ensemble dates from 1946. This dance-folksong comes 

from Lincolnshire, as do many of the songs which Grainger subsequently realized for 



instrumental or piano accompaniment. Although its nine verses take us through 

France, Spain, on to Dublin, and finally back to England again, it takes only 2-1/2 

minutes or so to perform. In the end, the falsely accused uncle of the kidnapped young 

lady is rescued from the gallows, and just in the nick of time. 

LORD MAXWELL'S GOODNIGHT 

[Version for voice and piano published in Percy Grainger: Thirteen Folksongs by 

Thames Publishing, 1982. (Ed.)] 

British Folk-Music Settings Nr. 42 

Grainger: "Scottish folksong set (1904) for tenor voice (or male unison chorus) and 4 

strings (violin, viola, 2 cellos). Set for voice (man's high) and piano January 2, 1958. 

"The words in the first half of the tune (bars 1-8) are from Sir Walter 

Scott's Minstrelsy of the Scottish Border. The second half of the tune (bars 9-16, 41-

48) is added by Percy Aldridge Grainger. 

"[Headnote:] Flowingly." 

"This was written completely in three days, November 7-9, 1904, each verse using 

eight bars of a melody from Sir Walter Scott's Minstrelsy of the Scottish Border and 

eight bars composed by Grainger himself. It was a fluent composition for tenor, 

violin, viola and two cellos. In 1912, when his publication programme of British Folk-

Music Settings was in full swing, he made a second setting in a lower key for baritone 

and string orchestra and designated the publication number BFMS 14 for Lord 

Maxwell's Goodnight, presumably for the new version. But his hypercritical faculties 

intervened and BFMS 14 was never published. 

"In September 1947 he reviewed the 1912 manuscript and sketched a more advanced 

version of the harmonies in short score. On a long railway journey from Toronto to 

New York he pencil-sketched a full score of this third version, for voice and strings. A 

later (undated) set of parts from this score, with an optional melody line for wind 

instruments, was finally numbered BFMS 14. An uncorrected missing bar in one of 

the violin parts intimates that it may have never been performed. 

"On January 2, 1958, he transcribed the original 1904 version for voice and piano, 

giving his seal of approval by numbering it BFMS 42. The original 1904 setting (also 

number BFMS 42) was subsequently recorded by Sir Peter Pears and memb ers of the 

English Chamber Orchestra on the Decca album Salute to Percy Grainger."--David 

Tall (Songs). 



LOVE VERSES FROM "THE SONG OF SOLOMON" 

Grainger: "The words are from The Song of Solomon as printed in the authorized 

English translation from the Vulgate, the Catholic Douai Verson." 

"A prolific experimenter, Grainger began around 1899 to evolve irregular rhythms as 

a 'counter-point of the spoken rhythms of "poetical prose".' His filled whole sketch 

books at that time with transcriptions of the speech-rhythms of passages from the Old 

Testament into musical notation. 'Roger Quilter would read biblical and other prose 

aloud to me and I would write down what I thought the rhythms were.' These unusual 

rhythms first appeared in his 1899-1900 sketches for the Love Verses from 'The Song 

of Solomon', scored in 1931 for soloists and chorus, chamber orchestra, or 

keyboard....[John Bird adds that Grainger's "experiences on the trains in 

southern France and Italy" were a second influence. (Ed.)] 

"[The work] contained a wide variety of irregular rhythms and barrings which almost 

defied accurate performance. Shifting meter patterns of 2/4, 2-1/2/4, 3/4, and 3/8, 

although common today, were revolutionary for that time.... His 1902 Hill Song No. 

1 admitted that barrings were provided only for ease in reading and did not imply 

stress or pulse. This lack of rhythmic simplicity is one of the basic elements in all 

Grainger's experiemental pieces [including his 'Free Music'].... It is interesting to note 

that the type of rhythm used by Stravinsky in the Rite of Spring (1913) was already 

being used by Grainger twelve to fourteen years earlier."--Thomas C. Slattery. 

"A knowledge of Walt Whitman is not the only lifegiving influence Grainger owes to 

[his friend] Cyril Scott. Scott was the first composer to take Grainger seriously as a 

composer & to urge him earnestly to develop his creative powers. These two 

composers owe more to each other than meets the casual eye: Many elements in 

Grainger's early style (such compositions as Love Verses from 'The Song of 

Solomon' & The Inuit) were strongly influenced by Scott's then style, while it was fr 

om Grainger's experiments with irregular rhythms & barrings around 1899 that Scott 

adopted similar methods in his Piano Sonata, Op. 66--getting written permission from 

Grainger to 'adopt these Australian innovations in his English art'. These innovations 

proved history-making, for the irregular rhythms of the Scott Sonata, played by the 

composer widely in European countries around 1904, preceded by several years the 

use of such rhythms by Continential composers such as Stravinsky & others."--Eileen 

Dorum. 

"In many ways Cyril Scott became a father substitute in Percy's mind in those 

Frankfurt days [late 1890s, when Grainger was in his late teens]. To begin with, Scott 

was the elder by three years and this at an age when three years can make the 

difference between boyhood and manhood. At this time, Percy's works were the 



object of much scorn and derision among his fellows and mentors. Scott, however, 

quickly discovered that the boy had developed a style of his own by the age of 

sixteen. As Scot t himself writes: 'At an age when Wagner was writing offensively 

like Meyerbeer, Grainger was already writing like himself.... Swerving away from his 

Handelian tendencies he began to show a harmonic modernism which was astounding 

in so young a boy, and at times excruciating to our pre-Debussian ears; and, strange to 

say, he began writing in a whole-tone scale without knowing of Debussy's existence.' 

His early draft of a setting of Love Verses from 'The Song of Solomon' and his Bush 

Music and Train Music were works in which Soctt felt that Percy was many years 

ahead of his time.... 

"Between May and December of 1936 Percy and [his wife] Ella were in Europe.... A 

special event was his first BBC broadcast, when he shared the conducting of some of 

his works with Leslie Woodgate (Roger Quilter's former secretary). The works 

performed included The Merry Wedding, Tribute to Foster, Love Verses from 'The 

Song of Solomon' and Marching Song of Democracy. 

"The singer called upon to perform the solo part in Love Verses from 'The Song of 

Solomon' was drawn from the ranks of the BBC Chorus: the 6-pound-a-week vocalist 

was the tenor Peter Pears. For his efforts Pears received an unsolicited autographed 

photograph from the Australian composer. Twenty-one years later Grainger was given 

a record of Peter Pears singing the Australian's arrangement of Six Dukes went 

Afishin'. He loved this record, played it constantly; he wrote of Pears' singing: 'He has 

the sweetest voice which grows falsetto-ish as he rises into the higher notes, which is 

much more lovable than the Caruso method of forcing a mad-bull-type-of-tone into 

what Stokowski called "Purdah".'"--John Bird [Grainger]. 

LOVE WALKED IN (George Gershwin)--piano solo 

(1945)[See also The Man I Love, below. (Ed.)] 

"During the 40s Grainger became enthusiastic about the music of Gershwin and in 

1944 he performed Gershwin's Piano Concerto. He transcribed a number of Gershwin 

compositions, most notably a two-piano fantasy on Porgy and Bess, but there also 

exist two solo piano versions of Gershwin songs, 'Love Walked In' and 'The Man I 

Love" [below]. Both arrangements [were performed by Grainger as encores and] are 

among his most delightful, notable for their delicacy and, in the case of 'Love Walked 

In'. for the use of a typically Graingeresque device: the rapid tremolando between two 

notes or, as he memorably termed it, the `woggle' (a feature more fully developed 

in Lullaby from 'Tribute to Foster')."--John Pickard (Piano 2). 

LULLABY (Johannes Brahms)(aka Cradle Song, Wiegenlied) (1922)--piano solo 



"This beautiful transcription of Brahms' Lullaby shows Grainger at his lyrical best. 

Grainger claimed that there was too much stress placed on the 'bigness' of his works, 

and that performances often had insufficient lyrical romanticism." --Selma Epstein 

(Epstein 1). 

"One of the most important technical innovations in Grainger's piano writing is its 

realisation of the full potential of the 'middle' or 'sustaining' pedal of the modern 

concert grand. This remarkable mechanism enables the player to sustain all notes 

struck simultaneously with the pedal's depression without sustaining the notes 

subsequently sounded whilst the pedal is still down. This enables the latter notes to be 

pedalled in the normal way (i.e. using the right hand `damper' pedal) without 

interfering with the notes already being sustained. The increased colouristic 

possibilities are enormous and Grainger makes full use of the middle pedal in nearly 

all his piano works. The only problem occurs when one also wishes to use the left 

hand ('so ft') pedal at the same time as the other two and this problem occurs in the 

1922 transcription of Brahms's Cradle-song. To get around this three pedals/two feet 

dilemma Grainger recommends that the 'soft' and 'middle' pedals be negotiated with 

the same foot, which involves slewing it round at an angle--in this case, a fairly 

straightforward procedure."--John Pickard (Piano 2). 

LULLABY FROM "TRIBUTE TO FOSTER": see TRIBUTE TO FOSTER 

THE MAN I LOVE (George Gershwin)--piano solo 

[Edition published by New World Music Corp, 1944; reissued by Warner Bros. 

Publications. See also Love Walked In, above. (Ed.)]> 

Grainger (June 22, 1944): "This concert arrangement [for piano solo of Gershwin's 

own transcription for piano] is dedicated to my dear friend Charles L. Buchanan, in 

appreciation of his early recognition of Gershwin's transcending genius. 

"[Headnote:] Fairly slowly. 

"FOREWORD: 'The Man I Love' is one of the great songs of all time, taking its place 

in immortality beside the finest love-songs by Dowland, Schubert, Schumann, 

Brahms, Grieg, Tchaikovsky, Gabriel Faur‚, Henri du Parc, Hatton, Maude Valerie 

White, Cyril Scott, Roger Quilter, Debussy and John Alden Carpenter. 

"Its obvious indebtedness to a phrase in the slow movement of Grieg's C minor Sonata 

for violin and piano (measures 26 to 29) does not in the least lessen its claims to first 

class originality. In the Grieg phrase text (Mus. Exam. 14A--next page) and in the 

Gershwin phrase (Mus. Exam. 14B) the basic procedure is the same: the melody rises 



from the interval of the fifth to that of the seventh, and while it pauses on the seventh 

the alto voice of the four-part harmony drops from the major third (of the tonic triad) 

to the minor third, while the two lowest voices sustain the drone 1, 5. 

"The main theme of Gershwin's Rhapsody in Blue (Mus. Exam. 14D) is no less 

obviously derived from the theme with which Grieg closes his Piano Concerto (Mus. 

Exam. 14C). Both motives have the same intervallic resting places--5, 1, flat 7, 6, 5. 

In both, a pair of triplets move from the flat seventh to the fifth, by way of the sixth, 

while the chords below, in both cases, display the clash of a sharp seventh. 

"Such similarity amounts almost to identicalness! But none of this detracts from 

Gershwin's immense and indisputable originality. It only shows what a life-giving 

inspiration Grieg's startling innovations provided for almost all truly progressive 

comp osers that came after him: Debussy, Ravel, Delius, Cyril Scott, Albeniz, 

Stravinsky, MacDowell, Gershwin. And it goes to prove how deeply Gershwin's 

genius (whatever inspiration it also drew from popular and local sources) was rooted 

in the traditions of classical cosmopolitan music. So much of Gershwin's unique and 

subtle greatness lies in his humanistic universalism--in his effortless ability to 

reconcile hitherto unreconciled contrasts and seemingly opposing tendencies." 

MARCH (J. S. Bach) (1946)--arr. for piano solo 

Chosen Gems for Winds 

"J. S. Bach was one of the composers whose work Grainger most admired. As 

'interpreted by Arnold Dolmetsch', the Bach-March, in Grainger's words, `is one of 

the fascinating little pieces which Bach wrote for Anna Magdalena, his second wife 

(in 1725 as part of the Klavierbüchlein). The original text played literally is not 

exhilarating, but properly interpreted it makes you wish to hear it played by one of the 

admirable brass bands of the British Army, and to see the regiment walk to its 

compelling strains.' The score was completed at the Alexandria Hotel, Los Angeles, 

California on July 20, 1946."--Dana Perna (Michigan). 

ARCHING SONG OF DEMOCRACY 

Version for mixed chorus, organ and orchestra 

Grainger: "For my darling mother, united with her in loving adoration of Walt 

Whitman. 

"Composed: summer 1901, yule 1908, summer 1915. Finally scored: summer 1915, 

spring & summer 1916, spring 1917. Yule-gift to mother, yule 1908. Birthday-gift to 



mother, 3, 7, 1915. Birthday-gift to mother, 3, 7, 1916. Birthday-gift to mother, 3, 7, 

19 17.[Also scored for band 1948. Vocal-piano score publ. by G. Schirmer, 1916. 

(Ed.)] 

"In A Backward Glance O'er Travel'd Roads (Leaves of Grass) Walt Whitman wrote: 

The New World receives with joy the poems of the antique, with European 

feudalism's rich fund of epics, plays, ballads... and though, if I were asked to name the 

most precious bequest to current American civilization from all the hitherto ages, I am 

not sure but I would name those old and less old songs ferried from east to west--some 

serious words and debits remain; some acrid considerations demand a hearing. Of the 

great poems received from abroad and from the ages, and today enveloping and 

penetrating America; is there one that is consistent with these United States, or 

essentially applicable to them as they are and are to be? Is there one whose underlying 

basis is not a denial and insult to democracy? 

"When a boy or 16 or 17 I was greatly struck by the truth of this assertion, not merely 

as regards America and literature, but as applying no less to Australia and the other 

younger Democracies, and to all the arts; and I felt a keen longing to play my part in 

the creation of music that should reflect the easy-going, happy-go-lucky, yet robust 

hopefulness and the undisciplined individualistic energy of the athletic out-of-door 

Anglo-Saxon newer nations. 

"When in Paris during the Exhibition of 1900, I happened unexpectedly upon the 

statue of George Washington when strolling about the streets, and somehow or other 

this random occurrence galvanized in me a definite desire to typify the buoyant on-

march of optimistic humanitarian democracy in a musical composition in which a 

forward-striding host of comradely affectionate athletic humanity might be 

heard chanting the great pride of man in himself, the underlying urges to be heroic but 

not martial, exultant but not provocative, passionate but not dramatic, energetic but 

not fierce, athletic but not competitive. 

"My original plan was to write my Marching Song of Democracy for voices and 

whistlers only (no instruments), and have it performed by a chorus of men, women, 

and children singing and whistling to the rhythmic accompaniment of their tramping 

fee t as they marched along in the open air; but a later realization of the need for 

instrumental color inherent in the character of the music from the first ultimately led 

me to score it for the concert-hall. An athletic out-of-door spirit must, however, be 

understood to be behind the piece from start to finish 

"The vocal parts are sung to 'nonsense syllables' such as children use in their 

thoughtless singing; firstly, because I thought that a more varied and instinctive 



vocalism could be obtained without the use of words in music of a polyphonic nature 

(a f reely-moving many-voicedness is the natural musical counterpart of 

individualistic democratic tendencies), and secondly, because I did not want to pin the 

music down, at each moment, to the precise expression of such definite and concrete 

thoughts as word s inevitably convey, but aimed at devoting it, rather, to a less 

'mental' immersion in a general central emotional mood. 

"The musical material dates from the summer of 1901 (Frankfurt-am-Main, 

Germany), December, 1908 (Stawell, Vic., Wangaratta, Vic., Albury, N.S.W., 

Australia), and the summer of 1915 (New York City, U.S.A.); the final scoring was 

made in the summer of 1915, the spring and summer of 1916 and the spring of 1917 

(New York City). 

"TO THE CHORUS, re 'NONSENSE SYLLABLES'. All the vowels should be 

pronounced as in Italian with the exception of 'u', which should be sounded as 'u' in 

English 'rum'. Thus 'rum' should sound like English 'rum'. 'pum' should rhyme with 

English 'plum'. 

"The vowel 'i' should always be sounded long, like 'ee' in English 'flee'. Thus 'pim' 

should rhyme with English 'dream', 'rim' should sound like English 'ream', 'dim' like 

English 'deem', `tim' like English 'team'. Hm' stands for a sharply accented 'h ' 

occurring in the middle of a continuous humming ('m`). N.B. You can alter the 

nonsense syllables to suit your own comfort as long as you retain their general 

characteristics. 

"[Headnote:] At quick marching speed." 

Version for band 

"In its original form for chorus, orchestra and organ, Marching Song of 

Democracy had considerable success in the decade following its first performance. 

However, the gradual eclipse of Grainger's professional career as pianist/composer 

resulte d in virtually total neglect of this and other larger-scale works. In 1948, 

however, apparently as a result of some successful performances of several of his 

works by the Goldman Band, Grainger decided to score the work for wind band, 

which he completed i n the summer of that year. Several performances ensued, and G. 

Schirmer indicated their intention to publish it. However, publication was not 

forthcoming and the work has remained in manuscript, virtually unknown. Even those 

conductors and bands who have had experience with it have found the performing 

materials which Grainger provided (parts and condensed score) producing serious 

obstacles in the way of successful performance, since both contain numerous errors 

(wrong notes and rhythms) and are also diff icult to read. Grainger subsequently made 



a full score (1950-52) which makes the task of practical performance somewhat 

easier, but until now [1982] the score-format (on large outsize-length paper) has made 

it difficult to reproduce. Thanks to Keith Brion , who provided me with a copy of this 

score, I have been able to assemble a full score which can be readily reproduced, thus 

making the work easily available in full-score format. In addition, in the summer of 

1980, I spent the better part of two months m aking a corrected and revised set of 

parts, which takes care of the over 100 errors that are in the original manuscript parts. 

Thus, as far as the performing materials themselves are concerned, it is now possible 

for band directors to make an accurate ass essment of the work in its band version. 

"Yet in the case of this and other large-scale and more complex works of Grainger, 

more than performing materials and Grainger's preface are needed to give directors 

sufficient insight and understanding of the music. It is hoped that the following des 

criptive and formal analysis will provide some basis for that understanding and will 

further stimulate interest in, and exploration of, this major work in Grainger's output. 

"The work opens with a vigorous and energetic theme which sets the on-going-

march mood effectively (THEME 1-A; measures 1-7). Rising from a single C in the 

bass it soon spreads into four independent yet closely related parts, unified by 

intervallic and motivic cells. A short 3-bar interlude (ms.8-10) using variants of the 

opening material leads to THEME 1-B--a more lyric, flowing melody which also has 

its contrapuntal complement (ms.10-13). THEME 1-C soon follows--it is really a 

series of scalar motives--both ascending and descending, chromatic and diatonic--in 

different rhythmic guises (ms.14-30). The first theme-group closes with a varied 

statement of THEME 1-A, together with fragments of 1-B (ms.30-34) . A typical 

Grainger harmonic progression using richly-voiced parallel chords (ms.35-37) leads to 

the introduction of THEME 2--a beautifully arched and expansive melody in D flat 

major that is somewhat reminiscent of Elgar in its lyric sweep, rh ythmically spiced 

with some 3/8 bars (ms.38-50). The lyric mood is suddenly dispelled by an emphatic 

declaration of the scalar motives (THEME 1-C; ms.50-61) in both ascending and 

descending versions simultaneously. The descending motive is now elab orated into a 

melody with an ornamental turn (ms.51-54 etc.)and the scales appear in rhythmic 

diminution building to a climactic chord (ms.62). THEME 1-A now reappears (ms.62-

69) and is then answered by THEMES 1-B, 2 and 1-C (ms.69-84) all woven together 

in ingenious, imaginative counterpoint. A remarkable passage follows (ms.85-103), 

using the scalar motives of 1-C in parallel-7th chord formations (descending in treble 

voices, ascending in bass). In the midst of the building up of this sect ion, a new epic-

style theme appears (THEME 3; ms.91-95) which is actually made up of earlier 

motives. This rises to a powerful climax (ms.101-104) which closes the third section 

of the work, modulating to E flat major. THEME 4 now makes its appearance 

(ms.104-116)--a heroic, energetic and rather boisterous melody closely related to 



THEME 2. This leads to THEME 4-A, a slightly more lyric and exalted idea (ms.117-

131) which builds to a burst of energy closing the fourth section. Section 5 begins 

with another new theme (THEME 5-A) which is actually a transformation and 

expansion of earlier motives (b and d)(ms.132-136). This is followed by THEME 5-B 

(related to the ascending versio n of 1-C; ms.137-142) with additional motivic 

reminiscences and variants. The varying elements (motives a and b; THEMES 1-B 

and 1-C) are coalesced into a marvellous contrapuntal tapestry (ms.141-149) 

modulating to the key of G flat major which soon appears as a pedal point (ms.155-

170) over which a richly-scored sequence of chromatic chords is stated (ms.160-168). 

This leads to a magnificent epic-heroic coda using THEME 3 as its basis (ms.171-

207). The ongoing march appears to finally come to a halt with the glorious sustained 

sonority of the G flat triad in ms.103, but in true democratic fashion the four horns 

individually state the G flat triad, each in their own rhythm, right to the last bar! 

"This mighty, epic conclusion provides a stunning peroration to a remarkable work 

which, for all its stylistic disparities, remains one of Grainger's greatest achievements, 

and certainly deserves to be ranked with the finest compositions for wind band ."--

Joseph Kreines (GSJ V/1; Unknown) 

"Difficulty: advanced. 

"Though technique is not a major problem, there are considerable problems of range, 

control and endurance, especially for trumpets and horns. The greatest problem, 

however, is in interpreting and comprehending the piece, which is quite subtl e in 

formal design and takes some living with to grasp effectively."--Joseph Kreines (GSJ 

IV/2). 

MARCHING TUNE--mixed chorus and brass band 

[Edition for mixed chorus and piano vers. of band accompaniment publ. by 

Schott & Co, 1911. (Ed.)] 

British Folk-Music Settings No. 9 

Grainger: "Yule 1905. Taken down from the singing of Mr. Joseph Taylor, of Saxby-

All-Saints, Lincs., 11.4.1905. The above title is added by me: Mr. Taylor's words to 

this tune began 'Once I courted a damsel' (see Journal of the Folksong Society Nr. 7, 

p. 81) but as he could not remember a whole verse even of his words I have adapted to 

the tune the below verses from two ballad-sheets in the British Museum, 'March to the 

Battlefield', Ballads coll. by T. Crampton, Vol. 4, [and] 'My anc estors were 

Englishmen', Ballad-sheets coll. by S. Baring-Gould, Vol. 3." 



MARIONETTE [MAROUNETTE (?)] DOUCE--4-part motet 

[Edition for 4 voices and harmonium or organ ad lib. published 1950 by G. 

Schirmer (USA, Canada), Allen & Co. (Australasia), Schott & Co. (London). 

(Ed.)] 

English Gothic Music, edited by Dom Anselm Hughes and Percy Grainger 

Grainger: "Date: 13th or 14th cent. Original MS.: New Coll., Oxford, MS 362 f.89. 

Transcribed from the original manuscript by Dom Anselm Hughes, O.S.B. Edited for 

practical music-making by Percy Aldridge Grainger. English text transcribed fr om 

the Latin original by Dom Anselm Hughes, O.S.B. "For 4-single Mixed Voices or 4-

part Mixed Chorus. 

"[Headnote:] Fairly fast. 

"The voices may be accompanied by Strings, or by Winds, or by combinations of 

Strings and Winds. In particular the 'Marionette Douce' melody (lowest voice part) 

may be reinforced by instruments, even when the other vocal parts are not. (See Full 

Score for all Instruments.) 

"The number may be transposed, up or down. If the 'Marionette Douce' melody is 

sung by High Baritone(s), instead of by Bass(es), the piece may be transposed up a 

whole tone, or even a minor third." 

MARY THOMSON--chorus 

[Edition for mixed chorus and piano (for practice only), publ. by Thames 

Publishing, 1982. (Ed.)] 

Headnote: "Flowingly." 

"Mary Thomson was Grainger's last a capella folksetting. He noted the tune by ear 

from Samuel Holdstock at the Mill House, Wittersham, in Kent, on August 21st, 

1909, while Mrs. Edith Lyttleton took down the words. With typical attention to 

detail, Grainger wrote of Samuel Holdstock 'born 16.8.1822 at Buolds, Wittersham, 

Kent. Here all his life except two years at Appledore. (Dealt with) cattle and ships. 

Worked up to he was 79 and then got hurt. Wouldn't sing on a Sunday. Even in his 

wild days he had never done that. Went up to London to see Queen Victoria's funeral 

and he never wished to see another.' 



"The day after noting the tune, Grainger completed one verse of the setting. Two more 

verses were sketched (in a different key) on a manuscript dated May 16th, 1910. At a 

later date he wrote out the four vocal parts for performance and later still pas ted cut-

up photocopies onto a sheet and added a rehearsal piano part. He labelled this score as 

one of his 'British Folk-Music Settings' without specifying a publication number."--

David Tall (Part-Songs). 

THE MERRY KING 

Version for piano solo 

[Edition published by Schott & Co., 1939. (Ed.)] 

British Folk-Music Settings No. 38 

Grainger: "English folk-song from Sussex, England, noted down by P. A. Grainger 

from the singing of Alfred Hunt (at Wimbledon, London, August, 1905) and set for 

room-music (10 or more winds or strings and piano) Sketched for chorus, about 1905 

or 1906 . Sketched for room-music, July, 1936. Worked out for room-music, late 1938 

and early 1939. Dished-up for piano solo, 1936-1939. 

"[Headnote:] Flowingly, somewhat waywardly. 

"PROGRAM-NOTE. Mr. Alfred Hunt, who sang me The Merry King, was a working 

man who hailed from Kirdford, West Sussex. 

"The words of his first verse ran as follows: 

It's a merry king of Old England 

That stole my love away; 

And it's I in Old England 

No longer can't stay. 

I'll swim the wide ocean 

All on my bare breast 

For to find out my true love 

Whom I do love best. 

"The text of all his verses (6), and notes on the song, may be consulted in Journal of 

the Folk-Song Society, No. 12 (London, 1908). 

"Another singer (one of England's greatest folk-singers: Mr. Henry Burstow, of 

Horsham, Sussex) sang the following amusing variant of the first two lines: 



The Americans that stole my true-love away, 

And I here in England no longer can stay." 

"The Merry King... went through several incarnations: as a sketch for chorus ('1905 or 

1906'), as a 'room-music' (i.e. chamber ensemble) sketch (1936), as a full version 

'worked out for room-music late 1938 and early 1939' and, finally, 'Dished-up for 

piano solo 1936-39'. Four verses of the melody are set to increasingly elaborate 

harmonisations and, as with so many of Grainger's slower settings, the harmony 

moves freely from the straightforwardly diatonic (liberally spiced with sevenths and 

suspensions) to a languorous Delius-like chromaticism."--John Pickard (Piano 3). 

"There are four verses [of this masterly setting] of which the second is interesting for 

its enormous stretched-chord sequences and the fourth for its impassioned canonic 

treatment."--Leslie Howard (Piano 1). 

Version for band (with piano) 

"Set 1936-39, from sketches for chorus 1906. This beautiful little work is a theme and 

variations--the theme is stated by the winds alone; the first variation introduces the 

piano embroidering the melody; the second features the melody in bass clar inet and 

baritone saxophone; the third is for piano alone; and the last features a dialog between 

clarinet and trumpet. A brief coda concludes the work, using arpeggio flourishes in 

the piano while the trumpet plays the beginning of the theme."--Joseph Kreines 

(Unknown). 

MO NIGHEAN DHU (My dark-haired maiden)--chorus 

[Edition for mixed chorus and piano (for practice only, or to be played as piano 

solo), publ. by Thames Publishing, 1982. "This edition is based on the original 

manuscript source as ed ited by Ronald Stevenson, with additional editorial 

markings within square brackets taken from Grainger's later piano version 

(see Three Scotch Folksongs [entry below] for piano) by Dr. David Tall." See also 

entry for Songs of the North, below. (Ed.)] 

Melody from Songs of the North (ed. by Macleod and Boulton), arr. by Percy 

Grainger. Words: Dr. John Parke. 

Headnote: "Rather slow, with tender expression." 

"Mo Nighean Dhu is one of 14 settings (12 songs and two choral works) composed by 

Grainger in 1900, when he was 18 years old. His source was the publication Songs of 

the North, a set of songs and choruses with piano accompaniment from wh ich he took 



the words and melody and added his own harmonisations. The manuscript is inscribed 

'For dear Mother's birthday. July 3rd 1900. Remembering a graet kindness in the 

permittance of a highland trip.' 

"His style had developed enormously over the previous 18 months, since his first 

settings of folksongs and popular tunes were characterised by bold but often 

experimental harmonies. The Songs of the North are of a different dimension, with 

Grai nger replacing the pleasant but conventional accompaniments of the arranger, 

Malcolm Lawson, by subtle intuitive harmonies that complement the basically 

pentatonic Scottish melodies. In Mo Nighean Dhu, for instance, he uses chords with 

added second s, sixths and sevenths without recourse to a single note outside the C 

major tonality. In his first a capella choral setting Grainger has developed a musical 

personality of his own, just two years before the masterpiece the Irish Tune from 

Coun ty Derry."--David Tall (Part-Songs). 

THE MERRY WEDDING (BR<214>NSVEINS V<205>SA) (BRIDAL DANCE)--

solo voices, chorus and orchestra 

[Vocal and piano score published by Oliver Ditson Co., 1916. (Ed.)] 

Grainger (September 1915, New York City): "For Kameraten Karen Holten. 

Composed: 1912-1913. Scored: summer 1915. Text Englished by Rose Grainger and 

Percy Aldridge Grainger. 

"[Headnote:] In flowing dance measure. 

"[Versions:] 

For solo voices, chorus, piano, and strings. N.B. The Merry Wedding can also be 

performed by 9 solo voices (singing from this score), mixed chorus (singing from this 

score), piano (playing from this score) and strings (solo strings, or m assed strings, as 

many or as few as you like, playing from the orchestral string parts). 

For solo voices, chorus, and piano. N.B. The Merry Wedding can also be performed by 

9 solo voices (singing from this score), mixed chorus (singing from this score) and 

piano (playing from this score). 

For 9 solo voices and accompaniment (without chorus). N.B. The whole of the vocal 

part of The Merry Wedding can be performed in small halls by 9 solo voices (2 

sopranos, 2 altos, 2 tenors, 1 baritone, 2 basses, singing from this s core), if they sing 

not only the Solo passages, but also those marked 'Full Chorus' and 'Half-chorus'. In 



this case the accompaniment should be piano only, or piano and a few strings, as 

indicated above. 

"I was inspired to write this bridal dance music (which is not based on folk-tunes) by 

the following lovely refrain text from a Faeroe Island (Scandinavian) folk-poem 

entitled Brúnsveins Vísa (The Song of Brownswain) on page 250 of V. U. Hammer 

shaimb's Farösk Anthologi (Copenhagen, 1886): 

Allfagurt ljódar mín tunga, 

lystir meg í dans gá med junga, 

brúnt er mítt silihár, 

mjöllhvit so eri eg sjálv, 

allfagurt ljódar mín tunga. 

 

Hark to my voice in a sweet song, 

fain to tread the dance with the fleet throng; 

brown is my silky hair, 

snow-white is my skin so fair; 

hark to my voice in a sweet song. 

"These lines seemed to me to breathe a spirit closely akin to the gentle glowing 

joyousness of Denmark, which I was longing to thankfully give voice to at that time 

(1912). 

"But though the words of the refrains of Faeroe Island dance ballads curiously often 

reflect a suave blossoming summery mood, I searched in vain for any whole ballad in 

which this blithe note was sounded throughout. 

"The plots of Faeroe Island ballads are epic--active, dramatic, tragic; the ringing 

rhythmic verses soon overflow with blood, violence and disaster, and these elements 

would have been out of place in my bridal music. But a good few gentle, affectionate 

and luck-laden verses are to be found strewn around in the thick sheaf of poems that 

make up Hammershaimb's wonderful Anthology, and some of these I patched loosely 

together and adapted to the needs of The Merry Wedding with the results that follow 

[in the printed score]." 

MOCK MORRIS 

Room-music Tit-Bits No. 1 

Grainger: "Birthday-gift, Mother, 3.7.10. For string six-some (6 single players) or 

string band. Begun 19.5.1910. Ended 4.6.1910. No folk-music tune-stuffs at all are 



used herein. The rhythmic cast of the piece is Morris-like, but neither the build of the 

tunes nor the general lay-out of the form keeps to the Morris dance step. 

"[Headnote:] At fast jog trotting speed." 

Version for orchestra 

"'Mock Morris' is an entirely original pastiche produced with tongue firmly in cheek. 

So convincing is it, that Grainger had to spend much energy and time assuring others 

that it was an original composition."--John Bird (Rambles). 

Version for piano solo 

[Edition published by Scott & Co., 1912. (Ed.)] 

"Mock Morris was originally written for `string six-some or string-band' between 19 

May and 4 June 1910 and was dished-up twice for piano in both `concert' and 

`popular' versions. Mock Morris is a fine example of a Grainger work which appears 

to be folksong-based but which is in fact original.... Grainger did admit at the bottom 

of the score that 'the tune of bars 9, 10, 11 & 12 is (unwittingly) cribbed from an 

early Magnificat of Cryil Scott's. He has used the phrase again in a piano 

piece Chimes, op. 40, No. 3 (Elkin & Co. Ltd.), in which it can be consulted.'"--John 

Pickard (Piano 1). 

MOLLY ON THE SHORE 

British Folk-Music Settings No. 19 

Version for piano solo 

Grainger: "Birthday-gift, Mother, 3.7 '07. Irish Reel for piano based on two Cork Reel 

tunes, 'Temple hill' and 'Molly on the shore', respectively Nos. 901 and 902 of The 

Complete Petrie Collection of Ancient Irish Music edited by Sir Charles Villiers 

Stanford (Boosey & Co., London).[See also Irish Tune from County Derry, above. 

(Ed.)] Molly on the shore was originally set for string four-some or string band 

(summer 1907))(Schott & Co., London). Molly on the shore is also set for symphony 

orchestra, theatre orchestra, and violin and piano (Early 1914)(Schott & Co., London). 

" 

"An Irish reel is the tune used here which was 'Dished up for piano' while Grainger 

was stationed at Bayridge in Brooklyn, New York."--Selma Epstein (Epstein 1). 



"Faithful to the Irish reel spirit, Grainger preserves the tune as a kind of ostinato with 

very varied accompaniments."--Leslie Howard (Piano 1). 

"Like [all] the other British Folk-Music Settings, Molly on the Shore is 'Lovingly and 

reverently dedicated to the memory of Edvard Grieg'."--John Hopkins (Orchestral 2). 

Version for band (1920) 

"Molly on the Shore [is a] Morris Dance which] was originally 'tone wrought' for a 

'fiddle four-some' (string band)... Grainger 'dished-up' his band version in the spring 

of 1920, creating one of the great 'finger busters' in the lite rature. It remains one of 

his most popular and beautifully conceived creations. The clarity of his scoring and 

his unique use of tuneful percussion has helped to keep Molly at the forefront of 

showpieces for the world's finest bands."--Dana Perna (Michigan). 

"Difficulty: advanced. 

"One of Grainger's most engaging works, this also requires the most technical facility 

and precision, especially from the woodwinds, and particularly for the clarinets. It 

repays the considerable time and attention necessary, in the resultin g development of 

technical skill and audience delight."--Joseph Kreines (GSJ IV/2). 

"Molly on the Shore, one of the key pieces around which Grainger's popularity has 

tended to revolve, is actually an Irish reel, and with it Grainger mixes in a second tune 

called 'Temple Hill'. This is a marvelous example of scoring f or band. Maintaining 

the metronome marking of [half note] = 126 for string quartet or four hands at two 

pianos is not too great a problem, but in this setting for wind band, it's a devil to play--

but fun!"--Eric Banks (British 2). 

MORNING SONG IN THE JUNGLE--chorus 

"Grainger and Delius shared a warm friendship with Edvard Grieg, who wrote to 

Delius in 1903, 'You have now reached the zenith of your life, I mean that point in life 

when the artist does his best work.' Three years later, hearing Grainger play Morning 

Song in the Jungle and a number of folk settings in London, Grieg leapt to his feet and 

exclaimed, 'Now it can't be said that the English aren't musical!'"--David Tall. 

MY ROBIN IS TO THE GREENWOOD GONE--chamber ensemble 

[Editions published by Schott & Co. include full score and wind and string parts 

of version for eight-some; score and parts of version for fiddle, bass-fiddle ('cello) 

and piano, 1 912; and piano version. (Ed.)] 



Settings of Songs and Tunes from William Chappell's Old English Popular Music No. 

2. 

Version for 8 instruments 

Grainger: "My robin is to the greenwood gone. A room-music ramble [paraphrase or 

fantasy for chamber ensemble] upon the first 4 bars of the old tune of that name, for 

Flute, English horn and 6 strings. Begun: 10.2.12. Ended: 5.5.12. The bit of the old 

song I have used is: 

[EXAMPLE GOES HERE] 

"For the whole of the tune see page 153 of William Chappell's Old English Popular 

Music, edited by H. E. Wooldridge (Chappell & Co., London, 1893). In its entirety it 

makes a charming and quite different impression to that produced by my treatm ent of 

its first phrase and by the free ramble that follows. 

"[Headnote:] With a drowsy lilt. 

"There is a beautiful upward rise of the tune to a seventh and an octave, thus Grainger 

is able to extend and develop this tiny fragment into a work of great charm and 

touchingness. The players are instructed to play it with a 'drowsy lilt' and it bears the 

Maori dedication 'Mo te hoa takatapui, Roger Quilter' (In company with my intimate 

friend, Roger Quilter)."--John Bird (Rambles). 

"Grainger: 'My Robin Is to the Greenwood Gone is a development of a fragment of an 

old English popular song--not a folksong.' "--Frederick Fennell (Country Gardens). 

Version for piano solo 

"[The arrangement] is hardly a setting at all but a 'room-music ramble upon the first 4 

bars of the old tune of that name'. As with many of the slower settings, the influence 

of Grainger's friend Delius is strongly felt throughout--especially in te rms of 

harmony and the generally dreamlike atmosphere of the whole. It eventually trails off 

without any true resolution--to magical effect."--John Pickard (Piano 3). 

NELL (Gabriel Fauré)--piano solo 

"Grainger worshipped composers from the French school and gave many first 

performances of piano works by Debussy and Ravel in Britain and Australia. They 

represented for him the front line of defence against the awesome hegemony of the 

Austr o-German musical traditions which he despised so much. Fauré was similarly 



one of Grainger's heroes and they met and became friends in England before the Great 

War. This transcription made in 1925 of one of the Frenchman's loveliest songs is 

among Grainger's most skilful."--John Bird (Adni). 

"Nell and Après un Rêve are amongst Fauré's most popular songs and Grainger treats 

them to settings of great refinement and delicacy--showing that he is a master of 

subtlety as well as a purveyor of tempestous virtuosity (notice, for example, how the 

melodic line is constantly changing register--frequently appearing in the middle of the 

texture)."--John Pickard (Piano 4). 

"THE NIGHTINGALE" AND "THE TWO SISTERS" (see also SUITE ON 

DANISH FOLKSONGS) 

Joseph Smith edition for piano solo 

"If we use the word 'pianistic' to mean music that makes an imaginative, effective use 

of the instrument's special resources, then the works of Grainger are supremely 

pianistic. If, however, we mean music calculated to be brilliant, eupho nious and 

comfortable to play, Grainger's is emphatically not. This is not surprising, considering 

that most of his 'piano' works were originally conceived for orchestra or chamber 

ensemble. With typically Graingeresque perversity, he professed to loathe the 

instrument he played with such apparent enthusiasm, and to have transcribed his 

works for the piano only for commercial considerations. (Nevertheless, he himself did 

perform them.) 

"Being compressed scores, his works are generally contrapuntally dense, and the chief 

difficulty in playing them lies in differentiating the voices by means of dynamics and 

touch--even the relatively uncomplicated 'The Nightingale' and 'The Two 

Sisters' largely avoids a conventional melody-plus-accompaniment texture. This 1949 

re-working of an orchestral movement is based on two Danish folksongs, both on 

eerie fairy-tale like subjects, collected by Evald Tang Kristensen and Grainger himself 

in 1922. 

"By beginning the piece with the pedal already down, we can give the first note a little 

extra warmth. Whereas bars 1-3 make a short but complete statement, the b7 chord in 

bar 5 raises a question to be answered by the following measures: to what key are we 

going? Therefore, I recommend moving the tempo slightly from bar 4 towards the 

fermata in bar 5, to suggest a longer thought (similarly in bar 12). 

"Music notation has more resources for indicating nuances of dynamics than for 

shadings of tempo--hairpins mark a slight ebb and flow of loudness, but one cannot 

indicate fluctuations of tempo with symbols, only with words (rit., a tempo, etc.). Ye t 



a certain fluidity of tempo is often what enables a piece to live and breathe. By 

varying the lengths of the many fermatas, we can enhance the effect of spontaneity. 

(In the orchetral version Grainger marks the climactic one in bar 30 'lunga'). 

"Both the original folksong and Grainger's orchestral setting have a different reading 

than the piano version for the first triplet of bar 7--A, F Sharp, E--and this seems 

logical, since it parallels bar 15. Are the notes in the piano setting a slip of the pen, or 

a variant? There is no certain answer, you may make your own choice. 

"I like playing bar 7 pianissimo, to draw attention to the fact that its harmonies are 

slightly different from those of the bar preceding, and to prepare the swell in bar 8. 

The extended arpeggiation of the left-hand chords of bar 11 pose a special pr oblem. If 

one could hold down all the chord tones with the hand, it would be natural to use a 

legato pedalling--changing the pedal immediately after the second chord. As the 

passage stands, though, if we do so, we lose the important lower notes of the chord, 

and thus we must instead pedal from the beginning of the roll. Now one is faced with 

the choice of leaving a hole in the octave melody between G and A, or holding the A 

and letting it muddy the chord. I prefer to split the difference; I hold over only the 

upper note of the A octave, giving me the comfort of a physical legato, without 

leaving a noticable residue in the E minor chord. 

"Sometimes, the demands of logical voice-leading cause a piano composer to write 

the same pitch in the same octave in two voices at once. The E above middle C on the 

second beat of bar 14, as well as the D on the second beat of 15, are written as thou gh 

played by both thumbs. However, using both fingers hinders our control of the note's 

dynamic. The louder voice--here, the treble--should play it, the softer one, omit it. In 

such cases, I find it helps my visual memory to mark parentheses around the unplayed 

voice. 

"In the first beat of bar 16, arithmetic proves that the second note in the right hand is 

simultaneous with the left-hand C sharp. (The values of 

[THE EXAMPLE IS MISSING HERE IN THE PRINTED TEXT.] 

are literally the same in duration as those of 

[THE EXAMPLE IS MISSING HERE IN THE PRINTED TEXT.] 

.) However, to convey the inflection of the rhythm--to make the triplet sound like a 

triplet--we must de-emphasize the right-hand sixteenth. 

"Everything conspires to make shading the dynamics of the resolution in bar 17 

difficult. The subsidiary voices of the first chord must be softer than the melody 



octaves, and the resolution softer still. However, the very fact that this resolution com 

es after the last melody note automatically tends to give it an unwelcome prominence. 

Furthermore, the stretched position of the hand and the tied notes are physically 

constraining. (Grainger often provides alternatives for small hands. In honesty, though 

, those with small hands will find the overall configurations of his music 

uncomfortable. Even those with a good-sized stretch may find the opening of 

his Blithe Bells a sobering prospect.) To control the softness of the second chord, it is 

helpful to sink deeply into the first chord and slowly raise the wrists while depressing 

the second chord, thus exerting a counter-active motion. Happily, the common tones 

in the two chords allow us to overlap the pedal generously, giving the second chord a 

myst erious, undefined attack. Therefore, change the pedal, slowly but completely, 

well after the second chord. It would be strategic to save the use of the soft pedal in 

this phrase for this chord. Is this evading the technical problem? No--technique is no t 

only controlling the muscles, but also determining the appropriate tools to use. 

"The left-hand resolution appearing first in bars 18-19 poses a similar problem. We 

will want to connect that stabbing C natural to the following B, but the chord's stretch 

makes this impractical. Fortunately, though, the B doesn't 'know' from what no te it 

has been connected--it only knows with what touch it has been depressed. By 

releasing the C and instead connecting one of the tied notes to the B, we can ensure 

that it has an appropriately subdued sound. Put weight on the already depressed E or F 

Sharp, and gently transfer it to the B (second finger) while slowly raising the wrist, as 

above, and connecting with the pedal as well. It is a pianistic paradox that we can 

sometimes best project correct voice-leading by violating it with our hands! 

"The strongest impression of legato comes not only from the unbroken connection of 

tones, but also from smooth dynamics. Because every note struck on the piano decays 

in loudness. the smoothest transition from note to note occurs in a diminuendo. Obvi 

ously, however, a continous diminuendo is not appropriate for every legato phrase. 

Therefore, we must always seek chances to catch up--to get unobtrusively louder, so 

we may begin to diminuendo again. Short notes are often the answer. In the E major 

se ction, both the sixteenth note G Sharp in the recurring phrase (bar 18, second beat) 

and the grace notes in bars 22-23, are short as well as being off the beat. Thus, one 

can play them rather loudly without the angularity that results when beats are stres 

sed. The left-hand arpeggios starting at bar 25 help by seeming to 'swell' the melody 

notes above them. We can prepare the piece's climax, the FF of bar 30, by punching 

out the left-hand thirty-second notes. To get the most richness out of the melo dy 

octaves, favor the thumb. After the diminuendo has begun, however, the softer phrase 

beginning with the upbeat to bar 32 sounds even more vulnerable if voiced toward the 

top. (This upbeat is the one place that the recurring C natural makes a half-step 

dissonance with the melody--a poignant little throb.) 



"Grainger used a melody-in-the-middle texture more than any piano composer. (See 

his heartbreaking setting of the Irish Tune from County Derry or the opening of his 

luxuriant Colonial Song.) In the example in bars 36-37, we can make life a little easier 

by playing the upbeat with a full sound, establishing the middle as the predominant 

voice. To avoid a collision between the hands, Grainger begins the left-hand octave 

figure starting on the second eighth note of bar 40 (and again in bar 44) with a single 

note, where the orchestral version has an octave. This change has the happy result of 

beginning the phrase with a rising sixth, a seeming allusion to both the first and the E 

major themes. I like to show this reference by bringing out th e first E and continuing 

to favor the upper voice of the octaves. Draw the thumb slightly inwards with each 

one for a firm grip. In bars 42 and 43, the swell in the lower voice threatens to 

obliterate the held C Sharp above. No matter--if the diminuend o is pronounced 

enough, we will discover it bravely continuing to ring, as the other voices fade away. 

"The final tremolo is a continuation of the fast chord, swelling and diminishing it. The 

louder the chord, and the softer the tremolo, the better the two will be blended. With 

the fingering I have suggested, the hands parallel one another--the two thumbs on 

white notes, the two third fingers on black. After tapering the tremolo down to 

nothing, continue to keep the pedal down a while without playing--leave the listener 

in doubt as to whether or not you are still moving your fingers. 

"Students who enjoy this piece but are not ready for Grainger's more difficult works 

might consider playing it as a part of a group of folksong settings drawn from Grieg's 

op. 66 (five selections are included in my Grieg and Grainger record [Musical 

Heritage Society MHS 912134Z.]) and Bartók's For Children. Grainger's Three 

Scotch Folksongs (Henmar Press) are of about the same difficulty as this Danish 

piece, and share its honest, direct emotionality."--Joseph Smith (Keyboard Classics). 

NIMROD VARIATION (Elgar) (1953)--piano solo 

"The transcription of 'Nimrod' from Elgar's Engima Variations (in Grainger's words, 

'Pianised January 27 1953') is a straightforward rendition of this famous variation. 

Grainger was apparently fond of the melody, though he greatly dis liked the rest of 

Elgar's music."--John Pickard (Piano 2). 

NOW, O NOW, I NEEDS MUST PART (Dowland) (1935)--piano solo 

Grainger: "PROGRAM-NOTE. John Dowland was born, of Irish stock and probably 

in Ireland, in 1562, and died around 1626. In addition to being one of the greatest 

song-writers of all time, he was famous in his life-time as a singer and l ute-player, 

and as such was attached for some years to the court of Christian IV, King of 

Denmark. 



"My piano piece is based on a transcription by Mr. Sidney Beck of 'Now, O now I 

needs must part' as it appears in a copy of the 1597[?] edition of John Dowland's The 

First Booke Of Songs Or Ayres Of foure parts with Tableture for the Lute in th e 

possession of the Henry E. Huntington Library and Art Gallery, San Marino, 

California, from which library, and from Mr. Sidney Beck, kind permission to use this 

material has been obtained. 

"In my setting the Dowland melody is heard twice: the first time with harmonies 

almost identical with those of Dowland's lute accompaniment (but adapted to pianistic 

technic) and the second time with free harmonies and a tail-piece of my own. 

"The first verse of the text, that here follows in modern spelling, is typical of the three 

verses in Dowland's original: 

Now, O now I needs must part, 

Parting though I absent mourn, 

Absence can no joy impart, 

Joy once fled can not return. 

While I live I needs must love, 

Love lives not when life is gone, 

Now at last despair doth prove, 

Love divided loveth none. 

 

(Chorus) 

Sad despair doth drive me hence, 

This despair unkindness sends, 

If that parting be offence, 

It is she which then offends. 

"In Dowland's publication the song appeared at once as a song for voice with lute 

accompaniment and as a part-song for four-mixed voices. As a song (for voice with 

lute or pianoforte accompaniment) it is published in the first volume of The Englis h 

School of Lute Writers, transcribed, scored, and edited from the original editions by 

Edmund Horace Fellowes, M.A., Mus.Doc. (Winthrop Rogers, Ltd., London, 1920) 

and as a part-song for four mixed voices it may be consulted as No. 146 in Geschich 

te der Musik in Beispielen by Arnold Schering (Breitkopf & Haertel, Leipzig, 1931)." 

"[This transcription of Dowland's song] bears the inscription 'for my darling Aunty 

Clara, with fond love'. It consists of two verses, the second of which is far more 

harmonically elaborate, transporting Dowland's melody into the world of Du ke 

Ellington by way of the chromaticism of Delius."--John Pickard (Piano 2). 



O MENSCH, BEWEIN' DEIN' SÜNDE GROSS (Chorale Prelude)(J. S. Bach) 

[Version edited by Keith Brion and Michael Brand published by Jenson 

Publications Inc. (USA) / R. Smith & Co. Ltd. (England), 1987. (Ed.)] 

Chosen Gems for Winds 

Grainger: "Set for wind-band. [Headnote:] Slowly flowing." 

"The Chorale-Prelude: O Mensch, bewein' dein' Sünde gross (O, Man, now weep for 

thy great Sin) is taken from Bach's Orgelbüchlein [Little Organ Book] collection. 

Grainger created the setting between 1937 and 1942. While not unu sual today, his 

beautiful realization of the ornamentation was revolutionary in the 1940s. 

"Grainger's written out trills and melodic ornamentation may appear intricate, 

however once basic rhythm is established, simple repetition will allow graceful 

synchronization of these elements. Perform the ornaments as a natural part of the 

melodic to ne-line. Play the quick notes and the long ones with matching sonority. 

Support legato phrases with resonant breath that flows equally through ornament and 

melody. The ornament must never interfere with the flowing legato of the musical 

line. Grainger's Bach is not a mechanical organ, but rather a human wind-chorale. 

"In this edition [by Keith Brion and Michael Brand, 1987], the beaming of eighth 

notes follows Grainger's manuscript. The groupings indicate both phrasing and 

rhythm. When the same pitch is repeated under a slur mark (for instance the opening 

two note s of Tone Strand A), the second note should receive slightly more weight of 

tone. 

"PERCUSSION. The editors have supplied optional parts for mallet percussion. These 

may be used as a percussion ensemble, or with band. In full band performance, the 

percussion should not sound forth as a distinct color. All parts are written sempre 

tremolo. The rolls should not be audible as single notes. Use Orchestra Bells with 

medium rubber mallets only if Vibraphone and Marimba are unavailable. Hard 

rubber, plastic or metal mallets will alter the character of the music. 

"ELASTIC SCORING. Although Grainger's arrangement of O Mensch... was 

designated 'set for wind-band', the orchestration formula follows his principles of 

elastic scoring. Elastic scoring duplicates organ registration by assigning instrume ntal 

lines ('Tone Strands') to various organ octaves--such as 4 ft., 8 ft. and 16 ft. stops. It 

suggests the possibility of performing the work with a variety of instrumental 

combinations. 



"Take care to insure equal weight of sound for each tone strand. Conductors wishing 

to perform this chorale-prelude with instrumental forces smaller than Grainger's full 

wind-band may consult the following matrix as a guide to balancing available inst 

ruments. Grainger believed equal balance of voices was more important that 

instrumental color. 

"GRAINGER'S CHOSEN GEMS FOR WINDS. 

"'To give way to human feelings, to overflow and swim in human feelings is human 

enough, but the farthest north of humaness is, for me, to be a lightning conductor of 

such feelings in such a way that they are particularly fitted to fill nitches in coming 

men's minds...' [The Far North of Humanness, Letters of Percy Grainger 1901-

14 ed. by Kay Dreyfus.] 

"Grainger's passion for musical expression extended beyond his own compositions. 

He was fascinated by all music: from avant-garde electronics to great historical works. 

His interest in early music began to flourish in the 1930s when he became associat ed 

with specialists Gustave Reese and Arnold Dolmeltsch. Grainger's first arrangement 

of early music were created in 1932. Subsequently, from 1937-44, a period 

corresponding with his summer teaching at Interlochen [Michigan], Grainger 

developed his Ch osen Gems for Winds. Many of the arrangements were first 

performed at Interlochen. 

"The Chosen Gems for Winds are an extensive group of arrangements of music by 

other composers, music Grainger called 'other people's music'. The Chosen 

Gems include 23 settings, ranging from the 12th century to Elizabethan music, to such 

relative 'moderns' as Franck, Fauré and Eugene Goosens. "Grainger believed that 

there were neglected 'great musics' of every period. He had specific ideas about the 

value and appropriateness of this music--and how it should be programmed and 

interpreted. 

THE VALUE OF OLDER MUSIC. For some reason or other music, as it is practised 

in our concert halls, is the most backward of the arts. We would regard as an 

ignoramus a professor of literature who taught his students nothing about Homer, C 

onfucius, The Arabian Nights [etc.]... Our audiences are familiar with European music 

from 1700 to 1900, but before that period (which in the opinion of some studious 

musicians is one of the weakest periods in musical history) their knowledge does not 

nor mally extend.... The 500 years of decipherable music that precedes Bach is at least 

as lovely and important as all post-Bach music, and in the opinion of many well-

informed and 'classically-trained' music-lovers, the 20th has already proved itself a 

century, so far, singularly rich in music of spiritual content and soulful beauty. Yet 

these old and new musical treasures are, and remain, unperformed in our 



midst. [Goldman, Richard. The Band's Music (Pitman Publishing, 1937). Ed. 

note: Grainger's observation--which should be obvious, and never need 

repeating--does need repeating, being to a degree as true now as when he made it. 

A further limitation is that the 1700-1900 music which takes up the bulk of most 

live and radio programs is instrumental.] 

APPROPRIATENESS. It is true that most of the older examples of chamber music 

are for unspecified instruments; but there is no reason to imagine that strings were 

favored above winds. An examination of old drawings, paintings, sculptures, etc., 

depicting musical rehearsals and performances will foster a contrary opinion.... The 

fact that church choirs in the Middle Ages were equipped with portative and positive 

organs (of the size of reed organs of today) shows that wind color, as much as string 

color, was considered a normal tonal background to vocal music. [Goldman, 

Richard. Op. cit.] 

PROGRAMMING. ...such uplifting music as this, suitable for performance with 

massed instruments, together with the delectable morsels for wind chamber music... 

and balanced with life-lit compositions for band by living composers (such as 

Stravinsky, Hindemith, Toch and Cowell) justifies the giving of musical festivals for 

which the band forms the instrumental nucleus. Such undertakings would extend 

considerably the radius of band activity, would give the band an enhanced aesthetic 

standin g in the community, and would open up to impressionable band-players new 

vistas of the extent and sublimity of classical music from 1200 to our day. [Letter 

from Percy Grainger to Dom Anselm Hughes, October 22, 1948 (courtesy of the 

Grainger Museum).] 

INTERPRETATION. It seems to me that true INDIVIDUALITY... is a condition of 

highly individual parts forming harmony thru keen awareness-of-the-individuality-of-

the-other-parts... I do not expect our modern musicians to know what t o do with the 

indivualistically vital voice-leadings of the middle ages.... We have got to provide 

these masses with synthetic individualism, since the natural brand of it could not work 

in the mass. 

"It is the 'individualism' of Grainger's carefully notated interpretive artistry that sets 

the Chosen Gems apart from other band arrangements. His musical persona sings the 

lines, stresses harmonic changes, clears the way for important entrance s, drops the 

volume for the next line to come through, phrases over bar lines, imparts a natural 

sense of motion, and balances harmonic and melodic textures. In short, he has written 

the sort of interpretation one hears in a masterful chamber music performance. 

"ELASTIC SCORING. Grainger's concept of elastic scoring allowed him to adapt the 

music to all of the maddeningly possible (or impossible) instrumental combinations 



one encounters in educational situations. In his early music settings, ea ch musical 

voice is assigned a 'Tone Strand': Strand A for the soprano line, Strand B for the alto 

line, etc., through the bass line. These parts may then be played by a variety of 

instrumental combinations."--Keith Brion and Michael Brand. 

O MISTRESS MINE--chorus 

[Edition for 2 female voices, 3 male voices and piano (for practice only), publ. by 

Thames Publishing, 1982. "The piano rehearsal part has been edited by Barry 

Peter Ould from the original manuscript source. Grainger referred to this setting 

among his settings of 'Folksongs and Popular Tunes' although it uses the melody 

by Thomas Morley." (Ed.)] 

Headnote: "Fast." 

"O Mistress Mine, with tune by Thomas Morley and words by William Shakespeare, 

was taken by Grainger from William Chappell's Old English Popular Music, the 

source of several other tunes for settings, including Willow Willow and My Robin is to 

the Greenwood Gone. It was arranged for chorus in 1903, being dated April 14th and 

signed in June with the pseudonym 'Ycrep Regniarg' (no prizes for reading this name 

backwards!). Perhaps the signature suggests that Grainger was consid ering it for 

publication alongside the Song of Vermeland, which appeared under this pen-name the 

following year."--David Tall (Part-Songs). 

O ROSA BELLA (O Lovely Rosebud)--chorus and instruments 

[Edition publ. posthumously by Schott & Co., 1963. (Ed.)] 

English Gothic Music series, ed. by Dom Anselm Hughes and Percy Grainger 

Grainger and/or Hughes: 

"Attributed to John Dunstable (died 1453). Transcribed from the original manuscript 

by Dom Anselm Hughes, O.S.B. Edited for practical music-making by Percy Aldridge 

Grainger. English Text translated from the Italian original by Dom Anselm Hughes. 

"For 4 single mixed voices or 4-part mixed chorus (Tone-strands A, B, C, 

D) [Although this score is not reproduced here, the text illustrates once again 

Grainger's concept of generalized "tone-strands" (to which various 

instrumentations may be appli ed) rather than specific voice or instrumental 

parts. See also O Mensch..., pages 224-225 above. (Ed.)] and 2 or more instruments 

of tenor and bass range (Tone-strands E and F); or for 6 single mixed voices, or 6-part 



mixed chorus (Tone-strands A, B, C, D, E, F) without instruments, or for 6 single 

mixed voices, or 6-part mixed chorus (Tone-strands A, B, C, D, E, F) supported by 

instruments in all tone-strands (A, B, C, D, E, F). 

"[Headnote:] Flowingly. 

"FOREWORD. Parts B, C, D are the substantial groundwork of the composition. 

They are found in a dozen or more manuscripts of the 15th and 16th centuries, of 

which one gives Dunstable as the composer, another John Bedingham. The rest are 

anonymo us, and that in Trent MS.89 is followed by three extra parts (A, E, F in this 

edition) marked ut posuit Bedingham--'as Bedingham fitted them'. 

"Of these extra parts A fits perfectly, but in the case of E and F there are passages 

where it looks as if scribal errors have crept into the Trent MS, which makes it 

impossible to perform the piece in six parts precisely as it stands. In 1900 Cecie S 

tainer made some ingenious adjustments in Sammelbande der Internationalen 

Musikgesellschaft II, 4, shifting certain notes and phrases in E and F so that they occur 

one bar later than in the manuscript. Building on these the present editors have mad e 

one or two similar adjustments in the same two parts. A comparison of this edition 

with Bukofzer's in Musica Britannica (1953) viii 133 will show how few are the 

alterations which have been made. The barring of that edition has been followed in 

bars 41-46. In bar 26 the rhythms of the first two beats of tone-strand F have been 

diminished to accommodate an extra beat in the manuscript in this part. Notes added 

or altered by the editors appear within square brackets. 

"It is obvious that the whole texture of the six-part O rosa bella is strangely unlike 

that of any known composition of the same period. We are confronted here with 

music of breath-taking originality and daring. But there can be no doubt that t he six 

parts were intended to be performed together and that the result of so doing is 

magnificently sonorous and expressive. 

"FOR CONDUCTORS. When instruments support the six voices, in all tone-strands 

the opening passage may be sounded by instruments only, the voices joining in at the 

words O rosa bella (bars 7, 8, 9). 

"When preparing this edition, the editors were guided by their belief that music of this 

period was probably sung or played with plenty of musica ficta (semitones raised or 

lowered) which operate to produce far more major triads than are actual ly indicated 

in the manuscripts. To achieve this effect the singers should follow all the accidentals, 

large and small. If, on the other hand, they prefer to do so, they may ignore all small 

accidentals, heeding merely the large ones." 



ONE MORE DAY, MY JOHN (c.1915, 1932)--piano solo 

[Original (extended) piano solo version published by Schott & Co., 1916. (Ed.)] 

Sea-Chanty Settings No. 1 

Grainger: "[Sea-chanty] from the fine collection of Mr. Charles Rosher, C.E., 

F.R.G.S., painter, author and collector of sea-chanties; noted down from his singing 

by Percy Aldridge Grainger in London in 1906, and here set in the form of a Pr 

eliminary Canter [short rambling prelude before starting off to play] for Piano. Set fall 

of 1915, New York City. N.B. This piece may be key-shifted (transposed) into any 

key so as to serve as a 'preliminary canter' before any piece in any key. All big 

stretches may be harped (played arpeggio) at will. 

"[Headnote:] Lazy and dreamy, with a somewhat wafted far-away lilt. 

"The chanty as sung by Mr.Rosher ran as follows (see Mus. Exam. 18). 

"I find it hard to make up my mind as to how far such chanties are of British, 

American or Negro origin. Maybe various influences are blended in them. It will be 

seen that the tail-piece (starting bar 17) is a free addition of my own, as well as several 

twiddles." 

"One more day, my John exists in two solo piano versions. [One] is an easy version 

made in 1932, whilst the second, more extended, version was made some seventeen 

years earlier. The latter version is in the form of a `Preliminary Cant er (short 

rambling prelude before starting off to play)'. At the head of the easy version Grainger 

points out that it is a Sea-Chanty 'sung, at sea, one day before making the home port.... 

Such a ditty is a late survival of "music of superstitition" that is: music employed as a 

spell to propitiate the hostile, malign or insuperable forces of nature--oceans, rivers, 

storms and the like.'"--John Pickard (Piano 3). 

PARAPHRASE ON THE "WALTZ OF THE 

FLOWERS" (Tchaikovsky/Grainger) (1916)--piano solo 

"This an exciting, flamboyant, extroverted arrangement of a perennial favorite. It 

suggests that Grainger was thinking of some exotic Australian flowers!"--Selma 

Epstein (Epstein 1). 

"Although Grainger made Duo-Art piano rolls of six movements from 

Tchaikovsky's Nutcracker Suite in 1919 they do not appear to have survived in 

notated form. The earlier Paraphrase... is notable for being the first published co 



mposition in which Grainger incorporated directions in his own idiosyncratic English. 

Hence, the appearance of such indications as 'slacken slightly', 'soften bit by bit', 

'louden lots'. Ironically, the paraphrase is dedicated to a Frenchman, Léon Delafosse, 

the pianist and composer who subsequently performed it in his native country. The 

element of original composition in this transcription is considerable--within the frame-

work of Tchaikov-sky's familiar waltz Grainger incorporates several of his own , 

highly virtuosic, cadenza-like passages."--John Pickard (Piano 2). 

PEACE: see ANDANTE CON MOTO 

IANO CONCERTO--Movement 1 (Grieg); PIANO CONCERTO 2: Movement 3 

(Rachmaninoff); PIANO CONCERTO--Movement 1 (Schumann); PIANO 

CONCERTO 1 IN B FLAT MINOR--Opening (Tchaikovsky) (1940s)--piano solo 

"[Although these arrangements] abridge the originals they certainly make no attempt 

to alleviate their technical difficulties. The Schumann transcription is the most 

substantial of the four, with a playing time of around eight and a half min utes. It also 

manages to preserve a sense of the shape of the original--something which the Grieg 

transcription certainly does not. In many ways, the Grieg is the least satisfying of 

these concerto arrangements. It consists of the whole of the expositi on which is then 

brutally cut-off at what would have been the orchestra's climactic re-entry, whereupon 

we are abruptly transported to the movement's final couple of minutes. [See also the 

"big" closing scene of the Broadway musical Song of Norway, wherein Grieg's 

famous piano concerto is abridged to nearly show-tune length. The process is 

taken one step further by Addinsell's Warsaw Concerto, composed for the 

wartime film Suicide Squadron, which is both an abridgement (with respect to 

form and technique--i.e. it is a "mini-concerto" lasting less than ten 

minutes) and an original composition! (Ed.)] It is perhaps a matter for regret that 

Grainger, considered in his day to be the supreme interpreter of this concerto, did not 

attempt a more thorough transcription of a work he loved so much."--John Pickard 

(Piano 4). 

"Perhaps the oddest of [Grainger's solo piano] paraphrases (or in this case 'Concert 

Transcriptions') are the versions Grainger made of parts of Tchaikovsky's 1st Piano 

Concerto (first movement) and Rachmaninov's 2nd Piano Concerto (third 

movement)(there also exists one of the first movement of the Grieg concerto and also 

of the Schumann). The transcriptions were made during the first half of the 1940s, in 

the middle of hectic concert tours. The Tchaikovsky transcription is listed as No. 8 of 

Grainger's 'Free Settings of Favorite Melodies' and consists of the three stat ements of 

the opening melody as they appear at the start of the concert (Orchestra, Soloist, 

Soloist and Orchestra). 



"As if to complement this, the Rakhmaninov transcription is concerned with the final 

minutes of the concerto. Most pianists will be aware of the execrable 'condensed and 

simplified' versions of the great concertos which can be purchased in most music 

shops. The Grainger transcriptions are a different matter. For a start they are far from 

simple--retaining all the demands of the original solo part with the addition of some 

orchetral elements--but, more importantly, they are carefully constructed and manage 

to avoid apeparing to be 'bleeding chunks' ripped from their context. In fact, once the 

shock of hearing one's Tchaikovsky or Rakhmaninov condensed to five minutes has 

worn off, they can be appreciated as highly ingenious piano 'Ｕudes' in thei r own 

right."--John Pickard (Piano 2). 

THE POWER OF LOVE: see SUITE ON DANISH FOLKSONGS 

THE POWER OF ROME AND THE CHRISTIAN HEART 

Version for orchestra 

"In 1943 Grainger produced a work of gigantic proportions involving large wind 

band, organ, keyboard, tuneful percussion and optional string orchestra. The Power of 

Rome and the Christian Heart was sketched as early as 1918 and was directly ins 

pired by the thought of young men being sent against their will to their deaths in the 

Great War. This was linked with his fundamental belief that Nordic elements should 

stave off the oppressive artistic forces from Southern Europe. It is a complex score 

which shows his superb use of all sections of the very large forces. The wind section 

includes separate six part choirs for clarinets and saxophones. The brass section is 

enlarged by a baritone, euphonium and extra tubas. The tuneful percussion and piano 

have some free sections and at the close of the work Grainger quotes the second 

theme from 'The Power of Love' from the Danish Suite. Whilst it would be difficult to 

claim this as one of the most important of his original compositions, it is a sign ificant 

work particularly since it shows his enormous ability in handling very large forces."--

John Hopkins (Orchestral 5). 

"Though he was accustomed to calling for large ensembles in his music, Grainger 

outdid himself in his final orginal work for band, scoring for 'full military band' plus 

pipe or electric organ and optional string orchestra. In addition, there are important 

parts for harps, pianos, and 'tuneful percussion', and while these instruments are 

marked 'at will' (optional) in the score, the composer indicated in a note: 'The more 

the better.' Commissioned in 1948 by the League of Composers for Edwin Franko 

Goldman's 70th birthday, the work is strikingly theatrical and individual. Grainger 

harbored deep feelings against what he termed 'the Roman Empire conception of life 

(a privileged few catered to by a host of slaves),' which he felt had spread 'fro m 

Rome to France, from France to England, and from England to America.' He saw 



himself on the side of the Nordic races, oppressed by an alien and hostile culture. 

These ideas are reflected in his footnote to the title of the piece: 'The unfoldment of 

musi cal feelings started by thoughts of the agony of Individual Souls in conflict with 

The-Powers-That-Be--as when the Early Christians found themselves at strife with the 

Power of Ancient Rome.'<|>"--Frank Hudson. 

Version for band 

"Difficulty: advanced. 

"Grainger arranged this work for organ and band (from the original version for organ 

and orchestra) as a result of a commission by the League of Composers. It remains 

one of his most controversial achievements. Grainger himself had conflicting feeling s 

about it, finding some passages quite eloquent and moving and others banal and 

commonplace. The opening passages are remarkable in their use of dissonant 

chromatic harmony, while the ending is a re-casting of the beautiful closing section 

of The Power of Love. The middle sections are less interesting, both in the musical 

ideas themselves and their treatment."--Joseph Kreines (GSJ IV/2). 

PRELUDE IN THE DORIAN MODE (TIÈNTO DEL SEGUNDO 

TONO) (Antonio de Cabezon)--band 

Chosen Gems for Winds 

"This transcription [of Antonio de Cabezon's 16th-century composition] is one of a 

series which Grainger entitled 'Chosen Gems for Winds', the idea for which originated 

with his teaching at Interlochen Music Camp [in Michigan] from 1937-44. The work 

itself, originally for organ, is a beautiful synthesis of the contrapuntal texture and 

gracefully ornamented melody characteristic of late Renaissance music. Grainger's 

ingenious 'elastic scoring' (making it possible to perform with almost any co 

mbination of winds) provides an especially worthy medium for Cabezon's magnificant 

work."--Joseph Kreines (Unknown). 

Notes from published score: "Antonio de Cabezon (Spanish 1510-1566) was one of 

the 16th Century's greatest keyboard performers and composers. Blind from infancy, 

born of noble parents, he became composer and organist to the court of Charles and 

Isabella. He later served Philip II, with whom he travelled throughout Europe. 

"De Cabezon's music is richly polyphonic. Although he composed primarily for 

keyboard instruments, his music also possesses a haunting vocal quality. 

His tientos, such as the Prelude in the Dorian Mode, are instrumental fantasies built u 

pon the opening motive. These compositions make masterful use of fugal 



counterpoint, creating tensions between the motive and imitative secondary lines. The 

Dorian mode is a scale beginning on the second tone. In this Prelude in the Dorian 

Mode, th e opening motive repeats at irregular intervals thorughout the main body of 

the work, forming a basis for the four-part polyphony which evolves around it. 

"When Grainger's band setting was created, Leopold Stokowski's orchestral Bach 

transcriptions were much in vogue. Unlike Stokowski's gleaming, modern sounding 

Bach, Grainger skillfully recalls the darker historical quality of the tiento and its vocal 

counterpart, the motet. The music is de Cabezon, the expressive concept and colors 

are entirely Grainger's. His modern wind-band setting is beautifully evocative of de 

Cabezon's Renaissance world. 

"CONDUCTOR'S NOTE. Conductors and performers are encouraged to explore the 

rich combination of de Cabezon's polyphony and Grainger's expressive interpretive 

dynamics. This intense music encourages ensemble playing of the highest order. 

Grainger 's markings are brilliantly conceived for each polyphonic tone strand. In 

rehearsal the simple technique of repetition will allow the ensemble to listen, and then 

to weave and blend the interplay of their voices. The Prelude in the Dorian 

Mode provides one of the band repertoire's great opportunities to achieve a genuinely 

vocally oriented chamber-music style. 

"At the coda (measure 121) the rising and falling overlapping lines challenge 

performers to fully sing the highest note, then immediately reduce volume and weight 

of tone, allowing the next voice to project easily. From measure 126 to the end, the 

con ductor must preside over simultaneous rallentando and diminuendo. While the 

rising and falling motive continues, the larger diminuendo applies to the overall 

volume level. In the final six bars, the long rallentando becomes rallentando 

molto. The next to last bar may be conducted in eight. 

"PERFORMANCE OPTIONS. Percy Grainger's wind-band setting of the Prelude in 

the Dorian Mode was created from 1937-1941. Later, a saxophone choir version was 

written at Interlochen in 1943. Finally in 1952-1953, Grainger made a few minor r 

evisions in the band arrangement. This first published score combines all of these 

sources. Although the Prelude in the Dorian Mode does not use Grainger's 'elastic 

scoring', it is cued for performance by full wind-band, saxophone quartet (soprano/ 

alto, tenor, baritone), woodwind choir, brass quartet (cornet, horn, baritone, tuba), or 

brass band. The first four lines of the full score may be read as a condensed score in 

'C'."--Keith Brion. 

THE PRETTY MAID MILKIN' HER COW 

[Edition for high voice & piano published by G. Schirmer, 1921. (Ed.)] 



British Folk-Music Settings Nr. 27 

Grainger: "As sung by Mr. George Leaning (of Barton-on-Humber, North-East 

Lincolnshire) on August 3-4, 1906, at Brigg, N.-E. Lincolnshire, England. Set Sept. 

14, 1920, New York City. Yule-gift to mother, Yule, 1920. 

"[Headnote:] Slowly flowing." 

"The Pretty Maid Milkin' Her Cow was noted by ear in Boston, 3.8.06, from George 

Leaning, and phonographed twice from the same singer the next day. Although of 

Lincolnshire origin, it is thought to have been taken there in some form by Irish 

itinerant labour. In his collection of folksong notations Grainger suggests comparison 

with another Irish tune, Colleen Dhas [see entry page 140, above], which he found in 

Grove's Dictionary of Music and set for room-music in 1904.<1 70>--David Tall 

(Songs). 

PUELLARE GREMIUM--3-part Motet 

[Edition for voices and harmonium or organ ad lib. ("8 foot tone if accompanying 

Women's (or Children's) voices; 16 foot tone if accompanying Men's voices; 8 & 

16 foot tone if accompanying Mixed voices"), published by G. Schirmer, 1950. 

(Ed.)] 

Grainger: "Date: Late 13th cent. Original MS: Worcester Add. 68, xiii ff. Published 

in Worcester Mediæval Harmony by Dom Anselm Hughes (The Plainsong & 

Mediæval Music Society). Here presented one minor third lower than original key. 

"Transcribed from the original manuscript by Dom Anselm Hughes, O.S.B. Edited for 

practical music-making by Percy Aldridge Grainger. English text translated from the 

Latin original by Dom Anselm Hughes, O.S.B. 

"Possible combinations of voices, etc. 

for 3 single Women's (or Children's) Voices or 3-part Women's (or Children's) Chorus 

(S, M-S, A), 

or for 3 single Men's Voices or 3-part Men's Chorus (T, Bar, Bs), 

or for 6 single Mixed Voices or 6-part Mixed Chorus (S, M-S, A, T, Bar, Bs) 

"Any of the above combinations of voices may be accompanied by Strings, or by 

Winds, or by Combined Strings and Winds. Brass, or other instruments, may reinforce 



Tone-strand [i.e. stave or part] C, without Tone-strands A & B being instrumentally 

reinf orced. (See Full Score for all Instruments.) The syllables 'Ah' and 'La' have been 

added to Tone-strand C by the editors. Words enclosed in square brackets have been 

added to Tone-strands A & B by Dom Anselm Hughes, to suggest words at places 

where the or iginal gives no text, unless it is desired to follow the method (which is 

probably more accurate from the historical point of view) of vocalising on the sound 

of the previous vowel. This should not be humming with closed lips, for the volume 

of tone is th ereby reduced and the balance spoilt; but a full tone on the open vowel. 

The voices may be silent here, when instruments are playing. "[Headnote:] Fast, 

lively, exultant." 

THE RAG-TIME GIRL (c.1901)--piano solo 

"The Rag-Time Girl is a product of Grainger's interest in Black American music. This 

miniature was discovered by [composer-pianist] Ronald Stevenson at the Grainger 

House, White Plains during 1976. It dates from 1901."--John Pickard (Piano 2). 

RAMBLE ON LOVE (Richard Strauss) (before 1920, 1926/27)--piano solo 

"[Grainger's] reaction to the music of Richard Strauss was more positive [than 

negative]. He praised it for its vulgarity ('Strauss is a greater, grander genius that 

Maurice Ravel because he [Strauss] has so amply the vulgarity that Ravel la cks'). The 

sumptuousness of Strauss's musical language is amply reflected in Grainger's Ramble 

on the last love-duet in the opera 'The Rose-Bearer' [Der Rosenkavalier]--the most 

elaborately wrought of all his piano transcriptions. Of this work, the composer, 

pianist, and Grainger expert Ronald Stevenson has written: 'It is the most fastidiously 

notated piano writing in the whole virtuoso literature... If the performer follows all the 

instructions faithfully--fingering, dynamics, phrasing, pedalling--he will not need to 

seek for an interpretation. The interpretation in this case is the notation.'<|>"--John 

Pickard (Piano 2). 

RANDOM ROUND (c.1912-1915) 

"From his early youth [Grainger] was sketching ideas for multistrand polyphony and 

one can find links between several of the works written in the first two decades of the 

century and the experiments which occupied his thoughts and energies in the fifties. 

Those sections of The Warriors which, because of the many rhythmic complexities, 

need two and three conductors could be compared with Grainger's extension of the 

normal use of player piano rolls to produce music of greater rhythmic c omplexity 

than one pianist could possibly perform. His Random Round 'tone wrought around 

1912-1915 in Holland and tried out in England not very hopefulfillingly soon 

after' [Note on Ms. score of Random Round in composer's hand.] is another 



example of his efforts to break the strict rhythmical bonds of Western European 

music. Lack of knowledge and skill of improvisation and aleatoric music so hampered 

early performances of this work that Grainger ultimately felt the need to write it down 

in more conventional terms, though this obviously placed the work in shackles and 

removed the very freedom he wanted to achieve. 

"Writing in 1915 Grainger said: 

[The work] arose out of the possibility of modern musicians being capable of 

combining the communal improvisation of South Sea Islanders with the harmonic 

consciousness of our written art-music. Realizing this, I set out to embody some of the 

e xperience I had gleaned from familiarity with the primitive polyphony of the 

Rarotongan part songs in a composition entitled Random Round which was planned 

for a few voices, guitars, and mandolins to which could be added (if available) 

mandola, pia no, xylophone, celesta, glockenspiel, resonaphone or marimbaphone 

strings, and wind instruments. It consisted of sections (A, B, C, etc.), each of which 

was again divided into as many as 10 to 20 variants (A, A2, etc.), some quiet, some 

noisy, some simple , some complex; each bar of some variant being composed in such 

a manner that it would form some sort of a harmonic whole when performed together 

without any bar or any or all of the other variants of the same section. 

The guitars formed the background for all the rest, and as soon as they got going with 

section A, any or all of the other players and singers could fall in, when and how they 

pleased, with any of their variants of section A, provided their beat s corresponded to 

those of the guitars. For instance, one voice might be heard singing the second 

measure of its A3 while another voice was engaged on the seventh measure of its A9. 

Before section B was to begin, a Javanese gong would be beaten, whereupon the same 

sort of canonical intermingling of the different variants of B would be undertaken that 

had just occurred with the A variants; and so on with C, D, etc. to the end. 

It will be seen that a fairly large range of personal choice was allowed to everyone 

taking part, and the effectiveness of the whole thing would depend primarily on the 

natural sense for contrasts of form, color and dynamics displayed by the va rious 

performers, and their judgment in entering and leaving the general ensemble at 

suitable moments. 

Thus one player, by intruding carelessly and noisily at a moment when all the rest 

were playing softly, would wreck that particular effect, though, on the other hand, 

such an act, if undertaken intentionally in order to provide dynamic variety, might be 

very welcome. Last summer in London some fifteen of us experimented with 

the Random Round and the results obtained were very instructive to me personally. 

Several of those taking part quickly developed the power of merging themselves into 



the artistic whole, and whereas at the outset the monotonous babel produced 

somewhat 'resembled a Dog's Home, Battersea' (as a leading critic once described 

Albenez's marvellous and touching piece Jerez when I introduced it to London 

audiences some years ago), after a little practice together the whole thing took on 

form, color and clarity and sounded harmonious enough, though a frequent swash of 

passing discords was noticeable also. I look forward to some day presenting to 

English and American au diences a performance of this blend of harmonic tendencies 

with experiences drawn from the improvised polyphony of primitive music, although 

of course my piece represents only the veriest beginnings of what may ultimately be 

evolved in the realms of concerted improvisation. [Percy Grainger, 'The Impress of 

Personality in Unwritten Music', The Musical Quarterly, I/3 (1915).]"--John 

Hopkins (Australian)/Margaret Hee-Leng Tan. 

"Random Round, which Grainger describes as 'an experiment in concerted partial 

improvisation', is an unusual essay with strong aleatoric elements. It was conceived in 

1912, when the established composers of chance music today (Cage, Boulez, 

Stockhausen) were not yet born."--Margaret Hee-Leng Tan. 

THE RIVAL BROTHERS (1932)--piano solo 

"The Rival Brothers is not a folksong [but] is based on sketches Grainger made in 

1905 for a choral setting of a Faeroe Island folk-poem concerning two brothers who 

kill each other whilst fighting over the same girl. The setting was ' dished-up' for 

piano in 1932 for [his collection] The Easy Grainger."--John Pickard (Piano 3). 

RUFFORD PARK POACHERS: see LINCOLNSHIRE POSY 

SAILOR'S SONG--piano solo 

[Version edited by Don C. Gillespie published by Henmar Press / C. F. Peters 

Corp., 1982. (Ed.)] 

"Sailor's Song is neither a song nor is it particularly nautical, but is a 1954 piano 

version of a work he conceived in San Remo [on the Italian coast approaching the 

border, enroute from Genoa to Monaco and Nice], for 'tuneful percussion'."--John 

Bird (Adni). 

EDITOR'S NOTE: "According to his manuscript, Percy Grainger 'worked up' Sailor's 

Song November 10-13, 1954, in White Plains, New York, from sketches for a 'Bell 

Piece' of that title composed in 1900 in San Remo. Notated on two staves by Grainger 

and containing few expressive indications, the piece was composed for 'bells or other 

tuneful percussion', but may also be played on the piano. (A simplified version, made 



by Grainger, is also available from the publisher.) All that has survived from the 

original sketches is a single page, dated February 16, 1900, and containing a scoring 

for full orchestra of measures 9-18 of the present edition. Both this sketch and the 

1954 manuscript are now located in the Music Collection of the Gr ainger Museum at 

the University of Melbourne. The first publication of Sailor's Song is made possible 

through the cooperation of the International Percy Grainger Society, located in the late 

composer's home at 7 Cromwell Place in White Plains." --Don C. Gillespie. 

SANCTUS (Lyonel Power)--chorus 

[Edition for three voices and harmonium or organ ad lib. published by G. 

Schirmer, 1950. (Ed.)] 

English Gothic Music, edited by Dom Anselm Hughes and Percy Grainger 

Grainger: "Date: c.1437. Original MS: Old Hall Manuscript. Transcribed from the Old 

Hall Manuscript by Alexander Ramsbotham (here taken from the Plainsong & 

Mediæval Society edition by A. Ramsbotham, H. B. Collins & Dom Anselm Hughes, 

O.S.B.). Edited for practical music-making by Percy Aldridge Grainger. 

For 3 single Mixed Voices or 3-part Mixed Chorus (A, T, Bs.) 

or for 3 single Men's Voices or 3-part Men's Chorus (Male Alto or High Tenor, T, 

Bs.) 

"Any of the above combinations of voices may be accompanied by Strings, or by 

Winds, or by Combined Strings and Winds. (See Full Score for all Instruments.) 

"[Headnote:] Flowingly." 

SAXON TWI-PLAY: see ANDANTE CON MOTO 

THREE SCOTCH FOLKSONGS: see SONGS OF THE NORTH, below 

SCOTCH STRATHSPEY AND REEL 

Version for 4 men's voices & orchestra 

British Folk-Music Settings Nr. 28 

Grainger: "For Room-Music 20-Some. Scotch Strathspey and Reel, inlaid with 

Several Irish and Scotch Tunes, and a Sea-Chanty, set for 4 men's voices and 16 

instruments (4 woodwinds, baritone concertina [or harmonium], xylophone, 2 guitars 



[or piano] an d 8 strings). [1901-11. Orig. for band with strings, 1901-02. Edition 

for 4 male voices and piano (for practice only) publ. by Schott & Co. (UK), B. 

Schott's S派ne (Europe) and G. Schirmer (USA), 1924. (Ed.)] 

"[PROGRAM-NOTES.] It is curious how many Celtic dance tunes there are that are 

so alike in their harmonic schemes (however diverse they may be rhythmicly and 

melodicly) that any number of them can be played together at the same time and 

mingle harmoniously. Occasionally a sea-chanty will fit in perfectly with such a group 

of Celtic tunes. 

"If a room-full of Scotch and Irish fiddlers and pipers and any nationality of English-

speaking chanty-singing deep-sea sailors could be spirited together and suddenly 

miraculously endowed with the gift for polyphonic improvisation enjoyed, for instan 

ce, by South Sea Island Polynesians what a strange merry friendly Babel of tune, 

harmony and rhythm might result! My setting of the strathspey mirrors the 

imagination of such a contingency, using 6 Scotch and Irish tunes and halves of tunes 

that go well w ith each other and a chanty that blends amiably with the lot. These 7 

melodies are heard together in the second climax of the strathspey--bars 103-110. 

"In the reel no such conglomeration of traditional tune-stuffs is undertaken, but the 

South Sea Island type of improvised harmonic polyphony is occasionally reflected, 

the reel tune occurs in augmentation on the hammer-wood (xylophone), and towards 

th e end of the work I have added a counter-tune of my own to the words of the sea-

chanty. 

"The underlying tune in the strathspey is Marquis of Huntley and in the reel The Reel 

of Tulloch (Thulichan), as given in the articles on 'Strathspey' and 'Reel' respectively 

in Grove's A Dictionary of Music and Musicians. Of the other tunes employed in the 

strathspey a Scotch tune was quoted to me by the painter Hugo Rumbold and the Irish 

tunes are Nr. 983 and Nr. 319 in The Complete Petrie Collection of Irish Music, edited 

by Charles Villiers Stanford (Boosey & Co.). The sea-chanty, entitled 'What Shall We 

Do with a Drunken Sailor?', is a top-sail haulyards chanty from Mr. Charles Rosher's 

fine collection, and used by his kind permission. Its text is as follows: 

1st man: What shall we do with a drunken sailor? (twice) 

2nd man: Put 'im in the long-boat and let 'im lay there, 

Early in the morning. 

Chorus: Way oh! and up she rises, (thrice) 

Early in the morning. 

My setting was conceived and worked out in the years 1901-1911, was scored (on 

tour in Norway) during the fall of 1911, and the first performance took place on May 



21st, 1912, at a concert of my room-music compositions at Aeolian Hall, London<19 

7>my beloved mother playing one of the guitar parts." 

"The Scotch Strathspey and Reel is a splendid example of what Grainger called 

'democratic poly-phony' which he defined as 'my Australian ideal of a many-voiced 

texture in which all or most of the tune strands enjoy equal prominence an d 

importance.' In this work there are sections where as many as seven tunes are played 

simultaneously."--John Hopkins (Orchestral 1). 

Version for piano solo (1939) 

"The piano version was completed in 1939. A clue to its unusual shape lies in the 

subtitle: 'Inlaid with several Irish and Scotch tunes and a Sea-Chanty'. Grainger points 

out in his introduction to the solo piano version that 'In my original form of t his 

setting, for 22 performers, 6 Scotch and Irish tunes (and half-tunes) and the 'What 

shall we do with a drunken sailor' sea-chanty are heard together at one moment. But 

of course no such polyphonic congolomeration could be undertaken on the piano.'"--

John Pickard (Piano 3). 

Leroy Osmon arr. for band (1979) 

[Edition published by TRN Music Publisher, 1982. Instrumentation: picc, 3 1st 

fl, 2 2nd fl, 1st ob, 1nd ob, E hn, 1st bsn, 2nd bsn, Eb cl, 3 1st Bb cl, 3 2nd Bb cl , 3 

3rd Bb cl, 3 4th Bb cl (sub. for al. cl.), Eb cl, 3 Bb b cl, Eb cntrbs cl, 1st Eb a sax, 

2nd Eb a sax, Bb t sax, Eb bar sax, 2 1st Bb cornet, 2 2nd Bb cornet, 2 3rd 

Bb cornet, 1st F hn, 2nd F hn, 3rd F hn, 4th F hn, 2 1st tbn, 2 2nd tbn, 2 3rd tbn, 

2 bar t.c., 2 bar b.c., 6 tba, xyl, marim, timp, 2 snare drum/b drum. (Ed.)] 

"Difficulty: advanced. 

"This work is an ingenious and imaginative weaving-together of seven Scotch and 

Irish tunes and a sea-chanty. It begins with a strathspey (an energetic but stately dance 

from the Scottish highlands) and concludes with a brilliant and exci ting reel. Leroy 

Osmon's transcription is technically demanding for the woodwinds and requires 

careful attention to balance and dynamic contrasts."--Joseph Kreines (GSJ IV/2). 

THE SEA-WIFE--chorus 

Kipling Settings Nr. 22 



Grainger: "Yule-gift to Mother, Dec. 1905. Begun May 28, 1905. Ended Dec. 18, 

1905. The words of this song are reprinted from 'The Seven Seas' by permission of 

Mrs. George Bambridge. For mixed chorus, accompanied by 

(a) brass band (or the brass sections of the military band or symphony orchestra), 

(b) or by 7 (or 8, or 9) single strings, or string orchestra, 

(c) or by brass and strings (brass and string sections of the symphony orchestra), 

(d) or by piano duet (2 pianists at one piano), 

(e) or by piano 2-hands (one pianist at one piano). 

"[Headnote:] Marching speed." [Edition for high/low women's voices, high and low 

men's voices, "bottom player" (e.g. piano) and optional "top player" publ. by 

Schott & Co., 1948. (Ed.)] 

SHALLOW BROWN 

[Edition for voice (or voices) & piano published by G. Schirmer, 1927. (Ed.)] 

Sea-Chanty Settings No. 3 

"Sailor's sea-chanty, collected from the singing of John Perring (Dartmouth, England, 

Jan. 18. 1908) by H. E. Piggott and P. A. Grainger, and set for voice (or voices) and 

13 (or more) instruments. Setting composed and scored, Aug.-Dec. 17, 1910. Scoring 

slightly revised 1923 and 1925. 

"[Headnote:] Slowish, intense, wayward in time. 

"The voice-part may be sung as follows: 

(1) By 1 man's voice (singing both 'solo` and `chorus') 

or (2) By 2 men's voices (1st voice sings 'solo', 2nd voice sings 'chorus') 

or (3) By 1 woman's voice (singing 'solo') and 1 man's voice (singing 'chorus') 

or (4) By 1 man's voice (singing 'solo') and a male unison chorus (singing 'chorus') 

or (5) By a mixed unison chorus (women's voices singing 'solo', men's voices singing 

'chorus'). 



"ORCHESTRATION. The minimum orchestration is as follows: Clarinet, bassoon, 

horn (or alto saxophone), euphonium (or 2nd horn, or 2nd alto saxophone), 

harmonium, piano and 7 strings (2 violins, 2 violas, 2 cellos, bass). 

"To the above mentioned 13 instruments may be added any or all of the following: 

Piccolo, flute, double-bassoon, 2 mandolins, 2 mandolas, 2 ukeleles, 4 guitars, more 

strings. 

"PROGRAM-NOTE. John Perring (of Dartmouth, England), a remarkably gifted 

deep-sea sailor songster from whose singing H. E. Piggott and I collected the chanty 

in 1908, said that the song was supposed to be sung by a woman standing on the quay 

to Shallow Brown as his ship was weighing anchor. John Perring did not know why 

Brown was called 'Shallow'--'unless it was that he was shallow in his heart', as he 

added. My setting (composed in 1910) aims to convey a suggestion of wafted, wind-

borne, su rging sounds heard at sea." 

"In Shallow Brown, the third and last of Grainger's sea shanty settings, the piano plays 

a shimmering accompaniment as the unison chorus sings 'slowish, intense, wayward 

in time'. Playing this accompaniment used to give Grainger inten se emotional 

excitement!"--David Tall. 

SHENANDOAH (Windlass Chanty)--arr. for chorus 

Grainger: "Collected and sung by Mr. Charles Rosher, July 24th, 1906, London. 

Noted by Percy Grainger, July 24th, 1906, London. 

"The 'Shenandoah' of this chanty refers to the American River of that name, although 

the actual meaning for 'Shenandoah' has become lost in later versions of this chanty. 

The tune appears to be of Negro origin. 

"The tune given [as Mus. Exam. 19--next page] is taken from the Hectograph 

Collection of folk-songs collected by Grainger, of which it is No. 166. "For another 

variant of this tune entitled 'Shangadore', and for notes upon it see Journal of the 

Folk-Song Society, No. 9." 

SHEPHERD'S HEY 

British Folk-Music Settings No. 4 

Version for piano solo 



Grainger (c. 1913): "English Morris Dance Tune set for piano using 4 variants, 

collected by Cecil J. Sharp. From the playing of the fiddler of the Bidford Morris 

Dancers (1906), J. Mason (Stow on the Wold), W. Hathaway (Cheltenham) and 

William Wells ( Bampton). Begun: 1908. Ended: December, 1913. 

"Morris Dances are still danced by teams of 'Morris Men' decked out with bells and 

quaint ornaments to the music of the fiddle or 'the pipe and tabor' (a sort of drum and 

fife) in several agricultural districts in England. The tune of Shepherd's H ey (which is 

akin to the North English air 'Keel row') is very widely found throughout England. For 

variants of this and other English Morris Dance tunes see Cecil Sharp's Morris Dance 

Tunes (Novello & Co., Ltd., London). The word 'Hey' denotes a particular figure in 

Morris Dancing. For instructions in how to dance the Morris, and much other 

interesting information about this important but only recently investigated branch of 

folk-dancing, consult Cecil Sharp's The Morris Book (Novello & Co., Ltd., London). 

"N.B. This setting is not suitable to dance Morris Dances to. All big stretches may be 

played broken (harped)." 

"Grainger's Shepherd's Hey is a tricky, ingenious setting of an English Morris dance 

tune ['The Keel Row']. Percy adds stylistically authentic contrapuntal (he would have 

said 'many-stranded') lines derived from the melody itself. Per cy commented of such 

early pieces as Shepherd's Hey (1908-13) that 'where other composers would have 

been jolly setting such dance tunes I have been sad or furious. My dance settings are 

energetic rather than gay.' This perversely exaggerated state ment nevertheless defines 

their essential mood with great acuity."--Joseph Smith. 

Versions for band or orchestra 

"Shepherd's Hey is generally heard in either the full orchestra or military band 

version. Grainger said he 'dished it up' in many different ways. The version for a 

'room-music twelve'some' dates from 1908-1909 and is scored for flute, clarinet, horn 

(at will), baritone English (chromatic) concertina, 3 fiddles, 2 middle fiddles (viola), 2 

bass-fiddles ('celli) and 1 double-bass (contrabass)."--John Hopkins (Orchestral 2). 

"Shepherd's Hey in the military band setting is the direct result of the months he spent 

as an enlisted musician in the U.S. Army during WWI, where, like Vaughan Williams 

in England, he became aware of the need for a quality music for military band."--

Frederick Fennell (Cleveland). 

"Shepherd's Hey was scored for wind band in 1918 and has emerged as an exemplary 

model in the art of wind orchestration. This composition probably best represents the 

influence Karl Klimsch (the German composer) had on the Grainger st yle of writing. 



Grainger related Klimsch's theory of composition as follows: 'If you have no theme or 

melody in your head, don't compose at all. If you have a theme or melody, start off 

with it right away and the moment your melodic inspiration runs out s top your piece. 

No prelude, no interlude, no postlude; just the pith of the music all the time.'<|>"--

James Westbrook. 

"Difficulty: advanced (band version). 

"Another well-known little gem, requiring technical fluency and brilliance. The vivid 

and imaginative scoring and contrapuntal details of Grainger's treatment make this 

version the most interesting of all his settings of this tune."-- Joseph Kreines (GSJ 

IV/2). 

"Grainger's popularity as a composer has tended to revolve round a number of short 

extrovert scores, of which this is a typical example.... [Here] Grainger takes four 

variants of the tune that had been collected by Cecil Sharp [in 1906, from the playing 

of the fiddler of the Bidford Morris Dancers,] and sets them in his own inimitable 

style. 

"Although Grainger has marked the score 'This setting is not suitable to dance Morris 

dances to' the word 'Hey' in the title in fact denotes a particular movement in morris 

dancing."--Lewis Foreman. 

SIR EGLAMORE--chorus and orchestra 

[Vocal-piano score (rev. edition) for "biggish chorus" (2 women's, 3 men's 

voices), "smallish chorus" (1 women's, 2 men's voices) & piano publ. by Schott & 

Co., 1912. (Ed.)] 

British Folk-Music Settings No. 13 

Grainger: "Set 1904 (ended 27.7.'04), scoring revised, 1912-13. Tune and words from 

Stafford Smith's Musica Antiqua. Freely set for double mixed chorus and orchestra (2 

to 4 trumpets [2 clarinets may substitute for 3rd & 4th trumpets] , 4 horns, 3 to 5 

trombones [euphonium may substitute for 3rd trombone, 2 bassoons may substitute 

for 4th and 5th trombones], tuba, kettledrums, side-drum, cymbals, violins I, violins 

II, violas, 'cellos, double-basses [5th & 6th horns, triangle, bass dru m, harp ad lib.])." 

SIX DUKES WENT A-FISHIN' 

Version for soprano, alto, tenor and bass solos (or mixed chorus) 



On April 11th 1905 Grainger heard his first folksongs "in the field" in Lincolnshire 

and took down his first notations, including [one of] his best-known, Brigg 

Fair [above]. Within a year he returned with a collection of choral folk-settin gs for 

the next Lincolnshire Festival, including Brigg Fair and Six Dukes Went a-Fishin'. Six 

Dukes was to feature in three different arrangements, described below. The first of 

these was soon published and became the inspiration for Delius's English Rhapsody of 

that name for full orchestra. 

"Percy Grainger made (at least) three distinct settings of Six Dukes Went a-Fishin'. He 

noted five verses of the folksong by ear from George Gouldthorpe of Barrow on 

Humber, North Lincolnshire, on September 4th, 1905, before he first used the 

phonograph. He used this notation in a setting for voices, here published for the first 

time.[Edition by The Percy Grainger Society, David Tall, Chairman, 1980. 

Published in The Grainger [Society] Journal, February 1982, and reproduced 

below. (Ed.)] The harmonies of verses 1, 2, 5 are (very roughly speaking) an early 

version of those used in the same verses of the published song, verses 3 and 4 simply 

repeat the harmonies of verses 1 and 2. The setting was performed at the Brigg 

Festival on May 7th 1906. On the same day (possibly inspired by the performance) 

George Gouldthorpe remembered two more verses (which preceded the final verse of 

the given five) and these were noted by Lucy Broadwood. Later that year, Grainger 

returned to Brigg w ith a phonograph; on July 28th he obtained a complete recording 

from Mr. Gouldthorpe plus a partial performance and on August 4th he obtained a 

variant from Joseph Leaning. 

"On November 26th 1906, Gervase Elwes performed a setting for voice and piano 

with the composer at the keyboard. This may have been a transcription of the earlier 

quartet version or a new setting; the whereabouts of the manuscript is at present 

[1982] unknown. 

"In 1910 Grainger made a full setting of all seven verses for four voices (SATB) and 

flute. By this time the words are written entirely in Lincolnshire dialect (almost absent 

in the first version). It was performed at an All-Grainger concert at the Aeolian Hall 

on May 21st, 1912. 

"In 1912 Grainger completed the final details of the setting for voice and piano which 

he published in two versions, high voice (original key) and low voice. By now he had 

blended minor alternatives from Joseph Leaning's performance into the melody ta ken 

from George Gouldthorpe and the manuscript shows the evidence of careful listening 

to the phonograph recordings to delineate fine details in the tune. This final version of 

the setting omits the two extra verses set in 1910, though the piano accompani ment 

includes the flute counterpoint to be found in the remaining verses. 



"It is a matter of conjecture as to the precise timetable for the composition of the 

settings. The version for voice and piano is simply annotated 'begun 1905, ended 

1912'. The missing setting sung by Elwes in 1906 could shed great light on the proble 

m. Did it set all seven verses? Does the piano part include extra counterpoint that gave 

rise to the flute part of 1910, or is the 1910 version a completely new version that 

gave rise to the 1912 version for voice and piano? 

"What we have at present are three independent but interrelated settings, for SATB 

(ended 1906), for SATB and flute (ended 1910) and for voice and piano (ended 1912). 

Apart from the first version, published here, the second is available from the Grainger 

Society Archive [See Chapter 3, Locations of Scores, above. (Ed.)] and the third 

has been reprinted in the first Grainger Song Album published by Thames 

Publications [See also above. (Ed.)] 

"This edition of the first version has been prepared and edited from manuscript parts 

in the British Library by David Tall, with the assistance of Barry Ould. All dynamics 

and instructions are editorial, made in the light of Grainger's later versions. As in 

Grainger's manuscript, the repeat differs in certain places; the notes for the second 

time are indicated with tails down. 

"Grainger indicated only one word of dialect in this setting, giving an alternative 

spelling of 'body' as 'boe-dee' (which in the published version for voice and piano is to 

rhyme with 'gaudy'). In the original manuscript the words 'one said' are reversed in 

pencil to 'said one' in the lower three parts (but not in the soprano) and the word 

'towers' of the last page is given as 'towels'. Grainger later learned that a 'tower' was a 

man on the tow-path of a canal, not a building, indicating not only a completely 

different meaning, but also a different pronunciation. 

"The piano part (for rehearsal only) has been added by the editor."--David Tall (GSJ 

IV/2). 

Joseph Kreines transcription for band, 1981 

[Edition published by C. L. Barnhouse, 1988. (Ed.)] 

"The text relates the story of six dukes on a fishing party who found the body of 

another duke (who had disappeared) floating in the sea. They removed it to London 

and buried him where he had been born. This transcription follows the setting for 

voice and piano which Grainger completed in 1912. The [piece] is one of Grainger's 

most exquisitely beautiful creations, with rich-textured harmonies and simple yet 

effective contrapuntal details that enhance one of the most magnificent of all folk-

song melodies. The music is poignant, tender--yet full of pathos and deep feeling. It 



should be played in a simple, yet richly lyric manner."--Joseph Kreines (Two 

Grainger Melodies; Unknown). 

THE SKYE BOAT SONG--chorus & piano (see also SONGS OF THE NORTH, 

below) 

"Grainger's earliest 'folksong' arrangements were piano accompaniments for English 

Popular Songs in 1898, but his first mature works were from a book loaned by his 

friend Karl Klimsch, at the time of a walking holiday in Scotland. The Sk y Boat 

Song from this collection is equally at home sung as a solo or by unison choir. Its 

simple, spacious piano chords are the work of the true genius: the composer was 

eighteen years old. In the next five years he set several tunes from published so urces, 

including Irish Tune from County Derry [above], in its various guises for chorus, 

strings, or full orchestra, and There was a pig went out to dig for female voices."--

David Tall. 

THE SONG OF THE HIGH HILLS (Frederick Delius)--arr. for 2 pianos 

"Frederick Delius (1862-1932) and Percy Grainger met in London in 1907. The 

middle-aged Delius presented the young composer-virtuoso with a copy of the score 

of his Appalachia with the request that he show the piece to Grieg. Grainger was 

already well-known as the protegé of the great Norwegian, and Delius had formed a 

deep attachment for Norway and its high hills. Scandinavian music and landscape 

were only two of the enthusiasms which the two men shared, and their friendship 

would la st until the end of Delius's life. His younger colleague, who considered him 

one of the three greatest composers (the other two being Bach and Duke Ellington) 

would continue to support his music tirelessly for another thirty years. 

"Grainger's devotion to Delius and his music is epitomized in his championship 

of The Song of the High Hills. Delius's sketches for this work go back as far as 1887; 

he completed the work in 1911-12, but it was not performed until 1920. For the 1923 

performances in Frankfort, Grainger rehearsed the chorus. His two-piano version of 

this vast orchestral conception was evidently made earlier that year as an aid in 

rehearsal, although the level of pianistic imagination and Grainger's careful preser 

vation of the coloristic aspects of the score belie such a work-a-day purpose. In 1924 

Grainger introduced the work to American audiences. As a memorial to his mother, he 

conducted two performances for which he hired the orchestra himself; first in Bridge 

port, Connecticut on 28 April, and two days later in Carnegie Hall. In the same year 

he penned an open letter address 'To my fellow composers'; he urged more 

performances of the work which he called 'one of the few great works of all time.' Eric 

Fenby relates that he and Grainger played the two piano-version of The Song of the 

High Hills for Delius at Grez in June of 1929; Grainger's enthusiasm and support for 



this work were to continue long after the composer's death; in 1949 he referred to its 

'flawlessnes in con-ception'."--Neely Bruce. 

SONGS OF THE NORTH--piano solo 

1. Willie's Gane to Melville Castle 

2. Weaving Song 

3. Skye Boat Song [see footnote 144] 

4. This is no my Plaid 

5. Turn ye to me 

6. Drowned 

7. Fair Young Mary 

8. Leezie Lindsay 

9. The Women are a Gane Wud 

10. My Faithful Fond One 

11. Bonnie George Campbell 

12. O'er the Moor 

13. O gin I were where Gowrie rins 

14. Mo Nighean Dhu [See also separate entries as songs for mixed chorus, 

above. (Ed.)] 

"In June 1900 Percy Grainger and his mother took a holiday in Scotland: their first 

visit. In his Remarks about his Hill-Song No. 1, [Published in A Musical Genius 

from Australia: Selected writings by and about Percy Grainger, compiled and with 

commentary by Teresa Balough, Music Monograph 4, University of Western 

Australia, Department of Music, 1982. [Also excerpted above, pages 167-174. 

(Ed.)] Grainger records his impressions of the 'soul-shaking hillscapes of Western 

Argyllshire.' Grainger's later surgeon (and also sculptor) the Norwegian-American Dr. 

Kaare K. Nygaard avers that Grainger described Scotland as his 'liberation' as an 

artist; meaning his response to the country's scenery. The holiday of 1900 was 

financed by Karl Klimsch of Frankfurt, Germany, an art-dealer and amateur composer 

and friend of Grainger's student years and his acknowledged mentor in composition. 

Grainger took with him to Scotland (borrowed from Klimsch) the two volumes 

of Songs of the North ( gathered together from the Highlands and Lowlands of 

Scotland) edited by A.C. MacLeod and Harold Boulton/the music arranged by 

Malcolm Lawson/J.B. Cramer, London, n.d. but late 19th century. While in Scotland, 

under the impact of his first impressions of the country (and immediately afterward in 

London) he made 12 arrangementrs of Scottish folksongs for voice and piano and two 

for choir, using the melodies and texts from Songs of the North. His harmonization is 

both original and at one with the folk melodies, and makes the mediocrity of the 

Lawson arrangements fade in comparison. 



"Much later, in White Plains, N.Y., on October 21, 1954, he selected three of the 

Scottish folksongs, and set them for piano solo [see below]. As will become apparent 

to the listener, the original settings also succeed admirable as solo piano works. 

"These pieces span most of Grainger's life, from 18 to 72 years of age, and embody a 

54-year distillation of his thoughts on these folksongs (a venerable maturity indeed, 

for even the purest malt whisky!--and this is some of the finest grain in Gra inger's 

harvest of folk music)."--Ronald Stevenson [SS]. 

THREE SCOTCH FOLKSONGS--piano solo 

[Edited by Ronald Stevenson, published by Henmar Press Inc. / C. F. Peters 

Corp., 1983. (Ed.)] 

1. Will ye gang to the Hielands, Leezie Lindsay? 

2. Mo Nighean Dubh 

3. O gin I were where Gadie rins (concert version) 

O gin I were where Gadie rins (simple version by Ronald Stevenson) 

"Inspired by his first trip to Scotland, at 18 Grainger made vocal arrangements of 

some Scottish songs as a birthday present for his mother. As an old man he reset the 

present three for piano. He describes them on the manuscript as 'Remembe red (no 

doubt inaccurately) Oct. 21, 1954.' The extreme brevity and simplicity of the settings 

suggest that he made them more for his own satisfaction than for concert performance. 

The kinship with Grieg's Op. 66 is apparent in the textural purity of this group. There 

is no obvious 'pianism', only harmony and counterpoint selected with affectionate 

care."--Joseph Smith. 

"1. Robert Burns contributed the first quatrain of 'Leezie Lindsay' to James 

Johnson's The Scots Musical Museum (Edinburgh, 1787-1803). A longer version of 

the verse-text appears in Robert Jamieson's Popular Ballads and Songs from 

Tradition (Edinburgh, 1806). The air is a Lowland variant of a Gaelic type of melody. 

"2. The earliest printed source is Alexander Campbell's Albyn's Anthology, Vol. 2 

(Edinburgh, 1818), though the tune given by Campbell is different from that used by 

Grainger, which he took from Songs of the North. [See also Songs o f the North, 

below. (Ed.)] 

"3. Ezra Pound believed that all 'folk' ballads were the creation of individual poets. 

Certainly, 'O gin I were where Gadie rins' was written by a traceable individual: John 

Imlah, an Aberdonian poet and one of the principal piano tuners to the London piano 



manufacturing firm of the Scottish-born John Broadwood (whose factory supplied 

Beethoven with a grand piano). Imlah's song was published in his Poems and 

Songs (London, 1841). 

"The air is known as 'The Hessians' March'. 

"Grainger's setting evokes a fife and drum band."--Ronald Stevenson [SS]. 

SPOON RIVER 

American Folk-Music Settings No. 1 

Version for piano solo 

Grainger : "American folk-dance, heard played by a fiddler at a country dance at 

Bradford, Illinois, in 1857, by Capt. Charles H. Robinson. Set for piano March 10, 

1919, New York City, and Jan. 29-30, 1922, White Plain, N.Y. For Edgar Lee 

Masters, poet of pioneers. 

"`The fiddle tune below [Mus. Exam. 21] was sent me by Capt. Charles H. Robinson 

in the summer of 1915, at my request, after he had written me in regard to Spoon 

River Anthology that he had heard the old fiddlers play this tune when he lived in 

Stark County, Illinois, in 1857.'--Edgar Lee Masters (February 11, 1922). 

"[Around 1915, Captain Robinson sent his folk-tune] to Masters, who passed it on to 

Grainger, a personal friend. Percy dedicated his setting of this forceful, determined 

theme to Masters. Two years later still, in the opening poem of his seq uel, The New 

Spoon River, Masters imagines Robinson speaking from the grave, describing 'the 

tune "Spoon River", played by the nameless fiddler, heard by me as a youth in the 

evenings of fifty-seven' being transformed 'under the genius hand s of Percy 

Grainger'. Rather than adding original melodic material to the theme's mere sixteen 

bars, Percy's setting explores the many ways these bars can be harmonized. Percy asks 

that the percussive climaxes be played with 'fingers, wrist, and arm as st iff as 

possible'--no proponent of the 'relaxation method' he!"--Joseph Smith. 

"This vigorous setting is marked to be played 'sturdily, not too fast, with "pioneer" 

persistency'."--John Pickard (Piano 3). 

Version for orchestra 

"'Spoon River' is 'elastically scored' and in his own programme note Grainger wrote: 

'A Captain Charles H. Robinson heard a tune called 'Spoon River' played by a rustic 



fiddler at a country dance at Bradford Illinois (U.S.A.), in 1857. When Edgar L ee 

Masters' Spoon River Anthology appeared in 1914, Captain Robinson (then nearly 90 

years old) was struck by the likeness of the two titles--that of the old tune and that of 

the poem-book--and he sent the 'Spoon River' tune to Masters, who p assed it on to 

me. The tune is very archaic in character; typically American, yet akin to certain 

Scottish and English dance-tune types. My setting (begun March 10, 1919; ended 

February 1, 1929), aims at preserving a pioneer blend of lonesome wistfulness and 

sturdy persistence. It bears the following dedication: 'For Edgar Lee Masters, poet of 

pioneers'."--John Bird (Rambles). 

"For the scoring [of Spoon River] Grainger employ-ed the liberal use of what he 

colorfully describes as 'Tuneful Percussion' (bells, chimes, xylophone, marimba, 

vibraphone, etc.) 

"'I first came upon these fascinating instruments in profusion while on a concert tour 

in Holland in 1913 where I visited the Ethnomusicological Museum in Leyden. I was 

entranced by the percussion instruments of Indonesia, especially those that us ed the 

lower octaves. Hence my lavish use of these warm and mellow instruments in an 

endeavor to offset the harsher tones of those long-established citizens of the orchestra, 

the xylophone and glockenspiel.' Grainger pioneered their use, these 'tuneful 

percussions', not always receiving the credit that is his due."--Frederick Fennell 

(Country Gardens). 

Glenn Cliffe Bainum arr. for wind band (1967) 

"Difficulty: medium. 

"An effective and delightful setting of an old American fiddle tune which has been 

idiomatically scored by Bainum. Technically not difficult, though it does require good 

articulation and rhythmic energy. A piano and several mallet instruments are 

needed."--Joseph Kreines (GSJ IV/2). 

NOTE: THIS ONLINE VERSION IS CURRENTLY "TEXT ONLY." MUSICAL 

EXAMPLES REFERRED TO IN THE TEXT HAVE TO BE SCANNED 

SEPARATELY AND WILL BE ADDED AT A FUTURE DATE. 

 

THE SPRIG OF THYME--voice & piano 

[Edition for voice and piano published by G. Schirmer, 1921. (Ed.)] 



British Folk-Music Settings No. 24 

Grainger: "English Folk-song collected at Brigg, Lincolnshire, England, in 1906, from 

the singing of Joseph Taylor (of Saxby-All-Saints, Lincs.) Setting [for voice and 

piano] sketched, about 1907, in England. Written down, May 13, 1920, Youn gstown, 

Ohio, U.S.A. Loving birthday gift to mother for July 3rd, 1920. "[Headnote:] 

Lingeringly, but with a lilt. 

"Mr. Joseph Taylor was a perfect artist in the very purest style of English folk-song 

singing, having, in addition to fine natural musical gifts, a resonant ringing lilting 

tenor voice, which, in 1908, at the age of 75, was well-nigh as fresh as that of his son, 

who had repeatedly won the first prize for tenor solo singing at the North Lincolnshire 

Musical Competitions. Mr. Taylor had sung in the choir of Saxby-All-Saints church 

for 45 years, thus combining the singing of folk-songs and art-music, a dual activity 

very rarely met with amongst English folk-singers in my experience. Though his 

memory for the texts of songs was not uncommonly good, his mind was a seemingly 

unlimited store-house of melodies, which he swiftly recalled at the merest mention of 

their titles. His versions were generally distinguished by the beauty of their melodic 

curves and by the symmetry of their construction. He relied more upon purely vocal 

effects than almost any folk-singer I ever heard. His dialect and his treatment of 

narrative points were no t so exceptional, but his effortless high notes, sturdy rhythms, 

clean unmistakable intervals and his twiddles and 'bleating' ornaments (invariably 

executed with unfailing grace and neatness) were irresistible. He most intelligently 

realized just what sor t of songs folk-song collectors were after, distinguishing 

surprisingly between genuine traditional tunes and other ditties, and was in all ways a 

marvel of helpfulness and kindliness. Nothing could be more refreshing than his hale 

countrified looks, the childlike innocence of his light blue eyes, his round merry 

wrinkled face, all smiles and dimples, set above his short stocky sturdy frame. At the 

age of 75 the impression he made was that of robust middle age and his entire 

personality and art breathed a n atmosphere of health, happiness, prosperity, 

friendliness and sweetness. An English rustic of the most courteous and genial type, 

his calling was that of a bailiff on a big estate, having, before that, been estate 

woodman and carpenter. Most unfortunate ly he lost his life, about the year 1910, in a 

driving accident.[Notes on Joseph Taylor and other singers are also given in 

Grainger's program notes for Lincolnshire Posy, above. (Ed.)] 

"For other versions, variants and arrangements of The sprig of thyme, see Journal of 

the Folk-Song Society No. 4, page 210, Kidson's Traditional Tunes, page 69, and Nos. 

33 and 34 of Cecil J. Sharp's One Hundred English Folk-s ongs (Oliver Ditson Co., 

Boston). 



Wunst (once) I had a sprig of thyme, 

it prospered by night and by day 

till a false young man came acourtin' te (to) me, 

and he stole all this thyme away. 

 

The gardiner was standiddn (standing) by; 

I bade him che-oose (choose) for me: 

He chose me the lily and the violet and the pink, 

but I really did refuse them all three. 

 

Thyme it is the prettiest thing, 

and time it e will grow on, 

and time it'll bring all things to an end 

addend (and) so doz (does) my time grow on. 

 

It's very well drinkin' ale 

and it's very well drinkin' wine; 

but it's far better sittin' by a young man's side 

that has won this heart of mine. 

 

DIALECT PRONUNCIATION 

Wunst should rhyme with German Kunst. 

False should sound like German falsch (except for the final consonant, s instead 

of sh). 

Young should sound like German jung. 

Man should sound like German Mann. 

Court (in accourtin') should sound like German Kurt. 

Te should rhyme with her, but without the r being sounded. 

Stan (in standiddn) should rhyme with German Mann. 

Che-oose should rhyme with sea oose. 

But should sound like but in butcher. 

E is a 'nonsense syllable', having no meaning, and should sound like err, but without 

the err being sounded. 

Addend should rhyme with hardened, with the r not sounded. 

Doz should almost rhyme with lose, only that the o in doz should be shorter (and more 

'lax') than the o in lose. 

That should rhyme with German hat. 

Has should rhyme with Mars, only the vowel shorter. 

Won should rhyme with Wun in German Wunder." 



"Ella Grainger loved her husband's musical realization of this song and was fascinated 

that a folk-song text should contain such a delightful play on words: 

namely, time and thyme."--Rolf Stang. 

"Sprig of Thyme had been phonographed from Joseph Taylor at Brigg on the 4th of 

August, 1906. Apparently Grainger sketched a setting in about 1907 and in February 

1918 he recorded it on a Duo-Art roll before he had written it down. In the Grainger 

Museum is a 'rough indication of the tune (as sung by Mr Taylor) to be sung to my 

setting of the same. The accompaniment is not yet written down, but it is recorded on 

Duo-Art-Roll (February 1918)'. (MG15/4-13)."--David Tall (Songs). 

STORMY (Two versions of a Pumping Chanty)--arr. for chorus 

Grainger: "[Version 1--Mus. Exam. 22A, this page:] Sung by Mr. John Perring of 

Dartmouth, at Dartmouth, England, January 18th and 25th, 1908. Collected and noted 

by H. E. Piggott and Percy Grainger. "[Version 2--Mus. Exam. 22B, next page:] 

Collected and sung by Mr. Charles Rosher, July 24th, 1906, London. Noted by Percy 

Grainger July 24th, 1906. 

"'Old Stormy' seems to be a purely mythical character, and this chanty has apparently 

originated during work at the pumps in heavy weather, in a desire to placate and lay 

the spirit of the storm by a mournful eulogy of his virtues and a description of his 

American honored burial (on the folk-charm principle of suggesting or imitating the 

thing which one wishes to happen). 

"This chanty may, as has been suggested, be of Negro birth, and have been originally 

an African rather than a nautical myth, though quite in keeping with sailor 

superstitions. 

"For other variants of these chanties, for notes upon them and for a description of Mr. 

Perring's singing see Journal of the Folk-Song Society, No. 12." 

SUITE ON DANISH FOLKSONGS 

[Aka Danish Folk-Music Suite. All numbers may also be played separately. See 

also separate entries for "The Nightingale" and "The Two Sisters" and Jutish 

Medley, above.(Ed.)] 

1. The Power of Love 

2. Lord Peter's Stable-Boy 



3. "The Nightingale" and "The Two Sisters" 

4. Jutish Medley 

Grainger: "My Danish Folk-Music Suite [for orchestra, piano & organ] is based on 

Danish Folksongs collected with the phonograph in Jutland by Evald Tang Kristensen 

and myself during the years 1922-1927. Evald Tang Kristensen (who was 84 years of 

age at the time of our final collecting) was the greatest folk-music collector I have 

ever met--a genius through and through. My part of the collecting was undertaken 

partly in order to compare the singing habits of Danish country-side singers (as 

preserved in minute detail in the phonograph records) with those of English folk-

singers similarly recorded with the phonograph by me in the period 1906-1909. This 

investigation revealed striking similarities in Danish and English folk-singing hab its--

similarities that might be compared to those existing between Danish and English 

speech-dialects. 

"The first movement of my Suite is a setting of a folksong, 'The Power of Love', 

which tells the story of a girl whose clandestine lover is set upon by her seven 

brothers [because he has made love to their sister without 'asking their rede'], all of w 

hom he kills. Returning from this encounter, he asks the girl if she still loves him, to 

which she answers: 'Even had you killed my old father as well, I still would follow 

you.' The last verse of the ballad comments on love's ruthless sway as follows: 

A green-growing tree in my father's orchard stands. 

I really do believe it is a willow tree; 

Its branches twine together, so close from root to crown. 

And likewise so do true love and fond heart's desire. 

"After an introduction of rolling piano arpeggios the melody is gently played by 

soprano saxophone until it rises to a great climax with the full orchestra. 

"The second movement is a sturdy dance song, 'Lord Peter's Stable-boy', cast 

exclusively in seven-bar phrases. The build of tune is a rare survival from the middle 

ages. 

"It was no mere chance that the first tone-works I wrote after my beloved mother's 

tragic death in April, 1922, were my settings of 'Lord Peter's Stable-Boy' and 'The 

Power of Love'. The tune and words of the latter (the more so as grippingly, piercin 

gly, heart-searchingly sung by sixty-year-old Mrs. Ane Nielsen Post--a wondrously 

gifted folk-singer of the very finest type, whose Nordic comeliness, knee-slapping 

mirth and warm-heartedness, paired with a certain inborn aristocratic holding-back of 

herself, reminded me of my mother) seemed to me to match my own soul-seared 



mood of that time--my new-born awareness of the doom-fraught undertow that lurks 

in all deep love. 

"I was drawn no less strongly to `Lord Peter's Stable-Boy' on other grounds: For many 

years my mother and I had read aloud to each other, and doted on, sundry of the rimes 

in Evald Tang Kristensen's Danish folk-song books. Some of these my mother knew 

by heart (in Danish). The rimed tale of 'Lord Peter's Stable-Boy' had long been one 

well-liked by both of us. Guess, then, my joy on hearing from Coppersmith Michael 

Poulsen of Vejle (on August 17, 1922) the manly, ringing melody (with its 7-bar 

phrases so typical of the middle ages) he sang so well to that ballad. His tune seemed 

to me to give me a chance to paint a tone-likeness of one side of my mother's nature--

sturdy, free, merry, peg-away, farmer-like. 

"Both these settings are lovingly honor-toked to my mother's memory. 

* * * 

"The ballad of 'Lord Peter's Stable-boy' tells of 'Little Kirsten', who dons male attire 

because she wants to be a courtier at the Dane-King's castle. On her way thither she 

meets the Dane-King and Lord Peter as they are riding in the green-wood and s he 

asks the Dane-King for employment as a stable-boy. 

Lord Peter, Lord Peter all to himself he said: 

'Just by looking at your eyes I can tell you're a maid.' 

 

"She becomes Lord Peter's stable-boy and-- 

 

Eight years she rode his young foals out on the lea: 

A stable-boy everyone did deem her to be. 

 

"The royal court is much taken aback when, nine years later, this stable-boy gives 

birth to twins: 

The Dane-King he laughed and he smacked loud his knees: 

'Now which of my fine stable-boys has given birth to these? 

'This morning I had but a stable-boy so bright: 

'A groom and a coachman as well as mine to-night!'.' 

"The whole folk-rime may be consulted on page 107 of Evald Tang 

Kristensen's Jydske Folkeviser og Toner (Copenhagen, 1871). 

* * * 



"'The Nightingale and the Two Sisters' (tone-wrought 1923-1930) is based on two 

Danish folk-songs, 'The Nightingale' and 'The Two Sisters', both sung with winsome 

singing-grace and heart-searching warmth and keen-ness by that deeply gifted folk-

son gstress Mrs. Ane Nielsen Post (of Gjeds<179>, Tem Sogn, Jutland, Denmark) and 

noted down from her singing (and phonograms of the same) by Evald Tang 

Kirstensen and Percy Aldridge Grainger in 1922 and 1923. 

"The song-words of 'The Nightingale' (freely Englished) begin as follows: 

I know a castle, builded of stone, 

Appearing so grand and so stately; 

With silver and the red, red gold 

Bedecked and ornamented ornately. 

 

And near that castle stands a green tree-- 

Its lovely leaves glisten so brightly: 

And in it there dwells a sweet nightingale 

That knows how to carol so lightly. 

 

A knight rode by and heard the sweet song, 

And greatly it was to his liking: 

But he was astonished to hear it just then, 

For the hour of midnight was striking. 

[Another singer here sang: 'For it was in winter-time', and this Evald Tang 

Kristensen held to be the first-hand form.] 

"Further verses lay bare the fact that the nightingale is, in reality, a maiden who has 

been turned into a nightingale by the spells of a wicked stepmother. When the knight, 

wanting to break these evil spells, suddenly seizes hold of the nightingale, she is 

shape-changed into a lion, a bear, 'small snakes' and a 'loathsome dragon'. But the 

knight does not loosen his grip on her during these shape-changings, and while she is 

in the dragon shape he cuts her with his penknife so that she bleeds. Hereby the evil 

spell is broken and she stands before him 'a maiden as fair as a flower'. 

"This folk story is widespread in many lands and tongues. Under the title 'Kempion' or 

'Kemp Owyne' it is found in gatherings of Scottish and English ballads such as 

Buchan's and Moderwell's, and there is a glorious summing-up of sundry forms of the 

ballad, titled 'The Worm of Spindlestonheugh', in Algernon Charles Swinburne's read-

worthy Ballads of the English Border (London, Wm. Heinemann, Ltd., 1925). 

"The first verse of 'The Two Sisters' (Englished) runs: 



Two sisters dwelt within our garth, 

Two sisters dwelt within our garth: 

The one like sun, the other like earth. 

(Refrain) The summer is a most pleasant time. 

"The verses that follow unfold the story of the elder sister (dark as earth) who pushes 

her younger sister (fair as sun) into the water and lets her drown, because she wants 

for herself the young man to whom the younger sister is betrothed. Two fiddlers find 

the younger sister's corpse and make fiddle strings of her hair, fiddle pegs (screws) of 

her fingers.[It is light-shedding to match side by side with this two verses from 

'The Two Sisters' as noted in North Carolina (U.S.A.) and forth-printed in Olive 

Dame Campbell and Cecil J. Sharp's English Folk-Songs from the Southern 

Appalachians (New York, 1917): 'O what will we do with her fingers so small? / 

We'll take them and we'll make harp screws. / O what will we do with her hair so 

long? / We'll take it and we'll make harp strings.] While the fiddlers are fiddling at 

the elder sister's wedding the fiddle strings tell of the murder, and the murderess is 

burnt alive. 

"This folk-poem, also, is widespread in many lands, being well known in Scots and 

English as 'The Two Sisters', 'Binnorie', etc. 

"The 'Jutish Medley', as its name implies, is a succession of tunes hailing from 

Jutland. The first (most spiritedly sung by Mrs. Anna Munch, of Fræer Mark, 

Skjørping, Jutland), 'Choosing the Bride', voices a lover's dilemma in choosing 

between tw o sweethearts, one rich, one poor. The second melody (also sung by Mrs. 

Anna Munch) employed is a 'Dragoon's Farewell' before setting out for the wars. The 

third is a very archaic religious song entitled 'The Shoemaker from Jerusalem' 

(magnificently sung by Mrs. Evald Tang Kristensen, the wife of the collector). The 

final ditty, 'Hubby and Wifey' (tellingly and wittily sung by Jens Christian Jensen, of 

Albæk, Herning, Jutland) is a quarrelling duet in which the wife finally brings her 

obstreperous husband to his senses by means of a spinning spindle skilfully applied to 

his head.[Grainger here reproduces the substance of his 1928 program notes 

for Jutish Medley indicated above, under our separate listing for this number. 

The text runs "In 1905 I met Hjalmar Thuren (whose masterly 

work Folkesangen paa Færørne, Copenhagen, 1908...).... should be put within 

reach of music-lovers in forms fitted for home-music and the concert-hall." 

(Ed.)] 

* * * 

"[1] THE POWER OF LOVE Kjaerligheds Styrke). Danish Folk-Music Settings No. 

2.[Versions for voice and piano, and for voice, cello and piano, also given as 



Danish Folk-Music Settings No. 4; see below. (Ed.)] Set for Elastic Scoring (fro m 4 

single instruments up to Full Orchestra). Set Sept. 3-6, 1922. Scoring slightly revised, 

August, 1941. Yule-gift to the memory of my beloved mother, Dec. 1922. 

"Possible Combinations: 

4 or more single instruments: Violin I, Cello, Piano, Harmonium (Wooden Marimba, 

Pipe or Electric Organ at will); 

12 or more single instruments: Clarinet, Bass-clarinet, Bassoon I, Trumpet (or 

Soprano Saxophone) I, Horn I, Piano, Harmonium, 5 or more Strings (Wooden 

Marimba, Pipe or Electric Organ at will); 

String Orchestra, Piano and Pipe (or Electric) Organ (Wooden Marimba, Harmonium 

at will); 

Full Orchestra, Piano and Pipe (or Electric) Organ (Wooden Marimba, Harmonium at 

will). 

"N.B. In orchestral performances the full effect of this movement can be realised only 

when a harmonium (or reed organ) is used to accompany the passages for single 

instruments (bars 1-30, 42-51) and an organ (pipe or electric) is used to accom pany 

the passage for massed instruments (bars 31-51). But if (in orchestral performances) a 

harmonium (or reed organ) is unobtainable the organ may be used throughout, playing 

not only all passages in large notes marked 'Organ', but also all passages in s mall 

notes marked 'Harmonium' (in the case of the latter using only nasal, small-toned, 

harmonium-like stops). In room-music combinations harmonium (reed organ) may be 

used with, or without, organ. 

"N.B. All the instruments in this score may be played singly (one instrument to a part) 

or massed (except where marked 'singly'). In massed performances substitute 

instruments may be played together with the original ones (Baritone Saxophones a s 

well as Bassoons; Alto Saxophones as well as Horns; Soprano Saxophones as well as 

Trumpets; Tenor Saxophones as well as Trombones.) 

"[Headnote:] Slowly flowing, intensely. 

"[2] LORD PETER'S STABLE-BOY (Hr. Peders Stalddreng). Danish Folk-Music 

Settings No. 1. Set for Elastic Scoring (from 4 single insruments up to massed 

orchestra). Set and reworked, Sept., 1922, July 1923, Sept.-Oct. 1925, Spring 1927. 



For single instruments: Violin, 'Cello, Piano (2-hand or 4-hand) and Harmonium (to 

which may be added any or all of the following; Violin II, Viola, Basss, Bb Clarinet, 

Bb Trumpet or Bb Soprano Saxophone, F or Eb Horn or Eb Alto Saxophone, Trombone 

or Euphonium or Bb Tenor Saxophone, Kettle-drums). 

For massed instruments: String Orchestra, massed Pianos (2- or 4-hand) and Pipe-

Organ or massed Harmoniums (to which may be added any or all of the following, 

singly or massed; Bb Clarinet, Bb Soprano Saxophone, Eb Alto Saxophone, Bb Tenor 

Saxophone, Bb Trumpet, F or Eb Horn, Trombone, Euphonium, Kettle-drums, 

Cymbal, Bells). 

"[Headnote:] Trudgingly, not too fast. 

"[3] THE NIGHTINGALE AND THE TWO SISTERS (Nattergalen og de to 

Søstre) [See Mus. Exam. 23]. Danish Folk-Music Settings No. 10. Set for Elastic 

Scoring (from 3 single instruments up to full orchestra or military band). Set: 

Summer, 1923-April, 1930. 

3 or more instuments: Violin, Cello, Piano (Pipe-Organ or Harmonium, Violin II, 

Viola, Cello, Double-bass ad lib.). 

4 or more instruments: Clarinet, Horn or Alto Saxophone, Bassoon or Baritone 

Saxophone, Pipe-Organ or Harmonium (Flute, Oboe, Trumpet or Soprano Saxohone, 

Piano, Violin I, Violin II, Viola, Cello, Double-bass ad lib.). 

String orchestra & pipe-organ (or massed harmoniums, or piano): Use Complete Set 

of String Parts, Pipe-Organ or Harmonium, Piano. 

Symphony orchestra & pipe-organ (or massed harmoniums, or piano): Use Complete 

Set of Orchestral Parts. 

Military band & pipe-organ (or massed harmoniums, or piano): Use Complete Set of 

Military Band Parts. 

"[Headnote:] Slow & Wayward. 

"[4] JUTISH MEDLEY (Jysk Sammenpluk) on Danish Folk-songs gathered in 

Jutland. Danish Folk-Music Settings No. 9.[Version for piano solo also given as 

Danish Folk-Music Settings No. 3; for 2 pianos/6 hands as Danish Folk-Music 

Settings No. 8. (Ed.)] 

"Choice of combinations for Jutish Medley Elastic Scoring: 



A. Two pianos. 6 hands: Piano I for 4 hands (1st and 2nd pianists). Piano II for 2 

hands (3rd pianist); to which may be added Harmonium or Pipe Organ and any other 

instruments from the Complete Set. 

B. Room music (single instruments): As Piano I (4 hands) and Piano II (1 hands) are 

complete together almost any room-music blend is possible by adding any few 

instruments of the Complete Set (if possible including Harmonium) to the 2 pianos. T 

he following blend, without Piano II, is recommended: Piano I (4 hands), Harmonium 

or Pipe Organ, Flute I, Clarinet I, Trumpet I or Soprano Saxophone I, Horn I or Alto 

Saxophone I, Violin I, Cello, (Oboe I, Bass-clarinet, Bassoon II, Harp, Celesta or Dulc 

itone, Xylophone, Violin II, Viola, Double-bass ad lib.). 

C. Massed pianos (pipe organ or massed harmoniums ad lib.): Pianos (playing Piano I 

and Piano II parts in equal proportions) may be massed to any extent--the more the 

mellower. If massed Harmoniums are used they should be massed to th e same extent 

as either of the piano parts. Any of the other orchestral instruments may be added, 

singly or massed. 

D. Small orchestra, or symphony orchestra, or massed orchestra: Use any or all of the 

parts of the Complete Set in any proportions, as long as a good balance of tone is 

preserved. Wind parts may be played singly, or doubled or trebled. The Harm onium 

part may be played on a single harmonium, or on massed harmoniums, or on Pipe 

Organ. With a large orchestra 3 or more pianos should play Piano I part. If the 

orchestra is complete, or nearly so, Piano II should not be used; but if any of the most 

im portant wind, percussion or string parts are weak or missing Piano II may be used 

to support or replace them. The string parts may be massed to any extent. 

N.B. The same orchestral parts (those of the Complete Set) are available for all of the 

above combinations. In all combinations the cues (small notes) of all missing 

instruments should be played. 

"[Headnote:] Allegro moderato (come marcia commodo)." 

Additional notes on version for orchestra 

"The musical experiences of a composer's childhood are often worthy of consideration 

when assessing his adult creative output--and it is no exception in the case of Percy 

Grainger. His mother would often sing her infant son to sleep to the songs of Stephen 

Foster[See Tribute to Foster, below. (Ed.)] and this induced in him a life-long love of 

this irrepressible American tunesmith whose melodic directness and warmth Grainger 

successfully emulated. Although Grainger's Melbourne upbringing wa s almost 

severely godless ('My grandmother was an atheist and I was never taught enough 



religion to harm a cat'), his perambulations often took him past local churches from 

which would boom the throbbing sounds of harmonium, choir and four-square 

Victoria n hymns. Grainger therefore never associated church music with being bored 

as many children do, on the contrary, he found it 'bright and glorious'. The fusing of 

these early experiences and the later folk-song influences (imbibed many 

years before he met Grieg) helped to form Grainger's special feeling for melody. 

Grainger embraced Danish folk-music in 1905 when he was introduced to the works 

of Evald Tang Kristensen, a pioneer collector working in Jutland. Tang Kristensen 

began collecting in the 1 860s and was always uncompromising in his attention to the 

minutiae of the folk-singer's art, noting the personal idiosyncrasies in rhythmic 

irregularity, ornament and modal scales which had their roots in the Middle Ages. 

Danish academics simply rejected his findings as 'wrongly noted' and subjected it to a 

campaign of relentless scorn and vilification. It was only the stubborn advocacy of 

Hjalmar Turen (the Faeroe Island folk-lorist) and later of Percy Grainger that restored 

Tang Kristensen to his right ful place in Denmark's musical history. When Grainger 

and Tang Kristensen collected Jutish folk-songs in the 1920s with a phonograph, the 

former was astonished to find his material almost note-for-note identical to that 

collected by Tang Kristensen more t han fifty years before. The Danish Folk-Music 

Suite [aka Suite on Danish Folksongs] gives us orchestral arrangements of some of the 

best songs collected in these fruitful expeditions. It is also a striking example of 

Grainger's 'Elastic Scor ing', an innovation of his whereby the conductor is offered a 

choice from an almost endless variety of instrumental combinations. The augmented 

full symphony orchestra version offers the following optional extras: bass clarinet, 

double bassoon, members of the saxophone family, tuba, pipe organ, piano, 

harmonium, two harps, several sorts of bells, wooden marimba, vibraharp and so on. 

The score is set out with Grainger's unique form of condensed notation with all the 

transposing instruments at actual pitch and the staves bristling with the most 

meticulous graphic directions in English, such as 'Leisurely trudging', 'Rollickingly' 

and 'Slightly slower, more waywardly'. One is tempted to ask why Grainger's habit of 

using his native tongue in this fashion and thus challenging the hegemony of the 

Italian language often causes us to smile whereas Mahler's, Schumann's and even 

Beethoven's attempts to do exactly the same do not?"--John Bird (Shore). 

"The Danish Folk Music Suite was completed in 1928 and is based on Danish 

Folksongs collected by Grainger during the previous five years. It is scored for 

orchestra with extensive parts for piano and organ.... "Grainger's method o f 

combining the two songs ['The Nightingale' and 'The Two Sisters', in movement 3,] to 

make one piece shows his amazing skill in working with folk material. [In this 

number], after a gentle start with solo instruments in 'Room Music' style, the full 

orche stra provides a rich conclusion. The movement is dedicated to Herman Sandby, 

a Danish cellist and a close friend of Grainger."--John Hopkins (Orchestral 4). 



Version for band (transcr.by Joseph Kreines, 1980-81) 

"[The composer's Suite on Danish Folksongs,], along with the collection of numerous 

folk-tunes, was the major result of Grainger's trip to Denmark in 1922 and 1927. It 

reveals yet another aspect of Grainger's great talent for folk-music setting . 

[Number] 1. A poignant, bittersweet melody set with great rhapsodic intensity. 

Requires a solo pianist, soprano saxophone (cued into trumpet) and sensitive and 

delicate woodwinds. 

[Number] 2. An energetic dance-song cast in 7-bar phrases, which Grainger has set 

with his customary harmonic and contrapuntal ingenuity, and which builds to an 

exciting and vigorous climax. Technically not difficult, except for the very importa nt 

piano 4-hands part. 

[Number] 3. An especially lovely setting of two different songs which Grainger has 

put together to form a work that is gentle and passionate by turns. 

[Number] 4. This is one of Grainger's most elaborate and ambitious settings, using 

four contrasting songs from Jutland as its basis. The first ('Choosing the Bride') is in 

moderate march-tempo; the second ('The Dragoon's Farewell') a lush, flowi ng 

melody; the third ('The Shoemaker from Jerusalem') slow and rhapsodic; the fourth 

('Husband and Wife') lively and brilliant. The transcription requires full-band 

instrumentation, including an important part for piano 4-hands."--Joseph Kreines (G 

SJ IV/2; Unknown). 

THE POW'R OF LOVE (KJAERLIGHEDENS STYRKE)--versions for voice, cello 

& piano; for voice and piano 

Danish Folk-Music Settings No. 4 

"It is doubtful that there is any tree that has been mentioned in more songs or inspired 

more lyrics than the willow. The 'weeping willow' with its flowing branches is the 

subject of countless folk-song laments and appears in the works of many of the 

greatest writers and composers. 

"Shakespeare incorporated an extant Willow Song into his Othello (Percy Grainger 

has made a setting of it), and one of the most beautiful of all is Verdi's own 'Salce, 

salce (Willow, willow)', in his opera Otello. 

"The first verses of the Danish folk-song Kjaerlighedens Styrke relate the story--

somewhat reminiscent of 'Romeo and Juliet'--of two young lovers whose families fall 



to feuding with each other. After much open strife and, final ly, several deaths, peace 

and quiet return to the pastoral scene. In the most subtle way, the poem shifts from the 

narrative to imagery which suggests that man comes, man goes. Nature goes on and, 

in healing the scars that man makes upon the earth, inspires man to heal his own 

wounds. 

"Grainger is not concerned with the narrative of the two lovers, and sets only the last 

verse (which he repeats). It is the grandeur of the gently-rolling, green and wind-

swept Danish countryside that he seeks to evoke. In his treatment, ru ral Denmark on 

the one hand, and the irresistible tide of love, on the other, are conveyed 

majestically.... 

"Grainger writes: 'Love's sway is firm and ruthless. The tune and words of 

'Kjaerlighedens Styrke' seemed to me to match my soul-seared mood of that time--my 

new born awareness of the doom-fraught undertow that lurks in all deep love.'"--Rolf 

Stang. 

"1921 was to be Rose Grainger's last birthday; she committed suicide on April 10, 

1922. In her memory Grainger composed The Power of Love.... 

"Grainger changed his mind several times over the numbering of his Danish Folk-

Music Settings. The Power of Love was initially numbered DFMS 1, then changed to 

DFMS 2. This latter number was assigned to the published el astic version and, 

according to Teresa Balough's Complete Catalogue, the original version was 

renumbered DFMS 4. The vioce and piano manuscript is unnumbered. [In the 

edition Percy Grainger: Thirteen Folksongs] it is denoted as DF MS 4, to underline 

its concordance with the original and its difference from the elastic setting."--David 

Tall (Songs). 

"THE NIGHTINGALE" AND "THE TWO SISTERS" 

"In 1922, the veteran Danish folksong collector Evald Tang Kristensen and Percy 

himself took down 'The Nightingale' and 'The Two Sisters' in Jutland. The next year 

Percy combined them as the third movement of his Suite on Danish Folksong s for 

'elastic scoring' (Percy's invention to allow a work to be adapted to available 

instrumental resources). Percy then 'dished-up' this movement for piano in 1949. It 

was always his practice to render a composition in a variety of instrumental arran 

gements. He marks the piece 'slow and wayward' but cannot resist his compulsion to 

dictate each rhythmic nuance, and sprinkles the page with fermatas."--Joseph Smith. 

THE SUSSEX MUMMERS' CHRISTMAS CAROL 



Version for solo piano 

[Edition published by Schott & Co., 1911. (Ed.)] 

British Folk-Music Settings Nr. 2 

Grainger: "By kind permission of Miss Lucy E. Broadwood. Begun 1905, ended 

1911. The tune was noted by Miss Lucy E. Broadwood at Lyne, near Horsham 

(Sussex), in 1880 and 1881 from the singing of Christmas Mummers called 'Tipteers' 

or 'Tipteerers' duri ng their play of 'St. George, the Turk, and the seven champions of 

Christendom'. See English Traditional Songs and Carols (Boosey & Co.) by Lucy E. 

Broadwood, pp. 80 and 122, and Journal of the Folk-Song Society, vol. ii, No. 7, p. 

128. 

"The Tune, printed in big notes, should throughout be brought out with a rich piercing 

tone and heard well above the accompanying parts. 

"[Headnote:] Slowish, but flowing. 

"The words sung to the Carol contain, among others, the following verses (which may 

be used in programs, at will): 

O mortal man, remember well 

When Christ our Lord was born; 

He was crucified betwixt two thieves, 

And crownèd with the thorn. 

 

O mortal man, remember well 

When Christ died on the rood; 

It was for we and our wickedness 

Christ shed His precious blood. 

 

God bless the mistress of this house 

With a gold chain round her breast; 

It's whether she sleeps, or whether she wakes, 

Lord send her soul to rest. 

 

God bless the master of this house 

With happiness beside; 

It's whether he walks, or whether he rides, 

Lord Jesus be his guide. 

 



God bless your house, your children too, 

Your cattle and your store; 

The Lord increase you day by day, 

And send you more and more. 

"For the full words, and charming variants of them, their sources, and other notes see 

the two books named [above]." 

"Like the Irish Tune from County Derry, The Sussex Mummers' Christmas Carol takes 

the main tune and places it in the middle of the texture. The composer, pianist and 

Grainger expert Ronald Stevenson has pointed out that this is exactl y how the main 

vocal line is treated in negro singing. Stevenson goes on to suggest that the harmony 

of negro singing influenced Grainger's attitude towards keyboard texture 'which 

means that not only his phrasing and articulation were based on folk perfo rmance but 

so was his harmonic thinking."--John Pickard (Piano 3). 

Version for cello (or violin) and piano 

British Folk-Music Settings No. 17 

"Grainger's dedication was 'For my friend Herman Sandby, in happy memory of joys 

in 1905'. Writing about the piece later, Grainger acknowledged the influence of 

Brahms in the glowing harmonies."--John Bishop. 

Version for band (completed & scored by Richard Franko Goldman, 1965) 

"Difficulty: medium. 

"This beautiful, expressive melody has been harmonized by Grainger with richly-

voiced, wide-spaced chords and interesting contrapuntal lines. Though technically not 

difficult in all parts, the tempo is very slow and demands great control by both playe 

rs and conductor, and the balancing of subordinate voices to the main melody requires 

great care."--Joseph Kreines (GSJ IV/2). 

"Goldman originally suggested to Grainger that he arrange The Sussex Mummers' 

Christmas Carol for his band. [He] undertook the completion and scoring after 

Grainger's death in 1961."--James Westbrook. 

Version for SAATBarB choir a capella (arr. by Dana Perna) 

[Published by Bardic Edition (UK) / Ludwig Music (USA), 1990. (Ed.)] 



"This arrangement was completed in Syosset, New York on the 1st August, 1989. A 

piano reduction has been supplied for rehearsal purposes only. If an instrument should 

be needed to support the voices, then the use of the harmonium would be suitable, an 

d in keeping with Grainger's love of this particular instrument. 

"Reference to or notation of 'gliding tones' are not to be found in this arrangement. 

Grainger employed 'gliding tones' in many of his choral settings, most notably in Irish 

Tune from County Derry and his Australian Up-Country Tune [but not here]. If choral 

directors wish to add 'gliding tones' ad lib.--as Grainger would have said--that is an 

option they may [choose]. The ommission of 'gliding tones' [in the present version 

reflects] the nature of the original piano setting. This is one of Grainger' most reverent 

and heartfelt settings, which never causes disfigurement to the original tune. In 

Grainger's own piano roll performance, we can hear the singing quality to which his 

expressive indications allude (all of which have been transferred to this version). 

"It should be noted that the piano version is in too low a key for voices and therefore 

this arrangement has been transposed up a tri-tone from the original. Due to 

Grainger's harmonization, certain leaps occurred in the transfer from one idiom to the 

other. Leaps of an octave which must sound smooth and 'rich' are not as difficult to 

play on the piano as they may be to sing. There are many places where Grainger 

makes use of the major second interval. These must be in pitch and properly balanced 

or el se the performance will sound a bit more 'tone clashful' than Grainger had 

intended. 

"On the first page of Irish Tune from County Derry, Grainger states that the choir 

should sing 'ah' or any comfortable vowel throughout. To sing 'ah' all the way through 

this arrangement is an option the choral direction may take. Such vowel so unds as 

'oo', 'ah', 'um' and humming as are found in this setting have been given as a 

suggestion for tone colors a choir may wish to use. This may give the performance 

more tonal variety and life. The singers may wish to breathe at will as a way of maint 

aining the sustained lines. 

"It should be mentioned that Grainger's other setting of this [work] for violin or cello 

solo and piano is marked to be played at a slower tempo than this one--at eighth note 

= 80-92. The choral director may want to take this into consideration . In measures 

five and sixteen, this is indicated (p). This does not mean that those voices are to be 

'soft'; it is merely an indication to 'hold back' those voices and their 'tone strands' from 

obscuring the main tune. As Grainger had instructed i n his piano solo version: 'The 

tune should be brought out with a rich piercing tone and heard well above the 

accompanying parts'."--Dana Perna. 



'THERE WAS A PIG WENT OUT TO DIG' or 'Christmas Day in the Morning'--

chorus 

[Edition for chorus and piano (practice only) publ. by Schott & Co., 1915. (Ed.)] 

British Folk-Music Settings Nr. 18 

Grainger: "English playing song collected in Lancashire and published in Miss M. H. 

Mason's Nursery Rhymes and Country Songs, freely set for 4-part women's, or 

children's, or both's, chorus or for four single voices. Set 10.5.1905. Re scored and 

shortened 11.5.1910. 

"The traditional tune from Miss Mason's book on which this setting is based runs as 

follows (Mus. Exam. 24, below). 

"All the rest of the musical material (bars 62-83, for instance) is added by Percy 

Aldridge Grainger. 

"The words of verses 1, 2, 4, 5, 6, 7 & 8 are traditional from Miss Mason's Nursery 

Rhymes and Country Songs. "The words of verses 3 and 9 are added by Percy 

Aldridge Grainger." 

HEY WERE THREE FRIENDS--orchestra 

Youthful Tone Works No. 3 

"They Were Three Friends is the third 'Youthful Tone Work' from 1899 [See 

also Fisher's Boarding House (1) and We Were Dreamers (2). (Ed.)] though the 

theme may have been written a year earlier. It is based on Kipling's Northern Ballad: 

There were three friends that buried the fourth 

The mould in his mouth and the dust in his eyes 

And they went south and east and north 

The strong man fights but the sick man dies. 

 

There were three friends that spoke of the dead 

The strong man fights but the sick man dies 

"And would he were here with us now" they said 

"The sun in our face and the wind in our eyes" 

"The scoring is for 2 flutes, 2 clarinets, 2 bassoons, 2 horns and strings. The strings 

open with a strong, defiant theme which is answered by the flutes and clarinets. This 

is followed by an angular melody on the horns in which the intervals of 4ths, 5ths and 



octaves figure prominently. This second theme also appears in Fisher's Boarding 

House."--John Hopkins (Orchestral 3). 

THE THREE RAVENS--chorus & instrument(s) 

British Folk-Music Settings 41 

Grainger: "Old English Song set for baritone solo and mixed chorus accompanied by 

5 Bb Clarinets (or accompanied by Flute and 4 Clarinets; or by 5 other Wood-winds; 

or by Harmonium or Reed Organ or Pipe or Electric Organ). Set Ju ly 8-10, 1902. 

"For my dear friend and tone-fellow, H. Balfour Gardiner." 

"[Headnote:] Quietly flowing." 

Additional notes (1949): "My setting of the old melody was made to a modernised 

version of the original text by Sir Harold Boulton--the original text being then (1902) 

unknown to me. In the present publication [Edition for man's middle voice 

(baritone solo), 2 women's voices, 3 men's voices and piano (for practice only), 

publ. by Schott & Co., 1950. (Ed.)] the original text is used throughout. But in three 

places (bars 41-45, 59-63, 75-79) Sir Harold Boulton's modernised text is printed (by 

kind p ermission of J. B. Cramer & Co. Ltd., London, England) in italics below the 

original text--at points where my music may be deemed to reflect the gentler mood of 

Sir Harold Boulton's version of the words. Here conductors may choose between the 

two forms of the text. Words within square brackets have been added by me to the 

original text to fit the rhythms of my setting where these rhythms (which were, of 

course, moulded on those of Sir Harold Boulton's modernised text) differ from those 

of the original text." 

TIGER-TIGER--piano solo 

"Tiger-tiger began life as a choral setting of a text from Kipling's Jungle Book (not, as 

one might infer from the title, the more famous Blake poem!). 

What of the hunting, hunter bold? 

Brother, the watch was long and cold. 

What of the quarry ye went to kill? 

Brother, he crops in the jungle still. 

Where is the power that made your pride? 

Brother, it ebbs from my flank and side. 

What is the haste that ye hurry by? 

Brother, I go to my lair to die!" 



--John Pickard (Piano 4). 

TO A NORDIC PRINCESS (BRIDAL SONG) 

Version for orchestra 

Grainger: "Program-Note. Now and then in Scandinavia may be met a Nordic type of 

womanhood, half-boyish yet wholly womanly, whose soft flawless loveliness is like 

that of a fairy-tale princess; whose wondrous radiance makes real for us the sun 

goddesses of the nature-myths; whose broad shoulders, amazon limbs, fearless glance, 

and freedom of deed and bearing recall the viking chieftainesses of the sagas; whose 

cornfield hair and cornflower eyes awaken throughts of the silent fruitfulness of the 

soil and of the lowly lives of land-tillers; whose graceful ease in riming, painting, 

singing, dancing, swimming, is the all-life-embracing giftedness of an unspoiled 

nature-race. 

"Such an uncrowned princess may be found in castle or cottage, in town or country-

side, amongst high-born or low-born alike; for hers is bed-rock aristocraticness of 

race, not mere top-layer aristocraticness of class, culture, and breeding. To meet her is 

to have all one's boyhood fairy-dreams and hero-dreams come true. 

"Such a one is my sweet wife-to-be--Ella Viola Ström--and to her this bridal song is 

offered as a wedding-gift and fondly honor-tokened in pride of race and personal love. 

(Coatesville, Pa., U.S.A., Jan. 16, 1928.)" 

"For solo instruments, then full orchestra with organ.... 

"Percy Grainger married Ella Viola Ström in a short ceremony following a concert on 

August 9, 1928, at the Hollywood Bowl, Los Angeles. Percy, conducting an orchestra 

of 126 musicians, concluded the programme with this work and the wedding took 

place on the stage in front of many thousands of people attending the concert. "The 

work is in effect a lengthy 'ramble' commencing with solo instruments and later rising 

to great climaxes, using full orchestra with organ."--John Hopkins (Orchestral 2). 

Version for piano solo 

Grainger: "Loving wedding-gift to Ella Viola Ström, my sweet wife-to-be. Bridal 

Song for Orchestra (Pipe Organ at will) dished-up for piano, 2 hands. Tone-wrought 

(composed), Jan. 21, 1927-Feb. 25, 1928. Dished-up for piano, 2 hands, Nov . 1928. 

This piano setting is 99 bars shorterd than the full form of the work for orchestra. It 

begins at the hundredth bar of the orchestral version. "[Headnote:] Fairly slowly 

flowingly." "To a Nordic Princess was finished in 1928 and first performed in its 



original orchestral version on 9 August of that year at the Hollywood bowl before an 

audience of over 15,000. A central feature of the evening was the wedding, on stage, 

of Grainger and Ella Viola Ström. This `Bridal Song,' dedicated to her, concluded the 

concert. Its voluptuous, almost decadent, chromaticism is reflected in Grainger's 

rather eyebrow-raising programme-note reproduced in the score [see above]."--John 

Pickard (Piano 1). 

TOCCATA AND FUGUE IN D MINOR for organ (J.S. Bach) 

Version for 3 (or any multiple of 3) pianos (1927-28) 

[See edition published by G. Schirmer, Inc., 1940, which includes the following 

note: "Excerpt from Grainger's Bach for Keyboard Team-work. Arranged for 3 

(or any multiple of 3) pianos (suitable for massed pianos). Arrangement begun 

around 1927, ended Sept., 1938. [Headnote:] Allegro moderato (calmly flowing)." 

(Ed.)] 

Grainger (May 1938): "FOREWORD. THE METHOD OF ARRANGEMENT. There 

is nothing personal or original about this arrangement of the F major Toccata. It is, 

rather, a sample of a normal way to transfer to 3 pianos any lively or fairly lively 3-

voice, or mainly 3-voice, composition by Bach or other polyphonic composer--

allotting to each of the 3 piano parts one voice of the original. 

"Amateurs, piano teachers, piano students & organisers of massed piano programs 

need not wait for the appearance of 'arrangements' like this one, but can easily make 

their own arrangements along these and kindred lines, using the oridinary printed edi 

tions of Bach's compositions for harpsichord, clavichord and organ. It is a good 

musical exercise for 3 pianists (or massed pianists) to extract each their own part from 

the 3-voice weft of the original score; it takes but little practise and greatly deve lops 

score-mindedness. The compositions of Bach amenable to this treatment are legion. I 

here list but a few of them easily found in his harpsichord and clavichord works: 

In The Well-Tempered Clavier: All 3-voice Fugues (but especially Nos. II, XV, XIX 

in Book I; Nos. IV, VI, XII, XVIII, XX in Book II) & the following Preludes in Book 

II: Nos. V, XIV, XIX, XXII. 

The Fugue of the Chromatic Fantasia & FugueQUOTE 2 = Prelude & Fugue in A 

Minor for Harpsichord (usually published between the Italian Concerto & the 

Chromatic Fantasia & Fugue). (The Prelude should be played by a single pianist.) 

In the English Suites: Prelude & Gigue from No. III; Passepieds I & II from No. IV; 

Gigue from No. VI. 



In the French Suites: Gigues from Nos. IV & V. 

Gigue from Partita III. 

Most of the 3-voice Inventions. 

"Where a prelude that is not suitable to 3-piano treatment is followed by a fugue that 

is suitable to 3-piano treatment it is often advisable to have the prelude played by a 

single pianist and the fugue played by 3, or more, or massed, pianos. Such a procedure 

brings tonal variety into piano team-work programs. [Grainger has stressed 

elsewhere that the massing of pianos does not increase the volume so much as it 

deepens or enriches the tone. (Ed.)] 

"Nothing can give a more misleading impression of Bach's organ & harpsichord 

music than to play it on the modern piano (especially in large rooms or halls) as it 

appears in the original scores--sounding single notes on the piano where single notes 

appear in the score & making no provision for the sparkling or enriched effects 

produced on the organ & harpsichord by means of the octave couplers. (It may be 

argued that much of Bach's keyboard music was written for the clavichord & that the 

clavichord was as barren of octave couplers as the modern piano. But the clavichord 

was not used in places anything like the size of our concert halls. In Bach's time the 

wont was to play clavichord compositions on the harpsichord when they were 

performed in large rooms or halls. So clavichord sonorities should not enter our 

consideration of concert performances of Bach's keyboard works.) 

"In the present type of arrangement (the method of which may be readily understood 

if this copy be compared with the edition for organ) the coupler possibilities of the 

organ & harpsichord (the ability, on those instruments, to add upper & lower octaves 

to what one is playing merely by drawing the octave coupler stops) are tallied by often 

adding one, 2 & 3 octave doublings to the single notes that appear in the original 

score. (This is, of course, easy where only one voice is allotted to each piano, but is 

impossible when a single pianist plays 3-voice music.) Separation of a 'coupled' voice 

1, 2, 3, 4 or more octaves apart is a device lending to piano sonorities an equivalent to 

the variety of tone-color contrasts native to the organ & harpsichord. This method 

may be especially studied in measure 83-137, 270-290, 332-352 of the present 

arrangement. 

"As Bach provided no expression marks for the Toccata my expression marks are 

offered merely as tentative suggestions and all groups playing this arrangement, or 

conductors conducting it, are invited to work out their own sound-strengths & other 

inter pretative details. It is possible that many loud explosive chords (such as those 

occurring in measures 204-216, 318-331, for instance) that appear in my arrangement 



as quarter-notes (in conformity with Bach's original) might sound brighter and better 

if played like short (staccato) eighth-notes. Maybe such shortening of quarter-note 

values should be applied also to many quarter-notes ending phrases--for instance in 

measures 176, 184, 188, 192, 204, etc. In this connection it should be noted that Bach 

ends his typical & constantly recurring 3-chord phrase with an eighth-note the first 

time it appears (measures 81-82), but at all other times (measures 203-204, for 

instance) ends it with a quarter-note. In my opinion all such final chords & endings of 

bas s phrases should be eighth-notes throughout (in line with Bach's notation of 

measures 81-82) with the possible exception of measure 388 & the final chord of the 

piece. 

"ONE OR TWO PIANISTS AT EACH PIANO OPTIONAL. Each piano part of this 

arrangement may be played either by one or by 2 pianists--by one player if he is 

strong & skulful & can negotiate octaves effortlessly; by 2 pianists if they are less 

resou rceful or have trouble with octaves (young players with small hands, for 

instance). Learning to divide up into 2 hands passages printed for one hand helps to 

de-conventionalize the mind & habits of the average piano student, who is too apt to 

play unquest ioningly just what he sees in print, but who should be encouraged to 

adapt all passages to fit his individual hands & individual style of playing. When thus 

divided up heavy octave passages may be played with the 3rd finger (only), or with 

'bunched' finge rs, in each hand, rather than 'fingered out' in the conventional way. 

(The 'fingered' method does not give enough power.) 

"HINTS FOR MASSED PIANO PERFORMANCES. In massed piano performances 

it is advisable to place each advanced pianist alone at a piano & less advanced pianists 

in pairs at a piano. 

"Even when playing by heart the most experienced pianist finds it hard enough to 

unfailingly follow a conductor's beat--especially in passages where the hands jump 

about on the keyboard & need eye-control. It is wellnigh impossible for a pianist to 

look at his music & follow a conductor's beat at the same time. So it is unreasonable 

to expect massed pianists to follow a conductor satisfactorily unless they are 

controlled by beat-counters. A beat-counter should stand or sit by each piano, tur ning 

the music, keeping his eye on the conductor and his mouth near the ear of the pianist 

(or pianists), counting aloud in strict accord with the conductor's every beat--softly as 

long as his piano happens to play exactly together with the beat, but l ouder as soon as 

the least rhythmic discrepancy arises & at all spots dangerous from a team-work 

standpoint (slowings-up, quickenings, holds, speed-changes & the like). The use of 

beat-counters has this further gain, that it draws more music-lovers into habits of 

musical team-work. [This parenthesis is very typical of Grainger's approach to 

music generally, which is never to exclude but is always to invite 

participation. (Ed.)] 



"With massed pianos it is even more wish-worthy than it is in team-work by single 

pianists to use the damper pedal warily. In the case of short (staccato) loud chords (as 

in measures 424-436 of this arrangement) the damper pedal may be put down 

just before playing the chord and lifted quickly just while playing it, thereby lending 

to the chord-sound an explosive quality very telling in massed work. 

"In massed piano playing you need never be afraid of playing loud passages too 

loudly. Pianists who can play REALLY LOUD are always rarities & in massed 

playing sonorities always err on the side of over-mellowness. Massed piano team-

work should be used as a means of inducing tonal extremes in pianists. As the 

production of an unrelieved mf is the greatest danger in massed piano performances, 

violent tonal extremes should be wooed at all costs--partly because their sharpness 

tends, in the nature of things, to become blunted in large groups & in large halls." 

Version for piano solo (1950) 

"Grainger arranged and transcribed many of the works of J.S. Bach. The D 

Minor Toccata and Fugue, an early Bach work, was a particular favorite of Grainger 

which he performed frequently. The version used [in the Selma Epstein] recording 

consists of excerpts from the Busoni and Tausig arrangements interspersed with 

Grainger's own editing."--Selma Epstein (Epstein 1). 

"The 'Concert version' of Bach's famous Toccata and Fugue in D Minor is itself based 

on transcriptions by Carl Tausig and Ferrucio Busoni. The somewhat chaotic 

manuscript (rather like that of the arrangement of the A minor fugue from the '48) is 

literally a scissors and paste amalgamation of what Grainger considered to be the best 

sections of the two arrangements with the addition of his own alterations. The result is 

rather difficult to read and was clearly intended for Grainger's ow n use in piano 

recitals. Nevertheless, it is an impressive piece of work managing as it does to convey 

the illusion of organ sonority in pianistic terms whilst remaining faithful to the 

substance of Bach's original."--John Pickard (Piano 4). 

TRAIN MUSIC 

"A prededessor to his Free Music, Grainger's Train Music [is] a study in constantly 

changing rhythms. It was inspired by the irregular rhythms of a very jerky Italian train 

that he took going from Genoa to San Remo in 1900. As yet unperformed 

[1972], Train Music would, in its original, enormous scoring, surely create an 

immense effect comparable to Honegger's Pacific 231, composed twenty-two years 

later."--Margaret Hee-Leng Tan. 

TRIBUTE TO FOSTER--solo voices, chorus & orchestra 



Grainger: ""A study in 'musical glasses' effect based upon Stephen Foster's Camptown 

Races (also called Doodah). For 6 single voices, mixed chorus, men's voices behind 

platform, musical glasses & bowls, bowed metal marimba, piano solo and orchestra 

(or 2nd piano). Begun in the spring of 1913. Piano piece [Lullaby, below] worked out 

summer of 1915 in New York City. Loving birthday-gifts for mother, July 3d, 1914, 

and July 3d, 1916." 

"One of my earliest musical recollections is that of my mother singing me to sleep 

with Stephen Foster's song Camptown Races (Doodah). 

[EXAMPLE GOES HERE] 

"In the spring of 1913 I began a composition for solo voices, chorus and orchestra 

based on this entrancing ditty, entitled Tribute to Foster, in which I wished to give 

musical expression to these Australian memories and to my ever-increasing l ove and 

reverence for this great American genius--one of the most tender, touching and subtle 

melodists and poets of all time; a mystic dreamer no less than a whimsical humorist. It 

is, maybe, only natural that I should instinctively think of Camptown Races both as a 

dance-song and as a lullaby, and at the beginning and end of my above-mentioned 

choral composition the tune is heard in its original lively character, while in the 

middle of the work is interposed a 'lullaby' section mirroring a mood awakened by 

memories of my mother's singing, in which the Foster tune is treated very freely 

indeed, and in which solo strings, piano, harp, celesta, glockenspiel, Deagan steel 

marimbaphone or Hawkes' resonaphone (played with bows), Deagan wooden 

marimbaphone (played with bows), and a large army of wineglasses and glass bowls 

of greatly varying sizes and pitches (their rims rubbed by wet fingers) accompany six 

solo voices that sing the following verses of my own: 

In Pittsburgh town a man did dwell; 

(Doodah! Doodah!) 

His name was Foster as I've heard tell. 

Oh! Doodah day!) 

 

Foster's dead and gone away; 

(Doodah! Doodah!) 

His songs dey lib for eber an' aye. 

Oh! Doodah day!) 

 

Refrain 

Gwine to still be sung 

As long as de worl's heart's young. 

 



Foster's songs weren't Darkie quite; 

Yet neither were they merely 'white'. 

Foster's songs dey make you cry; 

Bring de tear-drop to yo' eye. 

 

Deze songs dey trabble de worl' around' 

At las' dey come to Adelaide town. 

When I was young on my mummy's knee 

She sang dat race course song to me. 

 

Sang it to me sweet as a lullaby; 

Hear dat song till de day I die. 

"The piano piece [Lullaby from 'Tribute to Foster', below] is a free paraphrase of the 

lullaby section, and sets out to reflect, in its twiddly filigree work, something of the 

almost mesmeric quality of the sound of the 'musical glasses' and Deagan 

instruments." 

"The full resources of a large symphony orchestra with a vast 'tuneful percussion' 

section, solo pianist, five solo singers and mixed chorus were insufficient to embrace 

all Grainger wanted to say in this 9 minute piece. He added further dimensions and 

colours by the strings of the orchestra bowing a special metal marimba and the chorus 

playing tuned musical glasses and bowls in the middle, lullaby section. Spatial effects 

are gained at the end of the work by using 2 additional conductors to direct separate 

groups of musicians offstage. These include a trumpet, clarinet and bass clarinet 

playing the second theme from The lonely desert man sees the tents of the happy 

tribes [above] at one speed whilst a side-drum at another speed imitates the clickety-

clack of a train disappearing into the distance. At one point the audience is invited to 

'sing along with the chorus' and this was done in the concert performance [recorded by 

the Sydney Symphony Orchestra for EMI Australia's The Orchestral Works of Percy 

Grainger, Volume 4]. 

"After the middle section, in which the five solo voices sing the freely treated Stephen 

Foster tune, the opening tempo returns and some doggerel verses of Grainger's own 

composing are sung. 

"Tribute to Foster was begun in the Spring of 1913 and completed in time to be a 

birthday gift to his mother in 1914. The final scoring which was very similar to the 

original sketch-scoring was not completed until 1931."--John Hopkins (Orchestra 4). 

Lullaby for piano solo 



[Edition published by Schott & Co., 1917. (Ed.)] 

Grainger: "[Headnote:] Slowly flowing: very wayward in time. 

"HINTS TO PERFORMERS. To reproduce upon the piano something of the 

mesmeric charm of 'musical glasses' and bowed Deagan steel and wooden 

marimbaphones (or Hawkes' resonaphone) the repeated fluttering figures should be 

played very evenly and with legato pedaling, so as to give an unbroken rhythm-

less flow of singing sound. Do not try to make each repeating note come out distinctly 

in such passages as 

{EXAMPLE GOES HERE] 

on the contrary, try and get a rich blur of pedalled sound, with no individual note 

sticking out; no separate blow of the hammer clearly heard. Likewise 

[EXAMPLE GOES HERE] 

should be sounded as a quickly prattling rush of indistinctly-heard notes, not like 

clean clear passage work. 

"You need not play the joins between the various sections of florid passages note for 

note as they stand, nor need you follow this copy implicitly as to the exact rhythmic 

relation between your right and left hands. For instance, 

[EXAMPLE GOES HERE] 

"The speed of the passage-work should vary slightly from moment to moment at the 

discretion of the player, and both hands should play very waywardly as to time, and 

quicken and slacken independently of each other. Thus the speed of the f luttering 

right hand arabesques may be greatened at the same time that the left hand is slowing 

off, or the left hand quicken while the right slackens. 

"This Lullaby is a sound-study to be solved by each player individualisticly in his or 

her own way, with plenty of freedom as to expression marks (those printed should be 

taken merely as hints), swells (<>) and treatment of the twiddly passage-work. This 

copy is noted down by me from a Duo-Art Pianola record of an actual hand-played 

performance by me, thereby preserving, as it were photographicaly, all the rhythmic 

irregularities of an individual rendering, and is not intended to be followed slavishly, 

note for note, by other players." 



"In his childhood, Grainger's mother would sing him the songs of Stephen C. Foster--

'This exquisite American genius--one of the most tender, touching and subtle 

melodists and poets of all time; a mystic dreamer no less than a whimsical humorist.' 

In 1913, Grainger began a vocal and orchestral composition which at its final scoring 

of 1931 he entitled Tribute to Foster. Employing Foster's 'Camptown (or Campton) 

Races', he whirls the listener off into a romp of festive boysterousness. In the middle 

of the composition, however, is a section which suggests a backward glance at his 

own unhappy childhood with his mother bringing solace by her singing 'Camptown 

Races' as a lullaby. The piano arrangement of this nostalgic section was ma de in 

1915."--John Bird (Adni). 

"The still centre of the Tribute to Foster is [this] lullaby which Grainger transcribed 

with great care for solo piano from an improvised version which he had made on a 

Duo-Art pianola roll in 1917--thereby reversing the normal com positional process of 

writing down and then performing. [Grainger's associating of the tune] with his 

mother who apparently used to sing him to sleep with the melody as a child... explains 

the intimacy and dreamlike quality of the music--a quality emph asised in the choral 

and orchestral version by the bold imaginative stroke of having the chorus play 

musical wine-glasses, tuned to a chord of F-sharp major throughout this section. 

Something of the magical sound world is reflected in the piano version wh ich makes 

extensive use of the tremolando or `woggle' described [in our notes to Love Walked 

In, above]."--John Pickard (Piano 2). 

TUSCAN SERENADE (Gabriel Fauré)--concert band 

"Grainger was fond of the music of his French contemporaries Ravel and Debussy, 

both of whom he met, and whose piano music he often transcribed. He also held a 

special admiration for Gabriel Fauré. When Grainger performed his own English 

Dance for the senior composer, Fauré exclaimed upon its conclusion, 'It's as if the 

whole country were a-dancing!' Grainger later included outstanding piano 

transcriptions of Fauré's songs Après un rêve and Nell [See notes above. (Ed.)] into 

his Free Settings of Favorite Melodies. Thus, it is not surprising that he chose to 

transcribe one of Fauré's songs for band. La serenade Toscane, Op. 3 No. 2, an early 

Fauré work dating from 1865, is set to the words of Romain Bussine . The 

transcription as Tuscan Serenade was completed at Interlochen. Keith Brion has 

described it as 'a Franco/Italian cowboy tune, scored in the manner of Grofé's "On the 

Trail" from the Grand Canyon Suite. The Fauré song is played as a euphonium solo 

by horsey accompaniment in tuneful percussion.'"--Dana Perna (Michigan). 

THE TWA CORBIES [The Two Ravens]--voice and instruments 

[Edition for voice & piano published by G. Schirmer, 1924. (Ed.)] 



Grainger: "For my dear friend Roger Quilter. Scotch folk-poem from Sir Walter 

Scott's The Minstrelsy of the Scottish Border, set for a man's voice (high middle) and 

7 strings (2 violins, 2 violas, 2 'cellos, 1 double-bass). Composed F eb. 25-28, 1903, 

London. Scored Nov. 24, 1909, London. No musical material of a traditional origin is 

used in this composition. 

"[Headnote:] Slowly." 

"This is one of Grainger's very few original settings using no folk material other than 

the words. Grainger may have first come across it in the Songs of the North which 

Karl Klimsch showed him during his student days at Frankfurt. Th e song is included, 

with music by Malcolm Lawson, in the first volume of Songs of the North, from 

which Grainger made 14 settings in June/July 1900. He sketched a 'bad setting of The 

Twa Corbies' in his Sixpenny Music Box (which is no w in the Grainger Museum, 

MG3/83). The sketch occupies the first three pages of the book and is for voice and 

solo strings, the latter being written on two staves. He evidently thought better of the 

setting later, scoring it for strings on 24 November 190 9. It was published by 

Schirmer in the fall of 1924. 

"There are also (undated) manuscript transcriptions one tone lower. A version in this 

lower key (F minor) for voice and piano is in the National Library of Scotland and 

string parts are in the Grainger Museum (MG3/95-4: 1 to 7)."--David Tall (S ongs). 

UNDER EN BRO (UNDER A BRIDGE)--contralto, baritone & orchestra 

Danish Folk-Music Settings No. 12 

"Under en Bro was originally planned as a wedding gift to his wife but not completed 

until 18 years later in 1946 when on a ship off the coast of Scotland. Grainger had 

gathered the tune in Jutland in 1922 and retained the impatient r estlessness of the two 

lovers who at first taunt each other with references to their other lovers until the man 

says 'It's you with whom I'll live and it's you with whom I'll live and it's you with 

whom I'll die, it's you with whom my wedding shall be holden' and the piece ends 

with a 'gamelan' sound of marimbas and xylophones, piano, strings, and a few wind 

instruments."--John Hopkins (Orchestral 1). 

UP-COUNTRY SONG: see AUSTRALIAN UP-COUNTRY SONG 

LA VALL•E DES CLOCHES (Maurice Ravel)--arr. for orchestra 

"Grainger's fascination with 'tuneful percussion' dates back to his visit to the Paris 

exhibition of 1900 where he first heard the gamelan percussion instruments from 



Indonesia. It will be recalled that this same occasion inspired Debussy to 

write Pagodes for piano solo--a work Grainger transferred back to large tuneful 

percussion ensemble years later. La Valée des Cloches is another such arrangement of 

a piano piece by Ravel. The tuneful percussion includes wooden and metal marimbas, 

harp, piano (played inside with marimba sticks by two players), celeste, dulcitone, 

staff bells, chimes and gong. To this is added the string section of the orchestra."--

John Hopkins (Orchestral 1). 

WALKING TUNE 

Version for Wind Five-some 

Room-Music Tit-bits No. 3 

"'Walking Tune' for Wind Five-some (no quintets here please!) is based on a little 

tune Grainger hummed to himself as an accompaniment to his tramping feet on a three 

days' walk in the Scottish Highlands in 1900."--John Bird (Rambles). 

Version for piano duet (2 pianists at 1 piano). 

Grainger: "Originally composed for wind 5-some, 1904. Dished-up for piano solo, 

1911. Dished-up for The Easy Grainger, (piano duets) 1939. 

"I composed the little tune on which this piece is based as a whistling accompaniment 

to my tramping feet while on a three day's walk in Western Argyleshire (Scottish 

Highlands) in the summer of 1900. At that time--I had just turned 18--I was de eply in 

love with thoughts of the Celtic world. I had already made settings of several Scottish, 

Irish & Welsh folksongs. So I was delighted to find that most of the older folk in the 

glens of Western Argyle spoke only or mainly Gaelic--tho most of the children spoke 

both Gaelic & English. It was in this pro-Celtic mood that I worked up my walking 

tune into the Walking Tune for wind 5-some in 1904. In ending the composition with 

the mild discord G, D, B, E, G I was repeating the formula first us ed at the end of my 

orchestral Rustic Dance, composed 1899 (now part of my Youthful Suite for 

orchestra). [Archivist Stewart Manville notes that on another, presumably earlier 

sheet for The Easy Grainger headed Walking Tune, this sentence reads: "In 

ending the piece with the chord G, D, B, E, G I was repeating the procedure I 

had inaugurated in the close of my partsong At Twilight, (which is in this 

collection)." (Ed.)] In 1899 this was a drastic innovation. But the tonic triad with the 

sixth of the scale added has since become the expectable ending of thousands of 

orchestrations of popular music. 

"[Headnote:] Gently flowing." 



Version for wind-choir of symphony orchestra 

Dana Perna: "The materials from which this edition was prepared came from the 

Chicago Symphony Orchestra's Library. These materials were all in Grainger's hand 

with the exception of a few parts which appear to have been copied out by someone 

else. Tha nks must further be extended to Philip Feo for his help in copying the 

Chicago materials. Another copy of Grainger's autograph score was supplied by Barry 

Peter Ould of the Percy Grainger Society in Great Britain. 

"The parts for this edition derive from the engraved set which can be found for 

Lawrence Daehn's full concert band arrangement [below] of Walking Tune. These 

parts have been adjusted to correspond with the edited score of Grainger's original sc 

oring. Grateful thanks is extended to Mr. Daehn for his having granted permission to 

use his parts for this edition." 

Version for full concert band (ed. Larry D. Daehn) 

Larry D. Daehn: "Various existing Walking Tune manuscript fragments (Grainger's 

'sound trials') for families of clarinets and saxophone, flutes, oboes, bass oboe, and 

horns, dating from as early as 1918, suggest that Grainger planned to score i t for a 

larger wind group [than the 'wind five-some' specified above]. So, in 1940, when 

Eugene Goossens suggested that Grainger might score Walking Tune for the winds of 

the Cincinnati Symphony Orchestra, he probably eagerly accepted the commission. 

"Grainger completed the symphonic wind arrangement during a round-trip train ride 

between New York City and Birmingham, Alabama, October 7-13, 1940. His setting 

'for the Wind-Choir of the Symphony Orchestra' was scored for the following 

instruments: 

Piccolo, Two Flutes, Two Oboes, English Horn, Two Clarinets, Bass Clarinet, Two 

Bassoons, Contrabassoon, Four Horns, Three Trumpets, Three Trombones, Tuba, and 

Double-Bass. 

"Walking Tune was premiered by the winds of the Cincinnati Symphony on 

November 1, 1940 and was very well received by the audience and press, though it 

was never published. Like many other lovely Grainger manuscripts, this setting 

of Walking Tune became neglected and 'lost'. 

"In making this arrangement, I did not change any of Grainger's original 

instrumentation; I augmented his scoring for concert band or wind ensemble. The 

conductor has the following performance options: 



1) Walking Tune may be performed just as Grainger scored it, using only the above-

named instruments, without cues. 

2) Walking Tune may be performed by full concert band, using all of the parts. 

3) Walking Tune may be performed with various combinations at the discretion of the 

conductor; using or omitting cues, doubling or singling parts, etc. etc.... 

"Special thanks to Stewart Manville, White Plains, N.Y. (International Grainger 

Society) and the Grainger Museum of Melbourne, Australia for their assistance with 

this publication--and to Dr. Richard E. Strange and the Arizona State University Wind 

Ensemble for their fine premiere performance of this setting." 

THE WARRIORS (MUSIC TO AN IMAGINARY BALLET) 

Version for orchestra (with 3 or more pianos) 

Grainger: ""For Frederick Delius, in admiration and affection. Begun Dec. 1913, in 

London. Ended Dec. 22, 1916, in San Francisco. 

"The Warriors, which is dedicated to Frederick Delius, was begun in London in 

December of 1913 and ended in San Francisco in December 1916, the bulk of it 

beging composed in London and New York. 

"No definite program or plot underlines the music, though certain mind pictures set it 

going. Often the scenes of a ballet have flitted before the eyes of my imagination in 

which the ghosts of male and female warrior types of all times and places are spirited 

together for an orgy of war-like dances, processions and merry-makings broken, or 

accompanied, by amorous interludes, their frolics tinged with just that faint suspicion 

of wistfulness all holiday gladness wears. I see the action of the ballet shot thru, again 

and again, with the surging onslaughts of good-humoredly mischievous revellers who 

carry all before them in the pursuit of voluptuous pleasures. At times the lovemakers 

close at hand hear from afar the proud passages of harnessed fighting-m en, and for 

the final picture I like to think of them all lining up together in brotherly fellowship 

and wholesale animal glee; all bitter and vengeful memories vanished, all hardships 

forgot, a sort of Valhalla gathering of childishly overbearing and arr ogant savage men 

and women of all the ages,--the old Greek heroes with fluttering horse-haired helms, 

shining black Zulus, their perfect limbs lit with fire-red blossoms, flaxen-haired 

Vikings clad in scarlet and sky-blue, lithe bright Amazons in winds wept garments 

side by side with squat Greenland women in ornately patterned furs, Red Indians 

resplendent in bead-heavy dresses and negrito Fijians terrible with sharks' teeth 

ornaments, their woolly hair dyed pale ochre with lime, graceful cannibal Polynesians 



of both sexes, their golden skins wreathed with flowers and winding tendrils,--these 

and all the rest arm in arm in a united show of gay and innocent pride and animal 

spirits, fierce and exultant. 

"ANALYSIS. Fifteen distinct themes and motivs (none of them of a traditional or 

popular origin, and none of them used as 'leit-motivs' or with any 'program-music' 

significance of any kind) occur during the eighteen minutes duration of the work, in 

which, though cast in one continuous movement, the following divisions of mood and 

tempo are clearly marked and easily traced: 

"1. Fast. Martial or dance-like in character. 

"2. Slow and langorous. 

"3. Fast. Begins in the dance spirit but gradually becomes broader and more 'flowing' 

in style. In this section most of the thematic material of the entire work is subjected to 

varius kinds of treatment and development. 

"4. Slow pastoral melody on the [heckelphone or] bass oboe [an instrument also used 

by Richard Strauss in several works], accompanied by tremolo of muted strings and 

by a staccato organ-point consisting of harp harmonics and piano strings struck by ma 

rimba mallets. [This is one section where more than one conductor is suggested, as the 

various sections play in different tempos.] "5. Slow langorous music (similar to 

section 2), on the platform. At the same time snatches of quick martial music are 

faintly heard from behind the platform [played by an off-stage band conducted by the 

third conductor]. 

"6. Dance orgy, beginning very gently but working up to a high pitch of commotion 

and excitement. During this section (as also in section 8), there is considerable 

'double-chording'--different instrumental groups simultaneously playing different 

chord passages that pass thru, above and below each other and are harmonically 

independent of each other. 

"7. Climax. The chief theme of the composition is given forth slowly and majestically 

by the full orchestra. 

"8. [A short coda:] the dance orgy is resumed with vigor, but is broken off suddenly 

while at its height, whereupon the work ends with an abrupt anticlimax." 

"The Warriors is perhaps the first important, groundbreaking composition to have 

been produced by an Australian-born composer.... 



"The large percussion section, along with the pianos and harp, are intended to form a 

distinct group able to hold its own in tonal strength with the woodwinds, brass, or 

strings. It bears some resemblance to a gamelan orchestra and often sounds very s 

imilar in effects used in present day minimalist music by composers such as John 

Adams and Philip Glass. Grainger specifically indicates that the three piano parts are 

intended for exceptionally strong and vigorous players; 

if players of sufficient strength are not available, the conductor should not hesitate to 

double or triple each piano part--using up to nine pianos! 

"Fifteen distinct themes and motives are presented during the course of the piece 

(Grainger assures us that they are all original) and, although the work is cast in one 

continuous movement, the composer has [eight distinct] divisions of mood and tempo 

[see composer's notes, above]."--David E. Gruender (Albany) & Dana Perna 

(Chicago). 

"Grainger's The Warriors is the grandest essay by our century's most endearing 

musical eccentric. Its rumbustiously diffuse 20 minutes contain enough pioneering 

ideas to have earned comparisons with the most radical scores of Charles Ives, though 

the overall impression is of bright, tuneful energy rather than experimental grittiness. 

The stage of Orchestral Hall [in Chicago for the January 5, 6, 7 and 9 1990 

performances by the Chicago Symphony Orchestra, under the Australian conducto r 

Stuart Challender,] had to be extended to accommodate forces including three grand 

pianos and a virtual orchestra-within-an-orchestra that evoked the sonorities of an 

Indonesian gamelan ensemble. Two other groups, on and off-stage, performed at 

differen t speeds from the rest of the players, and at one point the xylophonist even 

improvised--quite a novelty from a score completed in 1916. Grainger's biography 

John Bird cites an earlier Chicago performance with 30 pianists playing 19 pianos, 

though Thur sday's aggregation was ample enough.~"--Alan G. Artner, 

Chicago Tribune. 

"Let me say a word regarding The Warriors' 'hidden agenda'. According to what Percy 

told Ella [Grainger], at the time he wrote the curiously benign programme note 

appearing in his pub-lished score, anti-war sentiment could (and undoub tedly would) 

have been considered treasonable. Yet this music, much of it intentionally brutal, 

constitutes perhaps the most devastating indictment in artistic creation of armed 

conflict and the wasting of young lives. (Picasso's Guernica deals wit h a separate 

aspect thereof). Composed during the First World War era, it places in contrast the 

desolation of deserted battlefields against a blatant militaristic hubris that reasserts 

itself at the conclusion, the humanitarian plea trampled and forgotte n."--Stewart 

Manville. 



"In 1912 Sir Thomas Beecham asked Percy Grainger to write a ballet for the 

Diaghilev Company, but whilst the commission did not proceed it did not prevent 

Grainger from embarking on his largest piece of continuous music--The Warriors< 

196>Music to an Imaginary Ballet. During the space of 20 minutes vast forces are 

used. The large orchestra includes a heckelphone or bass oboe which has a prominent 

solo part in the slow middle section. This melody was also used by Grainger in The 

lonely desert man sees the tents of the happy tribes [above]. The normal percussion 

section is increased greatly by the addition of many 'tuneful' instruments--xylophone, 

glockenspiel, vibraphone, bells, marimba, celeste--as well as a minimum of three 

grand pianos which are played with marimba sticks at times. Two assistant conductors 

are needed to direct the groups of musicians on stage and offstage who are required to 

play at different speeds to the rest of the orchestra. Grainger adds a note t o 

conductors of the score saying that the offstage music by brass instruments can be left 

out if desired. Whilst this may not sound so unusual today, it certainly did in 1917. 

The work has enormous energy and graphically conveys the impression in Grainger 's 

mind of 'an orgy of war-like dances, processions and merry-making, broken or 

accompanied by amorous interludes'. 

"At times the contrapuntal devices push one tune against another with a drive similar 

to the rough-hewn counter melodies in Berlioz' music. Towards the end of the work 

Grainger writes fortissimo 4-note chordal passages for the xylophone with an instru 

ction on the part: 'The actual notes do not matter; anything of this sort will do equally 

well.' The task of writing The Warriors (which was dedicated to Frederick Delius) 

occupied Grainger for several years and clearly he was endeavouring to stret ch the 

bounds of current orchestral writing."--John Hopkins (Orchestral 5). 

Version for 2 pianos (6 hands), 3 trumpets, 3 horns, 2 trombones & tuba 

[See also edition "dished up by the composer for 2 pianos, 6 hands, spring, 1922. 

(1st pianist at 1st piano, 2nd and 3rd pianists at 2nd piano)"; published by B. 

Scott's Söhne (Mainz), Schott & Co. (London), G. Schirmer Inc. (New York). 

(Ed.)] 

"After meeting in 1907, Grainger and Frederick Delius formed a close friendship that 

lasted until Delius' death. It was through this association that Grainger became 

acquainted with Thomas Beecham who, in 1912, commissioned the Austra-lian to 

write a ballet score. The work was completed by the end of 1916. However, the 

outbreak of a world war had caused Grainger to leave Europe and settle in America, a 

move which spoiled plans for the ballet's performance. As a choreography was not 

forthcoming, Graing er eventually gave his composition the title The Warriors--Music 

to an Imaginary Ballet, and dedicated it to Delius. In this, his most controversial work 

(which originally demanded a colossal orchestra) he attempted to break some of the 



rigidity of the bar-line by such means as staggering his themes in canonic fashion, 

sounding two or more harmonically independent chordal passages simultaneously, or 

notably, in the case of the off-stage brass, dispensing with synchronization entirely."--

D avid Stanhope (Piano 3). 

WE HAVE FED OUR SEA FOR A THOUSAND YEARS 

Kipling Settings Nr. 2 

Grainger: "For mixed chorus, brass and strings (the strings can be done without at 

will). [Edition published by Schott & Co., 1911. (Ed.)] From 'The Song of the 

Dead' in A Song of the English [by] Rudyard Kipling. Begun: San Remo, ab out 

24,2,1900. Ended: London, 1,7,1904. Re-scored: Summer, 1911. Birthday gift, 

mother, 3,7,1904. 

"[Headnote:] Flowingly and very clingingly. 

WE WERE DREAMERS--orchestra 

Youthful Tone Works No. 2 

"At the age of 17, Grainger wrote three 'Youthful Tone Works' for orchestra. The first 

of these, based on the Kipling setting 'Fisher's Boarding House' [see above], was 

written for the Perth (Western Australia) Orchestral Society in March-Ap ril 1899. 

The second, bearing the dedicaton 'To mother, July 3rd 1899' was based on ideas from 

'We were Dreamers'. It is for a small orchestra of 2 flutes, 2 oboes, 2 clarinets, 2 

bassoons, 4 horns, and strings. The tempo marking is Allegretto and the for m of the 

work is ABA. The woodwind open with a simple tune using both repeated notes and 

repeating phrases. This led Cyril Scott to write a pencil criticism on the original 

manuscript (held at the Grainger Museum in Melbourne) to the young composer 

saying , 'repeated yourself too much like your last piece for Australia' (i.e. Fisher's 

Boarding House). The quicker middle section is legato and shows the influence of 

Brahms and Schumann, especially in the undulating string quavers against the 

sustained chromatic writing in the horns."--John Hopkins (Orchestral 3). 

THE WIDOW'S PARTY 

Version for men's chorus and orchestra 

[Edition published by Schott & Co., 1923. (Ed.)] 

Kipling Settings Nr. 7 



Grainger: "For men's chorus with instrumental accompaniment. The words of this 

song are reprinted from Mr. Rudyard Kipling's Barrack Room Ballads by permission 

of the author. Composed June 30-July 2, 1906, as birthday-gift to mother for Jul y 3, 

1906. Re-scored August 11-13, 1926, as yule-gift to the memory of my beloved 

mother. 

"3 choices of instrumental accompaniment, as follows: 

Full orchestra. The full orchestra enters, for the first time, at bar 78. Up to then only 

single instruments (of the orchestra) must be used, as shown in [the published] score. 

Small (room-music) orchestra (17 to 20 players) consisting of: Flute, clarinet, 

bassoon, horn, 2 trumpets, trombone, kettle-drums, 2 percussion players, harmonium, 

piano, 5 (single) strings (to which may be added, at will, piccolo, xylophone, piano 

II). 

Piano 2-some (4 hands, at 1 piano). See Vocal & Piano Score. 

"[Headnote:] Fast marching speed." 

Version for piano solo 

"The Widow's Party exists in several versions including one for men's chorus and 

orchestra. The song is of great interest as some of it was incorporated into 'The Gum-

suckers' March in the suite In a Nutshell. In fact, much of the material for that 

movement can be traced back to the song. This setting dates from 1954."--John 

Pickard (Piano 3). 

WILLOW WILLOW 

Settings of Songs and Tunes from William Chappell's Old English Popular Music No. 

1. 

Grainger: "For Roger Quilter. Mo te hoa takatapui. 

"[Headnote:] Flowingly, rather wayward in time." 

"Grainger first set Willow Willow for voice and piano on November 2nd 1898, when 

he was sixteen years old. It was his first folksetting.... 

"In 1902 he sketched a version for voice, strings and guitar, which is essentially the 

first two verses of the published version plus the instrumental coda. The richer setting 

of verse three presumably came later. The transcription for voice and piano and the 



version for [man's or woman's] voice, guitar [or harp] and four strings [violin, viola 

and 2 cellos] were published by Schott & Co. (1912)."--David Tall (Songs). 

YE BANKS AND BRAES O' BONNIE DOON (Scotch Folksong) 

Version for chorus and whistlers 

[Edition for women's or children's voices, high and low men's voices, and 

harmonium or organ (at will) publ. by Schott & Co., 1937. (Ed.)] 

British Folk-Music Settings Nr. 30 

Grainger: "Set Oct. 22-24, 1901. Scottish folksong (words by Robert Burns) set for 

women's or children's (or both) unison chorus, accompanied by 4 men's voices (singly 

or massed) and whistlers (harmonium or organ at will). 

"The 4 men's voices (when massed) should not be too many, so that as many men as 

possible (women also) may take the whistler's part (many more whistlers, to a part, 

than voices, to a part, are needed to get a proper tone balance). This version (Nr. 30 ) 

may be used together with any or all of the parts of the orchestral version (British 

Folk-Music Settings Nr. 31), Elastic Scoring--3 instruments up to Full Orchestra). 

Thus if the whistlers are too weak for the voices add flutes or piccolo or violins (or all 

of them) from Nr. 31. 

"[Headnote:] Slowly flowing." 

"The traditional song has words by Robert Burns. The tune was originally called The 

Caledonian Hunt's Delight, and Burns wrote 'Ye Banks and Braes' to fit it. Grainger's 

1901 setting was for chorus, single voices, whistlers and harmon ium or organ 'at will'. 

In May 1932, he-reset that version in an 'elastic scoring' for 'school orchestra' or band 

with harmonium (or pipe-organ), the latter part bearing the instruction 'very clingingly 

thru-out'."--Dana Perna (Michigan). 

Note to edition for wind band (military band) with or without organ (or harmonium) 

or for wind choirs with or without organ (or harmonium), publ. by Schott & Co., 

1936, and G. Schirmer, 1949: "Any or all of the following combinations (as well as 

Full or Symphonic Band) may be used in conjunction with Percy Grainger's version 

of Ye Banks and Braes o' Bonnie Doon for Mixed Voices and Whistlers; or with Mr. 

Grainger's version of Ye Banks and Braes o' Bonnie Doon for School or Amat eur 

Orchestra or School Ensembles of String and Wind Instruments (British Folk-Music 

Settings No. 31); or with both. 



Wind Choirs 

Complete Wood-Wind Choir 

Double-Reed Choir 

Clarinet Choir 

Saxophone Choirs 

(a) Complete Saxophone Choir 

(b) Saxophone Six-somes (Soprano, Alto I, Alto II, Tenor I, Tenor II, and Baritone II; 

or Soprano, Alto I. Alto II, Tenor I, Baritone I, and Bass) 

Complete Brass Choir 

Narrow Bore Choir (Cornet I, Cornet II, Cornet III, Trombone I, Trombone II, and 

Trombone III [The Cornet parts may be played by Trumpets, if desired.])" 

Version for band 

British Folk-Music Settings Nr. 32 

"Difficulty: medium easy. 

"Probably the easiest of all Grainger's band pieces to play, this lovely Scottish melody 

has been treated in a straightforward and simple manner, and thus makes an excellent 

introduction to the Grainger style. The conductor must be able to sustain the very slow 

ending effectively and also make the necessary changes of tempo smoothly."--Joseph 

Kreines (GSJ IV/2). 

"This warmly-scored Scottish folksong is an example of Grainger's innovations in 

band arranging. Through careful voicing, doubling, and balancing of melody and 

accompaniment parts, Grainger produced an arrangment that can be performed succes 

sfully by a number of ensembles smaller than full band. These chamber groupings 

include full woodwind choir, double-reed choir, clarinet choir, saxophone choir, full 

brass choir, and 'narrow-bore brass choir' of cornets and trombones."--Frank Hudson. 

YOUTHFUL RAPTURE--cello & piano 

"Youthful Rapture, an original composition (1901), is a neglected gem hardly ever 

performed even during Grainger's lifetime (with the exception of Beatrice Harrison 



who recorded it with Malcom Sargent) and was written originally for ' cello and piano 

(entitled in this form 'A Lot of Rot') with the composer and 'cellist, Herman Sandby, 

in mind. It is dedicated 'in love and worth-prizement' to Sandby, Grainger's closest 

male friend from Frankurt Conservatorium days. The work is passionat e, rhapsodic 

and at times slightly reminiscent of the harmonies of the young Delius (though written 

long before he and Grainger met)."--John Bird (Rambles). 

"Youthful Rapture, a richly chorded piece, was 'tone-wrought' (composed) in March 

1901 and subsequently scored for solo cello, violin, harmonium (or pipe organ) and 

piano--to which can be added a host of other instruments, in true Grainger elastic-

scoring style."--John Bishop. 

YOUTHFUL SUITE 

1. Northern March 

2. Rustic Dance 

3. Norse Dirge 

4. Eastern Intermezzo 

5. English Waltz 

Version for orchestra 

"The 'Rustic Dance' and 'Eastern Intermezzo' were composed and fully scored for a 

small orchestra in 1898/9--Grainger's seventeenth year. 'Rustic Dance' begins with a 

gentle pastoral theme as the title suggests and takes on a more energetic charact er 

with a lilting and occasionally syncopated 6/8 rythm. 'Eastern Intermezzo' with its 

stuttering and stamping rhythms and surprising cadences takes its inspiration from 

Grainger's passion for Oriental music which was kindled during his boyhood 

expedition s into Melbourne's Chinatown. For a seventeen-year-old boy without 

formal compositional training these pieces display a remarkably mature grasp of 

scoring and an assured fluency in unusual harmonic organisation (e.g. mediant 

progressions of parallel major triads over a pedal and a fondness for closing on added 

sixth or secondary seventh chords)."--John Bird (Rambles). 

"The Youthful Suite is an example of material dating back to Grainger's earliest years 

as a composer being used at a much later period of his life. Whilst the 'Rustic Dance' 

and 'Eastern Intermezzo' were fully scored in 1899 the whole work was not put 

together as a complete suite in its present form until 1945. 



"The five movements are as follows: 

"1. Northern March. A strong, vigorous opening theme suggests a North country or 

Scottish origin but this is an original tune by Grainger. The alteration of speed near 

the end shows aspects of Grainger's mature writing. 

"2. Rustic Dance. A gentle 6/8 rhythm with a haunting melody in the middle section 

of the movement. 

"3. Norse Dirge. A richly scored piece using extensive tuneful percussion instruments. 

It is the longest and most mature movement in the Suite and it conveys Grainger's 

great love for Scandinavian folk-lore. When a boy, his mother read much of the 

literature of the northern countries to him. 

"4. Eastern Intermezzo. This brief movement is a strongly rhythmic work and it is not 

surprising to find that Grainger made another version of it for some 20 tuneful 

percussion instruments. 

"5. English Waltz. This is strong, energetic music. It is full of imaginative 

orchestration and attractive melodies. It represents Percy Grainger in one of his most 

outgoing moods!"--John Hopkins (Orchestral 4). 

EASTERN INTERMEZZO 

Grainger: "Composed for small orchestra, 1898 or 1899, Frankfurt-am-Main, 

German. Dished-up for piano solo, July 15-16, 1922, Chicago, U.S.A. Also for 2 

pianos, 4 hands (Room-music Tit-bits Nr. 5)." 

Version for piano solo 

"In Eastern Intermezzo Grainger gives voice to his love of Asian culture which was a 

great stimulant during his boyhood visits to the Chinatown of Melbourne in the 1880s 

and 90s. This piano 'dish-up' is derived wholly from material written between 1899 

and 1901." --John Bird (Adni). 

Version for small orchestra 

In the period February-April 1933 Grainger made [a new] version for Tuneful 

Percussion. It is written for trumpet, double bass, harmonium, 2 pianos, glockenspiel, 

'Shaker', chimes and other bells, dulcitone and staff bells, metal marimba (vib 

raphone) and tubular bells, xylophone, wooden marimba. 



ENGLISH WALTZ--piano solo 

"English Waltz was originally sketched around 1899-1903 in an orchestral version, 

but was not completed until 1940-42 when it constituted the finale of the five-

movement Youthful Suite. It was `dished up' [for piano solo] between 1943 an d 1945-

-an astonishingly drawn-out period for a work whose youthful freshness and vitality is 

so evident (even by Grainger's standards)."--John Pickard (Piano 1). 

ZANZIBAR BOAT SONG--piano six hands 

[See edition published by Schott & Co., London, 1923. (Ed.)] 

Room-Music Tit-Bits Nr. 6 

Grainger: "For Mother. For 6 hands at one piano. Well fitted to be played by a teacher 

and two pupils; the teacher taking the 2nd pianist's part. Composed March 5-11, 1902, 

London. 

"[Headnote:] With a gentle lilt. 

"PROGRAM-NOTE. Zanzibar Boat-Song was inspired by the following poem from 

Rudyard Kipling's Plain Tales from the Hills: 

They burnt a corpse upon the sand-- 

The light shone out afar; 

It guided home the plunging boats 

That beat from Zanzibar. 

Spirit of Fire, where'er Thy altars rise, 

Thou art the Light of Guidance to our eyes! 

--'Salsette Boat-Song' (by kind permission of Mr. Rudyard Kipling) 

"The reading of these verses induced a musical mood (in which the wistful theme of 

the poem and the rhythmic suggestion of 'the plunging boats' played their part) out of 

which the composition emerged. But in no sense is it 'program-music'; in no sense 

does the music aim at portraying the events and thoughts set forth in the poem--

nothing beyond voicing of a musical mood evoked by the poem." 

PPENDIX 1: ADDITIONAL COMMENTS ON INSTRUMENTATION, ETC. 



Grainger (Dec. 2, 1929): "TO CONDUCTORS and to those forming, or in charge of, 

amateur orchestras, high school, college and music school orchestra and chamber-

music bodies. 

"ELASTIC SCORING. My 'elastic scoring' grows naturally out of two roots: 

1. That my music tells its story mainly by means of intervals and the liveliness of the 

part-writing, rather than by means of tone-color, and is therefore well fitted to be 

played by almost any small, large or medium-sized combination of instruments, 

provided a proper balance of tone is kept. 

2. That I wish to play my part in the radical experimentation with orchestral and 

chamber-music blends that seems bound to happen as a result of the ever wider 

spreading democratization of all forms of music. 

"As long as a really satisfactory balance of tone is preserved (so that the voices that 

make up the musical texture are clearly heard, one against the other, in the intended 

proportions) I do not care whether one of my 'elastically scored' pieces is p layed by 4 

or 40 or 400 players, or any number in between; whether trumpet parts are played on 

trumpets or soprano saxophones, French horn parts played on French horns or E flat 

altos or alto saxophones, trombone parts played on trombones or tenor saxopho nes or 

C Melody saxophones; whether string parts are played by the instruments prescribed 

or by mandolins, mandolas, ukeleles, guitars, banjos, balala橘as, etc.; whether 

harmonium parts are played on harmoniums (reed-organs) or pipe-organs; whether 

wood-w ind instruments take part or whether a harmonium (reed-organ) or 2nd piano 

part is substituted for them. I do not even care whether the players are skilful or 

unskilful, as long as they play well enough to sound the right intervals and keep the 

afore-said tonal balance--and as long as they play badly enough to still enjoy 

playing ('Where no pleasure is, there is no profit taken'--Shakespeare). 

"This 'elastic scoring' is naturally fitted to musical conditions in small and out-of-the-

way communities and to the needs of amateur orchestras and school, high school, 

college and music school orchestras everywhere, in that it can accommodate almost 

any combination of players on almost any instruments. It is intended to encourage 

music-lovers of all kinds to play together in groups, large or small, and to promote a 

more hospitable attitude towards inexperienced music-makers. It is intended to play i 

ts part in weaning music students away from too much ueseless, goalless, soulless, 

selfish, inartistic soloistic technical study, intended to coax them into happier, richer 

musical fields--for music should be essentially an art of self-forgetful, soul- expanding 

communistic cooperation in harmony and many-voicedness. 



"ORCHESTRAL EXPERIMENTATION. In our age orchestras and orchestral 

conditions are changing. In a few years an otherwise-put-together orchestra may 

replace the conventional 'symphony orchestra'. Rather than such a mere replacement 

of an old mediu m by a new I, personally, would prefer to see several different kinds 

of orchestra (includ[ing]d a revised, better balanced, more delicately toned 'symphony' 

orchestra) thriving side by side in friendly rivalry; none of them final as to make-up 

and with n o hard-and-fast boundaries between them. 

"We might well look upon the present time as one well suited to bold experimentation 

with orchestral and chamber-music sound-blends. Let us encourage all music-lovers, 

particularly those in their teens, to enter orchestras and other msuic bodies forme d 

partly with the aim of trying new combinations of instruments. In such try-outs let us 

use copiously all instruments that young people like best--easy-to-play, 

characteristically-toned instruments such as saxophone, piano, harmonium (reed-

organ), cel esta, dulcitone, xylo-phone, wooden marimba, glockenspiel, metal 

marimba, staff bells (shaped like church bells or locomotive bells, having a very 

metallic, piercing tone), guitar, ukelele, banjo, mandolin, etc. 

"Let us not snub budding music-lovers because they have chosen instruments 

unwritten for in 'classical' music! Let us not banish thousands and hundreds of 

thousands of musically-inclined young people from the boon of orchestral experience 

simply becau se their taste runs to instruments (charming instruments, too) which did 

not happen to have been invented or perfect in Europe a hundred years ago and 

therefore did not come to form a part of the conveiontal 'symphony orchestra' as it 

grew up! Let us reme mber that at the time of the crystallization of the symphony 

orchestra most of our most perfect modern instruments (such as the saxophone, the 

sarrusophone, the harmonium, the modern piano, the modern pipe-organ, the celesta, 

the dulcitone, the ukelele, the marimbas) did not exist, or were not known in Europe! 

That, in most cases, sufficiently explains their absence from older symphony 

orchestrations. But it does not justify their absence from present and future 

orchestras! [Grainger's mention of particular instruments seems almost beside 

the point. Presumably he would also have encouraged the use of such "popular" 

but essentially non-orchestral instruments as the balalaika, guitar, rock or jazz 

percussion--and, perhaps, given broader license to the harp (Irish or full) than is 

customarily done--even though none of these instruments (or their components) 

are necessarily newly invented. Or, he might have said yes to the harpsichord, 

and brought in the mouth organ, pan-pipe, or rhythm base which is formed by 

drawing a string from an upturned wash-tub, and playing on it with a bow. His 

point does seem merely to welcome "participation", to the extent that the thing 

will play at all (and of course one wonders what he might have ma de of modern 

electronic devices). In a sense composers such as Mahler too seem to have 



entered sympathetically into this spirit, that is, by attempting to include if you 

will every sort of instrument within a given symphony, or other work; while--to 

take another track--composers such as Hindemith and George Walker have 

taken special care to write music for as many different types of instruments as 

they possibly could, which again is a sort of musical inclusivity. Finally, mention 

might be made of the famous "Kodály method", which as I understand it 

encourages universal musical literacy--especially through choral or communal 

singing. (Ed.)] 

"What we need in our composers and in our leaders of musical thought is an attitude 

like Bach's. He seems to have been willing enough to experiment with all the 

instruments known to him and to arrange and rearrange all kinds of works for all sorts 

of combinations of those instruments. It is easy to guess what liberal use he would 

have made of the marvelous instruments of to-day. 

"Let us rid ourselves of esthetic snobbery, priggishness and prejudice when orchestra-

building! Let us take full advantage of the great richness of lovely new instruments, 

using them together with the lovely old instruments sanctioned by 'classical' u sage 

where it proves effective to do so. Let us build better-balanced, clearer-toned, more 

varied-colored orchestras than ever before. [One writer (Paul Bekker, in The 

Orchestra) has traced the development of various classical musical forms to the 

historical development (i.e. expanding) of orchestral forces, proposing that with 

the "exhaustion" of possibilities, so to speak, by early 20th-century symphonists, 

the forms themselves ceased to evolve into anything significantly new. (Ed 

.)] Above all, let us press into orchestral playing as many young music-lovers as 

possible. Whether they are to become layment or professionals, they need some 

experience of musical team-work before they can 

become practical musicians, real musicians sensing the inner soul of their art. 

"In addition to getting to know some of the world's best music the budding musician 

needs the inspiration of hearing a grand cooperation of myriad sounds surging around 

him, to which he joins his own individualistic voice. This is the special expe rience of 

music, without which mere lonely practising to acquire soloistic skill must always 

remain esthetically barren and unsatisfying. 

"ORCHESTRAL USE OF KEYBOARD-PLAYERS. Let us use in our orchestras the 

vast mass of keyboard players (pianists, organists, etc.) that preponderate everywhere 

in our musical life. Pianists--with their alarming lack of rhythmic neatness, their 

inability to follow a codnuctor's beat, their inability to listen while they play--are in 

more need of some kind of musical team-work (to offset their all too soloistic study 

activities) trhan almost any other class of musicians. use pianists 'massed', in smaller 

or larger groups, in experimental and study orchestras, letting them play on small, 



light, cheap, easily-moved upright pianos (where grand pianos are not easily 

available) and on harmoniums (reed-organs). These instruments are readily found an d 

handled anywhere--in village or city; only laziness prompts a contrary belief! It is my 

personal experience, in many lands, that serviceable harmoniums (reed-organs) can be 

found in every community--by advertising in the newspapers, if not otherwi se. By 

this latter means a really good instrument can sometimes be picked up, second-hand, 

for as low a figure as five dollars. In selecting a harmonium (reed-organ) for 

orchestral use, be sure that it carries continuous 8 foot, 16 foot and 4 foot stops t 

hroughout its full range. 

"Harmonium (reed-organ) playing gives to piano students the legato-ear and legato-

fingers they otherwise usually so sadly lack. Moreover, massed harmoniums (reed-

organs) add a glowing, clinging resonance to the orchestral tone, while massed pianos 

(th e more the mellower) provide brilliance, rythmic snap and clearness of chord-

sound. In determining how many pianos and harmoniums (reed-organs) should be 

used in a given orchestra we must really use our ears, our sense of balance: It is 

absurd to use only one piano, only one harmonium, in a large orchestra (having 16 

first violins, for instance), when common sense listening tells us at once that three or 

six or eight pianos, and the same number of harmoniums, would be required to keep 

the proper tonal balance in such a big tone-body! 

"If I were forced to choose one instrument only for chamber-music--forced to discard 

all other instruments than the one chosen--I would choose the harmonium (reed-

organ) without hesitation; for it seems to me the most sensitively and intimately 

expressive of all instruments. Its gusty, swelling emotionality resembles so closely the 

tides of feeling of the human heart. No other chord-giving instrument is so capable of 

extreme and exquisitely controlled pianissimo. It is unique as a refinin g musical 

influence, for it tempts the player to tonal subtleties of gradation as does no other 

instrument. Both in chamber-music and in the orchestra it provides the ideal 

background to the individualistic voices of the woodwinds. For all these reasons, let 

us spread the use of this glorious little instrument to ever wider fields. 

"ABUSES IN THE PERCUSSION SECTION. One of the stupidist of stupid abuses in 

the orchestra is the unwarrantable habit of ignoring the composer's intention with 

regard to percussion instruments. Conductors who would think twice before they left 

o ut 2 horns or a harp called for in a given score think nothing of essaying with 2 

percussion players a work needing 4 or 8 percussion players--think nothing of leaving 

out important passages in glockenspiel, celesta or tubular chimes. I ask myself: Has 

my orchestral 'Shepherd's Hey' ever been performed with the full complement of 

intended percussion players? If not, then this piece--despite thousands of 

performances--has never been completely played or heard! This indifference to 

percussio n instruments is the more absurd in the case of amateur and student 



orchestras; as instruments such as cymbals, bass drum, glockenspiel, xylophone, 

tubular chimes, dulcitone and celesta are almost the easiest of all instruments to play 

without special tra ining and are specially well suited to 'breaking in' players to 

orchestral routine, counting rests, following the beat, etc. 

"'TUNEFUL PERCUSSION' INSTRUMENTS. And what are we to think of the lack 

of vision, lack of innate musicality, shown by 'high-brow' composers and conductors 

in their neglect of the exquite 'tuneful percussion' instruments invented and perfected 

in America and elsewhere during the last 30 or 40 years--metal and wooden 

marimbas, staff bells, vibraphones, nabimbas, dulcitone, etc.? Yet these same 

'classicists'--who probably consider these mellow and delicate-toned instruments too 

'low-brow' t o be admitted into the holy precincts of the symphony orchestra--endure 

without protest the everlasting thumping of kettle-drums (which with brutal monotony 

wipes out all chord-clearness) in the Haydn-Mozart-Beethoven orchestrations! The 

truth is that most 'high-brows' are much more 'low-brow' than they themselves 

suspect! 

"In this connection it is interesting to note that it is only the most harsh-toned tuneful-

percussion instruments (glockenspiel, xylphone, tubular chimes) that have found a 

place in the symphony orchestra thus far. Can it be that the symphony orchestr a 

prizes stridence of tone only in such instruments? If not, why has no place been found 

for the mellow-toned marimba (the continuation downards of the glockenspiel) and 

the gentle-toned wooden marimba (the continuation downwards of the xylophone)? 

Perhaps because their quality of tone is too refined to be heard amidst the harsh 

sound-jumble of the symphony orchestra? If so, it is high time that we revised our 

symphony orchestrations in the direction of a delicay and refinment that can 

accommodate the subtler creations of modern instrument-building geniuses such as 

Deagan and others. 

"To use, orchestrally, a glockenspiel without a metal marimba, a xylophone without a 

wooden marimba, is just as absurd and incomplete as it would be to use piccolo 

without flute, violins without lower strings, the two top octaves of the piano without 

the lower octaves. Let us get rid of this barbarism as soon as we can! 

"Young people love such colorful, easy-to-play instruments as staff-bells, marimbas, 

dulcitone, etc. Let us use such tuneful-percussion enthusiasts `with both hands': Every 

orchestra should sport at least 20 such players; 2 on 1 glockenspiel, 4 on 1 m etal 

marimba, 2 on 1 xylophone, 4 on 1 wooden marimba, 4 or more on 1 staff bells, 2 on 

1 tubular chimes, 1 on celesta, 1 on dulcitone. (If the metal and wooden marimbas 

could be used in twos, threes, fours or fives it would be still better.) Apart from t he 

luscious sounds thus produced--think how many 'low-brow' beginners would be 

enticed into a knowledge of, and a love for, 'high-brow' music by such means? 



Salvation Army Booth objected to the devil having all the good tunes. I object to jazz 

and vaud eville having all the best instruments! Let us find a place in high-brow music 

for the gentler instruments--ukelele, guitar, harmonium, saxophone, sarrusophone, 

marimbas, etc. There is no reason why the symphony orchestra should be given 

over exclusively to loud and strident sounds. 

"Why do so many of our high-brow composers, our virtuoso conductors, our 'leaders 

of musical thought' lag so very far behind commercial instrument-makers, jazz-

musicians and vaudeville artists in musical imagination, refinement and vision? Beca 

use they are ignorant or lazy: They do not know the wonderful world of tone created 

by American and other musical instrument-makers or they cannot be bothered 

adapting it to their own fields. Such ignorance and laziness are dangerous. The public 

ear, trained to the orchestration refinements of Paul Whiteman, Grofé, jazz and 

vaudeville music, may get tired of the dullness and coarseness of the sound of the 

conventional symphony orchestra: It may move on, gently but irresistibly, to better 

things. [Grainger's mention of Whiteman (who premiered the Rhapsody in Blue, 

in 1924) and of Grofé (who orchestrated Gershwin's work) does not date the 

present essay, I shouldn't think, since the comment could be made with equal 

appropriateness vis à vis the "refinements" of popular music of our own day--

especially, perhaps, with respect to certain rhythms and timbres of ballad and 

other quieter types, but also perhaps with respect to the specially "modern" 

sounds of more agitated popular band and stage or theater music generally. 

Grainger seems to be arguing on behalf of a living rather than a museum or 

otherwise fossilized type of music, from both the composing and the playing 

points of view--the relevance of which, surely, is timeless. Incidentally it seems a 

shame that the composer of the once-popular Grand Canyon Suite (Ferde Grofé--

or, more formally, Ferdinand Rudolph von Grofé) has no entry of his own in The 

New Grove Dictionary of Music and Musicians, although he is cited as an 

"arranger" in the entry for Paul Whiteman. (Ed.)] 

"ON THE ORCHESTRAL USE OF SAXOPHONES. If the saxophone (the crowning 

achievement of Adolphe Sax, that outstanding genius among wind-instrument creators 

and perfectors) is not the loveliest of all wind-instruments it certainly is one of t he 

loveliest--human, voice-like, heart revealing. It has been used in symphonic music by 

Bizet, Vincent D'Indy, Richard Strauss and others with lovely results. It has been used 

in jazz orchestras with excellent effect. Yet it has not yet [1929] been ta ken up into 

the symphony orchestra. Why not? What are we waiting for? Apart from its glorious 

orchestral possibilities as a saxophone, it is a most useful substitute for trumpet, 

French horn, bassoon--even for trombone. 

"The average amateur, school and music school orchestra usually holds artistically 

unsatisfying rehearsals because of gaping holes in its wood-wind and brass sections. 



These missing melodies, missing chords, lessen the musical benefits of such rehears 

als to those taking part in them. Those in charge of such orchestras should make every 

effort never to rehearse with incomplete texture (with important voices left out). 

Texture and balance are, musically speaking, much more important than tone-color! 

"The complete wood-wind parts should always be arranged (an excellent task for the 

more musical members of the orchestra to tackle) for harmonium (reed-organ) or 

pipe-organ and played on those instruments if one or more wood-wind players are 

absent at rehearsal or concert. 

"All the brass instruments can be replaced or supported by saxophones--always for 

study rehearsals and often with effect for concerts also. Generally more than one 

saxophone will be needed to replace each brass instrument with correct balance. 

"Let it be admitted that there are many passages originally written for French horn 

that sound better on that instrument than they do on E flat alto or alto saxophone. On 

the other hand, there are other passages, also originally written for French horn, that 

happen to sound as well, or better, on E flat alto or alto saxophone as they do on 

French horn. Let us experiment widely with all such cases, using E flat altos and alto 

saxophones on French horn parts until we have substituted experience for 

prejudice. [This portion of Grainger's essay, on the "Orchestral Use of 

Saxophones", also reproduced in The Grainger Society Journal VII/2 (Fall 1985), 

30. (Ed.)] 

"HOW TO ACHIEVE TONAL BALANCE IN STRING SECTIONS. In the 

symphony orchestra of to-day the clearness of the part-writing, the richness of the 

lower voices of the harmony and the balance of tone are all sacrificed to a cloying, 

over-sensuous over -weight of violin tone. I know of no good reason for using more 

violins to a part than violas or 'cellos to a part: I have yet to discover that the higher 

members of an instrumental family have more difficulty in making themselves heard 

than the lower mem bers. In performing such a work as Bach's Brandenburg Concerto 

No. 3 (for 3 violins, 3 violas, 3 'cellos, 'violone e continuo') with single strings one 

soon finds that the violas and `cellos have some difficulty in holding their own, in 

tonal promi nence, with the violins. The top-heaviness of the string section of the 

symphony orchestra was natural at a time when the melody most floated on the top of 

the musical texture like oil on water--at a time when harmonic expressiveness and 

subtle many-vo icedness were not greatly valued. But our musical tastes are richer, 

more many-sided, today than they were at the time of the up-growing of the 

symphony orchestra and we now need properly balanced string sections that can do 

justice to the best many-voice d music of all periods, be it Purcell and Bach or 

Vaughan Williams and Cyril Scott. Our conductors are too apt to lag behind public 

taste and the taste of our best composers; our conductors are wedded too closely to 



the banal simplicities of the 18 th and 19th centuries; they are too ignorant of the 

depper, grander music of the 17th and 20th centuries. 

"String orchestra and conductors should feed their musical souls on Purcell's 

sublimely beautiful Three-, four- and five-part Fantasias for Strings, recently edited 

by Peter Warlock and Andé Mangeot (Curwen edition). This volume should be to st 

ring-quartet players and to string orchestras what Bach's Well-tempered Clavier is to 

pianists. 

"There is no reason why conductors should put up with such bad tonal balance (top-

heaviness) as exists in the string sections of most amateur, school and study 

orchestras. Suppose your string section consists of 34 violins, 2 violas, 3 'cellos and 1 

b ass; you can still achieve perfect tonal balance, if you want to. Transcribe the viola 

part for third violin, either transposing up one octive such notes as lie below the violin 

range or leaving them out entirely where it seems more desirable to do so. (I t is a 

good musical exercise for orchestral players, especially music students, to transpose 

and copy their own parts. Being able to read music is not enough; every musician 

should aim at writing music as freely as he writes his own language.) 

"Then divide up your violins as follows: 

1st violins, 12 players 

2nd violins, 12 players 

3rd violins (substitute for violas), 10 players 12 players on viola part. 

Violas, 2 players 

"Arrange the 'cello and double-bass parts for piano and have this piano part played on 

about 3 or 4 pianos--also on harmoniums, if available. By such means the tonal 

balance is preserved, though the tone-color is, of course, distorted. But tonal ba lance 

is vastly more important than tone-color in most worth-while music. (In this 

connection consult the 3 viola parts transcribed for 4th, 5th and 6th violins, the 'cello 

and double-bass parts transcribed for piano 2 in my edition of Bach's Brandenb urg 

Concerto No. 3; also my edition for strings of Scarlatti's The Quiet Brook; both 

published by G. Schirmer, Inc.) 

"LET OUR ORCHESTRAS GROW NATURALLY. The symphony orchestra uses 

many strings because string players abounded at the time of its formation. That was a 

good reason. Let us, in forming the orchestras of the present and the future, try using 

large numbers of the instruments that abound most to-day: The mere fact that they 



abound (that they are widely liked and therefore draw many beginners into musical 

habits) should be recommendation enough. If these instruments, under ample 

experimentation, prove orchestrally ineffective in massed usage, let us then discard 

such usage. But do not let us discard any instrument or usage of it without a fair trial." 

Ed. note: If taken to an extreme this last recommendation of Grainger's would 

amount--I suppose--to approving using flutes instead of high strings in, say, a Brahms 

symphony. And yet it does seem to be his point to un-crust one's habits generally, in 

the making of music. As an aesthetician he was, to say the least, unusual, causing 

performers and listeners alike to rethink what they are doing. I expect he would have 

approved of Stokowski's Bach (or Ravel's Mussorgsky) transcriptions, Beecham' 

s Love in Bath (on themes from Handel), Leppard's "realizations" of Monteverdi and 

Cavalli, and argued for considerable latitude on matters having to do with producing 

an "authentic" or musically "correct" performance of sta ndard (or any other) works: 

one expects that, overall, he would have put considerations of taste, effectiveness, and 

the players' and auditors' delight in a given composition ahead of any dogged 

adherence to "tradition" or "custom" only for its own sake (and I suspect he would 

have raised an eyebrow over anyone's insistence that he or she had been absolutely 

"faithful" to a given composer's intentions). At the same time, a curious sort of fidelity 

to original models is assum ed in Grainger's thinking, after all. In "dishing-up" or 

otherwise arranging or adapting folk-materials, for example, he would take great care 

to suggest the sounds of dancing feet (for dance songs)--or a given singer's 

personality, or place of origin--or, a literal sense of the words. Equally he clearly 

convinced composers such as Grieg that his performances were "authentic" enough--

i.e. in at least some sense "true" to the composer's intentions. We may ask how this 

appar ent contradiction may be resolved? My own suggestion is that, just as Picasso 

(for example) knew very well how to draw the human figure with fidelity and 

exactitude, before experimenting with those famous "distortions" of his, so Grainger t 

oo insists on a thorough and sympathetic acquaintance with the original, before one 

embarks on some exploratory interpretative account of one's own. In sum he does not 

argue on behalf of license, anarchy, or irresponsibility--quite to the contra ry--but, on 

behalf of putting (one's own) life (vitality) into the doing of music, which is not the 

same thing at all. He seems also to recommend acquiring a thorough understanding of 

one's chosen instrument, before attempting various important effects which may 

not be indicated in a given score... in order to achieve, that is, a "truer" sense of the 

work in question, after all. 

APPENDIX 2: SOME ADVICE TO PIANO STUDENTS 

Ed. note: The following material served as Grainger's introduction to his edition of H. 

Balfour Gardiner's Prelude (De Profundis)--the whole being published by G. 

Schirmer in 1923 as a Guide to Virtuosity. The text not on ly reflects Grainger's views 



as a teacher but--however indirectly--suggests aspects of his own compositional and 

performing philosophy. 

"MUSICALITY BEFORE PIANISM. Students should always aim at keeping their 

general musical knowledge well in advance of their mere pianism. To develop the 

former they should daily devote some time to transposing (playing the pieces they 

know in al l keys--the best way of attaining an actual working knowledge of 

harmony), to sight-reading at the piano (not only compositions for the piano but also 

piano scores of the greatest musical works, such as the Bach Passions, Wagner music-

drama, Del ius nature-music, Beethoven, Brahms and Tchaikovsky symphonies, 

Debussy and Richard Strauss tone-poems, Stravinsky ballets, etc.) and to ensemble-

playing with other students (duets at one or two pianos and ensemble work with other 

instruments and with voi ces). Students should also make a point of reading writings 

upon music by the great composers (such as Schumann's and Wagner's writings on 

musical subjects, Cyril Scott's Philosophy of Modernism, etc.) rather than too many 

books about mere piano te chnic. There is no better method for piano students to 

develop both musical and pianistic knowledge, taste and sense of style than by 

listening repeatedly to good player-piano and gramophone recordings by great 

pianists; especially is it enlightening to c ompare different recordings of the same 

composition by different virtuosi. This branch of training should be especially 

cultivated by students who are not in a position continually to witness performances 

'in the flesh' by the best artists, and by music schools not situated in the great music 

centers. 

"PHRASING. The melodic habits of instrumental music largely reflect the physical 

conditions of vocal music. The human voice grows in intensity of quality (quite apart 

from increase of volume) as its scale ascends and the majority of inst ruments (for 

instance, stringed instruments, woodwinds, brasses, etc.) resemble the voice in this 

respect. It is only natural that most melodies designed for the voice or these 

comparatively voice-like instruments should generally have their climax-notes (points 

of intensity) on high notes, and that there should be a drooping of intensity as the 

melodic line sinks to lower pitch-altitudes. Unlike the voice, the piano (in common 

with the organ, the harmonium, the harp, etc.) shows no increase in intens ity of 

quality (apart from increase in volume) as its scale ascends. Yet most music written 

for the piano relfects in its melodic instincts the basic condition of vocal music; i.e., 

its melodies mostly demand an impression of growing intensity as they ascend in 

pitch, an impression of climax-intensity on their highest notes. These impressions we 

convey on the piano primarily by means of crescendi as phrases rise, diminuendi as 

phrases sink. A further means of emphasizing melodic climax-notes is by very short 

holds 

[SYMBOL GOES HERE] 



on the tops of phrases--hardly long enough to be consciously perceived by any but 

experienced ears, yet just long enough to confer a certain added emphasis and 

importance to the climax-notes on which they occur. Sometimes the presence of such 

a tiny hold on the climax-note of a melodic phrase will permit the climax-note to be 

played with less tone-strength than would otherwise be advisable; often an advantage 

in music of a delicate character, in pp passages, etc. 

"Then, again, a 'soft climax' may be combined with a tiny hold; in which case the 

melody increases in volume towards the climax-note, but the climax-note itself is 

played suddenly softer than the preceding and ensuing melody notes and acquires its 

cli max-impression solely through being slightly dwelt upon. 

"A careful study of the playing of the finest pianists will reveal the fact that a large 

proportion of the small rubati employed by them in music of an expressive melodic 

nature is consciously or unconsciously introduced in order to invest high melody notes 

with climax feeling without undue increase of volume, or to make accented climax-

notes seem less harsh. Holds and rubati serving both these purposes will be found in 

both the gentler and most vigorous sections of [the Gardiner] Prelude and are typical 

of the phrasing-habits used by all sensitive concert-artists. Additional, hardly 

perceptible rubati, tiny holds on the high notes of phrases, small swells 

[SYMBOL GOES HERE] 

and judicious 'soft climaxes' may be introduced by experienced players in numberless 

places not indicated [in a given score]. 

"TONE-STRENGTH CONTRASTS. Much is said and written about 'tone-quality', 

'beauty of tone', 'individuality of touch' and the like on the piano, but I am convinced 

that none of these things exist--are not possible to the mechanism of the instr ument. I 

assert that a given note played upon a given piano at the same degree of tone-strength 

by a hundred different players employing a hundred different 'touches' will always 

necessarily have the same 'tone-quality'. I feel sure that all those things that are 

carelessly or ignorantly described as contrasts of tone-quality are, in reality, always 

contrasts of tone-quantity; i.e. contrasts in sound-strength between successive notes in 

melodies, phrases and passages, or between simultaneous ly played notes (the latter 

called 'simultaneous tone-strength differentiation'). 

"Therefore, I strongly advise students to cease wasting their time practising for 'beauty 

of tone', 'tone-quality', etc., and urge them to concentrate their efforts upon control of 

contrasts of tone-quantity; for it is through this latter means that most musical 

expressiveness has its being on the piano and most impressions of musical structure 

are made manifest in performance. It does not matter in the least what way the student 



holds his fingers, hands, wrist and arm, what kind of 'touch' or 'method' he uses (or 

thinks he uses), whether he plays 'relaxed' or 'tense', PROVIDED he control a variety 

of dynamics (louds and softs) that range from the most violent fff to the most 

whispered ppp. Students should concentrate on musical results (the actual 

sounds produced in playing) rather than upon the pianistic methods employed. 

Wherever certain modes of holding fingers, arm and hand are prescribed in this 

edition [of Gardiner's Prelude] they are merely recomm ended because experience has 

shown them to be practical and easy; they are never supposed to be 'the only way'. 

The same results can often be attained in several different ways. The important thing 

is to know which results to strive for, and in this conne ction students should 

remember that all truly great performers possess the power to exaggerate and a range 

of extreme contrasts. On the other hand the mark of mediocrity is the tendency to 

underdo--to play louds too softly, softs too loud ly, fast speeds too slowly, slow 

speeds too quickly, etc. 

"While most students are absolutely incapable of playing a violently loud chord that is 

equally fff in all its component notes, the capacity to do so is a sure sign of a 

technically well-equipped pianist. What is called 'thumping' or 'harshness of tone` is 

due, generally, to the unequal and uncontrolled distribution of tone-strengths in loud 

chords (the outer fingers are generally too loud for the inner fingers), NOT to the 

extreme loudness of the whole chord. 

"The simplest way to attain an extreme and controlled fff is to bring the hand down 

with as quick as possible an arm action from a height of six or more (preferably more) 

inches; fingers, hand and wrist being held as rigid as possible. It is ea sy enough to get 

the required strength from the arm, provided the arm is raised amply between blows; 

what is difficult is to get the fingers to translate that strength to the keys, to carry the 

strength of the arm-blow intact to the keys. On ly extreme rigidity of the fingers, hand 

and wrist makes this possible. None would wish to drive a nail with a hammer-head, 

or hammer-shaft made of soft rubber! Why, then, do they hope to be able to play 

extremely loud chords with 'relaxed' wrist, hand an d fingers? Has anyone ever seen a 

practical pianist actually play fff chords with 'relaxed action'? 

"Extreme fff is more difficult to attain and control than extreme ppp, though both 

extremes are far too rare and should be ardently cultivated. In order to acquire an 

extreme ppp try to play single notes, slowly, that are so soft as to be hardly 

audible. Do not be discouraged if some of these extremely soft notes do not sound at 

all; that is a good sign, showing that you are really attempting extreme softness. On 

the other hand it is a bad sign if all the notes invar iabley sound ppp in practice; it 

means that you are not attempt to play soft enough. When wooing extreme ppp you 

must 'flirt with silence'. The piano is one of the few musical instruments that can 

produce a barely audible, extreme ppp tone without impairing the purity of its pitch or 



without loss of the characteristic tone-color of the instrument. Particularly it is true of 

extremely soft, low bass notes. Pianists should exploit this beautiful possibility of 

their instrument to the full. 

"SIMULTANEOUS TONE-STRENGTH DIFFERENTIATION. Skill in playing 

louder and softer notes at the same time, in the same hand, is one of the most valuable 

developments of modern piano technic, and is equally necessary to the proper 

rendition of the classics and of the moderns; especially imperative when performing 

Bach Fugues. Fortunately it is the easiest branch of pianism to acquire quickly. 

"While simultaneous tone-strength differentiation can be achieved in different ways 

the following method of its study is recommended to students because of its 

simplicity: It is a fact that a fully depressed key will always give a louder note than a p 

artially depressed key, provided both keys are struck with the same force. Therefore, 

when simultaneously playing louder and softer notes in one hand, fully depress the 

keys of louder notes but only partially depress the keys of softer notes, holding fing 

ers, hand and wrist stiff and unyielding (thus striking all the keys involved with 

similarity of force) and descending from a height of at least two inches above the keys 

with a brisk arm action. In order to carry out this plan the fingers that play loude r 

notes must, of course, be slightly more extended (must protrude further downwards 

towards the keys) than the fingers playing softer notes; these latter fingers (playing 

softer notes) should be comparatively withdrawn, held higher away from the keys. In 

other words, the position of the fingers must correspond exactly to the relative 

positions of the fully depressed and partially depressed keys; the fingers playing 

louder notes corresponding to the fully depressed keys, the fingers playing softer 

notes co rresponding to the partially depressed keys. 

"When first beginning to practice simultaneous tone-strength differentation (by means 

of the study shown below) hold the fingers that are going to play the softer notes so 

high that they only just touch the tops of their keys, without depressing them (hence 

these notes will be silent), while the louder notes are sounded at full strength, their 

keys fully depressed. Then (while continuing to practise the study shown below) very 

gradually lower the fingers that are going to play the softer notes, so tha t the keys of 

these notes are first very slightly depressed (sounding pp), then very slightly more 

depressed (sound p, mp, etc.)--meanwhile the louder notes continue at full strength, 

their keys fully depressed. 

"The following diagram [Exam. 26A--below] gives the position of fingers to silent, 

softer and louder notes. 

"The positions for the intermediate tone-strengths may easily be imagined. 



"The following study [Exam. 26B--below] should be practised by each hand 

separately, at slow speed, raising the hand before each chord and holding the damper 

pedal down during the entire study. 

"All kinds of chords and octaves, involving all kinds of positions on the white and 

black keys, should be practised along these lines. 

"When practising the above study it is essential that fingers, hand and wrist are held 

absolutely rigid, that a quick arm action is used and that the hand is raised from 2 to 

10 inches before each chord is struck. If the fingers are not rigid those fi ngers 

supposed only partially to depress the keys of the softer notes will 'follow through', 

depressing their keys more than they should, with the result that these should-be softer 

notes will be sounded too loudly and the whole object of the study defeat ed. 

"DAMPER (right side) PEDAL. The kind of damper pedalling mainly required 

throughout [Gardiner's] Prelude is that known as 'legato-pedalling', in which the 

damper pedal binds one chord or note to another; the pedal being changed just as (not 

before!) each chord or note (requiring change of damper pedal) is played and held 

down until the next indication of damper-pedal-change. As this provides a 

complete legato effect to the ear if properly executed, and makes lega to playing by 

the fingers unnecessary in most cases, the hands and fingers may (in such cases) be 

freely raised between notes and chords, thereby making simultaneous tone-strength 

differentiation and other tonal contrasts much easier to control. In legato-pedalling all 

pedal changes must be made as quickly as possible and exactly at the prescribed 

moment. In order to promote speed and exactitude of damper-pedal-change, scales 

may be practised in the following manner [see Mus. Exam. 26C--facin g page]. 

"SUSTAINING (middle) PEDAL. The office of the sustaining pedal is to prolong the 

resonance of certain selected notes independently of the subsequent activities of the 

hands and the damper pedal. This is accomplished as follows: The keys of the notes 

that are to be prolonged by the sustaining pedal must be pressed down (sounded or 

silently) before the sustaining pedal is taken and held down while the sustaining pedal 

is depressed by the left foot. These keys may then be rele ased by the hands without 

the resonance of their notes being impaired as long as the sustaining pedal is held 

down--for the sustaining pedal, as long as it is depressed, will hold the dampers of 

these notes away from the strings of these notes. While t he resonance of these 

selected notes is prolonged by the sustaining pedal in this manner the hands are free to 

play staccato, legato, or otherwise at will, and the damper pedal may be changed as 

often as desired (quite independently of the sustaini ng pedal). The sustaining pedal 

acts as a clarifying and refining influence upon piano playing, making unnecessary 

(and inexcusable) many blurred pedalled passages formerly condoned and raising 

considerably our whole pianistic standard of harmonic cleanli ness. The sustaining 



pedal is almost as necessary to modern pianism as is the damper pedal, and no pianist 

can pretend to be properly equipped who has not mastered the technic of this pedal, 

the joint use of all three pedals and their interplay with each other. 

"The following are the most important points to keep in mind when begining to use 

the sustaining pedal. 

"1. The damper pedal must always be completely raised before the sustaining pedal is 

pressed down. 

"2. The keys of the notes to be sustained by the sustaining pedal (and only such keys) 

must always be held down before and during the pressing down of the sustaining 

pedal. 

"3. The sustaining pedal must be kept fully depressed until the release sign * [see 

study below] is reached. 

"Both the sustaining pedal and the soft (left side) pedal must be worked by the left 

foot. Where these two pedals are employed simultaneously the left foot must be 

slewed round so that the toe of the foot faces the damper pedal and the heel of the foo 

t faces away from the player, to his left. The toe of the left foot presses down the 

sustaining pedal while the ball of the left foot presses down the soft pedal. The player 

must be freely able to take and release the soft pedal while holding the sustaini ng 

pedal, to take and release the sustaining pedal while holding the soft pedal. Players 

with small feet, new to this problem, are apt to think it an impossibility, but 

experience shows that all sizes of feet can master this double-pedal-technic with suff 

icient practice. It is an absolute necessity to modern pianism. The following left-foot 

study [see Exam. 26D--preceding page] should be mastered before the problems it 

contains are met with in actual playing. 

"SOFT (left side) PEDAL (una corda). As the soft pedal on modern pianos no longer 

carries with it any characteristic tone-quality (as it did on ancient pianos) and has, 

therefore, ceased to be a 'special effect', it may be freely used wherever soft effects are 

desired; the more so when playing upon large-toned pianos." 
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