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CHAPTER 1 

EARLY BIOGRAPHY AND ADOLESCENT CAREER 

Edward Benjamin Britten was born in Lowestoft, Suffolk, England 

on the twenty- second day of November, 1913. He was the youngest of 

four children born to Robert Victor Britten and Edith Rhoda Hockey 

Britten. 

Robert Britten was a dentist and though not a musician, 

encouraged music in the home, preferring live music to the gramophone. 

He spent a good deal of time with the children, reading them Dickens 

and taking them on long walks. 

Edith Britten was an amateur soprano, who served as secretary 

of the Lowestoft Choral Society. Her position often required that she 

lodge visiting performers in her home, where young "Bennie" as he was 

called, would hear them rehearse and perform. Mrs. Britten also 

enriched her children's education by holding "musical evenings" in 

the home, during which she would sing Bach, Handel and Mozart arias, 

as well as English songs. 

At age five Britten began composing. He speaks of his early 

efforts as having visual importance to him, like paintings having many 

notes connected with long arching lines. He also recalls the look of 

horror on his mother's face when she was asked to play the pieces on 

the piano, they simply didn't make any sense. 

1 
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Resolving to make a greater connection between the sounds and 

the visual marks on the page, Britten soon progressed to composing 

pieces based on great household events such as his father's leaving on 

a trip to London, the appearance of a new girlfriend, or a wreck at 

sea (their home directly faced the North Sea). His compositions 

progressively take on more meaning. 

Britten's Early Training 

Britten received his first piano lessons at age five from his 

mother, but even earlier, at age three, she involved him in a stage 

production of Kingley's The Water Babies. The musical and theatrical 

worlds evidently had quite an influence on him because he started 

producing family theatricals; acting as playwright, composer and 

producer, much in the same manner as the young Leonard Bernstein did 

in the neighborhood productions of his teens. 

Britten's first school teacher, Miss Ethel Astle, also became 

his piano teacher. With her instruction, he progressed so fast that 

soon he was able to accompany his mother's singing. At eight years of 

age he was composing prolifically. He recalls: "I wrote symphony after 

symphony, song after song; a tone poem called 'Chaos and Cosmos', 

although I was not sure what these terms really meant.- 
1 

Those early symphonies and songs were very short, often lasting 

less than a minute. However, between ages ten and twelve he did write 

piano pieces that he later used as the basis for parts of the Simple 

Symphony. 

1Michael Kennedy, Britten (London: J. M. Dent and Sons, 
Ltd., 1981), p. 3. 
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He also started studying harmony when he was ten. The strict 

rules did not seem to hinder the freedom in his compositions, pouring 

out a stream of cheerful, flowing, and gracious tunes, all the while 

not being able to hear other music because there was no record player 

or radio in the home. The first piece of modern music he heard was 

Holst's "Song of the Ship- builders," that he had found in a shop, 

and his mother could sing. It thrilled him with dark augmented seconds, 

subtle enharmonic changes and a rhythmic ostinato bass.2 

It was also at this time, age ten, that he started viola lessons 

with Audry Alston of Norwich, England, which in time turned out to be 

one of the most important events of his young life, as she would 

eventually introduce him to composer Frank Bridge. 

Britten's viola lessons had an impact on his writing in that 

he soon started writing music for strings, marking in rather sophisti- 

cated expression marks in Italian, learned from a recently acquired 

book. 

In school, he was a good math student, liked cricket, and was 

captain of his team during his last year at South Lodge School. He 

also enjoyed tennis. The school, however, offered no music instruction, 

so he was forced to progress on his own by studying scores and engaging 

private piano and viola teachers. 

2lmogen Holst, Britten (Cambridge, London: University 
Printing House, 1966, 1970, 1980), p. 17. 



CHAPTER 2 

FRANK BRIDGE 

In 1924, on a visit to the Norwich Triennial Festival, Britten 

heard Frank Bridge conduct his suite, The Sea. Britten states that he 

was so taken by the piece that he was "knocked sideways "3 at hearing 

it. Shortly thereafter, his viola teacher introduced him to the 

composer Bridge. 

Frank Bridge was forty -five at the time and was well established 

in his career. Born in 1879, he was a graduate of the Royal College 

of Music in London, where he had studied well as composition 

with Sir Charles Villiers Stanford, a friend and proponent of Brahms. 

Bridge had a flair for tailoring his music to his audience, and 

the capabilities of his performers. His early music was therefore 

firmly in the then popular parochial sound of the Brahms- Stanford idiom 

prevalent at the Royal College of Music. He was noted as a violist and 

a conductor, as well as a prize winning composer. 

Bridge was also a pacifist, a fact that must have made World 

War I very difficult for him, because after the war he changed his 

style of composition and struck out beyond the conventions of the time. 

His harmony no longer grew out of the long florid melodies, but from 

the interval structure of his chords, thus splintering the tonality. 

3Kennedy, p. 4. 

4 
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He became interested in maintaining the integrity of each of the twelve 

tones of the scale, and mixing these sonorities with his sense of 

sensuous English harmony. 

Bridge became interested in the second Viennese School of 

composers, and especially admired Berg. He came to see the chamber 

ensemble as a medium of purely abstact discourse, while holding the 

coloristic resources of the full orchestra for the more sensuous 

textures. His compositions of the time showed a freely evolving 

attitude toward structure, moving away from Sonata forms, and composing 

works in single movements. It is important to note, however, that he 

never really espoused atonalism as it was practiced by Schoenberg, but 

it did influence his harmonic thinking.4 

Britten and Bridge became good friends, and Bridge took him 

on as his only composition student. Britten describes his lessons in 

the following quote: 

We got on splendidly, and I spent the next morning with 
him going over some of my music....From that moment I used 
to go regularly to him staying with him in Eastbourne or in 
London, in the holidays....This was immensely serious and 
professional study, and the lessons were mammoth....Often I 

used to end these marathons in tears, not that he was beasty 
to me but the concentrated strain was too much for me.... 
This strictness was the product of nothing but professionalism. 
Bridge insisted on the absolutely clear relationship of what 
was in my mind to what was on the paper. I used to get sent 
to the other side of the room; Bridge would play what I'd 
written and demand if it was what I really meant....He knew 
he had to present something very firm for this stiff naive 
boy to react about....In everything he did for me, there 
were perhaps above all two cardinal principles. One was 
that you should try to find yourself and be true to what 
you found. The other -- obviously connected with it --was his 

4Kennedy, p. 5. 
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scrupulous attention to good technique, the business of 
saying clearly what was in one's mind. He gave me a sense 
of technical ambition.5 

Bridge also made him aware of the classical repertoire, and 

the techniques of orchestration. Britten speaks of being thrilled at 

hearing Holst's Planets and Ravel's String Quartet. Together, Bridge 

and Britten heard Holst's Hammersmith, and Walton's Belshazzar's Feast. 

Upon hearing Stravinsky's Symphony of Psalms on November 16, 1931 (the 

first English performance), Britten said: "Everyone around was appalled 

and saying how sad about Stravinsky, Bridge was insisting that it was 

a masterpiece."6 Britten was also seeing how an artist lived: "I heard 

conversations which centered round the arts; I heard the latest poems 

discussed, and the latest trends in painting and sculpture. "7 

At Gresham's school circa 1928, age 15, Benjamin enjoyed the 

atmosphere, which was liberal and progressive. He was a conscientious 

objector, and therefore was not required to join the Officer Training 

Corps but was given extra time for games. (His pacifist ideas owe 

themselves somewhat to Bridge, as he indicates in describing some 

conversations.) 

At the school he played both of his instruments and saw some 

of his compositions performed. He was now studying piano with Harold 

Samuel in London. Britten's earliest published works were written 

while at Gresham's: The Birds, 1929, for voice and piano and the 

anthem "A Hymn to the Virgin" for unaccompanied chorus. On January 5, 

5Christopher Headington, Britten (London: Eyre Methuen, 
1981), p. 21. 

6Kennedy, p. 6. 

7 
Holst, p. 21. 
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1931, the Lowestoft Musical Society performed the anthem together with 

"I Saw Three Ships" which is a carol published in 1967 as the "Sycamore 

Tree." 



CHAPTER 3 

THE ROYAL COLLEGE OF MUSIC 

In July 1930, at age 16, Britten left Gresham's after two years 

to become a scholarship recipient at the Royal College of Music. Ralph 

Vaughn -Williams and John Ireland were his judges. Ireland eventually 

took him on as a student of composition, with Bridge's approval. 

Ralph Vaughn- Williams, speaking of Britten's entrance examina- 

tion recalled: "Britten went into the room for his exam with a bundle 

of compositions under his arm. 'Is that all' (I asked with a twinkle), 

Britten blinked and replied: 'Oh no, I've got two suitcases full 

outside.' "8 

Ireland soon realized that Britten was far in advance of his 

fellow students. Indeed his training with Bridge had been so complete 

that he evaluated his experience there in the following way: "I feel 

I didn't learn very much. When you are immensely full of energy and 

ideas you don't want to waste your time being taken through elementary 

exercises in dictation. "9 

However, progress was made during this time. He moved from his 

school idols, Beethoven and Brahms, to discovering Mozart, Schubert, 

Purcell and Mahler. Britten describes his growth in the following way: 

BKennedy, p. 10. 

9Kennedy, p. 9. 

8 
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I was at a concert soon after leaving school, specially 
to hear an exciting new piano concerto, and saw from the 
programme that I had first to hear a symphony by Mahler, I 

naturally groaned in anticipation of forty -five minutes of 
boredom. But what I heard was not what I had expected to 
hear. First of all, in spite of a slack, under -rehearsed 
and rather apologetic performance, the scoring startled me. 
It was mainly 'solistic' and entirely clean and transparent. 
The coloring seemed calculated to the smallest shade, and 
the result was wonderfully resonant. I wasn't bored for one 
of its forty -five minutes, whereas I was for every one of the 
fashionable new concerto's twenty- three. The form was so 
cunningly contrived; every development surprised one and yet 
sounded inevitable. Above all, the material was remarkable, 
and the melodic shapes highly original, with such rhythmic 
and harmonic tension from beginning to end. After the con- 
cert I made every effort to hear Mahler's music....10 

Britten twice won the prize for composition at the Royal 

College of Music, once in 1931 and again in 1933. But only one of his 

compositions was performed at the school, the Sinfonietta, Opus 1. 

That performance was on March 16, 1933, some six weeks after its 

January 31 performance, also in London. 

Britten continued to enrich his education by attending concerts 

and rehearsals at the BBC, and listening to radio performances, often 

under Bridge's baton. He heard works by Delius, Tchaikowsky, Schoenberg, 

Berg, Webern and Mahler. 

In his last year at the Royal College of Music, Britten won a 

small scholarship to be used for travel abroad. He chose to use it to 

study with Berg, being most impressed with Wozzeck. However, the 

college did not like the idea. According to Britten: 

I think, but can't be sure, that the director, Sir Hugh 
Allen, put a spoke in the wheel. At any rate, when I said 
at home during the Holidays "I am going to study with Berg, 
aren't I ?" the answer was a firm "No, dear." Pressed, my 
mother said, "He's not a good influence "....There was at 
that time an almost moral prejudice against serial music.... 

lOKennedy, 
p. 10 
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I think also that there was some confusion in my parents' 
minds -- thinking that "not a good influence" meant morally, 
not musically. They had been disturbed by traits of 
rebelliousness and unconventionality which I had shown 
in my later school days.11 

While coping with his disappointment he drew on his childhood 

compositions and put together the Simple Symphony, which he dedicated 

to his viola teacher Audry Alston. The composition for string 

orchestra was premiered in March 1934. Shortly thereafter, while he 

was in Florence for the premier of his Fantasy Quartet for oboe and 

strings his father became ill and died. At this point, bereaved by 

his father's death, and disappointed about not being allowed to study 

with Berg, he found composing difficult and therefore spent the summer 

in Lowestoft, near the beach. 

The next fall he used his scholarship to travel to Paris, Munich, 

Basle, Salzburg and Vienna. With his education behind him he was now 

ready to commence a successful career as a composer, conductor and 

pianist. 

11Kennedy, 
p. 13. 



CHAPTER 4 

THE VICTORIAN ERA AND THE 
MODERN RENAISSANCE OF BRITISH MUSIC 

In order to place Britten in perspective as an English composer, 

and further, to point out the uniqueness of the Sinfonietta, it will be 

propitious to make a short review of the nature of music in England 

during the Victorian Era and the modern British renaissance. 

After Handel a period of less brilliant musical activity was 

to be found in England. Even though Haydn's visits did stimulate some 

interest in orchestral music, the music being written was generally 

in the form of the Ballad, Opera, the Glee and the Voluntary. Much 

was written, however, the creative quality of the music was poor; it 

even sank to the point of triviality.12 As one author put it: "It's 

not that their music was bad, or badly written....most of it was simply 

irrelevant. There was no talent around big enough to make it 

relevant. "13 Part of the problem was that there were a large number 

of choral societies who used cantatas and oratorios as their mainstays, 

thus making such works the road to success for young composers. Unfor- 

tunately, their standards were evidently not very demanding. 

12Gerald 
Abraham, ed., The New Oxford History of Music, The Age 

of Beethoven 1790 -1830 (London: Oxford University Press, 1982), 
vol. 8: General Musical Conditions, by A. Hyatt King, p. 5. 

p. 164. 

13Henry 
Raynor, Music in England (London: Robert Hale, 1980), 

11 
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So, although a lot of music was written at the time, little was 

of lasting value. For example, take the case of Sir Henry Bishop. He 

wrote twenty -one arrangements of operas, nine musical versions of 

novels, incidental music to twenty -three plays, a number of Masques, 

Cantatas and Odes, and thirty operas of his own, but is remembered for 

only one thing, "Home Sweet Home."14 

Fortunately there were some bright spots to be found. Probably 

the first being Samuel Wesley (1766 -1837) who wrote some good Anthems, 

Services and Masses, as well as several organ improvisations. His son, 

Samuel Sebastian Wesley (1810 -1876) (his father was a proponent of 

Bach), helped raise the standard of English church music with excellent 

Anthems and Services.15 He was largely influenced by Mendelssohn and 

Schumann whose styles, along with Brahms, would influence the whole 

century. 

The position of music in the British society during the middle 

and late 1800's was one of security. There were large and fairly 

intelligent audiences for musical events, but British music itself was 

rather weakly supported. The public preferred foreign music. 

A. L. Bacharach gives three reasons for this weakness in support of 

British music: 

14Abraham, 
p. 5. 

15Willie 
Apel, ed., Harvard Dictionary of Music, 2nd ed. 

(Cambridge, Massachusetts: Harvard University Press, 1969), 
England, by Franklin B. Zimmerman, p.292. 
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1. Apathy of the intelligent --they mistrusted music 
because it appealed to the emotions. 

2. There was a supine policy in the churches, with their 
badly written and ill- performed music. 

3. The general snobbery of society --they disliked music 
which had words conveying anything definite.16 

Light music was accepted though, and oratorios also, because 

the biblical stories were well known and required little effort to 

understand. Of course this did little to encourage local talent to 

develop. Much music was imported from the continent, as were musicians. 

Many great composers visited England during this time, including 

Mendelssohn, Dvorak, Berlioz, Wagner and Tchaikowsky. 

During the late 1800's there were, however, a couple of other 

fine composers to be found in England. Notably, William Sterndale 

Bennett (1816 -1876) who wrote well for piano and orchestra, and Sir 

Arthur Sullivan (1842 -1900) whose serious music was a definite step 

forward in terms of the dullness of most orchestral music of the time.17 

Generally, the nineteenth century in England had a musical 

climate that was dominated by a heavy Brahmsian tradition that also 

looked back to Mendelssohn and Schumann. It was "limpid and 

inoffensive music," according to Pirie.18 That Brahmsian tradition 

is generally attributed to the influence of Hubert, Parry and Charles 

Villiers Standford, both of the Royal College of Music.19 

16A. 
L. Bacharach, ed., British Music of Our Time (Harmonds- 

worth, England: Pelican Books, 1946), pp. 11 -12. 

17Raynor, 
p. 172 

18Peter 
J. Pirie, The English Musical Renaissance (New York: 

St. Martin's Press, 1979), p. 20. 

19Pirie, 
p. 20. 
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Parry (1848 -1928) had studied in Germany with Danreuther after 

graduating from Eaton, while Stanford (1852 -1924) had taken his degree 

at Cambridge, Trinity College, and also went to Germany for advanced 

instruction. Both taught composition. 

Another part of the problem during the 1800's had been, 

especially earlier on, that the composers had been either church men 

or amateurs; professionals were looked upon as foreigners and not 

accepted. Therefore, there was no school of composers pushing ahead, 

or even looking around at what was developing. 

The orchestras of the time were also poor. There was virtually 

no subscription concert series as seen today in London. Even the opera 

houses that were in existence seemed to burn down regularly.20 It was 

only later, under the direction of Elgar and Ralph Vaughn Williams, 

that the orchestras would become good enough to play the new British 

music written by the better composers who were also yet to come. 

The new movement in British music around 1900 was to start with 

Parry's "Prometheus Unbound," a cantata, and gain strength through 

Vaughn Williams and Elgar among others.21 According to Zimmerman, the 

modern British Renaissance in Music had three parts: 

1. The period of German influence. 

2. The period of nationalist and impressionistic tendencies. 

3. The period of the young most recent composers.22 

20Sadie, 
Vol. 6, p. 175. 

21Bacharach, 
pp. 12-14. 

22Apel, 
Zimmerman, p. 292. 
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According to Zimmerman, Parry, Stanford, and Elgar were the 

main proponents of the first period, their music having a rich emotional 

style with strong British associations, ushering in the flowering of 

British music. 

It is Frederick Delius, Ralph Vaughn Williams, Gustav Holst, 

Arnold Bax, and Arthur Bliss and more who are listed as those composing 

in the nationalistic and impressionistic -like styles, giving English 

music its folksong characteristics, unique colored mysticisms, wistful- 

ness and brilliant orchestration. 

The third group of composers was to include Britten, along 

with Edmund Rubbra, William Walton, and Michael Tippett among others, 

whose works are more adventuresome and in distinctively modern styles. 

Other milestones were to help the process of revitalizing 

English music. The establishment of the Royal College of Music in 

1882 was to give Sir George Grove a platform for his strong teaching 

ability, and also challenge the only other major music school in town, 

the Royal Academy of Music, which had become a lathargic appendage of 

the Victorian attitude. This situation was to reverse itself by the 

time Frank Bridge was a student at the RCM, showing the RAM as the 

liberal institution which was looking more to the current events on 

the continent (i.e., Wagner and Richard Struass), and the RCM with 

Parry and Stanford as the more conservative school looking back to 

Brahms and Mendlessohn.23 

During the last twenty -five years of the nineteenth century, 

many events help improve the atmosphere for a British musical rebirth. 

23Pirie, 
pp. 24 and 39. 
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A good music critic appeared on the scene, George Bernard Shaw, giving 

a standard for both composer and performer. Subscription concert 

series started to appear, such as those of the Hallé Orchestra, the 

Prominade Cocnerts, and the Crystal Palace Concerts. Also competition 

festivals and the Peoples Concerts Society appeared.24 In general, 

musicians began to broaden their abilities and outlook, becoming more 

interested in the world of intellect and art. 

Circa 1918, World War I had delayed the technical stimuli from 

aboard and England was still isolated in its conservatism. Richard 

Strauss was venerated as ultra modern, and Debussy and Ravel were looked 

upon as novelties, while Sibelius was very popular. According to 

Hutchings, British composition in 1918 did not approach Strauss' 

poorest work;25 there was still a long way to go. 

Hutchings makes a further comparison that helps establish the 

style of English composition after the war. He says that in France and 

Italy a young composer of the time would write a ballet or opera in 

order to gain an audience and a reputation, while in England one would 

write grandiose symphonies.26 This in itself may have delayed the 

growth of English music. 

John Ireland eventually replaced Stanford at the RCM and had 

among his students Frank Bridge, Arnold Bax, Frederick Delius, Gustav 

Holst, and Peter Warlock, all of whom were breaking away from the 

24Ernest 
Walker, History of Music in England, 3rd ed., revised 

by J. A. Westrup (London: Oxford University Press, 1952), p. 319. 

25Cooper, 
Martin, ed. The New Oxford History of Music, The 

Modern Age 1890 -1960 (London: Oxford University Press, 1974). 
Vol. 10: Music in Britian 1916 -1960, by Arthur Hutchings, p. 503. 

26Cooper, 
Hutchings, p. 504. 
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traditional fare. Ralph Vaughn Williams was also on the scene at this 

time and was himself moving away from Romanticism, and establishing his 

voice through the folksong influence and Elgar had established his 

individual voice. 

Now Benjamin Britten arrives on the scene, at a time of rebirth 

and experimentation, a time when English composition is finding its 

own voice in nationalistic, impressionistic, and folksong idioms. 

Furthermore, Bridge, his teacher, was looking to more dark sounds, 

and Britten is able to hear concerts featuring more aggressive composers 

such as Stravinsky and Schoenberg. 

In the Sinfonietta we will see a Britten not of his later 

traditional style, using triads with added notes, augmented triads 

divorced from traditional contexts, and juxtapositions that are not of 

prefabricated progressions,27 but rather the Britten of the Sinfonietta 

who shows an even tighter texture, little triadic harmonies and a more 

unique approach to form than he usually uses. 

It is regretable that the scope of Britten's efforts involved 

in the Sinfonietta does not include the Auden years (the next five 

years) and the time spent in America, for those years offer evidence 

of significant growth and experience. However, this Opus 1 does allow 

us to view the germination of a most successful and fruitful career. 

27Cooper, 
Hutchings, p. 548. 



CHAPTER 5 

SINFONIETTA, OPUS 1 

The Sinfonietta is in three movements: Poco Presto ed agitato, 

Variations, and Tarantella. Britten uses ten instruments, a woodwind 

quintet and a string quintet. The piece is basically in a Sonata 

Allegro outline, an arch form, with some unique adaptations. He elimi- 

nates the traditional areas of tonal conflict, tonic and dominant, of 

the sonata thesis and substitutes the interval of a major seventh A 

against Bb as the basic conflict of the piece.28 

The sonority of conflict evolves from a seventh in the first 

movement to a second (its inversion) in the Variations, then to a 

ninth in the Tarantella. The ninth finally collapses to the original 

seventh at the end of the Tarantella. At no time in the composition 

does a chord appear without one of the three dissonant intervals also 

being present. 

Although there is a descending ending to the first movement, 

the basic conflict of the seventh is not satisfied in the rhythmic 

resolution, and it is consequently postponed until the end of the 

Tarantella, where the French Horn in a FFF dynamic overcomes the 

ensemble and establishes D as the final and central pitch of the movement. 

28Peter 
Evans, The Music of Benjamin Britten (Minneapolis, 

Minnesota: University of Minnesota Press, 1979), p.16. 

18 
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Britten avoids chromatic relationships and uses motives as the 

building blocks for the piece. The first movement is a sonata -like 

form with a First and Second Theme, as in the exposition, a short 

development of thematic fragments, a recapitulation of the two themes, 

and a coda. 

The First Theme in the Exposition is made of six motives from 

which all material of the composition is derived (see Figure 1). 
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Figure 1. Sinfonietta, Op. 1, first movement, 
mm. 1-13. 

The six motives are given letters. In Figure 1, the first motive, a, 

is the seventh that was mentioned before, which establishes the basic 

conflict. Motives b, b', c, and d are used to generate most of the 

First Theme as well as the themes for the other movements. The horn 
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fanfare (see Figure 2) consists of motives e and f. Motive e is a 

pentatonic ascending scale, and f is a descending mixolydian scale. 

Notice that motives b and c appear in the pentatonic fanfare. 

aco pntsfo eel a8lfa' 
>. .r. 

a 
c ` J 

- e 

i 

Vict712tto VC 
?- 

Figure 2. Sinfonietta, Op. 1, first movement, French 
Horn call, poco presto ed agitato, 
mm. 18 -24. 

The Fanfare also serves as important introductory material 

later in the second movement, albeit in a transformed statement. And 

it will also appear at the end of the Tarantella, again in the French 

Horn, along with all of the major melodies and motives of the first 

movement. 

This French Horn fanfare bears a great deal of similarity to 

the one found in the Schoenberg Chamber Sympony in E, Op. 9 of 1906. 

In fact, there seems to be a good deal of evidence that Britten was 

inspired by the Chamber Symphony in writing the Sinfonietta.29 See 

Figure 3 from the beginning of Schoenberg's Chamber Symphony, measures 

four through nine. (Notice that Schoenberg's fanfare is built on 

fourths, while Britten's is on a pentatonic scale.) 

29Kennedy, 
p. 128. 
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Figure 3. Chamber Symphony, mm. 4 -9. 

1° 

The second theme of the Sinfonietta is more lyric, stated in 

the flute, violin, and cello, respectively (see Figure 4). 

'Au aitafo 

f esplis ss. 

Figure 4. Sinfonietta, first movement, piu agitato, 
mm. 67 -69. 

Its similarity to the theme of measure 16 in the Schoenberg 

Kammersymphonie is also apparent (see Figure 5). 
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Figure 5. Chamber Symphony, first movement, sehr 
schwungvoll, mm. 22 -24. 

In the Exposition, instead of a tonal dichotomy, Britten uses suggestive 

parallels. Opening in D he moves to sharper regions around E and then 

closes in F using an implied dominant pedal C. Britten's short develop- 

ment uses two -bar segments of the three previously stated themes, 

varying them in rhythm and interval. He avoids the traditional Sonata 

Allegro development based on key relationships and tonal ambiguities, 

and establishes a static quality that does lead into a recapitulation, 

the conflict being in the scale -like patterns and the static background. 

Here he shows a clearer tonal implication, dm is stressed by 

pizzicato in the string basses, and becomes an ostinato which is super- 

imposed so as to yield constant seventh and ninth relationships over 

a static background. A softening occurs and there is a restatement, 

but no relief because of a pedal A (which feels dominant) is challenged 
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by Bb. The A and Bb eventually contract to their inversion, a seventh, 

where it all began. 

The allusive technique of this movement, by which freely 
superimposed melodic activity in broadly contrasted modal 
areas takes the place of harmonically confirmed tonal areas, 
is far from a renunciation of tonality's structural propensities, 
but shows a mastery of their adaptation that is a more remark- 
able achievement in an Op. 1 than would be many more icono- 
clastic procedures. In particular, the conventional view of 
the sonata's dramatic potentialities has been rejected. The 
middle section is climactic neither in thematic behavior nor 
in tonal crisis, and even the conflated restatement appears 
to be no more than en route for a destination that, for the 
moment, it fails to reach. Instead of an arch, Britten has 
drawn a line that continues to rise after the mid- point; 
and this revaluation of the formula is to become his preferred 
solution to the sonata problem.30 

Initially the recapitulation, which has little definition 

finally settles firmly into the second theme, introducing a section 

in which all three themes are presented simultaneously. Finally, the 

coda's punctuating chords satisfy the rhythmic energy of the build 

up, but avoid the resolution of the basic conflict of the seventh. 

Variations 

The second movement is, as its name clearly states, a variation 

form. A short introduction in the flute and clarinet uses the theme 

from measure 112 of the development of the first movement. It soon 

moves to a transformed version of the fanfare, stated in the violins. 

Eventually the theme is stated in the first violin with the second 

playing a counter melody (see Figure 6). 

30Evans, 
pp. 18-19. 
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Figure 6. Sinfonietta, second movement, andante 
lento, mm. 14 -19. 

The five variations are not melodically varied but are 

changed in range, timbre and tempo. At the high point of this arch 

form, it is heard in canon with an arpeggiated accompaniment. At the 

end, the movement relaxes into a clever metric modulation which leads 

by way of the viola directly into the Tarantella. The interval of a 

second remains throughout the movement and again the basic conflict has 

not been resolved either by a point of rest rhythmically, or the 

resolution of the conflicting minor second sonority. The pitch area 

here moves from D to Eb as part of the arch form. 

Tarantella 

The third movement is a fast paced (Presto Vivace) Tarantella 

with a perpetual motion feeling in the first theme. It is stated in 

the viola, and extends to both ends of the instrument's register (see 

Figure 7). The second theme is an angular duple rhythm superimposed 

over the triple meter of the first theme. It first appears in the low 

string. 
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Figure 7. Sinfonietta, third movement, Tarantella, 
mm. 1 -7. 

The development section displays contrasting fugal entries 

of the first theme in the strings, while the winds play fast scale 

passages. Finally it all unwinds into two fermatas, where the sonority 

of the ninth collapses into the seventh. The recapitulation now brings 

back previous materials, i.e. every motive from the first movement can 

be found. 

The coda of punctuating chords, similar to that of the first 

movement, reestablishes the conflict of the seventh interval, and picks 

up where the first movement left off. Finally the French Horn punches 

through on the last chord to establish D as tonal center. 



CHAPTER 6 

SIMILARITIES TO SCHOENBERG'S CHAMBER SYMPHONY 

Opus I is unique to English music of the time in that it 

approaches the style of Schoenberg. Britten had a great talent for 

imitation of style and could easily copy anyone he chose. However, 

here he seems to be expressing his interest in Schoenberg's style more 

than copying it. This is indicated by the fact that there are as 

many differences as there are similarities between the Schoenberg 

Chamber Symphony and the Sinfonietta. Please note the analysis found 

in the score: Synopsis of Form of Schoenberg Chamber Symphony, Opus 

9, 1906.31 

The Chamber Symphony was composed in 1906; it was per- 
formed for the first time at Vienna, in 1907, by the Rosé 
quartet with the Woodwind Ensemble from the Vienna Court 
Opera. 

The work is in one movement, yet its structure is clearly 
similar to that of a symphony in several movements. The 
various sections, however, are so closely interwoven (the 
Development of the first movement, for instance, is placed 
between the Scherzo and Adagio) as to create the impression 
of an extensive first movement of a symphony in which 
extended episodes (Scherzo and Adagio, respectively) are 
interpolated between Exposition and Development, and again 
between Development and Recapitulation. 

31Arnold 
Schoenberg, Kammersymphonie, Op. 9 for 15 Solo 

Instruments, Philharmonia Scores, No. 225 (Vienna, Austria: Universal 
Edition, 1912), pocket score, p. iii. 

26 
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Synopsis of Form 
Measure 
Number 

I. Exposition from the beginning to 32 
Principal section 1 -16 
Intermediate section 16 -21 
Subsidiary section 21 -27 
Closing section 27 -32 
Repetition of the principal section, and 

Transitory passage to 32 -38 

H. Scherzo 38 -60 
1st section 38 -46 
2nd section (Trio and Development) 46 -54 
3rd section (Recapitulation) 54 -60 

III. Development 60 -77 
1st section 60 -67 
2nd section 67 -71 
3rd section 71 -77 

IV. Slow movement 77 -90 

V. Finale 90 -end 
Recapitulation of the themes contained in 

I, indifferent sequence 90 -100 

Time required for performance: 22 min. 

Some similarities are evident. Neither work is based strictly 

on traditional sonata key relationships, each having a unique approach 

to the sonata form. Britten places a slow section between the first 

movement and the ultimate resolution of the conflict (development) and 

Schoenberg places movement -like sections before and after the develop- 

ment. Both works use French horn calls and the shape of some of the 

melodies are similar, as we have seen earlier. Further, the resolution 

of the conflict is postponed in both until the end. Both are chamber 

works. 

They are dissimilar in the following ways. Schoenberg chooses 

to write a piece in a single movement with five parts, while Britten 

chose a three movement format. Also, Schoenberg's Horn fanfare is 
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built on fourths, whereas the Britten counterpart is a pentatonic 

scale. And, Schoenberg uses a larger ensemble (15 instruments) and 

writes a longer piece. 

One should note that the use of concentrated means and the 

evidence of confidence found in the Chamber Symphony32 are also quite 

evident in the Britten work. Thus, Britten was able to catch the 

essence of Schoenberg's effort and employ it in his work, without 

simply immitating it or quoting from it. Here Britten shows his great 

talent early on, making his own statement in a style that is new to his 

country and background. 

32Stanley 
Sadie, ed., New Groves Dictionary of Music and 

Musicians, Vol. 16 (London: Macmillan Publishers, Ltd., 1980), 
p. 710. 



CHAPTER 7 

SIMILARITIES TO OTHER BRITTEN SCORES 

The Sinfonietta is not unique to Britten's music. His use of 

Sonata forms in this exploratory manner is seen in a handful of pieces 

which were written basically at the opposite ends of his career. (It 

should be noted here that he didn't write a great deal of purely 

instrumental chamber music.) The instrumental works employing 

modified sonata forms showing tonal ambiguity or reappraisal of the 

classical thesis are: the cello symphony of 1963, Op. 68; the string 

quartet 1931, which has no opus (and was written just prior to the 

Sinfonietta); and parts of the string quartet of 1945, Op. 25.33 

It is interesting to compare the Sinfonietta with the string 

quartet written about the same time (1931); one also finds several 

similarities. There are many motivic shapes in the introduction. 

The slow movement moves from D to C much in the same way the 

Variations move from D to Eb. Further, the finale brings back first 

movement materials as a summary of previous ideas. There are also 

cyclic links between the movements and there is the scherzo -like 

quality to the finale movement and the derivation of every shape from 

earlier materia1.34 Finally, both are three movement works. 

33Evans, 
p. 22. 

34Evans, 
p. 22. 
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Probably the largest similarity between the Cello Symphony 

and the Sinfonietta is the unique sonata structure. The motivic 

genesis and strong sonorities are also obvious to the listener. 

Furthermore, he again avoids the intense development of key relation- 

ships. He achieves a trio sonority, thus not making it a concerto 

with the traditional two opposing voices and tonalities, but rather 

by making it more of a trio sonata, having the two, the solo and the 

orchestra, work together within the same sonority. 

That Britten chose to return to the stylistic roots35 of the 

Sinfonietta in his late masterpiece the Cello Symphony, attests to the 

fact that he was not merely imitating Schoenberg, or pleasing Frank 

Bridge. Rather he was fulfilling his need for the expression of a 

truly well developed technique. 

The Sinfonietta is a well crafted piece of motivic generation 

which serves both as the culmination of his study at the RCM and as 

the first large step into the professional world. As Britten once 

said of Bridge, "he gave me a sense of technical ambition. "36 Indeed 

the Sinfonietta, as well as the String Quartet of 1931 and the Cello 

Symphony, are manifestations of that gifted technique. They do not 

show the lyric English style of some of his other work, but rather are 

an expression of his intellectual self. 

Britten's masterful use of motives, the careful orchestration 

of the ten instruments and the cyclical usage of themes, demonstrate 

35Evans, 
p. 21. 

36Kennedy, 
p. 7. 
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a uniquely mature understanding of his craft for one so young.37 

Indeed the Sinfonietta is a very precocious work for a nineteen -year- 

old student. 

37 Evans, p. 21. 



APPENDIX 

CHRONOLOGICAL LIST OF PUBLISHED COMPOSITIONS 

Key to Publishers: 

B. & H. = Boosey & Hawkes Ltd. 
F.M. = Faber Music Ltd. 
A.C.B. = A. & C. Black Ltd., The Yar Book Press 
N. = Novello & Co. 
O.U.P. = Oxford University Press 
P.P.U. = Peace Pledge Union 

1925 

FIVE WALTZES (WALTZES); for piano, composed between 1923 and 1925: 
edited by the composer 1969. F.M. 

1929 

THE BIRDS: song for medium voice and piano (words by Hilaire Bellec) -- 
revised in 1934 B. & H. 

A WEALDEN TRIO: Song of the Women (words by Ford Madox Ford); for 
women's voices (SSA) unaccompanied: edited by the composer 
1967. F.M. 

1930 

A HYMN TO THE VIRGIN: anthem for mixed voices unaccompanied (words 
anon.) -- revised in 1934. B. & H. 

THE SYCAMORE TREE: for unaccompanied mixed chorus SATB (words 
traditional): edited by the composer 1967. F.M. 

1931 

TIT FOR TAT: five settings from boyhood of poems by Walter de la Mare, 
composed between 1928 and 1931: edited by the composer 1968. 

F.M. 

32 
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SWEET WAS THE SONG: for contralto solo and chorus of female voices 
(from an unpublished Christmas Suite called Thy King's 
Birthday): edited by the composer 1966. F.M. 

STRING QUARTET IN D MAJOR: edited by the composer 1975. F.M. 

1932 

THREE TWO -PART SONGS: for boys' or female voices and piano (words 
by Walter de la Mare) O.U.P. 

SINFONIETTA: for chamber orchestra, op. 1. B. & H. 

PHANTASY QUARTET: for oboe, violin, viola and cello,' op. 2. B. & H. 

1933 

A BOY WAS BORN: choral variations for mixed voices unaccompanied, 
op. 3 (words selected from Ancient English Christmas Carols 
and the Oxford Book of Carols) -- revised in 1955. O.U.P. 

TWO PART SONGS: for mixed voices and piano --1. I Lov'd a Lass (words 
by George Wither); 2. Lift Boy (words by Robert Graves) 

B. & H. 

1934 

SIMPLE SYMPHONY: for string orchestra or string quartet, op. 4. 

O.U.P. 

HOLIDAY DIARY: suite for piano, op. 5. B. & H. 

FRIDAY AFTERNOONS: twelve songs for children's voices and piano, 
op. 7 (words selected from Tom Tiddler's Ground by Walter de 
la Mare and from other sources) B. & H. 

MAY: unison song with piano (words anon.) A.C.B. 

1935 

SUITE: for violin and piano, op. 6, republished (B. & H., 1976) in 
a shorter version as Three Pieces for violin and piano 
(I March II Lullaby III Waltz). B. & H. 

TE DEUM IN C MAJOR: for choir and organ. O.U.P. 

1936 

OUR HUNTING FATHERS: symphonic cycle for high voice and orchestra, 
op. 8 (text devised by W. H. Auden). B. & H. 

SOIREES MUSICALES: suite of five movements from Rossini for 
orchestra, op. 9. B. & H. 
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1937 

VARIATIONS ON A THEME OF FRANK BRIDGE: for string orchestra, op. 10. 

B. & H. 

ON THIS ISLAND: five songs for high voice and piano, op. 11 (words by 
W. H. Auden). B. & H. 

TWO BALLADS: for two sopranos and piano --I. Mother Comfort (words by 
Montagu Slater); 2. Underneath the Abject Willow (words by 
W. H. Auden). B. & H. 

FISH IN THE UNRUFFLED LAKES: song for high voice and piano (words by 
W. H. Auden). B. & H. 

MONT JUIC: suite of Catalan Dances for orchestra, op. 12 -- written with 
Lennox Berkeley. B. & H. 

PACIFIST MARCH: unison song with accompaniment (words by Ronald 
Duncan. P.P.U. 

1938 

PIANO CONCERTO in D, op. 13 -- revised in 1945. B. & H. 

ADVANCE DEMOCRACY: chorus for mixed voices unaccompanied (words by 
Randall Swingler). B. & H. 

1939 

BALLAD OF HEROES: for high voice, chorus and orchestra, op. 
by W. H. Auden and Randall Swingler). 

VIOLIN CONCERTO op. 15 -- revised in 1958. 

LES ILLUMINATIONS: for high voice and string orchestra, op. 
by Arthur Rimbaud). 

CANADIAN CARNIVAL (KERMESSE CANADIENNE): for orchestra, op. 

1940 

14 (words 
B. & H. 

B. & H. 

18 (words 
B. & H. 

19. 

B. & H. 

SINFONIA DA REQUIEM: for orchestra, op. 20. B. & H. 

DIVERSIONS ON A THEME: for piano (left hand) and orchestra, op. 21 -- 
revised in 1954. B. & H. 

SEVEN SONNETS OF MICHELANGELO: for tenor and piano, op. 22. B. & H. 

INTRODUCTION AND RONDO ALLA BURLESCA: for two pianos, op. 23, 
No. 1. B. & H. 

1941 

PAUL BUNYAN: operetta (libretto by W. H. Auden): revised by the 
composer in 1975 and given the opus number 17. F.M. 



MATINEES MUSICALES: second suite of five movements from Rossini for 
orchestra, op. 24. 

MAZURKA ELEGIACA: for two pianos, op. 23, No. 2. 

STRING QUARTET: No. 1 in D, op. 25. 

SCOTTISH BALLAD: for two pianos and orchestra, op. 26. 

1942 

B. & H. 

B. & H. 

B. & H. 

B. & H. 

35 

HYMN TO ST. CECILIA: for mixed voices unaccompanied, op. 27 (words by 
W. H. Auden). B. & H. 

A CEREMONY OF CAROLS: for treble voices and harp, op. 28 (words by 
James, John and Robert Wedderburn, Robert Southwell, 
William Cornish, and from anonymous sources). B. & H. 

1943 

PRELUDE AND FUGUE: for eighteen -part string orchestra, op. 29. 
B. & H. 

REJOICE IN THE LAMB: festival cantata for choir and organ, op. 30 
(words by Christopher Smart). B. & H. 

SERENADE: for tenor, horn and strings, op. 31 (words by Cotton, 
Tennyson, Blake, anon., Ben Johnson and Keats). B. & H. 

THE BALLAD OF LITTLE MUSGRAVE AND LADY BARNARD: for male voices and 
piano (words anon.). B. & H. 

1944 

A SHEPHERD'S CAROL: for unaccompanied voices (words by W. H. Auden)- - 
written for the BBC programme 'A Poet's Christmas'. N. 

CHORALE (AFTER AN OLD FRENCH CAROL): for unaccompanied voices (words 
by W. H. Auden) -- written for the BBC programme 'A Poet's 
Christmas'.* 

1945 

PETER GRIMES: opera, op. 33 (libretto by Montagu Slater). B. & H. 

FESTIVAL TE DEUM: for choir and organ, op. 32. B. & H. 

THE YOUNG PERSON'S GUIDE TO THE ORCHESTRA: variations and fugue on a 
theme by Purcell, op. 34. B. & H. 

THE HOLY SONNETS OF JOHN DONNE: for tenor and piano, op. 35. 
B. & H. 

STRING QUARTET: No. 2 in C, op. 36. B. & H. 

*Published in The Score, No. 28, January 1961. 
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1946 

THE RAPE OF LUCRETIA: opera, op. 37 (libretto by Ronald Duncan) 
revised in 1947. B. & H. 

AN OCCASIONAL OVERTURE IN C: for orchestra, op. 38-- [withdrawn]. 

1947 

ALBERT HERRING: comic opera, op. 39 (libretto by Eric Crozier). 
B. & H. 

PRELUDE AND FUGUE ON A THEME OF VITTORIA: for organ. B. & H. 

CANTICLE I: for tenor and piano, op. 40 (words by Francis Quarles). 
B. & H. 

A CHARM OF LULLABIES: for mezzo -soprano and piano, op. 41 (words by 
Blake, Burns, Robert Greene, Thomas Randolph and John Philip). 

B. & H. 

1948 

SAINT NICOLAS: cantata for tenor, mixed voices, string orchestra, 
piano, percussion and organ, op. 42 (words by Eric Crozier). 

B. & H. 

THE BEGGAR'S OPERA: a new realization of John Gay's ballad opera, 
op. 43. B. & H. 

1949 

SPRING SYMPHONY: for soprano, alto and tenor soli, mixed chorus boys' 
choir and orchestra, op. 44 (words from various sources) 

B. & H. 

THE LITTLE SWEEP: opera for young people, op. 45 (libretto by Eric 
Crozier). B. & H. 

A WEDDING ANTHEM (Amo Ergo Sum): for soprano and tenor soli, choir 
and organ, op. 46 (words by ronald Duncan). B. & H. 

1950 

FIVE FLOWER SONGS: for unaccompanied mixed chorus, op. 47 --1. To 
Daffodils (words by Robert Herrick); 2. The Succession of 
the Four Sweet Months (Robert Herrick); 3. Marsh Flowers 
(George Crabbe); 4. The Evening Primrose (John Clare); 
5. Ballad of Green Broom (anon.). B. & H. 

LACHRYMAE -- Reflections on a song of Dowland: for viola and piano, 
op. 48 also arranged for viola and strings by the composer 
in 1975 (op. 48a). B. & H. 
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1951 

SIX METAMORPHOSES AFTER OVID: for oboe solo, op. 49 --1. Pan; 
2. Phaeton; 3. Niobe; 4. Bacchus; 5. Narcissus; 6. Arethusa. 

B. & H. 

BILLY BUDD: opera, op. 59 (libretto by E. M. Forster and Eric Crozier). 
B. & H. 

1952 

CANTICLE II -- Abraham and Isaac: for alto, tenor and piano, op. 51 
(text from the Chester Miracle Play). B. & H. 

1953 

GLORIANA: opera, op. 53 (libretto by William Plomer). B. & H. 

WINTER WORDS: for tenor and piano, op. 52 (lyrics and ballads by 
Thomas Hardy). B. & H. 

1954 

THE TURN OF THE SCREW: opera, op. 54 (libretto by Myfanwy Piper after 
Henry James). B. & H. 

CANTICLE III -- 'Still falls the rain': for tenor, horn and piano, 
op. 55 (words by Edith Sitwell). B. & H. 

1955 

ALPINE SUITE: for recorder trio. B. & H. 

SCHERZO: for recorder quarter. B. & H. 

HYMN TO SAINT PETER: for mixed -voice choir with treble solo and organ 
(words from the Gradual of the Feast of St. Peter and St. Paul), 
op. 56a. B. & H. 

1956 

ANTIPHON: for mixed -voice choir and organ (words by George Herbert) 
op. 56b. B. & H. 

THE PRINCE OF THE PAGODAS: ballet, op. 57. B. & H. 

1957 

SONGS FROM THE CHINESE: for high voice and guitar (words by Chinese 
poets, translated by Arthur Waley), op. 58. B. & H. 

NOYE'S FLUDDE: the Chester Miracle Play set to music, op. 59. 
B. & H. 
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1958 

EINLADUNG ZUR MARTINSGANS: eight -part canon composed for Martin 
Hurlimann's Sixtieth Birthday. 

NOCTURNE: for tenor, seven obbligato instruments and string orchestra 
(words by Shelley, Tennyson, Coleridge, Middleton, Wordsworth, 
Owen, Keats, and Shakespeare), op. 60. B. & H. 

SIX HOLDERLIN FRAGMENTS: for tenor and piano, op. 61. B. & H. 

1959 

CANTATA ACADEMICA -- CARMEN BASILIENSE: for soprano, alto, tenor, and 
bass solos, chorus and orchestra (Latin text from the charter 
of the University of Basle and from older orations in praise 
of Basle), op. 62. B. & H. 

FANFARE FOR ST. EDMUNDSBURY: for three trumpets. B. & H. 

MISSA BREVIS IN D: for boy's voices and organ, op. 63. B. & H. 

1960 

A MIDSUMMER NIGHT'S DREAM: opera, op. 64 (libretto by Benjamin 
Britten and Peter Pears after William Shakespeare). B. & H. 

1961 

SONATA IN C: for cello and piano, op. 65. 

JUBILATE DEO: for mixed -voice choir and organ. 

B. & H. 

O.U.P. 

FANCIE: for unison voices and piano (words by Shakespeare). B. & H. 

WAR REQUIEM: for soprano, tenor and baritone solos, chorus, orchestra, 
chamber orchestra, boys' choir and organ (text: Missa pro 
Defunctis and poems by Wilfred Owen), op. 66. B. & H. 

1962 

PSALM 150: for two -part children's voices and instruments, op. 67. 
B. & H. 

A HYMN OF SAINT COLUMBA- -Regis regum rectissimi: for mixed voice 
choir and organ. B. & H. 

1963 

SYMPHONY FOR CELLO AND ORCHESTRA, op. 68. B. & H. 

CANTATA MISERICORDIUM: for tenor and baritone solos, small chorus 
and string orchestra, piano, harp, and timpani (Latin text by 
Patrick Wilkinson), op. 69. B. & H. 
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NIGHT PIECE (NOTTURNO): for piano solo. B. & H. 

1964 

CADENZAS TO HAYDN'S CELLO CONCERTO IN C. B. & H. 

NOCTURNAL (AFTER JOHN DOWLAND): for guitar solo, op. 70. F.M. 

CURLEW RIVER: a parable for church performance (text by William 
Plomer after the Japanese Noh Play, Sumidagawa), op. 71. 

F.M. 

1965 

SUITE NO. 1 IN G MAJOR: for cello (edited by Mstislav Rostropovich), 
op. 72. F.M. 

GEMINI VARIATIONS: for flute, violin, and piano (four hands), op. 73. 
F.M. 

SONGS AND PROVERBS OF WILLIAM BLAKE: for baritone and piano, op. 74. 

F.M. 

VOICES FOR TODAY: anthem for full choir and boys' chorus, with optional 
organ accompaniment, op. 75. F.M. 

THE POET'S ECHO: six poems of Pushkin for high voice and piano, op. 76. 

F.M. 

1966 

THE BURNING FIERY FURNACE: second parable for church performance 
(text by William Plomer), op. 77. F.M. 

THE GOLDEN VANITY: vaudeville for boys' voices and piano, words by 
Colin Graham after the old English ballad, op. 78. F.M. 

CADENZAS FOR MOZART'S PIANO CONCERTO IN E FLAT MAJOR (K. 482). 
F.M. 

HANKIN BOOBY: folk dance for wind and drums. F.M. 

1967 

OVERTURE 'THE BUILDING OF THE HOUSE': for orchestra and chorus, 
op. 79. F.M. 

THE OXEN: carol for women's voices and piano (text by Thomas Hardy). 
F.M. 

SUITE NO. 2 IN D MAJOR: for cello (edited by Mstislav Rostropovich). 
F.M. 

1968 

THE PRODIGAL SON: third parable for church performance (text by 
William Plomer) op. 81. F.M. 



1969 

CHILDREN'S CRUSADE: ballad for children's choir and orchestra (text 
by Bertolt Brecht), op. 82. F.M. 

SUITE IN C: for harp solo, op. 83. F.M. 

1970 

WHO ARE THESE CHILDREN ?: for tenor and piano (Lyrics, Rhymes and 
Riddles by William Soutar), op. 84. F.M. 

1971 

OWEN WINGRAVE: opera (text by Myfanwy Piper after the story by Henry 
James), op. 85. F.M. 

CANTICLE IV -- Journey of the Magi: for counter -tenor, tenor, baritone 
and piano (text by T. S. Eliot), op. 86. F.M. 

SUITE NO. 3 for cello (edited by Mstislav Rostropovich), op. 87. 
F.M. 

1973 

DEATH IN VENICE: opera (text by Myfanwy Piper after Thomas Mann), 
op. 88. F.M. 

1974 

CANTICLE V --The Death of Saint Narcissus: for tenor and harp (text 
by T. S. Eliot), op. 89. F.M. 

SUITE ON ENGLISH FOLK TUNES 'A time there was . . .' for orchestra, 
op. 90. F.M. 

1975 
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SACRED AND PROFANE: eight medieval lyrics for unaccompanied voices 
(SSATB), op. 91. F.M. 

A BIRTHDAY HANSEL: for voice and harp (texts by Robert Burns), op. 92. 
F.M. 

PHAEDRA: dramatic cantata for mezzo- soprano and small orchestra 
(text from Robert Lowell's translation of Racine's Phedre), 
op. 93. F.M. 

STRING QUARTET NO. 3, op. 94. F.M. 

1976 

EIGHT FOLKSONG ARRANGEMENTS with harp or piano. F.M. 

WELCOME ODE: for young people's chorus and orchestra, op. 95 F.M. 
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Works Published Posthumously by Faber Music 

1928 

QUATRE CHANSONS FRANCAISES: for soprano and orchestra (texts by Paul 
Verlaine and Victor Hugo) published in 1982. 

1932 

PHANTASY: for string quintet (edited by John Evans) published in 1983. 

1936 

THREE DIVERTIMENTI: for string quartet (I March II Waltz III Burlesque) 
revised by the composer from Alla Quartetto Serioso: 'Go play, 
boy, play' (1933) and published in 1983. 

RUSSIAN FUNERAL: march for brass and percussion, published in 1981. 

1937 

REVEILLE: fanfare for violin and piano, published in 1983. 

1937 -9 

CABARET SONGS: for voice and piano (words by W. H. Auden): 1. Tell 
me the truth about love, 2. Funeral Blues, 3. Johnny, 
4. Calypso. Published in 1980. 

1939 

YOUNG APOLLO: fanfare for pianoforte solo, string quartet and string 
orchestra, op. 16: withdrawn by the composer but published 
in 1982. 

1947 

MEN OF GOODWILL: variations on 'God rest ye merry, Gentlemen', for 
orchestra: composed for a BBC radio feature broadcast on 
Christmas Day 1947: published in 1982. 

1962 

THE TWELVE APOSTLES: for solo voice, unison chorus and piano: 
published in 1981. 
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