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I was born in Edgbaston, Birmingham, in 1950 and came to music largely through 
the encouragement of my maternal grandmother, who was a pianist. Her grand-
uncle, George Hope Johnstone, a friend of Edward Elgar, had been influential in the 
musical life of Birmingham as Chairman of the Midlands Institute and the Triennial 
Music Festival (one of his first commissions was Elgar’s Dream of Gerontius). I studied 
for a higher degree in composition at the University of Hull (1972–74) with Anthony 
Hedges, one of the leading British composers of light music. During my early career 
in the 1970s, I was the co-founder and musical director of a contemporary chamber 
orchestra (Kanon), which was based in Hull but also performed at nearby cities such 
as Lincoln and Scunthorpe. I was awarded three national prizes for my compositions 
in that decade. I have written music for concert hall and theatre, including an 
operetta, Wilberforce, staged in 1983 as part of the sesquicentenary commemoration 
in Hull of the passing of William Wilberforce’s Act for the Abolition of the Slave 
Trade (1807).

Having composed for performers ranging from the Northern Sinfonia to the 
Milton Keynes Chamber Orchestra in the 1970s, I began to experience doubts about 
the direction and purpose of my composing in the 1980s, especially since I had 
always been involved in popular music as well as concert music. I was in a rock band 
in my youth, and I played keyboards and sang with two dance bands in Hull. In 
1985, I was singing professionally in London as a principal character in a jazz opera, 
Prez, based on the life of saxophonist Lester Young. At this time, I became absorbed 
in researching the cultural history of music and, in 1992, I was awarded a Ph.D. in 
the sociology and aesthetics of music; years later I was also awarded an honorary 
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doctorate by the Sibelius Academy. My books include From the Erotic to the Demonic: 
On Critical Musicology (2003), Sounds of the Metropolis: The Nineteenth Century Popular 
Revolution in London, New York, Paris, and Vienna (2008), both published by Oxford 
University Press, Musical Style and Social Meaning: Selected Essays (2010), published by 
Routledge, and German Operetta on Broadway and in the West End (2019), published by 
Cambridge University Press.

My first appointment as a Professor of Music was at the University of Salford in 
1996. It was at that University, which pioneered degrees in Band Musicianship in the 
UK, that I composed most of my music for brass band, which included two symphonies 
for brass and percussion that were recorded by the Black Dyke Band in 2019 – and that, 
rescored for full orchestra, can be heard here. I continued to write orchestral music, 
but that was usually driven solely by a personal compulsion. In 2006, I was appointed 
Professor of Critical Musicology at the University of Leeds and found myself under 
considerable pressure to produce musicological publications for submission to the 
research-assessment exercises, which have a big effect on the funding that universities 
receive from the government. I was fortunate in being awarded a very large grant in 
2014 by the European Research Council for a project investigating the reception of 
English versions of German-language operettas in London and New York. I completed 
that research in 2019, and my official retirement came in September 2020.

I feel the need to begin my musical discussion by justifying my choice of the label 
‘symphony’ for two of the compositions in this album. To an extent, it is deliberately 
provocative. I was tired of listening to twentieth-century symphonies that laboured to 
make grand statements and stretched themselves out to lengths scarcely justified by 
their material. It seemed that the symphony had yet to resolve how it was to move on 
from late Mahler in the way that opera had managed to move on from late Wagner. The 
symphony continued to be tormented by a nineteenth-century ideology of progress.  
I remember that, even in their original brass-band guise, I had to make the case for calling 
these compositions symphonies. On one occasion, I wrote a polemical programme 
note in which I declared that I was attempting to return to the Enlightenment ideal of 
‘seemingly artless art’ during a time in which there was so much ‘seemingly arty art’.
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It was, however, during the Age of Enlightenment that the problems of the 
symphony first arose. The difficulties that the compositions of Joseph Haydn created 
for the aesthetics of German idealism have been extensively discussed by Raymond 
Knapp.1 In brief, Haydn’s music resisted an interpretation that prioritised inwardness 
and contemplation, since the elements of entertainment and humour were impossible 
to ignore: the finale of Symphony No. 60 (‘Il distratto’) or the second movement of the 
‘Surprise’ Symphony are obvious examples. In the nineteenth century, as music became 
increasingly commodified, ‘entertainment’ became a dirty word. Critics sought to 
distinguish between the vulgarity of music written for sale and ernste Musik (‘serious 
music’), composed for its own sake. Thus, an ethical objection was coupled to an 
aesthetical rejection. The basis of such arguments was challenged during the theoretical 
upheaval labelled ‘postmodernism’ in the 1980s and 1990s.

I had been much involved with theorising postmodernism and music (writing 
an article specifically on this topic in 19982), and my symphonies fall into line with 
my thinking on this subject. In them, I am rejecting symphonic idealism and notions 
of aesthetic progress, and I am attempting to scale down to a pattern of movements 
and an overall duration typical of Haydn symphonies (No. 88 is a favourite of mine, 
but there are also much earlier symphonies I am fond of, such as No. 24). I am aware 
that, among others, Stravinsky and Prokofiev (in his Classical Symphony) returned 
to the Classical period for inspiration. However, although Neo-Classicism reacted 
against the nineteenth-century idea of progress, I thought it bound itself too closely 
to historical styles and forms, and often embraced too much artifice, even if it did so 
playfully. Neo-Classical works certainly included a variety of changes that marked them 
as compositions of a later age, but, for me, too large a proportion of the material was 
tied to an age long past.

In my symphonies, I attempted to tackle this problem by leaning on various 
structures and processes used in eighteenth-century symphonies but resisting the 

1 Making Light: Haydn, Musical Camp, and the Long Shadow of German Idealism, Duke University Press. Durham (NC), 2018.
2 ‘Postmodernism and Music’, in Stuart Sim (ed.), Critical Dictionary of Postmodern Thought, Icon Books, Duxford (Cambridge), 
1998, republished as The Routledge Companion to Postmodernism, Routledge, Abingdon-on-Thames, 3rd edn. 2011.
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melodic or harmonic stylistic characteristics of that time. Taking my cue from Haydn, 
I wanted to include melodies of traditional and popular character, and to make use of 
contemporary orchestral forces in the way I treated them. My intention was to revisit 
historical forms while leaning on musical styles that had emerged in more recent 
times. For those melodic and harmonic features, I was largely indebted to the popular 
music that I had listened to and performed in the 1960s. Bands such as The Kinks and  
The Beatles were strong influences, and, in the classical realm, the music of Sibelius 
and Shostakovich. There were also symphonies that I did not take as models, but which 
showed me various possibilities – for example, Kurt Weill’s Second, Shostakovich’s Ninth 
and William Grant Still’s Afro-American Symphony. All of these are multi-movement 
works, and do not exceed 25 minutes in duration, which is also true of the majority of 
Haydn’s symphonies.

So far, none of what I have said addresses the musical processes and compositional 
techniques that would help to justify the term ‘symphony’. Symphonic composition is 
not simply a matter of using forms commonly found in symphonic movements, such as 
a sonata-form allegro or scherzo with trio. It is important to consider the way musical 
ideas are developed, and how economical a composer is with those ideas, reworking 
them, transforming them, varying them, developing them, crafting new musical shapes 
from them, and creating a sense of flow rather than a patchwork of themes. However, 
rather than embracing Romantic organicist notions of the growth of musical seeds,  
I lean towards Classical rhetorical models (contrast, hesitation, interruption, suspense, 
etc.) and the effective and orderly organisation of material that was called dispositio. 
Undoubtedly, this predilection comes from my poststructuralist belief that music 
behaves more like a signifying practice than a growing plant. It means I am not averse 
to musical ornamentation (elocutio, in rhetorical terminology), despite its supposed 
lack of ‘inner necessity’ (I add decoration, for example, to the melody of the Adagio of 
Symphony No. 2). In brief, eighteenth-century musical theory and practice accorded 
with my poststructuralist conviction that meaning relies on convention and that music 
represents rather than expresses emotion. This idea tallies with the argument of the 
Enlightenment philosopher Adam Smith that, when listening to music, we do not feel 
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‘the reflected disposition of another person’ but, rather, draw from our own emotions in 
interpreting musical meaning.3

A symphony, in my opinion, must demonstrate a combination of creative invention 
and disciplined technique. Imaginative employment of counterpoint and unexpected 
combinations of material are desirable elements. Some may wonder if popular styles 
can be made to work in the context of symphonic argument. But it is not the shape or 
character of musical ideas that is at stake here. After all, there is frequently little difference 
between the short memorable musical phrases known as motifs in classical music 
and the riffs that are common to popular music. The difference between the classical 
motif and the pop riff lies mainly in their respective functions and treatment. Popular 
music uses repetition to emphasise a groove, in preference to motivic proliferation or 
development; but, in a new context, I see no reason why the latter should not work. After 
all, Haydn comes close to writing a ‘riff tune’ himself, in the finale of Symphony No. 82 
(compare it, say, to the riff tune ‘Yes, Sir, That’s My Baby’ by Walter Donaldson and Gus 
Kahn, or David Bowie’s ‘Rebel Rebel’). In the end, listeners must decide if the results are 
convincing or not. Personally, for instance, I hear Philip Glass’ Heroes Symphony (1996) 
as more of an orchestral suite than a symphony.

I conclude with some brief analyses of the compositions in this album, beginning 
with three general comments. First, there are no exact repeats of sections, such as are 
found in Haydn’s symphonies. Beethoven and Brahms showed that continual variation 
and development of ideas adds richness to the symphony – a lesson that could not be 
ignored, even if my own powers of musical development can in no way rival theirs. 
Second, it was impossible to ignore the way the orchestra has developed since Haydn’s 
day, and I wanted to take advantage of instruments such as the cor anglais (English 
horn), bass clarinet and harp, as well as tuned and untuned percussion. Third, my use 
of syncopation relates to that found in jazz and pop, and differs from classical style. 
Eighteenth-century music did have syncopation, sometimes termed alla zoppa, but the 
syncopated note tended to be heavily stressed, whereas jazz syncopation is frequently 
unstressed.
3 Adam Smith, Essays, VI. The Imitative Arts, Alex. Murray, London, 1872, p. 425.
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Symphony No. 1 in A flat major, Op. 23 (1995; orch. 2021)
My First Symphony had a double impetus: it was composed in 1995 – for brass band – 
for the centenary celebrations of the University of Salford in 1996, but Todmorden, the 
Pennine town in which I live, was also celebrating a centenary that same year (that of 
its Charter). Much of the music was written walking in the hills around my home. The 
orchestration was made in summer 2021.

The brief opening tune on bassoon 1  generates most of the music material in the 
Allegro moderato first movement and may also be considered a motto theme for the 
Symphony as a whole. It passes to higher woodwind and strings and reaches an initial 
climax with harmonies moving up a whole-tone scale before a songlike melody is heard 
on first violins – a lyrical, drawn-out version of the motto theme. A brassy martial 
passage follows, containing call-and-response exchanges between horns and oboes. It 
is succeeded by a development section, which is based on fragmentary motifs from the 
motto theme, shared first among the brass and then among the strings and woodwind. 
The whole-tone harmonic progression then returns before the beginning of the 
recapitulation is asserted forcefully by cor anglais, bass clarinet, bassoons and trumpets. 
Everything proceeds in similar fashion to the exposition, but with a change in harmonic 
direction that ensures the appearance of the second subject in the home key. There are 
also textural changes, such as the addition of timpani and harp to the accompaniment 
of the second subject, as well as a clarinet countermelody. The martial music returns and 
is soon joined with a loud restatement of the song and its countermelody – the latter 
now transferred from clarinet to flutes and piccolo. The momentum continues and the 
movement closes with a recollection of its opening.

The second movement, Adagio 2 , is characterised by Celtic elements, in particular 
the presence of the rhythm often referred to as the ‘Scotch snap’. Undoubtedly, my playing 
of the Highland Bagpipe was an influence here, although the spread of notes in the main 
theme (stated by the cor anglais) is not available on the chanter of that instrument. The 
repeat of this pastoral theme is joined by a trombone figure based on the motto theme 
of the previous movement. An interlude follows, also referencing the opening notes of 
the Symphony, before hints of the main theme enter, leading to a climactic statement for 
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full orchestra. The interlude material is then heard again (on the cor anglais) while a bass 
clarinet plays variants of the motto theme in counterpoint. After a final restatement of 
the main theme, the movement closes gently.

The jaunty tune of the Scherzo, marked Allegro vivace ma non troppo 3 , appears 
amid snatches of the motto theme, and they even creep into the tune itself at some 
points. After a little climax, the tuba takes up the tune. Then, following another brief 
climax, the flutes begin a subsidiary theme. It heralds what, at first, seems to be a tranquil 
middle section, in which glockenspiel and trumpet play in two beats to the bar, against 
the prevailing three beats elsewhere. However, peace is disrupted by some menacing 
references to the motto theme. The Scherzo tune returns on clarinets, followed by 
the subsidiary theme on violins. The tranquil melody now has its calmness disrupted 
further when it reappears with multiple cross-rhythms and above sinuous phrases in the 
bass clarinet and lower strings. Nevertheless, order is restored for a final statement of the 
Scherzo tune and its subsidiary theme before the movement ends.

The leap upwards of a perfect fourth in the motto theme is widened to a fifth in the 
opening of the Allegro Finale 4 . The last two bars of the opening subject are of much 
importance to this movement, and I will refer to them as ‘Motif A’. They are given a 
varied repeat immediately by the oboes and cor anglais and, after a brief interruption 
from trombones, repeated once more by the first violins. A second subject, characterised 
by syncopation, is soon announced by cellos and bassoons in the subdominant key, 
which quickly takes on a minor colour. The instrumental forces strengthen, the mood 
turns harsher, and a three-note syncopated bass figure becomes more insistent. Motif 
A is heard in the violins, then upper woodwind. The three trombones punctuate 
this section, and a four-voice fugue based on Motif A begins in the violas. The fugue 
moves to the heavy brass and reaches a climax in which melodic strands that have 
been previously heard weave themselves into the musical texture. The recapitulation 
is varied and curtailed, and an augmented version of the fugue theme rings out in the 
first trombone. The intensity is then reduced, and preparation begins for an extended 
return of the second subject in the relative minor key. The coda begins with a repeat of 
the opening material of the movement set against bell-like sounds in the trombones.  
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Motif A also makes a last appearance, and the music gathers momentum, increasing in 
volume as it approaches the final bars.

Symphony No. 2 in G minor, Op. 26 (1997; orch. 2021)
My Second Symphony was composed during 1996–97, and, like the First, was originally 
scored for brass band;4 it, too, was orchestrated in summer 2021. Symphony No. 2 is 
not as tightly organised as No. 1, and yet I confess to liking it more. Perhaps that’s an 
indication that structural composing may be as overrated as structural listening.5

The opening declamatory motif generates much of the music heard in the first 
section of the first movement, an Allegro, which is dominated by rhythmic interruptions 
and outbursts 5 . It begins to calm down, and a theme of quirky character is introduced 
on solo violin, although it bears some features that are indebted to previous material. 
I was influenced by the quirky second subjects that Haydn sometimes employed in his 
symphonies – for instance, in the first movement of No. 83 (‘La Poule’) and the finale of 
No. 86. The earlier material returns, and ideas are developed and played with in various 
guises. A loud assertion of the declamatory motif heralds the recapitulation. When 
the second subject returns, it is played by a solo trumpet using a harmon mute, which 
gives that instrument a soft but metallic sound. A varied repeat of this theme includes 
a comical exchange between bassoon and tuba on the one hand and xylophone and 
solo violin on the other. The coda returns to the original material and ends with a loud 
restatement of the declamatory motif.

After the short introduction to the Adagio second movement 6 , a solo cello begins 
to unfold an embellished melody that falls somewhere between song and recitative 
(arioso). The melodic decoration draws on popular and folk ornamentation, rather than 
those that seem too locked into the historical past, such as turns and trills. This arioso 
passage leads into a much more obviously songlike tune, which the rest of the cellos join. 
4 A recording of the brass-band versions of these symphonies was released by Black Dyke Band, conducted by Nick Childs, in 2020 
(World of Sound wos 155).
5 The term ‘structural listening’ was coined by Rose Rosengard Subotnik. A collection of essays exploring other possibilities can 
be found in Andre dell’Antoio (ed.), Beyond Structural Listening?: Postmodern Modes of Hearing, University of California Press, 
Berkeley, 2004.
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When that is repeated, traces of the rhythmic interjections that characterised the first 
movement become noticeable in the accompaniment. A peaceful, central section begins, 
with imitative writing for the woodwind, as a musical phrase is passed among them. A 
climax is reached, rhythmic figures return, a tam-tam is heard, and brass instruments 
resonate. The music quietens and returns to the arioso melody accompanied by divided 
strings, flute and harp. Before long, the cantabile theme, which enters on an unexpected 
harmony, is in full flood, against some accompanying rhythmic figures that are once 
more reminiscent of the first movement; they persist into the quiet coda, adding a ripple 
of disturbance to its tranquillity.

The Scherzo, marked Allegretto 7 , enjoys playing games with the pastoral 6
8 metre, 

sometimes inclining towards a stress of three crotchets (quarter notes) in a bar, instead 
of following the normal division into two pairs of three quavers (eighth notes) each. 
It is a feature that delights me in William Byrd’s madrigal ‘Though Amaryllis Dance 
in Green’. I hope to capture something of the spirit of dance, as the Byrd madrigal so 
effectively does. The first section is strewn with musical fragments, although a solo 
clarinet manages to play an eight-bar tune at one point. When more extended melody 
arrives, it is on bassoons and solo trombone, and set against a vigorous accompaniment 
of syncopated chords in strings and wind. Two other trombones play low, growling 
pedal notes at this point. After a brief interlude, this section is repeated with varied 
accompaniment. The shape of the movement is based on the eighteenth-century minuet 
and trio, and the trio section now begins with a tune on the clarinet accompanied by harp 
and strings, then repeated by violins, flutes and oboe. A bluesy dissonance punctuates it, 
before previously heard material returns and is further elaborated.

The Finale begins Andante con moto with a call-and-response section that echoes 
the style of the African-American protest song ‘Go Down, Moses’, with its memorable 
demand ‘Let my people go’ 8 .6 The call is heard on the oboe and the response is provided 
by three trombones. The Allegro then begins with a striving theme on violins set against 
a rhythmic, restless bass figure. It gives way to a horn melody, the initial bars of which 
6 First published anonymously, as ‘The Song of the Contrabands’ in 1862. ‘Contrabands’ was a term used to describe escaped slaves 
during the American Civil War.
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become important later in the movement. Rhythmic figures on brass, reminiscent of 
the first movement, are heard. A rhythmic figure from the trombone response in the 
opening of the movement now becomes insistent but yields to overlapping antiphonal 
exchanges on solo violin and solo cello (based on the horn melody). The music builds 
to a massive climax before subsiding in preparation for the return of opening solo, 
now on trumpet and responded to by trombones, upper woodwind and timpani. The 
striving Allegro theme returns with more call-and-response exchanges and, when the 
melody previously stated by horns returns in a final climactic section, it is adorned with 
flourishes on piccolo that incorporate the sextuplet rhythm that featured in much of the 
first movement.

The Silver Sword: Tone-Poem, Op. 39 (2021)
The Silver Sword is a novel by Ian Serraillier, published in 1956, which tells of the search 
of three Polish children for their mother and father after the Second World War. During 
the conflict, the family had become separated, and the father met an orphaned boy, Jan. 
He gave him a little silver sword, in the hope that Jan might chance upon his son and 
two daughters and could inform them that he and his wife were heading for Switzerland. 
Jan did encounter them and joined them in their quest, the silver sword inspiring them 
all to persevere, whatever the obstacles. The book ends with the new beginning they 
experienced in the first purpose-built international children’s village in the Swiss canton 
of Appenzell. This tone-poem draws its material from incidental music I composed in 
1983 for Stuart Henson’s dramatic version of the novel, but my intention, here, was to 
capture the mixture of struggle and hope embodied in Seraillier’s work, rather than to 
depict particular events of the narrative.

The opening music 9  evokes the hope that the little silver sword represents for 
the children, but the mood is soon interrupted by an aggressive march depicting the 
invading Nazis. It leads into a section representing the children’s flight into the night. 
Here a melody begins to emerge in the background and develops into a disillusioned 
lament before being interrupted by noisy figures from the march theme. The march 
reasserts itself, but gradually begins to fade away and hope returns with the ‘silver sword’ 
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theme. The percussion in the accompaniment may be heard as hammer blows in the 
building of the international children’s village.

I want to end by thanking the Liepāja Symphony Orchestra for their hard work and 
effort in performing my music, which sometimes may appear deceptively straightforward, 
but which can often raise unexpected technical problems in performance owing to the 
frequently exposed orchestral writing. In addition, I would like to convey my deepest 
gratitude to conductor Paul Mann, whose dedication to my compositions has been 
without equal, and whose interpretative insights have been exceptional.

Paul Mann is a regular guest-conductor with many 
orchestras throughout Europe, the USA, Australia and 
the Far East. His work as chief conductor of the Odense 
Symphony Orchestra in Denmark achieved considerable 
critical success, particularly in the symphonies of 
Beethoven, Elgar, Mahler, Schumann and Shostakovich; 
with it he made numerous recordings of a wide range of 
repertoire, for such labels as Bridge, DaCapo and EMI. 

He first came to international attention as the winner 
of the first prize in the 1998 Donatella Flick Conducting 
Competition, as a result of which he was also appointed 
assistant conductor of the London Symphony Orchestra. He 
made his LSO debut shortly afterwards, and subsequently 
collaborated regularly with the Orchestra, both in the 
concert-hall and in the recording studio. Special projects 
with the LSO included the Duke Ellington Centenary 
Concert at the Barbican Hall with Wynton Marsalis, and a famous collaboration with the 
legendary rock group Deep Purple in two widely acclaimed performances of Jon Lord’s 
Concerto for Group and Orchestra at the Royal Albert Hall, the live DVD and CD of which 
remain international bestsellers. Among his more recent recordings is the first-ever studio 
account of Lord’s Concerto, with the Royal Liverpool Philharmonic Orchestra, in collaboration 
with Jon Lord himself and a star-studded cast of soloists, and the live recording of Celebrating 

Photograph: Sara Porter
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Jon Lord, a special concert which took place at the Royal Albert Hall in April 2014 with an all-
star cast paying tribute to the late composer. 

This recording is his 25th for Toccata Classics. The first featured the orchestral music of Leif 
Solberg (tocc 0260) and the second, third and fifth (tocc 0262, 0263 and 0299) presented the 
complete orchestral music of the Scottish Romantic Charles O’Brien (1882–1968). His three-
volume survey of the complete orchestral music of Henry Cotter Nixon appeared on tocc 
0372, 0373 and 0374. An album of orchestral works by Josef Schelb was released on tocc 0426, 
and his recordings of Richard Flury’s operas Eine florentinische Tragödie, with the concert scena 
Sapphos Tod, appeared on tocc 0427 and Die helle Nacht on tocc 0580, his ballet Der magische 
Spiegel and Kleine Ballettmusik on tocc 0552, and the Third Violin Concerto and a number 
of orchestral works, some in Mann’s own orchestrations, was released on tocc 0601. Most 
recently, the Symphony and two other orchestral works by Mischa Spoliansky appeared on 
tocc 0626.

Paul Mann is curating, as well as conducting, a series of new works for string orchestra, 
Music for My Love, all written in memory of Yodit Tekle, the partner of Martin Anderson, 
founder of Toccata Classics. The first volume (tocc 0333) featured music by Brahms (arranged 
by Ragnar Söderlind), Maddalena Casulana (arr. Colin Matthews), Brett Dean, Steve Elcock, 
Andrew Ford, Robin Holloway, Mihkel Kerem, Jon Lord (arr. Paul Mann), John Pickard, Poul 
Ruders and Ragnar Söderlind himself. The second volume presented music by Nicolas Bacri, 
Ronald Corp, Wim Hautekiet, Sean Hickey, John Kinsella, David Matthews, Phillip Ramey, 
Gregory Rose, Gerard Schurmann, José Serebrier, Robin Walker and Richard Whilds (tocc 
0370), and the third volume (tocc 0504) brought music by Michael Csányi-Wills, David 
Braid, Martin Georgiev, Adam Gorb, Raymond Head, Ian Hobson, David Hackbridge Johnson, 
Robert Matthew-Walker, Lloyd Moore, Rodney Newton and Dana Paul Perna.

He has also established himself as a champion of contemporary British symphonists, 
recording the Ninth (tocc 0393), Tenth and Thirteenth (tocc 0452) and Fifteenth (tocc 
0456) Symphonies of David Hackbridge Johnson and the Third by Steve Elcock (tocc 0400), 
each accompanied by smaller works, as well as the Symphonies Nos. 1 and 4 and tone-poem 
Distant Nebulae by Rodney Newton (tocc 0459). His most recent Toccata Classics releases 
of living British composers featured orchestral music by Rob Keeley, including his Second 
Symphony (tocc 0462), by Arnold Griller – his Violin and Trumpet Concertos and Dances 
under an Autumn Sky (tocc 0590) – and Airs and Dances (a bagpipe concerto) and other works 
by Derek B. Scott (tocc 0589).

Photograph: Sara Porter
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The  Liepāja Symphony Orchestra  – formerly also known as The Amber Sound Orchestra –  
is the oldest symphonic ensemble in the Baltic  states: it was founded in 1881 by Hanss 
Hohapfel, who also served as its conductor. The orchestral strength in those early days was  
37 musicians, joined in the summers by guest players from Germany and Poland. With 
time, both the structure and professionalism of the Orchestra grew, as did its standing in the 
eyes of the general public.

After the Second World War the LSO recommenced its activities in 1947, under the wings 
of the Liepāja Music School, and was conducted for the next 40 years by the director of the 
School, Valdis Vikmanis. A new chapter in the life of the Orchestra began at the end of 1986, 
when it was granted the status of a professional symphony orchestra, becoming only the second 
in Latvia. That formal recognition was made possible by the efforts of two conductors, Laimonis 
Trubs (who worked with the LSO from 1986 to 1996) and Jekabs Ozolins (active with the LSO 
from 1987 to 2008).

The first artistic director of the LSO, as well as its first chief conductor, was the Leningrad-
born Mikhail Orehov, who took the ensemble to a higher standard of professionalism during 
his years there (1988–91). Another important period for the LSO was 1992 to 2009, when 
Imants Resnis was artistic director and chief conductor. He expanded the range of activities 
considerably: in addition to regular concerts in Riga, Liepāja and other Latvian cities, the 
Orchestra also went on frequent tours abroad, playing in Germany, Great Britain, Malaysia, 
Spain, Sweden and elsewhere. During this period a number of important recordings were 
made, some of them during live appearances on Latvian radio and television.

In the early days of the LSO Valdis Vikmanis began a series of summer concerts which 
always sold out, and so, in 2010, the festival ‘Liepāja Summer’  was launched, to renew that 
tradition of a century before. As well as orchestral performances (some of them in the open air), 
the festival includes sacred and chamber music.

The Liepāja Symphony Orchestra holds a special place in the  cultural life of Latvia. It 
received the highest national music award, the ‘Great Music Award’, in 2006, as well as the Latvian 
Recordings Award in the years  1998, 2000, 2001, 2004, 2006 and 2008. In 2010  the  Liepāja 
Symphony Amber Sound Orchestra was granted the status of national orchestra. The current 
chief conductor, the Lithuanian Gintaras Rinkevičius, made his debut with the LSO in 2017.

This is the nineteenth of a series of recordings for Toccata Classics. The first featured Paul 
Mann conducting the orchestral music of the Norwegian composer Leif Solberg (tocc 0260) 
and the next three brought Volumes One, Two and Three of the complete orchestral music 
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of the Scottish Romantic Charles O’Brien (tocc 0262, 0263 and 0299). The fifth release featured 
music by the German composer Josef Schelb (tocc 0426), conducted again by Paul Mann, and 
the sixth presented the Symphonies Nos. 17 and 18 of the Finnish composer Fridrich Bruk 
(tocc 0455), conducted by Maris Kupčs. John Gibbons then conducted the LSO in the first 
four of a series of William Wordsworth recordings, in programmes including the Fourth and 
Eighth Symphonies (tocc 0480), Violin and Piano Concertos (tocc 0526), the Cello Concerto 
and Fifth Symphony (tocc 0600), and the Seventh Symphony and a number of shorter works 
(tocc 0618). Maris Kupčs returned to the Orchestra to conduct an album featuring Fridrich 
Bruk’s Symphonies Nos. 19 and 21 (tocc  0453). Paul Mann’s further work with the LSO 
has produced five more albums: tone-poems and the Symphony No. 15 – itself inspired by 
the Liepāja coast – by the English composer David Hackbridge Johnson (tocc 0456), the Violin 
and Trumpet Concertos, Dances under the Northern Sky and the Concerto Grosso by Arnold 
Griller (tocc 0590), a first programme of music by Derek B. Scott (tocc 0589), another of 
works by the late-Romantic Swiss composer Richard Flury (tocc 0601) and, most recently, 
an album with the Symphony and other orchestral works of Mischa Spoliansky (tocc 0626).

Recorded on 22–26 March 2022 in the Great Amber Concert Hall, Liepāja, Latvia
Producer-engineer: Normunds Slāva
Assistant: Jānis Straume 

Booklet text: Derek B. Scott
Cover design: David M. Baker (david@notneverknow.com)
Typesetting and lay-out: KerryPress, St Albans

Executive Producer: Martin Anderson

© Toccata Classics, London, 2022  ℗ Toccata Classics, London, 2022



16

DEREK B. SCOTT Orchestral Music, Volume Two
Symphony No. 1 in A flat major, Op. 23 (1995; orch. 2021) 23:14
1  I Allegro moderato 6:20
2  II Adagio 6:43
3  III Scherzo: Allegro vivace ma non troppo 2:59
4  IV Finale: Allegro 7:12

Symphony No. 2 in G minor, Op. 26 (1996–97; orch. 2021) 23:48
5  I Allegro 6:08
6  II Adagio 7:09
7  III Scherzo: Allegretto 3:34 
8  IV Finale: Andante con moto – Allegro 6:57

The Silver Sword : Tone-Poem, Op. 39 (2021) 10:52
9  Adagio – Tempo di marcia – Allegro – Andante – Tempo di marcia – Adagio

Liepāja Symphony Orchestra
Paul Mann

TT 57:55
  FIRST RECORDINGS


