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            Foreword

         

         There are some composers – for instance Bruckner – who have communicated virtually nothing about their music, so that our knowledge of it depends solely on the evidence of the notes themselves. Others – Wagner is a notable example – have devoted much energy and time to expounding their work and their ideas. Michael Tippett is firmly in the second category. Throughout his long life he felt a compelling need to explain himself and what he was trying to do, whether in the three books he published during his lifetime (Moving Into Aquarius, 1959; Music of the Angels, 1980; and his autobiography Those Twentieth Century Blues, 1991), or in his many letters to friends and colleagues, of which this book contains about a fifth of the approximately 2500 that survive.

         The letters paint a vivid self-portrait of a man constantly absorbed with ideas that will nourish his overriding concern, his music. He was unashamedly self-centred, although perhaps no more so than many other great artists. Besides, Tippett’s self-obsession was of an especially engaging kind. When I first met him in 1974 I wrote in my journal: ‘He talked for 2½ hours with hardly a stop, about an enormously interesting composer called Tippett & his equally interesting music.’ I wasn’t being facetious; it was just that he seemed to have a wonderful ability to talk quite objectively – and fascinatingly – about himself. The letters demonstrate this. Those from the 1930s especially reveal the probing depths of his mind, as he moved away from involvement with left-wing politics – he was one of the first intellectuals to see through the false hopes of communism – towards a kind of pantheistic religious view which asserted the value and beauty of life without embracing any particular faith. They also display the astonishingly wide range of his interests.

         We learn a great deal about Tippett’s music from these letters, much more about the earlier works – in particular A Child of Our Time and The Midsummer Marriage – than the later ones. There is virtually nothing about the last two operas, or The Vision of St Augustine and  The Mask of Time. This is partly because of his deteriorating eyesight and his increasing reliance on the telephone, so that there is no equivalent in the later years of the long, elaborate letters from the 1930s and 1940s. Undoubtedly the most interesting letters in this collection are those to his closest friends of that period – such as David Ayerst, Francesca Allinson and Douglas Newton (also a lover) – to whom Tippett uninhibitedly confessed everything that was currently on his mind, including remarkably frank details about his sexual life. Then there are his composer friends, Benjamin Britten and Alan Bush, to whom he gave accounts of his work in progress and occasionally (as in his letter about The Rape of Lucretia) telling criticism of theirs; and a few of his close collaborators such as Barbara Hepworth, who designed the sets for the first production of The Midsummer Marriage and who received a series of obsessive letters about that opera.

         The correspondence with Britten, most of which is included here, is a particularly valuable one. In the 1940s they were close friends, each recognising the other as the only other living British composer who really mattered; both of them actively involved in the revival of pre-Classical music, above all Purcell; both soon devoting their main energies to opera. For a few years Tippett almost took the place that Auden had played in Britten’s life, as a kind of wise older brother; while for Tippett, Britten was ‘the most purely musical person I have ever met and I have ever known’, as he recorded in the obituary he wrote for the Listener. Britten’s letters to Tippett, sadly, have not survived: whereas Britten assiduously kept everything sent to him, Tippett (like Auden) was careless with the letters he received. He was never a hoarder: his house contained relatively few books, considering the vast number he read. He lived very much in the present, and cast aside anything that had ceased to be useful to him.

         There are some notable gaps in Tippett’s own correspondence: no letters to his parents; no contemporary ones to Wilfred Franks that might have illuminated his first and most serious love affair (though we do learn a lot about this from some of his letters to David Ayerst); nothing to Karl Hawker, his companion for seventeen years. There are compensations for these losses, however: for instance in the many letters to Francesca Allinson, which show Tippett at his most intimate. Theirs was a loving relationship, though not a sexual one: despite his attractiveness to women, Tippett seems to have been exclusively homosexual in practice. Fresca was also a lesbian, so their idea of marriage  and having children, often discussed, came to nothing. Her suicide in 1945 affected him perhaps more than anything in his life. It can also perhaps be seen as a turning point, a further confirmation of the change that had followed the Jungian analysis he undertook at the end of the 1930s, at the painful conclusion of his affair with Wilfred Franks. This had started under the brilliant but maverick analyst John Layard, and continued, at Layard’s suggestion, with Tippett analysing his own dream material. This analysis had given him more confidence to continue as an artist, but also suggested to him that from now on he should live a life free of intense emotional involvement. One consequence was the sense of detachment evident in the later letters.

         Although Tippett’s need to communicate was compulsive, communication for him sometimes took the form of a monologue. ‘Don’t be worried by these rows of letters. I get into the habit of writing a whole batch to someone and then stop for a bit’, he writes, a little disconcertingly, to Alan Bush, almost implying that ‘someone’ could be anyone. Many of the letters to colleagues and collaborators are understandably concerned for the most part with practical matters, but even when he draws closer to a collaborator such as Barbara Hepworth, we learn little about her concerns or their relationship. There is a contrast here with Britten, who liked to treat his friends as an extended family. Tippett kept himself more aloof; yet every letter too contains glimpses of his natural warmth, as well as his infectious enthusiasm.

         My own personal memories of Michael Tippett start from the day I went to lunch with him at Nocketts, his home near Calne in Wiltshire, to discuss the short book on him I was intending to write. He seemed extraordinarily youthful, at least fifteen years younger than his actual age, with quick, expressive movements and energetic step. I remember him bounding upstairs, singing the theme from the slow movement of the Concerto for Double String Orchestra. A few weeks later I spent a weekend in Cambridge with him and his biographer Ian Kemp, and we made an expedition to his childhood home at Wetherden, which Tippett had not seen since his parents had sold it in 1919. We had been taken aback to discover that the woman who had bought it from the Tippetts was still living there, and had hardly altered the house at all, so it was like stepping back into the past. We asked to see the barn, where Tippett had often played with his brother, and were given a rusty key; we had to clear away many years’ growth of ivy from the  door before we were able to unlock it, and then an ancient interior was revealed by shafts of sunlight streaming through the dormer windows, the dilapidated timber looking as if it was just about to collapse. Tippett was very moved; a little later he pointed out a tree in the garden under which he remembered standing when he heard the news that the First World War had begun.

         Over the next twenty years I saw him quite often at concerts, the last time at his 90th birthday celebration at the Wigmore Hall, when he was so affected by a performance of The Heart’s Assurance – the piece he had written in memory of his beloved Fresca – that he could hardly speak. He was then quite frail; yet I thought he would see out the century and witness the Millennium, as he hoped, so his death in January 1998 came as a shock. He was such a central figure in our musical life that his absence is still strongly felt, not simply as a composer but as a man whose integrity and conviction were evident in everything he said and did. The publication of these letters will at least help to reclaim some of those qualities for us.

         David Matthews

      

   


   
      
         

            Introduction

         

         Throughout his life, which spanned almost the whole of the twentieth century, Michael Tippett was a prolific letter writer. In 1944, writing to Douglas Newton, his friend and one-time collaborator on the libretto for the opera The Midsummer Marriage, Tippett remarked, ‘I never seem to write 1 letter but I write 3.’ That a huge amount of this correspondence has survived and is already housed in major libraries around the world is itself indicative of its importance. Taken as a whole it reveals a side of the composer that until now has been largely unknown.

         Tippett’s letters show a powerful, fertile mind struggling with the relevance of diverse and sometimes conflicting ideologies in an attempt to shape a universal artistic expression embodying the aspirations of humanity. His music, in which are combined poetic metaphors, historical archetypes and the driving forces of the human spirit, has a complexity equalling that of its creator’s character – a complexity manifest in the letters written in parallel with his compositions. These place the reader at the composer’s side, within the historical moment, as a witness to the creative process. They allow the reader to observe his reactions to shifts in aesthetics and style and reveal an intimate and vulnerable side of a man keenly aware of the inner sensibilities of the human psyche.

         In his landmark study Tippett: The Composer and His Music (1984) Ian Kemp writes that Tippett, in a letter to his parents, was unusually and innocently explicit about sexual practices at Fettes College, where he was sent in 1918. While the particulars of that incendiary document have been lost, a thread of uninhibited openness – whether about musical, political, sexual, poetic or personal matters – runs through these letters. From the bombing of his cottage in Oxted, Surrey, to the ecstasy of a breakthrough that led to progress on a new composition, each event and accomplishment is documented with clarity and urgency. With hindsight we can measure the cumulative effect of those seemingly insignificant, even trivial encounters that had profound and far-reaching consequences for the composer. 

         The letters extend far beyond the ‘shop talk’ one might expect from a prominent composer. Tippett casts his net wide over diverse topics, from social, political, economic and artistic issues to personal affairs, down to the most mundane details of everyday life. His correspondence highlights his capacity to synthesise ideas from across the disciplines and integrate them into his composition.

         Tippett’s instinct to protect the inner world of his imagination from practical realities comes through clearly in his letters. Ever aware of the need to balance his desire for external stimuli with the contemplative life of a composer, and with tranquillity in mind, once his student days were over he chose to remove himself from urban to rural surroundings. Throughout his life he was aided by a succession of ‘protectors’ and mediators, most notably Francesca Allinson, Karl Hawker and Meirion Bowen, who helped to insulate him from the distractions that might interfere with his creative momentum. Each was unique to specific stages or periods in Tippett’s life, corresponding roughly with his main places of residence – respectively Oxted (1929–51); Tidebrook Manor, Wadhurst, Sussex (1951–60), then Parkside, Corsham, Wiltshire (1960–70); Nocketts, Calne, Wiltshire (1970–96) – and each played a distinct but crucial role in his development.

         Francesca Allinson, who helped Tippett financially while he was living at Oxted, understood his artistic temperament and offered emotional support when required. The bond between them remained strong throughout her short life, and the letters testify to the most sustained outpouring of love in Tippett’s career. The painter Karl Hawker appears to have helped the composer with his correspondence and business affairs during their seventeen-year companionship. In the mid-1970s Meirion Bowen, the composer’s partner for the rest of his life, positioned himself as Tippett’s assistant and manager.

         Tippett’s Life in Letters

         The details of Tippett’s family history, childhood and development to maturity have been well documented by writers associated both personally and professionally with the composer. The studies by Meirion Bowen (Michael Tippett, 1982) and Ian Kemp in particular have a comprehensiveness due to their authors’ access to Tippett, whose autobiography, Those Twentieth Century Blues, contains further information about specific events and moments. (For a Chronology of  his life and works, see p. 439.) But the processes of fact gathering, analysis and recollection can provide only a narrative and, at best, a partial understanding of past events. A profound curiosity remains about the origins of Tippett’s ideas, the motivation for his behaviour, and the influences and susceptibilities that lay behind his multifaceted music. The present volume of letters – to friends and lovers; professional colleagues in music performance, publishing and broadcasting; poets, dramatists and critics, and figures with whom he engaged in lively discussion of politics, pacifism and social affairs – goes some way towards satisfying that curiosity. Together with the current biographies, the autobiography and the music, the correspondence chronicles the life and times of a composer whose personal trials and accomplishments mirror the principal cultural developments of the twentieth century.

         While Tippett’s letters, even in combination with his other writings, do not add up to a broad philosophy of music or define a specific aesthetic doctrine, they do articulate his individual compositional routine, placing him in a long tradition of composers who have written about the intricate and sometimes mysterious creative process. The letters in this selection shed new light on the effort Tippett put into the texts for his vocal music and, most particularly, his opera librettos. Still denounced on occasion as ‘confused’ or ‘obscure’, these continue to be divorced by unsympathetic critics from the music for which they were intended, despite Tippett’s assertion that they should not be read as literature.

         His retreat to the countryside, where he could work undistracted by the highly charged atmosphere of London, made letter writing a necessity. His friendships and professional affairs, conducted long-distance, needed constant attention and updating. Tippett dealt with this chore as quickly as he could, as can be seen from his flyaway handwriting, his use of abbreviations and other short cuts, and his frequent references to matters being dispatched in haste. He would often use train journeys as an opportunity to write letters so as not to waste his precious time at home, which was reserved for composition. As his eyesight deteriorated owing to the macular dystrophy he inherited from his mother’s side of the family, he found it increasingly difficult to read and write without a magnifying glass or secretarial help. But it was the distraction from writing music that he resented most. As he wrote in 1973, ‘The more I write (letters) – tiddlypom – the more I write. And  the more I regret writing. And it distracts me from where I am now and what I am having to do now.’ (Quoted in Kemp, p. xi.)

         
             

         

         Tippett’s reaction to the dissolution of his family in his childhood manifested itself in adult life in a determination to create a stable home that would be both a sanctuary where he could work undisturbed and an inviting meeting place for his friends. He also wanted to indulge his enjoyment of the countryside, as welcome relief from the rigours of composition.

         While still a student at the Royal College of Music, Tippett became involved with amateur music making in Oxted. He moved there from London in 1929 and set up his first long-term home, in a new red-brick bungalow, in 1938. Far removed from the distractions of the capital, he quickly settled into a gentler pace of life, living simply and frugally with no telephone and only the barest of furnishings. At the RCM he had turned down an opportunity to study with Vaughan Williams, and his decision to leave London was consistent with his determination to avoid the influence of any individual or institution as he concentrated on finding his own voice. Tippett structured his life to accommodate his musical interests, specifically the sixteenth-century madrigalists (a repertory then largely unexplored by the mainstream musical institutions), as well as his growing interests in literature, psychology and socio-political movements. Although he had no official commissions, or even any performances in prospect, he worked single-mindedly at composition. During his two decades at Oxted he came of age as a composer, producing a series of important works that included three string quartets, the Concerto for Double String Orchestra, the oratorio A Child of Our Time, his first Symphony and two acts of his first opera, The Midsummer Marriage.

         Despite his voluntary isolation, the cottage at Oxted was a hub of activity. Tippett alternated between entertaining such colleagues as Priaulx Rainier and providing a weekend getaway for ‘the boys’ (John Amis, Douglas Newton, David Ayerst et al). His home was a refuge for conscientious objectors and struggling artists where his friends could escape the pressures of working in London and avoid the wartime bombing, where phonograph recitals were held, books and poetry were discussed, new ideas for works tested, and recently completed ones shared. It also afforded Tippett the freedom and privacy to pursue his romantic interests. During this time he experienced his first  mature love affair, with the painter Wilfred Franks. Although Tippett was completely at ease with his sexuality, he seems to have been unprepared for the extremes of emotion that accompany falling in and out of love, and the relationship ended abruptly when Franks announced his decision to marry.

         By this time Tippett had long since rejected the traditional notions of religion and its institutions, and while he was a firm believer in the power of humankind to control its destiny, he laid himself open to the workings of chance. ‘My artistic life has been full of accidents’, he wrote in his autobiography (p. 11). The letters included here chronicle some of these ‘accidents’ and their often advantageous outcome.

         The years surrounding the Second World War proved particularly grim, with little prospect for Tippett of a productive future as a composer. In desperation he writes to David Ayerst, ‘It seems to be going over the edge. I lose all my jobs in London. Composition isn’t a social possibility in war.’ The war did, however, offer Tippett an opportunity to gain wider recognition within England’s cultural landscape as BBC radio broadcasts replaced live events. His first radio talk, Stravinsky and the Dance, was a turning point in his career, bringing him into contact with influential programme producers and others able to disseminate his music through broadcasts. After the Third Programme was launched in 1946 Tippett was regularly invited to give talks and appear in discussion programmes. His letters to Anna Kallin, the producer with whom he worked most closely, show how seriously he took such opportunities to establish a basis from which to promote his music.

         In 1951, with financial assistance from his mother, Tippett bought a large, dilapidated house, Tidebrook Manor, near Wadhurst, Sussex. Although he had successfully combined composition with hospitality to his friends at Oxted, he had long desired a stable partnership like that enjoyed by his friends Benjamin Britten and Peter Pears, John Amis and Olive Zorian, and David and Larema Ayerst. This move was symbolic in that it allowed Tippett to restore his broken home with his mother and in due course to make a new home with Karl Hawker. Earlier in the year he had resigned from his post as music director of Morley College, and to help offset the expense of living at Tidebrook he began to explore other sources of income, such as investing in forestry and cultivating the land nearby, while continuing to give talks for the BBC. Allowing his imagination free rein to finish The  Midsummer Marriage during the year after the move undoubtedly contributed to the change in his style that followed shortly on completion of the opera.

         In 1960, Tippett decided to leave Tidebrook for the small country town of Corsham, Wiltshire. Moving his mother to Maldon in Essex, he and Hawker took over the rental of Parkside, a Georgian house in the High Street, from David Ayerst’s brother in-law Bryan Fisher. Backing on to Corsham Park, it was ideally placed for Tippett’s daily routine of a long walk after a morning’s composing. The town was home to the Bath Academy of Art, where Tippett was engaged as music adviser and external examiner. Eventually he established a connection with the Festival of Music in the city of Bath itself: in 1969 he became one of a triumvirate of directors, alongside Colin Davis and Jack Phipps. He assumed sole direction of the festival the following year and remained in that position until 1974.

         The period between 1960 and 1970 was a turbulent one for Tippett. His work began to gain public recognition, and many new pieces were commissioned. Besides being knighted he was awarded honorary doctorates and made frequent appearances as a speaker and conductor. It was during this time that relations with Karl Hawker deteriorated and Meirion Bowen established himself as the primary figure in the composer’s life. The passionate but secretive beginnings of their relationship are documented in the letters, and Tippett’s vitality and exuberance even in his sixties are clearly evident.

         As Tippett grew in popularity and status, demands for his work increased, and the time he spent composing and attending to the public’s call reduced his availability to his wider circle of friends, while his core of loyal friends and advisers became more restricted. Despite increasing publicity, Tippett remained fiercely committed to composition. Although the residency at Corsham was one of his shortest and generated the fewest letters, it was a time of intense productivity, during which four major works were completed: Piano Sonata No. 2, the Concerto for Orchestra, The Vision of Saint Augustine and his third opera, The Knot Garden. Tippett’s association with some of the best performers and institutions allowed a degree of creative freedom, but he was always concerned with the practicalities of performance and remained attuned to the difficulties of his music.

         In 1970, with money inherited from his mother, Tippett bought Nocketts Hill Farm, a modern house with an indoor swimming pool  in the country outside the small town of Calne, Wiltshire. The correspondence from the next twenty-six years consists mostly of short notes and postcards, the main reason for the reduction in letters being his macular dystrophy, which was formally diagnosed in 1970. Tippett had grown used to writing his music on enlarged manuscript paper and to reading with a magnifying glass, but as the symptoms became ever more pronounced it was difficult for him to respond to the growing volume of correspondence.

         After Tippett’s separation from Karl Hawker in the mid-1970s, he and Meirion Bowen were free to appear together in public. In 1979 Bowen, recognising a need for someone to organise the composer’s increasingly busy professional life, persuaded him to centralise his public activities by setting up an office in London, first near Covent Garden, then at Schott’s. The office handled correspondence and contractual negotiations, and in general acted as a mediator, controlling Tippett’s contacts with the press and public by diverting and screening most of his telephone calls and establishing a private direct line to the composer. While this number was supposed to remain confidential, Tippett was notorious for leaking it to his friends. The office facility and the convenience of the telephone contributed further to the drop in correspondence in the Nocketts period.

         While thus freed to compose and to contemplate new works, Tippett was left more isolated than ever. With most of the business being handled on his behalf, his daily diversions were limited to television and the occasional phone call that was allowed through; most of his visitors had to be cleared by the office, with proper arrangements made to accommodate his demanding composition and commission schedules.

         In October 1987, having been diagnosed with colon cancer, Tippett reduced the number of his public engagements. Despite his relatively fragile health and failing vision he continued to compose, but after he had finished the String Quartet No. 5 his energy began to diminish significantly, and in 1993, with the completion of The Rose Lake, he announced his retirement. With the exception of Caliban’s Song, written for the tercentenary commemoration of Purcell’s death, he ceased writing music entirely. In April 1996 he sold Nocketts and moved to a rented house in Isleworth, Middlesex. In September that year he suffered a mild stroke, but although his speech was slightly impaired, he remained mentally alert. His last letters were written to Colin Davis  just a few months before the end of his life, after he had had another stroke and was living with a young married couple, both trained carers who provided round-the-clock support and attention. On 8 January 1998 he died peacefully at home.

         Editor’s Note

         My first task as editor was to become acquainted with Tippett’s style and script. This alone presented a formidable challenge, as his handwriting is notoriously difficult to read. The letters tend to the colloquial, and are even wild compared to the more polished and elegant prose of his autobiography and essays. They abound in abbreviations, elisions, misspellings, and accidental or deliberate omissions that result in made-up words. Tippett did this for poetic or comic effect, and occasionally made a point of commenting on his disregard of the conventions of English usage. Adept at reading and conversing in modern languages, he would also sprinkle his letters with German, Italian and French expressions, not to mention the occasional phrase in Latin or Greek.

         Thankfully, Tippett was concerned more with capturing his fleeting thoughts than with proper form, but his unconventional use of punctuation combined with fragmented but lengthy sentence structure may present the reader with some initial difficulty. He preferred a dash to a comma to mark a sudden shift of thought, an editorial insertion, or a parenthetical remark or idea that may continue for paragraphs, only to return to the original sentence after a page or more. While preserving his idiosyncratic style and some colourful misspellings, I have in most cases, for ease of comprehension, substituted the full word for the abbreviation (wld, cld and shld are rendered as would, could and should; & as and; tho and altho as though and although; yr(s) as your(s); pr’aps as perhaps; abt as about, and agin as against), made minor adjustments to the punctuation and silently corrected some misleading errors in proper names.

         Many of Tippett’s letters begin with phrases that can be understood only as part of a continuing exchange, for example ‘Yes, I agree.’ Where such a phrase is pertinent to the subject I have explained, where known, the context in which the letter was written. Where it is of no relevance I have inserted an editorial ellipsis: […]. Such ellipses are also used to eliminate obscure references and repetition. 

         During the Second World War paper was scarce, and in an effort to conserve materials Tippett would frequently reply on the back of a letter sent to him. Sometimes, when he wanted the recipient to see a specific concert notice, news clipping or article, he would simply write his letter on the object in question. He was also in the habit of using all the available space, so when he reached the end of the page he would turn it sideways and write in the margin. If he ran out of room on the page and did not want to start another sheet, or if a further thought occurred to him after he had sealed the envelope, he would continue writing on the envelope itself, occasionally adding a non sequitur as yet another idea struck him: ‘How about a go with a W. African Negro dancer. Want music arranged (?Child?) for 2 pfs and 4 tom-toms!!’

         Each group of letters in this selection is ordered chronologically. Some of the people with whom Tippett mixed and corresponded are famous, others unfamiliar. In order to give maximum space to the letters and to keep footnotes and explanatory material to a minimum I have sketched a profile of the recipient, outlining his or her connection to Tippett, at the head of each collection; the Biographical Appendix (p. 433) gives, where possible, brief biographical details of the less well known figures mentioned. By thus limiting footnotes in the letters themselves I have aimed to keep Tippett’s unique delivery and style intact. My primary concern has been to preserve the integrity of his reasoning and thought processes, thereby demonstrating his remarkable ability to engage in critical debate on a variety of topics.

         Fortunately, Tippett provided dates or locations, or both, for most of his letters. The dates assigned to each letter here are taken either directly from the letter itself or, failing that, from the postmark. Some of the undated letters have a date provided by the recipient, which I have retained. Where no date appears in the letter, I have provided an approximate one based on internal evidence or corroborated by a letter in another collection and placed the letter among others with similar general content. If I have been unable to make more than a tentative guess, the date is given in square brackets. I have included the place of origin only when Tippett was not writing from home.

         The objection I have encountered most frequently while preparing the letters for publication has been that Tippett ‘wouldn’t have wanted this’. While that argument has some validity, it must be said that the composer himself included a number of letters (some of which are  reprinted here with corrections) in his autobiography. Eric Walter White’s The Operas of Michael Tippett (1979) contains many examples, while others were published in Tippett’s lifetime without his permission (e.g. the correspondence John Ardoin included in an article for Opera Annual); and after his death, with the agreement of his executors, a sequence of letters written to the BBC early in his career was included in a symposium contribution by Lewis Foreman. That the publication of his letters enables Tippett to speak for himself is ultimately its own justification.

         Thomas Schuttenhelm

      

   


   
      
         

            The Letters

         


      

   


   
      
         

            Adrian Boult

         

         One of the leading British conductors of his day, Adrian Boult (1889–1983) was best known as a champion of English music, giving first performances of major works by Holst, Bliss and Vaughan Williams among others. He began teaching at the Royal College of Music in 1919 and conducted the first orchestra during Tippett’s years there. In order to deepen his knowledge of the orchestra and how to compose for it, Tippett regularly attended rehearsals, eventually joining Boult on the rostrum and thus acquiring through practice his own approach to conducting, rehearsal techniques and orchestration. The first letters in this selection were written to Boult in his capacity as music director and founder conductor of the BBC Symphony Orchestra between 1930 and 1950, during which time he introduced much new music from abroad, most notably Berg’s Wozzeck, Busoni’s Doktor Faust and Hindemith’s Trauermusik. The letters are characteristic of Tippett’s habit of writing sporadically, yet with enough regularity to maintain contact. The long periods between some of them may be explained by the composer’s deteriorating eyesight and his increasing use of the telephone for communication; it is also possible that others are missing or lost. The deferential tone of those chosen for inclusion here is representative of Tippett’s style and manner when writing to professional associates.

         
            26 October 1931

            Dear Dr Boult

            I have presumed to send you the accompanying score [Psalm in C: The Gateway] because I know you must be sympathetic in your heart to all young composers. David [Moule-]Evans ‘did’ it for me with my choral society a year and a half ago when I tried out a show of my own stuff and it seemed to please [Frank] Howes of The Times. But I felt it was the only work worth revising, and that it needed it. So I have eventually completed it in the version I am sending you, in the hope that you could help it towards a ‘try-out’ at the BBC if you like it enough.

            If my own very inexpert performance of it on the piano would save you the bother of attacking the score I can come up to see you any afternoon after 3.30. Mornings except for Sat. I have to attend school.

            It plays just under 15 minutes. Please forgive me if this makes an infernal bother for you. I hate doing it, but I’m badly in need of some hearing other than in this small neighbourhood.

            Yours Sincerely

            Michael Tippett

            21 April 1943

            Dear Sir Adrian,

            I have been advised to write you on my own behalf – which I do with some reluctance – by Cyril Smith, Benjamin Britten entre autres. It’s about the problem that has arisen between me and the Ministry of Labour. A year ago, about, I was granted conditional exemption by C.O. [Conscientious Objector] Tribunal – unconditional exemption being refused – the condition, among others, being work on the land. Frankly I have not seen my way to accept the condition, really because I have always had a sense of vocation about music and teaching.

            So strongly that it is tied up with matters of conscience and I can’t divorce them. However that is not the gist of the matter at this present moment. A friend of mine, a Colonel [David] Ayerst of the War Office, is much concerned that quite apart from matters of conscience the Ministry of Labour should see fit to consider the work I do as composer, as musical director of Morley College, as better in all respects than to be a farm labourer. But the Ministry have not taken this view, though it has taken them a year to come to final decision – Ayerst has the opinion that the Ministry have looked at the thing purely quantitatively and not seen fit to find out in any way how it seems to workers of my own profession with ability and standing to judge. He therefore urges me before it is too late to ask responsible members of the profession if they feel able to write the Ministry of Labour, either direct or via me, stating that in their opinion it is better that I should be employed as a musician rather than as a farm labourer – for this is the only matter in dispute.

            I feel just about able to write you in this way because I know you will believe me when I say I should have no distress at all if you had to decline for any reason whatsoever – or for more. And I feel too that I can be quite sure I am not putting you in any false position. Benjamin Britten, who is much concerned as a colleague, is taking it on himself to write Bax – and [Edward] Sackville-West of the BBC is seeing Bliss for me.

            Please do not misjudge these moves. I can’t help feeling that honestly it is a fact that I am better used in one capacity than the other, quite apart from my own uncompromising attitude on the matter. In fact I do not intend to go on the land in this way and will prefer to do my time in Wormwood Scrubs. But that is not the matter in dispute. It is the feeling that the Ministry might see reason if they were given means to make a fresh judgment. Otherwise we come to the queer position that instrumentalists, like Cyril Smith for instance, get deferment, while the composers, even if in teaching, get no such exemption – a matter which Cyril himself feels strongly about. However as I have said, I shall not worry in any way if you think it not the thing to do. But should you do so it is a question of a limited time, and the point at issue is that in the opinion of musicians of standing I am better employed at the present moment as musician and teacher than as an agricultural labourer, which would be a misuse of ability and sensitiveness culturally. And if you do wish to write such a letter, either to send it direct to the Ministry of Labour, Head Office, or to me personally.

            With kind regards.

            Yours Sincerely

            Michael Tippett

            February 1958

            Dear Adrian,

            I should have written before a big Danksagung to you for all the work and tribulation of the Symphony [No. 2].* But I’ve been dilatory – and also much snowed up with a fairly considerable mail in consequence of the performances.

            Anyhow, I do it now – and with pleasure.

            I found this is nur unter vier Augen gesagt [said just between ourselves]. Paul Beard at his most unhelpful this time. It’s an odd comparison to set his unwillingness besides the willingness of a youngster like [John] Minchinton. It’s temperamental and circumstantial I know – but it leaves something unhappy behind it. I’m going off to Germany in a week for a big performance of A Child of Our Time, and however will recoil from German life back to my native home and country. I shall almost certainly get a different treatment from the leader of the orchestra there. But still – it’s a very old story – and in the long run of no consequence. In the short it’s annoying. And I was annoyed for you also. There just isn’t all that difficulty there. Technical problems – yes. And big demands. But problems that are solvable with good will and technical ingenuity, as I’m quite certain in the end they will be. The odd thing was that the long high violin passages at the recapitulation in the first movement had been bowed and fingered in my presence by Barbirolli! I could not say this at the time because I wouldn’t want to start Beard off on another attack. But Barbirolli hadn’t done this in any case over the earlier difficult passages. They wouldn’t have come more in tune without better precision, but they would have sounded brilliant and then leggiero, if P.B. hadn’t refused to do the bowing set down to produce that effect. I think next première I have with him I shall come armed with a tame fiddler!

            Still I didn’t mean to moan about a mere matter of unhelpfulness. I’d meant just to thank you – as I do again.

            Yours –

            Michael Tippett

            
               * The first performance, on 5 February 1958, had broken down because of Paul Beard’s interference with the orchestral parts.

            

            1974

            My dear Adrian,

            I did not realise it was your 85th birthday till turning on the radio this evening – some recordings of yours. So not a congratulatory telegram but a letter. One of the pieces played was Brahms 3. You won’t remember (though I do, as it were yesterday) my standing beside you at the rostrum at the RCM [Royal College of Music] during a term’s training of that piece. (The cellos always had trouble with 2nd subject of the finale!) It’s a long time ago. But what I learnt, as a composer, through those 4 years of Fridays at your side is nobody’s business. A belated thank you – and for much beyond. But please don’t reply.

            Yours –

            Michael

         

      

   


   
      
         

            BBC Collection

         

         The most diverse collection in this volume, Tippett’s letters to the BBC cover a period of thirty-five years and discuss details of his broadcast talks, performances of his music, and commissions for new works. By the outbreak of the Second World War, BBC radio had become the central source for news and entertainment nationwide. It also made cultural experience available to the public at a time when concerts, lectures and other events were frequently curtailed or cancelled because of bombing. In 1941 Tippett was engaged to give his first BBC radio talk, Stravinsky and the Dance. This was the start of a fruitful and lifelong collaboration between composer and broadcasting organisation and an opportunity to engage with a wider public.

         The launch of the Third Programme in 1946 was the most significant expansion of radio broadcasting in the post-war era: every evening it offered concerts, opera, drama, talks and features that were not determined by popular taste. From its inception, Tippett received regular invitations to contribute talks and take part in discussion programmes (see also the letters to Anna Kallin, p. 360). His place in English culture was largely determined by his dealings with the BBC, and to that end he tailored his approach to suit each of the many different personalities with whom he corresponded. The letters show how he negotiated with one of Britain’s foremost cultural institutions in fostering the development of his career.

         
            21 June 1937

            Dear Mr [Clarence] Raybould,

            I have just got back the score from my copyist of a new work which I believe would really suit the BBC. It is a short choral work, setting for chorus and orchestra of a poem of Blake’s, ‘A Song of Liberty’, out of ‘The Marriage of Heaven and Hell’. I’ve been at work on it for a year and a half, though it only plays about 15 minutes.

            It is very forcible and ejaculatory, like Blake’s words, ending finally on something peaceful – the moods are very fast so that only a trained crowd of people could really pull it off, but I believe for that reason the effect would be all the more exciting and novel. Anyhow it is, for me, the best work I have done and meant months of concentration. May I bring it to you do you think – I am always in London on Thursdays till 5 p.m. – preferably in the morning. But if that weekday were inconvenient I could come up specially, as from after this week – I do really think (though it is not my place to say so) that here is something which would reward a BBC performance, being short and direct and in an underived idiom!

            Yours Sincerely,

            Michael Tippett

            15 June 1938

            Dear Mr Raybould,

            After finishing a new work for piano solo [Fantasy Sonata (Piano Sonata No. 1)], I have just at last carried out the alterations to the middle movement of the Symphony [in B flat], which I have had in mind to do for a long time. I am now going to make the score and parts correspond. May I come in to Broadcasting House tomorrow Thursday about 12.30 or so and get the score of the symphony which you have there? It is actually the only one in existence.

            I do feel that you are very much the right person to do a broadcast of the symphony at one of the early evening concerts that you do. I should be very reassured if it was in your hands. When I have had the score put straight and the parts to correspond, would you consider the possibility again sometime? I should be very grateful. The symphony is a very lyrical expression of things and gets across to an audience fairly naturally. I believe (though perhaps I oughtn’t to suggest it) that you would enjoy yourself doing it!

            Many thanks and kind regards.

            Yours sincerely

            Michael Tippett

            4 December 1942

            Dear Alec [Robertson],

            Thanks for your letter of the 27th last. The 31st of Jan. is alright, provided I am at large then. I’ll keep you informed immediately of anything untoward if it were to happen.

            I’ve been thinking over lots of ideas, but rather come back to Stravinsky and the Dance or some such title. I would like to show how deep-seated is his feeling for dance and movement and rhythm – and to exemplify his unconscious, perhaps, or attitude by playing a few moments from a Bali gong orchestra and then Stravinsky himself, a few moments, playing his own Piano Rag Music. And so to lead through (or to) Petrushka and the Russian dance towards some final piece to be played complete, either a portion of the Symphony of Psalms, or Les Noces (the final scene) – or a (living) 2-piano version of the Dumbarton Oaks concerto, 1st movement. The great point about Stravinsky is that the initial musical experience for him and for his listeners thereof, is abruptly physical and immediate. Played properly it is gay and unsentimental, exhilarating.

            By the way, I’m using the weekend to look at his new Symphony [in C] before the score goes to the BBC. Stravinsky’s publisher is mine too! All by accident. So what with my natural interest, I have good opportunity to get hold of all I want.

            Will you let me know sometime soon if this strikes you as the right idea and then I’d like to get a script out to you and vet as soon as possible.

            I had tea and supper with Ben [Britten] and Peter [Pears] last Saturday. Showed them my magnum opus, an oratorio, called A Child of Our Time. The text is my own, with advice from T. S. Eliot, and the whole work is modern, and contemporary, but religious without being in the cult. Sometime I want to show it you. Ben has just written me on a p.c. that ‘what a grand work the oratorio is and a performance must be arranged soon’. Easier said than done! But meanwhile Schott’s are going to bring out a piano vocal score as the first move. If you’re interested I must try and get hold of a text for you. There were some prints made, but I’m short on them. One, by the way, went to Raybould and must be buried in the corporation – wish you could recover it.

            […] Excuse the rigmarole. I’m feeling very gay as I’ve finished the new 4tet [String Quartet No. 2] and it looks like a performance at Wigmore in Feb.

            Please let me have a word on the Stravinsky thing – and shall I try my hand at a script?

            Yours

            Michael 

            29 April 1946

            Dear [Victor] Hely-Hutchinson

            I see from various programmes that the BBC have had a fair number of the Continental radio conductors over here, and I fancy you had in particular Franz André of Brussels. I would very much like to recommend to you insofar as I am competent to do so the young Flemish conductor, Léoncé Gras, who conducted the Child of Our Time for me there in January, because he seemed to me to be more than competent and in some degree worthy of being given a chance to become known outside his own country. You may have heard of him already. He is one of the young men around Paul Collaer, and he was first of all a light music conductor, then choral conductor for the Flemish Radio, and is now used for all sorts of other work. He took immense trouble over the Child of Our Time and gave a quite exceptional performance of it. I have since listened in to performances of classical works by him, and in my opinion he is very good. I thought, therefore, I should bring at least his name to your notice.*

            Yours sincerely

            Michael Tippett

            
               * Tippett sent copies of this letter to David Webster of Covent Garden and Adolph Borsdorf of the London Philharmonic Orchestra.

            

            8 February 1947

            Dear Hely-Hutchinson,

            […] If you mean by ‘new’, written here and now, so to speak, there is nothing except a little piece for strings [Little Music for String Orchestra], written especially for [Reginald] Jacques. Whether Jacques hopes to give its first broadcast himself, I don’t know. It’s not a big work, as its title indicates. If ‘new’ has a slightly wider use, then I should suggest the work which was strictly new, when I answered your similar letter a year ago: the Symphony [No. 1] (1945), as my publishers call it – as far as I know this hasn’t come on the English ear, though it has been suggested that it will do so on March 7th, when we do it in a Morley College concert. But there is nothing definite. In any case that is of course the BBC Orchestra etc – and so, if I may, I would like to commend it to you once again, in the hope it won’t be regarded as a ‘known’ work – for it clearly isn’t as yet. However it may not suit your book at all.

            A score is due off the press in a week or so – or a month maybe – and a copy goes automatically I imagine to the corporation. It’s 35 minutes – and usual orchestra – double w-wind, 4 horns, 3 trumpets, etc. Anyhow, all that gets dealt with by Schott & Co.

            Thank you very much for your kindness in writing to me as you have done.

            Yours sincerely

            Michael Tippett

            7 April 1948

            Dear Mrs [Grace Wyndham] Goldie,

            I have got back from my walk in the hills and am quite recovered – and think I see more clearly the way towards the talk.*

            I feel I should like a very broad title – something like A Composer Looks at Life – but as you will see in a moment that won’t really do because it won’t give the right clue to the train of thought.

            I’m certain now that I want to enter the subject by means of some simple consideration and description of what art and music does to the recipient – and then what happens inside the maker, the artisan. The mysterious process by which the usual and the daily life becomes material for the more durable artefacts which one knows as works of art. The nature of this durability, its quality, and its value. Its relation to the everyday material and on the other hand its relation to necessity of the imaginative and spiritual life. The balance in any given society between material and imagination. What is happening now.

            I feel I shall need to use metaphors from most of the arts, but naturally always with especially more personal reference to music. Whether with actual music I can’t see till I get down to the script proper. […]

            Yours sincerely

            Michael Tippett

            If we can find a reasonable title the ‘subtitle’ might run something like: a talk in which a composer speaks of the imaginative life and its relation to everyday things.

            Perhaps a possible title could be: A Composer’s Point of View.

            If all the above is tolerably suitable, including the last suggestions for title, etc, then please go ahead and fix any date, including May 2nd if still open.

            
               * Broadcast under the title A Composer’s Point of View on Sunday, 2 May 1948.

            

            

            20 November 1948

            Dear Herbert [Murrill],

            There seems to have been a bit of muddle with the announcements to the ‘baby’ music [Suite for the Birthday of Prince Charles] – or rather, on getting back from Holland, the usual comment to me has been that people heard the name but not the music! Fresh from the usual Dutch attacks on myself as responsible in some way for the hopeless reception of the Third, can I ask you to see if it were possible later to play the music on one of the stations with coverage? I do this partly because I have indeed had two letters from actual hearers. One from a simple person blessing me for writing simply – the other from a distinguished, indeed famous, Hungarian mathematician resident here [Paul Dienes], contemporary and friend of Bartók, great amateur of music with an uncompromising taste, in which he says, ‘I enjoyed your suite from beginning to end. It’s lovely and healthy like Mozart; fresh, clear like a brook in the mountains.’ While discounting the great name of Mozart, it gives me at least the confidence that I didn’t disgrace myself, even if the music can be also comprehended by the people. So, if the BBC can see their way to letting it come out to its potentially wider audience, I’d be grateful. For if my wretched tough Symphony [No. 1] is properly for the Mind, this new music is for all. Can you give it a chance to cross that frontier from Third to somewhere less restricted in reception and type of listener? But if you can’t then that’s just too bad, and I shan’t worry.

            Child of Our Time was as usual horribly moving. The Dutch have taken it up rather excessively – as it seems to me. […]

            Ever Yours

            Michael

            29 October 1949

            Dear Herbert,

            I’ve at last received today the original score of Birthday Suite [Suite for the Birthday of Prince Charles] back from Mainz so that I can correct proofs of the new printed scores and material. This all reminds me that I should have written to you some time back thereabout. For the great haste in which the piece was done for you all, this time last year, meant that the last, 5th movement didn’t seem to me to stand properly. First of all I wrote a completely new one, which [Walter] Goehr tried out in March or so – but I didn’t think it suited. So I returned to the original, making a cut of 20 bars or more from the ‘exposition’ (rather naive setting of Helston Furry) and writing something fresh in its place (material based on ‘Early One Morning’). This change also affected the reprise. I think therefore you’d better have from us a new score, because the original is in a mess. And either let us put the 5th movement straight in your official set of parts, or do that yourselves, or buy the piece. I am really only concerned with my duties, responsibility to the corporation arising out of the original commission.

            The opera [The Midsummer Marriage] is going well. I’m over the half way and moving I think a bit farther at last!

            Yours sincerely,

            Michael Tippett

            4 April 1950

            Dear Sir Steuart [Wilson],

            We are all so known to each other that often the obvious gets left unsaid, so I’m writing to you rather formally, just to put on record that the last two big performances I have received at the hands of the BBC have been so splendid. This seems to be due, as I see it, to the fact that Goehr has treated the music with as much care and responsible consideration as for any composer dead or alive. I must say honestly that apart from Continental thoroughness and courtesy (which I am slowly getting used to!) from Goehr alone in this country have I received, without asking for it, just this unfailing effort and pains. And I do believe, from seeing some of his work on other music for my own concerts, that it is not only because he holds me in personal esteem. The performance of A Child of Our Time on Saturday was magnificent. The score has never been heard like that before in Germany. It was for me, as for many others, a revelation – and all obtained by hard work and the authority of knowing the score in every detail. May I say as a mere composer, say that for us, this means more than gold – at this time, when rushed rehearsals and tired, bored and supercilious conductors leave us often wishing we’d never written a note! So through you, to the corporation a sincere ‘thank you’.

            Yours ever

            Michael Tippett 

            14 August 1952

            Dear Christopher [Holme],

            I’ve been meaning to write you since we met at Glyndebourne, because that reminded me. You know that I shall finish The Midsummer Marriage about October 1st. It will have been 5 and a half years’ work, during which I’ve pondered and pondered over the eternally fascinating problems of opera. I’ve got a lot of material in my head that I think Third Programme stuff, of quite general interest to some, and under some such generic title as ‘Music and Theatre’. It’s about renaissance ideas of the Greeks, and 18th-century ideas, and contemporary ideas (with a glance at Wagner – whose Oper und Drama taught me so much). That’s the more general literary side – the musical side goes complementary with it – i.e. changing ‘costumes’ and metaphors to accomplish the changes in attitude.

            Would this interest you for, say, a couple of talks? I can’t digest it sensibly into one.

            I go away for 3 weeks on Monday – so this letter is only to make suggestions for something ahead if and when Third felt like it. (But I’d prefer to be looked after by Niouta [Anna Kallin].)

            All good wishes

            Michael

            7 January 1953*

            Dear Leonard [Isaacs],

            I’ve realised afterwards that you might have meant our other Christopher [Holme] than Christopher Fry. So I’ve written off to John Morris by the post and he wrote to me.

            I won’t repeat my distress. And I didn’t confuse you with what I said about Schott’s. You see composers are wilful people and so get at cross-purposes with their publishers – who indeed always feel they know best! I rang you in the first place, before Christmas, when I had promised to consult with Howard [Hartog] beforehand. And what seems to have set the inside off was his making me realise, when I did eventually tell him what I’d done, that the commission for Edinburgh was to be finished by May [Fantasia Concertante on a Theme of Corelli]. At once I began to count the days and hours and try to work at pace, but this afternoon I felt it was madness. The decision I then took had of course nothing to do with copyright problems – and they don’t really interest me – so long as Schott’s, who are very good and generous to me, feel reasonably alright. But I shall continue to feel that I have my own relations direct with you – and with Malcolm [Sargent] or any other. Schott’s, no doubt like the other publishers, feel they know best what works should go here or there, or be played by him or her. I do find that often I am very wrong in my own judgment – but I shall go on making it, I’m sure. Though I trust Schott’s, because they trust me. And I stick by their problems as they stick by mine. I must with generosity take the rough with the smooth, as they with generosity accept the popular and the peculiar. This all is no concern of yours, dear Leonard – you have plenty of problems of your own – public and more important. The long rigmarole is merely a very roundabout way of saying I speak always to you – and to many others – in a confidence that occasionally strays out of the natural confidence between publisher and composer. I wanted to take your advice on Prom matters. Is an older or a newer work the right thing? Schott’s are again differing I think. But I also think I must learn, as indeed I almost have, to leave those things to settle themselves. I’m so looking forward to hearing the Ritual Dances – after 20 long years’ labour.

            Love –

            Michael

            
               * Reply to a letter requesting a work of 20–25 minutes’ duration, using text by Christopher Fry, for Kathleen Ferrier to sing at a concert on 6 June 1953.

            

            1954

            Dear Mr Fiske,

            Many thanks for your letter. I need to think it over and take counsel, if I may. I wonder therefore if you can select what seems to you the appropriate broadcasting space, while I consider what I myself would feel the best to be done? For I would very much have liked at any rate to hear the Troilus [and Cressida] talk first before deciding things. As you know I care a lot about radio and have given this vexed question of radio opera a lot of consideration. The Midsummer Marriage has no leitmotivs, and it is as extravagant in strange goings-on as The Magic Flute. Probably all that can be given ahead is the tradition from which it springs – and some sense of the story. The music will be easier for broadcast listening than Turn of the Screw because it has arias in plenty, and the Ritual Dances themselves are 1/5th of the opera. I’ll write you again very soon.

            Michael 

            13 December 1955

            Dear Douglas Cleverdon,

            But that I only finished the horn piece [Sonata for Four Horns] yesterday (concert next Tuesday!) I would have written you before. As luck would have it the script came on the day I had to go and see the Belgian Radio Orchestra, and I got caught up in a BBC reception for them. (I had the script with me to read on the train.) There I received or was offered a commission for an orchestra work, here and now, for Third Programme anniversary, which, while leaving me very short of time, did exactly tune in with my composer’s desire to write a second symphony. So after a lot of consideration I accepted, later in the week.

            I am afraid this puts the Barker script right out.* I could never do them both. I shall write to Barker to explain and confirm.

            My mother, who is an inveterate listener, was very struck and impressed by the [David] Gascoyne–[Humphrey] Searle ‘script’ [Night Thoughts]. Unluckily hadn’t time to hear it. It seems to have given Searle opportunities for adventuring in sound-cum-music. It’s on this side of things that I’d like to meet you one day and talk. Something where the composer was also in from the start, almost. What do you think?

            Michael

            
               * Cleverdon had requested music for George Barker’s radio morality play The Seraphina.

            

            August 1957

            Dear Leonard [Isaacs],

            I exploded on the fatal day like a mitraillette; and I hope it did good. In fact I’m sure it did. With what I felt in myself, and what I knew, it had to be taken note of.

            Now I’m back finishing the Symphony [No. 2]. Have just written Boult to say I’m glad he’s doing it.

            Tell Maurice [Johnstone] (he will be amused, only not for general use of course yet) that I’ve just had a commission from Koussevitzky Foundation [eventually resulting in King Priam] for a choral–orchestra work 20–30 minutes long – at a fee. Well, BBC can hardly compete!

            However it’s rather exciting; and quite an honour I feel.

            Michael 

            14 November 1957

            Dear Rudy [Rudolf Schwarz],

            I have wanted to write you but didn’t dare desert my desk until the Symphony [No. 2] was finished: yesterday! I had wanted to say that I’d been at the first half of your concert in Festival Hall. That I was quite ravished by the sounds in the Schubert Unfinished. I felt a period of ‘slap-dashery’ in the orchestra was giving way to care and quality. And I admit I was selfishly pleased – because I realised how advantageous this is to my coming première! But please don’t think my emotions were only egotistical. That isn’t true either.

            I think I told you that I’m strangely excited by my new work. It seems to me to be a new marriage in my oeuvre between conciseness and imagination. The nearest I have come to a long-standing ideal – the classical ideal of variety in unity. You will be there won’t you? I want you to hear it, and see what you think. It is orchestrally difficult – in that it asks for precision and subtlety, as well as the usual substance that symphonies have. I ran into Boult at the British Council last Monday, and he seemed very inclined to ask you whether he could have the piece read through once, a fortnight or so before the proper rehearsals. This was partly my idea, but chiefly his – from his own past experience. I personally feel the benefit would very much outweigh the short time needed – if you follow me. It’s a matter of the players seeing what is on the plate – and then having just a little time to adjust to the demands made. I know I would be more than grateful if this was possible, and would willingly come and do the job myself if Adrian were unable to fit in the precious time allotted.

            I think you’ll be interested in a quite different context that I’m going in March to Germany to attend the first public performance of Ein Kind unserer Zeit, to use its German title. The piece (especially the BBC transcription tape with [Schmidt-]Isserstedt) has been booming – both professionally and going now into the small amateur societies. But Germany had always broken down over the matter of the ‘story’. Now, with the new feeling since the Diary of Anne Frank, it is to be given publicly at Wuppertal in good proper Lutheran circles. I am going over chiefly to make certain it is seen as a humanitarian document and work of art, not a political manifesto, even against Germany.

            Incidentally, the RPO [Royal Philharmonic Orchestra] have now recorded the work, after a public performance, at Liverpool – with Pritchard. The Liverpool people and a good cast of soloists. And again weeks back we put the Ritual Dances from The Midsummer Marriage (Covent Garden Orchestra) onto the 4th side. The strange thing was the extraordinary unity in style of the Dances, and the effect of a tremendous stream of music. I don’t think it had quite come out like that before.

            I’m sorry – this letter has gone a long way astray from the beginning to tell you of my enjoyment of the Schubert.

            Michael

            12 March 1958

            My dear Richard [R. J. F. Howgill],

            Now that all the dust is settling, I think you’d like to hear a bit more of the story of your piece [Symphony No. 2]. I had to go to Germany a week ago and Minchinton went up to Manchester for me to take Barbirolli’s score, and violin parts, and disc of the 2nd BBC performance. They had a tremendous session – playing the disc 6 times, with the score – and they travelled back in the evening together to London. Sir John [Barbirolli] was very worried by the technical difficulties (for conductor) of the scherzo – and his own extremely hard-pressed schedule.

            Yesterday, as I got back from Germany, a letter came from him, most generous, preferring not to conduct himself, but suggesting either myself or Minchinton – with 9 hours’ rehearsal, after he, Sir John, had taken nine reading sectional rehearsals.

            So Minchinton it is to be. I believe now in the future of that young man (Lennox Berkeley wants to send him to America for his Symphony) and I believe the generous gesture to a fierily conscientious young artist is the proper one.

            You must try and get up to either 1 or 2 if you can. Will be extremely interesting. I have a great personal success at Wuppertal, very moving.

            Yours ever,

            Michael

            9 May 1958

            Dear Richard,

            I’ve been meaning to write you since the Collegium Musicum broadcast – but I’ve been away (a sudden desperate necessity to break for 8 days, after overworking) and now I’m back again trying to finish off my piece [Crown of the Year] for the [Badminton] Girls’ School centenary, and being nagged all the while by the boiling up of a new opera [King Priam]. So letters have got piled up and forgotten.

            But I oughtn’t to forget the excellent broadcast. You see, it all is in fact very interesting. I had to do the first performance of Fantasia Concertante [on a Theme of Corelli] with BBC Orchestra’s strings at Edinburgh, and then the subsequent Prom. Yet, with all the great good will of the orchestra, I don’t think I brought the piece really over. Anyhow it got generally panned for complexity, etc, etc. Pritchard then did I’m afraid (and as he knows himself) a rather poor studio performance of it, with Boyd Neel Orchestra. (It was at the time that he knew his scores less well – and before he’d conducted The Midsummer Marriage.) Then Scherchen did a truly execrable, if not scandalous, performance with the LSO [London Symphony Orchestra]. And all I’d ever heard that really triumphed was a wonderful tape of the NDR [Norddeutscher Rundfunk] strings under [Schmidt-]Isserstedt. So it was interesting enough to see how John M[inchinton] would manage. And in my opinion it triumphed too. Under all the careful, indeed impeccable rehearsal of detail, came through in the end the musical structure, in such a way that the work seems to have spoken without embarrassments of any kind. The exciting thing for me especially is that I did not go to any of the rehearsals at all till the play-through.

            So I must thank whoever in the BBC put it into his head to perform the piece, for I did no such thing myself.

            It strikes me that technically the great gain to my music is just this ability to see immediately what is decoration and what is structure. I can of course see this myself – but I don’t think I can ever obtain either the exact performance of the detailed decoration, or the relations of the details into the piece as a whole structure. It’s what is really missing from Boult, Symphony No. 2 performance. Only please don’t think I’m being difficult again about Adrian. That is all over. I’m just commenting technically. I use a ‘layers of sound’ technique sometimes that needs just that extra stylistic presentation that Fantasia Concertante got. And allied to the ‘layers of sound’ is the going in and out of nearer chamber music within the orchestra texture. A Stravinsky technique perhaps. Anyhow I’ve got great hopes now of John, though I think his way will be hard and slow. Because his gift lies in the unusual rather than the hackneyed. So he will have less quick public support.

            All good wishes

            Michael

            8 December 1958

            Dear Maurice [Johnstone],

            I hope Rudi [Rudolf Schwarz] told you how well the Piano Concerto went on last Saturday with [Ilona] Kabos. It really did. A real triumph. I was extremely pleased. Kabos was quite the right choice, as it turned out. The whole piece glowed with colour from the orchestra and as someone has written to me: ‘it all seemed so clear now’. I’m going up to Manchester to hear the performances there. I hope Rudi was pleased too? He deserves to be. And I think he doesn’t regret the labour he’s given to the piece, at Brum [Birmingham] and London. For the music began to express its lyricism as the initial troubles cleared away and it began to sound natural and easy. It’s going to turn out an acceptable and accessible piece in the end. As it was always meant to be.

            I’ve taken a private disc for myself. So glad I did.

            Many thanks. Also I believe some of the minor ‘personal’ troubles for me with some of the orchestra were charmed away.

            Yours

            Michael

            2 March 1959

            Dear Maurice,

            I’ve been meaning in a vague way to send you this since I got it some weeks ago. Because of its sentence about the BBC – which is a bit unclear anyhow. These are a set of 4 folk song settings, ‘English’, ‘Irish’, ‘Scottish’ and ‘Welsh’, that I did on commission for a Festival of European Folksong in Bremen. But they weren’t performed – though they paid the small commission. (They’re published by Schott’s, Mainz.) They’ve been done only so far on the French and Belgian Radio though an English choir (London Bach Group)* – not in England yet at all.

            [Eric] Blom wrote a first letter telling me of his coming tape-recording and that he found the songs ‘extremely beautiful and extremely difficult’. I replied saying I thought the latter only relative (the England choir sang them apparently with fair ease, and much success – I haven’t heard them though), and depended on style. I suspect the German chorus and even professional groups are just less adaptable. If the tape comes over at all, I’d welcome a chance to hear it – I haven’t heard the pieces at all yet.

            Michael

            
               * The first performance, at the Royaumont Festival in July 1958, was conducted by John Minchinton.

            

            April 1959

            Dear Howard [P. H. Newby],

            A personal request. The symphony of mine (No. 2) commissioned by Third Programme for 10th birthday, but which ran into difficulties in performances (Boult and BBC Orchestra), has been scheduled in the Liverpool Philharmonic winter season for Dec. 29th – conducted by Pritchard [who], as Howgill agreed, should really have given its première. I would very much like to see Pritchard and the Royal Liverpool who are doing so well for British music and new music generally, helped and myself helped by a finer performance by a relay on the Third. Can you help about it, if you concur? I find it difficult to write to Glock, just because I know him so very well. I feel he needs to be left quite alone for the moment, as to botherations from the outside. So I’m asking you to mediate the request for me, or advise. Shall Pritchard ‘apply’ if that’s the right term? I mean, of course the Royal Liverpool Philharmonic Society.

            Did Routledge send you the book [Moving Into Aquarius]? Niuta [Anna Kallin]; personal copy – get off to her from here tomorrow.

            Yours ever –

            Michael

            28 August 1961

            Dear Eric Warr,

            Getting the BBC concert folder has reminded me of my intention to write to you. I want to plead once again for the idea of a small group, ensemble, to do [Divertimento on] ‘Sellinger’s Round’ with me – if possible out of the full rehearsal schedule and not therefore involving Paul Beard. The string body is something like 5,4,4,4,2 I guess (players not desks of course). Or 4,3,3,4,2 (on the whole I like very good cello body) – so it could be 4,3,3,3,2. But you know more about Festival Hall acoustics than I do. We can always scale the ground down, but not up. So let’s not cut them too far.

            Then, please (but I know you won’t) don’t unsuspectingly feel that the small ensemble means the piece is easier to rehearse; rather the contrary! Give me plenty of time. I want to do a top-notch show for you.

            I’m writing this letter ahead, because otherwise I should put it off and off and never do it. (I’m on the final scene of King Priam.)

            Yours Sincerely,

            Michael Tippett

            31 March 1966

            Dear Philip [Moore],

            Just off for a week away – London, Leeds, Leicester (where I do my annual concert with the Leicester CYO [Children’s Youth Orchestra, i.e. Leicestershire Schools Symphony Orchestra]). The ‘Musicale’ proposal in Lacock [Abbey, Chippenham, Wiltshire] sounds nice – and could do. I have all September free. Rehearsals as you suggest.

            But – can you have the LSO horns with Barry Tuckwell for the Sonata [for Four Horns]? Point 1, they are much above the Civil 4tet and do a perfectly incredible performance in their virtuosity. 2, they’ll probably have recorded it by then as fill-up to LSO doing Symphony No. 2. So all in all they’re the boys!

            Michael

            28 July 1972

            Dear Robert [Ponsonby],

            Thank you for your letter, which I found on my return from Canada. I performed there at the National Arts Centre Ottawa, A Child of Our Time. The work had its usual profound effect. I’ve heard from Colin [Davis] that your project for performances and recording of the piece is well under way. That is very nice.

            I am honoured by your suggestion that I collaborate with you in the 1974 Prom season, but I fear it would be irresponsible of me as a composer to agree, because, as the 3rd Symphony showed all over again, the kind of works I want to write are totally demanding of time and energy, at a period when I have to count the remaining active years of my life. I can tell you confidentially that I am getting out of the Bath Festival in the first year I decently can. No more commitments!

            The problem of the Proms is surely to retain their magnificent vitality and width of appeal without adding further gimmicks. Any Prom season now is surely the most extraordinary festival of music-making in the world. But with many audiences. I’m sure it cannot be the same people, or should be, that fill the Albert Hall for Iolanthe and 2/3 fill it for Moses and Aaron. So it would seem risky, except subjectively to oneself, to constrain this marvellous variety of music into a theme. It might be laying a dead hand on a hugely alive organism. Please, dear Robert, do not do that.

            Might I suggest however, since the matter of British music is in general very near my heart, that we have a talk about it over lunch, when you are settled in the south. I have ideas on this theme, that is, what kind of voice our national music is, at its best, and how it can find its true place in the general variety of our Western musical experience. I mean, why the Tallis 40-part motet is probably the most extraordinary piece of European music of its period; what can be successfully performed of Purcell in the concert hall; the real gap in the English tradition during the 18th and 19th centuries; why, at the return, Elgar is a great creative genius and Bax is second rate; what is the core of Vaughan Williams? and earlier of Delius? and so on.

            These are merely the sort of signposts I erect for myself to steer a way between the Scylla of dismissing all English music as provincial and the Charybdis of countering such an opinion by doing performances of the English second rate, just because the greatest festival of Western music takes place in London.

            I am sure you are looking forward to your new job and I should have written to congratulate you on the appointment much earlier on. However I do now.

            Yours Sincerely,

            Michael Tippett

         

      

   


   
      
         

            Schott Collection

         

         Schott was Tippett’s lifelong and exclusive publisher, and the majority of his letters are addressed to the head of the firm in Mainz, Willy Strecker. On the outbreak of the Second World War, a few of Tippett’s compositions had recently been accepted for publication. Although the firm then decided to suspend activities until the war was over, relations with Tippett were resumed shortly afterwards and immediately bore fruit. The correspondence deals not only with the background and technical details of publication of Tippett’s music, but also with such topics as the progress of his work, forthcoming premières, and the financial problems of a composer in the twentieth century.

         
            9 July 1939

            Dear Mr Strecker,

            It’s some time since you replied to my original letter on April 14th, and so courteously invited me to take my time about sending you my scores. I am posting you tomorrow the 5 scores mentioned in Scott Goddard’s article in the Musical Record which I believe I sent you.* I have put the dates at the end of each of them.

            I think myself the best work is the latest, the Concerto for Double String Orchestra, and the one preceding it, the Piano Sonata [Fantasy Sonata/Piano Sonata No. 1], is the point where I began at last to feel sure of my own style. But I am not probably a good judge of my own works. Yet I was genuinely sure enough of the piano sonata to feel very much I should have liked to see it in print. And the dedicatee [Francesca Allinson], a woman musician friend of mine, felt and feels still so sure of it, that she had offered me financial help towards the cost of engraving for publication if such a thing was permitted. I am not au fait with the conventions on this point but realising the hopelessly uncommercial nature of the sort of music I have got to write I  had often wondered if the composer himself was ever justified in helping to make his own work available in printed form. I feel this strongly about the string concerto I have just finished, where there’s a considerable chance of its being an attractive work to the numerous new string orchestras in England, America and elsewhere. The Piano Sonata and the Concerto for Double String Orchestra are the two children I should most like to launch into this fierce world! And I have just finished a composing and conducting commission for a municipality which gives me a small financial amount above my usual limited income.

            I am preparing work now for a modern oratorio for which I am trying to get the co-operation of T. S. Eliot. I have just sent him a typescript of the idea, at his request, but he may not find time or inclination for it – though it’s just possible he may. I think you will be interested in it if I bring it off. I am using Negro spirituals in the same sort of way as the Gemeinde chorale of the German passion music. That is to say three levels of expression – the dramatic chorus, the contemplative aria and the Gemeinde chorale; and in a quite real sense. I have chosen about 5 spirituals to fit the particular situations – the subject is a modern religious one.

            By the way, I have a private disc of the piano sonata taken from a broadcast which I could send over to you if you liked. It’s very soft, but excellently played.

            Hoping the scores reach you safely.

            Yours Sincerely,

            Michael Tippett

            
               * ‘The Younger English Composers: IX. Michael Tippett’, Monthly Musical Record 69 (March/April 1939), 73–6.

            

            15 October 1950

            Dear Willy,

            I thought you’d like to know that I have not only finished the cuts and improvements to Act 1 [of The Midsummer Marriage], but finished the music and score to Act 2. So I’m very cheerful, though tired. I’m going away tomorrow to stay for a week (at least) with Britten, to have a complete rest, before I gather myself together to imagine the pre-final draft of Act 3, i.e. the text. This is always the better, the more I can imagine at least the main shapes of the music at the same time, so that the words are ready material for the music when it comes.

            Act 2 comes to be 31 minutes. So that’s not too bad. 

            I’m glad you heard Act 1. It did me quite a lot of good. For sometimes in the extreme Wagnis of such a long undertaking, one almost loses confidence. And it is so hopeless trying to explain verbally what one is creating – especially when it is of such a character.

            Actually, I have deep down not only a confidence in the work itself, but even in a measure of success. Though that will take time. I have a notion that Schott’s won’t do so badly by it, even financially, in the end, seeing how I stand with the BBC etc. The opera may not gain money so quickly as the Child did, but despite the bigger outlay it will all the same I think.

            While Act 3 text is being considered and looked at, I shall finish the little song cycle [The Heart’s Assurance] for next year’s Festival [of Britain]. When I have eventually settled down, as I hope to do soon in a new and more comfortable home with my mother, then the composer’s life will be lived par excelsis! I feel I have so much to do, little enough time to do it, so that it is ‘now or never’. But I think it will be ‘now’. When once at last the opera is finished!

            Yours

            Michael

            29 October 1950

            Dear Willy,

            [Walter] Goehr came here yesterday and we had the first play-through of Act 2 [of The Midsummer Marriage]. He was very pleased with it and thinks it to be many times better than the music to Act 1. I only hope he is right! However it was at least reassuring. What he felt meanwhile about the suite of dances (as an orchestral pieces) was, what I originally told you was my own guess, that the most likely exactly proper ending to them (i.e. to the 3 existing ones in Act 2) will prove to be the 4th dance (Fire in Summer) which comes at the climax of Act 3, indeed the climax of the whole opera. And he feels that even if it will be accompanied by singing, we can deal with that on the lines of the Prince Igor dances of Borodin: versions with and without a choir. Goehr made this suggestion after I told him the ‘story’ of Act 3. I am fairly certain that he is right. In any case we have decided (in Schott’s, London) not to consider a première of the dance suite till after the Festival of Britain, because by great good luck Goehr has a performance of Child of Our Time with Morley College, in the  Festival Hall on an early and good date in the Festival, and he did not want Child to be prejudiced by any Aufführung – which is quite reasonable. It is much better to be represented in the Festival by the big work. So that by then it is quite possible that the music to the 4th dance will be being written anyway.

            Seiber came here a few days ago quite unannounced and persuaded me to play him Act 1, from the full score. I did this with such unexpected verve that he was more than delighted with it all – I think quite genuinely. While I was doing so I had einen guten Einfall about the cuts I have made (dutifully!) to the second verse of King Fisher’s aria. I suddenly realised that if I retained the cuts in the music but did not cut the words, I could, by giving the voice more words per bar, keep the proper dramatic sense of his appealing to the girls a different argument from that which he uses to the men, and also give the music of the second verse a new slant by this means. So that one makes a virtue out of necessity. As Goehr said when I told him, one cannot see all possibilities of play between words and music in opera all at once. What this means simply is that this week I will post you a fresh copy of the pf. score to King Fisher’s second verse i.e. from where the cuts begin – in order that the copyist can see exactly how the new voice part reads. That seems to me the clearest and easiest. There is no need for you to hold up the work for this, because he can’t get there for some time.

            Otherwise I think [Howard] Hartog has written to say that the Zettel in the Noten with suggested cuts in the first scene should not have been there. Es sind nur Vorschläge [they are only suggestions] – which I discussed with Goehr that day we said goodbye in Schott’s – and the suggestions for cutting the first scene were set aside. The copyist has only to copy what is before him observing the few cuts (in ink or pencil) made.

            But the success in cutting King Fisher has made me feel that one of the other cuts were better left optional. It refers to Scene 2. After the little March, there is a dance (in 3/8) which originally is shown to be repeated (dramatically to produce the effect of a continuous ritual practice) and Mark only runs on to the stage at the end of the second time. (This was written out of course as you can see in the score, with first- and second-time bars, and repeat mark.) In my haste to cut anything I could I decided to cut the repetition of this dance. Now I feel that it may really be dramatically a mistake, and that what we should do is merely to indicate that it can be cut if thought better by the producer.  For if the producer really wanted the dance twice (for the effect I describe above) then it will be most annoying to put it back if a first-time bar has been taken away. Do you think you could just direct the copyist to copy the first- and second-time bars as they were, underneath my pencil (or ink) erasure of the former? I think you will see my point – and the question of repetition is quite appropriately an ad libitum matter, in my opinion. There will be nothing invidious in putting a note in to that effect. And certainly I am much less sure that it is a gain to cut any of the more formal pieces of music at the start of the opera when, as always, there is so much explanatory recitative to get through. I have compressed that indeed to the point of approaching incomprehensibility, and my instinct was all the time to balance the recitative by aria, ensemble or formal dance, or whatever, immediately any argumentative recitative were completed. However I admit it’s not a very serious matter perhaps, in this case of the dance. So do what seems best.

            Act 2 had only 2 very short scenes of recitative, an aria, a duet, chorus song, and dances – so that musically it was much simpler to unify it all rather more obviously. It has come out to be a bit like a more elaborate [Prélude à] L’Après-midi d’un faune. More impressionistic and dreamlike, as I had intended.

            Act 3 of course is to be musically and dramatically the wichtigsten – though it won’t run to the length of Act 1.

            I have already written 1/2 the proposed text for Act 3, and will finish in a day or two. Then it will go to be typed and with copies for various people to criticise etc. As you have seen so many texts in your time, would you like to see a copy? Or is it too far away (in space) to be of much use, do you think?

            As I told you – while the text is being discussed I hope to finish the other 2 songs of the little cycle [The Heart’s Assurance] for [Peter] Pears to sing in the Festival next year.

            Britten told me, by the way, when I was at Aldeburgh, that he and Pears have decided at last to record Boyhood’s End. That’s very good news indeed, it seems to me.

            Excuse this immense letter! All good wishes, and to Hugo [Strecker].

            Yours

            Michael 

            3 March 1951

            My dear Willy,

            The above [Tidebrook Manor] is my new address where I have settled, or am trying to settle down, with my mother in another part of the house. It has a fine music room and (externally) absolute tranquillity.

            This letter is chiefly to apologise for not letting you have Act 2 pf. score sooner [The Midsummer Marriage]. Unfortunately I did not imagine the circumstances in which you would need it quickly, so I did not hurry [Michael] Tillett, who has been ill, and now that I have just done so (by letter and telegram) most of it has come to hand but in much less careful, accurate and legible form and I don’t like you to have it now until I can correct it and rewrite if necessary some of the passages. Otherwise it will not be fair on your copyist. Also – this gives the chance (hoffentlich!) to have a proper session and play through with Goehr, similar to that of Act 1. I don’t think the delay will be very long, except that Goehr is so busy and leaves very soon for Israel and Greece (probably playing Tippett) and so I may have to dispense with him and trust entirely to my own judgment.

            Act 2 is more of a piece than Act 1, so that the formal problems are less intricate. Goehr already thinks it much better than Act 1, but I myself am a bit worried over the shape of the 3 dances, which, as you pointed out from the text, are similar. I need this formal similarity to some extent to give the effect of a ritual i.e., in this case, of a possible capture and sacrifice in different disguises. I have to keep the ground similarity while using as much musical art as possible to give variety by every other means. The first 2 dances are alright. The difficulty is over the 3rd. Or rather it is here that I would like Goehr to get to know it well enough to help me make a final judgment. I would rather not hurry this or even forgo it, if Goehr delays visiting me, unless you feel that you ought to have it all willy-nilly.

            There will in any case be a considerable gap before Act 3 pf. score is available, as the music itself will not be finished till Christmas and after. Is it possible, do you think, to give me a little more time to prepare Act 2, so that I can send it you in total (instead of piecemeal) with no misgivings? If you feel the matter of your good copyist very urgent  then I shall understand and would be grateful for a word either direct to me or via Hartog.

            I’ve already written and scored the first scene of Act 3 and revised the whole text except for the short finale, which is still giving me pause. As soon as I’ve got Act 2 ready for you, and indeed immediately, I shall do the 5th and last song of my song cycle [The Heart’s Assurance]. Four have already gone to press.

            I am working very hard and once this opera is out of the way, new compositions will flow more rapidly from the pen. I have so many in mind.

            Greetings,

            Michael

            5 October 1951

            Dear Willy,

            […] These last 3 days I have been doing the proofs of Act 1 of the opera [The Midsummer Marriage] which I will take to London on Monday, for sending back to Mainz. They will be complete but for 1 page that seems to have been mislaid, and the portion which had to go back to the copyist.

            I am working hard at Act 3. You can guess how thankful I shall be to finish it. It often depresses me. Not only for myself, but for you. I know of course that there is something of value in it, but it has so much Problematik in it, addressed to perhaps an audience that hardly exists yet. So it may prove only something on which others will build. Yet, with opera you can never tell. Not being fashionable, or journalistic, or even avant-garde, it may be just a matter of time. So I want to finish it and get on quickly to some pieces which will do something to make up my publisher’s losses!

            I have corrected the proofs with immense care.

            Ever Yours

            Michael

            20 March 1952

            Dear Jack [Avshalomoff],

            […] You ask for a few words about the Child. About the work, probably the best even now is the very first programme note we wrote for the work and which is reprinted in the leaflet I enclose.  After all that has been written one way and another about it I still think something on these lines is the best we can do, unless you have anything personal to add. I went in December to Switzerland to conduct the first Italian performance of it for Radio Lugano and by one of those accidents which do happen it seems likely that it will get done in December in Rome by Karajan, so that is its news up to date!

            As to myself, I am just about to finish my 5½ years labour of the opera The Midsummer Marriage which, as you can guess, am more than relieved to have done with it. As I think I must have said at one time or another it is a kind of complement to A Child of Our Time, on the light as against the dark side.

            All that you say about the conditions in which you are going to do the work on April 25th [at Columbia University, New York] I find most exciting. I do wish I could have been there because I can’t imagine a nicer occasion for the kind of work the oratorio really is and you can be certain that I shall be present in spirit when the day comes.

            In any case, give my best wishes for a successful performance to everyone concerned, not least including yourself.

            If you could have a recording taken do so because it would be fascinating to hear. There is no recording this side of the water.

            Yours

            Michael Tippett

            [January 1953]

            [To Howard Hartog]

            I’ve plunked now for: Fantasia Concertante for String Orchestra on a Theme of Corelli [as the title for the Edinburgh Festival commission]. And I’ll send you before Wed. a note for [Ian] Hunter (with a copy to make for yourself as it goes by). Then I’ll also give you a schedule for the opera proofs (John [Minchinton] and I are busy on some back from Tillett now) i.e. where to send and to whom. So that if possible the whole of Acts 2 and 3 are ready to return to Mainz by end of Feb. Act 1 has already gone back. Presumably we (in England) collect up the whole of an act (2 or 3) before any more is returned to Mainz? Could you ask Hugo?

            M. 

            5? February 1953

Schönenberg, Pratteln, Basle*

            Dear Howard,

            First rehearsal went this morning – very well. S[acher] clearly likes the piece and thinks it a probable success (I merely feel that everything of value has been said hundreds of times before and that’s all we’re any of us good for). So he’s keeping his score, which he’s marked and translated and covered with instructions to himself. No trouble is too much.

            Then he had given vorher the Observer article to Willi Reich who is coming over to see me to suggest I assemble my writings so that he can translate them and publish them in Zürich in a little book. Also, in the friendliest way possible, Sacher seems to be saying that if Schott’s want it, from a business point of view, or whatever, he thinks Zürich good for the opera première, in the summer festival next year. That though he’s glad I don’t sell my wares as blatantly as [Rolf] Liebermann (sic!) he nevertheless thinks they ought to be sold and that the name is good enough. So I fancy he would be a kind of Vermitteler if we wanted. I’ll see how I get on with Reich; and gelegentlich talk to Paul [Sacher] a bit more explicitly.

            He performs Double Conc. [Concerto for Double String Orchestra] in the Tonhalle at Zürich in March, and he does not expect it to be broadcast. There is no connection. He’d had Pritchard’s name for the first time before him, recommended by Philips (recording). Asked me all about him. Thought, incidentally, Beromünster would welcome Tippett if John P. wishes that. The general standing of T. is here good!! …

            But the disagreeable thing is only that little John [Minchinton] was right. The orchestra have complained like mad over some of the parts and some have had to be done again. I had my nose rubbed in it all this morning and was given a long lecture about the lack of business acumen in publishing parts which wasted orchestral time, lost goodwill and could be different and good. The Swiss written parts are like Mainz work. You’ll see them maybe. Anyhow I sit down on the beautiful score and do my best for ‘my house’ – and have some practical suggestions to make later – and if need be will earn a bit and pay for. You see, it’s chiefly certain pages and certain parts, and anyhow some of these parts have been done again already – one or two by the players themselves –  others by professional men because the orchestra struck.

            Also – and this is ehrlich gesprochen I hope – I’ll produce the next piece so on time that we are not rushed. Though it was not altogether anyone’s special fault in this last instance.

            Anyhow, the gains are considerable. I think Sacher does like the piece (and Tippett generally) and will do it elsewhere. And he’s ready to say good words and act good deeds on my behalf. And it all helps to build the renommée that eventually makes all losses good. […]

            herzlichst

            M.

            
               * Home of Paul Sacher, where Tippett stayed during preparations for the première of the Ritual Dances from The Midsummer Marriage.

            

            7 February 1953

Schönenberg, Pratteln, Basle

            Dear Howard,

            I’m feeling better in every way – just need your advice. What’s good is that I am resting and in good health – that they all like the piece – and that by dint of careful work and much goodwill the 2nd rehearsal began to make the music sing everywhere – and it is most exciting. The players are beginning to give over rubbing my nose in the mess of the material (and in any case have the very bad spots now done afresh for them) but Sacher is clearly unwilling to let the material go back to Mainz at all! He has fallen for the piece and wants to have it in his repertoire for next season – and it’s his habit (with Schott’s Mainz at any rate) to keep his own material on such occasions and pay over the fees after his use of them – or so Willy once explained to me. So I’m a bit unsure what to do: because I don’t want to froisser him, when he’s got so far – and he really does conduct around and about more than we realise – ausser Frankreich. It’s a big step, in my opinion, when a conductor wants to take a piece into repertoire, rather than give it a once-over in some series. So I personally would like to come as far to meet him in his wishes as you will let me.

            Now – as to the notational mistakes in the parts, I have noted so far 6, which are real and serious. But probably 4 of them would come out in the wash anywhere at rehearsals. However I can write them down and give them to Goehr – and post to you for Hans. That I will do in any case, for the other materials. It’s only 5 minutes to correct the parts, as they are so easy and obvious – but helpful to the ear! Send me your opinion on the question of Sacher’s retention of material, if he persists, either by return letter, or mündlich by Johnny [Minchinton]. 

            Anyhow – whatever the Basel press will think, Sacher feels it’s a success work – très réussi as he put it – and again eine ganz neue Welt from the string piece. It’s his cup of tea, and seems to appeal to him.

            I’ve spoken with Walter and he came Tuesday to rehearsal and to spend the day with me. Wieder aüsserst freundlich. So I’m mighty pleased. I think he’ll do his best and that it will succeed with him too.

            But seeing how much the music has begun to appear only after careful rehearsal etc etc, I’m wondering again about Hamburg. Ought I to go to rehearsals? after all. Can you in any case get Hans to a Goehr rehearsal if humanly possible – and I’ll send you in a day or two a letter for him in which I’ll try and say the essentials in simple language! But if you have his ear, it’s come out in the wash very clearly, that this score is the most carefully marked and orchestrated that I have ever done, and that once the dynamic’s markings (as in Mahler!) are obtained the music speaks. That is point 1, the purely musical point. Point 2 is that it is pictorial music for the first 3 dances and best played and understood under that sign – while Dance 4 is a big musical ensemble, of canons and what have you, where the problem for the conductor is to release the canonic pattern (having no solo voices) from within the web of sound.

            Put it this way – it seems it may be a good piece – and while I doubt if other conductors will take it up like Sacher intends to (because there must be some personal extra-musical things operating there I think) I really am ready to fly to Hamburg and back for the rehearsals, if you or Hugo think enough depends on it. Perhaps you could explain my misgivings about my possible dereliction of duty to Hans when you see him, and see how he reacts. And then leave me instructions for my return.

            [Conrad] Beck came to dinner Friday. Lots about Oslo and my own position vis-à-vis the ISCM [International Society for Contemporary Music] – which I’ll discuss when we meet. Otherwise it had the advantage to bring Fricker’s name up in discussion and I guess Sacher will get there soon. It’s clear that the English school is beginning to have standing. Britten is still regarded as an outstanding talent with some good and real works to his credit. Beck dislikes Henze violently! They only have regard for Hartmann and Fortner. Very amusing stories of the latter and his habits – viz. his dress, his spitting, his washing. Much what we all know – but friendly as well as malicious.

            What is odd is that Beck regards Isaacs as the word of god. He takes everyone and everything Leonard tells him or recommends him. He  puts Ritual Dances on tape of course. Sacher is going to make records in Vienna for Philips!

            The Karajan Child has done good in the press sense of renommée. So that all in all it’s well.

            I’m drunk with Klee.

            M.

            11 February 1953

Schönenberg, Pratteln, Basle

            [To Howard Hartog]

            PS. Meeting with Goehr has been extremely friendly and good. And by means of the rehearsal I think everything augurs well for London. I forgot to give him the 6 important corrections for the material (which matter is settling a bit) so I may have to send them you for him. I think you will find him in good spirits and anxious to see you all. It’s crystal clear that if a conductor can hear the actual music once beforehand he can take all and everything in immediately. So I’m much less worried about Hans – at least if he hears Band or rehearsal.

            In any case he’ll do it well I think and maybe I’m a bit in too good opinion of the piece (and myself!). It makes one impatient for the great opera day when it comes as it will in its time.

            M.

            [1953]

en route to London

            Dear Howard,

            I managed to get the 1st m[ovement] of the Serenade [probably Divertimento on ‘Sellinger’s Round’] done this morning – so 2/5th are ready, when they’re transcribed to ink, for the copyist. I hope to go back in Oct. to the Pf. Conc., but can finish the other 3/5th of the Serenade at any time needed. We’d simply prefer to get a movement of the concerto done first.

            The points that I haven’t or can’t settle ahead are these:

            1. BBC. You should receive (as all letters will come to you) monies as per the 2 contracts: and surely something for rehearsals? There were 2 in London, 1 in Edin[burgh], and 1 again in London – last 2 just run-throughs. So don’t let them diddle me. But you’ll have to hold the cheques, I suppose. 

            Can you, on the plea of settling my affairs for me in absence, find out if Music Magazine [radio programme] expected to pay anything for Sun. last – or was it just unpaid interview – if the former, which I hold it should be, then sign the contract for me. D[itt]o if you get one from Halpern for the 31/2 m[inute] American stint. For I shall be stony broke when I return! Suggested recording morning of 7th.

            2. Munich. Have written Willy to say that I’d suggest going to Mainz Oct. 13, stay the night, go to Munich 14–15–16. And can you ask the latter about the radio talk (German script should come to you from Beate [Ruhm von Oppen]) – and see for a hotel?

            3. Liverpool. Herewith correspondence, answered, to date – so that you can see how it goes. Can you get Ashton, the travel agent, to book a 1st class sleeper for Liverpool–London, night of 6–7th. Provided I can get on it late enough after concert. If I can’t of course, then BBC recording date must be afternoon. And please, a room at Adelphi for the 5th angeblich – I wrote [Hugo] Rignold last that I suggested coming up Mon. 5th, but could come Sun. 4th if preferred – to let you know – so that Adelphi booking turns on that.

            So sorry to leave all this with you, but I hadn’t information to do it myself before I went.

            Don’t lose my letters!

            Am full of beans. Will send you a can.

            Who’s Who, to return as per Hugo [Strecker]’s additions and my alteration.

            herzlichst

            M.

            Corelli. Can you confirm that Hugo sent Amaducci of Lugano Radio a score? Can you let Boyd Neel have one with my recommendation. And I promised Priaulx [Rainier] one! but have failed to send her – c/o Trewyn Studio, St Ives.

            [1953]

            Dear H[oward] and H[ugo],

            Herewith the clean (and final) copy [of the libretto of The Midsummer Marriage], i.e. final in all senses, I think. I should imagine, after a copy has been made, that it would be more sensible now to have it leisurely set up in print, against the day of release? That would save expense of further typing. I haven’t checked all the conventional  things e.g. R., or right (?), L., or left (?), for stage directions etc – because I’ve never had much to do with letterpress stage play printing. I think though we might agree on ‘midsummer-day’ (no capital but hyphen) for the actual day of June 24, and ‘midsummer day’ (no capital or hyphen) for a day in midsummer.

            There are some horrid trivial lines in it on re-reading, but many less than I feared. And the manner and matter on the whole clearly stated. I am much less disturbed by the latter now than I used to be. In print it will have even more authority.

            Some librettos (e.g. Mathis [der Maler]?) have names of characters printed above their words, instead of beside.

            Yours

            M.

            [1953]

            Dear Howard,

            Sorry to bother Miss Simmons; but can she correct her file copy as per enclosed, and let me have 2 clean copies of the corrected one. I did make most of these corrections before it went to Hunter – but didn’t refer them back to the file; which clearly is uncorrected and should not go out as it stands.

            It will be that the Fantasia [Concertante on a Theme of Corelli] should suit both small and large orchestra. I will work out a minimum ‘registration’ for Concertino Grosso e Armonico. I want it playable by all the usual small string bodies and ensembles, at least those used to playing the standard 18th-cent. concerti grossi.

            I think the 4 horrible days at the proofs tired me excessively. I am only slowly recovering and getting back to work. Return to the music of the opera is still rather like the return of dog to vomit.

            Yours

            M.

            [1953]

            Dear Howard,

            If you’ve already sent the madrigal proofs [The Source, The Windhover] to Stainer & Bell, can you phone them the following information?: forgotten and accidentally remembered yesterday evening!

            It’s the metronome marks – for which they have left space, but I had  forgotten to fill. They are 2:

            1. Allegro (Tempo Primo) [image: ] = 120±

            (This is at the very start)

            2. Pochissimo meno Allegro (Tempo Secondo) [image: ] = circa 108

            (This is 37 bars later.)

            If you’ve still got the proof sheets at Schott’s, you could put them in for me (red ink!).

            On Wed. next I may not have easily time to reach Schott’s before I get to Covent Garden – so would have been glad of a full score Ritual Dances, if you can have it posted.

            Maybe, on second thoughts, News Chronicle man is right: ‘the ballet that followed the play looked to my untutored eye exactly like a Morris dance by a member[s] of a Fabian summer school to celebrate the opening of one of the new towns.’

            Very good journalism! And I’m inclined to agree.

            Yours

            M.

            20 April 1953

            Dear Willy,

            I opened your letter with anxiety and trepidation and was more than erleichtert when I read it. So that is at last that.

            I agree with you about Biennale and Sacher. And hope in any case to find means of offering the latter the Fantasia Concertante on a Theme of Corelli. This I am designing for large or small orchestras. So that it can be played successfully, not only by the usual string bodies of big orchestras, but also by the smaller bodies that play the 18th-cent. concerti grossi. I notice that they are everywhere becoming a feature of modern musical life, and economically can get more around. E.g. the Boyd Neel here in England, that tours America and the Commonwealth as well as Europe. And there are good bodies in Holland and Italy that I know of.

            As to the Biennale, I answered their letter a month ago, and that seems to the usual end. But whether they do answer or not I shall write the Piano Concerto next because I have its warm sounds now in my head. The more astringent piece (for Sacher) [Divertimento on ‘Sellinger’s Round’] I shall do later. […]

            Yours,

            Michael 

            [early summer 1953]

            Dear Howard,

            John [Minchinton] and I have done the corrections of the [Fantasia Concertante on a Theme of] Corelli sent to date. Very little problem. John is bringing it in. I also send my BBC contract so that you can manage (I hope) to wrestle with it. Only facts that matter are: a) my single fee for Prom 2 years ago was £25; b) there is no mention to date of anything for Edinburgh.

            My plan, if Glyndebourne, Thurs., transpire, is to come back to town and come into Schott’s on Fri. morning. I need to settle one or 2 organisational matters about dates and lodgings etc. And ask Hugo more advice about Purcell – which isn’t so easy as it seems.

            There are 2 matters of scores that need, if you could, getting straight, in case of subsequent loss.

            1. To obtain score of Fanfare for the Four Corners [Fanfare No. 2, for four trumpets] from – Flight Lt Alison, RAF Station, St Mawgan, nr Newquay, Cornwall. (And the other fanfare back to be destroyed!!)

            2. To obtain score (for copying and file) of Sellinger variation from, Miss Elizabeth Sweeting, Festival Office, High St, Aldeburgh, Suffolk. (Because they have unfortunately my pencil score as well: and I’ve a good idea for a better, more profitable use, of this little piece.)

            Sonata [for Four Horns] is ready to go to town with, more or less. Will bring it Friday.

            Michael

            24 June 1953

            Dear Willy,

            I have been through the clean vocal score of Act 3 [of The Midsummer Marriage], and the number of final corrections is very small. So few pages are involved that I am posting them to you by letter post, so that there is no further hold-up for printing the whole vocal score. And I will post on the other pages of Act 3 later, so that you will have again a complete Act 3 for the copyist of the full score. Because he will need a correct vocal score for the words and notes of the voice parts and all stage directions. (Some of the latter I forgot to write into the full score MS.) My next job will be to get the full score Act 3 ready to send out to Mainz. Then, when we have printed vocal scores, I will prepare a final libretto, to be set up in  print against the great day of release.

            […] I saw Gloriana. It is another thin opera. Whatever else happens, The Midsummer Marriage will seem musical wine to the water of B.B.’s [Britten’s] last 2 efforts. I think everyone who is not prejudiced will be secretly thankful and pleased. Ma – bisogna avere cantor e cantatrice buonissimi. Dover. [But – the need to have an excellent male and female singer. Essential.] No half-baked singing, if we can avoid it.

            Am gay and cheerful. All goes well.

            Michael

            24 August 1953

4 Crabbe St, Aldeburgh, Suffolk

            Dear Willy,

            I am here with Britten for a weekend, resting before I go to Edinburgh to conduct (and to see The Rake’s Progress!). This letter is just to report that we had the first full rehearsal of the Corelli Fantasia Concertante last week and that the piece turns out to be ‘bigger and better’ than I expected. It plays 17 minutes, and suits a big body of strings. So that it may turn out to be less useful to the smaller bodies I spoke of in my last letter [see also letter of 20 April 1953]. (Clearly, z.B. [zum Beispiel] Virtuosi di Roma are unable to tackle it.) Hugo [Strecker], who heard the end of the rehearsal, spoke of it as a new, different, Concerto for Double String Orchestra – placing it in a bigger category, you see. Anyhow he’ll tell you what he thinks sometime. He was pleased, meanwhile.

            Love

            Michael

            [mid-November 1953?]

            Dear Howard,

            I’m sending the £2 for Miss Luker, because I’m getting so short it had better be done now. By the New Year I shall be stony broke again and borrowing from Max [Steffens] – or someone. However – 2 questions to resolve – a) if I don’t pay up my subs to the Composers’ Guild I become a ‘lapsed member’. Shall I? b) if I don’t pay 2 gns by Nov. 30 I cease to be a member of IMA club. As I go only about 3–4 times a year in all, it seems an expensive toy. Nicht wahr? 

            Third question is: did I ought to write a nice little note to Royal Phil. – and is that the man with the white beard? (Ritson-Smith?) He offered me spare programmes. Maybe I should have taken them. For the notes with notes could be very useful. Should Schott’s ask for a few to file?

            Slowly returning to Pf. Concerto. It was difficult to get the [Ritual] Dances and the opera [The Midsummer Marriage] out of my mind. But I’m extremely pleased inside.

            Yours

            M.

            25 November 1953

            My dear Willy,

            […] I was absurdly excited by the Ritual Dances concert here; because it really made its impression and augurs so well for the whole opera. And the whole atmosphere and press seemed to be a kind of vote of confidence in Tippett in my home country. Having never been ‘officially’ backed like Rawsthorne or Rubbra, by some one influential section or other, or had the kind of clique that Britten suffers from, I felt that nevertheless the music itself was obtaining slow but steady recognition. So that when the opera comes in full, it may well be a landmark in one’s public career. As you can see from this letter, I am still a trifle light-headed!

            […] I am a bit behind-hand with Korrekturen, but I will get ahead again soon. The amanuensis, John Minchinton, who helps me, and is so good at it, has been too busy on his own affairs.

            […] I am working very hard at my Piano Concerto. Also at Divertimento [on ‘Sellinger’s Round’] for chamber orchestra for Sacher; Basel, Jan. 1954 (along with Bartók, Viola Concerto, and Stravinsky, Symphony in 3 Movements).

            Yours

            Michael

            22 December 1953

            Dear Willy,

            […] My new work (Piano Concerto) moves very slowly. And yet the music seems to be always and ever simpler and further and further from the complications of even a Hartmann let alone a Boulez. You  must not let me get spoilt and made soft (if that could ever happen to me) by success. It’s such a strange period that mere thinking about artistic (and social) problems won’t provide certainty – so that one has to trust the creative instinct, and that is also suspect, if allowed to be just subjective. What strikes me a bit about my present music (since the opera) is that I am playing with many traditional and inherently simple musical ideas, and which are only not exhausted by the skin of their teeth (to mix all the metaphors). It’s for me a very ‘traditional’ period (as suppose it is even for the greats like Hindemith and Stravinsky). I have been wanting for some time to talk to you at length about it. Maybe the Toronto course, which is to be contemporary music, will after all help keep my creative instincts disciplined to their proper objective function. And then the opera on the stage will permit a clearer judgment.

            Belated Christmas Greetings

            Michael

            [summer 1954?]

            Dear Howard –

            […] I bit Joyce Faulkner’s head off – but really because of [Edgar] Hunt. In future we must have things put down on paper. It’s that Hunt told Joyce to let Barkwith copy both the solo piano part and the (unready) second piano part. Whereas we had all agreed that he was to be asked to do the former only, but in such a way that it could be used both in the full score and the edition for sale. However: a) as it isn’t the making of hire material it is not a matter of the ‘costs of production’, but a matter of E.H., maybe, wasting Schott’s money; b) it may not be very serious, in that I don’t think there will in fact be many changes to make at all. Most of the second piano part will, I guess, stand as it is now. (The minor changes and pedalling which [Julius] Katchen himself may feel good for piano solo part will only appear in the final version for sale.)

            You will have heard all about Katchen’s sudden appearance etc. I’ve sent a letter off to him at Piccadilly Hotel asking for a visit here or there – and informing him that 1) first movement copy went to Singapore. If he must have another, to ring you at once, so that a pull can be made from Barkwith’s new traces (just in) – which I will correct on the dye-line itself for notes. 

            2) Second movement already being pulled for a copy for him (will correct for notes on the dye-line).

            3) Last movement only just finished. But expect J.M. [John Minchinton] can transcribe solo part at least straight away, and can be sent to Paris early Sept. (Katchen wants to use first 3 weeks of Sept. to learn the piece: a movement a week one supposes!)

            I’ve written all this out at length and labour so that, so far as is possible, everything is known to all first hand …

            Lastly – I’m writing a hymn tune (to be called Wadhurst) for the local Salvation Army Band!!! (Those exclamations because it’s sacred.) Just in case it got around, can copyright be held through Schott’s?

            Am beginning opera things today, as I’ve finished all the ink copying of the concerto.

            M.

            March/April 1954

            Dear Willy,

            Hartog and I did see [David] Webster last Monday and so far as can ever be with him, the meeting was satisfactory. That is to say that he more or less gives us permission to approach the artist we think we want, or can get ourselves. He is himself excessively dilatory and so everything gets left till too late.

            It has been decided to take Pritchard – and I have overcome my misgivings and will try my best to be as co-operative as I can be over that. [Günther] Rennert was refused us – and [Frederick] Ashton offered us. We have accepted – if Ashton accepts. We still hope to get [Elisabeth] Schwarzkopf.

            We have heard from inside sources that the feeling of the opera house staff and repetiteurs is all at present pro-Walton and anti-Tippett. This is not surprising – is even perhaps a recommendation! But meanwhile the Walton is ever delayed, so that it is now Dec. 10 not Dec. 3 and a week nearer Tippett (Jan. 27) and making for skimped preparation of the latter. Yet they are scheduled to begin learning Tippett in a week or so; I had this from the head of the repetiteurs in person, a young man called [Frank] Dawes, a Scherchen pupil. And it’s clear that they may be in great need to prepare the Tippett now, just because the Walton is delayed. So we are getting a bit anxious  about our chorus material. And we would bless you if it could be got to us very soon. Then I propose to do my best to see that all that can be done ahead on preparation is really done now, before an overdue set of Walton material makes work on Tippett impossible.

            It’s a pity that the way it is is such that Tippett has to take second place to whatever Walton chooses to do or not do. But that is as it were the end of an older story and will all be forgotten in the event. And I am certain we shall be right to hang on to our own date, and not let ourselves be pushed off into a later season. So that if the Walton gets much more postponed I shall begin to make a big fuss.

            Anyhow, the scores will be an enormous help to us. We are needing them badly.

            Michael

            [spring? 1954]

            Dear Howard,

            a) The relevant sentence in Willy’s letter you can see for yourself. (Amusing about Henze and Hindemith.)

            b) Now my movements so far fixed are:

            BBC concert May 3. So I could be available on that day, or by staying overnight, the next day also. (Webster?)

            Then I am probably up to hear John [Minchinton]’s concert on May 6.

            Then I go to Switzerland Tues 18th. So I could be available for [Clifford] Curzon as late in May as the Mon before. Perhaps a dinner party? Am back afternoon of June 2nd. But as these next 3 weeks are only working at the little things don’t hesitate to fix anything you like, and I’ll come up specially.

            c) Could you on the quiet pick out for me some few exemplars of Recorder Society’s publications? I realise it’s apparently partly a matter of printing. I want to see just how many notes go to a page of their print, so to speak, and then maybe to dash the thing off [Four Inventions], mixed up with last minute studying of the music I conduct at Lugano!

            d) Could you order me some mass of 24-stave score paper? I think the last lot I had was from Weekes. But Augener’s probably have it too. I’m using it for Piano Conc. and am run out.

            e) I’ve fixed with John [Minchinton] that there shall be at least the transcription of the piano part (of Concerto 1st movement) available by June 2nd, when I return. So that that can be vetted for playability.  Then I’ll get a date line for the orchestral redaction, correct it all and that will release the full score of the 1st movement to you.

            f) I have a heavy feeling in my bones that the Sacher gambit won’t come off. So I’ve been trying to overcome my sense of disappointment after Tuesday, and my sense of a bad omen. I wish I could see what you see, but I don’t. I see very good stick work (as in the Seiber) but good old English slap-dashery (as in the Tippett; not even bowings agreed on beforehand; though the composer had taken that trouble in similar circumstances!). The trouble, as I see it then, is that my music needs less of the quick and trick stick work (like the Seiber), and a great deal of musical imagination. Of this, so far as I got it in my own piece, I could see nothing. So there we are. I try not to think too much about it, because I get woefully distressed – and things then go out of proportion. And in any case, if it has to be, I shall try emotionally and technically to be as helpful as I can. I’ll give up precious time to bowing the whole damned thing, and my John will do the donkey-work into the parts etc. For if this is what we are going to get then I’ll try and make it as foolproof as I can. Spannung we can’t have; but we might be able to trick him into giving the affair something of the sense of an occasion; and the slap-dashery we must try and make as difficult to indulge in as we know how.

            herzlichst

            M.

            [1954]

            Dear Howard,

            In haste to say – could you put a min. score of Fantasia Concertante into (letter) post for me on Monday – morning if possible.

            Meanwhile am in a heavy hangover from yesterday in town – such days never now suit me overmuch. But please find means someday somehow to let John P[ritchard] know I really feel a confidence now that we shall really bring it off together. Seeing him was in any case worth the hangover.

            Saw 2 acts of Coq d’or. [Howell] Glynne is possible I suppose [for King Fisher in The Midsummer Marriage]. Dodon is such a dodderer’s role it’s difficult to know if he can produce a great breezy tub-thumping role out of his hat. I fancy it’s best to leave the matter now till John P. has seen the vocal score. 

            And in first interval ran pat into [Harry] Blech, who said there and then ‘What’s your best piece for chamber orchestra?’!! So I just said I was writing one and whom for [Divertimento on ‘Sellinger’s Round]. So he said who had the English première? I said no one to date – and havered a bit. Nevertheless it looked too like the holy hand of God and I hurried away. Maybe he could give a very nice glossy sendoff. Could you not just boldly ask him what if anything he means – and if he says he has to see the score and think and dilly dally, then you can be sharp and say – won’t do. Thought I’d better let you know.

            M.

            PS. I mean I didn’t commit us, but it was difficult to say no out of hand because he made the approach and asked for the English première, I think myself it turns really on what he could offer. It’s unreasonable to expect him to buy without a sight of the score. But it’s just what he could do. Because he spoke of looking for repertoire – English small ensemble pieces for general use in concerts of his here and abroad. Could that be so? And if it suited him to make it a repertoire piece, it would begin to make its money back.

            [1954]

            Dear Walter [Bergmann],

            Sorry if these were held up a day or so [Little Music for String Orchestra]. But John [Minchinton] is here proofreading them now after me – and finding small things.

            The tempo markings have been altered in 2 cases. Is this you or the copyist? If the former, then let them go – if not, have them as I put them.

            No 1. [image: ] Andante [image: ] Comodo (instead of [image: ] Andante comodo as copyist has).

            No 4. [image: ] allegro moderato (he has [image: ] allegro comodo).

            A general question here is that I thought it better to have no capitals on the markings, z.B. [zum Beispiel]

            [image: ] andante

            statt

            [image: ] Andante.

            Because I read the Italian things then as adjectives standing second (!) in a sentence. It isn’t important – but if he keeps his capitals, and changes no. 1 back to mine, it must read [image: ] A—e [image: ] Co—do. Maybe  that’s better.

            I hope the comments are clear, to the corrections.

            They are not in order because the corrections were noticed at different times.

            I told Max that if they were liked, I’d one day write 4 fantasies to match, and you/he could put them in a little album.

            John has just found a copyist has wrong note in the canon fugue! How blind I am.

            herzlichst

            M.

            9 June 1954

            Dear Walter,

            Herewith [Little Music for String Orchestra].

            If you preferred the title to be 4 Pieces and with names – then the latter should be:

            Canon

            Ground

            Air

            Fugue.

            But maybe it’s better as it is.

            I like the first least. (And I don’t know the favoured instruments well enough to see if the little arpeggios and tremolandi are too difficult. You shall say.)

            M.

            17 July 1954

            Dear Willy,

            I think you are away, so I shall imagine I am really writing to your nephew [Heinz Schneider-Schott].

            The matter is that I spoke last night with the Intendant of Covent Garden, about the delay in casting The Midsummer Marriage, especially the important role that may have to be got from outside the House. He retorted that it is no use getting fussed and excited when in any case they have no vocal scores. And this is now becoming serious, because in a very little while the season ends and if there is no decision now, then all is to begin again in the autumn. It would therefore be of the greatest help both musically and certainly even more psychologically  if we had enough vocal scores to allow for the casting to be done in agreement and conference and to give out the chief parts.

            Now, I can’t ring Hartog this morning, as Schott’s is closed. So I write direct to you. One score has come by post, and the rest are in a case, which Hartog told me yesterday will be available in about 2 weeks. In my opinion that is exactly too late. I know it costs, according to Hartog, 2/- a copy to post by air. But would it not really be worth £1 to have 10 sent at once? I am willing to pay Schott’s the £1 myself!! I write to you in Mainz because I am worried. It not only puts me in a weak position when dealing with the Intendant of Covent Garden, it is also dangerous and somewhat stupid. For example, we have cast the chief tenor role. I have seen him and spoken with him. But I cannot give him any notes! Merely promise them in 2 weeks when he will be on holiday and so it goes on.

            Do not let us risk so much for a matter of 10 marks. Maybe Hartog on Monday will think I am being over-anxious. But I am not. No one who has been in the absurd position of discussing singers and roles, without enough copies for even the chief people at the opera house to see what notes have been written for the singers to sing, can understand how difficult and dangerous it is.

            Yours

            Michael

            PS. Will[y] wrote me always in German dictating to a secretary, and I write him in English.

            15 November 1954

            My dear Willy,

            […] As I gather you know already, through [Alfred] Kalmus, the Divertimento for Chamber Orchestra [Divertimento on ‘Sellinger’s Round’] was a success. And more pleasing for me personally was the fact that Sacher really liked his piece. He was exceedingly generous to me over it – both in commission and in hospitality. I find him and his wife now among my closest friends abroad. And his house is quite like another home to me.

            There is news that British Council will record Child of Our Time in April 56. This is really good. If Ritual Dances are also recorded, as is likely, then we are well set up.

            As to the latter I have indeed worked out cuts for you – but have  been dilatory in sending you them. In fact I’ve lost the list! But I shall find it and send you. Until now life has been very hectic seeing to the opera [The Midsummer Marriage]. I think all is as well at present as any new opera production can ever be. I’m very glad you are coming to the première. For I think it will be an occasion. Much criticism, but much attention. I can’t help feeling things are all the time going slowly on to our advantage. We are in a very good position already, before the opera happens. So that that ought to make an even wider basis for judgment, criticism and esteem – and for a new set of works. After the Pf. Concerto (which is 1/2 finished now) I shall do a Vl. and Pf. Sonata (of 2 movements) as a change from big pieces – and then I have in my mind a second symphony, which I believe I may at last make really good. Not a long work – rather more condensed. I had the first Einfall when I was with the Sachers last May. But the older origin is hearing a tape of a concerto of Vivaldi at Radio Monti Ceneri – conducted by that quite good and coming youngster there named Amaducci (!). A certain pounding C bass, which goes exactly into the new symphony. I am enormously looking forward to writing this – but I shall not start for about a year.

            Herzlichst

            Michael

            [late 1955/early 1956]

            Dear Howard,

            […] My timetable is the following: I shall either listen in to Tuesday’s perf., or come up if I feel like it. Then Wed. morning leave for Lausanne. Come back (by the usual train) the evening of Friday the 18th – either to London or here direct, as seems best. What will be helpful is to know, before I go, the LSO [London Symphony Orchestra] usual rehearsal schedule – and whether they have a special call for strings only. I imagine I ought to be available by the Sat. But might stay a day longer, if it seemed sense.

            Then to record a talk for CBC [Canadian Broadcasting Corporation] on the morning of 21st or afternoon of 22nd. But here again if you could find out [Raymond] Leppard’s rehearsals you could then talk for me with CBC […] and either confirm or alter to suit. (To some other time on 21st or 22nd)

            Then to fit in Divertimento and Act 3 of M.M. [The Midsummer  Marriage] for the 22nd evening, and so home 23rd morning to the 3rd movement of the [Piano] Concerto.

            As to the latter; CBSO [City of Birmingham Symphony Orchestra] came on the phone yesterday; seeming to say that [Rudolf] Schwarz was a bit hasty in saying all pianists equal. They would much prefer Katchen (the 2nd choice) and wanted to make enquiries as to availability. Was a bit tricky in the event – because point blank questions about my knowledge of and relation to [Paul] Baumgartner did not help. I said honestly and clearly that I knew enough about his background and tastes and abilities to be quite sure of him. Katchen I did not know, and nothing of his style – but imagine him capable. What the next move will be I don’t know. Maybe K. won’t be available, and that will be that. (CBSO feel him to be a much easier and better draw for their purposes.)

            I may have obtained now a possible photo of the production for Willy. And Cov. Gdn will present me gratis with a whole collection of official (posed) photos, which will be taken later at a photocall on 22nd.

            I am not yet of the opinion that to end Act 3 after Fire Dance is practicable or right. But I can’t think about it at all for the moment. Am finishing concerto slow movement. The whole piece to date is much odder than I had realised. Fiendishly difficult too. Another strange work!

            M.

            [late summer/autumn 1954]

            Dear Howard,

            I’d written to Eddy [Sackville-West] (once [Peter] Heyworth had told me he’d phoned him) to give him as accurate account as I could. I’ve now written to explain that I had not been seeking to present myself to Cov. Gdn as engaged in stirring up trouble for them. But as having withdrawn into purdah, seeing that the decision seemed disturbing, confusing, and bordering on the disproportionate. Maybe therefore if you haven’t written yet, you can get it across to David [Webster] that M.M. [The Midsummer Marriage] is no longer a question of composer and himself, but of other public figures; and of English musical life per se. But you will in any case write as you think fit. I really do have to get it out of mind. And that happens easily enough – till a letter from Eddy – or Tillett – or whomever comes in.

            M. 

            late (December) 1954

            My dear Willy,

            […] I’ve had a confidential letter from someone on the Covent Garden committee which asks me not to play into the hands of the one opponent of the opera, by being intransigent about cutting. Hartog will tell you how I have already ‘cut’ 35 minutes by merely correcting the timing. (I suspect that it could be that the wrong timing is part of the opponent’s game, if he is one of the staff. But maybe not.) But what I am clear about now, is that my intuitions to get vocal scores into the hands of the interested and ‘pro’ committee members have been sound ones. The time is ripe for people like Bliss and Sackville-West to speak with the authority of knowing the score. So don’t let us delay now any more than we must at all. The letter I’ve received shows the matter is ripe, if not urgent.

            Incidentally the writer of the letter wants the Tippett to be got through at all costs ‘especially after hearing a play over of Walton’s Troilus, which is quite effective theatre, but contains nothing we didn’t know about long ago. Merely to turn the pages of your opera is to perceive the originality and quite obvious beauty of the music. So I shall be furiously disappointed if anything happens to spoil the project.’

            There the letter ends.

            Yours

            Michael

            1 May 1955

            Dear Willy,

            […] I am very disciplined at the moment, finishing the Pf. Concerto. A warm, romantic work, which I am beginning to like more as I come to the end. Also a much deeper layer of my mind is boiling away over a big-scale choral work, to an apocalyptic theme. It’s too confused as yet to talk to you about, at least by letter. The theme is tremendous, but the expression of it will take a lot of meditation and preparation. Text will probably be a compilation, with some original portions. At present I seem to hear the music more clearly – or rather the musical shapes have to form a little bit before all the text is chosen. […]

            Herzlichst

            Michael 

            8 June 1955

            My dear Willy,

            […] I am just finishing the Pf. Concerto. It’s a considerable work in my corpus. Not difficult in itself, but has taken a lot of labour to get originality yet warmth. Fresh pf. writing is not easy nowadays!

            Then I shall do a little work for a special occasion – a piece for 4 horns [Sonata for Four Horns], to be played on Dec. 20th at Wigmore Hall in a concert containing the Hindemith piece for 4 horns.

            Then a 2-movement sonata for violin and piano.

            So far as the big choral piece is concerned, that is still in the exploratory and germinative phase.

            Herzlichst

            Michael

            23 February 1956

            Dear Werner Pilz,

            […] we have had 2 radio performances here of it [A Child of Our Time] in English, under Schmidt-Isserstedt, and they have been quite the best performances yet heard in this country. And it has been a great achievement, I think. The work has made a tremendous impression after its 12 years of life. I have had letters showing that people found it more than moving. With such a beautiful presentation, I could not but be pleased myself. It was like a vindication; because it had quite mixed reception when it was first performed. Now we shall get a commercial recording of it on LP discs sometime in this coming year.

            One must hope that The Midsummer Marriage will also find and receive its vindication in due course. But of course it’s a more difficult matter economically. The Child has had a great many performances, and that is not going to be so easy for the opera! But it will come in time.

            The pianist for the Pf. Concerto is definitely now Louis Kentner. I saw him yesterday in London. I have great confidence that it is a good choice. (Bartók chose him for the première of his 2nd Concerto!) Will you let the RAI [Radio Audizioni Italiane] at Rome know how it is? The première here is Oct. 30th. So Rome could not be before that.

            Please tell Herr Petri that I have begun the arrangement of the 5 Spirituals of the Child for unaccompanied choir. (I do this work in the evenings – the mornings I give to my new Symphony [No. 2].) I hope the result will be what he wants. But it will probably be a bit more  individual than expected. I shall have to treat the choir as a kind of ‘orchestra’ – and perhaps put the matter clear in a short preface. It really is rather a different singing than we are used to. Not more difficult – just different.

            All good wishes

            Yours Sincerely

            Michael Tippett

            16 May 1956

            Dear Mr Pilz,

            A long overdue letter. The Vienna visit was most worthwhile. I went first to Warsaw (which is too long to tell you about in a letter) and the Poles payed all my travelling expenses back via Vienna. So I was very lucky.

            The performance of A Child of Our Time was very good. I had excellent relations with Dr Halusa. I got the impression that he might one day, if he could afford it, do a radio version of The Midsummer Marriage. But I did not of course suggest any such thing to him. I leave that all to you, or the good folk at U.E. [Universal Edition]. I just found Halusa a very nice person, and we got along together excellently.

            I saw [Egon] Seefehlner and had quite a talk with him. He is entirely anti-English except for Britten. But Britten had spoken well of me; so that he seems to be moving nearer the generally expressed Viennese point of view, that modern English music has only two names, Britten and Tippett. I gave a radio interview on these lines, when asked to. I think it won’t amount to much music in public concerts, but to an annual piece on the radio maybe.

            For next season Halusa had chosen the new Piano Concerto; and hereby begins a tale of trouble.

            You remember that Katchen was first chosen for the Birmingham première; and that then he gave it up. After a lot of joint negotiation Birmingham and ourselves chose [Louis] Kentner, who accepted. But he asked on his side for the rights of performance for a year. Hartog was against our giving them to him, but did in the end agree that it probably had to be. Kentner is taking a great deal of trouble. Although the première is not till Oct. 30th, he has obtained a whole day’s orchestral rehearsal in Birmingham on June 2nd already; to which of course I shall go. The eventual première will be good I think. 

            Now unfortunately in Vienna I did not tell Halusa that the piece was tied for a year to Kentner. Halusa told me he was asking [Hans Alexander] Kaul. I was so pleased about all this that without considering the consequences I wrote Kaul a postcard telling him I was very pleased. Then I instantly regretted having done so. Because as you know now it has caused a great deal of misunderstanding.

            I have had letters from Kaul, and have by this post written him again. Naturally I am glad he wants to play the piece, and glad perhaps that some of the dates he has made for himself will get postponed until after Oct. 57. He has every right to obtain such postponement if he can. But what I cannot do is to wangle a performance without Kentner’s knowledge. Kentner’s agents would soon bring that to an end. Nor is it honourable. As I have told Kaul, if we in London have made a mistake, then we must take the consequences. The music is any case a great deal more important than trouble about who plays it in the first year. And Kentner after all was chosen by Bartók to give the première of his Concerto No. 2. And he goes in the autumn for his first American tour. He is quite a card in our hand.

            Therefore it is not possible not to inform Hamburg that Kentner has the rights for a year. How that will affect them I do not know. Nor can I judge whether you would prefer to delay the German première so that Kaul would play it, for the sake of his goodwill, rather than to have a more spectacular première with Kentner. But there is no doubt that Kentner will be good. He is learning the piece from full score, is exceedingly musical, has tremendous technique, and is fully aware of the quality of the piece he has got. Kaul on the other hand has many more direct contacts. I do not think that Kaul will throw in those dates where he has already obtained a postponement on his behalf if Kentner obtains the German première. That would make him look too silly. He also knows that Kentner won’t be possible for lots of smaller radios etc. He is too expensive. But just as Katchen would almost certainly have obtained the German première, if he had done the English, so it can’t be said that any of us were ever thinking of Kaul as the best for it. Or were you? As I read it, Kaul thinks he is on a good thing (he hasn’t seen the piece yet!) and is fighting for his livelihood. All power to him! As I have never heard him play I can’t gauge his capabilities. So it is rather a shot in the dark. I doubt he is in Kentner’s class. And I can’t think that he is able to give the piece such a good German sendoff. But I may be wrong. Only I would certainly be sorry to upset him.  Because he is at least keen. Only we must keep, as I told him in my letter, a sense of proportion. The piece is only held till Oct. 57, and it won’t be performed at all till Oct. 56. Birmingham, by virtue of their commission, hold all English performances till March 57, when they give its London première. All this would not have come up if I hadn’t written Kaul an impulsive postcard from Vienna. I must apologise.

            Yours very sincerely,

            Michael Tippett

            29 June 1956

            Dear Mr Pilz,

            I am still worried that the unfortunate postcard to Kaul from Vienna, and the granting at the same time one year’s rights to Kentner, have made you upset with Hartog. Because he is really not to blame. I am myself. Although it is difficult to see what else might have been done at the time. However – I did write many times to Kaul, and in the end we closed the correspondence on a friendly basis. He seemed to be happy enough; especially as he had got Zürich radio, and hoped to get Vienna, postponed in his favour until Kentner’s year was over. And, please, I have not myself told Hartog of these dates, because it seems to me that Kaul has every right to try the best for himself, and that so long as Liebermann or Halusa knew, before their decision, that Kentner had rights for a year, all is in order. And I do not want to disturb Hartog any further about Kaul. Nor do I want to disturb Kaul. I have absolutely nothing against him, and I certainly did not agree to Kentner’s request for a year’s rights in order to take anything from Kaul. I’m afraid that until Halusa told me he was thinking of Kaul, I had not thought of him myself. For I have as yet never heard him play.

            It is a pity probably that Germany was not excluded from Kentner, but that is easier to see now later, and afterwards. At the time I was anxious to get the Birmingham and London performances done with as good a pianist resident in England as we could find. After hearing Kentner do a 6-hours rehearsal with orchestra a month ago, I am sure the choice was correct. I have no regrets at all as to that.

            I think that if Hartog had handled the negotiations with Kentner, there might have been no rights allowed at all. But Hartog was in Germany. And that is how it is.

            If you see or speak with Kaul you must always make it clear that I  am just as friendly as my original postcard from Vienna indicated. But that postcard was a very silly and impulsive thing to do, as I realised soon enough afterwards. It has led to a lot of misunderstanding.

            I am now deeply engaged on the Symphony [No. 2] commissioned by the BBC. […]

            mit herzlieben Grüssen

            Michael Tippett

            22 May 1957

            Dear Willy,

            Excuse my bothering you, but I can’t remember the name of the gentleman who looks after the Chorabteilung at Mainz, or I would have written direct to him.

            The matters, for his information, are 2:

            1. He asked me, when I was in Mainz, to set Negro spirituals for a cappella choir, and I have indeed done so. I set the 5 Spirituals out of Child, because that was reasonable to do, and a German translation already existed. Please tell him that the 5 are soon to be printed here in London, and he will have copies at once. Bearbeitet für verschieden, oft viel, meistens aber sehr leicht 4stimmiger Chor. I mean, there are often many parts, but all very easy harmonically.

            2. The enclosed letter came in a day or so ago, and seems the kind of occasion to do something further on the lines he wanted (he being the Chorabteilungführer). I have written to Dr [Fritz] Piersig and said I would like to consider doing 4 for him – English, Scottish, Irish, Welsh. Very simple and direct; as he wants. As these will be rather well known here (I shall choose the quite characteristic and not avoid at all the to us well known) presumably the ‘market’ is rather in Germany. Is it a good idea if these settings were dealt with directly in Mainz? And can you at Mainz attend to a translation? And can someone arrange the obvious things as to translation (if he uses that) etc, with Dr Piersig for me?

            I haven’t yet told Hartog of this letter, because he is so worried at present that I shall delay myself with the BBC-commissioned Symphony [No. 2]. But I would very much like to do what Dr Piersig asks. Don’t you think so?

            All other news is good. But I’ll see you sometime in London, I’m sure, to tell you personally of it. 

            If you think I ought not to do these folk songs, please tell me at once.

            Every good wish.

            Yours

            Michael

            1957

            Dear Willy,

            Enclosed is: 1) Piersig’s last letter – in reply to mine of last week. I’ve just written to him and sent him the first 2 songs. The 4th (Welsh) follows soon – in that my young amanuensis (a very hopeful good young conductor, John Minchinton, one-time pupil of von Karajan) has obtained details of the original melody, clearly out of copyright – and the usual Welsh words are also out of copyright. So I am myself making a new English translation. This will take me a few days to find time to do. (3rd song, in the group of 4, from Scotland, I will do in October.) I think I had better get the few necessary lines about the original of each song typed in London and sent to you later, when we have got translation settled and proofreading read yet to do. Nicht wahr?

            2) Enclosed also for you the first 2 songs herewith. You will see they are printed from traces. Copied for me by John Minchinton (who wants to do them first in England). I have told Dr Piersig that we can give him these traces, so that he could temporarily make himself the necessary copies for his choirs, while the proper edition is being prepared. The only thing then for him to do would be to write in the German words afterwards. Or direct onto the traces if he liked. May I leave that all with you? (I have not sent any traces to him yet. Just offered them.)

            In somewhat haste.

            Herzlichst

            Michael

            28 July 1957

            Dear Willy,

            Could you give the following information to the necessary good folk of the Weihergarten? I have today written to Dr Piersig, Sängerbund NWD [Nordwestdeutschland], to say that I have already completed his 4 Chorsätze on tunes from the British Isles and that it now transpires that: 

            1) My 2 first, English and Irish, are quite free of copyright altogether.

            2) My 3rd, Scottish, is too strictly held by a publisher here, and so I will do another, better (!) chosen.

            3) My 4th, Welsh, will be free, when I have traced the original tune, and found fresh words.

            Therefore – I propose to send a copy, both to Piersig and to Mainz, of the first 2, and if possible the 4th also, this coming week.

            The new Scottish Chorsatz I shall not now dare to do until I have finished the BBC Symphony [No. 2] commission, probably in October. I have told Piersig therefore, that he is free either to perform only 3 of eventual 4, or (hoffentlich!) to begin with the 3, and add the others later, if he has time. That I in any case, will complete the set – for I cannot afford to insult the Scotch by leaving them out!

            I am not too disturbed by this, because the settings only took me 3 days or less each; and also, in the event, I didn’t much like the Scottish tune when I came to work upon it. I can therefore do better.

            I asked Piersig to let me know date of the performance, as someone already wants a first performance of them here in London, immediately after, in a rather nice concert of folk song settings by Stravinsky, Schoenberg, as well as Holst and Vaughan Williams.

            So far as publication matters arise, I should very much like to see the German translation; particularly as to how the words are underlaid. Thus:

            1) England – ‘Early One Morning’. The words are simple language about on the date and level of Des Knaben Wunderhorn collection. But – I use the 3 first words as a constant refrain – as though (but I am not translating) the German went ‘Frühe-e(s) ein Morgen’; Hauptsache is therefore that the eventual German words have this rhythm and are nice. Nicht?
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