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Abstract 
This thesis explores Percy Grainger’s promotion of the music of Frederick Delius in the 

United States of America between his arrival in New York in 1914 and Delius’s death in 

1934. Grainger’s ‘Delius campaign’—the title he gave to his work on behalf of Delius—

involved lectures, articles, interviews and performances as both a pianist and conductor. 

Through this, Grainger was responsible for a number of noteworthy American Delius 

premieres. He also helped to disseminate Delius’s music by his work as a teacher, and 

through contact with publishers, conductors and the press. In this thesis I will examine this 

campaign and the critical reception of its resulting performances, and question the extent to 

which Grainger’s tireless promotion affected the reception of Delius’s music in the USA.  

To give context to this campaign, Chapter One outlines the relationship, both personal and 

compositional, between Delius and Grainger. This is done through analysis of their 

correspondence, as well as much of Grainger’s broader and autobiographical writings. This 

chapter also considers the relationship between Grainger, Delius and others musicians within 

their circle, and explores the extent of their influence upon each other. 

Chapter Two examines in detail the many elements that made up the ‘Delius campaign’. 

Using this endeavour as a basis, this chapter also considers Grainger’s wider efforts to 

promote his own construction of ‘Anglo-Saxon’ music. From 1918 onwards, a great deal of 

his Delius work was done in the context of this ‘Anglo-Saxon’ campaign, and this raises 

many issues in relation to Grainger’s more dogmatic attitudes towards race and national 

identity. 

Chapter Three is a study of the critical reception of Grainger’s performances of Delius’s 

music in America through analysis of the press pertaining to his concert efforts as both as a 

pianist and a conductor. The conclusions made here are then evaluated in Chapter Four in the 

context of wider Delius reception, through comparisons to Delius’s early British reception, 

and to issues raised in the larger body of Delius scholarship.   
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Introduction 

We are sitting in the sunshine on the terrace of our villa overlooking the beautiful bay of 

Rapallo and talking of you; and we were wondering whether ever any other composer had 

met with a colleague and friend like you, so devoted and interested in his friend’s work and 

understanding thro’ his own genius.1 

Frederick Delius (1862–1934) wrote this to Percy Grainger (1882–1961) in early 1924, in 

acknowledgement of the significance of their friendship and Grainger’s work on his behalf. Strangely, 

this relationship, both musical and personal, is rarely acknowledged in the scholarly literature. Even 

less recognised is Grainger’s twenty-year long American ‘Delius campaign’. Initially coordinated by 

Grainger on his arrival in New York in 1914, this was a campaign of extensive promotion of Delius’s 

music, culminating in a number of important Delius premieres. The campaign stemmed from, among 

other things, Grainger’s deep love of and belief in Delius’s music as well as their personal friendship. 

Through analysis of their correspondence and Grainger’s autobiographical writings, this thesis argues 

that the relationship between Delius and Grainger was of great musical and personal importance to 

both composers. Furthermore, by examining the plans for the campaign laid out by Grainger, and 

exploring the critical reception of the resulting performances, this thesis also questions the extent to 

which Grainger’s tireless promotion of Delius affected the reception of his music in the USA. While 

Grainger continued to perform Delius works through his whole career, for the purposes of this thesis, 

I am defining the end of the campaign as coinciding with Delius’s death in 1934, the point from which 

Grainger’s concerted and active attempts to promote Delius began to slow.  

For a composer whose music is today widely considered typically ‘English’, Frederick Delius actually 

spent very little time in England.2 Frequently referred to during his lifetime, as a ‘cosmopolitan’, 

Delius was born in Bradford, Yorkshire in 1862 to a German family. He studied briefly in Leipzig, 

travelled through and considered Norway his ‘spiritual home’, then spent most of his life in Grez-sur-

Loing, outside Fontainebleau in France.3 It was in America, however, that Delius received his first 

musical training, while running an orange plantation in Florida between 1884 and 1886.4 As such, 

                                                           
1 Frederick Delius, letter (dictated, Jelka Delius’s holograph) to Percy Grainger, 23 January 1924, Reg. no. 

02.0116, Grainger Museum, University of Melbourne (GM). 
2 While Delius never considered his own music to be particularly English, it has been lately accepted as such. 

This is in no small part due to the work of Thomas Beecham and others in their posthumous English 

‘repatriation’ of Delius’s music, as outlined by Robert Stradling who states ‘for good or ill, Delius is today 

widely regarded as an English composer. It follows that by definition that his creative legacy is seen as 

sufficiently meeting criteria laid down for the award of that distinction’. Robert Stradling, ‘On Shearing the 

Black Sheep in Spring: The Repatriation of Frederick Delius’, in Music and the Politics of Culture, ed. 

Christopher Norris (London: Lawrence & Wishart, 1989), 75 
3 Robert Anderson, Anthony Payne and Lionel Carley, ‘Delius, Frederick’, in Grove Music Online, Oxford 

Music Online, http://www.oxfordmusiconline.com.ezp.lib.unimelb.edu.au/subscriber/article/grove/music/49095 

(accessed 25 July 2015). 
4 Anderson, Payne and Carley, ‘Delius, Frederick’. 
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American themes pervade many of his compositions, and these were the elements that first attracted 

Grainger to Delius’s music. 

When they first met in 1907, the immediate friendship between the two composers began a 

relationship of reciprocal promotion. Delius became the driving force behind Grainger’s transition 

from performer to working composer. Always concerned with making money, Grainger had, up until 

their meeting, avoided making any public performance of his own compositions as they ‘with their 

many innovations—might turn musical opinion against me and make it impossible for me to earn as a 

pianist’.5 Delius thought this ridiculous, and organised himself the first public performance of a 

Grainger work. (It has been suggested that due to Delius’s involvement with the Musical League—a 

short-lived organisation intended to promote British music with Elgar as president, and Delius as vice-

president—he could stipulate that Grainger’s works be performed in their first concert.)6 Rachel 

Lowe, in the preface to her Descriptive Catalogue of the Delius Collection of the Grainger Museum, 

argues that Grainger’s promotion of Delius was based on his need to repay an imagined debt for this 

early promotion of his own work. This may have provided the initial impetus for Grainger’s Delius 

campaign but it fails to take into account both the depth of their friendship and the place Delius held 

in a broader campaign for the promotion of ‘Anglo-Saxon’ music that Grainger was undertaking at the 

time. A discussion of these issues will form a large part of the first two chapters of this thesis. 

Much of this study is based on primary sources, using the collections of documents and letters housed 

at the Grainger Museum, University of Melbourne. Due to the massive amount of material available, 

published volumes of primary sources provided an extremely useful way of navigating and filtering 

the collection, especially in the initial stages of research. Works consulted here include the Farthest 

North of Humanness: Letters of Percy Grainger, 1901–14, edited by Kay Dreyfus;7 The All-Round 

Man: Selected Letters of Percy Grainger, 1914–1961 edited by Malcolm Gillies and David Pear;8 and 

Self-Portrait of Percy Grainger, edited by Gillies, Pear, and Mark Carroll.9 These collections are all 

very valuable given the number of different languages (from Danish, Norwegian and German to 

languages constructed by Grainger himself) in which many of the original sources were written. Each 

of these books have their own distinct limitations in that they either only cover a specific period 

(Farthest North between the years 1901 and 1914) or set of themes (Self-Portrait is divided up in to 

areas such as ‘Self’, ‘Mother’ and ‘Wife’). For this reason they can never be a total replacement for 

                                                           
5 Percy Grainger, letter (typescript) to Martha Richmond, 23 September 1943, Reg. no. 02.0109, GM. 
6 Lionel Carley, ‘Impulsive Friend: Grainger and Delius’, in The Percy Grainger Companion, ed. Lewis 

Foreman (London: Thames Publishing, 1981), 34. 
7 Percy Grainger, The Farthest North of Humanness: Letters of Percy Grainger 1901–14, ed. Kay Dreyfus 

(South Melbourne: Macmillan, 1985). 
8 Percy Grainger, The All-Round Man: Selected Letters of Percy Grainger, 1914–1961, eds. Malcolm Gillies 

and David Pear (Oxford: Clarendon Press; New York: Oxford University Press, 1994). 
9 Percy Grainger, Self-Portrait of Percy Grainger, eds. Malcolm Gillies, David Pear, and Mark Carroll (Oxford: 

Oxford University Press, 2006). 
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archival research, but were a useful starting point in illuminating Grainger’s larger autobiographical 

texts (such as the Aldridge-Grainger-Ström Saga and Anecdotes, small sections of which are 

published in the Self-Portrait). 

Looking specifically at the materials relating to Delius in the museum, Rachel Lowe’s Descriptive 

Catalogue of the Delius Collection of the Grainger Museum is a particularly useful resource. The 

short ‘Preface, concerning the friendship of Frederick Delius (1862–1934) and Percy Grainger (1882–

1961)’ provides a concise outline of many of the events that defined their friendship.10 In Chapter One 

of this thesis I shall, however, take issue with a number of Lowe’s claims. As well as the idea that 

Grainger’s promotion of Delius stemmed from a need to repay an imagined debt, mentioned above, 

Lowe also believes that Grainger may not have inspired many of the Delius works in the ways that 

Grainger believed he had, and contests Grainger’s claims that a number of works were created at his 

recommendation. There is some evidence to suggest that Grainger was indeed involved in Delius’s 

compositional process at a number of different levels.  

There are only two published articles specifically concerning the relationship between Grainger and 

Delius: Christopher Palmer’s 1971 ‘Delius and Percy Grainger’ in Music and Letters, and Lionel 

Carley’s ‘Impulsive Friend: Grainger and Delius’ from The Percy Grainger Companion.  

The Palmer is a short article that provides many correlations between the music and ideas of both 

composers including similarities in their overall compositional ideology, as well as their common use 

of landscape and place as inspiration. Palmer also points to other individuals with whom both were 

linked. It is helpful to consider Grainger and Delius from this external perspective, through their 

musical or personal relationships with other musicians such as Edvard Grieg and Duke Ellington. 

Palmer also presents Delius and Grainger as two contrasting, yet at times very similar personalities. 

He believes ‘the egotism which made of Delius an embittered neurotic in his later years was also 

present in Grainger and manifested itself most strikingly in the extraordinary chaos of narcissism and 

necrophilia known as the Grainger Museum in Melbourne.’11 (This description of the Museum is, of 

course, highly debatable!) It is interesting to note that Grainger himself, in his own writings and 

articles, contests the portrayal of Delius as an ‘embittered neurotic’, as will be shown in Chapter Two 

and Four of this thesis. 

Lionel Carley’s ‘Impulsive Friend: Grainger and Delius’, while an excellent account of their 

friendship, provides little documentation of the sources consulted. For example, Carley mentions 

Grainger’s efforts to introduce the music of Delius to conductors across America, including a list of 

                                                           
10 Rachel Lowe, ‘Preface, Concerning the Friendship of Frederick Delius (1862–1934) and Percy Grainger 

(1882–1961)’, in A Descriptive Catalogue with Checklists of the Letters and Related Documents in the Delius 

Collection of the Grainger Museum, University of Melbourne, Australia (London: Delius Trust, 1981). 
11 Christopher Palmer, ‘Delius and Percy Grainger’, Music and Letters 52, no. 4 (1971): 421. 
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conductors’ names, but it is impossible to tell how this list was compiled. While there is evidence in 

the Grainger Museum of correspondence with some of the names listed, there is no mention of the 

others. There could of course be evidence elsewhere but none has so far come to light. Carley also, 

perhaps unsurprisingly, as a previous president of the Delius Society (although having also written 

several times on Grainger), seems to take the ‘side’ of Delius. He paints Grainger as a self-promoter, 

suggesting that, especially in the early New York years, his promotion of Delius was merely a tool to 

further his own career: ‘why not by extension publicise the genius of Delius, who seemed rapidly to 

be becoming his alter ego?’12 In opposition to Lowe’s suggestion of an unpaid debt, Carley proposes 

that the friendship (which he sees as significant for their twenty-year difference in age) may have 

been based on Delius having no children and Grainger, having had little paternal contact, requiring a 

successor for his ‘filial affection’ while distressed by the recent death of Grieg.13 Once again, 

Grainger himself has explained his own understanding of the situation: in a letter to Martha Richmond 

in 1943, he attributes the equality of their relationship to the fact that, despite the difference in age, 

they had compositionally matured around the same time, Grainger, very young, at the age of sixteen, 

while Delius was much older, about thirty-six, in around the year 1898.14 While it may sound strange 

to suggest that Delius took such a long time to reach compositional maturity, it is true that Delius did 

not begin his musical education in earnest until his mid-twenties and little of his work was heard 

publicly before the late 1890s.15 Similarly, a number of Grainger compositions were initially created 

at a young age, then periodically revisited and rearranged over the course of many years. Caution 

should, of course, be used in taking the assertions made by Grainger in his letters as fact, especially in 

those letters written after he made the decision to create the Grainger Museum, as correspondence 

from this point is undoubtedly self-consciously written with a wider, future audience in mind. 

However, Grainger’s own explanation in this case seems as valid as any speculation on his assumed 

need of a father figure. 

Throughout the broader Delius literature, including the other writings of Palmer and Carley, there is a 

tendency to minimise the significance of the relationship between the two composers, especially 

concerning any influence Grainger may have had on Delius. This continues even in the most recently 

published books. Martin Lee-Browne and Paul Guinery’s 2014 Delius and his Music finds it 

necessary to state in relation to Brigg Fair that ‘Grainger’s arrangement, incidentally, is never 

plagiarised by Delius’.16 This seems an unnecessary assertion to make, given the melody and original 

harmonisation of the work was openly given to Delius by Grainger, and Delius’s rhapsody on the tune 

was dedicated to Grainger. (There are, certainly, some harmonic differences between the Grainger and 

                                                           
12 Carley, ‘Impulsive Friend’, 36. 
13 Carley, ‘Impulsive Friend’, 33. 
14 Grainger, letter to Richmond, 23 September 1943, Reg. no. 02.0109, GM.  
15 Anderson, Payne and Carley, ‘Delius, Frederick’. 
16 Martin Lee-Browne and Paul Guinery, Delius and his Music (Woodbridge: Boydell Press, 2014), 246. 
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Delius arrangements, as Eric Fenby notes in The Great Composers: Delius: ‘Note, too, how Grainger 

spoils the effect in bar 6 by returning to the G minor chord heard in bar 3; whereas Delius, by the 

element of surprise, becomes magical at once in the unexpectedness of the G major chord’.)17 This 

desire to eliminate any musical association with Grainger is made almost amusingly evident in 

Palmer’s Delius: Portrait of a Cosmopolitan—some points from which will be contested in Chapter 

One.18   

In order to understand the context for Grainger’s work on behalf of Delius, it is important to situate 

his promotion and performance within the wider field of Delius reception. Robert Stradling’s ‘On 

Shearing the Black Sheep in Spring: The Repatriation of Frederick Delius’, in Music and the Politics 

of Culture is a particularly helpful work in exploring general issues surrounding Delius reception, 

viewed here through the posthumous English critical response to his music and uncovering many 

important issues on the question of national identity. This is always a complex area in Delius 

scholarship due to the widespread perception of his ‘cosmopolitanism’, and something with which 

Grainger was deeply concerned, both in general and in specific relation to Delius as will be discussed 

in Chapter Two.19 Stradling uses similar language to describe Delius to that used by Palmer to 

describe Grainger in ‘Delius and Percy Grainger’. For example, the portrayal of Delius as possessing 

a ‘self-willed monomania’, who, ‘with the possible exception of his contemporary Scriabin, no major 

composer was so indifferent to conventional morality’, could just as easily have been written about 

Grainger.20 Delius is termed ‘rabidly anti-English’, as he most certainly appears in many of the 

examples cited. Yet Stradling does admit that later, from 1920 onwards, Delius ‘posed English 

nostalgia’, possibly fuelled by his constant annoyance at not being included in programs of ‘English 

music’ in England.21 There is no mention in this article of some of the more pro-English attitudes of 

Delius, such as his time as vice-president of the Musical League or the (eventually superseded) clause 

in his will to set up a £200 award to English composers, as outlined in Carley’s ‘Impulsive Friend’.22  

There is a small amount of literature on the critical reception of Delius’s music in the USA, most 

significantly in Don Gillespie and Robert Beckhard’s ‘On Hearing the First Delius in America: 

Critical Reaction to Frederick Delius’s Music in the United States 1909–1920’ published in Frederick 

                                                           
17 Eric Fenby, The Great Composers: Delius (London: Faber and Faber, 1971), 62. 
18 Christopher Palmer, Delius: Portrait of a Cosmopolitan (London: Duckworth, 1976), 90. 
19 On the point of submitting this thesis, Sarah Collins’s article ‘The Composer as “Good European”: Musical 

Modernism, Amor fati and the Cosmopolitanism of Frederick Delius’ (Twentieth-Century Music 12, no.1 

(2015): 97–123) was published. Time constraints have meant that this article has not been considered in the 

argument presented in this thesis. However, the many intriguing points raised by Collins, especially in relation 

to the problematic nature of the conception of ‘cosmopolitanism’ as applied to Delius could, in future, very well 

inform the arguments presented here.  
20 Stradling, ‘On Shearing the Black Sheep in Spring’, 74. 
21 Stradling, ‘On Shearing the Black Sheep’, 95. 
22 Carley, ‘Impulsive Friend’, 39. 
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Delius: Music, Art and Literature.23 This article only covers a short period of time and although 

Grainger’s promotion of Delius is mentioned, it is accepted that ‘the Australian’s lifelong 

championship of Delius lies beyond the scope of this essay’.24 Some of the claims made are 

questionable, for example: Grainger’s performance of Delius’s North Country Sketches and Song of 

the High Hills in Carnegie Hall on 30 April 1924 is described by Gillespie and Beckhard as having 

received ‘unanimous praise’. As will be shown in Chapter Three of this thesis, this is contrary to a 

large number of reviews of the concert, including those collected by Grainger and now located in the 

Museum, many of which are tremendously critical of the Delius works. This article does, however, 

give an extensive overview of the early performance history of works by Delius in America, and is 

very helpful in situating Grainger’s promotion of Delius within the wider context of the musical 

landscape of the time. 

As far as understanding the background of the individual critics working in America during this 

period, Mark N. Grant’s Maestros of the Pen: A History of Classical Music Criticism in America is 

the only comprehensive study available.25 Grant surveys music criticism in the American press from 

the late eighteenth century onwards, and his chapters on the ‘first empire’ of music criticism of the 

late nineteenth and early twentieth centuries are of particular use to this study. Grant uses a variety of 

sources including a large number of newspaper reviews as well as succinctly integrating the ideas 

expressed in the numerous books published by the critics themselves. This provides a valuable 

resource to contextualise the criticism examined here. As Peter Dickinson states in his Music and 

Letters review: ‘this book does exactly what it sets out to do by providing “a compact documentary 

history…and begins to explore the complex questions of whether music critics have ever exerted 

influence on the history of musical practice”’.26 

The elements of this thesis that explore the reception of Grainger’s performances of Delius’s works 

use reception theory as a theoretical model. Reception theory originated in the 1960s through the 

work of literary scholar Hans Robert Jauss and his ‘aesthetics of reception’.27 One of Jauss’s most 

influential theories is that of the ‘horizon of expectation’, which states that the reception of a work 

                                                           
23 Don Gillespie and Robert Beckhard, ‘On Hearing the First Delius in America: Critical Reaction to Frederick 

Delius’s Music in the United States 1909–1920’, in Frederick Delius: Music, Art and Literature (Aldershot: 

Ashgate, 1998), 57–98. 
24 Gillespie and Beckhard, ‘On Hearing the First Delius in America’, 89. 
25 Mark N. Grant, Maestros of the Pen: A History of Classical Music Criticism in America (Boston: 

Northeastern University Press, 1998). 
26 Peter Dickinson, ‘Review: Maestros of the Pen: A History of Classical Music Criticism in America’, Music 

and Letters 83, no. 4 (2002): 631. 
27 Hans Robert Jauss, Toward an Aesthetic of Reception, trans. Timothy Bahti (Minneapolis: University of 

Minnesota Press, c1982). 
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must be understood in the context of the audiences’ expectations, which are formed through their own 

collective historical and social influences.28 

For this study, I will be assuming that the opinions put forward in the press by the music critics are 

generally representative of those of the overall public, who shared their experience of the work. As 

James H. Johnson states in Listening in Paris: A Cultural History: 

the use of critics and journalists is as valid an indicator of the mechanism of change in 

perceptions as any. Moreover, by correlating these aesthetic assumptions with their 

manifestations in behavior…one may perhaps make useful generalizations about the musical 

perceptions of those spectators whose behavior we see but whose thoughts are silent.29 

Jim Samson, in his Grove article on ‘Reception’ argues that reception should be ‘more than just 

supposedly neutral opinion-collecting’.30 It is for this reason that the social context and individual 

influence of the particular critics and newspapers quoted in Chapter Three will be, as far as possible, 

incorporated into the discussion of their reviews. As Samson states, a reception study should be 

concerned with the  

collective, intersubjective responses based on determinate groups of listeners, whether these 

are defined by nationality, social class, cultural milieu or profession (composers, for 

instance). The premise, then, is that there exist certain stabilizing factors (mentalités) which 

influence the responses of particular cultural communities, establishing the frameworks 

within which individual acts of perception take place.31 

Chapter One of my thesis outlines the personal and compositional relationship between Delius and 

Grainger, largely through analysis of their correspondence and individual writings. This chapter is 

unavoidably skewed towards Grainger’s own perception of their friendship, as his writing on this (and 

almost any other subject) is far more prolific than anything produced by Delius. Attempts have been 

made to take into account available evidence of Delius’s own thoughts, and corroborate anything 

asserted by Grainger with other sources wherever possible. This chapter also considers the 

relationship between Grainger, Delius and the other people that connected them, including Edvard 

Grieg and Thomas Beecham.  

From the depth of the friendship discussed in Chapter One, Grainger embarked upon his Delius 

campaign in the United States. Chapter Two explores the ways in which Grainger attempted to 

                                                           
28 Jauss’s theories are outlined in: Robert C. Holub, Reception Theory: A Critical Introduction (New York: 

Methuen, 1984), 53–82. 
29 James H. Johnson, Listening in Paris: A Cultural History (Berkeley: University of California Press, 1995), 5. 
30 Jim Samson. ‘Reception’, in Grove Music Online, Oxford Music Online, 

http://www.oxfordmusiconline.com.ezp.lib.unimelb.edu.au/subscriber/article/grove/music/40600 (accessed 

November 10, 2014). 
31 Samson, ‘Reception’. 
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disseminate Delius’s music, through contact with publishers, the press, and other conductors as well 

as through his work as a teacher. Much of this work was done in the context of a wider campaign 

Grainger hoped to establish for what he called ‘Anglo-Saxon’ music, inspired by a series of concerts 

in London by Balfour Gardiner, which included only works by English composers.   

Chapter Three, the most substantial of this thesis, examines the critical reception of Grainger’s 

performances of Delius’s music in America, both as a pianist and a conductor, through analysis of the 

related press. Reviews for this chapter have been collected in a number of ways. Grainger compiled 

many collections of press clippings of his performances, and these scrapbooks are located in the 

Grainger Museum. However, these collections are by no means complete, thus extended research has 

been undertaken through online databases of individual newspapers (including the New York Times) 

Fulton History’s historical newspaper database,32 and the microfilm and newspaper collections of the 

New York Public Library, White Plains Public Library and the Bridgeport History Center. Despite 

best efforts, this is still not a complete representation of the critical response. This is due, mostly, to 

the immense logistical difficulties in sourcing reviews across such a large country, during a period in 

which there were innumerable local and small circulation newspapers and magazines, many of which 

have not been accessibly archived. I have found particular difficulty in finding West Coast 

newspapers, therefore this study covers mainly those performances in New York and the surrounding 

area. Despite this limitation of region, many of the most significant performances, including the 

premieres of a number of major Delius works, were held in New York. This was because Grainger 

was based in and able to organise concerts most frequently in this area.  

The critical reception of the Delius campaign discussed in Chapter Three is then evaluated in Chapter 

Four by a number of different approaches. These include the application of statistics, supporting or 

challenging the American critical response through comparison with the contemporary British 

reception of the same works, and by examining other instances in which Delius’s music has been 

championed by influential musical figures. An appendix is also included, containing a list of all of 

Grainger’s performances of Delius works in the US, including dates, locations, ensembles or 

performance events, and works performed.  

                                                           
32 Old Fulton NY Postcards, http://fultonhistory.com/Fulton.html (accessed 2 December 2014). 



9 
 

Chapter One: Grainger and Delius 

In her paper ‘The Place of Delius in the Musical Microcosm of the Grainger Museum’ presented at the 

Percy Grainger Centenary Conference in 1982, Rachel Lowe-Dugmore stated that there was little to be 

gained by attempting to assess the compositional links between Percy Grainger and Frederick Delius.1 

She believed that the differences between their works far outweighed any similarities that might be found. 

However, both Grainger and Delius frequently commented in their letters and writings upon what they 

felt to be strong compositional links between their works. Even if these links or similarities are not 

immediately apparent to the listener, the fact that they were clearly perceived and repeatedly discussed by 

both composers should be enough to warrant further investigation. As Carl Dahlhaus states of nationalism 

in music:  

Music does not stop at its underlying acoustical substrate; it is the outgrowth of a process of 

categorical formation, and the categories that take a formative part in musical perception are just 

as aesthetically “real” when they owe their impact less to a solid foothold in the musical material 

than to associations accumulated over the years.2 

Just as a music may be described as intrinsically nationalistic by the people of that nation, regardless of 

any observable or quantifiable local trait, the music of Delius and Grainger is inextricably linked by their 

own perception of its similarities. This is important for a number of reasons. Firstly, the realisation of 

these similarities was one of the main factors in establishing their initial friendship, the consequences of 

which would be of great significance to the direction of the careers of each. Secondly, a broader 

understanding of the works they individually produced, both during and previous to the time of their 

friendship, can be gained through exploration of their appreciation of each other’s work. 

This chapter will explore the relationship between Grainger and Delius from a number of different 

perspectives. Firstly, the perceived similarities in their use of harmony, folk song, and broader inspiration 

will be demonstrated, particularly through the example of the Delius works for which Grainger provided 

the initial folk material (Brigg Fair and On Hearing the First Cuckoo in Spring). This is followed by a 

discussion of their intersecting relationships with Grieg, Beecham and Alexander Lippay. Finally, this 

chapter concludes with an examination of the musical consequences of their reciprocal understanding, 

                                                 
1 Rachel Lowe-Dugmore, ‘The Place of Delius in the Musical Microcosm of the Grainger Museum, University of 

Melbourne, Australia’, Paper submitted to the Percy Grainger Centenary Conference, University of Melbourne, 8 

July 1982, Administrative file, GM. 
2 Carl Dahlhaus, Nineteenth-Century Music (Berkeley and Los Angeles: University of California Press, 1989), 41. 
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including the Delius works Grainger believed he inspired, as well as those he arranged or helped 

compose. 

In 1907, the year of their first meeting, Grainger discovered Delius’s Appalachia and was immediately 

struck by similarities to his own work.3 He wrote: ‘I was so amazed to find that anything so like my own 

chordal style existed. It struck my mother in the same way: “What piece of yours is that?” she called from 

the next room, taking for granted that it was mine, yet not able to recognize it’.4 (Harmonic similarities 

between Appalachia and many parts of Grainger’s orchestral works are indeed apparent on first listening.) 

This first meeting, which probably took place at the home of John Singer Sargent in London, had clearly 

piqued their interest in each other; evidence of this appears in the letters they wrote to others in the days 

immediately following. 5 Delius wrote to his wife, Jelka: 

I also met Percy Grainger, a most charming young man & more gifted than Scott & less affected. 

An Australian—you would like him immensely. We all met at his house on Thursday for music… 

I have also become acquainted with the musical critic of the Daily Telegraph—Robin Legge… I 

left him the score of Appalachia & he and Percy Grainger are quite enthusiastic about it. 

Enclosed a little note Grainger left at my house after he had run & played the score. He is 

impulsive & nice.6 

The note enclosed read: 

Excuse my writing, but I do think the harmonies & all I can make out of the score just too moving 

& lovely.  

Longing to hear it.7 

This letter marks the beginning of a long correspondence that would span the rest of Delius’s life. 

Clearly amazed by the similarities to his own harmonic style, Grainger wrote out Delius’s first eight-bar 

iteration of the ‘old slave song’ upon which the Appalachia variations is based and sent them to Karen 

Holten disguised as his own harmonisation (Figures 1 and 2). He asked her to ‘please (& the truth) let me 

                                                 
3 Palmer, ‘Delius and Percy Grainger’, 422. 
4 Percy Grainger, ‘The Personality of Frederick Delius’, in Australian Musical News 24, no. 12 (1934); reprinted in 

A Delius Companion, ed. Christopher Redwood (London: J. Calder, 1976), 122. 
5 John Bird, Percy Grainger (Sydney: Currency Press, 1998), 125. 
6 Frederick Delius, letter to Jelka Delius, 21 April 1907, reprinted in Delius: A Life in Letters, ed. Lionel Carley 

(Aldershot: Scolar Press, in association with the Delius Trust, 1983–1988), 287. 
7 Grainger, letter to Delius, no date—prior to 22 April 1907, reprinted in The Farthest North of Humanness, ed. 

Dreyfus, 106. 
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know if you think the harmonies are really typical of me, or if they’re too Griegish, or Wagnerish, or 

something’.8 In the following letter he told her that he had tricked her, and it was in fact a work of Delius. 

Frequently he and I write exactly the same harmonies without ever having heard each other’s 

works, as in the piece I sent you.  

I sent it to you with[out] saying it was his as I wanted to convince you how little individualty [sic] 

there is in modern art after all; or at least in me & mine. And yet folk (or you) would say that I 

had originality. In him & me many same impressions must have occurred in somewhat the same 

proportions to produce moments of such undistinguishable likeness. 

A certain quantity of Englishness, of foreignness, & of American & nigger influence, & a great 

love of Grieg, (which he shares with me also)… The whole thing, of course, is very different, but 

that nigger tune bit nobody could tell from my work, I am sure… It just shows how much more 

one is part of the Zeitgeist than an individual in oneself.9 

 

Figure 1. Percy Grainger, letter (holograph) to Karen Holten, 16–21 April 1907. W21-59, Bay 5: Box 34. 

Reproduced with permission, Grainger Museum, University of Melbourne. 

                                                 
8 Grainger, letter (holograph) to Karen Holten, 16 April 1907–21 April 1907, W21-59, Bay 5: Box 34, GM. 
9 Grainger, letter to Holten, 26 April 1907, reprinted in The Farthest North of Humanness, ed. Dreyfus, 107. 
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Figure 2. Frederick Delius, Appalachia Piano Reduction arr. Otto Singer II (Berlin: Harmonie, 1907), bars 100–109. 

It is claimed that, when Grainger showed Delius a selection of his compositions and settings of folk tunes, 

Delius’s immediate response was ‘but our harmonies are identical!’10 Lee-Browne and Guinery believe 

this to be a rather confusing comment, stating, ‘what he meant, in fact, was that their use of harmony and 

sense of harmonic style were identical’.11 This is certainly a reasonable interpretation of his meaning, as 

the idea of Grainger and Delius having written note-for-note the same harmonies without any prior 

contact is indeed incredible. 

Beyond these apparent harmonic similarities, Appalachia also displays other parallels with Grainger’s 

work; Delius’s use of American plantation and folk song is easily comparable to Grainger’s lifelong 

interest in and usage of folk music. Delius, while in Florida and receiving his first musical training, had 

‘absorbed with delight the musical idioms of the black American workers on the plantation’ of the orange 

grove he owned.12 These folk songs were not only incorporated into Appalachia, but also his Florida suite 

and Piano Concerto, and inspired many of his operas. Grainger, well known for collecting and setting folk 

tunes from a number of different countries, was responsible for introducing two different folk songs to 

Delius that would form the basis of some of his most successful compositions. 

                                                 
10 Bird, Percy Grainger, 126.  
11 Lee-Browne and Guinery, Delius and his Music, 246. 
12 Anderson, Payne and Carley, ‘Delius, Frederick’. 
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The first of these, the Lincolnshire folk tune Brigg Fair, collected by Grainger during his field work and 

later harmonised, was shown to Delius, who asked for permission to use it in his own English Rhapsody.13 

Delius’s version, dedicated to Grainger, incorporated Grainger's choral harmonisation but also used the 

original version of the tune sung by Joseph Taylor, the man Grainger had first recorded singing it. There 

is a probably apocryphal story that Taylor was brought by Grainger to the London premiere of Delius’s 

Brigg Fair, performed by Thomas Beecham’s New Symphony Orchestra at the Queen’s Hall on 31 

March 1908. ‘Legend has it’, according to Bird, that on recognising the tune, Taylor supposedly stood up 

and began to sing along with the orchestra, and ‘no attempt was made to stop him in his proud and 

touching flight of musical expression’.14 I have been unable to find any mention of this in the press of the 

day, and it is a story that Taylor’s descendants deny. His granddaughter, Marion Hudson has said ‘he 

might have hummed the tune a bit, but he certainly didn’t get up and sing’, and is keen to assert that he 

was not a ‘country bumpkin’ as he was often portrayed, but rather a respectable and intelligent man who 

had held Parish office.15 

Nicola J. Barber’s 1984 article ‘Brigg Fair: A Melody, its Use and Abuse’ explores the influence of 

Grainger on this work of Delius, perceptively describing this as ‘influence which, if it is mentioned at all, 

is usually passed over in one line by Delius biographers’.16 She compares Delius’s Brigg Fair, not only to 

Grainger’s own version, but to his Green Bushes, which structurally makes use of a passacaglia form. 

Grainger’s Green Bushes ‘demonstrated how a folk-song could completely adapt itself to changing 

harmonic surroundings, whilst preserving intact its own identity’.17 Delius’s Brigg Fair makes use of a 

loose passacaglia structure—something that Grainger also claims to have influenced, writing to Cecil 

Sharp in 1924 that ‘Delius told me last winter that it was this Passacaglia innovation as it appeared in 

Green Bushes that led him to write his Brigg Fair and Dance Rhapsody as he did’.18 Due to this structural 

similarity Barber concludes that it is inconceivable that ‘Delius’s piece could have been written had 

Grainger’s Brigg Fair and Green Bushes not been available’.19 Christopher Palmer, in Delius: Portrait of 

a Cosmopolitan, concedes that ‘it seems almost certain that Grainger’s splendid Green Bushes passacaglia 

did suggest to Delius a like procedure in Brigg Fair’. However, he almost absurdly attempts to minimise 

                                                 
13 Bird, Percy Grainger, 126. Bird states that Delius ‘singled this item [Brigg Fair] out for orchestral treatment and 

Grainger was delighted when Delius asked his permission to use the material’; however, he does not provide a 

source for this information. 
14 Bird, Percy Grainger, 126. 
15 Ruairidh Greig, ‘Joseph Taylor from Lincolnshire, a Biographical Study’, http://www.family-

trees.org.uk/genealogy/showmedia.php?mediaID=922 (accessed 11 April 2014). 
16 Nicola J. Barber, ‘Brigg Fair: A Melody, its Use and Abuse’, Grainger Journal 6, no.2 (1984): 4. 
17 Barber, ‘Brigg Fair’, 12. 
18 Grainger, letter to Cecil Sharp, 14 April 1924, reprinted in The All-Round Man, eds. Gillies and Pear, 67. 
19 Barber, ‘Brigg Fair’, 13. 
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Grainger’s contribution by speculating that, as the piece bears ‘a number of the hallmarks of variation 

form…it is probable that Delius would probably have treated Brigg Fair in the way he did even if 

Grainger’s passacaglia had never been written’. Palmer finally comes to a compromise stating that, ‘it is 

possible that Grainger’s prototype galvanized him into action’.20  

Similarly, it was Grainger who introduced Delius to Grieg’s setting of the Norwegian folk tune I Ola 

Dalom which would form the melodic basis of On Hearing the First Cuckoo in Spring. Like his use of 

Grainger’s harmonisation in his own version of Brigg Fair, Delius also incorporated the harmonic content 

of Grieg’s I Ola Dalom setting into his work. Grainger believed it was ‘light-shedding to compare with 

each other these two transcendental feats of emotional harmonization of the same tune’, describing 

Grieg’s as ‘concentrated, pristine, miniature and drastic’, while Delius’s had ‘the opulent richness of an 

almost over-ripe fruit and the luxurious long decline of a sunset’.21 A harmonic analysis and comparison 

of these two works, (including extensive scrutiny of the sound of the cuckoo call itself!) is provided in 

Trevor Hold’s ‘Grieg, Delius, Grainger and a Norwegian Cuckoo’ published in Tempo, in 1998. Hold 

suggests that there is perhaps an even deeper compositional debt to Grieg than simply the use of the folk 

song and its harmonisation.22 

Grainger discussed Delius’s use of both the borrowed folk melodies and the underlying harmonisations 

provided by others in his article ‘About Delius’ published in the revised 1952 version of Peter Warlock’s 

[Philip Heseltine] Delius biography. Contrary to many previous descriptions of Delius as a compositional 

solitary, unaffected by external influences, Grainger describes Delius as, not an innovative composer, but 

one capable of cultivating and perfecting the music already around him (in the manner, according to 

Grainger, of Bach and Wagner). Grainger is keen to assert that he intends no criticism in labeling Delius 

as ‘receptive and derivative’, rather, 

He did not so much create new ideas and idioms as respond exquisitely to those brought to him 

by others. He was a man of taste culling the honey gathered for him by worker-bees, himself no 

worker-bee. Delius was not the kind of man ever to collect folksong “in the field”. He would not 

even appreciate a folksong unless it came to him already harmonized.23 

Beyond the use of folk song, other similarities in compositional inspiration should not be overlooked. 

Grainger and Delius were both often inspired by the natural landscape, hills, the sea and Scandinavia. 

                                                 
20 Palmer, Delius: Portrait of a Cosmopolitan, 90. 
21 Percy Grainger, ‘About Delius’, in Grainger on Music, eds. Malcolm Gillies and Bruce Clunies Ross (Oxford: 

Oxford University Press, 1999), 363. 
22 Trevor Hold, ‘Grieg, Delius, Grainger and a Norwegian Cuckoo’, Tempo 203 (1998): 11–19. 
23 Grainger, ‘About Delius’, 362. 
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While the same could be said of many other composers, what makes the link particularly significant 

between Delius and Grainger is their much recorded discussion of their similar treatment. To give just one 

example, Grainger wrote of a discussion of his Hill-Song and Delius’s Song of the High Hills: 

I had no wish to portray tonally any actual scene or even record musically any impressions of 

nature. What I wanted to convey, in my Hill-Song, was the nature of the hills themselves—as if 

the hills themselves were telling of themselves through my music, rather than that I, an onlooker, 

were recording my “impressions” of the hills. (In this respect my purpose…differed radically 

from Delius’s in his Song of the High Hills. I asked him whether he, in that noblest of nature-

music, had aimed at letting the hills speak of themselves, as it were, or whether, instead, his aim 

had been to record in music the impressions received by a man in viewing the face of nature. He 

said the latter had been his intention.24 

This may have been surprising to Grainger as he felt his Hill Songs had in some ways inspired the Song of 

the High Hills. While both were composing about hills, the similar end result in both title and atmosphere 

had come from a slightly different initial compositional approach. 

Grainger and Delius were also directly tied by the dealings with the same people. The influence of Grieg 

on both is undoubtable, and their separate relationships have been explored in great detail in the literature 

(including Malcolm Gillies’s article ‘Great Expectations: Grieg and Grainger’ in the Musical Times and 

Lionel Carley’s edited collection Grieg and Delius: A Chronicle of their Friendship in Letters, to give 

just two examples).25 Grainger was known for his performances of the Grieg Piano Concerto, although 

they only met towards the very end of Grieg’s life. They had made plans to perform the work together at 

the Leeds Festival, with Grieg as conductor and Grainger as soloist—an event that never eventuated due 

to Grieg’s death (and an eerie parallel to the unsuccessful plans of Grainger and Delius to appear in 

America as conductor and soloist, as they outlined in their correspondence).26 Grieg had high praise for 

Grainger as a pianist stating: ‘why in the world…does Percy Grainger, an Australian, play my music so 

perfectly in rhythm and modulation while a Norwegian cannot grasp either?’27 Grainger also made clear 

his indebtedness to Grieg for sparking his own love of folk music and his obituary for Grieg in the 

Musical Times cites Op.66 specifically as an early model for his own folk tune treatments.28 Grieg felt 

                                                 
24 Percy Grainger, ‘Percy Aldridge Grainger’s Remarks about His Hill-Song no.1’, in A Musical Genius from 

Australia: Selected Writings by and about Percy Grainger, ed. Teresa Balough (Nedlands, W.A.: CIRCME, School 

of Music, University of Western Australia in association with Soundscapes, 1997), 82. 
25 Malcolm Gillies, ‘Great Expectations: Grieg and Grainger’, Musical Times 148, no. 1900 (2007): 7–26; Lionel 

Carley, ed., Grieg and Delius: A Chronicle of their Friendship in Letters (London: M. Boyars, 1993). 
26 Most notably in: Grainger, letter (holograph) to Delius, 15 December 1918, Reg. no. 02.0114, GM. 
27 Palmer, ‘Delius and Percy Grainger’, 419. 
28 Hold, ‘Grieg, Delius, Grainger and a Norwegian Cuckoo’, 12. 
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their appreciation to be mutual, writing of ‘Grainger…whom I love as if he were a young woman’. He felt 

it was ‘a dangerous thing, to be greatly admired; but when one admires the admirer in return (as I do in 

this case) the one admiration balances the other. I have never met anyone who understands me as he 

does’.29 

Delius’s relationship with Grieg goes back much further and their meeting has been described as, for 

Delius ‘among the most momentous events in his formative years… Grieg’s influence reigned paramount 

and supreme over Delius’s early work… In tone and temper Delius’s music remained fundamentally 

Scandinavian to the end of his life, with Grieg as its primary source’.30 From Grieg, Delius directly 

inherited and continued to develop the atmospheric depictions of landscape for which he is now known. 

Both Delius and Grainger have been described as the ‘spiritual heirs of the artistic tenets of Grieg’ for 

their corresponding perceived artistic goals and creations.31 

Similarly, Delius and Grainger both had connections with Thomas Beecham, and both considered him the 

most accurate and sensitive interpreter of their own works. Beecham was a known champion of Delius in 

England throughout Delius’s lifetime. Stradling also considers him to have been instrumental in a 

campaign to reinstate Delius’s reputation as an ‘English’ composer posthumously, speaking at length on 

the topic at Delius’s re-interment at Limpsfield in 1935.32 Grainger wrote of Beecham, as a conductor of 

Delius’s music:  

Beecham was his good angel amongst conductors, performing him oftener and better than any 

other baton wielder. In those years the Delius scores (often rather misleadingly tempo marked and 

carelessly edited) were a real puzzle to many conductors, yet Beecham (without even asking 

Delius for advice) always seemed to sense right speeds and interpretations intuitively. Those who 

worship Delius’s genius…must give thanks to Beecham for all the artistic joy and fulfillment his 

Delius performances brought into the composer’s life. 33  

Beecham became an important figure in establishing Grainger’s career as a composer through their 

mutual friendship with Delius. Grainger wrote to Delius of the first performance of one of his 

compositions, in a concert conducted by Beecham in 1912, which also contained music by Delius: 

                                                 
29 David Monrad Johansen, Edvard Grieg, trans. Madge Robertson (1945. Reprint, New York: Kraus Reprint, 

1972), 372–3. 
30 Palmer, Portrait of a Cosmopolitan, 46. 
31 Palmer, ‘Delius and Percy Grainger’, 424. 
32 Stradling, ‘On Shearing the Black Sheep in Spring’, 69–71. 
33 Grainger, ‘The Personality of Frederick Delius’, 123–4. 
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Beecham did your entr’acte music to “Romeo & J[uliet]” today just before my piece. I never 

loved anything more in my life. You are certainly the greatest living genius & one of the greatest 

& most adorably touching souls that ever lived. I find that stuff of yours perfect in every deepest 

sense. Beecham did my thing like a God. Lots of it is imperfectly scored, but lots comes off 

well.34 

This is the first performance of a Grainger composition that Delius had facilitated, and the event that 

Lowe believes prompted Grainger’s ongoing support of Delius.35 While Grainger was grateful for the 

opportunities Delius provided him (and would express his gratitude all his life) as I show in this chapter, 

Grainger’s friendship and promotion of Delius go well beyond the repayment of a single debt.  

It was also Beecham who conducted Grainger’s first performance of the Delius Piano Concerto at the 

Torquay Festival on 16 April 1914. This performance was particularly well received, and following its 

success, Grainger was engaged to play the concerto on at least four different occasions in the coming 

months across the UK, before his hasty departure for the US at the outbreak of World War One 

indefinitely postponed these concerts.36 Grainger reflected on this performance and Beecham’s praise in 

his Deemths in 1941: 

A few days or weeks after I played this concerto under Thomas Beecham’s bandbossery 

((conductorship)) at the Torquay Festival…Beecham and I were both at Mrs. Chas Hunter’s… 

During a lunch or dinner Beecham, talking to the table at large, was word-painting the festival 

and said “We did the Delius Piano Concerto, & our friend Percy” (looking at me) “laid about him 

in great style”. (This he said in a tone-brotherly way; not aiming at be-littleing me at all.)37 

Often under Beecham, but also in other concerts, the initial part of Grainger’s compositional career in 

England saw many of his works programmed alongside those by Delius.38 This may have been partly due 

to Delius’s considerable influence in getting Grainger’s early works performed, but it is also clearly due 

to the complementary nature of their works. Grainger writes of his mother’s reaction to the above 

mentioned performance: ‘when she heard my English Dance for the first time (Beecham, Palladium, 1911 

                                                 
34 Grainger, letter to Delius, 18 February 1912, reprinted in The Farthest North of Humanness, ed. Dreyfus, 448. 
35 Lowe, ‘Preface’, Delius Collection of the Grainger Museum, 2. 
36 See discussion of the reception of this performance in Chapter Four of this thesis. 
37 Percy Grainger, ‘Call-to-Mindments about Delius Piano Concerto’, in Deemths ((Opinions)) Book 1, Section 8, 

GM, reprinted in Self-Portrait of Percy Grainger, eds. Gillies, Pear and Carroll, 216.  
38 As discussed by Grainger in: Grainger, letter (holograph) to Delius, 18 February 1912, Reg. no. 02.0114, GM. 
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[18 Feb 1912]) with Delius’s Walk to the Paradise Garden on the same program, she was more touched 

by his piece than by mine (she loved his use of the harp in it)’.39 

Alexander Lippay, a conductor and friend of Delius’s to whom Grainger had been introduced, also 

programmed their works together. As director of the Academy of Music in Manila, he conducted a 

performance of both Delius’s Summer Night on the River and On Hearing the First Cuckoo in Spring, 

alongside Grainger’s Molly on the Shore and Shepherd’s Hey. Jelka Delius wrote to Grainger in March 

1932 to tell him that ‘it was all received and appreciated tremendously. And he said that the orchestra of 

Filipinos understood the drift of all these pieces at once with quite the right intention’.40 

Grainger, however, did not remember this when he wrote of Lippay in his Anecdotes in 1952, and this 

was, unfortunately, a source of some bitterness in Grainger’s later years: 

He gave me no credit for writing the first large-size hill-music. Tho I explained to him that I had 

composed Hill-Song I 1901–1902, & that Delius only wrote his (glorious) Song of the High Hills 

in 1912, several years after he had heard my 2 Hillsongs, Lippay said of the Delius High Hills: 

“Undoubtedly it must be considered the highest achievement in music depicting emotions 

inspired by the hills”. Funny, that Lippay should have felt himself called upon to go out of his 

way to say that to me. Delius was most enthusiastic about my Hillsongs…& I worshipped his 

Song of the High Hills. Would it not have been more reasonable of Lippay to have praised both 

Delius’s & my hill-musics, a new line in music, pursued by friends? Lippay, being a Hungarian, 

called Delius “Meister”. But when he saw a letter to me from the Universal-Edition (about 

publishing Hillsong I & the full score of Marching Song of Democracy, I suppose) addressing me 

“Meister”, he was quite sarcastic about it. None of which prevented Lippay from turning to me 

for a letter of praise when he wanted to land the conductorship of the Manila Symphony 

Orchestra. Shreker & I pushed Lippay’s claims & he got the post. But I cannot remember him 

doing anything of mine in Manila. He died there, poor boy, after 5 or 6 years there. I think Delius 

told me that Lippay had syfilis [sic]. In Frankfurt he showed me a composition of his, & sent 

another from Manila. Quite without talent, I thought. These men like Mahler, Bruckner & 

Lippay…seem quite worn out & stale, compared to the immense sparkle of new ideas that wells 

up out of us that were born on the outskirts of music—in Bradford, Birkenhead & Brighton 

(Melbourne).41 

                                                 
39 Percy Grainger, ‘Mother’s Artistic Judgements Formed on Her Own, without Me’, reprinted in Self-Portrait of 

Percy Grainger, eds. Gillies, Pear and Carroll, 69. 
40 Jelka Delius, letter (holograph) to Grainger, 17 March 1932, Reg. no. 02.0116, GM. 
41 Percy Grainger, 'Alexander Lippay and Delius; Delius on Hindemith', 15 August 1952, in Anecdotes 423-54, GM. 
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Here, Grainger contradicts himself, given that he had previously written that his Hill Songs had no 

intention of ‘depicting emotions inspired by the hills’, but instead were to be the hills speaking for 

themselves. This is one of many examples of contradictions within Grainger’s writing, most often found 

in his later autobiographical works such as the Anecdotes from which this passage comes. 

It was through the harmonic and thematic similarities between their works, discussed above, that Grainger 

and Delius each felt the other to have a reciprocal and particularly special understanding of his own work. 

Delius wrote to Grainger in 1914 ‘you understand better than anyone what I am trying to do’42 and in 

1917, ‘we have an enormous lot in common, perhaps even more than you realise and I feel that I 

understood you like no one else—right from the first too’.43  

Grainger felt similarly and often wrote of the emotional connection he felt to Delius’s compositions. 

Writing in 1914, in his ever-effusive style: 

Above everything I am in love with your adorable First Cuckoo, that goes to my very heart. All 

the very particularly loveable vibrations of your tender loveable soul are so touchingly and 

compellingly voiced in that little gem. The mixture in it of a strange childlike wondering joy with 

a moaning grief-laden note also ever present get me entirely. The mood of it and lots of the 

Dance Rhapsody feel closer to me personally than my own work does, it utterly voices what I 

most inwardly long to hear expressed or to express. The Dance Rhap. is a regular corker.44 

He also frequently referred, not just to his own emotional response, but to the aesthetic affinity he found 

and the ways in which he felt Delius’s works musically related to his own. This illustrates a further 

philosophical similarity in the way both considered their own music. Grainger wrote to Delius in June 

1917:  

There has been something in common between us, our chords, our love of Scandinavia, our 

feeling for Darkie music, our freedom-yearning generally. It was a tremendous moment for me 

when I first saw the score of Appalachia and felt so close to it, and it so close to my own music in 

some ways.45 

Grainger’s feeling of closeness between his own music and Delius’s could very well have prompted the 

beginning of his monumental Delius promotion campaign across the USA and the rest of the world. On 

arriving in New York Grainger began formulating plans for this campaign, and throughout 1915 outlined 

                                                 
42 Delius, letter (holograph) to Grainger, 29 April 1914, Reg. no. 02.0115, GM. 
43 Delius, letter (holograph) to Grainger, 23 June 1917, Reg. no. 02.0115, GM. 
44 Grainger, letter (holograph) to Delius, 26 April 1914, Reg. no. 02.0114, GM. 
45 Grainger, letter (holograph) to Delius, 4 June 1917, Reg. no. 02.0114, GM. 
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in his letters the main goals that he was hoping to achieve. (The details of this campaign will be explored 

in Chapter Two.)  

Beyond the introduction of folk songs and the adaption of forms that Grainger believed Delius had 

derived from him, Grainger also believed he had suggested the composition of a few of Delius’s works. 

He wrote to Delius in 1913: 

I do wish you had in print some piece for not too big orchestra (4 horns, 2 trumpets, no strange 

woodwind, nor too many strings required) and not too wildly hard, that orchestras such as those at 

Bournemouth, Belfast, etc could perform it.46  

Grainger wrote in his signature red ink on a later, typed copy of this letter: ‘this request led Delius to 

compose his 2 pieces for small orchestra On Hearing the First Cuckoo in Spring and Summer Night on 

the River’ (also sometimes referred to in a pair as the Mood Pictures).47 This claim is easily disproved as 

On Hearing the First Cuckoo in Spring was written in 1912 and Summer Night on the River in 1911.48 

This does not necessarily make Grainger’s assertion completely untrue: Delius wrote to Grainger of his 

‘two pieces for small orchestra’ that they had spoken of in London a few years earlier in a letter of 

November 1913.49 This could mean they had been discussing the idea for some time. It also clearly shows 

that Grainger held at least some interest in the compositional process of these two works, having shown to 

Delius the folk song upon which the first was based. 

As much as Grainger’s direct influence on Delius’s later composition has been debated, (Lowe believes 

Grainger may not have inspired Delius in the way he wrote he had) the mutual understanding of a 

common compositional style led directly and unequivocally to the inclusion in Delius’s incidental music 

for James Elroy Flecker's play Hassan of three minutes (or, 57 bars) composed by Grainger.50 It seems 

natural that Delius, at that point so physically weak that he had to be carried to rehearsals, would request 

that Grainger, through his understanding of their common style and proficiency as a composer, complete 

the work for him. Incidentally, this would go on to become one of Delius’s most commercially successful 

works.51 Stewart Manville wrote in his paper ‘An Exploration of Percy Grainger’s work on Behalf of 

Delius’ presented to the Delius Festival, Florida in 1972, that there was still a slight mystery to this 

collaboration, in that Lionel Carley could point to a letter written in Jelka Delius’s hand, describing the 
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work as ‘our dance movement’.52 This suggests that Jelka may have played some part in the composition. 

However, this is easily explained, as the letter is prefaced with the words ‘Fred dictates’. Despite being in 

Jelka’s hand, the letter was still from Delius. 

Grainger was also the appropriate person to arrange Delius’s works for piano, as both a renowned pianist 

and composer with an intimate understanding of Delius’s compositional style. Grainger’s two piano 

arrangement of Delius’s Dance Rhapsody, which was transcribed in 1922, was used frequently in 

Grainger’s concerts and lecture recitals, as well as in his teaching on ensemble playing. Delius described 

this arrangement in a letter to his publishers, Universal: ‘Percy Grainger’s arrangement for 2 Pianos of the 

Dance Rhapsody is magnificent—quite splendid and brilliantly done—He performed it with Lippay at 

Simon’s on my birthday; both played it splendidly. It is such a marvelous concert piece’.53 

Grainger also arranged the Song of the High Hills for two pianos in November and December 1923.54 

Delius was very happy with Grainger’s work, as he wrote to him on 23 January 1924: ‘I am awfully 

pleased that you have done the two piano arrangement of the Song of the High Hills and most eager to 

hear it or see it. Your arrangement of the Dance Rhapsody is so wonderfully good’.55 Delius also pressed 

his publishers at Universal to publish this arrangement, writing in 1926 ‘you also have the transcription of 

Song of the High Hills for 2 pianos by Grainger. To bring that out would not strain your resources’.56 It 

was not, however, published a year later when Delius asked ‘will you now at last be proceeding with the 

production of his splendid arrangement of Song of the High Hills? He would certainly see to it that it was 

issued on the Duo-Art label and thereby guarantee it the widest audience’.57 By 1929, Delius was 

evidently frustrated, and demanded that they finally publish the arrangement, in exchange for his 

accepting a ten percent cut in his own royalties, that Universal had been seeking for some time. He wrote: 

I am prepared to satisfy myself with a 15 per cent royalty on sales of my 3 a cappella choral 

works through Curwen. In return however I must make the proviso that you publish without 

further ado the Percy Grainger arrangement for 2 pianos of Song of the High Hills. You must 

concede that the availability of this arrangement would aid the public’s familiarity with this work 

which, by any yardstick, ranks amongst the greatest of my creations. In a display of great 
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generosity Percy Grainger has furthermore assigned the work to you without expecting to derive 

any income from it; it would therefore only be a common courtesy to publish the said work.58 

While I have not been able to find any mention of this arrangement in any of Grainger’s programs in the 

period covered by this thesis, Grainger certainly performed this work privately, as Eric Fenby notes in 

Delius, As I Knew Him:  

A few days before his arrival I received a parcel of arrangements of his music, “dished up” for 

one or two pianos, with a note saying that he would like to play them over with me to 

Fred…[including] an excellent MS. arrangement for two pianos of Delius’s Song of the High 

Hills…obviously the work of a first rate musician, certainly of a very unusual person.59 

One piano arrangement that was regularly performed by Grainger was On Hearing the First Cuckoo in 

Spring; however, none of the programs or reviews have stated whose arrangement was being used. John 

Bird in his Grainger biography believes that we can safely assume this was Grainger’s own arrangement, 

despite no manuscript having survived.60 While this seems a reasonable conclusion to make given 

Grainger’s other Delius piano arrangements, in all probability this is not the case. There is no evidence 

that Grainger ever intended to arrange this work himself, and there is a heavily annotated piano solo 

version of On Hearing the First Cuckoo in Spring transcribed by Gerard Bunk in the Grainger Museum.61 

This is clearly the arrangement used by Grainger.  

Grainger and Delius did, of course, also have their differences, as Grainger illuminates in his ‘Delius 

Hostile to Harmonium Parts in My Chamber-Music Scores’ in the Anecdotes of 1953.62 Delius apparently 

disapproved of Grainger’s use of harmonium as an accompaniment to a single melodic line in works such 

as Hill-Song no.1. Grainger believed the harmonium to be a practical solution that could provide a full 

harmonic underpinning to a soft, single melodic instrument, easily overwhelmed by massed strings. 

Delius apparently told Grainger that his use of the harmonium suggested that he had failed to 

‘accommodate yr harmony-voices in your orchestral texture’.63 This criticism, made in 1923, obviously 

made such an impression on Grainger as to be recounted in the Anecdotes thirty years later. Grainger, by 

the 1950s, had concluded that it was ‘the part-Jew in Delius (if it’s true that he was part-Jew) that disliked 
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the organ & harmonium as something Christian & puritan. Even if Delius was not ½-Jewish, he mixed 

with enough anti-Christians in his musical life to accept their anti-Christian hatred of the organ & the 

harmonium’.64 Grainger developed something of an obsession with describing Delius as Jewish, or part 

Jewish in his later life, despite the fact that there is no evidence that he was. (He writes in his 1954 

‘Things I Dislike’ of the ‘supposed-to-be-Jews’ Delius, Rachmaninoff, Tchaikovsky and Wagner—

although, of course, not describing these composers as numbering among the things he ‘dislikes’.)65 One 

wonders if perhaps this was caused by the frequent labeling of Delius as ‘cosmopolitan’ by his 

contemporaries, intended in the truest sense of the word, for his living without real ties to one particular 

country. The word ‘cosmopolitan’ had also been used well into the twentieth century to describe Jewish 

people. This would not, however, account for Grainger’s speculation on the Jewish ancestry of others. 

Jelka Delius wrote to him in 1924: 

Delius has no Jewish blood at all, not a drop; no jewish relatives and he knows his ancestors from 

Philip Melanchton’s [sic] time (the reformer’s) whose friend one of his ancestors was. Delius 

says: Please deny this of the jewish origin wherever you can; altho I have no antipathy to the 

Jews. Music indeed would be in a very bad way without them. They have always done a lot for 

Delius’ music. Here again Haym, Buths, Beecham are not jews, no more are you. Lippay is also 

not a jew.66 

Grainger clearly took no heed of this, describing Lippay in 1952 as ‘tall & fair, & a very un-Jewish-

looking Jew’.67 Some speculation on Grainger’s own psychological need to persistently label Delius as 

Jewish is discussed in the following chapter of this thesis. 

Despite the occasional difference in opinion, for Grainger, Delius both as a person and as a composer 

embodied many of his personal ideals:  

When I raised strong, one-sided, highly Graingerism thots to Fred, he would often echo them 

after me—re-saying my very words. This was not because he was copycatty, or weakminded. It 

was because, firstly his mind was very wide & uptakesome; twaidly, because he & I thot as 

nearly alike as 2 artmen could. He, like myself, was an unravelable jumble of British, German & 

North-pinky sways. For him, as for me, America spelled art-birthing heartthrobs. He, like myself, 

was a god-naysayer, a sex-worshipper, a non-right-wrong-monger ((anti-moralist)). We both 

viewed the world touristicly—not as settlers, not as be-dwellers, not as broodraisers. We were at 
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one in worshipping the sea, the hills, Icelandish sagas, Jacobsen, Nietzsche (he more than I), Walt 

Whitman, Wagner, Bach (in spite of his sometimes saying Bach bored him), Grieg. We were 

alike in loathing (or more mildly disliking) Mozart, Beethoven, Hindemith, R. Strauss, & much 

else. We both had North English roots, strongfelt N. English moods. Both of us were selfish, 

sway-cruel—turning on even our kindest friends if an easy opening to do so showed. Both of us 

were “bejahende Naturen” (yea-ful natures), almost uncheckable in our hunt for fun & joy. Both 

of us had the will to “hector things then”, both having little or nothing of the English will to “only 

stand & wait”. Both were non-side-takers, giving our whole fealty to no one, to nothing, to no 

land.68 

One wonders what Delius thought of all of this? Was Grainger merely projecting his own fantasies onto 

Delius? While it is difficult to give a definite answer, there is nothing to suggest that the Deliuses felt 

Grainger’s representation to be untrue. Grainger frequently sent them copies of the articles he had written 

and interviews he had done concerning Delius and only twice in any letter does Jelka Delius reprimand 

Grainger for anything he has publicly written or said. The first instance of this, in a letter to Rose 

Grainger, Jelka tries to distance Delius from his German heritage during the First World War, writing, 

‘we are entirely disgusted with the behaviour of the Germans… Fred is most anxious that Percy should on 

no account proclaim him as an Anglo-German. His feelings are and always have been entirely English’.69 

To this, Grainger responded that he would cease to describe Delius in this way and had ‘written to 

interviewers etc to omit it if not already printed’.70 Secondly, in response to an article Grainger wrote 

shortly after Delius’s death, Jelka reproached him for several intimations which ‘kicked up useless 

dust’.71 Firstly, he had wrongly suggested that Jelka and her friend Ida Gerhardi had both been in love 

with, and fought over, Delius. Grainger had also said that Delius ‘had always (good-humouredly and 

uncensuringly, of course) called [Balfour] Gardiner “the most selfish man in the world”; showing that 

even the intuition of international composers may fail occasionally’.72 Jelka found this particularly unfair, 

saying that she had had ‘the greatest trouble in convincing B. that that was not so’.73 Jelka’s primary 

criticism of the article was due to a quote of Delius’s regarding Mozart which she believed Grainger had 

taken out of context. He had written: ‘He detested Brahms and…made great fun of the Mozart-cult. (“If a 

man tells me he likes Mozart I know in advance he’s a bad musician”)’.74 Jelka responded that ‘taken out 
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of the context it has quite another meaning; in these later years Fred hated Bach just as much but people 

who did not know his momentary exaggerations and his absolutions cannot understand these things’.75 

This clearly caused her great distress and she continued to mention it in the letters that followed, 

suggesting that it could be detrimental to the continuing acceptance of Delius’s music in Europe. She also 

worried that the quote could have insulted others: ‘there are Beecham’s susceptibilities—and if I want to 

do good to Fred’s memory and music, I must beware of hurting them. He is my mainstay in the work for 

Fred in England’.76 

In all, the compositional, inspirational and ideological similarities between Delius and Grainger presented 

in this chapter formed the basis of their friendship, which in turn provided the foundation from which 

Grainger launched his Delius campaign.  
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Chapter Two: The Campaign 

The ‘Delius campaign’, as Grainger titled it, was initially conceived within the first few months of his 

arrival in the US in 1914, upon noticing that Delius’s music was not ‘being pushed here at all’.1 

Grainger’s main goal for this campaign was to do his part in establishing Delius ‘as one of the greatest 

of the greatest’ through performances of his music, lectures, articles, as well as contact with the press, 

publishers and other musicians of influence.2 While Grainger was certainly not the only person 

performing or conducting Delius in America through the two decades explored in this chapter, he was 

the only musician that I have found with a personal and manifest agenda for the promotion of Delius’s 

music. His campaign was one of great individual significance to both composers, and, through the 

frequency and depth of their correspondence, it becomes apparent that Delius was involved in 

devising some of the promotional ideas presented below.  

Delius was also a significant figure in a broader, parallel campaign for the promotion of ‘Anglo-

Saxon’ music formulated by Grainger in 1918. The final section of this chapter explores the 

intersections between these two campaigns and the role Grainger created for Delius as the model 

‘Anglo-Saxon’ composer. 

Before 1914, Delius, though not unheard of in the US, was not considered a particularly significant 

composer. The first American performance of a Delius work was Paris, with the Boston Symphony 

Orchestra, conducted by Max Fielder in 1909. This performance received rather negative reviews.3 

There were only a few other performances across the country in the following years, the 

circumstances of which have been detailed in Gillespie and Beckhard’s ‘On Hearing the First Delius 

in America’. From early on in his American career, Grainger wrote to Delius, suggesting he join him 

in New York. He wrote, ‘I cannot help feeling that your presence here (in this elsewhere barren 

period) might wake up the hardship of your works splendidly’.4 Carley implies, in Impulsive Friend, 

that at this time, Grainger’s role in helping Delius was entirely self-serving. Even so, given Delius’s 

relative anonymity in America, if Grainger were merely using Delius as a tool to further his own 

career, he was still providing Delius’s music with valuable publicity. Furthermore, he must have 

genuinely believed in the worth of the music to risk his own career prospects on it. 

Grainger’s grand plans for the promotion of Delius in the US commenced immediately. Together, 

they laid out their initial ideas to have Delius join Grainger in America, to conduct his own Piano 

Concerto with Grainger as soloist. Grainger, alongside his own preliminary efforts to establish himself 

                                                 
1 Grainger, letter (holograph) to Delius, 11 November 1914, Reg. no. 02.0114, GM. 
2 Grainger, letter (holograph) to Delius, 18 April 1915, Reg. no. 02.0114, GM. 
3 Gillespie and Beckhard, ‘On Hearing the First Delius in America’, 59–60. 
4 Grainger, letter to Delius, 11 November 1914, Reg. no. 02.0114, GM. 



27 
 

as a concert pianist in a new country, also began writing to other conductors, hoping to create a wider 

interest in Delius. He reported in November 1914: 

I wrote to Mr Walter Damrosch, conductor of New York Symphony Society that you thought 

of coming & will be bringing some new scores with you & he has at once replied: “I am much 

interested to know that Mr Delius is coming over & I look forward with great interest to 

meeting him. Perhaps we can give some composition of his in his honor during his stay 

here?”5 

Following Grainger’s success as a soloist with the Delius Piano Concerto in England, Grainger wrote 

to Delius in early 1915, laying out his campaign plans in detail: 

Of course it will everywhere be my plan to establish myself a solid favourite with the public 

before introducing your concerto, but as my success with the Grieg Concerto…was gorgeous 

I now consider New York ripe for the Delius concerto, have suggested it to the Philharmonic 

and am definitely booked to play it here on Friday, Nov 26… I now wish to work as much of 

a "Delius campaign" as I can before I play the concerto for both our sakes, and shall write 

about you in the musical papers and do all I can in every way… The fact is, American 

audiences, charming as they are, have not got into the compositionally interested phase yet… 

They are still “star”-worshippers.6 

As a prominent international performer, the press were very interested in Grainger and he manipulated 

this interest to draw attention to Delius. Always thinking of publicity, he told Delius in the above 

letter that ‘as my coming tour will be largely advertised in the musical papers here I think I shall have 

numerous chances of bringing your name forward again and again’.7 Grainger also asked Delius to 

copy or re-write and send back to him a letter, describing him as the best performer of the Piano 

Concerto, to use for promotional purposes: 

“It is a great joy to me that it will be you who will introduce my Piano Concerto to America. 

Your perfect performances of my work at the various Festivals remain in my memory as 

singularly satisfying feats of true interpretive genius. I only wish I could be in New York to 

hear you do it! You are that rare phenominon [sic]; a musician who is equally great as a 

creator and as an executant.” 

Could you write me this, or something similar (Laying the jam on pretty thick as I have, as 

U.S.A needs this!) in a letter so that I could show it in your writing if need be?8 
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Delius, in fact, had never heard Grainger perform the concerto. I have not been able to locate the 

original copy of any response to this request that Delius might have sent Grainger, however a letter of 

this nature from Delius (lacking the sycophantic tone of Grainger’s original, and much truer to 

Delius’s writing style) was published in several New York newspapers in the week preceding the 

concert. It read: 

I should like no one better than you dear friend…to play my concerto for the first time in 

America, and in confiding it to you I feel that your own genius will light it up from beginning 

to end… In any case, I feel that in your hands its destiny is safe and it will be of great interest 

to me to learn how the Americans like it. Again, I repeat that it is a great joy and satisfaction 

to me to know that it will be you to introduce my work to America.9 

In preparation for this concert, Grainger wrote a substantial article for the Musical Courier titled ‘The 

Genius of Frederick Delius’ in which he made the claim that Delius was ‘certainly the greatest and 

most significant of all living composers’.10 This article was syndicated throughout the world press, 

and appeared in newspapers across America, Europe and Australia. Admittedly, Grainger did have a 

habit of showering his friends with this kind of enthusiastic praise, as was noticed by Nina Grieg, who 

wrote to him: ‘I know you are very soon to say “the greatest living”, you say so today, perhaps not 

tomorrow. It is likely the same when you mention Delius as “by far the greatest living genius at the 

moment”’.11 While it is true that Grainger is clearly trying to influence the public with these kinds of 

statements in this instance, this does not necessarily invalidate the feelings behind the claim. Grainger 

continued to make this assertion throughout his life, in all press, not just in that relating to important 

concerts, but also in letters to friends.  

Grainger felt the lack of Delius scores available in the US to be one of the major hurdles in the public 

recognition of his music at this time. He wrote to Delius: 

Of course you are known to all conductors…but to the general public even your name is still 

unknown & as far as I can see there has not been a single performance of anything of yours 

this season… What is the reason of all this? I went to Schirmers to see if I could buy the score 

of Summer Night, On Hearing & Dance Rhapsody. They hadn’t them.12  

Following this, Grainger immediately wrote to Breitkopf & Haertel (Delius’s German publishers) 

requesting more scores, but the boat transporting them across the Atlantic was sunk.13 Despite 
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Grainger and Delius’s much discussed plans to have Delius travel to America to conduct his own 

works, in a letter dated 19 June 1915, Grainger advised against Delius’s coming in the immediate 

future. This was clearly in light of the sinking of the boat carrying scores and the danger involved in 

crossing the Atlantic during the war. Compounded by the ongoing difficulty of the public finding 

Delius scores in print, any popularity gained through a tour would be only temporary. Carley believes 

that Grainger’s reason for discouraging Delius from traveling to the US—that it was simply not safe 

to cross the ocean during the First World War—was insufficient, describing Grainger as ‘finding 

further reasons for counselling delay’.14 (Although, in a latter work he does acknowledge that this 

may have been wise advice.)15 Grainger was also concerned with the financial cost of Delius scores in 

America. He wrote to Delius, asking him to contact his American publishers and request that they 

lower their fees, as he felt that the current expense was stifling the distribution of what little music 

was available.16 This was a regular problem for Delius. Horatio Parker (another composer, friend and 

American advocate of Delius) had felt similarly to Grainger, and Delius responded by urging him and 

other American conductors to purchase scores directly from the publishers in Europe; he wrote ‘the 

robbery is on your side of the water’.17 Jelka Delius was happy to take Grainger’s advice on this 

matter, as she wrote to Marie Clews in late 1916: 

I think Percy’s advice is very good and it would be the greatest mistake to puff away the all-

important first performances whilst there is no music and Shirmers [sic] ask quite exorbitant 

prices for the few remaining scores… Grainger is a genius for practical Art-exploitation.18 

She also felt similarly to Grainger on the matter of a potential American tour while the war still lasted, 

writing again to Clews: ‘we are not going to America now before this is ended. And I am glad of it. I 

feared a dreadful disappointment for Fred, also financially. After the war that will be quite 

different’.19 

In the midst of all this gloom, Grainger was still able to deliver some good news. Having recently 

shown Damrosch On Hearing the First Cuckoo in Spring and Summer Night on the River, he had 

received a very positive response on 12 June 1915 which read: ‘Many thanks for the fascinating 

Delius score. I shall certainly do them next winter and am glad of the opportunity of introducing them 

to New York’.20 Around the same time, Leopold Stokowski and the Philadelphia Symphony Orchestra 

were expected to perform Delius’s Dance Rhapsody. Grainger had introduced Stokowski to this piece 

                                                 
14 Carley, ‘Impulsive Friend’, 37. 
15 Carley, ed., Delius: A Life in Letters, 161. 
16 Grainger, letter to Delius, 18 April 1915, Reg. no. 02.0114, GM. 
17 Gillespie and Beckhard, ‘On Hearing the First Delius in America’, 72. 
18 Jelka Delius, letter (typescript) to Marie Clews, 5 October 1916, Clews (1) 1915–1918, Clews Accession, 

Delius Trust Archive. 
19 Jelka Delius, letter (typescript) to Marie Clews, 12 February 1917, Clews (1) 1915–1918, Clews Accession, 

Delius Trust Archive. 
20 Walter Damrosch, letter (holograph) to Grainger, 12 June 1915, Reg. no. 02.004, GM. 



30 
 

and wrote to Delius that ‘he did not know your work and I felt sure he would love it. He is a big bug 

here’.21 In fact, Stokowski had known of Delius but had been previously unimpressed by what he had 

heard. He wrote to Grainger in an undated letter, (presumably from mid-1915): 

The only work I have heard of Delius is In a Summer Garden. I have lately studied the score 

of Lebenstanz. I confess, I did not feel much enthusiasm for either. Please let me see the 

Dance Rhapsody. I am very desirous to discover the strength of this composer. I will try to get 

the Zwei Stimmungsbilder from B&H. Yes, I want to present Delius’ work to Philadelphia, 

but so far have not found anything I really could feel. So I am very grateful to you for your 

suggestions.22 

The Delius campaign appeared to be going very well, as Grainger outlined in another letter of August 

1915. He wrote to Delius:  

That is jolly. Philadelphia Orchestra doing the Dance Rhapsody, Damrosch (N. York 

Symphony) giving your Stimmungsbilder & the N. York Philharmonic and I doing the 

Concerto. Now I shall write to Stock (Chicago Symphony) & enthuse him about Dance R. & 

Stimmungsbilder & send him scores, too. If he could be roped in too, that would be a decent 

beginning. Next winter I shall get to know other conductors & can carry my activities 

elsewhere… There is a great deal of copying of the big papers by the Provincial papers & my 

few words about you on my Musical Quarterly article & in the “Musician” interview…[are] 

already beginning to go the rounds & will bear fruit in time.23 

Unfortunately, Stokowski had to put off his performance of the Dance Rhapsody, apparently due to an 

inability to procure a baritone oboe in time for the performance. (This is not altogether unexpected, as 

unusual and often inaccessible instrumentation was one of the issues with Delius’s larger 

compositions that Grainger had raised in a letter discussed in Chapter One.) Even though this 

performance was cancelled, Stokowski went on to maintain an active interest in Delius’s work, 

conducting a number of his pieces throughout the 1920s. He wrote to Andrew Wheeler in 1916 that 

‘Percy Grainger and I…have often discussed Delius and I am hoping soon to hear him play his Piano 

Concerto’.24 

Grainger finally performed the Piano Concerto in November 1915 with the New York Philharmonic 

under Josef Stransky; he felt the performance had gone ‘magnificently. Both Stransky and I were at 

our very best’.25 Despite mixed reviews (as will be discussed in Chapter Three) the influence of this 
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performance is undoubtable, as can be seen by an article that ran in the Evening Public Ledger of 

Philadelphia in December of the same year.  

A suggestion has been made to the Music Editor of the Evening Ledger, and he cheerfully 

publishes it, with his hearty approval. It is that since Percy Grainger is down on the Orchestra 

programs, and since Mr. Grainger has played with astounding brilliance and with a very real 

sort of success a concerto by Delius, that this concerto be substituted for the Grieg concerto 

when Grainger plays here. It is certainly not too late to make the change, even if the rest of 

the program must be slightly modified.26 

Grainger did not take up this suggestion (he may not have even known about it) and played the Grieg 

concerto as planned. However, even the proposal that he might change his program to a Delius work 

shows the first signs that the campaign was having some effect. 

As the war went on, Grainger continued to advise Delius against coming to America, writing to him 

that it was ‘the duty of all others to try to preserve such a genius as yourself from danger’ and that due 

to the continuing lack of scores it was not yet a suitable time, as the ‘Delius boom’ had ‘not come to 

full blossoming’.27 Through 1916, Grainger also decided it was unwise to continue to perform the 

Delius Concerto, a piece still little known in the country, in towns where he did not already have a 

favourable reputation as a performer. He wrote to Delius 

I do not know whether I shall have a chance to play your concerto this winter or not, yet. I am 

playing so much with orchestras in towns where I have not yet appeared, in California, 

Middle West, etc. & for a first appearance I choose something well known like Grieg or 

Tchaikovsky.28 

Despite choosing not to perform himself at this time, Grainger continued to write to conductors as he 

had suggested he would. Grainger was able to inform Delius in a letter of September 1916 of the 

progress of this aspect of the campaign. Having written to Emil Oberhoffer at Minneapolis, who had 

recently conducted the Dance Rhapsody, Grainger could report that Oberhoffer would soon also be 

doing the Mood Pictures. Gillespie and Beckhard cite Emil Oberhoffer as the person most responsible 

for the American acceptance of Delius. He included the Dance Rhapsody on tours through provincial 

Southern, East and Midwest American towns and it has been said that he ‘represents the highpoint of 

American commitment to Delius’s music in the period 1909–1920’.29 Although Gillespie and 

Beckhard do not mention Grainger, his contact with Oberhoffer is clearly significant. In the same 

letter, Grainger writes that he had contacted Frederick Stock in Chicago, who was also doing the 
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Mood Pictures and the Dance Rhapsody (two works Grainger had written to him about in August 

1915) and who had already been an active advocate of Delius, conducting Paris and Brigg Fair in 

Chicago before Grainger had arrived in the country.30 Grainger also wrote that Adolf Tandler (of Los 

Angeles) ‘who I do not know yet, is, I see, also going to give the Mood Pictures. So that is 

encouraging’.31  

There seems to be a hiatus in Grainger’s Delius efforts between 1917 and 1922. This was undoubtedly 

due to Grainger’s enlistment in the US Army. While this did not stifle his performing career (in fact, 

he frequently played solo recitals for the Red Cross) it would have made experimentation with 

repertoire difficult. Both Grainger and his mother continued to encourage the performance of Delius 

works throughout the country, including through a performance of Delius’s Piano Concerto by a pupil 

of Grainger’s in Chicago.32 Rose Grainger also sustained correspondence with both Deliuses during 

Grainger’s time in the army when he was unable to write for himself. Rose passed on a letter of 

introduction to Walter Damrosch, conductor of the New York Symphony ‘to whom Percy gave some 

of your works, wh. Damrosch performed so splendidly’.33 She also wrote in 1919 to Jelka asking if 

Delius would compose another work for piano and orchestra for Grainger, but nothing seems to have 

eventuated.34 

The day after a very well-received performance of Delius’s Life’s Dance (on 12 December 1918, 

conducted by Stransky at Carnegie Hall with the Philharmonic Society, for which many reviews can 

be found in the Grainger Museum, in an envelope marked ‘Delius Keep’ in Grainger’s hand) Rose 

wrote that Grainger had: 

Given Damrosch your Dance Rhapsody and convinced Henry T. Finck and others (Eve. Post 

critic) of your great genius by performing your Piano Concerto, therefore you can imagine 

how delighted we are that all the critics agree about last night’s performance. Percy and I 

were there and applauded and applauded so loud that we perceived rather black looks from a 

few nervous individuals near us, who couldn’t bear so much noise.35 

On leaving the army in 1919, Grainger entered into the busiest stage of his performing career. As 

Delius was primarily an orchestral composer, for Grainger—chiefly a piano soloist—there were few 

Delius works he could actually perform. To fill this gap, from 1922 onwards, Grainger began to 
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perform arrangements of Delius’s orchestral works on the piano. It was around this period that 

Grainger wrote to Delius, in November 1921, asking for permission to arrange the Dance Rhapsody 

no.1 for two pianos.  

Has your 1st Dance Rhapsody ever been arranged for 2 pianos? I love it most of ALL modern 

works, and long to arrange it for 2 pianos. I think I arrange mighty well for two pianos (have 

had lots of practice the last few years) and could make a really fine job of it. But I don’t want 

to do it if its already been done. I would be willing to hand it over to your publishers and do 

not want any payment for my arrangement. I just LONG TO SEE SUCH A MODERN 

CLASSIC AS THAT PIECE IS AVAILABLE FOR 2 PIANOS—which I regard as a good 

study-medium for modern work. The modern French were wise to publish so many and such 

fine arrangements of their Debbusys [sic], Faures, Ravels, etc!36 

This arrangement became a staple piece within Grainger’s lecture-recital series throughout the 1920s 

and 30s. The various programs of these were dedicated to a specific aspect of music, illuminated 

through both text and performance, and often assisted by associate artists. 

At the same time, Grainger continued to push for recognition of Delius in publications, and was also 

quick to defend him where he felt mention had been omitted. Grainger was sent a copy of Professor 

Walter R. Spalding’s book Music, Art and a Language in early 1924. He responded to the author with 

a letter in which he criticised the exclusion of Delius from the book, in fairly exaggerated terms: 

I cannot feel that it is just that no mention of Frederick Delius is contained in your remarks 

upon modern English music, since Delius, whether we like him or not, is on the European 

continent, more highly esteemed than Elga [sic] or any other English composer, and is, with 

Cyril Scott, the only English man whose works seem widely performed and widely known on 

the continent, and whose music can be said to have already exerted a far-reaching influence. I 

feel that an Englishman who is treated in so many countries as one of the greatest of living 

geniuses, and whose sixtieth birthday was the origin of reverently-held festivals of his music 

in several great cities, deserves mention in so representative a work as your book.37  

The sixtieth-birthday festival referred to in this letter was also Grainger’s first experience conducting 

a work that was not his own.38 Here, in 1923 Grainger conducted Delius’s Song of the High Hills, 
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with the Frankfurt Rühlscher-Gesangverein. This first experience had a great effect on Grainger’s 

subsequent performances as a conductor: 

For some time I had been wondering whether I should do more conducting. I had always 

conducted my own works, but not other composers’ works, & I was wondering if I could do 

more for Nordic music if I did more conducting. I thought to myself: let this experience with 

the Rühlscher decide. If I do well & feel at home in the job I will go in for more conducting. 

But I will give up the idea if I feel ill at ease rehearsing the Rühlscher. (What happened was I 

felt ill at ease & did badly in my rehearsing, of course. But I did not keep to my plan to let the 

Frankfurt experience decide. I just went in for more conducting, some of the first concerts 

being those with the Bridgeport Oratorio Society & the Los Angeles Choral Society. Was it a 

good move, this more conducting? I still don’t know. If one’s compositions do not “slå an” 

(make a hit), if they are not liked, I don’t suppose there is much one can do. But whether it is 

better to accept defeat—as Cyril has—or to fight on, as I have, I don’t know.39 

The American concerts mentioned in the above passage are significant in that they both contained 

works by Delius. The Bridgeport Oratorio Society concerts are of particular importance as they were 

the US premieres of North Country Sketches and Song of the High Hills, performed at Bridgeport, 

Connecticut on 28 April 1924, and again on 30 April in Carnegie Hall. The Los Angeles Choral 

Society concert was again a performance of Song of the High Hills, on 30 April 1926. The reception 

of both will be discussed in Chapter Three. It would appear that, despite his reservations based on the 

Frankfurt concert, Grainger did feel well equipped to conduct the music of Delius. He was clearly 

pleased enough with the result to continue doing so for many years, not only in America, but on 

subsequent tours of Australia, where he also premiered these works. The scores for these, used by 

Grainger and now held in the Museum, are heavily annotated. The North Country Sketches contains 

much added doubling of woodwinds in the third movement (or, ‘March of Spring’). Song of the High 

Hills contains a small note written by Grainger which reads ‘dedication written by Jelka Delius, 

signed by Fred when he was beginning to get weak in eyes & body. This copy used by PG for all 1st 

perf.s of this work, USA, Austr.’ and a further annotation stating ‘metronome marks got from Delius, 

March, 1923 (worked at & tested the speeds with him P.G.)’.40 There are also several alterations and 

corrections, including the addition of an extra drummer, indicated as being included at Delius’s 

request. Grainger would have had a singular understanding of these works, having had the opportunity 

to conduct them almost in collaboration with Delius.  
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The Bridgeport Oratorio Society concerts at which these works were premiered, were a kind of 

culmination of the Delius campaign. Grainger made all the arrangements himself, not only conducting 

the two Delius works, but personally assembling the orchestra for the event and taking care of much 

of the administration. This was at great personal expense and the concert at Carnegie Hall alone ran at 

a loss of $618. This, considering the overall expenses totaled $1,403, is not an inconsequential amount 

of money nor proportion of the cost.41 (This is equivalent to approximately $8,420 and $19,100 USD 

respectively, by 2015 standards.)42 Finally, Delius was to come to America, and if no longer able to 

conduct the orchestra himself as the original plan had been, he would at least be present and see the 

audience’s appreciation of his works. His imminent arrival was reported excitedly in the press and so 

it was, understandably, a great disappointment for all when Delius felt he was too ill to make long 

voyage from France. He wrote to Grainger a few weeks before the concerts: 

I cannot tell you how sorry and disappointed I am in not being able to come to America to 

attend your two concerts. But on the advice of the new doctor (the most hopeful one I have 

yet met since my illness) we decided not to risk it, and to begin my cure at the sanatorium at 

Cassal as soon as possible, ie. on May 1st. The preliminaries have already given sure signs of 

improvement and I am at last really hopeful… I cannot tell you how much I should have 

loved to hear the Song of the High Hills and North Country Sketches interpreted by you as 

well as your own Marching Song of Democracy of which I as yet know too little… For me to 

thank you for all you have done for my music would be superfluous, as you must know the 

deep feelings of affection and admiration I have for you. But do not fail, dear Percy to thank 

the Chorus and the orchestra in my name and tell them how much I regret not to be present… 

I am looking forward with great excitement to hear all about the concerts and if there is 

anything in telepathy you will, notwithstanding my absence, feel my presence.43  

After the first few years of this Delius campaign, Grainger also began formulating plans for the wider 

promotion of what he called ‘Anglo-Saxon’ music. This was initially inspired by a series of concerts 

Balfour Gardiner had given in London performing only works by English composers. Grainger wrote 

to Roger Quilter on 26 December 1918: 

America is just ripe for English music now. A week or so ago Delius’s Life’s Dance was 

excellently given by the Philharmonic, heartily receiced [sic] by public and acclaimed by the 

entire press with open arms. What I want now is to study all the scores I can, yours, Cyril’s, 
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Delius’s, Balfour’s, etc, so I can gradually thk [sic] out my programs long befor [sic] I am 

actually able to give the concerts.44 

This sort of letter, always followed by a request for scores, was sent in the same week to a number of 

other composers including Delius, Gardiner and Cyril Scott. All of these letters were worded slightly 

differently, undoubtedly crafted to appeal to the particular sensibilities of each individual recipient. 

Delius’s letter is far more reverent in character, perhaps due to the difference in age, Grainger’s 

previous work on his behalf, and Grainger’s understanding of Delius’s personality.  

Your works, Cyril Scott’s and my own are the compositions I am most interested in… I shall 

begin shortly to think out my programs, so as to be good and ready in case I do earn enough 

within a year or two to give one or several such concerts. Would you therefore, dear friend, 

kindle [sic] send me a list of all the things of yours you would like to see performed.45 

The difference between the tone of this letter to Delius and those sent to others is consistent with the 

position Delius held in Grainger’s estimation. While Grainger was hoping to promote all the music he 

considered to be ‘Anglo-Saxon’ through the performances, lectures and articles that made up the 

wider campaign, he mentioned Delius specifically at every possible opportunity. As already shown, 

Grainger had been actively promoting Delius’s work well before these broader plans began to take 

shape, but Delius also became an integral part of this latter campaign and was repeatedly cited by 

Grainger as the pinnacle of ‘Anglo-Saxon’ art, both in his person and his music.  

It is possible to illustrate the development of Grainger’s presentation of Delius from a singular genius 

to an exemplar of ‘Anglo-Saxon’ music through the press articles and interviews he made across the 

span of both campaigns. In ‘The Impress of Personality in Unwritten Music’ in Musical Quarterly 

from 1915, Grainger mentions ‘such advanced composers as Stravinsky, Debussy, Ravel, Albeniz, 

Granados, Cyril Scott, Vaughan Williams, Balfour Gardiner and Ferruccio Busoni, while the great 

Frederick Delius [is] (to my mind perhaps the rarest and most precious musical genius of our age)’.46 

From early in the Delius campaign, and continuing throughout his life, when interviewed, Grainger 

made almost constant reference to Delius. In fact, he has been criticised by Roger Covell for his 

‘irritating’ and ‘irrational fixation’ of ‘placing Delius and even Cyril Scott among the greatest masters 

of music’ alongside Bach and Wagner.47 Around this time, Grainger also manages to drop Delius’s 

name into discussions of unrelated music. In an article on Richard Strauss, Grainger said ‘Strauss is 

not an intrinsically exquisite composer like Delius, the complex beauties of whose scores baffle full 
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realization at first acquaintance, but which yield up new and ever new secrets of delicate intimacy at 

each fresh hearing’.48 This was perhaps a technique Grainger had learned from music critic and friend 

Henry T. Finck, who wrote in his autobiography, My Adventures in the Golden Age of Music, that he 

had become something of a ‘press-agent’ for Grainger, after first hearing him perform as a pianist in 

New York in 1914. Grainger wrote to Finck in 1916: 

It is too miraculous the way you manage to wedge old P.G. into the most unpromising 

looking openings in your stunning weekly writings! No matter what the subject, I soon see 

my name looming along, and if I fail to become a “household word” it will certainly not be 

your fault!49  

However, from 1918 onwards, Grainger’s comments on Delius begin to place an increasing emphasis 

on his race. This is especially evident in his lectures. In a lecture entitled ‘The Potential Influence of 

Anglo-Saxon Folk Music upon Art Music’ presented in Portland, Maine, on 4 October 1920, Grainger 

wrote that he doubted ‘if a greater tonal poet and more intrinsic musician has ever put pen to paper’ 

than Delius, and paints his music as exemplary in its incorporation of folk songs of ‘Anglo-Saxon’ 

origin.50 In a lecture on ‘Nordic Characteristics in Music’ given at Yale University on 6 March 1921, 

Grainger wrote of the influence of nature on Delius and other ‘Nordic’ composers. Here, he touched 

upon Delius’s supposed Jewish heritage: ‘one of the most truly English, one of the most truly Nordic 

composers is Frederick Delius. Yet he is, I believe, partly Jewish of race… It seems local influences 

are more potent in determining artistic type than is blood’.51 This is a constant assertion by Grainger, 

and he continues to use Delius as an example of what he believed to be the effect of local ‘Nordic’ 

surroundings on compositional output, regardless of genetic background. In a lecture broadcast on 

New York’s WEVD in July 1933, Grainger referred to Delius as German, due to his German parents 

(despite their migration to England before his birth). Yet, by the influence of the English surroundings 

of his upbringing, Grainger believed he was able to produce perfectly ‘Nordic’ music.52 It is possible 

that this was an argument Grainger felt necessary to justify his own identity as a ‘Nordic’ or ‘Anglo-

Saxon’, as he thought of himself as a ‘genetic flaw’, that had ‘contaminated his mother's Nordic line’ 

due to his ‘father's “dark-eyed,” “Southern Mediterranean” background’.53 This demonstrates how 
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deeply Grainger’s ideas of race were steeped in bizarre early twentieth-century eugenic labels. His 

Irish father, simply by virtue of his dark-coloured eyes, was classified as ‘Southern Mediterranean’. 

Ideas associated with blood and race were often cited by Grainger as the main justification for this 

‘Anglo-Saxon’ campaign; he felt the supposed musical influences and traits of a race would ‘die out if 

not locally fostered; because there is nothing in blood that will preserve racial musical 

characteristics’.54 Grainger believed there was a need to preserve what he considered his musical 

cultural heritage in the same way he saw modern German musicians promoting and protecting the 

Teutonic canon. He also felt that through his own arrangements of ‘Anglo-Saxon’ orchestral music for 

piano, he might emulate ‘the fine example of the modern French in having men of the calibre of 

Duparc and Ravel arrange the modern French classics for piano’.55  

Used interchangeably by Grainger, the words ‘Anglo-Saxon’ and ‘Nordic’ were blanket terms to 

describe what appears to be an almost arbitrary group, made up of American (including African-

American), English, Scandinavian, Australian and Polynesian people, (and was also later extended to 

include east-Asian people in a subset Grainger called ‘Mongolian-Nordic’). These labels were adapted 

from terminology found in Madison Grant's eugenicist text, The Passing of the Great Race, which had 

greatly influenced Grainger’s own racial theories.56 It was alongside this campaign that he began to 

explore the theories of Grant, Houston Stewart Chamberlain and Lothrop Stoddard, all popular writers 

on eugenics and racial theory, and all of whose ideas undoubtedly had great influence on Grainger’s 

own.57 (Grainger’s progression from racial theorist to outright racist has been explored in detail in 

David Pear’s ‘Grainger on Race and Nation’, in Australasian Music Research, which includes 

comprehensive analysis of the arguments put forth in both the lectures mentioned above.) The musical 

traits Grainger considered to unify this group included ‘solemn or spiritual unadorned melodies with 

long sustained notes or at least clearly defined intervals, gapped scales and a marked tendency to 

some kind or other of underlying harmonic or polyphonic thot’. This was in contrast to what he 

considered the Mediterranean or ‘Mohamedan [sic] musical tradition, which favors nervous excitable 

florid tunes with quickly fluctuating notes, closely filled-up scales and a tendency to seek surface 

complexity in technical passage-work and vocal coloratura’ at the expense of deeper harmonic 

interest.58 Grainger did acknowledge that his assessment was not at all systematic, stating: 
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All these unscientific thots about the geographical and racial origins of Asiatic and European 

music seem to me quite harmless, as long as we entertain them with enquiring and elastic 

minds and do not claim any scientific authority for our guess-work. Some day these theories 

may be proved or disproved by the researchers of comparative musicology, a much-needed 

society for the prosecution of which in America has been started by the composer Charles 

Seeger and others.59 

Nonetheless, Grainger continued to use these labels, often finding convoluted ways of identifying 

what he believed to be the best aspects of the people and things he knew of as in some way 

Scandinavian, even if those people or things bore no direct relation to that region. From this, he 

frequently referred to Australia as a Nordic country, and in the lecture quoted above, he, somewhat 

circularly, described ‘Nordic music’ as ‘music showing in preponderance those characteristics that we 

have come to us mainly in the music of Nordics. Thus from this standpoint a great deal of Negro 

music is typically Nordic’. This type of comment explicates some of the peculiar ‘logic’ Grainger 

employed to justify many of his beliefs.  

Without giving too much credit to Grainger’s overall argument of music possessing actual, observable 

racial traits, it is interesting to note that Derek Healey’s 2003 study, The Influence of African-

American Music on the Works of Frederick Delius, considers the prevailing characteristics of African-

American folk song to include, among other things, gapped scales, large leaps, tumbling melodies, 

dense harmonic texture, falling chromatic inner lines—not at all dissimilar to Grainger’s list of 

‘Nordic’ musical traits. 60 

Grainger’s lecture-recital on the topic ‘Anglo-Saxon Music’, was given in a number of towns and 

cities during this period, most notably at the Chicago College of Music (and broadcast on the Chicago 

Tribune’s Station WGN). This program contained Grainger’s own arrangement of Delius’s Dance 

Rhapsody for two pianos discussed above, which was accompanied by the program note, ‘to my mind, 

Delius is the greatest of all living composers and his Dance Rhapsody is a particularly perfect 

example of his compositional style, showing clearly the great variety of his rare gifts’.61  

Grainger also hoped to use his influence as a teacher to spread awareness of ‘Anglo-Saxon’ repertoire, 

and included Delius’s works in his list of suggested pieces, distributed to his students at the Chicago 

Musical College’s summer courses over a number of different years. The Delius Piano Concerto was 

represented, along with works by Scott, Gardiner and himself in lists of ‘Anglo-Saxon’ composers. 
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These works he described in his ‘Notice to Grainger Students’ as ‘the established modern “classics” 

of the Anglosaxon schools’, asserting that they ‘should be found in the repertory of every forward-

looking pianist’.62 While lecturing at New York University in the 1930s, Grainger’s students were 

even examined on his musical-racial theories, with the first question of the final examination paper in 

music for the 1932–33 course asking: ‘What are the salient characteristics of the “East Indian-Arab-

Moorish” and [“]Mongolian-Javanese-Celtic-Nordic-Anglosaxon” types of music, as described in 

these lectures?’63 

While it is important to acknowledge the significant place Delius held in Grainger’s broad promotion 

of ‘Anglo-Saxon’ music, the earlier Delius campaign (while in part consumed by the later, wider 

campaign) was itself a distinct undertaking, and as such, warrants separate investigation. The Delius 

campaign generally stemmed from a real appreciation and understanding of his works, as well as their 

personal friendship, outlined in the previous chapter. Grainger’s work on behalf of Delius was not 

initially nor exclusively due to Delius’s supposed embodiment of Grainger’s racial ideals. In fact, in 

many ways, Grainger attempted to manipulate the way in which Delius’s background was interpreted, 

especially in light of Delius’s ‘cosmopolitan’ label, to make him better fit this racial ideal.  

Grainger continued to perform and promote Delius in some way for the rest of his life, if with a little 

less of the fervor displayed in the initial years of the campaign. In 1932, Grainger wrote to Delius to 

reflect on the results of his campaign up to that point.  

I feel thankful that I was able to give some small impulse to the Delius movement in America, 

by the concerts I gave in New York, Bridgeport and Los Angeles. But it was all so small, 

compared with what I would have liked my share to be. What we artists can do, in a really 

concrete way is, after all, very limited, since we so seldom possess capital or leisure. You, 

darling Fred, have had the advantage of some of both, and right nobly you have used 

whatever small material advantages you possessed in order to lift your art clear above all 
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small and material considerations, thereby providing us with the loveliest and loftiest music 

of our era.64 
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Chapter Three: Reception 

Shortly after arriving in the US, Grainger had written to Delius stating that he wished to establish 

himself as ‘a solid favourite with the public before introducing your concerto’.1 By late 1915 he 

evidently felt that his success as a pianist was secure enough to form a platform from which Delius’s 

works could also benefit. 

Grainger’s first performance of a Delius work in the US was on 26 November 1915. Here, he played 

the American debut of the Piano Concerto with the New York Philharmonic under the baton of Josef 

Stransky, in a week in which the New York public would have felt the full force of Grainger’s Delius 

campaign. This concert was, conveniently, two days before Walter Damrosch and the New York 

Symphony performed the Mood Pictures (or, On Hearing the First Cuckoo in Spring and Summer 

Night on the River), works Grainger had introduced to him earlier that year. Grainger provided 

extravagant program notes for the two Mood Pictures and his recently-published article in the Musical 

Courier, ‘The Genius of Frederick Delius’, had been quickly and widely syndicated. 

Much of Grainger’s work described in Chapter Two can be viewed as an attempt to manipulate the 

audience’s ‘horizon of expectation’ (to use Jauss’s term, as mentioned in the introduction).2 Given 

that there had been very little Delius heard in America before the Piano Concerto premiere, articles 

like Grainger’s Musical Courier piece would have gone some way towards establishing the initial 

expectations of the audience. This article, which describes Delius as ‘one of the great cosmic men of 

all times’, also discusses the apparent great success of his compositions the world over, in rather 

inflated terms.3 In relation to the Piano Concerto, Grainger emphasises the American origins of the 

work. He mentions the influence of folk song on Delius during his time in Florida, and draws specific 

attention to the ‘“Darky” feeling…particularly noticeable in the slow movement’ in an attempt to 

situate the work within a broader American context.4  

To assess the success of the Delius campaign in this chapter, I will generally assume that the views 

published by critics and journalists are a valid indicator of public opinion, as put forward by James H. 

Johnson in Listening in Paris: A Cultural History.5 Yet, it is also the case that critics could sometimes 

influence public taste, although this is difficult to prove. As Mark N. Grant states in Maestros of the 

Pen, ‘assessing the influence of music critics on the overall culture of the music world is a vexing 

task… The question of whether a newspaper or magazine music critic ever consistently and 

concretely influenced people to buy or not buy tickets…is difficult to tease out’.6 Grant acknowledges 
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that this is not least due to the ‘logistical difficulty’ in even finding appropriate sources, especially in 

a country as large and diverse at the USA.7 At the same time, Grant does make a convincing argument 

for the influence of many of the critics discussed in this chapter and as such, many of the reviews 

analysed here will be informed by the material provided about their authors in Maestros of the Pen.  

Many of the most prominent American music critics of the period covered in this chapter (five or so 

years either side of the 1920s) had considerable influence in spheres beyond their journalistic 

endeavours. In music, many composed, wrote books, lectured or taught theory or history, while others 

were notably successful in disciplines further afield. It is not too great a leap to assume that the public 

success of these men (as at least those discussed here are, exclusively, men) in broader and more 

academic areas would have given their reviews a greater authority. Three figures in particular—

William James Henderson, Henry Edward Krehbiel and Henry Theophilus Finck—are considered 

among the most influential critics of the era and according to Grant, critics such as these men had 

‘never before been so important and were never again to be so influential’. 8 Dubbed the ‘Old Guard’ 

by Oscar Thompson and ‘marathon career critics’ by Grant, all repeatedly reviewed Grainger’s 

performances of Delius.9 In many cases, these three were ‘bitter enemies of the modernist composers 

that emerged on their watch’ and all were considered to be ‘militant Wagnerians’ (much of Wagner’s 

popularity in 1880s America can be attributed to their advocacy).10 It can be thus assumed that these 

critics’ readings of Delius—considered by many to be a ‘modernist’ composer—would have been 

crucial to his public acceptance. 

The predilection towards Wagner and antipathy towards modernism of these major American critics, 

would also have helped to establish ‘the frameworks within which individual acts of perception take 

place’ necessary for understanding the overall critical response to music of this period.11 It was 

through the work of these critics that the standard classical canon in America was codified. This 

period saw much new music given its American premiere, including works by Dvořák and 

Tchaikovsky (which were generally well received) as well as Mahler, Strauss, Bruckner, and Brahms 

(who were, initially, less favourably reviewed).12 For an essentially conservative audience, knowledge 

that Delius was a living, ‘contemporary’ composer would have created some apprehension. As will be 

shown, critics are sometimes surprised to find that while Delius’s music was certainly ‘modern’, it 

was lacking in the ‘abhorrent offence to the ear lately brought into prominence’.13 This was also an 

era in which art music was increasingly displaced by more popular music genres, and of those who 
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were listening, ‘the democratized new audience for classical music preferred canonized European 

masters to contemporary or American creators’.14 The First World War also affected what was heard; 

for example, in the pre-war era, about sixty percent of Joseph Stransky’s New York Philharmonic 

programs were Austro-Germanic music. This had fallen to around forty percent by 1917 (however, 

this only applied to dead composers—Richard Strauss, still living, was dropped completely from 

programs as he would have been entitled to royalties). The remainder of the program was made up of 

Russian, French and English music.15 (It has been suggested that some lingering anti-German 

sentiment may have affected the reception of Delius in the US as well, as his German ancestry was 

known, and he was occasionally referred to as Fritz in the American press.)16 Attempts to promote 

new music in this period often failed. For instance, Edgard Varèse’s New Symphony Orchestra was 

only able to give two performances of its first program in 1919 (including American premieres of 

works by Debussy, Casella, Bartok and Dupont, as well as a little heard Bach cantata) as the 

programming was considered ‘difficult for most of their listeners to take’.17 

Fin de siècle America, defined by Joseph Horowitz as the period up until 1914, remained deeply 

concerned with notions of morality and meliorism.18 Where in ‘Europe and in Russia, Debussy, 

Richard Strauss, Schoenberg, and Scriabin influentially purveyed sensual or aesthetic delights, 

Americans, however, tenaciously retained the moral criterion’.19 Cultural historian George Cotkin 

notes that this period, ‘despite its spirit of rebellion and experimentation…was also marked by an 

attempt to maintain many assumptions essential to Victorianism’.20 This is particularly evident in the 

critical response to the earliest performances of Delius in the US. A review in the Boston Globe 

following the 1909 premiere of Paris ran with the headline ‘Wild Night of Orgy is Set to Music’. The 

performance was described: ‘for every euphonious platitude of orthodox musical creed which Mr. 

Fiedler and the orchestra expounded in Mozart’s “E-Flat” major symphony yesterday afternoon they 

added doubly distilled heresy in the cacophonous profanities of a new musical pagan, Hon. Frederick 

Delius’. 21 

Much of the criticism of this period is characterised by this kind of exaggerated prose. As Gillespie 

and Beckhard note, in America: 
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Critics and journalists were somewhat baffled by Delius’s music and puzzled by his personal 

style, which reflected both romantic and impressionistic elements while incorporating some 

traits of European modernism… His critics were usually vividly outspoken, sometimes 

extraordinarily insightful, but often musically adrift technically. They did not hesitate to 

express their thoughts and sentiments—however naïve—in combative, colourful prose. 

Indeed, many U.S. critics during this period engaged in a sort of ‘frontier criticism’ in which 

no holds were barred and the critical spoils went to the victor.  

It is true, the earliest American reviews of Delius do seem strangely at odds with current perceptions 

of his music, as can be seen in the Boston review quoted above. Gillespie and Beckhard’s suggestion 

that Delius’s American critics were naïve or somehow less accomplished than their European 

counterparts in their understanding of the technical elements of music is perhaps a little unfair. Many 

of the critics quoted in this thesis were not only tremendously influential as critics, but also variously 

lectured in music (for example, Krehibel at the Institute for Musical Art, later renamed Julliard, and 

Finck at the National Conservatory of Music) and wrote many significant books on music. There is 

certainly a liveliness and theatricality to their writing, but their readers could hardly have been 

unaware of each author’s individual critical biases. 

The tastes and expectations (and therefore programming) of this era tend to incline towards the 

traditional canon, and this is often reflected in the language used by critics. It is interesting to note that 

the term ‘futurism’—used throughout the criticism of this period as a synonym for modernism—bears 

no relation to the contemporaneous ‘futurist’ art movement. Grant can provide no explanation for this 

usage other than to state that ‘for some reason the Old Guard critics adopted this term…as a pejorative 

for dissonant or atonal new music’.22 This even extends as far as music no longer considered 

particularly avant-garde—Henderson considered ‘futurist’ works such as Sibelius’s fourth symphony 

to be ‘too much for him’.23 However, an aversion to the ‘new’ is a common criticism in any period. 

As Nicolas Slonimsky states in the Lexicon of Musical Invective, ‘anti-modernists like to use the 

argumentum ad tempora futura to shoo away the immediate assault on their fossilized senses’.24  

Within the context of the cultural expectations described above, this chapter will examine the 

reception of a number of significant Delius works performed or conducted by Grainger, each 

illuminating a different aspect of the campaign. Firstly, the reception of the Piano Concerto will be 

discussed, both in its American premiere of 1915 and subsequent performances throughout the 1920s. 

The critical response to this piece provides an opportunity to explore issues relevant to wider Delius 

reception as well as those surrounding early American criticism, particularly in aspects relating to 
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national identity. The reception of a piano transcription of On Hearing the First Cuckoo in Spring will 

next be covered. This is only a small work, but its inclusion in many solo recital programs by 

Grainger demonstrates the extent to which his promotion of Delius continued, despite the challenge of 

a lack of solo piano repertoire. The monumental concert in which Grainger conducted the premieres 

of Song of the High Hills and North Country Sketches—representing the culmination of many 

different aspects of the campaign—will also be discussed. The New York and Bridgeport reception of 

these pieces will be juxtaposed with that of the American West Coast for the Song of the High Hills in 

the same period. Finally, the reception of Delius’s Cello Concerto and Grainger’s arrangement of the 

Dance Rhapsody for two pianos will be briefly explored within the context of Grainger’s campaign 

for the promotion of ‘Anglo-Saxon’ music.  

Grainger’s first performance of the Delius Piano Concerto itself (26 November 1915) was part of a 

fairly standard Philharmonic concert program, played alongside regularly performed works such as 

Mendelssohn’s Fingal’s Cave, Schumann’s Second Symphony, Strauss’s Don Juan Suite as well as 

Dargomyzhsky’s Cosatchoque. The interest of this concert, however, was in the Delius premiere and 

its star soloist. The critic for the New York Evening Post wrote the following day: 

Grainger wrote “To my mind, this is certainly the most musically captivating piano concerto 

produced for some years”. This is superlative praise, but after hearing the concerto one 

joyfully concedes that it is well deserved. One wonders more and more, as page after page of 

the score is played, how such a splendid work could have been withheld so long from the 

American public. It is a concerto in the highest sense of the word—not a show piece for vain 

pianists but an orchestral poem with piano.25 

While this article is uncredited, it can be assumed that it was written by the Evening Post’s long 

standing music critic Henry T. Finck, one of the ‘Old Guard’ and a friend who considered himself to 

be Grainger’s de facto ‘press agent’ (as discussed in Chapter Two). Finck held the role of chief music 

critic at the Evening Post for almost forty-three years (retiring in 1924) and was also a colleague of 

Dvořák as a lecturer at the National Conservatory of Music.26 He had a reputation for sympathy and 

kindness and was acutely aware that a bad review would have ‘stung people more than other critics’ 

as he could so often be counted upon to give praise.27 Understandably, he was generally liked by the 

composers and performers he reviewed, and his particular relationship with Grainger led to the 

Gumsuckers March being dedicated to him.28 It stands to reason, then, that Finck’s respect for 
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Grainger as a musician would be reflected in his assessment of the Delius work that Grainger had so 

vocally endorsed. 

While the idea of the ‘orchestral poem with piano’ expressed by Finck was echoed by many other 

critics, most saw this as a compositional failing that demonstrated Delius’s inability to properly 

balance a soloist with the orchestra, rather than as a deliberate and delicate effect. In other reviews, it 

is difficult to tell whether the criticism is of the composer or the orchestra itself. The critic at the New 

York Herald wrote: 

While the piano concerto is not a really important work it is very interesting in its mingling of 

modern and old… Mr. Grainger played the piano part with great force. So loud was the 

orchestra at times that only a player of great power would have made himself heard. This 

often gave the impression of an orchestra work with piano used in one of its parts rather than 

as a solo instrument.29 

The blame for the lack of balance clearly falls upon the composer in a review published in the Globe 

and Commercial Advertiser, whose critic found that while ‘there is good material in the concerto…the 

theme is frequently lost. Mr. Grainger did his best with it, as did Mr. Stransky and the orchestra, and 

the audience appeared to appreciate the composition and its interpretation’.30 It is interesting to note 

the inclusion of a reference to the audience’s reaction as divergent from the critic’s assessment. This 

shows that, in this case, the critic’s response may not have been an accurate reflection of the 

audience’s feelings. However, the disparity here is perhaps moderated by the inclusion of the reaction 

of the audience in the review itself. 

Most of the reviews for this concert were negative and frequently scathing, although many found the 

slow movement to be a redeeming feature. The Evening World believed that the piece had ‘a principal 

theme of catching melody, is richly orchestrated, but lacks cohesion’.31 The New York Times provided 

the most extensive criticism: 

The concerto is a singularly uneven piece of work… The themes are vigorous and expressive: 

one that appears in the slow section has real beauty and individuality of character…which has 

a truly poetic atmosphere. Delius works in a rich and original field of harmony, “modern” in a 

way that has little of the abhorrent offence to the ear lately brought into prominence, and that 

gives peculiarly the right, the inevitable substratum of his musical thought of which it is an 

essential part. The orchestration is one of the features of the work in which unevenness is 

conspicuously shown. To effects of quite remarkable beauty and originality of color he has 

joined others that seem of an almost crass unskillfulness and ugliness; and to both of these 
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kinds his writing for the solo instruments contributes at one time or another. There are 

passages in which the pianoforte is made laboriously and uselessly to fight the orchestra; 

there are others that show an unusual deftness in bringing about its harmonious union with the 

orchestra. Mr. Grainger let nothing of this composition, in many respects remarkable, escape 

him. He played it with ardent enthusiasm and conviction, and with a tremendous energy that 

sometimes made more demands upon the pianoforte than any pianoforte can respond to 

properly.32 

Although unsigned, this review is most likely to be the work of Richard Aldrich, the chief music critic 

of the New York Times at the time. Also an accomplished musicologist, Aldrich was considered a 

‘sound but essentially conservative critic’.33 It is interesting to note that Aldrich was expected by most 

to take a balanced view of almost anything, being ‘rather smiled at for his recurrent phrase “there is 

much to be said on both sides”’.34 This attempt at balance is displayed quite obviously in his review of 

the concerto.  

The concerto was also proclaimed by the Evening Sun to be ‘a bully bit of modern piano literature, 

swiftly springing into life, keenly exciting… As a percussion instrument the seven octaves of “ivory 

apes and peacocks” danced by Delius go even Tschaikowsky one better’.35 Possibly referring to the 

biblical fleet of ships regularly delivering King Solomon a wealth of ‘gold, silver, ivory, apes, and 

peacocks’, the reviewer emphasises the large number of different techniques and pianistic effects 

demonstrated in the work, presenting them as an exciting display for the listener.36 The Sun’s critic 

took a similar view, but clearly disagreed on the value of having so much different material: 

Mr. Delius’s method of developing his materials is not the happiest. The piano part in the first 

and last sections of his concerto consists chiefly of decorations. If there is anything from 

glissandi to chromatics in double octaves, from two hand shakes to ponderous chord 

processions which the composer has not framed all around the orchestral utterances it would 

be difficult to name it. In the slow movement the piano makes its one well defined attempt at 

melodic song, but the melody is not suited to the voice of the instrument and so the 

composition again falls wide of its mark. There is some good writing, but it is scattered and 

its sum total does not make an impression… Grainger played it brilliantly, but it hardly 

seemed worth so much labor.37 
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The chief music critic at the Sun at this time was one of the venerable ‘Old Guard’, W. J. Henderson. 

This review can be assumed to be either his work or that of one of his assistants (who typically 

retained much of his sardonic style). Described as ‘the grand old man of New York criticism’, as a 

young writer Henderson had narrowed his journalistic subjects to only music and yachting, even 

writing navigational books used by the US navy.38 While reportedly warm and thoughtful in person, 

he is considered to have ‘raised the musical awareness of many people’, but at a cost. He ‘left his own 

negative stamp on the profession: the legacy of the art of epigrammatic cruelty’.39 He was not only 

extremely critical of Tchaikovsky, Bruckner and Smetana, but also proclaimed that both Liszt and 

Rubinstein were ‘destined to disappear’. 40 These false prophesies are amusing to look upon with 

hindsight, yet the respect with which Henderson’s reviews were read by his audience should not be 

underestimated. In particular, his extensive experience in theatre as a young man lent him the title of 

‘the foremost expert among the critics of his time on opera and opera singers’, therefore his review of 

the Delius work would have been taken seriously.41 

A point of interest for some of the reviewers of the Delius concerto was the local American origins of 

the work. H. E. Krehbiel of the New York Tribune saw the definite impact of Florida on Delius. At the 

same time, he was critical of much of the composition in total: 

Newer notions were displayed in the harmonic integument with which the melodic framework 

was clothed, an integument which in the case of the principal themes seemed to us frequently 

at cross-purposes with the melodies, which were in themselves quite ingratiating and which 

might have been permitted to make effective appeal to unsophisticated tastes. They had a 

certain tang which proclaimed their origin, as did, in a way, the composer’s employment of 

the characteristic Habanera rhythm, which we can well believe Mr. Delius picked up on his 

Florida plantation when he was young and impressionable. But as a whole the composition 

seemed sadly invertebrate—lacking in continuity of architectural line and coherence of 

purpose.42 

Krehbiel would have been particularly responsive to any African-American influence in this work as a 

self-trained ethnomusicologist of indigenous European, American and African-American cultures.43 

Pertinently, he had published a book a year earlier entitled Afro-American Folksongs, which he had 

spent many years researching.44 It should be noted that, while Krehbiel, Aldrich of the New York 
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Times, and a few other critics considered these American influences worthy of comment, many made 

no mention of them at all, despite Grainger’s presentation of such elements as integral to the genesis 

of the work in his pre-concert Musical Courier article.45 Aldrich in his Times piece suggests that while 

‘there may be something of the sort felt in this concerto…it is not a very potent reminder of the negro 

influence’.46 Similar sentiments were expressed by the critic of the New York Herald. Undoubtedly 

Krehbiel was attuned to this kind of inclusion through his own ethnomusicological work, and he had 

published in the previous week an article in the New York Tribune discussing the influence of 

America on Delius entitled ‘A German Englishman writes American Music’.47 In this article Krehbiel 

wrote of Delius: 

He has been depreciated and neglected by some critics and lifted upon so exalted a pedestal 

by others that he quite overtops all his contemporaries of other nationalities. Some of his 

music has been heard in this country, but not enough of it to create a strong impression for or 

against either of these propositions. This might have been otherwise had some of the 

compositions been performed here which are supposed for one reason or another to be racy of 

our soil.48  

He also described the Piano Concerto as ‘in a two-fold sense an American document’, as it was first 

composed while Delius was living in Florida, and by the inclusion of two distinct American folk 

songs—musical examples of each were provided by Krehbiel (Figure 3). In the passage quoted above, 

Krehbiel suggests that Delius may have been more successful in his early US reception had the works 

containing ‘American’ elements been performed. This is a reasonable assumption, however it is 

demonstrably not the case. The Piano Concerto is exactly one such piece, and it appears to have had 

little positive reception, despite Grainger’s and Krehbiel’s articles highlighting the American features 

in some detail. There is no evidence to suggest that Delius was ever generally accepted as an 

‘American’ composer, and the inclusion of American folk song in the concerto was not considered 

worthy of note by many other critics. 
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Figure 3. Examples of American ‘themes’ in the Delius Piano Concerto: H. E. Krehbiel, ‘A German 

Englishman Writes American Music’, New York Tribune, 21 November 1915. 

It is more than likely, given Grainger’s standing as a pianist, that most critics would have read his 

article in preparation for the concert. Krehbiel’s influence in the New York musical sphere was also 

quite substantial and he has been described as ‘the most esteemed and influential newspaper music 

critic America had yet seen’.49 The program notes to this concert written by W. H. Humiston, 

although making no mention of any African-American or folk song influence specifically, also state 

that ‘the theme of the slow movement (and in fact most of the themes) was composed in Florida and 

breathes American Southern feeling…[and recalls] the emotional quality of America’s two enthralling 

composers—Stephen Foster and Edward MacDowell’.50  

It is possible that the expectations of the critics were based so heavily upon the idea of Delius as an 

‘English’ (or perhaps, European ‘cosmopolitan’) composer that, regardless of any information to the 

contrary, they instinctively reviewed him as such. This may have been a deliberate omission, perhaps 

due to the fact that they may have simply found it easier to criticise the work as that of a European. It 

is conceivable that the reception of the work suffered from resistance to the idea of a non-American 

composer writing ‘American’ music in a time where debate around the creation of a national musical 

identity was rife. Opposition to the piece may also have arisen from an underlying tension regarding 
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the acceptability of quoting of black American folk song in symphonic music. This particular issue 

had been debated in music circles for over two decades, since Dvořák's New World Symphony and his 

famous statement of ‘a great and noble school of music’ founded on ‘negro-melodies’ in the mid-

1890s.51 Dvořák's words, ‘which stirred bitter controversy…presented a sharp contrast to the 

prevailing social, political, and cultural attitudes in American society at the time’ which continued 

well into the twentieth century.52 Krehbiel was also instrumental in the wider recognition of the New 

World symphony as an ‘American’ work—an assertion that received substantial criticism. For 

instance, critic James Huneker argued ‘that Southern blacks were not the only Americans… “Why 

should a section of this country represent it in toto?”’53 Although here unvoiced, a similar opposition 

to that drawn by Dvořák’s New World may have been felt by many in relation to the inclusion of these 

folk songs in the Delius concerto.  

Delius never proclaimed the work to be specifically ‘American’, however an interesting comparison 

between Delius and Dvořák can be seen. In the foreword he provided to the German translation of 

James Weldon Johnson’s The Autobiography of an Ex-Coloured Man, Delius echoed Dvořák’s 

statement on the future of a unique American school, stating: ‘I believe that if America is one day to 

give to the world a great composer, he will have coloured blood in his veins’.54 Both Johnson and 

Delius were residents of Jacksonville, Florida at around the same time although it is not known if they 

ever met. Lionel Carley speculates that the reason for this introduction’s existence may have been that 

the German publisher of this book had ‘been made aware of Frederick Delius’s connection to 

Florida…and his indebtedness to African American music, by Heinrich Simon, editor and proprietor 

of the Frankfurter Zeitung’.55 

Other issues relating to national identity outside of America were also raised, with some of the most 

outlandish criticism coming from the Morning Telegraph, in an unsigned article entitled: ‘Young 

Australian Pianist Tires Audience with Yorkshire Tschaikowsky’s Concerto—Why?’ Comparisons 

between Delius and Tchaikovsky in the reviews of this concerto are frequent and it is possible that 

this was influenced less by any real musical similarities between the two composers than by 

Grainger’s popular performances of the Tchaikovsky piano concerto in the same year.  

Percy Grainger, the pianist, who has been literally acclaimed in New York, and deservedly so, 

not only as a costly exotic golden human chrysanthemum, but as a composer and pianist of 
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striking merit, makes a serious error when he compromises the prosperity of his own 

appearances by foisting the compositions of his British compatriots upon us. Yesterday it was 

Delius of Bradford, Yorkshire, who spins music, much as the looms of his native town 

manufacture cloth, only the cloth can be worn, and Misterherr Delius does not wear… Oh! 

Percy, Percy, the Hotspur of the piano: thou who hast redeemed the Kangaroo from the 

reproach of a lack of creative imagination; thou who hast thrilled the hearts of the matrons of 

St. Kilda, which is the suburb of the suburb of the universe: we gathered in our thousands to 

hear thee yesterday and thou didst hurl raw chunks of Delius, the Yorkshire-pudding 

Tschaikowsky, at us.56 

The above ‘human chrysanthemum’ reference is to one of the nicknames of Paderewski, alluding to 

his hair.57 Grainger and Paderewski often had similar touring schedules and comparisons were 

frequently drawn between both their playing and their unruly hair. The references both to Yorkshire 

and England in this review also display a preoccupation with place and nationality, as well as the 

subtle gibe at Delius’s German heritage by addressing him as ‘Misterherr’ displaying, perhaps, the 

anti-German sentiment suggested by Gillespie and Beckhard. This reinforces that despite Grainger’s 

efforts to present an American-influenced image of Delius, he was still thought of as an English or 

continental European composer. This review is also critical of Australia. While the unusual reference 

to St. Kilda is unaccountable, as there is no allusion to St. Kilda in any of the literature surrounding 

the performance (although Grainger had lived there briefly as a child), the ‘suburb of the suburb of the 

universe’ is an attack intended to emphasise the colonial nature of Australia, playing on a quote from 

Pinero’s Iris, in which England is described as a ‘land of money-worship, of cant and pharisaism, of 

false sentiment and namby pamby ideals, in every department of life, the suburb of the universe!’58 

Some of the same issues raised so far remained relevant in later performances of this work. Grainger 

did not play the Piano Concerto in America again until 1922, when he performed with Albert Coates 

and the New York Symphony, first on 7 January at the Brooklyn Institute of Arts and Sciences and 

then the following day at the Aeolian Hall. The other repertoire of this concert comprised Laidov’s 

Eight Russian Folk Songs (replacing at the last minute Balfour Gardiner’s Comedy Overture) and 

Brahms’s Third Symphony. For some critics, the intervening six years had done nothing to alter their 

perception of the Delius concerto, with Richard Aldrich of the New York Times even publishing a 

piece almost word for word that of the newspaper’s 1915 review!59 

                                                           
56 ‘Percy Grainger at the Philharmonic: Young Australian Pianist Tires Audience with Yorkshire 

Tschaikowsky’s Concerto—Why?’, Morning Telegraph, 27 November 1915. 
57 The Maitland Daily Mercury quotes some of the ‘Transatlantic gush about Paderewski: “The peerless Pole-

star of the pianistic firmament;” “the tawny tyrant of the keyboard;” “the champion ivory-spanker;” and “the 

human chrysanthemum”’, in ‘Items of Interest’, Maitland Daily Mercury, 7 February 1894, 3.  
58 Clayton Hamilton, Social Plays of Arthur Wing Pinero (1917. Reprint, London: Forgotten Books, 2013), 388. 
59 Richard Aldrich, ‘Music: The New York Symphony Orchestra’, New York Times, 9 January 1922, 2. 



54 

 

The New York Tribune’s Krehbiel conceded that his initial critical response may have been contrary to 

the popular reception of the piece. In his 1922 review, he also showed an awareness of the role 

Grainger had played in making the music of Delius known. This perhaps almost vindicates the 

campaign itself, given that one of its primary objectives had been to propel the appreciation of Delius 

forward on the coattails of Grainger’s own success. Krehbiel wrote of Percy Grainger, ‘whose 

personal popularity helped it [the concerto] to an enthusiastic reception’ stating that it was ‘due to Mr. 

Grainger’s interest in the composition that the patrons of the Philharmonic Society were privileged to 

hear it a little more than six years ago’.60 

Krehbiel’s second review raises an interesting point. Although Grainger had been intending to use his 

own popularity to promote Delius’s music, the positive response of the audience may have been 

directed at Grainger, rather than to the work itself. In fact, even the Globe and Commercial Advertiser 

review of 1915 mentioned above, which pointed to an audience reaction differing from that of the 

critics, specifically referred to the audience’s appreciation of the ‘interpretation’. This perhaps gives 

traction to Grainger’s ‘star worshipers’ idea of 1915—that is, that the American audiences of the time 

were much less interested in the compositions than the individuals who played them.61 

In 1922, greater interest was directed towards the influence of Delius’s time in Florida, and many 

critics other than Krehbiel now found the American elements to be not only worthy of note, but also 

an enjoyable element of the work. The Evening Mail wrote of an energy which ‘vibrated’ the hall 

from the ‘beat of the tomtom…which has negro rhythms for its background. For this insistent beat the 

crisp fingers of Mr. Grainger were admirably suited’.62 However, the work was still not to every 

critic’s liking; Frank H. Warren of the Evening World, provided a terse review of only two sentences. 

He wrote: ‘Percy Grainger played the piano part of the Delius concerto, conceived in Florida, whither 

Delius, an Englishman, once betook himself. It is a so-so piece’.63 

In both 1915 and 1922, Grainger was consistently applauded as a pianist, while Delius’s compositions 

were far better received in 1922. This may be due to the broadening of the audience’s knowledge 

base, having been exposed to many major new works in the intervening years. The same broadening 

of expectations would pave the way for the American modernists of the 1920s, including Aaron 

Copland and Henry Cowell, and the loosening of the boundaries between ‘high’ and ‘low’ culture.64 

Grainger continued to tour the Piano Concerto, and it remained in his repertoire for the rest of his 

career. Later, it was included on the list of suggested concertos he distributed to conductors during 
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preparations for a charity fund-raising tour during the Second World War (writing to, among others, 

Fabian Sevitzky, John Barbirolli, Eugene Ormandy, and Pierre Monteux in 1942 of the Delius 

concerto ‘of which I possess the only orchestration in this country’).65 The only other performance of 

this work during the period of this study, however, was on 3 March 1932 with the Chicago Symphony 

Orchestra. Here, the critic of the Chicago Daily Tribune found the work a welcome contrast to a 

Sibelius Symphony, stating in the same review that Sibelius could ‘be depended upon to get into a 

somber mood quicker and stay in it longer than any composer on record’. According to the Daily 

Tribune’s review: 

Mr. Grainger began his part of the entertainment with a concerto by Frederick Delius, a 

matter of pleasantly intriguing melodies wherein the pianist is supplied with large handfuls, at 

times fistfuls, of notes. It is the sort of thing that Mr. Grainger can play with all the spirit in 

the world, and the mood of the audience went up as rapidly as it had sunk during the Sibelius 

Symphony.66  

Through the 1923–24 season, Grainger began touring a piano arrangement of Delius’s On Hearing the 

First Cuckoo in Spring in his solo recitals. He performed the arrangement at Holyoke, Massachusetts; 

New Brunswick, New Jersey; Carnegie Hall and the Brooklyn Academy, New York City; Jordan Hall 

in Boston; as well as in Detroit, Michigan. These concerts contained a diverse range of repertoire, 

including a Grainger arrangement of a Handel ‘Hornpipe’, Chopin’s Sonata Op. 58, Schumann’s 

Symphonic Studies, Balakirev’s Islamey, as well as a Bach Prelude and Fugue in C sharp minor, two 

Scarlatti sonatas, and Grainger’s own works Spoon River, Sailor’s Sea Chant, Kerry Dancing and 

Molly on the Shore. It would be easy for such a small and unassuming piece as Delius’s First Cuckoo 

to be lost amongst the giants of this program, yet the New York Times review of the 5 December 

Carnegie Hall performance described the Delius work as a ‘fresh’ novelty.67 The addition of this work 

to the concert tour programme (which included Grainger’s only solo performance in New York of the 

season) displays Grainger’s eagerness to present Delius wherever he was able, even where Delius’s 

orchestral music would not traditionally be heard.  

This program, performed at Boston’s Jordan Hall on 8 December 1923 drew fairly positive reviews, 

with one critic noticing Grainger’s particularly sensitive relationship to Delius’s music: 

In the light of his mind and spirit, he determines his version of the music in hand; then 

outpours it upon hearers whole-heartedly, irresistibly. To them—though hardly to him—may 

afterward come scruples and doubts; but in presence and sound of Mr. Grainger, to hear is to 
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believe and to exult in the faith and pleasure… Turning to Delius, he warmed and brightened 

that spare romanticist with his own light and heat. Delius is evasive, half-spoken, way-ward. 

The sympathetic Grainger snares his fancies, opens his lips.68 

This poetic style of writing is typical of the Evening Transcript’s Henry Taylor Parker, who signed his 

articles H.T.P (‘facetiously deciphered by some as an acronym for “Hard to Please”’).69 Like Krehbiel 

in 1922, the critic once again alludes to an audience swept up in Grainger’s charisma as a performer. 

While ostensibly writing about the Delius work, this review is, in fact, almost entirely about Grainger. 

The intimation here is that it was Grainger alone who made the works decipherable to the audience.  

When a similar program was heard at the Brooklyn Academy on 24 February 1924, On Hearing the 

First Cuckoo in Spring drew mixed reviews. The Daily Eagle stated that the work was ‘better in its 

orchestral dress than on the piano, where sameness of tone color emphasizes the slimness of the 

music’.70 The suggestion of an overall lack of substance to Delius’s music was also a common 

criticism of the Piano Concerto, as presented above. The Brooklyn Standard Union described the 

concert programme as bringing ‘forward an arrangement of selections whereby was featured at the 

beginning its weightier content, with a gradual decline of its musical values’, demonstrating this 

through the inclusion in the closing section of works like Country Gardens and Dett’s Juba Dance, 

(‘one of this colored composer’s several Southern characteristics for piano’).71 The Delius work was 

also included in this latter group of supposed lesser musical value, however in Grainger’s successful 

interpretation, this piece was described as ‘healthy, happy, open-air music’. The review goes on to 

discuss mainly Grainger, whose: 

gesture beckons with strongest allurement, for he is typically in touch with life as lived by the 

multitude… On Hearing the First Cuckoo in Spring, was congenial material for the young, 

blonde Australian Siegfried of the keyboard. His direct and breezy style, communicating an 

individual warmth of animation peculiarly Grainger's own, as usual carried the hearers willing 

captives.72 

It makes sense that the reviews of a solo piano recital would focus for the most part on the piano 

soloist, however, this, coupled with the many major compositions that made up the rest of the 

program, appears to have overshadowed the reception of the Delius work, which received only 
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minimal attention. This is not in itself a bad thing, as Grainger’s popularity had in most cases helped it 

to a positive, albeit slight, reception.  

By far the most monumental effort in Grainger’s Delius Campaign were the concerts in which he 

presented the US premieres of the North Country Sketches and Song of the High Hills on 28 April in 

Bridgeport, Connecticut, and 30 April at Carnegie Hall (the surrounding circumstances of these 

concerts were discussed in Chapter Two). Grainger had written of these concerts to Cecil Sharp: 

This is the beginning of what I hope to be a long and lasting campaign for the spread of Anglo 

Saxon music not only in America but also in Europe in later seasons. It was always my 

mother’s idea and mine that I should some day earn enough money to be able to do for other 

composers somewhat what Liszt did in his day.73 

The beginnings of this ‘Anglo-Saxon’ campaign are clearly reflected in the other repertoire of this 

performance including Grainger’s Marching Song of Democracy, Colonial Song and Shepherd’s Hey, 

Grieg’s Two Psalms of Op. 74 and Rachmaninoff’s Two Songs of the Church, all of which fit into 

Grainger’s definition of ‘Anglo-Saxon’ music as presented in Chapter Two.  

Gillespie and Beckhard describe this as the event ‘probably responsible for halting lagging interest in 

Delius’s music in America after World War I’.74 However, they also describe the Carnegie Hall 

concert as ‘receiving unanimous critical praise’. This is certainly untrue in the case of the Delius 

works which were almost unanimously poorly received in New York. Critics in Bridgeport were 

somewhat kinder but the press in this small town was more concerned with reporting the success of its 

local Oratorio Society than in critiquing the music itself. The Bridgeport Post of 29 April 1924 

described the concert as ‘the most emphatic triumph ever accorded to a Bridgeport musical 

organization…when an audience of the kind that is usually content to applaud with moderation, fairly 

rose to its feet and cheered the singers’.75 Of the Delius works specifically, the Bridgeport Times 

thought the North Country Sketches was ‘such music as makes one think of all kinds of outdoor 

things, of cold winds across moors, of the wind in the tree tops, of wintery sunsets and cloudy skies’, 

while the Song of the High Hills was ‘something that we shall want to hear again and many times’. 

However, without the program notes Grainger had provided, explaining the programmatic content of 

the works, the reviewer believed ‘the average concert attendant would not have understood’.76 

In New York City, only the ever-sympathetic Finck continued to praise both Grainger and Delius’s 

work. Having provided an extremely encouraging preview in the Evening Post of 26 April, he 

reviewed the concert on 1 May: 
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At Bridgeport the same program was given and went ‘riotously well,’ as one hearer put it. 

The same description may be applied to last night’s performance… This work [Song of the 

High Hills] incontestably proves Delius a genius in the highest sense of the word—a creator 

of music that is new, music that fascinates and thrills.77 

Grainger sent Delius reviews of this concert, and Delius was most appreciative of Finck, writing: 

I generally reckon that there are about five people in a hall who are specially impressed. And, 

judging by this concert, the American public is certainly more easily impressed than an 

English one… As you know, criticisms good or bad have always affected me very little—

knowing as I do, the sort of musician the critic is. Mr. Fink’s [sic] criticism is certainly a very 

kindly one… I place Finck quite apart from musical critics; for a man who can enthuse over a 

genius like Grieg is much more than a musical critic: he is a music lover.78  

The rest of the New York critical response was far less pleasant. Frank H. Warren of the Evening 

World—who had described the Piano Concerto as ‘a so-so piece’—continued to dislike Delius: 

All sounded much alike and grew monotonous. In the Song of the High Hills with its 

succession of four climaxes, we were reminded of the Duke of York, who led his army up the 

hill and led them down again.79 

Deems Taylor of the World felt that it was ‘possible to understand Mr. Grainger’s admiration of the 

music without sharing it’, believing the two works to be too grand for any sort of public success: 

Too often one recognizes in his work not the melody and harmony but the emotional and 

intellectual outlook of Debussy, Chykovsky, Wagner and Brahms… His structural sense, too, 

is weak. His material is always appropriate, distinguished even; yet the finished edifice has no 

skyline. If he were a little less lofty in purpose, a little more obvious, a little cheaper, he might 

be more successful, artistically speaking. If there could be pretty good great music it would be 

Delius’s, but there is no such thing.80 

Deems Taylor was one of the most influential and widely read critics of the era, with a dedicated 

audience gained through print, radio, his own career as a composer (he is the most performed 

American composer ever by the Metropolitan Opera) and, in 1940, he also provided the narration for 

Disney’s film Fantasia.81 While he was only a music critic for six seasons, his influence is 

indisputable, and he now lends his name to the American Society of Composers, Authors and 
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Publishers ‘Deems Taylor Prize’, one of the highest honours in American music criticism.82 His 

interest in Delius is thus of importance. Despite this rather unfavourable review, he dedicated some 

time to writing on the relationship between Delius and his American teacher, Thomas F. Ward;83 

however, this work is now considered to be rather fanciful.84 

The New York Times’ new critic Olin Downes found that the North Country Sketches ‘did not awaken 

marked enthusiasm. They have a certaini [sic] poetic, if lugubrious mood, are slight in substance and 

much too long’.85 The New York Times also mistakenly reported the Song of the High Hills to be by a 

composer called Selino, rather than Delius. 

Olin Downes’s career as a critic (one of the longest of the era) draws an interesting comparison with 

Grainger’s, in that he championed the music of Sibelius and attempted to promote it in any way 

possible. 86 However, Downes’s and Sibelius’s relationship held none of the mutual understanding or 

friendship that characterised that of Grainger and Delius. It is demonstrably true that Sibelius’s 

popularity in the 1930s was due to Downes’s advocacy in the New York Times, which shows the 

remarkable influence he had as a critic.87 Unfortunately, and perhaps ironically, Sibelius’s biographer 

Erik Tawaststjerna attributes Sibelius’s ‘long autumnal creative block’ to the constant praise of 

(among others) Downes, and—as a fairly self-critical composer—the feeling that he could never live 

up to their expectations.88  

It is evident that by 1924 the press were aware of Grainger’s Delius campaign in practice, if not by 

name. W. J. Henderson of the Sun reported that ‘it is no secret that Mr. Grainger bows in reverence 

before the altars of Cyril Scott and Frederick Delius’. He went on to write a particularly snide review:  

It is necessary only to say at this moment that the chromatically discursive observations of 

Mr. Delius on the seasons in Northern England did not inspire confidence that they would 

survive the chill of last evening. After them Rachmaninov’s ‘Laud Ye the Name of the Lord’ 

sounded like an outburst of the living waters of song.89 

This review is not at all out of character for Henderson, who was known for his acerbic wit. 
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New York Herald Tribune critic F. D. Perkins, wrote—rather ironically—a lengthy review in which 

he judged the two Delius works to be much too long. In all, this is one of the gentler reviews the 

performance received: 

Mr. Delius, in his meditative mood, seemed sometimes to have forgotten time, and the 

woodlands, meadows and moors had been contemplated at some length before the end. There 

was also much that was impressive in the Song of the High Hills in the composer’s skill in 

producing the desired atmosphere in his use of the orchestra, in his gradual building up of 

climaxes and especially in his interweaving of the choral and orchestral sound, treating both 

as a unit. But, again, Mr. Delius appeared lost in his own reveries, the music dwelt for many 

minutes about the same point. Passages of arresting beauty were separated by others when 

attention flagged, yet the work gave a strong impression that Mr. Delius was well acquainted 

with his chorus and orchestra.90 

The Song of the High Hills—although considered difficult to understand in Bridgeport and not at all 

well received in New York—found greater favour when Grainger conducted it with the Los Angeles 

Oratorio Society on 30 April 1926. Grainger was almost certainly unable to manipulate the critics’ 

expectations in the same way he had attempted in New York years earlier through articles and 

interviews, and the performance did not sell well. As a reviewer from the Los Angeles Evening 

Express pointed out: ‘it was an event of such spiritual beauty that I hardly feel in the mood to charge 

our music teachers and students, our university and club circles with that lack of discernment which, 

however, was made evident by the many empty seats yesterday at Philharmonic Auditorium’. In all, 

the reviewer believed that the Song of the High Hills was ‘one of the few truly great works conceived 

in recent years’.91 

Carl Bronson of the Evening Herald wrote appreciatively of the work and Grainger’s conducting: 

The effects in this Delius number were celestial and practically convincing, the poetic fancy 

of the composition was crystalline and futuristic in descriptive tonality and progressive 

harmony, and Grainger again conducted with great skill and attention to detail making of the 

whole a path of fragrant impressions.92 

The Christian Science Monitor was also full of praise for the work, and the critic found it a useful 

preparation for the complex Grainger’s songs that followed: ‘The beautiful Song of the High Hills, by 

Frederick Delius, carried the audience’s education into the modern field and prepared them for the 
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world’s vocalism of the Grainger songs which followed. The Delius Song was an intense, weird, but 

inspired work, nature music, of exalted expression without imitation’.93 

It is difficult to say whether the difference between the reception of this piece on the east coast and on 

the west coast two years later is again a reflection on the evolution of public taste, comparable to the 

Piano Concerto performances of 1915 and 1922, but it appears that there was a much stronger 

appreciation for Delius in California overall. This particular Grainger performance was timed well, 

and capitalised on a larger interest in Delius’s music in California emerging at the time. Jelka Delius 

wrote to Grainger in September 1925 while he was planning this Los Angeles concert:  

Fred and I are delighted about your conducting the Song of the High Hills at Los Angeles! 

Especially as today Robert Nichols, the poet, who is in California wrote such a delightful 

letter, telling us all about the performance of the Dance Rhapsody in a natural amphitheatre in 

the California hills before a huge audience of 25000…the audience…“caught onto it” 

immediately, and that the Californian coast is demanding more Delius.94 

A large number of Delius works were heard at the Hollywood Bowl through the 1920s and 1930s 

(including during the concert series in which Grainger married Ella Ström) although Delius’s music 

had also been heard on many occasions in California prior to this. 95 On Hearing the First Cuckoo in 

Spring and Summer Night on the River were premiered in 1914 by the Los Angeles Symphony 

Orchestra, conducted by Adolf Tandler, who would go on to become one of the major Delius 

advocates on that side of the country.96 Delius’s music appears to have been far more successful in 

Los Angeles than elsewhere (although, as stated in the introduction, the limited availability of sources 

currently makes this difficult to quantify). It has also been suggested that ‘the local preference for lush 

“Delian” harmonies would become an established Hollywood tradition’.97 This was no doubt due to 

his influence on composers such as Bernard Herrmann, whose ‘love for and advocacy…was crucial 

for the acceptance of Delius’s music in the United States’.98 Herrmann is a particularly interesting 

case, as he was also a student and friend of Grainger’s, in whom he found ‘individualism and 

dedication to one’s craft and beliefs…[and] a shared love of Whitman and of the music of Delius’.99 

The influence of Delius on film music is discussed briefly by Gillespie and Beckhard. They believe 

that Hollywood ‘took what it needed from Delius’s music, exploited it blatantly, and in draining it of 

its substance and emotional power, detracted from the composer’s reputation’ as many people now 
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associated the sound world of Delius with ‘superficial’ film music.100 If this is the case, this is indeed 

unfortunate, however, it also shows the ongoing influence the music has had over the American west 

coast—a lasting influence that it has not seen in other parts of the country. 

Grainger continued to organise significant Delius premieres throughout the 1920s, including the first 

American performance of the Cello Concerto, conducted by Grainger in New York’s Aeolian Hall 

with Herman Sandby as soloist on 29 December 1925. This concert, like the 1924 Bridgeport Oratorio 

Society performances, was once again completely organised by Grainger. This can be seen clearly in 

the selection of works, appearing to be one of Grainger’s first complete ‘Anglo-Saxon’ concerts. 

Alongside the Delius Cello Concerto was Balfour Gardiner’s Shepherd Fennel’s Dance, Five Songs 

for Male Voices by Grieg and Herman Sandby’s Sea Drift. Grainger also, significantly, included the 

work of two American composers: Four Negro Folk Songs arranged by Natalie Curtis (performed by 

a choir of one hundred men assembled from the Orpheus Club of Newark and the Glee Club of 

Nutley, New Jersey), and Leo Sowerby’s Piano Concerto, performed by the composer. Grainger as a 

conductor was described as ‘hardly a graceful nor yet an inspiring leader,’ however, ‘he did get 

splendid results from his orchestra’.101 Cleverly, Grainger framed his campaign for the promotion of 

‘Anglo-Saxon’ music in America around the idea of promoting American music. One of his major 

arguments was that a society should try as much as possible to preserve and protect its own cultural 

heritage, and promote new creations by its members. Grainger’s decision to situate the ‘Anglo-Saxon’ 

campaign within the context of the promotion of American music was clearly contrived to exploit the 

‘almost desperate search for a “great American composer”’ that had regained momentum during the 

1920s.102  

The Sun also noted Grainger’s ‘propaganda’ and his clear agenda for promoting English, 

Scandinavian, and increasingly, American composers. 

Mr. Grainger…is now an American citizen, and as such shows his loyalty by making constant 

propaganda for not only English and Scandinavian but American composers as well… Mr. 

Sandby’s fine playing of the new Delius concerto in one movement brought to notice a 

composition, somewhat compact in form, in which the solo instrument and orchestra share in 

the carrying of rich harmonies, and one, no doubt, destined to be an addition to concert 

literature.103 

Grainger clearly hoped to tap into this increasing American musical patriotism. It is evident that he 

intended to use it to also promote other ‘Anglo-Saxon’ works, by situating others such as those by 
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Delius alongside these new American compositions, and demonstrating the supposed overarching 

racial similarities he perceived within them. The Evening Post drew attention to the broad collection 

of nationalities represented, however the reviewer appears to have missed Grainger’s intention of 

showcasing these national groups as being one and the same. The critic did, nonetheless, notice the 

similarities in sound, comparing these to Grainger’s own style of composition, writing of: 

A concert of unusual and interesting as well as varied numbers… Mr. Grainger made it plain 

that music knows no national boundaries, for he drew from the music of Norway, Denmark, 

England and the United States, the compositions all illustrative of the things he has 

accomplished so ably in his own pieces in the school of mellow cadences and melody rather 

than the modernistic abruptness that occasionally resembles a tin-lizzie bumping over a 

frozen and rutty road…[of the Delius work] at times the ‘cello appeared a trifle overwhelmed 

by the orchestra although in the main Mr. Sandby was excellent and ably sustained his former 

appearances here.104 

The Cello Concerto received similar criticism to the Piano Concerto in its first performance, with the 

main concern centring on a lack of balance between orchestra and soloist. However, many critics were 

far more complimentary and accepting of the work as a whole. Olin Downes of the New York Times 

found that ‘Herman Sandby played the solo part effectively, though [was] at times overshadowed by 

the orchestral background’.105 F. D. Perkins of the Herald Tribune also felt similarly, stating that the 

concerto ‘seemed conservative, individual, quite melodious, but with a certain tendency to ramble, a 

first impression of not particularly clear outline and form. It seemed hardly a virtuoso piece; the solo 

cello appearing often to be included in the ensemble rather than placed before its background’.106 

Further to his ‘Anglo-Saxon’ campaign, the Delius Dance Rhapsody (in the two piano form that 

Grainger has asked permission to arrange in 1921) became a staple of Grainger’s ‘Anglo-Saxon 

Music’ lecture-recital repertoire. The work was performed in this arrangement numerous times 

throughout 1924, 1925 and 1926, in a program that contained not only Cyril Scott’s Symphonic Dance 

no.1, Grainger’s Kipling Settings, and a Scott-Grainger arrangement of the Lads of Whamphrey, but 

the works of two American composers: a Grainger arrangement of Natalie Curtis’s Group of Negro 

Spirituals, the John Alden Carpenter Concertino for Piano and Orchestra (arranged for two pianos). 

As most of these lecture-recitals were performed in small towns, it has been difficult to find many 

reviews or mentions of them in the press. However, one such concert at the Schubert Club of 

Schenectady, New York on 16 April 1926 was so well received that it was suggested that the town 

should have an annual Grainger Festival. This was apparently not a suggestion to everyone’s taste, as, 
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a local newspaper reported that ‘at least one prominent citizen, in case the festival is established, will 

move to Bethlehem, Pa., where the Bach Choir holds a festival more to his liking’.107 The same 

review explained Grainger’s justification for his ‘Anglo-Saxon’ campaign, stating that: 

Anglo-Saxon music was the subject of the program and Grainger gave a most interesting talk 

on the subject to explain why he believes that every program should include at least one song 

from this musical out-put, not as a matter for exaggerated patriotism, but for the same reason 

that no program would be given in Paris without a French composition or in Berlin without a 

German number. The hearing of American works is the only way to come to a real 

appreciation of them.108 

Throughout the Delius campaign, many of the Delius works that Grainger premiered (most notably 

the Piano Concerto, North Country Sketches and Song of the High Hills) were met with criticism for 

their apparent lack of ‘purpose’ and direction. Perhaps the rhapsodic and immersive nature of the 

works—the very elements that first attracted Grainger’s interest—were not suited to the American 

tastes of the time.  

Despite the great deal of musical invective hurled at Delius’s works, especially in the early stages of 

the campaign, changes to the perception of his music can be observed developing over the course of 

this study. Initially Delius’s music challenged the expectations of its listeners, who may have 

anticipated atonalism or modernism, but instead received something altogether different, yet still not 

entirely to their liking. By the mid to late 1920s Delius’s music had become less remarkable. Grainger 

provided the critics with a more easily understandable (if not particularly accurate) context within 

which to view the works by situating them within a broader field of ‘Anglo-Saxon’ music. This 

context was provided by Grainger’s continued inclusion of Delius pieces in his concert programs and 

lecture-recitals. In fact, by including Delius alongside American music in the early to mid-1920s, 

during an era in which patriotism and the search for a national music was widespread, Grainger was 

deliberately tapping into a more accepting critical landscape, as can be seen by the increasingly 

positive reception found in the later reviews. 
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Chapter Four: Evaluation 

Despite Grainger’s extensive campaign, the immediate critical response to Delius presented in 

Chapter Three was for the greatest part negative. Grainger as a performer was usually applauded, but 

the Delius works themselves were frequently seen as monotonous, uneven or lacking in substance. 

Where, then, does this leave Grainger’s Delius campaign? This chapter will evaluate the impact of the 

campaign in relation to the wider reception of Delius through a number of different parameters. 

Firstly, the viability of the use of statistical data, including sales of scores and concert numbers will be 

considered. This will be followed by a comparison of the English press reception of the same Delius 

works, as well as 1930s and 40s assessments of Delius reception by writers such as Ernest Newman 

and Neville Cardus. Finally, this chapter will broadly examine the phenomenon of Delius-

championship (of which Grainger is just one example) across many generations of conductors and 

performers continuing up until the early twenty-first century, and question whether any elements 

intrinsic to the music itself could account for the consistently lukewarm reception it has received. 

Grant discusses, in Maestros of the Pen, the difficulties in assessing the influence and impact of 

specific critics. He suggests that one method of obtaining information is to search for box office or 

record sales data, but he also notes that ‘concerts are usually written up after the fact, and national 

record sales can’t easily be tied to the reviews of local critics in given communities’.1 While Grant is 

writing specifically of the sale of recordings and tickets, in the case of Delius and Grainger, this could 

be extended to include the demand for scores. However, as Grainger mentions, the war made 

exporting sheet music to America difficult during the crucial first years of his campaign. The problem 

of dealing with a German company at this time is not to be underestimated. Having much of his music 

produced by German publishers would have been a hindrance to Delius in both the US and UK, as 

copyright during the war ‘was vested in the Public Trustee under the Trading with the Enemy Acts’.2 

Robert Montgomery and Robert Threlfall state in Music and Copyright: The Case of Delius and his 

Publishers that, Delius’s  

last surviving letter to Hertzka at Universal until after the war, dated May 1915, was 

written as though there were no barriers to musical life as before. It is full of the usual 

complaints about the non-availability of his music in London and the USA, where 

performances were taking off. If war had not broken out, Delius’s American 

reputation would have been different.3 
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Delius resumed this communication as little as three weeks after the Armistice, again, as though 

nothing had changed. After a cursory two sentences inquiring how Hertzka had fared during the war, 

he was straight back to business. He wrote, ‘I have many enquiries from America; just like here my 

music has not been obtainable over there for a long time now… Also there must be no delay in 

bringing out a new edition of the piano concerto. Everybody wants to play it and no material is to be 

had’.4 If Delius is to be believed, it would seem that any inquiry into the sale of scores in America 

would do little to illustrate what demand there may have been for his music, as there were simply no 

scores available to sell.  

Tracking how frequently orchestral repertoire is performed could perhaps be of more use here. Grant 

directs readers to the work of Kate Hevner Mueller, whose study, Twenty-Seven Major American 

Symphony Orchestras: A History and Analysis of their Repertoires, Seasons 1842–43 through 1969–

70, compiles an expansive catalogue of the performance repertoire of a large number of orchestras 

across the US. This is one possible starting point from which to view the spread of Delius’s music, but 

what conclusions can be made from this remain to be seen. This catalogue is only representative of a 

select number of orchestras, and unfortunately most of Grainger’s performances do not appear on it 

(as so many of his major orchestral concerts were organised by himself, rather than through an 

established orchestral body). However, it still provides an interesting lens through which to view the 

movement of works throughout the repertoire.  

 

Figure 4. Graph of the number of Delius performances in the USA per year, 1909–1969. Data from: Kate 

Hevner Mueller, Twenty-Seven Major American Symphony Orchestras: A History and Analysis of their 

Repertoires Seasons 1842–43 through 1969–70. (Bloomington: Indiana University Press, 1973), 105–107. 
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The spike of Delius works played during the 1940s and 50s appears to be due to the popularity of 

‘The Walk to the Paradise Garden’ from A Village Romeo and Juliet, which accounted for thirty-eight 

of the works performed in those two decades. This work also makes up fifty-four of the total 

performances on this graph, from a set of 248 in total, or, just over twenty percent of all works 

performed. For Grainger’s contribution specifically, it is significant that between 1915 and 1920, 

Grainger was directly responsible in some way for five of the ten Delius works heard, either as 

performer, or in that he had provided the scores to other conductors. It is possible to view many of the 

performances through the 1920s as also influenced by Grainger, as they were frequently repeats of 

works he had introduced to conductors and their orchestras across the country.  

For comparison, the graph below charts the same set of performances of Delius works presented 

above against those of the moderately successful Sibelius for the same period. While arbitrary 

comparisons could be drawn between any composer, Sibelius has been chosen here due to the 

apparent similarities between him and Delius. They were born three years apart and Olin Downes’s 

championing of Sibelius’s music in America is an interesting counterpoint to Grainger’s work on 

behalf of Delius.5 (Delius and Sibelius were also occasionally confused for one another. When Delius 

died, a German obituary was mistakenly published commemorating Sibelius.)6 

 

Figure 5. Graph of the number of Delius performances in the USA per year, 1909–1969, charted against those 

of Sibelius for the same period. Data from: Kate Hevner Mueller, Twenty-Seven Major American Symphony 

Orchestras, 105–107; 316–319. 

                                                           
5 See: Grant, Maestros of the Pen, 272–5. 
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For Delius in general in the United States, 248 performances across twenty-seven orchestras and the 

fifty years between 1909 (the first performance of a Delius work in the US) to 1969 (where Hevner 

Mueller’s data set ends) is rather insignificant. There were, on average, fewer than five pieces heard 

per year. This becomes especially clear when compared with the example of Sibelius, whose works 

received 1,242 performances over the same time span, averaging just over twenty-four pieces per 

year. The spike in 1955 is undoubtedly due to Sibelius’s widely-celebrated ninetieth birthday, and the 

centenary in 1965 accounts for the second spike. The Sibelius data would also evidently be influenced 

by the same constraints as the Delius, in that many amateur and smaller orchestral groups would not 

appear on this graph. Grant questions in general the usefulness of summations made from statistical 

data. For Sibelius he writes, ‘Yes, there’s a 1930s uptick in Sibelius performances that may reflect 

Olin Downes, but does the 1940s Sibelius downturn reflect Virgil Thompson’s view of Sibelius, or 

Finland’s position in the war?’7 (Again, this is not dissimilar to the suggestion that Delius’s German 

heritage may have subtly affected his reception in post-war America.)8 

Thus, the information presented here seems to show that the long-term result of Grainger’s campaign, 

or any other effort to promote Delius throughout this period, was one of little lasting effect. This is 

further demonstrated by the sharp decline in interest in Delius shown on these graphs after the early 

1960s, and additional analysis which shows that many of the works that achieved the greatest 

popularity were those that Grainger had no part in introducing.  

It is useful to examine the negative American response to the Delius works presented by Grainger in 

contrast to Delius reception elsewhere. The simplest way to do this is to compare the initial reception 

of the works whose US premieres have been explored in this study with corresponding performances 

in England, where, from his earliest concerts, Delius received a generally warm reception. According 

to Stradling, ‘in the aftermath of his first London concert in 1899, the press notices were mostly 

favourable. Even the Musical Times recognised his talent, complaining only (if significantly) that his 

work seemed excessively gloomy; he needed to “cheer up and be like M Glazunov”’.9 Lionel Carley 

documents the reception of this concert, which included, among other things Over the Hills and Far 

Away, Legende for violin and orchestra, The Dance Goes On (which would later become Lebenstanz) 

and excerpts from Koanga. Carley writes: 

”Every bar of Mr. Delius’ Music”, wrote The Saturday Review, “shows high musicianship, an 

astonishing mastery of notes, and a degree of vital energy quite as astonishing”. The Referee 

was aware that “the masterful nature of his music…must have been a surprise to the audience. 

So bold in conception, virile and original”. What Delius’s music possessed was, according to 
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the Daily Mail, “spirit and manliness”, to The Musical News “imagination, strength and 

individuality”, and to The Standard, “beauty, force, and intense life…so much originality”.10  

This sort of response is demonstrated throughout the British press across many decades. 

Shortly before leaving for the US, Grainger had performed the Delius piano concerto, conducted by 

Thomas Beecham at the Torquay Musical Festival in April 1914. This performance in particular 

provides a useful mirror through which to view Grainger’s US premiere of the work in the following 

year, and highlights the differing reactions of the British and American press. The response in 

Torquay was mostly positive, both of the composition and of Grainger’s performance. The Times 

reported that the work was ‘a very wonderful piece of music, and it lost nothing in the hands of Mr. 

Percy Grainger… At any rate he made the concerto, if we may borrow his idiom for the moment, 

“hum lots”’.11 While raising one similar criticism to that of the New York press—that of orchestral 

balance—the Musical Times was still appreciative of the work, writing that ‘in the concerto in C 

minor by Delius, Mr. Percy Grainger exhibited his technical and temperamental abilities, although he 

was at times rather overpowered by the orchestra. Incidentally, is not this Concerto worthy of more 

frequent performance?’12 The Daily Express was less complimentary of the performer, stating that 

‘Mr. Percy Grainger greatly astonished his hearers by the comprehensiveness of his technique in 

Delius’ beautiful C minor pianoforte concerto, though the values of the music were somewhat 

discounted thereby’.13 (In the numerous copies of this review now held in the Grainger Museum, this 

final clause has been crossed out in most of the clippings.)  

The North Country Sketches, of which the American press was most critical at their 1924 US 

premiere, was given milder treatment when premiered in the UK by Thomas Beecham and the 

London Symphony Orchestra at Queens Hall on 10 May 1915. While individual New York critics had 

described elements of the work as ‘atmospheric’ and containing ‘passages of arresting beauty’ the 

general consensus was that it was far too long and rather tedious.14 By contrast, The Times in London 

described the ‘delicacy and the extraordinary power which Delius has of preserving a unity of tone 

colour without falling into musical monotony’.15 The review of the Delius work concluded by 

suggesting that the final movement, ‘The March of Spring’ was ‘less strikingly beautiful at first 

hearing than its two companion landscapes; but both its opening and its ending with the cuckoo’s note 

have delightful suggestions which make one want to know it better’.16 The Manchester Guardian was 

similarly admiring, although agreeing that ‘perhaps one or two sections are a little too long. It is not 
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that any little part is [l]ess good or of [l]ess worth than another, but that objective pictures in music 

seem in their very nature to demand small proportions’.17 The review suggested that, in representing 

seasons musically,  

It is above everything else a question of colouring, of reproducing by means of combined 

sounds the effect of a canvas. With what skills Mr. Delius can solve these new problems has 

been shown many a time before. But perhaps this suite is in some ways even more delicately 

felt and realised with greater distinction than was the case with any previous work.18 

When the Song of the High Hills was premiered by the Royal Philharmonic Society, conducted by 

Albert Coates at the London Queen’s Hall in 26 February 1920, similar concerns to those of the US 

reception were raised by the press, albeit in less decisive language. The Times reported that: 

As in certain other works of Delius, one is enchanted by the atmosphere and rare colouring at 

the outset; later one longs for a change of mood, which does not come. But, after all, that is a 

matter of personal preference. Some never weary of the snow-clad peaks; others soon long for 

the trees and the flowers of the valleys. There is also such a thing as mountain sickness. 

Nevertheless, there is fine music in every part of the work.19 

It is true that the English critics may have been, by nature, more sympathetic to an English-born 

composer whose work was conducted and openly championed by a figure like Thomas Beecham, 

whose influence on the promotion of British music is undoubtable. However, as Krehbiel noted in his 

1922 review of the Piano Concerto presented in Chapter Three, some of the positive reactions of the 

audience in New York may have similarly have been due to Grainger’s popularity as a pianist. There 

will always be difficulty in separating the reception of performer and performance from the work 

itself. As already stated, the platform created by Grainger’s own popularity was exactly the thing upon 

which he hoped to capitalise in his promotion of Delius.  

On 16 March 1930, Ernest Newman (interestingly, considered one of the critics who was ‘at best 

lukewarm’ in his appraisal of Delius during his time at the Manchester Guardian)20 wrote of the 

recent reception of Delius in England in an article for the New York Times Magazine.  

Frederick Delius has become famous lately, especially in England. Previously he was known, 

but not famous in the popular acceptation of the word. Now he is front page matter, and that 

without having murdered his wife, as Gesualdo did, or appropriated some one else’s wife, as 

Wagner did, or done any of the other things that are calculated to win a composer respectful 
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treatment from the sub editors. A few well-informed people had known for years that Delius 

was a remarkable composer; at last the general public has discovered the fact.21 

This rather optimistic article, in direct response to a six-day festival of Delius’s music held in London 

by Thomas Beecham, posed a number of questions—some of which remain relevant to the discussion 

of Delius in this thesis, and to his wider reception up to today. It would appear from Newman’s 

estimation that by 1930, despite any efforts made by Grainger or any others who may have been 

attempting to popularise Delius’s music in the US, he nevertheless remained little known. Newman 

continued: ‘Who, then, some of my American readers may ask, is this Delius, and why is he still not 

better known to concert and opera-goers in general all the world over?’22 The answers Newman gives 

could easily be applied to the question of Delius reception in many different countries: 

In the first place, Delius has never made the slightest effort to force himself on the public. 

Like another great contemporary, Sibelius, he is essentially an intellectual solitary. Having 

always been economically independent, he has been able to indulge himself in the luxury of 

writing just what he wants to write for the pure pleasure of writing it. Naturally, he has no 

objection to being performed, and is not so foolish as to despise popularity; he was obviously 

gratified by the remarkable evidence that was given during the Festival of the esteem in which 

the London public held him.23 

Carley also notes that Delius’s lack of interest in self-promotion meant that the positive response to 

his very first English concert was forgotten almost immediately, as he returned to France the 

following day without making any attempt to build on the public interest the concert created.24 

Newman’s other point stems from the difficulty of fitting Delius into a particular musical school or 

movement, which has been repeatedly cited as a reason for his lack of popular success. Newman 

states, it is difficult to know exactly what he ‘stands for’.25 It has, however, been said that Delius’s 

often quoted ‘cosmopolitan’ label and lack of any concrete national identity may have actually helped 

his cause in post-war England. In light of the pacifist movement of the late 1920s, Delius’s ‘heretical’ 

characteristics could now be counted in his favour.26 This was mostly through the work of Cecil Gray 

who hoped to replace Elgar with Delius in the British national consciousness, presenting the more 

tranquil aspects of Delius as a counterpoint to a ‘generation which was almost guiltily turning its back 

on the jingoistic imperialism with which Sir Edward Elgar was ineradicably associated’.27 It is also 
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interesting to note that while his acquired reputation of an ‘existentialist rebel, even of a Leftist’ 

helped his post-war reception in England, Delius also received a surprisingly warm reception in 

Germany following the Armistice. 28 This is perhaps due to the fact that without definite national ties, 

any country with any small association to his background could see him as their own. 

Newman attributes Delius’s popular success in England almost entirely to the work of Thomas 

Beecham, ‘who began his devoted labors on behalf of Delius as long ago as 1908’.29 This is 

undoubtable and many studies have explored Beecham’s work on behalf of Delius (including Lyndon 

Jenkins’s While Spring and Summer Sang: Thomas Beecham and the Music of Frederick Delius).30 

Dictionaries of music and composers from the 1920s onwards have also mentioned Beecham as the 

singular driving force behind the performance of Delius works, with the Grove dictionary stating in a 

number of different editions that Beecham was Delius’s ‘greatest exponent and most enthusiastic 

champion…[who] worked indefatigably on his behalf’.31 

In 1930—the same year as Beecham’s first Delius Festival and Newman’s New York Times article, 

and well towards the end of Grainger’s American Delius campaign—Grainger was acutely aware of 

the lack of Delius consciousness in the US, in spite of his own efforts. He blamed this on local 

institutions and their conductors. Specifically discussing the absence of performances of what he 

believed to be the great choral works of the canon from Bach to the present day, he wrote in the 

Westchester County Recreation Commission’s Year Book that ‘it is no exaggeration to say that the 

American musical public walks in almost total darkness’.32 This article prompted angry letters to 

Grainger himself, including one from Mrs. James F. D. Lanier (née Harriet Bishop) the founder and 

president of the Society of the Friends of Music.33 (Mrs. Lanier was a friend of Marie Clews, who had 

been sent a number of scores by the Deliuses between 1916 and 1924, in the hope that she would help 

promote them.)34 Grainger responded, writing specifically of Delius, in an explosive nine-page letter: 

If incompetence of choruses and the ignorance of choral conductors is not the reason, how are 

we to explain the fact that works that have created almost phrenetic excitement in European 

music-centers (…such as Delius’s Mass of Life, which recently had to be repeated both in 
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Wiesbaden and in London, because of the crowds turned away and the excitement aroused) 

are totally ignored and unheard in America—at a time, too, when the American orchestras 

show every sign of anxiety to quickly perform all orchestral works that create a sensation in 

Europe?… How is it possible that the many large choral works of Delius (a genius to whose 

music exclusively a 6-day Festival has recently been devoted) are still unheard on this 

continent with the exception of Sea Drift (only recently given however—although famous in 

Europe for 20 years) and the Song of the High Hills (given by myself at a great expense I 

could ill afford)?35 

But perhaps the conductors and directors were not entirely to blame. Even in countries where Delius 

had received comparatively widespread advocacy, the ostensible success of events like Beecham’s 

two Delius Festivals (1930 and 1946) appear to have had little permanent effect. Writing in the 

Spectator in 2004 on the seventieth anniversary year of the deaths of Elgar, Holst and Delius, Michael 

Kennedy questioned the differing levels of popularity of each of these major English composers. The 

programming of concerts in an anniversary year such as this opens an interesting window into the 

comparative popularity and treatment each of these composers received. Of Elgar, having become a 

national symbol, Kennedy suggested ‘we needn’t worry… His cause has triumphed and his music has 

never seriously been neglected’.36 Holst, on the other hand, whose popularity can be seen to rest on a 

single large work, was also reasonably well represented that year. ‘That leaves Delius’ wrote 

Kennedy: 

The Proms could manage only two of his works and he got a pretty sniffy press— ‘mind-

numbing’ and ‘insipid’ were two of the adjectives applied to his heart-breaking Whitman 

setting, Sea Drift… Delius seems to be out in the cold at present, with no one to break a lance 

for him.37 

This article prompted Lyndon Jenkins to chronicle, in the following issue of the Delius Society 

Journal, some of the many conductors who had, in past, been willing to ‘break a lance’ for Delius. It 

is a remarkable list of names, beginning with Thomas Beecham ‘who laid the foundations…notably 

through the three volumes of Delius Society discs he made during the 1930s, and by playing the 

repertoire unceasingly up and down the country, both then and in the decades that followed’.38 Other 

champions in England included Constant Lambert, Henry Wood, Hamilton Harty, John Barbirolli, 

Adrian Boult, Malcolm Sargent, Leslie Heward, Richard Austin and Julius Harrison, who used their 

considerable influence within various orchestras, the BBC and other large institutions to promote and 
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perform Delius works.39 Of course, Delius has also had his champions beyond the English speaking 

world: Hans Haym in Elberfeld, Germany is considered to be the first true Delius-advocate, 

promoting Delius’s music from the late 1890s. This was despite fierce opposition, with one local 

councillor even calling for Haym’s dismissal for his constant performance of Delius. Haym’s work on 

behalf of Delius is documented in great detail in Lionel Carley’s ‘Hans Haym: Delius's Prophet and 

Pioneer’ in Music and Letters of 1973.40 

Despite the tireless and continued work of these conductors, it seems that beyond the 1950s 

performances of Delius began to wane.  

While Sargent was still at the Proms his prestige would ensure a certain tradition being 

carried on, but after his death Delius performances soon began to thin out… And with 

Beecham gone, Sargent in 1967 and Barbirolli in 1970, all the Delius champions with the 

greatest prestige disappeared from the wider scene within a decade.41 

In light of this lapse, Jenkins also mentions the recordings made by Eric Fenby, as well as the then 

chief conductor of the BBC, Andrew Davis, as instrumental in bringing ‘Delius back to somewhere 

nearer the centre, and then only as part of a warmer embracing of English music in toto’.42 From this 

it seems, that even with constant and devoted promotion, Delius’s music has never found a permanent 

place in the public consciousness, despite the earlier widespread and powerful Delius campaign in 

England. Perhaps when viewed in this way, it is unsurprising that Grainger’s campaign in America 

should have had such small effect.  

This does, however, lead one to wonder how a composer, so heavily promoted by performers and 

conductors of significant importance, could struggle for so long against public and critical acceptance. 

Frequently quoted is Neville Cardus, whose Delius essay of 1944 stated that ‘his music will never be 

familiar to a large crowd; and the few who have come to love it will try hard to keep it to 

themselves’.43 As poetic as such a statement may be, Grainger, Beecham and any of those other 

Delius-champions mentioned above had no intention to keep Delius’s music to themselves. The 

consistent lukewarm critical reception cannot be said to be for want of trying. 

It may appear that many of the arguments presented so far are based on an assumption that Delius 

deserves broad and sustained recognition. It could indeed be argued that the simplest explanation for a 

steadily unenthusiastic reception would be that the works are simply not that good. However, given 

the ongoing interest in this music by so many educated and influential musical minds, who saw 
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enough in the music to dedicate vast amounts time and energy to its promotion, it seems 

presumptuous to categorise all of Delius as undeserving of attention. As such, it is prudent to search 

elsewhere for an explanation.  

It could be that there is something inherent to Delius’s music that makes it less easily accessible. 

There does seem to be the singular constant complaint in much of the criticism discussed in Chapter 

Three that it ‘all sounds the same’. Newman in his New York Times Magazine piece touched on this 

point: 

When the news leaked out, some months earlier, of Beecham’s intention to devote six 

concerts to the orchestral and chamber music of Delius, there was much head-shaking in 

London musical circles. Delius was a fine composer, every one admitted; but could the 

public, could even his friends and admirers, stand six days of him? Was not one work of his, 

when all was said, very like another—the same recurrent six-four lilt, the same sliding 

chromatics, the same vagueness and elusiveness of atmosphere in them all?44 

Danish conductor Bo Holten wrote an article in 2005 on conducting Delius’s Song of the High Hills 

for the Delius Society Journal, in which he ascribes this supposed monotony of tone, among other 

things, to minute tempo variations ‘almost imperceptible to the general listener’. He believes these 

tiny modifications to be  

of a type used generally in all music, and they are especially important in Delius, as he is 

mostly harmonizing his tunes in 4 or 5 parts. This creates a constant density, a ’sameness’ in 

sound which makes the rhythmical and melodic articulation crucial for the life of the music. 

Contemporaries of Delius, like Mahler, Elgar, Strauss, Janacek, Sibelius, Nielsen or Debussy 

are all constantly changing the density of harmony and accompaniment so as to relieve the 

listener’s perceptional apparatus. Delius is relentlessly ignoring such compromises, and, as a 

true avant-garde composer, wholly relying on the expressive power of his endlessly varied 

combinations of harmonic shades within its four and five parts.45 

This, he believes to be the great difficulty in conducting Delius, as, without taking these variations 

into account, the result is a ‘plodding Delius-playing, which makes the music sound uninspired’.46 

This is not an altogether new point of view. The difficulty of conducing a piece by Delius has been 

described by many, including Robert Illing’s in his 1950 Dictionary of Music, which states that ‘the 

very considerable demands made on a conductor’s understanding of Delius’ music is the probable 

reason for the comparative rarity of its performance’.47 This is also made painfully evident in the 
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reviews of Delius conducting his own works. He, apparently unsuccessfully, conducted the premiere 

of his Dance Rhapsody no.1 on 8 September 1909 and the Shire Hall in Hereford, where it seems that 

many elements of this performance went very badly. The Times felt that: 

In the hands of an experienced conductor the contrasted tempi, the rich orchestral colouring, 

and the fantastic harmonic variations which decorate the theme would no doubt produce a 

vivid effect. But the performance last night under the composer’s direction only served to 

impress the mind with the second-rate and second-hand character of the tunes. The duet 

between the cor anglais and heckelphone (a kind of bass oboe) at the beginning was robbed of 

its misty atmospheric effect by the fact that the player, who had learnt the heckelphone 

specially for the occasion, had to struggle to produce the notes in any way possible. Then the 

prosaic dance tune and still more commonplace pedant to it were emphasized without one 

gleam of humour or rhythmic lightness in the phrasing; and only in the last section just before 

the end, when the tune is played very slowly by a violin solo, was there any compensating 

beauty of tone. It is really unkind to allow a composer to dissect his score in public.48 

The difficulty in capturing the atmosphere of Delius’s music, so crucial to effectively presenting his 

work, is evidently one of the reasons for its lack of success in America. At the time of Grainger’s 

campaign, the US lacked an experienced Delius-conductor like Beecham, who was capable of 

working with the pieces over an extended period and perfecting the nuances necessary to make the 

works varied and aurally intelligible. After six days under Beecham, Newman wrote that the London 

audiences were ‘amazed to find in the first place how different one work really was from another’.49  

There is, however, even an argument as to whether labels such as ‘atmospheric’ often given to Delius 

are really helpful in understanding his music. Neville Cardus felt that such terms were inappropriate, 

as they depict ‘a composer in vague washes of harmony…[who] has thus been tied up and labelled 

and put neatly away in the pigeon-holes of the encyclopaedias’.50 This kind of particular musical 

association and the related notions of inaccessibility tie in very neatly with the image of the isolated, 

tortured artist, or, what has become known as the ‘Delius myth’. Cardus wrote that ‘no good was done 

to the cause of Delius by the perpetuation of portraits painted of him in his old age, when he was blind 

and paralysed and wasted by the ravages of a life lived recklessly enough’.51 Eric Fenby in his 

biography, Delius, As I Knew Him, has written similarly, stating that ‘nothing could have so 

misrepresented the character of the man as the photographs which circulated through the Press during 

the latter years of his life… It is deplorable that these portraits were ever allowed to be published, for 
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they have created in the public mind a legendary figure of the man which is as stupid as it is false’.52 

These sentiments are echoed by a number of people who knew Delius personally, including Grainger. 

A counter-image of Delius as a man with many sustained and mutually enjoyed friendships can be 

demonstrated through the discussion of Grainger and Delius’s relationship in Chapter One. Following 

Delius’s death in 1934, Grainger wrote to the Australian Musical News editor, who was to publish his 

article ‘The Personality of Frederick Delius’, instructing him to: 

leave out anything you may dislike, though my own opinion is that it is a mistake to cut out 

all ‘disillusioning’ elements or to try and make Delius’s personality agree with the mood of 

his music. If true accounts of Delius are suppressed a Delius-myth will grow up that is silly 

and harmful to a sane view of art and artists. And I would like Australia to have the honour of 

producing the most true-to-life picture of his personality. This is easy for me, as I was closer 

to him, in many ways, than the English-born composers were.53 

The presentation of Delius’s personality in Grainger’s article is indeed different from that often 

depicted iconographically. Grainger wrote that, while Delius’s music was full of ‘loftiness, grandeur, 

rapture, harmoniousness, tenderness, exquisiteness, aloofness, purity, angelicness, wistfulness [and] 

calmness’, in contrast his personality was generally: 

delightfully saucy, argumentative and mischievous—quite an “enfant terrible”. When alone 

with a friend he could suddenly reveal unsuspected depths of solicitude, affection, tenderness 

and helpfulness. But as a rule (and particularly when several people were present) he was 

alive with a Voltaire-like wit and thrust.54 

While Delius’s music is of course the primary reason for its continued appreciation among devotees, 

his friendship and character were also clearly significant factors in Grainger’s continued work on his 

behalf.  
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Conclusion 

Grainger may not have achieved his goal to establish Delius in America ‘as one of the greatest of the 

greatest’. What he was able to do, however, through his promotional campaign and work as 

performer, conductor, writer, lecturer and teacher, was provide many opportunities for the American 

public to engage with Delius’s music. When Grainger moved to New York in 1914, this was music 

that American audiences had not previously had many opportunities to hear. Grainger was also able to 

situate the Delius works, through his further efforts to promote his idea of ‘Anglo-Saxon’ music, 

alongside the American desire to create or discover their own national music. This was not a way in 

which Delius had previously been presented.  

Both Grainger and Delius repeatedly expressed a mutual love for and understanding of the other’s 

work, and it was their friendship that was, broadly, Grainger’s early motivation for his Delius 

campaign. The pervasive image of Delius as a tragic lone artist, as discussed in Chapter Four, is easy 

to dispel through examination of the letters between Grainger and Delius presented in Chapter One. 

These letters articulate a mutually interested and supportive relationship. Perhaps some of the 

resistance in the current literature to acknowledging the importance of Delius and Grainger’s 

relationship is in part due to the fact that it challenges many long held notions of Delius’s character 

(and, as noted by Grainger, a tendency by many to try to match Delius’s personality ‘with the mood of 

his music’).1  

It is important to note that the use of terms of endearment and other affectionate language Grainger 

uses in his correspondence to Delius were in fact common to Grainger’s letters to all of his friends, 

regardless of age or gender. That is not to say that Grainger was insincere; his earnestness is 

thoroughly demonstrated by the great lengths to which he went in promoting Delius’s music. Delius 

too used similar rhetoric in correspondence. As Stradling writes, Thomas Beecham found this out ‘as 

a result of reading the many letters and other original documents of Delius which his widow Jelka had 

left to Beecham’s care. Here Sir Thomas discovered—to his chagrin—that he and his friendship had 

been no more sacred to the man than anybody or anything else’.2 It is for this reason that the language 

used in either Delius or Grainger’s correspondence can not necessarily be considered alone as a 

marker of any deeper significance of relationship. Rather, the actual content of the letters and 

consequent actions that arose from their correspondence provides better evidence for the impact of 

their association. 

The Delius campaign, while in itself a distinct undertaking, was also an important element in 

Grainger’s wider campaign for the promotion of what he defined as ‘Anglo-Saxon’ music. Grainger’s 
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idea of ‘Anglo-Saxon’ music is in itself problematic, both in the use of eugenic terminology and racial 

theory, as well as the general lack of any real cohesive logic (as demonstrated, for example, by his 

bizarre definition of ‘Nordic’ and ‘Anglo-Saxon’ societies, and the ways in which he believed 

physical characteristics such as blue eyes could manifest themselves in music). However, in essence 

Grainger’s broader argument for the promotion of a particular cultural body of work is one still made 

by many today. As he asserted in his lecture-recitals on ‘Anglo-Saxon’ music, Grainger felt that no 

program by an American orchestra should be without at least one American composition, for the same 

reason, as one critic wrote, that ‘no program would be given in Paris without a French composition or 

in Berlin without a German number’.3 Grainger wrote to Mrs. Lanier: 

I am myself avowedly a champion of Nordic music (the music written by blue-eyed people 

anywhere, and showing the characteristics of that race), because I think each race should try 

to better the quality of its art. This, I feel, is best accomplished by conscious support of its 

own native-born music on the one hand, and on the other hand by a national musical life that 

is as completely as possible cosmopolitan and world-wide in its range and embraces as many 

different periods of time as may be.4 

He felt this to be an issue of importance in every ‘Anglo-Saxon’ country, and thought that students of 

music should be aware of the output of their own cultural repertory.5 The reasoning that informed 

these ideas is morally confronting, as it is ingrained with early twentieth-century racialism, yet in 

many ways Grainger’s final conclusion still maintains some relevance. Ultimately, the idea of 

advocating for local music is not dissimilar to recent trends in concert and radio programming. In 

Australia, for example, there is a desire to promote Australian music and provide audiences with 

greater opportunities to engage with Australian works through quotas, and it is indeed a worthwhile 

endeavour to explore the cultural products of a society within its own local context. However, today 

the reasoning is evidently based not on racial arguments, but on fostering awareness of the music of 

Australia as a social, civic and national group. Grainger wrote in the first volume of Quarter Notes in 

1919,  

We read in George Moore’s “Ave” (one of the volumes of his entrancing trilogy “Hail and 

Farewell”) of the author speaking these pregnant words at a literary dinner in Dublin: “We 

must not be afraid of praising Mr. Yeats’ poetry too much.” I often think of that sentence in 

connection with the American composers of our day and the duties that artistic justice lays 

upon us. Many people are instinctively inclined to fear bestowing too glowing a praise upon 

the artistic output of their contemporary fellow countrymen; yet, if we are dealing with the 
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work of geniuses or men of great talent the probabilities more often lie in the exactly opposite 

direction: more often our danger lies in refraining from exceeding praise, in refraining from 

what at the time may seem excessive praise; for a remarkable accomplishment deserves a 

remarkable acclaim.6 

Grainger certainly had no fear in proclaiming Delius a genius in no uncertain language and this was 

regularly noticed by the press. As Henderson of the Sun wrote, it was ‘no secret that Mr. Grainger 

bows in reverence before the altars of Cyril Scott and Frederick Delius’.7 Whatever the reservations of 

the critics, Grainger’s characteristic and almost ‘excessive’ praise surely played a part in establishing 

the initial interest of the American audiences and critics in Delius.  

Despite the immediate interest in Delius that Grainger was able to stir though his manipulation of the 

press in the early stages of the campaign, and by making use of his own popularity as a pianist, as has 

been shown in this thesis, this success was only ever ephemeral. In the general overall lack of success 

of Grainger’s Delius campaign, there is arguably an element of bad luck. Scores were rarely available 

(and those that were were expensive) and one of the greatest periods of interest coincided with the 

First World War, which brought up many social and logistical obstacles. While it does seem, that 

audiences found many Delius works enjoyable, this may have also been due to Grainger’s presence as 

a prominent concert pianist, and there were rarely calls for repeat performances of Delius.  

Regardless of these difficulties, there has never been a period in which the music of Delius has been 

consistently in the concert repertory, in any country. This has been the case from the earliest point, 

where Delius allowed the public interest created by his debut concert to wane through lack of 

sustained promotion, and despite the continued efforts of Beecham and the many conductors listed in 

Chapter Four. Even Ken Russell’s film, A Song of Summer, based upon Fenby’s Delius, As I Knew 

Him, ‘though no less accomplished than his earlier promotion of Elgar, did not inspire a repeat of the 

popular enthusiasm which greeted the latter’.8 From all of this, it is reasonable to assume that the 

music of Delius will always need a champion.  

The scope of this present study—only a minor point in wider Delius promotion—does not allow space 

to explore the follow-on effects of Grainger’s efforts. These include the interest Grainger created 

indirectly, by introducing Delius’s music to a number of influential American conductors, many of 

whom would go on to champion Delius themselves in some way. It would also be worthwhile to 

explore the extent to which Grainger’s ‘Anglo-Saxon’ campaign promoted the music of other 

composers in America, including his English and Scandinavian friends Balfour Gardiner, Cyril Scott 
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and Herman Sandby. Similarly, it would be valuable to investigate Grainger’s promotion of Delius in 

Australia, during his Australian tours which occurred in parallel with his American Delius campaign. 

Grainger was responsible for the Australian premieres of many Delius works, and the first Delius 

memorial concert was held in Adelaide, where Grainger was touring when he was informed of 

Delius’s death.9 

Was the campaign really ‘worth it’ overall? Such a subjective question is difficult to answer, yet, it 

must be pointed out that in Grainger’s own personal estimation, he appears to have felt that it was. He 

summed up his work on behalf of Delius in late 1924: 

I consider the public response to the Delius works all that could be expected. I hardly 

expected so good a response. Delius is the Bach of his era, or the musical Walt Whitman of 

his era; we cannot expect a Meyerbeer or R. Strauss response to such music. And what the 

appreciation of Delius lacks in suddenness it makes up in steadiness, I feel. As for my purely 

personal feelings, I will never cease to be thankful for all the hours I spent rehearsing this 

lofty music. I consider it a very great privilege to have been associated with it so many hours, 

with its noble strains ringing in my ears at the time and for long afterwards.10  

In terms of Grainger’s plan to use his own popularity as a pianist to expose the music of Delius to a 

wider audience, he was certainly successful (despite the critical response being somewhat tepid). The 

attempt to establish Delius ‘as one of the greatest of the greatest’, was evidently less fruitful.11 As 

Martha Richmond, a Florida woman who contacted Grainger in the 1950s in hope of establishing a 

Delius museum, wrote: ‘Some day, in a world less violent and insane, Delius’s music will come into 

its own’.12 Perhaps this will be the case, but up to today, Delius’s music has always needed (and 

found) its champions. Grainger wrote of their friendship: 

(I feel) we both helped each other more than the world will ever know. We alone (of all the 

tonebirthers known to me) were foreshadowers of far-ahead British-German-Nordic 

togetherworkth. We alone drew our soulfood from the Colonial world (the old Colonial world 

of the sagas, the new Colonial work of the Nordic theeds [nations]). We alone were heathen 

((god-naysayers)) yet wistful, pityrich & sorrowsharing. We were the art-twins of our 

timestretch [era].13 
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Delius, Frederick. North Country Sketches, MG: C1/DELI-15b. 

Delius, Frederick. Piano Concerto, MG: C1/DELI-6-2. 

Delius, Frederick. Song of the High Hills. MG: C1/DELI-27-1:3, MG: C1/DELI-27-1. 

Delius, Frederick. On Hearing the First Cuckoo in Spring and Summer Night on the River, MG: 

C1/DELI-17-1, MG: C1/DELI-17-2a.  

New York Public Library for the Performing Arts: 

M-Clippings: Grainger, Percy. 

*MBD (Uncat): Grainger, Percy.  

White Plains Public Library: 

Locked Grainger Cabinet. 

Press 

Advertiser 1934. 

Boston Evening Transcript 1923. 

Bridgeport Post 1924. 

Bridgeport Telegram 1924. 

Bridgeport Times 1924. 

Brooklyn Daily Eagle 1924. 

Brooklyn Standard Union 1924. 

Christian Science Monitor 1926. 

Daily Express 1914.  

Daily Reporter 1925. 

Daily Tribune 1932. 

Evening Express 1926. 

Evening Herald 1926. 
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Evening Mail 1922. 

Evening Post 1915–1925. 

Evening Public Ledger 1915. 

Evening Sun 1915. 

Evening World 1915–1925. 

Globe and Commercial Advertiser 1915–1923.  

Herald Tribune 1924–1925. 

Lewiston Daily Sun 1930. 

Maitland Daily Mercury 1894. 

Manchester Guardian 1915. 

Musical America 1915.  

Musical News 1914. 

New York Herald 1915. 

Morning Telegraph 1915–1922. 

New York Times 1915–1925. 

New York Tribune 1915–1922. 

Schenectady Gazette 1926. 

Spokane Daily Chronicle 1924. 

Sun 1915–1925. 

Sun and Globe 1923. 

The Times 1909–1920. 

World 1924–1925. 
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Chronological Appendix of Performances by Percy Grainger of Frederick Delius Works 

* denotes a US premiere 

Date Delius Work Location Ensemble/Event Soloist Conductor Other Repertoire 
26 November 1915 Piano Concerto* Carnegie Hall, New 

York City 

New York Philharmonic Percy Grainger Joseph Stransky Mendelssohn: Fingal’s Cave  

Schumann: Symphony no. 2 

Richard Strauss: Don Juan Suite 

Dargomiszky: Cosatchoque 

7 January 1922 Piano Concerto Brooklyn Institute of 

Arts and Sciences 

New York Symphony Percy Grainger Albert Coates Laidow: Eight Russian Folk 

Songs 

Brahms: Symphony no. 3 

8 January 1922 Piano Concerto Aeolian Hall, New 

York City 

New York Symphony Percy Grainger Albert Coates Laidow: Eight Russian Folk 

Songs 

Brahms: Symphony no. 3 

25 February 1923 

 

On Hearing the 

First Cuckoo in 

Spring (piano solo) 

Brooklyn Institute of 

Arts and Sciences 

Solo piano recital Percy Grainger — Schumann: Symphonic Studies Op. 

13 

J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

Music arr. Grainger 

Grieg: Ballade Op. 24 

Grainger: Country Gardens, One 

More Day My John 

Dett: Juba Dance 

16 October 1923 On Hearing the 

First Cuckoo in 

Spring (piano solo) 

Holyoke, Mass. 

 

Solo piano recital Percy Grainger — Chopin: Sonata in B Minor 

J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

9
3
 



Music arr. Grainger 

Schumann: Symphonic Studies 

Op. 13  

Balakirev: Islamey 

22 October 1923 On Hearing the 

First Cuckoo in 

Spring (piano solo) 

New Brunswick, 

New Jersey 

Solo piano recital Percy Grainger — Chopin: Sonata in B Minor 

J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

Music arr. Grainger 

Grainger: Irish Tune from County 

Derry, Country Gardens, Colonial 

Song, Spoon River 

Balakirev: Islamey 

5 December 1923 On Hearing the 

First Cuckoo In 

Spring (piano solo) 

Carnegie Hall, New 

York City 

Solo piano recital Percy Grainger — Chopin: Sonata in B Minor 

Schumann: Symphonic Studies 

Op. 13 

J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

Music arr. Grainger 

Grainger: Spoon River, Sailor’s 

Sea Chant, Kerry Dancing, Molly 

on the Shore 

Balakirev: Islamey 

8 December 1923 On Hearing the 

First Cuckoo in 

Spring (piano solo) 

Jordan Hall, Boston Solo piano recital Percy Grainger — Chopin: Sonata in B Minor 

J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

Music arr. Grainger 

9
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Schumann: Symphonic Studies 

Op. 13  

Balakirev: Islamey 

17 January 1924 Dance Rhapsody 

(two piano arr.) 

Hampton, Virginia 

 

Invitation Concert Percy Grainger — Unknown 

25 February 1924 On Hearing the 

First Cuckoo in 

Spring (piano solo) 

Brooklyn Academy, 

New York 

Solo piano recital Percy Grainger — J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

Music arr. Grainger 

Schumann: Symphonic Studies 

Op. 13  

Balakirev: Islamey 

Grieg: Ballade Op. 24 

Dett: Juba Dance 

Grainger: Country Gardens, One 

Day More My John  

13 March 1924 On Hearing the 

First Cuckoo in 

Spring (piano solo) 

The Civic Music 

League, Detroit 

Michigan 

Solo piano recital Percy Grainger — Chopin: Sonata in B Minor 

J. S. Bach: Prelude and Fugue in C 

sharp minor 

Scarlatti: Sonata in G Minor no. 34 

Scarlatti: Sonata in G Minor no. 35 

Handel: ‘Hornpipe’ from Water 

Music arr. Grainger 

Schumann: Symphonic Studies Op 

13  

28 April 1924 North Country 

Sketches* 

 

Song of the High 

Hills* 

Bridgeport, 

Connecticut 

Bridgeport Oratorio 

Society 

— Percy Grainger Grainger: Marching Song of 

Democracy, Colonial Song, 

Shepherd’s Hey   

Grieg: Two Psalms Op. 74 

Rachmaninoff: Two Songs of the 

Church  

30 April 1924 North Country 

Sketches 

Carnegie Hall, New 

York City 

Bridgeport Oratorio 

Society 

— Percy Grainger Grainger: Marching Song of 

Democracy, Colonial Song, 

9
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Song of the High 

Hills 

Shepherd’s Hey   

Grieg: Two Psalms Op. 74 

Rachmaninoff: Two Songs of the 

Church 

3 November 1924 Dance Rhapsody 

(two piano arr.) 

The Davenport. 

Spokane, 

Washington 

Lecture Recital on 

Anglo Saxon Music 

Percy Grainger — Scott: Symphonic Dance no. 1 for 

two pianos 

Carpenter: ‘Lento’ and ‘Allegro’ 

from Concertino for Piano and 

Orchestra (piano arrangement) 

Grainger: Zanzibar Boat Song, 

The Warriors (piano 

arrangement) 

16 July 1925  Dance Rhapsody 

(two piano arr.) 

Central Theater, 

Chicago 

Lecture Recital on 

Anglo Saxon Music  

Percy Grainger — Scott: Symphonic Dance no. 1 for 

two pianos 

Carpenter: Concertino for Piano 

and Orchestra (2nd and 3rd 

movements, piano arrangement) 

Grainger: Zanzibar Boat Song, The 

Warriors (piano arrangement) 

17 December 1925 Cello Sonata* White Plains, New 

York  

‘Room Music’ Concert 

& Lecture on Nordic 

music 

Herman Sandby 

(cello) 

(Percy Grainger, 

piano) 

— Grainger: English Dance (for two 

pianos, six hands) 

Sandby: Love Song, Solemn Chant 

Grainger: Danish Folk Songs: 

‘The Two Sisters’, ‘Husband and 

Wife’, ‘The Power of Love’, ‘The 

Old Woman at the Christening’; 

Willow Willow; Died for Love; 

Shallow Brown; Lord Peter's 

Stable-Boy 

Sandby: The Elfin Knoll, 

Norwegian Spring-Dance, Song of 

the Dale  

29 December 1925 Cello Concerto* Aeolian Hall, New 

York City 

Orchestra of 76 players 

assembled by Grainger, 

Glee Club of Nutley, 

Herman Sandby 

(cello) 

Percy Grainger, 

Herman Sandby 

Balfour Gardiner: Shepherd 

Fennel's Dance 

Grieg: Excerpts from 'Album for 

9
6
 



 

 

 

New Jersey 

Orpheus Club of 

Newark, New Jersey 

 

and Frank 

Kasschau 

Male Voices' Op. 30 

Sandby: Sea Mood 

Curtis: Negro Folksongs 

Sowerby: Concerto for Pianoforte 

9 March 1926 Dance Rhapsody 

(two piano arr.) 

St. Paul, Minnesota Lecture Recital on 

Anglo Saxon Music 

Percy Grainger — Grainger: Children's March 

Guion: How Dy Do, Miss 

Springtime  

Grainger: The Pretty Maid Milkin' 

Her Cow   

Harriet Ware: The Fountain 

Grainger: Zanzibar Boat Song 

John Alden Carpenter: Concertino 

for Piano and Orchestra (Third 

Movement, piano arrangement) 

16 April 1926 Dance Rhapsody 

(two piano arr.) 

Schubert Club, 

Schenectady, New 

York 

Lecture Recital on 

Anglo Saxon Music 

Percy Grainger — Scott: Symphonic Dance no. 1  

Curtis: Negro Spirituals arr. 

Grainger  

John Alden Carpenter: Concertino 

for Piano and Orchestra (two 

pianos) 

Grainger: Kipling Settings (‘The 

Widows Party’, ‘Danny Deever’, 

‘Tiger-Tiger’, ‘Anchor Song’) 

Scott-Grainger: The Lads of 

Wamphray 

30 April 1926 Song of the High 

Hills 

Philharmonic 

Auditorium 

Los Angeles Oratorio 

Society 

— Percy Grainger Balfour Gardiner: Shepherd's 

Fennel's Dance  

Grainger: Father and Daughter, 

Irish Tune from County Derry, 

Marching Song of Democracy 

7 August 1928 Brigg Fair Hollywood Bowl, 

Los Angeles 

Bowl Orchestra 

(presumably)  

— Percy Grainger Grieg: Three Symphonic Dances 

(Nos. 1, 2 & 4 of Four Symphonic 

Dances, Op. 64)  

Sandby: ‘Andante Amoroso’ from 

Second String Quartet for string 

9
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orchestra 

Howard Hanson: Nordic 

Symphony  

Grainger: Colonial Song, 

Shepherd's Hey  

11 August 1928 On Hearing the 

First Cuckoo in 

Spring  

Summer Night on 

the River 

Hollywood Bowl, 

Los Angeles 

Bowl Orchestra 

(presumably)  

— Percy Grainger Svendsen: Coronation March, 

Op. 13  

Faure: Pavane for Small 

Orchestra  

Grainger: Mock Morris, The 

Power of Love, Lord Peter's 

Stable Boy. Handel in the Strand 

Scarlatti: The Quiet Brook arr. 

Grainger 

Grieg: Peer Gynt Suite no. 1  

Goldmark: A Negro Rhapsody. 

3 March 1932 Piano Concerto Orchestra Hall, 

Chicago 

Chicago Symphony 

Orchestra 

Percy Grainger Frederick Stock Grainger: Danish Folk Music 

Suite (‘Lord Peter's Stable Boy’, 

‘The Nightingale and the Two 

Sisters’, ‘Jutish Melody’)  

4 March 1932 Piano Concerto Orchestra Hall, 

Chicago 

Chicago Symphony 

Orchestra 

Percy Grainger Frederick Stock Grainger: Danish Folk Music 

Suite (‘Lord Peter's Stable Boy’, 

‘The Nightingale and the Two 

Sisters’, ‘Jutish Melody’) 

7 March 1932 On Hearing the 

First Cuckoo in 

Spring 

  

Air & Dance for 

Strings 

Plainfield High 

School Auditorium 

Plainfield Symphony 

Society 

—  

 

Percy Grainger Haydn: Symphony in G  

J. S. Bach: Blithe Bells arr. 

Grainger 

Grainger: Handel in the Strand, 

Green Bushes, Lord Peters Stable 

Boy, Jutish Melody 

Sandby: Elf Hill 

3 April 1933 Dance Rhapsody New York 

University 

—  

 

Percy Grainger —  

 

J. S. Bach: Fugue in A minor  

Saint-Saens: Evening Reverie  

Scott: Symphonic Dance no.1 
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