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EDWARD ELGAR (1857-1934)

NBC Symphony Orchestra / Arturo Toscanini a

Gregor Piatigorsky cello b

New York Philharmonic-Symphony Orchestra b c   
John Barbirolli b; Artur Rodziński c 

Cello Concerto in E minor, Op.85 b  26:08
br	I: Adagio – Moderato  6:50
bs	II: Lento – Allegro molto  4:40
bt	III: Adagio  4:32
bu	IV: Allegro – Moderato – Allegro, man non troppo – 10:06 
     Poco più lento – Adagio  

Falstaff, Symphonic Study in C minor, Op.68 c **  26:00
cl	I. Falstaff and Prince Henry  3:00
cm	II. Eastcheap-Gadshill – The Boar’s Head, revelry and sleep  10:04
cn	Dream Interlude  2:22
co	III. Falstaff’s march – The return through Gloucestershire  1:38
cp	Interlude: Gloucestershire. Shallow’s orchard  1:49
cq	IV. King Henry’s progress – 7:05 
      The repudiation of Falstaff, and his death

                                                                     Total duration:  78:55

           *First appearance on CD   **First commercial release

Variations on an Original Theme  26:45 
“Enigma”, Op.36 a * 
1	Theme  1:16
2	Variation I (C.A.E.)  1:37
3	Variation II (H.D.S-P.)  0:42
4	Variation III (R.B.T.)  1:18
5	Variation IV (W.M.B.)  0:27
6	Variation V (R.P.A.)  1:40
7	Variation VI (Ysobel)  1:14
8	Variation VII (Troyte)  0:58
9	Variation VIII (W.N.)  1:24
bl Variation IX (Nimrod)  2:54
bm	Variation X Intermezzo (Dorabella)  2:27
bn	Variation XI (G.R.S.)  0:53
bo	Variation XII (B.G.N.)  2:14
bp	Variation XIII Romanza (***)  2:25
bq	Variation XIV Finale (E.D.U.)  5:10
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 When Elgar was at the peak of his creative powers at the beginning of the 
20th century he was well known and widely performed in America. Some 

American premieres of signature works came a year or two after their world 
premieres, but many came only months later. The notable conductors who 
championed him were Theodore Thomas and Frederick Stock in Chicago, and 
Frank and Walter Damrosch in New York.

Elgar made four tours of America – in 1905, 1906, 1907 and 1911 – and by the 
end of his third visit he had tired of this “unlovely place”, but the chance to make 
considerable amounts of money could not be passed up. For his Cincinnati tour 
of 1906 Elgar demanded and received a fee of £1,000 – approximately £120,000 
($155,000) in today’s money. 

The officials of the Cincinnati Music Festival wrote to Elgar’s publisher saying 
incredulously, “never has such a price been paid for a composer before this”. 
However, this one windfall was offset by the 1907 tour when Andrew Carnegie 
reneged on his previously agreed-to fee for Elgar’s presence in Pittsburgh for the 
inauguration of the Carnegie Institute’s Music Hall and the awarding to him of an 
honorary Doctor of Laws degree. According to a letter from Elgar to his publisher, 
“He told them [the Damrosch brothers] he was paying me 600£ ($3000) to come. 
Now he [Carnegie] refuses to pay any of his ‘guests’ more than 16£ (lowest possible 
fare!) each way & they are all at much expense!” In the end it appears all that Elgar 
received from Carnegie was $276 ($7,400 in today’s money) which also included 
his conducting fee for two performances in the Music Hall. Following this episode, 
he was “not disposed to let America have anything cheap”. His view of the country 
had changed for the worse.

Elgar at home in 1906 

with his Griffin “George” 

(bottom-left) gifted 

to him by Ottawa 

Cathedral organist 

Charles Harris who 

brought the composer 

to Canada in 1911
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“Unlovely” though he saw it and “treated… badly” as he perceived himself to have 
been, Elgar made important and life-long friends in America. One was Professor 
Samuel Sanford of Yale University, which offered Elgar an honorary Doctor of 
Music in 1905. This event saw the beginning of an American graduation tradition 
that continues to this day (at all grade levels) of the playing of the trio of Elgar’s 
Pomp and Circumstance March in D. Another close friendship was established 
with Mrs. Julia Worthington, friend of Professor Sanford, in New York. The Elgars 
often stayed at her apartment in Manhattan and would go to her country home to 
escape the “beastly” heat and humidity of New York summers. 

During Mrs. Worthington’s frequent travels to the UK, she and the Elgars saw each 
other frequently with Sir Edward particularly establishing affection for her, giving 
her the nickname ‘Pippa’ and dedicating the part song Deep in my Soul (Op.53 
No.2) to her. According to Dora Penny (‘Dorabella’ of the Enigma Variations) Lady 
Elgar revealed to her that ‘Pippa’ was the name of the soul enshrined in the Violin 
Concerto. W.H. Reed, lifelong friend of Elgar and leader of the London Symphony 
Orchestra, even goes so far as to suggest that it is Julia Worthington who is the 
unnamed subject of Variation XIII, “(***)”, of the Enigma Variations (an odd assertion 
since Elgar and ‘Pippa’ had not met at the time of the variation’s composition).

During those four American tours, Elgar made visits to New Haven, Boston, New 
York, Cincinnati, Pittsburgh, Buffalo, Rochester, Indianapolis, Chicago, Milwaukee 
and St. Paul while also crossing the border to Toronto, Canada.

After the deaths of Elgar’s champions, performances of his music in America 
became less frequent with some works having to wait for many years before 

they were heard again. Elgar, both at home and abroad, was increasingly 
being seen as belonging to a by-gone era, with one New York Times reviewer 
commenting on a performance of the Cello Concerto: “it is more truly a product 
of the last century”. Still it is surprising to realize that this concerto, so popular 
today, was written in 1919 but had to wait until 1940 for its first performance 
by the New York Philharmonic-Symphony Orchestra. It is this performance, with 
cellist Gregor Piatigorsky, that is heard on this disc.

By far the most popular 
work of Elgar’s in America 
in the first decade of 
the 20th Century, as 
it still is today, was his 
Variations on an Original 
Theme “Enigma”, given 
its American premiere 
on 3 January 1902 
with Theodore Thomas 
conducting the Chicago 
Orchestra.  I ts f irst 
performance in New York 
was at the Philharmonic 
concert of 23 March 
1906 with Fritz Steinbach 
conducting. One New 
York performance that A 1906 Carnegie Hall programme notice featuring  

Variations on an Original Theme "Enigma"
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would have been fascinating to hear was that of 29 November 1910 when 
Gustav Mahler conducted it with the Philharmonic. Mahler also conducted 
three of Elgar’s Sea Pictures in February 1911 with Louise Kirkby-Lunn as soloist. 
Performances of the Enigma Variations in Chicago and New York continued 
regularly up to the present day.

Arturo Toscanini was an admirer of Enigma and conducted it with the 
Philharmonic and with the NBC Symphony Orchestra. Five recorded NBC 
broadcasts with Toscanini conducting survive, but oddly, despite familiarity 
with the work and an orchestra of top American musicians, three of the five 
have egregious mistakes. For instance, in the performance of 18 November 
1945 there is a nearly complete breakdown at the end of Variation III, “(R.B.T.)”, 
when some of the orchestra observed the repeat and some did not, resulting 
in an ambiguous end to the variation and a ragged and tenuous beginning to 
Variation IV, “(W.M.B.)”. However, here we have the fleet, error-free performance 
of 5 November 1949, previously unissued on CD. The one-hour broadcast began 
with Beethoven’s Symphony No.2 in D major.

Another widely performed work of Elgar is the Cello Concerto. It was given its US 
premiere in Carnegie Hall on 21 November 1922 by Leopold Stokowski and the 
Philadelphia Orchestra with the celebrated Belgian cellist Jean Gérardy as soloist. 
Notwithstanding Gérardy’s fame, the pairing was inopportune for Felix Salmond, 
the concerto’s premiere soloist and collaborator with Elgar from the work’s 
inception, since he was living and teaching in New York and had made his solo 
debut there on 29 March of that year at the Aeolian Hall. Salmond was a devoted 
Elgarian having already premiered both the composer’s String Quartet and Piano 

Quintet. Realizing that he would have to teach to achieve a comfortable living, 
he took positions at the Juilliard School in New York and at the Curtis Institute in 
Philadelphia. He subsequently became in demand as soloist in Richard Strauss’s 
Don Quixote and the Brahms Double Concerto for Violin and Cello. He was finally 
presented with an opportunity in 1924 to play the Elgar concerto with Willem 
Mengelberg conducting the Philharmonic, but the organizers, not trusting Elgar’s 
box office draw, insisted he play Dvořák’s concerto instead. He finally played 

Gregor Piatigorsky in 1940, the year he performed the Cello Concerto in Carnegie Hall
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the Elgar on 16 March 1930 
with Artur Bodanzky and the 
Metropolitan Opera Orchestra. 

All through his time in America, 
and up until Elgar died in 1934, 
Salmond and Elgar corresponded 
cordially and met socially and 
professionally when Salmond 
would return to England. A 
touching reply to a letter from 
Elgar in April 1923 seems to set 
the record straight as to whom 
Elgar preferred in his concerto – 
“You can’t think how very proud 
I am to have your friendship & to 
know that you, above all others, 
consider me the best interpreter 
of your Concerto!” Still, one 
wonders why Salmond later 
abandoned the concerto during 
his time in America. According 
to many of his students at the 
Curtis Institute, Salmond never 
mentioned the Elgar concerto, 
let alone taught it. Perhaps it 

was the lasting, stinging memory of an ill-rehearsed premiere, the reluctance 
of American orchestras to engage him, and of not being the first to record the 
concerto with Elgar?

Following its 1922 American premiere it became a relative rarity, at least in 
New York, and was not performed next until 27 November 1938, albeit in an 
arrangement for viola with Zoltan Kurthy, then the Philharmonic’s principal violist, 
as soloist and John Barbirolli conducting the New York Philharmonic-Symphony 
Orchestra. (This arrangement, sanctioned by Elgar, was made by the British 
violist Lionel Tertis in 1928.) The performance on this disc is the second of two 
performances by Gregor Piatigorsky in its intended version for cello and orchestra, 
a first at the Philharmonic. It was not performed again at the Philharmonic until 
30 March 1967 with Lorne Monroe, then the principal cellist, William Steinberg 
conducting. Since Piatigorsky never recorded the concerto commercially, and 
although he did two London performances broadcast by the BBC (1933 and 1939), 
this is the only known recording that exists of him playing this concerto. 

It is a mystery why Artur Rodziński would choose a work by Elgar, and a rarity 
at that, for his inaugural performance as Permanent Conductor of the New York 
Philharmonic-Symphony Orchestra in October 1943. As far as I have been able to 
determine he had never conducted Falstaff Symphonic Study in C minor before or 
since, at least not in America. This is a work that still, even in this period of Elgar’s 
resurgence, demands much of the listener, not only in the musical sense but also 
in the literary sense. How many of us know the person of Shakespeare’s Falstaff, 
and not the Falstaff of The Merry Wives of Windsor but of Henry IV and Henry V? We 
must know this Falstaff if we are to understand the working-out that Elgar makes 

A Carnegie Hall programme notice featuring the  
Cello Concerto performed by Gregor Piatigorsky  

and conducted by Sir John Barbirolli



10 11

in his “Symphonic Study”. Certainly, in America in 1943, few concert-goers did, and 
this included the reviewer of this concert from the New York Times, the venerable 
Olin Downes, who wrote: “it is very poor and labored music, and it was mercilessly 
shown up by the precise, vivid and masterful orchestration of Ravel [Daphnis et 
Chloé] which followed”. 

Even if one were familiar with the person of Falstaff how could one in 1943 prepare 
for a performance of the piece? There was only one recording available, made by 
Elgar himself in 1932, and to find Elgar’s published analytical notes would have 
been difficult even if one knew they existed – plus it had not been performed by the 
Symphony Society since 1917. Much work in advance would have to be done. Even 
the dedicatee, the conductor Sir Landon Ronald, admitted that he could “never make 
head or tail” of it. The program notes for this first performance by the Philharmonic 
give a very superficial outline of the work, citing four sections and five themes but 
little else in the way of drawing analogies between themes and characters.

It is not my intention here to present a thesis on Falstaff but to point out what 
an odd choice it was for Rodziński to present it at such an important moment in 
his career. Surely he couldn’t have expected his audience to be prepared for it. 
One wonders if he himself was “up to snuff”. It is this unique performance that is 
presented here for the first time in any form. 

Although Rodziński was not what one would consider by any means to be an 
Elgarian, in America he did conduct the Enigma Variations and the Introduction and 
Allegro in Cleveland and Los Angeles along with Polonia in Cleveland and Chicago. 
There are no records of him having conducted any Elgar with the Philadelphia 
Orchestra, where he was the assistant conductor from 1925 to 1933.

Falstaff would not be performed 
by the Philharmonic again until 
William Steinberg performed it 
in February 1968 and only once 
since then by Andrew Davis 
in May 1983. Be that as it may, 
many Elgarians, as did Elgar 
himself, consider Falstaff his 
finest achievement. 

Those familiar with Elgar’s 
Falstaff will surely have noticed 
that this performance is 
appreciably shorter than usual. 
Approximately 36 minutes can 
be expected in a typical full 
performance – this one takes 
26. Obviously, cuts were made 
and we can never be sure why. 
Was it time constraints in the 
broadcast slot? We do know 
that the regular time-slot for 
Philharmonic broadcasts was 90 
minutes, not the shorter one-
hour for the NBC Symphony 
Orchestra. The order of 

A Carnegie Hall programme notice featuring  
Falstaff conducted by Artur Rodziński
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broadcast on that day was Bach/Respighi Chorale-Prelude Wachet auf, ruft uns 
die Stimme, Brahms’ Symphony No. 2 and last, Elgar’s Falstaff. Common timings 
for the Bach (five minutes) and Brahms (42 minutes) combine for less than 50 
minutes, which, taking into consideration announcements and advertisements, 
would barely leave time for an uncut Falstaff. So the question is why? Was it 
Rodziński’s decision, similar to the practice at the time of cutting Rachmaninoff’s 
Second Symphony, or time constraints?

For those interested in the details, the cuts (291 bars) are as follows, referencing 
the rehearsal numbers (hereafter ‘#’) in the Novello-published full score of Falstaff:

1.  3 mm after #21 to #28 beat 3 (60½ mm)
2.  5 mm after #55 to #59 (26 mm)
3.  Repeat sign at #61 not observed (32 mm)
4.  #90 to 8 mm after #94 (41 mm)
5.  4 mm after #96 to #102 (50 mm) –  
 additionally the horns are deleted in the third m of #96
6.  2 mm before #104 to 3 mm after #106 (20 mm)
7.  2 mm before #132 to 8½ mm before #137 (61½ mm)

 Total cuts: 291 mm
Lani Spahr © 2019
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“I thought this album was strictly for nerds. Then the tears sprang to my eyes.”
Norman Lebrecht

Both of these recordings have been made possible by the incredible work of 
the musician and master recording engineer of historic reissues, Lani Spahr. 
They are essential listening for those that love the music of Elgar and have an 
interest in historical performance practices.

An anthology of forgotten recordings.

Including Elgar conducting in stereophonic sound, thanks to the use of two 
recording machines and microphones. The recordings have been painstakingly 
synchronised and remastered by Lani Spahr.
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