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Sasha Karpeyev’s piano recital (tracks 2-13) celebrates the Club’s rich musical heritage with works 
by twelve Savilian composers of the nineteenth and twentieth centuries; the programme takes a 
circular path chronologically, from late romanticism to twentieth-century modernism and back 
again. Two Savilian trumpet fanfares (tracks 1 and 14) frame the recital.  
 
Corrections and recollections are welcome and will be incorporated. Please contact Jeremy Barlow 
at jrmybarlow@gmail.com .  
 
The notes are in four sections: 
i. The music 
ii. The composers 
iii. Sasha Karpeyev 
iv. Sources consulted 

 
i. The music 
 
1. Julian Anderson  
Fanfare: SC-GH (Savile Club-Gavin Henderson), (2018) 
Sam Pierce, Bradley Jones (trumpets) 
 
Savilian Julian Anderson composed ‘SC-GH’ for the Savile’s 150th anniversary. The letters stand for 
Savile Club and Gavin Henderson; translated into notes, they form the opening musical motifs: ‘S’ = E 
flat (from the German Es), and ‘H’ = B natural, again from German nomenclature. At the end, 
Anderson alludes to Malcolm Arnold’s ‘Savile Centenary Fanfare’ (track 14).  
 
2. Sir Charles Hubert Parry (1848-1918, member 1886-1918) 
Prelude (from the suite Hands Across the Centuries, 1918) 
 
Composed near the end of his life, the suite Hands Across the Centuries reflects Parry’s scholarly 
interest in music of the past. The movements following the Prelude have the titles of a baroque 
suite, but with whimsical additions: The Passionate Allemande, The Wistful Courant and so on. The 
musical style throughout belongs to the late nineteenth century.    
 
3. Roger Quilter (1877-1953, member 1906-1921)  
In a Gondola (from Two Impressions, Op. 19, published 1920) 
 
Quilter composed this impressionistic piece early in 1914, following a trip to Venice the previous 
year. The First World War then intervened and the piece was not published until 1920, along with its 
companion ‘Lanterns’. 
      
4. Herbert Howells (1892-1983, member 1922-1939 , 1957-1983)  
Procession, Op. 14 (1918) 
 
This early piece may come as a surprise to those who know Howells from his liturgical music and 
works influenced by the pastoral tradition of Vaughan Williams. The heading to the piano score 
states ‘Howells claimed that the principal theme came to him in a dream, in which he found himself 



in a big Russian city, and Procession depicts the approach of a large and potentially hostile crowd 
with a marked sense of menace.’ The recent revolution in Russia may have triggered Howells’s 
dream. The composer’s orchestral arrangement followed four years later; Howells dedicated the 
piano version to fellow Savilian Arthur Benjamin (see track 7). 
 
 
 
5. Francis Chagrin (1905-1972, member 1967-1972)  
Suite Roumaine: Allegro con spirito, Moderato, Allegro (1950) 
 
Chagrin’s output ranged from TV adverts to large-scale orchestral works. He dresses up the folk 
tunes of his native Romania in a highly dissonant manner, a reflection perhaps of his involvement in 
founding what became the Society for the Promotion of New Music (SPNM). 
            
6. Sir Malcolm Arnold (1921-2006, member 1956-2006)  
Variations on a Ukrainian Folk Song, Op. 9 (1944): Theme (Andante con molto espressivo), I Molto 
agitato, II Allegro vivace, III Piu mosso, IV Allegretto, V Interlude (Andante), VI Vivace, VII Allegretto 
semplice, VIII Presto, IX Andantino cantabile, X Fantasia (Con fuoco). 
 
The centrepiece of Karpeyev’s recital, this powerful early work demonstrates Arnold’s ability to build 
a coherent whole from eclectic ingredients; disparate sources here include, among others, a 
reference to Brahms’s Variations on a Theme of Handel (Variation V) and a rumba (Variation VII).  
Arnold dedicated his Variations to the Canadian-born violinist and pianist John Kuchmy, who had 
suggested the idea for the work. 
                
7. Arthur Benjamin (1893-1960, member 1935-1939, 1946-1960)  
Scherzino (1936)  
 
Best known for his Jamaican Rumba, Benjamin dedicated the virtuosic ‘Scherzino’ to concert pianist 
Irene Kohler, his former pupil at the Royal College of Music; Kohler often played the piece as an 
encore.  
                 
8. William Alwyn (1905-1985, member 1948-1985)  
Night Thoughts (1940)  
 
 Alwyn headed his score with a quote from Walt Whitman’s collection of poems Drum-Taps, based 
on the author’s experiences of the American Civil War eighty years earlier: 
 ‘By the bivouac’s fitful flame,  
 A procession winding around me, solemn and sweet and slow’ 
The poem goes on to describe thoughts aroused by the silence of an army encampment at night, ‘of 
life and death, of home and the past and loved, and of those that are far away.’ Alwyn’s experiences 
as an Air Raid Warden during World War Two may also have influenced the mood of the piece. He 
dedicated ‘Night Thoughts’ to fellow Savilian Peter Latham, an author and music lecturer at the 
Royal College of Music.  
                       
9.Virgil Thomson (1896-1989, member 1974-1980)  
Musical Portraits: Dominique Nabokov (Round and Round), Christopher Cox (Singing a Song), Bill 
Katz (Wide Awake) (from Nineteen Portraits, 1981)  
  



Virgil Thomson composed 140 musical portraits and for most of them he asked his subjects to sit as 
if he were painting them. He would then compose the portrait on the spot, through a process of 
what he called ‘disciplined spontaneity’.  
 Dominique Nabokov was the fifth wife and widow of the Russian-born composer Nicolas 
Nabokov (a cousin of the novelist Vladimir Nabokov); the piece is to be played ‘mechanically’. The 
portrait of Christopher Cox on the other hand is marked ‘dolce, espressivo’; Thomson writes that Cox 
was ‘a boy from Alabama ... the portrait is a kind of Southern sentimental tune. The Southerness 
shows up there’. The third portrait depicts Bill Katz, ‘a director and decorator of modernistic ballets’ 
according to Thomson; hence perhaps the dissonance, which results from the imitation of the 
cheerful opening melody a semitone lower in the bass. Thomson explained the subtitle ‘Wide 
Awake’ with the remark ‘his eyes stay open like that’. 
                     
10. Sir William Walton (1902-1983, member 1945-1974)  
Popular Song (from Façade, 1922), arr. Roy Douglas (1942) 
 
At Oxford in the 1910s Walton met Sacheverell Sitwell; he was taken up by the family and lodged at 
their house in Chelsea. There, in January 1922, he conducted the first performance of  Façade – An 
Entertainment, in which Edith Sitwell, Sacheverell’s sister, recited her poems through a megaphone 
over Walton’s music for chamber ensemble. The public premiere a year later brought notoriety to 
both, but established Walton’s name. The composer later arranged the music into suites, without 
the recitation. 
  Roy Douglas worked with Walton over many years, assisting in the orchestration of the 
latter’s film scores. Walton disliked the piano, so Douglas skilfully reduced the counterpoint of 
Walton’s score for ‘Popular Song’ to a challenging piano solo. He died in 2015 at the age of 107. 
         
11. Henry Balfour Gardiner (1877-1950, member 1906-1915) 
 Shepherd Fennel’s Dance (1911) 
 
Gardiner’s inspiration for the piece came from fellow Savilian Thomas Hardy’s short story ‘The Three 
Strangers’ (see notes on the composers below). The tale, set in the 1820s, unfolds at a christening 
party given by Fennel and his wife in their remote cottage. Dancing takes place and goes on for 
longer than the hostess intended because a guest gives the musicians – a fiddler and serpent 
(precursor of the tuba) player – a crown to continue playing. The gentle middle section represents 
the harmonious relationship between Fennel and his wife.  
   
12. Sir Edward Elgar (1857-1934, member 1919-1928)  
In Smyrna (1905); Serenade in G (published 1932) 
 
In 1905 Elgar, at the height of his fame, embarked on a Royal Navy cruise to the Mediterranean with 
friend and patron Frank Schuster, who knew the Commander in Chief of the Mediterranean, Admiral 
Lord Charles Beresford. During the trip Elgar attended a reception given by the British ambassador to 
Turkey; the large and ancient coastal city of Smyrna is now known in Britain by its Turkish name, 
Izmir. 
 The Serenade in G appeared in print towards the end of Elgar’s life, but it was probably 
composed much earlier. Elgar dedicated the piece to an old Worcester acquaintance, John Austin, 
who had helped with copying parts of The Apostles in 1903 and the Violin Concerto in 1910. 
               
13. Sir Charles Villiers Stanford (1852-1924, member 1884-1924 )  
A Reel; The Leprechaun’s Dance (from Four Irish Dances, Op. 89, 1903), arr. Percy Grainger 
(published 1912) 
 



The eccentric Percy Grainger, a brilliant pianist, revealed in notes for a memoir how his virtuosic 
arrangements of Stanford’s Irish Dances came about:  ‘There is no doubt that Stanford had some real 
love for me. My inborn weakness makes me a dish for old men [Grainger was bisexual]. He asked me 
to look in & see him any and every Sunday morning when I could. ... One of these Sunday mornings, 
there he was dishing up his ‘Four Irish Dances’ for piano solo – easy grade. Sunday school stuff. ... I 
could not forbear saying that I thought such pieces should be pianised in a sparkling, show-off sort of 
way. ... So Stanford said: “Very well. You do them. You’re the man to do them”. And I did.’ Grainger 
played two of the arrangements at a London concert in 1905, and then went on to play the set some 
300 times on tour in 1907-8.  
 The score of ‘The Leprechaun’s Dance’ is headed ‘A Leprechaun is a tiny man-fairy who 
wears a tall hat and knee breeches’. 
  
14. Sir Malcolm Arnold  
Savile Centenary Fanfare (1968) 
 
 Arnold’s fanfare for the Club’s centenary in 1968 is written entirely on the note C, standing perhaps 
for Centenary, Club and Convivium. The concluding section, marked ‘maestoso’ and ‘sonoramente’, 
takes as its rhythm the opening bars of the national anthem. 
  



 
 

ii. The composers, in order of election to the Savile Club 
 
The following notes focus primarily on the composers’ relationships with the Club and each other. For further background, 
see the list of sources below, and in particular Garrett Anderson’s Savile Club history “Hang Your Halo in the Hall!”. 
Anecdotes that are given fuller treatment in Anderson’s book have the reference HYH, followed by the page number(s). 

  
Charles Villiers Stanford (track 13), the first composer in Sasha Karpeyev’s recital to be elected, 
stands as a key figure in the Savile’s musical history. He had a huge influence on the next generation 
of British composers, while his acquaintanceship with Brahms connected him to broader European 
musical culture; last but not least, as a keen bridge player he frequented the Club for forty years. 
Born in Dublin, Stanford started composing at the age of six and gave his first piano recital in the 
family house aged nine. He made his name in England at Cambridge University where, among other 
distinctions, he was appointed organist of Trinity College at twenty-one. His entry in the Candidates’ 
Book overflows with the names of almost fifty supporters from a variety of professions, including 
poet and literary critic Edmund Gosse, architect Eustace Balfour and zoologist Ray Lankester. Under 
‘Profession or Position’ he proclaims himself ‘Professor of Composition and director of the 
Orchestral School at the Royal College of Music’, and gives his address as Trinity College Cambridge. 
The RCM had only just been founded and Stanford, just into his thirties, naturally flaunted his new 
appointment. It was the post that made him such an influential force in British music; he taught 
more than forty composers at the College, including Savilians Herbert Howells, Arthur Benjamin, Sir 
Arthur Bliss, Thomas Wood and Edward Dent (the latter better known as a Cambridge musicologist). 
Stanford’s proposer, A. G. Dew-Smith, also came from Cambridge; he was rich, had rooms in Trinity 
and co-founded the Cambridge Scientific Instrument Company with Horace Darwin, who also knew 
Stanford. Oddly enough, Horace Darwin was the only one of Charles Darwin’s five sons not to join 
the Savile. 
 The support for Stanford’s membership – far greater than for any other composer – reflects 
his warmth and charm, well portrayed in the Spy cartoon that hangs in the Club. He was generous 
too; for example, he often conducted works by his potential rivals Hubert Parry and Edward Elgar. 
But he spoke his mind, had a quick temper and could give great offence, either directly or through 
letters written in the heat of the moment. He later fell out spectacularly with both Parry and Elgar, 
though he continued to conduct their music.  
 Unsurprisingly, pupils felt the two sides of his personality. Howells relates that Stanford 
called him his ‘son in music’ and told him that he was ‘probably the only pupil who hadn’t 
experienced the rough edge of his tongue’. Arthur Bliss on the other hand wrote ‘I prefer to forget 
the hours I spent with Stanford; they were not many and from the first moment when he scrawled 
on my manuscript “He who cannot write anything beautiful falls back on the bizarre,” I felt the lack 
of sympathy between us’. But another pupil wrote that Stanford’s favourite comment, ‘this is 
damned ugly my boy’, might be ‘given in such dulcet tones and with such a gentle motion of the 
eyelid that it came to be regarded almost as a tribute of affection’. 
 Stanford suffered mental decline in his last years, which evidently affected his bridge 
playing; the renowned baritone, Savilian Harry Plunket Greene (Parry’s unhappily married son-in-
law), wrote ‘All honour to those good men of the Savile who played with him and followed his pace 
and never said a word’. Greene also related how Stanford, late in 1922 and just over a year before 
his death, left the Club’s Piccadilly address one evening after playing bridge and disappeared into 
thick fog. Traffic had stopped and it seems he was unable to hail a cab. An hour later a stranger 
brought him back to the Club; he had been found, lost and confused, only a few yards around the 
corner in Down Street (HYH, 220). Thomas Wood wrote that after World War One ‘he was not the 
Stanford of the legends. The old truculence was there, but not the warmth or the tenderness or the 
wit ... I found him bitter’.  



 Hubert Parry (track 2) joined the Club two years after Stanford, in 1886. In the Candidates’ 
Book he signed himself simply as ‘Musician & Composer, “Choragus” of the University of Oxford.’ He 
had been appointed alongside Stanford at the RCM as Professor of Musical History, but the Oxford 
post, which entailed examining and lecturing duties, had come more recently. His supporters, 
though fewer in number than Stanford’s, include several distinguished names, among them Robert 
Bridges, future poet laureate, novelist Henry James, British Museum curators Sidney Colvin and 
William Barclay Squire, and Stanford himself. A surgeon, Edward Bellamy, proposed him. Robert 
Bridges collaborated with Parry in several vocal works and also suggested that he set William Blake’s 
words for ‘Jerusalem’. Later in life Parry scarcely used the Club; it seems he preferred the 
Athenaeum. In a letter to the conductor Adrian Boult, a candidate for membership in 1915, he wrote 
‘I shall be very glad if I can be of any use in connection with your candidature for the Savile. I am not 
much good as a member as I never use it, and have not been inside it half a dozen times in the last 
10 years’. 
  Stanford’s falling out with Parry resulted from the latter’s appointment in 1905 as Director 
of the RCM. This placed him above Stanford, who at first welcomed the appointment with typical 
generosity: ‘Dear old man it is the greatest pleasure I could have to be under your thumb.’ But 
relations deteriorated when Stanford expected Parry to accede to his every demand, and matters 
came to a head in 1916 when it was discovered that Stanford had claimed for composition lessons 
that he had not given. His pupils had greatly decreased in number because of the war and, unlike 
Parry, he did not receive a salary, but was paid by the lesson; furthermore, he did not possess Parry’s 
inherited wealth. As a result, he found himself in financial difficulties and had to move to a smaller 
house (Stanford, a Protestant Tory, called the free-thinking, left-leaning Parry a ‘Plutocratic Radical’). 
The two exchanged angry letters and a partial reconciliation only took place through the mediation 
of Stanford’s wife. Perhaps Stanford’s habitual presence at the Savile deterred Parry from going 
there more often. Like Stanford, Parry had charisma, but in quite a different way, he exerted power 
through quiet charm rather than extrovert force. 
 Twenty years after Parry’s election, Stanford’s signature appears again, supporting the 
proposals of Roger Quilter (track 3) and Henry Balfour Gardiner (track 11). The pair knew each other 
and were elected simultaneously in January 1906; both possessed considerable inherited wealth and 
used it generously to support musical causes and fellow composers. Unlike Parry, a workaholic 
despite his wealth, the lack of pressure to earn a living may have contributed to Quilter and 
Gardiner’s relatively small outputs. Quilter, born just a week before Gardiner, is best remembered 
for his exquisite songs, but he also left a small quantity of piano and instrumental music. His 
proposer, the renowned tenor Gervase Elwes, made his name through taking the title role in Elgar’s 
Dream of Gerontius on many occasions. He also promoted Quilter’s songs and brought him to public 
attention. Elwes too came from a privileged background and Quilter had stayed with him on the 
family estate the summer before his election to the Savile. There he composed his song cycle To 
Julia, based on poems by Herrick; he dedicated the work to Elwes and the pair gave the first 
performance in October 1905, just after Elwes had proposed Quilter for the Savile. Elwes was much 
mourned after his death in 1921, resulting from a train accident in America, and Quilter helped to 
endow a charity for musicians in his name; the charity was later renamed The Musicians Benevolent 
Fund (now Help Musicians UK). Supporters for Quilter’s membership included Harry Plunket Greene, 
a friend of Elwes, and Robin Legge, influential music critic of the Daily Telegraph; Legge also 
supported the elections of Gardiner, Elgar and Howells. Thanks to Legge incidentally, the journal 
Gramophone had its origins at the Savile. Over a game of snooker at the Club in 1922 with author 
Compton Mackenzie, he suggested that the latter should write an article for the Telegraph on the 
gramophone. The article spurred Mackenzie into founding the journal a year later. 
 Two years after Gardiner joined the Savile he had the idea of writing a one-act opera based 
on fellow Savilian Thomas Hardy’s short story ‘The Three Strangers’. He wrote to Hardy, who was not 
encouraging, partly because the story had already been adapted as a play. Gardiner persisted 
however, and Hardy eventually sent him the play script. In thanking him, Gardiner wrote ‘I should 



like to write the opera in any case ... I wish I could have met you when you were in town: I was 
actually lunching at the Savile, & did not know of it till ten minutes after you had left the club.’ 
Although Gardiner never completed the opera, the project did lead him to compose ‘Shepherd 
Fennel’s Dance’ (Hardy’s story unfolds at Fennel’s house). Sir Henry Wood’s performance of the 
original orchestral version at a Prom in 1911 was an instant success and it became Gardiner’s most 
popular work; the composer dedicated his piano arrangement to Wood.  
 Gardiner’s most influential act of generosity was the series of eight concerts that he 
organised and paid for in 1912 and 1913. Held at the Queen’s Hall, the concerts promoted orchestral 
and choral works by younger British composers and helped secure several reputations, including 
those of Arnold Bax, Gustav Holst and Percy Grainger; Bax called the series ‘the most ambitious plan 
for the encouragement and dissemination of native work ever devised.’ Gardiner stopped 
composing in the 1920s and, with his nephew Rolf Gardiner (father of conductor Sir John Eliot 
Gardiner), took to reforestation on land he had bought in Dorset. Over the next forty years some 
three million trees were planted. 
 It took Sir Edward Elgar (track 12) just two months to be elected following proposal in 
November 1918 by his friend Sir Sidney Colvin; at the time the composer was working on his Cello 
Concerto and a few months after election he dedicated the completed work to the Colvins. New 
musical names appear among Elgar’s supporters, including the conductor Adrian Boult and musical 
historian C. S. Terry. Stanford also added his name, despite a rift between the two that had lasted 
fourteen years. It seems that Elgar took offence at a letter, contents unknown, from Stanford; he did 
not respond directly, but his inaugural lecture as Professor of Music at Birmingham University, ‘A 
Future for British Music’ included critical remarks about the state of music in the country, which, 
though generalised, were clearly aimed at Stanford. The latter realised he was the target and contact 
between the two ceased. Yet when Lady Elgar died, a year after her husband’s election to the Savile, 
Stanford, against doctor’s orders, attended her funeral in Malvern and, breaking down, said to 
Elgar’s colleague W. H. Reed, ‘Tell Elgar I had to come’. Elgar, still hostile, expressed his reaction in a 
letter: ‘Of Stanford’s presence I was unaware until after the ceremony ... I only regard it as a cruel 
piece of impertinence. For years (?16) he has not spoken to me and has never let me know why ... 
His presence last Saturday was a very clever trick to make it appear that after all, he is really a 
“decent fellow.”‘ As with Parry, a forced reconciliation eventually took place. Both composers 
attended a Parry commemoration at the Three Choirs Festival in 1922, for which Stanford had 
composed Fantasia on a Tune of Parry; there, Herbert Brewer, organist at Gloucester Cathedral, 
made the two shake hands. Although a member of the Savile for only nine years (he moved from 
London back to his native Worcestershire in 1923), Elgar served on Club committees from 1922 to 
1925, the period of Stanford’s final decline and death.  
 In 1922, not long before the lost-in-fog incident, Stanford’s signature – less legible now – 
appears among supporters for the election of Herbert Howells (track 4); his favourite pupil had 
recently recovered from a long period of ill health. Stanford’s encouragement of Howells had 
included conducting the premiere of his Piano Concerto no. 1 in July 1914, with another future 
Savilian, Arthur Benjamin, as soloist; unfortunately, critics condemned the work. However, two years 
later and thanks to Stanford’s encouragement, Howells’s Piano Quartet won an award in the first 
Carnegie Trust composition competition. While Howells was ill, the Trust had employed him to work 
on editing Tudor manuscripts, under Savilian musicologist C. S. Terry. Surprisingly, Terry’s name does 
not appear among Howells’s supporters. Those who did support him include artist Sir William 
Rothenstein, Adrian Boult and Harry Plunkett Greene. Rothenstein had recently drawn a portrait of 
Howells; he also drew portraits of Elgar, Parry and Stanford, the latter currently displayed in the 
Sandpit. Howells resigned from the Club in 1939, perhaps because of the war, but was re-elected in 
1957 and remained a member to his death, aged 90, in 1983.    
 Australian-born Arthur Benjamin (track 7), like his friend and colleague Howells, had two 
periods of membership. First elected in 1935, he left the Club together with Howells in 1939, but 
rejoined not long after the war ended. He had gained a scholarship to the RCM in 1911, where he 



studied under Stanford. In the First World War he served as a pilot, was shot down and captured. 
After a spell teaching in Australia he returned to England and in 1926 the RCM appointed him as a 
piano professor; his pupils included Britten. Before Arthur Benjamin’s election, Savilian composers 
had supplemented their incomes from composing – never secure, even for Elgar – through 
performing, teaching, adjudicating, examining and, in the case of Parry, Quilter and Gardiner, 
through private means. Benjamin, and all the remaining composers on the album, exploited a new 
and lucrative income stream: film music. His film scores include The Conquest of Everest, The Ideal 
Husband and Hitchcock’s The Man Who Knew Too Much. He also composed four operas, and a 
number of orchestral and chamber works; his music deserves wider recognition. Perhaps he was too 
easy-going in promoting himself; William Alwyn described him as ‘affable and urbane ... and with 
that endearing and unaffected boyish charm which makes his company such a great pleasure’. 
 After World War Two, the Savile not only attracted composers who wrote for film, but also a 
host of film, television and radio producers, too numerous to list here. Among them was Dallas 
Bower, who in 1944 had secured backing for Laurence Olivier’s film Henry V and brought in William 
Walton (track 10) to compose the music. Not long after, he proposed Walton for the Savile; 
supporters included Arthur Bliss, screen writer and song writer Eric Maschwitz, radio and television 
producer Val Gielgud, and the compiler of Savile snooker rules, Stephen Potter. A notable Savilian 
collaboration – and a major disappointment at its Covent Garden premiere – took place between 
Walton and author Christopher Hassall: the opera Troilus and Cressida. The work met with greater 
success in America; Walton attended its first performance in San Francisco and William Alwyn  
described him ‘as pleased as punch with its reception’. From the 1950s onwards, Walton spent 
increasing time at his house on the Italian island of Ischia and he left the Club in 1974, nine years 
before his death. 
 William Alwyn (track 8) was proposed for membership by the composer Hubert Clifford 
(although Clifford’s music is largely forgotten, he is remembered in Savile annals for a punch-up in 
the bar with ‘the rudest man in Britain’, television personality Gilbert Harding. Both ended up on the 
floor, blood was spilt and the police were called (HYH, 330-1). Alwyn wrote extensively for film; he 
took the medium seriously and fought against the snobbery that regarded film music as mere 
background. In 1958 he gave a lecture in defence of the genre, ‘Film Music: Sound or Silence?’ to the 
Edinburgh Film Festival, and among his 70-plus film scores are collaborations with no less than eight 
Savilian producers and directors. Notable productions include Sidney Gilliat’s The Rake’s Progress, 
Frank Launder’s I See a Dark Stranger, Anthony Pelissier’s The History of Mr. Polly and Alexander 
MacKendrick’s Mandy. Professional networking is not an approved activity at the Savile, so I should 
point out that none of Alwyn’s film scores for a Savilian producer were composed when both were 
members. In the journal he kept for a year in 1955-6, Ariel to Miranda, Alwyn refers to the Savile on 
30 occasions, with (mostly) affectionate references to fellow composers, including Benjamin, Bliss, 
Walton and Malcolm Arnold. The first three supported Alwyn’s election and Alwyn himself 
supported Arnold’s election in 1956. In addition to his film scores, Alwyn’s output includes five 
symphonies (he describes his struggles composing the third in Ariel to Miranda) and a body of 
chamber and piano works. 
 Support for the election of Malcolm Arnold (track 6) in 1956 – Alwyn apart – included Dallas 
Bower, Anthony Pelissier, ballet critic Arnold Haskell and musicologist Thurston Dart (the latter also 
a virtuoso harpsichordist). Arnold’s output, even greater than Alwyn’s, includes more than 100 film 
scores, nine symphonies, many concertos, several overtures and chamber music for a variety of 
instruments. Ironically, he is best known for the march ‘Colonel Bogey’ from The Bridge on the Rover 
Kwai , a piece he did not compose (it was written by Kenneth Alford), but arranged with a 
countermelody. The Variations on a Ukrainian Folk Song recorded here is one of his relatively few 
piano works.  
  Arnold’s mood could fluctuate wildly and depended to an extent on his sobriety. Alwyn 
wrote in Ariel to Miranda of a concert in which ‘I sat with Malcolm (who was with his wife) and, 
sober as he was, he again charmed me by his sweet nature and his generous attitude to life.’ But on 



another occasion: ‘Malcolm Arnold was at the club [the International Musicians’ Association, not the 
Savile], very drunk as usual and in his expansive, all-embracing phase where everyone is a good 
fellow. It is pitiful to see him like this.’ In such a mood he could be extravagantly generous, with 
champagne all round for those who happened to be in the Savile bar. On the occasions that I met 
him, I found him either friendly or surly and dismissive. At an evening in his honour in the 1980s, it 
was noticed after a while that his chair was empty. It turned out that he was, literally, under the 
table. 
 Yet another film producer, Peter de Sarigny (Waltz of the Toreadors, Never Let Go)   
proposed Francis Chagrin (track 5) for election in 1967; supporters from the film world included 
editor and director Michael Gordon, producer Vivian Cox, and influential conductor Muir Mathieson, 
‘Tsar of music for British films’. Chagrin’s extraordinarily wide-ranging output included some 200 film 
and television credits, numerous TV commercials,  two symphonies, a piano concerto and a quantity 
of chamber music. Born Alexander Paucker in Bucharest, his parents expected him to go into the 
family business. He refused and instead moved to Paris, where he took the surname Chagrin (French 
for regret, disappointment), and scraped a living playing the piano in cafés and nightclubs. But he 
also had lessons with Nadia Boulanger, teacher of many leading twentieth-century composers, 
including the last composer in Karpeyev’s programme to be elected, Virgil Thomson. In 1936 Chagrin 
moved to London; he received a decoration from the French government after working for the BBC 
French Service in the war. 
 The American composer Virgil Thomson (track 9) joined the Savile for a few years towards 
the end of his long life. Fellow composer Richard (Tony) Arnell proposed him, supported by Gavin 
Henderson and compatriot Bernard Herrmann among others. Thomson built a dual reputation as a 
composer and music critic. In the latter role he tore into received opinion, describing, for example, 
Sibelius’s Symphony No. 2 as ‘vulgar, self-indulgent and provincial beyond all description’. In his 
music, Thomson developed a playful,  faux-naïf style that has itself received criticism from some.  
 When Thomson joined the Savile, Gavin Henderson arranged a concert of his music, played 
in the Ballroom by members of the New Philharmonia Orchestra. The programme was interrupted 
when a door from the dining room suddenly opened and an inebriated member of staff stared in. 
Realising the need for silence, he carefully removed his boots and, in his socks, tiptoed around the 
musicians to retrieve from behind the pillars some boxes of glasses for an event the next day. He 
then realised that perhaps he should not be there at all, so hid himself behind a pillar, peeping round 
occasionally to see if it was safe for him to move. Most of the audience could not contain 
themselves; fortunately Thomson was fast asleep (HYH, 237-8). 
 Finally, it should be said that the list of names in Karpeyev’s recital is necessarily selective; 
omissions, made regretfully, include, among others, Sir Arthur Bliss, William Lloyd Webber, Richard 
(Tony) Arnell, Bernard Herrmann and Philip Cannon. 
  



 
 

iii. Alexander (Sasha) Karpeyev 
 
Recently featured as ‘One to watch’ in International Piano magazine, Alexander Karpeyev is a 
Russian pianist resident in the UK, who has performed throughout the UK and Europe and toured in 
the USA, Canada and Russia as a concerto soloist, recitalist and chamber music collaborator.  
Karpeyev trained at the Moscow Conservatory with Vera Gornostayeva and Alexander Mndoyants 
and the Guildhall School of Music & Drama under Joan Havill. He is the winner of the Dudley 
International Piano Competition as well as the Norah Sande Award and the holder of a Silver Medal 
from the Worshipful Company of Musicians. In 2014 he completed a performance practice doctoral 
degree at the City University on the Russian composer Nikolai Medtner.  
 Karpeyev is passionate about communicating his ideas on Romantic 19th and early 20th-
century piano repertoire, and in particular exploring the works of virtuoso pianist-composers. He 
devotes considerable time to promoting Russian music in London as the Music Curator of 
the Pushkin House Music Salon in Bloomsbury, where he appears both as a soloist and collaborator 
with guest artists. He also has a mission to devise and direct music festivals that imaginatively 
combine performance and scholarship. Building on the success of three recent Medtner festivals in 
London, Karpeyev aspires to mount a bigger annual Russian Music Festival in London. 
 Previous recordings have included Russian Émigré Composers (Claudio Records, 2018), which 
commemorates the centenary of the Russian Revolution and, in particular, highlights some of the 
achievements of the pianist composers who emigrated to Europe and the USA at that time. Awaiting 
release is an album of Medtner songs with the Russian soprano Sofia Fomina. 
  



 
 

iv. Sources consulted 
 
Online resources include Oxford Music and the Oxford Dictionary of National Biography (accessed 
through the London Library), Music Sales Classical: Composers, the Internet Movie Database (IMDb) 
and, I have to admit, judicious use of Wikipedia. 
 
Anderson, Garrett  “Hang Your Halo in the Hall!”: The Savile Club From 1868 (London, 1993) 
Dibble, Jeremy: Charles Villiers Stanford: Man and Musician (Oxford, 2002) 
Dibble, Jeremy: C. Hubert H. Parry: His Life and Music (Oxford, 1992) 

Epperson, Bruce D.: More Important Than the Music: A History of Jazz Discography (Chicago, 2013)  

Gillies, Malcolm et al. (ed.): Self-Portrait of Percy Grainger (Oxford, 2006) 

Kennedy, Michael: Portrait of Elgar (Oxford, 1968) 

Langfield, Valerie: Roger Quilter: His Life and Music (Woodbridge, 2002) 

Lloyd, Stephen: H. Balfour Gardiner (Cambridge, 1984) 

Palmer, Andrew (ed.): Composing in Words: William Alwyn (London, 2009) 

Rodmell, Paul: Charles Villiers Stanford (London and new York, 2002) 

Slonimsky, Nicolas: Lexicon of Musical Invective (Washington, 1969) 

Tommasini, Anthony: Virgil Thomson’s Musical Portraits (New York, 1986) 


