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“Notes from
the Chair”

As I write these notes the 47th International Double Reed Society Conference is
in full swing in the beautiful Spanish city of Granada. I reluctantly had to forgo
the opportunity to attend as I have been recovering from back surgery. 
I was anxious to support the event this year particularly as it was organised by
our Spanish counterparts the Asociación de Fagotistas y Oboístas de España
under the co-ordination of British oboist Sarah Roper who plays in the Real
Orquesta Sinfónica de Sevilla.

An innovative feature of the conference this year was live streaming of the
evening concerts and some other events. I was able to appreciate on my
desktop the wonderful skills demonstrated by amongst others Alex Klein,
Ramon Ortega, Mathias Racz, Sophie Dartigalongue, Gordon Hunt and
Sebastian Giot. If you are a member of the IDRS you can access these
recordings in the video archive from their new website.

Writing of new websites, we the BDRS have a new website with more facilities.
These include an event-booking page with payment facility, a more streamlined
appearance, regularly updated social media feed and access to the latest DRN.

Another issue that has been occupying my thoughts recently, and those of many
in the profession, has been the huge reduction of instrumental teaching in
schools. There are many national and local campaigns starting with a great 
deal of fuss and palaver with well-known celebrity artists in support. 
These campaigns, laudable as they are, soon seem to be forgotten and 
nothing really changes.

Music teaching in schools as a subject is much reduced as staff are not being
replaced like for like. Since 2017 the number of secondary music teachers in
England has reduced from 8000 to 6500 in total. Compare that figure with the
number of Maths teachers at 34,000 and English teachers at 37,000. 
(These figures were published in a recent issue of Arts Professional magazine.)

We are indeed fortunate to have been offered a huge archive of music to
explore. It is the lifelong work of oboist Jennifer Paull who specialised in the
oboe d’amore and created the publishing house Amoris International dedicated
to the five members of the oboe family. This scholarly archive is downloadable
without charge. There is music aplenty from the relatively simple to the
advanced, solo music, chamber and ensembles large and small. Alternative
parts for oboe and bassoon are included in all publications for rare oboes. 
Each file contains a programme note, composer biography and cover. Sound
files illustrate each work including Jennifer Paull’s own recordings where they
are available. We are enormously grateful for this generous gift to us that we
share with the Australasian Double Reed Society. The link to the site is
www.icking-music-archive.org/Amoris/

Finally, here’s a thought to ponder on. In social media the question of the
increasingly ever-present Eurosound of the oboe has reared its head! 
This was brought about by a broadcast Prom performance given by the
Budapest Festival Orchestra in which the oboist was identified as Frenchman
Clément Noël – probably not a familiar name to most in Britain. His quality of
sound, playing a Marigaux M2 instrument, was so unusually non-Euro that it
provoked comment. 

Clean, clear, ‘undull’, painfully expressive, plangent, aurally engaging and
showing a variety of colours not often heard these days. Just beautiful!

I await the brickbats…
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Juxtaposition

Aside from his bassoon playing, Robert Codd is well known, for
enjoyable anecdotes and humorous turns of phrase; but he makes two
very contrasted appearances in this edition of DRN. His illuminating
story (begun in the Summer edition) concerning the BBC Welsh
Orchestra’s ground-breaking tour to the former East German
Democratic Republic for a joint broadcast recording of Britten’s War
Requiem arrives at its conclusion with ever more characteristic whimsy. 

In stark contrast, however, he was a contributor to an article in the
Daily Telegraph in July that faced up to the very serious topic of the
decline in numbers throughout the country of those learning the
‘endangered species’ instruments. Is it really possible to contemplate, as
reported in the DT, that the days are numbered for oboe, bassoon, horn
and tuba, or was this just a summer-lack-of-news story? Read my
summary of the article on Page 24 and do send me your own thoughts
on the topic for the next DRN (copydate 15th December).

Also juxtaposed in this edition are separate articles about oboe and
bassoon reeds. In the case of the oboe – as our cover headline
intimates – Graham Salter has left no stone unturned whilst researching
for his book. Newly released at IDRS Granada last month, this is a
unique and comprehensive piece of work; included in its 552 pages are
no fewer than 115 colour photos of reeds and 82 world interviews. 

I recommend that you open your diaries while reading Laurence
Perkins’ articles about forthcoming BDRS activities so that you can
make a note when they are happening. The year ahead provides several
opportunities for music-making and improving double-reed skills; track
him down in the centre fold along with some enticing photography.
Also with your diary open it will be very worthwhile adding 6th
December at the Wigmore Hall in London for the Celebratory Concert
for the Neil Black Award, when the international soloists will be oboist
Jonathan Kelly and baritone Roderick Williams, with the Endellion
String Quartet. Read Jan Black’s article about the Award’s first recipient
on Page 7.

Finally, congratulations to
Michael Britton on being
awarded Honorary
Membership of the
International Double Reed
Society during its 2018
Conference in Granada in
August. An interview with
Michael was published in
the Summer edition of
Double Reed News.
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Introduction: the Founders

In the last issue we featured photographs
of the founding team of the British
Double Reed Society. Inspired no doubt
by the memory of the International
Double Reed Society (IDRS) Conference
in Scotland in 1980, the team’s first
meeting to formulate a committee to 
run the new British society was held on
15th November 1988. Although the 
IDRS is based in the United States and
most frequently holds its conferences
there, IDRS has visited other countries
around the world on several occasions. 
By November 1988, Double Reed News
(issue 5) was already advertising the next
IDRS visit to the UK, set for the following
year and to be held in Manchester.

The founders and many others felt 
that the new society should provide
conferences – or Conventions as they
became known – on an annual basis,
alternating between the north and the
south of the country. BDRS was to have 
a quarterly magazine to provide more
contact, not only between players
(amateurs, professionals, students,
teachers and pupils), but also makers,
retailers, repairers and institutions. 
Since the Double Reed News magazine
had already begun in 1987 as a
newsletter and achieved a good
circulation, it was adopted and expanded
from issue 6 (also November 1988).

It is a tribute to those founding committee
members (George Caird, William
Waterhouse, Graham Salter, Michael
Britton, Tony Allcock, Lesley Wilson and
Petra Macrae), that the society took off 
so successfully. It is noteworthy that
Graham Salter (former DRN editor) and
Lesley Wilson have both written for this
current edition of DRN and that George
Caird and Michael Britton often make
appearances in these pages.

Stalwarts of BDRS

Since those early days there have been
many who have generously provided their
expertise and given a lot of their time to
the Society, frequently well beyond the
call of duty. In particular, holders of the
main committee positions; Chairpersons
Sarah Francis, the late Anthony McColl,
Robert Codd: Secretaries David Moore
and Sarah McClure. Special mention must

be made of Geoffrey Bridge who, after a
long stint as Treasurer, later returned to
the committee as Chairman. Sarah Francis
also collaborated with founder William
Waterhouse on the arduous position 
of Events Organiser after relinquishing 
her role as Chairman. Of the current
committee, Treasurer Miles Nipper has
found himself wearing several additional
hats of late and Secretary Ian Finn is
another very long serving member. 

Presidents

The first oboe and bassoon presidents of
the Society were Evelyn Rothwell 
(Lady Barbirolli) and Gwydion Brooke.
Both of these great musicians were
doyens of the professional playing world
for much of their long lives and gave
great encouragement to BDRS right up
until their deaths. 

‘Gwyd’ was initially succeeded by the
very distinguished William Waterhouse,
who had already played such a major part
in the formation and running of BDRS.
Bill’s early untimely death led to the
proposal to appoint Roger Birnstingl to
the position which proved fortuitous, 
as he has ever since given the committee
enormous encouragement and support.
Lady Barbirolli was succeeded by the
composer Karl Jenkins (later Sir Karl), 
due to being a former member of the
oboe section of the National Youth
Orchestra of Wales.

Double Reed News

Our magazine – ‘the Journal of the 
British Double Reed Society’ – was, 
in its infancy, a duplicated single-sheet
document in newspaper style, edited by
committee members; but by issue 6 it was
upgraded to something approaching its
present format, with a glossy cover and
very many more pages. Its purposes have
remained much the same throughout,
although the design and layout have
changed many times. 
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BDRS at 30: Past, Present & Future
Clive Fairbairn surveys three decades of support to the double-reed community.
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Graham Salter’s period as editor laid the
foundations in the pre-computer days;
then he was followed for a short while 
by Nick Ingamells who foresaw the
potential for changes as computerisation
began to take hold. I succeeded Nick,
working alongside him for a few issues.
At that time, despite having written 
a considerable amount, I had little
knowledge of how a magazine was
produced, and will be ever grateful to
Graham Masters – whose original
company Mastaprint printed DRN – for
tolerating my inexperience and guiding
me in the process. I have difficulty in
accepting that I have now been editor for
21 years with 85 issues behind me!

Production is still in the hands of Graham
Masters, making him the longest serving
of anyone still associated with BDRS. 
Our team also includes the personnel 
at D Graphic Services, who finalise the
layout for printing, and our proof-reader,
bassoonist Helen Beckingham.
Photography in the digital age has helped
deliver one of the magazine’s most
distinctive improvements, especially 
since it went full colour a few years ago. 

The members and readership are,
however, the most significant part of this 
equation since, without their contributions 
– which make up the highest proportion
of articles – Double Reed News would
simply not exist. Specialists of one aspect
or another contribute additional articles
and also provide the majority of the
reviews of music, recordings, products
and books. 

Behind the Scenes

It would be inaccurate only to paint the
picture of the Society in glowing colours.
During its (so far) 30 years it has also had
a few grey moments. Fortunately, on these
occasions, there have always been on the
committee at least one or two members
willing to put in the extra time and effort
to turn things around and avert disaster.
Few societies are without these
challenging moments, and would be
enormously pleased to have on board
such leaders who have steered us out 
of trouble. 

Though not widely known, BDRS
Membership Secretary Guy Thomas, 
had a stroke 12 months ago which has
prevented him both from working as the
Hire Librarian for Oxford University Press
and from playing his beloved bassoon.
The road to recovery has proved very
long and we continue to wish him well.
In the meantime membership
responsibilities have rested on the broad
shoulders of Treasurer Miles Nipper. 
We all hope that Guy will one day be
well enough to return to the committee.

Recent Gains

The engine of a society such as ours is its
committee, and all such managing groups
are very grateful for the acquisition of
new members, especially when they have
both fresh ideas and energy in

abundance. Without wishing to skip too
lightly over the many who have
contributed so much during the last 30
years (several are anyway mentioned
above), Laurence Perkins proved just such
a valuable gain early in 2016. By then he
had long been developing his many
woodwind courses around the British
Isles, as well as being a distinguished
player and teacher. Following
cancellation of the 2015 Convention,
BDRS needed to re-examine its aims and
objectives in the light of current
conditions and circumstances, so the
arrival of Laurence on the scene was most
timely. He provided new thinking, bold
ideas and copious energy.

Website 

The BDRS website has undergone several
improvements and upgrades in recent
times, most recently to include online
booking and payment for courses and
events; also it has a regular social media
feed. Digitisation of the DRN and a future
facility to index and access all past
articles online are the next major goals.

Still Needed

Young blood is still very much needed 
for many reasons. The obvious one –
boosting membership in that age bracket
– is only part of the story. Another is that
younger personnel can grow into the
many and various aspects of a society
such as ours, learning from the
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experienced members of the committee.
They also have much to teach us, about
the digital age, social media, the internet,
websites and, above all, what they want
from BDRS. The mission of every single
member should be actively to spread the
word about our Society and thus ensure
its continued development. This is not just
for BDRS itself; it is for the perpetuation
of oboe and bassoon playing which is
more under threat now than ever before.

BDRS supporting regional activity

Whilst it is well known that much in the
way of double-reed days and conventions
happens principally in the major cities,
BDRS has also been encouraging regional
events and stimulating new ones. Since
membership is widespread around the
UK, and we claim to be a ‘British’ society,
it is very much hoped that our regional
role will expand. Here again members
are well placed to point the committee in
new directions so that these are better
served in the future.

Vibrant 60s (2017), Park Place (2018 and
2019) and Royal Fireworks Music (2019)

These are but some of the new
developments (well documented in these 
pages) that have marked the diversification 
taking place in our Society. Events in
2017/18 have been well supported and
greatly enjoyed such that BDRS has much
to broadcast to oboist and bassoonists
contemplating joining. Anyone with new
ideas along these lines will do well to
write in and suggest them: the committee
will take all ideas and suggestions
seriously.

Watch this Space! 

There will be a large-scale BDRS event
linked to a very important historical
music anniversary on 27th April 2019 
in central London: all oboists and
bassoonists can take part. More details 
in the next issue of DRN and on the
website. For now, do make a note of this
in your diary and keep it free. It will be 
a one-off, one-day day festive event: 
a uniquely exciting musical celebration, 
not to be missed!

Photos: Mike Bell, Clive Fairbairn and Dan Stevens

Rehearsing at St. Martin’s (2017)

The Vibrant Leaders (2017) Laurence and spectacles (2017)

Park Place (2018)
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Most readers will surely remember
my late husband Neil Black as the
great oboist, musician and wonderful
person that he was. What may be
less well known is that he was also
devoted to helping young musicians
at the beginning of their careers. To
this end, he was involved with many
different organisations including the
Kirckman Concert Society, of which
he was Musical Director for 18 years, 
the Tunnell Trust, the Sarasota Music
Festival in the USA, and the Barbirolli
Oboe Competition of which he was
Artistic Director until shortly before 
his death.

Neil was a consummate artist and
enjoyed nothing more than bringing out
the best qualities in a young musician’s
playing. Above all else, he always
emphasised the need for the expressive
musical line. He gave many masterclasses
all over the world and took the greatest
pleasure in coaching young ensembles,
whether wind or string.

It therefore gives me enormous pleasure
to tell you about a new scholarship
bearing his name, the Neil Black Award,
which will be made annually to a young
woodwind player to help them pursue
post-graduate studies in Britain or abroad.
The scholarship is administered by the
highly respected Countess of Munster
Musical Trust, well-known for its
sponsorship of countless young musicians
over decades. 

We are hugely grateful for the generosity
of those whose donations have made this
award possible and, of course, the fund-
raising work will be ongoing. As part of

this drive there will be a concert
celebrating Neil’s life and work at the
Wigmore Hall on 6th December 2018,
with all proceeds donated to the Neil
Black Award [see below].

The very first scholarship has now been
awarded, and I would like to congratulate
the recipient, the young oboist, Manou
Rolland, who was born in London in
1996 to a very musical British-Canadian
family. His mother is a solo cellist and his
grandfather, who had been a student of
Fernand Gillet, was for many years the
cor anglais player of L’Orchestre
Symphonique de Montréal. Manou’s
introduction to the oboe was therefore
very much in the French tradition. 

Before studying at Chetham’s School in
Manchester under Stéphane Rancourt, he
attended Junior Royal Academy of Music,
where Josephine Lively was his teacher.
After Chetham’s, Manou won a full
scholarship to study for a year with Dudu
Carmel, Principal Oboist of the Israel
Philharmonic in Tel-Aviv. He then moved
on to Geneva where he recently
completed his undergraduate course
studying with Alexei Ogrintchouk. With
the help of the Neil Black Award, he now
continues in Geneva with post-graduate
studies linked to the hugely prestigious
position of trainee with L’Orchestre de la
Suisse Romande, awarded to one oboist
only. In addition Manou intends to travel
to Paris regularly for lessons with another
of his great mentors, David Walter. 

Manou tells me that his aspirations are to
become the best musician that he can be
and that he would love to become the
Principal Oboe of one of the world’s great

orchestras, though he is well aware
that the competition is very great! I
wish him the very best of luck for
his future and hope he achieves his
dreams.

I am thrilled that Jonathan Kelly
(Principal Oboe of the Berlin
Philharmonic Orchestra), the
renowned Endellion String Quartet
and eminent baritone Roderick
Williams have kindly agreed to
perform in the celebratory concert.
This will be a great opportunity to
hear Jonathan’s beautiful solo
playing, together with the Endellion,
performing the Mozart Oboe
Quartet. The concert begins with the
wonderfully moving opening aria of

the J S Bach cantata Ich Habe Genug 
(BWV 82) sung by Roderick Williams,
and with its famous oboe obbligato
played by Jonathan. Together with the
quartet, Roderick will also perform the
evocative song Dover Beach by Samuel
Barber. All the performers were greatly
admired friends of Neil and I hope many
DRN readers will be able to attend in
order to honour his memory. Apart from
the joy of listening to these world-class
players, it will be a great opportunity to
meet with old friends. 

I do hope to see many of you there at the
Wigmore Hall on 6th December. 

Bookings via the Wigmore Hall website
(wigmore-hall.org.uk).

To make a donation to the Neil Black
Award please visit The Countess of
Munster Musical Trust website:
www.munstertrust.org.uk/neil-black-award

Neil Black Award Celebratory Concert
by Jan Knight 

Neil coaching

Manou Rolland Jonathan Kelly



Beyond ‘use a slight overbite’, drop the
jaw’, ‘strong corners’, and of course
‘don’t bite’, what guidance might a
teacher provide in order to help a student
develop a proper bassoon embouchure?
The wide range of embouchures among
professional bassoonists in North America
alone cautions against insisting that only
one approach is correct. Differences 
in facial structure and musculature, 
not to mention preferred reed size and
scrape, necessitate variations in the way
the mouth engages the reed. In as much
as any human being has a natural setting
of the mouth when confronted with a
bassoon reed on a crook, this also should
be taken into consideration when
attempting to guide an aspiring player.

I have always maintained that we
bassoonists can learn quite a bit from our
oboist colleagues, especially regarding
the continual dance – Macabre,
Totentanz, or the rare Pas de Deux –
between reed-making and embouchure
placement and stability. (And, of course,
knife sharpening!) I suspect that the much
narrower tolerances of the oboe and its
reed compel its practitioners to address
the fine distinctions of how much blade
to cover and how much embouchure
strength to employ, or in some instances,
the more militaristic ‘deploy’. If a young
oboist isn’t at least in the ballpark
regarding embouchure placement, s/he’s
lucky to make a sound at all, let alone
have any facility or control. The much
freer-blowing bassoon, in contrast, allows
a young player to get away with a
multitude of embouchure sins, at least for
a while. This almost invariably consists of
covering the blades of the reed entirely
and chomping down, leaving the player
with very little control of intonation or
dynamics. Since this pressure occurs at
the back of the reed – generally the
strongest, least flexible part of the blade –
it has a small effect, thus allowing the
student to ‘bite’ with relative impunity.
Let the bad habits commence!

I encourage students to back off the reed
a bit until they find a placement where,
should they bite, the intonation and tone
are immediately and adversely affected.
By ‘bite’, I mean not remaining open, or
‘round’: the desired verticality of the
aperture loses out to the ‘chomping
down’ default setting. The idea is to
create a self-correcting system whereby
the placement of the embouchure where

the action is on the reed leads to directing
the action according to what is heard.
(Assuming the student can hear
reasonably well; a tuner is helpful in
refining aural acuity.) Making sure
students start out playing relatively easy-
blowing reeds engenders the ‘less is
more’ idea and can help avoid bad habits
that subsequently have to be undone.

It was a suggestion from a prominent
oboist combined with my own
experience that eventually led me to this
approach. When I was a member of New
World Symphony in Miami (1988–91),
John Mack would coach the wind players
on orchestral excerpts. During one of the
coaching sessions, my Marriage of Figaro
Overture went well except for a slight
hitch when I switched from legato 
to rapid staccato/double-tonguing.

� Sid suggested the

image of a camera

aperture to help students

conceptualise the

workings of the

embouchure

around the reed �

The component parts each were good; 
it was the transition between them that, 
in my case, necessitated a small
embouchure adjustment. John Mack
remarked: ‘Maybe you should find 
a setting that works for both.’ 
I was undoubtedly up farther than
necessary on the reed, perhaps trying to
‘cover’ the soft legato opening phrase,
and then having to back off a bit to
execute the double-tonguing efficiently.
His comment switched on the proverbial
light bulb for me. Until then, like most
young players I knew, I tended to cover
almost the entire top blade, perhaps
thinking this led to a ‘dark’ sound.
(Muffled, dull, or at best, covered, but
certainly not focused, deep, or complete,
which I suspect most of us are after.)

Although embouchure choices and reed
dimensions/specs go hand-in-hand, 

I am keeping to embouchure for the
purposes of this article because in my
experience, for a given reed style – and 
I have tried many – one can find an
optimal placement that is ‘just enough
reed’ to provide good control of
intonation/dynamics/tone, etc.

Embouchure ‘strength’ is better measured
by how well it stays open to the best
setting for a given note at a given
dynamic, rather than how forcefully it 
can close down (i.e. for an overly open
reed). Being as much ‘off the reed’ 
as possible, both pressure-wise and, 
to an extent, length-wise, allows for a
fuller tone and greater variety of colour
and nuance.

Yes, we need to use a bit more reed for
the high register. I also find that bringing
the jaw forward so that the lower teeth
are nearly (or actually) even with the
upper teeth can help facilitate the highest
notes (and here I guess I mean C#5 
and above), without necessarily moving
the entire setting up on the reed. 
And of course we generally use a bit less
reed for the lowest notes; even so, I find
that these small deviations from the norm
are more easily managed from a ‘just
enough’ setting.

Now, many bassoonists do very well
using a wide variety of embouchures and
reed styles, and I certainly don’t disparage
other approaches (at least, not in public),
many of whose practitioners play
wonderfully. One can practise long tones
in all registers – which of course I
recommend, in small doses – and get
very ‘strong,’ in the sense that one can
strive to master whichever Rube
Goldberg-ian machinations (of the oral
cavity, throat, diaphragm, large intestine,
big toe) are required by a particularly
inefficient embouchure/reed
combination.1 (The terms ‘reed design’
and embouchure/reed ’system’ are, at
least in my experience, somewhat
aspirational.) Such adaptations and
adjustments are essentially remedial –
occurring further down the food chain, so
to speak – and can be largely avoided by
improving the efficiency of the
embouchure action at the reed.

A useful exercise from my wonderful
teacher at Indiana, Sid Rosenberg, helps
students explore an open embouchure
setting. He suggested taking a particular

Just Enough, or ‘Less is More’
Philip Pandolfi, who is a member of the Pittsburg Symphony Orchestra and 
serves on the faculty of Duquesne University Pappert School of Music, 
takes a close look at the fundamental issues around bassoon embouchure development.
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note, first playing normally at a moderate
dynamic (lets say E3 at mf) held for a few
beats. Next, take a big breath and play
the note again the same way, but after a
moment relax the embouchure just until
you hear a small dip in pitch, then
immediately increase the air
speed/support to raise the pitch to the
starting point but without closing the
embouchure opening from its new
setting. Sid suggested the image of a
camera aperture to help students
conceptualise the workings of the
embouchure around the reed. Just as it’s
possible to produce a good, sharp
photograph using different f-stops
(apertures) as long as the shutter speed is
adjusted accordingly (those only
accustomed to point-and-shoot digital
cameras/phones should ask their elders or
go to Wikipedia), it is also possible to
maintain an open embouchure setting in
various registers and dynamics.

I recall a helpful comment from yet
another prominent oboist that caused me
to re-examine my practising, especially
regarding embouchure placement and
maintenance. Richard Woodhams was
working with a student on a low-register
passage during an oboe masterclass at
Temple University (where I studied with
Bernard Garfield for my Master’s degree).
He suggested that, in the context of reed-
making and warming up, one should
make sure the fundamental register is in
good order before proceeding upward. 
I don’t know if this bit of advice is
commonly part of oboe methodology 
or if it was tailored to this particular
student; either way, it made enough of 
an impression on me that it became a
central idea in my own work. With rare
exception, I begin each practice session
with middle- and low-register exercises
that help to re-establish a proper, open
embouchure setting that enables good

control of intonation and a centred tone.
Another great tip from an oboist! (Plus,
the knife-sharpening thing.)

I have come to believe that keeping in
mind the principal of ‘just enough reed’
leads to greater efficiency of effort – so
important for larger instruments like
bassoon, contrabassoon, tuba and bass –
and encourages students to develop
subtle control of a strong, yet flexible,
embouchure. This has the added benefit
of allowing the air to do the ‘heavy
lifting’. After all, as I exasperatedly
remind my students: ‘It’s a wind
instrument!’

1. Rube Goldberg, was an American
cartoonist, sculptor, author, engineer,
and inventor.
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MARSDEN BASSOON REEDS
After much research I have developed a
balance between cane, gouge, profile and tip
thickness resulting in a light, controllable and
free reed with excellent response and a big,
warm sound. Adjustment notes come with all
orders and all reeds are pre-tested by me. 
Also available is my patented ‘Counter-Balance
Seat Strap’
New website with introductory offers AND offers for existing
customers making my reeds even better value for money. 

Visit www.marsdenbassoonreeds.com
or telephone 07980 001157
Steve Marsden, Principal Bassoon, Orchestra of Welsh National Opera.

‘Your reeds in use for both first and second in Winchester for GERONTIUS! EXCELLENT RESULTS’
Miles Nipper, Advertising Manager, BDRS

‘All four reeds were very consistent and free-blowing with security across the range... 
I’ve tried a few different makers recently and found yours by far the best...’
Chris Cooper, former Principal Bassoon, Bournemouth Symphony Orchestra



‘Fresh Fish Sold Here’

I wonder whether you ever heard the
charming little story that my mother used
to tell when, at a tender age, I first
tackled the joys of précis at school? 
It has remained a guiding light whenever
putting pen to paper, or mouse to mat. 
A man proudly set up a shiny placard
outside his new shop.

‘What do you mean, “fresh fish?”’, 
his first customer exclaimed, ‘You’d never
sell it otherwise!’ The fishmonger rubbed
out the first word: ‘Fish Sold Here’.
‘Where else would you sell it?’ asked 
the second; and the third added: 
’Well, you’d not be giving it away’. 
The fourth exclaimed: ‘You can smell it
from the end of the road’. So the man
took down his sign!

It was fully thirty years ago that 
I informed my esteemed colleague 
at the Royal Opera House, oboist 
David Woolley (scholarly editor too 
of Dean Swift), that I had finally
succeeded in laying out the Contents
listings of my intended book. 
He laughed. It dawned on me over the
next eight years that I would have to give
up the fascinating but then voluntary
Editorship of Double Reed News to find
sufficient time to devote to an ever-
expanding project. Leaving aside
distractions, such as the Charles Dickens
bicentenary, the writing of another book1

and of course the small matter of
innumerable concerts and the usual
oboist’s occupations, the task has grown
to occupy almost every waking minute in
a steady crescendo over the past seven
years. The advantage (and price) of setting
every word in person, along with
maintaining the responsibility for both
photography and publishing, is that
innumerable details have rested in my
own hands until the very last moment.

‘How can the reed – such a small, 
trivial and ultimately uninteresting item –
occupy so many pages?’ one might
reasonably ask. It must be true that most
experienced professional players could,
without excessive strain, produce a 
clear-cut guide of their own: ‘Successful
Reed-Making – My Way’. Many have 
done so superbly. By contrast, anyone
offering a comparison is honour-bound 
to write impartially while remaining
comprehensively accurate, though ever
concise (‘Fresh Fish’) and yet readable.
These demands are easily found to be
contradictory. My wife and I have toured
the world to bring to light the depths of
technique that diversely determine tone,
resonances, vibrato, stability, dynamic
range, communication, intonation,
acoustics – and secondarily, reed
structure and scrape design – which all
interrelate intricately. The reward has
been to enrich the book incomparably 
by including in-depth interviews with
many of the world’s greatest artists 
(a great pity that space precludes even
more), after which the opportunity was
taken to measure and photograph their
reeds. Any one of several interviews
represents a complete lesson in itself 
that may possibly prove life-changing.

Plain English

It has been said that anything that cannot
be explained is not truly understood, and
if it is understood, it can be expressed in
plain English. Performers need suffer no
mystery as regards the oboe and its reeds:
there is a reason for everything, if only
one can take the trouble to find it. 
It has taken me most of my life to do just
that. The reed, of course, is of little
interest to the musician and less to the
listener; yet anything that distracts the
player’s concentration from The Essential,
the overriding need to immerse oneself in

interpretation and communication,
becomes a tiresome thorn in the side.
False intonation above all, in truth the
element that inescapably challenges most
oboists, disturbs both the performer and
the listener. Yet a truly embracing analysis
presents a circuitous challenge, not only
because each of us views the world from
our local standpoint, but for the simple
reason that as soon as you set down any
definitive statement you can be sure that
the very next day you will meet an oboist
who promotes a directly contradictory
technique based upon an altogether
different taste.

External and Internal Volume

The reed is entirely secondary. 
It can only respond to the airstream
offered within the surrounding
embouchure, and both vary so
dramatically around the world that an
introductory exploration was quickly
found to be essential. Not only will a
loose embouchure at a low angle 
(in the USA the reed may contact almost
exclusively the edge of the upper lip)
produce a pitch entirely removed 
from one that grips or another that
encompasses even the bark of the upper
blade, but that emerging pitch responds
equally to the position of the tongue 
(as in whistling) and to the size of the
resonating cavities of the head and
larynx. All may be adapted to control
both intonation and tone, as is found on
both sides of the Atlantic: Elaine Douvas
speaks accordingly in her interview, 
while Gregor Witt in Berlin states that his
pupils emerge from their studies using a
reed a whole 2 mm shorter than when
they began. Thereafter the pitch and tone
are determined primarily by the structure
of the reed, specifically its Internal
Volume. This structure needs to be
understood for the oboist to gain control

Understanding the Oboe Reed
Graham Salter is one of Britain’s most widely experienced oboists, teachers and coaches. A former Editor for DRN,
his newly published book – Understanding the Oboe Reed – has been many years in preparation, such is its hugely
comprehensive coverage of everything associated with this truly vital component. There will be a review of the book
by Geoffrey Burgess in the next issue of DRN. 
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of the aperture and therefore the entire
response – but is easily illuminated in the
second chapter.

Airspeed and Vibrato

A British tradition has flourished for a 
full century whereby oboists shape an
imaginative musical line, rich in dynamic
contrast, over a mostly straightforward
system of breath support based on a
relaxed posture with an unconstrained
‘open throat’: as response drops away,
one simply offers an increased flow to 
fill up the weaker upper registers. 
The reed in Britain still frequently
achieves a true pianissimo without
additional air support offset by damping
from the embouchure. Vibrato, the
element above all that reveals the soul 
of the individual, as explained by
Nicholas Daniel, Christopher Cowie, 
Roy Carter and most of the major British
artists, therefore becomes governed by 
the push of the abdominal muscles in
conjunction with a controlled diaphragm
held under tension, even though fine
musicians agree universally that its speed
and intensity must vary constantly and
fluidly to enhance, rather than contradict
or overlay, the message of the music.
Even in Germany very few oboists will
nowadays sanction a ‘pulsed’ approach.
Yet it can be seen (in a video that reveals
the internal actions of the larynx) that
vibrato will rise into the throat once the
speed reaches around five pulses per
second. Though protagonists of the
opposing camp remain hard to convince,
the two contrasted styles can indeed, 
and should, almost merge in a
performance inspired by the 
finest singing.

Now compare the more developed
techniques that have evolved across
Europe, derived largely from the teachings
of Maurice Bourgue but only recently
introduced into Britain by professors of
the calibre of Jacques Tys and Fabien
Thouand. Many players push not from
below but from the muscles around 
the ribcage and, as Olivier Stankiewicz
and Olivier Doise proclaim in their
interviews, especially those of the back.
Certainly straightening the spine boosts
focus and command in every event, 
speeds the airflow, assists communication, 
and opens up the resonating cavities.
Probably we all use a mixture of these

sets of muscles to some degree – though
many have never found the need to
analyse the exact proportions. 

Most players in Europe, nevertheless, now
support a high-pressure stream of fast air,
produced by tensioning the diaphragm to
control the glottis, in opposition to the
pushing muscles. The resistance of the
reed is frequently increased accordingly.
A fine singer similarly expends
remarkably little air; consider the
seemingly endless Bach phrases of the
glorious Dietrich Fischer-Dieskau, 
or the extended last-bar crescendo of
Luciano Pavarotti (one white handkerchief
in full flight, maybe of farewell though
never of surrender). 

Allied to this airstream are two other
prime distinctions between our styles: 
a vocal vibrato that resides, under
control, within the larynx, well described
by Han de Vries from the Netherlands
and Eugene Izotov now in San Francisco
(both major contributors to the book), 
and the specific placement of resonances
within the head and chest cavities. 
These may be precisely tailored to the
individual intent and register, in
techniques explained in the lavish new
Faber guide by saxophonist John Harle,
and by great oboe teachers in the mould
of Gregor Witt and Albrecht Mayer in
Berlin and Jacques Tys of the Paris Opéra.
In the USA too, leading artists of the
calibre of Elaine Douvas focus the
airstream, in the style of John Mack, by
adopting a ‘yawning position’, holding
the jaw distinctly down, ‘working the 
two sets of muscles against each other’. 
In other words, the throat is by no means
kept freely ‘open’ as in Britain, 
but carefully narrowed within the glottis,
though never constricted, to speed the
airflow, as in France and in the teaching
of Thomas Indermühle. Most leading

performers of all styles proclaim the need
to ‘sing’ as they play; but a suitable
technique is rarely explained, and this
remains quite distinct in any case from a
refinement in imaginative phrasing.

Music in itself is a language. 
The prime driving concern of the
performer is to know what one wishes to
say, to express the ongoing purpose of the
composer (a concentration that also
drives away all performance nerves).
Furthermore, this language reflects the
very speech patterns of the particular
nation, just as the physical build
determines the (initial) formation of 
the vowels. It must indeed be as
inappropriate to perform twentieth-
century French music with a Germanic
tone as Baroque music with a thin or
nasal one. To command a full range of
tone (and vibrato techniques) is hugely 
to enrich the artist’s palette.

The ‘Duck-Billed’ Platitude

It was no more than thirty years ago that
cognoscenti could instantly name almost
any orchestra across the world by
identifying the particular oboist, a skill
that would dumbfound the uninitiated.
Nowadays, though largely spanning
boundaries, tone and production still 
tend to fall into discernible categories,
and the blanket label ‘Eurosound’ can 
be proved to be little more than a
convenience. The richness of our lives,
nevertheless, is being steadily diminished
by the imposition of uniformity:
McDonald’s disfigures high streets
universally, while the supermarkets
eliminate local diversity, just as the tone
palettes of our inherited musical cultures

Albrect Mayer, a ‘pursed’ embouchure

Elaine Douvas, a ‘yawning’ position
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are becoming relentlessly rolled into one.
Han de Vries expresses it eloquently: 
‘The differences in style and instrument
are the pepper and salt in our music-
making’. It falls to each of us to preserve
the world’s diversity. Another purpose of
my book is to help the developing 
student to discover a personal voice of his
or her own. There is of course no one
‘correct’ style, nor any need to adhere to
locally accepted norms. Reeds of diverse
widths and scrape designs may
incorporate the most enticing elements
from many sources – so long as the
acoustic elements add up. These are
detailed in simple language throughout
the book.

In the intervening years the oboe world
has ‘moved the goalposts’ in a technical
sense too, for reed-making styles
themselves now straddle boundaries. In
the one direction, as is well known,
almost all players as far as China are
sounding rounder and darker, building 
on the example famously set, following
Hermann Töttcher and Karl Steins, 
by Lothar Koch who, however,
vehemently proclaimed of his tone: 
‘es is nicht dunkel’ (dark),’es ist hell!’
(clear, ringing!). In the other, not only are
French techniques overtaking Germany,
but several of the Berlin soloists are
leading a trend by readopting the broad
reeds that have thrived in France since at

least the 1950s (as also in East Germany).
For it is easily proven that added breadth
offers a more secure response and wider
dynamic range along with a greater
generosity in tone (that somewhat
resembles the effects of a lengthened
scrape). When this book was first mooted
(though the point was entirely overlooked
by David Ledet in his own famous if
largely outdated work), German reeds
were entirely distinguishable by being
narrow and thinly gouged to display a
central mound within light and responsive
sides. This style has largely vanished. 

Stronger reeds are evolving that boost
focus while preserving resonance, 
and these have been fascinating to
catalogue. Weight behind the European
reed tip has increased enormously of late,
and is nowadays often followed by a
distinct spine that boosts stability, 
offset by a more steeply defined tip than
before – frequently in the form of a ‘V’ –
whereas the norm in Britain still remains
a gently curved and tapered ‘U’. 
The book investigates the structure, 
tone, response and intonation of
particular options from around the world,
since each results in an effect that can be
entirely predicted.

Travels

There have been many highlights to 
our travels following the magnificent
2015 IDRS Conference in Tokyo. 
For example an interview with Heinz
Holliger (who talked primarily of the
pressing need for universal culture and
deeper musicianship) at the masterclasses
given with Klaus Thunemann and other

luminaries in the little town of Muri,
clustered around its Cloister deep in the
Swiss countryside. The closing ‘All Stars’
concert was one to remember forever
when Stefano Canuti and Matthias Rácz
gave the bassoon Duo by Sofia
Gubaidulina, an engrossing work that
includes the pursuit of an extended 
two-octave quartertone crescendo
executed against immaculately tuned
accompanying multiphonics. 
The concert ended with a startling
première with Marie-Lise Schüpbach of
Holliger’s Airs for oboe and English horn
(each player using both), that tapers 
away in breathtaking feats of ppp high 
in the stratosphere. 

Following a stay in an unusual house
whose garden (with black and white
goats) lay right under the steep Dutch
dyke, but from the bedroom of which one
could look out over the sea, we visited
Han de Vries (with his wonderful
collection of antique instruments and
personal works of art). He lives in one 
of the most majestic wood-panelled

Muri, Aargau, Switzerland

Heinz Holliger greets Klaus Thunemann

Han de Vries at home



Double Reed News 121 l Autumn/Winter 2018 13

mansions in Amsterdam, overlooking 
the Vondelpark and built by Pierre
Cuypers, architect of the Rijksmuseum.
Despite a remarkable career and his vast
output of solo CDs, Han spoke with
typical modesty, as is revealed in this
discovered quote from 2011. 

‘There is a big difference between a
designer like him and a musician like me.
A draftsman is in his shirt, everyone sees
your soul’s horrors, and that makes them
vulnerable. A musician reproduces. 
You may perform the work of a genius:
you are praised as if you were Bach
yourself. You convey a feeling of
happiness, although you play his music 
as a beggar under a bridge.’ 

One underlying purpose of my researches
was to unearth and record the essence of
the Dutch style before it disappears under
the universal demand for a more
‘Germanic’ tone. The fluid and expressive
style was evolved a century ago by Jaap
and Haakon Stotijn, brought to a peak of
refinement by Han, and demonstrated to
us in its variety by Rob Bouwmeester,
Pauline Oostenrijk and the incomparable
Bart Schneemann, who has evolved the
most astonishing reed design that restores
to the modern instrument many of the
joys of the Baroque oboe.

I conducted a whirlwind tour of Germany
– interviewing 15 oboists in 10 days
while visiting 15 towns (including 
Thomas Mann’s Lübeck) – by rail, 
which almost always ran on time. 
Thomas Indermühle enlarged upon the
necessity of controlling the airspeed from
the glottis (which posed such basic
questions that an entire summer holiday
was devoted to a comparison with the
techniques of singers). Jonathan Kelly,
Thomas Rohde and Albrecht Mayer 
(with whom I had the pleasure later of
trawling the stalls of London’s Portobello

Road antiques market) likewise described
their techniques of bel canto and of
controlled resonance. Gregor Witt, 
who has refined the East German tradition
of the Staatskapelle preserved not a mile
away across the old Berlin divide,
expounded on precise methods of
controlling those resonances along with a
musical ‘throat’ vibrato. Techniques
indeed cross national boundaries. 

En route I used the opportunity to
photograph a dozen of the magnificent
Bach and Handel organs around Leipzig.
I finally visited Eisenach, the birth town of
Bach miraculously unspoiled by the
Communist era, and home of Martin
Luther. (Declared a heretic under the
Edict of Worms, he hid under the disguise
of the ‘Junker Jörg’ in the nearby
Wartburg, where in 1522 he translated
the New Testament in just eleven weeks
from the Greek into Saxon German.) 

A magnificent statue stands outside 
the delightful Bachhaus Museum, 
that gives daily demonstration concerts 
on a collection of Baroque instruments to
small parties of schoolchildren. 

In Dornheim Bach married his first wife,
Maria Barbara, in 1707. He had wanted
to present the first performance of the 
St Matthew Passion, not in the Leipzig
Thomaskirche (where he is buried) 
but in the nearby Nikolaikirche, 
with its even lovelier organ gallery 
and stunning pink and pale green fan
vaulting. Amongst several trips to Paris, 
an outstanding memory is a concert of
unsurpassed precision by the Boston
Symphony Orchestra in the resplendent
new Philharmonie, and the preceding
interview with oboist John Ferrillo, who
freely shared many of the principles that
underlie the design of his gouging curves.
Nor shall I forget the interviews with
numerous friends, leading lights in the
British profession, who passed on their
secrets with equal generosity.

A Home for Violetta

By no means least was the pleasure, 
after a few days enjoying the peaceful 
Fall colours outside Boston, of visitingWartburg, Eisenach Bach Statue

St. Bartholomew, Dornheim

The Nikolaikirche, Leipzig
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Elaine Douvas (Principal Oboe at the
Metropolitan Opera, New York, 
and Head of Department at Juilliard) 
with Prof. Linda Strommen of Indiana
University for extended interviews in the
sparkling new Juilliard building in the
Lincoln Centre. Incidentally, my wife 
and I returned from a fine performance 
of Don Giovanni at the Met. carrying
Violetta Bear, an animated 18-inch
singing teddy (to enlighten our younger
pupils), who in a satin gown performs
Sempre Libera magnificently, to a full
orchestral accompaniment. 

It would be merely pretentious for a
European oboist to offer more than a
general description of the various
American styles, that differ from the
European in almost every aspect of
construction. Each of the endless
contradictions that lie in wait to trip up
the writer results from over a century
towards different goals, and for different
equipment, as I have striven to clarify. 
So I am delighted to have commissioned
a complete chapter in which these
celebrated experts have refined, 
over a good three years, their
comprehensive lecture notes of
recommendations for the American reed,
along with a refined set of tests and
detailed adjustments. Their revelations

prove invaluable, not only to those who
follow their particular style, but to all;
numerous refinements gleaned from
around the world can only enhance 
our own vision and tonal palettes. 
In Europe we may, as just one example,
apply the American ‘Magic Spots’ that 
in many ways recall Albrecht Mayer’s
‘Dalí-moustache’ reed-tip, to boost
character and resonance along with
stability. (You will have to read the book.)
From each side of the Atlantic we have a
wealth to learn from one another. 

Nor have I yet mentioned my discovery,
published here for the first time, of the
governing influence of the Golden Ratio
over the detailed intonation across the
Middle Octave. The theory, which
determines shaper design too, may be
simply applied to lock every note into
perfect tuning, regardless almost of the
particular instrument. My so-called 
‘Rule of Thumb’ (‘Golden’ for the
American reed, or ‘European’) lays out
the details: with predictable control there
no longer remains any need to lip weak
registers into tune. The scale may flow as
one, as it should, freeing the embouchure
for musical tasks of much greater interest.

The cor anglais and other instruments of
the family are generally less intimately
understood than the oboe. This book
presents an entirely practical guide to

crooks and tubes, and to maintaining
proportion across reeds made for the
various sizes.

The oboe and the reed work together to
such an extent that very often a weakness
in the one can never finally be offset by
corrections in the other. Even the best
instrument will settle down over time as
its wood dries or swells, and as corks
grow compressed and pad clearances
imperceptibly alter. Many oboists are at a
loss as to how to restore intonation and
tonal balance. The book must be unique
too in broadcasting for the first time, for
practical application by the enquiring (or
desperate) musician, both the precise
acoustics of cane and staple and the
arcane knowledge, generally hidden
behind the closed doors of designers and
repairers, that governs tone-hole and
octave-pipe design. It lays out the precise
yet entirely predictable consequences
across the entire instrument of alterations
made to any one hole or even pad height;
emphasising the wisdom, however, of
visiting either the manufacturer or a
skilled specialist repairer. 

It soon becomes apparent why such a
seemingly insignificant matter as the 
oboe reed (one, nevertheless, on which
our joys, our self-expression and even 
our very livelihood may depend) can
expand to occupy such a wealth of pages.
By the time you finish this light bedside
reading you may no longer feel as fresh
as at the start: but the Fish will certainly
not be stale.

1 Bring the Music to Life and Perform 
with Expression (to be released next year)
set out in the simplest stages for all young
musicians and all who study teaching.

www.grahamsalter.com

Metropolitan Opera House, New York

Mayer reed
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OBOE REED MAKING EQUIPMENT
A large amount of Oboe reed making equipment for sale;
almost brand new or barely used.

1  Howarth Router: 1  Glotin Mandrel

1  unlabelled Mandrel (larger so possibly Cor Anglais) 

1  Easel Oboe: 1  Easel Cor Anglais

Assorted reed knives ( Right Handed)

5  rolls of coloured  nylon assorted thread 

1  Cutting Block

1  Smith’s Fine/Medium Combination Stone

1  Smith’s Honing Oil

2  Black Reed Cases (each fit 12 reeds): 1  Black Cor Anglais
Reed Box All with Red velvet interior

5  plaques (3 metal, 1 plastic and 2 ebony) 

1  copy of Evelyn Rothwell’s Guide to Reedmaking Nova Music

Some cut cane and shaped cane and cork bases for free.

Double Oboe and Cor Anglais Stand: large worn Case. 
A huge selection of Oboe/Wind Quintet music for sale. 
Some of it has barely been used.

Contact Sophie Milton on 07788 750391 
or sophie.milton@sky.com for further details.
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After the stunning success of the five-day
courses and Double Reed Day at Park
Place back in April, BDRS is forging 
ahead with plans that will take the Society
into a new era, with new events and a
broadening of activities. These are
challenging times for specialist societies of
our kind, and the need for relevance to all
double-reed players – of any age, amateur
or professional, advanced or beginner –
has never been greater.

Given the importance of oboes and
bassoons in orchestras, bands and
ensembles of all sizes or combinations, 
the single most relevant aspect of BDRS
activities is tackling the serious shortage of
oboists and (in particular) bassoonists.

So what does 2019 have in store?

Well, certainly one big event and a 
second event in the planning stages 
(see below). The event which is definitely
on the schedule is the BDRS five-day oboe
and bassoon courses (Tuesday, 30th April
to Saturday, 4th May), plus Saturday 
4th May Double Reed Day at Park Place.
This was hugely successful earlier this 
year, and once again John Anderson for 
the oboes will be joining with me for 
the bassoons. 

We will be offering detailed inspiration
and guidance for players on the five-day
course, and a brilliant experience for
oboists and bassoonists on the Saturday
Double Reed Day, which welcomes all
players of any playing level and any age.
Places are limited on both events, 
so do please visit the BDRS website and fill
in the online application form as soon as
you can: we did have to turn some players
away from the April 2018 five-day course
this year, so don’t miss this fantastic
opportunity!

Also for April next year, and still being
planned, is an event centred around a 
very special historic anniversary with a
hugely popular Baroque masterpiece of
particular interest to double-reed players. 
If this arouses your curiosity, please drop 
a line to the BSRS Chair Geoff Bridge at
geoffrey@geoffreybridgeoboe.com
expressing interest – it is only with 
support that substantial events like 
this can happen!

It’s really important that an organisation
like BDRS listens to and (where possible)
responds to the thoughts and requests 
of members. Clearly, finance and
practicalities play a big part in determining
what is possible, but if you have any
specific ideas that might lead to a good
event for members, or might be effective in
promoting the oboe or bassoon to young
musicians, do please contact Geoff Bridge
with your ideas.

BDRS in 2019
Laurence Perkins writes about the welcome return to Park Place in Hampshire, 
30th April to 4th May 2019.

Photos: Mike Bell
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The joy of music-making is something that
only those who actually do it can really
appreciate. For many it can’t be improved
upon. But equally there are lots of players
for whom the experience can be enhanced
when this special activity is in a really
beautiful place. This applies to both the
area and the venue.

As a keen and ambitious student back in
the 1970s, I was totally inspired by such
events as a youth orchestra course in
Switzerland overlooking Lake Geneva.
Then there were the courses run by flautist
Trevor Wye at St. Augustine’s College in
Canterbury which would include a
performance (on flutes and bassoons) of
the magnificent 40-part motet Spem in
alium by Thomas Tallis in Canterbury
Cathedral. The college itself was a
wonderful setting, and it was there 
that I encountered two great musical
inspirations: Stephen Maxym and 

Roger Birnstingl. I recall Maxym talking
about the ancient college building,
wondering what would happen if the
termites ever stopped holding hands!

The Tallis experience remained with me,
and I recreated it myself this year in
performances of my own wind ensemble
version of this wonderful work in
Manchester Cathedral and at St. Alfege
Church in Greenwich where Tallis is
buried. We did wonder whether he 
might make an appearance (‘You play 
my music on woodwinds and horns?!), 
but I’m happy to report that he remained
respectfully silent! The antiphonal nature 
of this music when performed in the 
right setting is something unique:
Renaissance ‘surround-sound’ infinitely
better than those funny little speakers
hidden in the four corners of many 
living rooms!

Most recently, I have established Wind
Serenades courses at Higham Hall in
Cumbria, which is possibly the most
perfect example of the location enhancing
the musical experience. On arriving at a
venue, the car park is not usually a
particularly interesting part of the course
experience; but parking at Higham places
you in full view of the north Cumbrian
hills. This magnificent sight greets you
every morning as you walk out of the 
front door to take in that amazing
Cumbrian air. This is the most northern 
part of the beautiful English Lake District –
renowned worldwide for its inspiring
landscape – and Higham Hall is only a
short distance from Bassenthwaite, also the
delightful town of Cockermouth where the
poet William Wordsworth was born.

For me, and clearly for the many wind
players who are now attending the Higham
courses on a regular basis, this is
something very important. Good
comfortable bedrooms, pleasant rehearsal
spaces and excellent food are all
important, of course; but all this could
easily be available in a convenient location
in the middle of some dreary town. In an
era of increasing choice over where to
locate a special music-making experience,
this now really matters more than ever
before. In a beautiful place, one can be
inspired to play to a new level, and leave
at the end of the course with a real sense
of having achieved something special in a
life-enhancing setting.

As I write, I am heading down to the south
of France for two weeks of wind chamber
music. It brings back memories of the
outdoor performances I played in years ago
in the northern part of Catalonia, where
local people ran down from the vineyards
in joyful tears at the sound of live music
echoing through the hills. I recall also the
unforgettable experience of the Dvořák
Wind Serenade in the composer’s summer
house garden in Vysoká near Prague, 
or playing Mozart serenades in the cloisters
of a convent on one of the Azores islands
in the mid-Atlantic, or playing the Mozart
Sonata for Bassoon and Cello with my wife
Rachel on top of Helvellyn in the Lake
District, not all that far from Higham Hall.

I’m planning upon more similar events
through my Wind Serenades series, and for
those who are prepared to be adventurous,
the rewards are potentially fantastic! How
about Mozart’s Gran Partita in an amphi-
theatre near Land’s End with the sea as its
backdrop? I haven’t set this one up – yet –
as I need to know if there are enough
people prepared to travel a very long way,
and of course accept a risk with the
weather! It would be a totally unforgettable
experience. The sky’s the limit! Where to
next? Ideas (please keep them realistic!)
and interest via the Contact Form on
www.laurenceperkins.com/contact
Let’s see where it might take us…!

Higham Hall courses and events in other
lovely locations are already in the diary
and on the website.

Music-making in Beautiful Places
Laurence Perkins reflects on how landscape and surroundings can enhance a 
special music-making experience.

Photos: Laurence Perkins
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Paul Carrington
Woodwind Instrument Repair Specialist

Pease Hill Cottage
Town End Lane

Flintham
Newark

Nottinghamshire
NG23 5LT

Tel: (01636) 525397
Email: carringtonflintham@hotmail.co.uk

Spooky Bassoons at HalloweenSpooky Bassoons at Halloween
Wednesday 31st October, 3.00 – 9.00pm

Led by Laurence Perkins and Anthea Wood
Regent Hall, 275 Oxford Street, London W1C 2DJ

(1 minute’s walk from Oxford Circus tube station)

Sponsored by Howarth of London with financial help from the Musicians Union

Two events in one:
1: A workshop for amateur bassoonists (all levels)
led by Laurence and Anthea: reeds, technical
tips, ensemble playing including the Hitchcock
theme (by Gounod), a new version of Sorcerer’s
Apprentice and the Finale of the 1918 Overture!
There will also be a short concert given by the
tutors, including music by Mozart and Vivaldi.

2: A free-admission event for any school-age
musician who would like to learn more about the
bassoon, and have their first attempt at playing
the instrument. There will be an entertaining 
30-minute introduction to the bassoon at 6pm,
when all young musicians will take part in a
spooky reed choir in the Chorus of Demons!

Adult amateur players: course fee £20 
(please complete on-line application form at
www.laurenceperkins.com)

Please encourage all young musicians to come
along and discover the bassoon for themselves: 
it’s free-admission, and promises to be a lot of fun!



Dresden. . .35 Years Later (Part II)
It is 1980 and East Germany is still part of the Soviet Union. The BBC Welsh Symphony Orchestra is paying a
groundbreaking visit to Dresden marking the 35th anniversary of the Allied bombing of the city, to work with 
DDR TV and choir and chamber orchestra in a co-production of Benjamin Britten’s War Requiem. 
Unforeseen consequences are about to develop as Robert Codd explains in the concluding part of his story.

The rehearsal began and, from the outset,
it was clear that this was a superb choir.
The blend was perfect, precision was total
and they moved together effortlessly, 
with a wave of sound that would start
almost imperceptibly and grow to an 
all-enveloping blanket. Dynamics,
rhythms and subtle changes of colour
were so natural and practised that you
realised this was an ensemble of absolute
professionalism; a showpiece for training,
commitment and excellence in a state
where such things were taken very
seriously. They rehearsed for four hours 
a day, six days a week; we rehearsed 
six hours a day, six days a week – yet
there was a big difference!

The conductor, Herbert Kegel, with
simple gestures, a few English words and
his favourite German phrase: ‘Originell
aber night Original’ [Original but not 
THE original] dealt swiftly and clearly
with the disparate forces, despite the fact
that this was television and progress was
necessarily slow. He had been the choir’s
trainer, mentor and ‘Vater’ for many years,
including through some difficult times 
it seemed, and they worked together
instinctively and effortlessly. Moreover 
it was obvious that he and the choir 
knew this work inside out: far better 
than we did and yet it was supposed to
be ‘our piece’.

And then came ‘der Pause’. We had been
warned to be on guard at all times when
mixing with the natives. ‘Be very careful.
Be prepared to be compromised. 
They will be unfriendly, even hostile. 
Don’t forget, you are the enemy.’

I have to report that no one tried to
compromise me; or, if they did, I didn’t
notice! No sooner had the break begun
than there was a mass movement of
singers and players from all directions,
pushing forward to meet each other;
many smiles, shaking of hands, greetings
(very formal) in English and in German.
Officially they were not encouraged to
speak any English – German or Russian
only – but several of them could speak
some words and we had a few German
speakers too. There was an instant
rapport: we seemed to hit it off
immediately.

Some members of the East German
chamber orchestra ventured over to
fraternise, including the bassoonist, a
young man who pointed to the
uncompromising tremoli in his part,
pulled a face and said: ‘schrecklich!’
[dreadful].

I sympathised with him and it soon
became clear that we had exactly the
same hang-ups: reeds, intonation and
many pieces, especially Tchaik 6. We did
not have time to get round to conductors!
We stood as a group in a huddle and
introduced ourselves via the instruments. 

‘Was spielen Sie?’ someone asked one of
the strings. ‘Viola’, he replied. Slightly
blank expressions until someone else
translated for him. ‘Bratsch,’ whereupon
all the chamber players hugged
themselves, pulled up their collars and
said, ‘Brrrr’. Universal reaction!

Then, from deep in the 2nd Bass section
of the choir came a tall, dark-haired man,
smiling broadly and holding out his hand. 
‘Günther Z…,’ he announced. ‘How do
you do?’ He was gently spoken, polite
and very formal. Little did I realise then
that we would still be friends 38 years
later.

That twenty-minute break set up a
Kameraderie and co-operation between
these two ‘enemies’ which ran for nine
years until the ‘Wall’ came down in
November 1989. It was a strange but
important relationship on many levels
and one that affected choir, orchestras
and administrators alike. It certainly had a
tension, a ‘frisson’, but also a feeling that
this was a significant moment in history.
Perhaps this was the beginning of the real
end of the Second World War.

Such thoughts, only vaguely formed at
that time, kept us going until lunch. It was
then that we came back to reality
because there was not much to be had.
Some of us went to an ‘Imbiss’, a
roadside stall which sold sausages and
bread in various guises. ‘Bratwurst mit
Senf’ (mustard) was a good standby – and
very tasty. There was also a lot of beer
around and our players found that they
were able to adapt to the local cuisine
quite easily. 

Cathedral of the Holy Trinity, Dresden
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Before the Imbiss I wandered round to the
east end of the cathedral, to have a look
at that part of the city. Here lay the
Zwinger, the fortress of the Saxon kings.
Though completely destroyed it was now
partially restored, with wings housing the
‘Gemäldegalerie’, a superb art gallery
and, next door, a museum of weapons.
(Something for all tastes). But I was not 
at all prepared for what I saw next: 
the ‘Schloss’ and the Hunting Lodge,
untouched since those catastrophic 
raids in August 1945. The latter was a
burned-out shell, blackened timbers
stretching into the sky, twisted steel
girders, scorched-looking stones and the
remains of a few stags’ heads just about
visible. It was quite a shock – indeed a
nightmare vision – and it suddenly took
me back to something I had totally

forgotten: Bristol, c.1946, with all those
gaunt skeletons of buildings on Park
Street. No roofs, no windows, just black
walls and piles of stones.

Bratwurst, Bier and Britten soon 
dispelled any macabre thoughts and the
afternoon rehearsal strengthened the
feelings of the morning. We were 
taking part in a powerful work, for a
performance which could be quite
remarkable. 17.00hrs came round
quickly, so we packed up, sent formal
greetings to our colleagues and 
wondered what to do next. 
The ‘Italienisches Dörfchen’ was
suggested. This was a cellar-bar, 
part of the eighteenth-century group of
buildings along the Elbe and highly
recommended as a top attraction. (It is
now a very posh restaurant!) About six of
us went at first and it later became the
regular meeting house for post-rehearsal
cultural activities. At the door sat an
elderly man who was slightly surprised 
to see so many foreigners on a mission.
He was the caretaker/porter. He was
friendly enough and became quite
effusive when people started putting loose
change into his dish. Sterling was much
sought after in the Eastern Bloc; 
not that he would have got far with what
we gave him but he sat examining the
coins very carefully and said he had
never seen this currency before. 
The staff were young and affable, 
full of jokes and very happy to 
dispense litre glasses of frothy 
lager-like beer, sold at very 
reasonable prices. 

On the third night of our weeklong visit 
I began to feel very guilty that I had 
not made any contact with home, 
so I set out to try to find a phone. 
They were well supplied with phone
boxes, usually in groups of three, 
two for inland calls and one marked
‘Ausland’, which seemed to be what 
I was looking for. Following the
procedure outlined in a very old 
German text book, dating from college
days and including instructions on how 
to make a telephone call, I went through
the motions with little hope of actually
getting anywhere. No response: total
silence. Perhaps it was out of order. 
I tried the foreign-calls box in another
group further on. Same result. Just then 
I spotted a telephone exchange with a
real human being in attendance.

As I walked in, the young woman at the
desk watched me anxiously and with
obvious suspicion. In my best Deutsch 
I apologised for disturbing her and said
that I would like to make a call to 
Gross Britannien. She looked decidedly
uncomfortable. I went through the
instructions from the old book as far as 
I could remember, while she looked at
me the whole time and remained silent.
When I had finished she said: ‘That is
correct’. All along she must have been
thinking, ‘Who is this geek spouting
school-boy German at me?’ and I noticed
that she cast a quick glance towards the
Zwinger where a Volkspolizei van was
strategically parked.

I thanked her profusely and beat a 
hasty retreat, back to join my colleagues.
My seat was still unoccupied, the half-
empty glass was still there and next to it
two full litre glasses, a fairly daunting
sight since I was now about 45 minutes
behind the others. Apparently, two rounds
had been bought in my absence and my
dear friends had included me. 

‘Who are these for?’ the waiter had asked,
as he put them down. 
‘For the ghost – der Geist,’ someone 
had said.
‘What, der heilige Geist?’
‘No, just the Ghost.’ That became the
name that stuck for the rest of the week
and, when WNO visited Dresden a
month later, I received greetings 
‘To the Ghost, from the Italienisches
Dörfchen’.

With the evenings catered for by such
international relationships and no chance
of any contact with the outside world,
there were still one or two free mornings
to deal with. (As you can see, this was a
tough assignment we were on!) We could
go Kaffeetrinken with our colleagues or
there was the Zwinger to visit. Or a joint
ticket got you into both the Weapons
Museum and the Gemäldegalerie. 
The former contained a large collection 
of armour and some pretty gruesome
implements, showing that these Saxons
had a good grasp of knowing how to
defend themselves… or how to dispense
with people!

The Art Gallery had an important
assemblage of paintings, mainly from the
Renaissance, pride of place being given
to the Sistine Madonna by Raphael. 

Zwinger, the fortress of the Saxon kings

Dresdner Schloss burnt out shell
in 1980 after the blitz

Dresdner Schloss after renovation
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At this time it hung on the end wall of a
large gallery, with space around it and
cordoned off by a red silk rope, placed at
a safe distance. There were few people in
the room but a small group, comprising a
Soviet Army officer from central Asia and
two elderly women dressed in black were
standing in front of it, studying it
thoughtfully. We joined them for a time,
contemplating the contradictions of this
country; here was a powerful work of
religious art, bought by an equally
powerful European monarch, rescued
from the total destruction required to
displace a despotic regime, now
displayed in a place of honour by 
another hard-line organisation, for its
citizens, officially atheist, to come and
admire. It is certainly an enduring and
fascinating creation. Representing calm
and devotion in the centre it shows two
cherubs below: one with his hand under
his chin and the other drumming his
fingers impatiently. It is not surprising 
that these two have been the mouthpieces
for many jokes.

Shortly after arriving in East Germany 
we had an official welcoming party with
speeches, toasts and fraternal greetings,
during which the Chef of Fernsehen der
DDR told us that Dresden had been a
very beautiful city but that it had been
necessary to have it destroyed (by us) to
eliminate ‘Faschismus’. (This was not

quite the version given in the State
Museum, which described the air-raids as
‘sinnlos’ [mindless]!) Nevertheless,
‘Dresden had been rebuilt, even more
beautifully,’ he said, another slightly
dubious assertion. 

Many of the most important buildings 
had been restored but there was still a
great deal to do. The Semper Oper for
example – the magnificent opera house
which stood near the Italienisches
Dörfchen on the Elbe – which had
witnessed first performances of works 
by Handel, Mozart and Richard Strauss. 
It was still boarded up while the
authorities, step by step and painfully
slowly, were trying to restore it to its
former splendour, by sending craftsmen
all over Europe to learn the secrets of
eighteenth-century plaster work,
chandelier-making, wood-carving, 
gilded metalwork, and dozens of other
techniques now completely lost. 
This was another strange contradiction of
these Communist regimes. They were
happy to spend large sums of money and
thousands of man-hours restoring
buildings which fell into their categories
of bourgeois, capitalist or religious, 
but which they realised were quite
irreplaceable and of huge significance to
the rest of the world. The Semper Oper
was not completed until 1986 whereas
the Schloss, Hunting Lodge and
Frauenkirche had to wait until the Wall
came down before these were fully
restored. Saving millions of hours,
computers were used to reconstruct the
Frauenkirche, identifying the thousands 
of stones and putting them together 
like a giant Lego kit (suitable for
eighteenth-century participants!) 
The glass dome was then added and
finally the golden cross, a present from
us, replacing the shining angel that
perished in the flames.

With the same careful attention to detail
that was lavished on the Semper Oper
and, taking almost as long, we came to
the end of our televised co-production of
the War Requiem. In modern BBC-speak
they would say: ‘We have a product!’ but
in those days we had a ‘tape’, a ‘reel’ or,
in this case, a video to be shown to a
global audience – at least in the DDR 
and in Wales. 

‘Is it good?’ the Producer was asked.
‘No, it’s not good,’ he replied. 
Awkward silence. 
‘It is not good – it is excellent!’ 
Teutonic humour!

It was certainly very tight and clean from
a musical point of view and it contained
some interesting film clips hitherto
unknown in the West: German and
Russian archive material giving the whole
production a more balanced but quite
uncompromising feel.

So now it was time for another party,
even bigger and better than before.
Controller Wales and Chef of Fernsehen
der DDR posed for photographs, standing
shoulder to shoulder, hands firmly
grasped in solidarity and staring into the
future. Günther, the 2nd bass, was deeply
moved by the proceedings, so much so
that he even asked for a BBC sticker for
his music case. A young tenor called
Joachim introduced himself and said he
wanted to keep in touch. (Some years
later I added a mezzo to the list, so my
private vocal quartet is coming on quite
well and all three still communicate
regularly.)

There was no doubt that this bold venture
of BBC producer Mervyn Williams had
captured their imagination and been a
great triumph, setting so many things in
motion. We had a ‘product’, we had firm
plans for future co-operation and we had
discovered that these ‘enemies’ were
actually not very different from us, with
the same goals and the same ideals:
peace, music – and beer!

There was much laughter, back-slapping,
singing and hugging – that was just the
men – and when the party eventually
slumped to a halt, there were
protestations of friendship for life, 
pledges to write every week and eager
anticipation of the next venture: the
Messiah in Chester Cathedral in
December 1981. There was only one
problem; in that euphoric state few
people could remember exactly where
Chester was.

Sistine Madonna by Raphael
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Do you find bassoon reeds are an endless
worry? How long should they take to bed
in? How long will one last? How can you
adjust it to optimise performance and
extend its playing life? Selecting the right
reed for your bassoon and playing style is
just the start. What qualifies as a
‘satisfactory’ reed partly depends on what
you are looking for, but there are some
basic rules to bear in mind when
selecting and optimising any reed. 
In this article I cover what makes a good
reed and how to adjust it to ensure 
you are getting the best out of it for as
long as possible.

What makes a good bassoon reed? 

Take a look at the anatomy of a bassoon
reed in the first diagram: I will be
referring to this diagram throughout 
the article.

‘Anatomy of the Bassoon Reed’

All steps discussed in this article 
should be carried out on a reed which
has been soaked in clean water for 
five minutes.

Reed cane is fickle; changing
temperatures and varying degrees of
atmospheric moisture can cause a 
reed to change its shape. Since bassoon
reeds are always soaked before use, it is
sensible to make any adjustments to the
reed in this state (so that you are making
changes to it in as close to playing

condition as possible, and to reduce the
risk of the cane splitting). Bassoon reeds
are made from a single piece of cane,
scraped and folded over and bound at the
butt end. 

Leaving personal sound preferences aside,
a good reed will be well-balanced. 
In order to play and vibrate properly 
it should be evenly scraped, and
symmetrical in shape and thickness in
each of its key areas. A reed should 
be free-blowing enough to accommodate
a loose, comfortable embouchure –
without causing unnecessary strain 
on the player’s lips or lungs – but not so
free as to prevent the ability to play
quietly and control the volume. 
The crow sound produced when blowing
a well-balanced reed should be a rich,
multi-phonic sound.

It is important to remember that bassoon
reeds need blowing in before they reach
their optimum hardness and playability;
they will settle over a period of days,
which means making adjustments too
early risks producing an ‘over-adjusted’
reed after it has settled.

Take a close look at the reed tip opening

Once soaked, the first step to identifying
a good reed is to check its tip. The
opening should be between 1-1.5mm
wide (or 10% of the width of the tip), 
and should have an even, symmetrical
curve on both the top and bottom reed
blade, as well as corners that are cut off
at a 45-degree angle. Reeds which have
noticeably misshapen tip openings after a
thorough soaking will play less effectively.

The tip should be very fine, smooth and
paper thin; any standing fibres will affect
playability, and make it harder to blow
the reed effectively. If the reed blades at
the tip of the reed are too thick, the reed
will be more difficult to play loudly, it
will be less responsive and may become
slightly sharp. The easiest and least risky
way to thin the reed blades at the tip
opening is to lay a very fine, polishing
sandpaper onto a flat stable surface, and
gently sand each blade tip (holding the
reed at a 25 degree angle). 

If you choose to sand the tip of your reed,
play and test it again before moving on to
any other step in this article.

Check the wire tightness

Loose wires which are able to move up
and down the reed collar will make the
reed blades vibrate too much, will require
more blowing effort from the player, 
and will result in a low-pitched, 
distorted crow. Conversely, wires which
are too tight will choke the reed blades
and restrict their ability to reach a well-
balanced crow. This will result in a
reduction in lower overtones, 
producing a higher-pitched sound.

If the wires are appropriately tight, then
do not adjust them; the reed-maker will
have fixed the wires precisely, and each
adjustment brings them further from 
their intended shape and tightness.
(This is sometimes difficult to reverse if
the wires are too misshapen or have
developed kinks.) However, you may 
find that the wires need adjusting 
every 3-4 weeks regardless of how they
are in the beginning, as reeds have a
tendency to change shape the more 
they are used.

If the tip opening needs closing slightly,
then gently squeeze the two blades
together along either side of the reed
spine with your fingers; this is sometimes
enough to achieve the required opening
width without needing to tighten or
squeeze the reed’s wires prematurely.

To tighten or loosen the wires, insert a
mandrel into the base end of the reed,
unflatten the twisted end of the wire with
a pair of pliers, pull the end of the wire
gently away from the reed, and make a
quarter turn in either direction until
you’ve reached the optimum tightness. 

Squeezing the wires

Squeezing the first and second wires is
the quickest way to make adjustments to
a bassoon reed. Take care not to over-
squeeze or pinch either side of the wire
unevenly. Misshapen wires or wires with
kinks will cause the reed to play less
effectively. 

Wire No.1 – squeezing from the sides 

In order to widen the tip opening and
produce a more resistant reed, squeeze
wire no.1 from the sides with your 

Bassoon Reed Selection &
Adjustment (Part I)

Oliver Ludlow, in-house Bassoon Specialist and Director at Double Reed Ltd, 
provides some help for those who find the mysteries of the bassoon reed frustrating.
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thumb and forefinger or a pair of pliers.
The sound will become darker and
slightly higher pitched, the reed will
become slightly more difficult to control
and will project more.

It is important to remember that wire no.1
should be oval; overdoing the adjustment
and making the wire too round will cause
lower notes to play sharp. 

Wire No.1 – squeezing from the 
top and bottom 

In order to narrow the tip opening and
produce a less resistant reed, squeeze
wire no.1 from the top and bottom. 
The sound will become brighter and
slightly lower pitched, and it will be 
more easy to control, quieter and 
easier to blow.

It is important not to overdo these
adjustments, if wire no.1 becomes 
too flat you will find that higher notes
tend to play flat and the reed will be
harder to control.

Tip: Your reed tip will naturally close up
slightly when played owing to lip
pressure. If it is too open to begin with it
is worth playing the reed for 30 minutes
and assessing after this before adjusting
the wires.

Wire No.2 – squeezing from the sides

In order to narrow the tip opening and
produce a slightly less resistant reed,
squeeze wire No.2 from the sides. The
sound will become reedier, higher
registers will be more prominent, and you
will find the reed takes less effort to blow.

Make sure to keep this wire as round as
possible. If it becomes misshapen or too
oval the lower notes will become less
responsive.

Wire No.2 – squeezing from the 
top and bottom

In order to widen the tip opening and
produce a slightly more resistant reed,

squeeze wire no.2 from the top and
bottom. The sound will become
somewhat darker (especially in the lower
registers) and slightly higher pitched.
Make sure to keep this wire as round as
possible; if it becomes misshapen or too
oval the lower notes will become less
responsive.

I recommend squeezing wire No.2 as
little as possible, as doing so can lead to
negative effects in other areas of the reed.
It can create harsher overtones, 
cause the sound to become too soft, 
and may produce a slightly more 
mono-phonic crow.

(Tips on Reed-Scraping will follow in 
Part II of the article, in the next edition.)

Double Reed Ltd specialises in the repair,
overhaul and sale of bassoons, and the
supply of top quality bassoon reeds and
accessories.
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The Daily Telegraph article 
(28th July) may have been
generalising somewhat when
it chose to describe oboe,
bassoon, french horn and
tuba as the ‘big beasts of the
orchestra, famous for their
booming depths and
resounding crescendos’; but
at least this worrying trend
has been receiving some
serious column inches. The
article pointed out that the
days of all these instruments
could be numbered!

Lucy Noble, the Royal Albert
Hall’s artistic and commercial
director, was being quoted,
blaming the demise of these
orchestral instruments on the fact that the
‘YouTube generation’ has less exposure to
live music. ‘Interest from the younger
generations has dwindled to such a low
that the instruments now risk becoming
extinct,’ she said. ‘Encouraging the next
generation to take more of an interest in
classical instruments is crucial to their
survival.’

‘If more is not done to promote the
playing of these instruments we risk
seeing them disappear from schools,
stages, studios and screen.’ She said that
over the last 15 years there has been a
transformation in the way that young
people enjoy music. ‘The advent of online
video means that many are watching
music videos, which dramatically reduces
the exposure to some lesser-known
instruments.’

The Royal Albert Hall has commissioned
research that shows that the number of
children learning a classical instrument is
falling. Only around one per cent from a
poll of 1,000 children could identify the
oboe, french horn, cor anglais, bassoon
or contrabassoon as instruments that they
either play or would like to play. 

Robert Codd, bassoonist and former
Chairman of the British Double Reed
Society, was also interviewed for the
article and described the situation as
serious. ‘I think certainly the numbers
have dwindled enormously in the last ten
to fifteen years,’ he said. ‘Oboes and
bassoons are generally not known at 
all in schools. They might have pictures
on the wall but they haven’t seen them 

in the flesh. This has been reflected 
in the massive falling off of the number 
of children learning them. The sheer
physical size of the instruments, 
the complications of the reeds, 
and the expense of lessons has led to
these instruments being sidelined,’ 
he explained. 

‘I think part of it is the perceptions that
guitars, saxophones and so on, are seen
as being relevant, cool and part of life,
whereas some of these others are a bit
obscure and not what they would want to
be identified with.’

� Ministers do not

value music 

and the arts �

He described how he hears from
‘desperate’ conductors who are trying to
put on concerts for national and regional
youth orchestras, but they struggle to find
oboe or bassoon players. They ask him:
‘Have you got any pupils who could
come along? We need five bassoonists
here, three there, two there…’

The DT article acknowledged that BDRS
has run a series of initiatives to try and
enthuse the younger generations about
their instruments. ‘One thing is putting on
big extravagant shows in public places
and playing music people will know from
the swinging ‘60s, from the films and

from the shows. We want to
do something elaborate to
grab people’s attention,’
Robert Codd said.

Lucy Noble again: 
‘The demise of these
orchestral instruments is 
part of a broader problem
which is that Ministers do 
not value music and the arts.
If I was in Government 
I would ensure it is at the
heart of things,’ she said.
‘There must be a lack of
understanding. It has got to
be taken more seriously.’

Ms Noble said that it is
‘shocking’ that children do

not have to choose an arts subject for
GCSE while taking a science subject is
compulsory. ‘Some people hate science,’
she said. ‘It is very biased towards a
certain area of the curriculum.’ 
The Education Policy Institute analysed
the uptake of GCSEs in arts subjects –
including art and design, drama and
theatre, music, dance and performing 
arts – over the past ten years and found
that there had been a drastic decline in
recent years. 

The Daily Telegraph nevertheless quoted
a Department for Education spokesperson
saying: ‘High quality arts subjects are an
important part of every child’s education
and the proportion of pupils taking arts
subjects at GCSE has remained largely
stable since 2010. Music remains a
compulsory subject from age 5 to 14 
and we are investing nearly £500 million
up to 2020 in a range of music and arts
education programmes designed to
improve arts provision for all children.
This includes 120 music education 
hubs set up across the country to give
every child the opportunity to play 
an instrument.’ 

BDRS recognises that provision varies
from county to county and from school to
school. If you have experience of the
circumstances in your locality please
share this by writing to DRN
(drn@bdrs.org.uk) for publication. 

Decline of the ‘Big Beasts’ 
of the Orchestra?

Clive Fairbairn reviews a recent article in the Daily Telegraph, in which Lucy Noble of the Royal Albert Hall 
and bassoonist Robert Codd speak out about the decline of young people learning oboe and bassoon. 

Royal Albert Hall: the home of the BBC Proms
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Florence Woodbridge Bassoon 
Prize at Royal Academy of 
Music, London

by Stephen Fuller

Monday 11th June was, by his own admission, a very special 
day for Timothy Bowers, the adjudicator of the Florence
Woodbridge Bassoon Prize. He was formally retiring from his 
post at the Royal Academy of Music as the Alan Bush Lecturer,
and hearing five performances – the second to the sixth – of his
Bassoon Sonata. This sonata, one of a set of woodwind sonatas
(following a similar set for brass), was originally written for RAM
student Bernadette Childs, and published in 2015. It was the sole
work each contestant performed in this competition. We were
informed that there had been a preparatory workshop on the
work for those RAM students intending to compete, with the
composer/adjudicator supported by the staff accompanist 
Richard Shaw, who also played for each contestant in the
competition. This provided a possibly unique level playing field
for the contestants.

For the audience, the repeat hearings gave an opportunity to
become familiar with an interesting and valuable addition to the
bassoon repertoire, and to enjoy five individual interpretations, 
each performed to a very high technical and musical standard
whilst retaining a personal bassoon sound and style.

Hearing all five it was certainly difficult to determine who 
would be chosen as winner, given both the quality of the
performances and the evident challenging nature of the sonata.
The work is rhythmically demanding, requires a good dynamic
range in all registers and the ability to communicate long and
often wide phrases. 

Olivia Palmer-Baker was the worthy winner on this occasion 
but all the other contestants – Guylaine Eckersley, Philip Pike,
Ryan Delgado Barrerio and Emelia Banninger – deserved
recognition too. Richard Shaw’s performance of the demanding
accompaniment was particularly noteworthy and fundamental to
the success of the event.

It was a special morning. I went out and bought my own copy 
of the sonata (available from Queen’s Temple Publications) and 
I would recommend other bassoonists investigate the piece too.

Understanding the Oboe Reed 
by Graham Salter 
(see Graham Salter’s own article about his book 
on Page 10)

Newly released at IDRS Granada last month, this is a unique 
and comprehensive book – 552 pages, including colour photos 
of 115 reeds in close-up against the light and in profile, 
laid out against a millimetre scale, with 82 world interviews. 
The book investigates breath support, vibrato and reed-making
refinements across the world’s major styles, and explains the
underlying principles that govern perfect intonation across both
scales. It examines choices of embouchure, air support, vibrato,
cane, staple, gouger, shaper, knife, whetstone, profiler and each
detail of the scrape, to offer predictable control over every aspect
of tone and response.

Understanding the Oboe Reed will be reviewed by Geoffrey
Burgess in the next issue of Double Reed News.

New Classical Contrabassoon 
Video from the Orchestra of 
the Age of Enlightenment

by Zen Grisdale

We’ve just added a classical contrabassoon video, with David
Chatterton, to our collection of videos by recognised expert
period instrument players. These can all be seen and heard at
www.youtube.com/watch?v=gMoOhCh_GUM
also on facebook
www.facebook.com/orchestraoftheageofenlightenment/videos/
2082072335343271

Reports & News
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CD REVIEWS

‘The Princess and the Bear’
Duet-Concertino by R Strauss
Trio in Eb Op.38 by Beethoven
Trio Pathetique by Glinka
Sarah Watts, clarinet Laurence Perkins, bassoon      
Martin Roscoe, piano
Royal Scottish National Orchestra   
Sian Edwards, conductor 
Hyperion Records CDA68263

The story of Beauty and the
Beast, whether it is told in
words, pictures or sounds, 
is not just a fairy tale but – as
Laurence Perkins suggests in his
excellent programme notes –
can support many interpretations
within its sturdy structure. 
Past attempts to fit the work into
the same category as the

concertos for horn and oboe do no service to any. The
Duet-Concertino, unique in its episodic, pictorial form, its
modest orchestration and the development of character
through almost-operatic dialogue between the solo
instruments, is truly a tone-poem.  

The opening bars, introduced with luminous delicacy by the
strings and harp of the Royal Scottish National Orchestra
under the direction of Sian Edwards, evoke a dream
landscape close to that of the prelude to Strauss’s final
opera, Capriccio. The radiant beauty of the extended
clarinet passage, which is the leitmotif of the Princess,
precedes the shyly awkward attempts, in the gruff notes of
the bassoon’s first entry, to establish that of the Bear. Sarah
Watts and Laurence Perkins present an ideally balanced
musical partnership, as individually full of character as it is
aware of every subtle nuance in their own exchanges, or in
the alert and positive orchestral support. The stillness and
continuity of thought in the seemingly endless, heartfelt
phrases of the Bear’s central Andante lead to the touching
exchange of leitmotifs between the characters, just before
they embark on the final Rondo. Here, various adventures,
some sombre, some quixotic, await the pair, now united in
friendship, and joyfully celebrated in the orchestra too, with
seemingly effortless enthusiasm.

The drawing-together of opposites in the Duet-Concertino –
during the difficult circumstances of Strauss’s life, 
as he wrote so abundantly amid the chaos of post-war
Europe – perhaps delivers far more than a message of
reconciliation between two fairy tale characters dancing,
with all their uncertainties, towards true understanding 
and eventual harmony. 

Of the two substantial chamber works presented in 
this collection, Beethoven’s Op.20 – the well-known 

Septet, re-worked as a trio Op.38 for clarinet, cello and
piano – was produced to satisfy the demand of musicians
unable to field seven players (the scarcest probably a
bassoonist). The crystalline clarity of the re-imagined violin
part, now given to the piano or clarinet; the cello and horn
lines assigned to the bassoon; and the quality of sound of
the double-bass half-scale at the end of the Adagio
Cantabile perfectly captured in the right register by the
piano, are a few of the delights of chamber music:
generously and exuberantly shared by Martin Roscoe, 
Sarah Watts and Laurence Perkins, as they clearly enjoy
every moment of it. 

Glinka’s Trio Pathetique is a staple of the wind-trio
repertoire, less frequently heard than it deserves. 
Deeply felt at the time it was written, when Glinka was a
student in Milan much influenced by Bellini and Donizetti,
it receives a committed and at times thrilling performance
of real beauty, intensity and recognition of its sincerity. 
The glittering piano cascades and finely-spun melodies for
clarinet and bassoon (chosen, unusually for its time, rather
than the cello), are as much a delight as the unanimity of
approach to pulse and articulation so finely judged between
instruments, despite their different forms of attack.

The sound quality of both sizes of ensemble is ideally
managed throughout; the Ghislaine Howard painting of 
The Princess and the Bear on the booklet cover is delightful,
and all three works are liable to find many new admirers
via this recording.

Lesley Wilson

New Music for a New Oboe, Volume 2
Music by Edward Cowie, Sam Hayden, Dorothy Ker,
Paul Archbold, Stephen Robbings, Christopher Fox 
Christopher Redgate oboe, cor anglais, lupophon
Coull Quartet 
Divine Art: MSV28531

This new disc from Christopher Redgate is the second
instalment of his work in developing an entirely new
repertoire for the Howarth-Redgate oboe and the lupophon
(a recently designed bass oboe). The opening composition
by Edward Cowie for oboe, cor anglais and lupophon, with
string quartet, is absolutely entrancing. The singing quality
of Christopher Redgate’s top notes is wonderful to hear. The
changing sound worlds in Cowie’s The Colours of Dark
Light are fascinating and here Redgate’s virtuosity shines
through. The Coull Quartet also deliver an outstanding
performance that is incredibly committed and energetic.

One of the real strengths of this disc is the variety of
repertoire included. Paul Archbold’s Zechstein brings 
an immediately different focus to the capabilities of 
the new oboe Christopher Redgate has developed.
surface/tension by Sam Hayden displays a dramatic and

Reviews
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frenetic energy that immediately grabs the attention and
whisks the listener off in yet another fresh direction. The
evolving multiphonics and incredible finger dexterity that
Redgate brings to this performance are exceptional.
Clepsydra draws the listener immediately in a completely
different manner from surface/tension. The ever-evolving
tone brings a three-dimensional quality to the sound world
that is almost hypnotic. Dorothy Ker succeeds in really
showing what expanded capabilities Redgate has brought to
the oboe.

As a disc this is a totally engaging experience for the
listener. These new additions to the repertoire are superb
and with each turn Christopher Redgate manages to show
that the new Howarth-Redgate has so many additional
palettes of tone colour and capabilities. He has developed
an incredible wealth of microtones and multiphonics in the
process.

So much about this disc has a monumental feel to it. The
challenge that Christopher Redgate has set composers to
write for this newly developed oboe is substantial. Even
though the resulting repertoire is so incredibly diverse in
nature, he rises to the occasion every time, In particular I
was drawn to Clepsydra and especially enjoyed the opening
movement of The Colours of Dark Light. I am convinced
that there is something for every listener in this collection;
each piece is so incredibly different. 

The extraordinary performances of all the musicians
involved in this disc also help to make it a valuable
addition to anyone’s CD collection.

James Turnbull

Transcriptions for Oboe and Piano
by R. Strauss, Glinka and Mozart
Catherine Tanner-Williams, oboe 
Christopher Williams, piano 
Willowhayne Records (2018) 
www.willowhaynerecords.com

The musical rapport and
impeccable ensemble on this
charming CD are testament to the
long musical association of oboist
Catherine Tanner-Williams and
her husband Christopher
Williams; they have been
performing as an oboe and piano
duo since meeting at Cardiff
University 25 years ago.

The oboe concertos of Mozart and Strauss, which lie at the
heart of the solo oboe canon, provided the initial
inspiration for this collection of transcriptions, which also
includes works by Glinka. 

As with so many of Strauss’ works, the orchestral oboe plays
a prominent role in Der Rosenkavalier. Otto Singer’s
transcription for violin and piano of the waltzes from the
opera therefore adapts well for the oboe and Catherine and
Christopher segue seamlessly from one waltz to the next.

Less well known are two early sets of piano pieces, Op.3
and Op.9, from which Christopher has elegantly transcribed
the three movements which open the CD. Even in these
youthful pieces we are offered a foretaste of the melodic
and harmonic beauty of Strauss’ writing. Another early work
(Op.9), the Improvisation from his violin sonata is the final
Strauss work showcased. This seems the most problematic
of the transcriptions as the writing is fairly idiomatic, but
Catherine deals well with the challenges posed by the long
lines and yearning leaps of the violin writing.

It is possible, but not certain, that Glinka himself arranged
the six movements for oboe and piano from his opera and
lieder under the title Romances, Songs and Dances. These
varied and beautifully melodic pieces provide an ideal
vehicle for the singing sound of the oboe.

Mozart’s Sonata in C (K.548) was published in 1788 
at a time when Mozart was beset with financial 
problems and grief, following the death of his daughter. 
Perhaps something of these struggles is to be found 
in the poignant Andante cantabile, but the two outer
movements abound with energy and joie de vivre.
Something, of course, is lost by the omission of the cello
but, with this transcription, Catherine Tanner-Williams has
created a very effective oboe sonata.

Recorded in the lovely acoustic of the Nimbus Foundation’s
recording studio and concert hall at Wyastone Leys, the
focus of this CD is primarily on the lyrical qualities of the
oboe. Nonetheless both musicians also deal effortlessly with
any technical challenges that do arise. The oboe sound is
both warm and plangent, the piano perfectly balanced.
Throughout, Catherine Tanner-Williams plays with an
unaffected and direct musicality, accompanied with a deft
and lucid touch by her husband, Christopher.

David Cowley
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CONCERT  REVIEWS

Lonarc Oboe Trio
Teatro Isabel la Católica, Granada
30th August, as part of IDRS 2018
Joseph Sanders and Owen Dennis, oboes
Judy Proctor, cor anglais

The Lonarc Oboe Trio is committed to recording all the
original eighteenth-century Viennese/Bohemian oboe trios
of the period. In this concert they gave us a fascinating
sample of the works they have already researched.

Franz Alexander Pössinger (1767–1827) and Johann Wenth
(1745–1801) were perhaps not great composers, 
but thorough professionals in the company of greatness
(Mozart, Haydn, and Beethoven), providing music for court
orchestras in Bohemia and Vienna; and in passing they
invented the musical ensemble, the oboe trio.

Pössinger’s Trio in F major combines virtuosity with wit and
inventiveness that makes diverting listening. The players’
delicate phrasing and superb ensemble no doubt owed
much to the cor anglais, just as the music itself owes a debt
to the brilliant Teimer family – father and three sons – 
the first virtuoso players of that instrument. The subtle
variations in dynamics were especially admirable in
Wenth’s Divertimento in B flat, where moods of melancholy
were well contrasted with much humour. 

The Trio’s former member James Horam (b.1966) continued
this in his Variations Humoresques on Carnival of Venice
(1995) written specially for the group. This music requires
the highest levels of technique: no trouble for the Lonarcs.
Ironical, perhaps, that the original audiences probably only
heard it as background – if at all – while they tucked into
their banquets! 

David Cole

Ed: Oboe Classics has just released an album by the 
Lonarc Oboe Trio (for downloading or streaming) of trios by
Johann Wenth. It is available on iTunes and Spotify, and all
details can be found at www.oboeclassics.com/digital

Göttingen International Annual Händel Festival 
and its Oboe Band Concert
introduced by Geoffrey Bridge

Göttingen is a lovely unassuming town in Lower Saxony
(whose university is home to over 40 Nobel Prize Winners
in the last century) and host for ten days each year in May,
of an early music festival devoted to the works of Georg
Frideric Händel. It is the earliest ongoing Festival in Europe
devoting itself to early music practice and performance. It
began in 1920 and continued throughout the Second World
War. As Laurence Cummings the present director says of it:
‘The whole city becomes Händel-mad; shop windows filled
with Händel displays and a sense that everyone is very
honoured to host the festival. It’s a great atmosphere for
making music.’

Laurence Cummings is the third British director 
of the festival – his tenure began in 2012 – following 
John Eliot-Gardiner and Nicholas McGegan, emphasising
the relationship between Händel and England.
I was approached as Chairman of the BDRS to visit the
festival this year since their programme for the first time
featured an ‘Oboe Band’, the title being a catchall for
oboes, bassoons and continuo in recital. The Festival
publicity team was anxious for a review of this concert 
in publications such as the Double Reed News. 

As I had some health problems earlier in the year 
I was unable to attend myself. By a strange quirk of fate,
however, I had been in touch with oboist Tiago Coimbra,
who is Principal Oboe in the city’s full time symphony
orchestra. (He is undertaking a new performing edition 
of Rutland Boughton’s Second Oboe Concerto that has 
not previously been published. I gave only its second
professional performance for over 60 years in 2003 with
Southern Pro Musica assisted by the Boughton Trust. It was
they that put us in touch.) It was opportune therefore that
Tiago, who lives and works in Göttingen, was delighted to
attend the concert in my place and write a review of it for
this publication. His review, written jointly with his second
oboe colleague Matthias Weiss, follows this preamble.

The orchestra – known as FOG, Festspiel Orchester
Göttingen – is often described as the Festival’s jewel 
in the crown, such is the quality of the gathered players.
Some critics argue that it is the best Baroque orchestra in
the world! The concert featuring ‘Oboe players and Friends’ 
was billed as ‘FOG I’m Fokus: Oboe Band’.
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Oboe Band in Göttingen
Internationale Händel Festspiele Göttingen
The St. Marien-Kirche in Göttingen, Germany
11th May 2018

This church provided the perfect atmosphere for the 
sold-out ‘Oboe Band’ concert on the 11th May. 
The ‘band’ consisted of two Baroque oboes (Susanne Regel
and Kristin Linde) and two Baroque bassoons (Rhoda Patrick
and Stephan von Hoff) and a theorbo – a plucked string
instrument from the lute family (played by Alon Sariel). 
The chosen programme included pieces of different music
styles from the seventeenth and eighteenth centuries. 
It was a great opportunity to listen to these Baroque
instruments very closely, played by four of the best players
of our time. The oboists Regel and Linde and the bassoonist
Patrick have been playing together in the Festspiel Orchestra
Göttingen since the orchestra’s foundation by Nicholas
McGegan, former Festival Artistic Director, a position now
occupied by Laurence Cummings. Von Hoff joined the
orchestra a few years later. 

In the first movement of Jan Dismas Zelenka’s Sonata No.2
the ensemble presented its potential with great expressivity
in the melancholic melodies. But it was in the second
movement that the first highlight of the concert would
come. Here the oboes played absolutely beautifully their
long (and very exhausting!) melodic lines in a constant
dialogue. Their warm and expansive sound mixed just
perfectly in the cosy and familiar acoustic of the church, in
a good balance with the slightly lighter sound of the
Baroque bassoons and the theorbo.

For Georg Philipp Telemann’s Trio Sonata in E minor, Linde
changed from oboe to recorder and Sariel from the theorbo
to the Baroque guitar, both displaying great versatility and
giving the ensemble new colours and freshness. The sound
of the recorder blended very well with the oboe. During the
entire concert Regel delighted the audience, revealing high
musical sensibility with a tasteful sense of phrasing and
agogic. When the music required, her leadership was
natural and clear, and the ensemble moved together
throughout the piece. Regel teaches historic oboe at
Hochschule für Musik in Karlsruhe.

The next piece was an arrangement from Händel’s oratorio
Alexander’s Feast and was followed by J S Bach’s Canzona
in D minor, a very special moment in the concert as Linde
changed instrument again, now to the oboe da caccia (the
predecessor of the cor anglais), creating a new darker and
melancholic colour in the general ensemble. The singing
dialogue of the three Baroque double-reed instruments
(oboe, oboe da caccia and bassoon) was supported by the
elegant basso continuo. This was played by the German
bassoonist Stephan von Hoff, professor at the Hochschule
für Musik und Theater in Rostock, and the Israeli theorbo
player Alon Sariel, musical director of the international
Baroque orchestra Concerto Foscari, based in Hannover.

In the last piece, Johann Friedrich Fasch’s Sonata in D
minor, Rhoda Patrick from north Scotland impressed by the
way she performed the virtuoso bassoon passages in the
second and fourth movements: great precision, freshness
and a natural sensibility for the phrasing and the harmonic
progressions. After all, in 1993 she was invited to teach at
the Felix Mendelssohn Bartholdy Hochschule für Musik und
Theater in Leipzig, starting this way the first official Baroque
bassoon class in Germany.

The entire concert was introduced by the musicians
themselves, giving the audience interesting information
about each piece. The final applause was well deserved. As
a sign of gratitude they performed The Queen’s Farewell by
Thomas Tollet. 

Tiago Coimbra and Matthias Weiss
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Noticeboard
Items – both for this page in DRN and for ‘Events’ on the website – 
can be sent to noticeboard@bdrs.org.uk 
Use the entries below as a guide to suitable length.

Wednesday 31st October, 3pm – 9pm: ‘Spooky Bassoons at Halloween!’
See full details on Page 18 Led by Laurence Perkins and Anthea Wood 
at Regent Hall, 275 Oxford Street, London W1C 2DJ 
(1 minute’s walk from Oxford Circus tube station)
Sponsored by Howarth of London with financial help from the Musicians Union.

April 30th – May 4th: BDRS will be holding its next 5-Day Course – 
four days plus a Double Reed Day – at Park Place, Wickham, Hampshire. 

Further details on Page 16, also on the BDRS website, www.bdrs.org.uk 
and distributed via social media.

Thursday 6th December: Neil Black Award Celebratory Concert at the Wigmore
Hall. A concert to raise funds to assist the work of the Award into the future. 

The artists taking part include the Endellion String Quartet, Jonathan Kelly (oboe) and
Roderick Williams (baritone); music by Bach, Mozart, Beethoven and Samuel Barber.

Details on www.wigmore-hall.org.uk

*For details of these and other Wind Serenades events in 2018/19 
see www.laurenceperkins.com/wind-serenades

The popular ‘Wind Serenades’ courses will be expanding with some exciting new
events for amateur wind players, notably at the wonderful Higham Hall 

near Bassenthwaite Lake in the beautiful northern area of the Lake District. 
There will be three courses at Higham, all of which will include help and advice on

musical and technical aspects of ensemble playing.

Thursday 18th – Sunday 21st October: Autumn course at Higham Hall*
for intermediate standard (grades 6 to 8) players, tutored by Laurence Perkins.
Set works will include colourful music by Rossini, who died 150 years ago in
November. See www.laurenceperkins.com/wind-serenades

For oboe and bassoon courses in 2018/19
at the Jackdaws Music Education Trust, Great Elm, Frome, Somerset, BA11 3NY,

telephone 01373 812383 or email music@jackdaws.org

For oboe and bassoon courses in 2018/19 at Benslow Music, 
Benslow Lane, Hitchin, Hertfordshire SG4 9RB, telephone 01462 459446 
or visit www.benslowmusic.org
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2019
There will be a large-scale BDRS event linked to a very important 
historical music anniversary on 27th April 2019 in central London: 
all oboists and bassoonists can take part. More details in the next 
issue of DRN and on the website. For now, do make a note of this in 
your diary and keep it free. It will be a one-off, one-day day festive event: 
a uniquely exciting musical celebration, not to be missed!



Bassoonists! 
Free your hands and neck and use a spike. 
Tel: 01206 382567.

Nissen Bassoon Crooks made for professional players. 
Order with full details from
www.nissenbassooncrooks.co.uk on a sale or return policy.

Billerbeck Oboe Reeds
Hand crafted reeds made by Marjorie Downward.
Oboe, oboe d'amore, cor anglais and bass oboe.
Gouged & shaped oboe cane.
Tel: 01343 835430 www.billerbeckoboereeds.co.uk

Oboe and Cor Anglais Reeds
David Cowdy. www.reedmaker.co.uk
Tel: 07905 322381 Email: davidcowdy@gmail.com

Unique Trios and Quartets for Bassoon!
javalinapress.com

One Oboe for sale – Howarth XL thumbplate in cocobolo wood
– a superb professional model ideal for an excellent student or 
just someone who wants an outstandingly good oboe! 
Five years old, one careful owner. Valued by Howarth's at £5.5K.
Tel: 07948 407209 Email: ian.lightowler@virgin.net

Lorée Royal Oboe AK 2001
In excellent condition with case and cover. £2,995.
Tel: 07896 034202 Email: lmmcarter@hotmail.co.uk

Bassoon for sale – Adler Sonora 1357/2 (No 5322, c1974)
Bosnian maple, 25 nickel plated keys (some a little worn) and 5 rollers, 
cork joints. Good condition. Recently serviced. 2 Adler crooks. 
Hard Protech case. Plays beautifully. £2,750 ono. Warwickshire.
Tel: 07305 815679 Email: cvincett1@msn.com

Classified
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Advertising 
in the Double Reed News

Next copy deadline:

15th December 2018

The following rates apply for camera-ready copy. 
Any additional artwork will be charged at cost. 

To place an advertisement or obtain further information 
please contact Miles Nipper,

email: advertising@bdrs.org.uk

Copy requirements:
If sending by email please enquire first to discuss format. 

Photographs can be sent digitally or as prints or negatives.
Layout and text is acceptable but the publishers 

reserve the right to charge for artwork. 
Advertisers will be notified if this is necessary.

TERMS AND CONDITIONS. The society reserves the right to refuse or withdraw any advertisement at its
discretion wihout stating a reason, nor does it accept responsibility for omissions, clerical errors, or the

statements made by advertisers, although every effort is made to check the bona fides of advertisers and
avoid mistakes. The Society welcomes articles, letters and other contributions for publication in this

magazine, and reserves the right to amend them. Any such contribution is, however, accepted on the
understanding that its author is responsible for the opinions expressed in it and that its publication does not
necessarily imply that such opinions are in agreement with the Society. Articles submitted for publication in

this magazine should be original unpublished work and are accepted on the basis that they will not be
published in any other magazine, except by permission of the Editor. However, the BDRS has agreements

with like-minded societies with whom the sharing of published items does from time to time take place.
Acceptance of material for publication is not a guarantee that it will in fact be included in any particular

issue. No responsibility can be accepted by the Double Reed News, the Editor (or the British Double Reed
Society committee) or contributors for action taken as a result of information contained in this publication.

© Copyright 2018 British Double Reed News. All rights reserved.
No part of this publication may be reproduced or transmitted in any form or by any means, including

photocopying and recording and the Internet, without the written permission of the publishers. Such written
permission must also be obtained before any part of the publication is stored in a retrieval system. 

The Society’s membership list is held on a database. The policy adopted by the Society is that the list will
not be disclosed to any third party and is maintained solely for the purposes of administering the Society.

The individual name and address of any member who is on the Teachers’ Register may be given in answer
to a query from someone wishing to take up music lessons. Any organisation wishing to circulate the

membership is free to ask to place an advertisement in Double Reed News 
or make a leaflet insertion in the next issue on payment of an appropriate fee.

The British Double Reed Society is a 
non profit-making organisation established 
to further the interests of all involved 
with the oboe and bassoon. 

The BDRS acts as a national forum for 
debate and the exchange of ideas, 
information and advice on all aspects of
double reed instruments. 

It also fulfils an important role in encouraging
greater interest in the instruments, and 
securing their place in the wider cultural 
and educational environment.

Registered Charity No. 1080461

Membership
Standard membership £25.00
Student membership £15.00
Additional charge for postage of 
Double Reed News outside the UK:
Europe (including Eire) as above plus £5.00
Rest of the world as above plus £10.00
Fees will be payable in Sterling only.

Membership Enquiries: 
Guy Thomas (Membership Secretary)
email: membership@bdrs.org.uk

Re-order Services
Back copies of DRN (where available) 
can be obtained by sending £4.50 to the
Membership Secretary. 

Single articles are available from the Editorial
Office. Post/fax/email the details. Copies will 
be sent out with an invoice for 50p per page.

Concessions
10% discount on music, accessories and insurance
from the following and various concert discounts 
as advertised in DRN:

Howarth of London
31/33 Chiltern Street, London W1U 7PN
020 7935 2407

J Myatt Woodwind
55 Nightingale Road, Hitchin, Herts SG5 1RQ
01462 420057

Crowther of Canterbury
1 The Borough, Canterbury, Kent CT1 2DR
01227 763965

Allianz Musical Insurance
6 Vale Avenue, Tunbridge Wells, Kent TN1 1EH
0870 240 0303

Crook and Staple
2-4 Monnow Street, Monmouth NP25 3EE
029 2078 9335
www.crookandstaple.com

Single Series
Whole page (265mmH x 190mmW) £210 £188
Half page (130mmH x 190mmW or

265mmH x 92mmW) £135 £120
Quarter page (130mmH x 92mmW or 

62mmH x 190mmW) £77 £69
Eighth page (62mmH x 92mmW) £49 £44

Special positions add 10%

Loose inserts Up to 8grams £125
Over 8grams by arrangement

Classified Pre-paid only, first 12 words £5.00
Extra words £0.40 (per word)

Please make cheques payable to British Double Reed Society.






