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Notes from
the Chair

When I became the Chairman of BDRS, I felt I had
an opportunity to persuade the committee that 
we needed someone with zest, vigour and vitality
to move us along. We also felt that our Double
Reed Days could do with a new impetus, moving
perhaps to a more performance-based event now
that the masterclass element seems to have
become less popular. 

Laurence Perkins

One man I felt could be that activist/catalyst was bassoonist Laurence Perkins who
most encouragingly accepted the idea wholeheartedly. When he attended his first
committee meeting as a guest, he spoke to us with great enthusiasm about putting
on residential and day courses for wind ensembles of all ages and talents. He also
advocated publicising by social media as the way forward.

Laurence joined the committee as a Trustee and began to take an active part. 
I often think back to the first event he managed: the rehearsal in St Martin-in-the-
Fields and concert in St James’ Park on a lovely sunny day in June. Some 50 or so
players of all ages and abilities took part. At his instigation, in 2018 we introduced a
five-day residential course in Hampshire, culminating in a BDRS Double Reed Day
on the last day. This final day had the usual trade stands, reed-making and
opportunities to hear professional performances, including ensembles from both
the five-day course and young players from the local area. The course was a great
event and helped to put us on the road to a broader profile. There were other
significant happenings too, for example, the Handel Royal Fireworks Music in the
Duke’s Hall at the Royal Academy of Music. I am sad that Laurence has decided to
resign from the committee as he was such an inspiration. We thank him most
sincerely for all he did for us.

Virtual Double Reed Days

On a happier note, I welcome the introduction of our Virtual Double Reed Days.
One for under 18s organised by new committee member Hannah Blumsohn and 
an adult version run by Philip Haworth. These proved very popular as they 
involved terrific artists such as Nicholas Daniel, James Turnbull, Stuart Russell 
and Maddy Millar. The Zoom facility allowed Philip to run the day from Finland
with Nick in Germany! We are enormously grateful to Nicholas Daniel, our Hon
Oboe President, for volunteering to help the Society in many ways since he joined
us. He has been hugely influential already.

At the time of writing, we await the result of the 2020/21 BBC Young Musician
Competition as oboist Ewan Millar is in a solid position to take the title. Whatever
happens, it really makes no difference as he is a genuinely outstanding player.
Hopefully, we will also be out of many lockdown restrictions with the pandemic in
retreat. Even playing music with others should be possible once again, as life slowly
returns to a semblance of normality.
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Unlocking the Reeds

As we go to press we contemplate the DRN publication 
date in mid-June and the prospect of enjoying increasing liberation 
from COVID-19 restrictions. Combined with the improved outlook 
for a gradual return to normal music-making, this should give us every 
reason to rejoice. So you may need an appropriate piece to play with 
like-minded oboists and bassoonists: why not grab Catherine Millar’s 
new arrangement of Handel’s perennial favourite, the Hallelujah Chorus
(see my review in the Reviews Section) for some suitable jubilation?

Catherine has, of course, plenty of reasons to celebrate, being the mother
of Ewan Millar, the name on the lips of not only the double reed fraternity,
following his successes (Woodwind Winner and Semi-Finalist) in the
delayed BBCYM 2020 shown on BBC4 recently. Incidentally you can catch
a recorded video interview between this outstanding young man and
BDRS President, Nicholas Daniel, on our website: www.bdrs.org.uk/News

At such a pivotal moment this issue looks both backwards and forwards in
time. A visit to Chetham’s School of Music in Manchester reveals how its
young oboists and bassoonists have remained focussed and learning
through this last year, as revealed by Head of Woodwind, Belinda Gough.
Meanwhile Laurence Perkins, never one to let something like a pandemic
deflect him, has kept himself busy completing his recording project –
‘Voyage of a Sea-god’ – which, as he explains, comes to its fruition in July. 

As we unlock from lockdown will we simply revert to our accustomed
state or will there be metamorphosis? Like all similar organisations, the
International Double Reed Society (IDRS) has been relying on online
methods to maintain contact with its members and the wider world. 
We continue to share information and ideas, and from time to time
articles. Currently they have taken up our recent interview between
Nicholas Daniel and Ian Crowther (in DRN128), in exchange for which 
my eye was caught by the novel title of Stephen Caplan’s article
Metmorphosis after Covid. It fits well with the focus of this issue as we
explore what we have learnt from the pandemic and we consider what
happens next.

I look forward to your contributions for the next issue as we all strive to
rebuild our musical lives.
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Editor’s Comment

The 2021 BDRS Composition
Competition
In a new initiative to raise the profile of the oboe and bassoon as
solo instruments and engage with the composing community, 
this competition will commission three new works. Open to UK-
connected composers and BDRS members of any age, the
competition launches this summer. Commissioned works will be
premiered at a BDRS event in 2022. Read more on page 18. 
Full details and the application form will be available on the 
BDRS website in due course.

Clive Fairbairn
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Ewan Millar
Oboe

BBC Young Musician
2020 (2021)
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Woodwind Winner & Semi-Finalist

British Double Reed Society congratulates Ewan Millar, 19, 
on his exceptional playing and multiple successes in this competition, 

the finals of which have been delayed a year due to the pandemic.
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English Horn:
Angelic Horn

There have been numerous attempts to explain how the English horn acquired its name.
In this article, Gunther Joppig shows that, when subjected to closer scrutiny, 

these actually turn out to be inaccurate. 

This article was originally published in the
German wind magazine ‘rohrblatt and is
reprinted by kind permission. It has been
translated for DRN by Michael Johnson with
additional help from Alfred Clayton and
William Ring.

Translator’s note: Gunther Joppig’s article
sets out to untangle the complex
terminology surrounding the cor anglais
and its predecessor instruments. 
It demonstrates the problems caused by
the very fluid nomenclature of these
different members of the oboe family over
the course of three centuries. For example,
in German the word ‘Englischhorn’ is a play
on words, since it can mean both ‘English
horn’ and ‘angelic horn’; while in French
there is confusion between ‘anglais’
(English) and its homonym ‘anglé’ (angled,
or crooked). The writers cited in the article
were not consistent about the names they
attached to various versions of the
developing cor anglais. In this translation 
I have adhered to the modern form
‘English horn’. Linguistically it is close to
the original German, and it is commonly
used to refer to the British term ‘cor
anglais’ in many English-speaking
countries, particularly North America.
However, at various points the context
calls for the use of historical designations
in the original languages. Footnotes are
reproduced in the original languages,
mostly German, because these are the
precise references which anyone seeking
to research this material further would
need to access.  

The poet and musician Christian Friedrich
Daniel Schubart (1739–1791) probably
wrote the following description of the
instrument during his ten-year
imprisonment (1777–87) in the fortress of
Hohenasperg in Württemberg:

‘The English horn. A brand-new English
invention, all the more important because
it is the only instrument the British have
ever invented, who undoubtedly developed
it from the oboe. It has a very pronounced
curvature, six holes and various keys… 
The range of this instrument spans that of
the alto and tenor voices and often 
extends down to the baritone. The English
horn is particularly well suited to the
expression of sadness and deep
melancholy, which in a way tells you that it
is a British invention. Burney says that
confronted by such a horn, accompanied by
a glass harmonica, you might as well go out
and shoot yourself. Playing this instrument
is very difficult, because manipulating the
many keys creates several problems. 
It has only recently come into use, with
important successes in operatic and 
sacred music.’1

The entry for England or Engelland in the
Universal Dictionary of All the Sciences
and Arts, compiled by Johann Heinrich
Zedler (1706–1751), tells us the following
about the etymology:

‘It gets its name from the Anglis, an ancient
Danish people from Jutland who together 
with their neighbours the Saxons
conquered Britain …’2

The English horn is the alto voice of the
oboe family. Sounding a fifth below the
oboe, and  notated like the oboe in the
treble clef, it is a transposing instrument.
Its fingering is identical to that of other
kinds of oboe, though the fingered note
sounds a fifth lower than written. 

Although  the modern English horn is of
straight construction, it has retained the

Gunther Joppig

Gunther Joppig
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name traditionally used for the curved
shape reminiscent of a horn.

The oboe family evolved in France around
1650.  From the outset it included
instruments of various different sizes, 
and versatile musicians would play all of
them. Thus the inventory of instruments 
in the estate of Charles Couperin (c.1595 –
1653/54) — grandfather of the famous
harpsichordist and composer François
Couperin (1668–1733) — lists stringed
instruments, oboes and transverse flutes:

‘trois basses de violon, trois dessus, deux
dessus de hautbois, un gros hautbois, deux
tailles de hautbois, deux flûtes
d’Allemagne, deux mandolles, deux petites
poches’.3

In modern terminology, the deceased
Charles Couperin had possessed
three bass viols, three violins, two
soprano oboes, an oboe d’amore,
two English horns, two transverse
flutes, two mandolins and two
pocket violins. In the Dictionnaire de
Musique by Sebastian de Brossard
(1655–1730) we find the terms
‘Taille ou Quinte de Haut-bois’.4

French musicians popularised the
various types of oboe throughout
Europe. A manuscript by James Talbot
reveals that a tenor hautbois was being
played in England before 1700, and was
used in works by Henry Purcell
(1659–1695). The straight shape of this
instrument was perpetuated in the vox
humana, made in England from the 1730s
onwards.5

In 1700 Johann Sebastian Bach
(1685–1750), who was an especially
gifted treble, received a scholarship at the
Michaelisschule in Lüneburg. From here
he walked on a number of occasions to
Celle in order to listen to the ducal
orchestra, which consisted mainly of
French musicians. Many names were used
for the predecessors of the modern
English horn, and there were numerous
regional variants. Bach employed the
oboe da caccia in obbligato passages, and
the taille to double the viola in colla parte
sections. The form of the oboe da caccia
was that of a quarter circle and resembled

the coiled horns that were used to
accompany the hunt. However, such
hunting oboes were not used by mounted
participants. Their musical tasks are
explained  in an entry in Volume 14 
(letter l) of Zedler’s Lexicon:

‘Jagt (or hunting) oboes are used during
grand hunts to provide a counterpoint to
the noise and tumultuous bustle in the
forest, and are also employed in the
morning and in the evening in the hunting
lodges to play their delightful music in the
presence of the Grand Master of the
Hunt.’6

This entry goes back to Friedrich von
Flemming (1670–1733), who in 1719
wrote a standard work on hunting in which
he describes a Hauptjagen (or grand hunt)
of the nobility. This could last for several
weeks!

In the hunting lodges professional wind
players livened up the proceedings with
various kinds of instrument: 

‘Every morning and evening in the lodges
the hunting oboes perform their delightful
music for the Grand Master of the Hunt:
thereupon a trumpeter gives the signal
pucelle, or ‘mount your horses’.7

In Der Flötenborer (The Flute-Maker),
which forms part of the chapter on 
Der Orgelbauer (The Organ-Builder) 
in the third volume of Workplace of
Contemporary Arts, or the History of Art
published in 1764, Johann Samuel Halle
(1727–1810) describes how horns were
made  and used at that time:

‘There are nine types of hunting horn. 
The horns in F, or English hunting

horns, have inserts and crooks and
therefore have a higher range than
the others… Hunting horns have
two and a half coils and a range of
three octaves. They have large
flared bells, and that is the reason
for the softer sound of the hunting

horn… All these metal instruments
have a mouthpiece with a large

round cup that leads to a very narrow
conical bore which is conical

throughout. (pp.371f)

‘English hunting horns that are made of
wood are angled and sheathed in leather.
They are wider at the lower end and
narrower near the reed mouthpiece.
Wider or narrower reed mouthpieces are
used in order to play the instrument at
choir pitch’8

Three different types of English horn: l-r sickle-shaped instrument by Friedrich Lempp;
angles shape by Uhlmann; and straight shape by Seidel

6 Double Reed NEWS l ISSUE 129

Cologne, c.1440: The Blessed Virgin Mary
enthroned with child, saints and angels,

Munich, Alte Pinakothek (W P Theunissen,
Engel: Betrachtungen in Bildern und Texten,

Ramerding 1980, p.20.)
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Shortly after taking up his post in Leipzig
in 1723, Johann Sebastian Bach included
an oboe da caccia solo in his cantata Ihr
Menschen, rühmet Gottes Liebe
(O man, praise and extol the love of God).
In the same year the cantatas of Tobias
Volckmar (1678–1756), his colleague in
Hirschberg in Silesia, were printed under
the title of GOTT gefällige MUSIC-Freude
(Musical Delights Acceptable to God). In
the preface the composer describes the
two corne d’Anglois which are included in
the score as Englische Hörner, a term
which he uses to mean ‘the horns of the
angels’. Research carried out by the
Swedish musicologist Reine Dahlqvist
(1945–2014) suggests that this may well
be the first use of that particular term.9

In the visual arts the heavenly hosts were
often depicted with wind instruments, and
Engelmusik (or the music of the angels)
was the subject of heated debates
between theologians and musicians. In his
Introduction to Musical Knowledge
(Erfurt, 1758) Jacob Adlung (1699–1762)
writes as follows on this subject: ‘Here the
real question is whether their angelic
nature enables them to play vocal and
instrumental music.’ Adlung then discusses
a text printed in Erfurt in 1742, an
imaginary conversation between an
organist and his assistant:

‘He has a high opinion of the music of the
angels, so much so in fact that he also
believes that, if and when men join the
angelic host, they will not be able to
enhance the celestial music one bit, 
even if on earth they were proficient
musicians. In fact, they would merely 
join in the applause.’ Adlung continues:

‘Certain publications make it imperative to
dwell on this question, since they have led
to heated debates… [Mattheson’s] treatise
is entitled The Existence of Heavenly Music
on the Basis of Reason, the Doctrine of the
Church and the Holy Scriptures, Hamburg
1747… Mizler participated in this debate 
as a passionate advocate of the opposing
view… However, he himself relates that 
the eleventh number of the Regensburg
Nachrichten von gelehrten Sachen (or

News of Learned Matters) included some
remarks sent in from Enheim in Franconia
that were critical of Mizler’s views. They
are entitled: Profound Proof that in Eternal
Life There Really Is Most Delectable Music.
By M. Jo(hann) Christoph Ammon, pastor
of Brandenburg-Anspach in the
aforementioned town.’10

In contemporary thinking the celestial
music of the angels constituted the highest

Anonymous, published by Christoph Matthäi
(1698–1750), Freiberg, 1735

Johann Sebastian Bach, Christmas Oratorio, Staatsbibliothek zu Berlin —  
Preußischer Kulturbesitz, Musikabteilung
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kind of perfection. This is illustrated by a
handbill printed on the occasion of the
festive inauguration of the organ in the
municipal church of St Peter in Freiberg,
Saxony on 31st October 1735. It was
dedicated by an anonymous author to the
organ builder Gottfried Silbermann
(1683–1753), and printed in Freiberg by
Christoph Matthäi (1698–1750):

‘Mr Silbermann lets his new instrument
resound today,

That a thousand ears has pleasèd in a quite
delightful way,

With art he builds, constructs and tunes
such beauty, which is pure,

The sound of angels cometh from his
(organ pipes) for sure,

Long live the VIRTUOSO! Who the wind
and air hath at his beck and call,

So that a human voice is clearly heard
within the tinny pipes withal.

His name is Silbermann, he may yet as a
Man of Gold be known,

Since for the organs he hath built he shall
receive the prize alone.’11

Whereas Johann Sebastian Bach, in his
passions and sacred cantatas, used the
term oboe da caccia whenever he assigned
obbligato passages to the instrument,
either singly or in pairs, he tended to
employ a taille, an oboe in F, and a viola to
play the middle voices in ripieno sections. 

Here and there the term Waldoboe 
(forest oboe) began to be used instead of
Jagdoboe (hunting oboe), albeit in Italian.
Around 1735 for example, Johann
Christoph Graupner (1683–1760)
composed an Overture in E minor for 
2 oboi di selva, 2 violins, viola and basso
continuo (GWV 442).12

Elsewhere the taille was also used in a solo
capacity. Thus the catalogue of the 1759
sale of the estate of Nicolas Selhof
(1680–1758), a dealer in books and music
in The Hague, had a section entitled
MUSIQUE EN MANUSCRIPT pour le
hautbois et cor de chasse. Lot 2502 was a
Concerto a 5 for 2 violini, alto, hautbois de
taille e basso continuo by Bekurtz; and  lot
2545 a Concerto for 2 taille, 2 corni e
basso continuo by Schuch.13

Predecessors of the English horn also
make an appearance, under various
regional names, in Italian musical life. 
The English music historian Charles
Burney (1726–1814), in his account of 
his travels in October 1770, described 
two occasions in Naples when he heard 
such instruments: 

‘Friday 19th… There was a young man who
played solo parts in the ritenellos [sic] with
a kind of clarinet which they call here a vox
humana, another on the trumpet and a
third on the hautbois, but in an incorrect
and uninteresting manner… 

Thursday 25th. There was again a solo on
the instrument called here la voce humana,
‘tis an agreeable tone, has a great compass,
but was not well played on.’14

In 1771, in Milan, Wolfgang Amadeus
Mozart (1756–1791) composed his
Serenata teatrale Ascanio in Alba K.111. 
In Ascanio’s aria (No. 25) he makes use of
two serpentini (small serpents). He was
back in Milan in 1773, and on this occasion
probably composed the Divertimento
K.186, for 2 oboes, 2 clarinets, 2 English
horns, 2 horns and 2 bassoons. Another
work with this scoring was written after 
he had returned to Salzburg. Fifteen years
later he started to compose an Adagio for
corno inglese K.580a, which was never
finished. In Symphony No.22 in E flat
(to which posterity has appended the
name The Philosopher) Joseph Haydn
(1732–1809) made use of two English
horns. In the catalogue of the collection 
of Haydn symphonies owned by Franz
Bernhard von Keeß (1720–1795), which
was compiled around 1790–92, they are
described as being corni inglesi.

In the Musical Yearbook for Vienna and
Prague, which was published in 1796,
three brothers – Johann (c.1759–1796),
Franz (c.1762–1796) and Philipp Teimer

(1761–1817) — are described as being
oboe virtuosos and masters of the English
horn.15 Gottfried Wilhelm Fink
(1783–1846), in his posthumously
published Theory of Musical Composition,
points out the identical scoring in the
cantatas of Johann Sebastian Bach, though
he also emphasises the expressive
possibilities of the instrument:

‘The so-called English horn, an enlarged
oboe, has something melancholy about it.
Its character resembles that of the viola,
which it can replace in case of need. It is
admirably suited for cantabile passages.’16

Research carried out by Bruce Haynes
(1942–2011) has revealed that the term
Hautbois de Taille was often abbreviated
or simply misspelt as dalie, tajle, talia, talie,
tallia, tally and tayle. It occurs in scores
over a period of more than two hundred
years and even in the early nineteenth
century. In 1779 musicians from Bohemia
gave a concert in Vienna in which they
played a taille d’amour.17

In the eighteenth century the structure of
the straight taille was fundamentally
different from that of the oboe da caccia
as crafted by Johann Heinrich Eichentopf
(1678–1769) in Leipzig, and of the English
horns which J.T. Weigel was making at the
same time in Breslau. Two examples of
Eichentopf’s oboe da caccia (they are
dated 1724 and have flared metal bells)
are preserved in museums in Copenhagen
and Stockholm.

Curved English horns from Weigel’s
workshop in Breslau, with both wooden
flared and pear-shaped bells, have
survived. It is now generally accepted that
curved instruments with a goblet-shaped
bell made of either wood or metal were
called oboe da caccia, while those with a
bulbous bell were called English horns. 
The body of the curved English horn
consists, as in the case of similarly made
cornetts and serpents, of two halves
gouged out, glued together and sheathed
in leather in order to stop air escaping
from the instrument. An alternative
method was to gouge out the internal bore
of the sound tube from straight pieces of
wood with the help of conical reamers.
Once the internal bore was in place and
the exterior had been turned on a lathe to
create a tube, wedge-shaped segments
were cut out of the inside in order to
impart to the one-part or two-part body of
the instrument its characteristic curve.
Here again a leather sheath provided the
English horn with the necessary stability

Rožek angielski (English horn) by H C Strisce,
Breslau (W służbie SACRUM, Muzeum

Narodowe w Poznaniu 2012, p.89)

8 Double Reed NEWS l ISSUE 129
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and prevented air escaping. An X-ray
image of an English horn made in Vienna
around 1770 by Friedrich Lempp
(c.1723–1796) with two block-mounted
keys clearly shows nine incisions in the
upper joint and eleven in the lower joint,
which made it possible to achieve a radius
of 34.5 cm (see the 1st illustration page 6).
The curvature became less pronounced as
a result of advances in instrument making,
and these went hand in hand with an
increase in the number of keys. An Italian
English horn from the workshop of
Giovanni Gressing (1798–1844) in Padua
already has nine brass keys mounted in
saddles with a curvature radius of 50 cm.

From the middle of the eighteenth century
onwards Italian composers and musicians
began to use the term corno inglese
instead of corno angelico, which would
have been closer to the original meaning.
Although the instrument’s erstwhile
baroque significance as a heavenly herald
had disappeared, as had its links with
hunting parties out in the countryside, the
traditional curved form continued in use
throughout the nineteenth century. The
Dresden instrument maker Carl Theodor
Golde (1803–1873), who played an
important role in the development of the
modern Viennese oboe, produced only
curved English horns, whereas Heinrich
Grenser (1720–1807), also active in

Dresden, had already made English horns
with an angled joint. Undoubtedly
influenced by the development of the
basset horn,  the curved form of which was
superseded at an early stage by an angled
shape , in the late-
eighteenth century some
English horns had straight
upper and lower joints, 
and acquired their angular
shape with the help of an
aptly named ‘knee’. In his
Handbook of Modern
Instrumentation Ferdinand
Gleich (1816–1898)
describes the English horn
as ‘an enlarged oboe,
though the body is angled
in the shape of a knee in
order to make it easier to
play. The fingering is the
same as that of the oboe.’18

The appearance of this design – the last
before Henri Brod (1799–1839)
introduced the straight model in Paris –
led certain twentieth-century authors
such as Francis W. Galpin (1858–1945) to
surmise that the name cor anglais was a
corruption of cor anglé (angled horn):

‘In the middle of the eighteenth century,
however, its tube was bent angle-wise 
at the middle joint, and possibly the 

name Cor anglais then given to it, and 
used by Gluck in his score of Alceste
(1767), may have been a confusion with
Cor Anglé.’19

In France the English 
horn sank into complete
oblivion in the eighteenth
century, so that French
writers in general, and
Adolphe le Doulcet,
Marquis de Pontécoulant
(1794–1882) in particular,
described the Italian 
oboist Giuseppe Ferlendis
(1755–1810) from
Bergamo as being the
inventor of the cor 
anglais. Ferlendis’s son
Alessandro (1783–1826), 
a travelling virtuoso,

played the English horn in Paris on a
number of occasions between 1805 
and 1810, and helped to enhance 
its popularity.20

For a time the workshops of Frédéric
Guillaume Adler (1784–1854) and
Guillaume Triébert (1770–1848) made
sickle-shaped English horns based on
Italian models until, that is, Brod’s cor
anglais moderne gave the instrument the
straight shape which is still the standard
form today.

1 Jürgen Mainka, ed., Christian Friedrich
Daniel Schubart, Ideen zu einer Ästhetik der
Tonkunst (Leipzig: Reclams Universal-
Bibliothek No. 673, 1977), S.246
2 Johann Heinrich Zedler, ed., Grosses
vollständiges Universal Lexicon aller
Wissenschaften und Künste, Achter Band, E
(Halle and Leipzig, 1734), col.1208
3 Die Musik in Geschichte und Gegenwart.
Allgemeine Enzyklopädie der Musik
begründet von Friedrich Blume. Zweite neu
arbeitete Ausgabe, ed. Ludwig Finscher.
Personenteil 4, Cam-Cou (Kassel: Bärenreiter,
2000), col.1735
4 Sebastian de Brossard, Dictionnaire de
Musique (Paris, 1705), DICTIONARIUM
MUSICUM:  a Series of Facsimile  Reprints of
Early Music Dictionaries, p.167
5 Anthony Baines, ‘James Talbot’s
Manuscript’, The Galpin Society Journal 1
(1948):14
6 Johann Heinrich Zedler, Grosses Universal
Lexicon Aller Wissenschaften und
Künste…,Vierzehnter Band (Leipzig and Halle:
1735), col.160
7 Hanns Friedrich von Flemming, Der
Vollkommene Deutsche Jäger…, Fünfter Theil

(Leipzig: 1749), S.276
8 Johann Samuel Halle, Werkstätte der
heutigen Künste oder die neue Kunsthistorie.
Dritter Band /Brandenburg and Leipzig:
1764), S.370ff
9 Reine Dahlqvist, ‘Taille, Oboe da Caccia
und Corno Inglese’, The Galpin Society
Journal, 26 (1973):65
10 Hans Joachim Moser, ed.. Jacob Adlung
Anleitung zu der musikalischen Gelahrtheit
1758 (Kassel and Basel :1953. (Documenta
Musicologica/Erste Reihe: Druckschriften-
Faksimiles  IV), S.45ff
11 Anonymous, Christoph Matthäi 
(1698-1750), Freiberg, 1735
12 See Oswald Bill and Christoph
Grosspietsch, eds., Christoph Graupner,
Thematisches Verzeichnis der musicalischen
Werke, Graupner-Werke-Verzeichnis GWV,
Instrumentalwerke (Stuttgart:2005), S.146f
13 A[lexander] Hyatt King, ed., Catalogue of
the Music Library, Instruments and other
Property of Nicolas Selhof, sold in The Hague;
1759 /Amsterdam:1973) (Auction Catalogues
of Music I), p.225 and p.227 
14 Richard Schaal , ed., Carl Burney’s der
Musik Doctors Tagebuch einer Musikalischen

Reise durch Frankreich und Italien (…) Aus
dem Englischen übersetzt von C.D. Ebeling,
Hamburg 1772 /Kassel:1959) (DOCUMENTA
MUSICOLOGICA/Erste Reihe Druckschriften-
Faksimiles XIX), p.231 and p.237. Quoted
from Burney’s original English text
15 Johann Ferdinand von Schönfeld, 
Jahrbuch der Tonkunst von Wien und 
Prag, Wien 1796, Faksimile-Nachdruck
(München and Salzburg:1976) (Publikationen
der Sammlungen der Gesellschaft der
Musikfreunde in Wien), S.26
16 G[ottfried] W[ilhelm] Fink, Musikalische
Kompositionslehre, Leipzig 1847, S.38
17 F Bruce Haynes, Music for Oboe, 
S1650-1800, A Bibliography, Second edition,
revised and expanded Berkeley, CA 1992 
18 Ferdinand Gleich, Handbuch der
modernen Instrumentirung für Orchester und
Militair-Musikcorps Leipzig, oJ., S.22         
19 Francis W[illiam] Galpin, A Textbook of
European Musical Instruments
(London:1956), p.197         
20 [Louis] Ad[olphe] de Pontécoulant,
Organographie, Essai sur la Facture
Instrumental (Paris:1861), S.201 
(=Frits Knuf Reprint 1971)

From the
middle of the
18th century

onwards Italian
composers and

musicians
began to use 
the term 

corno inglese
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Following their online ‘Tribute to the
Telemann’s Fantasias’ on 20th July 2020,
George Caird and Jeremy Polmear
announced an Open Competition for
recordings of any of the 12 solo Fantasias
for Flute by G.P. Telemann, TWV 40, 
2-13. The Tribute, given by Alfredo
Bernardini, Rachel Brown,
Nicholas Daniel and Paul
Edmund-Davies, was
chaired by George Caird. 
It sought to highlight the
extraordinary range of
style, form and imagination
in these works and
demonstrated many
different approaches to 
this music. 

With this in mind, the
competition required players of any age
and instrument — period or modern — to
explore the works in new and striking
ways, whether by interpretations of the
dance movements, realisation of the
musical imagery, approaches to
articulation, sonority, or characterisation
of the music itself. 

Competitors had to submit a recording of
one or part of one of these Fantasias for
consideration by 1st December 2020.
Winning entries received a cash prize and
will form a CD release by Oboe Classics,
with an extended commentary by George
Caird, along the lines of his ‘study CD’ on
the Britten Metamorphoses, Oboe Classics
CC2017. The commentary will include an
appreciation of why each entry was
chosen. 

The competition, sponsored by Howarths
of London, produced an astonishing range
of interpretations from recordings mainly

made under lockdown conditions. Entries
were on instruments as diverse as oboe
(both baroque and modern), oboe da
caccia, contrabassoon, cor anglais, flute
(both baroque and modern), piccolo and
recorder. Also featured were clarinet,
piccolo trumpet, viola da gamba, guitar 

and electronic wind
synthesiser. The CD is 
now released: further
information available from
www.oboeclassics.com

Together they make 
a fascinating album, which
George Caird incorporates
into a wider discussion of
the music, its publication,
range, style, forms, 
Stempi, time signatures,

articulation, phrasing and ornamentation.
A feast for both the ear and the mind. 

Far from the presumed traditional
territory of the descant recorder is 
the contrabassoon. This is what 
Rebecca Koopmans had to say about
tackling the challenge:

Telemann
Fantasias
A report on the results of this unique year-long recording competition.

Jeremy Polmear

“
I recently graduated from the Royal College of Music, and had
just started getting some great professional work when
lockdown started putting a (hopefully temporary) end to it.
This was simultaneously upsetting but also productive, as I’ve
had a lot of time to think about and work on aspects of my
playing that I wasn’t happy with. Learning and recording the
Telemann Fantasie No.12 really pushed me far out of my
comfort zone! I entered the competition wanting to show how
the contrabassoon can sound beautiful and elegant; far from
the stereotypical farting motorbike noise associated with it. In
order to help with this, I put many phrases and sections an
octave higher than written, to make use of the sweet, singing
sounds the contra makes in its top register. This, however,
made it much more difficult to play as the large leaps in pitch
can be difficult to execute without splitting notes or spoiling
intonation. It was also extremely hard on the contrabassoon
to give the music lightness and elegance. Despite small panics
and meltdowns, perseverance paid off!
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10 Easy Ways to Damage
your Bassoon

Double Reed Ltd is celebrating its 10th anniversary this year, so we are printing one of the articles that
regularly feature on their informative website, in the Articles Section. The title of this one by Director 
Oliver Ludlow may sound somewhat alarming, but reminds bassoonists (whether just starting to learn
or more experienced) to take meticulous care of their precious instrument.

Based on years of servicing, repairing and
restoring bassoons in our workshop, our
specialist bassoon technicians have
collated the top ten ways bassoons can be
damaged accidentally. Read on to find out
how not to harm your bassoon!

1 Not keeping your bassoon upright
after playing 

Always hold your bassoon upright, and put
it down on a stand after you play. If you
rest it horizontally on your lap, or even tip
it too far in the wrong direction, water that
has collected in the U-bend can get
into the unlined, wooden side of the boot
joint bore. It is difficult to swab this side of
the bore out properly, and over time the
wood will rot.

However, while best avoided, rot in the
bore or tone-holes of a bassoon is not an
insurmountable problem. At Double Reed
Ltd we always check for signs of moisture
damage when servicing bassoons because,
if caught early, this can be fairly easily
fixed. The longer the problem is left the

more likely major work will be necessary
to repair the damage.  The rot in this
customer’s bassoon is so extensive we are
having to replace this portion of the bore
entirely.  

2 Not pouring out water correctly
from the boot joint 

Tip and pour the water out of the boot so
the water doesn’t enter any of the tone-
holes, as regular contact with moisture 
can cause them to rot. Pouring and
twisting to direct the water away from the
tone-holes is a technique which is simple,
but important to master. Pay particular
attention to the C# trill tone-hole, as this is
one we commonly see with water damage. 

3 Not swabbing out the bore 
correctly 

Always swab the boot joint from the large,
unlined side of the bore to the small, lined
side: this prevents pulling water from the
lined side through the wooden side.

4 Not putting the bassoon together
in the right way

Assembling a bassoon incorrectly can
easily lead to damage to both the keys and
the finish – here is what to watch out for
when putting one together:

� Place your hands where the keys
naturally lie flat against the body of the
bassoon, and where you see the most
key guards; this will help prevent raised
keys getting bent as you apply pressure
to the joints.

� As you insert the wing joint into the
boot, make sure you do not twist it too
far in either direction; the whisper key
bridge can easily get bent, and can also
damage the low E key if too much force
is applied.

� Likewise, be careful not to twist the
long joint too much – the low E flat and
low C# keys can get bent, and are a very
common cause of damage to the finish
around the D vent on the wing joint.
The post for the low D pad cup is

Oliver Ludlow
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another area which commonly causes
finish damage to the wing joint.

� When putting on the bell joint, make
sure you hold down the low Bb pad cup;
this raises the key mechanism so it can’t
impact on the key that it connects to
below.

� Make sure the crook lock is off when
inserting your crook; if it is accidentally
left on you can damage the crook pad. 

5 Using an ill-fitting 
case

If your bassoon does not fit in your case
well it may be time to look for a new case.
The joints should all fit snugly, with no
room for them to slide or rattle around. An
ill-fitting case can cause keys to get bent
and the finish to deteriorate. One common
reason for damage is the keywork of one
joint being too close to, or in contact with,
the wood of another.

Many bassoonists wrap their bassoon
joints in thin cloth before putting them in
the case, which is a good way of protecting
them. This also protects the joints from
the crooks if they are stored in the bottom
of the case, where they can come into
contact with the joints.

Likewise, it is not advisable to put sheet
music on top of your bassoon inside the
case; paper is a lot less malleable than thin
cloth, and the pressure when the lid is
closed can bend keys.

Tip: don’t put the body lock on whilst the
bassoon is in its case. It is easy to forget
the lock is on, and accidents can occur
when trying to remove either one of the
joints when they are attached together. 

6 Putting cork grease on 
tenon threads

Cork grease is ideal for corked tenons, but
lubricating cotton-threaded tenons with
cork grease will make it harder to
assemble the joints, not easier. 

Cotton absorbs cork grease, causing the
thread to expand making the tenons
tighter. This can damage the tenons, but
can also lead to keys being bent owing to
the extra pressure needed during
assembly and disassembly. 

Paraffin wax is ideal for lubricating cotton-
threaded-tenons, as the cotton does not
absorb it.

7 Using long-handled fluffy mops to
swab out the bore

Don’t use long-handled fluffy mops to swab 
out your bassoon. The mop is usually held
onto the handle with
wire, the sharp ends of
which are covered by a
plastic cap. Over time
this cap tends to fall
off, leaving the sharp
ends of the wire
exposed, which can
scratch the bore and
damage the U-bend.

The fibres from the
mop can also get under
your pads and cause
leaks. Silk pull-through
swabs are ideal for
swabbing out your
bassoon.

Tip: likewise, don’t let
your cat sleep in your
bassoon case; hairs can
get under your pads and cause leaks!

8 Trying to remove a swab that is stuck
in the bore

Don’t try and remove a swab stuck in the
bore of your wing or boot joint yourself; it
may seem easy to remove, but the risk of
scratching the inside of the bore with any
implement you insert is high. Take it to a

local bassoon repairer who will have
special tools for removing swabs.

9 Closing your bassoon case 
too soon

It is important to keep your bassoon in a
case to keep it out of harm’s way, but
closing the lid on a bassoon with a damp
bore will allow bacteria and mould to
grow. After swabbing out your bassoon
(thoroughly!) put it in your case, but keep
the lid open for a few hours to allow any
left-over moisture to dry out. Do not keep
used swabs inside your case with your

bassoon, as the moisture will
cause damp and mould.
Hang them up to dry at
first opportunity and
make sure to wash them
regularly.

10 Not having your
bassoon 

serviced regularly

When it comes to
servicing, little and often
is the best advice to
follow. Most problems that
occur with a bassoon are

fairly easy to repair if
caught early. Problems that

are not caught early tend to
get worse over time, and need

more invasive solutions to fix them.
It is more cost-effective to get your
bassoon serviced once a year than to 
leave it and deal with major issues less
frequently.

There are few instruments that 
are as long-lived as the bassoon.
Employing the above steps will help
yours to last for a lifetime of happy
bassoon playing.
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Friday, 2nd July 2021 will be a special day
for the bassoon. On this day (the release
date for a new 2-CD set from Hyperion),
the bassoon sets
sail on a journey
through exactly
100 years, from
1900 to 1999.
Voyage of a 
Sea-god is an
exploration of
some of the fine
music that was
created during
that remarkable
period.

The title was
inspired by a
characterful description of the bassoon’s
sound as ‘like a sea-god speaking’ (from
Mozart by Sacheverell Sitwell, Pan
Macmillan 1932). The music forms a
chronological journey that includes
important links to key historical events
during this turbulent century, notably the
Second World War and the disturbances in
the 1980s during the Solidarity movement
in Poland.

This new Hyperion recording, the result of
a three-year project, features solos with
both orchestra and piano, plus ensemble

works, all exploring a vast range of styles,
and all presented in chronological order.
There are six world premier recordings 

of works by Richard
Rodney Bennett,
Elizabeth
Maconchy, Richard
Walthew, Alan
Ridout, Granville
Bantock and David
Bedford. Through
this journey of
about 2½ hours of
music, my musical
collaborators
include the City of
Birmingham
Symphony
Orchestra with

conductor William Goodchild, the
Carducci String Quartet and pianist
Michael Hancock.

The journey begins with the melodic
elegance of late-Victorian romanticism in
Richard Walthew’s Introduction and Allegro
(1900). Prokofiev adds
some dark humour in his
Scherzo humoristique
Op.12bis (1912) for four
bassoons, in which I am
joined by bassoonists
Catriona McDermid,
Matthew Kitteringham and
Amy Thompson. The
Sonata Op.168 by Saint-
Saens (1921) is of course a
classic: a beautiful work
looking back to romantic
and classical influences.
Then there are two
rarities: evocative music
for bassoon trio by Granville Bantock
(written for a 1926 London production of
Macbeth with Sybil Thorndike), and the
Threnody and Scherzo by Arnold Bax
(1936). The latter is a wonderfully moody

chamber masterpiece which is rarely
performed, quite possibly because it
requires the somewhat inconvenient 
line-up of six string players and 
a harpist! 

Reflections on events leading up to WWII
are present in a powerful but typically
muted form in the Sonata by Paul
Hindemith (1938), but not so in William
Schuman’s brief but highly imaginative
Quartettino for four bassoons (1939). 
The darker aspects of the Sarabande et
Cortège by Henri Dutilleux remind us that
this was written in Paris in 1942 during
the ruthless Nazi occupation of the city,
whereas Herbert Howells celebrates the
end of the war in the gentlest possible way
with a Minuet ‘in appreciation of a fresh
egg for dinner’ (a rarity in 1945).

Tension and optimism jostle for position in
Elizabeth Maconchy’s wonderfully lyrical
and virtuosic Concertino (1952), just as
they often did in the music of her
composition teacher Vaughan Williams

(notably in his Sixth
Symphony written just
after the war), though the
style is very much her own.
This is one of the works
here receiving its first
commercial recording; 
it is quite extraordinary
that a work as fine as 
this has remained
unrepresented on disc for
70 years. Also receiving a
premier recording is
unaccompanied music 
by the British composer
Alan Ridout, who creates

wonderful images in Caliban and Ariel, two
pieces inspired by Shakespeare’s play 
The Tempest. I gave the first performance
of these in Canterbury in 1975 and have
played them more often than any other

Voyage of a Sea-god

A landmark new recording for the Hyperion label, with the bassoon leading an extraordinary
musical journey. Soloist Laurence Perkins writes about the joys and challenges of setting up his
biggest and most ambitious recording project so far.

Laurence Perkins

They are
beginning to
understand how
a performance
is not a thing 
to be feared, 
but is a joyful
celebration of
an art form
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solo piece; so it is a special joy to have
made the first recording of this beautifully
written and characterful music.

The longest work in this collection is the
incredibly emotional Concerto written in
1985 by the Polish composer Andrzej
Panufnik. Full of powerful expressions of
devotion, anger and deep sorrow, it
reflects the truly horrific events in Poland
at that time of Solidarity and the fight 
for workers’ rights and social change. 
After this gripping, emotionally-charged
work, the gentle and highly original sound-
world created by Richard Rodney Bennett
in his Sonata for bassoon and piano (1991)
provides a welcome contrast. The work
was written for me and for pianist Michael
Hancock, with whom I’ve given countless
recitals over many years, so we are
delighted to have made its first
commercial recording. This is lyrical
serialism at its best — not remotely like
RRB’s well-known film scores — and it is
truly a ‘duo’: both instruments of equal
importance, often swapping ‘lead-and-
accompaniment’ roles.

The journey ends on a Scottish mountain,
thanks to the endless imagination and
creativity of composer David Bedford in
1999. Dreams of Stac Pollaidh (A Scottish
Gaelic name pronounced ‘stack polly’) is an

extraordinary 4-minute tone poem for solo
bassoon inspired by the mountain near the
coast in north-west Scotland from which
when you reach its windy peaks (vividly
represented in the music) you can enjoy
fabulous views across to the Summer Isles
and along an incredibly complex and
beautiful coastline. The piece is loosely
based on a Pibroch (a form used by
Scottish bagpipe players), ultimately
bringing this 100-year journey to a
peaceful and quiet conclusion.

The Sea-god project has taken some
putting together! Finance was of course a
major issue, but thanks to the amazing
generosity of so many people who have
contributed towards the considerable
costs involved, it was possible to go ahead.
As conductor Sir Mark Elder (Principal
Conductor of the Hallé Orchestra) said in
his testimonial for the recording, ‘…this
wonderful project only exists through the
support it has raised from generous
donors’. The fact that six works in this
collection are receiving their premier
recordings is a reminder of the lack of
knowledge and awareness of much of the
solo bassoon repertoire with many music-
lovers. This was one of the main reasons
why I embarked on this recording project;
there is still much work to be done, and 
fabulous solo bassoon music still to explore.

‘Voyage of a Sea-god’, Laurence Perkins
(bassoon) is a 2-CD release by Hyperion,
catalogue no. CDA68371/2 with 
CD booklet cover illustration by 
Ghislaine Howard.

L-R Laurence Perkins, Amy Thompson, Matthew Kitteringham, Catriona McDermid

Recording with City of Birmingham
Symphony Orchestra and conductor 

William Goodchild
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BDRS NEWS

Under-18s Double Reed
Day, 12th April

A report by Hannah Blumsohn

On the 12th April, 26 young oboists and bassoonists from
across the UK participated in the first BDRS online Double
Reed Day for under 18s. The morning session welcomed
children of Grade 1–5 level, with Grades 6–8 in the
afternoon. Four tutors worked hard to plan the day:
Hannah Blumsohn, Maddy Millar, Laura Campbell and
Rebecca Allen. We were very grateful to receive generous
sponsorship from Howarth of London, Crowthers of

Canterbury and Allianz Musical Insurance.

Everyone enjoyed a wide range of activities including
breathing and technique warm-ups, performance

classes, rhythm games, a tutor concert and joint work on
a piece of music (Baby Shark and Magnificent Seven).
Participants also had brief introductions to their related
instruments, reed-making, baroque oboes and bassoons,
and Alexander technique. The session learning about the
making of reeds was especially popular!

Despite the challenges of an online event it was a great
success. A particularly positive aspect was the opportunity
for the participants to meet other players: many told us
that they had never met another double reed player of
their own age before. The standard of playing over the day
was really brilliant: congratulations to all of the attendees
for being so brave to perform their solos for the rest of the
group! Here is what some of the participants had to say:

Double
Reed
Days 
April
2021

Two brand-new
events were

promoted by BDRS
during April,

organised by
committee

members Philip
Haworth and

Hannah Blumsohn.
They were each

designed to meet
specific age ranges

and both gained a big
thumbs-up from the
participants. Check

the BDRS website and
social media pages for

news of further
events, whether

online or live, during
the rest of 2021.

Adult Double Reed
Day, 18th April

A report by Philip Haworth

The pandemic has affected us all in many
different ways; for musicians everything
has been turned on its head. Many of us
have felt musically starved from not seeing
our colleagues, tutors, friends, band-mates,
orchestra buddies, etc, so I felt it was so
important to include a socialising aspect in
this online course. One of the biggest
challenges for online lessons and events is
to create that sense of togetherness while
we’re all sat at our computers in slippers
with a cuppa (maybe that’s just me!). The
way we did this was to play together! Yes
on Zoom! As one participant quite
succinctly summarised: ‘It was lots of fun
as the family came together!’

A suitably balanced number of players —
18 oboes and 8 bassoons — took part in 
a day that began with warm-ups, followed
by the reed session, then concert and
masterclass, and finally a play-through of
the ensemble piece. We had a whirlwind
tour of reed-making by the fantastic James
Turnbull and brilliant Stuart Russell, even
using a camera phone so that all could see
the reed in fine detail while discussing
helpful tips. There was a short tutors’
concert — wonderful to see live music
being played — and performance classes. 
‘It was fascinating to see Nicholas Daniel
helping people at such varying levels.’ 

A truly fascinating thing which has come
about is that, since online lessons and
events have become the norm, our world is
now borderless. This has meant we are
able to include tutors from all around the
globe for this first course. James and Stuart
were in London, Nicholas was in Germany
and I ran the course from Finland!

Thanks to the wonderfully supportive
tutors and very willing participants we had
a wonderfully productive and fun day
together. Bring on the next course with
fantastic tutors, and most importantly
participants, who just want to create music
and learn new skills. 

“
The Double Reed Day was AMAZING! It was super fun and super
informative. I loved being a part of the event, and meeting oboists and
bassoonists that are my age! We got to play pieces to each other and
receive helpful suggestions on how to make them better. We even learnt
how to play Baby Shark. There was a concert and a meet-the-instruments
part. Just let me remind you people, they accomplished all of this using
Zoom! As I said before, I loved taking part in this and I would most
certainly sign up for another in the future!

Daniel S. (Year 7, Grade 1–5 oboe sessions)

“
Being at the BDRS day was such an eye-opening experience. Not only did I
meet brilliant oboists and bassoonists, I worked with them all, as well as
with some amazing teachers.

Belle Butts (Year 10, Grade 6–8 oboe sessions)

“
I really enjoyed the double reed afternoon because it was fun and
interesting. I found the reed-making a good learning experience, and the
playing altogether was very enjoyable. I would love to join in with another
double reed afternoon in the future.’

Molly Traill (Year 6, Grade 6-8 bassoon sessions)

Online
events
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New committee
member:
Esther Williams
Born and raised in London, Esther Williams began her musical
journey at a young age; picking up the violin at four years old
opened up a lifelong passion for music. Fiercely independent and
proactive, she taught herself music theory, piano, guitar, recorder
and alto saxophone. By the time she was 16 she was adept on
eight instruments, including cor anglais, recorder (descant, treble
and tenor), singing, and the instrument that would define her
journey, the oboe.  

Further advancing her talents, she studied at the Royal Welsh
College of Music and Drama, receiving tutelage from esteemed
oboists such as John Anderson, Catriona Southall, Sarah-Jayne
Porsmoguer, Murray (Sandy) Johnson and Gordon Hunt.
Furthermore, Esther has participated in masterclasses with
François Leleux, Sarah Francis, Ludovic Armin Cora, Albrecht
Mayer, and is currently studying with the world-renowned oboist,
Nicholas Daniel.

Owing to her versatility as a performer and distinct emotive
sound, she is now a highly sought-after freelance player, and has
performed professionally across the UK and Europe,
encompassing musicals, operas, marching bands, solo and
orchestral work. Esther balances her musical career alongside a
role in Finance at the Royal Academy of Music (RAM). 

Esther spent a year at Wells Cathedral School shadowing the
teaching of Elizabeth Fyfe, combined with her teaching diploma,

and now teaches at the Royal Hospital School, Richmond Music
Trust and gives private tuition. Her teaching has seen her students
receive music scholarships and compete in national competitions,
preparing them for further education in conservatoires. Esther is
also adept at teaching students with visual impairments, having
studied Music Braille.

After being involved in a car accident in 2016, Esther overcame
obstacles in her recovery and retraining to continue with her oboe
career. As a qualified yoga trainer specialising in facial muscles,
Esther now combines this with her personal experience to
cultivate an approach to teaching that also focuses on improving
body performance and methods to prevent injury.

Esther is currently a member of the Chineke! Orchestra, 
the first professional orchestra in Europe to be made up of
‘majority’ Black & ethnically diverse musicians, founded in 2015 
by Chi-chi Nwanoku OBE. She also serves as a woodwind mentor
for Chineke! Junior Orchestra, which recently reached the 
semi-finals of Britain’s Got Talent 2020.

Striving for racial equality within the classical music industry,
Esther has spoken on numerous platforms to spark unity, which
recently included the International Double Reed Society
Symposium 2020. She also sits as a committee member for
freelance musicians for Musicians Union, British Double Reed
Society, and RAM’s Equality, Diversity and Inclusion and Access
and Participation committees, with the ultimate aim of ensuring
inclusivity for musicians from all ethnic backgrounds. 

Continuing to expand her skills, Esther has undertaken her own
research on Black Classical Music composers/history, conducting
with Tianyi Lu and performance coaching with Jessica Mogridge.
In her spare time, Esther enjoys going to the gym, reading, hiking,
swimming, boxing and painting.
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Member Benefit NEWS
We are pleased to announce that June Emerson Wind
Music now offers BDRS members a 10% discount on online
sheet music purchases. To obtain the discount code for use
at checkout, please contact advertising@bdrs.org.uk
quoting your BDRS membership number.

This is a very welcome addition to list of companies and
retailers offering concessions to BDRS members. The full
list is on page 32.

Please note that Howarth of London has replaced all former
discount schemes, including that offered to BDRS members, with
a customer loyalty scheme. However, Howarth hopes to be able
to make BDRS-specific offers in the future. 
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Obituary for Maxine Moody
BDRS is very sorry to announce the recent death of Maxine
Moody who was, for a short but significant period, Secretary
of the society. Maxine had been unwell since the beginning
of last year. She was initially treated for a recurring internal
problem which masked a cancer that was developing, and
this was only diagnosed last summer. She died in Myton
Hospice at the end of April aged 74.

Andrew Middup writes: 

“
Maxine resigned as Secretary at the same time
that her finger problems forced her to give up
double reed playing. She had been a very
capable semi-professional singer and pianist
before taking up the oboe and subsequently
the bassoon. As her finger mobility gradually
deteriorated she then learnt the horn and
played regularly with at least three orchestras
and two bands, each also benefitting from her
administrative experience. She opened a
number of playing opportunities for me
including weekly wind quintets in her music
room, and I shall miss her greatly.

This summer sees the launch of a new
competition aimed at inspiring talented double
reed composers of all ages across the UK and
beyond*. Two prizes are open to all, and a
special prize for under-19s has been created to
support budding new talent. Winners will be
commissioned to write a new work to be
premiered at a BDRS event in 2022 by:

� Nicholas Daniel 
unaccompanied oboe composition
(Open prize)

� Amy Harman
unaccompanied bassoon composition
(Open prize)

� Henry Clay
unaccompanied oboe composition
(Under-19 prize)

Winners receive a cash prize with their
commission, and will also benefit from
consultations with their premiere 
performer and the publication of their work.
Our under-19 winner will also be offered
mentoring by a professional composer. 

Joining Nicholas Daniel and Amy Harman
on our diverse panel of expert judges are
composer Cheryl Frances-Hoad, oboist Philip
Haworth, and bassoonist Justin Sun.

*   BDRS members, UK nationals, and former UK students
living abroad may enter.

HOW TO SUPPORT

To support our competition please visit us at
www.bdrs.org.uk/composition-competition/
where you can also make a donation. 

2021 BDRS Composition Competition

Updates on Future
Events & Activities
Alison Wathey

Planning for three live events is in hand, although there is no
significant information to report in this issue of DRN. Please refer
to the BDRS website regularly to avoid missing any news as soon
as it is confirmed.

One of the events is a potential collaboration with the Leicester
International Music Festival, whose Artistic Director is Nicholas

Daniel. The Royal Academy of Music’s Head
of Woodwind Fraser Gordon is also in
discussion with BDRS regarding a potential
future collaboration. These both might take

place later this year or in 2022 depending on government
restrictions and the organisations’ future planning.

The Society has been invited to contribute to an online symposium
hosted by the International Double Reed Society. Committee
members Stephen Fuller and Louisa Denby are working on a brief
video with input from other members. There will also be an online
panel discussion within the symposium.
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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
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I am a musician from Australia via Paris,
and have run the famous Woodwind
Department at Chetham’s for around 19
years. It’s such a treat to have worked with
so many amazing young people and
musicians over the years. I can remember
them all!

For those outside Chets you might not
realise what a friendly, welcoming
community this is. 

Now that we are, at last, collectively taking
those considered steps towards re-
opening our society, this cannot come soon
enough for all of us musicians. I will never
forget being treated to the beauty of real
live acoustic music again (no more

compressed audio!) when we first
emerged from lockdown this spring. I
remember sitting in our first performance
class and hearing some of our students
perform solos with piano. The colours
were pure magic, but also inspiring.

Suddenly, there is music everywhere,
from piccolo lessons to contrabassoon
lessons. The cors anglais and bass
clarinets are all back in action after
sitting dormant for months of
quarantine. The students are so happy
(and at times exhausted) to be reunited,
whether they’re making chamber music,
joining live technique classes or making
reeds. Being back together as musicians
is priceless. 

Unlocking Chets

Like the rest of the UK, Chetham’s School of Music in Manchester is beginning to open up
following a long year of lockdowns. After months of remote learning, many of the country’s
finest young musicians are back together again. Belinda Gough, Chetham’s Head of Woodwind,
explains that the musical lessons learnt during the pandemic will stay with them forever. 

Belinda Gough

Belinda Gough
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But, we will not throw away everything
we have learnt over the past year. 
At Chetham’s, lockdowns and remote
working have allowed us to explore how
our music might change the world, to
experiment with digital storytelling and to
find new ways of having fun with our art!
Altogether during lockdown, Chetham’s
students were receiving more than 1,000
hours of remote music tuition every week. 

We are used to being live performers.
We’re comfortable with stage work,
ensemble playing and concert delivery live.
But only a small handful of our students
had recorded themselves for public
performance before. Almost none had
done so from their own homes. Now,
however, we are comfortable ‘playing’ and
‘improving’ with music and sound through
digital channels. Our students have refined
the art of recording performances for
audiences to enjoy digitally. This will be a
vital skill for their future careers.

Our Year 13 pupils even prepared
recordings for music college auditions,
which would usually have been performed
live at colleges, but this year needed to be
recorded digitally. Recording these on-site
— with staff accompanists, in our beautiful

venues, with great sound gear — gave 
our musicians a very hands-on taste of
professional level music recording that
they wouldn’t usually experience at 
such a young age: it was the chocolate 
box experience.

So despite all the challenges, we have
developed new lifelong skills. These skills
will be important in the future careers of

our young people, who will live and work
and perform in a more digital age than
we’ve ever experienced before.

We also learnt how to record better
quality sound with simpler equipment at
home, discovering the optimum distance
from a mic, learning about good light
sources, about framing us and our
instrument successfully, about working on
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camera shots without intrusive stands.
Students figured out how to get a ‘good
take’ and observe themselves from the
outside rather than the inside out. 
That in itself has been a fascinating
journey. We have learnt how to engage
more fully with our audience.

Then they learnt how to download and
upload to various sources: a few simple
words but in reality, a lot of time and
frustration for many, me included! We
laughed a lot and also learnt a lot (again
me too) from each other.

Importantly, during the past year we
have remembered why we do what we
do and the value of sharing and
communicating our musical selves.
Perhaps we have all remembered how
grateful we are to be artists, imaginators
and musicians who can transform
people’s lives and emotions, and add to
their wellbeing and our sense of
community through music. 

So it’s not often that we can say we
changed the world, but this year we did.
It’s incredible to be back in the same room
as other people; we cherish that privilege

now, but we won’t throw away the 
skills we learnt while we were apart.
They’ll stay with us forever.

Quadruple Woodwinds at
English National Opera
In a recent Double Reed
News (issue 125) 
we published this
photograph of the very
substantial double reed
sections employed in
the English National
Opera’s production of
Harrison Birtwistle’s 
The Mask of Orpheus. 
At that time we did not
include the names of 
the players so here 
is a reminder of that
remarkable line-up, 
this time with their
identities:

Amy Harman, Fraser Gordon, Llinos Owen, Simon Couzens (bassoons; back row, l-r);
and Ruth Bolister, Rosemary Staniforth, Helen Powell and Adrian Rowlands (oboes; front row, l-r). 

See DRN125 for further details.
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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

 

 

 
 

PDF sheet music for small mixed woodwind ensembles 
 

easy  --  improver  --   intermediate 
 

 

woodwindcolours.com 
 

e Effec"ve, appealing arrangements of 
classical, tradi"onal and original material 

 
e Presented in sets of 6 – 15  assorted pieces, 

ready to download, print and play 
 

Please visit our website to find out more 

 

Advertise in
Double Reed NEWS
Please see page 32 for details

The magazine of the British Double Reed Society

Quality reeds suitable for beginners to advanced players

CF REEDS
Handmade Oboe & Cor Anglais Reeds

www.cfreeds.co.uk
info@cfreeds.co.uk

07717 395121
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Metamorphosis: 

a change of the form or nature of a

thing or person into a completely

different one. 

‘PAN, who played upon the reed pipe
which was Syrinx, his beloved.’

On March 11, 2020 the novel coronavirus
outbreak metamorphosed into a
pandemic, according to the World Health
Organisation. That was only last year, but
it feels like an eternity. We’re all tired. 
In ancient Greece, Pan was the god of

herds and flocks, which is why his name
became a prefix referring to a large
quantity. This goat god, Pan, is the root of
pandemic, a disease that affects all (pan-)
people (-demos). Pan’s personality was
impetuous and unpredictable, exactly the
way our world feels now. His angry
shouting inspired panic. Some musicians
have responded to the COVID-19
pandemic with panic, running scared 
just like the nymph
Syrinx: pandemonium.
Other musicians have
responded by bringing
clarity, order, and
meaning to this
unfamiliar and
uncertain life: panacea. 

Syrinx was transformed
into hollow reeds to
escape from Pan. But
the ever-resourceful
Pan cut the reeds,
turning them into a
panpipe on which he
played beautiful melodies. These melodies
sometimes expressed the frustration Pan
felt from not having Syrinx in the flesh, 
and they sometimes expressed his love for
Syrinx. Whatever the sentiment, his tunes
were always mesmerising. 

During this pandemic musicians all over
the world have lost things they love, things
they crave. Lives have been lost, incomes
lost, celebrations cancelled. We ache for
the soul-changing experiences that can
only be felt in a concert hall with an
audience. We long to share our music 
with others again, through rehearsing and
performing, through lessons learned and
lessons taught. We feel lost. But ever
resourceful, musicians move forward. 
The creativity we have nurtured our 
whole lives has helped us discover new

mechanisms for expressing ourselves.
We’ve learned about technology we never
before knew existed and we’ve created
virtual performances that bring us solace
and inspire others. We’ve discovered new
procedures for learning and for teaching
when we didn’t think it would be possible. 

Stay-at-home orders and physical
distancing have had profound impacts for

musicians. We don’t know
when we’ll be performing
together again in groups. 
We are depressed about not
making music with friends,
and worried about lost
income. But not having any
performance deadlines — 
no concerts, no juries, 
no competitions — can be
turned into an opportunity.
This feeling of pandemonium
can become a panacea. 
Often I work with musicians
who know they need to take
time off from their rigorous

practice routine in order to recover from
an injury, but they won’t do it because they
have to make a living. I also work with
musicians who know they need to spend
time relearning fundamentals, but they
can’t find the time to do it because they
have so many rehearsals, performances
and other obligations. Our forced isolation
allows us to catch our breath. This gift of
time we’ve been given permits us to go
back to basics. We can review the most
fundamental habits we have as musicians:
how we pick up our instruments, how we
blow air, how we form our embouchures.
We can learn to do these things with
greater efficiency and ease. We can
develop and enhance our knowledge of
how the body functions so that we learn to
work with our body, not against it. If we
take the time to do this, our music will

Six Metamorphoses
after Covid

Inspired by Benjamin Britten’s Six Metamorphoses after Ovid for solo oboe, Dr Stephen Caplan
considers the health issues relevant to double reed players. Re-printed with kind
permission of The Double Reed, the journal of the International Double Reed Society.

Dr Stephen Caplan

We’ve been

asked to

sacrifice many

of the things we

most love, but

our sacrifices

are saving 

the earth
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sound better than ever when we finally get
together again.

‘PHAETON who rode upon the chariot of
the sun for one day and was hurled into

the river Padus by a thunderbolt.’ 

Foolhardy Phaeton. He’s obsessed with
driving the chariot of the sun. His father,
Phoebus, explains how difficult it is to
steer, warning his son about a multitude of
dangers, and about the need to prepare
carefully before attempting to pilot it. 
But the over-confident Phaeton drives it
anyway. The chariot spins so wildly out of
control that it threatens to scorch the
whole earth. Jupiter kills Phaeton with a
bolt of lightning in order to save Earth. 

This myth teaches us that energy and 
self-confidence are admirable, but must 
be tempered with wisdom and experience. 
It’s a lesson that may seem difficult to
apply to COVID-19: a novel virus which we
have no wisdom about or experience with.
But as the virus spins its way around the
planet, reckless people refuse to recognise
how powerful it is. There are so many ways
we can sound like Phaeton trying to
convince himself that he is capable of
driving the chariot of the sun: 

� Can’t our band rehearse together again?
We’ll space ourselves six feet apart. 

� No droplets are coming out of the bell
of my bassoon, right? Then there’s no 
way I can be spreading the virus. 

� Can’t I share a reed with my friend? 
He’s not sick. 

� I don’t have to wear a mask, do I? 
I’m not sick.

But the reality we’ve learned is that the
risks are too great. It’s irresponsible to
create alternative facts, because they can
endanger lives. The experts have enough
experience with similar pandemics that we
must trust their wisdom, even when it
seems outrageous. We’ve been asked to

sacrifice many of the things we most love,
but our sacrifices are saving the earth.

The truth can hurt. Phaeton learned the
hard way. But we’ve learned how to wash
our hands properly, and how to disinfect
surfaces to minimise risks. We’ve learned
the difference between droplet
transmission and aerosol transmission.
We’ve learned that to disinfect a reed, 
an alcohol dilution must be 70% or higher
(although we don’t know if this kills the
virus; and no, mouthwash does not work).
The double reed world should be grateful
for Dr Adam Schwalje (University of Iowa)
— an otolaryngologist and bassoonist —
who has been vigilant about keeping us
informed and helping us to be safe. 

The truth can hurt. As we rely on
recording technology more and more for
playing music and for teaching music
lessons, some are shocked and
embarrassed by what they’re hearing. 
You can spend all kinds of money on
microphones and software, but it doesn’t
fix cracked notes, poor intonation and
wonky rhythms. I’ve been asking students
for years to record themselves when they
practise, but now everybody’s doing it. The
microphone forces us to be honest with
ourselves about our music-making, which
can be embarrassing, but it can also be life-
changing. Listening critically to recordings
of our own playing can be like a lightning
bolt; a reality check that can improve our
practising dramatically, which may prove
to be the greatest metamorphosis of all!

‘NIOBE who, lamenting the death of her
fourteen children, was turned into a
mountain.’ 

Niobe represents overwhelming grief. 
Her heartbreak was so colossal that she
turned into stone. Over the past few
months, many of us have experienced
dejection, desolation or despair. These
feelings are only natural in the face of so

many losses: loss of lives, loss of incomes,
loss of direction, loss of community. But
feelings can overwhelm us. 

Music is a means to connect with deep
feelings. For some, it is the only way to
reach those feelings that they can’t name
or otherwise understand. In addition, 
some people associate their self-worth
with playing music. Their life only seems
meaningful when they are playing music.
For these people, not playing music
becomes a loss of self. The loss of work,
and with it the loss of approval from an
audience, may bring up deeply rooted
childhood fears of abandonment and 
loss, triggering fear and depression.
Anxiety spikes as more and more things
seem to spin out of control. If we’re not
careful, fear can overtake us, making us
immobile. As we attempt to protect
ourselves from the novel coronavirus, 
we risk becoming paralysed by fear. 

Some are learning how to grieve for the
first time. How do we find hope and
meaning in the face of so much despair?
This question is particularly serious for
musicians. Even before the pandemic,
several research studies showed that 
the rates of depression and the rates of
suicide for musicians were quite a bit
higher than rates for the general
population. Musicians must make their
mental health a priority. Many have used
this time to seek help from professionals
and from friends. More people are making
meditation a regular part of their lives, or
finding time for healthy practices like yoga
or tai chi. Musicians are learning that, even
without familiar musical outlets, our lives
are meaningful. We can use the rich
emotional life we’ve lived through music to
guide us through this troubling time. In
fact, our drive, creativity and discipline are
exactly the skills needed now to find a way
to survive and possibly thrive despite 
the pandemic. 

We musicians are so much more than our
music. Working through grief profoundly
changes people. There are professional
musicians who will decide to give up on
music. They may be older and close to
retirement. They may be too weary to
continue. That’s not a defeat, but a victory.
These people should celebrate and be
celebrated for their years of good works,
and for a future committed to new
discoveries. There are young people just
starting their careers, but the challenges
of the pandemic have helped them to
realise that the mountain of a music career
is just too steep to climb. We don’t need to
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mourn this as a loss. These young people
will redirect the many skills they’ve
developed from their study of music
towards a different career path, and make
a mark on the world. 

Many people are fearful that the novel
coronavirus will be the death of classical
music. It’s certainly true that all of our 
arts organisations are struggling now:
orchestras, bands, chamber ensembles and
performing arts centres. Some will not
survive. May they rest in peace. But this
struggle is not only happening in the music
world; the entire world economy is
floundering. Music has been an essential
part of human culture since the earliest
times. All of us who are dealing with the
dark emotions of this moment in history
will learn to use these feelings to bring a
deeper understanding to our music, to our
lives, and to the lives of others. Music will
live on. 

‘BACCHUS, at whose feasts is heard the
noise of gaggling women’s tattling
tongues and shouting out of boys.’ 

Although I’ve seen no scientific research
on the subject, a quick survey of my
friends indicates that alcoholic
consumption has probably
increased during our
isolation! But celebrations
of Bacchus weren’t just
about drinking wine.
According to the
Wikipedia entry about
Bacchus, the ‘wine, music
and ecstatic dancing would
free his followers from
self-conscious fear and
care.’ 

Double reed players are
used to spending time each
day in self-isolation as we
run through scales and excerpts, and
scrape our reeds. But in normal times we
enjoy the counterbalancing effects of
rehearsing and performing music as part of

an ensemble, as well as socialising with
family and friends. For the past few
months, we’ve been denied these
counterbalancing activities. This denial
might be changing the perceptions of
musicians who saw rehearsals as drudgery,
as well as those musicians who feared
performing. Now these musicians long to
rehearse together again with friends, to
revel in the sounds of other living,
breathing musicians harmoniously
blending their instrumental voices. 
They are beginning to understand how a
performance is not a thing to be feared,
but is a joyful celebration of an art form. 

Physical distancing has challenged us to
become innovative. Just finding a space
and time to practise has been a problem
for some living in cramped quarters. For
others, having reeds to play, or even an
instrument to play, has been a burden to
overcome. Not having regular contact with
teachers and friends has required us to
become more independent about reeds
and instrument repairs. Finding motivation
for practising has been encouraged online
through etude challenges and Zoom reed-
making gatherings. 

Our imposed physical distancing has also
sharpened our awareness that practice
skills are different from performance skills,
and that both are important. In the
practice room, we need to give equal
weight to both practising and practising
for performance. Practising is an
exploration phase, using critical thinking
and creativity, which involves breaking
musical units apart, slowing them down
and putting them back together. Practising
performing involves playing through the
music, or sections of the music, as if in
performance, without analysis. Of course,

practising performance is
informed by actually
performing. So the
question for many of us is
this: when we finally get
the opportunity to perform
with an audience, will we
have stage fright? Perhaps
we will, because we
haven’t had the
opportunity to perform for
such a long time. We’ll feel
rusty and worry that we’ve
lost our performance
‘chops.’ Or maybe the rush
of finally being together

again with a group of like-minded
musicians, in front of an audience eager to
hear live sounds again, will free us from
self-consciousness and our ‘tattling

tongues’, and the joyful shouts will laugh
our stage fright away. 

‘NARCISSUS, who fell in love with his own
image and became a flower.’ 

There’s a fine line between self-reflection
and self-indulgence. Musicians need to be
self-reflective about music, because this
leads to improvement. They need to be
self-reflective about their career choices,
because this will lead to better decision-
making. But musicians can easily become
so self-absorbed that they forget about
the effect they are having on other people.
With this distorted sense of reality, they
make poor choices. Being quarantined has
made us more reliant on social media,
which tends to amplify our tendencies
towards self-absorption. We only hear the
voices of like-minded friends who boost
our self-esteem with ‘likes’ and cute
emojis. We begin to lose a true sense of
perspective about our opinions and about
our music.

People have always had different
motivations for joining social media
platforms. Some join strictly for
connecting with a larger community.
Others join to promote themselves and
their music. There’s not anything
particularly wrong with either motivation,
and social media can serve both purposes
well. But it’s important that each of us
using social media learn to use it
responsibly and recognise the difference
between posting something just to
express, or posting something to impress.

Personally, I’ve enjoyed the many
opportunities through social media to hear
online performances by fine artists, and to
be exposed to new repertoire. One of the
benefits of the pandemic is that we’ve
been given the chance to explore music we
weren’t familiar with before. I’m certain
that when we start performing in concert
halls again, our programming will be
different because of these explorations. 

They are
beginning to
understand how
a performance
is not a thing 
to be feared, 
but is a joyful
celebration of
an art form
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As musicians, we should think about these
two questions: how has the pandemic
changed you? And how do you think it
should change you? Are your answers to
both questions the same, or different? It’s
your choice.

‘ARETHUSA, who, flying from the love 
of Alpheus the river god, was turned 

into a fountain.’ 

The myth of Arethusa, who is chased by
Alpheus, reminds us of the myth of Pan 
and Syrinx. After Syrinx’s metamorphosis,
her pursuer is still able to possess her, albeit
as a panpipe. But the nymph Arethusa
transforms into a beautiful fountain and
retains her independence from her pursuer.

Like Arethusa, we are all running and
hiding from an unwanted intruder, the
novel coronavirus. The process of escaping
though, opens up many avenues for
transformation. We can refuse to live in

fear or in hiding. Instead we can confront
fear by exploring new unimagined ways to
express ourselves. Instead of hiding, we
can explore deep fundamental changes to
ourselves and to our music, emerging as
better people and better performers. 

Sometimes the most difficult lessons to
learn are not new knowledge, but
‘unlearning’ long held habits and beliefs.
Some of us have habits as musicians that
have been there ever since we started
learning to make music. Habits we
sometimes don’t even realise we have: like
our habits of standing, sitting and walking.
One of the positive things COVID-19 has
taught us is just how strong old habits can
be. It’s forced all of us to learn how to
change long-held habits: simple things like
not touching our face, or coughing into our
elbow, or shaking another person’s hand.
Most of us never realised how often we
scratched our faces!

All of us are learning what a slow process it
is to change these habits. You first have to
develop an awareness of what the habit is.
Then you have to resist the urge to do the
habit. Then you can replace it with a new
habit. This is exactly the process musicians
need to go through in order to change the
deep-seated ones related to playing an
instrument. Maybe you always raise a
shoulder just a little whenever you bring
your instrument up to the playing position.
You may not even realise you’re doing this,

but it creates unnecessary tensions that
will inhibit the freedom of your fingers and
ribs and, over time, could lead to pain or
injury. To correct this, first you must
recognise that you do it, and bring it into
your awareness. Then, the next time you
start to bring up the instrument, or even
think about bringing it up, you must resist
the temptation also to bring up your
shoulder. You just take the time to notice
that you want to bring your shoulder up,
but then you don’t do it. At this point, you
raise the instrument up, without your old
habit. After you practice this process
enough, it becomes a new habit. Just like
coughing into your elbow, instead of your
hands. So COVID-19 is helping us all to
understand how to ‘unlearn.’ 

There are so many ways this pandemic will
change our lives forever. I’ve outlined
some of the ways it will transform double-
reed players, but there are many others.
Some will emerge as more self-sufficient
reed-makers; some will be strongly
motivated to use their music for improving
social justice or for addressing climate
action. The novel coronavirus is horrific,
and it has upended the world in countless
negative ways. I’m certain you’re at least
as weary of it as I am. But you can find
strength by discovering opportunities 
to lift yourself up and to lift up others.
With a panoramic view, you will see
innumerable opportunities to be the
change you want to see in the world. 
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Madeleine Dring, Lady Composer
Wanda Brister and Jay Rosenblatt
Clemson University Press 2020

‘I have had wonderful ideas for a
piece of music. Perhaps when 
I am advanced I shall be able to
orchestrate it.’ So wrote the 
12 -year-old Madeleine Dring on
3rd December 1935 in the first of
her diaries, crossing out the word
‘wonderful’ in an early sign of 
self-criticism and typical modesty.
Madeleine Dring (1923–1977) was
a composer, violinist, pianist and

musician of rare talent and her story is an intriguing one that reflects
her unique qualities of creativity, personal insight, humour and faith. 

The making of this biography is a story in itself. Beginning from a
chance enquiry in a Manhattan music shop that led to contact with
Dring’s husband of thirty years – the oboist Roger Lord – Wanda
Brister and Jay Rosenblatt set about the enormous task of
reconstructing a life from memories, correspondence, a discontinued
set of early diaries and the many works that the composer left. After
an account of Dring’s early years, a chronological approach is left in
favour of a fascinating discourse about the composer herself and her
works that reveals a life driven by the writing of music of all kinds:
piano music in abundance (solos and four hands), violin music (her
principal instrument when she studied at the Royal College of Music
Junior Department), many songs and song cycles, choral works, works
for flute, oboe, recorder, harmonica, viola and more. 

Her time at the Royal College of Music, both as a junior and later as a
senior student, gives this life story a fascinating insight into the RCM
in the 1930s and 1940s, into its encouragement of composers and
especially women composers with mention of Ruth Gipps, Elizabeth
Maconchy, Elizabeth Lutyens and Grace Williams as examples. This
biography’s subtitle Lady Composer is a quote from the composer’s
own song lyric, ‘I am a Lady Composer, My work is aesthetic. My
idiom’s a poser, My life – is ascetic’ that wittily underlines a more
serious view of her craft and the loneliness that can bring. Dring’s own
compositional training under Stanley Wolff, Leslie Fly and later
Herbert Howells with Ralph Vaughan Williams encouraging in the
background, is related in the context of a creative atmosphere at the
RCM that helped to define Dring’s future career. 

Central to Dring’s output was her work for television, film and especially
the stage. From an early age she loved the theatre, taking part in all the
Christmas plays put on by the RCM Junior Department, and this led to
her being asked to write the score for The Emperor and the Nightingale in
1941. Brister and Rosenblatt trace the birth pangs of this work that, in
hindsight, laid the foundation of a career that included many other works
for the RCM, then West End revues, music for stage plays, an opera
(Cupboard Love, c. 1950) and a ballet score (The Real Princess, 1971).

Dring’s unusual sense of fun, together with her unique appreciation of
harmony and colour in music, seemed ideally suited to capturing
dramatic moments. This ability was famously demonstrated later in life
at the RCM’s ‘At Home’ evenings that Dring hosted, and which are
remembered to this day as events of great humour and character. 

Dring was never careful at keeping records or correspondence and
many manuscripts, especially from the revues she wrote, are lost.
Brister and Rosenblatt, therefore, should be congratulated in bringing
together a full picture of the composer’s significant output from the
material available. Roger Lord provided as much as he could, but from
this account one is left with a hope that more music will come to light
when reading the number of ‘Lost’ and ‘Unpublished’ comments in the
list of works. 

Touchingly, the biography is delineated by a long-distance friendship
that Dring developed, again by chance, with the composer Eugene
Hemmer (1929–1977) who was drawn to her music and over years
did much to promote it. We are indebted to Hemmer for keeping
Dring’s letters and preserving some fascinating insights into the
composer’s personality. Communicating at great distance (London to
Los Angeles), this pen friendship drew out an understanding between
two highly creative people both defined by their talent and modesty,
which in Dring’s case seemed to run deep. 

For many, Dring’s marriage to the celebrated oboist, Roger Lord,
brought her into a wider connection and from this, some of her works
(Danza Gaya, trios for flute, oboe and piano, also flute, oboe and
harpsichord, Italian Dance, Three Piece Suite and others) have become
very well-known. As Principal Oboe of the London Symphony
Orchestra from 1953 to 1986, Lord’s career brought Dring into close
contact with many of the finest musicians in London and with it
remarkable musical experiences and tours (Italy and the LSO
connection with Daytona Beach are mentioned). But it also brought
long periods of separation because of orchestral concerts and touring. 

In all, this is a touching story of an individual whose remarkable
talents have left us with a musical output that needs more promotion
and nurture. It also describes a musician who blazed her own trail in
the remarkable world of mid-twentieth-century London. Dring never
enjoyed good health and there is a sub-text of struggle in all this. It is
so sad to read of her sudden death at the age of 53, of the death of her
pen-friend Eugene Hemmer in the same year of 1977, and of the
discovery of Dring’s gravestone in a state of disrepair in 2015 that led
to its refurbishment in Lambeth Cemetery. Its inscription, ‘Madeleine
Lord (Dring) whose music still bears witness to the light’ is an apt one
for a composer whose Roman Catholic upbringing never left her
despite her later interest in Rudolph Steiner’s Anthroposophy. 

Madeleine Dring, Lady Composer, is a work that should be acquired
by all music libraries and read by all. It is an inspiring and thoughtful
account of a remarkable person and a true creative.  

George Caird 

Reviews

Book REVIEW
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Delius, Patterson, Rodney Bennett,
Berkeley, Alwyn, 
Pease and Dove 
Nicola Hands, oboe and cor anglais
Jonathan Pease, Piano
EM Records CD066

This recital disc by Nicola Hands
and Jonathan Pease is a treasure
trove of very engaging
repertoire. The opening work, 

Four Country Dances, is one of the most marvellous pieces by 
Richard Rodney Bennett and deserves to become a pillar of the oboe
repertoire. The performance of this sets up the disc wonderfully,
balancing the calm lilting qualities of The Mulberry Garden with the
impressive energy of Lady Day and Nobody’s Jig.

The versatility of Nicola Hands is so impressive and her playing has a
quality that draws the listener in. Her duo partner, Jonathan Pease,
plays with such poignancy too, especially in the opening to Alwyn’s
Andantino from Sonata for Oboe and Piano (1934). Hands and Pease
achieve numerous affecting moments throughout this recital so it’s
hard to choose a favourite.

Nevertheless, special mention must be made about the inclusion of
several world premier recordings on this disc. In particular, Westbourne
Nocturne by Jonathan Pease himself is a fantastic addition to the
repertoire for cor anglais and piano. The drama and atmosphere is really
thought-provoking, while never losing a beautiful lyrical quality. This
work shows Hands’ virtuosic cor anglais playing at its very best, and the
energy Pease brings to this performance is just perfect.

It is great to hear Paul Patterson’s Phoenix Sonata included here. Some
listeners will have come across this before in its concerto form; this
version for oboe and piano is full of beautiful textures and really rich
harmonies that contribute to a very strong work. The compositions by
Jonathan Dove and Michael Berkeley are also carefully chosen
contributions to this wide-ranging disc, showing what a versatile duo
Hands and Pease are. The final work of Delius arranged by Robert
Threlfall is a great way to conclude this selection. 

At over 77 mins long, this is a substantial recording that offers such a
wide variety of repertoire. It is notable that the recital balances oboe
and cor anglais so well. Hands shows wonderful communication and a
sublime tone with both instruments. Phoenix Sonata receives a
polished performance from start to finish, with plaudits going to the
production team who have captured this performance so very well. 

It is always so pleasing to hear a new oboe disc filled with works that
might be airing for the first time. We need musicians willing to
highlight new repertoire like this and hopefully, as concerts return to
our way of life, we will hear a lot more from this impressive duo.

James Turnbull

Leviathan: Music from the Deep
Works by Ruth Gipps, Schulhoff,
Ridout, etc
Peter Wesley, contrabassoon
Liivi Arder, piano
birnamcdshop.com

Unsurprisingly, there are not many
solo contrabassoon CDs on the
market. I have listened to a few 
of them over the years. Many 

have been all too easy to dismiss as a novelty record rather than
progressing the status of the instrument as a soloist! With this in 
mind I popped Peter Wesley’s new recording into the CD player 
and gave it a listen. This disc is no novelty. Peter has curated a
splendid balance of original compositions for contra alongside 
some sympathetic arrangements of well-known works inspired by
John Burness, Peter’s former teacher.

The album has been released to mark what would have been Ruth
Gipp’s centenary and contains two of her works for contra. Ruth 
was also BBC Radio 3’s Composer of the Week coinciding with
International Women’s Day. This will hopefully generate some 
more interest in both her music and, in turn, maybe also music 
for the contra? The title track Leviathan shows this composer’s 
total understanding of the contra and how to use the varied
characters of the different ranges as the contra becomes the
leviathan of the piece.

Ridout’s Folies de Paris is an original work for contra that deserves to
be performed more often. It is a delightful piece which adds an
element of fun to the selection without overwhelming the overall feel
of the album.

No contra recording can be complete without Schulhoff’s Bass
Nightingale, arguably the most famous solo work for contrabassoon
and a staple for anyone who has taken ‘related study’ conservatoire
exams! Any aspiring contra player should listen to this recording if
only to get an idea of how the piece should really sound. The contra is
at times sorrowful, but it is always a delight to hear its upper registers
played with such vigour and presence, a clear sign of Peter’s
experience and confidence with the instrument.

I should add here that Peter’s performance of Michael Burns’ Contra
Blues is a personal highlight. The creamy sound emulates a refined
baritone saxophone whilst keeping the core of the unmistakeable
contra tone. The instrument sounds perfectly at home with this style
and the clear, crisp riffs show that the contra doesn’t have to be
regarded as sluggish.

Liivi Arder’s piano playing is sympathetic and well-considered on the
accompanied tracks. Piano accompaniment with low bass instruments
often has challenges that are less obvious with higher melodic
instruments, but here we see the contra and piano working well

CD REVIEWS
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together. Liivi must be one of very few accompanists lucky enough to
have such a broad knowledge of the contra repertoire!

It is very much to this recording’s recommendation that I frequently
enjoy it as the soundtrack to my day. It is a very approachable
collection of music. Hopefully it will inspire more players and
composers and it certainly deserves to be enjoyed by a wide audience.

Ben Couldwell

Music REVIEWS

Hallelujah Chorus (The Messiah)
Georg Frideric Handel
Double Reed Ensemble
arr. Catherine Millar
pub. Wonderful Winds WBH004
www.wonderfulwinds.com/windbags

Described by the great Handelian,
Charles Farncombe, as a football match
between God and the Devil at which we

are cheering on the touchline, the Hallelujah Chorus has endured
down the ages. Because it is beloved of every choral society (or
despite that), it never fails to raise the spirits — and traditionally
the audience at this point — in what is arguably the finest oratorio
in English.

It is an inspired choice to arrange for an ensemble of double reeds,
thereby reminding us vividly of Handel’s other excursions into
wind writing, particularly of course The Music for the Royal
Fireworks. Catherine Millar has brought her not inconsiderable
skills to this task, producing an inevitable delight from many
angles. In this arrangement her score has parts for 3 oboes, 2 cors
anglais, 3 bassoons and 1 contrabassoon, which could be taken by
single players as chamber music, or doubled many times over in the
style of the Royal Fireworks Music.

From the first bars she adopts a kind of antiphonal approach, with
bassoons answered by oboes in order to take advantage of
contrasting tones and tessituras. As with French horns, the English
ones are here heard to play and hunt with both teams. If your
ensemble has only one cor anglais you will still be able to manage:
the second part is optional as long as you have 3 bassoons.
Handel’s echoing ‘Hallelujah’ rhythm, answering and combining
throughout, will assuredly produce a thrilling effect caught in the
crossfire of the two teams.

Catherine Millar avoids much intervention in terms of added
dynamics and ornaments. Whilst this is commendable in one 
sense, it might have been wise to provide a few balancing
dynamics, especially at letter B (‘And he shall reign…’) where the
accompanying ‘hallelujahs’ might be encouraged to take more 
of a back seat; this particularly so where the melody is entrusted to
a single cor anglais and contrabassoon mf against almost all the
tutti, which will surely be exaggerated when multiple oboes and
bassoons are present.

Most instrumental parts are equally interesting; third oboe and
third bassoon appear to be a shade easier and they have a few
more bars’ rest in which to recover embouchures. The first
bassoon part is written entirely in tenor clef, and it needs to be
because the player is frequently taken up to top A and even has a B
in the very first bar. Given all the exciting activity going on above it,
the contrabassoon could readily be doubled (even – horrors – by a
double bass if available) given that it is generally, and very
appropriately, independent of the third bassoon.

Printing and layout is beautifully executed by Wonderful Winds
and the score and parts are presented in a durable folder. 
The price ranges from £13 to £17 depending on the number of
parts required.

A fine arrangement of a wonderful piece by an enormously
experienced double reed specialist. Hallelujah! 

Clive Fairbairn

New Oboe Quartets Arrangements
by Frances Jones
Forton Press
www.fortonmusic.co.uk

Oboe teachers and oboe ensemble players
will be delighted with this new series of
attractive pieces for oboe quartet. The
arrangements are for the combination of
three oboes plus cor anglais, and comprise
popular classics and other favourites. Seven
have so far been published by Forton Press.
They make a very welcome contribution to
the otherwise rather limited repertoire for
this particular combination and would be a
pleasing addition to any concert programme. 

Three of the pieces, Country Gardens, Elgar’s Salut d’Amour and
Bruckner’s beautiful motet Locus Iste, are quite straightforward and
would be ideal for players new to ensemble playing. Others in the
series so far – including Tico Tico, The Teddy Bears’ Picnic along with
movements from Brandenburg Concerto No.1 and the Water Music –
will suit more experienced players; these provide one or two nice
challenges whilst being eminently playable. All of these arrangements
are sympathetically written, with musical interest in all four parts.

It is worth checking out Frances Jones’s series of arrangements at
www.fortonmusic.co.uk. Conveniently, Forton have also issued an 
audio file of each on YouTube. These are computer-played rather 
than live performances so there are some limitations, but it does
mean one can hear them and follow the score, potentially very 
useful. Let’s hope there are some more pieces for oboe quartet 
in the pipeline from Frances!

Rachel Porter

Reviews
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Classified
Oboe and Cor Anglais reeds from Germany

Karl-Friedrich Wentzel
www.reeds.wentzel.eu Email: reeds@wentzel.eu

Beautiful arrangements for three Oboes and Cor
by Frances Jones.
Ave Verum, Salut d’Amour, Brandenburg, Country Gardens,
Teddy Bears’ Picnic, Tico Tico, Water Music.
www.fortonmusic.co.uk

For sale: Howarth Dual System S40C Oboe (2016)
Very good condition. Overhaul serviced and re-padded. £2,650.

Email christinevansull@hotmail.com

Crook and Staple
The specialist oboe & bassoon store.
Tel: 02920 789335 www.crookandstaple.com

Unique Trios and Quartets for Bassoon!
javalinapress.com

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
Quality oboe, cor anglais and bass oboe reeds crafted by Marjorie Downward.
Online Tuition & Reed Workshops available also via FaceTime or Zoom.
100% feedback inc. ‘Beautifully made & sounding reeds.’
‘Informative teaching & such fun - thank you!’
For more details visit: www.billerbeckoboereeds.co.uk

Oboe and Cor Anglais Reeds
David Cowdy.

www.reedmaker.co.uk
Email: davidcowdy@gmail.com

Regency Reeds
Specialists in oboe reed making for over 25 years. 

Huge choice – something to suit everyone.
Tel: 01727 833027 regencyreeds.com
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Classified adverts will only be continued in succeeding issues of DRN at the advertiser’s request, or if part
of an ongoing series running throughout the current membership or calendar year. Series are renewable. 

Classified adverts are limited to one per advertiser per issue of DRN. 
BDRS members: preferential rates apply, please see the orange box on the final page. 

Newly accepted DRN classified adverts will be duplicated in the next emailed newsletter.

DRN Issue 129 Text_Double Reed 75.qxd  01/06/2021  09:01  Page 31



32 Double Reed NEWS l ISSUE 129

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 2021 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. 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  £30.00
Student membership  £20.00
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: 
Donal Flynn (Membership Secretary) 
email: membership@bdrs.org.uk 

Member benefits: currently 3 magazines per annum,
preferential rates for BDRS events and classified
advertising in DRN, a variety of discounts (below)
including on Associate Membership of IDRS.

Re-order Services
Back copies of DRN (where available) can 
be obtained for £5 on request from the 
Membership Secretary membership@bdrs.org.uk 
Single articles are available from the Editorial Office. 

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

June Emerson Wind Music
Windmill Farm, Ampleforth, York YO62 4HF
01439 788324 www.juneemersonwindmusic.com

The Oboe Shop at Crowthers
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
Ground Floor Office, 25 Gwentlands Close,
Chepstow, Monmouthshire NP16 5JH
02920 789 335  www.crookandstaple.com

One month’s free insurance on ‘Harmonic’ 
policies from the following:
Newmoon Insurance Services Ltd
Pine Grove Business Centre, Pine Grove,
Crowborough, East Sussex TN6 1DH
01892 280323  www.newmooninsurance.com

Advertising in 
Double Reed NEWS

Next copy deadline:

15th August 2021

Submission of Articles: 
Proposals for articles are welcome on all topics related to double reeds.
Contact the Editor (drn@bdrs.org.uk) well in advance to discuss subject,
length, etc.

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 Alison Wathey, email: advertising@bdrs.org.uk

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 (cover pages) add 10%

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

Classified

BDRS Members 1st 25 words free
Next 12 words £5
Extra words £0.40 (per word)

Non-Members 1st 12 words £5
Extra words £0.40 (per word)

Maximum 50 words per entry
Classified adverts are limited to one per advertiser per issue of DRN
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