
 

  ISSUE No. 16           Published by ‘The British Harpsichord Society’                 April 2021 

________________________________________________________________________________________________           

INTRODUCTION  1 

A word from our Guest Editor - Dr CHRISTOPHER D. LEWIS 2 

FEATURES   

• Recording at Home during Covid 19 

 

REBECCA PECHEFSKY 4 

• Celebrating Johann Christoph Friedrich Bach 
 

COREY JAMASON 8 

• Summer School, Dartington 2021 
 

JANE CHAPMAN 14 

• A Review; Zoji 
 

PAMELA NASH 19 

• Early Keyboard Duets 
 

FRANCIS KNIGHTS 21 

• Musings on being a Harpsichordist without Gigs 
 

JONATHAN SALZEDO 34 

• Me and my Harpsichord; a Romance in Three Acts 

 

ANDREW WATSON 39 

• The Art of Illusion 

 

ANDREW WILSON-DICKSON 46 

• Real-time Continuo Collaboration 
 

BRADLEY LEHMAN 51 

• 1960s a la 1760s 

 

PAUL AYRES 55 

• Project ‘Issoudun 1648-2023’ CLAVECIN EN FRANCE 
 

60 

IN MEMORIAM   

• John Donald Henry (1945 – 2020) 

 

NICHOLAS LANE with 

friends and colleagues 

63 

ANNOUNCEMENTS  88 

• Competitions, Conferences & Courses   

                                    

Please keep sending your contributions to info@harpsichord.org.uk  

  
Please note that opinions voiced here are those of the individual authors and not necessarily those of the BHS.  All 

material remains the copyright of the individual authors and may not be reproduced without their express permission. 

mailto:info@harpsichord.org.uk


 1 

INTRODUCTION 
 

 

•••  Welcome to Sounding Board No.16 •••  
 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 
 

 

 

 

 

 

 

 

 

 
 
 
 

 
 
 
 
 
 

 
 

Please send your comments and your contributions to info@harpsichord.org.uk 
 
 
 
 
 
 

 

Our thanks to Dr Christopher Lewis for agreeing to be our Guest Editor for this 

edition, especially at such a difficult time when the demands of University 

teaching became even more complex and time consuming. 

 
Indeed, it has been a challenging year for all musicians but ever resourceful, 

they have found creative ways to overcome the problems imposed by the Covid 

restrictions. Our thanks too to all our contributors who share with us such 

fascinating accounts of their musical activities during lock-down. 
 

We also include a tribute to John Henry, a much-loved musician, blind from 

birth, but never daunted by the many life-long difficulties he faced. We thank 

Nicholas Lane and Peter Bavington, for compiling this moving tribute. 

 

Symbolic of the times, is the absence of a report about our usual activities at 

Handel & Hendrix in London, as elsewhere, all our planned live recitals had to 

be cancelled. On a more hopeful note, we do include several announcements 

about conferences, summer schools, competitions and various other musical 

activities, planned to take place during the coming months, either in-person or 

via video link up. 
 

Meanwhile we hope you enjoy and are inspired by these interesting accounts 

written specially for this sixteenth Edition of Sounding Board.   

 

Your letters and comments are always welcome- please continue to write to us 

about this and or any harpsichord related matter.   Thank you.  

 

 
Edna Lewis- Secretary BHS 

 

mailto:info@harpsichord.org.uk


Dr Christopher D. Lewis (Photo Credit: Drew Kelly) 

 

 

INTRODUCTION 
 

•• • From our Guest Editor, Dr Christopher D. Lewis ••• 
 

I was very pleased to be asked to serve as guest editor for this edition of the British Harpsichord 

Society’s Sounding Board - it was a lovely excuse for me to be able to reach out to friends and 

professional contacts and invite them to contribute to this edition. I am grateful to all the contributors 

and would like to take this opportunity to thank them for taking the time to write and produce such 

an eclectic and spirited range of articles.  

 

When asked to take 

on the challenge of 

guest editing this 

publication, I was 

unsure initially of 

what direction I 

favoured taking the 

theme. However, 

following the terrible 

year of 2020 (plus the 

somewhat rocky start 

to 2021…) a healthy 

dose of ‘collaboration’ 

and ‘working together’ 

seemed like the 

obvious choices to 

focus this edition 

around. The pandemic 

and subsequent 

global lockdowns 

have caused so much disruption, difficulties, and such great sadness, I wanted this issue to focus on 

projects/topics that reflected the ways and means in which folks have united and forged together – 

both in terms of the current pandemic, but also historically. It has also been wonderful chatting with 

many colleagues during the preparation of this edition of Sounding Board to hear of interesting 

projects and developments currently happening in the harpsichord world. Without trying to sound 

cheesy (I suspect I will…), there are many great things happening and I am confident the music 

industries have a much brighter and hopeful future ahead of them than we have seen in recent years. 

On a sadder note, this edition also includes a range of tributes to the life and career of the late 

harpsichordist John Henry (1945-2020). 

 

For myself, working in Higher Education the past year has been astonishing with far sweeping digital 

changes that would have seemed unimaginable if not just plain impossible a year or so ago. 

Universities, which may be progressive in their approach to developing methodologies, pedagogies, 

and teaching strategies, have never been particularly progressive when it comes to any sort of 

administrative change. But in the past year, we have been forced to adapt and change, at a 

remarkable pace, how we approach delivery of our teaching. Many of these are changes that in normal 

times would have taken years if not decades to push through and implement. By shifting almost 

overnight to a digital environment, we have changed the student experience for the foreseeable 

future. I suspect many of these changes are here to stay for good – and that many students both at 

present and in the future will expect them to. What has been interesting in the move to digital 



learning is the number of both positive and beneficial changes that we have seen to the learning 

process. Stepping back and comparing our H.E. provision a year and a half ago to now, things look 

very different. But student learning continues albeit it in a virtual way. Lectures continue, often pre-

recorded allowing students the option to listen back to them at their leisure and in newly designed 

inclusive and accessible online virtual learning environments. Online seminars are often more 

engaging than they have ever been in-person thanks to the use of interactive online breakout rooms 

for small group discussions. Assessments continue to take place in broadly the same way – and more 

than a few students have commented how less stressful they find the digital environment in terms of 

performance assessments. 

 

Music lessons when allowed to take place in person are often muffled by a Plexiglas screen and a 

facemask but essentially go on as they have always done. Even the so-called ‘Zoom lessons’ do not 

change anything as dramatically as one might think. I will admit I was very sceptical going into those 

at first. But an effective teacher can make digital lessons just as beneficial and practical for students if 

they are delivered with passion and creativity. Yes, the how and the where may have changed, but the 

pedagogy and teaching methods remain broadly unchanged.  My mind goes to a rather amusing 

‘doctored’ image I saw on Twitter at some point during the first pandemic – an updated version of 

Vermeer’s famous painting The Music Lesson re-titled ‘Music lesson via Skype’. I am sure you can 

picture it! But it made me think - have things changed that much? Probably not, and while there will 

always be the purists that insist things were better before, I would suggest we are building a stronger 

and more sustainable learning environment for the future. The same goes for live performance - 

whilst nothing will ever replace the experience of a live performance, digital performances have the 

potential to reach even wider audiences. Through digital performance, the harpsichord can have an 

even bigger platform/reach than ever before.  

 

Teaching and learning, along with live performance, must continue to adapt as we continue to lurch 

more and more towards new and developing digital platforms. I hope we will all continue to embrace 

these changes beyond the pandemic and appreciate the opportunities that a blend of what in-person 

and digital environments have to offer us and indeed the harpsichord for the future. I believe they can 

work well together in sympatico and we need to do everything we can to support both performers and 

composers, as together we find ways of re-building what live performance needs to look like in the 

twenty-first century. I am delighted that many of the articles featured in this edition focus around this 

important topic, along with outlining some of the creative ways in which colleagues have been able 

to ensure their craft has not just continued but thrived during the recent difficult times . 

 

I very much hope you enjoy this edition of Sounding Board and would like to send my grateful thanks 

to both Pamela Nash and Edna Lewis of the British Harpsichord Society, for their help, support, and 

advice in preparing this edition. Do stay healthy and well friends, and please look after each other. 

 

Dr Christopher D. Lewis 

 

 

Dr Christopher D. Lewis is a Lecturer in Music at the University of Chester and a recording 

artist for Naxos Records. His performance interests relate to twentieth century compositions 

for the harpsichord and his research work focusses on the role of the harpsichord in twentieth 

century popular culture, particularly in film/television soundtracks and popular music. He has 

released a series of contemporary harpsichord recordings for Naxos. More information about 

his work can be found via www.christopherlewis.net  or twitter.com/newharpsichord  

http://www.christopherlewis.net/
file:///C:/Users/01365688/Desktop/twitter.com/newharpsichord
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            ( Photo credit: Quill Classics) 

FEATURE 

Recording at Home during Covid-19 
Rebecca Pechefsky gives us a fascinating insight into her experiences of producing a series of 

home recordings during the lockdown – and how the pandemic could not stop world premiere 

recordings of music by Antonio Soler!  

 Last March, when New York went into COVID-19 lockdown, I didn’t know we’d be turning 

our Brooklyn living room into a video recording studio. At first, all I could think of to do 

was learn some new repertoire. So, I decided to work on pieces by two composers that 

always make me happy: Johann Ludwig Krebs & Antonio Soler. After all, we keyboardists 

are better able to cope with quarantine loneliness than other instrumentalists and singers, 

since we have so much great repertoire that we can play all by ourselves. I had already 

performed and recorded two out of the three extant partitas by Krebs; this seemed like the 

perfect time to dive into the remaining one. And I had recently learned of a manuscript at 

the Morgan Library and Museum of newly discovered sonatas by Antonio Soler. I had been 

scheduled to perform two of them on concerts in the spring, but of course that didn’t 

happen. Now I had the time to learn some other ones. As the weeks went by, however, I 

felt increasingly regretful that those performances of Soler’s Sonatas in E Minor (R. 184 & 

185) had not taken place, particularly as they would have been world premieres. 
 

World premieres of Antonio Soler? Sure enough, in 

2012 the Morgan had acquired a manuscript with 

sonatas by Scarlatti and Soler, as well as 

Alessandro Scarlatti and some unidentified 

composers (Ms. Cary 703). Of the 43 sonatas by 

Soler, 29 of them are unique to this collection. The 

manuscript is dated 1756; if that date is accurate, 

Scarlatti was still alive, and Soler was still a young 

monk in his twenties, having only arrived at El 

Escorial four years earlier. Some of the sonatas in 

this particular manuscript have passages that 

remind me strongly of parts of his other sonatas, 

yet, rather than considering them ideas that he 

had used before, I suspect that here might be the 

first presentation of what would later become his 

favorite compositional devices. The Spanish 

harpsichordist Diego Ares recently released a CD with many of the newly discovered sonatas (Sol 

de mi fortuna, Harmonia Mundi), but several of them still remained unrecorded. I had learned R. 

184 & 185 with the idea of possibly recording them myself. But now our regular recording venues 

were inaccessible, so it looked as if we would have to wait for the pandemic to pass. Or would we? 

 

As it happened, since churches were closed to in-person services, we had started making audio 

recordings of weekly hymns for my pastor to use in his streamed services. My French double-

manual harpsichord by Yves Beaupré seemed to record quite well in the living room. So why could 

we not try our hand at a video? Two unknown sonatas by Soler seemed a great place to start; we 

recorded R. 184 & 185 at the beginning of May and released them on our Quill Classics channel on 
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     Cameras set up ready for the recording sessions. 

               Italian harpsichord by Yves Beaupré 

(https://youtube.com/user/QuillClassics) soon afterwards. Although I’ve premiered works by 

lesser-known composers, the thought that I’d given a first-time performance by a composer of 

Soler’s stature was a welcome thrill during our darkest days of the pandemic, as well as a 

wonderful birthday present from my husband and producer, Erik Ryding. 

 

By this point, the curve was starting to flatten in New York City, but there was still no real end to 

quarantine in sight and certainly no prospect of live performances. Several of my colleagues were 

also finding outlets for their desire to perform in everything from actual live-streamed domestic 

concerts to living-room videos similar to ours. I thought Aya Hamada’s “At-Home” Goldberg 

Variations was particularly inspiring. For thirty days straight she recorded one variation a day, 

then put them all together when the project was complete. (You can check it out on her channel: 

Aya Hamada harpsichord.) Her playing is wonderful, and I also admired the way she changed 

outfits, props, and camera angles to match the mood of each variation. The result is an exciting 

and original presentation of Bach’s familiar masterpiece. I wanted to do something like this. 

 

We didn’t think we were up for recording 

something every day, but once a week 

would be manageable.  It occurred to me 

that another bit of unfinished business 

was Couperin’s Troisième Ordre. I had 

performed it a few times, and it is one of 

my favorite Couperin suites to play, but I 

never got around to recording it. Some of 

Couperin’s suites, like the Huitième, are 

dark and brooding; others are light and 

effervescent, like a Fragonard painting. 

But I’d always enjoyed the balance of light 

and dark in the Troisième. With its variety 

of moods, it was a perfect candidate for 

weekly at-home videos. We decided that 

it would be a good strategy to put out our 

new production on the same day and at 

the same time every week, hopefully 

creating a sense of anticipation in our 

viewers. Tuesday seemed like a good day 

for our releases, and the alliterative 

possibilities were too tempting to pass up. 

Thus “Tuesday Troisième” was born. For 

eleven weeks, my Mail-chimp subscribers 

and followers on Social Media got treated to a new Couperin video every Tuesday at 3 PM Eastern 

time. You can watch the entire suite at this playlist:  

https://youtube.com/playlist?list=PLkWklUUqkWK7VTwqAAhbJrO1VTP95vpJ4 

 

The Troisième took us to the middle of August. As you may imagine, it was hot. We couldn’t run 

the very noisy standing air-conditioner while we recorded, so it would get quite sultry in the living 

room. That we’d only committed to recording one piece a week now seemed like brilliant 

planning. Meanwhile, the curve remained flattened: outdoor dining was permitted, museums were 

getting ready to reopen, and masked people felt safe congregating in the parks. But except for the 

occasional pop-up concert outside, few performances could yet take place. And the harpsichord 

https://youtube.com/user/QuillClassics
https://youtube.com/playlist?list=PLkWklUUqkWK7VTwqAAhbJrO1VTP95vpJ4
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Cameras positioned in preparation for a recording using  

the Italian virginals by Garrick Dolberg. 

isn’t exactly suited to al fresco concerts. (I have done it a couple of times, but that’s another 

story.) Despite the August heat, we wanted to continue the weekly videos, so a fresh project was 

needed.  

 

Earlier in the year, in connection with the Soler manuscript, I had made some new friends online: 

the Soler scholar Enrique Igoa and the Seattle-based keyboardist Ryan Layne Whitney. Ryan has 

long been a Scarlatti 

aficionado and also edited a 

new edition of Soler’s 

contemporary Sebastian de 

Albero. In the course of our 

three-way correspondence 

from Madrid to New York and 

Seattle, we had agreed that the 

remaining sonatas from the 

Morgan Library’s Ms. Cary 703 

really should be recorded. 

Okay, then! This could be the 

next project. In addition to the 

four sonatas that would be 

world-premiere recordings, I 

decided to add a pair that 

Diego Ares had actually 

recorded but that I especially 

liked and that I had been 

scheduled to perform, along 

with R. 184 & 185, at the summer meeting of the Historical Keyboard Society of North America, 

another event that didn’t happen. This brought the Soler series to six weeks, which took us into 

the fall and, happily, out of the summer heat.  

(https://youtube.com/playlist?list=PLkWklUUqkWK4MmpDjMDXOyZUXvrHthYqS)  Since my 

Beaupré Italian harpsichord is based on a Florentine instrument that might have been similar to 

two owned by Soler’s prince, we decided to use it for most of these Soler recordings, instead of the 

French double. Of course, we couldn’t call our weekly releases “Tuesday Troisième” anymore; 

Tuesday Troisième became ‘Tuesday Treasures’. 

 

All this time, I had, of course, not forgotten my old friend Johann Ludwig Krebs. In fact, during 

those stressful spring days when we hardly left the apartment except for early morning walks 

when few people were out, I spent some time searching online for any clues as to the whereabouts 

of three other partitas by Krebs that are presumed missing. My searches led me, among other 

things, to a dramatic story concerning a collection of German music manuscripts hidden in Poland 

during Nazi Germany (referred to as the “Berlinka” collection), but in the end I concluded that it 

was foolish to think that I, searching online, could uncover something that librarians and scholars 

who’ve actually been in these libraries had yet to find. But at least I still had the B-flat Partita to 

record, and I fully intended for it to be the next suite of pieces featured in our Tuesday Treasures. 

Fate, however, intervened in the form of a request for a recording of Conrad Friedrich 

Hurlebusch’s D Major Suite from Bach scholar Andrew Talle. He wanted to compare it with Bach’s 

Fourth Partita but could find no available recording. Say no more! I couldn’t resist the prospect of 

another world-premiere recording, so Krebs would have to wait. 

 

https://youtube.com/playlist?list=PLkWklUUqkWK4MmpDjMDXOyZUXvrHthYqS
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I had recorded one suite by Hurlebusch before (on my Bach and His Circle CD) and found him to be 

an interesting and unjustly neglected composer. If his name comes up at all, it’s because he visited 

Bach - scholars now think it was probably in the 1720s - and, in an often-ridiculed gesture, made a 

present of his publication of keyboard pieces to Bach’s sons so they could study them. We like to 

imagine the suppressed snickers, but Bach thought highly enough of his music to include it as one 

of the volumes he offered for sale. During Hurlebusch’s time in Hamburg, he also managed to run 

afoul of Telemann and seems to have left Hamburg in disgrace. He finally found his niche in 

Amsterdam, where he got a job as organist for the Oude Kerk from 1743 until his death in 1765. His 

D Major Suite proved to be a colorful and worthwhile fall project; I’m particularly fond of the 

Allemande, which has moments of great sweetness. History may have portrayed Hurlebusch as 

irascible and egocentric, but he was also capable of much tenderness, at least in his compositions. 

https://youtube.com/playlist?list=PLkWklUUqkWK4JhSCEQRYhAEVPkulfZRuE 

 

By this point, autumn was quickly passing, and some concert venues had managed to start up with 

a combination of live-streamed and pre-recorded events. In particular, the Gotham Early Music 

Scene, with Gene Murrow at the helm, was determined to keep their Thursday-afternoon Midtown 

Concerts series going. Some of the concerts were being live-streamed from the Church of the 

Transfiguration in midtown Manhattan with little or no audience, some were pre-recorded, and 

some were actually streamed from musicians’ living rooms. I had been scheduled to perform a 

program of Soler on his baptismal day, December 3. We’d originally thought they could broadcast 

it from our apartment, but earlier that fall a big impediment had presented itself: the city required 

our building to have work done on the facade. During a pandemic, no less. Since we’re on the first 

floor, the scaffolding was at the exact level of our windows, and many days throughout the fall we 

were treated to front row seats as they drilled, pounded, and clanked around outside. It wasn’t 

always noisy, but Murphy’s Law dictated that December 3 would no doubt be an especially loud 

day. So instead, on a quiet Saturday morning, we recorded the recital of Soler sonatas from the 

Morgan Library, some of the newly discovered ones and some from another manuscript that is 

well known but that was in a private collection for many years before the Morgan acquired it in 

2016. The recital was streamed on December 3 as planned, and you can still watch it on the 

Midtown Concerts channel on YouTube (https://youtu.be/FHvDSQsXRKY). Our modern cyber 

world does have its advantages. 

 

But what about Krebs? As we approached the holiday season, and I recorded a huge number of 

carols and Christmas hymns, we also finally began to send out weekly installments of Krebs’s B-

flat Partita. One friend and fellow Krebs fan described it as a nice Christmas present. 

(https://youtube.com/playlist?list=PLkWklUUqkWK7qzHkVM88vD8CzpNBhIJtl) That took us into 

the new year, a new administration, and hopefully some light at the end of the tunnel. But it will 

be a while before concerts resume, so the at-home video projects continue. I’m currently working 

on an hour-long project featuring two-hundred years of music and all five instruments in my 

living room for Arts Farmington in Maine (artsfarmington.org). And after that: works by the little-

known composer Christophe Moyreau of Orléans. It has been a year since lockdown began—a 

strange year that nevertheless bore some interesting fruit. 

Rebecca Pechefsky 
Well known as a harpsichordist in the New York area, Rebecca Pechefsky has performed in such 

venues as Carnegie Hall’s Weill Recital Hall and the 18th-century Morris-Jumel Mansion, where 

she and her ensemble, Brooklyn Baroque, perform in a yearly series. She lives in Brooklyn, New 

York, with her husband, Erik Ryding, with whom she co-authored ‘Bruno Walter: A World 

Elsewhere’. For more information, visit rpechefsky.com.  

https://youtube.com/playlist?list=PLkWklUUqkWK4JhSCEQRYhAEVPkulfZRuE
https://youtu.be/FHvDSQsXRKY
https://youtube.com/playlist?list=PLkWklUUqkWK7qzHkVM88vD8CzpNBhIJtl
http://artsfarmington.org/
http://rpechefsky.com/
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FEATURE 

An Appreciation: Celebrating   
Johann Christoph Friedrich Bach 
One of the positives of the difficult past year is that many of us have been able to spend time during the 

lockdown practicing, exploring and learning new music. For Corey Jamason, the pandemic has afforded him 

the chance to rekindle his passion for the keyboard music of Johann Christoph Friedrich Bach, which he 

outlines in this appreciation written specially for BHS.  

 

A welcome pastime for so many of us during this difficult year has been the discovery of 

previously unexplored repertoire. I have found myself returning time and again to the keyboard 

music of galant composers during this period of cancelled performances and on-line teaching. The 

simplicity and elegance of so much of this music has been a welcome source of comfort. Being at 

home for so much of the time has made enjoying music primarily meant to be enjoyed at home 

feel rather appropriate.   

 

A particular delight for me has been exploring the keyboard music composed by the Bückeburg 

Bach, Johann Christoph Friedrich Bach (1732-1795). While most keyboard players are well familiar 

with the works of his celebrated brothers, Wilhelm Friedemann, Carl Philipp Emanuel, and Johann 

Christian, Friedrich’s music remains mostly unknown.1  

 

What a childhood he must have had! He was trained primarily by his father with additional studies 

with his cousin Johann Elias Bach, Friedrich was seven years old when his father was engaged with 

dealing with Scheibe’s attack (unlikely that the young Friedrich would be aware of how 

aesthetically aligned with many of Scheibe’s ideas he would grow up to be), also seven when his 

father resumed responsibility for the Collegium musicum, nine years old at the publication of the 

Goldberg Variations, fifteen when his father composed the Musical Offering following the visit to 

Friedrich’s older brother Emanuel at Potsdam, etc. While Friedrich, like his brothers, would mostly 

explore a radically different compositional aesthetic than that of his father, the experience of 

growing up in his father's musical household must have been deeply inspiring.2  

 

In 1750 at the age of seventeen, Friedrich accepted a position in the orchestra at Bückeburg, by 

1759 assuming the full responsibilities of capellmeister. He would remain in this attractive 

Westphalian town for the remainder of his life (although he did attempt a move, applying for 

Telemann’s vacated position in Hamburg in 1767, a job given to Friedrich’s brother Emanuel).  

 

During his forty-five-year stint in Bückeburg Friedrich wrote a large amount of solo keyboard, 

keyboard duets, chamber music of all varieties and an abundance of vocal music. His relatively 

quiet but productive working life was punctuated by personal and artistic highlights such as his 

five-year working relationship and friendship Johann Gottfried Herder (who was to write several 

 
1 The best introduction to Friedrich’s life and music is Karl Geiringer The Bach Family: Seven Generations of 

Creative Genius (London: George Allen and Unwin LTD, 1954) 
2 For a fascinating discussion of J.S. Bach’s engagement with the galant style prevalent in the 1730’s and 1740’s, 

see David Yearsley’s Bach and the Meanings of Counterpoint (Cambridge: Cambridge University Press, 2002), 

Chapter 3, ‘Bach’s taste for pork or canary’, pp. 93-127 
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texts Friedrich would set), visits to Hamburg to see his brother Emmanuel and a trip to London in 

April of 1778 to visit Johann Christian, the purpose being for Friedrich’s son Wilhelm Ernst to 

remain in London to study with Christian. He returned to Bückeburg with a newly purchased 

fortepiano and a large amount of music.  

 

While in London, Friedrich appears to have heard Christian perform with Abel at the recently 

completed Hanover Square rooms as well as performances of Christian’s last opera composed for 

London, La Clemenza di Scipione at the King’s Theatre, as well as a great deal of music by Gluck 

and Mozart.3 What Friedrich must have felt hearing his brother’s opera remains unknown but it is 

not difficult to imagine a great deal of pride for his brother’s personal accomplishment during 

what was a difficult period in Christian’s life. The opera was certainly a triumph, a contemporary 

writing that in its composition Christian paid proper attention to both melody and harmony: ‘We 

do not mean to enter in invidious Comparisons, but Signor Bach seems to have paid a proper 

Attention to both, though chiefly to the Melody of the Airs, which are finely adapted to the 

Voices, and are composed with great Learning, Taste, Feeling, Novelty, and Variety’. 4 

 

Friedrich seems to have been a delightful person.  A friend in Bückeburg wrote of him in an 

obituary notice: ‘Never will I forget this blissful time. With what boundless kindliness did he 

entertain me for hours on this instrument! How quickly did the evening pass in his instructive 

company, and midnight was reached before we knew it. How gladly did he examine my attempts at 

composition...and how he encouraged me to acquaint him with the most expressive pieces out of 

the stock of my own poetic gestures and those of others’. 5 

 

And there is no doubt he was a masterful performer, Geiringer, citing Forkel’s almanac for 1782, 

quotes Forkel’s statement that Friedrich ‘hardly knew the meaning of difficulties’ and from the 

necrologue that the ‘unprecedented nimbleness of his fingers and the accuracy of his 

performance, revealing the master in every chord’.6  

 
         

 
3 Geiringer, p. 384 
4 Heinz Gärtner, John Christian Bach, Mozart’s Friend and Mentor, translated by Reinhard G. Pauley (Portland: 

Amadeus Press, 1994), p. 313 
5 Geiringer, from the obituary notice, p. 385 
6  Ibid, p. 387 

Figure 1: A siciliana from Friedrich’s Keyboard Sonata in C Major  

found in the Musikalisches Vielerley, compiled by C.P.E. Bach in 1770 
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Friedrich’s surviving keyboard music consists of numerous sonatas, sonatinas, and a myriad of 

dances and character pieces.7 Two fine sonatas appear in the collection edited by Emanuel in 1770 

titled Musikalisches Vielerley.8  A Keyboard Sonata in C Major in three movements includes a 

particularly expressive Andante alla Siciliana in C Minor composed in a highly sensitive style. (see 

Figure 1) showing a certain kinship with the music of his brother Emanuel. The first movement, an 

allegretto displays a marvellous galant vivacity, replete with finely written-out ornamental 

gestures, Lombardic rhythms, etc, and all of the energy and positivity characteristic of the era. The 

final movement is a brilliant and playful movement essentially in two voices. I believe that this 

charming sonata alone ought to assure Friedrich’s place in music history as a major figure in his 

own right. It is also apparent Friderich’s contribution to the development of sonata forms is far 

more important than he has yet been given credit, his sonatas displaying the same experimental 

quality as that of his brothers as well as so many works of Haydn, perhaps the greatest 

experimenter of them all in the development of the sonata.  

 

An abundance of influences are found in Friedrich’s music: contrapuntal elements clearly from 

the influence of his father as well as distinct Italianate and French influences in his sonatas and 

smaller galant pieces. Throughout all one senses an unique quality, a personality quite distinct 

from his brothers Emanuel and Christian (although similarities between their music may certainly 

be observed).  

 

An ambitious project begun in 1787 was a series of publications, instalments to be issued 

separately, entitled Musikalische Nebenstunden which included three sonatas, a sonatina, and 

numerous other pieces of all kinds for solo keyboard, voice, and chamber music.9 The menuets, 

angloises, marches, solfeggio, scherzos and other smaller works for keyboard in the Musikalisches 

Vielerley and Musikalishe Nebenstunden ought to have a place besides similar pieces in the Anna 

Magdalena Notebook as useful and utterly charming pieces for students.  

The preface from the first instalment of the Musikalishe Nebenstunden gives some sense of his 

goals, humour, and humility, written in Bückeburg in the month of February 1787:  

‘Hereby I send out the first issue of my Musikalischen Nebenstunden (Musical leisure 

hours) that I promised to deliver half a year ago. Would the fault of the delay be mine: 

I would not know how to apologize to an audience, to whom I feel the most heartfelt 

thanks for the support of this undertaking of mine. But difficulties with the new 

system for the printing of the music emerged, that could not have been foreseen and 

these caused the delay. To compensate the audience for their long patience to some 

extent, the second issue, which I open with the piano reduction of my Amekanerinn, 

will appear at the upcoming Easter Fair. However, the following issues will promptly 

be sent to all gentlemen Subscribers from quarter to quarter and neither Mr. 

Bösendahl, nor I, will save efforts to give these Nebenstunden as much beauty and 

perfection as we in our position, in which we will let our own interests come last, are 

able to accomplish. Now, did I achieve my goal to give both the advanced and the 

beginner something to entertain? This is a question that I, after four issues (a full 

 
7 For a thematic catalogue of Friedrich’s works, see Ulrich Leisinger, Johann Christoph Friedrich Bach. Thematisch-

systematisches Verzeichnis der musikalischen Werke, Stuttgart, 2013.    
8 Musikalisches Vielerley, edited by C.P.E. Bach, 1770, Friedrich’s C Major Sonata may be accessed on imslp.org: it 

appears on p. 164 of https://imslp.org/wiki/Musikalisches_Vielerley_(Bach%2C_Carl_Philipp_Emanuel).  
9 Musikalishe Nebenstunden, 1787: 

https://imslp.org/wiki/Musikalische_Nebenstunden_(Bach%2C_Johann_Christoph_Friedrich) 
 

https://imslp.org/wiki/Musikalisches_Vielerley_(Bach%2C_Carl_Philipp_Emanuel)
https://imslp.org/wiki/Musikalische_Nebenstunden_(Bach%2C_Johann_Christoph_Friedrich)
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year), fully leave to the decision of the audience. I modestly observe: nothing is more 

difficult than to give everything to all. Thus, it is a just reward for me if no single 

person dislikes all of this work’. 10  

 

Even a brief engagement with Friedrich Bach’s music demonstrates that it is infused with a 

wonderfully galant clarity and simplicity. His music is certainly in line with the general aesthetic 

of the era as described by Gluck in his famous preface to Alceste: ‘I believed that my greatest 

labour should be devoted to seeing a beautiful simplicity, and I have avoided making displays of 

difficulty at the expense of clearness….’. 11 The ideal of simplicity as well as accessibility appears 

frequently in a variety of sources of the period. It is fascinating to note what Mozart praises in a 

November 1777 letter to Leopold regarding the piano sonatas of Joseph Myslivecek (1737-1781): 

‘They are quite easy and pleasing to the ear. I should advise my sister….to play them with plenty 

of expression, taste, and fire, and to learn them by heart. For they are sonatas which are bound to 

please everyone, which are easy to memorize and very effective when played with the proper 

precision’. 12 

In so many works, Friedrich displays the flowing clarity championed decades earlier in 1739 by 

Johann Mattheson: ‘Melody alone moves hearts with its noble simplicity, clarity, and distinctness 

in such a way that it often surpasses all harmonic artifices…’. 13 And also from Mattheson: 

‘Simplicity constitutes the most important point in writing and reading as well as in singing and 

playing, indeed in the whole of human affairs; and if ever innate characteristics were to concur, 

this certainly would be the right place….Noble thoughts always have a certain simplicity, 

something of the unaffected....’. 14 He could very well be describing many of Friedrich’s works. 

Mattheson’s additional comment that ‘there must be something in all melodies with which almost 

everyone is familiar; everything of a forced, farfetched, and difficult nature must be avoided; one 

must follow nature for the most part, practice to some degree; one should avoid great artifice, or 

hide it well’ and that ‘brevity is preferred to prolixity’ is also completely aligned with Friedrich’s 

elegant style. 15 

 

Of use for students and players desirous of simple pieces, many Friedrich’s smaller works allow us 

to pursue a less difficult repertoire to develop ease of performance. As Quantz suggested 

‘execution must be easy and flowing. No matter how difficult the notes performed may be, this 

difficulty must not be apparent in their performer’. 16 A perfect example is Friedrich’s charming 

variations on Ah, vous dirais-je, Maman. Far less difficult than Mozart’s variations on the same 

melody, Friedrich’s version is delightful. 17 

 

 
10 Thanks to Eva Legêne and Astrid Andersson for the translation of Friedrich’s introduction. 
11 Alfred Einstein, Gluck, Eric Blom translator (New York: McGraw-Hill Book Company, 1972), pp. 98-100 
12 Emily Anderson, translator, The Letters of Mozart and His Family (New York and London: W.W. Norton & 

Company, 1989), p. 371 
13 Johann Mattheson, Der vollkommene Capelmeister, translated with critical commentary by Ernest C. Harriss 

(Ann Arbor: UMI Research Press, 1981), p. 306 
14 Ibid, p.325 
15 Ibid, p. 311 
16 Johann Joachim Quantz, On Playing the Flute, Edward R. Reilly, translator (New York: Schirmer Books, 1966), p. 

124 
17Variations on 'Ah, vous dirai-je, Maman' (Bach, Johann Christoph Friedrich) 

https://imslp.org/wiki/Variations_on_'Ah%2C_vous_dirai-je%2C_Maman'_(Bach%2C_Johann_Christoph_Friedrich)
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   Figure 2: Friedrich’s ornament table in the first instalment of the Musikalishe Nebenstunden, 1787. 

So much of this music may be used to great benefit for students, both in exploring improvisation 

as well as rhythmic freedom. Johann Adam Hiller wrote in 1780 a sentiment echoed in many other 

sources that ‘musical notation cannot represent all the fine points of expression which the affect 

demands; the art of declamation must make up for this deficiency’.18 

 

As it was written very much in the spirit of co-creation between composer and performer: 

Friedrich’s music clearly often benefits from tasteful improvisation as well as the subtle use of 

rhythmic freedom, which described by Hiller was also an important part of improvisation:  

‘Variations can be made in three ways: first, when more notes are added to a few; second, when 

one changes more notes into fewer; and finally, when a certain number of notes is exchanged with 

an equal number of different notes. In addition to this last manner, it is possible to execute tempo 

rubato, a simple displacement of the tempo, utilizing the original notes’. 19 

 

My experience teaching improvisation at a collegiate level has been that it is in music of many 

galant composers that students feel free to explore all the examples found in the various primary 

sources they study: examples of appropriate embellishments found in a wide variety of types of 

sources by Telemann, Quantz, Tartini, Leopold Mozart are a perfect match for Friedrich’s music. 

Asking students to explore Classical Era improvisation in the works of Haydn or Mozart is similar 

to asking students to pursue Baroque improvisation in the music of J.S. Bach, it is simply too fully 

realized in most cases to require much of anything in addition. But the simplicity of Friedrich’s 

 
18 Johann Adam Hiller, Treatise on Vocal Performance and Ornamentation, Suzanne J. Beicken, translator and editor 

(Cambridge: Cambridge University Press, 2001), p. 66 
19 Ibid, p. 135 
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music allows students the real opportunity to feel themselves co-creators. Systematically applying 

suggested possibilities as given to us in particular by Quantz, Tartini and Leopold Mozart will 

contribute to the lovely process of students gaining greater appreciation for those written-out 

improvisations we do possess (e.g. Mozart’s embellishments for J.C. Bach’s ‘Cara la dolce fiamma’, 

examples in Piano Sonatas K. 284 and 332, Mozart’s embellishments for Barbara Ployer, or the 

Adagio grazioso in Beethoven’s Piano Sonata op. 31 no 1, to name several differing types of 

important sources).  

 

Also in this music are abundant opportunities for students to explore the incredible range of 

rhythmic freedoms, both melodic rubato with a steady bass as well as subtle changes of the pulse, 

examples and descriptions of such we read in a wide variety of sources from Quantz and Leopold 

Mozart to Türk and Czerny.20 

 

Is the neglect of Friedrich’s (and so many of his contemporaries’) music due to the fact that so 

much of this music is simply not given a chance, regrettably described as transitional or pre-classic, 

or it is because so many of these composers have been given the regrettable title of secondary? 

Readers of this newsletter will need no introduction to the long list of composers that in many 

histories are reduced to a single group of transitional composers despite vast differences in 

compositional style and output, a few examples from a long list being composers such as Hasse, 

Vinci, Galuppi, Pergolesi, Sammartini, Gluck, Myslivecek, W. F. Bach, C.P.E. Bach, J.C. Bach, and, 

if mentioned at all, J.C. F. Bach. 

 

Transitional or pre- (anything) suggests something less than perfect on its own terms, suggesting a 

work that is moving towards something to fulfil its true purpose. More to the point, everything and 

everyone is always in transition, this process being one of the most exciting aspects of studying 

the history of music and art. Why do we use these terms almost exclusively to describe composers 

of Friedrich’s generation? Perhaps we should reconsider the impact of these ambiguous 

descriptive terms which at best describe shared compositional intentions but at worst negate a 

huge body of music which was intended for amateurs, students, and professionals alike to enjoy.  

 

J.C.F. Bach’s music offers students and professionals a wonderful opportunity to improvise, to 

experiment with rhythmic freedoms, develop sight reading skills, and most of all to enjoy the 

pleasure of playing music designed to offer almost immediate gratification. For younger students 

much of his music is useful as a bridge between the simple sonatinas of Clementi and the simpler 

sonatas of Haydn or Mozart. All of Friedrich’s music may be played with great effectiveness upon 

the harpsichord as well as the clavichord and of course the fortepiano.  

 

By investigating Friedrich’s music anew, we may invite our students to truly inhabit the role of co-

creator while allowing Friedrich his due next to his more celebrated brothers. More to the point, 

we can spend some lovely time at the keyboard enjoying this delightful and (mostly) unknown 

music.                                              

                                                                                                     Corey Jamason 
Corey Jamason, a harpsichordist, is professor of historical keyboards and chair of the historical 

performance program at the San Francisco Conservatory of Music. He is principal keyboardist for 

American Bach Soloists and co-artistic director of Theatre Comique.  

 
20 For an important discussion of this issue, see Clive Brown, Classical & Romantic Performing Practice, Chapter 11 

(Oxford: Oxford University Press, 1999), pp 375-414 
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FEATURE 

Summer School, Dartington 2021 
Dartington Hall is a Grade 1 listed country estate located in Totnes, Devon. It was built in the 14th 

century and was founded as a centre for culture and creativity by Dorothy and Leonard Elmhirst in 

1925. The 2021 International Summer School promises a long-awaited summer of shared music-

making, bringing together a diverse community of amateur and professional musicians in the 

magical surroundings of the Dartington Hall estate. The Harpsichord will feature in Weeks 1 & 2 

of the course and will include Masterclasses led by both Jane Chapman and Steven Devine. Jane 

was interviewed about her wide-ranging musical interests and her experiences at Dartington Hall. 
 

Q: Tell us a little bit more about yourself.  

Dartington has very much coloured my whole life experience having studied there as a 

student playing harpsichord, cello, sitar and enjoying jazz singing. I previously had 

harpsichord lessons with Mary Potts one of the early music pioneers in Cambridge, and 

was incredibly lucky to start with such an inspiring teacher at school. I then received a 

British Council scholarship to study with Ton Koopman in Amsterdam. These lessons 

were fascinating as students worked intensively together, and learnt so much about 

repertoire and performance in a very supportive and high energy environment. I’m hoping 

to replicate this atmosphere and sense of exploration in my classes at the Summer School. 

I returned to London and had lessons with Ruth Dyson at the RCM, and found this to be 

an excellent launch into the world of early music. I also had a parallel career singing jazz 

and working with contemporary composers, and like most freelance musicians was 

prepared to play anything anywhere as long as the music was rewarding.  

I now teach at the RCM in both the Junior and Senior Departments and am Turner Sims 

Fellow at the University of Southampton. I enjoy working with harpsichordists and 

pianists who are keen to explore baroque repertoire, and also create new chamber music 

for early instruments with young composers. I have played a lot with Richard Boothby of 

Fretwork fame, and Stephen Preston, performing both baroque and new music, so it’s 

good that Fretwork will be at Dartington at the same time.      

 Q: While your practices are diverse and nuanced, you have a passion for the harpsichord. 

What is it about the harpsichord that interests you? Where do you draw your inspiration from? 

Everything about the harpsichord is interesting - its unique sound and physical presence - 

a magic box, often a work of art incorporating evocative lid paintings and sometimes 

ornate decoration. The variety of instruments with their individual characteristics and 

qualities of tone really affects how you interpret and approach different repertoire, and 

I’m pleased that in the classes at Dartington there will be several instruments to choose 

from. I remember an experience when I was playing for a lecture there, given by the 

inspiring late Wilfred Mellers on the music of François Couperin. He asked me to 

demonstrate Les Barricades Mystérieuses and as I was to play this on a small Italian 

harpsichord. Much to his chagrin I played this considerably faster than I may have done 

on an 18th-century French instrument. The sound of a Blanchet harpsichord tends to be 

much richer, darker and full bodied whilst a small early Italian instrument is very direct  
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      (Photo credit: Letitzia Petrucci) 

 

and bright. To play this lute-like piece at a slower tempo on a percussive Italian continuo 

instrument made it to my ears sound mechanical and rather dry so I changed my 

interpretation and responded to the music, the qualities of the harpsichord and the 

instruction ‘vivement’.  

In my first encounter as a teenager, it was a total revelation to play Bach on the 

harpsichord rather than the piano, and to be introduced to composers such as Rameau 

and Frescobaldi. My teachers were very inspirational, and definitely kindled the passion 

within. They were all however very openminded, and though they had their own definite 

style and personality (particularly Ton Koopman), there was never a sense that there is 

only one true path. I hope there is still something revolutionary about playing music on 

original instruments, and I like to think that this spirit can be extended into all styles of 

music making. I come from a family of professional musicians over several generations, so 

I have always been aware of the creative possibilities. 

 Q: You are a critically acclaimed and progressive musician. Would you care to share some of 

the more experimental elements of your practice? 

Collaboration is an important element in most of my work. I love the theatricality of the 

instrument and have been able to exploit this 

by working with actors and dancers, allowing 

the instrument to be more than a device for 

making music. In a project by Litha and Effy 

Efthymiou the instrument was turned into a 

symbolic cage becoming the heart and centre 

of the drama. Dancer Gregoire Meyer 

embodied the spirit of the harpsichord 

dancing live, with his strong masculine image 

projected onto the lid at the same time. There 

are obvious links with the Baroque here, such 

as the provocative picture of Venus and Cupid 

on the Venetian Trasuntino harpsichord 

(1531) housed at the RCM. Electronics is a way 

of extending the sound and palette of the 

instrument and placing it in different 

environments. Playing with its intrinsic 

qualities has been central to much of my 

collaborative work with composers, as can be 

heard on my disc WIRED.  

I have premiered new works with other baroque instruments, but am keen to play with 

people from other backgrounds such as the Indian musicians who gave me so much 

insight into the Oriental Miscellany, and jazz players and improvisors, bringing different 

worlds together. Taking the harpsichord into unusual venues for adventurous festivals 

and programming is also a challenge, such as Peckham Carpark or a night club, however 

nothing can beat the Great Hall at Dartington! 
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The Great Hall at Dartington, (Photo credit: Aubrey Simpson) 

 

 Q: You and Steven Devine feature in this summer’s Dartington Summer School & Festival. 

Walk us through your involvement in the programme. What can we expect from the 2020 

programme? What are you most looking forward to? 

My programme will explore the virtuosic and intimate music of 17th and 18th century 

France inspired by dance, myth and courtly life. It will include composers such as 

Elisabeth-Claude Jacquet de La Guerre, Louis and François Couperin, Joseph-Nicolas-

Pancrace Royer and Jean-Philippe Rameau. I shall be giving classes for those familiar with 

the harpsichord, and a general class for pianists who are curious to try the harpsichord, 

and less advanced harpsichordists who wish to discover more. Repertoire suggestions for 

both sessions can be found on the Dartington website, and everyone is welcome to attend. 

I will also be working with young composers, encouraging them to create some beautiful 

and innovative music for the harpsichord. I’m particularly looking forward to meeting 

Mico Muhly and hearing music by him and his friends. For players and composers, I 

always come back to Couperin’s L’Art de Toucher le Clavecin, a treatise which speaks so 

much on every level about getting the most out of the instrument, really understanding 

the way it works and sounds, and how to develop a good sense of touch.   

Q: Have you been to Dartington before? Is there anything in particular that appeals to you? 

I’m fortunate enough to be an Honorary Fellow of Dartington College of Arts. I spent 3 

very happy years in these idyllic surroundings as a student, and over the years have 

performed at the Summer School many times. There is a special inclusive ethos, fabulous 

food and peaceful gardens. Meeting up with fellow musicians and hearing so many 

inspiring concerts in one place without having to travel is also a treat. The creative spirit 
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is paramount, and there is a sense of everyone working together and producing something 

that is celebratory. The best way to spend the summer is to be thoroughly immersed in a 

supportive environment with people from different backgrounds and with different 

talents, including really excellent young players who are joining the profession, and keen 

amateurs who are really eager to soak it all up! 

 Q: What about any other upcoming performances? Where can we expect to see you next? 

My new disc ZOJI has just been released with MoonJune records based in NY and is a 

collaboration with electric guitarist Mark Wingfield and percussionist Adriano Adewale. 

This disc of original compositions puts the harpsichord into a voluptuous filmic 

soundscape giving me room to improvise and respond almost organically to Mark’s 

compositions. As a player I’m always looking for new angles on existing repertoire. 

Pasquali Dream is inspired by his instruction book originally published in 1757 on how to 

play figured bass. Pasquali includes a series of 9/7 chords (Plate X, lower RH corner) which 

are clearly meant to be played individually. When put together they create a sequence 

which is more prog rock than 18th century. My interpretation however is to turn it into a 

gentle tuneful ballad. This solo harpsichord piece is overlaid with sounds created by 

playing the inside of the instrument such as using a pencil to stroke the strings behind the 

bridge, all accompanied by live birdsong. I’d be very happy if anyone would like to play me 

their version at the Summer School!  

Nicolo Pasquali, Thorough-bass Made Easy (Plate X)  

For the complete 1757 treatise see https://imslp.org/wiki/Thorough-Bass_Made_Easy_(Pasquali%2C_Nicolo) 
open page 38 (of 82) to view this particular plate. 

https://imslp.org/wiki/Thorough-Bass_Made_Easy_(Pasquali%2C_Nicolo)
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Prélude Sinueux is based on an anonymous unmeasured prelude from the early 18th 

century. The notation is such that it allows the performer a lot of rhythmic and stylistic 

freedom. Picking up on this aesthetic, Mark and I took it to its limits, turning it into 

something much more indulgent and rococo as our instruments twist and weave around 

each other. Other pieces make the most of Mark’s virtuosic guitar playing and his ability 

to conjure up rich sounds and dark atmospheres. For me there is something incredibly 

personal and very emotional in the way Adriano uses his natural voice with sudden 

interjections and soothing deep sighs, and the unusual timbre of his percussion 

instruments adds tension, drive and flashes of colour. His set-up incorporates traditional 

indigenous instruments from Africa and Asia such as the calabash, a gourd from West 

Africa playing a major part, gongs from India, and many Brazilian instruments such 

as Berimbau, Pandeiro, Caxixi (shakers).  

The Horniman Museum is continuing its concert series with an in-depth video about  

the creative process, featuring new commissions by postgraduate students from the 

University of Southampton, writing specifically for the Guarracino Virginals (1668). The 

pieces are partly inspired by the lid painting of a deserted Classical landscape rather like a 

surreal stage set, and will be in mean tone tuning. Some include electronics and sounds 

recorded at the Museum itself, offering new perspectives and ways of listening. 

I’m performing contemporary works in Amsterdam at the Prix Annelie de Man in 

November/December, and adjudicating at this international competition which is a great 

opportunity to encourage young performers. There is also a call for composers to write 

new solo and chamber pieces, so a wonderful chance for those interested in creating more 

21st century music for harpsichord.  

Hopefully there will be more performances in various guises, of music from the Oriental 

Miscellany - the first transcription of Indian music in Western notation, published in 

Calcutta in 1789  

Q: Any final words? 

I’m sure this summer will be a time to put the previous months of uncertainty behind us 

and to come together and celebrate life and all good things at Dartington! 

    

Jane Chapman 

 

The Summer School & Festival runs from 24 July – 21 August 2021. The full programme of 

courses has been released and a provisional programme of festival events will be announced in 

May. The harpsichord will feature in the first and second weeks. For more details see website at     

www.dartington.org/whats-on/programme/summer-school/courses Re Covid-The Dartington Trust 

state ‘We are monitoring continuing developments and adapting our plans to ensure that we 

can deliver a safe summer school experience for all.’ 

For a review by Pamela Nash of the new disc ZOJI, see next page of this issue of Sounding Board. 

Jane Chapman wrote about the ‘Oriental Miscellany’ in Issue No. 7 of Sounding Board, June 2013 
 

http://www.dartington.org/whats-on/programme/summer-school/courses
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REVIEW 

Zoji 
Electric Guitar and Harpsichord with Percussion - 

Mark Wingfield / Jane Chapman / Adriano Adewale (Moonjune: MJR110, CD/DL) 

https://markwingfield-moonjune.bandcamp.com/album/zoji 
 

“Dizzying constellations of notes netted within the soundboard of the harpsichord, quill-plucked 

and sent spinning in darting arcs and ascending steps”. - from liner notes by Sid Smith. 
 

Dramatic, poetic - yet perfectly apt words to hint at the 

odyssean and eclectic soundworlds of Zoji, the new CD 

release from jazz guitarist Mark Wingfield and the 

harpsichordist Jane Chapman, who demonstrate once 

again why they are one of the most creative partnerships 

of contemporary fusion.  

 

The duo's acclaimed first album, Three Windows, left the 

door open (as it were) for further explorations, and like 

intrepid travellers along the eponymous Zoji La 

mountain pass, they have sought out new vistas and 

prospected the boundaries of what is possible for the 

electric guitar and harpsichord.  

 

Whilst there is something provocative about the combination of these venerable icons of rock and 

baroque, the alchemy of the juxtaposition of the guitar's legato sustain and the crystalline brightness 

of the harpsichord is undeniable.  Unlikely though it sounds, it is as if these instruments reveal more 

about themselves together than apart.  Wingfield has found the medium hugely fertile territory for 

composition, on many levels: the complexity of the instrumental characters; the timbral affinities and 

disparities and how they converge and diverge; the frissons of the contemporary with the ancient; the 

purity of articulation merging with the manipulations of electronics.   As mouthpieces for voicing the 

album's diverse influences - from traditional Persian, to early 18th century harpsichord music, to 

infusions of jazz and other world musics - they prove devastatingly effective, as does the third 

dimension of percussion by Adriano Adewale.  Avoiding the more conventional application of beat or 

ictus, Adewale's use of diverse devices, along with his subtle vocalisations, is more about adding 

punctuation, colour, accent, and with sounds that insinuate themselves like wisps of mysterious 

resonance into the musical narratives of each track. 

 
These are narratives which owe as much to Chapman's insights and ideas as a harpsichordist as to 

anything else.  More a meeting of minds than an influence, the collaboration with Chapman has long 

cultivated Wingfield's deep affinity for the harpsichord and his view of the instrument as 'the ultimate 

guitar composing landscape'.  He embraces its idiosyncrasies, and also the challenge of writing for 

fixed tonal parameters: for example, by using changes in timing to give the feeling of dynamics - 

indeed to mirror the harpsichordist's approach.  Or else to take it a step further, as with Prelude 

Sinueux: inspired by an anonymous prelude non mesuré of 1716, it picks up on the aesthetic explored 

in the first album with d'Angelbert, where the rhythmic stylistic freedoms of the unmeasured prelude 

are stretched to the point of breaking out - to becoming something 'other'.  The guitar's mesmerising 

flights of improvisations and pitch-bending around the harpsichord's harmonic shapes are so 

https://markwingfield-moonjune.bandcamp.com/album/zoji
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 Mark Wingfield, Jane Chapman and Adriano Adewale 
                                                    (Photo credit: Jane Wingfield) 

intoxicating and luminous, it's tempting to imagine all unmeasured preludes this way – and of all the 

album's eleven tracks, this has to be the most seductive with which to draw the new listener in. 

 

The use of the harpsichord's 'non-plucked' percussive resources, sometimes involving extensive 

electronic processing, is a most subtle and sophisticated extension to the sound palette: in Pasquali 

Dream (taken from the 1763 book on 

figured bass and realised by Chapman) the 

sounds of the strings being stroked behind 

the bridge make a hauntingly ethereal 

overlay for the piece.   

The natural tone and articulation sounds of 

Chapman's harpsichord (Blanchet-Rubio, of 

1984) are also beautifully picked up 

throughout the recording, and given that  

a fair proportion of the audience 

demographic will be new to the 

harpsichord, this crisp yet warm capture of 

its sound makes for an ideal introduction.  

The long stretch of solo harpsichord in 

Persian Snow Leopard is one of the more 

immersive experiences of harpsichord 

sound on the album: inspired by traditional 

Persian music, the track explores the 

capacity of both the guitar and the 

harpsichord for expressing it, not least in pointing up the harpsichord's affinity to Persian lute and 

dulcimer-like instruments, yet also poignantly interchanging elements of the oriental and the 

baroque.    

 

By contrast, there are times when the musical scheme appears somewhat less cohesive, where ideas 

come and go almost like soundbites.  In Parallel Time, for example, the harpsichord's brilliant exposé 

of Reich-ian minimalism feels all too brief, as does the jazz section of City Story – tantalising grooves, 

never fully requited.  The final two minutes of Parallel Time, however, contains a gloriously sustained 

piece of jazz interplay, and on both this track and the exuberantly upbeat Sun Court, Wingfield's 

virtuosic improvisations are on top form, enlivened by a playful Adewale in refreshingly jazz 

percussion mode. 

 

Whether or not a third album ever comes to light, this is a portentous recording which leaves the door 

- or window - wide open, and is unreservedly commended for its dazzling originality and ability to 

transport us to unimagined worlds.  In the words of Adewale, Zoji is “like being invited into a story, a 

fairytale or a legend with different chapters, with each chapter occurring in a different space, place, or 

time.” 

                                                                                                                                     Pamela Nash 
Pamela Nash first encountered the harpsichord while a student of Chetham's in Manchester and went on to 

study with Valda Aveling in London, Huguette Dreyfus in Paris, and Edward Parmentier in Michigan. She 

developed an interest in the work of living composers and has written about contemporary harpsichord 

music for many specialist publications. She curated the Manchester new music festivals Harpsichordfest 

2004 &2006 and was artistic director of the BHS International Composition Competition in 2013. 

 

Pamela Nash's review of Three Windows, together with Mark Wingfield's article on creating Zoji, can be 

found in Sounding Board  No. 11     https://www.harpsichord.org.uk/wp-content/uploads/2017/08/SB11.pdf 

https://www.harpsichord.org.uk/wp-content/uploads/2017/08/SB11.pdf
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FEATURE 
 

Early Keyboard Duets 
 

Francis Knights provides an excellent guide to the world of early keyboard duets – including a 

helpful catalogue, providing readers with details of available sources of the printed score as well 

as references to audio examples.  Invaluable material for would-be early music duettists.  

 

Introduction 

Pairs of keyboard instruments - harpsichords, clavichords, fortepianos and organs – have 

been used in ensemble music since the 16th century, and while the repertoire from before 

the 19th century is not large, it is still interesting and of good quality. Not much studied in 

recent years,1 it is still performed a great deal, and there are a number of excellent 

professional duo ensembles active today. The earliest surviving works of this kind are 

from the Elizabethan period, including a short Alman ‘For two virginals’ by Giles 

Farnaby.2 The style was taken up elsewhere, especially in Germany, Iberia, France and 

Italy, and many major composers contributed to the repertoire, including Bach, Handel, 

Couperin and Mozart. At a time when the solo keyboard recital had not yet developed, 

such music-making was for social and educational purposes, and represented a chance to 

play chamber music, as neither soloist nor accompanist. Particular circumstances also led 

to the creation of some repertoire, for example in the musical salon maintained by W. F. 

Bach student Sara Levy (1761-1854) in Berlin.3 In addition, a specific corpus of organ duet 

works included both liturgical and non-liturgical music in cathedrals and larger churches. 

 

One of the most significant traditions for multiple keyboards developed was within the 

Bach family, where Johann Sebastian appears to have brought up his musical sons 

primarily as keyboard players. Works for two keyboards survive by W. F., C. P. E. (see ex.1) 

and J. C. Bach (J. C. F. left four-hand sonatas but no duet), and Bach’s own Leipzig 

concertos for two, three and four harpsichords were likely a family affair. The tradition 

was carried on by his pupils Krebs and Müthel, and a different German duet strand can 

also be seen in the surviving works of Handel, Mattheson and Schaffrath. 

 
1 For the main background reading, see John Morris Burkett, Music for Two or More Players at One or More Organs, 

DMA dissertation (University of Illinois, 1973); Sally Jo Sloane, Music for Two or More Players at Clavichord, 

Harpsichord, Organ (Westport, 1991); and Howard Ferguson, Keyboard Duets: From the 16th to the 20th Century for 

One and Two Pianos; An Introduction (Oxford, 1995). 
2 Farnaby may even have originated the English two-keyboard tradition; see Francis Knights, 'Revisiting the 

keyboard music of Giles Farnaby', The Musical Times clxii 1954 (Spring 2021), pp.29-36. 
3 Rebecca Cypess and Nancy Sinkoff (eds), Sara Levy’s World: Gender, Judaism, and the Bach Tradition in 

Enlightenment Berlin (Rochester, NY, 2018). 
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Ex.1 C. P. E. Bach, Duet No.1, bars 1-11 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

In France, the duet tradition started by Le Roux (1705), as adapted by François Couperin, 

was essentially practical: a trio sonata could be performed on two harpsichords by taking 

one solo line each and doubling the bass.4 Couperin wrote of such pieces: ‘I play them 

with my family and with my students, with a very good result’.5 Some individual works of 

this kind (with a contra-partie, using Le Roux’s method) are also found in his Pièces de 

clavecin, in addition to an Allemande specially written for two harpsichords. This latter 

method was further taken up by Armand-Louis Couperin, who composed works for two 

instruments employing the full range (bass compass down to EE) and registration 

possibilities of Taskin’s late harpsichords. 

 

A four-hands-at-one keyboard tradition also started in the 16th century (there are 

examples by Carlton and Tomkins),6 but only flourished from about the middle of the 18th 

century, when keyboards became more common and compasses became wider; by the 19th 

century piano duet playing had become an important part of domestic music-making, 

while music for pairs of instruments was less heard. Mozart’s earliest duo work dates from 

1765, although he was possibly preceded in this by J. C. Bach. The first person to publish 

four-hand music in Britain was Charles Burney (1777),7 who noted its advantages in terms 

 
4 See François Couperin, Complete published trios for two harpsichords, Gian Luca Rovelli and Marco Gaggini 

(harpsichords), Brilliant Classics 95752 (2019). 
5 Preface to François Couperin, L’Apothéose de Lully (Paris, 1725). He also noted that it was easier to find two 

harpsichords than the four musicians needed to play trio sonatas. 
6 There are also three-hand works by Byrd and Bull, likely for master and pupil. 
7 See Francis Knights, ‘Charles Burney’s keyboard music’, Harpsichord and Fortepiano xxv/2 (Spring 2021), pp.13-23. 
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of space and ease of tuning, with just one instrument needed, and also its benefits to the 

student in developing a good sense of both rhythm and ensemble. 

 

The instruments 

A small number of double-ended duet organs were built for the purposes of such 

repertoire, including those by José Casas (1774), built for the Spanish Infante Gabriel and 

the instrument for which Soler apparently composed his Seis Conciertos;8 and by John 

Hancock (1783) for amateur musician John Marsh (1752-1828).9 Stringed keyboards were 

also combined in the late 18th century,10 with Vis-à-vis instruments by Stein and others, 

combining either two harpsichords or a harpsichord and fortepiano (see illus 1).11 
 

 

                      Illus.1 Combined harpsichord/fortepiano by Johann Andreas Stein (1777) 

 

 
8 Court payments for the moving of harpsichords from Soler’s room to that of the Infante suggest that this 

instrumentation was also a possibility, despite the organ registrations noted in the score. 
9 Now in modified form in St Mary’s Church, Bleasby, Nottinghamshire; see Martin Renshaw, John Marsh: A Most 

Elegant & Beautiful Instrument: The Organ (2017). 
10 There are also earlier examples, such as the Dutch mother-and-child virginals and the combined harpsichord 

and virginals by Johannes Josephus Coenen (1735). For other surviving stringed keyboards, see Donald H. Boalch 

rev Charles Mould, Makers of the Harpsichord and Clavichord, 1440-1840 (Oxford, 1995). 
11 For Stein, see Boalch (1995), pp.643-644. 
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Illus.2 Granada Cathedral organs, by Leonardo Ávila (1744-1749) 

 

Cathedrals and large churches in Iberia and elsewhere often housed multiple organs, 

especially the facing Gospel and Epistle organs familiar from places such as Granada 

Cathedral (illus 2). Whether these were initially much used as duet instruments is 

unknown, as the lack of 

sightlines and the ample 

acoustics would have 

meant combining two 

players in ensemble in 

anything but the 

simplest music would 

have been very difficult. 

Nevertheless, with 

increasing numbers of 

instruments of various 

sizes (Guadalupe 1650, 

eight organs; Seville 

Cathedral 1795, fourteen 

organs),12 the idea of 

combining them must 

have been irresistible  

to composers and 

performers. The tradition 

of multi-organ works 

peaked in the second half 

of the 18th century at 

Einsiedeln Abbey in 

Switzerland, where up  

to four of the seven 

instruments were 

combined in music by a 

variety of composers, 

mainly Italian.13 

Arrangements were part of the tradition from early on (Crequillon, 1557), and have 

continued to be so in the 20th century; a substantial contemporary repertoire also exists.14 

 

Performing issues 

Modern performers have tended to use closely-matched instruments (for example, French 

double harpsichords) in the interest of balance and unity of sound, but to many historical 

 
12 Sloane (1991), pp.xi-xii. 
13 For recordings of some of this repertoire, see Pieces for 3 and 4 organs from the Einsiedeln library (Guy Bovet, 

André Luy, Ernst Gerber and Philippe Laubsche), Gallo LP 30-159 (1977) and Die drei Orgeln der Klosterkirche zu 

Mariastein (Annerös Hulliger, Andrea Marcon and Philip Swanton), Koch Schwann 310472 (1990). 
14 For a catalogue, see https://francis-knights.webnode.com/harpsichord-duets. Numerous Baroque 

arrangements have been made in recent years by Pierre Gouin (available on IMSLP), Maurizio Machella 

(available on https://www.free-scores.com) and Francis Knights. 

https://francis-knights.webnode.com/harpsichord-duets
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players this would have been a luxury, and they would have used whatever was available – 

indeed, a contrasting instrument or tone can also work well in this repertoire. For 

example, one of Müthel’s Duetts was heard with great applause in the Burney house in 

1777, on harpsichord and fortepiano, and a number of modern recordings mix different 

types of instrument to good effect. 

 

Keyboard compass can provide useful information about likely instrumentation: notes 

below C rule out the organ,15 while certain low pitches can suggest the harpsichord 

(Armand-Louis Couperin), and narrow compasses some of the smaller instruments. It is 

quite striking how restricted some ranges often are, and (for example) the C-e3 of 

Schaffrath or J. C. Bach even after the middle of the 18th century may here suggest the 

clavichord and the square piano respectively. 

 

Catalogue 

The following catalogue includes works for two keyboards (plus a small number of those 

with more) from before c.1800; it does not include music for four hands at one keyboard, 

or works with orchestra. Organization is alphabetical by composer, followed (where 

known) by title, date, duration and compass. Thereafter selected early or modern editions 

are cited, followed by some recommended recordings, separated by semi-colons. After the 

first reference, these are subsequently normally identified by author or performer 

followed by date. Where an edition is available online from IMSLP,16 this is also indicated. 

Anonymous pieces are listed at the end. Some works have been recorded but remain in 

manuscript, and it is hoped that editions of the remaining Einsiedeln repertoire, for 

example, will become available in due course. 

Peter August (1726-1787)  
        
Divertimento in D for Two Harpsichords  

Hildegard Saretz (harpsichord) and Michaela Hasselt (fortepiano), Klanglogo KL1501 

 

Carl Philipp Emanuel Bach (1714-1788) 
 

Sonata in C Wq.87, 12’, C-e3, C-f3  

 Ulrich Leisinger (ed), Carl Philipp Emanuel Bach, Sonate in C major für zwei klaviere nach Wq 

 87 (Stuttgart, 1998), Carus 33.451 

Rebecca Cypess (harpsichord) and Yi-heng Yang (fortepiano), Acis Productions APL41769 (2019) 

Vier kleine Duetten Wq.115, 10’, BBb-f3, C-d3 

 Grete Zahn (ed), Carl Philipp Emanuel Bach, Vier kleine Duette (Wiesbaden, 1989), Edition 

 Breitkopf 8546; Peter Wollny (ed), Carl Philipp Emanuel Bach, The Complete Works i/8.2 

 
15 With the exceptions of the 18th century English ‘long compass’ to GG, and the Casas chamber organ mentioned 

above. 
16 Petrucci Music Library. https://imslp.org/wiki/Category:Composers  

https://imslp.org/wiki/Category:Composers


26 

 

 (Los Altos, CA, 2005), p.80, Francis Knights (ed), Keyboard Duets by the Bach Family 

 (forthcoming 2021) 

Christopher Hogwood and Christophe Rousset (clavichords), L’Oiseau-Lyre 440 649-2 (1996)  

 

Johann Christian Bach (1735-1782)  

                     

Sonata in G, Op.15/5 (1778), 15’, D-e3, C-e3 

 Ernest Warburton (ed), J.C. Bach, Collected Works (1984–1999); St. Hudnik (ed), Joh. Chr. 

 Bach, Sonate G dur (Mainz, n.d.), Edition Schott 2445; Knights (2021) 

Hogwood and Rousset (square pianos) (1996)  

 

Johann Sebastian Bach (1685-1750) 
                           

Double Concerto BWV1061a (first version), 17’, C-c3, BB-c3 

 Manuscript (Anna Magdalena Bach, c.1732-33), IMSLP; BG xxv/1; Hans-Jörg Rechtsteiner 

 (ed) (2017), IMSLP; Knights (2021) 

Hogwood and Rousset (harpsichords) (1996); Mario Raskin and Oscar Milani (harpsichords), Pierre 

Verany PV 700016 (2000); Richard Egarr and Patrick Ayrton (harpsichords), Globe GLO5179 (2014); 

Cypess and Yang (2019) 

Contrapunctus XIII (Art of Fugue, BWV1080), 4’, C-e3, D-c3 

 First edition (Berlin,1751), IMSLP; Wilhelm Rust (ed), Bach-Gesellschaft Ausgabe, Band 25.1 

 (Leipzig, 1878). Breitkopf und Härtel; Siegfried Petrenz (arr), Johann Sebastian Bach, Die 

 Kunst der Fuge BWV 1080 (Stuttgart, 2005), Carus 18.523/10 and 20; Knights (2021) 

Andreas Staier and Robert Hill (harpsichords), Archiv Produktion 431 704-2 (1984); Hogwood and 

Rousset (harpsichords) (1996)  

 

Wilhelm Freidemann Bach (1710-1784)  

                     
Duetto a Due Cembali in F F10,19’, BBb-d3, C-d3 

 Manuscript, IMSLP; Rust (1878), misattributed to J. S. Bach, IMSLP; Maurizio Machella 

 (ed), W. F. Bach, Duetto (Concerto) a due Cembali obbligati (2004), Armelin Musica CM 071; 

 Knights (2021) 

Hogwood and Rousset (clavichords) (1996); Egarr and Ayrton (2014); Cypess and Yang (2019)   

 

Pedro José Blanco (1750-1811)  
 

Concierto I de dos organos in G 

 Macario Santiago Kastner (ed), Josef Blanco, Io Concierto, Schott ED 4809 
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Concierto II de dos organos in G, 16’, D-d3, GG-g3 

 Macario Santiago Kastner (ed), Josef Blanco, Konzert 2 G-Dur, Edizioni Suvini-Zerboni ESZ 

 7288 

 

Ferdinando Bonazzi (1764-1845) 
 

Suonata a due organi 

 Maurizio Machella (ed), Ferdinando Bonazzi, Suonata a due organi (1997), Armelin Musica 

Pastorale a due organi 

 Maurizio Machella (ed), Ferdinando Bonazzi, Pastorale a due organi (1995), Euganea  

 editoriale comunicazioni 

 

Gian Domenico Cattenacci (late c18th) 
                

Two Sonatas for Three Organs and Basso Continuo  

 

Luigi Cherubini (1760-1842)                     
 

Sonata per due Organi (1780) 

 Rudolf Ewerhart (ed), Luigi Cherubini, Sonata per due Organi (2002), Doblinger DM 823 

 

Muzio Clementi (1752-1832) 

                     
Sonata No.1 in Bb 

 Peters 1982, IMSLP 

Sonata No.2 in Bb 

 Peters 1982, IMSLP 

 

Armand-Louis Couperin (1727-1789) 
 

Symphonies de clavecins in D, 28’, FF#-e3, EE-e3 

 https://www.martinpearlman.com; A-R C002, p.1; Alain Brunet (ed),  

 Armand-Louis  Couperin, Symphonies de clavecins, IMSLP 

 

Premiere Quatuor in Bb (third movement only), 9’, GG-f3  

 Second harpsichord part reconstructed by Martin Perlman, 

 https://www.martinpearlman.com/, IMSLP 

 

Deuxieme Quatuor in Eb, 22’, FF-eb3, FF-f3   

 https://www.martinpearlman.com, IMSLP, A-R C002, p.41 

Troisieme Quatuor in C, 23’, C-eb3 

 Second harpsichord part reconstructed by Martin Perlman, 

 https://www.martinpearlman.com/, IMSLP 

https://www.martinpearlman.com/
https://www.martinpearlman.com/
https://www.martinpearlman.com/
https://www.martinpearlman.com/
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François Couperin (1668-1733)  

                          
 Ordre 9: Allemande à deux clavecins, 4’, D-a2, AA-f#2 

 Ordre 14: La Juillet, 4’, GG-b2, GG-a2 

 Ordre 15: Musete de Choisi, Musete de Taverni, 4’, AA-c3, AA-c3 

 Ordre 16: La Létiville, 2’, GG-a2, GG-b2 

Friedrich Chrysander and Johannes Brahms (eds), Couperin, Pièces de clavecin, 2 vols. 

(London, 1888), Augener, IMSLP; Kenneth Gilbert (ed), Couperin, Pièces de clavecin, 4 vols. 

(Paris, 1969-72), Heugel LP.21-24 

Carole Cerasi and James Johnstone, Couperin, Complete Works for Harpsichord (2018), Metronome 

METCD1100, 10 CDs 

 

Johann Baptist Cramer (1771-1858) 
 

Suonata a 2 Organi 

Maurizio Machella (ed), Johann Baptist Cramer, Suonata a 2 Organi (1997), 

Armelin Musica CM 041 

 

Thomas Créquillon (c.1500-1557)                  

Canción I, Belle sans Paire 

 Higinio Anglés (ed), La Música en la corte de Carlos V, Monumentos de la Música Española 

 II (Barcelona, 1965), p.158, IMSLP 

 

Giles Farnaby (c.1563-1640) 

                                
[Alman] For two virginals, 2’, D-g2, D-g2 

 Richard Marlow (ed), Giles & Richard Farnaby, Keyboard Music, Musica Britannica XXIV 

 (London, 2/1974), p.71; Jon Baxendale and Francis Knights (eds), The Fitzwilliam Virginal 

 Book (Tynset, 2020), vol.i, p.242 

Peter-Jan Belder and Gerhard Boogaard (harpsichords), Brilliant Classics 95915 (2020), 15 CDs 

 

Severo Giussani (b. c.1765)  
 

Sonata Concertata in G con Organo e Cembalo, 23’, D-c3 + pedal D, D-c3 

 Traugott Fedtke (ed), Music fur Zwei Tasteninstrumente (Wiesbaden, 1982),  

 Breitkopf 8296, p.6 

 

                                                                                                                                                           → 
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Carlo Goeury (late c18th) 
 

Intrada à 3 Organi, 4’ 

 Manuscript, Einsiedeln Abbey 

Guy Bovet, André Luy, Ernst Gerber and Philippe Laubsche (organs), Gallo LP 30-159 (1977); 

Annerös Hulliger, Andrea Marcon and Philip Swanton (organs), Koch Schwann 310472 (1990) 

 

George Frederick Handel (1685-1759)       
 

Suite in c HWV446 [only the first keyboard survives], 13’, C-a2 

 Thurston Dart (arr), G. F. Handel, Suite for two keyboards (Oxford, 1950); Terence  Best (ed), 

 Hallische Händel-Ausgabe, Serie IV: Instrumentalmusik, Band 19: Einzeln überlieferte 

 Instrumentalwerke II (Kassel 1988), BA 4043, IMSLP; Donald Burrows (arr), Handel, Suite  à 

 deux Clavecins (Wiesbaden, 1998), Edition Breitkopf 8691 

Christopher Hogwood and Derek Adlam (clavichords), Metronome MET CD 1060 (2005), 2 CDs 

 

Johann Ludwig Krebs (1713-1780)     
 

Concerto in a, 18’, C-d3, AA-d3 

 Manuscript, IMSLP; Bernhard Klein (ed), Johann Ludwig Krebs, Konzert A-Moll für zwei 

 cembali (Leipzig, 1966), VEB Deutscher Verlag für Musik DVfM 8102; Maurizio Machella 

 (ed), J. L. Krebs, Concerto per due Cembali obbligati (2011), Armelin Musica CM 089; Alain 

 Brunet (ed), IMSLP 

Egarr and Ayrton (2014) 

 

Gaspard de Le Roux (c.1660-1707)  
 

Pièces pour deux clavecins (1705) 

 Jon Baxendale (ed), Gaspard Le Roux, Pieces de clavessin. Volume 2: The Harpsichord Duos 

 (Tynset, 2020), Lyrebird Music LBMP–006 

William Christie and Arthur Haas (harpsichords), Harmonia Mundi France HM 399 (1978)   

 

Giovanni Bernardo Lucchinetti (late c18th) 
 

Concerto à due Organi 

 Manuscript, Einsiedeln Abbey 

Sonata o vero Concerto à due Organi, No.2 

 Manuscript, Einsiedeln Abbey 

 

                                                                                                                                                           → 
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Johann Mattheson (1681-1764) 
 

Sonata à due Cembali in g, 10’, C-c3, C-bb2 

 Hinrischen 311a (1960) 

Egarr and Ayrton (2014) 

Suite à due Cembali in g, 11’, C-bb2, C-bb2 

 Hinrischen 311b (1960) 

Egarr and Ayrton (2014) 

 

Wolfgang Amadeus Mozart (1756-1791) 
 

Fugue in c K426 (1783), 5’, BB-f3, GG-g2 

 Manuscript, IMSLP; Mozarts Werke, Serie XIX: Für ein und zwei Pianoforte zu vier Händen, 

 No.7 (Leipzig, 1892), Breitkopf & Härtel, IMSLP; Ernst Fritz Schmid (ed), Neue Mozart-

 Ausgabe, Serie IX, Werkgruppe 24, Abteilung 1: Werke für zwei Klaviere (Kassel, 1955), 

 Bärenreiter, p.39, IMSLP  

Penelope Crawford and Nancy Garrett (fortepianos), Musica Omnia mo0305 (2012) 

Sonata in D K448 (1781), 27’, GG#-f#3, FF-e3 

 Manuscript, IMSLP; Mozarts Werke, Serie XIX: Für ein und zwei Pianoforte zu vier Händen, 

 No.8 (Leipzig, 1878), Breitkopf & Härtel, IMSLP; Schmid (1955), p.2, IMSLP 

Crawford and Garrett (2012) 

Larghetto and Allegro in Eb (completed by Robert Levin), 11’ 

Crawford and Garrett (2012) 

Grave and Presto in Bb, K375b (1782) (incomplete) 

 Paul Waldersee (ed), Mozarts Werke, Serie XXIV: Supplemente, Bd.2, No.60 (Leipzig, 1892), 

 Breitkopf & Härtel, IMSLP; Schmid (1955), p.46, IMSLP 

Allegro in c, K426a (1783) (incomplete) 

 Schmid (1955), IMSLP 

Fugue in G, K375d (1783) (incomplete) 

 Schmid (1955), IMSLP 

Grave and Presto in Bb K375b (incomplete) 

 Schmid (1955), IMSLP 

 

Marian Müller (1724-1780)  

       
Sonata à tre Organi per la festa di Santo Meinrado (1771), 5’ 
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 Maurizio Machella (ed), Marian Müller, Sonata a tre organi: per la festa si S. Meinrado 

 (Padua, 1998), Armelin Musica; Drei Sonaten Fur 2 (4) Orgeln/Cemb, Carus Verlag 

 CA.4600800 

Bovet, Luy, Gerber and Laubsche (1977); Hulliger, Marcon and Swanton (1990) 

Sonata à tre Organi per la festa di Santctissimo Patriarca nostro Benedetto (1773) 

 Carus CA.4600800 

Sonata Pastorale à quattro Organi per il Santo Natale in A (1771), 4’ 

 Manuscript, Einsiedeln Abbey 

Bovet, Luy, Gerber and Laubsche (1977); Hulliger, Marcon and Swanton (1990) 

Concerto à quattro Organi per l’Assonta (1772), 5’ 

 Manuscript, Einsiedeln Abbey 

Bovet, Luy, Gerber and Laubsche (1977); Hulliger, Marcon and Swanton (1990) 

Sonata per quattro Organi per la Festa di Pasqua in C (1772), 6’ 

 Manuscript, Einsiedeln Abbey 

Bovet, Luy, Gerber and Laubsche (1977) 

Sonata per quattro Organi (1772) 

 Maurizio Machella (ed), Marian Müller, Sonata per quattro Organi (1998), Armelin Musica 

Sonata per quattro Organi in Bb per la Pentecoste (1773) 

 Manuscript, Einsiedeln Abbey 
 

Johann Gottfried Müthel (1728-1788)                                 
 

Duetto in C, 20’, GG-e3, AA-d3 

 Manuscript (c.1780), IMSLP 

Nicole Hostettler and Pierre Goy (clavichords), Cantando 2016 (2001), 3 CDs 

Duetto in Eb, 37’, FF-f3, FF-f3 

 First edition (Riga, 1771), IMSLP; Alfred Kreuz (ed), Johann Gottfried Müthel, Sonate fur zwei 

 klaviere (Kassel, 1954), Nagels Musik Archiv 176 

Hostettler and Goy (2001) 
 

Bernado Pasquini (1637-1710)                               
 

Sonatas No.1-14 for figured bass (1704), 62’, C-bb2, C-a2 

 Walter Kolneder (ed), Bernado Pasquini, Vierzehn Sonaten für 2 bezifferte Bässe (Adliswil, 

 1987), Edition Kunzelmann GM 1238 
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Attilio Cremonesi and Alessandro De Marchi (harpsichords), Pan Classics PC 10247 (1992) 

 

Gaetano Piazza (c.1725-after 1775) 
 

Sonata in F für zwei Orgeln, 5’, F-bb2, F-a2 

Traugott Fedtke (ed), Music fur Zwei Tasteninstrumente (Wiesbaden, 1982), Breitkopf 8296, 

p.27; Ulrich Metzner (ed), Sonata F a due organi, (2009), Edition Erbse, IMSLP; Alain Brunet 

(ed), Sonate pour 2 orgues, IMSLP 

 

Gaetano Predieri (early c18th)                                    
 

Sonata for Two Harpsichords 

 Manuscript, Civico Museo Bibliografico Musical, Bologna 

 

Henri-Joseph Rigel (1741-1799)        
 

Trois Duos pour piano-forte et clavecin, Op.14 (1778) 

 Éditions du Centre de Musique Baroque de Versailles CAH 191-193 

 

Christoph Schaffrath (1709-1763)                             
 

Duet in C, 16’, C-e3, C-e3 

 Hugo Ruf (ed), Schaffrath, Zwei Duette für zwei Cembali (Wilhelmshaven, 1982), Noetzel 

 Verlag N 3493 

Epoca Barocca (2010), CPO 777440-2 

Duet in a, 14’, C-e3, C-d3 

 Ruf (1982) 

Epoca Barocca (2010) 

 

Joseph Schuster (1768-1812)                               
 

Variations in G, 10’, D-c3, D-d3 

 Manuscript, IMSLP 

 

Antonio Soler (1729-1783)                                     
 

Sonatas No.1-6, 58’, GG-g3, GG-g3 

 Macario Santiago Kastner (ed), Antonio Soler, Seis conciertos de Dos Organos obligados 

 (Mainz, 1972), Schott ED 6230/6231; Renaud Vergnet (ed), Antonio Soler, Seis conciertos de 

 dos órganos obligados, Organ Score OSC 022 
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Bernard Brauchli and Estban Elizondo (clavichords, organs, harpsichords), Titanic Ti-152 (1987); 

Maurizio Croci and Pieter van Dijk (organs), Brilliant Classics 95143 (2015), 9 CDs; Agustín Álvarez 

and Eusebio Fernández-Villacañas (harpsichords), Brilliant Classics 95327 (2016) 

 

Bonaventura Terreni (b. c.1760)    
 

Sonata in D für zwei Orgeln, 5’, E-d3, E-b2 

 Fedtke (1982), p.32 

 

Pietro Della Valle (1586-1652) 
 

Sonata à tre Organi, 4’ 

 Maurizio Machella (ed), Pietro Valle, Sonata a tre organi (2000), Armelin Musica 

 

 Bovet, Luy, Gerber and Laubsche (1977); Hulliger, Marcon and Swanton (1990) 

 

Anon (18th century) 
 

Concertino in G 

 Philip Swanton (ed), Anonyme Kompositionen des 18. Jahrhunderts fur 2 Cembali  

 (Stuttgart, 2000), Carus 18.504 

Sonata in C 

 Swanton (2000) 

Allegretto for Four Organs 

 Manuscript, Einsiedeln Abbey 

Sonata in G for Four Organs 

 Manuscript, Einsiedeln Abbey 

Bovet, Luy, Gerber and Laubsche (1977) 

Sonata 

 Maurizio Machella (ed), Sonata e Concertino per due clavicembali o due organi (2004), 

 Armelin Musica 

Concertino 

 Machella (2004) 

Francis Knights 

Francis Knights is a Fellow of Fitzwilliam College, University of Cambridge, Chairman of the 

National Early Music Association and Editor of Harpsichord & Fortepiano. He has recently 

performed cycles of all Bach’s clavier works and the Fitzwilliam Virginal Book, and over the past 

decade he has taken part in nearly forty keyboard duet concerts, on harpsichords, spinets, 

clavichords and chamber organs. 
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Albany Consort family plus One; 

Jonathan Salzedo harpsichord,  

Marion Rubinstein voice flute, 

Frédéric Rosselet cello,  

Laura Jeannin violin,  

and below  

Setting up for the concert  

‘From Chaos to the Sublime’  

which took place in the Stanford 

Hospital, on November 8th 2019.   
(Photo credit: Mao Mei Sonkin) 

FEATURE 

Musings on being a  
             Harpsichordist without Gigs 
Jonathan Salzedo discusses how the current pandemic lockdown restrictions have impacted on 

how his ensemble The Albany Consort has adapted to ‘digital life’ and the battles with online 

copyright issues - something Bach never had to deal with!   
 

It is February 5 2021 as I write this. A week ago, my group, The Albany Consort, gave a 

concert in a church. A year ago, that would have been an experience of the “duh, of 

course” variety; harpsichords going out and coming in used to be frequent household 

events. But the last time we did this was March 13 2020, just before most of the USA, 

indeed quite a big chunk of the world, went into enforced lockdown. 

2020 had started well, with a big 

Monteverdi bash, a recital with two 

trumpets, a solo recital, costumed Megillah 

readings at the synagogue and a St John 

Passion. Plus, a good splash of tunings, an 

evaluation, teaching, and a perfectly 

populated social calendar. Then the chatter 

started – a global pandemic, a novel 

coronavirus, mostly in China – but it was 

not happening in my neighbourhood, and 

the stats did not look alarming to me, 

always a healthy denier. Then gigs started 

tumbling like dominoes. No travel to San 

Diego for Bach cantatas; no Bach and Schubert in Santa Cruz; no long-planned Jewish 
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music concert; no Berkeley Early Music Festival. When March 13 came, our sextet concert 

in Los Altos was allowed to go ahead, as long as we cleaned up the space before and after. 

We had already cancelled the repeat performance the following evening in Berkeley, since 

the university had shut its doors. I thought it was possible no one would come, so we 

quickly set up our livestream equipment and alerted our faithful followers by email. 

Eleven appreciative people actually did come in person. There were no other local 

concerts that weekend. I read Torah at a Bar Mitzvah the following day, and we were still 

hugging, even though we knew we weren’t supposed to. And then the lockdown was 

officially announced. 
 

The silence was at first delicious. We weren’t supposed to go anywhere, though I did still 

ride my bike for exercise, noticing that there were very few cars on the road and how good 

the air was smelling. My two Alexander Technique students went on hiatus. Others 

continued on this new thing called Zoom. It was exciting, setting up accounts, notifying 

people, rearranging my office for improved comfort. And it was only going to be for three 

weeks – six at the most. The synagogue locked its doors and cancelled everything for a 

couple of weeks while regrouping and figuring out how we could have a Torah service 

without everyone clustered around a Torah scroll. Virtual creativity started to kick in. 
 

A few days into the lockdown I got a Facebook message from Michael Ostrzyga, conductor 

and professor at Köln University. It was an invitation to take part in a piecemeal recording 

with his choir and a pianist/composer in Los Angeles. It was his composition, a beautiful 

piece. I knew such things were done, but always thought it was a gimmick – musicians all 

over the world cleverly responding to a reference track and putting down something of 

their own against it. But heck, why not? I wasn’t exactly busy. I had no idea how difficult 

this would be. It took a day to set the camera up and record this not very difficult four-

minute song over and over until I had a version I could tolerate. I had never found 

recording to be too much fun. A best effort performance always seemed like the way to go, 

then forget all about it and move on to the next musical opportunity. For various reasons 

that project did not progress, but led quickly to some delightful meetings spanning the 

nine-hour time difference, a decision to record some Handel with Michael’s very talented 

students, and a three-month process leading to a beautifully assembled result with the 24 

participants represented in individual miniature boxes (https://youtu.be/fCXXNUM80BI)

  

Forums started showing up on Facebook. Some had always been there, but I never had the 

time to notice them. The irony of all this is that we were not going anywhere, but our 

world was rapidly expanding. The synagogue organized Bar and Bat Mitsvahs on Zoom, 

and people showed up from other areas, other states, from England, Europe and Israel. We 

were connecting in ways we had never dreamed of. Interestingly, we had speculated for 

years about how to have events spanning a wider group than the locally assembled crowd. 

But it took necessity to make it actually happen. And now that the genie is out of that 

bottle, all the technology supporting this concept will continue to be a significant 

presence in our lives. 
 

The weakness of Zoom for simultaneous activity became apparent immediately. And 

https://youtu.be/fCXXNUM80BI
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Jonathan Salzedo and daughter Laura Jeannin, sharing a 

funny moment.  A concert, on April 5th 2019, in the Founders 

Chapel, University of Diego. (Photo: Gary Payne) 

Zoom’s inability to accommodate the subtleties of music, even with all its settings highly 

tweaked. Living in the heart of Silicon Valley, I soon became aware of emerging 

technologies – JamKazam, Jamulus and JackTrip all showed up in my inbox. They are tricky 

to set up, and fragile, though we did have some limited successes. Our audiences have 

been understanding and forgiving. A few years ago, I had actually witnessed a new music 

East Coast/West Coast real time collaboration hosted at Stanford University, but it was 

not the kind of music that made precise rhythmic demands. That was the embryonic 

software that has now morphed into the above mentioned “J” technologies. They are not 

ready for prime time yet. The potential is clear, but for the ever-enthusiastic developers 

there remains a significant amount of work to be done. 
 

David Newman, a wonderful singer I had worked with many times when he lived in San 

Francisco, had a clever idea for chorus rehearsals. So far, I have not convinced any group I 

work with to try out his idea. But it works well, and does not demand computers or 

sophisticated technology. The chorus meets in a parking lot. Each singer stays in the car, 

thus socially distanced, with headphones plugged into the car radio and a separate radio 

microphone to catch the singer’s voice. The conductor has the receivers for the 

microphones plugged into an audio mixer, and transmits the mixed result back to the 

crowd on an unused FM channel. Each participant receives the mixed signal and hears it 

in headphones. There are no partial results – everyone hears the whole thing. There is no 

latency – radio propagation goes at the speed of light, not disturbed by internet routing or 

layers of software. This system is getting a lot of publicity, and could keep some of the 

country’s choral groups alive. 
 

For my group, the invites started to arrive to contribute special music for virtual church 

services and virtual house concerts. 

We streamed a group from my 

office, which has a not very 

satisfying acoustic, but at least we 

were actively playing music. This 

was a family affair – my wife 

Marion and I had already formed an 

informal bubble with our daughter 

Laura, thus constituting a recorder, 

violin, harpsichord trio sonata 

group. We also pre-recorded a 

larger ensemble in components, 

like Michael’s Handel, only smaller 

(https://youtu.be/I6nwgmJaoSU). 

Michael had used a metronome 

track. I thought a clear continuo 

track with a little flexibility could serve as a basis. The jury is still out on that. It was quite 

an experience putting the puzzle together, with some splicing to eliminate small errors in 

timing between the participants. Sometimes it took as much as 100 minutes of editing for 

a minute of final mix. This was all in the interest of experiment and learning, along with 

https://youtu.be/I6nwgmJaoSU
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some cursing when software was slow or behaved recklessly.  

 

In August, a group at the synagogue started putting together distance recorded songs to 

enhance the September and October High Holyday services. The multitude of voices and 

instruments pushed against the capabilities of my old computer and the funky software I 

started out using, all crying out to be upgraded. Finally, I did get a maxed-out PC and a 

good camera for new projects of this kind. One satisfying enterprise the day before the 

presidential election, which was consuming far too much of our energy, was a Bach 

concerto movement recording with myself replicated, something I had always wanted to 

try (https://youtu.be/IhWDqvV-NCk).  
 

We pushed Zoom as hard as we could, but ultimately discovered the impossibility of 

presenting music that demands precision and meeting our own standards. Nevertheless, 

Zoom is the closest thing to having a live audience. And Zoom has not stood still, making 

big strides in recent months. The discovery was that our audience is divided into two 

distinct groups. 

 

Some don’t really need the result that we demand, and are fine with Zoom’s slowings, 

speedings, droppings and distortions. This is particularly true when we present a dinner 

time concert, and listeners really want to enjoy good food, a bottle of wine, a bit of 

chatter, perhaps even a game of cards. This is not unlike an 18th-century audience. Dare I 

suggest that we have invented an updated version of an authentic presentation style? And 

while we have always despised well paid gigs playing for birthday and Christmas parties 

where we are elegant audio/video wallpaper, this is much better, since we are in a space of 

our choosing, and are doing something that is actually worth rehearsing for. 
 

There are also listeners who are highly attentive, who crave the detailed inward journey, 

and need a result without bumps and glitches. For this group, Zoom fails because of its 

inherent unreliability. One is at the mercy of a massive amount of hardware and software 

and connections, any of which could fail without adequate redundancy. Looping back to 

our livestream last March, I observed that we had the worst connection in the world (a 

weak 4G connection on my phone), and the video result was disjointed and not well 

aligned with the audio, but the audio track was perfect all the way through. YouTube and 

Facebook have provided us with a magnificent free tool that really can present our efforts 

well enough for discerning listeners. 
 

Given the need to satisfy both audience segments, we decided to Zoom and livestream 

simultaneously. Our format now is to start on Zoom, where we can chat interactively 

about the music, then open the livestream for those who prefer to switch to it, then return 

to Zoom for the equivalent of the post-concert reception where congratulations and 

questions have a voice. For the time being, this is our normal event structure. 
 

Sadly, it is not quite a free lunch. YouTube and Facebook love to be in the recognition 

business, and their automation algorithms revel in identifying a tune, however carefully 

you might try to camouflage it with clever invention. The recognition is efficient, even 

against a massive database of possibilities. This is the technology adaptation of that 

https://youtu.be/IhWDqvV-NCk
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Jonathan Salzedo - harpsichord continuo in Bach 

cantatas with Angelus Ensemble, April 5th 2019, 

University of San Diego. (Photo credit: Gary Payne) 

handy little book, the Dictionary of Musical Themes. A database hit will extend to a 

copyright infraction notice. Despite a heavy musician lobby, YouTube and Facebook fail to 

recognize the difference, obvious to any working musician, between notated music and 

performance of music. Music from before 1800 cannot be copyrighted just because some 

organization claims ownership of a specific rendering. But it takes some effort and an 

elapsed month to get one of those false copyright notices removed. In the meantime, your 

livestream may be halted, or offending parts muted. So far, despite having received 20 of 

these notices, two of which I am still fighting, I have not had a stream interrupted or 

taken down, just a warning attached that I must not accept advertising revenue. We are 

now used to warning our audiences of the possibility of a stream terminating abruptly, 

and inviting them to return to Zoom as a fallback, should that happen. 
 

Returning to my opening thought, last 

week four of us were back in a beautiful 

building with a fine acoustic. We played to 

the centre of the group as if rehearsing – 

no need to play outwards when there is no 

audience in the building. It was clear how 

much we had missed this experience. No 

Zoom this time, just the YouTube 

livestream (https://youtu.be/8KYkWcmUqk0) 

The concert was attended in real time by 

70. Others showed up late to the party, but 

benefitted from the flexibility of the 

recording now being permanently 

available. A second showing attracted 

another 150 including a further batch of 

latecomers. 
 

Like many, we are puzzled about monetizing our efforts. I have seen cumbersome virtual 

ticket systems that sometimes fail, and really wanted to avoid that. Our solution was to 

make the concerts free, but accept donations with gently worded notices and 

announcements. This has been surprisingly successful. No commercial web site, just a 

simple web page that was set up in five minutes using Square. 
 

There’s no long-term strategic planning for us right now. Marion and I have our 

vaccinations scheduled, and when a critical mass of musicians has this level of protection, 

we can return to giving somewhat larger concerts, albeit zoomed and streamed with little 

or no live audience. For now, we continue to plan one event at a time, not knowing what is 

coming, but at least a little excited about future possibilities and collaborations. 

Jonathan Salzedo 
Jonathan Salzedo is a harpsichordist, software developer, Alexander Technique teacher and 

synagogue musician, living near San Francisco, California, USA. He and his wife Marion Rubinstein 

(recorder/organ) and daughter Laura Jeannin (violin) run The Albany Consort, a mainly baroque 

group. Their activities can be found online at www.albanyconsort.com. 

https://youtu.be/8KYkWcmUqk0
http://www.albanyconsort.com/
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Cover of Morley catalogue circa 1964 

 

 

FEATURE 

Me and my Harpsichord  
       A Romance in 3 Acts and 11 Scenes [plus some linking bits..] 

 

Andrew Watson has kindly contributed this delightful article on his life, career and experiences 

that involved the harpsichord - including an unexpected invitation as a youngster to take tea with 

none other than Thomas Goff and George Malcolm! 

ACT 1 

Scene 1: 1963 - Main Hall, Chislehurst & Sidcup Boys’ Grammar School  
It’s morning assembly at ‘Chis & Sid’, as my (state) school was affectionately known. Along with 

hundreds of other boys I’m waiting for the Headmaster1 to start proceedings. Classical music is 

playing in the background. It’s always chosen by the music teacher and he writes up a brief 

description on the blackboard.  

All of a sudden, an instrument I don’t recognise launches into an astonishing cascade of notes – 

virtuosic, exciting and unlike anything I’ve ever heard before. I look across at the blackboard and 

discover that it’s the 1st movement of Bach’s Brandenburg Concerto no 5 in D.  

I later found out that the LP was a 1959 recording of the Bath Festival Orchestra with Yehudi 

Menuhin on violin, Elaine Schaffer on flute and George Malcolm on harpsichord. The harpsichord 

sound is big: having no idea what one looked like, I pictured something more like an organ than a 

piano. When I later saw a photo of the actual instrument, it looked very exciting to me: two 

keyboards, lots of pedals, and black and white notes the ‘other way round’. 

In retrospect, this was a life-changing moment. I was determined to find out more about the 

piece and the instrument.  

Scene 2: 1964 - Robert Morley’s Music Shop, Belmont Hill, Lewisham 
It’s a Saturday morning, a 

few months later. I’m in a 

music shop in Lewisham 

where my enquiries have 

identified a shop that 

actually sells these 

wonderful but mysterious 

instruments. For the first 

time in my life, I play a 

piece on a plucked keyboard 

instrument, (with black and 

white notes the ‘other way 

round’!). 

The shop is Robert Morley’s 

and they sell quite a wide 

range of early keyboard 

 
1 Richard (‘Dick’) Pedley: he would not have welcomed being called a Headteacher! 
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George Malcolm playing a Goble harpsichord  

(detail from LP cover, with thanks to Robert Tifft) 

instruments built in-house, under the direction of John Morley. I feel so lucky to be able to try 

them out. Credit (many decades later) must certainly go to the staff there. I was a nervous 

teenager who clearly was not a potential buyer and yet, provided I beat a hasty retreat if a serious 

customer came along, they were happy for me to stay around and play the various instruments.  

 

Meanwhile, my researches into ‘Bach’ and ‘Brandenburg Concertos’ had only mixed results. I knew I 

liked Bach, in the sense that I enjoyed learning pieces by him on the piano. However, my pursuit of 

concertos with dramatic harpsichord parts took a bit of a dive when I saved up my pocket money to buy 

an EP of Brandenburg Concerto No 2 – only to find it featured a high trumpet part with no solo 

harpsichord at all … 

Scene 3: November 2nd 1964 - 24, Pont Street, Knightsbridge  
My enquiries into George Malcolm yielded unexpected riches! I had written to him ‘c/o Decca 

Recording Company, London’ and, to my surprise (and my parents’ astonishment), I received a 4 

page hand written response, answering my various questions with patience and encouragement – 

culminating in an invitation to meet him and ‘take tea’, together with Thomas Goff (probably the 

most famous maker of high-quality harpsichords in London at the time).  

To say I was nervous is an 

understatement. George 

Malcolm met me at Charing 

Cross station (it turned out he 

had come straight from a 

session with Jacqueline Du 

Pre) and we went together by 

taxi to Thomas Goff’s house, 

just off Sloane Square. The 

door was opened by his butler! 

I spent a fascinating couple of 

hours with GM and TG. After 

tea, they left me to have  

an extended play on one of  

TG’s big double manual 

instruments and, before we 

left, GM showed me his 

favourite registrations, 

making use of the flexibility 

and variety afforded by the 

pedals. 

 

Scene 4: November 9th 1965 – Royal Festival Hall, London  
This is another exciting moment. My mother and I have tickets for a concert featuring no less than 

4 harpsichords, all made by Thomas Goff. This evening’s soloists are George Malcolm, Thurston 

Dart, Valda Aveling and Geoffrey Parsons; the orchestra (Philomusica of London) is conducted by 

Raymond Leppard.  

I think it was the drama of the occasion (4 large harpsichords on stage at one of London’s premier 

concert venues) that impressed me the most. The programme included one ‘predictable’ work, 

namely the Bach/Vivaldi Concerto for 4 Harpsichords (BWV 1065), but the others were all 

fascinating, in different ways: 
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• The Bach Concerto for 3 harpsichords (BWV 1064) was 

actually performed with a 4th harpsichord playing an 

additional ‘continuo’ part, written out in full but with no 

editor/arranger credited.  

• There was a ‘Concerto by Vivaldi for 4 Harpsichords’. This 

turned out to be an arrangement by Thurston Dart of the 

11th concerto in Vivaldi’s Opus 3 set (‘L’Estro Armonico’)2.  

• Perhaps most intriguingly there was a ‘Concerto by CPE 

Bach for 4 Harpsichords’. This was an arrangement by 

Raymond Leppard of movements taken from different 

CPE Bach concertos.  

• Finally, there was the piece George Malcolm composed 

especially for these concerts (something of an annual event 

by this stage), namely Variations on a Theme by Mozart3. 

Over the next few years, I did not manage to play any more harpsichords myself, other than on my 

occasional pilgrimages to Robert Morley’s shop. The one exception was when I managed to 

persuade the church where I played the organ4 to hire a single manual instrument from John 

Feldberg in Sevenoaks so that I could play continuo for a Handel choral concert.  

I was more successful at tracking down recordings of harpsichord concertos; they gave me much 

pleasure - although perhaps not the raw excitement of the Brandenburg 5 cadenza. My favourites 

were the recordings of the 7 Bach solo harpsichord concertos by Christopher Wood on the budget 

‘Saga’ label. I listened to these virtually every afternoon after getting home from school. My 

mother was delighted by my passion, but my father shared Sir Thomas Beecham’s opinion of the 

sounds produced by harpsichords: TB referred to ‘two skeletons copulating on a tin roof in a 

thunderstorm’; my father (less poetically) described the sound as ‘like a knitting machine’.  

I made a commitment to myself that, if I ever had sufficient funds later in life to buy a really 

good instrument (i.e. as opposed to a second-hand upright piano), I would treat myself to a 

harpsichord. That is precisely what I did – albeit decades later (see below). 

But in 1969, fate took another hand – this time not to the benefit of my harpsichord agenda. By 

this stage I had 4 good A levels, Grade 8 on the piano, and was choirmaster and organist of Christ 

Church (yes, we really did have a full choir, including boy trebles). I intended to read music at 

university - and would have done so, were it not for the intervention of my school (supported by 

my parents), who urged me to sit the Oxbridge entrance exams. Somewhat to my surprise, I was 

offered a place to read Classics at Cambridge; and this I duly took up. I have often wondered how 

things would have turned out if I had had the courage to insist on reading music.  

To all intents and purposes, that put an end to my harpsichord agenda for the next 25 years or so. 

After graduating, I led a busy life with my career, marriage and then as a father. The harpsichord 

dream may have been dormant during this period but it didn’t die. And, meanwhile, I continued to 

go to recitals wherever possible, and I still had my records to listen to. 

 
2 JS Bach’s arrangement (BWV 1065) is of no 10 from the same set. 
3 The 7 variations are based on the Duo for Violin and Viola in Bb (Andante Grazioso) - K 424. 
4 Christ Church, Orpington 
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‘Our’ first harpsichord,  

                    as viewed in the Goble workshop, 1996  
 

 

ACT 2 

Scene 1: September 1996 - Robert Goble Workshop, Headington, Oxford  
This visit to the Goble workshop was almost as exciting as hearing Brandenburg 5 for the first 

time! 

I was now in my mid 40s and remarried; 

Mary and I had two small boys and my 

daughter was at university. I was running a 

business which had had an unexpectedly 

profitable trading year. I vividly remember 

discussing with Mary what we might do 

with the extra money. There were all sorts 

of ‘safe’ options (reinvest in the business; 

top up the pension pot; pay off some of the 

mortgage etc), not to mention ‘treats’ (a 

nice holiday; a new car etc). However, 

Mary’s suggestion (and she is not a 

musician) was ‘why not buy a harpsichord 

…’ It was a magical moment. I started to 

take a much closer interest in harpsichord 

builders and went down to the Early Music 

Exhibitions, which were still held in the 

Royal College of Music. I met several 

wonderful builders (Andrew Wooderson5, 

Robert Deegan and Alan Gotto, to name 

just three of many). Although the period 

instrument movement was well established 

by this time, my dream was still to own one 

of the big harpsichords that had inspired 

me as a teenager. Having talked with 

Andrea and Anthony Goble at the 

exhibition, I learned they ran an agency for 

used instruments. They invited me down to 

their workshop just outside Oxford. 

What a day! Anthony showed us round and I was astonished at the range of instruments there – 

although several were undergoing restoration or were only part-constructed (I particularly 

remember a 3-manual Hass).  However, there were only two instruments which were as I had 

pictured, all those years back - and also within our budget. In the end, the choice was 

straightforward since one had a 16’ register and the other didn’t! 

 

Scene 2: July 23rd 2000 – Alte Handelsbörse, Leipzig 
It’s late in the evening (22.30) and Mary and I are waiting for a recital, featuring Ton Koopman6, to 

begin. This is the first time I had heard Ton Koopman perform live, although I had some 

recordings. Anthony Goble had remarked that he was one of the liveliest harpsichordists he had  

 
5 Andrew Wooderson has remained a source of help and advice ever since. I went on one of the courses he ran in 

Bexley with Edmund Handy, designed to train amateurs to tune their instruments – including using different 

temperaments. I suspect I was one of their more disappointing students! 
6 With Klaus Mertens (bass) 
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Arts Festival, Sheffield Cathedral 2000 

 

ever worked with; and so it turns out. I find the concert stimulating, not least because of the risks 

taken and much added ornamentation. 

This was part of the Bachfest Leipzig 2000. It was a very special event, since it marked the 250th 

Anniversary of JS Bach’s death7; and Leipzig was in a part of Germany only recently opened up to 

visitors, following the fall of the Berlin Wall. I could write a whole article on this festival 
alone but, purely in terms of my harpsichord journey, it enabled me to see and hear many leading 

harpsichordists in a telescoped time period, all with their individual styles and approaches. In 

addition to the choral and orchestral concerts, we went to recitals by Gustav Leonhardt, Andreas 

Staier, Skip Sempé8, and Zvi Meniker, to name but five (including Ton Koopman).   

 
Scene 3: 25th September 2000 - Sheffield Cathedral (Arts Festival)  
The year 2000 was also memorable for marking my debut on the concert stage as a harpsichordist. 

I can also confirm that Sir David Willcocks proved an adequate warm-up artist…  

So, OK, that is all a tad misleading! The only reason I got a 

slot on the programme for the Arts Festival that year was 

because (a) I was on the committee (mainly because of my 

business experience); (b) the musicians booked to do the 

main Saturday evening event had to drop out at the last 

minute; (c) I offered to put together a ‘Harpsichord Soirée’ 

at very short notice and, realising the impossibility of 

finding anyone more prestigious to fill the key gap in the 

programme, the committee accepted my offer. Oh yes, 

and Sir David Willcocks had already been booked to lead a 

choral workshop during that morning and afternoon. 

The Harpsichord Soirée was typical of many talks and 

concerts I did in the early 2000s. I was very proud of my 

harpsichord and put in a lot of practice so as to ‘catch up’, 

both musically and technically. The concerts were not 

recitals in the full sense of the word: I have never claimed 

to be able to play the technically more demanding works 

in the repertoire to a professional standard. Nevertheless, 

I was able to put on interesting events, with talks and 

slides, as well as performances shared with fellow musicians (singers and instrumentalists from 

both the classical and folk traditions) – but always with the harpsichord centre stage (literally as 

well as metaphorically). 
 

ACT 3 

Scene 1: September 2002 - Matlock Bath, Derbyshire  
Another exciting day! We are part exchanging our much-loved Goble revival harpsichord9 for a 

replica of the Johannes Daniel Dulcken 1745 instrument, currently housed in the Smithsonian. 

 
7 The festival also helped to celebrate a ‘significant birthday’ for me. 
8 Playing with Capriccio Stravagante 
9 Although I make no secret of the fact that instruments built on historical principles are now my clear 

preference, I do find the hatred heaped upon revival instruments difficult to take. For people of my generation, 

they were the ‘way in’; they also inspired several important pieces by 20th century composers (which – 

somewhat ironically – are difficult to pull off on historical instruments). The point at which I opted out of a 

Facebook group, which will be familiar to many BHS members, was when instruments such as my first Goble 

were described as – and I quote – ‘an abomination’. 
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AW tuning the Goble 

Dulcken harpsichord 

(doubtless falling short 

of the standards taught 

by Andrew Wooderson 

and Edmund Handy …)  

 

The Dulcken has had pride of place in our living room from that day to this. It was also made by 

the Gobles, although that is co-incidental, since we bought it from a third party (Anthony had 

sadly died by this point).  

I could never have imagined, at the time we bought our first harpsichord back in 1996, that the 

day would come when we would even consider replacing it. But in a relatively short period, I  

grew to prefer the 

more subtle, but 

infinitely more 

pleasing, sounds of 

those instruments 

built on historical 

principles10.  

I particularly like 

the bass register of 

our Dulcken.  

  

 

Scene 2: June 9th 2007 - Chesterfield Library  
Today I am giving a lunchtime concert with a cellist (Jeremy Dawson). We are playing sonatas for 

cello (strictly speaking, viol da gamba) and obligato harpsichord by JS and CPE Bach – and, by way 

of contrast, a sonata by JCF Bach for cello and continuo (we are joined by a second cellist for this). 

This is a good example of the sort of concerts and events I did at this time.  

An innovation I introduced soon after this concert – and then stuck to for several years – was 

always to include a piece by Johann Ludwig Krebs. It has always seemed unfair to me that 

someone who is usually reduced to a footnote (somewhat patronisingly deemed ‘one of JS Bach’s 

better students’) should have written pieces (especially for the organ) which have been good 

enough to be misattributed to JSB himself (e.g., BWV 567 and 740). One of my favourites, among 

Krebs’s works for solo harpsichord, is the Partita in Bb.    

 

Scene 3: 10th November 2018 – Emmanuel College, Cambridge  
Today is the 350th anniversary of the birth of François Couperin. Francis Knights has organised a 

magnificent day in which every extant solo keyboard11 work by Couperin le Grand is to be 

performed by a group of distinguished harpsichordists from around the world12.  

 
10 At around this period, I was fortunate to have some harpsichord lessons with Douglas Hollick. Over the years, 

DH has helped greatly with maintenance of our Dulcken and we have also enjoyed many of his recitals, not only 

on the harpsichord but also on the organ and clavichord. 
11 Where appropriate, some works were played on spinet, clavichord or organ. 
12 It would be invidious to single out individual musicians from this event, but I must just mention Rebecca 

Pechefsky who had come over from New York to contribute. I had exchanged emails with Rebecca in connection 

with our shared interest in Johann Ludwig Krebs and it was delightful to meet her and her husband (the lutenist, 

Erik Ryding). 
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Our Goble Dulcken harpsichord today 

 (ready for a Krebs partita, perhaps?) 

 

Over the decades I have found Couperin to be something of an enigma. I felt I ought to enjoy 

exploring his music more than I actually did (it seemed far less accessible than, say, Rameau)13. 

But I learn much today at Emmanuel, especially through following every piece with the score. I 

also find myself regretting (for the umpteenth time) that the correspondence between JSB and FC 

has not survived.  

 

Scene 4: 2020 - Our front room, Sheffield  
I tend not to take our Dulcken out for concerts any 

more (even before the lockdown). The hassle of 

checking on insurance cover, preparing the 

instrument for transit, getting it into the car (or, 

more realistically these days, hiring a van), tuning on 

arrival, checking humidity levels, re-tuning just 

before the concert – and then the equivalent 

challenges for the return journey – have all 

(unfortunately) conspired to take the edge off the 

enthusiasm I had in my younger days.  

However, I still greatly enjoy playing by myself and – 

even more – with fellow musicians (when not Covid-

bound). The most regular sessions over recent years 

have been with a flautist and/or a cellist. CPE Bach is 

a particular favourite of ours – alongside JSB, of 

course. Also, since acquiring a digital organ, it has 

been possible to play the two keyboard arrangements 

of the solo harpsichord concertos. The D minor (BWV 

1052) is my favourite to listen to, but too tricky for 

my non-professional fingers to play these days; but I 

particularly enjoy playing the G minor (BWV 1058) 

with an organist friend.  

 

Epilogue  
Harpsichords have been a consistent source of joy through my life. I count myself very fortunate 

to have owned two such wonderful instruments.  

I hesitate to end this article with the equivalent of the Oscar winner thanking everyone from their 

former next-door neighbour to their second cousin twice removed – but I hope readers will accept 

that I have been very fortunate. Without encouragement and key contributions from my mother, 

George Malcolm and my wife (Mary), I would still be listening to CDs and hoping … 

Andrew Watson 
Asked about his ‘day job’ AW said ‘I am now semi-retired but ply my trade as a freelance musician, known 

these days more as an organist (funerals my speciality!) and jazz pianist, than a harpsichordist; but the 

harpsichord remains my passion. Earlier claims to fame/infamy have included living and working with 

homeless alcoholics in South London; careers guidance in schools & colleges; management consultancy 

with PwC and subsequently running my own business; operations director for the Open College of the Arts’. 

Perhaps most memorably, I was once described as ‘the worst blues singer this side of the Old Kent Road’; 

sadly, I suspect this assessment – harsh as it undeniably was – had more than a grain of truth. 

 
13 I had also been on a study morning on Couperin at the Handel House Museum, led by Jane Clark, a few years 

before. This was a most enjoyable and informative event; but it didn’t result in a big breakthrough for me! 
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FEATURE 

The art of Illusion 
Andrew Wilson-Dickson discusses the limitations of various art forms and argues that it is such 

constraints that lead to creativity on the part of the artist, writer, composer or performer. Viewers 

and listeners must then participate by using their imagination to supply the missing information. 

 

My father Philip and my uncle William were both keen photographers - our loft is full of 

thousands of their photographs, of people, landscapes, buildings. Philip worked 

exclusively in black-and-white, William in colour; they would argue about the relative 

merits of their chosen medium. Philip was hands-on, working in a sepulchral darkroom 

bathed in red light, carefully estimating just how long to leave the paper in the developing 

tray before committing himself to removing it, at which point the shades of grey would be 

fixed under conditions where he could do no more than guess the result. William, on the 

other hand, fired off reels of colour film which were processed commercially - the 

business of home developing and printing in colour was three times as complicated as 

black-and-white and much more expensive. Sadly, his colour prints have deteriorated 

badly where my father's prints are exactly as they were when he developed them sixty 

years ago.  

 

He would not have said so, but I believe my father found colour photography somewhat 

crass. In those days it suffered from poor quality in definition and in colour gradation. The 

idea that a colour photograph was closer to the 'truth' than greyscale was in his opinion 

naive, or, as an enthusiast has it: 'colour photography is vulgar'. Philip was interested in 

photography as an art form, William as record-keeping.  

 

The brain is constantly interpreting and translating the information it receives from the 

eyes. In looking at a painting by Corot, we ignore the fact that the image is flat; indeed, if 

we were unable to interpret his third dimension, Corot's painterly skill would be lost on 

us, rather the way our cats look at television: they seem to see flashing lights and colours 

but lack the ability to understand them as images which allude to the real world (but what 

do I know?).  

 

My father did his darkroom best to manipulate the shades of grey in his photographs into 

suggestions of colour, encouraging the brain to supply the missing colour information, 

based on its experience of the world. In the hands of a skilled artist, this is an enriching 

experience for the viewer, creating a space which is shared by the photographer and the 

public and in which both have active responsibilities. A viewer of Corot's paintings needs 

to work (only a little) to interpret the painting in three dimensions; the viewer of my 

father's photographs needs to work a little harder to interpret shades of grey as colour.  
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The relationship between radio and television is telling. The advent of television was 

feared to spell the death of radio, as it was a supposed improvement on a medium which 

supplied the missing sense of vision. But just as with black-and-white photography, the 

imagination is stimulated by radio, the visual element of the 'story' self-generated, often 

more deftly than by television's dictatorial precision. Radio has survived as an artistic 

medium. Otherwise, why should the Hitchhiker's Guide to the Galaxy, or a 'play for voices' 

such as Under Milk Wood remain head and shoulders above all attempts so far to recreate 

them in film or tv? As someone has observed, radio creates better images. 

 

In music, asking an audience to work to fill gaps that a composer has deliberately left in 

the music has being going on for centuries and keyboard instruments are particularly 

implicated in the process. Their harmonic capabilities allow them to create a bass line and 

a melody and accompaniment simultaneously, something normally only achieved by 

several musicians. With the clavichord and fortepiano not only can the required notes be 

played to create these layers, but with skill they can be given distinct characters. The key 

to interesting and challenging pianism is the ability to help an audience to separate layers 

aurally by allocating them to differing dynamic levels. This creates the illusion of a 'depth 

of field' - the addition of a third dimension - in a parallel to Corot's skill in drawing 

spectators into his canvas, where otherwise the music would remain two-dimensional. 

The listener is invited to enjoy perspective in music as my father's photographs invite 

colour. 

 

As for the harpsichord in its traditional forms, it cannot benefit from the piano's ability to 

change dynamic in the short term, which can be so creative and suggestive. Since most of 

us have started our keyboard experience at the piano, we have probably endured the 

painful sensation of listening to a harpsichord player who hopes desperately to persuade 

the instrument to give more intensity by putting more energy into the keyboard. It's 

painful to hear and is a hiding to nothing. And yet the harpsichord's heyday was an era 

when instruments were expected to imitate the expressive contours of singing, which 

suggests that the harpsichord was out of place at a time when emotional expression was a 

vital ingredient in music. So, as with the piano, smoke-and-mirrors must come into play, 

just as black-and-white will suggest colour, or a radio play or poetry will suggest mental 

images. To get such a limited instrument to evoke singing is a particular challenge for 

both player and listener. Nevertheless, the motivation for much of François Couperin's 

book 'L'Art de Toucher le Clavecin' is just this, and is suggested near the beginning: 

 
The sounds of the harpsichord being fixed and consequently unable to be increased or decreased, it 

has seemed almost untenable, up till now, for anyone to give Soul to this instrument. However...1 
 

There follows a section which describes two 'new ornaments', aspiration and suspension, 

whose purpose is to encourage the player to respond to the expressive playing of a 

melodic instrument. With this, Couperin opens the door to the 'humanity' of the 

harpsichord.  

 

 
1 Couperin, François: L'Art de toucher le Clavecin, (Paris, 1717) p 15 (author's transl.) 
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J. J. Quantz2 spends a great deal of time advising accompanists to be flexible and 

imaginative. After all, placing the harpsichord in a 'continuo' context fits its limitations 

particularly well: it contributes harmonically, it can control the ensemble rhythmically 

from within (the players close by can use it as a binding agent without the more distant 

audience finding it too dominant) and the continuo player has the improvisational 

freedom to participate in the illusion of changes of dynamic and character that the music 

demands.  

 

Perhaps J S Bach is the composer who uses the harpsichord most effectively to suggest 

something that it is not. This is strikingly evident in his many sonatas with obbligato 

harpsichord, such as the Viola da Gamba 

Sonata in G minor (BWV 1029). Someone who 

has experienced the concerto idiom of the 

period will readily identify the complexity of 

relationships of concertino and ripieno 

suggested in this pocket ensemble. In the first 

movement the harpsichordist moves from 

playing the continuo to playing a melodic 

opposition to the soloist. At other times Bach 

reminds the audience that they should have an orchestral sonority in their heads - where 

the harpsichord spells out all the string parts (bar 64) or 

   
where the imaginary 

soloist and orchestra 

coalesce in a unison 

peroration on the 

main theme (bars 95-

96). In such contexts 

the harpsichord must 

seem to breathe like a singer and to articulate like a string player, in short, must suggest 

something out of its aural zone.  

 

Bach's unique music for soloists (the sonatas and suites for 'cello and violin, the solo 

concertos for harpsichord, BWV 971 and 831) are so familiar to Bach enthusiasts that their 

striking and unusual nature is lost on us. They demonstrate Bach's pervasive interest in 

squeezing much into little, his reliance on the audience's ability to fill gaps in the 

information that the music provides. Where in the keyboard concertos Bach expects his 

audience to supply the orchestral colours of ripieno and concertino, in the 

unaccompanied string suites he goes further by omitting harmonic information. In this 

Minuet from his 'Cello Suite in G (BWV 1007) Bach does not provide the bass line; a 

 
2 Quantz, J. J.: Versuch einer Anweisung die Flute traversiere zu spielen (Berlin 1752) ch 17, section 6  
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listener familiar with the idiom will not feel its absence as it will be generated in his or her 

head. But Robert Schumann felt the need to provide a piano accompaniment3: 

The result is less interesting than the 

original, as Schumann supplies his 

own perception of the harmony on the 

listeners' behalf. It is not incorrect, of 

course, but it prevents a creative 

response, possibly it is even an insult 

to their intelligence. 

 

 

 

 

 

 

 

Fortepianos (let's say for the first 100 years since Cristofori) have another remarkable 

characteristic: their varied tone-colour, that is, that a particular timbre is associated with 

tessitura. A Viennese fortepiano follows the stringing traditions of later harpsichords: 

wound strings in the extreme bass giving a gong-like quality, a rich tenor register created 

by triple-stringing in yellow brass, iron wire yielding a sustaining purity in the middle 

'vocal' register, becoming progressively more percussive and xylophone-like towards the 

top. As a result, when Mozart presents his musical ideas in the Sonata in F K 533 in 

specific and well-defined tessiturae, they are contrasted by the unique colour in which 

they sit, an effect unachievable on most modern pianos, whose designs start from the 

unimaginative premise that the tone-colour should be as uniform as possible throughout 

the range. Once again, the instrument suggests sounds (this time maybe orchestral) that 

feed the listeners' imagination. 

 

Where audiences benefit from the challenge of supplying a missing element to an artwork, 

composers are stimulated to create by working within a restrictive frame, sometimes 

unwillingly. While Heinrich Schütz was Kapellmeister of the Hofkapelle in Dresden he saw 

the Thirty Years War reduce his musicians from 39 in 1632 to a mere 10 in 1636. In his 

first volume of Kleine Geistliche Konzerte, published that year, he was reduced to printing 

motets for a handful of singers (often just one) with only a bass line. In the preface to 

these pieces, he writes 
 

Everyone can see how, as the result of the still continuing, dangerous vicissitudes of war in our dear 

fatherland of German nationality, the laudable art of music, among the other liberal arts, has not only 

 

3 Musical example extracted from Edgar Stillman Kelley, 'The Unpublished Bach-Schumann Violoncello Suites,' 

Music 3 (April, 1893), p 614.  
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greatly declined but at some places has even been completely abandoned, succumbing to the general 

ruination and disorder which unhappy war is wont to bring in its train.4 

 

Significantly, the music is not poverty-stricken, but instead has a focussed emotional 

intensity that puts it in the forefront of anything written that century. If musicians are 

tempted to feel hard done by at this moment of pandemic, we might pause for a moment 

to admire Schütz's ability to create music of extraordinary richness from an even worse 

and more prolonged difficulty. 

 

Thus restrictions, even if imposed from without, can provoke creativity, just as limitation 

in an artwork can be stimulating to its audience. Stravinsky experienced something of a 

parallel with Schütz, when, after working at opera and ballet scores with large orchestras, 

he found himself exiled in Switzerland with much diminished musical forces resulting 

from the First World War and the Spanish Flu pandemic of 1918. The result was a number 

of works scored for a handful of players, the best known being The Soldier's Tale (1918).  

 

As Stravinsky has it: 
 

...one can build only upon a resisting foundation: whatever constantly gives way to pressure, 

constantly renders movement impossible. My freedom thus consists in my moving about within the 

narrow frame that I have assigned myself for each one of my undertakings. I shall go even further: my 

freedom will be so much the greater and more meaningful the more narrowly I limit my field of action 

and the more I surround myself with obstacles. Whatever diminishes constraint, diminishes strength. 

The more constraints one imposes, the more one frees one's-self of the chains that shackle the spirit.5 
 

Stravinsky neatly parallels photographer Annie Leibovitz and her darkroom experience: 
 

My experience of learning in the darkroom with black-and-white film had limitations that were 

helpful. There were fewer choices.6 

 

So, my father, a modest amateur photographer, was caught up in something more 

profound than mere family entertainment and found that, along with many creative 

minds, illusion is essential to art ... 

Andrew Wilson-Dickson 
 

Andrew Wilson-Dickson is a musical polymath: as a composer he has written extensively, most recently a 

series of concertos for baroque period instruments, a large-scale oratorio 'Karuna' and a completion of 

Bach's St Mark Passion.  As a keyboard player (a pupil of John Lill and Nicolas Danby) he occasionally 

plays for BBC NOW and leads Devon Baroque from the harpsichord. After 20 years on the staff of the Royal 

Welsh College of Music and Drama he was awarded an honorary fellowship and now teaches there part-

time. When circumstances allow, he also conducts the Welsh Camerata, the only choir in Wales specialising 

in early choral music. Andrew's book 'the Story of Christian Music' is still available in a dozen languages, 
from Korean to Hungarian.   

 
4 translated in The Early Baroque Era (ed Curtis Price): Gina Spagnoli: Dresden at the Time of Heinrich Schütz 

(Englewood cliffs, N.J., 1995) p 165 
5 Stravinsky, I: Poetics of Music, (Harvard University Press, 1947) p 65 
6 https://expertphotography.com/black-and-white-quotes/  
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FEATURE

Real-time continuo collaboration      
through brick walls, without Internet or wires 

In this article, the ever-creative Bradley Lehman presents a friend’s clever solution for real time 

rehearsal when ‘social distancing’ is necessary. He provides advice to create a low-cost rehearsal 

setup, not relying on the expense or expertise of computer solutions. 

 

This essay is intended for harpsichordists and collaborative pianists, but singers and players of 

other instruments may also listen in. Something in this story might inspire fresh experimentation. 

 

When the 2020 pandemic hit, I was working full time as a professional keyboard player on 

harpsichord, organ, and piano. I played for studio lessons, classroom instruction, recitals, church, 

and theatre. My colleagues and I scrambled to find any viable methods to continue working with 

one another and with students. How could we keep up our skills and responsibilities, while 

pandemic medical restrictions and lockdowns forbid meeting together in rooms to do the work? 

 

There is no substitute for real-time rehearsal, with the collaborative interplay of ideas in all 

directions. Multi-tracked recordings are unsatisfactory because someone must make the inflexible 

first track. Collaborations over the Internet or telephones are usually not good enough, either, 

because they run into delays and poor tone. Music teachers and choirmasters already know 

intimately the challenges and frustrations of using online programmes designed for speech or 

recorded transmissions, not real-time music. 

 

Basso continuo improvisation is a special challenge. Simultaneously, we continuo players and 

accompanists must inspire an ensemble’s cohesion and react to everyone else’s parts (and 

mistakes). What we hear tells us what to play, and it is different every time. We are following and 

leading from moment to moment, through experience. We are instantly solving new or familiar 

problems, faster than they can be brought to conscious attention. Private practicing doesn’t 

maintain or perfect those interactive skills. This collaboration must happen in real time. 

 

In this essay I am covering the situation where musicians can travel safely to someone’s house, 

studio, or church, but are not permitted to meet or perform together in the same room because of 

medical concerns. Here is a solution, letting us hear one another well enough to make some real-

time music nearby, but not in the same room. The recommendation stems mostly from my 

experiments and discussions with a friend, Dr David Newman, as we worked on the above 

problems of collaboration during 2020. 

 

Briefly, the working solution is to broadcast a tiny local bubble of FM radio signal around the 

ensemble using 1980s analogue FM technology. The players and singers use individual 

microphones mixed into this signal. They listen to the ensemble by tuning in with portable radios, 

listening in wired earbuds or headphones.  

 

The catalyst is a tiny short-range FM transmitter, a cheap consumer audio device that costs about 

8 to 20 USD (6 to 15 GBP). These transmitters are available with three ranges that are too weak, 
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too strong, or just right. Those rated ranges are 5 metres (too weak), 500 metres (unnecessary), or 

50 metres (just right). 

 

The transmitters with 5 metre range work fine for their intended purpose in cars. They play audio 

through the car’s speakers, even if the car’s radio system does not include an AUX input jack. They 

offer 20 to 40 selectable broadcast frequencies within part of the standard FM band. The broadcast 

bubble can use any open frequency where there aren’t other local FM radio signals. It travels with 

the car. (I have two of these little 5-metre transmitters to experiment with. This system also works 

for informal home listening to podcasts and audiobooks, broadcasting to an old CD/radio unit that 

doesn’t have an AUX input jack.)  

 

The “just right” transmitter is 

nearly the same, but the next level 

up, rated for 50 metres of broadcast 

range. The FM signal is strong 

enough to punch through the walls 

of a building, becoming useful for 

our rehearsal challenge. They have 

the same cost, 8 to 20 USD. They 

are similarly marketed for car 

audio. Be sure to get one that is 

powered by AA or AAA batteries, or 

rechargeable by a USB cable, not 

powered from a car’s charging 

outlet…because our exercise is to 

use it without a car. The brand of 

the one I have is the Scosche FMT4 

(pictured here), but there are also others. I got it from an ordinary local department store. They 

are also easy to find online. (As of this writing, UK Amazon has it for 10 GBP.) 

 

Beyond that, costing about ten times as much, one could get a bigger consumer transmitter 

intended to broadcast 500 metres across a parking lot, for drive-in events. It’s unnecessary for our 

purpose. Furthermore, it might require investigation into local laws about broadcast bands, while 

the small car-audio transmitters of 50 or 5 metres do not. They were already cleared as portable 

devices not needing a licence. 

 

To build the ensemble rehearsal space, we need a small set of wireless microphones and a simple 

mixing board. This standard audio equipment can be left set up near the keyboard instrument, or 

in a nearby room. Each instrument or singer gets one microphone. The mixing is done without 

having to worry about professional recording quality, but only needing to have it done “well 

enough” so the performers can hear one another for timing and for a reasonable balance. The 

focus is on timely monitoring for the musicians, not the miking or mixing techniques. It’s not 

difficult to figure out sufficient coverage by reading device manuals, or by hiring a skilled or 

aspiring audio engineer to help with setup.  

 

Stay within 1980s analogue technology! It is important not to introduce any digital or Bluetooth 

signals or processing within the setup, because they would create latency (delay) on the 

conversions. At the radio reception, it must be an analogue radio or a music player with FM 

receiver. If using earbuds or headphones, they must be wired, because wireless Bluetooth 
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transmission into them would add latency. Any latency in the circuit defeats the purpose of the 

exercise, which is to play real-time ensemble rehearsals.  
 

It is important not to use any computers or Internet, because that too would create latency in 

converting and transmitting signals. (It is true that there are ways to eliminate some of that 

problem by using peer-to-peer computer connections and ethernet cables into routers, but that’s 

not the purpose of this essay. We are solving the problem without relying on computer expertise, 

programming patience, or the expense of any digital equipment.)  
 

As I mentioned above, my recommendations stem from experiments in spring 2020 led by Dr 

David Newman, a voice teacher and innovator. He worked on techniques to let small choral 

ensembles work together in driveways or parking lots. He developed his radio method from the 

observation that cars are already isolated FM receivers. My family and I helped with some of his 

tests in singing groups. He wrote a blog about his findings:  

https://artsongcentral.com/2020/setting-up-a-realtime-physically-distant-rehearsal   
 

The blog entry to focus on describes the rehearsal experiment that David and I did together one 

morning at my house. That video is called “Car Tunes 2: In the Black Dismal Dungeon of Despair 

(Purcell)”, https://www.youtube.com/watch?v=pVeCXaUIyJ0 . David brought this song that he and 

I had never worked on together so this would be a deliberate and genuine test of remote continuo 

collaboration in rehearsal. Could we learn the piece without distanced frustration? 
 

I played harpsichord inside my house. David stood in my yard, and later sat in his car, to sing. He 

has never been inside my house. With clear enough sound, but no line of sight, we were able to 

rehearse and improvise our interpretation together easily. We worked on the song for about ten 

minutes, did a few takes of it to make this video, and then went on to try some other music for fun. 

How did we hear one another? 
 

David brought a small mixing board that sat on his car seat, and he plugged it into an external 

electric outlet at my house. Typically, the board would be inside the keyboard player’s studio, and 

left set up for a series of rehearsals. We chose an unused FM radio frequency. He handed me a 

wireless microphone that I took indoors and mounted near my harpsichord. I put one of my small 

ordinary FM radios into my shirt pocket, and I plugged a set of wired earbuds into it. I warmed up 

on the harpsichord, hearing myself both live and coming back through one or both earbuds with 

no perceptible delay. It took only a few seconds to become fully comfortable with this. 
 

Here’s the setup. The wireless microphone signal went through the brick wall of my house to 

David’s mixing board in his car. His mixing board sent it to the tiny FM transmitter as output. The 

FM signal came back through the wall of my house to the radio in my pocket, and to my ears. Yes, 

there were inevitable distortions in the frequency range and tone, and some airy fritzing (as radios 

do). That’s life. It was good enough. The crucial thing was rhythm. I could hear myself without any 

delay that would mess up my musical ability to play and improvise. Musicians need to be able to 

react to one another instantly, without thinking about it.  
 

David mixed his voice into the signal, we did a brief sound check for balances, and we were ready 

to forget all the technology and concentrate on music. We were able to do the real job of 

interpreting Purcell’s song, and to enjoy musical collaboration.  
 

We did work out the maths, incidentally. Hearing ourselves in this radio loop was faster (less 

latency) than performing 10 metres apart on a stage or in a church. The speed of sound in air is a 

https://artsongcentral.com/2020/setting-up-a-realtime-physically-distant-rehearsal/
https://www.youtube.com/watch?v=pVeCXaUIyJ0&ab_channel=DavidNewman
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familiar challenge for collaborative musicians. We’re accustomed to compensating for these 

natural delays across distance, but we prefer to perform close together to minimize it. If we can do 

better than that, and through walls, we have won the challenge. 

 

So, in summary, how would this work for other musical ensembles or teaching studios under 

lockdown? BYORE: Bring Your Own Radio and Earbuds. This eliminates the health concern of 

touching other people’s equipment. The keyboard player has the mixing board in the 

harpsichord/piano room, or nearby. The other musicians enter the building by some safe route, 

collecting a sanitized wireless microphone on the way in. They take their assigned places in rooms 

that might not have any direct contact with the keyboard player. They switch on their 

microphone, switch on the radio receiver in their pocket, put in one or both earbuds, and open 

their music. Five minutes of sound check will reveal that everyone can hear everyone else over the 

radios. Voila, a rehearsal environment! At the end, the musicians each leave their microphone at a 

designated place, and someone sanitizes it and puts it away for next time.  

 

Here are a few further thoughts. Anyone except the keyboardist may stay outdoors on a nice day, if 

they prefer. A singer may stay in their own car (and not need earbuds) if that is more comfortable, 

starting the car occasionally for a few minutes so the radio use won’t exhaust the battery. 

Broadcasting from an elevated windowsill works better than through a wall. If it can be done with 

wired microphones or monitors through the indoors space, do so, because it will sound better. A 

mixed mono signal is better for ensemble balance than stereo is, if anyone will be using a single 

earbud.  

 

The point of the radio method is that it gives extra options for almost no extra money invested, 

and no complications of running wires through walls.  

 

For another later application of this short-range radio technique, see the efforts of a church choir 

in Winnetka, Illinois. They have been running choir rehearsals with the singers dispersed to 

different rooms within their church building. https://www.youtube.com/watch?v=3f5Ot9CA1jc  

https://www.therecordnorthshore.org/2021/02/03/sound-effect-innovative-recording-idea-helps-

winnetkas-christ-church-cope-with-pandemics-isolation 

 

Enjoy experimenting!                                                                                        Dr Bradley Lehman 
 

References: 

Car Tunes 2: In the Black Dismal Dungeon of Despair (Purcell) 

https://www.youtube.com/watch?v=pVeCXaUIyJ0 

David Newman’s blog about his experiments during spring and summer 2020 

https://artsongcentral.com/2020/setting-up-a-realtime-physically-distant-rehearsal 

Church in Winnetka, Illinois, using radio transmitters for choir rehearsals with the singers dispersed 

within or near the church building 

https://www.youtube.com/watch?v=3f5Ot9CA1jc  

https://www.therecordnorthshore.org/2021/02/03/sound-effect-innovative-recording-idea-helps-

winnetkas-christ-church-cope-with-pandemics-isolation 

 

Dr Bradley Lehman lives in Virginia, USA. He does a variety of professional work as harpsichordist, 

organist, university collaborative pianist, writer, composer, and software consultant. His best-

known research and writing has been on topics of keyboard temperaments, especially for Bach's 

music. See http://www.larips.com/ for information about ‘Bach’s tuning’. 
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https://www.therecordnorthshore.org/2021/02/03/sound-effect-innovative-recording-idea-helps-winnetkas-christ-church-cope-with-pandemics-isolation/
https://www.therecordnorthshore.org/2021/02/03/sound-effect-innovative-recording-idea-helps-winnetkas-christ-church-cope-with-pandemics-isolation/
https://www.youtube.com/watch?v=pVeCXaUIyJ0&ab_channel=DavidNewman
https://artsongcentral.com/2020/setting-up-a-realtime-physically-distant-rehearsal/
https://www.youtube.com/watch?v=3f5Ot9CA1jc
https://www.therecordnorthshore.org/2021/02/03/sound-effect-innovative-recording-idea-helps-winnetkas-christ-church-cope-with-pandemics-isolation/
https://www.therecordnorthshore.org/2021/02/03/sound-effect-innovative-recording-idea-helps-winnetkas-christ-church-cope-with-pandemics-isolation/
http://www.larips.com/
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FEATURE 

1960s a la 1760s,  

               and other cross-stylistic fun and games 
Paul Ayres shares his experiences of writing for historic instruments and being inspired to ‘arrange’ 

both Pop and Baroque familiar pieces to create new original compositions. I would suggest Paul’s 

Beatles-themed ‘Concerto on I want to hold your hand’ is well worth digging into!  

My performing experience on the harpsichord has been both infrequent and enjoyable. 

Organ and piano are my main instruments, and as an accompanist I have occasionally had 

the chance to play harpsichord continuo in an orchestra, or with solo singers. This is by 

way of an initial disclaimer: I am delighted to have been asked by Chris Lewis to 

contribute to the British Harpsichord Society journal, in a non-expert capacity! 

 

As a composer and arranger (which I honestly believe to be the same activity: what else is 

a composition, other than a creative arrangement of a few notes that may or not be 

entirely “original”?) I’m particularly attracted by the interplay between Baroque and 

popular music styles. I enjoy re-casting well-known tunes into older forms, and re-

arranging Purcell, Lully, Handel, Bach and others with nods to a variety of late 20th-

century genres. There’s absolutely nothing new in this approach, I freely admit – there are 

many “crossover” recordings from the last 50 years or more – some artistically satisfying, 

others rather superficial. Yet I still feel there’s room to explore in this particular world. 

 

The structure of mainstream pop music is famous for being strongly rooted in ‘Common 

Practice’ models from the mid-eighteenth century. By ‘mainstream pop’ I mean songs 

that have distinctive melodic shapes and clearly linear harmonic sequences (as opposed to 

the many forms of commercial music whose most important and identifiable aspects are 

timbral and rhythmic). As an example of how I’ve engineered a way to bring this 

connection to the foreground, I’d like to briefly introduce the process behind one of my 

pieces, the Concerto on I want to hold your hand, in the hope that you, the reader, may 

find this approach interesting. And also – truth be told – in the hope that a harpsichordist 

or two may consider my material for future repertoire. Perhaps it’s the kind of thing that 

might work well as a concert encore, or for use in workshop settings? It may well be that 

the final product just isn’t your cup of tea, which is totally understandable – if this is the 

case, I’d like to thank you for reading anyway… 

 

With only a small amount of adaptation, four melodic figures from the 1963 Lennon and 

McCartney song can be given a refreshing rococo makeover. These ideas can then be put 

into a Concerto Grosso form, featuring a ritornello that appears in a variety of keys, and 

concertante passages that play joyfully with each idea in turn. One of my aims was that, for 

the unsuspecting listener, the piece would begin like something from the 1760s, and end 

up gradually revealing itself (as more and more snippets of the song are introduced) as a 
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true child of the 1960s. The music below shows how material from the original recording 

is re-written. 
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excerpt from The Departure of the Queen of Sheba by Paul Ayres, after G F Handel 
 

 

 

In common with most Baroque and early Classical music, timbre is not of paramount 

important – it’s the relationship between the notes that defines the piece. The terraced 

dynamics inherent in the concerto grosso form are, I’d hope, ideal for performance on a 

two-manual harpsichord. But the piece can be played by almost any instrument(s). It so 

happens that I’m an organist, so the first edition I produced was for organ. Subsequently, 

as concert opportunities arose, new scores for solo piano, solo harpsichord, and strings 

were made. Some of these are available on YouTube (see links at the end of this article) – 

alas these do not yet include the harpsichord version, but – who knows? – that might 

change soon. 

 

Here are few snippets of other keyboard pieces that I hope may whet the appetite: 

 

The Departure of the Queen of Sheba plays with ideas of inversion, and ends with the 

music fading into the distance, as the queen and her entourage, laden down with gifts 

from Solomon’s court, go dancing off into the desert… 

 

 

Two-Part Inventions on Nursery Rhymes applies the discipline of writing in strict two-

part counterpoint to Three Blind Mice, The Grand Old Duke of York, Little Jack Horner, 

Twinkle Twinkle Little Star, and Humpty Dumpty. 
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excerpt from Two-Part Inventions on Nursery Rhymes by Paul Ayres, based on traditional melodies. 
 

Classical music audiences may be unfamiliar with the title Axel F, and may not know the 

name of its composer (Harold Faltermeyer) but I'll bet most people will recognise this 

theme.  The tune (the first four bars) takes only a few seconds to play, but the entire set of 

14 variations lasts 10-12 minutes in performance.  



59 

 

 

 

In case anyone is wondering if all this use of copyrighted musical material is strictly legal, 

please be assured that it is! Applying for permission to adapt commercially-owned tunes 

can be a lengthy and frustrating process: us freelance composer/arrangers often have to 

pay a substantial fee upfront, in return for which we are licensed to self-publish scores.  

 

Over recent years, I’ve found this general approach to be a rich and satisfying creative 

seam to mine, so much so that it’s hard for me to listen to the radio (Radio 2 or Radio 3, 

it’s really a 50-50 chance which it will be, any given day) or to attend a concert, without 

my inner voice chipping in with a helpful: “why don’t you make a canon out of this 1970s 

TV theme tune?” or “you know, this Rameau Suite could be adapted into a Brubeck-style 

sax quartet”. Already there’s enough potential out there for several lifetimes’-worth of 

projects - nevertheless, if any reader has suggestions for similar hidden potential in music 

old or new, I’d be very keen to hear them. And if players and audiences share even half of 

the amount of joy that I have found, in the process of creating these scores, I would be 

very happy! 

 

Paul Ayres 
 
 
 

Paul Ayres was born in London, studied music at Oxford University, and now works freelance as a 

composer & arranger, choral conductor & musical director, and organist & accompanist. He has 

received over one hundred commissions, and his works have been awarded composition prizes in 

Bulgaria, Canada, Croatia, New Zealand, Poland, Russia, Spain, Switzerland, the UK and the USA. 

Paul particularly enjoys "re-composing" classical works (Purcell, Bach, Handel, Fauré) and 

"classicizing" pop music (jazz and show tunes, The Beatles, Happy Hardcore).  

 

Paul conducts City Chorus and London College of Music Chorus (at the University of West London), 

accompanies Concordia Voices, and is associate accompanist of Crouch End Festival Chorus. He 

has led many music education workshops for children, and played piano for improvised comedy 

shows and musical theatre. Please visit www.paulayres.co.uk to find out more, or contact him 

directly on paulayres@clara.net 

 

 

 

YouTube links for ‘Concerto on I want to hold your hand’ 

Piano https://youtu.be/l1T23nSGvWs 

Strings https://youtu.be/eSQUpxc46i4 

Organ https://youtu.be/4mwTjTNT9oY 

 
   
     

mailto:paulayres@clara.net
https://youtu.be/l1T23nSGvWs
https://youtu.be/eSQUpxc46i4
https://youtu.be/4mwTjTNT9oY
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FEATURE 

The Project ‘Issoudun 1648 -2023 ‘ 
A fascinating initiative by our friends in France to reproduce the sonorities of a seventeenth century French 

harpsichord and thus further our understanding of the wealth of contemporary music written at that time. 

Once completed, this replica harpsichord will belong to the Society and will be available, in France, to any 

professional wishing to study it, play it or to record music from that period.  

 

In 2019 the supervisory board of Clavecin en France association asked Emile Jobin to build a copy 

of an exceptional 17th century instrument that is a symbol of Grand Siècle harpsichord building in 

France. Jobin is acknowledged as one of the world’s foremost harpsichord builders. 

 

Clavecin en France is inaugurating a new policy with this collaboration between a museum, a team 

of harpsichord builders, and the members of an association, working together to bring about the 

historical reconstruction of 

an emblematic French 

instrument. Emile Jobin 

will collaborate with a 

scientific committee 

composed of musicologists 

and fellow builders. 

When completed, the 

harpsichord will expand 

Clavecin en France’s 

collection of instruments, 

whose mission is to 

promote, support, and 

diffuse the teaching and 

playing of the harpsichord. 

 

 

 

 

 

 

 

   https://vimeo.com/487546477 

A extract from ‘L’Ancêtre’, one of three  

short films included with ‘RICERCAR’, a 

DVD directed by Henry Colomer (2010) 

featuring baroque music and the two 

exceptional French harpsichord makers, 

Philippe Humeau and Emile Jobin. 

(Photo: © Clavecin en France)  

 

Emile Jobin studying the two 

manual harpsichord built in 

1648 by Jean II Denis.  

(Photo: © Clavecin en France) 

 

https://vimeo.com/487546477?embed_email_provider=gmail
https://vimeo.com/487546477
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An artistic treasure preserved in the museum of Issoudun. 

The Hospice Saint-Roch museum in Issoudun (Indre), standing on the former site of the Hôtel-

Dieu, hosts a rich collection of paintings, sculptures, and furniture of the 17th and 18th centuries, 

that includes a double-manual harpsichord built by Jean II Denis in Paris in 1648.  

The Denis family was a famous dynasty of harpsichord builders and musicians (organists and 

harpsichordists), spanning two centuries (17th and 18th c.). Jean II Denis (1600-1672) was the 

titular organist of Saint-Barthélemy church in Paris.   

He built spinets and harpsichords, and 

published a Traité de l’accord de 

l’espinette that was far more than a 

simple treatise on tuning the spinet, 

also touching on musical theory, the 

position of the player at the keyboard, 

and the composition of fugues. Denis 

exchanged with Marin Mersenne, and 

both his daughters had a famous 

musician as godfather (Pierre Richard 

and Michel de la Guerre). 

 

 

 

A unicum in the history of 17th c. French harpsichord building 

The Issoudun instrument is unique. It is one of only 33 surviving French harpsichords of the 17th 

century, a scarcity due to the fact that most musicians played spinets in the first half the century. 

The Issoudun instrument is the earliest signed and dated harpsichord in a French collection.  

It originally had two keyboards with a 

range of 4 octaves and a fourth (G to c5, 

short octave), and probably had dogleg 

jacks for the upper keyboard. There are 

two 8 foot registers, and one 4 foot 

register, following the disposition that 

would become traditional in France. The 

keyboards were later enlarged to follow 

the evolution of musical writing, with 

two extra keys in the treble (c5# and 

d5), while in the bass the short octave 

was replaced by a chromatic octave 

without G#. There are three different 

numbering systems for the keys, 

corresponding to these modifications. 

Close up of the two keyboards, tuning 

pins and the highly decorated jackrail 

(Photo: © Clavecin en France) 

 

(© Photo: Jean Bernard -  

Musée de l’Hospice Saint-Roch) 
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A superb piece of furniture  

The soundboard retains its original a tempera decoration 

with magnificent flowers, birds, and insects, following 

the tradition of the Antwerp workshops. Hand-printed 

papers decorate the edges. The lead rosette represents a 

female lutenist sitting under a canopy, surrounded by 

grotesque ornaments.  

 

Scientific investigations, experimental and musical 

research, use for pedagogy . 

After its identification by Michel Robin in 1986 and its 

classification as a historical monument in 1987, the 

instrument was the object of an organological study 

(1989-1991) and a plan (2002) by Alain and Marie-

Christine Anselm. Clavecin en France has chosen to 

reproduce the instrument in its original state (1648), 

hoping to bring back to life the lost sonorities of the mid-

17th century.  

  

(© Photo: Jean Bernard - Musée de l’Hospice Saint-Roch) 

 

The possibilities the instrument will 

offer for playing polyphony (petit 

choeur - grand choeur), its volubile 

keyboard, and different registers, 

should lead to new musical discoveries, 

and allow for a renewed exploration of 

the works written for this type of 

instrument, those of the first French 

harpsichord school: Jacques Champion 

de Chambonnières, Louis Couperin, 

Johann Jakob Froberger, Thomelin, 

Richard and many others. 

 

 

 

 

 

Financing a musical and educational project by crowdfunding 

We, Clavecin en France, need 40 000 euros to finance this project. Whether you are a musician, an 

amateur, a private individual, or a foundation, you can support us. Every donation, either modest or 

large will be welcome. Small streams big rivers make! Thank you for your support!!    

https://www.paypal.com/donate?hosted_button_id=JA5CYRJVZGDRU 
 

Our thanks to Aline Zylberajch, the chairperson of ‘Clavecin en France’, for this article. Please help 

if you can, so we can all look forward to the successful culmination of this most ambitious project. 
 

Studying the full-size plan drawn in 2002  

by Alain and Marie-Christine Anselm. 

(Photo: © Clavecin en France) 

 

https://www.paypal.com/donate?hosted_button_id=JA5CYRJVZGDRU
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IN MEMORIAM 

John D. Henry  
  

 

 

 

 
 

 

 

 

 

 

 

 

 

30 January 1945 – 15 December 2020 

Performer, inspirational teacher and broadcaster 

John Donald Henry was born in Rochester, New York in 1945. Blind from birth, he was something 

of a child prodigy by all accounts. His sister Gail recalls how, at the age of three, he surprised a 

family get-together when he sat down at the piano and played – from memory – all the pieces that 

she, aged thirteen, had been struggling so unsuccessfully to learn during a series of very expensive 

piano lessons. His perfect pitch and astonishing memory were already evident. He also began to 

improvise at the keyboard and soon he could play in any key. One of his other extraordinary gifts 

was the ability to know which day of the week it was when a particular date fell, no matter how long 

ago, and to remember when he went somewhere, or met someone and the circumstances in the 

minutest detail. 
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John was educated at McQuaed High School between 1958 and 1962, graduating with Honours. From 

1962 to 65 he went on to study Russian, linguistics and music at Georgetown University, University 

of Michigan and Peabody Conservatory of Music (now Peabody Institute at Johns Hopkins 

University) where he studied piano with the renowned pedagogue Leon Fleischer (1928–2020). John 

said that he never got on with any of his teachers. 

Always fiercely independent and often alarmingly impetuous, John cashed in his life insurance and 

set off for Europe, ‘bumming around the place, playing in bars and pubs, paying my way just for the 

hell of it’ (as he put it in an interview published in The Trinity Magazine in July 1993). Never one to 

take himself too seriously, this comment belied the fact he was also an accomplished jazz pianist, 

and his analytical mind and impeccable ear enabled him to assimilate many jazz styles as well as 

the Classical repertoire. 

From 1966–68 John participated in masterclasses in Paris with Nadia Boulanger, Friedrich Wuehrer, 

Rudolf Baumgartner, Karl Engel, Marcel de la Cour and Alfred Brendel. He settled in the UK in 1967 

and subsequently adopted British nationality. 

At about this time, on receiving his call-up papers form the USA, John phoned the authorities 

saying: ‘Well, I’d love to help, but … ’ and explained that he was blind. Having apologised, the 

somewhat embarrassed voice on the other end of the telephone exclaimed: ‘Hey! ... are you one of 

those people who reads that “Brillo”?’ … and from then on that’s how John always referred to 

Braille!  

He also loved to tell the story how he stopped off in London to change trains and bought what was 

his first sausage roll at Victoria Station: ‘One bite and that was it! I knew immediately that I had to 

come back’ he said. In fact, it was the promise of a Bechstein grand which brought him to the UK: 

‘That piano was the reason I came to this country’ he protested when forced to part with it while 

moving flats over forty years later. 

In 1971 he gained an LRAM in piano performance, and he began his career as a singer and a pianist 

specialising in German and French song. John enjoyed considerable success as a broadcaster on BBC 

Radio 3, giving a detailed talk (broadcast on January 3rd 1973) on the Spanisches Liederbuch by Hugo 

Wolf. Jane Clark recounts how soon after he arrived from America, John came to see her husband, 

the composer Stephen Dodgson: ‘He was then a singer and … talked to Stephen about concerts in 

which he would accompany himself.’ 

The programme of one of his early harpsichord recitals (for Music at Fontmell Magna, dated 11 

September 1975) reads: 

His early lecture recitals in nineteenth-century song brought together his keyboard, language 

and voice training and also showed his particular ability to enthuse and inform his audience in 

the material which he performs. He has taught, lectured and broadcast in this field and, in more 

recent years, has specialised in early keyboard music.  

John contributed many times to BBC’s Record Review and he was the first harpsichordist to take part 

in Radio 3’s Music in Question. Although he enjoyed great success as a broadcaster, he much 

preferred live performance, saying that he really loathed the rather sterile process of recording and 

studio broadcasting. 

As a performer, John was one of the pioneers of the ‘introduced recital’, engaging with his audience 

in a way which was quite unusual at a time when most classical performers would appear on stage, 

perform and leave in silence. Many people have observed that he was a born communicator, and 

perhaps it was because of his blindness that he always loved the rapport with the live audience. 

Music and Musicians wrote in May 1979 of one recital:  
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The capacity of the human spirit to rise above afflictions that most of us can hardly imagine 

seems boundless. To mention John Henry’s blindness is not to offer any excuse for the quality 

of his work, but rather to add another dimension of admiration for what he does. As a good-

humoured, informative and entertaining presenter of a programme he has no peer. 

Over many years John gave introduced recitals in the UK and the USA, including at Nottingham 

University, Bristol University, Brunel University, London University, The University of Illinois and 

Michigan State University, Purcell Room, Wigmore Hall, Leicester Museum, St Paul’s Girls School, 

Westminster Cathedral Choir School, and the Royal National College for the Blind, Hereford. From 

1971–74 he gave a Lecture series on The Lied and Theory at the General Studies Department, 

Imperial College, London; they also invited him to give a series of lectures on Keyboard Music from 

1500 to the Present in the Spring of 1974. It was in order to do this that John took up the harpsichord.  

He made the transition very rapidly, giving his first recital as a harpsichordist within months of 

mastering the touch. He did not possess an instrument of his own in the early days and was lent 

various instruments, including a virginals and a clavichord. In a 1991 newspaper interview John 

said: ‘I remember thinking with some trepidation that I didn’t really play anything written before 

1730 and, even if I had, I didn’t have any appropriate instruments to play it on. So I was crossing 

the road with a friend, laughing about the fact I didn’t have a harpsichord and saying, as one does: 

“if you ever hear of anybody who wants to lend one out, do let me know…”– and a week later he got 

a call asking if he could store an old harpsichord for a couple of months’. The harpsichord arrived 

in June 1973, and he gave his first recital in December the same year. Having memorised the new 

repertoire, he began his series of lectures on keyboard music at Imperial College the following 

January. 

He would recount with glee how for a time he had an original Ruckers (lent by Michael Thomas) in 

his large room at 12 Roland Gardens, before his own instrument by Michael Johnson arrived in 1976. 

With his particular interest in the Clavecinistes it is not surprising John chose a French instrument, 

a copy of the Goermans-Taskin in the Russell Collection, reflecting the original disposition when it  

was made by Goermans in 1764 and omitting Taskin’s 1783/4 modifications which included the Peau 

de Bouffle register, possibly because it would be simpler to maintain. John did this himself, including 

replacing the plectra: ‘As a blind person, one is particularly chuffed to be able to do this – all by 

feel’ he said (in an interview published in 1991). ‘I like to be totally involved with my instrument – 

you feel it is an animate being’. 

He was asked to give an illustrated lecture on C.P.E. Bach at the Royal Academy of Music during the 

early 1970s. It is worth noting that John had a particular interest in the clavichord because of its 

importance to the Bach family, and he always owned one from about this time on. He had very clear 

ideas as to which of J. S. Bach’s 48 Preludes and Fugues worked best on the clavichord and which on 

the harpsichord.  

John also took an interest in the organ at about this time; no doubt because a three-manual ‘German 

Baroque’ organ had been installed at his local Catholic Church, Our Lady of Dolours Servite Church, 

Fulham Road, Chelsea. It was built in 1968 by Grant, Degans and Bradbeer; the disposition was 

devised by Alan Harverson, and it was the first organ in England with all-mechanical key action to 

be equipped with a setter to the thumb and foot pistons. John became a friend of the resident 

organist, Sheila Laurence, and around 1977 he was for a time one of the organists at the church. 

When playing hymns, he usually transposed them into flat keys in order to feel the pedals more 

easily. He was of course familiar with the Bach organ works. Nicolas Soames, interviewing John for 

the magazine Classical Music in 1992, discussed how he learned new repertoire with his readers: he 

commented that ‘Henry … pays great attention to the geography of the piece, and the key structure, 
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so that his view of any individual work has both a conceptual and an aural basis. Helmut Walcha 

works in much the same way’.  

Between 1972 and 1978 John became a tutor in music appreciation at the Putney Institute of Adult 

Education. He would joke that his class was ‘a music depreciation class – people enjoyed music less 

after they attended my class’ he would say! Of course they were captivating and diverse, and as has 

been observed in other tributes, people always ‘listened intently to every word he had to say’ (Claire 

Habbershaw). John was fully aware of the magic he possessed and the authority which it gave him. 

Someone in the Hotham Road class once asked him whom he considered to be the greatest composer 

who had ever lived, to which he replied in deadly serious tone, ‘Oh there is no question about it: 

Stockhausen’… he gave nothing away during the long silence that followed. No one said anything 

more, and he mischievously left them utterly bewildered!  

From 1974 to 1980 John Henry became a tutor in piano and harpsichord at Morley College, leaving 

to take up a position as visiting Senior Research Fellow in Music at Westfield College, London 

University, from 1980–83 (see below). He returned to Morley College in 1985, teaching harpsichord 

and clavichord; not many people know that he started the harpsichord class there in 1975 which 

still continues today. From 1975–81 he also deputised, teaching piano and harpsichord, in the 

Junior Department at the Royal College of Music. 

John’s first appearance at the South Bank as a harpsichord recitalist was on 29 March 1977, with a 

programme of Handel, Froberger, J.S. Bach, François Couperin and Duphly. In 1978 he gave a 

harpsichord master-class at Michigan State University, and in 1980 he was part of the lecture 

programme for the British Institute of Recorded Sound, giving a lecture-recital on ‘Les 

Clavecinistes—Keyboard music in 17th- and 18th-century France’, and then in 1983 a seminar on  

‘Les Clavecinistes’ at Nottingham University. 

In 1980 John was awarded a Winston Churchill Travelling Fellowship and a special grant from the 

Radcliffe Trust. This enabled him to take up the research fellowship at Westfield College, where, as 

well as lecturing and playing, he worked on a project which resulted in the publication in 1984 of 

the first ever critical survey of the international availability of Braille music. Following this he was 

engaged by the Braille Manuscript Music Library to research and re-catalogue a large collection of 

Braille scores for the National Library for the Blind which they had acquired from the RNIB.  

Braille Music, an International Survey won international acclaim and provided a catalyst for those 

endeavouring to broaden the use of Braille music scores, particularly in Europe. Through this work 

John contributed substantially to the promotion and distribution of Braille music internationally, 

and he was appointed International Music Consultant by the Royal National Institute for the Blind 

in June 1990. The same year he was asked to do a half-hour feature including a talk and a recital on 

the BBC Guidelines programme. 

In a biographical note by his professional manager Roger Stone dated February 1997 it was stated: 

A recording, maybe the first ever, on a late 18th-century Dutch instrument by Leenhouwer at the 

Gemeentemuseum in The Hague was released in July 1996. This is an unusual recording 

combining contributions by blind artists to promote the first inter-European computerised 

Braille music catalogue which is being put together by The Dutch Library for the Blind in 

Amsterdam. John’s thrust to continue the dissemination and development of Braille music 

continues, with sustained effort to raise further sponsorship for this programme, both in this 

country and abroad.  

In October 1984 the Daily Telegraph wrote: ‘John Henry plays and talks about his music with such 

enthusiasm that it is not surprising that his recital was received with acclaim at the Purcell Room 
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on Tuesday night’. In 1985 John was invited to take part in the celebrations marking the 

tercentenary of Handel’s birth in 1685, performing on harpsichord, clavichord and fortepiano. In 

1986 he was elected to membership of Royal Society of Musicians. Music and Musicians wrote after 

his 1987 South Bank recital: ‘Stylistic life and felicity were hallmarks of John Henry’s recital, as 

were, too, the intimacy and ability he brought to his presentation’. In 1988 he was asked to 

participate in the bicentenary celebrations of the death of C.P.E. Bach and in the 300th Anniversary 

Celebrations for Kensington Palace in 1989. 

Although he made many recordings, his only commercially released CD was The Harpsichord 1689–

1789: John Henry Celebrates the Golden Age, issued by Victoria APR Music Productions Ltd in 1990; 

it was recorded on John’s own Michael Johnson harpsichord. 

John was at the height of his powers at this time and gave an extraordinary performance of the Bach 

English Suite No. 3 in G minor at the RNIB. The blind French pianist Bernard d’Ascoli was in the 

audience and introduced himself to John afterwards. In 1993 John worked with the Hanover Band, 

collaborating with the fortepianist Mary Verney on a programme of concertos, performing C.P.E. 

Bach’s double concerto for harpsichord and fortepiano at Claydon House, Buckinghamshire, on 11 

July 1993 and at Wigmore Hall in October 1993. This concert was recorded for release as another 

CD: sadly, the record company feared they might not make a profit and the CD was never released, 

but presumably the recording still exists. As well as all this, he gave a solo harpsichord recital in 

September 1993 at the Purcell Room which included Froberger, C.P.E. Bach, de la Guerre, Louis 

Couperin and Rameau.  

During 1989 and 1990 John led seminars and master-classes on the interpretation of J. S. Bach on 

the piano at the Purcell School and at Trinity College of Music (then at Mandeville Place just off 

Wigmore Street), and in June 1990 he was appointed to the Piano Department at Trinity, devising 

workshops for pianists on Baroque performance practice and keyboard music which ‘he specifically 

designed to facilitate pianists to adopt his experience as a researcher and performer on early 

instruments to use on the modern piano’. 

Writing for Harpsichord and Fortepiano Magazine, John explained that ‘early keyboard performers 

and modern pianists tend to work in exclusive vacuums, viewing each other’s ideas and instruments 

as irrelevant’. His goals were to introduce pianists to composers such as Farnaby and Rameau, to 

explore performance conventions of the period and try to adapt these ideas to the modern piano, 

including the use of the sustaining pedal, to the surprise of many students who, he found, tended 

to have rigid ideas.  

By 1993 he had become harpsichord tutor at Trinity College of Music. To mark this, John was 

featured in an article in the July 1993 issue of The Trinity Magazine: ‘As well as performing John 

Henry is dedicated to teaching. He clearly is very stimulated by his teaching, and he says that this 

feeds into his playing … Trinity College is indeed fortunate to have such a vigorous character on its 

staff – a fine musician, a brilliant communicator and enthusiastic Anglophile’.  

This was the beginning of a long association with the college through its transformation and merger 

in 2005 into Trinity Laban Conservatoire of Music and Dance, when the move to Greenwich 

presented an added challenge for John, coinciding as it did with the start of the decline in his health. 

But he valiantly made the long journey from North London on the DLR until it became physically 

impossible. 

John had remarkable self-discipline both in his work and the way he coped with blindness and the 

gradually accumulating health problems. He tried to keep this from the world, and his indomitable 

will enabled him to do so. However, he began to feel the strain of having to prepare every lesson in 

minute detail. He said ‘most teachers just turn up to a lesson and read, they don’t have to memorise 
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every note of every piece beforehand’. It was not a complaint, but something he felt was not always 

understood by other people, particularly when working on repertoire where comparison with 

multiple editions was necessary.  

Added to this, one has also to consider his extraordinarily accurate pitch sensitivity or ‘perfect 

pitch’, a gift of nature acquired from childhood at the frequency A=440, and an indisputable 

advantage, one might assume, especially for a blind musician. However, when approaching the age 

of 30, John began to work with authentic instruments at Baroque pitch about a semitone below; so 

A became A flat, C became B etc. He was of course having to mentally transpose every note both at 

the keyboard, (now tuned to A=415 and occasionally even lower to A=392 for early French 

repertoire, which was his specialist area), and when reading Braille scores of early music. I have 

known sighted musicians with ‘perfect pitch’ who have found working at Baroque pitch confusing. 

It is worth reminding ourselves here too that, unlike conventional staff notation, the Braille music 

system involves reading every note up from the bass: thus a chord which a sighted person may 

simply take in at a glance would have to be worked out vertically, and each sound mentally heard 

and retained in conjunction with the next. Only then can a piece be constructed in the mind. Now 

imagine doing this for multiple works as preparation for teaching new pieces every week, not to 

mention performing. When you realise what this means, John’s achievement becomes all the more 

astonishing.  

He was aided in this task by readers whom he employed regularly to play through scores of repertoire 

which was unavailable in Braille, particularly the French Baroque music. He was discovering music 

which was, during the 1970s and early ’80s, still mostly unfamiliar to most modern players and still 

very much a developing area of scholarship. Pamela Nash was one of his assistants, as she recounts 

in her tribute below. Maggie (Margaret) Humphreys (1951–2019) read for John regularly from the 

1980s; she died of cancer in 2019. In an interview of 21 March 1992 for Classical Music John described 

the process: ‘Maggie plays the whole piece so that I can get an overview. But the main work is done 

in small chunks. She plays, but she also describes the page, the note values, the rests (you can’t 

always hear the value of the rests) and the ornaments’. Maggie also assisted him with getting to 

concerts and became his manager after Roger Stone died. She would often lend him her harpsichord, 

much smaller and more portable than his own, transporting it and John to many places, including 

on one occasion to the Palace of Westminster, where John played at a Winston Churchill Fellowship 

memorial dinner. She was one of a close circle of very loyal and devoted friends, including the 

pianist Gwenneth Prior, his agent Roger Stone, Rosamund Hoskins (his Braille Music Transcriber at 

RNIB) and Frances Abraham, who supported him throughout his life. 

Although as a blind person he had to analyse everything in minute detail, this was only a means to 

an end – it never resulted in a dry, academic, or merely ‘correct’ performance – he always grasped 

the higher spirit of the music and its deeper message, and everything else was a vehicle for that 

expression. A review in The Times (dated April 7th 1977) following his London debut recital summed 

up this quality about his playing: ‘The Purcell Room was packed for the harpsichord recital by the 

blind American John Henry, whose playing impressed first and foremost for the romantic feeling 

behind it, and the imaginative registration and fastidious ornamentation through which he made 

the music speak’. And a review in Gramophone spoke of ‘his passionate involvement in the music 

and his fertile imagination’. 

Despite often being in pain, he continued to perform, giving recitals of music for two harpsichords, 

including several performances at the Handel House Museum, marking Handel’s 250th anniversary 

in 2009 with the composer’s little known Suite for two harpsichords, Suite à deux Clavecins, HWV 

446 (British Museum MS 31577, reconstructed by Thurston Dart), which John had re-discovered; 

and in 2010 a programme including the J. S. Bach Concerto a due Cembali senza ripieno BWV 1061a 
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in C major with one of his former pupils (the present writer). The same year he also played the 

W. F. Bach (1710–1784) Concerto a Due Cembali Concertati at Finchcocks with Steven Devine playing 

an eighteenth-century fortepiano and John at one of the great Kirkman doubles, to mark the 300th 

anniversary of the composer’s birth.  

John’s teaching career began in 1969 and spanned almost fifty years. As well as his more public 

lectures and teaching posts, he regularly gave private tuition at his home in piano and harpsichord, 

also clavichord, theory of music, and some coaching in French and German song. Many people 

regard teaching simply as matter of imparting information, but John went so much further. His 

understanding of human nature was always central to his approach and gave him an uncanny way 

of knowing what would help each person, even a dyslexic musician struggling to sightread like 

myself! Because of his extraordinary insight and analytical mind, he could always see the cause of a 

problem and home in on it precisely. This involvement and concern with each pupil’s individual 

needs were unique qualities, and through this empathy he could draw out of people more than they 

thought it possible to achieve themselves. 

If he believed in you, he would do everything to help you, with all the preparation that involved, but 

in turn he expected total commitment (quite rightly so) and the same high standards as he set 

himself; but this was tempered to suit the ability of each pupil. When he was critical, he would be 

totally honest, which could be disconcerting at times, but it was never destructive and was usually 

delivered with humour, which also made the point more memorable. 

He fully understood that a performing musician is a whole entity, comprised of body, mind and soul, 

and if the soul is going to sing, it must be encouraged, nurtured and understood. When confronted 

with a very nervous pupil or one in crisis, like a good holistic doctor, he treated the whole ‘patient’ 

and didn’t just see the notes as the problem. During the 1990s, teaching gradually become the main 

focus of his work and his dedication to his students is evident from the many moving accounts 

included in this issue. One of his students at Trinity Laban in 2013, Claire Habbershaw, wrote: ‘… 

most importantly, John encouraged me so much … He made me see more value in myself and my 

playing, which I struggled to see before’. Bridget Cunningham wrote: ‘John was incredible and 

always 100% supportive’. David Wright said: ‘John Henry gave me the greatest gift a teacher could 

bestow upon his pupil and that was confidence’, and Sophia Russell wrote: ‘John was a pivotal part 

of my musical life and career’, all statements with which I fully concur as a former student myself 

from 1987. I could not have become a professional musician without him.  

Because of this empathy and genuine concern, he would keep in touch with many former students, 

taking an interest in their progress and even finding them employment whenever possible. Peter 

Bavington recollects how ‘John loved company: it stimulated and invigorated him … This love of 

communicating must be what made him for so many years an inspiring and well loved teacher’, and 

indeed it was. When he could no longer teach, he felt it very deeply and became severely depressed.  

His last public musical activity was playing at Fenton House, Hampstead, where he gave his all to 

an entranced audience at the musical Wednesdays about once a month, and it became something 

of a lifeline for him. He would always over-run; once he got going, he was unstoppable. Rosemary 

Trimmer, one of the volunteers at Fenton House, wrote: ‘He delighted our visitors with his humour 

and wonderful playing’ and her tribute paints a lively picture.  

 

John retained his remarkable memory right to the end, saying that he still remembered about 300 

pieces in his head, and his ability to accurately recall almost anything remained unimpaired to the 

end of his life. The last time he played, while seated at the Broadwood grand of 1805, at an 

impromptu request from the audience, he unhesitatingly launched into a piece by Chopin. Later he 

said he had not played the piece for about 40 years! One would never have known. 
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As recently as 2019 he was planning one more performance: ‘A Bach family concert’ with a 

programme for two harpsichords at Fenton House. Sadly, it was not to be; the isolation imposed by 

the lockdown restrictions undermined his already fragile health, cutting off the support on which 

he depended. He died of cancer which remained untreated until it was discovered too late.  

His other lifeline in his last years was his Catholic faith, which was always at the centre of his life. 

Every Sunday he attended St Mary’s Church, Holly Place, just around the corner from Fenton House, 

and nothing would deter him, however bad he was feeling. Often in great pain, he would climb the 

steep hill going up from the station: nothing was more important for him than the Mass. He also 

read from scripture, which was remarkable to witness, bringing the full force of his authority and 

eloquence to his delivery, reading from Braille. The last time was just before the start of lockdown 

in 2020. As his Parish Priest Monsignor Phelim Rowland put it very beautifully at John’s funeral, 

‘He touched the word of God’.  

Apart from his formidable intellect, perhaps the most extraordinary thing about John was the way  

he met the challenge of his disability. As with Beethoven, it drew from him more than seemed 

humanly possible. John died on 15 December 2020, just the day before the 250th anniversary of 

Beethoven’s birth, and like the master before him, his life was a triumph over adversity.   

Nicholas Lane: London, UK  

Harpsichordist, pianist, performer, teacher and composer, organist at Holy Apostles, Pimlico, and Director of 

Music and organist at St Mary’s Holly Place, Hampstead.  

nicholasarborvitae@protonmail.com; www.momh.org.uk; musicat19a.co.uk  

 

 

1. John as teacher at Trinity Laban Conservatoire of Music and Dance and its 

predecessor, Trinity College of Music, London  
 

Havilland Willshire  
John Henry was a big part of our community at Trinity Laban, as well as the former Trinity College 

of Music. He joined us in 1990 and over the next 29 years made a lasting impact on students through 

his lectures, masterclasses, and one-to-one teaching as an active member of the Keyboard 

Department. In the words of a former student, ‘he was so supportive and helpful.’ His presence will 

continue to be felt, through their playing, well into the future and throughout their careers.  

Havilland Willshire: London, UK  

Director of Music, Trinity Laban Conservatoire of Music and Dance  

www.trinitylaban.ac.uk/study/teaching-staff/havilland-willshire/ 

 

 

Sophia Russell  
John was a pivotal part of my musical life and career. My weekly lessons at Trinity College of Music 

were tucked away somewhere in the depths of the practice building (it had more corridors and 

staircases than Hogwarts!) and every lesson was enlightening and entertaining. He was a truly 

inspirational teacher. 

Once I had left the folds of music college, we would meet up and go to concerts together and I was 

always struck by how many people knew John. He also seemed to know everyone and everything 

about everyone! 

John’s own performances were demonstrative of his musical talent and personality. His playing was 

always mellifluous, and his interpretation was illustrative of his individual playing style. He had a 

http://musicat19a.co.uk/
http://www.trinitylaban.ac.uk/study/teaching-staff/havilland-willshire/
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talent for seamlessly interweaving melodies with beautiful phrasing. His introductions to pieces 

were always saturated with knowledge about the music and composers.  

John had a brilliant sense of humour and a streak of rebelliousness about him. He was fiercely 

independent and determined but he was also kind, thoughtful and would always be there to offer 

encouragement. I will miss him greatly.  

Sophia Russell: Bedfordshire, UK  

Harpsichordist, ex-student Trinity College of Music, and friend  

 

 

Bridget Cunningham  
John Henry was my harpsichord teacher when I studied for my MMus and I often saw him at Sunday 

Mass at St Mary’s Church in Hampstead. John was incredible and was always 100% supportive of all 

the extra teaching commitments, pressures and outside work a student would need to do just to 

support themselves through college. 

Despite being blind, I remember him being incredibly mobile and independent, whizzing around 

London. As the harpsichord is such a tactile instrument, he manoeuvred around it like lightning, 

feeling the keys and the pluck of every plectra, hearing the music, the feeling, phrasing and every 

breath. As well as his phenomenal playing, his love of the French school and incredible musical  

memory of each note he had learned of huge volumes of harpsichord scores, I will always remember  

John’s laughter, his humour and how his presence would light up a whole room! He was a total pun 

master – the king! ‘Let’s fry up a Froberger, mash up some Marais, Bach up the wrong tree, we can 

Handel it!’ For hours on end …  

Bridget Cunningham: London, UK  

Harpsichordist, conductor, artistic director of London Early Opera  

www.londonearlyopera.org 

 

 

David Wright  

John Henry gave me the greatest gift a teacher could bestow upon his pupil and that was confidence. 

I first met John when I was a teenager working backstage at the Royal Albert Hall in the mid 90’s 

just after completing A levels, and wondering what to do with my life. As a self-taught musician 

from an impoverished East End family, I never imagined myself to be good enough to go to music 

college; coming from a background where it was an achievement to stay out of prison after leaving 

school, self-esteem was not something nurtured in my childhood. That was until I met John Henry 

one afternoon when I snuck out of work to the Early Music Exhibition over the road at the Royal 

College of Music. A small crowd had gathered around a Michael Johnson double manual harpsichord 

that had recently been commissioned by Trinity College of Music. I plucked (!) up the courage to 

have a go on it, and rattled off the prelude from Bach’s English Suite No. 2 in A minor, after which 

John Henry popped out of the crowd and told me I should audition for music college. I had no idea 

who he was, but when he told me he was Professor of Harpsichord at Trinity I was a little 

gobsmacked, as these places always seemed so out of reach. Even walking into the RCM for the first 

time seemed like walking on hallowed ground, and I didn’t feel worthy. I decided to give it a go, and 

John sent me for my first harpsichord lesson to Virginia Pleasants to prepare me for auditions. I was 

offered places at all of the London colleges, and of course chose to study with John at Trinity for 

four years as an undergraduate. I went on to do a masters degree and win several national and 

international competitions, and have enjoyed a successful international career since.  

It may sound as if I am talking about myself, but I owe all of what I have achieved to John giving me 

that invaluable gift of self-belief; and this is testament to his kindness, generosity, patience, wealth 

http://www.londonearlyopera.org/
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of knowledge and musicality. I was probably a difficult pupil, and certainly I did not sit well with 

institutions at the time but, unlike other teachers, John never lost his temper with me once, a real 

measure of what a gentleman he was and how much faith he had in his heart — because I wouldn't 

have wanted the misfortune to encounter me back then. I can hear him chuckle as I write this. Rest 

in peace, dear John.  

David Wright: Wisbech, Cambridgeshire, UK  

Harpsichordist, director, keyboard player with the ensemble Red Priest  

harpsichord.dave@googlemail.com 

 

 

Claire Habbershaw  
I met John when I began my piano studies at Trinity Laban in 2013 and I remember clearly what a 

strong impact he had on all of us students he was teaching in our year group. The class was on the 

Baroque era and how to translate this into our piano repertoire. There are no words to describe how 

captivating John was as a teacher to all of us. He was one of those rare people who had the ability 

to make any and every topic captivating, and we all listened intently to every word he had to say 

because his lessons were so filled with fun and entertainment. I suppose because I had an interest 

in the clavichord and harpsichord, but also because John was such a generous spirit and so 

encouraging, we kept in touch throughout and after my time at Trinity Laban. One of my favourite 

memories was seeing the Brandenburg Concertos with John at Wigmore Hall (my first concert ever 

at Wigmore, in fact). I remember after the end of the sixth one, he turned around to me and said, 

‘Now THAT’S rock and roll!’ with a huge grin on his face. I recall feeling completely enthralled and 

inspired by his excitement for the music.  

In my second year of studying, I came to a point which has been one of the most difficult to face yet 

in my life: my principal-study teacher died very suddenly of a brain aneurism, and I had a crippling 

repetitive strain injury, which meant I had struggled with my studies at Trinity that year because it 

was so painful to practise. I was finding everything very difficult and wanted at that point to give 

up, if I am perfectly honest. I phoned John in floods of tears and explained how frustrated I felt. But 

John just laughed. Not at all in an unkind or unempathetic way: in fact, it was the complete opposite. 

He laughed because he knew I did not mean it and I just could not see it yet. He talked to me for a 

long time on the phone, and listened carefully to everything I had to say about what I was feeling, 

which, now that I look back and think about it, makes me feel deeply grateful. I feel sometimes that 

that phone call was what made me continue with piano. John was down to earth, and a very 

empathetic ear to talk to. So, we did lots of fantastic work together that summer. I worked on 

Beethoven’s Sonata No. 10 in G Major op.14 mainly, and what a fantastic time we had working 

together on it. His artistry and creativity were thrilling and exciting to me. But most importantly, 

John encouraged me so much. He was such a positive and bright influence, at a time which was dark 

for me. He made me see more value in myself and my playing, which I struggled to see before. 

Through his help and encouragement, I started to have more successes at Trinity Laban, and now 

am studying a Masters in piano accompaniment on a scholarship at Guildhall School of Music and 

Drama. I believe to this day if John had not intervened as he did, I would not be where I am now. 

Consequently, I feel I owe my success and career to John, and when I perform now, it will be in 

memory of him and his enormous influence on me as a musician. He truly changed my life. 

We kept in contact frequently up until his death. I was delighted that John was able to hear my first-

year Masters’ recital at Guildhall on YouTube: he told me he watched it several times. I am quite a 

light-hearted person and like to think I have a good sense of humour, which I suppose is why John 

and I got along so well. Oh, where do I even begin with that man’s sense of humour, which quite 

frankly was second to absolutely none?! He made me howl with laughter all the time! We had so 

much banter between us; my favourite joke was that he was disappointed he could not attend my 

mailto:harpsichord.dave@googlemail.com
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MMus recital as he wanted to be in the front row to ‘heckle me/throw tomatoes at me’. I replied he 

would just have to throw them at his screen instead. It really was constant hilarity with John. 

I think that was the real magic of John. He was just so light-hearted and lovely to be around. 

Incredibly personable, compassionate and generous. But he never gave up on me, and he also stood 

up for me when I needed it. He got behind me, reinvigorated me and never let me give up on myself 

or what I wanted to do. He never underestimated me or my abilities, which was something that was 

important for me as a young artist, to know that I had that level of support and guidance that John 

so liberally offered to me. I am forever grateful to John Henry for everything he did for me and to 

the people he has introduced me to.  

Claire Habbershaw: Upminster, Essex, UK  

Pianist, harpsichordist, accompanist specialising in art song, opera and musical theatre  

www.clairehabbershaw.com/ 

 

 

2. John as music adviser to the RNIB and promoter of Braille music  
 

Sally Zimmermann  
John was passionate about Braille music, which he called ‘Brillo’ sometimes, and painstakingly 

produced, manually, the first international survey of Braille music in 1984, published by RNIB. In 

2015 Rodney Slatford OBE presented him with an award for his lifetime of service promoting Braille 

music at a concert at the Wigmore Hall.  

John was a pioneer of the lecture recital. He delighted in giving two at the Queen’s Gallery in July 

2014, playing the 1740 Shudi harpsichord, including explaining how it was originally a claviorgan, 

as part of a study day designed for people who were blind or partially sighted. Not surprisingly, John 

drew a much wider audience: anybody in the gallery came along and listened, attracted by his 

eloquence and enthusiasm. The theme was ‘Music and Taste: At home with the Georgians’; 

American John, who chose London as his home for over fifty years, relished his connection with 

George III and Queen Charlotte that day.   

Sally Zimmermann: London, UK  

Former Music Adviser, Royal National Institute of Blind People  

https://www.rnib.org.uk/ 

 

 

Bill McCann  
It was, as I recall, in November of 1998 that I first met John. George Bell of Techno-Vision Systems 

had teamed up with Jackie Clifton of Musicians in Focus Ltd to arrange for me to present our Braille 

music software at Trinity College of Music. It was a very exciting day because I was not only able to 

present our work to so many fine UK musicians, blind and sighted, but I was also interviewed by the 

BBC World Service and their Latin-America service.  

The night before, Jackie organized a dinner at a nice restaurant (I think it was an Italian place – of 

course, John would remember!). It was a fun evening. There were six or seven of us, as I remember. 

There was one guy who sat across the table from me and seemed to be putting on a kind of American 

accent. I took an immediate liking to him, but realized later that he was putting on the American 

accent a bit thick just for me. I never asked John if he was responsible for getting me such great BBC 

coverage: he probably had connections at the BBC due to his own work in broadcasting. 

Many years later, I asked John something like: ‘Was it November of 1997 or 1998 when we first met, 

John?’ He said without missing a beat: ‘It was November 15, 1998. It was a Sunday’. He went on to 
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tell me the name of the restaurant and the other people who were there. I am embarrassed to say 

that I can only remember John, Jackie Clifton and myself being there at this point. Sadly, I have lost 

a copy of my Outlook Calendar from those years on which I used to try to make diary entries about 

things like that. Of course, John did not need any diary entries with that steel trap of a memory he 

had. I did push him to tell me what I had eaten for dinner that night but, if he did remember, he 

wouldn’t say! 

On a subsequent trip, my business partner, Albert Milani, and I came over to London. We visited 

John at his flat to help him configure our software, etc. He proudly showed us his harpsichord and 

allowed me to play a few notes. I asked him about tuning it and he told me that he was ‘a bit cross’ 

about the tuning of that instrument. He said just listen to this and proceeded to play one of the Bach  

inventions (D Minor maybe?) perfectly with the right hand in D minor and the left hand in D sharp 

minor! It was flawless and very funny. 

We bonded over talking about, and sharing, good food and drink. We joked about baseball (his 

Yankees perennially beating up on our Phillies). I would tease him about how we were looking 

forward to Thanksgiving and pumpkin pie to the point where, in our email correspondence (which 

was much more frequent than our phone chats), we would refer to it only as that unmentionable 

comestible. On one of my trips over, I brought a can of pumpkin and arranged for someone to bake 

a pumpkin pie for him. It was great fun surprising him with it as a farewell present. 

John and I talked about Braille music, of course, but surprisingly little about music itself. From my 

side, although I studied music to the Bachelors degree level, I felt like I was totally out of my depth 

discussing music with John. But he had the gift of the gab and the gift of making pretty much 

anything we talked about just fun. As you know, he was generous in conversation and usually let 

me say more than he did. Usually. 

But the thing that brought us closest was our shared faith as Christians in the Roman Catholic 

tradition. Over the years, whenever business brought me to London, I would attend Sunday mass at 

St Mary’s with John. I would get to sit in his special pew and listen to him singing the hymns an 

octave or two under the congregation. He would make sure to give me Braille sheets with the lyrics 

to most of the hymns, many of which were unfamiliar to me. Then it was out for a ‘pub lunch’ at the 

Holly Bush or one of the pubs within walking distance.  

Bill McCann: Phoenixville, PA, USA  

Founder and President, Dancing Dots Braille Music Technology  

www.dancingdots.com 

 

 

Fiona Russell  
I was a music transcriber for John, not only for works that he was preparing for himself, but also 

those that he needed to teach. We covered a wide range of repertoire; Froberger, Couperin and 

Rameau in particular. The French baroque was of course one of John’s great loves and I quickly 

discovered that my somewhat dim recollection of French ornamentation was woefully inadequate. 

We also realised that the ornament symbols available to me in the notation programme were also 

not up to the job. I pored over the intricacies of tremblemens and port de voix, John frequently in 

humorous despair as I confused my pincé and coulé. Together we came up with work-arounds, 

devising new codes, reassigning all manner of symbols and numbers to convey what I saw on the 

page into something that both the notation and the Braille transcription programs could cope with. 

John approached all of these hurdles with his usual energy and wit and I enjoyed coming home after 

a long day at work to be greeted by a long and complex voice message from John as he tried to make 

sense of the latest files. Although actually, there was no greeting! He would often just launch 

http://www.dancingdots.com/
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straight in, asking if I had considered that bar 15 might be better off with an accidental put in 

brackets. After a minute or so, he would break off and add almost as an afterthought; ‘by the way, 

it’s John Henry here’. I couldn’t have mistaken him for anyone else!  

Fiona Russell: London, UK  

Artist manager and musician  

 

 

Rosamund Hoskins  
When invited to consider writing a personal tribute to John, I had two resounding and initially 

irreconcilable responses: ‘YES of course! And ‘NO: absolutely NOT.’ Could I be creative with these 

opposites?  

The dilemma gave me a hint of how to articulate the essence of John as I knew him: a person of 

extreme skills and challenges; intensely private and yet incredibly gifted as a performer and 

communicator: possessed of lightning-fast wit and intelligence but also deeply sensitive. I met John 

roughly 30 years ago when we both worked in the Music Department of RNIB and a valued friendship 

began. He was involved in vital work on the international Braille music scene, and his unique energy 

enlivened the whole office whenever he came in. There is not much else that can be said publicly, 

beyond adding that my own life has been immensely enriched (not always comfortably!) by knowing 

him. And I miss him.  

Rosamund Hoskins: Bedford, UK  

Piano teacher and former Braille music transcriber at RNIB  

 

 

3. John in public and in private  

 

Steven Devine  
I feel that I have lost a friend who was at the same time a wise counsel, a mentor, a colleague and a 

truly great musician. When John came down to Finchcocks Musical Museum (frequently in the late 

1990s/early 2000s) he would be a great inspiration in his measured approach to the instruments – 

always asking them what sound they wanted to make and never forcing his own ideas on them. The 

information that flowed out of him, like his musicianship, was always witty and pertinent and 

revealed an intellect that was formidable but never used to intimidate, always to entertain, 

enlighten and collaborate. 

As with many keyboard players who knew John, I often look at a musical problem, try to solve it, 

fail, and then wonder ‘what would John do?’   

Steven Devine: Marden, Kent, UK  

Principal Keyboard Player with the Orchestra of the Age of Enlightenment; Early Keyboard Consultant to 

Royal Birmingham Conservatoire and Royal Welsh College of Music and Drama; Music Director of New 

Chamber Opera, Oxford; former curator, Finchcocks Musical Museum  

https://stevendevine.com/ 

                                                                                                                                                             

Jane Clark  
I remember John Henry coming to see my husband [the composer Stephen Dodgson] soon after he 

arrived from America. He was then a singer and I think talked to Stephen about concerts in which 

he would accompany himself. My memory is vague, as though I feel pretty sure I must have fed them 

I wasn’t in on the main subject of conversation.  
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It was only when he became interested in the harpsichord that I got to know John well. He 

sometimes used to invite me to Trinity when he taught there if he thought the students needed a 

fresh voice. What an example! If only more teachers did this. On one occasion when Trinity was still 

in Mandeville Place, I offered to go and get John his midday sandwich. The only thing he vetoed was 

mayonnaise, saying the reason he left the USA was to escape mayonnaise. It proved quite a 

challenge.  

When I wrote my Couperin book or gave a lecture John always found reason to challenge me with 

his unique brand of mischievous humour, so keeping me on my toes.  

I was always lost in admiration of his courage in facing what must in so many respects have been 

such a difficult life. I never heard him complain about anything, even when his health must have 

been seriously declining. Again, what an example to us all.  

Jane Clark: London, UK  

Harpsichordist, music historian, author and François Couperin specialist  

http://janiculum.co.uk/players-repertoire/jane-clark.html 
 
 

Pamela Nash  
My first ever paid musical work was to play for John Henry. I believe the year was 1978 or ’79, during 

my graduate studies at Trinity College of Music. John had been looking for someone to trawl through 

unfamiliar repertoire, the main aim being to help him select upcoming recital programmes. As the 

only first-study harpsichord student in London, I was an obvious choice, though very pleased to be 

asked. It came as something of a surprise, given the extent of John's scholarship and knowledge, to 

learn that there were certain sectors of harpsichord music which he had yet to encounter. Of course, 

this was down to the limitations at the time of Braille score publishing, as well as the fact that he 

preferred live playing and interaction over listening to recordings – which in any case were not 

always available to him.  

John was already known as a recitalist but wanted to further explore the French repertoire, and my 

assignment was to read through, over the course of several afternoons, some Balbastre and the 

complete Duphly: a task made the more enjoyable for being carried out at his home on a Michael 

Johnson Goermans-Taskin harpsichord. 

I too was a Duphly novice and a convivial atmosphere of mutual musical discovery happily 

descended, punctuated by his notoriously mischievous humour, occasionally at Duphly’s expense 

whenever he found aspects of the writing banal. (I suspect that John’s blindness accounted not only 

for the sharpness of his aural perception but also his propensity for taking musical potshots.) 

Notwithstanding, he took a good many of the pieces to his heart – La Félix, Les Graces and La 

Forqueray spring to mind as three such favourites – and I confess to taking a certain pride in noting, 

not too long after our meetings, that Duphly began to feature on John’s concert programmes, and 

indeed remained a repertoire mainstay.  

Some years later, on the occasion of my preparing for an audition, John kindly offered himself as a 

trial auditor. On a swelteringly hot day, and in a hopelessly humid, airless college practice room, I 

played as best I could on a harpsichord suffering badly under the conditions. Amazingly, John 

appeared utterly unfazed, showing no sign of flagging at any point. I recall too that his feedback 

was startlingly uncompromising. I could have been wrong, but I put both of these behaviours down 

to the self-mastery, grit and ruthlessness of mind which must have since childhood become 

essential to his personal armour.  

http://janiculum.co.uk/players-repertoire/jane-clark.html
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John was an effortlessly affable, sociable character. He attended as many concerts as possible, 

managing to travel round London, often without assistance. He could recognise individuals’ voices 

straightaway, even within the hubbub of a concert hall foyer. His own voice, with its genial, 

American tones served to soften the impact of his occasional irreverence (he held little truck with 

stiff formalities) and certainly, his lack of sight was no obstacle to seeing the absurd in people and 

situations. This gift for observational humour, dispensed with impeccable comic timing, and 

enjoyed by many in his value-added recital introductions, could however prove a liability if you were 

game enough to sit next to him at a concert. Hilarious quips would occasionally and inconveniently 

land between pieces like little bombs: it was all you could do to keep from laughing.   

Pamela Nash: Warrington, Cheshire, UK  

Harpsichordist, editor, teacher, curator  

nashhpschdnew@aol.com 

 

 

Maggie Cole  
I became aware of John by attending a recital he gave at the Purcell Room sometime in the 1980’s. 

I was hugely taken with not only his delicate and informed playing, but by his informative and highly 

entertaining style of presenting his programme. John had an effervescent way of communicating 

the huge love he had for his chosen instrument and the music written for it. Along with occasional 

meetings over tea, during which his conversation was always so engaged and witty, I remember one 

intimate occasion when I had the privilege of giving him practical support. I know that there are 

others who performed this task frequently for John, but I will always cherish my memory of just 

once playing an Allemande by Couperin to him, phrase by phrase, so that he could learn it by ear. 

We worked for about an hour and by the end of this short amount of time, he had the piece 

committed to memory. He was already adding his own personal touches to it and bringing it to 

beautiful life.  

I regret never hearing John give his tour of the collection of instruments at Fenton House [see 

below]. I can only imagine what a gift these must have been to the lucky visitors who happened to 

hear him as he guided them through history, construction and sound qualities, all represented by 

the repertoire he will have chosen for each instrument.  

Maggie Cole: London, UK  

Harpsichordist, fortepianist, Professor of Fortepiano: Guildhall School of Music and Drama; co-founder of  

the Trio Goya  

www.johnfirth.net/maggie 

 

 

Katie Attwood  
I was born with very little sight and took up the harpsichord at 48. Sally [Zimmermann; see above] 

put me in touch with John and I found him hugely inspiring and always very helpful. I first met him 

shortly after my fiftieth birthday, for which he had kindly offered me a free masterclass. I learned 

so much in those brief hours – would that I had remembered all of it and put it all into practice! My 

second, and only other encounter with him was a one-off lesson at Trinity, in September 2012, 

where I likewise learned a great deal and where, as on the first occasion, JH shouted at me quite a 

lot! He had a very fiery temper which, with his extraordinary wit and great human warmth and 

kindness, was all part of what made him such a remarkable man, as well as being such a superb 

musician.  

Katie Attwood: Nottingham, UK  

Retired Senior Lecturer in Medieval French literature and blind amateur harpsichordist  

 

mailto:nashhpschdnew@aol.com
http://www.johnfirth.net/maggie
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Anthony Noble  

It was, I think, a conference in London: in the manner of these things there were people loudly 

greeting each other with the typical academic fondness that is subsequently negated by some less 

flattering aside once the party concerned is out of earshot. Unnerved by it all, I quickly found a quiet 

seat next to someone I thought looked kind. John immediately introduced himself, and I was 

delighted to find that his was a name I recognised, and that he still wanted to speak to me. I was 

further delighted and honoured to discover that he knew my name and I was not about to have to 

start the whole ‘and then on my fifth birthday …’ thing. We spent the whole day together, and the 

reason for a procession of visitors and interruptions to OUR conversation was quickly clear: this 

softly spoken, gentle gentleman was as encyclopaedic in his knowledge as he was entertaining in 

his conversation. 

Having quickly become firm friends with John (as did not all those who met him?) he took to inviting 

me to contribute to his classes at Trinity. Here, every time I said something entertaining, he, almost 

in a whisper, topped it, derailing any attempt at serious study for a minute or two, and every time I 

presented to the eager students, in relation to their performances, a precis of some obscure, but 

particularly apt comment by CPEB or FC, John would quietly drop in a detailed citation, often 

including the quotation in its original language. And then, if we were lucky, and we usually were, 

John would wander up from the back where he had been sitting (‘out of the way’?), feel his way along 

the cheek of the instrument and sit down to play with the most astonishing harpsichord touch, and 

command of musical structure one could ever hope to hear. 

My first invitation to take John’s Trinity class came while the College was still in Mandeville Place, 

where a decade before (and before John’s time there) I had been a student. At this point I must 

explain that, though I am not afflicted as was poor John, my eyes are very far from perfect (though 

John was outspokenly envious when I talked about visual clues to performance in facsimile, as 

opposed to modern printed, editions). I had walked to Trinity from Oxford Circus, but at the end of 

the class we were both in a rush. He asked if I would take his arm, and we headed confidently (well, 

I did; John, as ever, was too polite to say anything to the contrary) to the Bond Street station 

entrance that went underground next to the old HMV. Imagine my consternation when, having gone 

down escalators (I should have known then), I discovered, not the booking hall I remembered, but 

a shopping precinct. Confessing to John that I couldn’t see where to go, he said ‘That’s OK’, before  

dragging me through the shops and crowds to the station entrance – much to the amusement of the 

bystanders who were clearly not used to such a reversal of roles. 

John never failed to surprise and amuse me: an outstanding musician, erudite, sensitive, and with 

the ability to move one enormously with his playing. But, above all, he was a man of great goodness, 

wisdom and kindness. I shall miss him.  

Anthony Noble: Farnborough, UK  

Organist, harpsichordist, clavichordist and musicologist  

afgnoble@gmail.com 

 

                                                                                                                                                          

Peter Bavington  
John loved company: it stimulated and invigorated him. When giving a public performance, he 

preferred to use the format of an ‘introduced recital’, talking informally to the audience as friends, 

giving them a few relevant facts and sharing some of his own delight in the music. This love of 

communicating must be what made him for so many years an inspiring and well-loved teacher. He 

encouraged his pupils, too, to think of music as a form of communication: I remember his saying to 

a participant in one of his master-classes ‘You have to tell a story’.  

mailto:afgnoble@gmail.com
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Once, in a small private gathering, when refreshments were being consumed following one of John’s 

performances, the talk turned to a certain prolific writer on music whose books had sold well, and 

someone accused him of ‘dumbing down’. John demurred: ‘There is nothing wrong with being a 

populariser’ he said.  

In the days, some thirty years ago now, when I was making harpsichords in Clerkenwell, John took 

an interest in my work and sometimes came to the workshop to play a newly completed instrument 

before it was sent off. Despite his blindness, he was an undaunted habitué of the London 

Underground, and it was a pleasure to meet him at Farringdon station and walk up to the workshop, 

chatting arm in arm. He found it quite hard to be critical of the instrument, or even of my own 

fumbling attempts to play. After half an hour or so, we would have to slip out into the street for 

John to smoke a cigarette. Even that seemed like fun.  

Later I turned to clavichord making, and I was surprised to find that John had a passion for that 

instrument too. I remember the occasion when half a dozen people had gathered in my workshop 

to inspect my latest creation: an attempt to reconstruct the clavichord described by Marin 

Mersenne. John was in good form and seemed light-hearted and quite spirited. But when he 

approached the unfamiliar instrument and began to play a movement from one of Froberger’s 

suites, everyone was, I think, startled by the seriousness and emotional depth of his playing. By that 

time his health had deteriorated and the cigarettes had had to go. 

As editor of the British Clavichord Society Newsletter, I suggested to the reviews editor (Adrian 

Lenthall) that John might be asked to write occasional reviews of new CDs. He responded with pieces 

that were elegantly written and full of insight, revealing a literary talent that did not often get 

exposure.  

In recent years his deteriorating health meant that it became harder for him to get out and about. 

One occasion when he did venture forth was to see and play the newly-restored Thomas Goff 

clavichord No. 6 at the Royal Academy of Music. This had been Valda Aveling’s clavichord: John 

knew it from many years before, when it had been restored by his friend Peter Groome in Goff’s own 

workshop. In the intervening years it had belonged to Sir Peter Maxwell-Davies. I can remember 

John’s delight at being reunited with this very old friend: he seemed as lively as ever, and eager to 

continue conversation even when the time for his return home was overdue. 

In the past year, teaching and playing both virtually stopped, but John was still able to conduct 

many of the regular Wednesday tours of the harpsichords and clavichords at Fenton House, where 

he was a favourite with the public and the volunteer stewards. Eventually the coronavirus lockdown 

put a stop even to those outings. How hard it must have been for him, with his love of 

communication, to find himself compelled to live in rigid isolation.  

Peter Bavington: London, UK  

Harpsichord and clavichord maker and restorer, organologist and author   

www.peter-bavington.co.uk 

 

                                                                                                                                                            

Michael Faulkner  
I first met John in the summer of 2000 when, as a congenitally clumsy and largely self-taught 

amateur harpsichordist, I attended a Bach keyboard course he gave at Dartington Summer School. 

I found him the kindliest and least patronising tutor imaginable, yet absolutely rigorous in his 

analyses of how we could all do better. At the end of proceedings, I asked whether he had an 

impoverished student who might be prepared to give me a few lessons. He immediately offered to 

take me on himself, apparently undeterred by my proven status as one of the dunces of the class. 

Thus began my relationship with one of the most remarkable people I have ever encountered. 

http://www.peter-bavington.co.uk/
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For the best part of 20 years I ventured, at irregular intervals dictated by our other commitments 

and, increasingly, the parlous state of his health, to one of the succession of flats he occupied in 

Belsize Park – the consequence of a disastrous decision to sell the first of these, despite my earnest 

entreaties to the contrary at the time. Our sessions bore plentiful evidence of the formidable 

difficulties he experienced, living on his own without the power of sight and often in great pain, 

further handicapped by a certain other-worldliness and impulsiveness, in navigating a passage 

through the day-to-day practicalities of life. Yet his keen sense of the ridiculous enabled him often 

to derive, and to share, considerable amusement from his predicaments and misadventures. 

Coupled with his endearing weakness for the most childish of jests and puns (highly infectious, as 

I’m reminded on re-reading our voluminous e-mail exchanges) and readiness to be sidelined into 

hilarious anecdotes whenever I detected his laser-like focus on my technical and interpretative 

inadequacies being about to pounce, this made far more often than not, against all the odds, for a 

thoroughly life-enhancing experience.  

And then there was the teaching itself, founded on the absolute mastery and recall of the smallest 

details of every bar of the literature, including every variant reading, that he had miraculously 

acquired through endless hours of Braille study of the scores. About all of these he had deeply 

considered, almost always persuasive – and, where (to me) not, mostly unshakeable – views on 

phrasing, articulation, fingering, rhythm, tempo and the realisation of ornaments in their individual 

contexts. As a result, most performances I hear of the pieces we studied, even by famous names, 

now seem to me disappointingly superficial and generalised. I’m not at all sure that I emerged from 

all those years of study with him a significantly better player – my technical shortcomings, 

accentuated by old age, were too deep-seated for that – but at least I gained an immeasurably  

enhanced understanding and appreciation of the pieces I was trying to play and was introduced to 

all sorts of works I would never otherwise have discovered or bothered with: take the wondrous 

BWV998 (‘für Laute oder Cembalo’) or John’s inevitable personal favourite, the output of Jean-Henry 

d’Anglebert, wreathed in its initially rebarbative (dés?)agréments.  

Michael Faulkner: London, UK  

Retired civil servant and policy consultant; amateur harpsichordist  

michaelfaulknerconsultancy@googlemail.com 

 

 

Nick Newton  
John Henry seemed to know me better than I knew him! Although we only met and conversed 

occasionally, he was always very proud that he could identify my voice and recall my telephone 

number from memory. 

I first encountered John at Trinity College during the annual Early Music Festival when it was held 

there, and my teacher at the time, Nick Lane, said that I must try and get into his master class that 

was taking place there that morning. As I entered the room, John was chatting at the door and I 

subsequently watched him anxiously as he made his way hesitantly to the front of the room, where 

there was a harpsichord and clavichord awaiting him. After he sat down on the stool (which was 

facing the wrong way), he had to get up and turn it around, but immediately stumbled over his white 

cane which he had folded and laid beside the stool on the floor. My heart sank … 

The contrast when the class finally began was a startling introduction to the real John – as well as 

the young student for whom John was effusive in his praise. John recalled with his prodigious 

memory the first time that they had met at a previous class, the specific music that had been played 

on that occasion, and shared with us all his enthusiastic excitement of waiting to hear how the 

student’s performance had developed since then. Before the young man could start playing, John 

suddenly asked him if he had ever played the clavichord – a question that would have unnerved 

mailto:michaelfaulknerconsultancy@googlemail.com
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anybody concentrating on what he was about to do. Whereupon, John added that the piece that was 

about to be played always reminded him of another work, at which John abruptly sat down and with 

no more ado, played an excerpt to make his point! 

The warm atmosphere of that class was inspirational and stays with me to this day, epitomising 

everything that I got to learn about John. His disability, which for a lesser mortal would have been 

a crushing handicap, was accepted by John, at least in company, with extraordinary humour, whilst 

his shared enthusiasm for the harpsichord, its music and its devotees was a real joy to encounter. 

His legacy lives on in the harpsichord class that he started in 1975 at Morley College, and which 

continues to flourish to this day.  

Nicholas Newton: London, UK  

Retired consultant anaesthetist; amateur harpsichordist  

 

 

Adrian Lenthall  
The first time I met and got to know to John (belatedly, it feels, as it wasn’t that many years ago) we 

ended up crossing London on the underground, me entertaining a fond notion that I was guiding 

him. So engaging was John’s conversation as we walked that I must have become oblivious to the 

coloured signs and directions for, at the foot of an escalator to which I was about to commit us, John 

seized control of the situation (and indeed me), booming a firm ‘No!’ just in time to avert – I imagine 

– a long detour. I guess the realisation that he was in charge must have been surfacing in him for 

some moments. I needn’t add that to be vigorously corrected by John was a disarmingly charming 

experience.  

I found myself wondering who was really living with disability in other ways too with John. I 

certainly came to realise how one can use reading and the sense of sight as a crutch, or at least a 

short cut. It’s a question of commitment as much as memory or the direction of one’s attention. 

That commitment was evident from the very first of John’s long-standing clavichord masterclasses 

at Trinity which I was privileged to attend: commitment to each of the young first-year piano 

students taking part, to the music, to the instrument. Where some dispense things they already 

know, John was willing to explore creatively in the moment, sharing discovery differently with each 

different student. 

A similar self-effacing openness to variety was to be heard in abundance in his playing. I’ve rarely 

heard such tingling magic as someone begins to play: almost as if John had the capacity simply to 

channel sounds from beyond himself. At one time, of course – the era of the 78s which John said he 

admired so much – this was the dominant myth of the musician; but it’s rarer now, when one 

sometimes hears people playing either as if to demonstrate the rightness of an idea, or –even more 

inimical, I suspect, to John’s way of making music – as if feeling they must shout to be heard above 

competing sensations. It was the same with the lilt of John’s voice (and his laugh): gentle, quick, 

ready; never seeking to dominate. 

Courage, not least in illness (nor in the pandemic, so especially hard on people who rely on touch), 

was another remarkable John quality. In our last phone conversations it was quite arresting – 

though laughingly brushed aside. Above all he was generous to the end: selfless even in extremis in 

his solicitude towards me and my family, and always tactful, never calculating, ever encouraging. 

Adrian Lenthall: Kensworth, Bedfordshire, UK  

Organist, clavichordist, harpsichordist and pianist  

https://adrianlenthall.co.uk/ 
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Richard Ireland  
John seemed in his element among the harpsichords and clavichords in Fenton House, with a little 

gathering of interested listeners around him who had probably never heard a harpsichord before. 

He had the freedom of a real entertainer; turning familiar tunes into jazz, or slowing down like a 

gramophone out of puff. And always there was something serious as well. Just bewitching! When he 

finished, he would be hemmed in with questioners. Poor Rosemary Trimmer, who so faithfully drove 

him to and fro, was in despair in the early days because she had the car out at the front waiting for 

him! 

I remember John asking me once whether I had my music by heart. ‘You should,’ he said. ‘You don’t 

own it otherwise.’ He is quite right of course, it is clear to hear, but I am too lazy. 

I remember one of his fellow staff members at college telling me that his students recognised his 

amazing talent to help them with technical matters as well as aesthetic ones. Then there is his 

courage. To be blind and so undaunted is breathtaking.  

Richard Ireland: London, UK  

Retired school teacher; long time enthusiast of the harpsichord and of the Benton Fletcher Collection 

 

 

Rosemary Trimmer  
To start at the beginning, we were teamed up at Fenton House for ‘Musical Wednesdays’. I talked 

about the house and Benton Fletcher; John played the many instruments. This became a lifeline for 

him as the years progressed and he was often in a lot of pain. Ben Marks [keeper of instruments at 

Fenton House] kindly said that I helped him achieve this, although I gained so much from John as 

well. The first time we met I felt I that had known him for years and we had such fun from then on. 

I was his ‘Guide Dog, although not always a very good one’ but as I said, I got no biscuits! So it went 

on … 

He delighted our visitors with his humour and wonderful playing, and I was privileged to hear so 

many composers played on so many instruments. He had so much information about the composers 

and their music and the different instruments. We learnt from each other, he would say. Our talks 

progressed and he called us Laurel & Hardy (Flip & Flop!). He would tell me off if I forgot anything 

in my talk, especially that Trinity College used to be near Benton Fletcher’s house. As he said, ‘you 

can’t get the staff these days’. I would also complain if he played when I was supposed to be talking. 

When explaining the jack and quill plectra, he talked of ‘plastic feathers from plastic birds in the 

new harpsichords!’ I could see his delight in teasing everyone, asking them to say who composed 

pieces of music he played, usually by the most obscure composers!! He enjoyed teasing them with 

Duphly and Balbastre. He loved his afternoons amongst the instruments and at one time or another 

played them all, even squeezing everyone into the smallest room to hear the Italian harpsichord. 

The funniest times were when he was seriously playing a piece of music and would just glide into 

‘Happy Birthday’ and out again, the puzzled look on the visitors’ faces as they wondered if they 

could believe their ears was magic, John serious throughout! He was a man who brought so much 

joy to so many people; our visitors commenting when they were leaving that they had had such a 

great time listening to us.  

His music was often topical, as when Notre Dame caught fire in 2019, he told of the composer who 

played the organ there and taught Marie Antoinette. Another time we were all so impressed when 

he played ‘Bach goes to Town’ on the harpsichord – quite amazing! He used to play jazz on piano 

when he lived in Paris. 
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I will always remember his strength of will, his strong opinions and his determination, his 

mischievous sense of humour, but most of all I was privileged to hear such talent, those long fingers 

darting across the keys making utterly magical music! My overriding memory will be the fact that 

he always played Les Barricades Mysterieuses especially for me and said each time, ‘This is for 

Rosemary’, usually on the bentside spinet as he loved the deep tone, but sometimes on the Ruckers, 

his favourite. 

We would put the world to rights when I drove him home, or discuss what we would do next time at 

Fenton. He often wanted to shop on his way home – Budgens, the chemist or greengrocers. I parked 

in the most unsuitable places to try and help him know where I had dropped him. Then off he would 

happily go, giving me heart failure as to where he would walk, telling him beforehand of obstacles 

and warning him not to walk into tables, chairs and signs on the pavement. I was much happier 

when I could drop him off at home.  

Rosemary Trimmer: Mill Hill, London  

Volunteer & guide for musical talks & concerts at Fenton House, Hampstead  
 

Thank you to all who shared with us their fond memories of John Henry;   

Katie Attwood, Peter Bavington, Jane Clark, Maggie Cole, Bridget Cunningham, Steven Devine, Michael 

Faulkner, Claire Habbershaw, Rosamund Hoskins, Richard Ireland, Niicholas Lane, Adrian Lenthall, Bill 

McCann, Pamela Nash, Nick Newton, Anthony Noble, Fiona Russell, Sophia Russell, Rosemary Trimmer, 

Havilland Willshire, David Wright and Sally Zimmermann. 

 

 
 

  

                                                                                                                                     

 

 

 

 

 

 

 

 

 

 

 

 

Braille Music; The opening bars of John Henry’s score of William Byrd’s ‘The Bells’ 

 

                                                                                                                                   Photo gallery over → 



84 
 

 John Henry   1945 - 2020 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

John Henry, late 1960s- early 70s 

 

 

 

 

 
Right: John seated at his new harpsichord by 
Michael Johnson, late 1976-77 

John Henry,1976-77 

 

John at his harpsichord, 1990s. (Photographer unknown) 
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John’s great friend, Maggie Humphreys, she was his reader 
for over 30 years and also his concert manager after Roger 
Stone died.  (Photos: Maggie Humphreys and Nicholas Lane).

  

 
 

 

A recital at ‘Handel House’, now ‘Handel & Hendrix in London’, on 26th September 2009 (the Handel 250th anniversary 
year) with a performance of the Handel Suite for two harpsichords, with Nicholas playing the William Smith single manual 
harpsichord (copy by Michael Cole)) and John playing the large Rucker's double (copy by Bruce Kennedy). 

 

Right: John giving a harpsichord and clavichord masterclass 
at Trinity Laban as part of the London Early Music Exhibition.  
(Photo taken November 2008 by Nicholas Lane) 

Above: A recital during the 2010 Early Music Exhibition, 
John Henry (harpsichord) & Steven Devine (fortepiano) 
(Photographer unknown).  
 
Right:1st November 2014, John in conversation with the 
late David Millard after a British Clavichord Society 
recital by Miklós Spányi at the Art Workers Guild. On his 
left, Sophia Russell is talking to Jane Chapman . 
(Photo by Nicholas Lane)   
 

John Henry and Nicholas Lane  
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Right: John playing the Thomas Goff clavichord No. 6 at 
the Royal Academy of Music, London, 11 October 2019. 
(Photograph by Nicholas Lane). 

 

Left: John playing a clavichord by Peter Bavington 
at the Royal Academy of Music, 11 October 2019. 
(Photograph by Nicholas Lane). 
 

Right: John Henry with a dear friend, Natasha 
Alford at Saint Mary’s RC Church, Holly Walk, 
Hampstead, London NW3 6QU.  
(Photo permission of Karen Luis [sister]). 
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John Henry: a selection of recital programmes from 1977 to 2010 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

The BHS would like to thank Nicholas Lane and Peter Bavington for sourcing, checking and putting together 

these moving tributes from John’s very many friends.  John will be sadly missed. 
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 ANNOUNCEMENTS 
 
 

Please note, with present uncertainties and restrictions due to the Covid 19 pandemic, the 

nature of these events may change, please always check with the individual organisers.   
 

 

*ONLINE* Harpsichord Workshop 
with Claire Williams, Tuesday 11 May 2021, organised by the Benslow Music Trust, for details 

see http://www.benslowmusic.org/ 

Symposium on Musical Instrument Making   
As a follow up from the Survey, see: https://forms.gle/SGrzvJeXKn2qruuq8  to participate, The 

Heritage Crafts Association is holding an online symposium to present its initial findings on the state 

of British musical instrument making. The on-line event will take place on Saturday 29 May, from 

10.30am to 12.15pm, continuing from 2pm to 3.30pm, on the Zoom video conferencing platform. It 

will feature a selection of speakers, performances, and even a film premiere Findings will feed into a 

future edition of the HCA Red List of Endangered Crafts and inform its advocacy work with UK 

government agencies and funding bodies. The event is free to attend but attendees must register via 

Eventbrite. For more details see https://endangeredmusicalinstruments.eventbrite.co.uk  

 

Weekend Course at Benslow 
‘Fugues for Fun’, Tutor-Dr Penelope Cave, Fri 18 - Sun 20 June 2021 at Benslow Music Trust, 

Hitchin, Hertfordshire SG4 9RB. The aim of Dr Penelope Cave’s annual course is to explore a 

particular area of harpsichord repertoire, and improve technique and interpretive skills. 2021 

will focus on coping with contrapuntal music. Repertoire list see Fugues for Fun May 2020 

Repertoire.pdf more details at http://www.benslowmusic.org/ 

 

York Early Music Festival 
The 2021 festival will be shorter than usual, Monday 12 – Friday 16 July.  Guest artists scheduled 

currently include: violinist Rachel Podger, The Society of Strange & Ancient Instruments, 

the Monteverdi String Band, Stile Antico, lutenist Jacob Heringman, bass Matthew Brook performing 

alongside Peter Seymour, Ensemble Clement Janequin. In order to make these concerts covid secure, 

there will be fewer seats available than normal. Booking opens for Patrons & Friends, 10 & 12 May, 

for the general public on 18 May. https://www.ncem.co.uk/whats-on/yemf/ 

Dartington Music Summer School  
The residential Summer School runs from 24 July -21 August 2021.  Steven Devine and Jane 

Chapman will be leading the six-day harpsichord classes in the Early Music and Baroque 

programme.  For full details see; The Dartington Hall Trust, Totnes, Devon, TQ9 6EE  01803 

847097 www.dartington.org/whats-on/programme/summer-school/courses 

http://www.benslowmusic.org/
https://forms.gle/SGrzvJeXKn2qruuq8
https://endangeredmusicalinstruments.eventbrite.co.uk/
https://benslowmusic.org/documents/Fugues%20for%20Fun%20May%202020%20Repertoire.pdf
https://benslowmusic.org/documents/Fugues%20for%20Fun%20May%202020%20Repertoire.pdf
http://www.benslowmusic.org/
https://www.ncem.co.uk/whats-on/yemf/
http://www.dartington.org/whats-on/programme/summer-school/courses
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Early Music Summer School 
NORVIS, an annual week-long summer school in County Durham which is described as one of the UK’s 

longest-established and friendliest early music summer schools.  It is celebrating its Golden Jubilee in 

2021, rather than 2020 as it moves to a fine new venue at Barnard Castle School, next door to the 

wonderful Bowes Museum. Classes and performances are with recorders, viols, lutes, baroque strings, 

harpsichord and voices, and cover a wide range of repertoire from early Renaissance to late Baroque. 

The course dates are 31 July –7 August 2021, see https://norvis.org.uk/ 

 

The Figured Bass Accompaniment in Europe  
The Centro Studi Opera Omnia Luigi Boccherini of Lucca, the Research Group Palma Choralis® and the 

Dipartimento di Musica Antica ‘Città di Brescia’ – are planning a symposium ‘The Figured Bass 

Accompaniment in Europe’, to be held from 10 - 12 September 2021. Further information about the 

programme, travel & accommodation etc will be announced in April. www.luigiboccherini.org  

 

International Conference - Sweelinck 
Sweelinck studies: exploring new approaches. Jan Pieterszoon Sweelinck is generally regarded as the 

greatest musician the Netherlands ever produced. On the occasion of the 400th anniversary of his death 

(16 October 1621), the IMS, Orgelpark and KVNM are organizing a three-day symposium to explore new 

approaches in Sweelinck studies. 20th-22nd October 2021, Orgelpark, Amsterdam.  

 

London International Festival of Early Music 
LIFEM Concerts, Exhibition and Makers demonstrations, will take place 10-13 November 2021, at The 

Blackheath Halls, London SE3 9RQ. Details to be announced https://lifem.org/   

 

Handel Institute Conference  

‘Handel: Interactions and Influences’ The theme of this conference is prompted by the tercentenary of 

the Royal Academy opera Muzio Scevola, composed jointly by Amadei, Bononcini and Handel. The aim 

is to focus on the relationships between Handel, other composers and his audiences. Call for Papers; 

Abstracts of up to 300 words for papers lasting not more than thirty minutes should be sent to Professor 

Matthew Gardner (matthew.gardner@uni-tuebingen.de) by 31 July 2021. The Conference will take 

place at The Foundling Museum, London, WC1N 1AZ, from 20–21 November 2021, for further details 

see https://handelinstitute.org/conference2021  

  

Prix Annelie de Man 
Calling harpsichordists & composers - Applications for 2021 are now open. See prixdeman.com for more 

details about the harpsichordists and composers competitions as well as the Ensemble Black Pencil Prize, 

what to prepare and how to submit your application. Deadline 1 August 2021 The semi-final and final 

rounds will be held during the Prix Annelie de Man, 1 - 5 December 2021 at the Orgelpark, Amsterdam.   

https://norvis.org.uk/
http://www.luigiboccherini.org/
https://lifem.org/
mailto:matthew.gardner@uni-tuebingen.de
https://handelinstitute.org/conference2021
https://l.facebook.com/l.php?u=http%3A%2F%2Fprixdeman.com%2F%3Ffbclid%3DIwAR1anjYxmoi5qOAkTexVvbUcIiFjvWIle9WfP5T_rYo3kpir7ROXGvt7t-0&h=AT0PRjNR2ag_uZyHmzCyvHoeqRYrfbi9DGo6kRPdRtcmN9Z-TjC4kvbDHxIpIs7W1ioarEhkIsPdK4ZXUDIQypbFwt8p0gm2GuxoC6KibN0woaV5xocIJzYlzrsnl8_9wA&__tn__=-UK-y0.g-R&c%5b0%5d=AT3G49BTssvYT5SKEEfIOLG2TrinVx_KM6IugrqIeIreONpzJphd3HfIfPwN1GQ03VND28V2o1xnrwiyrl8qpb_hFCYqlngl0tpcVIJVM53bL1RG3GrG5h7VqKbbkPdlRsP4HON9B4Bvo2K4W9RnKq4Q6Q5hBJMY6Ac-h7t6UNN7JDeSKCi6JiKRpHtBljWHCTptx7WLQXbxBzbTKIoUjFSLEVG6ko7Ok1juupBa-9mL
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