SOUNDING BOARD

ISSUE No. 21 Published by ‘The British Harpsichord Society’ AUGUST 2024

INTRODUCTION 1
A word from our Guest Editor - PENELOPE CAVE 2

FEATURES

e J. S. Bach as Recitalist FRANCIS KNIGHTS 3

e Teaching harpsichord in the North East ANDREW SOULSBY 11

e Li Stadelmann, pioneering German harpsichordist MARCUS HARMES 14

e Luigi Ferdinando Tagliavini and the Early Music Revival DOMENICO MORGANTE 20

e Remembering John Rawson 1937 -2022 PETER BAVINGTON & 27
ANDREW WOODERSON

e Composing in the Language of the Past PENELOPE CAVE 31

e Another modern work for Virginals; FRANCIS KNIGHTS 33

Horace Randerson's ‘Laura’s Fancy’
ANNOUNCEMENTS

e Festivals, Exhibitions and Conferences 37

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

INTRODUCTION

Welcome to Sounding Board No.21

Our Apologies, that this edition of Sounding Board is a little later than planned. Of
necessity deadlines have to be kept flexible. Qur contributors are all busy people
who give voluntarily of their precious time. We thank them all.

This, the 21st edition of Sounding Board, offers insights into many and varied
aspects of the harpsichord world, you will find much of interest here.

We thank our Guest Editor, Penelope Cave, a busy researcher, teacher and
performer, not only for her own contribution but for gathering together and editing
the other material that makes up this edition. Our thanks too to Angela Gillon for
her proof-reading skills.

Our next publication will be a tribute to the late Andreas Goble, the harpsichord
maker, who was based in Oxford. If you have any memories of him that you
would like to share, a short essay or even just a paragraph, please let me know,
at info@harpsichord.org.uk, and | will pass it on to Pamela Nash, the next Guest
Editor. Thank you.

We hope you enjoy the present edition; your comments and insights as always
are of interest. Also remember, you are always welcome to submit an article
about any harpsichord related subject.

Edna Lewis- Secretary BHS

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

From our Guest Editor, Dr Penelope Cave

| am very grateful to the willing contributors of this issue of Sounding Board, comprising an interesting
blend of topics, partly owing to an enforced gap after the last issue. It is a privilege to include an
essay by Dr Francis Knights on J.S. Bach as a performer; well-researched tributes to some much-valued
figures in the harpsichord world, Li Stadelmann (1900-1993), Luigi Ferdinando Tagliavini (1929-
2017), and John Rawson (1937-2022); alerts on a teaching initiative in the North-East, and the
creation of ‘new-baroque’ compositions. Additionally, Francis Knights is to be thanked for a bonus
item: the score of an unpublished piece of music for the virginals by Horace Randerson.

As guest editor, | was asked for a few autobiographic words by our tireless secretary, Edna Lewis, who
collates and formats every issue of this journal, so | shall take the opportunity to note the valuable
educational support | have received, as a case study to illustrate the importance of the Campaign for
the Arts on which Melvyn Bragg has recently made a documentary, ‘a call to arms’ against cutting this
essential funding: Art matters.

As a student at the Purcell school and the RAM, | was in receipt of local government support, and
emerged a solo harpsichordist, married to the instrument maker, Michael Heale; we were thankful to
each be doing work we loved, and it was probably then easier to live on little. In part-time teaching at
a private school, self-employed instrumental teachers charged £45 an hour in 2010, when | started a
PhD at the University of Southampton. | was sponsored by a collaboration between the AHRC and the
National Trust, which enabled this rare and wonderful opportunity. It was in 2014 that | received my
doctorate on music in the English country house, from which | gained a much wider conception of the
value of music in society. However, fees for lessons and recitals have barely increased since then,
despite every effort on the part of the ISM.

After a number of conferences, and a further two years as an unpaid but active visiting fellow at
Wolfson College, Oxford, writing and research have been integral to my musical life, but not to my
income. This month, | left a zero-hours teaching contract with very poor remuneration; | completed
four CD reviews; and am learning repertoire for a solo recital in Holland in September (where proper
fees are proffered). | am also working on three essays featuring various eighteenth-century composers
and pedagogical issues, in different stages of preparation, for three academic books with three
different publishers. Without backing, the books will cost more than most students can afford. |
remember talking to John Rawson many years ago, who said that musical instrument makers needed
private means of one sort or another, to afford to pursue their profession— the same must surely be
said of the independent scholar, and of most composers and self-employed performing musicians.
How much potential is, therefore, now lost?

The following link: https;//www.youtube.com/watch?v=Th-OVpcr_jE is for The State of the Arts report,
in which Lord Bragg stated, “..the United Kingdom has one of the lowest levels of government spending
on the arts and culture among the European nations. Local government funding and arts subject entries at
GCSE have both almost halved since 2010. The arts are being systematically undermined and devalued and
incompetently treated.” He then added that it is a disgrace.

Thus, my own hard work has mostly been aided by what has become a diminishing arts-support
system, and if | were starting out now, such a career in music would probably not be financially viable.
| believe the change of government will provide opportunity for improvement, so | do urge you to
support Campaign for the Arts, www.campaignforthearts.org —whether you work in the arts, or
whether you benefit from those who do.

Penelope Cave

2


https://www.youtube.com/watch?v=Th-OVpcr_jE
https://5cowd.r.sp1-brevo.net/mk/cl/f/sh/1t6Af4OiGsEcDi1QiaP5ECZPR9lF6B/a8KhycHvYfX_

FEATURE

I DBackh as Recitalist

Francis Knights gives us an insightful record of Bach as a solo keyboard player, with a most
useful list of his performances.

Bach is often said to have been better known during his lifetime as a performer rather than a
composer, but the evidence for this modern view has not been examined in detail. A large number
of documentary references from his lifetime and soon after - newspaper reports, letters, accounts,
reminiscences, biographies and obituaries — refer to the excellence of his playing, including the
statement in the official obituary that he was a ‘world-famous organist’. This phrase is the
headline to the detailed account of his life given by Carl Philip Emanuel Bach and Johann
Friedrich Agricola, written in 1750 and appearing in print four years later: “The World-Famous
Organist, Mr. Johann Sebastian Bach, Royal Polish and Electoral Saxon Court Composer, and
Music Director in Leipzig’.! However, the way in which such a reputation might have been created
and circulated is uncertain: Bach’s reputation as a recitalist can only have come from his public
and semi-public performances on the organ, but the very notion of an ‘organ recital’ appears to
have been relatively rare in that part of Germany in the first half of the 18th century, as Peter
Williams points out.? This article collects the surviving information relating to Bach’s solo
keyboard performances, to examine how well grounded his historic reputation might really have
been. It is also worth noting the other activities that saw Bach directing from the keyboard in
cantatas or works for public celebration; in concert with the Collegium Musicum in Leipzig;
performing privately for patrons; demonstrating instruments and so on.

That Bach clearly made a great impression as a performer (and as a keyboard composer and
improviser) is attested by numerous accounts: Friedrich Wilhelm Marpurg noted his ‘astonishing
facility in invention and improvisation; and his performance, equally excellent in all keys, in the
most difficult passages and fugues’;® while praise also came from Johann Mattheson, Lorenz
Christoph Mizler, Constantin Bellerman, Johann Adolph Schiebe and Johann Abraham Birnbaum
during his lifetime,* and posthumously from Johann Friedrich Agricola, Jacob von Stahlin, Ernst
Ludwig Gerber, James Hutton and many others.> Such reports (which cannot always be certified as

1 Hans T.David and Arthur Mendel (eds), rev Christoph Wolff, The New Bach Reader (New York, 1998), pp.297-307.

2 peter Williams, The Organ Music of J. S. Bach, 3 vols (Cambridge, 1980), iii, p.48; these volumes were revised
and shortened as The Organ Music of J. S. Bach (Cambridge, 2/2003). David Yearsley, Bach’s Feet; The Organ Pedals
in European Culture (Cambridge, 2012) is a useful supplement, and aspects of Bach’s organ teaching are explored
in Francis Knights, ‘Bach’s Orgelbiichlein as a keyboard tutor’, National Early Music Association Newsletter, vii/l
(Spring 2023), pp.21-34.

3 David and Mendel (1998), p.375.

4 David and Mendel (1998), pp.331, 333, 334, 338, 341-2.

5 David and Mendel (1998), pp.363-365, 369, 372.



first- rather than second-hand) refer to both formal and informal performances, with invited
listeners, whether in an official or unofficial capacity.

The Collegium Musicum in Leipzig, which Bach directed from about 1729 until 1741,° would have
been a prime venue for the keyboard concertos that Bach arranged and composed for himself and
his sons (nearly all were adapted from previous solo or multiple concertos for strings or wind
instruments). These concerts were held on Fridays in winter from 8-10 pm in Zimmerman’s
coffee-house, with additional events during Leipzig’s fairs, and supplemented by some outdoor
musical concerts. While the specific repertoire heard is unknown, it is likely to have included
concertos and overtures, chamber music and secular cantatas. Bach’s own music was clearly a
focus, but surviving copies of works by his German and Italian contemporaries indicate what other
repertoire may have been played. It is possible that solo keyboard music was also heard, if that
would have been considered suitable for this type of concert environment.

Coloured engraving of 1735 of Bach's home neighbourhood in Leipzig. The building facing in the
centre is the recently rebuilt and re-styled Thomas Schule, with the great Thomas Kirche on the
right of the square (photo: courtesy of www.BaroqueMusic.org )

Bach performances, 1702-1747

This numbered chronological list includes all the instances where Bach can be regarded as a
soloist on any type of keyboard instrument, and not in ensemble. Date, venue and type are given,
followed by page number references to the New Bach Reader (NBR) and Wolff and Zepf’s The
organs of J. S. Bach.”

¢ For a detailed account of what is known of Bach’s activities with the Collegium Musicum, see Peter Williams,
Bach: A Musical Biography (Cambridge, 2016), pp.336-347. There was an additional concert series after 1743
(p.499).

7 David and Mendel (1998); Christoph Wolff and Markus Zepf, trans Lynn Edwards Butler, The organs of J. S. Bach:
a handbook (Urbana, 2012). See also Ulrich Dahnert, ‘Organs Played and Tested by J. S. Bach’, in George Stauffer
and Ernest May (eds), J. S. Bach as Organist (London, 1986), pp.3-24. For Bach’s organ music played domestically,
see Joel Speerstra, Bach and the Pedal Clavichord (Rochester, 2005).
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1. 1702, August
St Jacobi, Sangerhausen
Organist audition. Wolff and Zepf 83.

2. 1703, July
New Church, Arnstadt
Organ examination, some time before 13 July. Wolff and Zepf 8.

3. 1706, 28 November
Langewiesen Church
Organ examination. Wolff and Zepf 45.

4. 1707, April
St Blasius, Miihlhausen
Organist audition, on about 24 April. Dahnert 6, Wolff and Zepf 68.

5. 1710, Sunday 26 October

St Ursula’s Church, Taubach

Organ examination in the presence of the church officials at the dedication service for the
new organ. Wolff and Zepf 90.

6. 1716, July
St Augustine’s Church, Erfurt
Organ examination, with Johann Anton Weise, report dated 31 July. Wolff and Zepf 22.

7. 1716, December
Market Church of Our Lady, Halle
Audition for the vacant post of organist, which took place shortly before 15 December. 12

rthil. was paid to Bach ‘for the performance of the trial music and travel expenses’. NBR 65-
70, Williams (1984), iii 144, Wolff and Zepf 30.

8.1717, Autumn

Dresden, at the ‘home of a leading minister of state’

A competition ‘at the clavier’ with the eminent French composer and harpsichordist Louis
Marchand (1669-1732), planned at the invitation of Jean-Baptiste Volumier, as reported by
Johann Abraham Birnbaum (1739) and in Bach’s Obituary (1750). After Marchand departed
before the contest, Bach ‘had plentiful opportunity to exhibit the talents with which he
was armed against his opponent. And this he did, to the astonishment of all present’. The
King intended a reward of 500 thaler, but this was purloined by a servant, so Bach received
nothing. NBR 79, 301.

9.1717, 16 December

St Paul’s Church, Leipzig

Organ examination, for an instrument Bach praised very highly. Williams (1984), iii 149,
Wolff and Zepf 46.




10. 1720, November

St Catherine’s, Hamburg

Johann Friedrich Agricola (1768) reported that Bach ‘once made himself heard for two full
hours on this [organ], which he called excellent in all its parts’. The programme likely
included the Fugue in G minor, BWV 542/ii, as well as improvisations related to the chorale
An Wasserfliissen Babylon, BWV 635a/b. NBR 89, 364, Wolff and Zepf 33-34.

11. 1720, 28 November

St Jacobi Church, Hamburg

Bach auditioned for the vacant post of organist with three other candidates in front of
three professional organists, the winner (Johann Joachim Heitmann) ‘buying’ victory
through payment of 4,000 marks, as reported by Johann Mattheson (1728). NBR 89-91,
Wolff and Zepf 36.

12. 1723, 7 February

St Thomas’ Church, Leipzig

An audition for the vacant cantor’s position, where Bach directed his Cantatas 22 and 23.
He probably also demonstrated his organ-playing (the church accounts for the event
mention ‘trial playing’ for one of the other candidates, Christoph Graupner). Expenses of
20 rhtl. were paid.® NBR 100, Wolff and Zepf 52.

13. 1723, 2 November

Stormthal Church

Organ examination. The separate dedication recital included Bach’s Cantata No.194. Wolff
and Zepf 88.

14. 1725 (circa)

Leipzig

Bach performed the Well-Tempered Clavier (Book 1) privately three times for his pupil
Heinrich Nicolaus Gerber (1702-1775) during his Leipzig studies, ‘under the pretext of not
feeling in the mood to teach’. The instrument was not specified, but would have been
clavichord or harpsichord. NBR 322.

15. 1725, 3 June
St John’s Church, Gera
Organ dedication for the new organ built by Johann Georg Finke. Wolff and Zepf 23.

16. 1725, 19-20 September

St Sophie’s Church, Dresden

Organ recital; a newspaper report in the Hamburg Relationscourier (27 September 1725)
notes that Bach was ‘greatly admired...for this musical adroitness and art’. He ‘performed
for over an hour on the new organ in St. Sophia’s preludes and various concertos, with
intervening soft instrumental music’, ‘before the local virtuosos at the court and in the
city’, The organ was built by Silbermann in 1718-20 but was still being described as ‘new’
in 1725. Peter Williams suggested that the Prelude & Fugue in G BWV 541 may have been

8 For what is known of such audition processes, see Williams (2016), pp.253-255.



prepared for use on this occasion.’ Bach also visited the Sophienkirche in 1731, although it
is not known whether he played the organ then. NBR 117, Wolff and Zepf 15.

17. 1729, Easter

Leipzig

Martin Heinrich Fuhrmann ‘had the good fortune to hear the world-famous Mr. Bach’,
probably on the organ, as comparison is made with other organists. This may have been at
a recital or during a service. NBR 325.

18. 1732, 4 February

Stontzsch Church

Organ examination, after which Bach was ‘fully paid’: he had made an interim assessment
of the organ enlargement works on 2 November 1731. Wolff and Zepf 86.

19. 1732, Sunday 28 September

St Martin’s Church, Kassel

Organ examination of the newly-rebuilt instrument; a late manuscript claims that the
Toccata & Fugue in D minor BWV 538 was ‘played at the examination of the large organ in
Cassel’. Wolff and Zepf 39.

20. 1735, 16 June

St Mary’s Church, Miihlhausen

Organ examination, no fee received as Bach was with his son Gottfried Bernhard, who was
applying for the role of organist. Wolff and Zepf 68.

21. 1736, Saturday 1 December at 2 pm

Church of Our Lady, Dresden

Opening organ recital for a large Silberman instrument that had just been dedicated. The
newspaper report in the Dresdner Nachrichten notes that the recital lasted two hours, and
was given in front of the Russian ambassador and ‘many Persons of Rank’, and that
‘because of his great ability in composing’ Bach was granted the title of ‘His Majesty’s
Composer’. NBR 188, Wolff and Zepf 16.

22. 1739 September

St George’s Church, Altenburg

Bach’s informal examination of the new three-manual organ by Tobias Gottfried Heinrich
Trost (1733-39) was followed by him playing for a service (probably on 6 September). A
listener later commented that Bach had performed a setting of Wir glauben all an einen
Gott in D minor, modulating to Eb minor then to E minor. Wolff and Zepf 5.

23.1743

St John’s Church, Leipzig

Organ examination by Bach and Zacharias Hildebrandt of a new instrument by Johann
Scheibe. Wolff and Zepf 54.

9 Williams (2016), p.244.



24.1746, 7 August

St Nicholaus’ Church, Zschortau

Organ examination of a new instrument by Johann Scheibe. NBR 221, Williams (1984), iii
153, Wolff and Zepf 99.

25. 1747, Sunday 7 May, evening

Potsdam

Bach improvised a fugue on a given theme at the fortepiano at the request of Frederick the
Great, to the ‘astonishment’ of all present, as reported in the Spenersche Zeitung (11 May
1747). NBR 224.

26. 1747, Monday 8 May

Church of the Holy Spirit, Potsdam

Organ recital by Bach, earning ‘general acclaim from the listeners attending in great
numbers’. NBR 224, Wolff and Zepf 80.

27. 1747, Monday 8 May, evening

Potsdam

Bach improvised a fugue in six parts ‘to the pleasure of His Majesty and to the general
admiration’. This could have been on either harpsichord or fortepiano. NBR 224.

28. 1747 September

St Wenceslas’ Church, Naumberg

Organ examination with Gottfried Silbermann of a new instrument by Zacharias
Hildebrandt, report dated 27 September. The visit was also mentioned by Bach in a letter of
24 July 1748. NBR 221, 231, Wolff and Zepf 74.

Categories of performance

These 28 documented instances of Bach as recitalist, covering the entirety of his professional
career, can be grouped according to the types of performance they represent, ranging from pre-
announced public concerts to private demonstrations. Following the job audition performances
(nos.1, 4, 7, 11 and 12, dating from 1702-1723) from the earlier part of his career, the largest
category is that of organ examinations (2-3, 5-6, 9, 13, 18-20, 23-24 and 28; 1702-1747), and these
are likely to have comprised two parts: a formal technical and hands-on assessment of the design,
materials and workings of the instrument, with comparison of the original contract specification;
and a performance demonstrating the instrument’s capabilities.!® The latter aspect would have
taken place before the church officials, and possibly before all the parishioners (especially if they
had supported the project through donations or fund-raising), and would have involved music
showing the variety of the stops, the sonorities and dynamic range, and the effectiveness of the
winding. Given the differences in design of each instrument, it is possible that Bach used a
number of short chorale preludes (of his own previous composition, or improvised) to show the
types and suitable colouristic possibilities of the stops. For an organ like the large Silberman in
Dresden (1736), any such comprehensive demonstration would have taken up a considerable
portion of a recital.

10 For a list of such reports, see Williams (1984), iii, pp.139-154 and Wolff and Zepf (2012), p.139. Johann
Nikolaus Forkel, On Johann Sebastian Bach’s Life, Genius and Works (1802), in David and Mendel (1998), pp.419-
482 at 440-441, provides some additional comments. The payments Bach received are given in Noelle M. Heber,
J.S. Bach’s Material and Spiritual Treasures: A Theological Perspective (Woodbridge, 2021), pp.40-44.



Formal recitals comprise a further group (10, 15-16, 21 and 26; 1720-1747), and the extant
documentation for these links them with major centres and substantial instruments. However,
this may just be the result of newspaper or other notices surviving from larger cities. A
demonstration-recital could also be appended to a service,!! as is seen at Altenburg in September
1739 (22).

Apart from one unidentified instance of a listener hearing Bach (17), the two remaining categories
are a competition (8), and private or invitation demonstrations, two of which also involved
improvisation. Strikingly, these categories include the only instances of Bach the keyboard soloist
not on the organ: the harpsichord (8, possibly 14 and 27), the clavichord (probably 14) and
fortepiano (25 and possibly 27). Bach the soloist may therefore normally only have been heard in
public as an organist, and (given the great effort he expended composing virtuoso clavier music
throughout his career) this begs some questions about the status of the various keyboard
instruments as vehicles for public performance; the performance intention of a work like the
Goldberg Variations; and the perceived suitability (in terms of volume or tone) of stringed
keyboard instruments in churches, halls or other recital venues. Regardless, ‘Bach the virtuoso’
would have meant ‘Bach the organist’ to his contemporaries.

Recital programmes and repertoire

Although there are references from students to Bach using his own works in teaching, including
the Well-Tempered Clavier, Inventions & Sinfonias and various suites, it is not certain whether
music by other composers featured significantly in his recitals. In respect of teaching, there are
(for example) a number of pieces by Richter, Stolzel and Telemann in the Klavierbiichlein fiir
Wilhelm Friedemann Bach (1720), but these might have been chosen for inclusion by the son rather
than the father. One would have expected a professional organist to assemble a significant
amount of repertoire in manuscript for teaching and recital purposes, but there is very little in the
way of such copies in Bach’s own hand after his early years. Perhaps he was the unidentified
owner of some still-surviving manuscript collections, or else his collection of such keyboard music
was passed in toto to Wilhelm Friedemann (not a reliable custodian of such materials) after his
death and thereafter mislaid or destroyed. Regardless of what Bach used for his recital
programmes or for demonstration-programmes when commissioned to report on organs, not one
of the documents refers to what composed music was actually played — no composers, no work-
names. Apart from the 1732 Kassel reference to BWV 538, and the modern suggestions as to
performances of BWV 541 and 542, the programme contents remain a mystery.

One account — likely sourced directly from one of Bach’s sons or pupils - in Forkel’s biography
gives a possible indication of Bach’s notion of the structure of an organ recital:

When John Seb. Bach seated himself at the organ when there was no divine service, which he was often
asked to do by strangers, he used to choose some subject and to execute it in all the various forms of
organ composition so that the subject constantly remained his material, even if he had played, without
intermission, for two hours for more. First, he used this theme for a prelude and a fugue, with the full
organ. Then he showed his art of using the stops for a trio, a quartet, &c., always upon the same
subject. Afterwards followed a chorale, the melody of which was playfully surrounded in the most

1t is not known how often Bach would have performed organ solos as part of Leipzig’s church services, as at St
Thomas’s there was a separate organist (Johann Gottlieb Gorner, from 1722).



diversified manner by the original subject, in three or four parts. Finally, the conclusion was made by a
fugue, with the full organ, in which either another treatment only of the first subject predominated, or
one or, according to its nature, two others were mixed with it.'?

Some scepticism of this programme layout is justified,’* as the cross-genre thematic
transformation process that Forkel outlines does not seem to be reflected in Bach’s actual organ
music. Nevertheless, a Prelude & Fugue to start, a contrapuntally ingenious fugue to end, and
some lighter-textured works and chorales in between appears a very plausible recital structure,
whatever the nature of any repertoire inter-relationships might have been.

Conclusions

It is not certain that Bach saw solo public recitals as a key activity: Forkel specifically noted that
he had ‘neither time nor inclination’ for such things.'* Whether these represented a type of
performative virtuosity that he disapproved of, or whether it was an insufficiently remunerative
activity to justify the time and effort, is unknown. A century ago, C. S. Terry referred to Bach’s
‘annual autumn tours’ as an organist,' but the source of this is unknown, and may be an error or
misunderstanding.

The extant documentary references above are certainly not complete as a record of Bach’s
keyboard activity, but they might still be reasonably representative, covering as they do the
principal undertakings familiar from (for example) Forkel’s biography of the composer. Those who
did hear Bach, either at church services, at public organ examinations or at his rare solo recitals,
were evidently deeply impressed by his skills (the composer Georg Andreas Sorge called him ‘so
great and world-renowned a virtuoso and Prince of Clavier Players’ in a 1742 dedication),® but the
historical fact seems to be that relatively few people would actually have heard him play in person,
and his legendary performing reputation was in reality spread at second-hand through written
reports and by word of mouth. In addition, it is more likely that he was famous just in Germany
rather than the hyperbolic ‘world’. This reputation did not diminish during the later 18th century,
and was only eclipsed by the modern view giving primacy to ‘Bach the composer’, as editions of
his works and the accompanying revival of his music through performances began in the early
19th century.

Francis Knights

Francis Knights is a musicologist, writer and performer specializing in Renaissance and
Baroque repertoire. He has published more than a dozen Bach articles and editions, and
recently completed a series of 42 recitals that included all of Bach’s clavier and organ works.

12 Forkel (1998), p.440.

13 For a recent investigation of Forkel’s accuracy, see Claudio Di Veroli, ‘Forkel’s Bach revisited’, Harpsichord &
fortepiano, xxvii/2 (Spring 2023), pp.12-19.

1 Forkel (1998), p.420.
15 Johann Nikolaus Forkel, trans Charles Sanford Terry, Johann Sebastian Bach: his life, art, and work (London,
1920), p.42.

16 David and Mendel (1998), p.335.
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FEATURE

Teaching Sarpsichard
in the Nevth “Cait

It is very good to hear of an initiative to revive interest in the harpsichord in the North-East.
| hope this may inspire more members to let us know what is happening in their area.

I was 19 when I played a harpsichord for the first time. Being trusted with the keys for the
harpsichord room at Huddersfield University was like being given the keys to another world. I’d
seen a harpsichord before, many years earlier, at the King’s Hall in Newcastle, but was too shy to
ask to play it, and even if I had been brave enough to ask, I didn’t really know what to play on it
other than Bach. Nevertheless, that was the point when I knew that I wanted to be a
harpsichordist. I loved the way they looked, and I loved the way they sounded but, from the age of
10, what I desperately wanted to know was what was it like to actually play one? And I had to wait
another nine long years for that memorable day in Huddersfield to find out.

My time at Huddersfield was great. We had some wonderful, inspiring lecturers and a whole fleet
of Dennis Wooley harpsichords (a French double, a French single and a Flemish single), but I still
had to wait until my second year to take it as a second study. I remember buying my first
instrument on a budget of about £900 when I left university, and it was a heap of junk. My parents
were less than thrilled when I moved home to the North East with it and started turning off
radiators and moving sofas to fit it into the living room. Everything was a battle; everything was
out of reach.

Our European cousins seem to be better at getting their young musicians to be interested in
harpsichords at an early age. I’ve been told it’s not unusual in Holland and France to find young
harpsichordists who have never been pianists. Learning the harpsichord in the UK seems
something pianists do at university, rather than when they are younger (I would love to hear from
anyone with experiences to the contrary). I was certainly not aware of any opportunities to try
harpsichord as a child, so, after years of saving money and finding teaching premises, taking
lessons and sourcing instruments, 1685 Piano & Harpsichord Tuition is open for business,
taking harpsichord students of all ages and abilities, from all backgrounds, I don’t care who they
are as long as they’re interested, and they want to learn to love this instrument.

My intention with this venture is twofold. To remove the barriers to learning the harpsichord and
to create awareness of the harpsichord - I can be as enthusiastic as I like, but if kids don’t know
it’s possible to learn the harpsichord, then they won’t ask to learn the harpsichord. The most
common question I am asked when I'm trying to encourage someone to try the harpsichord is
‘what’s the point in lessons if I don’t own a harpsichord? How would I practise?’ and the second
question is a fair concern. I can’t help students with the size of their houses, or advise on central
heating systems, but I can provide practice facilities. So, I have renovated an old church hall and I
rent two rooms in my hometown of Whitley Bay: a large teaching room and a smaller practice
room. My students can go onto my website and, as long as there’s someone in the building, book
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practice time on the smaller instrument which is kept in my second room. It’s a risk, I suppose,
letting young people loose on expensive instruments unsupervised, but if I’m serious about this,
it’s a risk I have to take. It’s not foolproof either, but I have to remind myself that I was trusted
with church keys as a teenager and was allowed to while away the hours on the T C Lewis organ in
St. George’s Church, Cullercoats and it never did me or the instrument any harm (apart from mild
hypothermia in the winter months). I got the metro there and back, and was motivated enough to
take time out of my weekends and evenings to practise, so I’'m trusting that if I do my job properly
as a teacher, at least some of my students will be similarly motivated.

But what about creating awareness? Well,
this is the next and perhaps the most
exciting part of the plan. I am in the process
' of organising an open weekend to take place
| before the summer recess. This will include a
~ huge advertising campaign, an evening
recital (with some kind of presentation on
harpsichords) which I will give and will be
followed by a day of free 1-1 taster sessions
for those who are inspired to try the
harpsichord. Organising this has not been
without its difficulties either. The easiest
place to start attracting interest was through
other piano teachers who can bring it to the
attention of their own students. Many have
been interested, even highly supportive, but
convincing some that the harpsichord really
has nothing in common with the piano (or is
just a ruse to poach students), has been
challenging too. I find there is still a
remarkable lack of awareness amongst piano
teachers when it comes to harpsichords, so I
Ly . feel part of my job is also to get existing
9 g teachers and educators on board with what
I’m trying to achieve too.
Andrew Soulsby (photo: from his website)

The good news is that I think I’m starting to make some progress! I have a small number of
students at the moment, and I feel if I can attract another 5 or 6 to start in September then I’ll be
well on the way. One of my long-standing piano students has decided to convert to harpsichord
for her grade 4 this term. Am I the only one who feels the ABRSM needs to update its harpsichord
syllabuses? I appreciate there will only be a small number of applicants for harpsichord grades, but
it really makes it difficult for teachers when, by comparison with the more recently revised piano
syllabuses students are used to, the harpsichord syllabuses are very dated — this is a whole other
issue, but it might be nice to see some more diverse repertoire on the syllabuses and perhaps
encouragement to try things like early fingering techniques too? I even had a flying visit to the
studio from a gentleman from California this year, who wanted help with his Couperin, so word
must be spreading!
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As for the future and my own teaching, I continue to study with Sophie Yates, who is the most
wonderful musician and inspiring teacher I could have, and what I get from her in my lessons
feeds straight back to my students. After all, we never stop learning and if we as teachers are not
studying and performing, what can we hope to pass on to our own students? We have already
discussed the possibility of her giving conversion classes or masterclasses to students in the North
East in the future too, and this is something I will be following up in the new year. Perhaps it may
be the start of a new recital series that might offer opportunities to young musicians as well as
experienced professionals.

This is still a fledgling venture, however,
and it hasn’t been easy getting to this point.
I have tried unsuccessfully to get financial
support from Help Musicians and the Arts
Council, but neither organisation seems to
see the value of what I'm trying to do. Do
they see us as too niche, or elitist? So, I
have funded everything myself. I have
renovated and sold a lovely little Roger
Palmer harpsichord to raise money for an
onward purchase. I felt it was important to
be able to offer lessons on a double manual,
so I found a Zuckerman kit on eBay and
built it myself (it came out ok, actually).
These were stop gaps, and I am currently
awaiting delivery of a very fine Hemsch
double made by Andrew Garlick (whom I
cannot thank enough for his willingness to
hold it for me for 12 months while I raised
the money to buy it) and once this arrives,
my Deegan (single manual after Hans
Moermans) will become the practice instrument to replace the departing Palmer instrument.
Don’t ask about the cost of renovating the premises, it was horrendous.

The present French Double teaching harpsichord
(photo: taken from the website)

I have recently been appointed as a Visiting Teacher of Harpsichord at the university of Newcastle
upon Tyne, I take continuo jobs whenever I get the opportunity and give regular recitals, which
are attracting larger and more appreciative audiences. I often find myself saying to people at my
concerts ‘yes, well, the harpsichord is always going to be quite niche, isn’t it?’ but I’ve stopped
myself from saying that now because, if that’s the case, I'm wasting my time. Why can’t it be as
normal to learn the harpsichord in this country as any other instrument? If our continental
colleagues can do it, surely, we can too?

Andrew Soulsby
Andrew Soulsby has 28 years’ experience as a teacher of piano and harpsichord in the North East. He
also works as a freelance recitalist and works extensively in Musical Theatre across the region as both
a Musical Director and a pit musician. Andrew would love to hear of the experiences of other
harpsichord teachers, particularly in relation to teaching younger musicians.
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froneering gm hapsichordist

I was very pleased to discover details of another of the early pioneers of the harpsichord, Li Stadelmann
(1900-1993), who obviously deserved to be given her rightful place in the revival of baroque music, whilst
certainly not overlooking her ill-judged political sympathies.

Readers of the May 2022 Sounding Board may have seen mention of the late German
harpsichordist, Li Stadelmann. The tribute to the Spanish harpsichordist, Genoveva Galvez,
included her enthusiastic declaration: ““They are my masters!” she says to me, pointing to two
frames with black and white photographs on a shelf: Li Stadelmann in one”.

Left - Stadelmann in 1952, around the time she recorded the Inventions on the clavichord, pictured at a concert with

the conductor Fritz Lehmann

(Image from Bayerische StaatsBibliothek Bildarchiv, https.//bildarchiv.bsb-muenchen.de/metaopac/search?id=bildarchiv161595& View=bildarchiv)
Right - Stadelmann at the keyboard in 1962

(Image from Bayerische StaatsBibliothek Bildarchiv, https.//bildarchiv.bsb-muenchen.de/metaopac/search?id=bildarchivi80314&View=bildarchiv)

Li Stadelmann (1900-1993) is a mostly forgotten figure but deserves to be known and heard by
harpsichord lovers. In her long career as performing and recording artist and music professor in
Munich, she taught men and women (including Galvez) who became notable performers of early
music. She recorded often, including solo harpsicord music, concerted music, and basso continuo.

What emerges from looking back over her long life and career is a redoubtable artist who rebuilt a
career from the wreck of World War Two. She was an early pioneer of the harpsichord: performing,
teaching, and recording, but not doing so in the orbit of better-known pioneers such as Landowska
and Dolmetsch. She was a purist. Her discography, teaching, and accounts of broadcasts show she
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rarely strayed beyond the Baroque. One of her earliest surviving recordings is of Johann Christoph
Friedrich Bach’s keyboard concerto in A Major (a work she edited in 1935 but misattributed to JC
Bach).! This 1930 recording is very far from being a period-instrument or authentic performance.
The orchestra, conducted by Dr Helmut Wirth, is the Kapelle der Staatsoper Berlin, playing modern
string instruments. Stadelmann herself is playing a big Maendler Schramm instrument. Like
Landowska’s Pleyel harpsichord, it was a

: j Concerto
metal-framed instrument with foot Aliur - Lamsienr { Al
pedals to change registers. Heard now I
through the shellac crackles, it is a  'iSuiman Johann Christian Bach

1735 - 1782

remarkably successful performance and, ,
as late as 1997, it was described in Cmbalo%

International Classical Record Collector as
‘fine sounding’.? Unusually for the era,
the microphones achieve a good balance . g = . === 7&%
avier- VL
1 1 Auszug S L |® s r—— | e s o
so the string 1nst@ments do pot | R e e Bttt
overwhelm the harpsicord— something
that happened on some Landowska Opening page of Stadelmann’s edition of Johann Christoph Friedrich
recordings (including her 1943 broadcast  Bach's keyboard concerto in A Major (attributed to JC Bach)
from Toronto of CPE Bach). Even on the (Johann  Christian Bach, Concerto A-Dur fiir Cembalo (Klavier) und
. . . , Streichorchester, Schott, 1935)
heavier revival instrument, Stadelmann’s
playing is insouciantly gracious as suits a piece that was proto-rococo, but she and the orchestra
give the first movement, in particular, a driving, forceful pace. Far from the, sometimes,
ponderous approach of early efforts at early music, Stadelmann and Wirth take it at the faster
tempi of modern period instrument ensembles.3

This engagement with JCF Bach’s rococo world is as far forward in time as Stadelmann went with
repertoire, along with continuo for some early Haydn symphonies. Unlike Landowska, she did not
commission or perform works for harpsichord by living composers, nor perform classical works on
piano. Stadelmann did not move far from the harpsichord except for occasional recordings on
organ and fortepiano, as well as teaching clavichord, on which instrument she recorded Bach’s
Two-Part Inventions in 1952.

Geographically her ambit was small. Born in Wurzburg, Bavaria, she was in Munich by 1921 and
remained there for her entire life, dying in Gauting (a satellite suburb outside Munich) in 1993.
Aged 17, she entered the Konigliches Konservatorium fiir Musik in Stuttgart (the Royal
Conservatory, now the Staatliche Hochschule fiir Musik und Darstellende Kunst Stuttgart). On
September 16th 1923 she was contracted as harpsichord tutor at the Munich Hochschule fiir Musik
und Theater. On April 10th 1946, she was dismissed by the occupation forces (of which more
below), but reinstated by November the next year year, and remained at the Munich academy until
1970. Her final function was as lecturer in clavichord.*

! Jane Moore Bolen, Which Bach wrote what? A cumulative approach to clarification of three disputed works.
University of Michigan, 1998, p.9. Stadelmann’s edition is Johann Christian Bach, Concerto A-Dur fur Cembalo
(Klavier) und Streichorchester, Schott, 1935.

2 International Classical Record Collector: ICRC, Volume 3, 1997, p.59.

% Listen to it at https://archive.org/details/O1joh.chr.bachkonzertadur

* These details are from Stadelmann’s personnel file at the Hochschule HMTM 07 P 1123 Stadelmann, Li,
*02.02.1900, duration 1944-1990
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The vicissitudes of war mean that much information about her earlier career is lost. In 1944 the
registry and the archives of the Munich Hochschule fiir Musik und Theater went up in the flames of
bombing, destroying records of the conservatorium’s activities prior to the war, including
Stadelmann’s.

But it is this pre-war period which is possibly the most interesting and noteworthy, respecting her
contribution to the revival of the harpsichord; the general narrative of the revival of the
harpsichord and its associated instruments is well known, and of course Wanda Landowska is
rightly the central figure in this story. Landowska’s performing and more importantly her teaching
career was mostly beyond the structured academic environment. Landowska was teaching the
piano in Paris in the early 20th century and harpsichord in Berlin in by 1912. Thereafter
Landowska taught outside formal academic environments, taking her pupils in her home in St Leu
and then Lakeville. Stadelmann is an interesting contrast, having spent virtually her entire active
career at a formal academic institute of learning, using that environment to propagate interest in
early music and early keyboard instruments.

Stadelmann engaged actively with efforts to popularise early music. She joined other musicians
including the harpsichordist Alice Ehlers and the Thomaskantor Karl Straube in broadcasting early
music (mostly Bach and works by his family) on Westdeutcher Rundfunk.® By 1934 she applied to
the Hochschule to establish an early music class, long before this term was common place. The loss
of records leaves unclear if she was given permission, but in the 1935 Year Book she is explicitly
linked with instruction in ‘alte musik’.® She applied again on behalf of early music in 1949. Also in
1949 she is on record as making changes to the °‘Priifungsordnung’ or examinations for
harpsichord, showing again her teaching as being within formal academic structures and, in 1959,
she was involved in establishing a professorial chair for early music.” Among her students (in
addition to Genoveva Galvez), were Eberhard Kraus, who became the organist of Regensburg
Cathedral, and Hanns-Martin Schneidt, who became known for his recordings of works by Bach
and Heinrich Schiitz with the Regensburg Cathedral Choir. Another was Olivera Djurdjevi¢, the
well-known Serbian harpsichordist.

Occasional snapshots of her in action survive. The Australian-based luthier Dietrich Lasa recalled
attending a musical workshop for young string players in Munich in the 1960s, which Stadelmann
happened to attend, whom he remembered as ‘the most well-known harpsichord player in
Germany’. Not content to just watch the concert by the young musicians she instead ‘came up to
the stage... and offered to play the Brandenburg Concerto No 5 on the spot, just for the fun of it.
So here I was, 17 years old, playing the violin solo part of the Brandenburg Concerto for violin,
flute, and harpsichord with Li Stadelmann’.® This wonderful anecdote, telling as it does not only of
the great talent of all involved to launch spontaneously into the Fifth Brandenburg Concerto, but
also Stadelmann’s sense of fun, is a useful counterpose to the surviving photographs of her which
show a rather severe looking woman, often wearing the mantilla characteristic of conservative
Bavarian Catholics.

Presumably with more rehearsal than her off-the-cuff version with the music students,
Stadelmann recorded the Fifth Brandenburg Concerto (along with the other five), in 1957, with the

> Harry Haskell, The Early Music Revival: A History (Courier Corporation, 1996), p.121.
¢ Zweiundsechzigster Jahresbericht (1935), p.9.
7 HMTM 07 P 1123 Stadelmann, Li,*02.02.1900, duration 1944-1990
8 4MBS Classic FM (4 Musical Broadcasting Society) Program Guide June 2020, p.9.
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Munich Chamber Orchestra conducted by Hans Stadlmair, Kurt Stiehler playing violin, and Konrad
Hampe the Flute. Stadlmair, like Helmut Wirth, was not an exponent of authentic performance
practice and the Munich Chamber Orchestra was not a period instrument ensemble, and 1957 was
very early for the period instrument movement at any rate. As with Wirth in 1939, Stadelmann
and Stadlmair take the music at a tempo anticipating the sprightlier efforts of later historically
informed recordings rather than the more ponderous speeds and heavy sound of many early
efforts at baroque music. Stadelmann plays a heavy revival instrument but her rendition of the
famous cadenza is superbly dynamic and even aggressive.’

Mention of revival harpsichords, such as her Maendler Schramm instrument, point to a further
important aspect of her career, which was her contribution to making actual steps towards
historically informed performance practice, a quest which Landowska arguably never made. While
she collected historic instruments, Landowka’s playing and especially her recorded legacy is
inescapably associated with her Pleyel harpsichord, which she treasured so much it went to New
York with her when she fled the Nazis. Her few recordings of concerted works are with modern
instrument ensembles, not any nascent period instrument groups.

Stadelmann worked and performed in both sound worlds.
Earlier in the 20th century it is no surprise to hear her on a
series of factory instruments, as few other options were
available. By the 1950s she was still using revival instruments
and playing with ensembles which were general rather than
period. But by the 1950s she was also working with scholars
and performers at the forefront of the early music revival. In
1949 she played the continuo for Archiv’s recording of
BWV1067, the Orchestral Suite No. 3 in D major, with the
Solistenvereinigung Der Bachwoche Ansbach. In 1960 she played
the harpsichord part of CPE Bach’s graceful Double Concerto
for Harpsichord and Fortepiano. Fritz Neumeyer played the

The vinyl LP of Stadelmann’s recording
fortepiano part and August Wenzinger conducted the Concert  ofJ S Bach’s double concerto BWV1064

Group of the Schola Cantorum Basiliensis. The release was one  (/mage from https.;//www.bach-

. .. tatas.com/NVP/Stadelmann-L.ht
of the many then appearing from Archiv in the label’s scholarly comaie-com adelmann-Lhtm)

and systematic sound-cataloguing of Western art music. This particular LP was part of the
‘German Pre-Classics (1700-1760) series and Stadelmann’s co-performers, especially Wenzinger,
were among the most prominent of early music authorities.!? Like all of these releases, the aim of
the musicians and producers was to perform the music as it would have been in the composer’s
lifetime. The Archiv recordings remain impressive landmarks in period instrument performances.
This recording of the CPE Bach is no exception and it received much positive comment in reviews.
Stadelmann’s playing matches Neumeyer’s for grace and elegance. A release onto CD is well
overdue.! She continued her association with dedicated early music ensembles, including playing
the continuo for the Hamburg Baroque Ensemble in spirited recordings of trumpet concerti.!?

° Listen to it at https://www.youtube.com/watch?app=desktop&v=p81bn_MG6dk

10 Haskell, Early Music Revival, p.62.

1 Listen at https://archive.org/details/lp_cphe-bach-double-concerto-in-e-flat-major_Lli-stadelmann-fritz-
neumeyer-konzertgruppe

12 | isten to these at https://archive.org/details/lp_virtuose-trompetenkonzerte_adolf-scherbaum-hamburger-
barock-ensemb
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Also, for Archiv, she travelled to Stockholm in
1961 where she recorded Handel’s Fifth, Seventh,
and Eighth harpsichord suites on a 1763
Kirckman harpsichord.'® She became accustomed
to using instruments maintained in museum
collections. Living and working in Munich meant
she was close to the Deutsches Museum, a
museum devoted to technological history. In its
collection of steam engines, rocketry, aircraft
and chemical apparatus, a room full of
harpsichords seems rather incongruous, but

J

ES e these instruments as there as examples of

WUTSCHES M USEL M technology and design. Aged 80, Stadelmann
ALTE MUSIK AUS VIER JAHRHUNDERTEN made her final recording on a selection of them
GESPIELT VON LI STADELMANN UND HEINZ SCHNAUFFER AUT including a ClaViChOId made by Christian GOtthb

HISTORISCHEN INSTRUMENTEN DIN DEUTSCHEN MUSEUMS

Hubert in 1782 and harpsichords made by
Fransiscus Patavinus in 1561 and Giuseppe
The cover of her final recording made at the age of 80 Solfanelli in 1729. This widely selling LP gave
‘Deutsches Museum - Alte Musik Aus Vier Jahrhunderten’ voice to these exquisite museum pieces.

One other factor in her life must be mentioned. Stadelmann was dismissed from the Hochschule in
1946, and the reason was her association with National Socialism. What was the nature of this
association? As with Herbert von Karajan, Elisabeth Schwarzkopf and Elly Ney, among others,
Stadelmann was among many German musicians who welcomed the decline of the Weimar
Republic (under which musicians faced particular economic hardship'*) and the rise of Hitler. So
too did major figures in Protestant Church music, including Gunther Ramin and Erhard
Mauersberger. Recently Glen Wilson’s biography of the harpsichordist Eta Harich-Schneider (a
close contemporary of Stadelmann), has painstakingly reconstructed a more accurate narrative of
Harich-Schneider’s links with Nazism and Hitler: connections her own writings downplayed.'* Like
these performers, Stadelmann supported Nazism. Her dismissal from 1946 and 1947 was the
period of her de-Nazification process, something many Germans underwent. There is no doubt of
her pre-war National Socialist sympathies, and her career is discussed as such in Michael Kater’s
hard hitting work The Twisted Muse.'® For her, as for von Karajan, Schwarzkopf and others, this
association rightly remains on the historical record as a permanent taint.

Following the war and de-Nazification, we can see a post-war recovery of her career, her
reputation, and her international contacts. In 1949 she recorded (for Archiv) Bach’s Concerto for 3
harpsichords (BWV 1064) with Lisedore Hage-Praetorius (one of her former students from
Munich) and Edith Picht-Axenfeld, a harpsichordist of Jewish descent. In 1965, she was invited to
Belgium, to be a member of the first ever jury for the Bruges International competition for
harpsichord, serving alongside Gustav Leonhardt, Robert Veyron - Lacroix, and Aimée Van de

13 Listen at https://archive.org/details/lp_george-frederick-handel-suites-no-8-in-f-m_Lli-stadelmann
4 J Evans, ‘The Twisted Muse: Musicians and their music in the Third Reich’, Canadian University Music Review
(1999, vol. 20, no.1), p.154.
5 Glen Wilson, Hitler's Harpsichordist: The Passionate Life and Troubled Times of Eta Harich-Schneider (2024).
16 Michael Kater, The Twisted Muse: Musicians and their Music in the Third Reich (Oxford University Press, 1999),
p.30; also Kater, Culture in Nazi Germany (Yale University Press, 2019), p.99; DeLora Neuschwander, ‘Music in the
Third Reich’, Musical Offerings (2012 vol. 3, no. 2), p.95.
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Wiele (they gave the prize to Christiane Jaccottet), a country with strongly sensitive memories of
the Nazi occupation. Earlier, in 1960, she had played in London’s Wigmore Hall, in a recital
particularly well received and described in London Musical Events as ‘displaying a powerful and
decisive musical personality’.!” Towards the end of her life, in 1986, she received the Federal Cross
of Merit, First Class, awarded by the West German government.

Left: Stadelmann in 1955, with cellist Antonio Janigro (Image from Bayerische StaatsBibliothek Bildarchiv https.//bildarchiv.bsb-
muenchen.de/metaopac/search?id=bildarchiv199313& View=bildarchiv)

Right: Stadelmann with the Munich-based composer Wolfgang Jacobi in 1956 (Image from Bayerische StaatsBibliothek Bildarchiv
https.//bildarchiv.bsb-muenchen.de/metaopac/search?id=bildarchiv236321& View=bildarchiv)

Unfortunately, Stadelmann’s quite extensive discography (of which Bach and Handel form the
core), mostly lurks either on the Internet Archive or on second hand vinyl. There is great pleasure
to be had from listening to her, both on revival and period instruments and the cumulative
impression is of a musician of considerable versatility, who was able to make Baroque keyboard
music ‘make sense’ and sound good with different ensembles; with conductors with different
approaches; and on different types of harpsichord.

Marcus Harmes

Professor Marcus Harmes lectures in pathways programs and legal history at the University of Southern
Queensland, Toowoomba, Australia. He has a longstanding devotion to harpsichord music and an interest
in music education and policy, see his recent article Harmes, M., Hogan, O., & Charles, M. B. (2024). "The
beat goes on? The current presence of music education in Australian public universities.” Arts
Education Policy Review, 1-16.

marcus.harmes@usq.edu.au

More articles about female harpsichordists, active in promoting early music during the twentieth century, can be
found in these editions of Sounding Board; see Issue No.4 May 2011, Issue No.7 June 2013, Issue No.11 August
2017, Issue No.14 June 2020, Issue No.17 December 2021, Issue No.18 May 2022 and Issue No.19 March 2023.

7 L ondon Musical Events 1960, p.26.
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A tribute to one of the most influential pioneers in the Early Music scene not only in Italy but way

beyond. He left a lasting legacy not only in his teaching but in the fine collection of historical musical
instruments now available for all to study at San Colombano, Bologna, Italy.

This article faithfully reproduces the text of the speech | read - as the most representative pupil of
Luigi Ferdinando Tagliavini (Bologna, 7 October 1929-11 July 2017) - at the Conference held in Pieve
di Cadore on Sunday 8 July 2018 on the occasion of the first anniversary of the Master’s death. On the
same occasion | gave a concert, on the first harpsichord that Maestro Tagliavini donated to the Cadore
Community, on the theme ‘Viaggio di un Cembalo barocco da Roma a Venezia’ with music by B. Pasquini,
G. Frescobaldi, B. Galuppi and B. Marcello. Domenico Morgante

Luigi Ferdinando Tagliavini’s experience was a real revolution for the world of the organ and music
in general. But before I can adequately illustrate the magnitude of the true historical and global
artistic and cultural significance of this man's activities — which I do not hesitate to define as
exceptional on both the artistic and didactic side - it is necessary to make a useful digression.

In discussing the work of Luigi Ferdinando Tagliavini, we must first of all remember that everything
stemmed, and developed from, the beginning of the 1950s. Until that time, which must be
considered truly fateful due to a fortunate and extraordinary concomitance of events, it was not
that organ and harpsichord music had not been studied at an academic level and performed in
concert; moreover, composers of the calibre of Girolamo Frescobaldi and Johann Sebastian Bach
were not only well known, but also fully appreciated and widely diffused, both in concert halls and
via recordings. Rather, it was the type of approach to the musical notation which needed urgent
reappraisal, indeed (as I will try to demonstrate) more specifically, called for a ‘detailed study’. And
that long-awaited work of greater understanding through a more careful examination of the written
musical page could only transpire from the essential path of historical-aesthetic contextualization:
the one that will later be defined with expressions connected to the category of ‘musical philology’
and, very much more recently, to that of the ‘historically informed interpretation’.

At this point one cannot fail to mention this type of contextualised and cognisant approach to the
written musical page which had already gained credence in the early years of the twentieth century,
thanks to the intuitions and dedicated passion for so-called ‘Ancient Music’ by Arnold Dolmetsch -
a musician of Bohemian origin, born in France in 1858, who spent most of his life in England.
Dolmetsch was certainly the forerunner of the historical rediscovery, between the nineteenth and
twentieth centuries, of Renaissance and Baroque Music, to whose aesthetic language it is expressed
in the most correct way, and also through an indispensable in-depth study of the most important
musical treatises of the two centuries preceding the age of Romanticism, as well as through
appropriate and fruitful reconstruction, at first hand, of the principal instruments of the past (lutes,
flutes, viole da gamba, harpsichords). The results of his extraordinarily pioneering work were then
enclosed in a monumental volume that Dolmetsch published in London in 1915 entitled ‘The
interpretation of music of the seventeenth and eighteenth centuries revealed by contemporary
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‘testimonies’'. It was a work in which, for the first time in the twentieth century, someone had
identified the principle of the close connection (a true ideal combination on the level of artistic
expression) between the aesthetic language of music of the various historical periods of the past
and the technical peculiarities of the contemporary instruments: a single ideal sound equally shared
between technology and expressiveness.

After Dolmetsch’s death in 1940, the time was ripe for a substantial step forward in the fascinating
and intricate field of Ancient Music. Some giants of twentieth century music, all born at the end of
the1920s, took charge of that expected deepening, of that hoped for substantial maturation in
theoretical studies as in the act of interpretation. One of them was an Italian, whose name, with the
classical rhythmic of a hendecasyllable verse, was Luigi Ferdinando Tagliavini.

The origin of Tagliavini’s deep passion for
ancient keyboard instruments stemmed, as
he himself often liked to recall, from his
frequentation of the great organ ‘G. Callido’
(1797-99) from Candide di Cadore, the !
birthplace of his beloved mother, the
unforgettable ‘Signora Nella’.

His passions began with the extremely
accurate study of the Organ in the
Conservatory - first with Ireneo Fuser
(1902-2003) in Bologna, then in Paris under
the guidance of Marcel Dupré (1886-1971).
He  subsequently pursued in-depth
University studies in the fields of Literature
and Philology in the ancient and prestigious
Padova University, already outlining at a
young age the depth of personality that
would have no difficulty in establishing
itself  internationally for  authority,
competence and, last but not least,
sympathy. Certainly, as the son of one of the
greatest Italian linguists and glottologists,
the distinguished Professor Carlo Tagliavini
(1903-1982), he could not remain
indifferent to the important cultural
incitements that came to him from the Pistoia, Accademia di Musica Italiana per Organo, 1981
specifically humanistic sphere. It was (Photo: Archivio privato Domenico Morgante)
inevitable that the expected fertile ground

on which the luxuriant plant of the Early Music Revival would grow played an essential part in the
enviable cultural background of the young ‘Bolognese’ Luigi Ferdinando Tagliavini. Around the
same time (the late 1940s), he also began, halfway between necessity and chance, to build his
incomparable collection of historical instruments, which until a few years ago filled his home in

L A. Dolmetsch, The Interpretation of the Music of the XVIith and XVilith Centuries Revealed by Contemporary
Evidence (Novello & Company, London, 1915).
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Bologna (actually chock full of musical memorabilia of all sorts) at the corner of Piazza Baraccano.
Today his collection is cared for and played, thanks to his far-sighted will and cultured and

enlightened generosity, in the permanent living and vibrant Museum exhibition of San Colombano,
in his beloved hometown. A testimony to the sound of the incomparable preciousness of this
collection is preserved in a splendid recording that Tagliavini himself made in 1996 for the Ermitage
label, when his precious instruments were still housed in his home. For this extraordinary occasion,
the location was acoustically isolated for three days (from 28 February to 2 March of that year) by
the Municipal Police of Bologna. This closed the entire area to traffic to ensure that the Maestro’s
house could be transformed as far as possible into a real recording space.

This now historic CD, which constitutes
a kind of exceptional compendium of his
harpsichord mastery, also testifies in a
very eloquent way to what Tagliavini
specifically affirmed regarding the
inherent and didactic value of ancient
instruments, recalling on various
occasions that they had been his best
masters, and that they had suggested to
him in every way the most relevant
insight to a particular music page. This
phenomenon started with what he
called ‘the prince’ of his collection, the
extraordinary harpsichord by Giovanni
Battista Giusti of 1679, exceptionally
built in Ferrara (as indicated by the Latin
inscription in ink on the front strip),
therefore presenting the instrument as
ideal for interpretation of the
spectacular harpsichord music by the
beloved Frescobaldi?.

The Giusti harpsichord built in Ferrara in
1679, now in the Tagliavini Collection
(photo:  Archivio  privato  Domenico
Morgante)

Tagliavini affirmed that it is precisely the historical instrument that guides the performer on the
path of correct interpretation, suggesting the most appropriate technical and expressive solutions
on any given occasion.

Another decisive element in the human and artistic path of Luigi Ferdinando Tagliavini was to be
identified in a meeting, again in those fateful fifties, with his colleague and fraternal friend Gustav
Leonhardt (1928-2012), another great teacher of mine. In those years, Leonhardt taught in Vienna,
where another pillar of the Early Music Revival lived and worked: Nikolaus Harnoncourt (1929-
2016), who for his part, together with his formidable Concentus Musicus, poured all of his intellectual

2 AA. VWV, Collezione Tagliavini. Catalogo degli Strumenti musicali, edited by J.H. van der Meer and L.F. Tagliavini,
(Bologna, Bononia University Press, 2008), vol. |, pp. 167 ff.
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and artistic energies into the study and in the interpretation of instrumental and vocal baroque
music, with a particular focus on Johann Sebastian Bach.

Harnoncourt, Leonhardt and Tagliavini: three giants (moreover surprisingly contemporaries, all
three having been born within a few months of each other from mid-1928 to the end of 1929)
to whom we owe the true revival of studies on Ancient Music and an interpretative season of
unparalleled stature, by now (after their departures, also emblematically rather close ...) definitively
consigned to History by various and fundamental musicological studies and by numerous reference
recordings.

Although coming from three different geographical areas of Europe, as well as from three different
cultural areas and sensitivities, these three great masters reached, in the same historical period and
with the same means made available by the European cultural scenery of that time, a homogeneous
vision of the role of the modern interpreter of the music of past centuries, obtainable only through
a useful and effective interaction between the technical analysis of the instruments and the research
of a purely musicological character.

There is no ‘authentic’ and definitive performance, each claimed in his own way, but a sort of
continuous evolution closely linked to the assiduous attentiveness to a specific musical repertoire
accompanied by constant discussion with the most illustrious colleagues. In addition, Tagliavini's
proclivity and love for teaching strongly emerged, at the University of Freiburg in French-speaking
Switzerland (where he resided for long periods of the year in an evocative residence overlooking
Neuchatel Lake), as well as in the various international musical Academies (from Haarlem to Pistoia,
from Innsbruck to Bologna) — an ability tempered with surprising and commendable modesty. He
claimed to have learned a lot from even the best of his young students, and today I like to delude
myself that he could refer, even remotely amongst others, to my humble self.

I cannot help but testify that Tagliavini, Professor and Master at the same time, precisely in teaching
put there first of all an absolute love for Culture tout court, a commitment and seriousness that are
to say at least commendable. Without ever sparing himself, he made himself into a living example
of the results obtained through his research and, above all, with far-sighted and exemplary
pedagogical skills, always extracted from his pupils the best that each was capable of expressing. In
this specific respect, I can testify as a pupil of both masters, a relevant, albeit surprising,
methodological affinity between Tagliavini and Leonhardt. I have never had the opportunity to
discuss this with my illustrious fellow students — who are today largely established and respected
teachers and concert performers at an international level - but looking back on those now-distant
years of my artistic training under his extraordinary guidance, I like to remember, among other
things, his very personal, extremely elegant and discreet way of relating to others and of the
specifics of his commentary on the performance of a piece by us students during his extraordinary
and unforgettable lessons.

He wanted to succeed in conveying his advice in a composed way and was not at all intrusive in
expressing himself, even in the delicate act of evaluation. Therefore, he used only two words which,
to a ‘good connoisseur’, said everything, without the need for further and superfluous comments.
An aseptic ‘Thank you’ generally signalled that a test was not very successful. The opposite in fully
positive terms was instead sealed by a smiling ‘Good’, which, if pronounced with a more marked
tone, would clearly imply praise. Thereby, anyone who studied with Tagliavini would never have
received even a veiled repression of evaluation, but only constructive encouragement so as to
deepen the perspective of the core and essence of the student: so fashionable today in the school
environment, but in reality, as Tagliavini knew well, already strongly advocated by the great
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American philosopher and pedagogue John Dewey (1859-1952) at the end of the 19th century?®.

As part of his rich and fundamental teaching activity (which among other things earned him more
than an Honoris Causa Degree in various prestigious European and American Universities) it is also
worth mentioning Tagliavini’s surprisingly astute linguistic skills, which enabled him to explain (in
the presence of an international audience) the same concept in Italian, French, English and German
in the clearest and most comprehensive way possible; not only without any formal uncertainty, but
moreover marked by exemplary lexical and morphological richness.

But the thing that perhaps surprised his students most of all, especially in the initial phase of the
educational path (since later it would become an indispensable habit), was the human relationship
that Tagliavini loved to establish with his students outside the classroom. The rigour and exemplary
seriousness of his memorable lessons relaxed into an almost familiar conviviality with us in the
canteen when he would share, with the manner of a happy raconteur, his irresistible jokes, which
he alternated in a measured way with news about, for example, the most recent concerts he had
performed around the world, or concerning the restorations he followed with scrupulous attention;
both those concerning the instruments owned by him and the public ones.

And among the latter it is worth mentioning at least the restoration of the fantastic pair of ancient
organs of the Basilica of San Petronio in Bologna (the Lorenzo da Prato of 1471 and the Malamini of
1596)%, an authentic historical-musical and organological undertaking completed in 1982 (after long
years of study and work), under his careful guidance, by the expert workers of the Tamburini family
of Crema, headed by the unforgettable Franco Anselmi (1920-2001). In the restoration work, to
which he always willingly devoted much of his energy, he always allowed himself to be accompanied
by the late Oscar Mischiati (1936-2004), the historian librarian of the Conservatory ‘G.B. Martini’ of
Bologna, his long-time fraternal friend, with whom he had also edited for some
decades the historic and fundamental review of organ and organ culture ‘L’Organo’, after having
founded it in the now distant 1960s together with another authoritative colleague, Renato Lunelli
(1895-1967).

Tagliavini, however, stigmatised the restorations considered too invasive, attracting attention to
the need to preserve all those interventions of important historical value, also strongly emphasising
the importance that all operations should be based on accurate and synergistic team work; hence
the creation of the various Scientific Committees that have guided and coordinated, under his
always scrupulous supervision, the most important organ restoration operations carried out in
recent decades in various parts of Europe.

Tagliavini also rejoiced in the state of the keyboard world at the end of the twentieth century:
without any haughtiness he recognised and highlighted a flourishing of first-rate interpreters never
heard before, but also of skilled builders and expert restorers.

All these elements, therefore, could only serve to highlight the achievement of a now definitively
conscious approach to Ancient Music, based on an essential critical analysis of a musical text, as
well as on the search for the right expressiveness linked to it — at last far from that uncritical
approach of the past which was guided only by an extemporaneous, and almost never pertinent,
personal emotionality (not to mention humour).

3 John Dewey, My Pedagogic Creed, (E.L. Kellogg & Company, New York, 1897), passim.
4 0. Mischiati-L.F. Tagliavini, Gli Organi della Basilica di San Petronio in Bologna, (Patron, Bologna,2013).
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An uncritical past which, however, it must also be said, is unfortunately still dangerously present
(with its unpredictable damage on the aesthetic level) in certain interpreters — even kissed by a vast
(and, I would say, undeserved) popularity and fortune — which is concentrated more on the
ostentation (often unbearable) of their own exhibitionistic presence on the concert scene and in the
international discography, rather than on the attention to the need to transmit the musical
language of the written page in the way aesthetically and expressively closest to the intentions of
the composer, starting therefore from the relative historical contexts and the individual availability
of means.

However, for Tagliavini, philologist par excellence, Philology was not everything. For him a good
performance had to start from an appropriate study and research operation in order to obtain from
the written page the greatest amount of information on a technical and aesthetic level, but in the
end those results could certainly not ignore — according to a fully shared Frescobaldian precept —
personal good taste and individual sensitivity (the latter aesthetic concept, supported in full
particularly by Leonhardt) increasingly matured, as mentioned above, through constant familiarity
with a certain type of repertoire and the correct use in everyday life of certain historical instruments.

I could venture, in the light of all the above considerations, that Luigi Ferdinando Tagliavini -
together with the activities of Gustav Leonhardt and Nikolaus Harnoncourt — was an operation
carried out in the light of the main cultural acquisitions that derive from the three centuries
preceding the twentieth century; the implementation of a specific application to music of the
seventeenth century ‘Baconian method’ mediated in the Enlightenment age by the French
encyclopaedists, with the addition of that inalienable emotional, fantastic and imaginative
character of artistic creation well codified by Romanticism.

Having been able to find the most suitable key to transfer in the most appropriate way the musical
language of the various historical periods of the past; having been able to transfer this passion and
these skills to more than one generation of students scattered all over the world; having left a vast
legacy in terms of culture and precious musical assets for use in educational purposes, especially by
the youngest generations; having marked in a now definitive and irrevocable way how the
interpreter has today, in the executive context, responsibilities comparable to those of the authors
of the musical pages performed; having been able to create a harmonious and profitable union
between musicological research and artistic expression, making it an effective unitary aesthetic
field: these are the main merits that we have the duty to recognise, and therefore to perpetuate,
with regard to the didactic and performed music by Luigi Ferdinando Tagliavini.

In conclusion, it can be said that this great Master, Artist and Teacher was able, all at the same time,
to open a window on the most advanced way of approaching today the music of the past, where the
Musicology, enriching itself with the methods that are typical of sociological research and cultural
anthropology, and through the study and attention to the numerous micro-stories that characterise
the various studied periods of the past, finally emerges out of the often narrow confines of purely
theoretical research and transforms itself into a sort of effective Poetics of Music, or rather into the
ability to unify in the executive gesture the understanding, assimilation and re-invention of a
specific written musical page, radically reconstructing its most authentic meaning, reliving the
meaning and emotions that they determined its genesis, in order to convey and revive that sense
and those emotions in all possible users of that artistic product.

Tagliavini, certainly not by chance, was defined as ‘Musicus Perfectus... practical and speculative’,
emblematic expressions that rather significantly give the title to a miscellany of Studies that was
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created and dedicated to him in 1995 on the occasion of his 65th birthday®.

But there is no perfection without dedication, so it is precisely this last essential characteristic of
his rich personality on which I would like to seal his memory. Tagliavini loved deeply among others,
and taught us to love strongly, the great Italian Girolamo Frescobaldi. 1 therefore would like to
conclude my heartfelt and affectionate memory of my great and beloved Maestro with a well-known
expression that Frescobaldi writes in his Secondo Libro di Toccate and which contains in a short
motto the very meaning of a long life of a musician entirely spent between teaching and artistic
activity: ‘Non senza fatiga si giunge al fine’ [Not without fatigue we reach the end]°.

Domenico Morgante

Domenico Morgante born in Monopoli, Italy in 1956, is one of the most important organists,
harpsichordists and musicologists of his generation and recognised as one of the greatest experts
on Renaissance and Baroque music and historical keyboards. He graduated in Organ and
Harpsichord, and in Musicology, he specialised in Educational Sciences; he was a pupil of Luigi
Ferdinando Tagliavini, Gustav Leonhardt, Colin Tilney, Marie-Claire Alain, Sergio Vartolo. He also
studied Composition and has written symphonic, chamber and sacred-liturgical music and has
also ventured into the experimental field of electronic music. As a musicologist, he has searched
out - rediscovered- and edited many compositions of the past; he has to his credit more than a
hundred publications. His most recent work is the first anthology ever produced of eighteenth-
century music for harpsichord and organ by Apulian authors, entirely based on hitherto unknown
manuscripts of unpublished music from the eighteenth century in Puglia. Musiche Inedite del
Settecento Pugliese’, Edizione critica a cura di Domenico Morgante, (Padova, Armelin Musica, 2021).
With his great experience in the organology field, he has directed the restoration of many important
historical keyboard instruments. Also active in the literary field, in 2016 he published the historical
thriller ‘The Secret of Santa Cecilia’. (Torino, Robin Edizioni).

LUIGI FERDINANDO Luigi Ferdinando Tagliavini -

TA LIAVI Nl ‘Luigi Ferdinando Tagliavini and his Collection of Harpsichords’

| COLLECTION

o™ CD Ermitage Label- ERM 427-2 DDD
Released 1996

San Colombano - Tagliavini Collection, Via Parigi 5, 40121 Bologna, Italy
https.//artsupp.com/en/bologna/museums/san-colombano-collezione-tagliavini

5 AA. VV., Musicus Perfectus. Studi in onore di Luigi Ferdinando Tagliavini «Pratico e specolativo» nella ricorrenza del
65° compleanno, edited by P. Pellizzari, (Patron, Bologna, 1995).

¢ Girolamo Frescobaldi, /l Secondo Libro / di Toccate [...], ( N. Borbone, Roma 1637) p. 29.
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Jithn Rawson: 1937 2002

| think it was during the Bruges Festival when my late husband, instrument-maker Michael Heale, and | first
got to know John Rawson, having wide-ranging conversations over Belgian beer, and later enjoying it when
he brought his wife, now Professor Dame Jessica Rawson, and daughter, Josephine, to see us in Guildford.
We are delighted that two renowned instrument makers pay homage to John from whom they learnt so
much, not only the skills required to build high quality instruments but the organisational skills needed to
run a busy workshop.

from Peter Bavington

John Rawson was one of a group of English harpsichord makers working in the 1970s and 80s, just
at the time when there was a rise in enthusiasm for performances of early music on ‘authentic’
instruments. The book Modern Harpsichord Makers by John Paul (published by Gollancz in 1981)
contains portraits of some of these makers, and includes a chapter devoted to John.

Even in childhood he showed a love of making things. His first material was cardboard and his first
tool was a pair of scissors: with these resources, he made toy planes and ships. Later he acquired
woodworking tools, and made a floor-standing loom on which he wove scarves, table mats and
hot-water bottle covers for the family. And while still at school, encouraged by Thomas Goff, he
made his first two clavichords.

He did not immediately take up musical
instrument making, however; instead, he
planned a career in architecture, and after
training at Trinity College, Cambridge, worked
in that field for ten years. The skill he acquired
in technical drawing at this time was to come in
useful later. He became increasingly dissatisfied
with working in an architect’s office and having
to negotiate contracts and planning
permissions; eventually, in an abrupt change of
course, he left his architectural job and enrolled
in 1974 in the newly established harpsichord-
making course at the London College of
Furniture. David Law was the course leader
there, with visiting tuition from Mark Stevenson
and Chris Nobbs. While at the college, John
made an Italian harpsichord (after Zenti), a
French double (after Taskin), a Flemish virginal
(after Ruckers) and finally a fortepiano (after
Walter). 1 think he was the only student ever to
complete four instruments in three years at the
college: a tribute to his organisational skills as
well as to his woodwork.

Single-manual harpsichord by John Rawson
based on an original Ruckers instrument
(photo kindly supplied by Jessica Rawson)
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On leaving, he opened his workshop in Clerkenwell, from where over the next ten years sixty-four
keyboard instruments were to emerge. In the early years, the bulk of his output consisted of small
instruments, spinets, virginals and clavichords, based on models in Dr Rodger Mirrey’s collection
and in the Victoria and Albert Museum: the small clavichords after the Mirrey triple-fretted
instrument (now at Edinburgh University, No. 4486) were particularly successful. He was attracted
by unusual instruments, and made two copies of the ‘folding harpsichord’ after Jean Marius. He
also designed and made a child’s harpsichord with narrow keys for his daughter Josephine.

John’s workshop was one of about thirty craft units that had been established in a former school-
supply depot, still belonging to the Inner London Education Authority but now surplus to their
requirements. At first it was shared with Miles Hellon. When Miles moved into a room next door,
John was able to undertake larger instruments, for which he employed a series of workshop
assistants: I had the privilege of being the last of these when I joined him in 1985.

Working at Clerkenwell with John was to be a
happy time for me. We had benches opposite
each other, and in the space between, each new
instrument would gradually take shape. As I
looked across the room, I could see John
standing in front of his impressive case of
woodworking tools, regularly closed and locked
each night. There was a canteen on the
premises, and at lunchtimes there was plenty of
company and a mutual exchange of information
(and gossip!) with craftspeople from the
neighbouring workshops.

I was able to help in John’s soundboard-testing
experiments. These had begun in 1982 when he
was dissatisfied with the sound of a double-
manual harpsichord he had made after the V. &
A. Hitchcock. One of the problems that the
harpsichord maker faces is that he or she never
knows for sure how an instrument will turn out
until it is finished, strung and voiced. If you then
feel you need to make changes, there is so much
work to be undone; it is indeed a daunting
prospect. Courageously, John set about
dismantling his Hitchcock double and modifying
the soundboard, making a private vow that never

John Rawson in his Clerkenwell Workshop, again would an unsatisfactory instrument come
c1985. (photo by permission of Jessica Rawson)  to completion in his workshop.

There was very little in the literature about the acoustics of harpsichord soundboards, so he
devised his own method of investigation, which he later described in an article in the Galpin
Society Journal (No. 43, March 1990). The soundboard under test was clamped in place without
glue; a light powder (Christmas glitter) was scattered over it, and it was made to vibrate at known
frequencies using a signal generator and vibration probe that John obtained from a school-
laboratory supplier. At certain frequencies the soundboard would resonate strongly; these
corresponded to modes of vibration, which would be revealed by patterns that appeared in the
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glitter (the so-called Chladni patterns). John found that he could shift the frequencies of these
modes, and strengthen or reduce them as desired, by careful thinning of the underside of the
board. The aim was to achieve an even response across the whole compass of the instrument.

I remember thinking at the time that these experiments revealed the reason - or one reason - for
the extraordinary success of Ruckers-type harpsichord soundboards with cut-off bars. At low
frequencies the whole soundboard moved vigorously, including the part to the left of the cut-off
bar - it was as if it did not exist. But at higher frequencies, the area in vibration was limited to the
part to the right of the cut-off bar. So it seemed the soundboard could act as a big vibrating plate
for the lower frequencies, but as a small plate for the higher ones: a neat trick, to seem both large
and small at the same time.

I also remember witnessing the dramatic effect of mode 1, where (at a very low frequency) the
whole board moved violently up and down as a single unit, casting off all the glitter: an alarming
sight, which led one to think the harpsichord would self-destruct, or take off and fly out of the
workshop window into Clerkenwell Close. Harpsichord makers need to ensure that this mode only
occurs at a frequency well below that of the lowest note of the instrument.

I learnt an enormous amount from John, particularly about the nature of craftsmanship, and the
differences between precision engineering, where each part is made to precise dimensions so that
they all fit together, and handcraft manufacture, where each successive part is adjusted to fit what
has already been made. He was generous too, allowing me to keep certain materials and pieces of
equipment when, in due course, his workshop was closed down. He was not, however, an easy man
to get close to. The intense clarity of his vision, and the intensity of his focus on the work, led
occasionally to a certain directness of expression. When I had a fancy to construct an instrument
depicted in a medieval fresco, he left a note for me reading ‘Do not start a clavicytherium until you
have cleared the deposit cheque’. It was good advice; needless to say, I didn’t heed it.

In 1987 commercial pressures forced John to close the Clerkenwell workshop: a great pity, since
(as he reflected afterwards) the quality of his instruments had been steadily improving, and the
efficiency of making them had increased. Thereafter he worked in a variety of fields: making
prototype office furniture and shop-fittings; as technical editor on an architectural journal,
making and repairing wooden boats. We kept in touch sporadically, and occasionally I was able to
help with a piece of information, or an unusual construction project. After retirement, he began
on something quite new: ceramics. He wrote to me that it was much more difficult to make pots
than harpsichords.

John died of cancer on 4 December 2022 after a year’s illness. In his last years, he produced an
autobiographical memoir; the following words taken from it sum up his life:

I like to make things that do something. And, for me, the best thing to make is a musical instrument,
because when it is finished it comes alive, as it were. And if it is a good instrument, it will give back to
me more than I give to it’.

Peter Bavington: London, UK
Clavichord maker
http.//www.peter-bavington.co.uk/
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from Andrew Wooderson

My first encounter with John Rawson was as a 2nd year student at the former London College of
Furniture. Dressed usually in a dark brown corduroy jacket he would stride around the workshop,
studying the efforts of student harpsichord makers in great detail but making little comment. John
would often trail his fingers along a moulding or over a joint and walk on, saying nothing. One
waited anxiously for judgement. But that judgement, if and when it was pronounced was always
valuable, if not necessarily favourable.

However, it very quickly became apparent that this somewhat taciturn figure was a source of great
wisdom, knowledge and experience. And considerable generosity. John displayed considerable
patience in explaining techniques and ideas, and always in a careful and orderly way. He produced
excellent teaching notes and brought a clear, ordered approach to learning which was in marked
contrast to the generally rather chaotic atmosphere of the LCF Harpsichord workshop in the early
1980s.

John expressed strong views on how tasks should be organised and undertaken, and made some
memorable comments. ‘If you can’t work to an accuracy of within 0.02mm you may as well pack
up and go and make baskets’ was one that I both heard him say and later read in those teaching
notes, copies of which I still have. Ever so slightly intimidating for a young student, but so true. It
has remained with me to this day.

Where John was particularly strong was on sharing his ideas on organising one’s work and
workshop as a self-employed person. I suspect this was in part a product of his earlier professional
training and experience as an architect. Sourcing and ordering materials, the practicalities of
workshop layout and choice of machinery and hand tools, the organisation and costing of one’s
time, safety, insurance and much more. So much that he shared on these subjects has been
valuable in my own career and there are features in my workshop today directly influenced by
John’s guidance from almost 40 years ago.

Around the time I left the London College of Furniture I was surprised to be invited by John to
spend a week with his wider family in a house at the south end of Coniston Water. John had
become interested in collecting and restoring traditional timber-built boats and I joined the
volunteer restoration team that comprised assorted members of the extended family, ranging
from young children to academics and architects of international reputation. John would stride
around with a clipboard and large bunch of keys looking managerial. But huge progress was made
in that week and not once was anyone without a suitable task or appropriate, patient guidance and
not once did any of us run out of materials. It was only later I realised quite what a significant
management achievement this represented.

Many of John’s instruments survive him and all that I've seen demonstrate his meticulous
craftsmanship and, in many cases, considerable ingenuity. None more so perhaps than his copies
of a Marius clavecin brisé (folding harpsichord). Beautifully and cleverly executed and surprisingly
practical and reliable musical instruments, despite the complex and intricate original design.

Andrew Wooderson: Bexley, Kent, UK
Harpsichord builder
https://www.woodersonharpsichords.co.uk/
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%WMM%

| have written-up something on Hendrik Bauman’s recordings, that raised my interest in the art of
writing in an earlier style.

I recently reviewed Hendrik Bouman’s CD of his own harpsichord music, dedicated to his wife, 6th
Notebook for Anna (Dash 2022).' I wrote that the Dutch harpsichordist of Musica Antiqua Koln,
professor, conductor, and composer of 170 compositions in baroque style, is well-versed and
indeed, steeped in this musical genre. Having pursued a notable career in early music, Bouman is
doing what all performer/composers did in the seventeenth and eighteenth centuries: he is
improvising and composing in the musical language that he ‘speaks’ and understands, and
performing it. He has pointed out that more historicist composers have emerged since he began in
1993, thereby gradually removing a semi-authoritative taboo.

Deliberate composition in the style of another is no new artistic phenomenon, and I much enjoyed
exploring Muzio Clementi’s Musical Characteristics of 1787, for example.? However, this was a
deliberate imitation in order to write model preludes and cadenzas that would pay respect to the
sonatas of the composers he was honouring. Later, this complimentary notion of pastiche was
taken further by Latour and others.> However, whilst Bouman admits to certain influences, as
would the pupils and contemporaries of Bach or Scarlatti for example, we do not describe their
music as self-conscious imitation, or inauthentic. Neither is his; it is clear that his music is true to
himself. If your immediate reaction to such composition is one of dismissal, as ‘mere parody’, I
would urge you to listen to some of his recordings, listed below. As Bouman reminds us,
“...inspiration, talent, personal background and aim are parameters that all come into play when
we speak of any creative endeavours in the arts.” *

Penelope Cave

Y Harpsichord & Fortepiano, in forthcoming volume.

2Penelope Cave, ‘Association by Design: Clementi’s Musical Characteristics’, in Luca Sala and Rohan H. Stewart-
MacDonald, eds., Muzio Clementi and British Musical Culture: Sources, Performance Practice and Style, Ashgate
Historical Keyboard Series (Abingdon, Oxon ; New York, NY: Routledge, 2018).

*T. Latour, Imitations of many of the Most eminent Professors in 26 variations... (London: Robert Birchall, 1805-8) ;
L. Jansen, O,Dolce concento... arranged with 13 variations for the Piano Forte, as imitations of the most favorite
composers (London: G. Walker1812/13) ; C. Potter, The Enigma Variations...in the style of Five Eminent Artists
composed and Dedicated to the Originals (London: Boosey & Co., 1825) See: Penelope Cave, ‘The Sincerest Form
of Flattery: Popular Piano Style in the Late Georgian Era’, (The Consort no. 73, Summer 2017): 84-106.

* Email from Hendrik Bouman, sent to Penelope Cave, 25 June 2024.
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Hendrik Bouman’s recorded compositional output to date, in his own words, is herewith for your
interest:

Recordings for my label DASH (previously Arya):
» Ist Notebook for Anna - harpsichord (Italian, my design)

»2nd Notebook for Anna - piano Fazioli
These two were combined in a double album and were selected by the Canadian
Composers’ SOCAN Foundation for their CD distribution programme.

«3rd Notebook for Anna - fortepiano (Walter copy)
*4th, 5th & 6th Notebook for Anna - harpsichord (double, my design)
7th Notebook for Anna (in process)

7 Baroque Solos for Anna - unaccompanied solos for violin, viola, cello, flute & recorder,
plus Chaconne and Prelude non mesuré for harpsichord

5 Baroque Concertos for Anna - concerti for harpsichord, violin, cello, flute, recorder
(reviewed in H&P)

eChamber music 1 for Anna - a panoply of 18th C style ensemble music for strings (trio
sonata, prelude & fugue, classical string trio, harpsichord quartet)

eChamber music 2 for Anna (in process)- a collection of 17th & 18th C style ensemble music
for strings.

I’d like to mention that for the instrumental music recordings, other than the ones for solo
keyboard, I have had the constant enjoyment of playing with Musica Felice, violinist Simon
Standage and Norwegian/French cellist Tormod Dalen. Henrick Bouman

]

s his Baroque
nipositions for

By ¥ ;Hatj)sichurd
3

Musica Felice - Hendrik Bouman

www.hendrikbouman.com
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FEATURE
ANOTHER MODERN WORK FOR VIRGINALS:

%M@@ %ﬂ@’wfém’d %M@z%%’

Francis Knights has generously offered us the chance to play a newly rediscovered piece for virginals, and
introduces us to the neglected composer, Horace Randerson. Francis reminds us of some other pieces with
reference to the cuckoo, or even to Delius’s famous work, which reminds me of one that | recorded on my
Panorama 1919-2013 CD: Colin Hand’s, Delius’s Disappointment (on hearing no cuckoo last spring).

The catalogue of modern music for virginals published in Sounding Board three years ago
contained a modest list of a dozen works or collections by ten different composers, nearly all of
whom are British.! A further piece has just come to light, a short pastoral work dated Easter 1955
and called Laura’s Fancy. It was composed by Horace Edward Randerson (25 January 1892-1992)
and is reproduced here complete from the original manuscript.? Randerson lived for a remarkable
99 years, but little is known about his life.> A small number of his works were published in the
1920s and 30s, including the songs or song arrangements ‘Brave Autumn’, ‘Now Robin lend to me
thy Bow’, “The Piper of Dundee’ and ‘To the maypole haste away’, as well as a ‘Sextet for Voices’
and two piano pieces. Some of these are still in print, and there is also a manuscript ‘Prelude &
Fugue for Strings’ extant. In his early years, he was clearly in very good musical company: a 1926
report in the Radio Times notes that the Music Society String Quartet with Leon Goossens (oboe)
were performing Purcell, Mozart and Vaughan Williams at the Chenil Galleries in Chelsea on 30
April 1926; none other than John Barbirolli was the cellist.* The final work in the programme was a
premiere by Randerson called ‘The Fields Breathe Sweet’, for string quartet and oboe. He studied
with John Ireland (privately, it seems), and knew Vaughan Williams, as surviving letters show.

The pre-war Census returns for 1901, 1911 and 1921 provide some information about Randerson’s
family background. He was born in Fulham and was the eldest son of Joseph (born 1865, a grocer
then estate agent) and Marie (born 1866) Randerson.’ They lived in Leyton, then Kingston, then
Wimbledon Park, and in 1911 their other children were named as Dorothy (born 1896) and
Reginald (born 1898), who became a poet and journalist. In the 1911 Census Horace was listed as a
Student Teacher, in 1921 as an Assistant Schoolmaster at Bowes Road School in New Southgate,
and in the 1939 National Registration list as Senior Assistant Schoolmaster, living in Haringey.
After the war he was a music teacher at Arnos Secondary Modern in Southgate, North London, and
in 1970 was living in Bounds Green, very close to his former school. Fiona Richards makes passing
reference to Randerson in two of her publications, ‘Sensibility and listening in England before and

! Francis Knights, ‘Modern music for the virginals’, Sounding Board, 17 (2021), pp.51-54.

2 The autograph source came up at auction recently and is now in the possession of Francis Knights; it has not
been possible to discover the copyright owner, so the work is designated here ‘Copyright Control’. Randerson
was listed as ‘single’ in the 1939 records, so may not have had any descendants.

* The only notes online relating to his compositions are at
http://landofllostcontent.blogspot.com/2010/09/horace-e-randerson-another-forgotten.html, by John France and
others.

* Radio Times, cxxxv (23 April 1926), p.205.

> My special thanks to Peter Bavington for tracking Randerson through the online Census documentation.
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after the Great War’ and ‘The Music of John Ireland’, noting his praise of a Stravinsky ballet in

1919: ‘most bizarre & fantastic but very fine’.
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Laura’s Fancy is a tonal mock-Tudor work of the
kind that Howells and others wrote in the wake
of the publication of the Fitzwilliam Virginal
Book in 1899; quaint titles were part of the
appeal to these neo-Elizabethans, perhaps
especially so, just two years after the 1953
Coronation. Randerson was then staying in
Pulborough in West Sussex, from where the
manuscript is dated; the identity of ‘Laura’ is
unknown, if that was an actual person.
However, the personal note ‘while waiting for
the first cuckoo’ at the foot of the page suggests
that the dedicatee was indeed real, and that the
work would have had a particular meaning for
her (it might even be a reference to Frederick
Delius’ On Hearing the First Cuckoo in Spring of
1912). Randerson’s cuckoo finally arrives five
bars from the end,” and has the last word in the
concluding cadence.

The original title page (photo: Francis Knights)

Where Randerson might have seen a virginals at this date is uncertain; but his understanding of
the compass and style does suggest that he may have known or tried an actual instrument. Arnold
Dolmetsch owned an early Italian original from 1897 and had been making virginals in the US
since 1908,2 then in Haslemere, while Henry Tull (1869-1958) was making spinet-like instruments
he called ‘virginals’ in the 1930s,° and they were not alone - Goble and Morley also made a small
number of virginals - even if this keyboard type remained rather rare in mid-20th century

England.™

Francis Knights

See over the page for Facsimile of Laura’s Fancy, reprinted with permission of Francis Knights

¢ See Fiona Richards, The Music of John Ireland (Aldershot, 2000) and ‘Sensibility and listening in England before
and after the Great War’, in Helen Barlow and David Rowland (eds.), Listening to music: people, practices and
experiences (Milton Keynes, 2017).

7 Assuming the repeated descending fourth is the cuckoo; other composers use the interval of a third to
represent the bird, as in Alessandro Poglietti’s Capriccio sopra il cucu or Claude Daquin’s Le coucou.

8 Peter Bavington, ‘The Chickering Early-Instrument Log-book: an introduction’, The Consort, Ixxix (2023), pp.61-

104.

° Peter Bavington, ‘Henry Tull, an unsung hero of the harpsichord and clavichord revival’, Harpsichord &
Fortepiano, xxviii/2 (Spring 2024), pp.14-28.

10 Wolfgang Zuckerman, The Modern Harpsichord (London, 1969).
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From the original manuscript now owned by Francis Knights
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Laura’s Fancy by Horace Randerson, dated 1955 (photo: Francis Knights)

36



°** ANNOUNCEMENTS

The London Handed Festival 5 - tumn %M’&J

The series begins on 26 September with re:invention' by Apollo’s Cabinet, blending Baroque classics
with modern interpretations at St George’s, Hanover Square. On 15 October, Opera Settecento and
conductor Leo Duarte delve into the life of early English opera star Jane Barbier, featuring works by
Handel, Bononcini, and others.

%Myéw/we~ %{ﬁ in 4 St - %&m‘my @ rlacn

The 40th Annual Conference on Music in 18th-Century Britain will take place on Friday 29th
November 2024 at the Foundling Museum, 40 Brunswick Square, London WC1N 1AZ

Offers of contributions to the programme are invited. We encourage proposals for presentations
focusing on all aspects of music in 18th-century Britain. As well as formal papers we can
accommodate formats such as round tables, reports on work-in-progress, lecture-recitals and
performance. Collaborative or related topic papers are also welcomed. For details, please contact
handel@foundlingmuseum.org.uk. Closing date for submissions is Thursday 26 September

2024. Please alert interested parties or those not necessarily on email. The display in the Handel
Gallery during this period will be Elizabeth Legh: ‘Lover of Musick & All Ingenious Things’ focusing on
an early female collector of Handel’'s music.

%}Mmy %@% %&@ %ﬁﬂdl

28th - 29th September 2024, a brand new festival for 2024 where early music fans and newcomers
can come and participate in inspiring workshops, listen to world class concerts and leaf through a
myriad of music and try out early instruments. Venues, St Mary's Church & Hall, Banbury, Horse Fair,
0X16 0AA and Cromwell Lodge & Whateley Hall, Banbury. Further information and tickets, see
https://banburyearlymusicfestival.weebly.com/contact.html

e Brightan ‘Early Musie Festival

Friday 11 October 2024 — Sunday 27 October 2024

The theme this year at the BREMF is Connections, designed to stimulate new attitudes to approaching
and presenting music from the past, in each case taking the theme as a starting point and developing
programmes which explore it creatively. The Festival is grouped around three weekends, with pre-

festival events during September and early October offering opportunities to participate in workshops.
For more information see https://www.bremf.org.uk

%/}m/@/@ %W/mm‘m}m/ %f/ﬂd/ g/ %}WQ %&0

The 51st London International Festival of Early Music 2024 will be held at Blackheath Halls, 23 Lee
Road, London SE3 9RQ, and in the nearby church of St Michael & All Angels from Thursday 14th to
Saturday 16th November - 10am to 5pm. At LIFEM24, once again, you will see a unique mixture of
concerts, masterclasses, talks and competitions during three-day exhibition of instruments by leading
makers from around the world. More details to be announced https://lifem.org/
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