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Abstract

THEA KING AND PAMELA WESTON:
THE ENGLISH CLARINET PLAYING TRADITION
OF THE TWENTIETH CENTURY

By

Andrea L. Cheeseman

During the twentieth century, many English clarinetists
achieved international recognition. Two important players of
the second half of the century who have made numerous
contributions to clarinet literature and scholarly study are
Thea King and Pamela Weston. King has led a varied career as
a teacher and freelance musician, performing as a soloist and
as a member of chamber orchestras and ensembles. She is best
known for her recordings, many of which are works by English
composers and were not previously recorded. A great number of
these compositions were dedicated to King’s late husband
Frederick Thurston, an important English clarinetist of the
first half of the century. Weston, as the premiere scholar of
the instrument, has written many important books and journal
articles as well as edited clarinet works. She was also
active as a teacher and freelance musician.

As well as detailing the accomplishments of King and
Weston, this paper contains information on English
clarinetists of the first half of the twentieth century and
those players who are important today. Also discussed are
women’s musical activities in England as well as the typical
career of a freelance musician. Appendixes are included,
containing transcriptions of interviews taken with King and
Weston, a complete discography of compositions King has

recorded, a list of King’s publications and a bibliography of



works that Weston has written and edited.
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Introduction

The English clarinetists Thea King and Pamela Weston are
internationally known for their vast contributions to
clarinet playing. Both women have been influential in the
development and promotion of the instrument. In addition to
teaching and playing in chamber orchestras and ensembles,
King has recorded a great number of clarinet works, many of
which were by English composers and were not previously
recorded. Weston, as the premier scholar of the instrument,
has written numerous books and journal articles and has also
edited clarinet works.

King and Weston, contemporaries of one another, are part
of a rich history of English clarinet playing that developed
largely in the twentieth century. They have first-hand
knowledge of many important English players as well as
composers who have written for the instrument. Both women are
respectful of the English clarinet tradition and cite one of
the most significant English clarinetists, Frederick
Thurston, as a main source of influence. As they are both
still active, they are aware of the English style of clarinet
playing today and have opinions about its future.

As well as detailing the careers of each woman, this
paper will discuss the ways in which their lives have been
typical of English musicians in the second half of the
twentieth century. Although King and Weston have specialized
in different areas, they had comparable educations and
developed their careers when women became more active in the
music profession in England. They have also led somewhat

similar careers as freelance musicians.



In the summer of 2000, I traveled to England and
conducted extensive interviews with each woman, both of whom
were eager to speak of their experiences. The transcripts of
these interviews, found in Appendixes A and B, will give the
reader a fuller understanding of the personalities and
interests of King and Weston. Also at the end of this
document is a discography, listing the pieces King has
recorded and a list of the music she has edited. (Appendixes
C and D) A publication list of the works that Weston has
written and edited is included as well. (Appendix E)

Clarinetists from England have made significant
contributions in the development of the clarinet repertoire.
Unfortunately, many people are not familiar with these
players or with the wealth of English clarinet literature. It
is hoped that through this paper an interest in English
clarinet playing, and specifically in the accomplishments of

Thea King and Pamela Weston, will be sparked.



Chapter One

A Brief Overview of English Clarinetists
of the Twentieth Century

In the twentieth century, many prominent clarinetists
established a rich tradition of clarinet playing in England.
Active in the areas of performance, teaching, broadcasting
and scholarly study, they have received international
recognition for their contributions and have done much to
promote their country’s music. Many of these clarinetists
have had strong connections with composers and have thus
enriched the clarinet repertoire with the pieces that have
been dedicated to them.

Prior to the twentieth century, there were several
notable English clarinetists. Among them were the brothers
John and William Mahon, Thomas Lindsay Willman, Henry Lazarus
and Julian Egerton. Even though they are significant to the
history of English clarinet playing, the instrument was not
popular in the country at the end of the nineteenth century.
This can be attributed to several factors. At the turn of the
century, there were few living clarinetists who were as
well-known as Henry Lazarus, who had died in 1895. Also at
this time, the clarinet pieces typically played were of a
lighter nature. According to Pamela Weston, compositions that
were performed in the late nineteenth century were “all sorts
of occasional pieces. [There was] never a decent sonata or
concerto, really basically until Miihlfeld came over.”'

The German clarinetist Richard Miihlfeld (1856-1907) was

important in renewing interest in the clarinet in England. At

! Pamela Weston, interview by author: Hythe, England, 27 July 2000.



the end of the nineteenth century, he actively toured and
came to England several times to give concerts in London and
other cities. Besides inspiring many with his performances,
he introduced new literature, the most important of which
were the compositions written for him by Johannes Brahms in
the 1890s: Trio in A minor, Op. 114; Quintet in B minor, Op.
115; Sonata in F minor, Op. 120, no. 1 and Sonata in Eb
Major, Op. 120, no. 2.

One of the first significant English clarinetists of the
twentieth century was Charles Draper (1869-1952) who studied
at the Royal College of Music with Lazarus and Egerton. It
was largely because of his activities that the instrument
became more popular in the 1920s. Draper heard the London
performances of Mihlfeld and was one of the first
clarinetists to perform Brahms’ works. As the scholar Pamela
Weston explains:

His entry into the concert world coincided with the
introduction into England of Brahms’ compositions for the
clarinet, and the warmth and romanticism of them were so
admirably suited to his playing that his name became
especially connected with them.?

In 1904, Draper gave the premier performance of Sir
Charles Stanford’s Clarinet Concerto, Op. 80. Stanford later
dedicated his Sonata, Op. 129 to both Draper and an amateur
clarinetist, Oscar Street. Works were also dedicated to
Draper by Francisco Gomez, Sir Arthur Bliss, Harold Samuel,
Joseph Holbrooke and Charles Lloyd. Draper recorded a number
of important masterworks including chamber music by Ludwig

van Beethoven, Franz Schubert, W. A. Mozart and Johannes

! pamela Weston, Clarinet Virtuosi of the Past. (London: Hale, 1971;
reprint, London: Fentone 1976, 1982, 1986, 1994), 265 (page citations
are to the 1994 reprint edition).



Brahms. Occasionally, Draper played principal in the London
Symphony Orchestra and was a member other ensembles,
including the Crystal Palace Orchestra, Queen Victoria's
private band, and the Leeds Orchestra.

From 1895 to 1940, Draper was a professor at the
Guildhall School of Music and concurrently held positions at
the Royal College of Music and the Trinity College of Music.
At the Royal College, he taught Frederick Thurston who would
become one of the most influential English clarinetists.

Unlike other countries, England never has had a firm
“school” of clarinet playing. In his book The Clarinet, Jack
Brymer discusses at length the various national schools.
Concerning the English style of playing, Brymer states: “If
the English school of clarinet playing has a feature, it is
that in fact it has no recognizable set pattern to which all
are expected to conform.”’ Stephen Trier similarly states, “It
has always seemed to me that there are as many ‘schools’ as
there are players. English wind players have for many years
been able to be much more individualistic than those
elsewhere."*

There were, however, two prominent styles established by
the middle of the twentieth century. Based upon the playing
of Frederick Thurston and Reginald Kell, the two approaches
to clarinet performance were distinctly different. These men

were contemporaries, and at the height of their careers (in

* Jack Brymer, The Clarinet, Yehudi Menuhin Music Guides, (New York:
Schirmer Books, 1976), 156.

‘ Stephen Trier, Introduction to “The Legacies of Two English
Clarinetists: Frederick Thurston and Reginald Kell” ClarinetNetwork 1,
no. 1 (1982): 5.



the mid-1940s) there were essentially no other players who

matched their abilities. The followers and students of both
clarinetists were rivals. “If you were a Thurston pupil the
playing of Kell was anathema — and vice versal”’®

Frederick “Jack” Thurston was born in 1901 in Lichfield,
England. His father, a military bandsman, was a clarinetist
and gave Thurston his first lessons on the instrument. A
gifted young player, Thurston first performed in a solo
appearance at the age of eight. As a student of Charles
Draper at the Royal College of Music, he performed the
Stanford’s Clarinet Concerto, Op. 80 for a Patrons’ Fund
concert with the composer in the audience. Stanford was quite
impressed with Thurston’s playing and subsequently dedicated
the piece to him. The concerto was previously dedicated to
Miihlfeld, but this was retracted since Mihlfeld never
performed the work.

Thurston was important because of his vast amount of
performing as an orchestral player and as a soloist. When the
BBC Symphony Orchestra was formed in 1930, Thurston was
appointed as principal clarinetist. He performed with this
orchestra until 1946, when he left to dedicate more time to
solo performances and to play in the Philharmonia Orchestra.

Many contemporary English composers were commissioned to
write for the BBC. They would often come to rehearsals and
afterwards would spend time with the orchestra members in
pubs. Thurston became socially acquainted with them and
inspired many to write pieces for him. Thea King states,

“Jack’s personality was so striking both in and out of the

* Ibid, 5.



orchestra that it was not surprising that many of these
composers felt moved to write for the clarinet.”® Listed below
are pieces that were written for him, many of which have

become a part of the standard repertoire:

Malcom Arnold Clarinet Concerto No. 1, Op. 20

Gerald Finzi Concerto for Clarinet and String Orchestra
Herbert Howells Sonata for Clarinet and Piano

John Ireland Fantasy Sonata

Gordon Jacob Quintet for Clarinet and Strings

Elizabeth Maconchy Concerto No. 1

Alan Rawsthorne Concerto for Clarinet and String Orchestra

Quartet for Clarinet and Strings

It is noteworthy that Thurston did not commission any of the
works. “[Commissioning] wasn’t ever the done thing really.
Certainly, Thurston never had the money to do that or was
never arrogant enough to think that he was important enough
to have anything [written for him].”’

Although Thurston frequently broadcast recitals for the
BBC Radio, he unfortunately did not record very much. He
disliked the process and did not record any of the pieces
that were written for him. Among the few he did produce are:
Arthur Bliss’ Quintet for Clarinet and String Quartet (with
the Griller Quartet), W. A. Mozart’s Trio, K. 498 (with
Rebecca Clarke and Kathleen Long) and Alan Frank'’s Suite for
Two Clarinets (with Ralph Clarke, second clarinet of the BBC
Symphony Orchestra).

Besides premiering the works written for him, Thurston

also gave the first performances in England of major clarinet

* Thea King, “The Legacies of Two English Clarinetists: Frederick
Thurston,” ClarinetNetwork 1, no. 1 (1982): 6.

" Thea King, interview by author: London, England, 23 July 2000.



literature, introducing many important works to the country.

They include:

Malcom Arnold
Arnold Bax
Arthur Bliss
Aaron Copland
Claude Debussy
Iain Hamilton
Paul Hindemith
Darius Milhaud
Carl Nielsen

Sonatina for Clarinet and Piano. Op. 29
Sonata for Clarinet and Piano

Quintet for Clarinet and String Quartet
Concerto for Clarinet and String Orchestra
Premiére Rhapsody

Concerto for Clarinet and Orchestra
Concerto for Clarinet and Orchestra
Concerto for Clarinet and Orchestra
Concerto for Clarinet and Orchestra, Op. 57

From 1930 (the same year he joined the BBC Symphony

Orchestra) to 1953, Thurston taught at the Royal College of

Music. He was an inspiring teacher, and with his solo and

orchestral performing, he served as a model for his students.

As Thea King explains: “The natural truth in his playing was

an ideal feature for young players to emulate and [it] served

as a foundation upon which [his students] built their own

styles.”’ Many of Thurston’s students have been highly

successful. Among them are: Thea King (who became his wife in

1953), Pamela Weston, John McCaw, Stephen Trier, Colin

Bradbury and Gervase de Peyer.

Former students of Thurston have described his strengths

and weaknesses as a teacher. Stephen Trier, a student of

Thurston’s in the 1940s, states:

He was totally instinctive and intuitive as a teacher
and as a player. He exuded music from every pore. As a
clarinet teacher he lacked the ability, and even the
interest, to sort out or explain technical problems.
When it came to implanting musical standards, however,
he had no equal.”’

® Thea King, ClarinetNetwork: 6.

* Trier, 5.



Pamela Weston echoes this opinion. She states that he was “a
wonderful teacher as far as inspiring you and making you do
it. If I had a technical problem, he wasn’t good because he
was a natural player.”'° She also has noted that “he taught
more by example than by rule.”!!

Despite his apparent weakness in teaching technique, he
wrote several items pertaining to the subject. In 1939, with
Alan Frank, he wrote The Clarinet: a Comprehensive Tutor for
the Boehm Clarinet (Boosey & Hawkes, 1939). Another book,
Clarinet Technique, was published in 1956 by the Oxford
University Press posthumously, completed by Thea King. In
this book, chapters are devoted to topics such as breath
control, articulation and finger movement, scales and
arpeggios and transposition. Thurston also discussed tutors
(books containing exercises in areas of finger dexterity,
articulation, tone production, etc.) and how to practice
difficult passages in the chamber and orchestra repertoire.

Now in its fourth edition, (Oxford University Press,
1985) Clarinet Technique contains updated information. Alan
Hacker, an English clarinetist who studied with Reginald Kell
and is known for his playing of contemporary works as well as
those by Mozart, wrote a chapter concerning twentieth century
music. Several appendixes also have been added such as a list
of compositions written for the clarinet, compiled by
Georgina Dobrée, and information regarding preparation for
exams and public performances, written by John Davies.

Thurston was also connected with publication of the

'* Weston, interview by author, 26 July 2000.

"' Weston, Clarinet Virtuosi of the Past, 273.



three volume set of Passage Studies (published by Boosey and
Hawkes) which contain arrangements of works by composers such
as J. S. Bach, George Frideric Handel and Béla Bartdék. With
Robert Fiske, Thurston chose the music for the books and
Fiske arranged the music for clarinet.

Thurston is important not only because he introduced a
significant amount of clarinet literature to England, but
also because of his “pedigree”, having studied with Charles
Draper who was a student of Henry Lazarus.'’ Though Thurston
lived to be only fifty-two, dying of lung cancer in 1953, he
was a well-known clarinetist throughout England. However,
today he is not a familiar name to many. This is perhaps
partly attributed to his lack of recording. Also, at the
height of his career, he was unable to tour abroad and
promote the works that were written for him because of World
War II.

Reginald Kell was the main influence of the second
school of English clarinet playing. Born in 1906 in York, he
received his first music instruction from his father, who was
a violinist, musical theater director and conductor of a
military band during World War I. From him, Kell learned to
play the violin and the clarinet.

In 1929, Kell became a member of the Royal Philharmonic
Orchestra and from 1930 to 1932, he studied at the Royal
Academy of Music with Haydn Draper, the nephew of Charles
Draper. Instead of continuing for the usual third year of
instruction at the Royal Academy, Kell left to become
principal clarinetist of the London Philharmonic Orchestra.

He was asked by director Sir Thomas Beecham to play in this

'» Weston, interview by author, 26 July 2000.
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ensemble as his tone with its use of vibrato matched that of
the principal oboist, Leon Goossens.

Quite itinerant throughout his career, Kell held many
positions for short periods of time. During the 1930s, he was
employed with the Royal Opera Orchestra at Covent Gardens,
the London Symphony Orchestra and the Royal Philharmonic
Orchestra. From 1935 to 1939, he taught at the Royal Academy
of Music and in the 1940s he performed in the Liverpool
Philharmonic Orchestra and the Philharmonic Orchestra. By
this time, Kell had made several recordings. Among them are:
the Quintet, Op. 115 and Trio, Op. 114 by Johannes Brahms,
Phantasiestiicke by Robert Schumann and the Clarinet Concerto,
K. 622, Quintet, K. 681 and Trio K. 489 by W. A. Mozart.

In 1948, Kell moved to the United States. While in
America, he continued performing and taught at the Aspen
Music Festival from 1951 to 1957. He also formed and toured
with The Kell Chamber Players (with a violinist, cellist and
pianist). He recorded solo and chamber music pieces during
his time in America including compositions by Béla Barték,
Claude Debussy and Igor Stravinsky.

Unfortunately, Kell never achieved the same amount of
recognition in the United States as he had in England. This
was largely due to his tone quality. According to Pamela
Weston, “[Americans] didn’t like vibrato in clarinet playing
and that undoubtedly is why Reginald Kell didn’t make a
success in America.”'’ Kell stayed in America until 1958.

From 1958 to 1959, the year he retired from performing,

Kell once again taught at the Royal Academy. Weston states

¥ Ibid.
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that when he returned from America, the style of playing
using vibrato was no longer prominent in England and he did
not regain his place as a top performer.'‘

In addition to performing, Kell edited music and
published method books (books containing similar exercises as
tutors). His publications include The Kell Method for
Clarinet, Books 1 and 2 (Boosey & Hawkes, 1968), 30
Interpretative Studies for the Clarinet (International Music
Company, 1958), Clarinet Staccato from the Beginning (Boosey
& Hawkes) and 17 Staccato Studies for Clarinet (International
Music Company, 1958). He also edited works by Weber (for
International Music Company) and did transcriptions of music
by George Frideric Handel, Arcangelo Corelli and George
Benjamin.

From 1959 to 1966, Kell was associated with Boosey &
Hawkes and C. Bruno & Son in New York and gave clinics and
master classes throughout England, Canada and the United
States. Kell retired from all musical activities in 1966. In
his retirement, he continued to move frequently, living in
various areas in the United States. He and his family moved
back to England for four years (1971-1975), but returned to
the United States to live near his grandchildren in Kentucky.
Kell died of pneumonia in 1981.

Thurston’s and Kell'’s styles of playing were remarkably
different. Thea King describes Thurston’s style as:

~direct and uncomplicated, dynamic and emotionally
powerful. He played with a strong steady tone without
vibrato which was also capable of fine nuance. Reverence
for the composer and a constant quest to serve the

" Weston, interview by author, 27 July 2000.
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composer’s intentions were the keynote of his style.'’

Pamela Weston characterizes his tone as “a beautiful, firm
sound which was capable of filling the Albert Hall, so clear
was it.”'* She also states that he had “a wonderful sense of
rhythm and yet infinitely flexible phrasing.”'’

It was largely in the area of tone quality that
Thurston’s and Kell’'s playing differed. While Thurston played
with a straight tone, Kell used vibrato to a great extent.
Kell was influenced by the singers of the Royal Opera House
in Covent Garden. On his use of vibrato, Kell remarked that
it was senseless “to sit there with my straight sound while
the singers used the full spectrum of tonal timbre and

nl8

intensity. He also employed vibrato to better match the

tone of the oboes, flutes and bassoons.
Weston states that Kell'’s playing was reflective of his
personality:

Kell was a very wonderful and generous man. In a sense,
he played in a generous way...It’s often flamboyant and
full of character. I think that even Thea [King] and
other Thurston players would say that it is very
flamboyant and strikingly different, but it seems to be
in very good taste because it was genuine and so
heartfelt. I think he was a very good musician.'’

With Kell moving to the United States in 1948 and

Thurston’s death in 1953, the influences of two styles of

* Thea King, ClarinetNetwork, 6.
¥ pamela Weston, Clarinet Virtuosi of the Past, 272.
7 Ibid.

* Rosemary Curtin, “The Legacies of Two English Clarinetists: Reginald
Kell,” ClarinetNetwork 1, no. 1 (1982): 8.

" Weston, interview by author, 27 July 2000.
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playing were disrupted. As a result, clarinetists began
developing individualistic styles. King believes that there
was a great deal of experimentation in tone partly due to the
influence of clarinet players who also played the saxophone.
“It’s the imitators of that style, I think, which have lost
the central vibrance of the note and substituted a rather,
what we call, '‘honk.’”’° Weston agrees that, in general, there
was no settled English tone:

It wasn’'t stabilized until perhaps the last thirty
years, about the 1970s. People were sort of playing how
they wanted to; they didn’t know if they wanted to go
[in the direction of Kell or Thurston].”?

She felt, however, more people were tending towards the
direction of Kell’s style using vibrato.?

More recently, clarinetists throughout the world have
developed more homogeneous tone qualities. As players have
greater access to recordings and have more opportunities to
hear clarinetists of all nationalities, it is a natural
result that playing styles will blend. Younger players have
also come into more contact with foreign players through
international youth orchestras. Thea King believes that in
England there is “a return to a more normal, purer sound
because a lot of people are meeting up with continentals now
in these youth orchestras.”?’

Weston agrees that clarinetists everywhere have begun to

sound alike. ”I think that, unfortunately, things might be

 King, interview by author.
! Wweston, interview by author, 27 July 2000.
2 1bid.

¥ King, interview by author.
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all ‘combined’ over the world.”’* She also believes that
instrumental tone is partially determined by the language of
the player: the shape of the oral cavity differs for each
language and is transferred to the clarinet embouchure.
Although she ultimately feels that a clarinetist’s tone is
the result of a concept of an ideal sound, it is language
that “probably would stop the complete integration.”?®

One of the most important clarinetists to follow
Thurston and Kell is Jack Brymer (b. 1915) who combined the
styles of Thurston and Kell. He has said, “Somewhere between
the two, there came the reality that I tried to follow.”?*
Although he admired Thurston’s playing, Brymer had used
vibrato since he was ten years old. According to English
clarinetist David Campbell, Brymer became the “yardstick” for
English clarinet playing standards. Campbell describes
Brymer’s playing as having a vocal quality with the use of a
warm vibrato that was only used when appropriate.?’

Brymer received little formal musical training and
attended the London University to become a teacher of
physical education, music and English. His beginning in the
musical profession was a result of an invitation to join the
Royal Philharmonic Orchestra by its conductor, Sir Thomas

Beecham, who had heard of Brymer’s clarinet playing. Brymer

was in this ensemble from 1947 to 1963 and was also a member

* Weston, interview by author, 27 July 2000.
* Ibid.

* uMusical Dynasties,” BBC Radio 4 broadcast with Jane Glover, David
Campbell, Pamela Weston and Jack Brymer, 23 April 2000.

7 1Ibid.
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of the BBC Symphony (1963-71) and the London Symphony (1971-
1986) Orchestras. He has performed in chamber ensembles such
as the London Wind Soloists, the Prometheus Ensemble and the
Robles Ensemble.

In addition to performing, Brymer taught at the Royal
Academy of Music, the Royal Military School of Music and the
Guildhall School of Music. He has written several books, two
of which discuss his experiences as an orchestral musician
and the colleagues he has worked with: From Where I Sit
(Cassell Ltd., 1979) and In the Orchestra (Hutchinson, 1987).
His book On the Clarinet (Schirmer Books, 1976) focuses on
various aspects of clarinet playing, with topics ranging from
the instrument’s history, acoustics and national schools of
playing to teaching. Brymer also broadcasted regularly,
giving talks on various subjects for programs such as “Mainly
for Pleasure”, “Brymer'’s Browsings” and “From where I Sit”.
Through these broadcasts, Brymer became a household name in
England.

There are many prominent players in the generation of
English clarinetists following Thurston and Kell. Among them
is Gervase de Peyer (b. 1926), who attended the Royal College
of Music from 1944 to 1946, studying with Thurston. After
serving for the National Service in the Marine Band, he
returned to the College in 1948 for two years. He also
studied occasionally in Paris with Louis Cahuzac. Although he
was a student of Thurston’s, de Peyer uses vibrato.

De Peyer has led an active career that began to flourish
around the time of Thurston’s death, and in some ways, he
acquired the work that would have been offered to Thurston.

He has played with the London Chamber Orchestra, London Wind

16



Players, London Mozart Players and the Goldsbrough Orchestra
which became the English Chamber Orchestra. He played with
Thea King and Pamela Weston many times in these ensembles.
Weston states, “Very often I was playing second to [Thea
King]. Sometimes it was Gervase de Peyer. Sometimes I was
engaged as first; sometimes he was. It was a sort of friendly
rivalry!”?® He also played principal in the London Symphony
Orchestra from 1955 to 1972.

Known also as a chamber musician, de Peyer was the
founding clarinetist of the Melos Ensemble and played with
the group from 1950 to 1974. He joined the Lincoln Center
Chamber Music Society in 1969 and moved to the United States.
He stayed with the ensemble until 1989. De Peyer has since
returned to England.

Highly regarded for his performing, many compositions
were written for him. Among these works are quintets by
Arnold Cooke and Elizabeth Maconchy as well as Thea
Musgrave'’s Concerto for Clarinet and Orchestra of 1969. De
Peyer is one of the most recorded clarinetists, having
recorded much solo literature and chamber music, often with
the Melos Ensemble. King states, “He made many recordings,
when other people had not quite gotten around to clarinet
solo music...He had plenty of brilliance, nerve and conviction
about what he did. And, it was really terrific stuff.”?’ As
well as his performing activities, de Peyer taught at the
Royal Academy of Music. In the 1970s, he began conducting and
has led such ensembles as the London Symphony Orchestra, the

 Weston, interview by author, 27 July 2000.

»? King, interview by author, 23 July 2000.
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London Mozart Players and the Haydn Orchestra.

In this generation of players, there are several
important English women clarinetists. After World War II,
women began to be more prominent in the music profession.
Georgina Dobrée (b. 1930) has been active in performing and
recording music of the mid-eighteenth century. Knowledgeable
about the basset horn, she has often presented lectures on
the subject. Dobrée has edited numerous works including those
by Franz Krommer, Johann Baptist Vanhal and Jean Xavier
Lefevre. She has recorded often and has collaborated with
Thea King, playing basset horn on recordings of Felix
Mendelssohn’s two Concertpieces for Clarinet and Basset Horn,
Op. 113 and 114 (Hyperion: CDD22017).

Although their careers developed somewhat later, Janet
Hilton (b. 1945) and Victoria Soames are two other
significant women clarinetists. Hilton currently teaches at
the Royal College of Music. She has recorded numerous pieces
and has been a member of the Welsh National Opera Orchestra,
the Scottish Orchestra and the Kent Opera Orchestra and has
performed as a soloist at major festivals including those of
Aldeburgh, Bath, Cheltenham and the BBC Promenade Concerts.
She also plays at the Fontana Festival in Shelbyville,
Michigan every summer.

Victoria Soames is known largely for her recording. For
her brother’s company, Clarinet Classics (founded in 1993),
she has recorded a number of works from a variety of
composers and time periods, including works by English

composers, Thea Musgrave, Aaron Copland and Johannes Brahms.’’

¥ A list of works that Victoria Soames has recorded for Clarinet
Classics can be found on the label’s internet web site:
http://www.clarinetclassics.com.
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Thea King and Pamela Weston are among these important
women clarinetists, and both are aware of the tradition of
English clarinet playing set before them and have done much
to continue its richness. Their activities will be documented
at great length in the following chapters.
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Chapter Two
Thea King

Widely recognized for her extensive recording,
performing and teaching, the English clarinetist Dame Thea
King is one of the most significant clarinetists of the last
half of the twentieth century. Although she did not begin
playing the clarinet until her late teens, King quickly
gathered skill and experience on the instrument, and soon
became a well-known freelance clarinetist. A most important
musician in the history of English clarinet playing and a
great advocate of English music, she has recorded numerous
compositions by English composers as well as works which were
connected to Frederick Thurston.

King was born on December 26, 1925 in Hitchin,
Hertfordshire. Her family had lived in Indianapolis, Indiana
in the 1860s when her German grandfather, a furniture
designer and carpenter, worked for his brother, helping to
choose wood for his furniture factory. Early in the twentieth
century, her family emigrated to England where they began a
branch of the factory in London.

It was through her mother’s efforts that King became
involved in music. Her mother, one of eleven children, was
given piano lessons at an early age and became a skilled
pianist. King’s mother had no career other than working as a
secretary for a short period. Although not a teacher, she
gave King and her sister piano lessons when King was four or
five as well as played duets with them. Thus, King learned to
read music before beginning school.

From 1939 to 1943, King attended a boarding school for
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girls in Bedford, a city north of London in central England,
where she studied French and mathematics as well as music.
Although music was not emphasized as part of the education,
King took her musical study seriously. While most of the
other students were studying to attend universities, King
practiced piano intensively, preparing to attend a music
school upon graduation.

At an early age, King knew that she wished to make a
living as a musician.

At seventeen,..I just dug my heels in and said, ‘No, I
don’t want to be an accountant.’ My mother wanted me to
be an accountant or in the civil service, something
really safe so that I‘d have a pension [get married and
have children]. But, [my parent and teachers] realized
that it was all I really wanted to do.*!

While a student at Bedford, King learned to play the
recorder, quite a popular instrument at that time. Although
there were no wind instruments in the school orchestra, the
director wished to improve the ensemble by adding them.
Knowing King played the recorder, the director asked if she
would like to play a “proper instrument” and borrowed a
simple-system clarinet (a forerunner of the now common Boehm
system, whose fingerings were similar to that of the German
Oehler system) from a colleague for King to use.

Although she still concentrated on the piano, King began
to study clarinet with Ralph Clarke, the second clarinetist
of the BBC Symphony Orchestra, who found a Boehm system
instrument for her. Clarke was in Bedford because the BBC
Orchestra had been relocated to the city during World War II.
Normally based in London, the Orchestra was evacuated to

Bristol during World War II, but then moved to Bedford, after

' Thea King, interview by author: London, England, 23 July 2000.
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Bristol was badly bombed. The Orchestra was fortunate in that
it was one of only a few able to continue without having its
members called to serve in the war.

The Orchestra was quite active in Bedford. Some members
gave benefit concerts of chamber music at the high school for
the Red Cross, and it was at one of these concerts that King
first heard the clarinet as a featured instrument. It was
also her first encounter with the playing of Frederick “Jack”
Thurston, principal clarinetist of the BBC Symphony
Orchestra, who was later to become a particularly important
and influential person in her life.

Several children of the BBC Orchestra members attended
the same high school as King, including Thurston’s daughter,
Elizabeth. She was approximately King’s age and also played
clarinet in the school orchestra. “They made a good pair;
Elizabeth getting the notes beautifully but not the rhythm
and Thea getting the rhythm but not always the notes.”*’

After completing high school, King received a
scholarship to study at the Royal College of Music in London
which she attended from 1943 to 1947. King continued to live
in her hometown of Hitchin, traveling by train four or five
times a week to the Royal College. Since it was a four-hour
round trip to London, King feels that she lost much valuable
practice time on these uncomfortable unheated and unlit
trains.

While at the Royal College, piano was her first-study
instrument. (The instrument in which a student majored was

referred to as a “first study.”) Since students were also

 pamela Weston, “Thea King,” Clarinet Virtuosi of Today (Hertfordshire:
Egon Publishers Ltd., 1989), 158.
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required to play a second-study, or secondary, instrument,
King chose the clarinet. Her piano teacher was Arthur
Alexander, and her clarinet instructor was initially Douglas
Matthews. Even though the clarinet was not her main
instrument, she was given the opportunity to play for
Thurston, also a professor at the Royal College, and soon
began taking lessons only from him.

Thurston was most accommodating in his teaching. He had
been a professor at the Royal College since 1930 and wished
to continue during the war because it was the only teaching
appointment he had. Thurston usually came to the College
every two weeks. It is approximately fifty miles from London
to Bedford, where he was with the BBC Orchestra, and travel
was difficult at that time because of the war. “Everything
was sort of makeshift during the war. Many of the men had
gone; so many of the college professors had to join up..Those
[of the BBC Orchestra] did — one or two of them — keep their
teaching up at Royal College.”’’

Thurston’s students at the College were allowed to
observe each other’s lessons. He encouraged this since he was
unable to come to the College every week, and in this way, he
hoped the students would not feel deprived. King’s lessons
with Thurston were sporadic as the clarinet was not her main
instrument, and at the time playing the piano was more
important to her. She did sometimes go to his home in Bedford
for lessons since Hitchin was nearby. On some of these
occasions Thurston would arrange for her to attend concerts

of the BBC Orchestra in Bedford. She greatly enjoyed these

¥ King, interview by author.
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performances as did the community. “It was a real thrill for
Bedford to hear these world class musicians playing all of
these top works.”’* Also, for many in this city, it was their
first opportunity to hear performances of such a high
caliber.

It was King’s original intent to become an accompanist.
She played for many of the clarinet students at the College
and even accompanied Thurston on some of his recitals.

I sat around all the time, longing to be asked to play
the piano because — I [had] learned all these [clarinet]
pieces from the piano perspective first, you see. And
anyway, I was very much a beginner on the clarinet.?®

During the fourth year of her study at the Royal
College, King made the clarinet an equal first-study with
piano. She wished to do this to gain more experience playing
in an orchestral setting. Many servicemen were returning from
the war and were being incorporated back into the schools.
Thus, a current student had to present a strong argument for
remaining a fourth year at the College since it was usual to
study only for three years.

By 1947, musical activity was beginning to renew after
the war and orchestras began to perform regularly again. King
left the Royal College that year, intending to perform on
both piano and clarinet. “I tried to earn a living playing
both..and for some reason the clarinet seemed to produce more
opportunities than the piano in spite of my being female..I

just gradually changed over.”’®

¥ 1Ibid.

» Ibid.

¥ Jack Snavely, “Interview with Thea King,” The Clarinet 14, no. 3
(Spring 1987): 37.
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Around the time of World War II, women began to hold
more orchestral positions in England. However, it should be
noted that before the war, some women were established
orchestral players. Although female string players were more
commonly found, there were several women in wind sections.
Among these was Helen Gaskell who played English horn in the
BBC Symphony Orchestra from 1932 to 1966. There were other
women oboists who were students of Leon Goossens.’’

While men were in the service, there were many positions
available, giving women valuable experience in orchestral
settings. After the war, women continued to be more prominent
as additional positions became available in the orchestras
that were being revived. “We’'d had more experience in my
time, we females. This was really the beginning of female
wind playing for England. The war opened up doors for us.”’®

Still, there were fewer female musicians in orchestras
than males, especially in the wind sections. King feels that
with the beginnings of youth orchestras things began to
change further. In 1948, the National Youth Orchestra was
formed in England. In orchestras such as this, female and
male musicians sat next to one another in all sections.
Later, when some of these players became professionals, they
once again played together in ensembles and less
consideration was made of the sex of the players.

As she held orchestral positions throughout her life,
King sometimes felt gquilty that she was depriving men of jobs

since they “needed” these positions in order to support their

'’ Thea King, letter to author, 6 March 2001.

*® King, interview by author.
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families. She was also encouraged by Thurston to not compete
for a top position within the clarinet section if there were
seating options. Reflecting on the past, King thinks she “may
well have imagined that the male element was more of an enemy
than it really was.”*

King has led a career that is in many ways typical of
English musicians. Rather than holding a permanent position,
she has made a living as a freelance musician by performing
as a soloist, chamber musician and orchestral player as well
as by recording, teaching and music editing. With her success
in all areas, King has had a very rich and rewarding career
and has influenced clarinetists worldwide.

Earning a living as a freelance musician in England is
difficult since most of the teaching and playing positions
are not under contract. Unlike the United States, wind
professors of English music schools are freelance musicians
whose livelihoods are earned by playing in numerous
orchestras. Thus, King could never rely on a having a
fulltime position and could not afford to turn down job
offers. “It’s just a game of chance. That’s all it is!..It’s
never saying ‘no’ to something because you think: Oh dear,
no. I'm not sure. I can‘t do that. I don’t want to do that.”*’

While the musicians of larger orchestras (for example:
the Birmingham Symphony, the Hallé Symphony in Manchester and
the four BBC Orchestras located in Scotland, Manchester,
Wales and London) have tenure, players of orchestras and

chamber orchestras do not have salaried positions (i.e. with

*® Thea King, letter to author, 6 March 2001.

 King, interview by author.
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regular weekly or monthly wages). Instead, there are
“permanent” positions (such as in the English Chamber
Orchestra) where the performers are paid per concert only. It
is conceivable that a musician might not be invited to
perform again with an orchestra even after playing many years
with the ensemble. King states:

There was no such thing as a contract, just a sort of
gentleman’s agreement that I would be there. Perhaps
next week, I wouldn’t be there if they decided they had
enough of me and found somebody they liked better, but I
was lucky.'!

Often, the playing conditions that orchestra players
experience are less than ideal. They frequently perform in
cold, drafty buildings:

The halls are not comfortable. Mostly, we play in
ridiculously low temperatures such as whilst in a
church. Our union laws are not always invoked. Because
we don’'t have security, players tend to put up with
anything. If there’s bad lighting, you rarely complain.
Ridiculous journeys. We had to fly the Atlantic one day
and rehearse in New York when we got there.‘’

King once gave a performance of the Mozart Concerto in the
Westminster Cathedral where the temperature was 40 degrees
Fahrenheit.*’

In order to obtain enough work to earn a living, a
freelance musician must have as many contacts as possible.
“Naturally, you try to keep your options open, try to keep as
many fires burning as you can — to be known to as many

fixers, orchestras and chamber groups as you can.”'‘ There are

“ Ibid.
“ Ibid.
* Snavely, 37.

“ Ibid.
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times when several concert offers are for the same date. A
player might like to select the better situation, but of
course, this can result in not being asked to play again by
the spurned orchestra.

King has played with many orchestras throughout her
career, having deputized with the Royal Philharmonic, the
London Philharmonic and the London Symphony Orchestra. Under
the deputy system, common in the 1950s and 1960s, a permanent
player suggested possible substitute musicians to the
orchestra conductor and manager for a specific concert in
which he or she could not perform. Today, the orchestra
manager has more control and players have difficulties being
released from concert engagements.*‘’

One of the first orchestras in which King played was the
Sadlers Wells Opera and Ballet Orchestra. Around 1950, King
had met Eileen Tranmer, the principal clarinetist, who had
asked her to deputize while she competed in Russia as the
British Women'’s Chess Champion. King and Tranmer then shared
the first position when the orchestra expanded in 1951. She
suggests that with this job she became a professional

clarinetist.*‘®

King played with the Sadlers Wells Orchestra only until
1952 because during that year, she married her teacher and
mentor, Frederick Thurston. At that time, it was “normal” for
a woman to stop working after marriage, and King ceased
playing in the orchestra, partly because of tradition and

partly because of her conservative upbringing.

* Thea King, letter to author, 9 April 2001.

* King, interview by author.
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She thought, “0Ok, that’s that. That’s my career. I am meant
to be a housewife.”'’ Another reason she did not work steadily
was that Thurston was ill and she needed to care for him. As
did many at that time, he smoked heavily and, as a result,
had a lung removed. However, he was able to remain active
after the operation and frequently gave performances of
pieces that were written for him, as well as continuing to
play in the Philharmonia Orchestra. Because of Thurston’s
performances, King was not completely absent from the
profession. “I was very happy to be in the background, trying
to support his musical activities, taking him to the halls,
helping him try new pieces, finding reeds.”‘’ Though she did
not work seriously, she did occasionally deputize in
orchestras (sometimes playing second to Thurston) and she
accompanied his students on the piano.

In 1953, less than a year after their marriage, Thurston
died of lung cancer. During his illness, King had developed
an interest in health foods and for a time considered working
in that field rather than reviving her musical activities.
But through previous contacts and friends’ recommendations,
she began to receive work in small orchestras and resumed her
musical involvement.

One of the first ensembles that King joined after
Thurston’s death was the Portia Wind Ensemble. A member of
this group from 1955 to 1973, King feels that this was one of
the most important ensembles in which she participated. This

double wind quintet was founded by James Verity, a violist

Y Ibid.

** 1bid.
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whom she met while playing in the Boyd Neel Orchestra. Verity
wished to become a conductor and had noticed that there were
only a few women in orchestra wind sections. He asked various
women for recommendations for the group, and they recruited
their friends to join this ensemble.

Verity had numerous contacts in London and was
instrumental in securing session work for the players, such
as for television broadcasts. He promoted the group well,
arranging a concert to which he invited representatives from
the BBC. After hearing the group, the BBC invited Portia to
do radio broadcasts. The group also held a composition
contest for which thirty works were submitted. Through this
ensemble, many women received professional notice. When he
moved abroad in 1968, Portia continued but in smaller
groupings.

Although King was not been a regular member of one of
the large symphony orchestras in England, she gained
considerable experience playing in chamber orchestras.
Chamber orchestras increased in popularity after the war and
the formation of these groups was largely the result of past
colleagues gathering together to play music written for
larger chamber ensembles and to perform in small towns for
schools, colleges and music societies. Among the people with
whom King played were former peers from the Royal College,
including Colin Davis (who also studied with Thurston and
later became an internationally known conductor) as well as
Gervase de Peyer. “So, it was a kind of network of musicians
who were just looking for something to do, to play whilst

earning their living at any odd jobs.”*’

*® 1bid.
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The English Chamber Orchestra (previously the
Goldsbrough Orchestra) became established in this manner, and
King performed with the group from 1957 to 1999. She was also
a member was the London Mozart Players, in which she played
principal from 1956 to 1984, having succeeded Gervase de
Peyer once he began playing in the London Symphony Orchestra.

King was a soloist with various chamber orchestras at
regional music festivals throughout England, such as those in
Manchester, Birmingham and Newcastle. She particularly
enjoyed playing with these smaller orchestras since they
frequently performed to audiences who had less exposure to
live orchestral performances.

When touring with chamber orchestras, King was often
asked to perform as a soloist. To help reduce travel costs,
chamber orchestras frequently used their own members to
perform concerti rather than hiring guest performers. King
participated in tours with the English Chamber Orchestra to
many countries including Japan, South America, Russia,
Taiwan, Hong Kong, Australia and the United States as well as
all countries in western Europe. In her solo performances,
she often played the concerti of Gerald Finzi and Mozart.

King also performed in numerous chamber groups. From
1965 to 1976 she was a member of the Vesuvius Ensemble, an
outgrowth of a Dartington Summer School chamber ensemble in
which she had collaborated with pianist Susan Bradshaw.
Although they played some works from the classical period,
Vesuvius gave many premieres of new works and largely
performed contemporary music, such as Arnold Schoenberg’s
Pierrot Lunaire and Webern’s arrangement of Schoenberg’s

Chamber Symphony No. 1.
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Other groups in which King performed include the Robles
Ensemble and the Melos Ensemble. The latter became
internationally known through its recordings and tours. She
joined the Melos Ensemble in 1974 when the founding
clarinetist, Gervase de Peyer, moved to the United States to
join the Lincoln Center Chamber Music Society. With the Melos
Ensemble, she played a variety of music for combinations of
three to ten players using strings, winds, piano and harp.
The Robles Ensemble, based on the instrumentation of Ravel'’s
septet Introduction and Allegro, consisted of flute,
clarinet, string quartet and harp. The harpist, Marisa
Robles, was the featured performer.

A musician who King collaborated with many times and
found great inspiration from is the English composer Benjamin
Britten. At the Aldeburgh Festival, King played in a small
opera orchestra, performing operas of Britten, such as The
Rape of Lucretia and Albert Herring. With Britten conducting
this orchestra, she toured Russia in 1963. She also performed
with Britten in performances with the English Chamber
Orchestra and in numerous chamber ensembles with him playing
piano. With Britten and soprano Heather Harper, she also
recorded Franz Schubert’s Der Hirt Auf dem Felsen, D. 965.

King also worked quite often with the violinist Yehudi
Menuhin, who founded the Bath Festival. As well as playing in
many orchestral concerts that he conducted, she performed
Béla Bart6k’s Contrasts with him at Bath and at the Salle
Pleyel Paris. Also with him, she performed the Brahms and
Mozart quintets, Ludwig van Beethoven’s Septet in Eb Major,
Op. 20, Franz Schubert’s Octet in F Major, D. 803 as well as

the trio version of Igor Stravinsky’s A Soldier’s Tale.
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Although Menuhin did not participate, King toured Australia
with a pianist and string players from the Bath Festival
Orchestra in 1968.

A number of the chamber groups with which she performed
were not permanent ensembles but rather were assembled solely
for radio broadcast purposes by the BBC. King states:

Very often the BBC would actually arrange the groups. It
wasn’t that you had a group of chamber music friends and
you applied to do this. Again, it was a very much
grapevine thing where you were invited to play.*’

Often producers from the BBC would attend various concerts to
hear players before hiring the musicians to participate in
broadcasts.

In the past, most broadcasting was done live with
audiences often in the studio. Because of this, specific
programs were formed so that the musicians played in more
than one piece to use resources efficiently. Today, the
program planning does not always revolve around the available
performers because much use is made of recordings.

Many of the broadcasts were regular programs which
occurred daily or weekly, and the music was chosen by the BBC
producers. “There were wonderful programs with a large staff
of producers, many of whom were composers who had various
projects of music they wanted to do, often music by unusual
composers who they felt were neglected.”’' The typical music
selection would, of course, change with the preferences of
the producers. King states:

One producer came in who was crazy about Schoenberg and
the twelve tone school. So, we had nothing but that for

* Ibid.
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awhile. So, I was engaged in playing all sorts of that:
Pierrot Lunaire, even without a voice, without a

conductor. [I also played] Schoenberg’s Suite.*?

Today, a broad range of musical styles is represented in the
broadcasts although it is, as King terms it, more
“user-friendly” so as to appeal to the general public.

According to King, she was involved in hundreds of radio
broadcasts, including orchestra and chamber music
performances. Many of her broadcasts were of solo appearances
with orchestras which were of pre-recorded concerts or live
performances in a studio or concert hall. In some ways, King
developed an interest in recording lesser-known works through
her performing for the BBC. “Various chamber groups that I
belonged to did contemporary, mainline and neglected stuff.
That was really the thing, I suppose, that triggered me into
wanting to record some of these pieces that I met through the
BBC. ">’

It is perhaps through her numerous recordings that King
is best-known. She never intentionally pursued a recording
career as such, but fit it into her schedule while
performing, touring and teaching. Having recorded over fifty
pieces, many of which were not previously available, she is
one of the most cataloged clarinetists, not only in England,
but throughout the world. (A complete discography of works
King has recorded with notes as to the special significance
of the compositions can be found in Appendix C.)

Other English women have been quite prominent in the

recording domain. In addition to King, these include: Janet

** Ibid.

** Ibid.
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Hilton, Emma Johnson, Victoria Soames and Georgina Dobrée.
King partly attributes this to men’s dominance in the
orchestral scene:

Mostly the men feel that earning [money] to support the
family comes before musical ambition, and they are
therefore very competitive and controlling, taking on as
much work as possible. This leaves little time for
developing solo repertoire, so possibly this has been
encouragement for the girls, who are generally less
busy, to try their luck in that field.**

The compositions that King recorded are in a variety of
mediums, including clarinet and piano works, chamber music
and concerti. Among her recorded concerti are those by Sir
Charles Stanford, Gerald Finzi and Louis Spohr. With Nicholas
Bucknell, King recorded the two double concerti of Franz
Tausch, an eighteenth century composer and one of the
clarinetists of the Mannheim School.

King recorded the Mozart Concerto three times. The last
occasion was in 1985, at which time she played the basset
clarinet. She wished to record the piece on this instrument
for which Mozart had written the concerto since, at that
time, few people had done so. Included on this album is the
Mozart Quintet, K. 581 on which she also played the basset
clarinet. Recalling the recording experience, King states:
“That’s become one of Ted [Perry’s] best sellers,
inexplicably because I had the flu and the instrument
cracked, and everything seemed wrong!”’>’

King recorded the three concerti of Bernhard Crusell
with the London Symphony Orchestra. In addition, she recorded

all three of Crusell’s quartets with the Allegri String

* King, letter to author, 6 March 2001.

* King, interview by author.
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Quartet as well as the Introduction and Variations on a
Swedish Air, Op. 12 with the London Symphony Orchestra. While
Crusell is sometimes referred to as the “Finnish Weber,” his
works were less well-known and performed. These recordings
fulfilled an important function in bringing his music to
light.

King also recorded a significant amount of chamber
music. In addition to the well-known piano and wind quintets
of Mozart and Beethoven, she has recorded the clarinet and
string quintets of Brahms and Mozart as well as those by
Robert Simpson, Andreas Romberg and Robert Fuchs. The latter
two were recorded with the Britten Quartet with whom King
also recorded an album of English clarinet and string
quintets, including those by Herbert Howells, Arnold Cooke,
Elizabeth Maconchy, Benjamin Frankel and Joseph Holbrooke.

As can be seen in the discography included in
Appendix C, many of King’s recordings were previously
unrecorded. Among these premieres are Concertinos, no. 1 and
2 by Elizabeth Maconchy, Howard Ferguson’s Four Short Pieces,
William Hurlstone’'s Four Characteristic Pieces and Franz
Reizenstein’s Arabesques, Op. 47. Collaborating with Georgina
Dobrée, King produced the premiere recordings of orchestral
arrangements of the Mendelssohn Concertpieces, Op. 113 and
114 (Mendelssohn arranged Op. 113 and Carl Baermann arranged
Op. 114).

King’s recordings are important for several reasons. Not
only are many premiere recordings, but also many are British
works which were not well-known and had been neglected. A
number of these were dedicated to her late husband, Frederick

Thurston.
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Most of all this recording has been because I‘'ve felt it
was just criminal that nobody knew [these British works]
were there. A lot of the composers were still alive. [I]
just wanted those pieces to be heard, particularly
things that were in connection with Thurston. It was
such a shame that he hadn’t lived long enough to really
be able to go around and play them to people which was
his whole idea, to show what had been written for the
clarinet and how lucky he was.’*

Works written for Thurston and subsequently recorded by King
include: John Ireland’s Fantasy Sonata; Gerald Finzi'’s
Concerto for Clarinet and String Orchestra, Op. 31; Howells’
Sonata for Clarinet and Piano; Alan Rawsthorne’s Concerto for
Clarinet and String Orchestra; Elizabeth Maconchy’s,
Concertinos, no. 1 and 2; Malcom Arnold’s Clarinet Concerto
No. 1, Op. 20; and Gordon Jacob’s Quintet for Clarinet and
Strings.

A most important person in her recording career was Ted
Perry. He had worked for several record companies (Saga and
Meridian) before founding Hyperion Records in 1980. King had
a unique relationship with Perry in that he allowed her to
choose the music that she wished to record. Like King, Perry
has an interest in promoting music of English composers and
has often produced music that was somewhat more obscure.
“Everything I suggested he took without a murmur although he
knew that they weren’t commercially viable at all.”’’ The only
recommendation that he made was to include the C. M. Weber
Concerto No. 2 in Eb Major, Op. 74 on a disc because he felt
it beneficial to have a standard work to complement the
Crusell Concerto No. 2 in F minor, Op. 5.

Before he founded Hyperion, King had worked with Perry

* Ibid.

* Ibid.
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several times. For a release on Saga, In Memoriam: John
Ireland, a tribute recording to the late composer, she
recorded the Fantasy-Sonata for clarinet and piano. This was
originally written in 1943 for Thurston, and she had given
one of its first performances as a pianist. King played the
work on the clarinet for the composer as well. While Perry
worked for Meridian, she recorded the Louis Spohr Concerto
No. 4 as well as the Mozart Concerto, K. 622.

King was one of several people to encourage Perry to
start his own label. She had tapes of pieces she had
previously recorded which she offered to him to produce. His
first issue for Hyperion was her recording of the concerti of
Finzi and Stanford. King was quite familiar with both these
works as the Finzi had been written for Thurston and he had
often performed the Stanford.

King also recorded several compositions that were either
dedicated to her or commissioned by her. Because she liked
the style of his incidental music for television, she
commissioned Howard Blake'’s Concerto which she premiered in
1985. In 1980, Gordon Jacob wrote the Mini-Concerto after
hearing and enjoying her recording of his Quintet for
Clarinet and Strings. For a commission by the Cheltenham
International Contemporary Music Festival in 1962, Benjamin
Frankel wrote Quintet, Op. 28 in memory of Thurston and
dedicated the piece to both Thurston and King.

In addition to producing the first recordings of many
significant works, King has given the premiere performances
of a number of works by British composers. King commissioned
(with the aid of the British Arts Council) the Fantasia by

Elizabeth Maconchy. King gave the premiere of this piece with
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pianist Paula Fan at the International Clarinet Congress in
Denver in 1980. Other works King premiered include: sonatas
for clarinet and piano by William Alwyn and Arnold Cooke;
Sextet for Clarinet, Horn and String Quartet by John Ireland;
Five Little Pieces by Elisabeth Lutyens; Suite for Clarinet
and Piano by Humphrey Searle; and Concertante for Oboe,
Clarinet and Orchestra by Priaulx Rainier.

Though busy as a performing and recording artist, King
has always maintained an active teaching schedule. Her first
experience as a clarinet instructor occurred after World War
II when it became more common for wind instruments to be
taught in schools. Uncertain that she would “make it” as a
professional pianist, King began teaching clarinet in the
schools to approximately twenty young students.

I used to get on buses and trains and go around London.
I would have three students at one [school], four at
another, one at another place. And when I finished [at
one school], I’'d get on the train and go out teaching
again! I was not really earning anything, just “peanuts”
as we say. So, I was just forced to pick up bits and
pieces.’’

On Saturdays she taught in the junior department at the Royal
College of Music.

In 1961, King became a professor at the Royal College of
Music. The College had grown considerably since the war
years, and at one time there were as many as forty
first-study clarinet students as well as others who were
second-studies. (The large number of pupils may be attributed
to the increase in teaching which occurred in the schools
after the war.) King originally taught two or three students

and was one of four or five clarinet professors. Her number

* Ibid.
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of students eventually grew to approximately eighteen, and
gradually she had to decrease that number because of an
increase in performance obligations. In 1987, after
twenty-five years of teaching, she left the Royal College.

During the next year King joined the faculty of the
Guildhall School of Music where she still teaches today. She
now teaches two to three hours a week, largely post-grad
students and advanced students. She also coaches chamber
music ensembles. As it is not necessary for her to teach at
the school every week, she has been able to continue her
performing responsibilities as well.

King is often frustrated by the administrative aspect of
teaching which takes time away from the actual music making.
However, she enjoys working with her students and tries to
ensure that they receive complete educations and are not
deprived of the necessary experiences needed to succeed. “I
feel that’s one of my chief functions as, now, I do really
very little teaching compared to the other [professors]. I
just want to get the students playing and learning more about
music.”*’

Partly to offer students more playing opportunities,
King and the other wind professors of the Guildhall School
began performance classes that occur once a term. During
these occasions, students can “test” pieces they will play
for exams or auditions and become more comfortable when
performing. The classes were also originally begun because
the professors were not able to hear their students’ yearly
exams. Due to a lack of performance space during exam week,

the exams were held in small classrooms with no room

* Ibid.
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for an audience, including teachers. This problem has since
been corrected with the purchase by the school of a new
building with a suitable performance hall.

King stresses several things in her teaching. In
addition to solo pieces and studies, her students play a fair
number of scale exercises. She feels these are particularly
important for musicians because they are “the basis of
everything, because of the musicianship side of it as well as
agility.”®’ Her students also study the important orchestral
excerpts, one of the playing requirements for exams at the
Guildhall School.

“Most of all, I've always been keenest on the repertoire
and of complete knowledge of pieces. Not just a photocopy of
the clarinet part.”® Partly because of her extensive
background as a pianist, King feels that the piano
accompaniment (or the music of other accompanying
instruments) must be carefully examined as well as the
clarinet part in order to understand completely a piece. King
believes that familiarity with all the musical components,
including harmony and form, is necessary for an accurate
interpretation.

King likes to see creativity in musical performances. “I
love to see the signs of imagination, commitment and
emotional input in music.”®’ It is not enough for a musician
to copy a performance from a recording; he or she must arrive

at his or her own interpretation. King feels strongly about

® Ibid.
* Ibid.

¢ Ibid.
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this and seeks such creative aspects when judging on the
juries of competitions.

She also stresses the need for clarinetists to be
familiar with composers’ complete repertoire, not only their
works for the clarinet, to fully comprehend the composer’s
language and style.

I don’t know how you can play the Mozart pieces unless
you’ve played most of the Mozart operas or at least
gotten to know them very well. Because it is all about
opera on the clarinet...And, most of those pieces [i.e.
those by Weber, Mozart], let’s face it, were dashed off
pretty quickly for one player or another..and the real
music of those composers is in their operas or their
chamber works.®’

King believes all music should be listened to critically, and
those pieces that are of high quality should be given much
attention. “You’ve got to give it your all and search in it
and around it. Study it all your life.”*

Always having an interest in promoting literature of
strong quality, King published clarinet and piano
compositions which she had arranged and edited from the
standard classical music repertoire to introduce young
students to music of well-known composers. The two volumes of
Clarinet Solos published by Chester Music include excerpts of
works by W. A. Mozart, Franz Schubert, Georges Bizet,
Bernhard Crusell and C. M. Weber, taken from their operas,
symphonies, concerti and chamber music. Several of the pieces
were selected and used by the Associated Board of Royal
Schools of Music for the Board’s graded exams, which help to

assess the progress and proficiency of young music students.

¢ Ibid.

* Ibid.
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Later, King collaborated with Alan Frank, an important
publisher in the 1940s who had worked with many composers,
including William Walton. He and Thurston had collaborated on
The Clarinet: a Comprehensive Tutor. With Frank editing the
clarinet line and she the piano part, King published Schumann
for the Clarinet, pieces taken from the composer’s song
repertoire. Together, they also arranged a number of the
“Songs Without Words” for Mendelssohn for the Clarinet.

After Frank died, King completed their volume of works
by Tchaikovsky as well as another with pieces by Mendelssohn,
also adaptions of excerpts from their operas, string quartets
and symphonies. And finally, she also arranged duets for two
clarinets by J.S. Bach. (A list of King’s publications can be
found in Appendix D.)

During her career, King has been recognized for her
accomplishments and has received many honors. As a student at
the Royal College, she received the Tagore Gold Medal, given
to the most outstanding student of the year. She has been
invited to serve on juries of prestigious competitions such
as the Munich International Competition, the Markneukirchen
Competition, the Prague Spring Competition, the Royal
Overseas League Competition and the Clarinet and Saxophone
Society of Great Britain Competition. For her musical
contributions, she has been named a Fellow of the Royal
College of Music and a Fellow of the Guildhall School of
Music, and she was also honored by the Royal Academy of
Music. On December 30, 2000 she became a Dame Commander of
the Order of the British Empire for her “services to music.”
This is one of the highest titles a non-royal citizen can

receive, and no other English wind player, male (as Knight)
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or female, has received this honor. She had previously been
awarded the Officer of the same Order in 1985.

In all areas of her career, King has had a life filled
with many wonderful experiences. Though she has no plans for
future recordings, she remains active, performing chamber
music as a pianist. “I want to play chamber music with
friends and above all, chamber music with piano because
that’s where all the big stuff is, and to pick up on what I
had to drop when the clarinet and orchestral world took
over.”*®’

In the 1960s, while still concentrating her efforts as a
clarinetist, King had two unusual “adventures” as a pianist.°*
At a performance in Cambridge, she played the clarinet for
the Johannes Brahms Quintet for Clarinet and Strings in B
minor, Op. 115 and was the pianist for the Brahms Quintet for
Piano and Strings in F minor, Op. 34. For the BBC “Double
Exposure” series, she recorded both the clarinet and piano
parts of the Brahms Sonata for Clarinet and Piano in F minor,
Op. 120, no. 1 and all three instrumental parts of the Felix
Mendelssohn Konzertstiick for Clarinet, Basset Horn and Piano,
Op. 114. Few musicians can claim such versatility and
proficiency outside of their major instrument.

During tours as clarinetist with the English Chamber
Orchestra from approximately 1992 to 1999, King also
frequently performed continuo keyboard and harp parts on the
piano. On a South American tour with this orchestra, she
played harpsichord for music of Vivaldi, under the direction

of Pinchas Zukerman. At chamber concerts in Seattle,

® Ibid.

* King, letter to author, 30 March 2001.
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Washington, she has performed as clarinetist and pianist in
trios and sonatas by Khachaturian, Brahms and various English
composers. She hopes to continue this kind of activity.

In order to regain her technique, King began taking
piano lessons in 1993 with Graeme Humphrey and learning the
instrument again, in a sense, by studying scales and
exercises as well as repertoire. She finds her lessons to be
inspiring because she and her teacher have similar ideas on
musical interpretation. With Humphrey, she has performed in
concerts, playing piano duos which she greatly enjoys. “To
play next to him is like riding in a Rolls Royce car for me.
Absolutely brilliant. Because we sort of spark off each other
musically as well..So we have a ball because it’s so
improvisatory and alive when we perform.”*’

At charity concerts, music clubs and summer festivals,
she has found opportunities to play the piano with other
freelance musicians who wish to perform in smaller ensembles
after having similar careers in orchestral and freelance
work. She has most recently performed the “Trout” Quintet by
Franz Schubert and Antonin Dvorak’s “Dumky” Trio, Op. 90.
King will also perform the piano part of John Ireland’s
Fantasy Sonata at the hundredth anniversary of Thurston’s
birth in September of 2001.

Performing chamber music on piano has brought King great
excitement and a sense of fulfillment. By playing the music
of composers whose clarinet and orchestral works she has
frequently performed, King is “linking all the experiences”

that she has had throughout her life.®*

¢ King, interview by author.

* Ibid.
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Chapter Three

Pamela Weston

Pamela Weston was born in London, England on October 17,
1921. Her mother, of Scottish and English descent, was a
talented amateur violinist. It was through her prompting that
Weston, as well as her brother and sister, began music
lessons at an early age. Weston’s father was half English and
half Welsh and a descendent of Sir Francis Drake of the
Spanish Armada. Also on his side of the family was the first
Earl of Portland. Her father was a doctor, not a musician,
but was always a proud “fan”. When she began to broadcast
performances on the BBC radio, he would frequently call the
people in the waiting room into his office to listen to his
daughter play.

The only clarinetist of Weston’s family was her mother’s
great grandfather, an engineer who was an amateur clarinetist
and played a C boxwood clarinet. Weston at one time owned
this instrument, but had to sell it during World War II,
since her family frequently moved and did not wish to carry
extra belongings.

As a young child, Weston received a musical education
filled with varied experiences. She began by taking piano
lessons using the Yorke Trotter Method which included
exercises in memorization and transposition. She also was
involved in Dalcroze dance, took voice lessons and
participated in “Choral Speaking” classes where she learned
poems and spoke them with other students as a choir.
Techniques concerning vocal projection and annunciation

learned from this class later proved to be useful in her
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frequent lecture giving.

Although her early musical background was fairly
extensive, it was not until the age of twenty that Weston
began to play the clarinet. Her interest in the instrument
was peaked by hearing Frederick Thurston play the W. A.
Mozart Concerto, K. 622 on the radio, although by this time
she had already given quite a few solo performances as a
pianist.

From 1941 to 1943, Weston attended the Royal Academy of
Music. Piano was her main instrument, and the clarinet was
her second study. She took clarinet lessons from George
Anderson, who had studied with Henry Lazarus and had played
in the London Symphony Orchestra for nearly forty years. She
struggled somewhat, learning many of the playing techniques
on her own since he did not focus his teaching on these
matters. She describes herself during her beginning stages as
having been the “world’s worst squeaker.”®*

After attending the Royal Academy, Weston began taking
occasional private lessons with Frederick Thurston who had
been evacuated with the BBC Symphony Orchestra to Bedford
during World War II. To earn her living, she taught piano
students at several locations, including Slough and Bedford.
It was while teaching at Bedford that Weston first met Thea
King who was a student at the high school. Thurston even
suggested that she give King piano lessons. Weston describes
King as already having been an accomplished pianist by that
time.

From 1945 to 1949, Weston was a student at the Guildhall

School of Music in London. She had originally wished to

* Pamela Weston, interview by author: Hythe, England, 26 July 2000.
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attend the Royal College of Music to study with Thurston, the
clarinet professor there, but she did not receive a
scholarship and could not afford the fees. She was one of two
finalists considered for the scholarship, the other being
Gervase de Peyer. The principal of the school did not approve
of women going into the profession and perhaps this affected
her application.

Ultimately, Weston’s attending the Guildhall School,
where she did receive a scholarship, was to her advantage.
Since it was a smaller school at the time, she received more
personal instruction and had more performing opportunities.
The principal, Edric Cundell, took a personal interest in his
students and coordinated performances for them outside of the
school. In addition, he arranged for Weston to play the
Mozart Concerto, K. 622 with the school orchestra. Her piano
teacher, Frank Griggs, was a large influence and also helped
in scheduling performances. At one time, he offered to buy
Weston a new set of clarinets as her pair was “groggy”.
Wilfred Kealey was Weston’s clarinet teacher at the Guildhall
School. However, since he did not concentrate on correcting
her technical problems in playing the clarinet, she had to
continue working on them independently.

During her time at the Guildhall School, Weston took the
opportunity to take periodic lessons with Thurston at his
home. He was willing to teach her and was accommodating in
his scheduling. On one such occasion, Thurston needed to
leave to perform at a Promenade Concert. (“Proms” is the
large music festival held annually in London.) After riding
on the top level of a double-decker bus, they arrived at the

Royal Albert Hall and continued the lesson in the artists’
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room until Thurston was called to the stage. In Thurston’s
playing Weston found great inspiration.

Weston sees her weak start on the clarinet as an
advantage. Because she received little instruction on the
techniques of playing from her teachers, she was forced to
“git down and sort things out.”®’ Her extra work became
helpful later in her own teaching since she was better able
to verbally articulate the technical processes of playing.

Weston describes her musical career as being in three

major parts: performance, teaching and research/writing.

I. Performance:

Influenced by Thurston’s inspiring playing in the BBC
Symphony Orchestra, Weston studied the clarinet with the
intention of becoming an orchestral musician. As a freelance
musician, she was often hired for single performances. She
deputized often in chamber orchestras, such as the Alexander
Orchestra and the Sadlers Wells Orchestra, after World War
II. In these chamber orchestras, she participated in radio
broadcasts where she often played next to Thea King and
Gervase de Peyer.

Active as a soloist, Weston gave recitals and regularly
performed for radio broadcasts from 1947 to 1965. Works by
Johannes Brahms and Sir Charles Villiers Stanford were among
her favorites to perform. She did not play contemporary
music. “I think that real contemporary music, that written in

the last ten years, gives me much more pleasure than the sort

¢ Pamela Weston, interview by James Gillespie, The Clarinet 6, no. 3
(Spring 1979), 6.
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of things that were written in the ‘60s and ‘70s.”°’ She
believes that much of the unpleasant nature of the music from
that time was a reaction to the war.

Weston has had several works dedicated to her. A BBC
producer and composer, David Cox wrote Shalemy Dance (Oxford
University Press, 1957) for clarinet and piano. Dedicated to
Weston and her students is Putney Pieces (Paterson’s
Publications, 1985) by Colin Cowles, so-called from driving
his daughter to Weston'’s residence in Putney for lessons.®’

During the years when Weston was performing, she was
invited to do broadcasts of solo works and chamber music
through “word-of-mouth” recommendations from colleagues with
whom she had worked earlier. Today, most players have
“entrepreneurs” who invite BBC representatives to hear their
performers’ concerts. Many of the broadcasts in which Weston
participated were performed live at nine o’clock in the
morning for “The Music Program”, now the Radio 3 (the
classical music division of the BBC Radio). For these
broadcasts, she would rehearse with one of the staff
accompanists and have a sound check and balance test on the
morning of the broadcast. Because she lived in Chelsea at the
time, it was necessary for her to awaken at five o’clock in
order to be at the studio by 7 a.m. Recordings of these
broadcasts were unfortunately lost when she moved into her
current residence.

Weston had numerous experiences as a chamber musician.

She often played with string quartets, performing the

* Weston, interview by author, 26 July 2000.

* Weston, letter to author, 5 March 2001.
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clarinet quintets of Brahms, Reger and Mozart. Her first
major concert was in 1950 when she performed the Mozart
Quintet, K. 581 with the Blech Quartet in London. The
quartet’s founder, Harry Blech, had had to retire because of
arthritis. His place as leader was taken by Erich Gruenberg,
and the group was re-named the New London Quartet. The BBC
came to the concert and invited Weston onto their panel of
broadcasters without need for audition.

While a student at the Guildhall School in 1948, Weston
was invited by soprano Jean Broadley to form the Klarion Trio
with pianist Eileen Nugent. In 1959, after both Broadley and
Nugent retired from performing, pianist Isabel Bedlington and
soprano Pamela Woolmore joined Weston. The Klarion Trio
continued concertizing until 1965 when Weston decided to end
the performing portion of her career.

It was for the Klarion Trio that Weston’s friend Arnold
Cooke wrote Three Songs of Innocence. The trio gave the first
performance and broadcast of the piece in Manchester, England
in 1959. This composition has since become a standard work in
the repertoire. Another piece was written for the Trio by
harpsichordist and pianist Michael Maxwell: “The Water of
Tyne” (Schott & Co. Ltd., 1950s).

There have been few permanent clarinet, voice and piano
trio ensembles which perform or record regularly. As a
result, there is little knowledge about the repertoire for
this combination, and only a few pieces, usually those by
Schubert and Mozart, are regularly performed. Weston edited
several pieces for the trio as found in Appendix E, all of
which she performed with the group.

To further broaden the Trio’s repertoire, Weston
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searched for music at the British Museum. Geoffrey Rendall,
the English clarinetist who authored The Clarinet, an
important scholarly account of the history of the instrument,
worked in the Department of Prints of the Museum and assisted
her. As she conducted her research, she discovered and became
intrigued by accounts of performers and composers and their
interactions. It was largely through these discoveries that
Weston became interested in doing research on topics

connected with the clarinet.

II. Teaching:

In 1951, Edric Cundell, principal of the Guildhall
School, asked Weston to become a clarinet professor at the
School. At first, she taught together with her past teacher,
Wilfred Kealey, and at that time felt as though she was still
learning the instrument. The Guildhall School was the only
school of music where Weston taught, and she continued her
association there until 1969 when she resigned the post to
teach privately.

When she lived in Putney, Weston had a studio where
college students came for lessons. She also instructed
private pupils of varying abilities and ages (young children
to adults). “I don’'t aim to teach only the very highest
standard. I am interested in anybody who will come and make a
go of it and get something out of their lessons and thereby
enrich their own individual lives.”’’ Weston would often hold
evening classes for her adult students. At these times, the

students would play together in trios or quartets, which they

® Weston, interview by James Gillespie, The Clarinet 6, no. 3 (Spring
1979), 7.
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particularly enjoyed because they were able to learn more
literature and otherwise, they rarely had an opportunity to
play in ensemble situations.

In the 1950s, Weston was asked by the London publishers
Schott & Co. Ltd. to produce clarinet publications for young
students. This stimulated her interest in students at their
early stages of study and led her into new paths of editing
and arranging clarinet music. For Schott, she often arranged
solos that were taken from literature not originally for the
clarinet. Some of the arrangements were of piano and violin
works whose melodies she felt transferred easily to the
clarinet. These publications include the First Clarinet Album
followed by the Second, Third and Fourth Clarinet Albums.
Weston published four volumes of Album of Duets with Schott,
also for elementary players. In addition to these Albums,
Weston published with Fentone Music 23 Steps for Young
Clarinettists. These publications filled an important gap in
available music for young clarinetists.

Although she began by arranging music for younger
students, Weston has published compositions for all levels of
performance abilities and in many mediums. In addition to
pieces for clarinet and piano, she has published works for
clarinet duo and trio; flute and clarinet duo; concerti;
works for soprano, clarinet and piano as well as chamber
pieces for clarinet and strings. A complete list of works
published by Weston is listed in Appendix E.

In her teaching, Weston stressed the technical aspects
of playing as well as musicality. She assigned her students
scales, arpeggios and technical studies (such as those

written by Carl Baermann). Because she had not received such
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instruction when she was a beginning student and felt she was
a weaker player as a result, she understood the benefits of
learning such exercises from the start. She feels that one’s
playing cannot be truly effective if his or her technique is
lacking. “I was very strong on [technique] and I made it
clear from the beginning of their first lesson: You’ve really
got to do this, or you can’t express yourself. You’ve got no
language.”’!

A typical lesson of Weston’s began with a series of long
tones, just as Thurston had begun his lessons. Technical
studies were followed by solo literature and orchestral
excerpts. She also included sightreading, which often
contained transposition as well.

Weston stresses the need for imaginative playing. If she
were still teaching today, she would insist that her students
play jazz to gain more flexibility in interpretation. In
jazz, “you never, ever lay down a hard, fast rule.”’’ She
would often have her students experiment by playing passages
in several different ways. The exception to this freedom is,
of course, in technical matters where it is important to be
strict.

Many of Weston’s ideas on teaching the clarinet are
detailed in her book The Clarinet Teacher’s Companion,
written in 1976. In this book are specific details for
teachers on clarinet instruction. She felt that at that time
there was much material aimed toward students, but few
resources for instructors.

Weston covers a wide range of topics in The Companion.

' Weston, interview by author, 26 July 2000.

? Weston, interview by author, 27 July 2000.
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At the beginning of the book is a short chapter discussing
some of the first significant clarinet teachers and the
tutors they wrote. This material is included because she felt
that it was important for teachers to understand they are
connected to a long tradition of clarinet instruction. Among
those clarinetists discussed is Iwan Miiller (1786-1854) who
wrote a method book for the 13-key, simple system instrument
that he developed. Another clarinetist discussed is Jean
Xavier Lefévre (1763-1829), who taught at the Paris
Conservatory and wrote the official tutor for the school in
1802. In addition, Weston makes note of Hyacinthe Eléonore
Klosé (1808-1880) who taught at the Paris Conservatory and
with Louis-Auguste Buffet developed a 17-key, Boehm system
instrument which has since become the most commonly used
system throughout the world. Klosé wrote a highly successful
tutor for the instrument in 1843 which is still widely used
today. Another important teacher mentioned by Weston in this
chapter is Carl Baermann (1810-1885). He taught at the Royal
School of Music in Munich and designed an 18-key instrument
for which he wrote a method book. This method was later
adapted for the Boehm system instrument and is also currently
used.

Throughout the book, Weston includes pertinent quotes
from standard method books of the past. For example, John
Mahon wrote in his New and Complete Preceptor for the
Clarinet (published in 1803) that long tones “should be
practiced to ‘acquire a firmness of the Lips, or Embouchure,

and proper government of the Reed, which is the foundation of
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good tone.’”’”’ In the chapter concerning articulation, Weston
quotes from Lefévre’'s Méthode de Clarinette (written in
1803):

Articulation by stringed instruments is produced either
through the medium of a bow, as for example a violin, or
with the fingers, as on the harp or guitar; that by wind
instruments is made with the tongue. Without the tongue
it is impossible to play the clarinet well, for it is to
this instrument what the bow is to the violin.™

Also discussed in The Companion are Weston’s views on
the qualities of a good teacher as well as of a student. She
believes that a teacher should be a specialist on the
instrument and should not teach simply because a performing
career was not successful. “The first requirement in a
teacher is that he should have a genuine desire to show and
help others, and love doing it.”’* A teacher should also have
experience in performing and be able to play the piano in
order to accompany students in lessons. Concerning a
student’s attitude, Weston states, “His enthusiasm should be
genuinely for the sound of the clarinet, he should be able
and quick to respond to teaching, and willing to practice for
a definite period each day.’*

The majority of The Companion concentrates on the
technique of playing: embouchure, breathing, articulation,
hand position and finger movement. She also addresses the

selection of instruments and reeds as well as interpretation,

 Pamela Weston, The Clarinet Teacher’s Companion (London: Breitkopf &
Hartel, 1976), 56.

" Ibid, 65.
* Ibid, 22.
* Ibid, 23-24.
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ornamentation, rhythm, practicing methods and performing.
Though The Companion is quite short, it is complete and
thorough and serves as a reflection of her concern in
providing students, young and old, with an excellent,

comprehensive music education.

III. Research/writing:

During the third period of her career, research and
writing, Weston has made significant contributions to the
study of the history of the clarinet. Although she has been
an important teacher and performer, it is perhaps in her
research that Weston has been the most influential. The
articles for various periodicals that she has written, as
well has her books Clarinet Virtuosi of the Past, More
Clarinet Virtuosi of the Past and Clarinet Virtuosi of Today,
have been valuable resources for clarinetists worldwide.
Although her interest in research was kindled as she looked
for music for the Klarion Trio, it was not until she left her
professorship at the Guildhall School in 1969 that she began
“gerious research.”’’

Because Weston did not begin her career with the
intentions of being a writer, she had no background as a
scholar. “I had no university training, only musical. I did
not learn how to start research. I never had any of that. It
was all learning by experience.”’®

When she began her research and writing, Weston did not

have a mentor, nor did anyone read her materials before she

7 Weston, interview by author, 26 July 2000.

* Ibid.
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edited her work. In part, this was because she was one of the
only scholars doing this kind of research; no one else had
the information she possessed. She received advice and
encouragement from Walter Bergman, who was an important
figure in the recorder and harpsichord disciplines. He also
was the managing editor of Schott & Co. Ltd. and aided in
Weston’s music editing. In collaboration with Bergman, Weston
edited for Schott: Three Songs for Soprano, Clarinet and
Piano by James Hook (1962), Trio, Op. 20, no. 5 for Clarinet,
Violin and Piano by Johann Baptist Vanhal (1965) and Twelve
English Country Dances (1963).

Weston has never limited the topics of her publications
on the clarinet to a specific time period or country. For The
Clarinet, the journal of the International Clarinet
Association, she has written articles on a wide range of
subjects, including: “In Defense of Weber” (Vol. 13, no. 3),
“Japan’s Clarinet Scene” (Vol. 14, no. 3), Italy’s Bel Canto
Clarinetists” (Vol. 23, no. 2) and “The First Hundred Years
of Clarinetistry in Czarist & Soviet Russia” (Vol. 27, no.
4). For the periodical, The Music Teacher, Weston wrote a
number of articles concerning teaching and performing. Many
articles were also published in other journals: Music and
Letters, Music and Musicians, Musical Times, National
Association of College Wind and Percu