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Newsletter of Pacific Northwest Viols – A chapter o f the Viola da Gamba Society of America 

On the web:  www.pnviols.org 

 

2009-2010 Season  
 

Play Day Dates and Presenters 
 
�  October 3 - Joanna Blendulf 
�  December 12  - TBA (Meet at 

the Pastoral Outreach Center of 
St. James.) 

�  January 23 Margriet 
Tindemans 

�  March 20 – Peter Siebert 
�  May 15 – Marie Dalby 
 
Play Day Schedule –  
 
�  9:00 AM: Check in, signup for  

consorts, and tuning 
�  10:00 AM: Grand Consort, 

Presentation 
�  11:30 AM: Annual Meeting  
�  12:00 Noon: Lunch 
�  1:00 PM: First consort session 
�  2:30 PM: Second consort 

session 
�  4:00 PM: Cleanup 

 
$15 Fee per participant 

A = 415 
 

Play Day Location – 
Cathedral Place at St. James 

(PNV customary Venue) 
803 Terry Avenue 

Seattle, Washington 
 
Parking available in O’Dea High 
School lot (free) and in the Parkade 
at Boren and Marion Streets ($) 
 

 
President’s Me ssage 
Lee Inman 
 
The first flourish of spring has finally petered out, leaving our streets and lawns covered in what 
the Japanese call “Sakura-yuki” – pink cherry-blossom snow.  The lilacs are slowly fading, as 
well, but the Rhodies and Azaleas are bursting forth, with Peonies about to join them.  Can 
summer workshops be far behind? 

 
The very good news is that the PNV bi-annual workshop is 
now well over-subscribed , a testament to the planning skill 
of its director, and our mentor, Margriet Tindemans.  Even 
better news: VdGSA Conclave is in our neighborhood  
this year, and I hope all of you are planning to take 
advantage of the wealth of classes and playing experiences 
on the menu. 
 
As this wave of mid-year musical energy washes over us, 
this might be the proper time to note that the success and 
continuing vitality of PNV as a chapter depends heavily on 
every member’s contributions. Your chapter’s board works 
hard every year to assemble a series of attractive and 
exciting Play Days, and to communicate with you on matters 
of importance to all the viol players in the Pacific Northwest.  
But your board members can’t do it all.  Those of you who 
have already volunteered your time and talent in support of 
St James’ programs and events know how personally 
rewarding it is to participate fully in attaining the goals of our 
organization.  There are even more rewards to be had – in 
serving on the board, or in simply offering a helping hand 
with the numerous Play Day support ‘chores’, of which there 
is a lengthy list. 
 
One of the most important contributions each member can 
make is to attend the annual chapter meeting .  On May 
15, we’ll elect new (and returning) board members and 
review our accomplishments for the year.  This is also your 
opportunity to give feedback directly to the board and help 
formulate plans for the year ahead.  Please plan to attend, 
as we need your comments and your vote. 
 
Having said that, I must sheepishly admit that I won’t be able to attend that meeting this year – 
I’ll be in London.  Charlie Nagel, your Vice-president will chair the member meeting, and lead 
discussion on what I hope will be a wide range of topics. 
 
See you all at Conclave! 



May 2010 ��������	
�����������	
�����������	
�����������	
���� ��� Page 2����
����

Marie Dalby Presents on May 15  
Marie Dalby 
 
Marie Dalby regularly performs on the viola da gamba in 
California and around the country. A San Francisco Bay Area 
native, she spent over a decade on the east coast, where she 
was a member of the New York Consort of Viols and founded 
and directed the Yale Temperament Consort. She is the Vice 
President of the Viola da Gamba Society of America, and will 
be on the faculty of their 2010 summer Conclave. She is a 
co-founder of the viol consort quaver, which performs music 
of all types, 
from 17th-century pavans to rock songs (www.quaver.org). 
 
Here is a message about the May Play Day from Marie: 
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PNViols, Viols Everywhere  
Liisa Peterson 

 
On the afternoon of April 29th a group of seven Pacific Northwest Viol member volunteers played at Horizon 
House .  The performance was made even richer by two renaissance dancers. That same evening the 
students at Roosevelt High School , who have been studying viola da gamba, gave an informal performance 
for families and friends.  More will be shared on these events in upcoming newsletters.  AND coming up: 
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Part 1  
Noreen Jacky 
 

Part 2  
Lee Talner 
 

Playing for Godot or The Uncommon Lesson  
Noreen Jacky and Lee Talner 

 
Perhaps you just learned that a viol teacher from another part of the country will be in your 
area for a concert and your viol newsletter tells you that the teacher is available for 
lessons.  Or, you are about to travel abroad and wonder if it is possible to have a lesson 

with the local teacher. It can be exciting and stimulating to work with a new teacher, but it is important first to 
think about how to make best use of your and the teacher’s time together.  I urge viol players to embrace the 
opportunity to work with a guest teacher.  Here are some suggestions: 
 
Be sure to consult with your own teacher, if you have one, and ask for advice on what to play.  He or she 
knows your strengths and weaknesses, and will be able to offer suggestions on how to gain maximum benefit 
from a guest teacher. Consider if you would be more comfortable with group coaching or having someone 
work with you on a solo piece. If you are working on a solo piece, select one in which you are comfortable 
with the notes and basic rhythm. If the cost of an hour lesson is prohibitive for you, consider a half hour, or 
share an hour lesson with a friend.  
 
During a lesson with a guest teacher, and certainly in a public master class situation, consider asking a friend 
to take notes on your behalf.  Nerves can be an issue, and you may not remember much of the teacher’s 
comments. When back to your practice routine and/or at a lesson with your regular teacher, being able to 
review your guest teacher’s comments is helpful. 
 
And if you’re attending workshops here or abroad, don’t forget that it may be possible to schedule a lesson 
with one of the faculty coaches you admire. Once I heard a player whose treble playing so impressed me that 
I approached him the next day about a treble viol session. Away from your home turf, one of your best 
resources is the directory of the VdGSA or the country’s viol society directory, which contain email addresses 
for teachers in the area you are visiting.   Notes often say whether the teacher accepts students at all levels of 
ability. 
 
My first experience playing with a group overseas was when my husband attended a scientific meeting in 
Germany.  I found a viol society web page based in Switzerland, and the contact connected me to Lenore 
Von Zadow.  I ended up in a coached consort one evening, a very rewarding way to connect with locals and 
experience an excellent teacher.  I was nervous, especially playing treble viol - but everyone was very 
friendly.   
 
Most recently Pacific Northwest Viols hosted Joanna Blendulf to lead a Play Day. She was kind enough to 
make time to coach me on an Abel Sonata I had been practicing.   Her comments and suggestions were 
valuable. A one hour lesson will not necessarily fix your long term problems, but often you learn new ways to 
address old problems.  Another side benefit - f you attend a concert in which your guest teacher is playing, it 
is satisfying to muse on your recent personal connection.  
 
I have derived great benefits from lessons with fine musician/teachers who are not viol players. A few years 
ago I had a couple of lessons with harpsichordist Jillon Stoppels Dupree. I was excited to experience the 
piece with the harpsichord part and benefit from her excellent coaching on phrasing. 
 
 

I preface my comments by saying that I am extraordinarily lucky to have as my regular 
teacher Margriet Tindemans, one of the master viol teachers of our time. Since 2001, 
Margriet has been my mentor, inspiration and guiding light. That said, I echo Noreen’s 
insights in Part 1 on the value of taking an occasional private lesson with someone who is 

not your regular teacher.  Over the past five years, I’ve had lessons with several gifted teachers including 
Joanna Blendulf, Craig Trompeter, Emily Walhout, Yukimi Kambe, Brent Wissick and David Morris. Some 
took place when the teacher visited Seattle for a gig, some during VdGSA Conclave or regional/local 
workshops, and some when I happened to be visiting their city. 
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These ‘ad hoc’ lessons never fail to yield useful insights about technique and/or interpretation. In most cases, 
teachers more or less reinforce what I have been taught, but hearing an observation expressed in different 
words, or with a different metaphor, often allows it to ‘click’ when it didn’t before. If the teacher’s comments or 
observations differ significantly from my regular teacher’s approach, I am happy to reassess the issue from a 
new perspective. I welcome new ideas about bowing, and am not at all reluctant to ask Margriet afterwards 
for her take on this ‘new’ way.  Often, the new way is just a variation or a tweak of something she’s been 
trying to tell me for months or years!  Being forced to confront it in this context brings it into sharper focus.  In 
general, I would say that there is less fundamental disagreement from ad hoc teachers about phrasing and/or 
interpretation than there is about the nuances of bowing and other technique issues. 
 
As a serious amateur (in proud moments a ‘semiprofessional’ if defined as being paid for playing on more 
than one or two occasions), master classes that focus on solo repertoire usually find me sitting in the 
audience. There was one recent exception. During a recent lesson, Margriet said, “Wieland (of course she 
meant Wieland Kuijken, her teacher and the mentor to many of today’s finest viol players/teachers) is coming 
to Seattle to perform with Eva Legêne and Jillon Stoppels Dupree. He will give a master class at my house. It 
may be the only chance you will ever have to play for him. You must do it!“  Knowing how revered Wieland is, 
I demurred. But Margriet stood her ground, suggesting that I pick a piece that was not too complex, so that 
Weiland could focus on bowing issues. Reluctantly, I agreed.  We chose the short adagio movement of an 
Abel sonata in G major.  
 
On the appointed day, to say I was nervous is a gross understatement, and being first on the schedule didn’t 
help. But Wieland was kind, saying after my first attempt, “Now that you have gotten the nerves over with, 
let’s hear it again.” After my somewhat more successful second attempt, Wieland observed, “This must be a 
piece he wrote for students, rather simple isn’t it?” He then proceeded to play a spontaneously ornamented 
version, demonstrating what a player might do with so simple a piece. It didn’t seem so simple to me! Wieland 
did, as Margriet predicted, work with me on making a more lovely sound. 
 
As Noreen pointed out in Part 1, having a friend take notes under these circumstances is a must (Ellen 
Seibert, thank you!). One is completely preoccupied with the task at hand to remember much. That said, there 
are two things that I do remember distinctly. Sitting alongside Wieland, I was struck by how utterly effortlessly 
he bowed his lovely old viol, and how beautiful and loud it sounded. I also remember how kind he was and the 
surprising point he made about releasing one’s thumb from contact with the bow stick a fraction before 
engaging the bow on the string for the opening note.   
 
Noreen mentioned having an occasional lesson or focused instruction with a teacher who is not a viol player. 
Over the past few years, working on baroque solo repertoire, I enjoyed one-on-one coaching of 
interpretation/phrasing from several outstanding performers, including harpsichordist Jillon Stoppels Dupree 
on Shenk, violinist Ingrid Matthews on Buxtehude, recorder players Rotem Gilbert and Vicki Boeckman on 
Bach and Telemann, flautist Janet See on Boismortier, and singer Custer LaRue on 18th century Scottish 
tunes. While these teachers can’t make suggestions about viol technique, their well honed musicianship 
certainly makes a positive impact on one’s ability to play musically, complementing what I receive from my 
regular teacher. 
 
I’m fortunate to live in downtown Seattle, in an apartment with guest bedroom and bath, making it easy for me 
to host professional musicians during a Seattle appearance. It’s hard to resist arranging a private lesson when 
the teacher is staying with you. But even when they board elsewhere, it only takes planning and a bit of effort 
to arrange an ad hoc lesson with these generous visiting artists. 
 
It would be interesting to hear how a cadre of teaching artists view the experience of ad hoc lessons. Perhaps 
we can entice a few to share their thoughts in writing. In the meantime, seek out these unique experiences. 
Well worth the effort and added expense.   
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Merry It Is!   
Local Teacher Records Early Music with a Chorus of Children  
Shulamit Kleinerman 
  
The idea came from the 
mother of one of my workshop 
students last summer. On the 
final day of a workshop on 
Music and Dance of the 
Middle Ages and 
Renaissance, the kids 
performed beautifully for their 
parents. My own English 
country dance CD was for 
sale, and everyone wished 
aloud that it included all their 
favorite songs from the 
workshop. “You should record 
a CD with these kids,” the 
mother said to me. 
  
I’d seen year after year how early music lights up kids’ imaginations with images of the past, and I 
knew that if other teachers and families had easy access to this material, they could use it too. So, 
six months later, ten children came into the recording studio accompanied by me on violin, assistant 
teacher Jacob Breedlove on hurdy-gurdy, and Lee Inman on viola da gamba. Of our ten songs from 
the 12th-18th centuries – some new to the kids and some old favorites – half include the viol, an 
instrument with which all of my students are intimately acquainted. In April, the kids and I met again 
to record the spoken-word elements that will precede some of the tracks on the CD: translations, 
period quotations to set the scene, even a bit of dialogue from Shakespeare. 
  
When a few of the kids performed with me recently, singing in Latin and Middle English, flute 
virtuoso Courtney Westcott commented, “The kids were astonishing. It’s exciting to see what can be 
accomplished when you believe it's possible!” 
  
The CD represents the fruition of five years of teaching the workshops that have become Seattle 
Historical Arts for Kids. This spring and summer, I’ll be recording dance music, editing the audio, 
and writing the companion book. Suitable for teachers, parents, and older children, the book will 
give the music notation, choreography, historical background, and teaching ideas for each song or 
dance. 
  
We’re hoping to hit the shelves in the autumn – but we need your help! I’m held back from 
completion by a gap of $1000 to help with the final stages of time in the studio. If you share my 
sense of the value of this work, would you consider supporting it? Small donations go a long way on 
a project like this – 30 donations of just $25-$50 would make it happen! 
  
Please visit HistoricalArts.org to learn more about the project and how you can get involved. You 
can even hear some of the kids’ tracks. Please visit, and let me know what you think! 
 

 



May 2010 ��������	
�����������	
�����������	
�����������	
���� ��� Page 6����
 

A Spring Musical Treat  
Mary Ellen Iversen 
 

I admit I was a bit skeptical of journeying all the way to 
Seattle to play a piece composed for Brent Wissick's highly 
trained university level musicians. The slog up Profanity Hill 
from my 4th and Cherry bus stop to St. James was rewarded 
by a very gratifying insight into Peter Seibert's skill as a 
composer and musical scholar as well as a pleasant musical 
experience. 
 
Peter's Concerto Grosso (commissioned by Brent Wissick 
for his university students) was true to the form of Handel's 
time.  The Concertino consisted of four individual cello parts 
played by four of Seattle's finest amateur cellists including 

two of PNV's own Noreen Jacky and Lee Inman. The ripieno was a well-balanced group of chapter 
members on viols.  The four movements were consistent with the custom of Handel's time:  Slow-
Fast-Slow-Fast.  Peter explained that he wanted to highlight the contrast between the rich romantic 
sound of modern celli and the vintage sound of the viol orchestra. 
 
Unfortunately the acoustics of the room and the seating of the celli in the back allowed the viols to 
overpower the solo cello parts at times.  Peter allowed us to hear some of the cello lines which 
conveyed the unique spirit of the music.  A simple solution to the balance problem will be to seat the 
Concertino cello players in the front of the orchestra on the stage, consistent with usual concerto 
grosso seating. 
 
In this piece Peter used a number of compositional 
devices which will make interesting study subjects for 
Brent Wissick's ensemble.  Notably, the last 8 measures 
of Movement I is augmented rhythmically in Movement IV 
to 16 measures.  If these are played at the recommended 
metronomic tempi they will sound identical.  This could 
present an interesting question of interpretation. 
 
Movement III is likely the least typical of an early concerto 
grosso and in that way is refreshing.  It featured drone 
notes from individual cello parts supporting viol lines in 
various voices.  Peter says it is to be played in recitative 
style. 
 
Movement II gives the viols an opportunity to accompany the celli for the most part.  The viol texture 
is rhythmic interspersed with snatches of melody.  The challenge is to shape the accompaniment to 
support the celli and then catch the tune fragments.   
 
Movement IV is a grand and appropriate ending to a concerto grosso.  It definitely asks for carefully 
placed ornaments in at least the concertino and the treble viol parts.  This will be a fun 
improvisation exercise for Brent's students. 
 
Peter ably conducted all movements up to tempo and was able to infuse some of the spirit into the 
piece even for us sight-readers. 
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Peter coached two full length consort sessions after lunch.  One was a fun group of works by 
English songwriters such as Tallis adapted for viols. 
 
The other session was a Peter Seibert special.  He had painstakingly adapted some of the 
incidental orchestra music from Lully's opera, Armide, so that it could be played by viols.  Lully 
wrote these pieces for violin family instruments but despite his great skill as a violinist he was 
merciful to his opera orchestra.  This makes the music easily adaptable to viols while retaining the 
spirit of the music. 
 
This coached session turned into an intensive seminar on French music interpretation.  Peter was 
precise and understandable in his instructions.  We worked on strong-weak beats, inegal, and 
French ornaments.  As we followed his direction our music turned into something I think Lully would 
have liked. 
 
As a group we puzzled about the story of Armide.  The opera was one of the last that Lully wrote. 
The libretto comes from an epic poem written by someone else called in translation, "The Liberation 
of Jeruselem".  The theme in the opera is the conflict between duty and love. The opera is set in the 
time of the first Christian Crusade.  Armide was a sorceress sent to destroy the Crusade by killing 
the knight Renaud.  Instead she fell in love with him, so she cast a spell making him fall in love with 
her.  As luck would have it two of Renaud's fellow soldiers showed up and rescued him from the 
sorceress, thus returning him to his duty and honor. 
 
You can find excerpts from Armide, including some that we studied on YouTube.  There is a 
facsimile of a viol friendly four-part consort from 1710, published by Broude Brothers, which 
includes overtures, dance music, and a passacaille from the opera. 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

 
Thank you, Peter Seibert, for your rich and enjoyab le presentation. 
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