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Buffet Clarinets - The Tools of Expression

———
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I_{'_Jhe tools of expression allow the

artist to communicate the essence of the
creative spirit. As an artist, you require the

proper tools to fully express your creative

spirit. The artists of Buffet Crampon have
understood this since 1825 - which is why to

this day their clarinets, hand crafted in the

finest French tradition, continue to breathe
life into the musical soul.

Buffet R13 and R13 Prestige A and Bb
clarinets are the chosen tools of professionals
who understand the need to translate the
creative spirit into beautiful music. Discover
for yourself why the legendary Buffet sound
and response, which have never been
equaled, are the tools that can translate your

creative spirit into musical reality.
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Boosey & Hawkes/Buffet Crampon Inc.
1925 Enterprise Court, Libertyville, Illinois 60048 708. 816. 2500




Volume 18, Number 2

the
clarinet

February - March 1991

ABOUT THE COVER...

“Harpo” Marx and his brother “Chico”
on stage as Harpo performs his clarinet
repertoire of I'm Forever Blowing Bubbles
on his bubble-playing clarinet. See article
on page 26. Fluorographic color was used
on black and white photo. (Photo courtesy
of The Fredonia Gazette, New Hope, PA.)

INDEX OF ADVERTISERS

Albert Alphin ................ ... 4
Bay-Gale Woodwind Products. . ............. 52
Boosey and Hawkes/Buffet . . . .. inside front cover
Brixton Publications ...................... 995
Clarinet and Saxophone Society

of Great Britain ........................ 17
Clark Woodwinds ........................ 25
Rich Corpolongo ......................... 19
Crystal Records .......................... 37
Dantalian, Inc. ........................... 41
DEG Music Products, Inc. ............... 7,35
DePaul University ..........c..ocovvninnn. 9
Clark Fobes . ..........c..oooiiiiin 58
Ignatius Gennusa . ........................ 47
David Glazer ......................ocot. 1
David Hite, Inc. . ................cooiin 15
Indiana University School of Music .......... 27
International Musical Suppliers .............. 19
Robert James Products. .................... 41
Meyer Kupferman ........................ 51
Lamode ........coovviiiiniiiin 56
Leblanc .............. 21, 33, inside back cover
Marks Music ... 48
Philip Muncy ............. ...l 45
Norcat ..., 8
Oberlin..........ooooiiiiiiiiiinn 23
Oxford University Press ................... 49
Pomarico ...........oviiiiiiiiiiiiias 36
Kyle Peterson-Pyne ....................... 35
Bernard Portnoy .. ..................oo. 19
RIA ..o 25
Rico......oooiiii 2
Selmer ............. . ...l back cover
Southern Music Co. ...l 14
Charles Stier ......................... 16, 49
University of Cincinnati ................... 49
University of Oklahoma ................... 23
Vandoren ... 24
Fred Weiner. ... .......................... 5
The Woodwind and the Brasswind . .......... 39
Yamaha.. ... 47

Features

ARTHUR BENJAMIN’S LE TOMBEAU DE RAVEL
byrGervaser de Payer & hm s hda Al Bamexdd s msms Al o hdnnes i ke s A0l | e © 16

TEN WAYS TO MAKE A REPAIR SHOP HAPPY by John R. Snyder ....17
IN CARACAS: SECOND FESTIVAL FOR CLARINETISTS

A report by Penelope KnUth o « o v v v oo v o oot teeeessnnseseeennnnnassnns 18
SWISS-MADE, A LOOK AT THE ‘“FOGLIETTA”

REED PRODUCTION IN BASEL by Allan Ware «..ovoeeeeeeeennnnns 20
FIVE FRAGMENTS FOR DOUBLE CLARINET BY

WILLIAM O. SMITH: AN INTRODUCTION by Isla Hejny oo oo ouu.... 22
SYRINX BY CLAUDE DEBUSSY

Transcribed for clarinet by Avrahm Galper . « « « o v o o v oottt eetnneancnnsns 25
HARPO MARX AND HIS B-FLAT ‘“SOAPRANO’”’ CLARINET

by Bty EeBre. .. fox-ikeionoms io sRorimr Sl s [6e + o » enei o lolohe] o ot B ik mmeRoNelims » [hodilbiriams 26
CLARINET FEST INTERNATIONAL ......0iiitttieennonanneans 28
WILBUR SCHWARTZ: The Clarinet Sound

of the Glenn Miller Orchestra by John Kuehn « v v oo oo vennesenneens 34
BASS CLARINET TEACHING SURVEY REPORT by Keith Koons . . . . .. 38
THE LEBLANC PROFESSIONAL BASS CLARINETS —

A REVIEW 2y Clark W Bobeg . {honatami b mr s s pdh mbd s » bk mioms 10§ bos 40
LEON RUSSIANOFF (1916-1990) PART II by Joan Waryha Porter « . ... ... 42
CLARINET ARTISTRY: AN ECLECTIC FORUM

By Crysted Biatisom LIBABOW + o o o o sicie + aioin + sisin s sioin o b &b s iinieis dsaid daosa 46

Departments

PIERCE’S POTPOURRI by Jerry D. Pierce .« oo v eoeessessncennssonnans 4
MAZZEO MUSINGS by Rosario Mazzeo « « « v« e v v o aveeneneenoennns 6
CLARANALYSIS by Lee GibSOR v v v vt tooaaesnsensssosssaassnnasssan 8
CLARINOTES . .. i iiiiiiiiintiiientesteesssntesannnenocanaas 10
QUINTESSENCE: The Wind Quintet Informant, No. 11

by.Briice. Creditor s, bl Muhdnmbd L ieine o bW oy L L . B 12
MUSICAL CHAIRS .......c0 00000000000 samisid oo I505 o s 36
REVIEWS bids Abda bk | oo L bW+ oo o Moo 856 out sbowws o A4 ki 50
RECITALS AND CONCERTS. . ......ciiiitiiiitrncneconsenans 55

THE CLARINET | FEBRUARY/MARCH 1991 | Pack |



Introduc
Grand Concertre ds

M

~dad anc dc annehst

Rico



International Clarinet Society/

ClariNetwork International

President, Fred Ormand, School of Music, University of Michigan, Ann Arbor,
Michigan 48109.

Past Presidents, Charles West, Department of Music, Virginia Commonwealth
University, 922 Park Avenue, Richmond, Virginia 23284-2004; John Mohler, School
of Music, University of Michigan, Ann Arbor, Michigan 48109 (I.C.S.); Joseph
Messenger, Department of Music, Iowa State University, Ames, Iowa 50011 (C.I.).

President-elect, Howard Klug, School of Music, Indiana University, Bloomington,
Indiana 47405.

Secretary, Patricia Kostek, School of Music, University of Victoria, P. O. Box 1700,
Victoria, B.C., Canada V8W 2Y2.

Treasurer, Theodore Jahn, School of Music, University of Georgia, Athens, Georgia
30602.

Membership Coordinator; Elena M. Lence, P. O. Box 7683, Shawnee Mission, Kansas
66207-0683.

Editor/Publisher, James Gillespie, College of Music, University of North Texas, Denton,
Texas 76203-3887.

Advertising Manager, John Scott, College of Music, University of North Texas, Denton,
Texas 76203-3887.

Editorial Associates, Lee Gibson, 1226 Kendolph, Denton, Texas 76205; Himie Voxman,
821 N. Linn, Iowa City, Iowa 52245.

Contributing Editor, Joan Porter, 412 West 46th Street, No. 5A, New York, New York
10036.

Editorial Staff, Joseph Messenger (Editor of Reviews), Department of Music, lowa
State University, Ames, lowa 50011; Bradley A. Wong (Audio Review Editor), School
of Music, Western Michigan University, Kalamazoo, Michigan 49008-3831; John
Anderson, School of Music, University of Minnesota, Minneapolis, Minnesota
55455; James N. Stoynoff, 175 E. Delaware Pl., No. 5421, Chicago, Illinois 60611;
Raffaello Orlando, Via del Corallo 4, 00186, Rome, Italy; Rosario Mazzeo, Route
3, Box 506, Carmel, California 93923; Bruce Creditor, 11 Fisher Road, Sharon,
Massachusetts 02067, Jerry D. Pierce, 4611 Mounds Road, Anderson, Indiana 46017
Tsuneya Hirai, 11-9 Oidecho, Nishinomiya City, Hyogo Prefecture, 662 Japan; David
Smeyers, Ottostr. 46, D-5000 Cologne 30, West Germany; Howard Klug, School
of Music, Indiana University, Bloomington, Indiana 47405; John Kuehn, Music
Department, Indiana University of Pennsylvania, Indiana, Pennsylvania 15705;
Ronald de Kant, College-Conservatory of Music, University of Cincinnati,
Cincinnati, Ohio 45221-0003; Heston L. Wilson, 1155 Akron Street, San Diego,
California 92106.

L.C.S./C.I. Research Center, Norman Heim, Coordinator, Music Department,
University of Maryland, College Park, Maryland 20742.

Regional Chairpersons:

Northeastern: C. Robert Rose, 132 E. Penn Avenue, Cleona, Pennsylvania 17042

Southeast: F. Gerard Errante, 4116 Gosnold Ave., Norfolk, Virginia 23508.

North Central: Maurita Mead, 218 Woodridge Avenue, lowa City, lowa 52240

South Central: Wilbur Moreland, Department of Music, University of Southern
Mississippi, Hattiesburg, Mississippi 39401

Northwest: William McColl, 1354 E. Interlaken Blvd., Seattle, Washington 98102. Phone
(206) 322-7788.

Southwest: David Etheridge, School of Music, University of Oklahoma, Norman,
Oklahoma 73069. Phone (405) 325-4372.

Western Canada: Gerald N. King, School of Music, University of Victoria, Box 1700,
Victoria, British Columbia, Canada V8W 2Y2.

Central Canada: Ronald Goddard, School of Music, Brandon University, Brandon,
Manitoba, Canada R7A 6A9.

Pacific: William Dominik, Conservatory of Music, University of the Pacific, Stockton,
California 95211.

National Chairpersons:

Argentina: Mariano Frogioni, Juramento 5186, 1431 p. 1 “B,” Buenos Aires, Argentina.

Australia: Neville Thomas, 36 Bishop Ave., Randwick, Sydney, Australia 2031.

Belgium: Marcel Ancion, Rue de Lince 12, B-1160 Brussels, Belgium.

Chile: Luis Rossi, Los Leones 709, dep. 36, Providencia, Santiago, Chile.

Costa Rica: Alvaro D. Guevara-Duarte, 300 M. Este Fabrica de Hielo, Santa Cruz-
Guanacaste, Costa Rica, Central America

Czechoslovakia: Giri Kratochvil, U. Mrazovsky 16, 150 00 Prague, Czechoslovakia.

England: Pamela Weston, 56 Tilehouse Way, Denham Green, Uxbridge, Middlesex
UB9 5ID, England.

Finland: Kim Diehnelt, Téhkikuja 5 g 89, 01370 Vantaa, Finland

France: Guy Deplus, 37 Square St. Charles, Paris, France 75012.

Germany: Allan Ware, Adolf-Damaschke-Weg 31, D-4500 Osnabrick, West Germany.

Italy: Prof. Michele Incenzo, Viale Tito Livio, 176, Rome, Italy, Phone 349-3653.

Korea: Il Hee Chai, Sam Ho Apartments, Unit 7, R. 404, Seo Cho Ku, Bang Bae
Dong, Seoul, Korea.

People’s Republic of China: Wang Zhi-Jian, Tianjin Conservatory of Music, Tianjin,
People’s Republic of China.

Portugal: Diogo Pais, Calcada da Graca, 6-1° 1100 Lisbon, Portugal.

Spain: Jose Thomas-Perez, General Romero Basart, 131 6.e Dcha., Madrid, Spain.
Phone 705 4167.

Sweden: Kjell-Inge Stevensson, Erikssund, S-193 00 Sigtuna, Sweden.

Turkey: Gulriz Kinikli, Refik Belendir sok., No: 30-13 D Blok, Yukari Ayranci, Ankara,
Turkey.

Uruguay: Horst G. Prentki, José Marti 3292/701, Montevideo, Uruguay 11300.

U.S.S.R.: Vasili Zhelvakov, 45 Trifonvskaya Street, Apartment 59, Moscow, U.S.S.R.

Honorary Members
Betty Brockett, Idaho Falls, Idaho
Harry Rubin, York, Pennsylvania
James Sauers, New Haven, Indiana d. 1988
Pamela Weston, Uxbridge, Middlesex, England

Commercial Advertising/General Advertising Rates

RATES & SPECIFICATIONS

The Clarinet is published four times a year and contains at least 48 pages printed
offset on 70 Ib. gloss stock. Trim size is approximately 8 1/4” by 11”. All pages are
printed with black ink, with 3000 to 3500 copies printed per issue.

DEADLINES FOR ARTICLES, ANNOUNCEMENTS,
Recitar ProGrams, ETC.

September 10 for Nov.-Dec. issue
December 10 for Feb.-Mar. issue

March 10 for May-June issue
May 10 for July-Aug. issue

DEADLINES FOR ADVERTISEMENTS

January 15 for Feb.-Mar. issue

June 15 for July-Aug. issue
April 15 for May-June issue

October 15 for Nov.-Dec. issue

RarEs*

Color B/W

1 issue 4 issues
Outside Book Cover ... .... $800 N/A
Inside Front Cover ........ $675 $400
Inside Back Cover......... $675 $400
Full Page ................ $550 $300
Two-thirds Page (V) ....... N/A $210
Half Page (H) ............ N/A $175
One-third Page (V) ........ N/A $110
One-third Page (S) ........ N/A $110
One-sixth Page (V) ........ N/A $65
One-sixth Page (H) ........ N/A $65

* Multiple issue rates available upon request.
Artwork must be supplies “‘one-shot camera-ready” sized. Expense of special reduction of photographs
and special typesetting will be charged at cost; a minimum of $25.00 will be charged.

Size U + LC) Picas Inches
Outside Covert........... 46 x 59 1/2 75/8x97/8
Inside Covert ............ 46 x 591/2 75/8x97/8
Full Page ................ 46 x 591/2 75/8x97/8
28N 30x 59172 5x97/8
o) I 46 x 28172 75/8x43/4
VBN .. 14x591/2 23/8x97/8
ik R TR S 30x281/2 5x43/4
V6H................... 30x 13172 5x21/4
WOV St L 14 x281/2 23/8x43/4

V = Vertical H = Horizontal S = Square 1 First Request honored

Tue INtErNATIONAL CLARINET SOCIETY
CLARINETWORK INTERNATIONAL

MemBersHip Fees
$25 U.S., Canada and Mexico
$40 Other countries (includes air mail delivery)
$20 High School or College Student (U.S., Canada and Mexico only)

Payment may be made by check, money order or VISA. Make checks payable to
the International Clarinet Society/ClariNetwork International in U.S. dollars. Please
use International Money Order or check drawn on U.S. bank.

Send payment to: The International Clarinet Society/ClariNetwork International, Elena
M. Lence, P. O. Box 7683, Shawnee Mission, Kansas 66207-0683

© Copyright 1991, INTERNATIONAL CLARINET SOCIETY/CLARINETWORK INTERNATIONAL
ISSN 0361-5553  All Rights Reserved

Published quarterly by the
INTERNATIONAL CLARINET SOCIETY/CLARINETWORK INTERNATIONAL

Designed and printed by BUCHANAN PRINTING CO. — Dallas, Texas USA

THE CLARINET | FEBRUARY /MARCH 1991 | Pace3



ieter Klocker, the Ger-
man clarinetist, scholar
and recording artist, has

certainly been uncovering “lost repertoire” of
major proportions. More than the usual notice
was taken of the music he was recording when
he did the three Mozart quartets several years
ago. Himie Voxman had had photocopies of
these quartets in his basement for some years
and hadn’t elected to see about having them
published because they were “‘arrangements” by
an unknown person. When Klocker’s recording
was released, there was the big rush by two
publishers to see who could have the music
available first.

Last year Klocker recorded the three Haydn/
Gambaro quartets for clarinet and string trio.
Gambaro, who is known to clarinetists for his
two books of caprices, Opp. 9 and 18, and
perhaps for his 3rd Air Varie to older players,
was a good composer, and if these Haydn
quartets are examples of Gambaro’s arranging
ability, then he has to be considered to be a fine
arranger. What Gambaro did was take various

PIERCE’S
POTPOURRL

by Jerry D. Pierce

movements of Haydn string quartets and rewrite
them in such a way as to have three quartets for
clarinet and string trio. I am told that the music
to these three works should be published soon.
They are certainly major additions to our
repertoire.

While you are rounding up the necessary
forces to play the Mozart(?) three quartets and
the Haydn/Gambaro three quartets, you might
just want to check on an extra string player to
do the Meyerbeer Quintet that Klocker has just
recorded.

Getting back to Gambaro—and there seem to
have been the two brothers, Giovanni Battista
(known in France as Jean Baptiste) and Vincen-
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zo (Vincent) just to cloud the issue—I've always
enjoyed the clarinet compositions of “I.B.
Gambaro.” His 3rd Air Varie (originally publish-
ed as the 3rd Air Varie de Concert) was also
once published in the U.S.A. by Carl Fischer.
The work is dedicated to Mr. Mohr “jeune” (the
younger) and we know that Mohr was playing
professionally in Paris from 1823 on. I.B.
Gambaro’s 2nd Air Varie is dedicated to Mr.
Buteux (1797-1870), who we know played second
clarinet at the Théatre Italien to Gambaro from
1821 to 1824.

Frédéric Berr joined the orchestra in 1825 as
second to Gambaro, and Berr assumed the
duties of principal clarinetist when Gambaro
died in 1828. Or did he? Pamela Weston’s book,
More Clarinet Virtuosi of the Past, says that
“J.B. Gambaro” had health problems starting
in 1825 and that by the summer of 1828 he was
dead of a chest ailment. We know that Berr took
over the duties of first clarinet at the Italian
Theater then. Berr taught H.E. Klosé (1808-1880)
and thought enough of his young student to
dedicate his Method to Klosé, who would have
been no more than 20 years old when J.B.
Gambaro died and 30 years old when Berr died.

The reason I mention these dates is that J.B.
Gambaro’s 4th Air Varie is dedicated to “Mr.
Klozé [sic], Professeur au Conservatoire Royal
de Musique, au Gymnase Musical Militaire et
Clarinet Solo du théatre Royal Italien.” Some
years ago I did research into the solos used at
the Paris Conservatory and I found that there
are no surviving records that ever show Klosé
as having won the first prize there. He did play
second clarinet to Berr at the Italian Theater
from 1836 until Berr’s death in 1838, at which
time Klosé became the first clarinet. Anyway,
if we are to believe the dedication, Gambaro
couldn’t have written his 4th Air Varie before
1838!

The above-mentioned solos (2nd, 3rd, & 4th
Air Varies of I.B. Gambaro) are all Richault edi-
tions. They are printed with the “‘copperplate”
technique and are originals from the library of
my dear friend, Marcel Salle, in Annecy, France.
It is possible that before the death of Gambaro
in 1828, he could have dedicated his 4th Air
Varie to the marvelous young student of Berr,
and the position that Klosé held was added by
the publisher later. The only other original
edition of Gambaro that I have in my library is
the 2 Fantaisies et Variations Concertantes for
clarinet and piano on Bellini’s La Somnambule



which was composed by J.B. Gambaro and “FIs.
Gallino.” T haven’t been able to find any dates
for Mr. Gallino yet, but it is interesting to
speculate on just when Gambaro lived and just
how good Klosé must have been to completely
wow both Gambaro and Berr.

Fred Jacobowitz, who is the clarinet instructor
at Peabody Institute’s Preparatory Division,
recently posed an interesting question to me. Do
any of the readers of The Clarinet know where
one can obtain the piano accompaniments to the
Rose 32 Etudes? When Fred was working for
the late Leon Russianoff, he heard that some-
body had composed piano parts to go with the
Rose studies. At the time he wasn't interested
in obtaining the piano parts, but of course it is
a different story now as all of us can appreciate
in our hindsight. Fred does recall that it was
a homegrown publishing outfit with a New
England address.

Some years ago Paul Jeanjean added a piano
part for Etude No. 11 of the Rose 32 (which are
taken from the works of Wilhelm Ferling) and
more recently, Southern Music Co. published
Elegy, which is Etude No. 32 from the Rose 40
Studies (the work was edited by Ralph Bolls and
the piano part is by Mark A. Stupp). These are
the only two piano parts that [ know of that have
been added to the Rose studies. Any information
that readers might have would be most
welcomed.

Jane Ellsworth of Columbus, Ohio is doing
her DM.A. on British clarinet music. An
outgrowth of this work has been a computer-
generated edition of the Cipriani Potter Sextet
for flute, clarinet, viola, cello, double bass and
piano. Potter (1792-1871) is all but forgotten
today. His Trio for clarinet, bassoon and piano
was highly thought of by Foster. Philip H. Peter,
who now teaches at the University of Michigan
at Dearborn, is the author of a dissertation on
Potter. He says that the Sexter was never publish-
ed and its only performance was on June 13,
1836 with Nicholson on flute, Willman on
clarinet, Moralt the violist, Lindley the cellist,
Dragonetti on bass, and Potter the pianist. Jane
and her colleagues will be doing the second per-
formance of this worthwhile work in February.

In early November I made what has become
an annual pilgrimage to Ron Monsen’s Univer-
sity of Kentucky to give some master classes
and play a recital. We always do lots of chamber
music as there is an abundance of talent to draw
from. On this occasion [ had programmed Louis
Mayeur’s Premiere Quartet (in an old Evette &
Schaeffer edition for two clarinets, basset horn
and bass clarinet). Phil Miller is the orchestra
conductor there (and a product of the Paris
Conservatory where he studied with Delecluse).
He was enlisted on clarinet.

Ron had, earlier in the week, done “mortal
damage” to his right thumb from a series of
concerts that programmed, among some other
“finger-breakers,” Ravel’s Daphnis et Chloé
with the Philharmonic Orchestra. Ron was
nursing his thumb back to health and trying to
do as little playing as possible for a few days.
Never mind though, he was pressed into service
for the Mayeur. The work is fun, and the final
vivo is in the best Paris tradition of the late
1800s.

Some years ago C.F. Schmidt published the
Mozart Sonata, K.292 for clarinet and either
cello, bassoon or viola. The work was originally
for bassoon and cello. On a recent fall morning,
Bud Zimmer from Cincinnati came up for a visit
here. Instead of bringing his clarinet for duets,
he brought his cello. One of the joys of having
a good library at one’s fingertips is being able
to pull suitable music for just such occasions.
We both enjoyed reading this Mozart work, and
I decided that it would certainly work well as
a clarinet and basset horn duet also. Thus, the
wheels were put in motion. Phyllis Champion
of Cambridge, England had already copied a
part out for basset horn in F and was kind
enough to forward the part to me. Phil Miller
and I gave it a performance at Lexington, and
I'd certainly recommend it to anyone who has
a basset horn.

Tammy Enevold was at Lexington while I was
there. She had spent the summer months in
Sweden studying with Kjell-Inge Stevensson and
doing research on Bernhard Crusell, the famous
Swedish clarinetist. Not only had she acquired
the music to his “known” works, but she had
a listing from the Military Library of works
Crusell had written or arranged. A work for two
clarinets and band caught my eye. This side of
Crusell’s talents was unknown to me, and I
urged Tammy to pursue what might be major
finds at these other libraries.

Finally, news has reached me that Max Hol-
gate, the grand old man of the British woodwind
scene, died Oct. 16, 1990. I first met Max in
the 1970s at the British Woodwind Workshop.
He was stuffing some 20 or more woodwind
instruments in a wee little red car. Not unusual
for a real doubler except that these were things
like a bass sax, a contra-bass clarinet, a basset
horn and so on. I might add that they really did
finally fit but I had my doubts there for a time.

Max not only owned one of each of the wood-
winds (including the “oddballs’), but he could
play them as well. His love for music knew no
limits, and he was one of those people who
never ceases to amaze you. He was timeless and
a gem of a person. He had so much knowledge
about music and wrote articles for CASS (the
Clarinet and Saxophone Society of Great Britain)

just signed “Max.” There was only one ‘“Max”
in all of England. Our deepest sympathy goes
to Max’s wife, Edna. He will be missed more
than words can say.
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ENNIE BERNSTEIN!

Today the sad, sad news

came on to the television
screen. Instantly, to me it brought back num-
berless memories, all relating to this one
individual’s incredible and overwhelming ex-
pression via music.

The news took me back to the early '40s when
first we met. The Boston Symphony Orchestra,
of which I was a member for 33 years, had in
the latter *30s launched summer music activities
in the Berkshires. During the first years these
increased gradually, then later with ever widen-
ing of format, except for war years in the early
40s.

At that time the trustees and management of
the orchestra felt that world conditions made it
advisable to forgo the concerts in the Berkshires,
but they wished to keep alive the momentum
of summer festival concerts. Thus they engaged
a small hall in a centrally located Boston build-
ing and, with a reduced orchestra of 40-50
B.S.O. players, proceeded to make music. Enter
Lennie, then at Harvard.

I do not recall exactly how he first came to
the attention of our conductor of that time,
Koussevitzky. But he did and he made such an
impression that he was engaged to conduct in
these two or three weeks of summer concerts.

Symphony budgets seem never enough and
those summers especially were no exception.
Thus Lennie was expected to keep rehearsal
lengths within normal format—at that time three
hours. But the trustees obviously did not know
Lennie’s enthusiasm for music-making. For him
it was an extravagantly wonderful opportunity
to make music with really fine players. And he
loved it!

So much so, that he never once was able to
stop at the appointed time. My place in the
picture was as personnel manager—a post I had
then only recently accepted. Little did I realize
how impossible it was to stop Lennie mid-
phrase, where he invariably was at the normal
rehearsal ending time. With the management
breathing down my neck to forgo extra expense
and with the heat of Lennie’s music-making
surrounding me, it was a real tug of war to bring
rehearsals to a close with only reasonable

Mazzeo
Musi ngs

Series I, No. 21

by Rosario Mazzeo

overtime. We lived through it. I lost weight, and
he gained momentum!

That momentum, enthusiasm, sweep,
exuberance, passion, and a complete inability
to recognize time, did always seem to take over
the man himself, whenever he conducted. It was
ever thus whenever he was at the helm, which
was relatively frequently. I could always count
on higher temperatures at those times.

But—he made things happen!

Over the many years since then I have many,
many times recalled later instances, such as
when he conducted our full orchestra in a
performance of Mahler’s “Resurrection” Sym-
phony. It was a week of strenuous rehearsing,
passionate voicings, and of endless working out
the details of performance.

Now it is generally accepted that musicians
do not always like extra rehearsal time. Thus,
because of Lennie’s overly long sessions, there
was grumbling through the whole week. But I
will never—never, never—forget the spectacle
of the players coming offstage at the end of the
first performance. Almost entirely without ex-
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ception, they were wiping tears away and not
talking much. Even the most hard-boiled were
silent and cowed. A moving spectacle, never to
be forgotten. I can picture it now, as I write.

Some dozen or so years ago, when Lennie for
some time was to be in the West, we asked him
to come to dinner in our Carmel home. And we
invited some dozen or so musical friends who,
of course, were very much looking forward to
meeting Lennie. All had come early, and in a
state of keen anticipation. Naturally, he was the
last to arrive.

When entering the room he at once noticed
the piano and, to investigate it, instantly rushed
past all the guests. Then we heard his loud “It’s
a BOSENDORFER!” Instantly he sat down and
began to play, with his usual complete im-
mersion.

He played on, and on, in full enjoyment of
the sounds. After a while, when glancing up to
me, he recalled and began to play Copland’s
Salon Mexico which our B.S.0. had recorded
many years before, and since had often played.
It contained a few measures of vigorous solo for
the piccolo Eb clarinet (my instrument during
my first six years with the orchestra). It was a
raucous, exuberant, strongly rhythmic, dancelike
melody, which inciuded an elongated downward
glissando for the piccolo clarinet. Koussevitzky
and Copland had so liked my playing of it that
they insisted that I always play it that way.

Without interrupting his playing, Lennie
yelled for me to get my clarinet and play with
him. I demurred, explaining that I was the busy
host bartender of the moment, etc., etc., but he
played on, meanwhile insisting, “At least you
can sing it.” I did, to everyone’s great amuse-
ment while watching Lennie playing and
conducting a one-piece vocal clarinettist. Then
he wanted to do his own clarinet and piano
sonata (the clarinet being a favorite instrument
for him), so I sang bits and pieces of it with him.
The evening was launched. As far as I know,
that was the only time those clarinet pieces were
performed without clarinet.

That was the extraordinary and completely
involved feeling he always brought to music.
And we can never forget it—and can be ever
grateful—that there was Lennie.






Claranalysis:
Arthur Benade
on Clarinet Theory

he appearance of Arthur
H. Benade’s “On the Tu-
ning of Clarinets” (The

Clarinet, Nov./Dec., 1990, pp. 18-20) has brought
for the first time an article about his favorite
instrument by the greatest musical acoustician
of the 20th century to this instrument’s most
important periodical. As one of the many who
listened to Dr. Benade at his presentations for
the Acoustical Society of America and the Inter-
national Clarinet Society and have frequently
quoted him, we hasten to note that he singularly
elucidated for us the acoustical theory of all
woodwind and brass instruments. Without Benade
we would still have only a meager, gaping frame-
work for conjecture about clarinet acoustics.

For a woodwind performer the following are
indispensable and readily available publications
by Benade. These are absolute landmarks:

Benade, A.H., “On Woodwind Instrument

Bores,” Journal of the Acoustical Society
of America, February, 1959, pp. 137-146.
., “On the Mathematical
Theory of Woodwind Finger Holes,” JASA,
December, 1960, pp. 1591-1608.
, Fundamentals of Musical
Acoustics, New York, Oxford University
Press, 1976, Chapters 21 and 22, “The
Woodwinds.”

As does each of us, clarinetist Arthur Benade
developed strong opinions about how a clarinet
should be tuned and sound. Regarding his dis-
like for the changes in design which began with
Buffet Crampon’s post-1950 14.60+ mm. R 13
sopranos: For his entire life he remained faithful
to a set of pre-WW2 R13s; he was not a clarinet
shopper. Perhaps these were made in a some-
what smaller bore than were my 14.95 mm. pair
of 1938, but I have never known a symphony
orchestra clarinetist who failed to discard those
made between 1936 and 1949 upon the appear-
ance of the really revolutionary model of 1950.
While the 14.95 mm. model had survived be-
cause of its fine tones, it was among the more
fractious as to its modal ratios. With it one had
really to settle for playing a bit sharp in the
middle chalumeau tones or a bit flat in the
middle clarion tones, while exhausting every
resource of embouchure and fingering.

by Lee Gibson

From his position as a foremost theoretical sci-
entist and teacher of musical acoustics, Benade
did not during his lifetime publish a synthesis
of clarinet theory and design. One believes that
since Mrs. Benade has not yet released for
publication any details of the Benade NX
soprano clarinet design, such mention should
not be made here, and therefore we say only that
he preferred for the Bb clarinet a cylinder very
near to the size of the 14.95 mm. R 13.

As G.B. Sammartini said in the 18th century,
there is no truth in the pitches of wind instru-
ments. Yes, but even in the 20th century they
have continued to come a long way towards
truthful intonation, and the latest years have
been remarkable for the clarinet.

We mourn the untimely loss of a great scien-
tist, teacher, friend, and clarinetist who so
unselfishly shared his knowledge with us.

Postscript: The Selmer Recital Clarinets
In 1989 Selmer’s brochure gave the bore of
the Recital as 14.64 mm., and I corroborated
this dimension as correct for a Recital Bb at the
Minneapolis meeting of the 1.C.S. However, the
1990 brochure and the Recital clarinets at the
Quebec I.C.S./C.I. meeting have returned this
model to its original bore of about 14.38 mm.

Postscript: The Buffet Crampon Elite
Clarinets

A very fine feature of the innovative Elite is
its tone hole inserts which enable more effective
fraising with less noise and better tonal focus.
The new integral joint rings also seem to be an
improvement. U.S. players, at least, have not
reacted well to the much lighter, thinner external
diameter of the Elite’s body, producing also a
lighter tone than does its bore twin, the R 13.

In addition to a more conventional body
weight, Buffet Crampon’s high-cost clarinet
needs the following improvements: (1) durable
alloyed silver keys, (2) a longer shafted, swage-
able low F-C key as made by other leading
makers, and (3) lined finger holes as provided
by German makers so that the $5,000 clarinet
doesn’t wear away its tone holes in 10 years.
While this is being done, the polycylindrical
bore of the Bb upper joint should be revised
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slightly to correspond more closely to that of
the A, providing better pitches and stability to
its third-mode tones, so that one has actually
bought the best possible instrument.

MEMBERSHIP RENEWAL
GUIDELINES

Membership in the I.C.S./C.I. is for a
period of one year. Your expiration date
is printed on the front of your member-
ship card (and mailing label), just above
your name. To insure uninterrupted re-
ceipt of The Clarinet, mail your renewal
check at least one month prior to your
expiration date. The same amount of time
is required for change of address. Please
send renewals and change of address to:
Elena Lence, Membership Coordinator,
P. O. Box 7683, Shawnee Mission, Kan-
sas 66207-0683.

Clarinet Literature
in Qutline

by Norman M. Heim
Professor, University of Maryland

89 pages — $20
plus $4 postage & handling

Free Catalog of
Clarinet-Woodwind Music

New Music
Sonata for Alto Clarinet and Piano Op. 111
Sonatine for Clarinet and Percussion Op. 102
Acadian Suite for Basset Horn and Piano Op. 96

horcat

MUSIC PRE SS
7402 Wells Boulevard

Hyattsville, MD 20783 USA
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YAMAHA PUBLISHES
ARTICLES

he band and orchestral
division of Yamaha
Corporation of America

recently released “Wind Pak,” a series of
educational articles written by some of the
greatest artists and educators in the United
States. The articles are the beginning of an
ongoing educational series designed for
students, teachers and professionals.

One of the articles featured is Clarinet
Teaching for the Non-clarinetist by David
Wright, active soloist, clinician, and professor
of music at the University of Evansville. He has
toured as a recitalist in the United States, Great
Britain and Colombia and has recorded two solo
albums including a recent CD. Wright is a
Yamaha performing artist and clinician.

David Wright

Send for a free copy of “Wind Pak” by
contacting Yamaha Corporation of America,
Band & Orchestral Division, 3445 East Paris
Avenue, SE, P.O. Box 899, Grand Rapids,
Michigan, 49512-0899.

JOSEF HORAK’S
35TH ANNIVERSARY

osef Hordk, eminent Czech

bass clarinetist, is celebrat-

ing his 35th year as a solo
bass clarinetist. His first solo recital, on
February 24, 1955 in Brno, Czechoslovakia,
consisted mostly of transcriptions by Fresco-
baldi, Marcello, Wagner, Godard, Wanhal and
Masta. Sketches by J. Masta was original and
dedicated to Hordk. Since that time a large
number of works have been written for and
dedicated to Horak. Since 1979 the combination
of Josef Hordk and Emma Kovarnova, known
as the Due Boemi di Praga, has been affiliated
with the Czech Philharmonic orchestra as
chamber soloists. Since 1980 the duo is in
residence as lecturers in Biberach, Germany.

Josef Hordk, bass clarinet, with Emma Kovimovd,
piano.

VITO PASCUCCI ELECTED
PRESIDENT OF

FRENCH LEBLANC FIRM

ito Pascucci, president
and cofounder of G.
Leblanc Corporation,

the Wisconsin-based manufacturer and dis-
tributor of musical wind instruments, has been
elected président-directeur général (PDG) of G.
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Leblanc S.A., the French manufacturer of
Leblanc, Noblet and Normandy woodwinds,
acquired by Pascucci in April 1989. The action
was taken at a board meeting held in Paris on
October 2.

Since the 1989 acquisition Pascucci had
served as the firm’s directeur général (DG), a
number-two position in French companies that
has no exact American equivalent. Léon
Leblanc, who had been active in company
management since the 1920s, continued to hold
his position as PDG. Leblanc, who celebrated
his 90th birthday in November, has now stepped
down from the president’s position in accord-
ance with company bylaws. At Pascucci’s
motion, Leblanc was named the firm’s honorary
president by unanimous acclamation of the

Vito Pascucci, Léon Leblanc

board. Gérard Leblanc continues to serve as
directeur général adjoint.

BENNY GOODMAN ARCHIVE

ale University has all
1500 of Benny Good-
man’s original arrange-

ments, plus his master tapes — a bequest
apparently based on a long association with
clarinetist/conductor Keith Wilson, who was a
faculty member at Yale for many years. Yale is
releasing recordings on the Musicmasters label
(10 volumes). A 318-page bound catalog ($40)
listing the arrangements ($60 ea.), indexed by
arranger and date, can be obtained by contacting
Harold E. Samuel, Yale University Music
Library, P. O. Box 5469, Yale Station, New
Haven, CT 06520.



JEAN KOPPERUD NEW YORK
RECITAL PLANNED

omposers Collective
will present an evening
of new music for clari-

net on March 4, 1991 at Merkin Concert Hall
in New York. Joining clarinetist Jean Kopperud
will be pianist Cameron Grant and flutist Linda
Chesis in premieres of works by William
Thomas McKinley, Ho Joon Park, Gregory
Naeger, Charles Licata, Mikako Kondo and
Michael Shea. In addition, Kopperud and
Chesis will perform a work by Tom O’Horgan
based on Beauty and the Beast, and Kopperud
will play a five-minute work by W.O. Smith,
Five Fragments for Double Clarinet, which
employs a clarinet in two pieces with a mouth-
piece on each piece, played at the same time.

SECOND EDITION OF L.C.S./C.L
RESEARCH CENTER
CATALOG PUBLISHED

he I.C.S./C.I. Research
center at the University
of Maryland recently an-

nounced the publication of the Catalog of the
I.C.S. Score Collection, Second Edition. It in-
cludes a total of 2063 titles with an alphabetical
listing of compositions by composer and a
separate index for instrumentation. The price
is $19.95 (U.S.) which includes postage and
handling within the U.S. The price for non-U.S.
residents is $22.95. Make checks payable to the
University of Maryland Foundation and send
orders to [.C.S./C.I. Research Center, Music
Library, Hornbake 3210, University of
Maryland, College Park, MD 20742 U.S.A.

MEININGEN CONCERT
FEATURES KEITH PUDDY
AND MUHLFELD’S
CLARINETS

n October 23, 1990 the
English clarinetist
Keith Puddy performed

Brahms’ two clarinet sonatas in Meiningen,
Germany using Richard Miihlfeld’s instrument
made by Ottensteiner which had been restored
by the Meiningen Museum, as well as a Bech-
stein piano of 1881 believed to have been used
by Brahms on his visits to Meiningen. Puddy’s
sonata partner was pianist Malcolm Martineau.
The event was recorded by the BBC and a

I.C.S./C.1. Research Center

University of Maryland, Norman Heim, Director

he Research Center is
indebted to Southern
Music Company and

Stephen Poppel for their recent gifts to the
Library.
From Southern Music Company:

Tartini, Giuseppe. Variations on a Theme of
Corelli. Arranged for clarinet and piano by
Sidney Forrest.

Bach, J. C. Andante and Rondeau for clarinet
and piano. Arranged by H. Voxman and R.
P. Block.

Faith, Richard. Concerto for clarinet and piano.

Paladilhe, E. Concert Solo for clarinet and
piano. Arranged by H. Voxman and R. P..
Block

Chopin, E Nocturne No. 20 for clarinet and
piano. Arranged by Sidney Forrest.

Cosseboom, Sterling. Fragments for clarinet and
piano.

Bach, J. C. Minuet and Allegro. Arranged for
clarinet and piano by H. Voxman and R. P.
Block.

Stephen Poppel, a member of the 1.C.S./C.1.,

has donated a collection of Israeli clarinet music
that he collected during a visit to Israel in 1980.

Avni, Tzvi. Echoes from the Past for solo
clarinet.

Ben-Haim, Paul. Pastoral Variée for clarinet and
piano. Three Songs Without Words for clarinet
and piano.

Braun, Yehezkiel. Hyperbole for solo clarinet.
Three Movements for solo clarinet. Variations
on a Nigun.

Gelbrun, Artur. Partita for solo clarinet.

Manievitch, Alexander. Kaleidoscope: Ten
Pieces for Solo Clarinet. Six Frolics for solo
clarinet.

Reinhardt, Bruno. 12 X 12 for solo clarinet.

Seter, Mordecai. Chamber Music ’70 for clari-
net and piano. Elegy for clarinet and piano.

Stutschewsky, Joachim. Concertino for clarinet
and orchestra. Monologue for solo clarinet.

In addition, a special thanks to Ed Riley and
Daniel C.B. Levy for providing a complete set
of ClariNetwork, which was the official publi-
cation of ClariNetwork International, Inc.

commercial recording will be made available.
The Miihlfeld clarinet is considered so very
important to the city of Meiningen that Puddy
was not allowed to take it to London to learn
the Birmann system of fingering. He was
allowed to work on it only within the museum
precinct. (See ‘‘Miihlfeld’s Clarinets”’ by
Nicholas Shackleton and Keith Puddy in the
May-June, 1989 issue of The Clarinet—Ed.)

DONALD MARTINO
CELEBRATES BIRTHDAY

n May 16, 1991 com-
poser Donald Martino
turns 60. He is present-

ly Walter Bigelow Rosen professor of music at
Harvard University and winner of many presti-
gious awards including the 1974 Pulitzer Prize
and the 1985 Kennedy Center Friedheim Award.
He is a member of the American Institute of
Arts and Letters and the American Academy of
Arts and Sciences.

o

David Glazer
Editions

L. Spohr: Fantasy & Variations, Op. 8l
For Clarinet and Piano
(Also with band accompaniment)
SOUTHERN MUSIC CO.

G. Rossini: Introduction, Theme & Variations
For Clarinet and Piano
Also with band accompaniment
OXFORD UNIVERSITY PRESS

W.A. Mozart: Divertimento K. 439B (K.A.229)
For Oboe, Clarinet and Bassoon
(Originally for two clarinets and bassoon)
OXFORD UNIVERSITY PRESS

1. Pleyel: Duets for 2 Clarinets
Elementary Level — Books 1 and 2
OXFORD UNIVERSITY PRESS

G.F. Handel: Sonata Op. 1, No. 8 in C minor
For Clarinet (Oboe) and Piano
ASSOCIATED MUSIC PUBLISHERS
(G. Schirmer)

These editions may be ordered and purchased
through your local music store or music dealer.

DAVID GLAZER

25 Central Park West #18R, New York, 10023
(212) 757-1029
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Quintessence

The Wind Quintet Informant:

*Daniel Asia: PINES SONGS

*Lindpaintner: SINFONIE
CONCERTANTE

*Arrangements of Debussy, Bizet
and Fauré

*Leo Justinus Kauffmann

*Repertoire Noted

everal years ago a work
for soprano (or mezzo),
piano and wind quintet
came to my attention, and although plans to
perform it with the now-defunct Emmanuel
Wind Quintet didn’t come to fruition, I have
been anxious to share information about this
exciting work, Pines Songs, by Daniel Asia, in
this column. The opportunity to do so is now!
Daniel Asia is the founder and music director
of the New York-based contemporary music
ensemble Musical Elements and is currently on
the faculty of the University of Arizona, Tucson.
His studies in composition at Yale were with
Jacob Druckman and Krzysztof Penderecki, and
his music has been performed widely by such
organizations as the Seattle and Cincinnati
orchestras, the American Composers Orchestra,
as well as by numerous chamber ensembles. In
fact, Pines Songs has been performed by such
ensembles as the Cimmaron Quintet, Lontano
and Endymion Ensemble (both in London),
Musical Elements, San Francisco Contemporary
Music Players and the Contemporary Chamber
Ensemble (Chicago) since its premiere in 1984
by the Oberlin Woodwind Quintet (where Asia
was on the faculty at that time).
Asia has provided the following program note:

Pines Songs is a song cycle of five poems
and two fantasy interludes. This version is
based upon the piano and voice piece of
the same title; however, the interludes were
written specifically for this version. It was
commissioned by the Oberlin Woodwind
Quintet in honor of the sesquicentennial
celebration of Oberlin College.

The texts are by the writer/poet Paul
Pines. He and I first met at the MacDowell

No. 11

by Bruce Creditor

Colony in Peterborough, NH. We became
close friends, partly as the result of a
shared ferocity brought to the game of table
tennis. I requested books of his poetry. I
have so far written three works based on
his writings. The poems seem to bring
together very disparate worlds, uniting a

wealth of emotional perspectives. The
imagery ranges from Ecclesiastes to the
blues, stating something universal that is
culled from the simple and mundane. At
the core of the work is man’s uneasy place
in the universe; that of a curious bystander
to his own inner world, living in a physical
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world he also hardly understands. How
these interior and exterior worlds meet and
interact is the enigma at the center of these
poems. However, it is an enigma that is
often imbued with a wry and delicate sense
of humor.

Like Pines’ poetry, the music is of a
somewhat eclectic nature. Its language is
that of a broadly extended tonality that
allows for the most simple as well as the
most complex sonorities. Elements of
Webern, Messiaen and Stravinsky can be
heard, and the result is a rather personal
expression of an ornate post-serial
impressionism, but whose rhythmic sense
is purely American. The piano sonorities
are broad and “colored”; the vocal line is
alternately declamatory or freely melis-
matic, with accents often being placed like

in popular music. The fantasy interludes
freely develop both materials that have
already been heard, as well as materials
that appear only in later songs, thus leaving
a somewhat mystifying impression that is
resolved only at the conclusion of the cycle.

At Asia’s suggestion I contacted several clari-
netists who have performed Pines Songs for
observations from their personal experiences
with the piece. Larry McDonald (of the Oberlin
Woodwind Quintet) agrees with this writer that
Pines Songs should be a major work in the wind
quintet repertoire — a serious and well-crafted
piece. He remembers its being a great challenge
to prepare, but rewarding in performance, eli-
citing a positive audience response.

Clark Fobes of the San Francisco Contempo-

rary Players reflected on the rhythmic complex-
ities and the probable need for a conductor
(which has been the case). Although technically
very difficult, he found the clarinet part to be
well conceived and idiomatic to the instrument,
unlike much contemporary music he is asked
to perform. “This piece required learning a
particular flutter tongue technique in order to
begin the second Fantasy pp on an altissimo F#!
As I practiced [the piece], I never had the sense
that anything was completely unplayable nor did
I ever feel that the effort involved was beyond
the musical value of the piece.” Fobes also
commented on the length of the work — 25
minutes with both (optional) interludes — as
taxing on the audience as well as the performers,
suggesting more familiar fare to be programmed
for the rest of the concert.

To elaborate on several points, Asia has set
five poems (White Pillars, I'll Never Under-
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I hope that some adventurous ensembles will

investigate Pines Songs for study and perfor-
mance, especially if you have a fine pianist and

singer at hand. (An alternative version has been

scored for violin, cello, flute, clarinet, horn,
piano and soprano.) Pines Songs is available

through Music Publishing Services, 236 West
26th Street, New York, NY 10001, and the com-

poser can be reached at the School of Music,

University of Arizona, Tucson, AZ 85721.

* % %k %k k % k k %

he prize-winning Aulos

Quintet (of Stuttgart) has

been well represented on

several discs from Koch Schwann/Musica

Mundi (generously provided to this reviewer by

“uoissuuad yim pasn disnu vISY unq $961 A

ﬁ:j;;:_'_‘ﬁ._‘n e e r{:',?xv fh\__ = Koch International), performing music both
W iy o |y e | L] PLD PEE B ] B O T | LN familiar and unfamiliar. The disc under consid-
e E ' 3 eration here (CD 311 121 Gl) is of the latter —

ped. 1 ped. ad lib (os before)

music of Peter Josef von Lindpaintner.
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Lindpaintner (1791-1856) was a prolific Ger-
man composer of the musical world of Hummel,
Mendelssohn and Weber, whose penchant for
unconventional instrumental combinations for-
tunately led to the composition of two Sinfonie
Concertante (Opp. 36 and 44) for wind quintet
and orchestra. Written in 1821 and 1823, they
show Lindpaintner to be most competent if not
formally inventive, sure in graceful melodic
inventiveness and harmonic interest with a
wonderful (and playful) sense of instrumental
interplay. His use of the quintet is imaginative
and not routine: Imagine giving the horn (in
1823!) the opening statement of the material (in
Op. 44)! The sense of drama and theater shows
his awareness of the works of Mozart and
Schubert as well as the then-current Weber.
Lindpaintner himself dubbed the first *“Kapell-
meister music”” — but he brings it off with a
charm and wit not usually associated with such
“occasional” music.

Surely these works deserve rediscovery (and
perhaps other works in his catalogue of over 450
works as well), and I highly recommend that
you make your first acquaintance with the music
through this recording — the Aulos Quintet’s
playing is full of sparkle and finesse, and is in
large part is responsible for my enthusiasm.
Accompanied by the Radio-Symphony Orchestra
of Stuttgart (of which four of the quintet are
members) conducted by Bernhard Guller, it
demonstrates what a good vehicle these works
are for any orchestra to spotlight their players.
Search out your local conductors and have them
listen ... and maybe you’ll find another
performance opportunity for your quintet!

[Also on this disc are four works by Gaetano
Donizetti: Concertino in C for flute, Concertino
in F for oboe, Concertino in G for oboe d’amore,
and Concertino in Bb for clarinet (all with
chamber orchestra). Besides declaring Donizetti
“king of the concertinos,” these works are all
tuneful and entertaining, and reflect his con-
siderable flair and ingenuity.]

I will be devoting space in a future column
to the other recordings by the Aulos Quintet,
including works by Nielsen, Holst, Zemlinsky,
Haas, Foerster, Jolivet and others. This list is
meant to whet your appetite with an idea of the
scope of its recorded repertoire!

¥k k % %k k %k % %

rom the Schott catalog
(distributed by European
American Music) [ have

received several attractive arrangements for
wind quintet by Gordon Davies of some well-
known piano works:

Debussy: Petite Suite (En batcau, Cortege,

Menuet, Ballet)

Bizet: Jeux d’enfants (Trompette et tam-
bour - marche, Petit
mari, petit femme,
La toupie - impromp-
tu, La poupee -
berceuse, Le bal -
galop)

(Berceuse, Mi-a-ou,
Le jardin de Dolly,
Kitty-Valse, Ten-
dresse, Pas Espagnol)

Fauré: Dolly Suite

I have given the individual movements for
these works to remind all of the wonderful
character pieces in these suites — and this won-
derful opportunity now available to add them
to the wind quintet program. The technical
demands presented in these arrangements are
not great, and one can well imagine younger
ensembles (high school/college), as well as
experienced groups which can bring more
mature musical insights to these deceptively
simple pieces, enjoy performing them.

Also sent from EAM was the Frangaix Wind
Quintet No. 2 — which I am saving for a future
column, as well as a brief “neo-baroque”
Quintet by Leo Justinus Kauffmann. From the
short biography printed in the score, we learn
that Kauffmann was a German composer born
in 1901, studied with Florent Schmitt and Philipp
Jarnach, had a career that ran afoul of German
cultural authorities in the 1930s, and tragically
died in the wreckage of the Strasbourg
Conservatory during an air raid in September
1944. The Quintet betrays none of this turmoil
and anguish, and is a pleasant if inconsequential
divertimento (published by Universal Edition).

* %k k k k k %k k k

Repertoire Noted:
Music for a Deceased Friend by Peteris Vasks
(G. Schirmer)
Written in 1981 by Latvian composer;
recorded on Melodiya
Alpbach-Quintett, Op. 180 by Ernst Krenek
(Universal Edition)
Composed in 1962 and used as dance music
by the German ballet master Yvonne Georgi
Wind Quintet No. 1 (Serenade) by Gordon
Jacob (Emerson Edition)
First printed edition of 1931 work
Five Concertinos for Wind Quintet by Colin
Matthews (Faber Music)
Commissioned for the Ensemble Inter-
Contemporain, each of the two-minute
concertinos is a single musical “‘state” with
one of the instruments as soloist and also
as outsider
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Quintet by David Chaitkin
Commissioned through Chamber Music
America and premiered in January by the
Quintet of the Americas

Woodwind Quintet by Emil Petrovics and

Capriccios, Epitaphs and Choral by Miklos

Csemiczky
(both Editio Musica Budapest) were
featured on a program by the Amstel
Quintet in Amsterdam

Quintet of the Americas presented a program
“Downtown Sounds 1990” in December 1990
with works by Anthony Coleman, Elliott
Sharpe, Villa-Lobos, Matt Sullivan, John
McDonald, and the premiere of Cloud Forest
for quintet and tape by Ann McMillan

The Sierra Wind Quintet of Las Vegas is
touring with a program of Mel Powell,
Alvin Etler, Gyorgy Ligeti, Barney Childs
and Thelonious Monk. More about them in
Quintessence No. 12.

* %k k % k %k k % %k

As always, your comments, questions and
suggestions are welcome at 11 Fisher Road,
Sharon, MA 02067.

N

\k@} Editions by
SIDNEY FORREST

CLARINET

FANTASIES I-XII,
Telemann

DIVERTIMENTO, Baermann...

ENTRANCE OF THE
BOYARS, Halvorsen

NOCTURNE NO. 20, Chopin ..
PASTORALE, Baermann

THEME AND VARIATONS,
Baermann

VARIATIONS ON A THEME
OF CORELLI, Tartini

SAXOPHONE
FANTASIES I-XIl,

Telemann

)

Soumern Music Company
P.0. BOX 329 1100 BROADWAY
SAN ANTONIO, TEXAS 78292
8 TOLL FREE ORDER LINES!
1-800-284-5443 Nationwide
(including Texas)

FAX 512-223-4537




Still searching for the perfect mouthpiece?
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Get a HITE. ..

then get on with
playing the clarinet!

oD HITE

Write for information on current designs for all the clarinets:
DAVID HITE, INC. ¢ 17133 HAITIAN DRIVE ¢ FT. MYERS, FL 33912
Or call toll-free (evenings and weekends only, please): 1 (800) 433-4483
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WILLIAM BLOOMQUIST, piano

REGER

Sonata for Clarinet and Piano
in B-flat Major op. 107

BRAHMS

Sonata for Clarinet and Piano
in F minor op. 120. No. 1
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“A classic landmark

in the history of
clarinet recordings...

a must-purchase for
any serious audiophile.’’

-The Clarinet

Now available
at fine arts
record stores
everywhere.

ELAN Recordings  CD 2224 [DDD]
P.O. Box 748, Adelphi, MD 20783-0761
(301) 864-0499 Mail Order $13.99

ARTHUR
BENJAMIN’S

Le 'Tombeau

de
Ravel

by Gervase de Peyer

t was in the mid-’50s that

Arthur Benjamin asked me

to look at this work, Le
Tombeau de Ravel, just completed for William
Primrose. What I found was a brilliantly
effective virtuoso piece with the viola part
looking typically “stringy,” to coin a word.
What I mean is that certain passages are easy
on a string instrument and can really tie wind
players in knots. I mentioned this to the
composer, who laughed and said, “Good, that
is exactly why I asked you to look it over. I want
you to adapt the clarinet to suit the instrument
[if only this happened more often!] and change
whatever you like.”

I was somewhat astonished at such an easy-
going approach and felt my responsibility with
youthful uncertainty. But I need not have wor-
ried as Arthur Benjamin was all smiles when
I showed him what I had done. This was mainly
to straighten out some of those wiggling and
curling passages that are much easier on string
instruments than on winds; strings can just
finger across the strings.

Anyway, that was that, and Arthur made no rev-
isions to my revisions, which I played through
with him and soon after included in my first
recital disc. Of course, I played from the Ben-
jamin original clarinet part with my alterations
pencilled in. I still own this.

I realized much later that proofreading is a
chore for composers, even if the work is their
own. This first printing had obviously not been
checked by the composer, who died in 1960.
Well, I knew the notes anyway, and, to be hon-
est, I was a bit disappointed that there was no
mention in the publication, either of my small
contribution to the text or about my recording,
which of course was the only one. The publish-
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ers certainly knew little of this and even now
will not remember that I own the manuscripts.

But surprise, surprise! I heard that at last
corrections had been made in London by my
old friend Thea King. I looked through this new
copy and found Thea had done a good job. So
good in fact that in several instances she
“corrected” my adaptions by simply copying the
viola part where I had changed it! I have not
had the heart to tell her this, so perhaps she will
learn about it in this article!

To finish with, let me generalize about some
of the other small changes that I made. These
were isolated notes here and there, usually part
of a sequence, that allowed a more natural vir-
tuosity. I will mention just three places still to
correct, one being a remaining mistake, and for
the others, to give my choice between two
different versions in the composer’s own hand.

First, we have at No. 7 in the third piece
marked No. 2 “Presto, volante.” The last two
notes in this measure should be A# and B
natural—written notes properly transposed. My
second point is at Figure 24 in the “Finale.”
Here, Thea “corrected” from the viola part, but
I played to the composer, and recorded, an
augmented triad, A#, C double sharp, and F#
(not E# as printed!). Both go equally well with
the harmony, but I prefer this way as it adds
tension at this climactic moment. Perhaps I am
used to it, but I do have it in the composer’s
own handwriting! Also, two measures before
Figure 22 in the “Lento intimo,” called No. 6:
Here the third 16th of the second beat in the
clarinet part should be concert D, not concert
E as printed; so we should have a printed E in
the clarinet part, while two measures earlier it
is a printed F# which changes with the left hand
of the piano part.



Ten Ways to
Make A
Repair Shop
Happy

by John R. Snyder

Be sure to wait until the
last minute to bring in
@ a problem that has ob-

. Be sure to tell the repairer a specific amount

of money you can spend. This shows your
respect and trust for the repairer. When you
go to a physician, you do the same thing,
right? See No. 9.

. Be sure to stand over the repairer’s shoulder

and watch intently. Be sure to ask questions
and get the repairer to teach you the craft.
After all, anybody can learn to repair, right?
It’s not really like learning to play the thing,
you know.

. Be sure to bring a friend or two unannounced.

Maybe all of you could pick up tools and

“just isn’t right,” and don’t be specific. You
could blame the reed or mouthpiece, but
this isn’t as good. Just because you are less
than perfect doesn’t give the repairer the
right to be.

9. Be sure to express shock at the cost of
repairs and say, “I had the same thing done
a while back by so-and-so and he charged
only so much.” Be sure to not have enough
money and promise to go to the bank, send
it in the mail, etc. A good line that will
mollify repairers is, “I just didn’t think it
would be so much.” See No. 4.

ask, “What does this do?” 10. Be sure to get some tools, repair manuals,
and intelligence, because you will end up

viously existed for some time. Shops enjoy
making other customers wait because you are

so special. 7. Be sure to show disinterest or disbelief

when the repairer shows you something that
2. Be sure to show up late for an appointment. P g 8

repairing your own instrument if you
practice the above steps.

After all, your gig is far more important
than the shop personnel’s, and they’re there
anyway, right?

. Be sure to tell the repairer, “Just touch it
up, because I'm taking it to so-and-so soon,
and he knows what I Iike” Be sure to
mention specific tools and techniques that
this demigod uses. N.B.: It is even better
if you can add someone else’s name who

the factory did wrong. Be sure never to
write to the manufacturer and complain.
That would show logic and intelligence on
your part.

. Be sure to play poorly when you test the

instrument, and also play right in the
repairer’s ear. He will enjoy hearing your
artistry. Everybody else does, and you're
getting a lot of high-paying gigs, right? Be

ABOUT THE WRITER ...
John R. Snyder holds degrees in music from
the University of Tennessee and the University of
Michigan and has studied clarinet with William
Scarlett and John Mohler and repair with Frank.
L. Kaspar of Ann Arbor, Michigan. He is the
author of A Partially Annotated Bibliography of
the Clarinet and presently free-lances as a

is dead. sure and tell the repairer that the instrument doubler/repairman in the East Tennessee area.

The Clarinet and Saxophone Membership Fees

All fees to be paid in Sterling

J O - SUBSCRIPTIONS
SOClety Of Great Bntaln UK. & Eire Europe All Other
Individual membership. . . .. £15.00 £18.00 €20.00
The S gtudent membership ... ... £10.00 £14.00 £16.00
1 enior citizens . .......... £10.00 £14.00 £16.00
it | Family membership ....... £20.00 £24.00 £26.00

Founded in 1976 the Clarinet and Saxophone Society was
formed for the mutual benefit of everyone who has an interest
in the clarinet or saxophone and their repertoire. Teachers,
students, professional or amateur players, manufacturers or
composers, the Society has members in twelve countries,
including the U.S.A. and Australia.

Membership of the Society not only admits you to the Society’s
benefits but also enables you to generate new contacts, form new
groups or ensembles and promote and strengthen the
development of the art of the single reed.

Affiliated Membership

Commercial, industrial

concerns, professional

groups, amateur and

educational groups. . . ... .. £25.00 £30.00 £32.00

ALL ABOVE FEES HAVE A £1.00 DISCOUNT IF PAID BY STANDING ORDER.

The Annual Congress

The society’s Annual Congress takes place in July each year
at which members from throughout Britain as well as from
overseas come together for a weekend of recitals, lectures,
demonstrations, clinics and workshops.

The main purpose of the society is:

¢ To publish a quarterly magazine providing information and
research relating to the clarinet and saxophone, with particular
regard to performance, repertoire, history, design construction
and maintenance together with reviews of concerts, books, new
music and recordings.

e To organize or encourage the organization of workshops,
lectures and seminars which are open to the public.

¢ To encourage the composition, publication and recording of
works for, or including, the clarinet or saxophone.

¢ To encourage research into the development of the design and

The Annual Teachers’ Course

This is held at Easter each year and is specifically designed
for teachers of the clarinet and saxophone.

Membership applications and enquiries to:
The Membership Secretary

construction of the instruments. Susan Moss
¢ To provide a lending library service for members. 167 Ellerton Road
¢ To make available an insurance scheme for members. Tolworth

¢ To furnish members with expert advice. Surbiton, Surrey KT6 7UB

THE CLARINET | FEBRUARY / MARCH 1991 | Pace 17



In Caracas:

Second Festival for Clarinelists

he “Simon Bolivar”
Youth Orchestra of Cara-
cas, Venezuela has estab-

lished a tradition of presenting young artists with
performance opportunities through the medium
of festivals focusing on the various orchestral
instruments as soloists. Nineteen-ninety was
especially fruitful for the woodwind players,
featuring the first international Flute Festival,
with the participation of Jorge Caryevschi from
Holland and the Second Festival of Young
Venezuelan Clarinetists. The Clarinet Festival,
organized by Valdemar Rodriguez, principal
clarinetist with the Bolivar Orchestra, was
preceded by a month of master classes with
Argentine soloist (and clarinetmaker) Luis
Rossi, who has developed an impressive class
of players in his 10 years of teaching visits
sponsored by the Youth Orchestra.

The Teresa Carrefio Arts Complex was the
setting for two chamber music evenings and a
gala concert with the Bolivar Orchestra. Four-
teen works were performed by clarinetists of all
ages in the three concerts, culminating in the
South American premiere of the Stanford Con-
certo, played by Rossi on an instrument of his
own design and manufacture.

The festival opened Thursday, May 10 with
a recital of music by Mendelssohn, Beethoven,
Arnold and Poulenc. Performing were Calixto
Cadenas, Jesds Alessandro Garcia and Oscar
Gonzilez, students of Valdemar Rodriguez, plus
Jorge Montilla and Edgar Pronio, students of
Mark Friedman, principal clarinet of the
Sinfénica Venezuela. Friday’s concert featured
works by Mozart, Mendelssohn, Schumann and
Beethoven in performances by Victor Sal-
amanqués and Orlando Pimentel, students of
Rodriguez, joined by Luis Vivas and José
Alberto Requena, Friedman students at the Uni-
versity Institute for Musical Studies (UDEM).
In Beethoven's Septret, Op. 20, Valdemar
Rodriguez collaborated with colleagues from the
Bolivar Orchestra.

The highlight of this second festival was
Saturday night’s concert with the Bolivar Orch-
estra accompanying seven soloists. It began with
1l-year-old Miguel Moya's flawless debut in
Baermann’s Adagio for Clarinet and Strings. He

A Report by Penelope Knuth

was applauded by a delighted audience that
included Minister of Culture and founder of the
Youth Orchestra José Antonio Abreu, IUDEM
Assistant Director and Composer-in-Residence
Blas Atehortia and many other notables of the
Caracas musical scene. The splendid soloist in
Stamitz’s Concerto No. 3, Mikel Orensanz,
displayed all the aplomb of a concert “veteran”
(he performed the Baermann in the "87 Festival,
when he was 11!). The concert continued with
an excellent performance of the Krommer Con-
certo, Op. 36 by Edgar Pronio. Valdemar
Rodriguez closed the first half with the Copland
Concerto, receiving a standing ovation.

A moving reading of the Adagio from Mozart’s
Concerto by Luis Garcia and an exciting
performance of Lutoslawski’s brilliant Dance
Preludes by Jorge Montilla brought the audience
to the final work of the program, Stanford’s
romantic Concerto, Op. 80. The works of Irish
composer Sir Charles Stanford, a contemporary
of Elgar, being little known in Venezuela, it was
serendipity that conductor Rodolfo Saglimbeni
was familiar with the clarinet concerto through
his studies in England, where it has earned great
popularity. Rossi, who also studied in England
with New Zealand-born John McCaw, began his
experiments with clarinet-making in 1977, after
clarinet study in Paris with Deplus and Arnaud
and in his native Argentina with Travnik and
Tow.
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Orquesta Nacional
Juvenil de Venezuela

II Festival
de Jovenes Clarinetistas
Venezolanos

Solista Invitado: Luls Rossi Clarinete

W et Lo

Director Rodolfo Saglimbeni

10.11y12
de Mayo de 1990

Since 1984 he has performed exclusively with
instruments produced in his Santiago workshop.
The exotic-looking Rossi clarinets, scheduled
for display at the 1991 Flagstaff Clarinet
Conference, have been dubbed “the Rolls-
Royces of the future” by British clarinet scholar
and historian Pamela Weston. Several of the
young Venezuelan musicians performed with
these instruments, adding to the excitement of
the festival.



As a player, Rossi is known for superb con-
trol, technical ease and a big, compelling tone,
all at the service of a strong musical personality.
His version of the long, seamless Stanford, full
of verve and color, earned him a standing
ovation and five curtain calls.

As follow-up information, it is worthwhile to
note that Colombian composer Atehortia, who
studied with Ginastera, was moved to write two
major new works for clarinet after attending the
Caracas concerts. Luis Rossi gave the world
premiere of Three Pieces for Solo Clarinet in
Santiago in 1990, and Valdemar Rodriguez is to
premiere the Atehortia Concerto for Clarinet
and Orchestra next season in Caracas. This
reminds us that in addition to providing in-
valuable experience and exposure to young
musicians, such festivals often stimulate compo-
sers to create potentially important additions to
repertoire.

ABOUT THE WRITER ...

Penelope Knuth is the principal violist of the
Sinfénica Venezuela and with fellow New York
native Mark Friedman gave the Venezuelan
premiere of the Bruch Double Concerto in
Caracas last season.
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CREATIVE
CLARINETISTS
EVERYWHERE: IH
Now

YOU CAN IH
BE A BETTER IMPROVISER! IH
m

Iﬂ The book: 217 SEQUENCES FOR
IH THE CONTEMPORARY MUSICIAN

THIS BOOK IS A HELPFUL TOOL
FOR ANYONE WHO VIEWS MUSIC
l AS BEING A LIVING, CREATIVE, IH
I AND EXPERIMENTAL ART FORM. IH

Send $20.00 plus $3.00 postage to:

IH RICH CORPOLONGO IH
3135 N. 76TH CT.
ELMWOOD PARK, IL 60635

L R

Contains 217 patterns in all keys. %
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The
PORTNOY

Mouthpiece & Ligature

Through years of experience in performing, Portnoy has developed a
Mouthpiece used by leading Clarinetists. For uniformity, sound,
intonation, and response, it is unequalled.

Facings: BP1 Close BPO2 Personal PB3 Open

Portnoy’s patented Cross Bar Ligature has only four points of contact,
side suspension, allowing maximum freedom of reed.

See your Dealer, or write for Brochure

B. PORTNOY CLARINET ACCESSORIES

PO. Box 1066 — Larkspur, CA 94939

INTERNATIONA
MUSICA
SUPRIERS, INC.
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Swiss-made, a look at the

“Foglietta”

reed production in Basel

arianne Rieckhoff is a

small, energetic wo-

man, willing to invest
seemingly unlimited patience in perfecting her
skills at running all aspects of her reed-making
business. One thing is clear, she is both a devoted
entrepreneur and an excellent craftsman.

Did I say she runs all the details of the busi-
ness alone? Well, almost; she picks out the cane
herself in southern France and she does all the
handwork on the reeds from tube to finished
reed. She takes care of all the paper work and
bookkeeping, and, in between, she does all the
routine and emergency maintenance on all of
her machinery. (Only the electrical repair work
is left to experts, because she admits to being
a bit shy of the 350-volt current that runs the
machines.)

Of course she is not totally alone in the new
“foglietta”! reed-making business. Her husband
is not coincidentally Peter Rieckhoff, professor
of clarinet at the Hochschule der Kiinste in
Berlin and the former solo-clarinetist with the
Komische Oper in East Berlin, the Basel Sym-
phony Orchestra and until most recently, the
NDR (North German Radio) Orchestra in Ham-
burg. He has always played on self-made reeds
and is in charge of designing the models and
checking the quality of the reeds Marianne
produces.

Peter came from East Berlin and was one of
the first successful students of Ewald Koch.
Peter describes Koch as being a magnificent
teacher who spoiled his students through his
extraordinary ability to make and adjust reeds
for them. It was a big shock for Peter’s playing
when he came over to the West and did not have
Koch to help him with his reeds any more. This
shock forced him to perfect his own skills as
a reed-maker. “I just had to keep trying, never
give up, just keep trying.” Since then he has
been so successful at making reeds that he has
even done clinics, in the United States as well
as in Europe, on reed-making. Despite these
qualifications as clarinetist and reed-maker, he
makes no secret of the fact that it was his wife’s

by Allan Ware

Peter and Marianne Rieckhoff

Marianne working in her shop

initiative and effort that enabled them to go
commercial.

Marianne was born on a farm near Basel and
seems to have the simple values of a person who
was raised in close contact with nature and who
knows the nitty-gritty of doing things with her
hands. She was trained first as a secretary but
has extensive experience with carpentry; her
father is a woodworker and together they did
the woodwork on the inside of the Rieckhoffs’
home near Basel.
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!
Peter checking a measurement

A few years ago, Marianne decided that she
wanted a bit more out of life. “I would never
want to be just a housewife.” She laughs when
she says that she had not foreseen the difficulties
and frustrations that would be involved in her
new profession, but in retrospect she is sure that
she would do it again. When they first had the
idea, Peter was getting his blanks from an older
friend, Adolf Leibacher, who was then the only
reed-maker in Switzerland. When Leibacher
retired, there was no supplier of reeds there and
the Rieckhoffs decided to buy his reed-making
machinery, most of which was already decades
old. These machines were so antiquated and
cantankerous that after an entire summer of
being coddled, cursed at and adjusted, they still
were unable to cut consistently with the quality
that Peter and Marianne wanted. They were
sometimes spending days to set up one machine
for one cut, and it still would not work right.
They realized then that they either had to give
up the whole idea or get adequate machinery
to do the job.



It shows a bit of their determination that they
then traveled to Paris to see Frank Pére, who
is the largest manufacturer of industrial-sized
reed-making machinery in Europe. There they
bought “about five Mercedes’ worth” of equip-
ment and had it delivered to their home. It then
took a small eternity to learn how to set up the
machines in the way they desired. In this period
Marianne was repeatedly on the phone to Pére
engineers in Paris, trying desperately to describe
thorny technical problems in French. After be-
coming proficient at setting up and maintain-
ing the machines, the Rieckhoffs still were not
satisfied with the reeds because the blades were
not being correctly sharpened by a local grinder.
So, in typical spirit, they invested in a grinding
machine, and Marianne learned to use it to get
exactly the cutting edge they needed. After this
two-year initiation Marianne can justly claim
to know her trade from top to bottom.

As to the present situation Marianne works
for the most part alone, alternating during the
day from task to task. The rough cutting of tubes
is done in the warmer months in the garage, the
cutting of the rough blanks and planing are done
in the basement because both jobs are too messy
and dusty to be done in the living portions of
the house. For the finer shaping and cutting she
brings the blanks upstairs. In between, she tends
to her office work and the usual household
duties, which enables her to stay attentive and
fresh at each task.

Marianne readily admits to being picky about
her work, and she seems to possess the disci-
pline to pursue the cause of high standards from
the very beginning through every stage of pro-
duction. Peter is often away from home because
he commutes to Berlin for teaching and per-
forming. When he is at home, he plays through
the reeds and works on the designs. At the
moment they produce eight different German
cuts and one model for the Boehm clarinet,
which Peter can also play. German customers
are requested to tell him what mouthpiece they
play so that he can be sure they get the right
cut for their lay.

Among the most interesting parts of Marianne’s
work are the visits to southern France, where
she also had to learn to deal with the cane
growers and dealers. “I am very picky about
how the grain runs through the wood and I sort
through a lot of wood in making my choices.
I have learned much from the growers about
bamboo and I have tried to combine it with my
husband’s reed-making talent. At the moment
the quality of the cane in quite good, it is not
as damaged by the environmental problems as
one would think. I am actually more worried
by the fact that the land where the cane
plantations are located is becoming more and

more lucrative as building property, and I
wonder who is going to stick to growing cane
for a modest living when they can make a
fortune selling their land to developers.”

As one would expect with such a determined
person, Marianne feels no disadvantage being
a woman in the business or in being in compe-
tition with large reed-making firms. “I don’t feel
any competition with the large reed-makers
because I am not trying to take their business.
I respect what they are doing, but I also try to
learn from their mistakes at the same time. I
am producing an individual product that is all
mine and not a copy.”

One sees the individuality in the variety of
cuts that “foglietta” offers for the German player
and in the design of the Boehm reed. All of the
reeds are tested in half-strengths between one
and five. Most important for Marianne is that
she cuts the tubes to make only eight blanks
from each and ensures that the end of the blank
lies in the area on the tube that has straight
grain. To be sure that she has good material at
the tip, she rechecks the blanks to see which end
has better grain for the tip. I can testify to the
consistent quality of the grain at the tip of her
reeds. The reeds are, in general, lighter than her

SOUN

competitors’ reeds with the same number.
Marianne is very concerned with the environ-
mental aspects of her production. The sawdust
makes its way as mulch into the garden, the
peeled bark is used as straw for paths through
the garden, and the big strips of bamboo are
collected for filling her brother’s rabbit cages.
I personally admire both Marianne’s spunk
and the innovative nature of her product. Her
product represents a quality that can come only
when the person involved in production feels
personally responsible for maintaining a very
high standard. Most of all I am amazed at the
difficulties which she and Peter have managed
to overcome in the name of being very picky.
They show a stick-to-itiveness that one seldom
sees, most of all in their ability to transform
suggestions and critique into viable solutions
and improvements. The story of their beginning
shows that they really do live by Peter’s reed-
making motto: “Immer wieder versuchen, nie
aufgeben, immer wieder versuchen” (Keep
trying, never give up, just keep trying).

FOOTNOTE:
1. “Foglietta” is Italian for “reed.”

INGS

MARCAREEDS

The discerning wind artist -or the student who strives to become one-will find handcraft
1 a remarkably competitive price. T

MARCA reeds deliver consistent tone and so

vibrates freely with minimum effort, while
elasticity. Only carefully seasoned French
the name MARCA.

WORLD-CLASS REEDS FROM THE WORLD OF LEBLANC

zontoured for even balance and superb

« rich, golden bark, is destined to bear

Leblanc @)

G. Leblanc Corporation, 7001 Leblanc Boulevard, Kenosha, Wiscansin 53141-1415 USA
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Five Fragments for Double Clarinet
by William O. Smith: An Introduction

he “double clarinet” made
its debut in 1982 in a
composition titled Five

Fragments for Double Clarinet performed at the
I.C.S. convention held in Denver, Colorado. The
performer was the composer himself, William
O. Smith. Although actually completed in 1977,
Smith chose not to premiere his first piece for
“double clarinet” until five years later. Many
special effects are explored in the five brief
movements of this composition, but it is the
creation of the contemporary “double clarinet”
that makes Five Fragments unique.

In a footnote to the title, Smith explains that
a “double clarinet” is a clarinet taken apart in
the middle with a mouthpiece inserted in the
lower half. The resulting two little clarinets are
played simultaneously by one player. Three of
the five movements are for the double clarinet
and there is one movement for each of the halves
played individually.

The playing of two instruments at once is not
an entirely new idea. While traveling in Greece,
Smith noted ancient frescoes in which the aulos
was depicted. The aulos was an instrument con-
sisting of two separate pipes played by one
person. Smith decided to apply this two-
instrument concept to the clarinet. In fact,
although Smith said his inspiration was purely
visual and based on no research, the ancient
aulos is believed to have been a single-reed
instrument with a cylindrical bore. Experts are
divided as to whether the two instruments were
played in harmony or with one serving as a
drone. The more popular theory is that they
were played in harmony. (James W. McKinnon,
The New Grove Dictionary of Music and Musi-
cians, Vol. 1, p. 700.)

Intrigued with the possibilities of the double
clarinet, Smith subsequently wrote more works
in which it is featured, including Pente, a string
quintet, and Seven Haiku, for clarinet played into
a piano. More recently, Smith has added another
dimension to the double clarinet with his com-
position Ritual for Double Clarinet, in which
one clarinetist plays two complete clarinets
simultaneously.

Five Fragments is now published by Edi-Pan,
Edizioni Musicale, 6 Viale Mazzini, Rome, Italy
00195. It can be ordered directly from the
publisher at the address given or through your
favorite music store. Eble Music of Iowa City
obtained a copy for me.

by Isla Hejny

As explained earlier, the double clarinet is
created by taking a clarinet apart at the middle
and inserting a mouthpiece into the lower half.
The main problem initially encountered is that
of finding a mouthpiece that will fit completely
into the lower joint of the clarinet. A mouthpiece
that is too large is more of a problem than one
that is too small. The cork of a smaller mouth-
piece can be wound with thread if the difference
is not great. I found that a Vandoren 5 RV Lyre
mouthpiece fit the lower joint of my Buffet R-13
clarinet. A Woodwind Marcellus (M08) also
worked. This is not to say, however, that all
these kinds of mouthpieces or only these kinds
will fit your instrument. It is a matter of trying
mouthpieces until one that can be made to fit
is found.

It is advisable to start with movements I, III
and V which are for double clarinet when be-
ginning the study of Five Fragments. These
movements will prove easier to play and under-
stand at first. It should be noted that in these
three movements the notes given for the upper
and lower joints are the notes that ordinarily
would be fingered with the hand being used.
The notes written do not represent pitches but
rather indicate fingerings (Illustration Number
1). The pitches noted throughout the work do
not necessarily transpose as usual for the Bb
clarinet.

Hlustration Number 1
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Of the 11 notes playable on the upper half—
using only the left hand—seven can be
overblown with the register key. All of these
notes do sound as usual, except for the lowest
note, written C (concert Bb) which now will
sound a concert Bl. The nine notes available on
the lower half cannot be overblown by means
of a speaker key. They can be overblown by
tightening the embouchure. These nine notes,
fingered with the right hand, transpose as
follows:

Fingering — E F F#G G#A BbB Open
Actual Pitth —C D E F#¥A B D E G#
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The actual pitches given above are approxi-
mate. There may be more variance depending
on the make of instrument and mouthpiece used.
The important thing is that the player realizes
that the intervals seen on the page will not
always sound as expected. Smith suggests tuning
the two halves to a concert C, fingering low E
on the lower half (right hand) and D on the
upper half (left hand).

Playing simultaneously on two mouthpieces
takes a bit of practice. The general concept of
clarinet embouchure holds true. However, the
air stream must be focused so as to vibrate both
reeds as equally as possible. The size of the bite
and angle of the mouthpieces in the mouth will
depend on what is comfortable and efficient for
the individual player; do not hesitate to experi-
ment in these areas. The important thing is that
the mouthpieces be secured so that air does not
leak out. This can be rather readily done with
some practice and experimentation. It is helpful
to keep in mind that tone quality will be thin
and lacking in depth, due to the length of the
two instruments.

Articulation is sparingly used throughout the
piece and should be attempted in a manner ap-
proximating regular tonguing. Starting legato
passages with a “whoo” attack produces a less
raucous sound and can prevent excessive tension
which could result in squeaks.

Balancing the two clarinet sections while
playing may be uncomfortable. The lower half,
held in the right hand, can be supported in the
usual way using the thumb rest. If the performer
is seated, it is useful to rest the bell on the knee,
adjusting height by crossing the legs if needed.
This additional support may be necessary for
those clarinetists with right thumb or wrist
problems. Smith suggests that the upper half,
in the left hand, will feel less precarious if it
is secured by using the little finger of the left
hand to lift up on the bottom edge of the
instrument.

The matter of reeds for the double clarinet
is of importance. Since tone quality is less of
an expedient, it is more to the point to seek reeds
that respond easily and produce the desired
sounds readily. Reeds that fit the mouthpieces
being used are important and this may involve
reeds with very different characteristics. The
ease with which a reed produces the special
effects needed for Movements II and IV, such
as harmonics and multiphonics, is a considera-



tion. Lighter reeds seemed to give a better
response for purposes of this piece. Production
of a balanced sound when the two halves are
played together is very important in reed
selection. Well-matched reeds are of signifi-
cance in solving the problems of response and
balance presented by the double clarinet.
Movements II and IV are written for the indi-
vidual halves. Some of the techniques required,
though not difficult, are unusual. Suffice it to
say that a spirit of patience and creative experi-
mentation regarding these two movements are
necessary since they take time to master. The
potential performer of Five Fragments must be
prepared to experiment with sounds during
practice time. The key to Five Fragments lies
not in finger technique but in sound production.
Movement II, for the lower half alone (right
hand), makes use of many extended techniques:
muting and changing pitches with the palm of

Illustration Number 2
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the hand; flutter tonguing; humming while
playing; multiphonics; harmonics, involving
placement of the bottom teeth on the reed
(IMustration Number 2); lowering pitches by
gliding the reed cap, worn on the left thumb,
into the bell. This movement is cadenza-like and
perhaps the most difficult of the five.
Movement IV, for the upper half alone (left
hand), is less virtuosic than Movement II. It
features an interesting sound created by using
the fingering indicated and completely stopping
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&
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June 22-30, 1991
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Lawrence McDonald, clarinet
George Sakakeeny, bassoon
Robert Fries, horn

Michel Debost, flute
Kathy Chastain, flute
Alex Klein, oboe

WIND PERFORMANCE INSTITUTE

An intensive week of master classes, chamber music, lectures, and
concerts for high-school age woodwind and horn players. Combines
the development of individual playing skills with concentrated study
and performance of standard chamber music repertoire.

FLUTE MASTER CLASS by Michel Debost

Designed for high-school students currently in their sophomore or
junior year who wish to devote a week to concentrated flute study.
Includes master classes, lessons, and nightly performances by
participants.

For more information, contact:
Office of Summer Programs, Conservatory of Music, Oberlin College
Oberlin, OH 44074
(216) 775-8044

OBERLIN

R

X
vy
X

+ = mute by covering bottom of instrument with
right index finger

the bottom of the instrument with the index
finger of the right hand (Tllustration Number 3).
Side keys are trilled with the thumb of the right
hand at the same time. A sort of buzzing sound

19 9 1 Tuition
$110.00 before May 15—$130.00 thereafter
3 o $65.00 spouse and high school students
University
College Credit available at an additional
of Oklahoma charge.
o
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S 2 Artist Faculty
ymp OSlum Sabine Meyer—Highly acclaimed German
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" Karajan’s Choice for the Berlin
Recitals Philharmonic.

Eddie Daniels—America’s finest jazz clarinetist
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Open Master Classes
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Displays

June 1,2,3, 1991

Larry Combs—Principal Clarinetist of the
Chicago Symphony Orchestra; highly
regarded soloist and teacher.

Howard Klug—Professor of Clarinet at Indiana
University.

Keith Lemmons—Professor of Clarinet at the
University of New Mexico.

For further information and
enrollment contact:

Dr. David Etheridge
Symposium Coordinator
School of Music
University of Oklahoma
Norman, OK 73019

Mike Lomax—Principal Clarinetist of the
Springfeld Symphony and Professor of
Clarinet at Drury College.

Larry Maxey—Professor of Clarinet at the
University of Kansas.

Jim Pyne—Professor of Clarinet at Ohio State
University; noted mouthpiece maker.
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is the result. Keep in mind that the upper half
is played with the left hand, so the right hand
can be used for muting and trilling.

The movements of Five Fragments have no
titles or tempo indications that might give a clue
to their form or mood. Smith has explained only
that each fragment should last approximately
one minute. The brevity of the movements
necessitates very slow tempos. Smith prefers
deliberate tempos for the fragments so that each
sound effect created can be savored by the
listener. I was able to find the tempo appropriate
for each movement by playing through them and
literally watching the clock. Because the pace
is very slow and breaths must be included in
the timing, it was easier to work with a clock

than with a metronome. This enabled me to
develop a sense of timing for the movement as
a whole into which I could fit the notes and
breathing.

Because so many unusual sounds are created
in interesting ways, an important part of Five
Fragments is its visual aspect. Interest is height-
ened if the audience can see the performer as
much as possible. This can be done by facing
the audience directly and placing the music
stand immediately to the performer’s right. It
will be necessary to glance peripherally at the
music. Memorizing the score is another possi-
bility and provides maximum visual impact.

Prior to performing Five Fragments, 1 have
briefly commented upon it, providing an expla-

BRING OUT
YOUR BEST!

10 - SAXOPHONE ALTO Mi> -5 3]
=,

All Vandoren reeds are made from the finest French cane,
precision cut to a tolerance of three ten thousandths of
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and consistency no matter w

Vandoren reeds...the best
way to bring out your best!
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at style of music you play.
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Sole US importer  J. D'Addario & Co., Inc.
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nation of the double clarinet and the division
of the fragments. I have also noted that the
composition provides a look at some of the tone
colors and special effects possible on the clari-
net. [ emphasized that in this composition the
clarinet is used in a very different, nontradi-
tional, but musically valid way.

It seemed to me that approaching the audience
directly helped to reduce the doubts it might
have toward music employing unconventional
methods. Perhaps the offering of some infor-
mation beforehand makes the audience feel
included and more willing to be receptive to the
unusual. This in no way guarantees acceptance
of the music, but it does create a more respon-
sive atmosphere for its presentation.

Preparation of music involving new techniques
demands great patience and practice. Time must
be spent learning to make unusual sounds at just
the right moment. It is reasonable to question
the value of such an endeavor and no doubt
many do. It is important to remember that a very
significant aspect of preparing this kind of music
is the amount of creativity and imagination
which must be brought to its musical interpre-
tation.

Presenting each movement as part of a musi-
cally coherent whole and not merely as a string
of sound effects is a part of the interpretive
challenge of Five Fragments. With appropriate
phrasing, dynamics and pauses, an interesting
and musical effect can be achieved. There are
contained in their exploitation of sound effects
a wit and drama that make Five Fragments come
alive musically. The creativity and imagination
which must go into an effective performance of
this piece can be useful tools when applied to
more traditional music as well.

The study of Five Fragments reveals unexpect-
ed dimensions of the clarinet. A work such as
this causes long-established notions about the
clarinet and clarinet playing to be challenged.
It shows us that there are many ways to approach
music and they are not always predictable. Being
receptive to new musical ideas can offer en-
hanced perspective—and enjoyment—to you and
to your audience through you.

ABOUT THE WRITER ...

Isla Hejny is an adjunct professor of music
at the University of St. Thomas in St. Paul,
Minnesota. Active as a performer, she also
teaches privately. She has an M. A. in education
from St. Thomas and a D.M.A. in clarinet per-
formance from the University of Minnesota. She
has studied with Francis Mayer and John Ander-
son. Hejny premiered Wm. O. Smith’s Ritual
for Double Clarinet at the 1989 Clarinet Fest
International.
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His teachers were Tzvi Tzipine, Frederick
Thurston and Simeon Bellison. He has taught at
the University of Toronto, the Royal Conserva-
tory of Music and Indiana University.

Canadian Opera Company and other orchestras. I
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HARPO MARX
AND HIS
B-FLAT
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by Elena Lence

hile clarinetists seem
to delight endlessly
in a seemingly per-

petual discussion of mouthpieces, ligatures,
reeds and various alterations, adjustments or
improvements to the instrument, the handiwork
of one Adolph “Harpo” Marx has to date been
apparently overlooked. Born in New York City
in 1893, Marx was a self-taught musician, pri-
marily a harpist, who adapted the clarinet in a
singularly ingenious way—an alteration that
appears to have fallen by the wayside, perhaps
unknown to other clarinetists. -
Adolph Marx came to the clarinet via a long
and convoluted path. As a youngster, he was in-
trigued by music, but never had the opportu-
nity to study formally. In his autobiography he
writes:
My head was full of other kinds of mu-
sic—the patter songs of Uncle Al, the
bagpipes of St. Patrick’s Day, the drums
and bugles of Election Day, the calliope
on the Central Park carousel, zithers
heard through the swinging doors of the
Yorkville beer gardens, and the concer-
tina the blind man played on the North
Beach excursion boat.
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His grandmother’s old half-sized harp—frame
warped, strings missing, and with but a few
flakes of gold remaining—stood forlornly in a
corner of his grandfather’s room, but Adolph
had never heard a harp, and it would be many
years before he plucked his first harp string. The
young man made a resolution to find a job, save
money and have the harp re-strung to discover
what kind music it made. When that day finally
came, Marx wrote that ““it was a thrill worth
saving.”

Adolph Marx was one of five brothers, and
his mother had high hopes that the boys would
find their fortune in vaudeville. As part of the
master plan, a piano was purchased and the el-
dest Marx brother, Leonard, was to learn to play
(and work as a single in vaudeville) and accom-
pany his brother, Julius (who had developed into
quite an accomplished boy soprano). Adolph
was to have had second-hand piano lessons from
Leonard, but that was not to be. Self-taught,
Adolph learned to pick out Waltz Me Around
Again, Willie and Love Me and the World Is
Mine with one finger. Marx stated that at this
point, “My career had begun.”

Adolph Marx’s association with the clarinet
began years later. The brothers were in San Fran-
cisco on the vaudeville circuit, and it was raining
in buckets. Adolph ventured out to a hockshop
at intermission to buy a rain coat and emerged
with a dapper second-hand trench coat for the
sum of three dollars. When he put it on after
the evening show, it fell apart at the seams, so
he sloshed back to the hockshop to get his money
back. This time he ended up with the same coat
and a clarinet purchased for $6.50.

He wore the coat in the act the following day
and it became one of his trademarks (along with
his pantomime in lieu of speech on stage). “It
was perfect with a battered plug hat, ratty wig
and underslung pants with a clothesline belt.”
Adolph lined it with huge panels to secrete his
many props. The clarinet did not make it into
the act quite so speedily.

About this time, the brothers acquired the
names by which they would become famous.
The names came into being at a poker game in
1918 when each brother was given a name as
the cards were dealt. Leonard became Chico
(pronounced “chicko” because of his affinity for
the fairer sex); Julius became Groucho (due to
his temperamental nature); Milton became
Gummo; Herbert became Zeppo; and Adolph
assumed the name Harpo because of his choice
of instruments.

The San Francisco clarinet was eventually
replaced with one from a Philadelphia pawn shop
(that one was a grand $8.00). The film version
of Cocoanuts (1929), the first of three films the
brothers made for Paramount, has a cameo



appearance of the clarinet in the form of a brief
solo of a sentimental ballad of Irving Berlin’s
by Harpo; he climaxes the solo by falling over
backward into the elevator.

In his autobiography, Harpo tells the tale of
a clarinet performance of 1931.

Naturally I didn’t play it straight. What
I did was rig some special tubing along
my clarinet from the mouth-piece to the
bell, leading into a hidden container of
liquid soap. Halfway through a piece, I
would flick a valve and bubbles would
come out along the music. This went over
well, even though it limited my clarinet
repertoire to one number, I'm Forever
Blowing Bubbles.

Two years later, Roosevelt was about to carry
out his promise to recognize the Soviet Union.
Alec Woolcott, an ardent New Dealer and friend
of Harpo’s, decided that Harpo should be the
first American artist to perform in Moscow. So
in the fall of 1933 Harpo found himself in
Moscow with a letter to the director of the
Moscow Art Theatre in his pocket and a trunk
full of costumes and props—including the
bubble-blowing clarinet.

For this audition at the theatre, the clarinet
bit was chosen, since Harpo decided that it
would be the funniest bit without an audience.
An interpreter explained that a girl would be
singing, and then Harpo “starting playing the
tune straight, then flipped the valve and bubbles
came out.” The comrades were not impressed
by this show of virtuosity and Harpo was told
“come back tomorrow.”

The following day a call from Ivy Litvinov,
the wife of the foreign minister, Maxim Litvinov,
cleared the way for Harpo to become the first
American to entertain in Moscow. Harpo also
had the honor of becoming the first performer
in the Soviet Union to play a bubble-playing
clarinet.

As part of his act, I'm Forever Blowing Bub-
bles was the second of four spots in the show.
Harpo remembers in his autobiography: “The
first time through the bits, the staff applauded
the harp solo and howled and clapped when the
bubbles came out of the clarinet.” At the end
of the show opening night (which happened to
be his 40th birthday), Harpo received an un-
precedented 10-minute standing ovation.
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The 1991

International Clarinet Society/ClariNetwork International

CLARINET FEST INTERNATIONAL
July 17-21, 1991

Hosted by
NORTHERN ARIZONA UNIVERSITY
Flagstaff, Arizona

SPECIAL EVENTS

(as of December 1, 1990)
WORLD RENOWNED SOLOISTS: Numerous outstanding soloists from North and South America,
Europe, and Asia will be featured at this four-day conference, including Kalman Berkes (Hungary),
Michel Arrignon (France), Larry Combs (U.S.), Michel Portal (France), Fred Ormand (US.), Loren
Kitt (US.). Luis Rossi (Argentina), Eddie Daniels (US.), IThidoype Quartet (Argentina), Mitchell
Lurie (US.), The Lundberg Trio (Sweden), and The Verdehr Trio (US.)

ORCHESTRA CONCERTO PERFORMANCES: Three soloists will be featured with the outstanding
Flagstaff Festival of the Arts Orchestra.

Photo by Peter Bloomer

CLINICS & MASTER CLASSES:
Clinics and master classes will
be conducted by Larry Combs
(Chicago Symphony), Luis
Rossi (Argentina), Loren Kitt
(National Symphony), Himie
Voxman (lowa), David Wang
(China), and David Ross
(Texas, period instrument
lecture recital).

NEW MUSIC: Several new
works will be premiered
during the festival.
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he hard-driving alto
T rhythms of David
Sanborn have been
inspired by a variety of influ-
ences, from the impeccable musi-
cal tailorings of jazz arranger Gil
Evans to the pop ballads of James
Taylor and Stevie Wonder.
Besides hosting his own weekly
radio program, The Jazz Show,
he has frequently appeared as a
guest on Late Night With David
Letterman, and, with the release
of Close-Up, his eleventh albumn,
he continues to influence current
saxophone sound like no other.
For Sanborn, the tradition of
sound is something he cares
deeply about. He mentions many
revered players, both alto and
tenor, when talking about sound:
“Phil Woods and Cannonball
{Adderly), you know, and Hank
Crawford...I listen to a lot of tenor
players, I listen to Gene Ammons
and Jimmy Forrest and Coleman
Hawkins and Ben Webster...” But
Woods seems to be the favorite.
“Ilove the way Phil plays —
almost like a lower alto, like a
tenor sound... I (also) listen to a
lot of Basie and Parker.”
CONTINUED ON PAGE 2
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Rio band puts
Brazilians
“In the Mood”.... Pg.7

A different kind
of learning

Yesterday's
Reeds




RICO PEOPLE & PRODUCTS

Sanborn on Sound

CONTINUED FROM FRONT PAGE

Sanborn views the study of
present and past musical champi-
ons as an indispensable element
in a player’s education, some-
thing never to be forgotten or
ignored. “I remember running
into young saxophone players

who didn’t know who Chu Berry

was, and some that didn’t even
know who Coleman Hawkins
was,” he says, shaking his head.
“How can you play the instru-

bands were, it was a different
loud; it was an acoustic loud.”
Following the decibel trend
and relenting to electronic
demands for loudness has its
price for woodwind players.
Sanborn, who has played primar-
ily in electric bands, feels that
saxophonists who strive to play
louder and faster run the risk of
losing more important elements,
such as the vocal warmth and
emotional character that are inte-

“Sound is the most important thing.
Technique you can always get,
but sound is everything. Sound

is your identity.”’

ment and not know, let alone
more obscure players, like Tab
Smith, who's not an obscure
player, but in relation to Lester
Young and Charlie Parker, Sonny
Stitt, Sonny Cribbs...” He doesn’t
relish such a prospect. To study
the masters means more than
just knowing names and album
titles: it means discovering the
nuances of the sounds and strug-
gles contained in those albums.

He appreciates the renewed
consciousness generated by some
prominent younger players. “One
of the great things Wynton and
Branford Marsalis did was to
instill in people’s minds, especial-
ly young players, that they have
to study the masters of the instru-
ment, and it’s really brought
about a resurgence of people
going back to the roots and
appreciating the lineage and the
tradition of jazz.”

This renewed attention to
traditional jazz is welcomed by
Sanborn, who is concerned about
the evolution of electronic sound
production and the potential
effects it has upon woodwind
players today. “I never used elec-
tric hookups on my horn,” he
says. “I like the sound of the saxo-
phone and I think it's unfortunate
that as the music’s gotten louder,
it’s gotten more difficult for
acoustic instruments to fit into
that context. Even as loud as big

gral to the saxophone’s appeal.
Fellow woodwind player and
teacher John Purcell, who has
worked with Sanborn as a coach
and collaborated on other pro-
jects, agrees. “I think a lot of stu-
dents are developing physical
problems from the contemporary
demands put on them from the
electronic world.” Purcell, a
member of Affiliated Artists who
teaches at the Manhattan School
of Music in New York City, claims
that in addition to throat and
head injuries, the most prevalent

John
Purcell

problem is a potentially devastat-
ing one: loss of acute hearing. “I
find that a lot of the young play-
ers just don't hear,” he says. To
remedy these and other prob-
lems, Purcell recommends self-
awareness of the problem and a
cognitive, volume-controlled
approach to play. He advises
young players to learn about
themselves before they learn the
instrument, “approach methodi-
cally, rather than emotionally.”

Sanborn agrees and adds,
“Sound is the most important
thing. Technique you can always
get, but sound is everything.
Sound is your identity.”

Sanborn relies on basic tools
to construct and refine his sound.
He insists on at least one hour of
practice each day, “...unless I'm
playing all day, then it’s difficult,
but when I'm not working, I prac-
tice. I'm a little more methodical
about it now.” He also uses “facial
yoga” learned from Purcell,
which helps facial muscle
strength, flexibility and
embouchure development.

When warming up, he plays
long tones, scales and occasional-
ly works with Oliver Nelson’s
“Patterns For Saxophone” book.
He uses La Voz alto medium
reeds, soaking them, then
inspecting the fibers, sanding
them and sometimes making
adjustments with a reed knife. He
and Purcell have also experi-
mented with technical adjust-
ments of the horn “trying differ-
ent screws in different places,
esoteric stuff... which changed the
way it sounded.”

Sanborn shows no sign of
complacency despite his commer-
cial successes. When asked
whether he is satisfied with his
sound, he says not yet, “I'd like to
fill it out.” He expresses the desire
for more public awareness and
insight about jazz, to see more
people learn about music, not just
learn to play notes. “Jazz, by its
very nature, is not a mass music
— it’s for more discriminating
tastes. It's not mass popular
music, nor should it be, because
jazz pushes the boundaries. But
to push the boundaries, you have
to understand where you're com-
ing from and the tradition from
which it comes.”
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Steve Grove

Steve Grove, featured
saxophonist with legendary r&b
group Tower Of Power, has just
completed a one-year tour with
Richard Marx. A graduate from the
University of Miami, he has also
recorded with Linda Ronstadt,
Michelle Shacked and, along with
the entire Tower of Power hom
section, can be heard on the
Simpsons album.
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Our friends answer

QUESTION

your (questions
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. Is there any particular
mouthpiece or strength
reed that is best for playing in
the altissimo register?

Answered by
Steve Grove

Yes, probably a more open

» mouthpiece; one with a
small chamber, but with a larger
tip opening. If you're talking
about a Rico Royal, instead of
using a number 5, which is for a
beginner or more conservative
sound, it'll be easier on a number
7 and up. Regarding metal versus
non-metal, I'd say they're all
about the same.

{For technique:) When
learning, I used a book by Sigurd
Rascher, “Top Tones for the
Saxophone.” It has exercises that
explain the overtone series of the
saxophone, even for notes that
are not altissimo. There are three
or four fingerings that will play
the same note. 1also use a hook
by Ted Nash for altissimo note
fingerings. Be very careful,
because if you try to play the
altissimo, what you end up doing
is pinching or biting real hard and
that's not the way to do it. You
have to use more pressure, and
pinching is simply not the way.
Everything comes from the air,
even low notes, all the way down.
Try to keep it even.

When playing altissimo, it
takes a little more lip pressure
and a little different placement on
thereed. That’s why it's impor-
tant to use a book like the Sigurd
Rascher book and really go slow.
Play the low note, then go to the
next octave and get that under
control. Then go up to the next
overtone. That also will help the
sound over the whole instrument.

If you can play all the over-
tones in tune ... by playing the
alternate fingerings, your playing
will be more in tune and focused.

Sometimes it’s hard to get
= a good low C, or whenI go
Jrom a low note to a higher
note, it tends to be sharp.

A There are several things

« that could cause this. First,
the reed could be too weak, or the
saxophone has a leak. Start
adjusting the saxophone and find
out where the center is.
Remember, though, each
mouthpiece will have a different
effect on the horn.

To tune the overtones, finger
amiddle C, and then play the low
C fingering. Make a low C the
overtone, so that the middle C and
the low C fingering both sound
the same note. If the middle Cis a
little sharper, that means that the
mouthpiece is pushed in too far.
Pull it out a little bit. Relax and hit
that note, and if you keep the
same pressure on that low note,
the horn shouldn’t be out of tune.
Nore: If you just can’t get it cen-
tered, then there’s a possible pro-
blem with the instrument, mouth-
piece or some other problem that
is not caused by technique.

Is a tenor more difficult to
« begin on than an alto?
1 went through three tenors and
now feel comfortable on alto.
But I still love that tenor sound!

Answered by
Buddy Collette

It could be. A tenor is bigger
= than an alto. They also are
different to play, being different in
their shape and the way you have
to hold your hands. When 1
switch from alto to tenor, I find it
very difficult to play both on the
same job. [ used to play both of
them in Jerry Fielding’s band,
and that gave me the most
problems doubling. I've always
felt that one doesn’t necessarily
help the other. Even when I play
CONTINUED ON PAGE 4

Buddy Collette

Buddy Collette has dominated
West Coast music for the past five
decades, starting with the early
friends he made on the famed Los
Angeles Central Avenue strip, such
as Charles Mingus and Chico
Hamilton. The tonal elegance of his
flute, clarinet and saxophone have
been heard in the Harlem Nights
sound track, the Carol Burnett Show,
recordings with Frank Sinatra, and
the late Nat King Cole and Sarah
Vaughn. In addition to composing
and performing in Los Angeles and
touring Europe, he also teaches at
Loyola Marymount College.



Dave Koz

The saxophone of Dave Koz can
be heard on the albums of Natalie
Cole, The Commodores, Gladys
Knight & The Pips and Brenda
Russell. Still in his 20s, he has
played with Bobby Caldwell and
Tom Scott, toured with Richard
Marx and recently released his first
self-titled solo album for Capitol
Records. A graduate of UCLA (Uni-
versity of California, Los Angeles),
his studio credits include “Down
and Out in Beverly Hills,” “Rambo
lI” and “Action Jackson,” in addi-
tion to numerous video appearances
and live performances.
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| HAVE A QUESTION

CONTINUED FROM PAGE 3

clarinet and saxophone, [ don’t
feel that. But [ would rather not
play tenor and alto together on a
job, because then I feel if one’s
going well, 'm doing something
wrong with the other. Now I'm
not sure if that's because of the
different sizes of the mouthpiece
or what.

I would recommend con-
centrating on one instrument for
now. If you want to continue play-
ing both, work with one instru-
ment at a time, whether prac-
ticing or playing for a job.

The problem that I see
s with most young sax
players is an inconsistent
variability of intonation from
register to register. What can |,
as an instructor, do about this?

There are many factors

= responsible. Teachers
should evaluate their students’
habits and equipment to see
what's causing the inconsistency.
They should check to see whether
the problem is caused by equip-
ment or technique. If technique is
faulty, check to see if the student
is breathing properly. There’s
also a possibility that the embou-
chure is not firm. Perhaps there’s
air escaping from the sides of the
mouth. To correct this, practice by
blowing long tones, to make sure
the tone is even and each note is
balanced.

If no technique problem can
be found, check the instrument.
Mouthpieces can also cause some
inconsistencies. The lay may be
too close or too wide. Maybe the
reed is not a proper strength.
Paying attention to these things
could correct a lot of intonation
problems, especially for begin-
ners. However, I think breathing
is especially important.

When you play in the high
register, you should realize that
this register needs more support.
Not just more breath, but a
constant strength. If you play top
notes with the correct air flow, it
gives you a feeling of how you
support the diaphragm, keeping
the air pressure going into the
instrument. When you play in the
low register, your breath isn’t
completely relaxed, but there is a
little difference.

When working on breath

“If you can play all the overtones in

tune... by playing the alternate

fingerings, your playing will be
more in tune and focused.”

@ & & 8580 0000

control, concentrate on sup-
porting the diaphragm. Don'’t get
too big of a breath. There’s only
so much air that will go into the
instrument. Just use a full breath.
That’s the principle of long tones.
It took me a long time to figure out
what long tones are for. They get
your air column and diaphragm
and everything working together;
when you get that, you've got a lot
accomplished. It’s like warming
up--whether you're playing an
instrument or jogging, you don't
just start out. You warm up (with
the long tones) and then you're
ready to play.

When I was first taught,
s I learned to tongue to the

roof of my mouth. Now I find
that I can’t speed it up.

Answered by
Dave Koz

Well, I don’t think that

= you're alone. Tonguing,
being fast and playing fast, is
something that we all want to
strive for and want to achieve
right away. We want immediate
results. For me personally,
tonguing was always a problem. I
wanted to play fast, but it took a
long time to get to that point.

I learned tonguing basically
like this: I go about a third of the
way from the tip of my tongue,
and use that area to touch where
the reed and the mouthpiece
meet. But that’s for me. I'd say
players should find the right place
for themselves.

When tonguing, gently touch
the tip of the reed and mouth-
piece. You don't necessarily have
to have a real hard touch. A
lighter one works better, because
you can move away from the
mouthpiece quickly and not
impede the air.

A good way of practicing this
is to take passages, a book, some-

thing you're working on at home,
and try it, real slow first, and
tongue each note. Then work up
your speed until you've got it to
the tempo you want.

You also can vary your
tonguing, every other note, and
then every three notes. Make up
your own pattern. Find interest-
ing ways: with different tech-
niques, the same passage can
sound very different. The speed is
part of how much you practice it,
how quick you can get.

Q How should I prepare
« for a concert or

recording session?

Any time that you're going
s to be playing where the

pressure’s on, it’s always an
interesting experience, because
the pressure is putting your mind
in a different setup than where it
normally is. You need to be
relaxed.

First of all, you want to make
sure that your instruments are in
their best condition. Also, pick out
some responsive reeds. That way,
you're not going to have problems
with a key sticking, a pad that's
leaking, or a reed that’s not
responding.

Be in a good mood and get
some rest the night before. All of
these things will have an impact
on your performance. The most
important thing is to go in with a
clear head and let the thing you
do best, creating music, come out.

In the studio, what works
best for me s to get there with a
few minutes to spare and take a
deep breath and relax in my car,
before going in. Cool yourself
down before going in. Once you
get inside, visit with people if you
have a chance. Its nice to develop
friendships and feel at ease.
Having a few minutes to just rap
with people works wonders.



JOIN OUR PLAYER/ADVISER GROUP

It's important for us to know the problems you face and the solutions that work for you. Do
you have questions for our editor to write about? And, would you like to be part of our player
advisory group to help us evaluate new products and solutions? [ YES!
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Musicfest

IVes

students the chance
of a lifetime

=a ince 1987, many young
s music students seeking
fame, guidance and for-
tune have begun their searches at
Musicfest competitions.

Musicfest USA, the premier
educational music festival
in the United States, has 80 affili-
ated regional festivals, annually
representing approximately
10,000 schools. More than 2.5
million music students participate
at the regional level each year.
The resulting competition is in-
tense, attracting the attention of
many music manufacturers like
Gemeinhardt, Yamaha, Roland,
Fender, and Rico International.
Total Musicfest USA 1990 schol-
arships amounted to over
$100,000, and the event offered
more than 30 hours of clinics
and workshops.

Musicfest Canada 1990,
recently held in Winnipeg,
received support from a variety
of industries such as General
Motors of Canada, Ltd., Canadian
Airlines International and Berklee
College of Music, helping to con-
tribute more than twenty-five
scholarships in its four year histo-
ry. Headquartered at the
Winnipeg Convention Centre,
Musicfest Canada’s scheduled
performances by stage bands,
concert bands, vocal jazz combos,
concert ensembles, concert choirs
and Dixieland combos numbered
over 170.

Besides more obvious bene-
fits, such as scholarships and
recognition, students gain
valuable experience while
performing and compet-
ing at Musicfest, and fre-
quently go on to achieve
higher goals. Rico Inter-
national, who sponsors

Golden Reed Awards and schol-
arships at both festivals, has
had the satisfaction of watching
several of the recipients do just
that. Christopher Hollyday,
who won at the 1989 Musicfest
USA, has recorded two solo
albums and toured with Maynard
Ferguson. Ron Blake, also a
Golden Reed Award recipient
in 1989, recently combined a
flourishing career with his jazz
quintet with a recent appoint-
ment as assistant professor of
Jazz Studies at the University
of South Florida in Tampa.

The 1990 Golden Reed
Award roster is impressive.
Recipient Gabe Dorrell, who cur-

m

Rico International President Richard

Knaub presents Golden Reed Awards
to Brooks Giles (1), Todd Delgiudice (2),
and Gabe Dorrell (3).

Rico Manager of Marketing
Operations Mike Zucek presents
Awards to Brooke Maxwell (4) and
Susan Elliott (5).

rently attends Booker T. Wash-
ington High School in Dallas, TX,
hopes to attend Cal Arts, North
Texas State or Berklee in 1991.
Brooks Giles, another 1990
recipient, used his scholarship
as tuition at Queen’s College in
New York, where he is complet-
ing a master’s degree in music

performance. The third 1990
recipient, Todd Delguidice, chose
the University of Miami from
several scholarship offers, and
became the third freshman in the
school’s history to be accepted
into the prestigious Concert Jazz
Band, an honor shared with Pat
Metheny. Delguidice is pursuing
a degree in music performance
and plays clarinet in the univer-
sity symphony.

Rico plans to continue the
Golden Reed Award program at
the upcoming 1991 Musicfests.
Musicfest USA is scheduled for
May 1-4 in St. Louis; Musicfest
Canada is scheduled for May
15-19 in Vancouver, and will
be coordinated with British
Columbia’s 1991 Year of Music
Festival. Musicfest officials expect
the combined effort to yield the
largest celebration in Canada
since EXPO ‘86.

“We feel that our support of
music education is a most
rewarding part of our job,” says
Rico International president
Richard Knaub, who presented
the 1989 and 1990 Musicfest
USA awards. “We truly value the
relationships we've
established with our cus-
tomers. Over the past few
years, we've spent a
great deal of time culti-
vating our player/adviser
network, which enables
us to reach players every-
where, including stu-
dents. The communica-
tion we receive from
them is invaluable. If we,
as members of the music
industry, can contribute
to their education, they
stand a better chance of being
able to do what they do best.”
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Educatienal products bring

magic

ico International
Education Division has
introduced new products

to encourage children to learn to
play music.

The Kudo Favorites Concert
songbook and cassette tape, which was introduced in November 1990,
features non-seasonal popular children’s songs. Youngsters who
already have the Magic Recorder Starter Set can use the Kudo Favorites
Concert cassette’s accompaniment and songbook to master such adapt-

ed childhood classics as

7 L R “Old McKudo Had a Band”
===== | and “Buffalo Gal,” thus
glcl)ntinujng to strengthen
R E C eir musical skills.
2 A The Magic Recorder
approach is especially
useful for children
) interested in
o woodwind
e instruments.
ir The program
introduces them to
musical concepts such
A ; as tonguing techniques,
g P melody improvisation on the
o === recorder, and tempo patterns,
s Sch as triplets and dotted
The Magic  notes. Children who go on to
Recorder Starter Set  study clarinet or saxophone
_ contains everything that  will find themselves already
learning to cl‘z:m;r:(;] rzg?isn?:s?g l'}';l:iztt' for familiar with these coneepis,
contaings a rlzzcxrder, songbook, colorful “This is the next step il
stickers, plus lesson and concert cassettes. ~ OUI' ONGOING MUSIC education

line,” said Mike Zucek, Rico’s

Manager of Marketing Operations. We think that the Magic Recorder
offers something unique to any child who shows ‘an interest in music.”

Rico’s Magic Music Series provides inexpensive musieal education
for children ages 6-10 who might become frustrated using con-
ventional instruments. John Thomas, studio musician and
assistant professor of jazz studies at the University of
Southern California in Los Angeles, bought a Magic
Recorder Starter Set for his eight year old daughter
Celeste and was
pleased with the
results. “The first
thing she did was
decorate the
recorder with
colorful stickers.
Then she lis-
tened to the
cassette about
how to play
the recorder,
and was actual-
ly playing the
instrument in no
time,” said Thomas.
“I've been avoiding
teaching her about music
for fear of being too pushy

Professor John Thomas and
his daughter Celeste, with the
Magic Recorder.

of music
children

and demanding. The Magic
Recorder has been the right
answer so far because she’s
doing it by herself. We now
sometimes march around the
house playing our recorders
together.”

Rico’s Magic Recorder Pro-
gram was established in 1987.
While many educational products
for beginning students exist, the
Starter Set is unique because it
provides a non-conventional
approach for children who want
to learn to play and read music.
Current produets include The
Magic Recorder Starter Set, The
Magie Flute, a brilliant chrome
metallic finish instrument with a recorder mouthpiece, and supplemen-
tary books and tapes including Kudo Favorites and Christmas Music.

The Magic Flute, a brilliant chrome
metallic finish instrument with a recorder
mouthpiece.
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Rio band puts
Brazilians

or the past 17 years,
Marcus Szpilman, M.D.,
one of Brazil's most

prominent plastic surgeons, has
brought the music of Glenn Miller
and Count Basie to his homeland.

Szpilman’s 17-piece Rio Jazz Orchestra played the famed Villa-
Lobos Theatre in Rio de Janeiro to a standing-room only audience in
May of 1990. Over 600 listeners crowded into the 450-seat theatre
to hear nostalgic favorites such as String Of Pearls, _ Lady Be Good,
and Sunrise Serenade. For many Brazilians, the Big Band era
is here, partly due to Szpilman’s passion for its music and
woodwind instruments.

“When I was very little, [ remember hearing ~ *
music and instruments. My father was a violinist,
saxophonist and clarinetist,” Szpilman says. He is a
fourth generation orchestra player who started by
studying violin at the age of six. However, he inherited
his father’s fondness for dance bands and tenor saxo-
phone and has departed from the long-standing Szpilman
family tradition of strings. He prefers the sound of saxo-
phone. “The reed instrument is more mellow and romantic.
The sound is not as hard as brass,” he says.

His commitment to big band music has endured despite the
heavy demands of the medical profession, but he feels that there is
a common thread — the pursuit of harmony. “When I grew up, I
was so involved with arts — all kinds of arts — to conciliate to the
tendencies | had, I felt that by doing something in an art form in
medicine, | would be close to my origins.”

Szpilman’s daily routine usually includes at least one
surgery. “I see about fifteen to twenty patients in the after-
noons,” he says. He depends upon thirteen clinic staff members
and three other physicians to keep evenings free, especially
Tuesday evening, band rehearsal night. He also spends
time arranging music and booking concerts. He
prefers not to compose, but appreciates the experi- _j
ence that arranging gives him. “I have a better /
understanding and feeling of other people’s arrange®
ments so I can direct my band properly.”

He enjoys the work of many classical composers,
such as Scarlatti, Bach, Rimsky-Korsakov, Ravel and
Debussy. “Since my time is limited, I've chosen to study
jazz, including the new styles and most recent tendencies.
He admires Argentinean
music. “They have a fantastic
native style, which you know

The Rio Jazz Orchestra,
conducted by Dr. Marcus
Szpilman, has played hig ?
band music since 1973. 4]

as the tango, and Pia Zolla has
made a lot of different introduc-
tions to the music of Argentina.”
He shuns modern rock-influ-
enced work, turning instead to
“the things we used to play in the
40s, 50s, 60s and even a little hit of the 70s.”

Szpilman speaks freely of Brazilian musicians’ hardships.
According to him, local musicians and especially woodwind players
without a day job find life tough. “Very few good musicians survive. The
best go to the States or to Europe. Fifty percent of my band is made up
of retired people who were good professionals and don’t want to stop
playing.” The rest are mostly young players. There is only one other
amateur musician in the band besides himself — his
drummer is an engineer.

While carnival music might be Brazil's most
famous musical asset, its artistic limitations some-
times frustrate musicians who want to play other
things. “It's good music for singing and rhythm...after
a while they (the musicians) get really tired.” When
asked about musical life in Brazil after carnival, he

adds, “Only the people who play synthesizers, bass
and drums survive here.”

Brazilians who attend Szpilman'’s unique
concerts receive a rare first-hand introduction
to American jazz classics, such as the Glenn

Miller revival he hooked last year. “I think
it was so important to the American
music, and I thought [ should give the peo-
ple here a taste of what it was like.” He
had a few original Glenn Miller arrange-
ments that previously belonged to his
father; another one of his band members
painstakingly transcribed more arrange-
ments instrument by instrument from
recordings. The response was overwhelm-
ing. “On the first night, there were 700
people packing the 500-seat theatre. They
were sitting on the walls, the stairs — everywhere.
We had to repeat it five times!”
The Rio Jazz Orchestra plans more concerts
to meet the Brazilian demand for American big
band music, which seems to be growing in popular-
ity. A recent performance was for an eight-day
Count Basie History festival in Rio de Janeiro.



Here’s a list of shows
Rico International will
attend during 1991:

January 10-13

International Association of Jazz
Educators

Washington, DC

January 16

MDA Exhibition Day (Music
Distributors Association)

NAMM

Anaheim, California

January 18-21

NAMM Winter Market

National Association

of Music Merchants

Anaheim, California

February 6-9

Texas Music Educators Association
San Antonio, Texas

February 15-18

American International Toy Fair
New York, New York

February 26-March 2

Lionel Hampton Jazz Festival
Moscow, Idaho

Benny Golson

La Voz tenor hard

Ronnie Laws

La Voz alto hard
La Voz tenor hard

Sonny Rollins

La Voz tenor med|
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December 18-21
Mid-West International
Band & Orchestra Clinic
Chicago, lllinois

March 2-6

Frankfurt Musik Messe
Frankfurt, Germany

April 13-15

National School Boards Association
San Francisco, California
May 1-4

Musicfest USA

St. Louis, Missouri

May 15-19

Musicfest Canada
Vancouver, British Columbia

July 4-11
Musika
Moscow, USSR

July 18

International Clarinet Society
Flagstaff, Arizona

July 29 - August 3

Texas Bandmasters Association &
Texas Orchestra Directors
Association

San Antonio, Texas

August 1-4

NAMM Expo

National Association of Music
Merchants

New York, New York

Ronnie Cuber, guest artist/clinician for Rico, will appear January 11-

12 at the International Jazz Educators Festival in Washingten, D.C.

Kenny G
Hemke soprano 42 /.

Hemke tenor #3

Hemke g

1 > /-
Sonny Rollins

Rico Royal tenor #2 1/.

e Rico Royal tenor #3 1/

_ Stanley Turrentine

stione #3 /.

John Klemmer

Rico tenor #2 /- and #3
Rico soprano #2 />

John Klemmer

Plasticover tenor #2 /., #3-

Dave Koz
Plasticover alto #3 '/:
Plasticover tenor #3 '/



hen Frank Chase's

students take notes

during class, they use a
clarinet and saxophone instead
of pencil and paper.

For seven years, Chase
has taught clarinet and sax-
ophone to students at the
University of California, River-
side campus. Over the decades,
he has nurtured a host of out-
standing players, but some of
his best pupils and his most
challenging work can be found
here and now.

Chase’s work at UC River-
side has earned him the 1988-89
Exceptional Instructor Award
from the campus Special Services
Department, lauding “the dedi-
cation in developing special
techniques for teaching music to a
student with a learning disability.”
This honor is awarded by those
who receive the benefit.
Handicapped students themselves
nominate instructors from each
department, and final selections
are made by the Chancellor’s
Advisory Committee of Students
with Disabilities.

Learning disabilities range
from dyslexia to cerebral palsy.
Dyslexia, a neurological
information processing disorder,
afflicts up to 15 percent of the U.S.
population, according to a recent
Congressional study. According to
the Riverside-based Orton
Dyslexia Society, current therapy
for dyslexia consists of intensive
phonetic reading, which creates
new audio-visual information
routes in the brain, improving its
perception of spoken and written
language. Instead of direct
therapy for a student’s disorder,
Chase adds a creative flair,
employing music to develop a
new strength--audio-visual
cross-training.

One student, a young
woman with dyslexia, recently
studied the clarinet with Chase.
During her lessons he instructed
her to visualize the music, con-
centrating on the images of staff
lines and clef symbols, then to
listen for and recognize the pitch
of notes. “She’s been on the
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dean’s list for the last three
quarters now,” he says with
pride. Another student with
spastic multiple sclerosis worked
on blowing long tones on the
saxophone to develop overall
muscular control. Prior to
studying with Chase, he was
unable to sit still for more than a
brief moment. Now, he is a
teacher at a local school.

Another of Chase’s students
was a young man who had no
conscious muscular control of his
fingers. His father had previously
attempted to tutor his son by
touching his fingers with a sharp
pencil. When a mutual friend sug-
gested that the young man study
with Chase, different things began
to happen.

First, Chase enlisted the help
of the Selmer Company to modify
an alto saxophone. He arranged
for the instrument’s keys reach to
be changed, designed special ex-

tensions for them, and asked
Selmer technicians to lighten
the touch.

Using the modified horn, the
student first started on simple
exercises: long tones, taking
things one note and one finger
ata time. His finger control
improved to such an extent that
he is now working at UCLA
Medical Center (University of
California Los Angeles) and is able
to use a pencil and typewriter at
work.

The majority of Chase’s
students are not special education
students, but non-music majors
who enroll in woodwind classes
as an elective. While they may not
have a learning disorder or
handicap, they may come to him
with other problems in technique,
which can be frustrating and
difficult to address. He tackles
these problems by making friends
with his students and keeping his

door open. “l insist that they call
me by my first name,” he says.
He encourages all his students
to keep in touch with him during
summer breaks, vacations, and
whenever they need help. To
earn his students’ trust, he offers
them respect and guidance and
expects honesty and hard work
in return — a foundation he
considers vital.

Chase’s ability to commu-
nicate, improvise and utilize
have served him well. An active
musician for over fifty years, he
was one of the elite group of
New York radio saxophonists
who played in scores of radio
shows every week in the 1920s
through the 1940s, such as the
Texaco Hour with Don Vorhees,
the Coca Cola Show with B.A.
Rolph and the Hit Parade Show
with the Boswell Sisters. His
West Coast radio work included
the Chase and Sanborn Hour
with Edgar Bergen and Charlie
McCarthy and the Lucky Strike
Hour with Frank Sinatra.
However, one of the things he
treasures most is the work of
today with his pupils
at Riverside.

The feeling is shared by
members of the UC Riverside
Special Services Department,
who established the Exceptional
Instructor Award in 1984-85
at the request of a handicapped
student who received exceptional
support from another instructor.
“We don'’t just want good in-
structors, but instructors who go
out of their way and are out-
standing with the handicapped,”
says Marcia Schiffer, coordinator
for UC Riverside Disabled Stu-
dent Services. Chase is both the
first music instructor and the first
electoral instructor to receive the
award in its five year history.

He prefers not to single out
his special education students
from the rest. To him, there are
no handicaps, just musicians.
Although he is pleased with
receiving the award and the re-
cognition, he adds, “I'm more
proud of my students’ achieve-
ments than anything else.”



RICO PEOPLE & PRODUCTS

Rico International
receives Export Award

ico International
received the Presidential
“E” Award For

Excellence In Export.

The Honorable Roger W.
Wallace, Deputy Under Secretary
for International Trade, United
States Department of Commerce,
presented the “E” Award plaque
and flag to Rico’s International
Sales Director Aase (Osa)
Jorgensen. Wallace, who repre-
sented President Bush, officiated
at the ceremony, which was held
May 18th, 1990 at the Los
Angeles Airport Sheraton Hotel,

Wallace complimented the
company's successful expansion
of foreign markets and sales to
over 90 countries. “Rico’s innova-
tive sales and marketing tech-
niques have allowed it to make

RICO PRODUCTS LIMITED EDITION SHIRT COLLECTION

sales and maintain customers in
foreign markets where competi-
tors have been unable to operate
effectively,” he said during the
ceremony.

Created by John F. Kennedy
in 1961, the Presidential “E”
Award recognizes select compa-
nies and individuals that excel in
export commerce over a four
year period. Recipients of the
award undergo extensive review
by U.S. Commerce Department
district directors, industry special-
ists, the Presidential “E” Award
Committee and the Secretary of
Commerce. A maximum of two
nominees is chosen yearly from
each state.

Rico executives plan to con-
tinue efforts to reach woodwind
players. “We want to use every

Available on high an
quality white 100%
cotton preshrunk T-shirts
and long sleeve cotton/
- acrylic sweatshirts

Rico International executives display the “E” for Excellence Award flag: (from
left) Mike Zucek, Manager of Marketing Operations; Aase (Osa) Jorgensen,
International Sales Director; David Gupton, Customer Service Operations Manager;

along with Sherwin Chen, Acting Regional Director of U.S. Department of Commerce.

tool available to recognize and
meet the needs of musicians
throughout the world,” said Rico
President Richard Knaub. “Our
sales programs, product support
and player/adviser network are
all designed to let us communi-
cate with and, ultimately, assist
musicians worldwide who need
our products and help.”

California Governor George
Deukmejian also sent Rico a con-
gratulatory citation, honoring its
“exceptional capabilities...and

success in our competitive econo-

my.” The company has manufac-
tured and distributed woodwind

reeds and accessories since 1928,

and has exported worldwide
since 1946.

Walt Tucker Designs

P.0. Box 3445, Glendale, CA 91221 - 0445
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plus $3.50 for shipping and handling (5.}, add $1.00 for each additional item.

Outside U.S. $7.50 shipping and handling, plus $2.00 for each additional item.
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RICO PEOPLE & PRODUCTS

Yesterday's Reeds

B Gold Band

The Gold Band reed box, sold by
Carl Fischer Musical Instrument
Company, was easily recognized by
gold trim on the box and the reed's
heart, plus an oval filed butt. Reeds
were individually packaged in
matching blue and gold envelopes.

B Vandoren

Vandoren's box from the early 1950s
was lilac cardboard with a yellow
label. The top cushion packing was
embossed with the cursive logo.
Vandoren is a registered trademark of Vandoren Panis

H Andre

Andre, a former brand of Rico,
changed its package several times,
from a green string-tie package to
green with an orange seal and a
yellow and black hinged box.

A A Lelandais
¢ Made of gray coated cardboard
with burgundy accents and seal,
the A. Lelandais box was hinged for
easy opening. Its reeds were
stamped with the same sweeping
cursive signature.

B Belphona

One of the smallest boxes, the
Belphona brand held 12 reeds and
was labeled inred; its box was
unhinged cardboard. Reeds were
stamped with the diamond-shaped
logo.

If these boxes could talk...

B Mello-Kane
2888650000000 060060000 00 06 MelloKanessealedgreen and

black box was made of cardboard.
Many of today’s woodwind players find areen abe. This brandalsows
yesterday’s reed boxes fascinating. Each has its own  manutactured by Rico for Micro
nostalgia. Some are slender; chic pastel boxes; others ~ Musical Products of New York.
are brightly colored. Some resemble miniature @ Rico wooden
wooden jewelry boxes. Some are not even boxes. Vi Riw wanding by ses-orohid
We invite those who engage in the pursuit of reed
anthropology to imagine the instruments that they

with notched side seams and a
hinged top. 0f all the woods exam-
must have graced and all the stories they could tell. If

ined for box production, native
California redwood was chosen for

its fiber quality and resistance to
Only they could talk... -~ o insects. This box was sometimes
What boxes do you wrapped in orange cellophane.
know about? Originally

B Scientific — i

The Sciemifﬂackage was not <l s @;/ : o
abox, buta red, black, 5 loame /
yellow & white <3 g

m-:v%z:l:z;:gge;y ﬂ" introduced in 1940, its production

the Emest Deffner 1 continued until after World War il.

The cardboard “wood-grained” box
followed, until the advent of the
current orange box, which was
introduced in the early 1980s.

Company in New York.
Scientific reeds contained a
triangular resin-filled hollow
cut-out located on the underside

B Black Line
Black Line boxes contained regular

below the heart. and plastic coated reeds, available @ Plastican
Brilhart in clarinet and saxophone sizes. Plastican’s plain red box sports

Black Line was manufactured by
Rico for Micro Musical Products
in New York.

only a stamped imprint; these
reeds were Brazilian copies of
Rico Plasticover reeds.

One of the largest boxes, the Brilhart
Special held 25 reeds, which came
inred and white
reed cards. They
were manufac-
tured by Arnold
Brilhartin New
York.

n
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The world’s leader in reeds

T Rico Royal®
Mouthpieces

Rico Royal GRAFTONITE™ mouthpieces play easily, sound wonderful
and open up a new range of musical expression throughout the
entire register. Available in three chambers and three facings for
Clarinet, Alto and Tenor Saxophone and one chamber and three
facings for Baritone and Soprano Saxophone. Rico Royal METALITE™
mouthpieces duplicate the impressive sound and projection of
metal mouthpieces without their unpredictability. They feature a
special chamber design and are available in four facings for Clarinet
and Alto, Tenor, Baritone and Soprano Saxophone.

€ Rico® Reeds

An excellent, all-purpose reed,

cut to the exacting specifications
favored by professionals and

students for 50 years. Available for
Bb, Eb, Alto and Bass Clarinet and
Alto, Tenor, Baritone & Soprano
Saxophone. Reeds are graded: 1,
1Y%,2,2Y,3,3%,4and5.

4 Rico Royal® Reeds

Manufactured from specially selected
cane, with a filed cut that enhances
tonal flexibility in all registers. Available
for Bb, Eb, Alto and Bass Clarinet and
Alto, Tenor, Baritone and Soprano
Saxophone. Graded 1,1Y2,2,2Y,3,
3%, 4and5.

10 Tenor Sax reeds

The expression
that moves an audience
startshere

4 Double Reeds

. ®
€ Plasticover
A unigue reed with the response,
“feel” and playability of the finest
cane. A special coating helps
produce a tone with extra “edge”
and brilliance, plus a much longer
reed life. Available for Bb, Eb,
Alto and Bass Clarinet and Alto,
Tenor, Baritone and Soprano
Saxophone. Graded 1,
1%,2,2%,3,3Y2,4and5.

¥ Frederick L.Hemke™

Individually hand-selected for the
saxophonist who desires the ulti-
mate in response, tonal elegance
and flexibility. Provides maximum
ease of playability from the lowest
note to the top altissimo harmonic
range ofthe saxophone. The
specific cut is closely supervised
by Dr. Hemke. Available for Alto,
Tenor, Baritone and Soprano
Saxophone. Graded 1,1, 2,2,
3,3Y2,4,4Y2and 5.

€ (Grand Concert™

A hand-selected professional clarinet

reed with an improved French/
Symphonic cut. The
design leaves more
cane in the vamp area
providing more sup-
port, endurance and
longevity. Intonation is
improved throughout the whole sym-
phonic range. Each reed is individually
hand-selected and strength graded.
Available for Bb clarinet. Graded 1,
1%2,2,2Y,3,3Y,4,4%,5and 5 Y.

and accessories.

T Mitchell Lurie™

Individually hand-selected for discrim-
inating clarinetists who demand subtle
tonal nuances in all registers and sen-
sitive dynamic response from ppp to fff.
Available for Bb and Eb Clarinet in the
original cut and a filed premium cut.
Both are manufactured under the per-
sonal supervision of Mr. Lurie. Graded
1,192,2,2Y2,3,3"2,4,4Y2,5and 5 V.

¥ La Voz Reedgard™
Il and Reedgard™ IV

Perfect for protecting and extending
the life of your reeds. Reeds dry
perfectly flat. Reedgard Il holds
two reeds and is available for
Clarinet/Alto Saxophone,
Tenor/Baritone Saxophone and
Oboe.

Reedgard IV holds four reeds and is
offered in one model for Clarinet/Alto
Saxophone and another for
Tenor/Baritone Saxophone.

« LaVoz®

An artist quality reed specifically cut
from selected cane for the musician
desiring maximum sound projection.
Available for Bb, Eb, Aito and Bass
Clarinet and Alto, Tenor, Baritone and

Vv H.W. Pad-Saver™

A swab cleans the bore but leaves
damaging moisture on pads where
it can cause them to rot and
keys to stick. Simply slide a
Pad-Saver demoisturizer
into the instrument
before putting it
away to avoid

these
problems.
Available for
Clarinet, Flute and Alto,
Tenor and Soprano
Saxophone. Ask for Sax-

Savers too.

neck Savers and Mouthpiece

Rico Oboe and Bassoon reeds
feature an American cutfor a
slightly darker sound. La Voz
Oboe reeds are made with a
French cut for a bright sound.
La Voz Bassoon reeds are made
with a German cut for a darker,
richer sound.

;’
v

Soprano Saxophone. Graded Soft,
Medium Soft, Medium, Medium Hard
and Hard.

CO

€« Mute
Holder

Rico’s mute holder

keeps straight and 8484 San Fernando Road,
cup Trumpet/ Sun Valley, CA 91352.
Cornet or Trom- 1-800-556-4321.

bone mutes ready

for immediate use ©1990 Rico International. Specifications

subject to change without notice.



FLAGSTAFF, ARIZONA

Flagstaff is often called “The City of Seven Wonders,” and with good reason, for within 80 miles of this scenic
mountain community are Grand Canyon National Park, Oak Creek Canyon, Walnut Canyon, Wupatki National
Monument, Sunset Crater, Petrified Forest/Painted Desert National Parks, and Flagstaff’s own San Francisco
Peaks.

Situated at the base of the San Francisco Peaks, Flagstaff stands at an altitude of 7000 feet. The Peaks,
which reach more than 12,000 feet into the sky, are the state’s tallest mountains. Summer climate is cool
and comfortable with an average daytime temperature of 72 degrees.

NORTHERN ARIZONA UNIVERSITY

Northern Arizona University is a comprehensive public university that offers excellence in teaching, research,
and public service. Its main campus is in Flagstaff, with off-campus sites throughout the state and a center
in Yuma. Enrollment at the
university currently exceeds
15,000 students.

The Division of Music in
the School of Performing
Arts currently offers
degrees at the bacca-
laureate and master’s
degree levels. Majors are
available in voice and
instrumental music, piano,
and organ. The School is a
full member of the National
Association of Schools of
Music.

Photo by Peter Bloomer
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PROGRAM

WEDNESDAY, JULY 17

® The Opening concert Wednesday evening will feature Kalman Berkes (Hungary).
Sponsored by the Buffet Company, this outstanding artist performed in Quebec in
1990 and was one of the highlights of that fine conference.

= Following the concert the membership will be the guests of Northern Arizona
University at a wine and cheese reception.
THURSDAY, JULY 18
Greetings from President Eugene Hughes
A host recital by Northern Arizona University faculty
Michel Arrignon (France, courtesy of Glotin Reeds)

Himie Voxman—Potpourri Recital featuring John Anderson, Steven Swedish, Patty
Kostek and Charles West

Dinner at the Grand Canyon followed by a program by Jerry Kirkbride and University
of Arizona colleagues

T Yrvyy

L

FRIDAY, JULY 19

» Potpourri Recital featuring Robert Spring, Steven Klimowsky, James Jones and
Thomas Piercy

» Valery Bezruchenko, US.S.R.
» The Verdehr Trio
» Larry Combs (courtesy of the Leblanc Company) and the Flagstaff Festival of the Arts
Orchestra
SATURDAY, JULY 20

Potpourri Recital featuring Elizabeth Rheude, Eric Mandat, Roger Cole, George Mellott
and Clark Fobes

Michel Portal (courtesy of the Selmer Company)

Y

Ihidoype Quartet, Argentina

Loren Kitt (courtesy of the Selmer Company)

Luis Rossi

Larry Combs master class

Fred Ormand with the Flagstaff Festival of the Arts Orchestra

Yyvyveyy
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David Ross, period instrument performance
David Wang, China

Lundberg Trio, Sweden

Loren Kitt, lecture/demonstration

Eddie Daniels (sponsored by the Buffet Company) with the Flagstaff Festival of the
Arts Orchestra

TvyyvYyTvYY

INTERNATIONAL CLARINET COMPETITION: The semifinal and the final rounds of the
International Clarinet Competition will take place during the 1991 Clarinet Fest
International. The finest young clarinetists in the world will be competing for the first place
award of a new clarinet and cash awards.

IN ADDITION, OPPORTUNITIES FOR:

¢ Family excursions to Oak Creek Canyon, Sedona, the Petrified Forest, the
Painted Desert, the San Francisco Mountains, Sunset Crater National
Monument, Wupatki National Monument, Montezuma’s Castle National
Monument, and many other scenic points of interest.

¢ (Clarinet ensemble performances by participants.

¢ The viewing and testing of the latest clarinet products that will be on exhibit
from manufacturers from many countries.
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EXHIBITORS

Clarinet Fest '91 has been planned as more than an opportunity to see and hear outstanding
artists and teachers; it is also the chance to learn what is new in the music industry. Nearly every
segment of the music industry will be present to allow participants to test their products, examine
new literature and compare similar products. Why not make 1991 the year of exploration— the
time to try new products? Your annual conference offers one of the finest opportunities for this
exploration and experimentation.

ACCOMMODATIONS

On-campus single and double occupancy rooms will be available in an especially designed
conference facility. These rooms offer private sleeping quarters with the bathroom/shower shared
with an adjoining room. These accommodations, with three meals per day, are located within
a short walking distance of the conference events, and cost $42.15 per person for double occupancy
and $47.15 for single occupancy.

In addition, numerous motels and restaurants are located adjacent to the University. Repre-
sentative rates are as follows:

Quality Suites $71.00 single occupancy
800-228-5151 $81.00 double occupancy
Comfort Inn $57.00 single occupancy
800-228-5151 $61.00 double occupancy
Days Inn $65.00 single occupancy
800-325-2525 $72.00 double occupancy
Fairfield Inn $49.00 single occupancy
800-228-2800 $55.00 double occupancy
Motel 6 $28.95 single occupancy
602-779-3757 $34.95 double occupancy

The city of Flagstaff has over 4,000 hotel and motel rooms.

TRAVEL

Flagstaff is served by two airlines and two transcontinental bus lines. It is also on the main route
of the Santa Fe Railroad with passenger service by AMTRAK. Several highways pass through
Flagstaff, including U.S. Interstate Highways 40 and 17, and U.S. Highways 66 and 89. By
automobile, Flagstaff is approximately a two-hour drive from Phoenix and one hour and fifteen
minutes from the Grand Canyon. For airline reservations contact the official 1.C.S./C.I. travel
agency, Flagstaff Travel (1-800-952-9522). This excellent agency offers special discounts of 5%
to 45% on select airlines and schedules. Be certain to identify yourself as a member of the
International Clarinet Society/ClariNetwork International Conference.
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DISCOVER LEBLANC

Leblanc Noblet is France’s oldest family of grenadilla woodwinds. Model 40 is the world’s

most popular wood-bodied instrument, while the Grand Artist 145 is standard-bearer of
the marque. Each is the sum of centuries of refinement and innovation, engineered to the
exacting standards of today’s most accom- plished—or promising—musicians. [] Note
the undercut tone holes, for immediate response and proper tuning ratios fromchalumeau
to altissimo. [ Consider the meticulous cylindrical bores and their refined, mellow tone;
the smaller 14.6 mm (.574") bore of the model 145 plays with exceptional focus and
smoothness. ] Admire the patented
movement during slow or lightning-fast
and silver-plated keys of the 145; nothing o
tension and tactile surety. [J Now listen

and clarity has been the pride of clarinet

Let their triumphant heritage become your own.

Leblanc®) Nobler

G. Leblanc Corporation

WorLD-CLaSS INSTRUMENTS FROM

tHE WORLD OF LEBLANC
7001 Leblanc Boulevard

Kenosha, Wisconsin 53141-1415 USA
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Wilbur
Schwartz

Orchestra

by John Kuehn

Glenn Miller, Nov. 24, 1939, Meadowbrook Ballroom, Cedar Grove, NJ. Trumpets: Leigh Knowles,
Johnny Best, Dale McMickle, Clyde Hurley; Trombones: Paul Tanner, Frank D Annolfo, Al Mastren,
Glenn Miller; Saxes: Al Klink, Wilbur Schwartz, Hal Mcintyre, Jimmy Abato, Tex Beneke; Piano:
Chummy MacGregor; Bass: Rollie Bundock; Drums: Maurice Purtill; Guitar: Richard Fisher; Vocalists:
Marion Hutton, Ray Eberle. (Photo credit: Ray Averys Jazz Archives, 1800 N. Beverly Glen Blvd.,
Los Angeles, CA 90077.)

ilbur Schwartz, wide-
ly known as the lead
clarinetist who gave

the Glenn Miller band its distinctive sound, died
of cancer on August 3, 1990 at the Valley Pres-
byterian Hospital in Van Nuys, CA. He was 72.
Buddy DeFranco, leader of the Glenn Miller
ghost band from 1966-74, considered Wilbur an
unsung hero. Buddy said recently, “Wilbur did
a lot more than just ‘contribute’ to the unique
Miller sound—he WAS the Miller sound, and
he deserves more consideration in swing era
history.” DeFranco added that this consideration
is especially due Wilbur in light of the fact that
later he was one of the most prominent West
Coast studio musicians, the number one on-call
clarinetist in Hollywood for many years.
Wilbur was a complete musician. In addition
to being a master of the swing style, he was also
accomplished in jazz and legitimate playing.
Veteran band leader and arranger Billy May said
of Schwartz, “He was constantly in demand for
records and studio work because of his ability

on clarinet, saxophone and flute.”” Wilbur’s wife,
Peggy, commented, “Wilbur was a quiet guy,
not looking for accolades. He just always felt
fortunate to have had the experience. The right
people knew what he had done.”

Glenn Miller launched his first band in the
spring of 1937, with Hal Mclntyre on lead
clarinet. McIntyre—known more overall for his
alto playing—stayed with Miller until 1941 when
he started his own band; later in 1937, however,
he was replaced as lead clarinet by Irving
Fazola—a big, round man with a big, round
clarinet sound. That first Miller band broke up
in January 1938.

Miller’s second band, formed in April 1938,
was the band which eventually became the most
popular band of the entire big-band era. The
reed section sound which was the key to that
success was not discovered accidentally, as is
often imagined. Glenn had been experimenting
with it for some time, but nothing had material-
ized up to this point. Now he realized that rather
than trying to outdo Tommy Dorsey, Benny
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The Clarinet Sound
of the Glenn Miller

Goodman and Artie Shaw at what they did
best—swing—what he really needed was a sonic
trademark to draw attention to his new band,
and a new reed sonority was the answer.

During the interim between bands, Irving
Fazola had taken a good job with the Bob
Crosby band, and, although Glenn hated to lose
this excellent clarinetist, he found another great
clarinetist in Wilbur -Schwartz. This was the
spring of 1938.

.. .by April 1938, Miller had organized
and rehearsed a new band, with an
expanded five-man saxophone section
and two personnel additions crucial to
Miller’s future: Tex Beneke and Wilbur
Schwartz. Beneke, as the most featured
soloist and sometime vocalist with Miller
during the band’s heyday, was to become
world-famous. But Wilbur Schwartz has
been little recognized for his unique con-
tribution to Miller’s success, even though
it was Schwartz’s warmly pulsating lead-
clarinet sound over four saxes that estab-
lished Miller’s fame with both musicians
and the public. Miller had found *‘the
sound’ but it was the 20-year-old
Schwartz, a remarkably consistent and
musical player, who had put it across.

(Schuller, p. 666)

Actually, Metronome columnist George Simon
was the one who uncovered Schwartz while
Wilbur was playing with Julie Wintz’s band at
the Top Hat nightclub in Union City, NJ. Simon
was taken with Schwartz’s saxophone sound, but
it was Miller who detected in Wilbur’s clarinet
sound exactly what he had been seeking for the
top of his new reed sound. It is generally agreed
that none of the later imitators have quite been
able to accurately reproduce the distinctive so-
nority that Wilbur was able to create. Wilbur
said later,

It’s different from both the legitimate and
the jazz techniques. It's louder and
stronger, and it requires an entirely dif-
ferent way of thinking about playing the
horn. You have to think of it more like
a lead saxophone, and it took me a long
time to develop that approach. It wasn’t



until I'd been doing it for about six
months that I realized that I was playing
entirely differently than I had been taught.
It turned out to be a different instrument
for me. (Simon, p. 122)

In September 1942 Glenn Miller was given
a commission as captain in the United States
Army (later Army Air Force), and Wilbur
Schwartz enlisted in the Merchant Marines. The
Miller AAF band achieved the same phenome-
nal success that his civilian band had until
Glenn disappeared over the English Channel in
December 1944 on his way to arrange for some
performances in Paris.

After the war, Wilbur moved to California and
joined the Los Angeles musicians’ union. After
the traditional six-month wait, he joined the
NBC staff and did studio work until shortly
before his death. His television show and re-
cording work in California included regular
appearances with Bob Crosby, Dinah Shore,
Carol Burnett, Billy May, the Jerry Lewis annual
muscular dystrophy telethons, and the Nelson
Riddle/Frank Sinatra Capitol recordings.

In 1967 there was a one-night Glenn Miller
reunion at the Palladium in Hollywood, which
Wilbur’s wife, Peggy, described as a marvelous
and nostalgic evening. “We had trouble just find-
ing a parking place. Everyone dressed in the

early '40s style, hairdos and all, and the place
was jammed. The band played and we all talked
and talked to catch up on each other’s lives—
especially swapping stories about ‘what were
you doing when Glenn disappeared?’ ”

In 1985 and again in 1986 Wilbur toured Aus-
tralia with a group of Miller alumni, augmented
by Australian musicians. A similar but smaller
group played in England in 1988.

Wilbur Schwartz is survived by his wife,
Peggy, a studio singer and formerly with the
Sentimentalists and Tommy Dorsey; daughters
Karen, a studio singer, and Nan, a TV/film com-
poser; and son, Doug, a recording engineer; a
brother and sister; and four granchildren. The
memorial service was held at the Church of the
Hills, Forest Lawn in Hollywood Hills.
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Handwoven

STRING LIGATURES

Press-Fit
Enhance flexibility and warmth of tone.

INDIVIDUALLY HANDWOVEN BY:

Kyle M. Peterson-Pyne
1672 Rushing Way, Worthington, Ohio 43085

(614) 766-7049

You Can’t
Buy a Better
Barrel

DEG MUSC PRODUCTS

AccuBore

Clarinet Tuning Barrels

PATENT AWARDED
DONALD E. GETZEN

#4,754,682

Designed in bore sizes and

lengths to match all popular
brands of clarinets.

AVAILABLE FROM
YOUR FAVORITE
MUSIC STORE.

DEG MUSIC PRODUCTS Inc.
Box 968 ¢ Lake Geneva, WI 53147
(414) 248-8314 ¢ (800) 558-9416
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Muasical Chairs

David Krakauer
Manhattan School of Music
New York, New York

resident Peter C. Simon
has announced the ap-
pointment of clarinetist

David Krakauer to the faculty of the Manhattan
School of Music beginning with the fall semester
of 1990.

Krakauer is currently clarinetist with Continu-
um, New York Philomusica and The Klezmatics.
He is former principal clarinetist with both the
New Haven Symphony and the Martha Graham
Ballet orchestras, and a former clarinetist with
the Aspen Wind Quintet.

His chamber music appearances include per-
formances at the Marlboro Music and Aspen
Music festivals, as well as tours of the Soviet
Union and South America.

Krakauer has premiered works by Anthony
Coleman, George Tsontakis and Robert Starer.
In addition, works by Krakauer have been com-

CUnique Pomaric

For 40 years
OMa’tico now, pre

: ’tno'uthpiece,

"_professional

5
-
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missioned by the chamber ensembles
Continuum and New Band.

His performances can be heard on recordings
for Nonesuch, Musical Heritage, CRI and Opus
I. He has won the Concert Artist Guild’s Lado
Prize and the coveted Naumburg Chamber
Music Award, received a grant from the Institute
of International Education, and has been an
Affiliate Artist for five years.

Krakauer is also currently on the faculty of
Vassar College. He received his bachelor of arts
degree from Sarah Lawrence College, his mas-
ter of music degree from The Juilliard School,
and received a Certificate from the Paris
Conservatoire.

Sylvia Stanton
US. Army Field Band
Fort Meade, Maryland

taff Sergeant Sylvia Stan-
ton was recently appointed

to the clarinet section of
the United States Army Field Band at Fort
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Meade, Maryland. Prior to joining the band,
Stanton worked widely as a free-lance musician
and teacher, performing with the Akron Sym-

‘hoice in Europe,
Sen s the Q (Ome
thespecially fof.



phony and the Ohio Ballet Chamber Orchestra,
and teaching high school and elementary music
in Akron, Ohio.

Stanton received the bachelor of music degree
in education in 1986 from the University of
Akron where she studied with David Bell, and
the master of music degree in 1988 from
Northwestern University where she studied with
Clark Brody.

Barbara Rentschler
Arkansas Tech University
Russellville, Arkansas

arbara Rentschler has join-

ed the music faculty of

Arkansas Tech University
as assistant professor of clarinet. A native of
Michigan, she is presently pursuing a doctor of
musical arts degree in clarinet performance at
Michigan State University. While at Michigan
State, Rentschler was a member of the Dorothy
Dandridge Halyburton Woodwind Quintet,
MSU’s graduate fellowship ensemble.

Rentschler has a master of music degree in
woodwind instruments and a bachelor of music
degree in music education from the University
of Michigan. She also holds an artist diploma
from the Cleveland Institute of Music. Her teach-
ers have included John Mobhler, James Pyne,
Franklin Cohen and Elsa Ludewig-Verdehr.
In addition to teaching clarinet, her responsi-

bilities include the areas of theory, woodwind
pedagogy, music appreciation and chamber mu-
sic. Rentschler is also a member of the Arkansas
Symphony Orchestra, playing principal clarinet
for the 1990-91 season.

b

Eric Ginsberg
University of Nebraska
Lincoln, Nebraska

ric Ginsberg has been

named visiting assistant

professor of clarinet and
a member of the Moran Quintet at the Univer-
sity of Nebraska-Lincoln.

He studied at The Juilliard School where he
received both the bachelor’s and master’s de-
grees. His teachers include Ben Armato, Stanley
Drucker and Kalmen Opperman.

Ginsberg played second and Eb clarinet in the
Oklahoma Symphony, principal clarinet in the
Chamber Orchestra of Oklahoma City, and
second clarinet in the Omaha Symphony. He has
free-lanced in New York City, playing in the
Goldman Band, New York City Ballet, and the
Brooklyn Philharmonic, has played at the Aspen
and Spoleto festivals, and most recently before
joining the University of Nebraska, played with
the Con Spirito Woodwind Quintet and the
Pittsburgh Opera Orchestra.

Ginsberg has taught as an adjunct professor
at the University of Science and Arts of Okla-
homa, Oklahoma Christian College, and as a
faculty member at the Oklahoma Summer Arts
Institute and the Brevard Music Center.

Recordings

LARRY COMBS. CLARINET. with Gail
Williams. horn. & Mary Ann Covert. piano:
§731. Rochberg. Trio: Schuller, Romantic
Sonata: Rosza. Sonatina for Clarinet Solo.
(Combs is principal w/Chicago Symphony)

MITCHELL LURIE, CLARINET —
S301: BRAHMS Sonatas Clarinet & Piano
5851: Halsey Stevens Clarinet Concerto.
Lukas Foss Oboe Concerto (w/Bert Gassman,
oboe), Crystal Chamber Orchestra.

JAMES CAMPBELL, CLARINET —

S331: Poulenc Sonata, Jeanjean Carnival
of Venice. Vaughan Williams Studies in Eng-
lish Folksong, Berg, Schumann.

§333: Weber Seven Variations, Arnoild &
Martinu Sonatinas, Lefevre Sonata.

S336: Lutoslawski Five Dance Preludes,
Debussy Petite Piece & Premiere Rapsodie.
Bozza, Gade. Pierne.

$338: Lovreglio Fantasia on La Traviatta,
Hindemith Sonata, Finzi. Weinar.

DAVIO HARMAN, CLARINET —

S337: Donald Francis Tovey., Sonata
Milhaud., Burgmuller.

S§730: Saint-Saens Sonata, Jeanjean, Gau-
bert. Messager.

MELVIN WARNER. CLARINET —
$332: Weber Grand Duo Concertante,Spohr
Six German Songs. W.0O. Smith Five Pieces.
§335: Weber Fantasie & Rondo, Martino
Set, Stravinsky Songs. Penderecki Miniatures

MENOELSSOHN & REGER Clarinet Sonatas:
S334. John Russo. clarinet: Ignacio. piano.

MAX BRUCH Eight Pieces for Clarinet,
Viola, & Piano: S843. Empire Trio (Ethan
Sloane. Alan Iglitzen. Paul Posnak).

VEROEHR TRIO —
(Elsa Ludewig Verdehr, clarinet)

S644: Thomas Christian David, Trio: Jere
Hutchison. Nocturnes of the inferno.

S648: Joseph Haydn, Trio: Karel Husa,
Sonata a Tre. Violin, clarinet, & piano

CLARINETS: Floyd Williams 6 Charles
West. OBOE: Oarrel Randall: S355. Gunther
Schuller. Duo Sonata: Stefan Wolpe, Suite
im Hexachord: Ingo!f Dahl, Five Duets.

WESTWOOO WINO QUINTET —
S601: Hindemith 6 Nielsen Quintets
§750: Samuel Barber, Summer Music:
Gyorgi Ligeti. Six Bagatelles: Mark Carlson.
Nightwings (for tape & wwquintet). Also
available in Compact Oisc ($16.95).

§250: Klugherdt Quintet, Berio Opus
Number Zoo. Mathias Quintet.

SONI VENTORUM WINO QUINTET —
§251: Danzi Quintets op. 68. nos.263.
§258: Etler Quintet No. 2. Bergsma
Changes for Seven, Goodman, Zaninelli
6253: (Quintets by Paul Taffanel. Jean
Martinon, & Claude Arrieu

RICHAROS QUINTET - 8252: Johann
Peter Muller Quintets Nos. 1.2, & 3.

CLAREMONT WIND QUINTET -

5255: Roussel Divertissement, Riegger
Blaserquintett, Francaix L'Heure du Berger,
Beall Sextet. all w/Steven Smith, piano.

Send $9.98 each plus $1.50/order. FREE
record with each purchase of three: for each
four ordered, pay for only three (mention ad)

Send for free Woodwind & Brass Catalog

CRYSTAL'RECORDS

2235 Willida Ln, Sedro Woolley, WA 98284
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BASS CLARINET TEACHING SURVEY REPORT

survey was enclosed
with The Clarinet in
the July/August 1990

issue, asking college teachers to respond to
questions about the teaching of bass clarinet at
the undergraduate level. Thirty-eight teachers
responded, which may seem like a small number
when compared to the thousands of colleges in
the U.S. and abroad. Even though the small
sample may not be statistically valid, it is
instructive to look at the responses received.

Teachers at 13 schools said that students were
permitted to concentrate on bass clarinet as a
major instrument. This was available through
a bachelor of arts degree at Grinnell College
(Grinnell, IA) and Luther College (Decorah,
IA); a music education degree at Presbyterian
College (Clinton, SC), Indiana State University
(Terre Haute) and the University of Tennessee
at Chattanooga; and a B.A. of music education
degree at San Diego State University.

The following schools permitted a bass clarinet
major through a bachelor of music, bachelor of
arts, or music education degree: Columbus
College (Columbus, GA); Kingsborough Com-
munity College (Brooklyn, NY); Moorhead
State University (Moorhead, MN); St. Olaf Col-
lege (Northfield, MN); the Crane School of
Music, State University of New York - Potsdam;
and Sydney Conservatorium (Sydney, Australia).
The Community Conservatory of Music in
Doylestown, PA, a non-degree community con-
servatory, offers a concentration in bass clarinet.

The remaining 25 schools were about evenly
divided between “no students are permitted” to
major in bass clarinet and “the situation has not
come up.”

The next three questions tried to elicit infor-
mation about Bb clarinet majors playing other
members of the clarinet family. Out of 25
schools, one required this practice, 18 encou-
raged it, none discouraged or forbade it, and
seven did not respond.

One question asked what percentage of clari-
net majors will perform in an ensemble on a
family member other than Bb/A clarinet. The
responses from schools not permitting bass
clarinet as a major averaged 45%, with answers
ranging from 5 to 100%. Schools permitting a
bass clarinet major averaged 35% on this
question, with a range from 0 to 100%. A pos-
sible explanation for the lower average is that
these schools rarely have a bass clarinet major,
or very few in comparison with the Bb clarinet

by Keith Koons

majors, who mainly play their own instrument.
The overall survey average was almost 42%. In
other words, more than four out of 10 clarinet
majors will play on one of the “other” clarinets
in an ensemble.

Another question asked what percentage of
clarinet majors will perform a solo piece on a
family member other than Bb/A clarinet. The
response from schools not permitting a bass
clarinet major averaged almost 7%, with a range
from 0 to 25%. Answers from schools permit-
ting a bass clarinet major averaged 13% with
a range from 0 to 100%. The overall survey
average was almost 9%, indicating about one
in 10 clarinet majors will play a solo piece on
one of the “other” clarinets.

Teachers were invited to suggest study mater-
ials for teaching bass clarinet. Many stated that
they use the same popular materials as for Bb
clarinet, such as the Baermann, Klosé, Rubank,
Uhl and especially the Rose studies. The works
by William Rhoads for alto and bass clarinets
were frequently cited: Thirty-five Technical
Studies; Advanced Studies from the Works by
Julius Weissenborn; Eighteen Selected Studies;
and Tiwenty-one Foundation Studies. Many teach-
ers suggested Michael Drapkin’s Symphonic
Repertoire for the Bass Clarinet. Some main-
tained files of orchestral parts. Other suggestions
included Demnitz, Fundamental Scale and
Chord Studies; Belwin Mills, Bass Clarinet
Student; Steven Trier, orchestral excerpt book;
and three works by Himie Voxman — Intro-
ducing the Alto or Bass Clarinet, Classical
Studies and Selected Studies.

The following solo and chamber works were

suggested:
Bach *Suites for solo cello
Beethoven  Sonata for horn
Bozza Aria

*Ballade
Dembsky ~ Amora
Desportes  *ndante and Allegro
Dubois Voltage
Eccles Sonata in g
Fasch Sonata in D Major
Galliard Sonatas
Hindemith  Sonata for Bassoon
Jandcék Mladi
Karg-Elert  Sonata
Loudova Two Pieces
Marcello Sonata in a minor
Marty First Fantasie
Osborne Rhapsody
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Pierné Canzonetta

Pillin Scherzo Barbaro

Rarig Introduction and March
Reed Haitian Dance

Five Dances

Rhoads Ten Solos for Concert and
Contest

Rubank Concert and Contest Collection

Schoeck *Sonata

Schuller Duo Sonata

Schumann  Fantasy Pieces

Stravinsky ~ Three Pieces, 1

Telemann  Sonata in ¢ minor

Bassoon Sonata in f

Thornton Third Air Varie

Verrall Nocturne

Wasson Two Pieces

Weber Concertino

*recommended by three or more teachers

An attempt was made to probe the reasons
behind the policy of different institutions. Out
of 22 teachers at schools where students are
required to major on Bb clarinet, but are
encouraged to double on bass clarinet, the
following reasons were indicated as important:

Increases performance and

job possibilities .............. 21
Makes the student a better

teacher ..................... 18
Needed for complete instru-

mentation in ensembles. ....... 16

Other reasons cited included:

“Their personal interest” (Robert
Riseling, University of Western Ontario)

“‘Aids in understanding other woodwind
instruments” (R. Duhaime, Austin
College, Sherman, TX)

“Much better perspective on total
involvement in clarinet” (John Scott,
University of North Texas)

“Bass clarinet may improve Bb-A clarinet
embouchure” (Ibrook Tower, Juniata
College, Huntington, PA)

“The bass is a beautiful instrument
and students should be exposed to it”
(Kenneth Grant, Eastman School of
Music, Rochester, NY)

Several teachers commented on the usefulness
of doubling for specific orchestral parts (such
as Mahler symphonies) and the fact that many
people starting out in an orchestra begin in a
utility position involving doubling.



From the 13 schools permitting a bass clarinet
major, the following reasons were indicated as
important:

Sufficient repertoire .............. 4
Adequate preparation for:
Teaching.................... 8
Performing . ................. 8
Graduate School ............. 2
Student is best suited for bass
Clarinet....................... 6

An additional comment was: “to provide
versatility for ensembles” (Deborah Gers, Com-
munity Conservatory of Music, Doylestown,
PA).

If these schools were specifically asked to
defend allowing a student to major on bass
clarinet, some additional information might be
forthcoming. It is interesting to note that only
four teachers indicated that sufficient repertoire
for a bass clarinet major was an important
reason for permitting major study of the
instrument.

Institutions not permitting a major on bass
clarinet were asked which reasons were impor-
tant for this decision. Some teachers did not
respond to this question, perhaps because the
question has never come up at their schools. Out
of 18 responses, the following reasons were
indicated:

of bass clarinet study as to argue for the total
exclusion of the Bb clarinet. Several bass clarinet
enthusiasts wrote about their lack of performing
and lesson time on bass clarinet, and the lack
of respect for their interest in it. Several teachers
commented on the desirability of flexibility.

This author is aware of unfortunate cases
where a student’s flexibility was neglected: The
all-state bass clarinet player, who has been
playing bass exclusively for three years, arrives
at college as a music major to find his skills on
Bb very far behind; the competent college
clarinet major who substitutes on bass clarinet
for a community symphony and embarrasses
himself playing an unknown instrument; and the
outstanding college graduate bass clarinetist who
can’t get a symphony job because his Bb clarinet
skills do not get him through the first round.
Undoubtedly, better aitention to flexibility and
to the student’s overall well-being would have
provided happier results.

Some final comments:

“I encourage students to double as much
as possible” (Mark Hollingsworth, East

Central University, Ada, OK)

“Too many teachers are trying to
prepare principal clarinetists, to the
neglect of bass clarinetists, Eb
clarinetists, and second clarinetists’”
(Deborah Gers, Community Conser-
vatory of Music, Doylestown, PA)

“Clarinet should be the basis for
fundamental teaching — use Eb or bass
for double” (Kenneth Grant, Eastman
School of Music)

Thanks to all who participated in the survey.
Additional dialogue is welcome and may be sent
to the editor of The Clarinet.

ABOUT THE AUTHOR...
Keith Koons holds degrees from the Univer-
sity of North Carolina at Chapel Hill, The
Manhattan School of Music and the University
of Southern California. His teachers include
Mitchell Lurie, Robert Genovese, Leon Russian-
off and Donald Oehler. Koons currently teaches
at the University of Central Florida in Orlando.

Lack of repertoire............... 10
Unfairly limiting to the
X oiot:lderztpz;r'a'ti.o = TR 0 WOODWINDS?
Tgaching ' " Dennis Bamber 1f youdidn’t buy fromme. . .
e | Company President/  Youl probably paid too much.
Performing . ................. 8 Musician
Graduate School ............. 8 P
musicians When you look to us for
Additional comments include: helping great prices, you'll

musicians.” realize there’s a
fantastic selection
too! We have
everything from
bassoons to
saxophones and
accessories
galore. . .all in
the brands
you want.

“We feel bass clarinet is too narrow an
area of interest at the undergraduate
level” (Dan Sparks, Lawrence
University, Appleton, WI)

“Extremely limited use — soprano
must be first” (John Scott, University

of North Texas)
“I feel we as teachers need to support

the use of bass and Eb in our teaching

and ensembles but not as a major” | %o call orwrite.

Ask o
(Kennet‘h Grant, Eastman School " l.EI:.n:I-I ::-. -nl::
of Music) o sl
“A curriculum must be based on a Cataiog of
— ] . imeredilsie
historical repertoire. The bass clarinet ‘ Sy
suffers in this regard” (David Lewis, ‘
Ohio University, Athens) | TOLL FREE
1-800-348-5003

Commentary

The fundamental question of whether to allow the
a student to major on bass clarinet has propo- &%‘5‘}}"’{}{{%\]‘{7)’ N D 19880 State Line Rd.

nents on both sides, and institutions nf:ed not South Bend, IN 46637
all be the same. No one was so much in favor
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The Leblanc Professional Bass
Clarinets — a Review

onsidering that G. Le-

blanc Corp. is not one of

the leading sellers in the
bass clarinet market, it is surprising that it offers
the largest selection of professional model bass
clarinets (five). Models with brief descriptions
are:

400 Leblanc Paris. Low Eb w/peg

325S Leblanc Paris. Fork Ab/Eb, w/peg

silver-plated keys
330S Leblanc Paris. Fork Ab/Eb, w/peg
Low C, silver-plated keys

425S Leblanc Paris. Fork Ab/Eb, w/peg
double register mech, silver-plated
keys

430S Leblanc Paris. Fork Ab/Eb, w/peg

Low C, double register mech, silver-
plated keys

Of these I examined three: the 400, 330S and
430S.

For ease of discussion I will first compare the
400 and 330S as they are most similar and
addend comments regarding the 430S.

In acoustical design the 400 and 3308 are very
similar. Leblanc chooses a larger-than-standard
bore (.950” or 24.2mm) which has been con-
sistent with its past designs of clarinets and
basset horns. Also true to form is the use of a
continuously cylindrical bore and non-tapered
tone holes with no fraising. Both instruments
incorporate a rather old-fashioned single register
vent design. One vent is used for the twelfths
and a separate hole is employed for throat Bb.
An acoustically correct Bb is created, but the
twelfths B! - D? are severely compromised by
the undersized register vent that must function
for short-tube and long-tube notes. Adherence
to this design in today’s innovative market will
consign this potentially viable instrument into
oblivion.

Potential is the watchword for Leblanc. Indeed,
I found many attributes of both instruments that
would indicate some rethinking could put these
instruments at the forefront. The sound of the
400 is particularly robust in the fundamental
register. The larger than average bore feels free
and the sound is characteristically warm. The
previously mentioned tones B! - D? are con-
strained and most of the twelfths in the right
hand would benefit from a vent tube higher on

by Clark W. Fobes

the bore. The 330S in particular suffers from
this design. I found all of the twelfths on the
330S to be stuffy and without color. The ex-
tension tones of the 330S, however, are very rich
due to the large bore. Because of the large bore
there is a loss of some beneficial overtones. I
think this could be corrected by adding a choke
in the neck. My experiments with older bass
clarinets have been very successful in this area.

Both instruments have a very false C#/G#2
The problem is generic to all clarinets constructed
in the standard two-joint configuration. The tone
hole is dictated by arbitrary design rather than
correct acoustical placement. The correct posi-
tion would be slightly further down the bore and
a larger diameter hole. Selmer arrived at a
solution many years ago on articulated G#
model Bb clarinets. The pad and tone hole for
C#/G# were assigned to the lower joint, and the
tone hole was drilled through the tenon. An
argument could be made that this design is prone
to regulation failure, but I would put my trust
in a professional to assemble his instrument
carefully. Currently Leblanc does not offer an
articulated C#/G# on any models, but the
existing mechanism could easily be adapted.

Mechanically, both instruments are typically
solid and well balanced. As I have mentioned
before, I have always been impressed with the
quality of workmanship on Leblanc instruments
and these are no exception. Almost every post
that bears a pivot screw is anchored. (One
notable exception was the post supporting the
thumb extension keys on the 330S. This would
seem to be one of the weakest.) A nice feature
on all Leblanc clarinets are the gold-plated
springs. The 330S has some critical pad cups
protected with key guards. The idea is com-
mendable and would be a good idea for all tones
below A/E2

I found the 400 to be more facile and could
play “Daphnes” with relative ease. Both in-
struments have a nicely balanced throat Bb
mechanism and cross the “break” smoothly.
(The tone of the Bb is exceptional due to the
acoustically correct sizing and placement.) The
3308 has a rather ingenious mechanism to
produce a “forked” Ab/Eb2 Ab/Eb? can be
produced by fingering G/D? and lifting the
middle finger. The sound is very resonant, but
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I wonder if the excessive mechanism is worth
the end result. The lack of left-hand Ab/Eb? key,
however, makes this contrivance a necessity.

The extension mechanism of the 3308 is by
far the simplest and most effective design of
current makers. It is well balanced and feels
positive. Chromatic and diatonic motion are
both possible and logical. The placement of the
six keys operated by the little finger of the right
hand, however, is very awkward. Lowest Eb is
possible only on the right side, and the reach
is too demanding for most hands. On the 400
and 3308 there is no left hand Ab/Eb2 key. Like
the Leblanc basset horn, the absence of this key
on the 400 makes it impossible to play legato
from Eb to Ab and difficult on other models.
I find this very annoying on a professional bass
clarinet.

Tuning on both instruments is generally very
good, but the unusual number of mixed timbres
is confusing to the ear. Beyond the correction
of the twelfth mechanism, some tones could
stand a little fraising to improve register
relationships and response.

The 430S is mechanically identical to the
330S with the exception of a double register
mechanism design. Essentially all previous
comments apply, but I have a few additional
observations. I had high hopes that the double
vent would correct some of the acoustical
problems of the 400 and 330S. Unfortunately,
the design is not different enough. The basic
design uses a compromised vent for tones Bb!
- Eb? and a separate vent for tones above Eb2
I feel that the Bb vent tube is undersized and
too low on the body for an in-tune Bb (too flat
as is). A slightly larger hole might correct both
problems. The sound of tones controlled by this
vent, however, is greatly improved over the other
models with the exception of throat Bb. The
placement of the second vent remains on the
body and should be on the neck. The vent on
the body is mechanically simple, but I believe
a higher vent would correct some tuning in the
upper register and stabilize some tones.

Overall I believe that these bass clarinets have
the potential to be excellent. I would suggest that
Leblanc might consider offering only two models,
a Low Eb and a Low C, and concentrate on
offering a well-integrated mechanical design and



retain the robust character of this large bore
clarinet.

I visited the Leblanc factory in Kenosha, W1,
during August and had an opportunity to talk
with Tom Ridenour at great length about clarinet
and bass clarinet design. Tom is Leblanc’s chief
acoustician and designer in the U.S. and is ex-
tremely well informed in the area of clarinet and
mouthpiece design. He is currently working with
Leblanc designers in Paris to further improve
their soprano clarinet line. With talent like Tom
Ridenour’s and Vito Pascucci’s dedication to
revitalizing Leblanc clarinets, I hope that bass
clarinetists will soon have a superb large bore
instrument as an option.

EXTENSION NOTES:

If you have read this far, then you are most
likely interested in matters pertaining to the bass
clarinet. As such, I would like to add a few
comments that may be of further interest.

Earlier this year I had an opportunity to visit
my friend Albert Rice, who is now the curator
of the Kenneth Fiske musical instrument col-
lection at the Claremont Colleges in Claremont,
CA. Al is an extremely energetic fellow who
may be the world’s foremost expert on the early
clarinet. His book The Baroque Clarinet is
being published by Clarendon Press as No. 13
of the Oxford University Press Early Music
Series and should be available sometime in 1991.
The main body of his work will be early
clarinets ca. 1700 - ca. 1760 with some new
information on precursive instruments and
chalumeaux. Al also includes information on
early bass clarinets and basset horns. Knowing
Al, Tam certain the scholarship of this book will
be impeccable and the information articulately
presented. He is also working on a second book
that will be devoted to the “classical” clarinet.

Al pointed me in the direction of the American
Musical Instrument Society and its extremely
scholarly journal. If you are interested in infor-
mation regarding the history of the bass clarinet,
I highly recommend:

van der Meer, John Henry. The Typology and

History of the Bass Clarinet. Journal of the
American Musical Instrument Society. Vol.
XIII (1987)

Other interesting articles pertaining to the bass
clarinet are included in Vols. VII, VIII, IX and
XIV. Contact the American Musical Instrument
Society, c/o The Shrine to Music Museum, 414
E. Clark, Vermillion, SD 57069.

I was very pleased to have half a day in August
to visit with Dennis Smylie when he was on his
way from Aspen to points further south. Dennis
is probably the busiest free-lance bass clarinetist
in New York City and is also a distinguished
performer on the basset horn (Leblanc) and
contrabass clarinet (Selmer). He brought with

him a remarkable old Buffet bass clarinet that
formerly belonged to my mentor, Rosario
Mazzeo. This may be the only bass clarinet
extended to BBb that is being used in perfor-
mance. I hope Rosario will give us the details
regarding this ingeniously designed clarinet.

Dennis and I talked nonstop bass clarinet, and
I was very interested in recent recording projects
with the Orpheus ensemble. If you don’t own
it, by all means buy this group’s CD recording
of Mozart’s Gran Partita on the Deutsche
Grammophon label. The ensemble playing is
exquisite, and Charles Neidich and Dennis Smylie
acquit themselves marvelously on the basset
horn parts (Leblanc). Of more recent interest,
however, is the Orpheus recording of Schoen-
berg’s Chamber Symphony, Op. 9. Dennis
performs the bass clarinet part on this recording
and has toured Europe with Orpheus in perfor-
mances of this gem. I am amazed that such a
convoluted piece can be performed without
conductor, but Dennis says his experiences with
Orpheus have been magical. This recording is
a marvelous performance and up to the usual
high standard of the Orpheus ensemble. I find
the recording itself too muddy in general, and
the bass instruments particularly suffer. Still,
if you like the clarinet and the music of
Schoenberg, this is a must.

AVery Happy 60th Birthday to D.M. from the
Ever-burgeoning Staff of Dantalian, Inc.
Lora, Jimmie, Dan and Anton
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music for clarinet
by the Pulitzer Prize-winning Composer and Clarinetist

DONALD MARTINO
CANZONE E TARANTELLA (1984, 5-7 min.) 6.00
Cl. & Ve. [gr. 4/5)
“Bellino. Molto divertente”-Goffredo Petrassi
SONATA (1952, 13 min.) Cl. & Pfte. [gr.5/6] 8.50
GRAVE (1951, 3 min.) Q1. & Pfte. (from SONATA) 1.75

r. 3]

Tl[fIPLE CONCERTO?* (1977, 26 min.) Score 13.50
Cl,, BCl,, CbCi. & 16 Players Solo Parts & Piano 25.00

“The Clarinet composition of the Century”

--Arthur Bloom, clarinetist
A SETFOR CLARINET® (1954, 10 min.) Cl.Solo 6.00
B, A, B, B, IT, T* (1966, 3 min.) Clarinet extended 5.00
TRIO® (1959, 11 min.) Cl,, Vin,, Pfte.  Score-Parts, ca. 8.00

QUARTET (1957) 1. and String Trio Score: 12.50
Parts, ca.  6.00
STRATA (1966, 6 min.) Bass Clarinet soto 4.50

SETTE CANONI ENIGMATICI
(1955) 2 C1,, Alt. CI., BCI. [gr. 5/6]
CONCERTO FOR WIND QUINTET*
(1964, 15 min.) “A totally new ensemble

sonority "--The Nation
*recording available, consult Schwann Catalog

Score-Parts, ¢a.  5.00

Score 12.50
Parts, ca.  6.00

order from your distributor of directly from
DANTALIAN, INC.,
11 Pembroke St., Newton, MA 02158
(617) 244-7230

Add $1.50 postage. Mass. residents add 5% sales tax. Send
for free WIND BROCHURE containing musical examples from
these and other of Mr. Martino’s compositions.

i ey

_;"",é Pat. Pend.
“THE WEIGHT LIFTER”

Sitting or Standing
Clarinet, Oboe or
Soprano Sax

Fewer dropouts

Better sounding sections

National City Jr High
C. EDWARD REED, Director

Correct right hand position
Better finger dexterity
Eliminate right arm fatigue
Eliminate sore thumbs

Finger holes are easy to cover
Always the correct height and
angle for playing

Correct posture assured

1.

Send name, address, check,
money order or P.O. to:
Robert James Products

P. O. Box 2514

San Marcos, CA 92079
1-800-345-8923

Weight Lifter ............ $37.50
with bag . . ..$45.00

School price: Weight Lifter . $32.50
with bag .. ..$40.00

Add $3.50 S/H

(CA residents add sales tax)

" Finger technique depends on correct hand position. 'The Weight Lifter
makes it possible for the young clarinetist to hold the clarinet correctly from
the first lesson. | highly endorse the use of 'The Weight Lifter’."

Charles MacLeod

Clarinetist, S.D. Symphony, S.D. Opera, S.D. Ballet, Dir.
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LEON RUSSIANOFF

(1916-1990)

Part 11

Our Teacher of Music — Our Teacher of Life

The following testimonials are a continua-
tion of those printed in the last issue:

Stanley Drucker:
What Leon Taught Me

Leon taught me how to laugh.

(Not so easy to teach)

Leon taught me that there is more to music
than scales and thirds.

(Almost impossible to teach)

Leon taught me to give myself to every note.

(Impossible to teach)

I am still trying to do what He taught.

Philip Fath: “In 1946 I began to study with
Leon, so, it is 45 years that I have known this
incredibly unique person. One does not only
speak about what a great clarinet teacher and
musician Leon was. He was one of a kind.
When Stanley Drucker called to tell me that
Leon had passed away, Stanley said, ‘Leon was
one of the great people. That is absolutely true.
He was teacher, musician, humanist, philoso-
pher, psychologist and mostly a warm, loving,
caring person.”

Sidney Forrest: “Leon was a dear friend and
colleague. We had the great good fortune to be
students of Simeon Bellison, and we both played
in the legendary Clarinet Ensemble of the New
York Philharmonic.

“Over the years, we referred students to each
other: he at Juilliard and Manhattan, and myself
at Peabody and the National Music Camp at
Interlochen.

“We shall all miss his superb teaching, his
friendliness, his exuberance and enthusiastic
approach to the clarinet and music in general.
He epitomized plain old good fellowship to all!”

Anita Garriott: “It was in the late sixties that
I first heard about Leon Russianoff. A student
at Juilliard, I was overwhelmed by the pressures
such an atmosphere imposes and felt I needed
an outside influence. Thanks to Leon’s encou-
ragement, I realized that my penchant for a full,
singing sound was all-important, and rediscov-

by Joan Waryha Porter

ered a faith in my own instincts in the expression
of a musical line. His down-to-earth approach
to those and other essentials stemmed directly
from what Leon was—a man filled with human-
ity and a love of life, all in a bundle of energy
that was extremely contagious.”

Stephen Girko: “Leon had that rare ability
to get as much from his students as was humanly
possible. What was amazing was that he never
made his students all Russianoff clones. One
need only listen to recordings of virtually every
major orchestra in this country to hear the
various clarinet sound differences. The common
denominator, however, is technical proficiency.
His pedagogy was so well thought out, as was
his unbelievable enthusiasm, one had to be a
virtual incompetent not to learn how to play the
clarinet and even they played better than anyone
else. We'll pass it on, Leon.”

Alan Greenfield: “Ilearned a great deal from
Leon—not only about music, but about integrity.
When it came to dealing with the problems his
students encountered, whether related to the
unfairness in the music profession, or wrong-
doing in any shape or form, Leon was a keen
advisor—completely committed to seeing that
his students did not incur the consequences of
these situations. He fought hard and loud, often
taking tremendous personal risks and sacrifices,
such as the time he resigned in protest from his
job at a prestigious music conservatory over one
such incident. He was never one to accept the
unjust, and indeed he did make a great differ-
ence—if not with every single result, then defi-
nitely in the hearts of every one of his students
who admired, appreciated, and learned so much
from his efforts.”

Reesa Gringorten: “To say Leon was a great-
ly inspirational teacher is most certainly an
understatement. There are astounding numbers
of us who, today, can say we wouldn’t be where
we are, doing what we are doing, but for this
man. For how many of us did he waive his
lesson prices when things got tough because he
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believed in us, and didn’t want to stop the mo-
mentum he had started?

“How does one wind up describing someone
like Leon and how he affected us, and the music
world? Beats me. There’s no one like Leon—
and we will always love him for it.”

Jimmy Hamilton: “I have known Mr. Leon
Russianoff since 1942 and I credit him for all
my successes as a clarinet player.

“I feel that if he had not taken an interest in
me when he did, I would never have been able
to accomplish what I did. He was always a
teacher who took a personal interest in his
students and their success.

“I also remember the days long ago when I
had no money for lessons. He encouraged me
to come regardless. 1 will always have fond
memories of Leon Russianoff.”

Dan Johnston: “Leon Russianoff, the name
itself is synonymous with the word clarinet,
whether one has studied with the man, or just
come in contact with him at a clarinet conven-
tion, or met and talked with one of his students.
Leon Russianoff was a rather unique personality,
obviously dedicated to his students. His enthu-
siasm and concern for each of them was obvious
and a tribute to the man’s sincerity as a teacher
and humanitarian.

Kathy Jones: “His influence on so many of
us was so great that his words will ever resound
in our memories: the warmth of his greeting—
‘Hi, honey, how ya doin’?’—and the assertive-
ness of his style—T've got the greatest students
in the world!” He kicked us when we needed
it and helped us out when he could: ‘Hey, why
don’t you play in Carnegie Hall? I'll get a critic
to come.

“That was Leon, or for those of us fortunate
enough to have studied with him, that is Leon,
as he will live on in our memories, to be shared
with our students, and theirs ...”

Judith Kalin-Freeman: “I know that I speak
for many students when I say the following: I



will always remember Leon with tremendous
gratitude. He strongly influenced and therefore
changed the course of my life. In the process
I emerged as a person who I most likely might
never have been without his loving attention and
belief in me.

“Goodbye, my Teacher. It was a real shock
and sadness to have you snatched away so
suddenly, still in the prime of your life. One
assumed that you would always be around. But
there will always be that memory and example
of your zest for life and teaching.”

David Krakauer: “I met Leon at that most
important and formative time for a young per-
son—when I was 14 years old. I was immediate-
ly charmed by his warm and casual manner
(including Osh-B’Gosh overalls!) and the reed-
littered homey studio at 1595 Broadway.

““He always encouraged me to find new paths
of musical expression, he invited me to disagree
with him, and most of all, he taught me to teach
myself. Every time I teach and every time I play
I have Leon with me.”

Mary Jane Kubeck-Rodgers: “What would
I have said to Leon if I had known I wouldn’t
be seeing him again? ‘Forget about it,” he would
most likely say if I tried to thank him for his
continuous support and help. At first it was a
mystery to me why he cared about both my
musical and non-musical welfare. I began to
realize that he was not a person who used fame
or abilities as a criterion for friendship.

“What would I say to Leon? Maybe it would
be something like, ‘Thank you for showing us
all how much love each person has the capacity
to share with others. Thank you for leaving us

3 9

with so much besides how to make music.

Meyer Kupferman: “Several years ago,
Russianoff phoned me and said he was planning
to make a ‘comeback’ as a performer. He wanted
to commission a work. At first I thought he was
going to suggest certain limitations. But he made
it immediately clear that I was to write anything
I wanted, no holds barred. Four months later
I presented him with a big piece for clarinet and
piano called The Magician.

“The first performance I attended was at the
92nd St. Y during one of his master classes. It
was wonderful! After that, he performed it many
times, including his last concert appearance at
Bowdoin College in the summer of 1990. It was
received by the audience with cheers and bravos.”

Dan Levy:

“Sound, sound the clarion, fill the fife!
To all the sensual world proclaim,

One crowded hour of glorious life,
Is worth an age without a name.”
— Sir Walter Scott

“Such are the thoughts that move my spirit
in lamenting the loss of a great friend, musician
and humanitarian. He will never be forgotten
by those whose lives he touched so beautifully.”

Elsa Ludewig-Verdehr: “It is impossible to
really comprehend that Leon is gone—that he
won't be at the Clarinet conventions, that he
won’t be only a phone call away, and that we
can't talk to him any more. He seemed like such
a permanent part of clarinet playing and teaching
in this country that we all assumed he’d go on
forever.

“There were so many he reached—students,
teachers, professional players, even Benny Good-
man—some became famous, some did not. To
all of them he was special and they in turn were
special to him.”

Gordon MacDonald: “For the past 25 years
Leon was my best friend. There is not a day
that T do not think about him and how he influ-
enced my life. Not only did I learn from him
the art of clarinet playing, but more importantly,
I learned how to be a good human being and
how to care about people. I doubt if there will
ever be another Leon. I'll always miss him with
his husky voice and warm smile.”

James Manishen: “What was so inspirational
about Leon both as a teacher and as a friend
was his electricity. He could walk into a room
and everything would light up. He always in-
sisted that his students have that, too, and would
constantly drive home the point that your playing
had to have life beyond all else. He showed the
concern of a parent, finding the best in each of
us and convincing us that we each had some-
thing great that had to be said when we played.”

John Marco: “It was not Leon Russianoff’s
knowledge of the clarinet that made him the
extraordinary teacher he was. While his under-
standing of the instrument was considerable,
there were others who equaled him on that
account—but not as teachers. The key to Leon’s
pedagogical greatness was his intense and ener-
getic enthusiasm. It was unique and irresistible.
The art of clarinetistry and its practitioners are
much richer because of the influence of Leon
Russianoff. He was so wonderfully alive that
I find it strange to think that he is no longer with

’

us.

William McColl: “ ‘New York has lost its
greatness. For years we've been hearing this,

but from our admittedly narrow clarinet per-
spective it just wasn’t so: Leon was there, teach-
ing and inspiring all of us. Now that Leon is
gone—I'm not so sure.”

Ann McCutchan: “I will always remember
Leon Russianoff the summer he turned sixty-
one and rode standing with one leg pointed in
the air on the back of a painted wooden pony
on a carousel in a Denver amusement park. I
was twenty-six, part of a small herd of too-
intense clarinet nerdettes relieved to have a night
on the town. Clinging tightly to my horse, I
noticed all the other men and women Leon’s age
playing Old Person on the sidelines for the
grandchildren who rode alongside the crazy coot
in the ballerina position. And I unwound my
legs and arms and thought, ‘He’ll never grow
old and neither will I” And he never did, and
I never will.”

John Mohler: “Leon’s vitality and exuber-
ance will be sorely missed by those of us in the
clarinet world. Attending his appearances was
always an inspirational experience, as Leon was
such a particularly warm and talented personality.”

Heather Anne Monkhouse: “His subject
was Life, and love and passion, and he taught
by example, lovingly and passionately. And so
we learnt. Naturally we learned passionately and
lovingly. His lessons strengthened and soothed,
inspired and entertained. Who could imagine
such joy?

“And so the loss is tremendous, but tremen-
dous too is the happiness, the privilege, and even
the luck, of having known and loved and worked
beside this beautiful man. I miss you, Leon, but
more importantly, I love you.”

Charles Neidich: “To say that Leon was a
great teacher does not do justice to his particular
gift. His genius lay in his ability to recognize
great significance in what others may have
considered inconsequential. I still marvel at the
seemingly effortless way he changed my playing
after my father sent me to study with him
already 20 years ago.

“For what I am and what I do, I owe Leon
a tremendous amount. I miss him terribly, yet,
I know that I am part of a generation which
carries his legacy, and for that I am very proud.”

Marjorie O’Brien: “I think that he will be
remembered not only for his legacy as a great
clarinet teacher, but someone who taught kind-
ness, compassion and generosity. In all the years
I have known Leon, I knew I could always count
on him for advice, support and the occasional
stern lecture. I would like to think, somehow,
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that little bit of Leon is still with all of us. Thank
you, Leon.”

Fred Ormand: ‘I first became acquainted
with Leon Russianoff in the late '60s when I
was teaching at the Interlochen Arts Academy,
and several of my students had the good fortune
to study with Leon after graduation. He took
the time to compliment me on my teaching
(something that too rarely happens to young
teachers) and a friendship started that lasted over
the years. We last spoke on Saturday night of
the conference in Quebec this summer. He was
in great spirits following Charlie Neidich’s
performance of the Mozart and that is the way
I want to remember him with all his joy of life
and enthusiasm for music. His love of teaching
should inspire us all.”

Edwin Riley: “I knew Leon Russianoff since
1984 when I first became involved with Clari-
Network InterNational. Later, when I became
president, I knew Leon as one who worked
tirelessly to make ClariNetwork a better organi-
zation, But, most of all I knew him as a won-
derfully warm and generous human being who
was constantly giving back to the profession and
the ‘clarinet world’ through his insightful teach-
ing, spiced with his own unique blend of
comedy and humor. Leon Russianoff will be re-
membered as one of the great clarinet teachers.”

Paul Shelden: “T know of no individual who
could reflect on Leon better than he did himself.
He knew who he was, what he was about, why
he was on this earth, and what he wanted to do
about it. He would describe himself not as just
a clarinet teacher, but as an advocate of the
student, and of the clarinet; how incredible! His
positive attitude about himself and about life in
general was infectious. Students would leave
lessons knowing that the clarinet was the reason
they breathe life at all.”

Morrie Sherry: “A great teacher is one who
not only knows the techniques of teaching but
also can see the potential in his students. I
looked forward to my weekly lessons always
with excitement and anticipation. In one of my
early lessons he suggested that I do a ‘tongue
cue’ for staccato and a ‘chonk’ before starting
a note. These are just two of his many tech-
niques that have become automatic and are very
helpful in my own playing and teaching, From
his encouragement I always felt inspired to chal-
lenge myself as a clarinetist and to love making
music.”

Bonnie Isbey Sholl: “Leon Russianoff was
the definition of a great teacher—highly skilled,

supportive, enthusiastic, innovative and extreme-
ly communicative. He encouraged risk-taking
and challenging oneself. These qualities helped
develop my musical abilities, but, more impor-
tantly, laid the foundation for my becoming a
more assertive, well-rounded person.

“Thank you, Mr. Russianoff, for touching and
changing the course of my life.”

Aaron Silberman: “Leon was my friend, my
teacher and mentor; and I respected him in a
profound way that is hard to describe. We were
both in grammar school together and later on,
in the 1930s, we were both part of the Bellison
Ensemble. After a lapse of many years I dis-
covered that he was an eminent clarinet teacher,
and in 1979 we happily resumed our contact.

“Leon was not only a great clarinet teacher
but also a man of immense human qualities. I
had great pleasure in meeting him often to
discuss not only the clarinet but to understand
his insight into people and his basic philosophy
of life which was his positive interest in human
beings.”

Peter Simenauer: “The clarinet world has
lost a great teacher, with the passing away of
Leon Russianoff. His influence and teachings
will be remembered for a long time to come.

“I got to know him shortly after my arrival
in New York, before my appointment as asso-
ciate principal and E-flat clarinetist with the
New York Philharmonic in 1960. Although I
never really studied with him, I knew what a
great influence his teaching had on the younger
generation.”

Michael Sussman: “Leon gave me unwaver-
ing support and encouragement even while he
attacked my playing problems. Any successful
musician can remember the doubts, the anxieties
and the unsureness along that road to ‘making
it” It wasn’t easy for any of us, but working with
Leon helped me to learn to play and he was
always there to pick me up if I needed it. Part
of Leon’s legacy is that he trained a huge number
of wonderful clarinetists without forcing them
to give up their own unique musical personali-
ties. He projected an energy, an enthusiasm and
a force for being completely supportive of his
students and colleagues.”

Kathryn Taylor: “Leon Russianoff was my
friend and my mentor. This brilliant, genius
teacher and player opened my eyes to both
clarinet playing and life. Never before had I met
such a character. His humor and energy were
infectious. Through his teaching, this positive
approach as well as his seemingly miraculous
solutions to playing problems stays with us
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forever and is passed down to our students. I
cannot play a note without thinking of dear
Leon.”

Chuck West: “Leon Russianoff was of tre-
mendous encouragement to me personally, and
although I met with him for only a handful of
lessons in New York and Colorado, these times
gave me a peek at horizons that I had up to then
considered to be barriers. He showed me that
the ceiling is much higher than I had imagined.”

Bob Wilber: “Musically, my crossing paths
with Leon was the greatest thing to happen to
me. Because of Leon’s totally unsnobbish attitude
towards jazz, I saw the possibility of combining
his teachings with my jazz studies under the
great New Orleans master, Sidney Bechet, to
produce a new approach. This synthesis of in-
spiration and ideas from two great teachers I
am working on to this day.

“Dear Leon, thank you for being simply you.
You have enriched the lives of so many of us
who were privileged to know you.”

Robert Yamins: “Leon was my clarinet teach-
er and my second father for 25 years. He anal-
yzed my technical and musical needs quickly
and accurately; the rapid progress which result-
ed gave me the confidence and motivation I so
needed at the insecure age of 14.

“With students Leon ate, drank, partied,
swam, even white-water rafted with relish. He
freely dispensed advice on life, love, friendship,
etc. His message was to ‘go for it’” in music and
in life. Leon cared about us as individuals and led
us to enjoy each other as individuals. I have many
dear friends among the vast.‘Russianoff family’
throughout the world. What a marvelous legacy!”







Clarinet Artistry:
AN ECLECTIC FORUM

he beautiful campus of
Humboldt State Univer-
sity, surrounded by the

forests of lofty majestic redwoods which epito-
mize the extraordinarily breathtaking splendor
of northern California, provided the perfect
setting for “Clarinet Artistry: An Eclectic
Forum,” one of 1990’s several outstanding
offerings by California State University Summer
Arts. The two-week seminar took place July 29
to August 11 and was geared toward professional
artists, teachers and advanced students of the

by Crystal Hanson Lindsay

The seminar consisted of a veritable cornu-
copia of performances and pedagogy. It included
three solo recitals featuring brilliant perfor-
mances by faculty artists of a wide variety of
works from solo clarinet literature. Participants
were privileged to perform in 16 open master
class sessions gaining significant musical growth
and development through the sincere, relaxed
and congenial manners in which Stanley Hasty
and Larry Combs were so willing to share their
vast musical knowledge and experiences. Seven
lecture presentations discussed in depth numer-

Farticipants with Larry Combs and Stanley Shimada at the final party.

clarinet. Twenty clarinetists from places as
diverse as Yale and Alaska attended the event.

Organized and coordinated by Miles Ishigaki
(California State University, Fresno), the forum
provided an excellent opportunity for partici-
pants to broaden their musicianship and explore
the many aspects of clarinet performance and
education through master classes, lectures and
recitals delivered by renowned artists and teach-
ers of the clarinet world. Included in the dis-
tinguished faculty were Stanley Hasty, Larry
Combs, David Etheridge, David R. Harman,
Loren Bartlett, Wu Dahzen, Russell Howland,
Stanley Shimada, Tom Wheeler and Virginia
Houser.

ous topics of interest adding to the many insights
gathered throughout the forum. Additional daily
features included fireside chats and open forums
where participants had the opportunity to con-
verse freely with artists in a relaxed, informal
atmosphere. Ample time was given for explora-
tion of the clarinet quartet repertoire culminating
in several chamber music recitals involving all
participants.

Each day started with an open forum featuring
one or more of the faculty artists. Participants
had a chance to pose various questions covering
a wide range of topics including techniques for
playing softly, relaxation, avoiding water in keys,
oiling the instrument, articulation in the altis-
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simo register, doubling, conditioning reeds, ad-
Justing to differences in performance settings,
clarinet playing from a conductor’s point of
view, and what it is like sitting in front of the
Chicago Symphony brass.

The first week featured eight two-hour master
classes with Stanley Hasty, professor emeritus
of the Eastman School of Music. Larry Combs,
principal clarinetist of the Chicago Symphony,
delivered a similar schedule of classes during
the second week of the forum. Each session
highlighted four participants in performances of
etudes, orchestral excerpts and solo works
selected from the clarinet repertoire. The faculty
artists provided enormous insight into both the
technical and creative aspects of the individual
performances. Pieces chosen comprised a broad
spectrum of the standard literature in addition
to a generous sampling of some of the more
contemporary works. Special emphasis was
given throughout the master classes to breath
preparation and protocol, consideration of par-
tials while selecting fingerings, and expressive
playing strategies.

The first lecture of the seminar, “Conducting
and the Clarinet,” was given by David R. Har-
man (University of Louisville), who shared with
participants some of his extensive knowledge
gained while conducting such distinguished
performing groups as the Cincinnati Symphony
Orchestra, the Louisville Symphony Orchestra
and a number of ensembles throughout Europe.
The relationship between bowings and wood-
wind articulations, using the clarinet to access
sound in the score, and skills developed as
clarinet players which transfer to conducting
were just a few of the topics discussed at this
gratifying and worthwhile presentation.

“Mozart’s Clarinet Concerto” was the subject
of a most enlightening lecture presented by
David Etheridge, professor of clarinet and chair-
man of the woodwind area at the University of
Oklahoma. Etheridge is author of the book
Moxzart’s Clarinet Concerto: The Clarinetist’s
View, and his expertise in this and in many other
areas was more than overwhelmingly appreci-
ated by all participants. Assisted by forum
pianist Virginia Houser, Etheridge provided an
in-depth awareness into the interpretation and
performance practices of this monument of the
clarinet literature.



Russell Howland, professor emeritus of music
at California State University, Fresno, and Cali-
fornia Music Educators Association Outstanding
Music Educator for 1990, delivered a delightful
presentation entitled “Clarinet Pedagogy and
Arranging for the Clarinet Choir” Double
tonguing, vibrato, difference tones, playing posi-
tion, embouchure, and fingering were just a few
of the items discussed. Howland also revealed
to the group his personal construction plan for
a set of quite useful “Embouchure Mirrors.”
Culminating activities included rehearsals and
a performance by participants of some of How-
land’s impressive arrangements for clarinet
choir.

Instrument repair genius extraordinaire Tom
Wheeler (marketing development manager for
woodwinds with Yamaha Corporation) led a
most informative and entertaining discussion on
the “Industry’s View of the Clarinet and Clarinet
Repair.” Particular emphasis was placed on the
history and evolution of the clarinet, the overall
role of the musician and how much demand can
be placed on the “tools of the trade.”” Wheeler
shared many secrets and tips to help clarinet
players deal with everyday woes like loose rings
and water bubbles in keys. Repair demonstra-
tions involving participants’ instruments were
highly thought-provoking, and everyone was
delighted to have their clarinets leave the semi-
nar in better condition than when they arrived.

“Images of China and the U.S.” featured a
slide showing of incredibly beautiful photo-
graphs by accomplished clarinetist and pho-
tographer Wu Dahzen. The photographs focused
on three of China’s most renowned mountains
of Buddhism and served as a reminder of the
country’s close association with religion. Also
included in the session was a special perfor-
mance by Qi Li of two of his original piano
compositions based on Chinese folk songs. The
enchanting presentation in its entirety proved to
be a most pleasant addition to the forum.

Loren Bartlett, expert doubler and soloist at
the International Double Reed Society’s annual
convention, presented an exciting lecture entitled
“Interpreting Etudes on the Clarinet and Other
Woodwind Instruments.” Bartlett gave impres-
sive performances on all of the woodwind in-
struments and discussed similarities and
differences among them. Many tips were offered
on doubling for the woodwind player with spe-
cial emphasis on embouchure and register
adjustment. The presentation was most effective
and enthusiastically received.

Breathing, embouchure, open throat, hand
and elbow positions, fingerings, equipment, and
musicianship were just a few of the issues dis-
cussed in Stanley Shimada’s “Clarinet Pedagogy
and Philosophy of Education.” Shimada is the

This new Bb clarinet mouthpiece combines tradition,
professional experience and years of experiments
with new technology. It is the most accurate
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“Excellente” Clarinet Mouth~Piece has been
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director of bands at Prince David Kawananakoa
Intermediate School in Honolulu, and his prow-
ess in the field of music education was highly
evident in this extremely informative lecture
presentation. Particular emphasis was placed on
his “Course of Study for Beginning Band,” daily
warm-ups and individual exercises for develop-
ing breath control.

Expressive, lyrical phrasing and splendid
technique highlighted the first solo recital of the
forum performed by David Etheridge and Vir-
ginia Houser. Programmed pieces included
Fantasiestiicke, Op. 43 by NW. Gade, Sonata
by Leonard Bernstein, Willson Osborne’s
Rhapsody for clarinet and Negy Magyar Tanc
by Rezso Kokai. Etheridge demonstrated admi-
rable flexibility in dynamics throughout the
performance, and the impeccable ensemble
between the clarinet and piano was especially
satisfying to experience.

The first Friday evening brought with it an
exquisite lecture recital by Stanley Hasty. Hasty,
whose prestigious career includes principal clar-
inet and soloist for the Indianapolis, Cleveland,

/ &

Baltimore, Pittsburgh, Rochester and National
symphony orchestras as well as having taught
at the Cleveland Institute, Peabody Conserva-
tory, Indiana University, Carnegie Institute,
Eastman School of Music and Juilliard Graduate
School, was joined by forum pianist Virginia
Houser (director of the group keyboard, peda-
gogy, and preparatory programs at Kansas State
University) for the evening’s presentation. The
focus of the lecture was Mozart’s Clarinet
Concerto, and Hasty’s very detailed interpreta-
tion of the work was most gratifying. The sen-
sitivity and keenness in the performance was
truly refreshing, and Hasty’s overall amiable
nature mesmerized the audience for the duration
of the presentation.

Remarkable precision and impeccably shaped
phrases constituted a stunning recital by Larry
Combs and Deborah Sobol, defining the current
state of the art in clarinet performance. Works
performed included the Premiére Rhapsodie by
Claude Debussy, the Brahms Sonata No. 2 in
A, Op. 100 (trans. Kent Kennan), Monologue
(for an actor) by Shulamit Ran, Seven Preludes

by Alexander Scriabin (arr. Willard Elliot), and
Three Preludes by George Gershwin (arr. James
Cohn). The ease with which the artists shifted
from one style to the next was altogether capti-
vating. Combs’ tremendous technique, refined
sensitivity, and optimal control combined to
make this a breathtaking performance and an
appropriate finale to two unique weeks for
clarinet enthusiasts.

Compliments and thanks to Miles Ishigaki for
organizing what has proven to be a genuinely
valuable experience for 20 aspiring clarinetists.

CSU Summer Arts 91 presents “Mozart: The
Composer, His Chamber Music, and the Clari-
net” August 4-17 with guest artists Phillip Wilby
and Larry Combs culminating in a performance
of Mozart’s Requiem.

ABOUT THE WRITER ...

Crystal Hanson Lindsay is a classroom music
teacher for the Anchorage School District in
Anchorage, Alaska, where she performs regu-
larly with local orchestras.
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Advanced training for the aspiring professional.
—_—
8910 Bradford Road, Silver &pring, MD 20901-4018
(301) 589-3867

For the serious student
who wishes to pursue
a career in music.

Our Faculty Strengths: Proven pedagogues and symphony players.

Performance Opportunities: Two orchestras, two wind ensembles,
numerous chamber groups, solo and concerto appearances.

Degree Programs: BA, BM, MM, DMA, and Artist Diploma.

Scholarships: Up to full tuition for undergraduates; full tuition as well as
assistantship opportunities for graduates.

Faculty: Ron de Kant “..a beautiful performance of my concerto.” Aaron Copland
Carmine Campione ‘recital well received...very well done." Intl Clarinet
Society
Emil Schmachtenberg “..fine sensitive musician.” Max Rudolph

For further information. contact: W. Harold Laster. Assistant Dean. Box ICS. College-Conservatory of Music.
University of Cincinnati. Cincinnati. OH  45221-0003 (513) 556-5462. FAX (513) 556-0202
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CLARINET METHODS

Ruth Bonetti
ENJOY PLAYING THE CLARINET
(B22107-1) ..o $1595

An entertaining and practical tutor,
written for the 10-12 year old
beginner, but a help to beginners
of all ages.

® Seeks a balance of technical and
musical development

® Comprehensive guidelines for
essentials of playing: embrochure,
tone, breathing, posture, tonguing

¢ Original material provided
whenever possible to build a
sense of style & identity with
the instrument

Garth Richard & Heather Cox

SING, CLAP AND PLAY CLARINET
— Book 1  (355913-7) $6.95
— Book 2 (355914-5) $6.95
— Concerts (355921-8) $6.95

® Two books with useful tips and
reminders, practice pieces,
exercises and duets

® Concerts book with duets for
pupils or pupil and teacher

¢ Simple diagrams teach fingering
for each new note

® Rhythms taught by related word
patterns provided to Sing, then
Clap, then Play

Music is available at all fine music
stores. SPECIAL OFFER! Good
through April 30, 1991. Buy the
Bonetti method and we will send a
sample of Sing, Clap and Play as a
gift. Check must accompany your
order. Send this advertisement to
Dept. CLAR.

s Music Department

OXFORD UNIVERSITY PRESS, INC.
200 MADISON AVENUE, NEW YORK, NY 10016
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VIDEO REVIEW
by John Mohler

ROBERT WALZEL, The Single Reed Video.
Mark Shelton Productions, P. O. Box 51056,
Denton, TX 76206.

As William Bolcom wrote in A Short Lecture
on the Clarinet, “‘Being a clarinetist isn’t easy.
The care and maintenance of reeds is a constant
trial.” This 30-minute video covers the subjects
of selection, conditioning and adjustment of
commercial clarinet and saxophone reeds with
appropriately equal allocation of time to each
area. At regular intervals, various subject review
charts are displayed. Alluding to single-reed
similarities, Walzel illustrates his methods only
with clarinet reeds. The prelude and postlude
background music, however, features the
saxophone.

The production is very well done in both
content and visuals. Walzel occasionally plays,
demonstrating correct embouchure and charac-
teristic clarinet sound, though on this reviewer’s
VCR, the latter had some inherent flutter. The
ability to pause, rewind and/or fast-forward
tapes makes this type of teaching aid ideal.

RECORD REVIEW
by Dawn Ellen Whaley

DAVID KEBERLE, CLARINET, and
SHIHOMI KISHIDA, PIANO. Keberle,
Galoppando attraverso il Vuoto; Okatsu,
Song of the Little Carp; Renna, Trovero la
luna dell’aurora; Ceccarelli, Koan I Barchi,
Bagatelles; Smith, 7 Haiku. EDI-PAN PRC
S20-57. Available from Ravenna Editions,
5607 16th St., N.E., Seattle, WA 98105.
David Keberle’s latest release on the EDI-PAN

label is well worth the time and effort to seek

out. All six of the pieces here were written for

Keberle between 1985 and 1988 and explore the

timbral possibilities of the clarinet unaccom-

panied or with piano. Many moments on this
album are absolutely stunning. All of these
sounds are acoustically produced with no mach-
inery, echoes, delays, flanges or amplifiers.

Although many will feel that these pieces are

outside of the domain of the “average” player,

I believe that serious clarinetists can no longer

dismiss this technique as ‘“extended” and

therefore beyond their needs. These effects are
necessary additions to the coloristic palette of

every player and to the creation of this very
beautiful music.

Each of these works deserves a brief mention.
David Keberle’s Galoppando attraverso il Vuoto
for unaccompanied clarinet was inspired by the
expressiveness of the ancient Japanese Shaku-

DAVID KEBERLE cirincito -

SHIHOMI KISHIDA pinoforte
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hachi. Keberle explores the similarity between
the two instruments by using a system of non-
traditional fingerings which produces a new
collection of clarinet tunings and timbres. Using
his own methods and some of William O. Smith’s
multiphonic techniques, Keberle produces a
dazzling polyphonic display. Two and three
parts are audible without any electronic mani-
pulation. It fooled me the first time through,
forcing me back to the liner notes in disbelief!

Song of the Little Carp by Japanese composer
Tamae Okatsu is a lyric fantasy, simple and
expressionistic. The opening, with its charming
bubbling motive, is especially beautiful. Unfor-
tunately this piece suffers from a recurring
problem with intonation, especially in the always
problematic unison with piano.

Enrico Renna’s Trovero la luna dell'aurora
is an elaborate exploration of quarter tones and
multiphonics. The sonorities of the piano are
stretched to include pizzacati and glissandi on
the strings. This gives an eerie, otherworldly
atmosphere to the work.

Koan I by Luigi Ceccarelli for clarinet and
prepared piano is another piece worth buying
the album to hear. The piano preparation alters
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the pitch and timbre of selected pitches, creating
a rich microtonal spectrum of harmonic move-
ment and tonal color. The resulting sound is
much like the delicate percussive character of
the Indonesian gamelan, and the color effect is
absolutely beautiful.

Barchi’s Bagatelles was originally conceived
for the Eb clarinet but is heard here on the Bb.
Unfortunately there is a distracting, unexplained
echo throughout the entire cut. The liner notes
annotate unusual effects in all of the other works,
so I can conclude only that this echo is a product
of the recording process.

Haiku is a collection of seven short pieces by
William O. Smith. Each requires the clarinetist
to play the bell into the piano with the sustain
pedal blocked while the movement explores a
different sonorous technique. This allows the
strings to vibrate freely, resonating in a wonder-
ful, rich echo. True to Smith’s form, a variety
of extended techniques is used. Keberle makes
them the expressive pieces that they should be.
The seventh of these, using only the mouthpiece
and the bell, is absolutely wonderful. It is in-
spired playing!

Throughout this album David Keberle displays
a beautiful lyricism and a good sense of musical
taste. He has a special insight into this genre.
At times the multiphonics get a little too raunchy
for my taste, but are understandable in the
interest of expressiveness. Intonation can also
be a bit out at times, but tuning pieces of this
nature with piano is not an easy feat! By and
large, this recording is a wonderful example of
what the clarinet is capable of doing in a
master’s hands.

COMPACT DISC REVIEW
by Dawn Ellen Whaley

CARL NIELSEN: Concerto for Clarinet and
Orchestra;, Concerto for Flute and Orchestra.
John Bruce Yeh, clarinet; Mary Stopler, flute.
The Chicago Chamber Orchestra, Dieter
Kober conducting. Centaur CD, CRC 2024,
playing time 41:48.

Nielsen’s most important works were com-
posed after World War I, with those coming
after the Fifth Symphony becoming increasingly
more like chamber music in their mode of
expression. Each instrument was explored for
its own expressive character, a trait that first
emerged as a major aspect of his writing in the
Woodwind Quintet of 1922. This Quintet, written



for the players of the Copenhagen Woodwind
Quintet, was conceived as a showpiece not only
to display the singular talents of each player, but
also to explore the unique character of each
instrument.

A close personal relationship existed between
Nielsen and Aage Oxenvad, the clarinetist with
the quintet, which proved critical to the devel-
opment of the expressive nature of the Concerto.
Nielsen wanted the work to reflect not only the
remarkable virtuosity and musicianship of
Oxenvad, but also his individual artistic aes-
thetic. Nielsen was in continuous consultation
with him about the technical and expressive

potential of the instrument, and was obviously
stimulated by the properties of an instrument
that, in his own words, could be “warmhearted
or charged with extreme excitement, which
could be mild as balm or squeal like a train on
poorly greased rails.” What composer interested
in the colors of tone would not be interested in
an instrument capable of such flexibility!

This recording could and should be used by
anyone learning the Concerto. Every aspect of
the performance is calculated to perfection; the
playing is true to the notation in every conceiv-
able respect. The numerous tempo changes are
flawlessly executed and the transitions through
them are seamless. John Bruce Yeh's articulation
is perfect and every nuance of the page is
realized, all with a beautiful, well-modulated
sound and perfect intonation.

So what could conceivably be wrong? Well,
for one thing, I was never moved! My opinion
may leave me tinged by controversy, but this
recording left me totally cold. I think that this
concerto has a wonderful, romantic nature, and
that it must exude spirit and soul to come alive.

For all of its technical faults — the rough tone,
the poor intonation, the less-than-perfect transi-
tions — I much prefer the Benny Goodman
recording for its vitality, excitement and spirit.
Goodman always had something to say, a fact
no one would ever deny, like it or not. That just

may be the reason that his old 1967 RCA
recording with Morton Gould is still available.
(Editor’s note: RCA RCDI-5890)

Buy the Yeh recording. I recommend it
because you will never find a performance
“truer” to the work it represents; but learn from
it by comparison.

COMPACT DISC REVIEW
by David Ross

MOZART: Serenade in Bb major. K. 361
Amadeus Winds, conducted by Christopher
Hogwood (Lawrence McDonald and William
McColl, clarinets; Eric Hoeprich and Lisa
Klevitt, basset horns). L'Oiseau Lyre CD 421
437-2.

Despite its particular live performance diffi-
culties, specifically length and instrumentation,
this wind serenade has been recorded perhaps
more often than any other wind ensemble work,
with a number of distinguished versions from
virtually all parts of the musical world. It will
come as little surprise to note that period in-
strument groups are now beginning to record
this great work. At present, there are at least
four recorded versions on ‘“‘authentic instru-
ments,” and this performance by the predomi-
nantly American-based Amadeus Winds must

roductions the

Music by MEYER KUPFERM

———

Clarinet and Soprano

87004 Three Blake Songs ..................ciiiiiienn. 7.70
8934  Mosquito Delight ..................ooiiiiii.. 16.60
Basset Horn, Soprano and Piano
880387 TaFGHWANE . ... ... ccvvoenneeneomomseceeseanonad 44.00
Clarinet and Strings
88002 Quartet for Clarinet & Strings................... 20.00
(Score and Parts)

88039 Clarinet Quintet. ... ..........coouviiiuannan... 50.00

(Score and Parts)
Jazz Trio (or quartet)

New Music €3 Recordings for
Virtuoso Clarinetist!

88037 Three Short Pieces for Trio.................... $12.50

Music by MICHAEL STAROBIN

(Oboe, clarinet, violoncello)

e U T IR ST S D 22.00

Music by ELEANOR CORY

(Clarinet, cello and piano)

8965 Arabella Arabesken.............. ... ...l 10.50

Music by GERSHON KINGSLEY

(Solo clarinet)

Solo Clarinet 8933 Adjustable Tars .. ...........ooouveeeeeeainnns 16.50 Music by OTTO LUENING
86001 Soundspells Fantasy .......................... 8715 [Jazz singer, clarinet, bass (drums optional)] 8949 Hantasia ........ .0 .. B e on e e el o[ 5.50
86002 Four Jazz Etudes. ............. ... ... 825 8944 Tunnelsof Love ............. ...l 44.00 (Solo clarinet)
86004 Moonflowers, Baby! ................. ... .. ... 13.75 (Clarinet, bass and drums)

TvolGlskiets Music by LAURIE MacGREGOR

86006 Infinitics #33 ... 8901  Tip Of the ICEDEIZ . . ... o.ovoeeereeeeeaeeenn e 13.75 8916 DelJaVu............... e 4.50
87021 Silhouettes ... ... (Solo clarinet)
Mixed Tri
8947  Perpetual Licorice . - o 8968  Sleepless MOON ... .....oouuiiiuiiiiaien. 12.50
h 8979 Trio MUuSKEteers .. .........cooueeiuenannennnn 16.50 (Clarinet and piano)
_ Ciarinet and Piano (Flute, oboe and clarinet)
87007} [IheMiagicin,. . 8985 CADAIEHA ... ... ...oveoenerneeniinainienns 16.50 Music by FRANCIS THORNE
88005, Tive Flingg. . (Flute, oboe and clarinet) 8926  Somatina for Solo Clarinet ....................... 9.50
8946  Sound Objects #4 . 8989 DIGIOTIUI « . v oveeeeesesennanenananenennes 16.50
Two Clarinets and Piano (Flute, oboe and clarinet) Music by BRIAN FENNELLY
88020 Triple Play. ... 24.20 3 8977  MIRIAIULES . . ...ttt ie e 10.50
Clarinet Ensemble (4 clarinets or more) Music by élo(l)l(']:]:ﬂfetANNELLl (2 clarinets / or solo clarinet)
KKKKK: L X 0
T mnC]:ppplnpmde d Viola u® 86003 Fantasy for Solo Clarinet . ....................... 850 New CD and Cassette Recording:
anieeegid}Vig 87002 Three ShAKES . . .. .........ovorineereanenennn, 8.50  CDS75 (CRI) CLARINET CONCERTO by Meyer Kupferman, Peter
88022 Image I............ooooiiiiiiiiiiii 8.80 (for Bass Clarinet) Alexander, clarinet; Leon Botstein, conductor; Pro Arte Orch. of

707 YT | R —— ...8.80 -
88024 Image of the Third Garden 13.20 . Basset Horn and Piano
88035 ALittle Bit ........... ..9.90 88016 Wind Waves .............couiiiieiinnnnanaanns 10.00

8927 Phantom Episodes ... ... L1320 Chamber Music .
Concerto 88008 New Wind TEO . .. .evvreeranneeeenananeens 1200 Send Check To:
88003 A Little Licorice Concerto...................... 44.00 (Flute, oboe, clarinet)
(Score & Parts for Solo clarinet, 8 clarinets and 2 bass clarinets) 88013 Rhapsody Quartet .....................c.oooions 8.00 SOUNDSPELLS PRODUCTIONS

88006 Clarinet Concerto (Oboe, clarinet, violoncello and piano) 86 Livingston St., Rhinebeck, N.Y. 12572

FUll SCOTE . .. oovvt et eeeeaaaaenenn, 33.00 - o .
Casiameet ... 5.50 Music by SAMUEL ADLER add 15% for shipping & handling
Piano Reduction . .............ccooeieniinai... $16.50 88036 Music for Three .............oooivieunenann.. 12.50 N.Y. State residents, add 7% % tax

(Parts Available on Rental) (Oboe, clarinet, violoncello)
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MOZART

Sevende, K361 'Gran P

AMADEUS WIND!
CHRISTOPHER HOGW Q0D

be counted among the most successful. Even in
direct comparison with modern instrument
performances, this version has little to fear and
perhaps much to gain, as intonation, technique
and balance are all exemplary. For an earlier
generation of wind playing on period instru-
ments, one may have needed to make excuses
here and there, but playing such as demonstrated
on this disc by Lawrence McDonald and Steven
Hammer (using a 5-keyed clarinet and a 2-keyed
oboe, respectively) clearly documents the high
level of artistry that the best of today’s period
instrument players have reached.

As seems to be the tendency with early music
groups, tempos are on the quick side — here
the first movement Allegro and the concluding
Rondo are among the fastest on disc. While
these fast movements are impressive, it is
perhaps in the slow movements, particularly the
central Adagio, where this performance makes
its strongest case. Here the three solo instru-
ments — oboe, clarinet and basset horn — are
each in turn clearly outlined over the most
unobtrusive accompaniment. In these long
cantabile melodies, McDonald produces a
warm, mellow sound, glowing even down to the
softest dynamics.

As aforementioned, recorded balance is
extremely good, and indeed one can make the

case that period instruments are often much
better served in the recording studio than in the
large concert halls many times required for
present-day live performances, concert venues
in many cases totally inappropriate for period
instruments. Particularly the lower reed
instruments can be lost in large spaces, but here
the only complaint might be the occasional
under-recording of the basset horns, most
noticeable in the clarinet family trio of the first
minuet.

Drawing as it does from America’s top-level
period-instrument players, the Amadeus Winds
has a beautifully balanced and homogenous style
from top to bottom, perhaps less individual and
self-conscious than some of their European
counterparts. If the tempos are generally brisk,
there is also present a crispness and clarity often
lacking elsewhere. No doubt some of this stems
from the use of the Neue Mozart Ausgabe,
which, as Daniel Leeson points out in his
concise and informative notes, is quite different
from the set of parts generally used. Though
most recordings in the past few years have made
use of the NMA score, Birenreiter has yet to
make generally available their new parts, though
the need for such has been recognized for some
years now. Still it is the players and not the parts
which make the music, and this excellent
performance carries its own personality and
spirit which ultimately transcend the boundaries
of authenticity or performance practice. In
short, it is truly fine music-making.

COMPACT DISC REVIEW
by Gordon C. Bobbett

CARL MARIA VON WEBER: The
Complete Chamber Music for Clarinet.
Quintet, Op. 34; Seven Variations on a theme
Sfrom “Silvana,”’ Op. 33; Introduction, Thema
and Variations, Op. posth.; Grand Duo
Concertant, Op. 48. Walter Boeykens,

CONSISTENTLY DEPENDABLE ACCESSORIES
— ¥When Pour Artistry Demands The Best —

MOUTHPIECES ¢ LIGATURES ¢ REEDS ¢ CLARINETS
ADJUSTABLE THUMB RESTS ¢ MPCE. & TEETH CUSHIONS
IMPROVED-ANGLE BASS CLARINET NECKS ¢ SPECIAL KEYS

Brochure on Request
Bap-Gale Woodwind Products

P.O.Box 3935-C ® Westlake Village, CA 91359
(805) 497-8161
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‘“alent
von WEBER
The complete chamber music
for clarinet
‘WALTER BOEYKENS (ciarinet)

STRING QUARTET “VIA NOVA"
ROBERT GROSLOT (piano)

clarinet; String Quartet “Via Nova,” Robert

Groslot, piano. Talent Recording DPM-2910

09, playing time 64:28.

Walter Boeykens, born in Belgium in 1938,
studied at the Royal Conservatory of Brussels.
Since 1964, he has been a guest soloist for
festivals in Berlin, Darmstadt, Cologne, Am-
sterdam, Geneva, Paris, Warsaw and Madrid.
He taught at the Royal Flemish Conservatory
of Antwerp, at the Conservatory of Utrecht
(Holland) and at the “Académie internationale
d’ete” in Nice (France). In 1977, his recordings
of Mozart and Weber won the “grand Prix du
Disque.” He has performed with the Amadeus
Quartet, the Quartet Via Nova and the Salz-
burger Mozarteum Orchestra. Boeykens, an
international clarinet soloist, has performed
throughout Europe, the United States,
Venezuela, Mexico and Finland.

Boeykens’ performance of Weber’s Quintet is
one of the best recordings of this work on the
market today. From the Fantasia’s long sculp-
turesque phrases and liquid chromatic passages,
to the playful Menuetto and lyrical Trio, to the
brilliant and exciting Rondo, Boeykens demon-
strates a wide variety of tonal sonorities, from
vibrant royal blues to subtle pastel pinks.
Through his versatile virtuosity, he makes the
technically demanding passages appear simple.

While Boeykens’ Seven Variations of a Theme
Jfrom Silvana is exciting and masterfully per-
formed, Groslot’s insipid piano phrasing lacks
artistic direction. For example, during Variation
VII where the piano and clarinet exchange the
melody line, Boeykens sings the beautiful
melodies, but Groslot does not. By playing
timidly, he neither balances the arching melodic
lines nor sustains the long, musical phrases.

The Introduction, Thema and Variations is an
example of extremes. Although Boeykens’
lyrical Adagio is seductively charming and
enduring, the clipped phrase endings during
Variation I and V, the over-emphasized accents
in the Allegretto, and the uneven scale/arpeggio
passages in Variation III are a bit distracting.



Comparatively, it lacks much of the aesthetic
refinements present in the other three selections.
With bravura and sensitivity, Boeykens
performs the Grand Duo Concertant. This won-
derfully performed work is one of the clarinet
world’s best-loved compositions. Boeykens
demonstrates the work’s wide spectrum of
articulations with exquisite accuracy and dex-
terity. Here, Groslot soars from one phrase to
the next, powerfully sustaining one rhapsodic
phrase and delicately caressing the next.

Boeykens plays the Buffet-Crampon
“Prestige” clarinet. Eclectically, he has Benny
Goodman'’s singing qualities with a touch of
Reginald Kell’s vibrato and phrasing. Boeykens’
sound is expressive, lively and colorful. His
playing characteristics and tone are reminiscent
of the English, German and French schools of
clarinet. For instance, his lyrical, smooth tone
is similar to the English school, while his power
and strength combined with the strong emphasis
on inner-rhythm resemble the German school.
His phrasing, slightly bright tone, musical flair
and subtle tonal nuances are similar to the
French. Geographically, Belgium is in the
middle of these three countries, and Boeykens’
playing is a wonderful mix of each.

Quartet Via Nova gives an inspiring perfor-
mance with its rich, transparent sound and its
soaring, eloquent phrasing. Unfortunately, the
names of the individual quartet members are not
listed on the disc cover.

The recording engineer produced a disc that
is wonderfully authentic. Its lifelike quality is
impressive, expecially the clarinet’s natural
sonorities, register idiosyncrasies and the
quartet’s rich, vibrant string sounds. The disc
has just the right ambiance — neither overly
bright nor artificially dark and muted. The
listener readily appreciated the aura of attending
a live chamber concert at a great recital hall.

The order of the musical selections on the
disc’s cover and the actual disc differs (the order
in this review reflects the disc’s correct order).
This reviewer strongly recommends this disc to
the clarinet aficionado, the chamber musician
or to the demanding audiophile who wants to
experience exciting chamber music at its best.

COMPACT DISC REVIEW
by Michéle Gingras

QUEENSLAND SYMPHONY ORCHESTRA,
Richard Mills and Vladimir Ponkin,
conductors. Philip Bracanin (b. 1942):
Clarinet Concerto, Floyd Williams, clarinet;
Colin Brumby (b. 1937): Scena for Cor
Anglais and Strings, Barry Davis, Cor
Anglais; Colin Spiers (b. 1957): Divertimento

DIVERTIMENTO FOR STRINGS:

for Strings. ABC Classics 426424-2.

Although clarinetist Floyd Williams is pro-
fessionally based in Australia, we often have the
occasion of hearing this excellent musician in
the United States. Williams meets some fine
challenges in Bracanin’s Clarinet Concerto.
Bracanin, an Australian of Yugoslav parentage,
holds a teaching position in the faculty of music
of the University of Queensland. The Clarinet
Concerto (1985) is scored for symphonic orch-
estra without clarinets. In three movements, the
work opens with a slow meditation, followed
with an Allegro which undergoes several
changes in tempo and mood, including a jazz
section convincingly played by Williams. The

impressive clarinet cadenza shows off his
technical prowess. The brass section is admir-
able as is the general accompaniment, besides
minute intonation irregularities in the opening.
The third movement, Vivace, closes with a
bravura ending.

I recommend acquisition of this disc for the
discovery of three outstanding Australian com-
posers, for two important additions to solo wind
repertoire and for ... Yes! A true listening
pleasure. (Editor’s note: The Bracanin Concerto
parts can be purchased from the Australian
Music Centre in Sydney.)

MUSIC REVIEW

by Himie Voxman

Clarinetists expecting or hoping for new
interpretive insights in articulation and nuance
will probably be disappointed in two recent
editions of Mozart’s clarinet concerto. Neither
provides these but they have other objectives that
they successfully meet. One incorporates a
number of notational changes that have been
suggested in recent years; the other includes a
text for those wishing to perform the concerto
on the basset clarinet.

Present-day research indicates that the first
publication was that of Breitkopf & Hirtel in
Leipzig in 1801. It was followed shortly by those

CLARK W. FOBES
WOODWIND CRAFTSMAN

Introduces two handcrafted mouthpieces

OPERA $85

OPERA and SYMPHONY

The OPERA model has a beautifully fluid, vocal
sound easy articulation and robust lower register

The §YMPHONY model is responsive, rich in
upper partials and capable of superior projection

Available in 2 facings; medium and medium open
SYMPHONY $95

Other Mouthpieces
Bass Clar $140 Eb Clar $115 Basset Horn $105

Authorized Buffet Dealer

Premium hand selected clarinets
130 Beverly, San Francisco, CA 94132 ¢ (415) 585-0636
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of Johann André (Offenbach a/M) and Sieber
(Paris). Generally overlooked by scholars is an
edition in 1803 by Pleyel (Paris). The last three
cited appear to be “pirated” versions of the first-
named, although there are minor discrepancies
in the copies I have. André published an edition
edited by Carl Baermann between 1865 and
1869. This was apparently the basis of Simeon
Bellison’s version published by Carl Fischer in
1943. They have the same textual changes in the
Adagio.
WOLFGANG AMADEUS MOZART, Con-
certo in A Major for Clarinet and Orchestra,

A major, KV. 622. Edited for clarinet and

piano by Henri Kling, revised and edited by

the Trio di Clarone (Sabine Meyer, Wolfgang

Meyer, Reiner Wehle). Breitkopf & Hiértel,

1987.

The first Kling edition was published in 1883
and has probably been the most widely used
worldwide. The purpose of the update is best
described by the editors. “We have attempted
to adapt the traditional solo part as much as
possible to the version for basset clarinet without
hindering its performability on the clarinet in
A. Mozart’s sketch for bars 1-199 served as the

main source.”

There are minor changes in articulation, but
the primary one was to emulate the contours of
the original arpeggios.
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The piano part in the revision closely follows
the original Kling version except in the Adagio,
where the tutti passages have been thickened for
more sonority. The editors suggest that the
fermatas in the first movement be embellished
but offer no examples.

WOLFGANG AMADEUS MOZART, Con-
certo in A major for Clarinet and Orchestra,
KV. 622. Suggestions for performance by
Hans-Dietrich Klaus; piano reduction by
Thomas Bruttger. Bérenreiter, 1987.

The clarinet and basset clarinet parts are
identical with those in the two scores of the new
Mozart edition published by Bérenreiter in 1977.
There is no separate basset clarinet part. When
it differs from the clarinet part, it is found above
the clarinet part and follows the 199 bars of
Mozart’s sketch with minor changes in
articulation. The remainder is a reconstruction
based on the many speculations made by various
musicologists and performers.

The clarinetist must look to the piano score
to find the editorial emendations concerning

nuance or articulation. Suggestions for embel-
lishing the fermatas in the first movement are
included.

The piano part differs somewhat from the
original Kling edition mostly with respect to
treble and bass distribution. Additional notes
give a thicker texture in the Adagio.

Performers seeking information as to how our
18th-century clarinetists may have ornamented
the clarinet part will have to look beyond these
editions. Some ideas may be had from the
arrangement for flute by August Eberhardt
Miiller (1767-1817), published by Breitkopf &
Hirtel almost simultaneously with the clarinet
edition. He was a recognized Mozart scholar,
and I believe he may have been responsible for
the version that has come down to us. Another
source is the arrangement for viola by “an
amateur” published by André in 1801.

The forewords to both of the new editions are
informative, but the most thorough account of
the early history of the clarinet concerto and the
basset horn that I have found is the master’s
thesis of Dr. Arthur J. Ness. It is entitled Some
Remarks Concerning the Basset Clarinet and
Mozart’s Concerto in A Major (KV. 622) and
was completed at Harvard University in 1961.

Especially interesting is Ness’ reconstruction
of the Adagio movement, based on an arrange-
ment for piano and string quartet by Christian

PAGE 54 | FEBRUARY /MARCH 1991 | THE CLARINET

Friedrich Gottlieb Schwencke (1767-1822), first
published by Johann August Boehme (Hamburg)
between 1799 and ca. 1805. Schwencke’s arrange-
ment makes use of the speculations by the first
reviewer. It is doubtful, however, if many con-
temporary clarinetists have the courage to depart
far from the text of the concerto as it has come
down to us. Perhaps it’s for the best.
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Student ...

Barbara Duman, clarinet, Kristen Jepperson,
harp, Graduate Recital, Ohio University,
September 18, 1990. Duo Concertante in F
Major, Op. 7, Backofen; Pastorale, Amorosi;
Nocturne No. 3, Bochsa; Fantasie for Solo Harp,
Spohr; Green Sleeves, Anon. (Variations for
Clarinet, Sauvaire; Variations for Harp Celtique,
de Preissac); Two Preludes, Brown

Jackie Gresham, clarinet, Senior Recital,
University of North Texas, October 30, 1990.
Introduction, Theme and Variations, Rossini;
Three Pieces for Solo Clarinet (from Five
Pieces), Webster; Three Pieces for Clarinet,
Viola and Piano, Op. 83, Bruch; Time Pieces,
Op. 43, Muczynski

Carol Kycia, clarinet, Doctoral Recital, Boston
University, October 13, 1990. Sonata in Bb
Major, Wanhal; Hillandale Waltzes, Babin;

Deuxiéme Sonate, Devienne; Sonata in Bb
Major, Op. 107, Reger

Julie Ryan, clarinet, Senior Recital, Linfield
College, May 19, 1990. Six Studies in English
Folk Song, Vaughan Williams; Trio in Bb, Op.
11, Beethoven; Premiére Rhapsodie, Debussy;
Sonata in F Minor, Op. 120, No. 1, Brahms

Faculty and Professional . ..

Christopher Bade, clarinet, Mount Union
College, November 7, 1990. Four Church So-
natas, Mozart/Ettlinger; Three Pieces for
Clarinet Solo, Stravinsky; Petite piece,
Minstrels, La fille aux cheveaux de lin, Debussy;
Sonata for Clarinet and Bassoon, Poulenc;
Concerto, Copland

Karen Dannessa, clarinet, Pittsburg State Uni-
versity, November 1, 1990. Romanza, MacKay;

CONCERTS

Grand Duo Concertante, Op. 48, Weber; Three
Pieces for Solo Clarinet, Stravinsky; Hillandale
Waltzes, Babin

The Lyric Arts Trio, Elena Lence, clarinet,
Guest Recital, Kansas State University, Septem-
ber 27, 1990. Six German Songs, Op. 103,
Spohr; Three Songs of Innocence, Cooke; The
World Is Mad, Head; Two Vocalises, Freedman;
Totus in Corde Langueo, Schubert; Romanze,
Schubert; Patterns in Blue, Sargon; Scenes from
Tyneside, Tate

Connie Triff McAlpin, clarinet, Christ United
Methodist Church, Great Falls, Montana, De-
cember 14, 1990. Dance Preludes, Lutoslawski,
Sonatina for Clarinet Solo, Op. 27, Rozsa,
Sonata, Op. 120, No. 2, Brahms; Fantasia Da
Concerto, Themes from ‘“La Traviata,”’
Lovreglio

Maurita Murphy Mead, clarinet, assisted by
Glenn Bowen and Dan Sparks, clarinets, Guest

unaccompanied clarinet:

IS YOUR PERSONAL MUSIC LIBRARY UP-TO-DATE ?

INTRODUCTION For flute, clarinet, oboe, French hom, and bassoon by Edward
A DAY IN THE CITY * 7 Vignettes " by Howard Buss. These concert etudes are ARRPANGE -‘l‘-g’e:]l?"l]z.d:d and Brtermining” $7.50
excellent study and recital pieces 8 8- =
Tuneful, charming, and imaginative ! $4.95 QUINTESSENCE  Forflute, clarinet, violin, viola, and cello by Howard Buss in three
. o, . movements.
NOCTURNE by Howard Buss. This sensitive and lyrical monologue . i i j
explores subtle changes in mood and color. $2.00 A compalting ouk: d flsvon. i
- = SUITE TIME For flute, clarinet, and bassoon by Zack Browning in four move-
glarinet and piane: ments. “Imaginary Time”, “Real Time”, “Easy Time”, and “Hard
DIALOGUE by Howard Buss, a sonata in three movements. This significant - $16.50
addition to the repertoire displays great inventiveness, ingenuity, .
and beauty. TRADITIONS For clarinet, violin, guitar, and string bass by Howard Buss. Com-

$8.00
clarinet and percussion ensemble:

COEXISTENCE by Howard Buss (scored for solo clarinet and four percussion ).
Dramatic tension permeates this work as the solitary clarinet is
pitted against the potentially explosive and overpowering might

of a large percussion battery.
$14.50

clarinet in chamber music:

AWAKENING For clarinet, guitar, and string bass by Howard Buss. Based upon
a Jewish idiom, this work is a tribute to Giora Feidman.

$8.00
CAPRICCIO For clarinet, trombone, and one perciussion by Howard Buss. This
whimsical composition pokes fun at the pyrotechnical characteristics
of many contemporary works and at the same time hints at a parallel
with similar elements in Dixieland and jazz.
“Marked by a contagious Lightheartedness” $20.00
FANTASIA For flute, clarinet, and piano by Howard Buss. This exciting
musical odyssey is fun to play and will keep your audience en-
thralled. $10.00

FLORIDA TABLEAU For clarinet, trombone, and piano by Howard Buss in three move-
ments: “ The March of Progress”, “Pastorale”, and “The Etemal
Sea”. $16.00

missioned for the nationwide SOth Anniversary Celebration of the
American Music Center, this unique work combines elements of
‘Western concert music and traditional Jewish (Klezmer) folk
music. Mystical, contemplative passages contrast with dramatic
climaxes and dance-like sections.

$14.50

clarinet and bass clarinet chamber music:

TRACES For flute, clarinet, bass clarinet, violin, and cello by Erik Lund.
This exquisite composition was selected winner of the 1988
National Composers Competition.

“An evocative, sensitive masterpiece” $26.00
bass clarinet in chamber music:

PLANE DANCING  For flute, trumpet in C, bass clarinet, bass trombone, and two
percussion by Erik Lund.

“Music with thrust, intensely alive” $18.00
Add $2.00 shipping in U.S.A. and Canada (Florida residents add 6% tax).
Foreign orders: Send payment in U.S. Dollars, add $4.00 for surface mail
or $7.00 for air mail.
=
2 .
IF)) | ¥ j Brixton Publications, Dept.3
H 4311 Braemar Ave., Lakeland, FL 33813 USA
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