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LEGENDHRV 

Buffet Crampon clarinets have a long history of being the finest clarinets in the 

world: beautiful Grenadilla wood, flawless key work, and an exquisite sound 

that is the signature of a Buffet 

The legendary R-13 is just one of a vast family of clarinets. Our 

Prestige line of clarinets, made from the very finest wood, 

feature an adjustable thumb rest and auxiliary Eb 

lever. The Vintage, our salute to the 

original 1950fs R-13, boasts a 

beautiful, resonant 

sound. The 

R-13 
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better by design 

years Buffet 

Crampon has been 

helping the 

world's 

clarinetists play 

their finest. This 

uncompromising 

quality continues 

today uiith the 

legendary R-13 

and its uast 

ISIKHSDfttTvwnd Bouievarcl ♦ Litertp/iie, IL60048 family of extraOT- 
Phone: ♦ Fax: 847.816.2514 

e-mail; BooseyH@aQl.CQm ♦ .. . . 
WebSite: ht^z//www.faoosey.com dinary clarinets 

Green 

Line clarinet is 

at the forefront of inno¬ 

vation: impeccable intonation 

and rich harmonics all within a 

clarinet body that goes unchanged in any 

climate. 

It's no accident that clarinetists swear by 

their Buffets and recommend them to 

their students, children, and friends. Our 

legacy of uncompromising quality doesn't 

just make us legendary - it makes us 

better by design. 
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IB Linear Music ?1 
Music You've Always Wanted 

Fine Arrangements of orchestral works - 
your favorite solos + everyone else's, too 

Clarinet Duets 

Winds of tye Macabre 
Dukas - The Sorcerer's Apprentice 

Saint-Saens - Danse Macabre 
Berlioz - Witches' Sabbath from Symphonie 

Fantastique 
Stravinsky - DeviFs Dance from The Soldier's Tale 

Russians in Ot^er Countries 
Rimsky-Korsakov - Festival from Scheherazade 
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Rossini/ Complete Overtures 
William Tell, The Accidental Son, The Thieving 

Magpie and The Silken Ladder 

Also available for unaccompanied clarinet and 
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US $10.00 plus $2.50 postage (USA) 
Washington residents add 7.7% 

Orders to JB Linear Music 
301 NW 94th St.. Vancouver, WA 98665 

Free catalog and 6 page samples available 
email: JBLinear@cs.com 

website: http://www.SwiftSite.com/IBLinear 

Clarinet Teaching Workshop 

June 12-15, 2000 

— Indiana University School of Music — 

"Diagnose and Fix Just About Any Clarinet Playing Problem... " 

...such as: Better/Faster Tonguing, Producing a Great Tone, Shortcuts to Figuring Out 
Reeds, Teaching Musicality, Structuring Practicing and Lessons, Understanding the 

Embouchure, Bass Clarinet Hps, Incorporating Jazz in the Studio. 

Also including sessions in structuring your private studio, student recruiting/retention, 
surveying equipment and teaching materials for beginners, maintenance and repair, 

literature reviews, clarinet choir reading session and rhythm training. 

 FACULTY:  
Howard Klug — Professor of Clarinet, Indiana University 
Harvey Hermann — Woodwinds Assistant with the University of Illinois 

Bands for 32 years 
Paula Beck Corley — Private teacher in the North Dallas area for 16 years 

and author of "So You Want to Play the Clarinet!" 
Randy Salman — Professor of Clarinet and Saxophone at DePauw University 

and Jazz Educator 

Tuition $400 — May 1 Registration Deadline. 
For further information and application, contact: 

Office of Special Programs, Indiana University School of Music 
Bloomington, IN 47405 USA 

phone 812-855-6025, fax 812-855-9847 
e-mail: musicsp@indiana.edu 

www.music.indiana.edu/som/speciaLprograms 

For the best price on your new clarinet 

shop the Woodwind and Brasswind. 

The Woodwind • The Brasswind • Drums in the Wind 

Discount String Center • General Music Store • Rock-n-Rhythm 

Advanced Technologies • The Ma$tei£atak>g 

Page 2 The Clarinet 



INTERNATIONAL CLARINET ASSOCIATION 

President: Robert Spring, School of Music. Arizona State University, Tempe, Arizona 85287-0405 
480/965-4306 (office), 480/965-2659 (fax). E-mail: <Robert.Spring@asu.edu> 

Past President: Alan E. Stanek. Department of Music. Idaho State University. Pocatello, Idaho 83209-8099 
208/236-3108 (office). 208/236-4884 (fax). 208/232-1338 (home), E-mail: <StanAlan@isu.edu> 

President-elect: Julie DeRoche. School of Music. De Paul University. 804 W. Belden Ave., Chicago. Illinois 
60614-3296.773/325-4365 (office), 773/325-7263 (fax). E-mail: <jderoche@wppost.depaul.edu> 

Secretary: Maurita Murphy Mead. School of Music. University of Iowa, Iowa City. Iowa 52242 
319/335-1658 (office). 319/335-2637 (fax). E-mail: <maurita-mead@uiowa.edu> 

Treasurer: Robert Walzel. Department of Music. Sam Houston State University. P.O. Box 2208. Huntsville. Texas 
77341-2208,409/294-1360 (office). 409/294-3765 (fax). E-mail: <rwalzel@shsu.edu> 

Membership Coordinator: Elena Lence Talley, P.O. Box 7683. Shawnee Mission, Kansas 66207-0683 
913/268-3064 (phone/fax). E-mail: <inter_clar_assoc@compusen,e.com> 

Editor/Publisher: James Gillespie. College of Music, University of North Texas. Denton. Texas 76203-1367 
940/565-4096 (office), 940/565-2002 (fax). E-mail: <jgillesp@music.cmm.unt.edu> 

Advertising Manager: Gary Whitman. School of Music. Texas Christian University, P.O. Box 297500 
Fort Worth. Texas 76129.817/257-6622 (office), 817/257-7344 (fax). E-mail: <G.Whitman@tcu.edu> 

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

Contributing Editor: Joan Porter, 400 West 43rd. Apt. 41L. New York. New York 10036 
Editorial Staff: Joseph Messenger (Editor of Reviews), Department of Music. Iowa State University. Ames. 

Iowa 50011; William Nichols (Audio Review Editor), School of Music. University of Louisiana at Monroe. 
71209-0250.318/342-1576 (office). 318/342-1599 (fax). E-mail:<munichols@ulm.edu>; Raffaello Orlando. 
Via del Corallo 4.00186. Rome. Italy: Bruce Creditor. 11 Fisher Road. Sharon. Massachusetts 02067; Tsuneya 
Hirai. 11-9 Oidecho. Nishinomiya. 662 Japan; Kalmen Opperman. 17 West 67th Street, #1 D/S. New York. New- 
York 10023; Heston L. Wilson, 1155 Akron Street. San Diego. California 92106; Michael Webster, Shepherd 
School of Music, Rice University, P.O. Box 1892. Houston. Texas 77251-1892.713/838-0420 (home). 713/838- 
0078 (fax), E-mail: <mwebster@rice.edu>; Thomas W. Jacobsen. 3970 Laurel Street, New Orleans. Louisiana 
70115. E-mail: <twj@mailhost.tcs.tulane.edu>; Anthony Gigliotti, P.O. Box 8387, Cherry Hill. NJ 08002-0387; 
Ronald Odrich. D.D.S., 4710 Livingston Avenue, Bronx. New York 10471, phone:718/796-5080 

I.C.A. Research Center: for borrowing music, ordering catalogs or for research questions: Special Collections in 
Performing Arts. Performing Arts Library. Hombake 3210. University of Marvland, College Park. Maryland 
20742-7011 

Internet Liaison: David Niethamer, University of Richmond. Department of Music. Richmond. Virginia 23173 
804/288-5935 (home), E-mail: <dnietham@richmond.edu> 

Regional Chairpersons: 
Northeast: Michael Galvan. School of Music. Ithaca College. Ithaca. New York 14850. E-mail: <galvan@ithaca.edu> 
Southeast: Edwin Riley. Department of Music, Columbus College. Columbus. Georgia 31993 

E-mail: <riley_edwin@colstate.edu> 
North Central: Jo Ann Polley. Department of Music. Saint Olaf College. Northfield. Minnesota 55057 

Phone 507/646-3197. E-mail: <polley@stolaf.edu> 
South Central: Wilbur Moreland. Department of Music. University of Southern Mississippi. Hattiesburg. 

Mississippi 39406-5081. Phone 601/266-5363, E-mail: <wilmore@netdoor.com> 
Northwest: William McColl. School of Music. University of Washington. Seattle. Washington 98195 

Phone 206/543-1200, E-mail: <wmccol@u.wash.edu> 
Southwest: David Etheridge. School of Music, University of Oklahoma. Norman. Oklahoma 73069 

Phone 405/3254372. E-mail: <david-etheridge@ou.edu> 
Eastern Canada: Stan Fisher. School of Music. Acadia University. Wolfville. Nova Scotia BOP 1XO. Canada 
Western Canada: Gerald N. King. School of Music, University of Victoria, Box 1700, Victoria. British Columbia 

V8W 2Y2. Canada. Phone 250/652-8594, E-mail: <gking@postoffice.uvic.ca> 
Central Canada: Ronald Goddard. School of Music. Brandon University. Brandon. Manitoba R7A 6A2. Canada 

E-mail: <goddard@brandonu.ca> 
National Chairpersons: 
Argentina: Mariano Frogioni, Juramento 5186.1431 p. 1 "B." Buenos Aires. Argentina 
Armenia: Alexander Grigory Manoukian. 375070 Aigestane rue 6 bat 34. Erevan-70. Armenia 
Australia: Neville Thomas. 36 Bishops Ave.. Randwick. Sydney. Australia 2031.02 9 665 1261 (phone). 

E-mail: <tobrien@bigpond.com> 
Austria: Alfred Prinz. Dr. Walter Stoklgasse 10, A-3002 Purkersdorf, Austria 
Belgium: Marcel Ancion, Rue Delince, 12, B-l 160 Brussels. Belgium. (02) 660-9645 (phone); 322 675-1771 (fax) 
Brazil: Ricardo Dourado Freire. SHIS QI17 conj. 11 casa 02.71.645-110 Brasflia-DF, Brazil. 5561/248-1436 

(phone). 5561/248-2869 (fax), E-mail: <freireri@guarany.cpd.unb.br> 
Canada: Peter Spriggs, The Clarinet Center. P.O. Box 159. Pentiction. British Columbia V2A 6K3. Canada 
Chile: Luis Rossi, Guillermo Franke 2390. Nunoa. Santiago II. Chile. (562) 274-3170 (phone/fax) 
Costa Rica: Alvaro D. Guevara-Duarte. 300 M. Este Fabrica de Hielo. Santa Cruz-Guanacaste, Costa Rica. 

Central America 
Czech Republic: Stepan Koutnik. Simackova 19.170 00 Prague 7. Czech Republic 
Denmark: Jem Nielsen. Kirkevaenget 10, DK-2500 Valby, Denmark, 45-36 16 69 61 (phone). E-mail: <clarinet@ 

post3.tele.dk> 
European Coordinator: Guido Six, Artanstraat 3,8670 Oostduinkerke. Belgium, 32-58523394 (phone) 32/58510294 

(fax). E-mail: <guido.six@skynet.be> 
Finland: Anna-Maija Joensuu, Teeritie 15.01450 Vantaa. Finland. E-mail: <amj@bang-olufsen.fi> 
France: Guy Deplus. 37 Square St. Charles. Paris. France 75012 
Germany: Ulrich Mehlhart. Domholzhauser Str. 20. D-61440 Oberursel. Germany. E-mail: <umehlhart@aol.com> 
Great Britain: Georgina Dobree. 6. The Grange. Grangewood Gardens. Leeds LSI6 6EY. England 

0113 230 0532 (phone). 
Greece: Paula Smith Diamandis. S. Petroula 5. Thermi 57001. Thessaloniki. Greece. 

E-mail: <diamst@compulink.gr> 
Hong Kong: Andrew Simon, 14B Ying Pont Buildin®, 69-71A Peel Street, Hons Kons 

(011)852 2987 9603 (phone) 
Hungary: Jozsef Balogh, Becsi u. 88/90.1/31, H-1034 Budapest. Hungary, 36 1 388 6689 (phone/fax). 

E-mail:<baloghbea@mail.matav.hu> 
Iceland: Kjartan 'Oskarsson, Tungata 47, IS-101. Reykjavik. Iceland 
Ireland: Tim Hanafin. Orchestral Studies Dept.. DIT. Conservatory of Music, Chatham Row. Dublin 2. Ireland. 

353 1 4023577 (fax). 353 1 4023599 (home phone). E-mail: <Timothy.Hanafin@dit.ie> 
Israel: Eva Wasserman-Margolis, Weizman 6, Apt. 3, Givatayim, Israel 53236. E-mail: <margoli@netvision.net.il> 

Italy: Luigi Magistrelli. Via Buonarroti 6.20010 S. Stefano Ticino (Mi). Italy. 39/(0) 2 97 27 01 45 (phone/fax). 
E-mail: <lumagist@est.it> 

Japan: Tsuneya Hirai. 11-9 Oidecho. Nishinomiya. 662-0036 Japan. 0798 (72) 3749 (phone/fax) 
Korea: Im Soo Lee. Hanshin 2nd Apt.. 108-302. Chamwondong Suhchoku. Seoul. Korea. (02) 533-6952 (phone), 

(02) 3476-6952 (fax). E-mail: <ImsLee@chollian.net> 
Luxembourg: Marcel Lallemang. 11 Rue Michelshof, L-6251 Scheidgen. Luxembourg 
Mexico: Luis Humberto Ramos. Calz. Guadalupe I. Ramire No. 505401 Col. San Bemadino, Xochimilco. Mexico 

D.F. 16030.6768709 (fax) 
Netherlands: Nancy Wierdsma-Braithwaite. Arie van de Heuvelstraat 10.3981 CV. Bunnik. Netherlands 
New Zealand: Andrew Uren. 26 Appleyard Crescent. Meadowbank. Auckland 5. New Zealand 

64 9 521 2663 (phone and fax). 
Norway: Hakon Stodle. Fogd Dreyersgt. 21.9008 TromsO. Norway 47/77 68 63 76 (home phone). 47/77 66 05 51 

(phone. Troms© College). 47/77 61 88 99 (fax. Tromso College), E-mail: <hakon.stodle@hitos.no> 
People's Republic of China: Tie Bai, No. 67,25th Building. East Laoshan. Shijingshan. Beijing. People's Republic 

of China. 6886-0189 (phone) 
Peru: Ruben Valenzuela Alejo, Av. Alejandro Bertello 1092. Lima. Peru 01.564-0350 or 564-0360 (phone). 

(51-1) 564-4123 (fax). E-mail: <cIjrp@viaexpresa.com.pe> 
Poland: Krzysztof Klima. ul. Switezianki 5/3.31-563 Cracow, Poland, 4812 11 59 96 (phone/fax) 
Portugal: Antonio Saiote. Rua 66. N. 125.2 Dto.. 4500 Espinho, Portugal. 351-2-731 0389 (phone) 
Slovenia: Jurij Jenko. C. Na Svetje 56 A. 61215 Medvode. Slovenia. Phone 386 61 612 477 
South Africa: Edouard L. Miasnikov. P.O. Box 249. Auckland Park. 2006. Johannesburg. South Africa, 

(011) 476-6652 (phone/fax) 
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 
Switzerland: Andreas Ramseier. Alter Markt 6. CH-3400 Burgdorf, Switzerland 
Thailand: Peter Goldberg. 105/7 Soi Suparat. Paholyotin 14. Phvathai. Bangkok 10400 Thailand 

662-271-4256 or 279-0213 (phone) 
Uruguay: Horst G. Prentki. Jose Marti 3292 / 701. Montevideo. Uruguay 11300 
Venezuela: Victor Salamanques. Calle Bonpland. Res. Los Arboles, Torrec Apt. C-14D. Colinas de Bello Yonte 

Caracas 1050. Venezuela 

HONORARY MEMBERS 
Betty Brockett, Idaho Falls, Idaho 
Guy Deplus, Paris, France 
Lee Gibson, Denton, Texas 
Ramon Kireilis, Denver, Colorado 
Harry Rubin, York, Pennsylvania 

James Sauers (1921-1988) 
Ralph Strouf, Parrish, Florida 
George Wain (1904-1999) 
Pamela Weston, Hythe, Kent, 

United Kingdom 

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 lb. gloss stock. Trim size is approximately 8 1/4" x 11". All pages are printed with 
black ink. with 4,000 to 4,500 copies printed per issue. 

Deadlines for Articles, Announcements, 
Recital Programs, Advertisements, etc. 

Sept. 1 for Dec. issue • Dec. 1 for Mar. issue • Mar. 1 for June issue • June 1 for Sept. issue 
—Advertising Rates — 

Size Picas Inches Single Issue (BAV) Color** 
Outside Cover* 46x60 7-5/8x10 $910 
Inside Cover* 46x60 7-5/8x10 $510 $775 
Full Page 46x60 7-5/8x10 $380 $625 
2/3 Vertical 30x60 5x10 $290 $500 
1/2 Horizontal 46x29 7-5/8x4-3/4 $220 $425 
1/3 Vertical 14x60 2-3/8x10 $180 $300 
1/3 Square 30x29 5x4-3/4 $180 $300 
1/6 Horizontal 30x14 5x2-3/8 $110 $205 
1/6 Vertical 14x29 2-3/8x4-3/4 $110 $205 
*First request honored. 

**These prices are based on the advertiser providing 4-color separations (book negatives where possible). If sepa¬ 
rations are not available. 4-color transparencies, slides or clean photos will be accepted. If the l.C.A. must 
acquire the separations, each will be priced separately. 

NOTE: Line screen values for the magazine are 150 for black & white ads and 175 for color. If the poor quality of 
any ad submitted requires that it be re-typeset, additional charges may be incurred. 

The International Clarinet Association 

Membership Fees 
$25 High School and College/Conservatory Student (U.S. and Canada only) 
$35 United States 
$40 Canada and Mexico 
$50 Other countries (includes air mail delivery) 
Payment may be made by check, money order or VISA. Make checks payable to the 

International Clarinet Association in U.S. dollars. Please use International Money Order 
or check drawn on U.S. bank. Send payment to: The International Clarinet Association. 
Elena Lence Talley, P.O. Box 7683, Shawnee Mission. Kansas 66207-0683. 

© Copyright 1999. INTERNATIONAL CLARINET ASSOCIATION 
ISSN 0361-5553 Alt Rights Reserved 

Published quarterly by the INTERNATIONAL CLARINET ASSOCIATION 
Designed and printed by BUCHANAN VISUAL COMMUNICATIONS - Dallas, Texas U.S.A. 

Views expressed by the writers and reviewers in Ihe Clarinet are nol necessarily those of Ihe staff of the journal or ol the International Clarinet Association. 

December 1999 Page 3 



Sonatina 

by Bohuslav Martinu 

by Lawrence McDonald 

Lawrence McDonald 

Bohuslav Martinu's Sonatina for 
clarinet and piano is a discreet 
jewel, a miniature masterpiece 

which contains within itself a complete 
universe of musical expression. Composed 
in 1956, with references to Neo-classi- 
cism, jazz, and modernist and nation¬ 
alistic harmonic use, it is a highly versa¬ 
tile recital or chamber music program 
piece which works well with common 
practice or more contemporary styles. The 
Sonatina combines solid compositional 
value with accessibility, audience appeal 
and, particularly for a piece only 10 min¬ 
utes in length, a remarkable range of 
styles — from prank-filled scherzandi 
through haunting lyricism to crackling, 
whirling virtuoso display. Throughout, 
Martinu's unique and captivating voice is 
displayed in a framework of wonderfully 
idiomatic writing for the clarinet. 

Besides being an attractive repertoire 
piece for the professional clarinetist, it is 
an appropriate but challenging work for 
younger musicians whose playing is 

developing. I find it almost ideal for use in teaching fundamentals of technique, musical 
expression, and, more important still, the inseparable relationship between the two. 
Throughout the Sonatina, good clarinet playing — and good music-making — is both 
required and invited by the highly expressive nature of the material. 

At the outset, I'll offer the most important bit of advice, which I believe to be the only 
essential information needed when beginning to learn any composition: listen to every piece 
of music that you possibly can by the particular composer. Then listen to the work of con¬ 
temporaneous composers, as well as what was written before, and what was written after. It 
would be logical, of course, to begin with the Sonatina itself, then solo works for other 
instruments, the orchestral music, the music for keyboard and the huge quantity of chamber 
music. (The Four Madrigals, for oboe, clarinet and bassoon is a particularly pleasant dis¬ 
covery, since it is that too-rare event — a real work of art for winds.) Don't ignore the vocal 
work: the songs of any composer frequently embody the real soul of his or her language. 
And language is the key. Any composer of quality has developed a distinct language, and if 
you don't understand it, if you haven't internalized its sound, you won't be able to speak it. 
No amount of coaching in the manner of "louder here, faster there" is going to produce a 
performance with any sense of life. 

Having said that, let's explore the Sonatina with respect to some fundamental issues of 
musical expression and its result, techniques of clarinet playing. The very opening of the 
Sonatina offers musical material which helps to bring about the proper application of our 
most fundamental expressive and technical device — the use of the air, which is the equiv¬ 
alent of a violinist's bow. There are a number of reasons why it seems difficult to avoid a 
"flat" or "pressed" use of the wind in clarinet playing. Perhaps one is that, unlike the other 
woodwinds, breath vibrato is not an inherent characteristic of the clarinet sound. Un¬ 
fortunately, improper use of air leads to all the other problems: poor intonation, "stuck" artic¬ 
ulation, difficulties with endurance, dynamic range and control, facility, flexibility, etc., etc., 
etc. And etc.! The ability to change the direction and speed of the air is the key element in effi¬ 
cient, expressive clarinet playing. Martinu's Sonatina invites this key element from the very 
start. Here are the opening notes': 

Example 1 

(J; 

The inherent buoyant attack and quick fade of the wind in syncopation is the ability to 
change the speed of the air. An equivalent in string playing is the use of up-bow, which has 
a natural tendency to lift the bow off the string, rather than press down on it. Almost any stu¬ 
dent will tend to handle the wind more successfully — and expressively — in the second of 
these two examples: 

Example 2 

fro Dt/x+ra 

To give ourselves the chance to experience this lively, uplifted feeling of the wind, as well 
as to realize its importance in clarifying the shape of the musical gestures, it is useful to prac¬ 
tice with the "bow," or wind, alone. This is done by reducing the opening to one pitch: 

Example 3 | ; ^ 

33 
p U U lU=fel=ft 
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Now that the air is able to move, the basic musical gestures — the 
patterns of up and down inflections — will be both discovered and 
realized. If your "bow" or wind is able to be expressive, you will be 
expressive. Keep the buoyant, able-to-change feeling of the wind 
from the initial use of syncopation throughout the opening measures: 

Example 4 

Wind which is free to move will "seek out the gestures," since 
the musical self has also been freed. But the converse is also true: 
playing the music as motion-filled gestures, not as individual 
notes, will keep the air alive. I've indicated, in the example above, 
several "up-beat" gestures with arrows and parenthetical dynamic 
signs. These gestures should be isolated and practiced alone to get 
a clear sense of movement to the downbeats. 

If the air can move, the music will be discovered and will move; 
if the music has motion, the air will be free. Syncopation and clear, 
brisk upbeat gestures, both "teachers" of proper use of the air, occur 
throughout the Sonatina. Here are a few more examples: 

Example 5 

j= It- jo* > 
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This kind of writing invites lively air: the gestures are clear and 
demand quick, light usage. Music like this elicits good clarinet 
playing, buoyant playing which should also be applied to more 
sustained, lyrical writing, where the musical shapes are not so 
easy to put into words. (This is because musical movement is not 
the province of words.) 

The Sonatina is a study in rhythm and meter, and there are many, 
many places which are classic rhythmic "traps," or situations in 
which the music moves quickly after a rest or a tie. To make matters 
more challenging, these traps frequently combine tricky rhythm with 
difficult combinations of notes in rapid tempi. A particularly devil¬ 
ish example lies on page one: 

In order to get off all these ties in time, the air has to be available 
and alive: it has to be like a tennis player awaiting a serve, ready to 
move quickly or stop suddenly, and ready to change direction. Once 
again, the syncopated nature of the music invites proper readiness 
of the air. Once again, practicing with the "bow" only (i.e., on one 
pitch) is very useful. 

The pesky problem of "notes," as in the example which follows, 
is addressed by both thinking in terms of musical gesture — your 
musical self reads a lot more quickly than your cognitive self— and 
focusing on note groupings which are small enough to capture your 
attention. If the letters in this sentencewerenotorganizedint osma 11,1 
og ica Ig roups, you couldn't read it — or speak it — very easily, 
could you? Practice the groups, the "words," independently, then 
hook them together into a stylishly delivered sentence: 

Example 7 

The groups Fve indicated might not be ideal for you. I believe in 
a difference between "technical" and "musical" grouping. Musical 
grouping identifies the structure and motion of the music at the level 
of a few notes at a time; it corresponds to "meaning-full" words in 
a sentence. Technical grouping is a way of isolating and dividing 
small groups of notes simply in order to get through a particularly 
difficult passage; it would correspond to focusing on specific sylla¬ 
bles which might be difficult to pronounce. Both types are the 
equivalent not of "keeping your eye on the ball" — the whole ball 
being too big on which to focus — but of actively looking for the 
seams on the ball, or the label, or the direction of rotation: some¬ 

thing small enough to keep you actively engaged. This might mean 
a group of only two notes, or even a string of two-note groups. 

The two types of groups — technical and musical — frequently 
coincide, and that's ideal. But if the passage is giving you real trou¬ 
ble, however clear in your mind the musical grouping, shift to orga¬ 
nizing for purely technical reasons. First, try to isolate the specific 
interval or intervals that are causing the difficulty. Draw a line 
between the two notes of the problem interval: the note on the left 
is the last note of a group, the note on the right is the first of the 
next group. At the dividing line, make a mental "somersault," and 
go on to the next group. You don't so much solve the problem as 
eliminate it: play one group at a time, skip over the problem inter¬ 
val, and go on to the next. Sometimes, simply changing the group¬ 
ing will help to zero in on the passage and "unlock" it.2 

Don't ignore slow practice for these problem areas, but slow 
means slow — down to one-quarter tempo. When practicing slowly, 
the fingers themselves should move in the quick, light manner sug¬ 
gested by the style of the music, as they are required to move when 
playing up to tempo: slow tempo, but quick fingers. Also, never prac¬ 
tice in an unmusical manner, whatever the tempo. And never learn a 
piece by learning the "notes" first, then adding the music: the music 
is the technique. Two "nevers" in a row: be warned! 

The section which begins with the marking "poco meno, ad lib" 
is one of several sections requiring great agility, plain old speed: 

Example 8 

u- il 

<S —   —~r 

Facility in "finger technique" is usually found, again, in skillful 
use of the air. The bow arm — the sound producer — frees and con¬ 
trols the left hand, not vice versa. To get the air "alive" in passages 
like this, I recommend practicing as follows: first, just hold the clar¬ 
inet in the mouth and play the passage silently, up to speed (which 
is very fast), moving the fingers as required by the style, quickly and 
lightly. Assume you are covering the holes and playing the right 
notes. Then, play the passage with sound, but insisting on moving 
the fingers as you did when playing silently. The wind will be freer, 
and the fingers correspondingly more free to move. A variation of 
this is what I call "unvoiced" playing, which is practicing without 
producing a complete tone, but just a "whooshy air" sound. 

The passage, however, must not only be fast, it must be con¬ 
trolled. There is an excellent book by George Kochevitsky called 
The Art of Piano Playing? (How much we have to learn from 
other instrumentalists, and singers!) In it Kochevitsky says that 
having a passage under control means being able to play it evenly, 
and being able to slow down. Here again, the music of the Sonatina 
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itself contains a solution: the "ad lib" suggests that the passage 
should start under tempo, move forward, then slow down: 

Example 9 

(Poco meno,arf/»6.) 

Interestingly, and valuably, being ready to slow down — or 
speed up — not only requires control, it imparts control. Expression 
and technique are not just casually related, they interact. Try prac¬ 
ticing the passage following the ad lib section, which is now in a 
regular tempo, by speeding up and slowing down at random: 

Example 10 

The rhythmic control which comes about occurs because being 
ready to change tempo requires that you keep in touch with the 
detailed organization of the music, instead of engaging in the mind¬ 
less finger-wiggling which passes for practicing. This is also a good 
way of practicing later passages in the Sonatina: 

Example 11 

   > -«fc   > -<r 

Although I've indicated the speeding up and slowing down with 
arrows, you should do it at random, trying to "surprise yourself 
with where the changes will come. Ideally in this kind of practice, 
the tempo should be constantly changing, and certainly should 
always be able to change. 

The Tempo I which follows also demands great agility, both in 
fingering and articulation: 

Example 12 

(}: <r£-/0V) 

Articulation requires and invites proper use of the wind. The 
appropriate model for articulation is human speech, the activity in 
which the ability to alter the wind speed is "built in." Practice the 
individual gestures first by speaking on the syllable "tee," both inde¬ 
pendent of the clarinet, and fingering the pitches while speaking. 
Then, "speak" on the reed, articulating the rhythm on one pitch. 
Next, play the gestures themselves, individually and without the 
ornaments, exaggerating the dynamic character of each gesture. By 
"dynamic," I mean both volume and speed. Let the pick-up gestures 
rush, clearly inflect the point of arrival (which I have indicated 
with an "X") and let remaining material "come away" quickly: 

Example 13 

The crucial idea is to teach yourself that the impulse for playing 
the clarinet is through the conception of the music. Imprint that 
fundamental principal by using big, free gestures, completely ignor¬ 
ing "how you do it." Initially, it feels like a risk, but consider the 
other risk! It may also feel like you're "not thinking." You're just not 
thinking cognitively, or verbally. But you are thinking musically. 
The initial result doesn't have to be perfect, and it won't be. Refine 
the phrasing later, as your sense of control shifts away from the 
physical realm and into the musical. The degree of gestural inflection 
is a matter of historical context — again, the language of the com¬ 
poser — and of taste. 

The many ornaments in this passage — and throughout the 
Sonatina — also help to keep the air free. One of my favorite basic 
articulation studies is from the Arban's trumpet method:4 
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Example 14 Example 17 

Here, the etude material elicits the technique by the nature of the 
musical material, as opposed to forcing a confrontation with the 
clarinet on the battleground of technique! The inflection of the orna¬ 
ments requires and invites free and expressive use of the wind. In 
the passage cited above (Ex. 13), I think both the mordents and trills 
should be played "on the beat," and thought of, and rhythmically 
inflected, like "miniature triplets." The basic inflective gesture, and 
a written-out version of the music itself, is as follows: 

Example 15 

4 »W LJij 

A cortege-like Andante forms a slow movement for this small 
sonata. Legato, tone matching and intonation are all areas to be 
investigated here, but most essentially, expression, character and the 
nature of musical line. This section is a wonderfully clear example of 
how the intervalic contour of the line can indicate the dramatic move¬ 
ment of the music. This is not simply "louder when you go up, soft¬ 
er when you go down," but recognizing that upward movement can 
suggest characters such as hope, strength, anticipation, courage or 
agitation, while downward movement can indicate resignation, 
fatigue, completion or rest. (I must say, if we're not out to express 
these basic human emotions, why are we playing the clarinet at all?) 
Imagine these alternating emotions, reflected in the rising and falling 
minor thirds and half-steps, in the opening eight measures of the 
clarinet part. 

Example 16 

)- 63- 

r ir 1 r'T ir r i 

I believe that, by actively engaging the musical imagination, you 
have just practiced the clarinet more effectively than actually play¬ 
ing the passage for 20 minutes. By following the melodic contour 
of the body of the Andante, one can describe a life-like, even heroic 
journey, full of struggle and dignity, and ending with a sense of 
acquired understanding: 

The nature of high quality sostenuto playing is somewhat 
mysterious, but stems from absolute control of the rhythm and a 
sense of internal musical motion. When the tempo of the music is 
slower, it's more difficult to perceive and realize that motion. One 
way to discern the internal movement is to practice the passage 
more quickly, as if the music itself were at a considerably faster 
tempo. For example, play the Andante (Ex. 17, above) at double 
tempo or faster. 

When playing at this faster tempo, use a lot of gesture and a lot 
of dynamic change, then, once the inherent movement and the 
possibilities for motion in the music are recognized, slow it down, 
and calm the degree of dynamic change. Let the obvious move¬ 
ment become submerged, like the slow but inexorable current of a 
mighty river. 

Another way of getting at internal motion is to practice the pas¬ 
sage in sub-divided note values, in this instance, with broadly 
tongued quarter notes. I haven't supplied any dynamic indica¬ 
tions; the point is that by actually playing the smaller note values, 
the expressive gestures will begin to emerge from the music itself: 

Example 18 

fit 

¥ 

The shape of the long notes, and of the passage, is now clearer. 
I liken this process to that of the sculptor, Michaelangelo: first, the 
skeleton is fully imagined, then the rounded forms and surfaces 
built up over it. The finished piece which results has a quality of 
life which would not be there if the inner structure were not 
always present, animating the rounded surface from within. 

The most fundamental aspect of musical surface is rhythm, the 
aspect too infrequently recognized by younger players as the cru¬ 
cial element in musical expression. The following segment of the 
Andante is a useful one to make this point: 

Example 19 
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Example 19 Cont. 

Here, the unit of rhythmic awareness is the sixteenth note. 
Subdivide not only for accuracy, but also to support the sound and 
to provide internal movement. The pianist Artur Schnabel is reput¬ 
ed to have said, "For good rhythm, play every note as late as pos¬ 
sible." Be especially careful about the short notes, and be especial¬ 
ly careful about the long notes. Furthermore, it is important to con¬ 
vey the sense that you have an opinion about the placement of the 
notes, and that where they are placed is important to the music, and 
is important to you. If you are fully engaged in the unfolding of the 
music in time, the audience will be as well. 

It's also important to consider how the music unfolds. Although 
in general I think musical language should be considered on its own 
terms, human characterization is useful in many instances, and nec¬ 
essary in some. Certainly this music is essentially vocal, and we 
should strive to move from note to note in an appropriate manner, 
imitating the degree of legato possible with the human voice. But I 
would also suggest that the character who is singing this music has 
lived a few years, and has had some experiences which made such a 
poignant song possible. Older people move differently than younger 
people, and I think that a certain sense of difficulty can and should 
be conveyed in the way the music is expressed, in a kind of effort 
required to move from note to note. Reflection runs throughout: the 
singer leaves this Andante — and each note in it — with regret. 

The youthful, life-affirming closing section contains many of the 
challenges — and the inherent musical solutions — exhibited ear¬ 
lier. Practicing on one pitch with exaggerated gestures will help this 
passage, which suggests lively air by its very scherzando nature: 

In the following passages, the highly syncopated nature of the music 
helps to enliven the air and prevent rhythmic laziness: 

Example 22 

Incidentally, trills are an invaluable way of investigating proper 
hand, arm and finger movement in clarinet playing. Think lively air 
— helped here by the syncopation — and the finger action as a light, 
rhythmic gesture away from the instrument, rather than striking 
down on the clarinet. 

Martinu's Sonatina is practically a textbook of accurate, care¬ 
ful use of meter and musical articulation. The following passage 
is a good opportunity to talk about these two fundamental aspects 
of music: 

Example 23 

1 

Example 20 

Poco duztu J- ; $0-ti 

Identifying and keeping track of small groups of notes (I have 
suggested some groupings) are necessary strategies for getting 
through these two passages. (Fingering the c# in the first excerpt 
with the left-hand index finger alone is suitable on most clarinets): 

Example 21 

jn.^rr, rl l, . L.b» F 1 » P » P m + Lrhf p | ft ■ 
§ fr' 11 f Li 

Meter has become a bit like old Uncle Charlie living with your 
family: his name comes up every now and then, but he does not say 
a whole lot and nobody pays much attention to him either. But 
meter — the alternation of strong and weak beats which sets up a 
pattern that can then be opposed for expressive purposes — is one 
of the most basic tools of both the composer and the performer. 
Consider how this phrase would sound if played as I have indicated. 
And it often is! 

Example 24 

By relieving the weak beats of the accentuated stress, the passage 
has more grace, more flow and, again, the interaction of music and 
technique — the air is "lifted up" and made free. Here I have indi- 
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cated the basic metric organization with the conventional markings 
used in scanning poetry: "/ " to indicate a stress, or "down impulse," 
and "u" to indicate an "up impulse." 

Grace and freedom can also be attained by following the articu¬ 
lation indications. Too often the word "articulation" is taken to 
mean "tonguing," and an articulation marking known as a "slur" is 
taken to mean "the absence of tonguing." "Articulation" is from the 
Greek articulare, which means "to make clear." Notice the variety 
of articulation in the example 25, above. In line one it should be 
"made clear" that the phrase begins with an upbeat and lasts — is 
"suspended in the air" — until the end of the curved line, the artic¬ 
ulation marking. The articulation indication in line two is com¬ 
pletely different. Here, each beat — each group of four sixteenth 
notes — is "to be made clear," by inflecting the first note of each 
group and "coming away." (The dynamic markings have been 
added to "make this point clear!") 

And finally, if your bow isn't ready to move in the last two 
lines, something bad may happen! 

Example 26 

W Tpld u1Q i i^=r * li1 ^ ^ ^ 1 ^? jHjJ y i 
( Ficccl ■) ^   

Agile air, lively air, buoyant air, the ability of the air to change 
speed and direction, the invitation and requirement of the charac¬ 
ter of the music to free the voice of the air, in order to express the 
music, in order to free the air: the circle is complete, continuous 
and, like the music of Bohuslav Martinu, wholly fascinating. 
Vincent Cichowicz, the expert trumpeter and extraordinary teacher, 
once said to me, "Teaching a wind instrument is the art of being 
redundant without seeming to be so." I recently witnessed Mitchell 
Lurie, a true master — and the author of the first article in this 
series — in a real life master class. Release the air and express the 
music. This message was repeated over and over, but with the re¬ 
markable clarity, variety, imagination, insight, passion, humor and 
taste which both reflected and revealed the essence of the music 
being performed. 

Clarinet players have to be practical: we are operating a musical 
machine which is, at best, an extension of ourselves, we who have 
our own mechanical aspects. Technique — the selection and appli¬ 
cation of our normal physical activities, such as speech, in order to 

operate the instrument — needs to be addressed, particularly at the 
very beginning stages of learning, or re-learning, the instrument. 
But ultimately the technical solution is always the musical concep¬ 
tion: recognizing and co-operating with the character of the music 
in simple, lucid, human terms. Bohuslav Martinu's Sonatina is a 
clear window to this process. 

I began this article with one bit of essential advice, and I would 
like to close with it as well. Take the time to listen. Listen, now, to 
the language you have internalized. Work slowly, and listen. Listen 
to the detail necessary to the task. Work slowly with sound, not 
words, sound, not instruction, sound, not physical maneuvering. 
Sound. Having learned the language, the music is now in a differ¬ 
ent. but familiar place. The music in that place is the only true 
teacher, and that teacher doesn't speak in words or symbols on a 
page. It's not the voice of someone else. It is the music that is 
always with you, and in you, and is you. 

All musical examples © 1957 Editions Alphonse Leihtc. Used by permission. 
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End Notes 
1. Martinu did not provide metronome markings; those indicated are my own sug¬ 

gestions. 
2. A complete study of the issue of note groupings may be found in Note Group¬ 

ing by James Morgan Thurmond (Camp Hill, PA: JMT Publications, 1987), as 
well as the Kochevitsky book cited below. 

3. Kochevitsky, George. The Art of Piano Playing. (Princeton, NJ: Summy- 
Birchard, 1967). 

4. Arban, J. B. Arban's Complete Consenatory Method for Trumpet. (New York: 
Carl Fischer, 1982). 
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by Michael Webster 

The Architecture 

of Technique 

Michael Webster 

Seventh in a series of articles using ex¬ 
cerpts from a teaching method for clarinet 
now in progress by the Associate Professor 
of Clarinet and Ensembles at Rice Univer¬ 
sity's Shepherd School of Music 

This summer I was confronted by 
two strikingly similar images of 
earthquake damage. The first was 

contained in the PBS film about Frank 
Lloyd Wright by Ken Burns and Lynn No- 
vick showing Wright's "earthquake-proof 
Imperial Hotel standing defiantly amidst 
the rubble that was Tokyo following the 
quake of 1923. More recently. Time Maga¬ 
zine published a chilling photograph of Gol- 
cuk, Turkey, near the epicenter of this year's 
devastating quake. An ancient mosque stood 
proudly while the infamous housing pro¬ 
jects lay in ruin. 

Building instrumental technique requires 
the same degree of care that Wright used: 
a foundation of concrete posts in the un¬ 
stable mud; walls thicker at the bottom than 
at the top and able to move independently 
of each other; a copper roof instead of the 
traditional Japanese tiles. I like to define 
technique broadly: "the physical attributes 
that allow effective conveyance of musical 
expression." This includes much more than 
the ability to play fast and accurately. 

Technique really is like a fine architec¬ 
tural structure. The foundation must be firm 
and must also be shored up from time to 
time, like the houses in Houston which sit 
on Wright-like pier and beam foundations in 
unstable soil. The wise teacher will be mon¬ 
itoring each student like a Houston building 

You just don't s€€ 

Hn€ clarinetists 

with suckcd-in 

tummies, poochy 

chins, and willq- 

nillg knuckles. 

inspector. A small crack in the bricks indi¬ 
cates the need for foundation work. If left 
unattended, the house will eventually col¬ 
lapse. It is important to conduct periodic re¬ 
views of posture, abdominal support of the 
airstream, reed strength and flexibility, ad¬ 
justment of the instrument, embouchure for¬ 
mation (especially placing the reed high 
enough on the lower lip, chin stretch, and 
muscular control from the corners of the 
mouth), proper hand position and finger 
action, and finally the activity of the tongue 
and oral cavity. When a student learns to 
become his/her own "building inspector," 
then you have really succeeded as a teacher. 

It is true that there are different ways to 
play the clarinet, but I believe that those 
differences are actually quite subtle, like 
variations on a theme rather than sonata 
forms versus minuets. There is more than 
one "correct" way to play, but there aren't 
very many! I'm not talking about individ¬ 
uality of musical expression. I'm talking 
about technique — "the physical attributes 

that allow effective conveyance of musical 
expression." You just don't see fine clarinet¬ 
ists with sucked-in tummies, poochy chins, 
and willy-nilly knuckles. 

The sequence in which technique is built 
is important but not ironclad. Everyone 
would agree that blowing well, choosing a 
good strength of reed, and forming an ef¬ 
fective embouchure come first. This does 
not imply that every teacher will describe 
these skills identically or that every student 
will look and sound the same. But if the 
tone production component of our technical 
foundation is not well-laid, the rest of the 
structure will suffer. I gave a master class re¬ 
cently which was unfortunate in its unanim¬ 
ity. Students in their mid- to late teens 
could barely play anything! Each one had an 
undeveloped embouchure and an old, bro¬ 
ken-down, closed-up reed that had been too 
weak to begin with. It was no coincidence! 

The most unusual aspect of the sequence 
I recommend is the lengthy delay in using 
the tongue. It is exactly because articula¬ 
tion is so important and relatively difficult 
for clarinetists that I prefer to delay using 
the tongue but to focus on it vividly once 
it is used. In interviewing Stanley Hasty for 
an upcoming article in The Clarinet, I 
asked, "What areas of technique need the 
most remedial work for advanced players 
entering college?" His answer— "Articula¬ 
tion!" — nearly interrupted the end of my 
question. Because of its propensity for 
squeaking, the clarinet is second only to 
the French horn in the "danger factor": un¬ 
reliable response to articulation. 

How do you make a trombone sound 
like a French horn? Put your hand in the 
bell and miss a lot of notes! No similar 
clarinet joke exists because no other instru¬ 
ment can come anywhere near producing 
the ugly sound of a clarinet squeak. Of 
course it is possible to survive and even 
thrive after learning from a method that 
starts with the tongue. I just think that more 
people have an easier time with the non- 
tongued approach. 

At this point in the sequence, our stu¬ 
dents have learned left and right hand, in¬ 
cluding the accidentals EK Ft, and A^ in the 
left hand. They can play legato phrases of 
four measures' length loudly, softly, and 
with good tone. They are ready to learn 
how to tongue. Yet I prefer to hold off even 
longer because they are on the verge of 
widening their tonal horizons dramatically 
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in a short period of time. The exact se¬ 
quence of new material becomes less im¬ 
portant as skills improve, as long as the dic¬ 
tum "One Thing at a Time" prevails. 

First, we can introduce the upper regis¬ 
ter. This may seem early to some teachers, 
but it isn't if we limit the upper range to G. 
The upper (clarion, third partial) register 
divides itself neatly in half. C-G speak eas¬ 
ily by adding the register key to the corre¬ 
sponding low register fingering without 
changing the embouchure or oral cavity. 
Above G is more difficult because of the 
need to eliminate the "ghost" of the low re¬ 
gister. The advantage of playing upper reg¬ 
ister now is that deficiencies in embouchure 
and reed strength are more readily appar¬ 
ent to both the teacher and the student. One 
can get away with a small amount of flabbi- 
ness without loss of tonal quality in the low 
register, but the upper register sounds flat 
and uncentered without proper embouchure 
support. We won't spend a lot of time in the 
upper register and we won't go above G for 
quite a while, but this will help embou¬ 
chure development, allow practice of new 
right-hand fingerings in both registers, and 
give students the fun of dramatically in- 
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creasing their range. It will also be a long 
time before we connect the registers other 
than slurring up a twelfth by adding the 
register key. Here is my method's explana¬ 
tion of the upper register: 

The first time 1 pushed down the register 
key, I was surprised by what a high note it 
produced. This is because most instruments 
go up an octave in their upper registers, 
whereas the clarinet goes up a twelfth. An 
octave is produced by going up eight steps. 
("Oct-" means eight. For example, an octa¬ 
gon has eight sides and an octopus has eight 
tentacles.) A twelfth is produced by going 
up twelve steps. 

f f rOCTAtft —» fO 
\J | 
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Think of each hand as producing a series 
of five notes, an open note plus a new note 
each time you add a finger. Low register 
"C" can be thought of as the four-finger 
note for the left hand or the open note for 
the right hand. (The right hand skips the 
thumb!) Your new series of five notes is an 
octave above the left hand series, and a 
twelfth above the right hand series. 

Two upper register hints: 

1. You may have to adjust the position 
of your left thumb a little higher so 
that you can rock onto the register 
key without leaking air from the 
thumb hole. 

2. Re-establish the firmness of your 
embouchure. Make sure your reed is 
strong enough. 

Keeping the pitch up is more difficult 
in the upper register. 

Next, we learn B-natural in the low 
register, introduced this way: 

B-NATURAL: NOTICE HOW YOU •• SKIP THE FIRST R.H. FINGER, JUST AS YOU SKIPPED THE • LH. THUMB WHEN PLAYING F#. 
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This opens up a whole vista of possi¬ 
bilities in the low register. We will now be 
able to connect the two hands of the low 
register with tunes spanning an octave or 
more in the keys of C major, G major, and 
F major. 

Our next installment will introduce the 
use of the tongue. Finally! But it could be 
introduced sooner if your students demand 
it, just as I allowed my test class to start the 
right hand sooner than I had planned. A 
potential scenario: a student is itching to 
play a tune she heard the trumpet class play, 
containing repeated notes. Skip to the 
tonguing lesson and teach how to do it prop¬ 
erly. Don't miss an opportunity to capitalize 
on a student's enthusiasm. Having fun is 
even more important than following a well- 
structured curriculum. Besides, a firm foun¬ 
dation will allow a myriad of floor plans to 
evolve in the Architecture of Technique. 

Webster's Web 

Your feedback is much appreciated and 
very helpful to the clarinet community. 
Contact Webster's Web at: <mwebster@ 
rice.edu> or Rice University, The Shep¬ 
herd School of Music-MS 532, PO Box 
1892, Houston, TX 77251 -1892 or via fax 
at 713-838-0078. 

The many comments I have received 
about supporting the clarinet attest to the 
pervasiveness of the problem and human 
ingenuity in solving it. 

Nancy Braithwaite, a good friend from 
my Eastman/Rochester Phil, days, writes, 
"Ton Kooiman is my repairman here in the 
Netherlands and I've been using his thumb 
rest very happily for several years, as has 
my teaching colleague at the Rotterdam 
Conservatory, Walter Boeykens. We both 
wouldn't consider playing without it. I've 
also had a number of conservatory students 
who use it with great success." 

Phyllis Harding, a teacher in Livermore, 
CA, recommends the Buffet R-12 for little 
fingers and a "clipped down spongy tube 
sold as a pencil grip over the thumb rest. 
Usually they come in a pack of five and are 
brightly colored (which the kids like!) — 
they easily stretch to cover the thumb rest 
and don't easily fall off." What a great idea! 
I even had some in my drawer without hav¬ 
ing thought of their utility. They're cheap, 
accessible, and work great. I chose green, 
but you might prefer shocking pink. 
Phyllis herself uses a Bay adjustable thumb 
rest padded with molefoam for cushioning 
(not moleskin). 

Yen-I Hsieh reports that adjustable 
thumb rests and elasticized straps are avail¬ 

able with Jupiter Band Instruments' NT ser¬ 
ies clarinets. 

And Diana Appier of the 77th Army 
Band writes, "I too have need of support 
during my playing. I have found that the 
clarichord is excellent with a few altera¬ 
tions. I removed the leather attaching de¬ 
vice and placed an old bass clarinet hook 
on the end. I am quite short so I had to 
shorten the elastic strap also. Then I had a 
ring soldered on my thumb rest. I have had 
it placed on both the regular or the adjust¬ 
able thumb rest and it works in the same 
fashion that a saxophone hooks up! I had 
carpal tunnel surgery on my right wrist 
and since have used this to my great satis¬ 
faction. The only drawback for me is that 
I am in the Army and I cannot do the cer¬ 
emonial instruments up for ceremonies. It 
doesn't matter for sit-down concerts (and 
of course practice) so I get some relief. I 
do not have any interference with my left 
thumb, possibly because of the hook add¬ 
ing just a bit to the length. The elastic neck 
strap allows the flexibility my embou¬ 
chure wanted." 

An unrelated matter: Can anyone supply 
the death date of Edmond Allegra (1889-?) 
to Manuel Jeronimo? (e-mail: cjeronimo. 
manuel@mail.telepac.pt>. 
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CLARIBOTE^ 

1999 I.C.A. Research 

Presentations 

The winners of the 1999 I.C.A. Re¬ 
search Presentations were announced on 
July 10 at the ClarinetFest in Ostend, Bel¬ 
gium. First Prize, which includes a cash 
prize of $300 and guaranteed publication 
in The Clarinet (subject to editing), was 
awarded to David Ross for his presentation 
on the topic "A Belgian in America: The 
Life and Career of Gustave Langenus." 

Second Prize, which is a cash prize of 
$200, was awarded to Timothy Perry for 
his presentation on the topic "18th Century 
Sonatas for the 21 st Century: Realizing the 
Vision of Perier's Recueil Des Sonates." 

Honorable Mention was made for Jane 
Ellsworth and her presentation "English 
Clarinet Music, 1800-1870: Reclaiming a 
Repertory." 

Eight presentations were chosen by the 
Research Presentation Committee to be gi¬ 
ven in Ostend. Appreciation is expressed 
for this year's judges panel, consisting of 
Maurita Murphy Mead, University of 
Iowa; Michele Gingras, Miami University 

of Ohio, and Keith Koons, University of 
Central Florida. 

University of Maryland's 

Clarinet Connection 

The University of Maryland's School 
of Music held its first Clarinet Connection 
on June 21-25, 1999. Talented high- 
school clarinetists from the Baltimore- 
Washington D.C. area attended. Master 
classes and performances were given by 
Loren Kitt, principal clarinetist of the 
National Symphony Orchestra and UMD 
faculty member; and Gregory Raden, prin¬ 
cipal clarinetist of the Dallas Symphony. 
In addition, local pedagogue and clinician, 
Paul Eberley, gave an excellent session on 
reed selection and adjustment. The United 
States Marine Band Clarinet Quartet also 
performed and gave students an opportu¬ 
nity to perform "side-by-side" with the 
Quartet. It was an exciting week of 
performances, daily private lessons and 
ensemble playing. The next Clarinet 
Connection will be held in June 2000. 

Brixton Releases New Works 

Brixton Publications has released a 
number of new works for clarinet, includ¬ 
ing Howard Buss' Night Flight for piccolo, 
clarinet and piano. This composition re¬ 
ceived its world premiere by Rebecca Ar- 
rensen (piccolo, Indianapolis Symphony), 
Robert E. Price (clarinet, formerly with 
the Atlanta Symphony) and Paula Peace, 
piano, at the 1999 National Flute Assoc¬ 
iation Convention in Atlanta. For more in¬ 
formation and a free catalog, contact the 
company at 4311 Braemar Avenue, Lake¬ 
land, FL 33813-1608, U.S.A. New phone/ 
fax: 863/646-0961, new e-mail: <buss_h@ 
popmail.firn.edu>. 

West Coast Clarinet 

Congress 2000 

The West Coast Clarinet Congress 2000 
will be held March 10-12, 2000, on the 
campus of California State University, 
Fresno. The performing artists will include 
Burt Hara, principal clarinet of the Minne¬ 
sota Orchestra, Christopher Sereque, prin¬ 
cipal clarinet of the Seattle Symphony and 
jazz great Buddy DeFranco. There will also 
be master classes, lectures and exhibits. For 
more information contact congress director 
Miles Ishigaki at California State Univer¬ 
sity, Fresno, phone 559/278-2902. 

Marcel Ancion Dies 

Famed Belgian clarinetist Marcel Ancion 
(bom 1933), I.C.A. Chair for Belgium, died 
unexpectedly on November 7. Notice was 
received just prior to going to press with 
this issue. A tribute to him will appear in 
the March issue. Ed. 
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[ Rdbef Robert Spring-Tarantelle 

Known for his double tonguing, circular breathing, and extreme high 
range, Robert Spring presents a recording unlike any you've ever 
heard. On this program of historical pieces that were played and/or 
recorded by Jascha Heifetz, Spring creates many of his own finger¬ 
ings for an extremely high technical range. This is as high as anybody 
has ever recorded on the instrument! A Must! 
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• Joaquin Valdepehas (with Amici): In Brahms' Apartment (DCD-219) 
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• Presenting Im Soo Lee (DCD-235) 
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by William Nichols 

In last June's issue of The Clarinet 
appeared a review by Buddy DeFranco 
of a disc entitled The Many Sides of... 

Alfred Gallodoro. This remarkable disc 
contains clarinet, alto saxophone, and bass 
clarinet playing of virtuoso A1 Gallodoro 
recorded between 1948 and 1964. The di¬ 
verse repertoire ranges from the Brahms 
Quintet all the way to "Stardust" and "Har¬ 
lem Nocturne," and points in between. The 
disc is a showcase of virtuosity and musi¬ 
cal artistry which should grace the library 
of any woodwind player. 

Some readers will recall his appear¬ 
ance at the 1997 ClarinetFest in Texas. 
Mr. Gallodoro has released a new disc 
recorded in January and March of 1999 
entitled Out of Nowhere. He is a master 
player of his generation, and below are 
informal comments about A1 Gallodoro 
and this new disc from a recent conversa¬ 
tion between this writer and a master 
player of his generation, Eddie Daniels. 

Eddie Daniels — 

Thoughts on Gallodoro 

I've been a huge fan of A1 Gallodoro's 
all my life. I met A1 for the first time about 
18 years ago. We both ended up playing the 
ice follies in New York City, and he was al¬ 
ways a name and an amazing player in my 
mind that I never thought I'd get to meet, 
having heard his records with this amazing 
phenomenal technique, double tonguing, 
beautiful tone, playing the saxophone, and 
the clarinet, and the bass clarinet with all 
his maturity and facility, let's say. His virtu¬ 
osity was always so amazing to me and the 
great thing was meeting the man and seeing 
what a sweet individual he is and was when 
I met him. We were sitting next to each 
other in the Ice Follies and sharing infor¬ 
mation, and he was always wanting to 
know what I'm using. He was watching 
what I was doing, was very concerned, 
wanting to learn all kinds of new things and 

sharing what he knew, and through the 
years we remained friends. Every time I 
meet him, I see a vital individual who still at 
the age of 86 (he calls it 86 young) is in love 
with playing music. 

This new CD called Out of Nowhere, re¬ 
corded in Holland, is a great example of A1 
today, playing all these kind of old stan¬ 
dards: "Out of Nowhere," "You're Gone," 
"Alice Blue Gown," "Black Velvet," "Chi¬ 
cago," "The Hour of Parting," "Back Home 
Again in Indiana," "Love is for the Very 
Young," which is a Dave Raksin tune and is 
one of my favorites on the album, "Harlem 
Nocturne," which he plays on the clarinet 
and which is a turn around, it's usually an 
alto saxophone solo, and he plays it beauti¬ 
fully. What really is surprising and pleasing 
to me, is that he is playing jazz on this re¬ 
cording. Also included is "I've Got Rhy¬ 
thm," which he plays great, "Struttin' with 
Some Barbecue," and all this with a group 
called the Beau Hunks in Holland. 

I'm just so pleased that A1 is still play¬ 
ing beautifully and he's swinging. We all 
know the old A1 Gallodoro playing, this 
amazing double tongue, fast stuff, and also 
doing a beautiful Brahms Quintet or Mo¬ 
zart Quintet on the clarinet. I'm just proud 
that he is a friend of mine, and that he's 
one of the individuals who remains active 
in the music business and is having a great 
time. One of the interesting things I love 
about Al, the last time we had a conversa¬ 
tion, he said he was struggling with some 
of the high notes on the clarinet, and I 
said, "What strength reed are you using; 
what are you doing?" 

Still the struggle goes on, no matter 
what age, no matter how well you play, 
there still will be questions, how can I over¬ 
come this problem, how can I do that? With 
an individual like Al Gallodoro you might 
say how could he ever have a problem, and 
some people even think how could Eddie 
Daniels ever have a problem, and I've got 
tons of problems that I work on all the time, 
and that's kind of what makes life fun. I 
said, "Al, maybe you need to use a harder 

reed in the high register." Anyway, when I 
listen to the high register on this CD it 
sounds beautiful. He's swinging, he's play¬ 
ing jazz, it's the kind of jazz I never thought 
he really did play because I thought of him 
more in a virtuosic way, a man with amaz¬ 
ing technique. Also, he added the high reg¬ 
ister to the saxophone in a way that nobody 
had done before, you know, playing the 
altissimo register. 

So my hat's off to Al Gallodoro who I 
think is one of the great people. That's also 
part of playing music, being a great person. 
If you're not a great person and you're just 
a great musician, you only have half of it. I 
think Al has the whole pommadoro tomato, 
in fact isn't it Al Pommadoro, or Al Gallo¬ 
doro? No, it's All Gallodoro. 

5{c 

Out of Nowhere is on the Basta label, 
number 30-9092-2, total time 67:09. Avail¬ 
able from Golden Rooster Records, 1 Glen- 
mere Lane, Coram, NY 11727-1400, tel. 
1/800/466-3346, ext. 25; fax: 1/888/216- 
3027; Web site: <www.algallodoro.com>. 

Beau Hunks is an impressive ensemble 
of eight players consisting of four saxo¬ 
phones, trumpet, guitar, bass and drums. 
Most of the arrangements here are by sax¬ 
ophonist Robert Veen. The production is 
replete with excellent notes, photographs 
and technical information, exemplary of 
how a disc of this type should be pro¬ 
duced. Included in the copious notes Mr. 
Gallodoro says: "I was born to be an all- 
round player. I could never be satisfied do¬ 
ing just one thing. I love Buddy DeFranco, 
Phil Woods, and all those guys, but I can't 
play what they play. I play me. I play 
Gallodoro. I'm just an all-round player 
from New Orleans nightclubs up to the 
Symphony. You name it and I've done it. I 
enjoy practicing!" 

Capstone Records has released a record¬ 
ing of six works by American composer 
James Fry. Fry is an accomplished, imagi¬ 
native musician whose music speaks with 
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authority. At times showing indebtedness 
to Messiaen (especially in the piano works), 
the music is fresh and vital, and yet easily 
accessible to all but the most closed-eared 
listeners. All of the music contained here 
was composed from 1988 (the Gloria for 
chorus and piano duet) to 1997 (Impres¬ 
sions for guitar). The remaining works are 
Twelve Studies for piano. Drift of the East¬ 
ern Gray for piano duo, and two works of 
significant interest to our readers, the Con¬ 
certo for clarinet and wind ensemble of 
1994, and the CD title work Kaleidoscope 
for clarinet and piano. The clarinetist here 
(in both works) is Elizabeth Rheude, with 
pianist Jay Hershberger. This piece was per- 
fonned by these artists at the 1995 Clari- 
netFest in Tempe, has justifiably grown in 
popularity, has been programmed by other 
players, and has been heard on a succeed¬ 
ing ClarinetFest. The recording in question 
here is the same one that appeared on the 
first Music from the I.C.A. CD of 1997. 
This is an exciting virtuoso duo for clarinet 
and piano of about 13-minute duration pre¬ 
senting three contrasting moods. Elizabeth 
Rheude's tone is robust, darkly colored, and 
is in the mainstream of American timbral 
concept. Her technical facility is clean and 
very impressive, as can be said of pianist 
Jay Hershberger. This performance deliv¬ 
ers Fry's imaginative music with consider¬ 
able impact. The recorded sound is good 
albeit a balance which overly favors the 
piano. The Concerto for clarinet and wind 
ensemble is a very attractive work in a field 
of far too few strong serious works. Ms. 
Rheude is joined in this 14-minute concerto 
by the Michigan State University Wind 
Symphony under the direction of John 
Whitwell. The soloist negotiates the consi¬ 
derable technical hurdles with agility and 
ease. The wind ensemble sounds spectacu¬ 
lar on this well-recorded work, and shares 
the stage in equal partnership with the solo¬ 
ist. The writing for the ensemble is colorful 
and effective and yet practical from a play- 
ability standpoint, appropriately leaving the 
virtuosity to the soloist. These two clarinet 
works are pieces that advanced students and 
professionals should become acquainted 
with, and this disc is a wonderful listening 
experience. The CD is from Capstone Re¬ 
cords, CPS-8653, total time 70:48, available 
from the manufacturer at 252 DeKalb Ave., 
Brooklyn, NY 11205 /e-mail: <75301.2003 
@compuserve.com>. 

Strongly recommended to our readers is 
a recording released in 1994 and only re¬ 
cently making its way to me, from the Aus¬ 
tralian trio Dean Emmerson Dean. The disc 
entitled Night Window consists of well- 
known trios by Mozart and Bruch, and two 
strikingly performed and effective new 
works played by clarinetist Paul Dean, vio- 
list Brett Dean, and pianist Stephen Emmer¬ 
son. Paul Dean was a featured performer at 
ClarinetFest 1997, an appearance which 
was a highlight event for this writer. This 
trio is a dynamic ensemble as evidenced 
from the first notes of Mozart's "Kegelstatt" 
Trio. This performance presents a robust 
view of this unique work. It is one of the 
most engaging performances on record, and 
not for the elegance-only Mozart crowd. 
There is nuance in abundance, but at the 
same time this is no-nonsense red-blooded 
Mozart. The same can be said of four of the 
Eight Pieces of Max Bruch. The pieces are 
sensitively played, remarkably well bal¬ 
anced, and generally recorded sound is 
rich, with an occasional brittle moment at a 
few high dynamic spots in the seventh piece 
(in B major). 

The two contemporary works. In Namen 
Amadeus by Katia Tchemberdji and the title 
work Night Window by Brett Dean (brother 
of Paul) are both stunning, and significant 
contributions to the repertoire. Neither work 
is for the faint of heart, and they are played 
to the hilt. Paul doubles on bass clarinet in 
Night Window; and Tchemberdji's work 
briefly utilizes a quiet taped collage quota¬ 
tion from The Magic Flute. Both of these 
works are full of effects but are much more 
in content than just that. They are vividly 
recorded and command the listener's un¬ 
flagging attention. Dean Emmerson Dean 
is indeed a first-rate chamber ensemble 
guaranteed to hold your attention. A review 
is forthcoming in The Clarinet of a new CD 

by Paul Dean with orchestra that includes 
five works, including a major work by Brett 
Dean and the under-recorded Concerto of 
Walter Piston. This is one of the most im¬ 
pressive and important clarinet recordings 
to appear in 1999. The Night Window disc 
is on ABC Classics 442 363-2, has a 75- 
minute playing time, and notes (in English 
only) and photographs are generous. It is 
available from the Australian Broadcasting 
Corporation, GPO Box 9994, Sydney NSW 
2001 / e-mail: <godbee.steven@a2.abc.net. 
au>. 

In last December's "Audio Notes" men¬ 
tion was made of the Quartet de Clarinets 
de Barcelona and their tribute to George 
Gershwin. Well they have returned with 
their entertaining and at times zany rendi¬ 
tions of American pop and jazz classics. 
This collection is a tribute to Duke Elling¬ 
ton on his 100th birthday. Clarinetists Al¬ 
bert Gurm, Queralt Roca, Montserrat Mar- 
galef and Alfons Reverte play, among oth¬ 
ers, standard Ellington tunes such as "Satin 
Doll," "Don't Get Around Much Anymore," 
"Sophisticated Lady," "Caravan" and "Tri¬ 
bute to Ellington," an effective arrangement 
by Albert Gurm. Other than this piece the 
arrangers are not indicated, but arrange¬ 
ments are skillfully done. There are addi¬ 
tional tunes: Scott Joplin's Cleopha, a four- 
piece suite of Kurt Weill Broadway selec¬ 
tions, and several other tunes of a novelty 
nature. The performances are stylish and 
very pleasing. These Spanish players are 
attuned to the sometimes laid-back Elling¬ 
ton character. The recorded sound is excel¬ 
lent and well balanced. The group is appro¬ 
priately loose in the best sense, and the disc 
makes for some easy and nostalgic listen¬ 
ing. There are program notes in English, 
Spanish and Portuguese, but none are 
needed in this case. The disc is from Ars 
Harmonica, AH050, and is distributed in 
the U.S. by Qualiton/<www.qualiton.com>. 

The Virtual Accompanist 

Ready, willing, and able to rehearse when YOU want to! 
• Piano Accompaniments for Solos from the Standard Repertoire 

• All works performed from standard editions 
• Available in Compact Disc, MIDI file or audio cassette format 

• Makes practicing more productive and enjoyable 

CDS & MIDI NOW AVAILABLE 
SEND FOR OUR FREE CATALOG! 

John DeWitt Music 
20 Nevinwood Place, Huntington Station, NY 11746 USA 

Phone/FAX 516.271.5742 www.virtualaccompanist.com 
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the orchestral clarinetist 

by Anthony Gigliotti 

Anthony Gigliotti 

The world of music and specifically 
clarinet playing has changed dra¬ 
matically since my student days. 

Tanglewood and a few other summer pro¬ 
grams were in existence but that was it. 
There was no International Clarinet Asso¬ 
ciation or ClarinetFest and little, if any, ex¬ 
change of ideas internationally. The two 
most prominent teachers in the U.S. were 
Daniel Bonade and Simeon Bellison and al¬ 
though they were both, in their own right, 
fine musicians, their ideas about clarinet 
playing were diametrically opposed. Since 
my father was a Bonade student, after stu¬ 
dying with my father I went on to study 
with Bonade both privately and at Curtis. 

Today there are so many fine schools 
with good teachers and countless summer 
programs that it is absolutely mind bog¬ 
gling. The list is so long that students have 
many choices to consider. Back in June I 
had the pleasure to take part in the Uni¬ 
versity of Oklahoma Clarinet Symposium 
which was the 24th of its series. Professor 
David Etheridge is the organizer and tire¬ 
less ball of energy behind the symposium. 

There were 13 recitals plus master 
classes in a three-day period and in addition 
to that there were exhibits by major manu¬ 
facturers and distributors. The activity dur¬ 
ing those three days was very intense, to 
put it mildly. In addition to the monumen¬ 
tal task of organizing everything, David 
Etheridge opened the conference on Friday 
morning at 9:00 a.m. by conducting his 28- 
piece clarinet choir in a very interesting 
program. They were impressive to put it 
mildly. There was a time when it was diffi¬ 
cult to get two or three clarinets to play in 
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tune, let alone 28. Standards have certainly 
improved and clarinet manufacturers are 
making better instruments than was the case 
when I was a student. 

The first time I went to the Buffet fac¬ 
tory in France was in 1953 and I remem¬ 
ber trying 55 B1, clarinets. After selecting 
the two best ones I then spent countless 
hours with Hans Moenning tuning and 
voicing them until I could finally try them 
in the orchestra. My reason for becoming 
involved with the Selmer Company was to 
make it possible for a student or profes¬ 
sional to buy an instrument that didn't 
need all of that work and it has resulted in 
the series 10G which was based on my 
old Moenningized Buffet which I played 
for 27 years. 

Since I had a recital to prepare and 
needed some rehearsal time, it wasn't pos¬ 
sible to attend all of the recitals, but I man¬ 
aged to squeeze in just a few and one of the 
most memorable ones was by our Clarinet 
editor, James Gillespie, and his colleague 
John Scott, from the University of North 
Texas in Denton. They played an in¬ 
teresting program that was diverse, very 
well prepared and beautifully executed. The 
students at the University of North Texas 
are indeed fortunate to have such excellent 
teachers. When you hear such outstanding 
performances by two university professors 
it's no wonder that there are so many good 
players. There was a time when Curtis, 
Juilliard, Eastman, Peabody and maybe 
one or two other schools were turning out 
good players, but that's certainly not the 
case any more. 

I would be remiss not to mention Steve 
Harlos, the pianist from the University of 
North Texas, because he accompanied four 
recitals, including the jazz recital by the 
brilliant, dazzling, young Australian clari¬ 
netist Andrew Firth. It was with some tre¬ 
pidation that I decided to play the Rochberg 
Concerto with piano because the orchestral 
reduction is a real bear; however, he put it 
together in record time and we played a 

The Clarinet 

very successful performance. On that reci¬ 
tal I had the pleasure of playing the Crusell 
Andante and Allegro Vivace for two clar¬ 
inets and piano with David Etheridge. He 
is a man with boundless energy and enthu¬ 
siasm. We also performed II Convegno by 
Ponchielli with Lawrence Wagner who is a 
professor of clarinet and conducting at 
Temple University. 

A few of the other recitals I managed to 
hear were the jazz recital by Andrew Firth; 
the one by Bradford Behn and Lee Liven- 
good; Tim Paradise; and Lawrie Bloom. 
They were all excellent performances, in¬ 
teresting programs and showed a quality 
which I find unusual — they played like 
they were enjoying making music and not 
just showing what brilliant performers they 
are. Sometime I find it surprising that stu¬ 
dents don't realize how fortunate they are 
to have the God-given talent to be able to 
play an instrument. Those with that talent 
are in such a small minority of the world 
population that with the gift of talent is a 
responsibility to develop the talent to its 
full potential. Music is one thing that 
makes the world a better place to live in. 

I would like to add a thought to my pre¬ 
vious statements. Learning to play the clari¬ 
net well is only part of the equation because 
the clarinet is only the medium through 
which we make music. Learning to make 
music is the important part. 

Naturally, without total command of the 
instrument it's difficult to express one's 
self, so learning the clarinet thoroughly is 
fundamental to being able to express the 
music. For me, the clarinet or any wind 
instrument is merely an extension of the 
human voice and to be able to sing on the 
instrument is the key to expressive playing. 

Most clarinetists seem to feel that if they 
find the right equipment it will solve all of 
their problems; especially tone production. 
Everyone would like to have a beautiful 
tone. When you listen to a recital the first 
impression is the tone and if it's not good, 
you are turned off even if the person is mu- 



sical and has a brilliant technique. How does 
one achieve a beautiful sound? Strangely 
enough, very few players understand cor¬ 
rect breathing and the use of the diaphragm. 
Invariably, when I ask new students to ex¬ 
plain correct breathing they are vague and 
incorrect in their descriptions. I use a set 
of transparencies of the chest in my teach¬ 
ing so that nothing is left to the imagina¬ 
tion and the students understand the anato¬ 
my of correct breathing and within a few 
minutes it is possible to change the stu¬ 
dents sound to a much richer one without 
touching the equipment. Naturally, having 
the right equipment makes it easier to pro¬ 
duce a good sound but the important thing 
is to understand that you produce the sound. 

The old story about Heifetz always 
comes to mind. An admirer came to his 
dressing room after a concert and re¬ 
marked about the beautiful tone his violin 
had. He opened his violin case and said, "I 
don't hear anything." Everyone has his or 
her own sound but it must be developed to 
its full potential. Some years ago my 
teacher sent one of his students to me to 
study over the summer and his big problem 
was his tone. We worked on fundamentals 
of breathing and tone production for the en¬ 
tire summer and by the end of the summer 
he had made great strides. When he returned 
to his teacher in the fall his teacher re¬ 
marked about the great improvement in 
his sound and asked what we had worked 
on. He said that we had concentrated 
mostly on breathing and his teacher 
laughed and said, "What have you been 
doing all your life?" Naturally, breathing 
is an essential ingredient to life but since 
correct breathing is not so necessary we 
can get by on shallow breathing; however, 
diaphragmatic breathing promotes good 
health because the movement of the dia¬ 
phragm against the organs under it (liver, 
stomach, etc.) acts as a booster pump to 
improve circulation. Naturally, it is not 
necessary to develop your breathing to the 
same extent if you don't sing or play a 
wind instrument, but it certainly couldn't 
hurt. I could go on with this subject of tone 
production because it also involves em¬ 
bouchure, throat opening, equipment, etc., 
but I'll save some for future articles. 

In the meantime — happy clarinet play¬ 
ing! 

P.O. Box 8387, Cherry Hill, NJ 08002- 
0387; fax: 856/667-0837; and e-mail: <gl0 
classic @ aol .com> 
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by Nicolas del Grazici 

The Growing Range 

of L. Rossi Clarinets 

Since the mid-'80s, Luis Rossi's name 
has been associated with the produc¬ 
tion of wide bore clarinets. His inter¬ 

est in clarinet-making dates back to his stu¬ 
dent days in London where he was a clar¬ 
inet student of John McCaw, who himself 
had experimented with clarinet construc¬ 
tion. Luis Rossi is now the only interna¬ 
tionally-renowned soloist performing on 
instruments of his own construction. 

His initial project was to design and 
build instruments with dimensions similar 
to the old English 1010s made by Boosey 
and Hawkes, but with improved intonation 
and evenness of tone. The result was his 
famous one-piece clarinet. Recently, he 
has expanded his range of instruments to 
include what he has labeled French and 
American bore models. The French bore 
clarinets are of inverse-taper design simi- 

Luis Rossi in his workshop in Santiago, 
Chile 

lar to that of Yamaha clarinets, although 
the thicker walls result in a more distinc¬ 
tive sound, while the American bore mo¬ 
del is similar to the ever-popular Buffet 
R13 — it has a bore diameter of 14.65mm, 
a polycylindrical design at the top of the 
body and is designed to produce the more 
centered tone favored by players in North 
America. The American bore clarinet also 
has a slight inverse taper in the barrel 
(15mm at the top to 14.9mm at the bot¬ 
tom) while the barrels of the other models 
are cylindrical. 

Working with six assistants in Santiago, 
Chile, Luis Rossi maintains a monthly pro¬ 
duction limited to five made-to-order clari¬ 
nets, which ensures that each receives care¬ 
ful individual attention and results in in¬ 
struments of the highest possible quality. 
Each clarinet is personally play-tested and 
tuned by him for a period of a week before 
being allowed to leave the workshop. 

All three models are available in three 
different hardwoods. The familiar African 
Blackwood (Dalhergia Melanoxylon), also 
known as African Granadillo or Mozambi- 
can Ebony, is the very dense wood from 
which most clarinets are made. Rossi also 
uses Honduran Rosewood (Dalbergia Ste- 
vensonii), a highly resonant wood used in 
making marimbas, and Costa Rican or Me¬ 
xican Cocobolo (Dalhergia Retusa). This 
last wood is the least dense of the three and 
produces a sweeter, lighter tone. Unlike 
most clarinets, L. Rossi instruments are not 
laquered but oil finished, which, while be¬ 
ing a more time-consuming process, leads 
to a more attractive finish. 

To avoid a certain dampening effect and 
alteration of harmonic content, L. Rossi 
clarinets do not have metal rings around 
the tenon joints or the bell, but instead have 
rings made of the same wood as the main 
body of the instrument. As well as increas¬ 
ing wood resonance, this makes for a very 
lightweight clarinet, easing pressure on the 
right-hand thumb. 

As well as always using properly aged 
wood, Luis Rossi takes additional preven- 
tative measures against cracking in his in¬ 
struments. A plastic tube inserted inside 
the top half of the bore is glued in place be¬ 
fore the lathing process begins, resulting in 
a sleeve of plastic which conforms very 
accurately to the required bore dimensions. 
This sleeve inhibits moisture from being 
absorbed into the wood, preventing crack¬ 
ing and ensuring that the bore dimensions 
remain constant through the wet/dry, hot/ 
cold cycles of normal everyday playing. 
Since for some players the presence of plas¬ 
tic carried pejorative associations, Rossi 
conducted a number of blind tests with var¬ 
ious players to compare the characteristics 
of instruments with and without the plastic 
insert. After trying both clarinets, players 
invariably preferred the sound and feel of 
the instrument with the sleeve, perhaps be¬ 
cause of the very polished surface of the 
plastic at that part of the bore. Typical of 
Luis Rossi's workmanship, the solution of 
a practical problem simultaneously results 
in satisfying aesthetic improvements. This 
is also demonstrated by innovations in the 
keywork. Each key on L. Rossi clarinets is 
individually handcrafted in his workshop 
with nickel-silver tubing imported from 
Germany, and subjected to a two-hour- 
long, heavy silver-plating process. This re¬ 
sults in a very durable plating, as well as a 
beautiful finish. 

A Rossi clarinet during part of the lathing 
process 
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Detail of Blackwood clarinet showing u- 
nique C#/G# key and adjustable levers to 
replace "crow'sfoot" mechanism 

In addition to the desire for increased 
resonance, Rossi's original decision to fol¬ 
low a one-piece key-section design was 
also motivated by the need for the correct 
placement and size of the mid-tube C# /G# 
tone hole. On regular clarinets the presence 
of the center joint forces this tone hole to 
be placed at the bottom of the top joint, 
higher than its acoustically optimum posi¬ 
tion, and it consequently has to be made 
smaller in order to maintain the correct 
tuning, unfortunately resulting in a resis¬ 
tant and stuffy note. Rossi's correction of 
this problem results in a very rich and free- 
blowing C# and Gl, and also a beautifully in- 
tune high F using the regular fingering 
(without the need to add the "sliver key" in 
the right hand). Since this tone hole is also 
placed on the top of the instrument, out of 
the path of condensation which runs along 
the bottom of the bore, this prevents the all- 
too-common water problems associated 
with Cf and Gl. Condensation problems are 
also avoided for the entire group of right- 
hand side keys at the top of the instrument, 
since these are arranged in a "jump-over" 
system, the pad cups for EVBl', chromatic 
B and side throat B'' being situated under¬ 
neath the key lever of the next-highest key. 
This means that they too can be located 

slightly higher, further round the circum¬ 
ference of the clarinet, leading to a more 
positive, vertical sealing action, in contrast 
to the diagonal motion found on most clar¬ 
inets. Also to avoid water problems, the 
chromatic B/Fi tone hole is also placed 
slightly nearer the top of the instrument. It 
seems that for players of L. Rossi clarinets 
the highly embarrassing "bubble" in the 
middle of a performance may become a 
thing of the past. 

Other elegant solutions to perennial key- 
work problems are found near the bottom 
of the instrument. The right-left system 
for E, F, F# and B, C, C# has been subtly 
redesigned to avoid the complications as¬ 
sociated with the traditional "crow's foot" 
mechanism. On L. Rossi clarinets, two le¬ 
vers attached to the key rods press against 
the relevant pad cups, and nylon screws at 
the lever tips allow periodic adjustment 
and eliminate the rattling which results 
from a mis-aligned crow's foot. A third 
adjusting screw also allows the height of 
the F/C and E/B pads to be set. Noise and 
wear and tear are also minimized for the 
longer key rods which operate between 
pivot screws, since these contain inserts 
made of Delrin — a synthetic material 
similar to Teflon — at the tube ends. 

Since many L. Rossi clarinets are made 
to order, a number of further options are 
available regarding keywork. There is the 
option of an articulated Cf /G# mechanism 
which enables a trill to be perfonned easily 
from Ff to G# (and low B to Cf) by finger¬ 
ing F# and raising the left-hand ring finger. 
Also available is the Reform Boehm model 
which includes a left hand key, a third 
ring for the left-hand ring finger, making 
possible a crossed El'/Bl' fingering, and the 
Rossi throat B'' mechanism. This is a mod¬ 
ified version of that found on bass clarinets 
to improve the resonance of the throat Bk 
The thumb register key operates as normal, 

Detail of Blackwood clarinet showing 
"jump over" side keys and shaped register 
key 

but when B^ is played an additional vent- 
hole (not the side key) also opens. Another 
nice touch is the provision of a shaped re¬ 
gister key, similar to a saxophone octave 
key, bringing the touch-piece more securely 
under the tip of the left thumb. 

For the right-hand thumb an integrated 
wooden thumb rest complements the over¬ 
all beauty of the instrument. Its design also 
encourages a rounder right-hand position 
because its thick base brings the player's 
thumb an additional quarter of an inch off 
the body of the clarinet. While being 
adjustable in height, its curved design may 
be uncomfortable for some players, and for 

The Lomax (j/as&ic Clarinet Mouthpiece 
Our original (j/assto model and our new Cflria are being played 
by members of the ensembles listed below: 

Dallas Symphony • Kansas City Symphony • Los Angeles 
Philharmonic • Memphis Symphony • Metropolitan Opera 
Orchestra • Montreal Symphony • U.S. Army Field Band 

Price: $120.00 - B^ & E? • $175.00 Bass 

Available from: The Woodwind Corner 
1012 S. Glenstone 

Springfield, MO USA 65804 
MICHAEL A. LOMAX (417) 865-0996 JOEL O. LOMAX 

MasterCard & Visa custom repairs new and used instruments custom repairs 
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SCHOOL OF MUSIC 
THE UNIVERSITY OF 

TENNESSEE, KNOXVILLE 
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coach chamber ensembles as needed. 
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these a more traditional silver thumb rest 
can be provided. 

Needless to say, Rossi's meticulous at¬ 
tention to detail results in instruments with 
impeccable intonation. Many of the tone- 
holes on L. Rossi clarinets are lined with 
ABS plastic, which provides a more air¬ 
tight seal with the pad than does wood, and 
enables differently-sized tone holes to be 
substituted on each instrument during the 
play-testing process if required. Tuning 
considerations are also addressed by the 
provision of two barrels for each clarinet 
purchased. Both are of unique dimensions 
(63.5mm and 62.5mm), since the key sec¬ 
tion is longer than that of most clarinets. 
Other courtesy gifts include a beautiful 
wooden-handled screwdriver for adjusting 
the various screws on the instrument. 
Because of the lack of center joint, L. 
Rossi clarinets require a special case, and 
here again there are helpful innovations. 
Two wooden end-plugs cover the tenons of 
the main body of the instrument and these 
sit in holders which allow the entire key- 
section to rotate freely within the case. 

avoiding all contact between case and key- 
work. In this way the instrument is pro¬ 
tected against those accidental jolts while 
on the move. 

As for the future, Luis is currently 
working on a clarinet in D with which to 
play the Molter concertos and the various 
orchestral parts, such as Till Eulenspiegel, 
which usually have to be performed on the 
El' clarinet. Also under development is a 
new Viennese bore model, based on a clar¬ 
inet which belonged to Leopold Wlach, the 
famous former principal clarinetist of the 
Vienna Philharmonic. The outstanding 
quality of L. Rossi clarinets may then also 
make them increasingly popular in Austria 
and Germany, in much the same way as a 
growing number of North American play¬ 
ers are now taking up his instruments. 

In an age of ever-growing demand 
which continually forces instrument man¬ 
ufacturers to produce high volume produc¬ 
tion runs, it is pleasing to see in L. Rossi 
clarinets an approach toward instrument 
making which exhibits such great artistry, 
patience and loving care. 

the Soul in Your oar 

Zinner 

Responsive Resonant Rich 

Preferred by the finest performers, teachers and craftsmen in the world 
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You will be very happy playing 
Rossi clarinet. It makes your life 
much easier! The instrument 
responds so well that you can 
focus more of your attention on 
music-making and less on 
making the instrument do 
what you want You can 
hear the Rossi French 
Bore clarinet on my 
recording The Clarinet 
Alone, available from 
Ongaku Records. 

S6L S/lossi 

Jonathan Cohler 

Soloist & Recording Artist 

Faculty, Longy School of Music, Cambridge. 

Hartt School, Hartford, Connecticut. 

New England Conservatory Preparatory School, Boston. 

Coquimbo 1033 - 1, Santiago, Chile. Fax ( 562 ) 274 3170 WWW. rossiclarinet.cl 
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Replacing Missing 

Teeth: To Implant or 

Not to Implant? 

Tooth loss can be 
major problem 
for the clar¬ 

inetist. Depend¬ 
ing upon the loca¬ 
tion of the missing 
tooth or teeth, the solution 
to filling in the missing 
spaces can pose a variety of 
alternatives. For example, there is 
always the choice of doing nothing at 
all. This can be the best solution in certain 
cases as in the loss of a third molar, (wis¬ 
dom tooth), with no opponent tooth. Most 
normal civilians would not miss that one. If 
the space created by the lost tooth is an 
upper central incisor, however, it is certain 
that even the most abnormal civilian would 
want a replacement. Imagine the effect on 
a clarinetist. 

If the decision has been made to replace 
the missing tooth, should you choose a 
fixed or a removable prosthesis? Generally, 
a fixed restoration has many advantages 
over the removable kind. Usually this pro¬ 
vides more stability and if done well, has 
more of the feel of a natural tooth and it 
does not create the problems inherent in 
removal and replacement each day. The de¬ 
cision to have a fixed restoration then raises 
the issue of a traditional bridge as opposed 
to an implant. A traditional bridge entails 
the reduction, (preparation of the tooth by 
removing a considerable amount of its 
structure), of at least the two adjacent teeth. 
This is an irreversible move and requires 
that the teeth have crowns on them from 
then on. 

An implant can fill the space and not 
affect the integrity of the adjacent teeth. The 
following information deals with some im¬ 
portant points regarding implants. The ma¬ 
terial of the implant. Titanium oxide, is a 
biocompatible metal, which has been used 
to replace hips and joints for many years. 
The dental variety of implant is a screw or 
cylinder form, which also comes in a more 
root-like tapered shape. The quantity and 
configuration of the remaining bone deter¬ 
mines the dimensions of the implants, 
which come in a variety of lengths and 
widths. The underlying structures within the 
bone are also of great concern. 

The location and size of the maxillary 
(upper jaw), sinuses and the location 

and course of the mandibular (lower 
jaw) are factors that can make 

the difference between being 
or not being a candidate for 

implants. For this rea¬ 
son it is a good idea 

to be sure to have 
a "CAT scan" ta¬ 

ken of the jaw in¬ 
volved. The dental CAT 

scan, known as a "Denta- 
scan," is an absolute necessity 

for clarinetists. 
Understand that most dentists, oral 

surgeons and periodontists alike would 
probably dispute this, but remember the 
only way in which the practitioner placing 
the implants can be certain of the proxim¬ 
ity of the nerve and the three dimensional 
relationship of the other important struc¬ 
tures related to implant placement is with 
a proper "Denta-scan." It is costly, but there 
is simply too much at stake for the clarinet¬ 
ist not to have all the information that is 
available. For example, if the mandibular 
nerve is affected the likelihood of an en¬ 
during parasthesia is a real danger. 

...cvcrq clarinetist 

should own a 

set of modds of 

his/her teeth as a 

matter of routine. 

Playing clarinet with half of your lower 
lip numb or at best "tingling" for the rest 
of your career is not a happy prospect. Get 
a "scan" if you're thinking of having im¬ 
plants placed. 

Specially trained periodontists or oral 
surgeons place implants. Once the implants 
are inserted it commonly takes three to six 
months for the implants to knit with the 
bone. The longer period is for the upper 
arch. Then, depending upon the technique 
chosen, a second surgical stage may be 
necessary to uncover the implants. Some 
"single stage" procedures avoid this by not 
submerging the implant under the soft tis¬ 
sue at the first stage but that is not always 

possible. After the implants are uncovered 
in the second stage procedure, the prostho¬ 
dontist takes over and begins taking 
impressions which will ultimately lead to 
tooth replacement. 

It is a good idea to have a model of the 
original size, shape and placement of the 
tooth or teeth being replaced. This serves as 
a useful guide for the restorative dentist. It 
is obtained by having an impression taken 
of the upper and lower teeth before the 
extractions are performed. In fact, every 
clarinetist should own a set of models of 
his/her teeth as a matter of routine. That 
way in case of sudden loss of a tooth due to 
a fall or an encounter with a very angry 
conductor, for example, the form and place¬ 
ment of the affected area can be more accu¬ 
rately be reconstructed. 

There are certain principles which 
should be followed when attempting to re¬ 
create the original situation. All dimensions 
of the tooth being replaced are important, 
especially if the upper front teeth are in¬ 
volved. The length of an upper front tooth 
is critical. 

Try placing a one-millimeter thick patch 
on your mouthpiece and notice the effect it 
has on the placement of your tongue with 
relation to the reed while tonguing a fast 
staccato. Also note the effect that one milli¬ 
meter can have on your control over the 
direction and placement of the column of 
air. The patch closely simulates the effect of 
having a tooth replaced that is much longer 
than the original. Thickness is another fac¬ 
tor, which can create the feeling of losing 
"home base" after a dental reconstruction. 
While it is true that each of us has a differ¬ 
ent capacity to adapt, it is best to play it safe; 
the model is an important point of reference. 

If any serious reconstruction is in the 
offing, be sure to work with a Boarded 
Periodontist-Prosthodontist team. Listings 
of the Diplomates of the American Boards 
of Prosthetics and Periodontology are avail¬ 
able through the local dental societies and 
the Academy offices in Chicago. These spe¬ 
cialists have post-graduate training in this 
field and have passed a rigorous examina¬ 
tion to qualify as Diplomates. They are most 
likely to provide the best service. This may 
smack of elitism to you, but we are discuss¬ 
ing livelihoods and careers, and it's tough 
to play clarinet with full dentures. 

[Dr. Odrich may be contacted at: e-mail 
<parkaveperio@earthlink.net> or 4710 
Livingston Avenue, Bronx, NY 10471. Ed.] 
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LYONS C CLARINET 

$240 

* Superb tone and intonation 

* Playable by 6 year-olds 

* Fully chromatic 

* Negligible repair/overhaul bills 

* Waterproof, impact resistant 

* For children or adults 

Find out more from USEFUL MUSIC 
Tel: 011 44 1653 618 085 

email: usefulmusic@aol.com Web pages: www.firstclarinet.com 

CONSISTENTLY 

DEPENDABLE 

ACCESSORIES 

TtJour JVrtistry 

iBmtanfrs (Elje Me&t 

MOUTHPIECES 
LIGATURES • REEDS 

CLARINETS 
ADJUSTABLE THUMB RESTS 

MPCE. & TEETH CUSHIONS 

IMPROVED-ANGLE BASS 

CLARINET NECKS 
SPECIAL KEYS 

Brochure on Request 

jmooMmnh Prnhucts 

P.O. Box 3935-C 

Westlake Village, CA 91359 

(805) 497-8161 

Children progress at an astounding rate 

A rewarding musical present 

Clarinet Recordings 
THE VERDEHR TRIO: Elsa Ludewig Verdehr, Clari¬ 
net; Walter Verdehr, Violin; Gary Kirkpatrick, Piano. 
The Making of a Medium. Nine CDs in this continuing 
series of exciting new works. CD741: Hovhaness, Lake 
Samish; Bartok, Contrasts; Pasatieri, Theatrepieces; Mozart, Trio 
in D; Frescobaldi Canzoni. CD742: Rorem, End of Summer; 

Musgrave, Pierrot; T.C. David, Schubertiade; Vanhal, Trio; Liszt, Hungarian Rhapsody. 

CD743: Schuller, A Trio Setting; Averitt, Tripartita; Currier, Adagio & Variations. CD744: 
Dickinson, Hymns, Rags and Blues; Husa, Sonata a tre; Freund, Triomusic; Niblock, Trio. 
CD745: Arutiunian, Suite; Schickele, Serenade; Sculthorpe, Dream Tracks; David, Triple 
Concerto (with Tonkunstler Orchestra). CD746: Diamond, Trio & Violin Sonata No. 2; 
Sculthorpe, Night Song; Corigliano, Violin Sonata. CD747: Music by James Niblock. 
CD748:Triple Concertos by Ott & Wallace. CD749: Trio with Orchestra; Skrowaczewski, 
Triple Concerto; David, Carmen Suite & Sinfonia Concertante.. 

TOUR DE FRANCE: CD356. 
The Webster Trio: Michael 
Webster, Clarinet; Leone Buyse, 
Flute; Katherine Collier, Piano. 
Faure: Dolly Suite, Morceau De 
Concours; Saint-Saens: Taran¬ 

tella; Debussy: Prelude to the Afternoon of a Faune, Pe¬ 
tite Piece, Premiere Rhapsody, & Syrinx; Bizet: Jeux 
d'enfants. "Delightful; exquisitely played." Fanfare 

'1 TRIO INDIANA: James 
Campbell, Eli Eban, Howard Klug, 
Clarinets (clarinet faculty Indiana 
University). CD734: Defaye, Pieces 
D'Audition; Schickele, Dances; 
Kulesha, Political Implications (with 
David Shea, clarinet, assisting artist); 

Kibbe, Ebony Suite; Fox, Time Weaving. CD736: (with Alfred 
Prinz, Mitchell Lurie, & Min-Ho Yeh, guests). Prinz, 
Bloomington Quartet & Trio; Heiden, Clarinet Trio; Uhl, 
Divertimento; Weill, Pieces from The Threepenny Opera. 

MOONFLOWERS, BABY! 
Jonathan Cohler, Clarinet: 
CD733. Hindemith, Clarinet Sonata; 
Honegger, Sonatina; Francaix, 
Theme & Variations; Vaughan Will¬ 
iams, Six Studies in English 
Folksong; Milhaud, Duo Concertant 

& Caprice; Bozza, Pulcinella; Kupferman, Moonflowers, 
Baby! with Judith Gordon, piano. Jonathan Cohler has "play¬ 
ing of real distinction" BBC Music Magazine 

LARRY COMBS: (C731 cassette only) Rochberg, Trio for 
Clarinet, Horn, & Piano; Schuller, Romantic Sonata for Clari¬ 
net, Horn, & Piano; Rosza, Sonatina for Clarinet Solo. Gail 
Williams, horn; Mary Ann Covert, piano. 
JAMES CAMPBELL: C732 (cass. only): Reicha & Francaix 
Quintets, Clarinet & String Quartet, w/ Allegri String Quartet. 
C331 (cass. only): Poulenc, Jeanjean, Schumann, Berg, etc. 
MORAN QUINTET: CD754 (Diane Cawein, clarinet) 
Murdoch, Postcards from the Center; Heiden, Woodwind Quin¬ 
tet; Liewen, Savannah; Higdon, Autumn Music. CD753 (Eric 
Ginsberg, clarinet): Wind Chamber Music of Theodor Blumer 

MICHAEL EDWARDS, Clari¬ 
net: CD735. Sonatas for Clarinet 
and Piano by Saint-Saens, 
Ladmirault, and Bjelinski. Sonatina 
by Martinu; Solo de Concours by 
Rabaud. Edwards has been in the 

Montreal Symphony, principal clarinet with the Canadian 
Chamber Ensemble, and soloist at the Orford and Stratford 
Festivals. "Clarinet fanciers will find a treat here." Fanfare 

WESTWOOD WIND QUINTET (David Atkins, clarinet): 
CD750: Barber, Summer Music; Ligeti, Six Bagatelles; 
Mathias, Quintet; Carlson, Nightwings. CD751: Dahl, Alle¬ 
gro & Arioso; Moyse, Quintet; Husa, Serenade for Piano & 
Wind Quintet; Sapieyevski, Arioso for Trumpet & Wind Quin¬ 
tet. CD752: Bergsma, Concerto for Wind Quintet; Rochberg, 
To the Dark Wood; Carter, Woodwind Quintet; Biggs, 
Scherzo; Plog Animal Ditties; Schuller, Suite; Schuman, 
Dances for Quintet & Percussion. C250 (cass only): 
Klughardt Quintet; Berio Opus No. Zoo; Mathias Quintet. 
"Magnificent American group...superlative" Gramophone 

CDs $16.95; C (cassette) $10.98; recordings available only in formats 
shown. Add $2.00 per order US shipping; $6. foreign (mention this ad). Check, 
Visa, MC. Many more woodwind recordings; send for free catalog. 

FREE CD or cassette with each purchase of three: 
for each four ordered, omit payment for lowest-priced one. 

CRYSTAL® RECORDS, 28818 NE Hancock, Camas, WA 98607 USA, phone 360-834-7022, fax (24 hrs) 360-834-9680 
email: order@crystalrecords.com web site: http://www.crystalrecords.com 
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gh School 

Comp 

A Report by Gerald King 

(1999 I.C.A. High School Competition Chair and Coordinator) 

The 1999 I.C.A. High School Com¬ 
petition saw another large entry this 
year. Thirty students representing 

the United States, the Peoples Republic of 
China, Israel, Hungary, Latvia, Canada, 
Russia and Korea were received. The qual¬ 
ity of all performances was very impressive. 
One evaluator commented that the level of 
performance was more consistent through¬ 
out all players than in the previous year. 
Each competitor was required to perform 
the Rondo from the Grand Duo Concert- 
ant, Op. 48 by Carl Maria von Weber and 
the Three IntennezzU Op. 13 by Charles 
Stanford. All tapes were blind reviewed by 
two outstanding professional clarinetists/ 
teachers: Keith MacLeod and Betty Har- 
bord, both of Victoria, British Columbia. 
Each competitor received a written critique 
from the evaluators. 

Evaluators' Profiles 

Keith MacLeod is currently principal 
clarinet of the Victoria Symphony Or¬ 
chestra, a position he has held since 1982. 
Mr. Macleod's principal teachers were 
Wesley Foster, Ronald de Kant and Ro¬ 
bert Marcellus. 

Betty Harbord holds a Bachelor of Mu¬ 
sic Degree in Clarinet Performance from 
the University of Toronto. She studied clari¬ 
net with Stanley McCartney, Wesley Foster 
and Robert Marcellus. She has played sec¬ 
ond clarinet with the Hamilton Philhar¬ 
monic, the London Sinfonia (now known as 
Orchestra London) and the Victoria Sym¬ 
phony Orchestra. 

Winners' Profiles 

First place and a cash 
prize of $500 was awarded 
to Emils Zilberts of Lat¬ 
via. Mr. Zilberts is 18 
years old and was bom in 
Riga, the capital city of 
Latvia. At the age of five 
Emils attended the "Emila 
Darzina School of Music." 

He began his clarinet studies with Gunars 
Klavins in 1991 and graduated with dis¬ 
tinction from the Emila Darzina School of 
Music in 1998. Emils is currently attending 
the Latvian Music Academy where he 
studies with professor Girts Paze, chair¬ 
man of the Latvian Clarinet Society. 

Zilberts has performed as a soloist with 
the Latvian National Symphonic Orchestra 

Emils Zilberts 

Carry It All In One Bag! 

Carry your instrument, music and accessories 
in this very durable cordura nylon bag. The 
inside is lined with sheepskin to protect your 
clarinet. A large music compartment will hold 
orchestra folder, oversized music, even 
a folding music stand. Also has removable 
shoulder strap. Available in black, gray, 
burgundy and navy. 

Bi- Clarinet Bag $72 
B^/A Clarinet Bag $85 

(+4.95 for shipping) 

MasterCard & Visa Accepted 

Olathe Band Instrument 
13260 Lakeshore • Olathe, Kansas 66061 

FAX (913) 764-5967 • Phone (913) 764-4159 

performing the Concerto No.] by Carl Ma¬ 
ria von Weber in 1995 and the Solo de con- 
cours by Andre Messager in 1998. In addi¬ 
tion, he has given solo recitals in Latvia and 
Lithuania. Emils is also a member of the 
clarinet quartet, "Contraverso." The quartet 
won second prize in the international ra¬ 
dio-recording competition in 1996 and was 
selected as the "Best Ensemble of the Lat¬ 
vian Music Academy" in 1999. Emils has 
performed with the quartet in Latvia, the 
Czech Republic and France. 

In 1995 and 1997 Emils also won two 
high school clarinet competitions in Lat¬ 
via. In addition, he has recorded works by 
Weber, Bozza, Martinu and Vecumnieks for 
Latvian Radio and Television. At the pre¬ 
sent time he is principal clarinet with the 
Latvian Youth Symphonic Orchestra with 
whom he toured Switzerland this year. As 
well, Emils plays clarinet and other wood¬ 
winds in a popular music band called "Lu¬ 
cius." The group will be releasing their 
debut album in London in 1999. 

Regarding Mr. Zilbert's perfonnance for 
the I.C.A. competition, evaluators stated: "I 
enjoyed hearing you play. Technique, into¬ 
nation, tone, articulation, musicality are all 
very good." Emils commented: "I hope to 
get a scholarship for studies abroad in 
order to improve my professional skills 
and creative powers. In my spare time I 
compose for various instruments, write 
poetry and play percussion." 

Second place and a 
cash prize of $350 was 

~ > awarded to Martins Cir- 
cenis of Latvia. He is 15 
years old and was also 
bom in Riga. He began 

_ his musical studies on 
Martins piano in 1991 at the 
Circenis Emila Darzina School of 

Music in Riga. It wasn't until 1993 that he 
started playing clarinet. Since 1993 he has 
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studied clarinet with Gunars Klavins. In 
1996, Martins performed in his first solo 
clarinet competition. The competition was 
the Latvian Clarinet Society "Contest for 
Young Musicians" and his performance 
earned him first prize. Two years later in 
1998, Martins took part in two competi¬ 
tions, the "Concertina Praha" in Latvia 
where he won fourth prize and the E. Mra- 
vinsky "Young Talents Contest" in St. Pe¬ 
tersburg, Russia where he won third prize. 
During this past year Circenis has com¬ 
peted in the Latvian "High School Solo 
Competition" where he won first prize and 
the "Young Clarinetist Competition" where 
he received second prize. 

Regarding Mr. Circenis' performance for 
the I.C.A. competition, evaluators stated: 
"Well done. Technique, tone, articulation 
and musicality are very good. Your into¬ 
nation is good." 

Martins states, "In the future I would 
like to become a professional clarinetist. 
My favorite clarinetists are Philippe Cuper 
and Walter Boeykens." 

Third Place and a cash 
prize of $250 was awarded 
to Andre Dyachencko of 
Russia. He is 18 years old 
and started playing the 
clarinet at the age of 11 in 
Kharkov's Special Se¬ 
condary Music School. 

Dyachencko Andre commented, "I 

didn't take my occupation seriously until 
1995 when I won First and Grand Prize at 
the International Competition for Young 
Woodwind Players-Clarinet. The Grand 
Prize was a Buffet clarinet presented to 
me by Philippe Cuper. He also presented 
me with one of his CDs with him per¬ 
forming the Copland, Nielsen and 
Frangaix concertos. It [the CD] is still an 
inspiration for me." 

In 1995 he also made his debut with 
the Kharkov Philarmonia Orchestra with 
whom he played the first movement of 
the Concerto No. 2 by Carl Maria von 
Weber. In 1996 Andre performed the 
Copland Concerto with the same orchestra 
and the Concerto No. 1 by Weber with the 
Kiev Symphony Orchestra. In addition, 
Dyachencko has performed recitals in 
Sweden, Germany, Russia and the Ukraine. 
In 1996, Andre received a scholarship from 
the "Fund of Young Gifted Ukrainian 
Children." He was also a participant in the 
Crimean Summer Music Festival in 1995 
and 1996. During the summer of 1999 

Andre studied at the Santa Barbara 
Academy of the West Music Festival. In 
addition to his formal studies he has taken 
part in master classes with Philippe Cuper 
and Larry Combs. 

Regarding Andre's performance for the 
I.C.A. competition, evaluators stated: 
"Good job! Technique, tone, articulation 
and musicality are very good. Work on le¬ 
gato fingers and intonation. Good talent! I 
enjoyed your performance." 

Andre states, "I just graduated from the 
Interlochen Arts Academy where I studied 
with Mr. Richard Hawkins, whose coach¬ 
ing immensely developed me as a clarinet 
player and musician in general. Next year I 
am going to study with Mr. Fred Ormand at 
the University of Michigan in Ann Arbor." 

The High School Competition contin¬ 
ues to attract a large number of entries; 
however, I encourage all I.C.A. members 
to help promote the competition. 

INTERNATIONAL 
CLARINET ASSOCIATION 

2000 HIGH SCHOOL 

SOLO COMPETITION 

Eligibility: Open to all clarinetists who are currently enrolled in high school and who shall not have 
reached the age of 19 years by January 1,2000. 

Application: The following materials must be received no later than Friday, May 5,2000, addressed to: 

I. C. A. 2000 High School Solo Competition 
Gerald King, Coordinator • School of Music • University of Victoria 

P.O. Box 1700 Victoria, British Columbia, Canada V8W 2Y2 

Contest Rules 
1. Application fee: $25 for current I.C.A. members, $35 for nonmembers. Payment may be made 

by check or money order. Make checks payable to the International Clarinet 
Association in U.S. dollars. Please use an International Money Order or check 
drawn on a U.S. bank, The fee is nonrefundable. 

2. Good quality cassette tape recording with the following repertoire in the following order: 

1, Carl Maria von Weber, Concertino, Op. 26, any edition (complete with piano 
accompaniment) 

2. Gordon Jacob, Five Pieces for Solo Clarinet (unaccompanied), I. Preamble V Scherzo 
and Trio, Oxford University Press 

The recording should be made on new tape on one side only, with noise reduction clearly marked. 
Please be aware that the quality of the recording will influence the judges. 

3. A photocopy of the contestant's driver's license, passport or birth certificate as proof of age. 
4. A separate typed statement attesting that the recording is the playing of the contestant. 

The statement must be signed by the contestant and should include the contestant's name, 
permanent address, home telephone number, class level and name of school. 

5. Name, address and telephone number of clarinet teacher. 

Please note that no application form is required. 

Judging 
Judging of tapes will be conducted with no knowledge of the contestant. Do not include any 

identification on the cassette or on the cassette box. There should be no speaking on the tape, such as 
announcing of compositions. Judging will be by taped audition, and the contestants will accept the 
decisions of the judges as final. Notification will be sent by May 312000, and an announcement will be 
printed in the November/December issue of The Clarinet. All cassettes will become the property of the 
I.C.A. and will not be returned unless a stamped, addressed envelope is provided with U.S. postage or 
an International Postal Coupon. 

Prizes 
first prize - $500 • second prize - $350 • third prize - $250 

Andre 
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A Report by 

Raphael P. Sanders, 

Competition Coordinator 

The third annual I.C.A. Orchestral 
Audition Competition was held 
July 7 and 9, during the 1999 Inter¬ 

national Clarinet Association's conference 
in Ostend, Belgium. Open to clarinetists 
worldwide with no age limit, 10 clarinetists 
submitted tapes of the following excerpts: 

1. Wolfgang A. Mozart, Concerto, K. 622., Mvt. I 
— Exposition only: measures 57-154 

2. Respighi, The Pines of Rome, Mvt. Ill — one mea¬ 
sure before [13) to four measures before [14]. 

3. Beethoven, Symphony No.6, Op. 68. Mvt. I — 
two measures before K to 17 measures after K. ; 
Mvt. II — one measure before D to one measure 
before E. 

4. Zoltan Kodaly, Dances of Galanta, Measures 
31-65 and 571-580 

5. Nikolai Rimsky-Korsakov, Scheherazade, Op. 
35, Mvt. II. — [F] to [G]; Mvt. III. — second 
measure of [D] to [F]; Mvt. III. — One measure 
before [G] to [H] 

6. Shostakovich, Symphony No. 9, Op. 70. Mvt. II 
— Beginning to [A]; Mvt. Ill — Beginning to [C] 

7. Felix Mendelssohn, A Midsummer Night's 
Dream, Op. 61, Measures 1-48 

From the preliminary taped round, six 
clarinetists were chosen to be invited to the 

semifinal round in Ostend. Each partici¬ 
pant was sent a written evaluation by each 
judge of each excerpt performed. These 
clarinetists were Chantal Hovendick, 
U.S.A.; Cathy Ogram, U.S.A.; Carlos Turin, 
Spain; William Stickevers, U.S.A.; Dante 
Ottaviano, Argentina; and Michelle Allard 
Rodriguez, U.S.A. 

The judges for the preliminary round 
were: John Scott, second clarinet, Ri¬ 
chardson Symphony; Doug Storey, princi¬ 
pal clarinet, Amarillo Symphony; Gary 
Whitman, bass clarinet. Fort Worth Sym¬ 
phony; and James Setapan, Conductor, 
Amarillo Symphony. 

The semifinal round was held on July 7 
during which the excerpts listed above were 
performed. The judges for the semifinal 
round were Larry Combs, principal clarinet, 
Chicago Symphony Orchestra; Fernando 
Silveira, principal clarinet. Brazil National 
Symphony; and Bob Walzel, principal clar¬ 
inet, Lubbock Symphony. 

From the six semifinalists two were se¬ 
lected to move on to the final round, 
Chantal Hovendick, U.S.A. and Carlos 
Turin, Spain. 

The finals were held on July 9 and at¬ 
tended by interested clarinetists. The judges 

were Ricardo Morales, principal clarinet. 
Metropolitan Opera Orchestra; Kjell-Inge 
Stevensson, principal clarinet, Swedish Ra¬ 
dio Orchestra; and Greg Smith, second 
clarinet, Chicago Symphony Orchestra. 

Both the finalists played very well and 
the judges chose Chantal Hovendick as the 
winner and Carlos Turin as runner-up. First 
prize consisted of $300 U.S. in merchandise 
from International Musical Suppliers and a 
Greg Smith mouthpiece. Second prize con¬ 
sisted of $200 U.S. in merchandise from 
International Musical Suppliers and a Greg 
Smith mouthpiece. 

On a personal note, I would like to thank 
Lisa Argiris and Greg Smith for their sup¬ 
port in donating these prizes. The judges in 
the final round spent two hours after the 
audition offering detailed critques and com¬ 
ments on the excerpts that were performed 
which provided a valuable experience for 
the participants and listeners alike. Next 
year the I.C.A. will contribute $1,000 as 
first prize. I highly encourage clarinetists 
to participate in this competition for the 
written comments and verbal feedback are 
very helpful in audition preparation. 

Semifinalists: (back row) Michelle Allan! 
Rodriguez, Cathy Ogram, Chantal Hoven¬ 
dick, William Stickevers, (front row) Carlos 
Turin, Dante Ottaviano 

Finalists and judges panel (I to r): Kjell-Inge Stevensson, Carlos Turin (runner up), Chan¬ 
tal Hovendick (winner), Ricardo Morales, Greg Smith (photo by Richard Foote) 
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2000 Orchestral Audition Competition 

Clarinetfest 2000 
Eligibility: Open to clarinetists of any age who are not currently employed as full-time 

members of a professional symphony orchestra. 
Application: For all contestants, send materials postmarked no later than Monday April 3, 

2000, to: 

I.C.A. 2000 O.A.C. 
Raphael P Sanders, Jr., Coordinator 

Department of Music, Stephen F. Austin State University 
PO. Box 13043 • Nacogdoches, TX 75962-3043 U.S.A. 

Office: (409) 468-1360 • Fax: (409) 468-5810 
e-mail: <rpsanders@sfasu.edu> 

I. Application fee: $35.00 U.S. (for I.C.A. members only, all others must pay the required mem¬ 
bership fee and above application fee to participate) in U.S. currency. Please use 
International Money Order or check drawn on a U.S. bank. This fee is non-refundable. 

II. High quality cassette tape recording containing the following repertoire in this order: 
1. Wolfgang A. Mozart, Concerto, K.622. 

Mvt. I — Exposition only: measures 57-154 

The following are First Clarinet Excerpts: 

2. Maurice Ravel, Daphnis & Chloe, Suite #2. 
One measure after 155 to three measures after 156 AND two 
measures after 212 to end. 

3. Ludwig van Beethoven, Symphony No. 6. 
Mvt. I — Two measures before K to 17 measures after K. 
Mvt. II — One measure before D to one measure before E. 

4. Johannes Brahms, Symphony No. 3. 
Mvt. I — (B) to three measures after (C) AND 14 measures after (I) to 20 measures 

after (I). 
Mvt. II — Beginning to (B). 

5. Nikolai Rimsky-Korsakov, Capriccio Espagnol. 
Mvt. I — Both solos 
Mvt. Ill — 11 measures after K to end 

6. Franz Schubert, Symphony No. 8 (Unfinished). 
Mvt. II — Measures 66-83 and 225-233 

7. Felix Mendelssohn, A Midsummer Night's Dream, Op. 61, Scherzo. 
Measures 1-48 

8. Giacomo Puccini, Tosca Act III, e lucevon le Stella. 
Beginning to measure 15 

III. A separate written statement, signed by the contestant, attesting that the recording is 
the playing of the contestant. 

IV. A summer address and telephone number should be provided, if necessary. 

Judging 
Judging of tapes will be conducted with no knowledge of the contestants. Do not 

include any identification on the cassette or on the cassette box. There should be no speak¬ 
ing on the tape such as announcing excerpts. 

Preliminary judging will be by taped audition. Semifinalists will be chosen by committee. 
Letters of notification will be mailed by Monday, May 8,2000. Semifinal and final round will be 
held at Clarinetfest 2000 at the University of Oklahoma in Norman, Oklahoma, with repertoire 
consisting of the works listed. 

All contestants will accept the decision of the judges as final. All semifinalists will receive free 
registration at Clarinetfest 2000. Travel, hotel and meal expenses will be the responsibility of the 
contestants. 

All cassettes will become the property of the I.C.A. and will not be returned unless a 
stamped, self-addressed envelope is provided. (Use U.S. postage or an International Postal 
Coupon.) 

Prizes 
First Prize: $1,000 U.S. dollars, $300 U.S. dollars in merchandise from International Musical 

Suppliers and one Greg Smith mouthpiece. 

Second Prize: $200 U.S. dollars in merchandise from International Musical Suppliers and 
one Greg Smith mouthpiece. 

Please note that no application form is required. 

MUSIC CO. 

PO Box 1274 

Boone, NC 28607 USA 

FAX 1(828)963-8990 

BAM 

Clarinet Cases 
Blue or Green Only! 
Limited quantity, while supplies last! 

#3027SB Blue 
#3027SG Green 

Special Price 

Only $ 79 00 

K&M 

Music Stands 
Hot Colors 
Free Stuffed 

Animal With 

PurchaseI 

#KM10010 Specify Color 
Order Now! 
Limited quantity, while supplies last! 

Boss 

Special 

Only $799-5 

Offer expires 1/30/00 

TU12H 

* 

Ligaphone Classic 

One Ligature Fits Every 
Woodwind Instrument! 
Great Gift Idea! 

Special $29 00 

Muncy Barrels 
Three Woods: 

Grenadilla 
Rosewood 
Cocobolo 

Three Models: 
Buffet 
Leblanc 
Selmer 

1/-_, Must Mention Ad For Special Prices! 
Place Your Order! 

Call 1(800)333-6415 
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INTERNATIONAL CLARINET ASSOCIATION CLARINETFEST 

UNIVERSITY OF OKLAHOMA 

JULY 13-16, 2000 

The International Clarinet Association will hold its 2000 ClarinetFest, a symposium and festival devoted to the clarinet, 
at the University of Oklahoma in Norman, OK from July 13-16, 2000. The festival host is David Etheridge.The program 
for the conference will include a series of scholarly papers and presentations. The Association solicits proposals for 

presentations (such as papers or lecture-recitals) on any topic related to the clarinet. The use of live or recorded performance 
is acceptable; however, presentations whose sole aim is performance are discouraged. Presentations should be designed to 
be no more than 25 minutes in length. Those giving presentations should register for the conference. 

Prizes will be offered by the I.C.A . as follows: First-place paper, $500 and guaranteed publication in The Clarinet journal (sub¬ 
ject to editing); and second-place paper, $300. To submit a proposal, send the following: 

1. SIX copies of an abstract, one page only, fully describing the content of the proposed paper or lecture-recital. The name 
or identification of the author must not appear on the proposal. 

2. ONE copy of an author identification sheet containing the author's name, address, phone numbers, and e-mail address, 
if applicable. Please list all equipment needs for the proposed presentation. This sheet should also contain a biographi¬ 
cal sketch of the author, as you would like it printed in the conference program. 

The above materials must be received by January 15, 2000. Please send to Dr. Keith Koons, I.C.A. Research Presentation 
Committee Chair, Music Department, University of Central Florida, P.O. Box 161354, Orlando, FL 32816-1354. For more 
information, write or call Keith Koons at (407) 823-5116 or by e-mail: <kkoons@pegasus.cc.ucf.edu>. 

Keith Koons, Associate Professor of Music International Clarinet Association: 
University of Central Florida Chair, Research Presentation Committee 
P.O. Box 161354, Orlando, FL 32816-1354 Project Director, Clarinet Anthology 
Office (407) 823-5116 Fax (407) 823-3378 http://www.clarinet.org 
http://pegasus.cc.ucf.edu/~ucfmusic 

INTERNATIONAL CLARINET ASSOCIATION 

2 0 0 0 YOUNG ARTIST COMPETITION 
Eligibility: The Competition is open to all clarinetists who shall not have reached the age of 27 years by January 1,2001, provided that they are not currently under major artist management. 
Application: Send materials postmarked no later than Friday, April 28,2000 to: 

2000 I.C.A. Young Artist Competition • Julie DeRoche, Coordinator 
DePaul University School of Music • 804 W. Belden Ave. • Chicago, IL 60614 U.S.A. 
Phone: 773.325.4365 • FAX: 773.325.7264 • e-mail: jderoche@wppost.depaul.edu 

Contest Rules 
1. Application fee: $25 U.S. All applicants must be members of the I.C.A., and must provide proof of membership. Non-members wishing fo apply may joint the I.C.A. by including the 

appropriate membership fee with their contest application fee. Make amount payable to the I.C.A. in U.S. currency. The fee is non-refundable. 
2. Please provide a good quality cassette tape recording containing the following repertoire in this order: 

Arthur Benjamin Le Tombeau de Ravel, Boosey & Hawkes, 
Heinrich Sutermeister Capriccio for A clarinet, Schott. 

Aaron Copland Concerto for Clarinet, Boosey & Hawkes. 
The recording should be made on new tape on one side only, with accompaniment where appropriate. Please be aware that the quality of the recording will influence the judges. 

3. A photocopy of the contestant's driver's license, passport or birth certificate as proof of age. 
4. Both the private teacher, if any, and the contestant attest, in a separate written and signed statement, that the recording is the playing of the contestant and has been unedited. 
5. A summer address, telephone number and e-mail address, if applicable, should be provided if different than those used during the academic year. 

Please note that no application form is required. 

Judging 
Judging of the tapes will be conducted with no knowledge of the contestant, Do not include any identification on the cassette or the cassette box. There should be no speaking on the tape, such as 
announcing of compositions. 
Preliminary judging will be by taped audition, Semifinalists will be chosen by committee. Letters of notification will be mailed by Friday, May 26,2000. Semifinal and final rounds will be held at 
ClarinetFest 2000, to be held in Norman, Oklahoma, USA, July 13-16,2000. Repertoire will consist of the works listed above. 
Past first-prize winners are not eligible to compete. All contestants will accept the decision of the judges as final. The I.C.A. will provide a pianist for all semifinalists and finalists. All semifinalists will receive 
free registration at ClarinetFest 2000. Travel expenses will be the responsibility of the contestant. 
All cassette tapes will become the property of the I.C.A. and will not be returned unless a stamped, addressed envelope is provided. (Use U.S. postage or an International Postal Coupon.) 

Prizes 
first prize - a new clarinet and $2,000 U.S. • second prize - $1,500 U.S. • third prize - $1,000 U.S. 
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Composition 

Competition 

The International Clarinet Association 
announces its eighth Annual Compo¬ 
sition Competition .This year's contest 

calls for a newly composed duet either for 
clarinet (any size) and piano, clarinet and 
harp, clarinet and guitar, clarinet and one 
mallet percussion instrument, clarinet and 
voice, or clarinet and one acoustic wind or 
string instrument. Entries should be unpub¬ 
lished and not commercially recorded. The 
required minimum duration is seven min¬ 
utes. A standard analog audio tape MUST 
accompany the score (MIDI or synthesized 
recordings are NOT accepted). No applica¬ 
tion form is necessary to apply, and there 
is no age limit. Entries must be carefully 
labeled (typed) with the composer's name, 
address (and e-mail), telephone number 
and date of composition. Send scores (parts 
optional) and tapes postmarked no later 
than April 10,2000, to (faxes and phone 
calls welcome; however, only e-mails and 
postal inquiries are guaranteed answers): 

Prof. Michele Gingras, Chair 
I.C.A. Composition Competition 

Department of Music 
Miami University 

Oxford, OH 45056 USA 
Home phone and fax: (513) 523-6720 

Office phone: (513) 529-3071 
Office Fax: (513) 529-3027 

(please clearly address faxes to Prof. Gingras) 

Web Site: http://miavx1 .muohio.edii/~gingram/ 
e-mail: gingram@muohio.edu 

In addition to a $2,000 prize, the winning 
composition will be performed at the 2000 
ClarinetFest in Oklahoma. Results will be 
announced by mail in late May 2000. All 
copies of scores and tapes will be de¬ 
posited at the I.C.A. Research Center, a 
repository of clarinet research items 
housed at the University of Maryland Per¬ 
forming Arts Library. 

Clarinet Summit 2000 

July 10-15,2000 

Exciting new location! 

Study with clarinet master teacher 

Kalmen Opperman and virtuoso 

clarinetist Richard Stoltzman in the 

state-of-the-art Christel DeHaan 

Fine Arts Center on the beautiful 

University of Indianapolis campus. 

Kalmen Opperman, Master Teacher 

Richard Stoltzman, Virtuoso Clarinetist 

For an application and Clarinet 

Summit 2000 brochure, contact: 

Dr. John Graulty 

Department of Music 

University of Indianapolis 

1400 East Hanna Avenue 

Indianapolis, IN 46227-3697 

Phone: 317.788.6139 

1.800.232.8634 (ext. 6139) 

E-mail: jgraulty@uindy.edu 

I Intensive study of the clarinet 

and its repertoire 

I Reed-making and 

adjusting seminars 

I Discussion of barrels and mouth¬ 

pieces, including a demonstration 

of mouthpiece making 

I Seminars on creating good 

practice habits 

I Advice to individuals 

I Daily clarinet choir rehearsals and 

a final performance 

Applicants must submit a tape of 

their playing to be accepted. 

Enrollment and financial assistance 

are limited. Cost is $1,000 for 

tuition, room, and board. 

University of 

r Indianapolis 
1 Department of Music 
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ANTD T U by James Glasgow JL JL JL ^1 JL 

How many people ever get to meet 
their idol? (I hesitate to mention 
idol or hero because either word is 

so out of style today.) I've heard it said that 
many people don't have idols or heroes 
anymore. Worse yet, it often happens, if we 
do get to meet a person we intensely ad¬ 
mire, that the meeting is no more than a 
momentary handshake or a brief hello with 
no further chance to talk or get better ac¬ 
quainted. Sometimes, after having met a 
celebrity, we are disillusioned by his conde¬ 
scending tone, disinterest or lack of real 
concern for his work or the people whose 
lives he influences. 

It wasn't like that for me. I had the good 
fortune to meet my idol, Benny Goodman, 
and an opportunity to develop a friendship 
with him. After that exhilarating experience, 
I was more convinced than ever of Good¬ 
man's musical greatness and of his integrity 
as a man. 

October 1960 doesn't seem so very long 
ago to me. It was then that I met Benny 
Goodman for the first time during his ap¬ 
pearance with the Tucson Symphony Or¬ 
chestra. Getting to meet the King of Swing, 
to play on the same stage with him, and to 
exchange ideas with him certainly created 
some very vivid and lasting memories for 
me which I would like to share. 

Fred Balazs, the director of the Tucson 
Symphony Orchestra, called me one spring 
day and said, "Jimmy, we are going to have 
Benny Goodman as a guest soloist this fall." 

"Marvelous," I replied. "Will I get to 
meet him?" 

Since I was first clarinetist with the or¬ 
chestra, director Balazs assured me that 
both my wife and I would be on the guest 
list of a reception party for Goodman when 
he arrived for rehearsals. 

In the months prior to Goodman's arrival 
in Tucson, I was flooded with memories of 
the 1930s, when I first heard Benny play. As 
a young clarinetist in high school, the high¬ 
light of my week was listening to the beauti¬ 
ful sound of Benny's clarinet on his Satur¬ 
day night radio program. Even then I appre¬ 
ciated his fresh new concept of jazz, with 
his new style of playing and his driving 
rhythm. In those days I read everything I 
could find about Goodman: his early days 
in Chicago, the enthusiastic receptions he 
was receiving from the recognized orchestra 
leaders of that time. Genius or not, I know 
he paid a price to be the great artist he fi¬ 
nally became. I read that he practiced long 
hours every day, year after year, and studied 
with the finest of teachers. It must have been 
a labor of love for him and love for music 
and the clarinet. He couldn't possibly have 
known back then, when he was struggling to 
perfect his technique, how much pleasure he 
would bring to millions of people through 
the years. It's only my opinion, but I be¬ 
lieve it was Goodman who elevated the 
clarinet to the prominence the instrument 
still holds today. 

The possibility that I would finally meet 
Benny Goodman seemed incredible to me. 
Could it possibly happen ? I tried to put the 
thought out of my mind. On the day of 
Goodman's arrival, members of the wel¬ 
coming party gathered at Balazs's home. 
Someone remarked on the unusual coinci¬ 
dence that so many of the guests' names 
started with "G": Glennie, Goorwich, 
Grimes, Glasgow and Gaines all waiting to 
greet Benny Goodman. When Goodman 
walked through the door, I'm sure my pulse 
rate was far above normal. When I was in¬ 
troduced to him, he showed polite interest 
and stayed nearby long enough for me to 

express some of the points which I had pon¬ 
dered during the months before his arrival. 
I do not remember the exact words, but they 
were to the effect that so many people, in¬ 
cluding me, felt fortunate and pleased that 
he had continued playing after the time 
when he could have retired. 

Maybe it was the sincerity with which I 
spoke when I told him how I felt about his 
mastery of the clarinet. Though he didn't 
respond directly to any of my remarks, he 
did give me a penetrating gaze and sug¬ 
gested that we sit down and talk. I found it 
hard to believe my ears a little later when 
Benny asked, "Do you know a good repair¬ 
man? The cork is off my G-sharp key." 

I replied, "Charlie Unrue can do a fine 
job for you." 

The time for the first rehearsal was near. 
Just before I left for the rehearsal at the 
University of Arizona auditorium, Benny 
turned to me and asked, "Do you know any 
jazz men who can play for a short session 
on stage after the concert?" 

"There are some fine jazz musicians in 
the orchestra who would be overjoyed to 
play with you, Benny," I answered. It was 
true. We were blessed with some very fine 
all-around musicians in the symphony 
group. It took just a few phone calls to or¬ 
ganize a combo: piano, drums, bass, tenor 
sax, trombone. 

On the way to the final rehearsal, Benny 
asked, "Could the group play for a while af¬ 
ter the rehearsal?" He surely knew, even be¬ 
fore he asked it, they would be more than 
willing to play for him. 

They were rewarded after finishing sev¬ 
eral choruses of "Blue Skies" when Good¬ 
man said, "Great! We could go on the road 
with this group." That was his way of saying 
they were a fine bunch of musicians. I knew 
why he wanted to hear them play before the 
performance. He may have wanted to trust 
my judgment, but he wasn't quite sure of 
their abilities. After all, they would be play¬ 
ing jazz for an audience of about 4,000. 

Never in any of my wildest dreams had 
I ever imagined his next request, "Why 
don't you get your clarinet and play a num¬ 
ber with the group?" By now I was more 
relaxed with him. I felt we knew each other 
well enough or I would not have dared 
reply as I did. 

"Are you crazy? Nobody plays clarinet 
on the same stage with Benny Goodman!" 

I was wrong in thinking this response 
would stop him. On the way to the concert 
the next evening he brought it up again. "I 
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Benny Goodman and James B. Glasgow 
(October 1960) 

want you to play a number with the group 
tonight." 

Now wasn't the time to argue with 
Benny Goodman — on the way to a con¬ 
cert — so I replied, "Okay, Benny. You're 
the leader." 

The concert went as scheduled. After 
brilliant performances of Mozart and We¬ 
ber, it was announced that Mr. Goodman 
would play a few jazz numbers. The audi¬ 
ence reacted with loud applause and cheers. 

Benny played several standard tunes. 
After this display of his jazz proficiency to 
the wildly enthusiastic audience, I thought 
surely he would have second thoughts 
about having me play. At that moment, 
when the applause had abated, Benny 
stepped to the microphone and said, "And 
now I would like to have you meet a friend 
of mine. He plays fine clarinet in the sym¬ 
phony, and I would like you to hear him 
play some jazz. Jimmy Glasgow." My feet 
seemed not to touch the floor as I walked 
onto the stage. There was an air of unreal¬ 
ity about the scene. Could this possibly be 
happening to me? 

Goodman asked, "What are you going 
to play?" 

"How about 'Moonglow' in B-flat?" 
It was strange, but at this point I had no 

fear that I wouldn't do justice to the song, 
or that I would let anybody down: the audi¬ 
ence, my friends, the symphony players, or 
Benny. "Moonglow" was one of the many 
songs I had listened to Benny play on na¬ 
tional radio. I had Goodman's style firmly 
in my mind. The spirit of the night, the in¬ 
credible stimulation of playing on the same 
stage with Benny Goodman, the fine jazz 
ensemble who would back me up, every¬ 

thing came together. I knew it was a "satis¬ 
factory" "Moonglow." 

If ever I had any doubts, they were dis¬ 
pelled when Goodman, at the end of one 
chorus, indicated that I was to "take 
another one." Then he led the audience in 
rhythmic clapping to the music. At the 
bridge of the song, Benny took over, but he 
played very "straight" so that he wouldn't 
take away from my playing, I guess. How 
could anything top this concert for thrills 
and memories? 

At the reception following the concert, 
I invited Benny to our home for dinner, 
and for conversation and music afterward. 
I had never dreamt that he would come to 
my home, but he accepted my invitation. I 
promised Benny I would invite Dr. Fain, a 
fine clarinetist and teacher from the Uni¬ 
versity, and his wife to join us. Goodman 
approved. We could play clarinet trios. 
We also invited Dr. and Mrs. Max Ervin, 
supervisor of music for the Tucson Public 
Schools. 

Sam Fain had grown up, studied, and 
taught in Chicago. He and Benny traded 
memories of the old days in Chicago where 
Benny got his start in "swing." They ex¬ 
changed many fascinating stories about 
mutual friends and teachers. 

Dr. and Mrs. Ervin had just returned 
from two years in Germany, where Dr. 
Ervin had been a music supervisor for the 
American schools in Western Europe. 
Benny had been on tour in Germany, so 
there was an interesting discussion about 
music and his reception in Germany. 

Early in the evening I started to put a 
record on, but Benny protested, "Please, no 
Goodman recordings." 

I responded, "No, not this time. This is 
something special that I want you to hear." 

When my son, Jim, was 12 he had won 
a competition to appear for some chil¬ 
dren's concerts. He played the third move- 

James B. Glasgow with Carolyn Downing 
(September 1997) 

(photo by La Verne Foltz) 

ment of the Mozart Concerto for Clarinet 
with the Tucson Symphony Orchestra. He 
later played it in a regular evening concert, 
when it was recorded. Benny listened very 
attentively, smiling appreciatively several 
times to indicate his approval of Jim's 
playing. Later, Benny asked Jim to join us 
in a quartet. 

If that and all the other things Benny 
had done that night weren't enough to con¬ 
vince everyone of his magnanimity, what 
he did a little later in the evening testified 
to his compassionate, sensitive nature. 
When he learned that I had another son 
who also played the clarinet, he insisted on 
listening to Gary play. Gary was only 11, 
but he had already developed an impres¬ 
sive clarinet proficiency for a kid his age, 
and Benny surely knew what it would 
mean for him to be able to tell his friends 
that he had played for Benny Goodman. 

That night, in addition to his outstand¬ 
ing musical performance, Benny Goodman 
made a hero of himself in the hearts of 
several people — for a father and his two 
sons, especially. 

BRANNEN WOODWINDS 

Expert Repairing Our Specialty 

Over 45 Years Experience 

8:30-4:30 Tuesday, Thursday & Friday 

908 Hinman Avenue 

Evanston, IL 60202 

(847) 866-7576 
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by Kurt Birsak 

In an article published in 1985, I gave 
an account of clarinet playing during 
the period when the young Wolfgang 

Amadeus was still in Salzburg.1 The dis¬ 
covery that there were actually clarinets at 
all in Salzburg at that time came as a sur¬ 
prise, because Mozart's wistful plaint to his 
father in a letter dated 1778, "If we only 
had clarinets as well!" had convinced 
everyone to the contrary. I concluded that 
he either knew nothing of the existence of 
the military clarinets in Salzburg, or failed 
to recognize these primitive versions as 
clarinets. These instruments, with only two 
or perhaps three keys and imperfect intona¬ 
tion, had probably been in use here since 
mid-century, in a small military band to¬ 
gether with trumpets, fifes and drums. The 
only occasions on which Mozart might have 
come across them were public target-shoot¬ 
ing competitions or similar entertainments, 
and he would hardly have identified their 
high, piercing tones with the clarinet sound 
familiar to him from Paris, Milan or Mu¬ 
nich. There the clarinet had already devel¬ 
oped into the mellow, lyrical instrument that 
Mozart would have liked for the court or¬ 
chestra in Salzburg. His early Divertimento 
K. 113(1771) shows the melodic ideas he 
was already thinking up for this clarinet. 

The situation was quite different in Salz¬ 
burg, where we find the clarinet in this per¬ 
iod still in its baroque form. In 1772, for 
instance, Michael Haydn wrote for the so¬ 
prano aria "Kommt her ihr Menschen"2 an 
obbligato clarinet solo which might well 
have been written for a clarino. This an- 

anB the 

Johann Michael Haydn, after a 
lithograph by H.E. von Winner 
(Museum Carolino Augusteum, 

Salzburg, inv. no. 1817/49) 

dante required the notes of the overblown 
register of a C clarinet, from c2 to d\ as well 
as the "open" g1 and the b1 to be played with 
the third key. This was the same kind of 
clarinet as that used by the Salzburg military 
band.3 Here, of course, the demands made 
on the musicians were probably more mo¬ 
dest than Michael Haydn's expectations. At 
the same time as I found evidence for the 
existence of military clarinets in Salzburg 
in 1769, another music researcher. Father 
Petrus Eder, studying — independently and 
knowing nothing of my work — the sacred 
music in St. Peter's monastery in Salzburg,4 

established that clarinetists were mentioned 
by name there as early as in the mid-18th 
century. This earliest source of clarinet 
playing in Salzburg will be discussed in 
detail below. 

Thus, unexpectedly, the findings from 
the monastery transferred research into 
early clarinet playing in Salzburg from the 
person of the young Mozart to that of Mi¬ 
chael Haydn, who had been employed at 
the Salzburg court since 1763?; however, 
the present article follows on directly from 
the earlier one, since far more surprising 
than Mozart's ignorance of the traditional 
Salzburg military band must be the fact 
that the use of the clarinet in sacred music 
at St. Peter's apparently escaped his no¬ 
tice altogether. 

The musicians who played in St. Peter's, 
not themselves monks, were engaged espe¬ 
cially for the church services. The monks 
probably did make music in their free time, 
and there are still in existence instruments 
testifying to this; but they could not have 
mustered from their own ranks an entire 
choir with accompanying orchestra. 

Sources from the 16th and early 17th 
centuries tell of choral singing with organ 
accompaniment in St. Peter's. For this pur¬ 
pose, young singers were chosen, mostly 

inet 

from monastery schools, and trained in 
small groups by the cantor and the school¬ 
master. 

During the course of the 17th century, 
however, this practice must have under¬ 
gone a fundamental change, for the cantors 
were now concerned with gaining a reputa¬ 
tion for their church music, with which 
they could assert themselves beside the 
parish church and even compete with the 
music in Salzburg Cathedral. In order to 
achieve this, they had to build up an instru¬ 
mental ensemble as well as the choir, first 
by engaging professional musicians, such 
as the court trumpeter and the town musi¬ 
cians, for special occasions, then by con¬ 
tracting further musicians for longer peri¬ 
ods. Besides the pupils at the monastery 
school, singers and instrumentalists were 
brought in mainly from the University of 
Salzburg. Remuneration for church ser¬ 
vices was never high, but it could mean a 
significant source of income for students to 
meet the expensive cost of living in Salz¬ 
burg. The desirability of such a position 
may be seen from the length of time it was 
often held, far beyond the duration of a 
course of study. Soon the instrumental en¬ 
semble was no longer restricted exclusively 
to the church, but was also to be heard in 
musical entertainment at banquets; accord¬ 
ing to Petrus Eder, this did much to raise 
the musicians' morale. 

In the foreground St. Peter's Church and 
Monastery, seen from the Monchsberg; 
behind it, the Franciscan Church; on the 
right, Salzburg Cathedral. Excerpt from 
the Salzburg panorama painted by Johann 
Michael Sattler in 1826. 
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The new repertoire afforded by the St. 
Peter's music encouraged the singers to ex¬ 
tend their range of activities by playing an 
instrument. It seems likely that playing an 
instrument as well as singing was the rule, 
and exclusive instrumentalists the excep¬ 
tion. When a certain Michael Uranheissen 
was mentioned in 1665 as a violinista, this 
would mean that he played the violin in ad¬ 
dition to his position as chorister. In 1693, 
one of the singers, Wolfgang Nikolaus Pertl 
(W.A. Mozart's maternal grandfather), also 
played the double bass, as we know from 
a note that he was to receive three florins 
for instructing Father Roman on this instru¬ 
ment. Later registers show the importance 
accorded here to the double bass in church 
music. The fact that the instrumentalists 
are seldom mentioned during those early 
years indicates a developmental phase of 
an orchestra which had no fixed number of 
places, although we know that instrumen¬ 
tal works were frequently performed. 

In the 18th century, reports on the in¬ 
strumentalists become more precise, since 
the custos of the monastery. Father Gabriel 
Gaiswinkler, began in 1743 to keep a reg¬ 
ister, and also transferred to it the existing 
sporadic earlier notes.6 Gaiswinkler's era is 
particularly interesting as far as clarinet 
playing goes, which brings us to our cen¬ 
tral subject. 

According to these records, the first St. 
Peter's musician to play the clarinet was 
Johannes Vierthaler. In 1742 he is still reg¬ 
istered only as tenorista in the list of musi¬ 
cians, but in 1745 the list reads Vierthaler. 
Clarinet. A summary of the years 1746 to 
1748 has him as Vierthaller Clarinetista. 
Violinista. During all this time, he certainly 
remained first and foremost a tenor choris¬ 
ter, but the emphasis on the clarinet indi¬ 
cates that it had in the meantime become 
his main instrument, if not his main occu¬ 
pation. It remains an open question 
whether, as Petrus Eder suggests7, he was 
allowed to play it only on secular occa¬ 
sions or in church as well. Early sources 
from other places show the clarinet as 
being used early on in place of a trumpet in 
churches8, and we have to ask why this 
should have been any different in Salzburg. 
Later, in his aforementioned aria (1772), in 
which he treated the clarinet as a clarino 
(the high trumpet), Michael Haydn was 
certainly able to build on this kind of ear¬ 
lier tradition. Even if St. Peter's monastery 
did engage the court trumpeters for special 
solemn church services9, from the 1730s 

onwards there were sufficient other trum¬ 
peters {tubicen, clarin) to fulfill everyday, 
less solemn purposes. Here, too, probably 
passages often occurred for which the St. 
Peter's musicians could attempt to circum¬ 
vent their technical problems in the high 
(clarin) register with the aid of the small 
two-key clarinet in D or C. 

The oldest surviving clarinet 
(d1, two keys) in Salzburg, made 
by Georg Walch, Berchtesga- 
den, around the mid- 18th cen¬ 
tury (Museum Carolino Augus- 
teum, Salzburg, cat. no. A18/1) 

This idea would be confirmed 
if records could be found of St. 
Peter's trumpeters who also 
played the clarinet, and if scores 
were to turn up with indications 
for changing instruments during 
a performance. For Johannes 

Vierthaler's period no such documenta¬ 
tion has as yet come to light, but in the lat¬ 
ter half of the 18th century there are indi¬ 
cations confirming our suppositions. 

Amongst Michael Haydn's sacred 
works, the Missa Sancti Gabriel is in C10 is 
worth looking at from this viewpoint. In an 
existing version designed for performance 
in St. Peter's, the 1st trumpet part (clarino 
primo) in the "et in terra" goes up to d* 
(see Example 1). 

Otto Biba is of the opinion that although 
this version was handed down within St. 
Peter's, amongst other places which speaks 
in favor of its authenticity, it nevertheless 
contains many clumsy passages and even 
technical errors not otherwise found in 
Michael Haydn's work". The possibility 
that Haydn, or his copyist, had transposed 
the trumpet parts to be played by C clari¬ 
nets for a particular performance might 
explain these deviations from the norm. 
The range of the clarino is from c1 through 
e1, g1, c2 up to d\ 

In this version, there is a further high 
passage in the "Sanctus" (see Example 2). 

Apart from this, the clarino writing is 
perfectly suited to trumpets, never going 
above a2. But had the entire trumpet parts 
been composed for two virtuoso clarino 
players, one might expect more ambitious 
scoring in the high register in the other 
movements of the Mass. In this case, I 
would suggest that Haydn had at least the 
first trumpeter play on his second instru¬ 
ment, without marking this specially in 
the part. 

Which musicians might have been 
capable of this in Haydn's period? 
According to a description in 1773, Jo- 
hann Greiner — a bass singer in the choir 
since 1734 and appointed choirmaster in 
1752 — could also play violin, viola, clar¬ 
ino, clarinet, violone, violoncello and 
organ. He had probably learned this art in 
his youth, for it reflects the customary 
versatility of the musicians of that period, 
including the town musicians and those in 
military bands. In the same year St. 
Peter's boasted another musician, An- 
tonius Schauer, whose main instruments 
were trumpet and horn, but who could 
double on transverse flute, oboe, violin 
and clarinet. With this striking combina¬ 
tion of trumpet and clarinet, both of them 
would have been capable of performing 
not only the high trumpet passages in the 
Missa Sancti Gabrielis, but also the above- 
mentioned aria with clarinet. Schauer left 
Salzburg in June 1774 to become a chor¬ 
ister in Tittmoning. 

Fortunately, besides these two sacred 
works, two series of minuets have sur¬ 
vived, highly revealing as to performance 
practice in Salzburg. Analyzing the aria 
composed in 1772, we established that a 
three-key baroque C clarinet would have 
been necessary in order to play the b1 

properly in tune. This note was hardly 
playable on the two-key instrument. The 
A clarinet in this three-key version was 
also in use, as we can now tell from a lit¬ 
tle clarinet piece in St. Peter's library12, 
written by Michael Haydn in 1774, when 
he was resident composer to the monastery. 

Missa Sancti Gabrielis 
Et in terra 

r if if ii-e 

Example 1 

m 

Sanctus r r r r If c/r ^ 
Example 2 
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In one of 12 consecutive minuets, two clari¬ 
nets are suddenly indicated in place of the 
two horns. The minuets are scored for two 
violins/two oboes/two horns/ciW clarinetti 
ad men: 2''"/flauto tmverso/fagotto e basso. 
In Minuet 2, the two clarinet parts are writ¬ 
ten into the horn parts. Despite the marking 
clarinetto ex G, I have already shown that 
the violins play in A major in this minuet, 
and that therefore only A clarinets could be 
used. This way, the clarinetists could finger 
the notes as written, without having to 
make difficult transpositions, which would 
surely have overtaxed them after their 
quick change from horn to clarinet. The 
notation ranges from c2 to c3 in the first 
clarinet part, from g1 to a2 in the second 
(see Example 3). 

Several examples of the three-key (and 
later four-key) types of instruments 
required to play these parts have survived 
in Salzburg. In my 1985 analysis, I termed 
this type the baroque alto clarinet.13 Here 
the mouthpiece is fitted over a slightly 
curved brass tube, and the bell is only 
slightly flared, resembling a Liebesfuss.14 

Three-key alto clarinet in a, 
made by Johann Stinglwagner, 
Trifftern, in the latter half of the 
18th century (Museum Caro- 
lino Augusteum, no. StM 18/1 = 
Cubasch collection in the Inter¬ 
national Mozarteum Foun¬ 
dation ) 

Our knowledge of the St. 
Peter's clarinetists and particu¬ 
larly of Antonius Schauer — 
whose musical skills included 
playing horn, trumpet and clar¬ 

inet — lends added significance to this lit¬ 
tle clarinet insertion in the series of horns 
parts for the minuets. Might not Michael 
Haydn, resident composer to St. Peter's, 

have written these minuets expressly for 
him and his second (unidentifiable, but 
perhaps Johann Greiner)? 

In 1776 one Ignatius Baur is men¬ 
tioned. He was primarily a tenor, played 
violin and transverse flute, and could also 
perform on "viola, violoncello, oboe, 
clarinetto, oboe inglese, fagottoHe left 
Salzburg again in 1 111 for the monastery 
in Donauworth. 

The next clarinetist mentioned in St. 
Peter's is Jacob Bischofreiter, in 1778. He 
may, like his predecessors, have retained 
the tradition of baroque clarinet playing, 
or perhaps he was already familiar with 
the classical five-key clarinet that so 
impressed W.A. Mozart. As a young mu¬ 
sician, he remained in St. Peter's until 
October 1786. Afterwards he lived there as 
Father Martin, becoming a teacher at the 
school in 1792, occupying the post of 
praefectus chori figuralis from 1784 to 
1813 and that of inspector chori musici 
from 1819 to 1824. 

The last 18th-century St. Peter's clar¬ 
inetist mentioned by name is Petrus Feyl, 
born in 1779. He was a violinist from 
1794 to 1799, his other instruments being 
clarinet and flute. 

A further work with clarinet showing a 
definite connection with St. Peter's is a 
Tantum ergo*5, which may be dated from 
Jacob Bischofreiter's period. There is a 
reduced version in which the voice part is 
accompanied only by organ and timpani. 
The instrumentation for the full version 
is: two flutes/two oboes/two clarinettAv/o 
bassoons/two horns/two clarin e tym- 
pano. The clarini have ordinary uncom¬ 
plicated trumpet parts which could easily 
be performed with no trouble by the resi¬ 
dent musicians. The C clarinets have a 
range of c'-c1, and offer no particular dif¬ 
ficulties. The clarinets now have their own 
parts, and there is no opportunity for the 

other wind players to change instruments 
during performance. 

We find a quite different situation in a 
second series of minuets by Michael 
Haydn. Again, these are 12 minuets'6, in 
which the clarinet is given the melody in 
three of the trios. This series is scored for 
two violinilhvo oboi e flautoltwo corni e 
clarini!fagotto! clarinetto/cariglione I lim- 
pani!basso. Although it contains so much 
that is new and unusual, we would cer¬ 
tainly not expect an interval of 20 years 
between this and the first series. Let us 
first look at the other instruments in the 
score. The most striking is probably the 
cariglione, which we take to be a glocken¬ 
spiel. "Carillon" is in several languages 
the common term for this ancient instru¬ 
ment, which in its original form was a 
large set (Spiel) of tuned bells (Glocken) 
played from a keyboard over a system of 
ropes. "Carillons de clochesMarin 
Mersenne called it in 1636.17 This kind of 
glockenspiel was installed in many 
churches and city towers — the Salzburg 
glockenspiel is still a significant tourist 
attraction. The cariglione required here 
by Haydn in Trios 5 and 11 was certainly 
not one of those enormous instruments, 
but a small hand-glockenspiel, probably 
not even with bells, but with metal cups or 
even bars played either by hand with beat¬ 
ers or by a keyboard operating metal ham¬ 
mers. In 1778 Franz Trembl, a clock- 
maker in Hallein, made a mechanical dul¬ 
cimer combined with a glass glockenspiel 
in which glass cups were arranged in a 
row on a rail, as in a glass harmonica. The 
early 19tl>century glockenspiel with 
metal bars belonging to the Salzburg mil¬ 
itary band18 may have been inspired by 
this construction. Among the glocken¬ 
spiels with bars, we should mention the 
metal piano made in Traunstein in 1805, 
for Papageno in Mozart's Magic Flute.19 

Mozart himself indicated a "strumento 
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d'acciaio," and Leopold Mozart spoke of 
"a piece of music with a metal clavier." In 
connection with St. Peter's, we might 
mention two small glockenspiels with 
glass and one with wooden bars, which 
the choirmaster, Joseph Tremml, donated 
to the Carolino Augusteum Museum in 
1858, confirming their historical exis¬ 
tence in St. Peter's. Thus we have a choice 
of instruments suitable for Haydn's min¬ 
uets. I think a simple, so-called "steel har¬ 
monica" played with wooden beaters was 
used. The melodies of the two trios move 
briskly in triads, the key is F major, the 
range a'-c3, including fit and b. In both 
trios, the glockenspiel plays the top part, 
an octave above the first violin. 

If we are to assess the trumpet and 
horn playing in St. Peter's, it is important 
that clarino and corno should be written in 
the same part, which would allow the 
assumption that the musician changed 
between these two instruments. The indi¬ 
cation alto probably refers to the clarino 
trumpet, or to a small clarino horn20, as in 
C alto, B alto. The sequence of the indi- - 
cations is: C alto/G/D/B alto/F/A/C alto/ 
G/D/B alto/F/A: two identical series of six 
keys. Since the range of the high pieces is 
only g'-g2, clarin is to be understood as 
indicating not a special technique of play¬ 
ing, but the general high register of the 
part. In practical terms, however, it may 
well have meant the change from horn to 
trumpet. This was, after all, a period when 
the horn players of St. Peter's also played 
the trumpet parts. In Trio 3, the two horns 
have a little solo, but otherwise they are 
marked tacet in all the trios. As we shall 
see later, this is not without significance. 

A comparable alternation of instru¬ 
ments may be assumed between oboe and 
flute. Not only are both instruments writ¬ 

ten in one part, but they are never required 
simultaneously. (The second part, despite 
the heading, requires only oboe.) In the 
first part, the flute plays solo in Trios 2 
and 8, both in G major; the oboe has soli 
in Trios 4 and 10. 

This brings us to the clarinet. The part 
is written for clarinet in A, with soli in 
Trios 6, 9 and 12. In Trio 6, the full range 
of e-d3 is used, otherwise c2-d\ usually 
playing the melody an octave above the 
first violin. 

From the scoring, it would seem con¬ 
ceivable that — as in the 1774 minuet — 
a horn player took over the clarinet part; 
or, since the other winds have nothing to 
play in these trios, a bassoonist or flautist, 
such as Petrus Feyl, perhaps might well 
have changed to clarinet. The parts are 
certainly more exposed than in the previ¬ 
ous series of minuets, and the technical 
demands made on the clarinets in the var¬ 
ious trios are quite as advanced as those 
made on the other instruments. A direct 
comparison makes clear the difference 
from the 1774 minuet particularly with 
the wide range and the leaps in Trio 6. 
One might speculate as to whether one of 
the Salzburg alto clarinets made by 
"ISW" in Trifftern21 — the maker being 
identified as Joseph Stinglwagner22 (1726- 
1805) — would still be in use. 

Here we have a singular mixture of old 
and new practices, which probably devel¬ 
oped from the autonomous tradition of the 
St. Peter's musicians. 

In this series of minuets, the trios are a 
real field day for the wind soloists. The 
clarinet shows its paces three times (6, 9, 
12), the flute twice (2, 8), the oboe twice 
(4, 10), the horns once (3), the bassoon 
three times (1,7 and in 10 together with 
the oboe), and twice the "outsider," the 

d, Ic^rine^io 

The clarinet soli from Michael Haydn's 12 Minuets (Salzburg, St. Peter's library, shelf 
mark: Hay 1902,1) 

The trademarks of the instrument makers 
Georg Walch and Johann Stinglwagner 

glockenspiel (5, 11). What Haydn was 
seeking to achieve, then, was a wide spec¬ 
trum of tone colors attracting attention in 
the trios. This method is familiar to us 
from the D major Divertimento (1764), in 
which he composed two movements with 
important soli for the A clarinet23. 

Neither do these observations on the 
musical life of St. Peter's explain the real 
reason for Mozart's complaint of Decem¬ 
ber 1778: "If we only had clarinets as 
well!"; for in view of the mellow sounding 
alto clarinets Michael Haydn was writing 
for in the two series of minuets, it is all the 
more astonishing that during his time in 
Salzburg, Mozart should have remained in 
complete ignorance of these. It must have 
been a coincidence that took him abroad 
every time a performance was given, so 
that he simply never heard about these 
events. Michael Haydn hardly ever left 
Salzburg, and conscientiously adapted his 
instrumentation to local conditions. 

Thus an examination of Michael Haydn's 
clarinet writing for St. Peter's has added 
an interesting dimension to the history of 
instrumental writing. 

The use of the clarinet around the mid¬ 
dle of the century, before Michael Haydn's 
time in Salzburg, is another story, to be 
told only after we have found concrete evi¬ 
dence of clarinets in the early Salzburg 
clarino and trumpet parts. For the present, 
we can only continue to speculate as to 
what Johannes Vierthaler, tenor and clar¬ 
inetist in St. Peter's, played on his instru¬ 
ment in 1745. 

About the Writer... 

Kurt Birsak was bom in Vienna in 1936. 
He sang soprano in the Vienna Boys' Choir, 
and after his voice broke, he decided to sup¬ 
plement the obligatory piano lessons by 
learning another musical instrument seri¬ 
ously. The clarinet held an immediate 
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appeal for him, and perhaps its tone, so 
close to the soprano voice, helped to influ¬ 
ence his choice. The decisive factor was 
probably the reputation of Leopold Wlach, 
who taught at the Academy of Music in 
Vienna, and with whom Kurt Birsak started 
his course of study at the age of 16. He 
was principal clarinetist in the Mozarteum 
Orchestra, Salzburg, from 1960 until 1996. 

He completed his teacher training at the 
Mozarteum Academy of Music, and then 
gained his doctorate in musicology at the 
University of Salzburg with a thesis on 
"The Woodwind Instruments in the Mu¬ 
seum Carolino Augusteum, Salzburg." As 
curator of the collection of instruments in 
the museum, he has many publications to 
his name, on the history and techniques of 
playing historical instruments. In solo and 
chamber music, he concentrates primarily 
on reviving the sound of the clarinet in its 
earlier stages. 

Kurt Birsak has summarzed his experi¬ 
ences and researches on the clarinet in the 
book The Clarinet: a cultural history 
(Buchloe, 1994). In 1996 he retired from 
his orchestral post and now has more time 
to devote to his hobby of historical musical 
instruments. The first result was a further 
publication, Gambe, Cello, Kontrabass 

(Salzburg, 1997), which consists of a com¬ 
prehensive historical study of these instru¬ 
ments linked with the catalog (compiled in 
collaboration with his wife) of string instru¬ 
ments (bowed and plucked) in the Salzburg 
museum. Further recent publications con¬ 
cern the history of musical instruments dur¬ 
ing Salzburg's magnificent baroque period. 

With the present essay, he returns to his 
own instrument. In the Hohensalzburg Fort¬ 
ress, a permanent exhibition on wind bands 
in Salzburg is in preparation (opening sum¬ 
mer, 1999), with the clarinet in a promi¬ 
nent role. Curatorship of the extensive 
collection of wind instruments (now the 
property of the International Mozarteum 
Foundation) from the estate of the late 
Christian Cubasch, clarinetist in the Vienna 
Philharmonic Orchestra, has opened up 
new fields of investigation in the realm of 
clarinet history. 
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C()c Cdrogato: 

ft Forgotten instrument? 

by Michele Gingras 

During the ClarFest in Cincinnati 
hosted by Ron de Kant in 1992,1 
heard an unforgettable program 

played by taragotist Gheorghe Trimbitas. 
A Romanian native, Trimbitas settled in 
the U.S. in 1990. He resides in Cleveland 
where he performs with his band, Tran¬ 
sylvania Group. 

His performance made a formidable 
impression on me three years before I was 
to embark on a journey into the world of 
klezmer music in 1995. My fascination for 
world music continues and it led me to 
further investigate eastern European folk 
music, particulary Romanian folklore. As 
a result of the generous support available 
to me as a professor at Miami University, 
I acquired a tarogato, contacted Mr. Trim¬ 
bitas, and spent time at his home in Cleve¬ 
land to learn, play, listen to vintage record¬ 
ings, and to talk about Romanian music 
making. (The term taragot is used in Ro¬ 
mania, and tarogato is used in Hungary.) 

Past and Present 

The tarogato is a Hungarian wooden in¬ 
strument with a single reed and a conical 
bore, similar to the soprano saxophone. It is 
usually pitched in B'' (but it was also avail¬ 
able in C and A), with a range of B'' to C" 
or higher, depending on the instrument and 
performer. (The lowest pad, BK is activated 
by the right-hand thumb, but it is rarely 
used, so its mechanism is sometimes re¬ 
moved to allow more comfort below the 
thumb rest.) In former times, the tarogato 
was a double-reed instrument. It was re¬ 
designed in 1894 by Hungarian instrument 
maker Joseph Schunda. At the beginning of 
the 18th century, the instrument was very 
popular among the adherents of the Ra- 
koczy movement and it later became such a 
symbol of freedom to the Hungarians that 
when the movement was defeated, the taro¬ 
gato was prohibited and disappeared from 
public use, only to reappear at the time of 
the war of independence against the Aus¬ 
trian Hapsburgs in 1896. 

The tarogato is used in the shepherd's 
tune in Act 3 of Tristan und Isolde in per¬ 
formances at the Budapest Opera House 

Photo 1: Three slightly different tdrogatds. 
Left to right: Tarogato with right-hand 
covered tone hole keys; with rollers on left- 
hand keys; with right-hand G# trill key. 

Photo 2: Gheorghe Trimbitas 
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Photo 3: Transylvania Group, Cleveland 
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since Mahler suggested the idea, and the practice was followed at 
Bayreuth under Hans Richter. The first known appearance of the 
tarogato in symphonic music was in Karoly Thern's opera 
Svatopluc (1839). In more recent times, Antal Molnar used the 
instrument in his Kuruc muzzika for small orchestra and four taro- 
gatos (1936). More information and photos may be found in The 
New Grove Dictionary of Instruments, volume 3. 

Today, the instrument is mostly used in Romanian folk bands 
for celebrations and gatherings. These bands may include an 
accordion, a trumpet, a violin, an alto saxophone or clarinet 
(which sometimes doubles the melody in unison or in harmony 
along with the tarogato for short periods), a shepherd's flute, a 
cimbalom (or dulcimer), and a double bass. The tarogato is some¬ 
times replaced by a soprano saxophone or clarinet. 

Details, Details! 

The tarogato's bell is pierced with 10 strategically placed holes to 
enhance resonance (one upper row with five small holes, and one 
lower row with five larger holes). Its key system combines a mixture 
of different instruments' characteristics, including the clarinet, oboe 
and saxophone. The chromatic scale is played with fingerings used 
on those three instruments. The keywork is somewhat elementary 
and often cumbersome, with archaic mechanisms such as split key 
levers and curved octave keys. (There are two octave keys, both op¬ 
erated by the left thumb.) 

It is rare to find two identical tarogatos. Each instrument seems to 
have distinct and unique features which sets it apart from other taroga¬ 
tos. One instrument could have covered plates instead of open rings, 
or an extra key for alternate fingerings, and so on {see photo 1). The 
relatively small mouthpiece requires soft or medium soft soprano 
saxophone (or clarinet) reeds, and its baffle is typically lined with a 
thick and hard substance to give the tarogato its characteristic nasal 
and dark sound, as well as to improve sound projection. It is con¬ 
nected to the instrument in the same manner as a saxophone mouth¬ 
piece, with the cork on the tarogato's upper joint instead of on the 
actual mouthpiece. Some players use two different mouthpieces 
with various reed strengths depending on sound, style and reper¬ 
toire. For example, to play a fast dance from the region of Banat 
called Joe de doi, a bright "Gypsy" sound (typical of Banat) would 
be more appropriate, whereas a doina from Transylvania requires a 
warmer, richer "classical" sound. 

Other dances include hora (a mixed dance where men and women 
hold hands and dance in a circle), joc de doi, (literally meaning 
"dance for two" — a very fast mixed dance where men and women 
dance separately in line and in a circle), sirba (mixed circle dance, 
similar to a hora but faster, where dancers place their hands and arms 
on each other's shoulders), and fecioreasca (a Transylvanian circle 
and line dance for men only) (see Figures 2, 3 and 4). Another dance 
called fecioreasca fetelor de la crihalma is for women only. It was 
created in Crihalma, a village near Fagaras City (Transylvania) when 
men left for war, leaving their families behind. 

It is interesting to note that a piece played in one tonality on the 
tarogato would actually sound better on the clarinet if it were 
transposed to a higher key. For example, Fecioreasca (see Figure 
3) played in F major on the clarinet would better capture the 
appropriate "folk" spirit than if played in the same key as the taro¬ 
gato (C major). 

J iti • 
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1st 8ve key- 2nd 8ve key- 
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FIGURE 1: Tarogato fingering chart 
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The Best in the Land 

Legendary tarogato players include Luca Novae (considered the very best 
player from Banat), Dumitru Farcas (from Transylvania, he studied the oboe at 
a music conservatory in Romania, which may explain his "classical" tarogato 
sound). Ion Peptenar, Djivan Gasparian, Dimitru Dobrican, Luta Popovici and 
Luta lovita. Originally from Banat, lovita was the first Romanian taragotist. He 

Hora Pe Loc 
Bb T4rogat6 (chords in concert key) Romanian traditional-trans. M. Gingras * 

Figure 2: Transcription of a hora 

Fecioreasca de la Ibanesti (Mures) 
Bb Tarogato (chords in concert key) Romanian traditional-trans. M. Gingras * 

D D7 Gm 

Figure 3: Transcription of a fecioreasca 

Scumpia Joe de Doi (Banat) 
Bb tarogatri (chords in conceit key) Romanian traditional-trans M Gingras * 

Extremely fast Gm C F D7 Cm A7 Dm Bb 

FIGURE 4: Transcription of a joc de doi 
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brought the instrument to Romania around 1910. Vintage 
LP recordings made by these musicians are not available 
any more but can be found in households in Eastern 
Europe, France (Romanian folk music is highly appreci¬ 
ated by the French) and in the U.S. 

Where Are the Tarogatos? 

Acquiring a tarogato is a challenging task. The most 
desirable make is by Stowasser (Budapest). One of the 
reasons the tarogato became a rare instrument is that the 
Stowasser Company burned down in 1917 and stopped 
manufacturing tarogatos after that year. (Original instru¬ 
ments usually have a serial number near and up to 19900. 
The most common serial numbers being around 19865.) 
Since the instrument is not made anymore (except for a 
relatively small number of copies), owners rarely want to 
part with their instrument, even though they might own 
unusable specimens or don't play it themselves. Prices 
vary from a few hundred dollars to several thousand dol¬ 
lars, depending on the age, condition and most often, 
availability. Owners can be found mainly in Romania, 
Hungary and in a handful of states in the U.S. 

A strategy to purchase an instrument is to approach a 
taragotist and go from there, acquiring names by word 
of mouth. Taragotists can be found in musicians' union 
directories in large cities and by investigating folk bands 
in various locations or browsing the Internet. 

Playing the Tarogato— 

Joys and Challenges 

From a clarinetist's point of view, playing a tarogato 
is a refreshing experience because the air column resis¬ 
tance is so minimal and free; however, small fingers 
might find it difficult to seal the holes completely, espe¬ 
cially on the right hand. The conical bore's construction 
calls for larger holes in the right hand, making low E and 
D holes quite wide and difficult to cover completely. Ad¬ 
ditionally, the holes are far apart, resulting in extra 
stretching on both hands. Tendinitis sufferers beware! 
One suggestion is to seek a master repair person who 
would create plate covers to replace open ring systems 
(see photo 1). The procedure is complicated and re¬ 
quires cutting down hole chimneys, adding a metal post 
and pads using sophisticated tools owned by highly 
qualified woodwind technicians. Another challenge is 
intonation which tends to be uneven and very sharp un¬ 
less the mouthpiece is pulled out several millimeters, 
while the embouchure remains flexible. 

Fingerings are simple to grasp, especially for a wood¬ 
wind doubler. The chromatic scale is indicated on the fin¬ 
gering chart (see Figure 1). Certain notes may be modi¬ 
fied to improve timbre, such as adding the left Cl key 
while playing E', F, and Ft'. 

Although double tonguing is often considered an ad¬ 
vanced contemporary technique by clarinetists, it is an 
essential and basic skill to develop as a taragotist. Ro¬ 
manian folk music from the region of Banat includes 



extremely rapid myriads of long passages 
of staccato notes (see Figure 4). The good 
news is that the tarogato's low air column 
resistance makes it a breeze to learn dou¬ 
ble tonguing. Simply play "da-ga," "ta- 
ka," "tu-ku" or similar syllables depending 
upon personal and pedagogical philoso¬ 
phy, and apply the fingerings slightly 
before the next note to insure proper coor¬ 
dination and precision of articulation. 

Romanian folk 

music (as in 

manL) other kinds 

of folk music) 

is seldom written 

down and, 

understandably, 

scores are 

practicallg 

nonexistent. 

Vibrato is also an essential aspect of 
tarogato playing. Romanian masters use a 
very wide jaw vibrato, especially in slow 
improvisatory pieces such as doinas. Al¬ 
though virtually all recordings I heard by 
master tarogatoists display this kind of 
vibrato, I still favor a narrower wave and 
relatively less noticeable vibrato. 

From the Heart 

Romanian folk music (as in many other 
kinds of folk music) is seldom written down 
and, understandably, scores are practically 
nonexistent. The music is handed down by 

oral tradition, so one way musicians get to 
exchange different pieces is by traveling 
from town to town and playing for each 
other; moreover, folk musicians who learn 
their skills by ear early on from their par¬ 
ents or relatives, often find score reading un¬ 
necessary, and memorize countless pieces 
easily. Naturally, ornamentation (including 
trills, grace notes, mordents, tone bending) 
is also achieved through listening and ex¬ 
perience. Ornamentation styles are directly 
linked to the sounds of specific regions in 
Romania; Banat (close to Serbia), Mol¬ 
davia, Transylvania and so on. For exam¬ 
ple, players from Banat usually focus on 
extremely fast technique involving double 
tonguing, while Transylvanian taragotists 
often prefer slow, meditative songs. 

When I asked accordionist loan Ailoae 
from the Transylvania Group to teach me 
chords, he told me he doesn't read music or 
use chord names and that actually he has a 
hard time explaining how he even knew 
where to place his fingers. He casually 
answered, "I just hear it, that's all(!)." His 
fingers glide up and down the keyboard 
with breathtaking ability and artistry. How 
inspiring a musicianship! 

Michele Gingras wishes to thank Miami 
University's School of Fine Arts (Ohio) for 
its generous support, and Gheorghe Trim- 
bitas for his contribution to this article. 

Brian Sutin (a scientist by profession) 
created a comprehensive Web site for the 
taragato. It includes photos, historical in¬ 
formation, names of taragato dealers for 
new and used instruments, taragato sum¬ 
mer camps, a list of books, performers, re¬ 
cordings, and more. The URL is: <www. 
ucolick.org./~sutm/tarogato.html>. 

Michele Gingras may be contacted 
through her Web site: <http://miavxl. 
muohio.edu/~gingram>, e-mail: <gingram 
@ muohio.edu>. 

Do You Know This Great Music? 

Howard J. Buss 
Postcards from Vienna 

tor danrat and piano 
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TJie Ttimnm 'Mallenfiaaer 

by Bruce Edwards 

"... during the 1860s the company of J. 
Mollenhauer & Sohne in Fulda undertook 
the very interesting attempt of producing a 
clarinet constructed precisely according to 
Theobald Boehm's principles. Exact calcu¬ 
lations led to a corrected positioning of the 
instrument's toneholes, and it was operated 
by a complicated mechanism of keys and 
cover plates independent of each other, so 
that none of the toneholes had to be co¬ 
vered by the fingers directly. This instru¬ 
ment was awarded with a prize at the World 
Exposition in 1867 and also received spe¬ 
cial acknowledgment from the Spanish go¬ 
vernment at the suggestion of the formerly 
mentioned clarinetist A. Romero. How¬ 
ever; it seems that the instrument was not 
successful in practical use..." Oskar Kroll, 
Die Klarinette 

Perhaps some of the readers of The 
Clarinet are familiar with Oskar 
Kroll's book. Die Klarinette, from 

which this quote is taken. Although I read 
this book many years ago and live in the 
town of Fulda where the company J. Mol¬ 
lenhauer & Sohne is still in business (in the 
fifth generation!), it never occured to me 
that the mentioned instrument could still 
exist. In 1997 the company celebrated its 
175th anniversary, and the city museum had 
a special exhibition to mark the occasion. I 
was really excited to find exactly the de¬ 
scribed instrument in one of the showcases. 
I am very grateful to today's owner of the 
business, Stephan Mollenhauer, for his sup¬ 
port in putting together this report. Besides 
supplying me with valuable information 
about his family's history, he was kind 
enough to let me take this exceptional in¬ 
strument (developed in 1867 by his great 
grandfather, Johann Thomas Mollen¬ 
hauer) home so that I could examine it 
more closely. 

Before going into more detail about the 
Thomas Mollenhauer system clarinet, I 

would like to tell the readers a bit about the 
history of the company of J. Mollenhauer 
& Sohne in Fulda, Germany. Today two 
companies are still known to make instru¬ 
ments under the name of Mollenhauer. 
One is Conrad Mollenhauer based in 
Fulda. This firm was founded by Conrad 
Adalbert Mollenhauer, a son of Johann 
Thomas'. The company specialized in 
making Boehm flutes and recorders, thus 
standing strongly in the family tradition 
which is directly connected to the famous 
Theobald Boehm. The recorders are espe¬ 
cially well known worldwide, but the cross 
flutes have a good reputation as well. The 
craftsmen of Conrad Mollenhauer have 
earned special praise for developing flutes 
for handicapped players, for instance with 
fingers or even one hand missing. 

The other company is Gustav Mollen¬ 
hauer of Kassel. Johann Gustav Mollen¬ 
hauer was the second eldest brother of Jo¬ 
hann Thomas' and left Fulda in 1864 to 
establish his own business in Kassel. The 
reason was that his younger brother Johann 
Thomas had been chosen by their father to 
take over the company in Fulda. In 1952 
Gustav's son Johannes died, ending this 
line of the family and handing the business 
over to outsiders. Today the company is not 
connected at all to the original family busi¬ 
ness in Fulda. 

Mollenhauer of Kassel is well known in 
Germany for producing an extraordinary 
wide range of woodwind instruments. This 
includes flutes, oboes, clarinets and bas¬ 
soons. They are also one of the companies 
in Germany that has always produced a 
complete line of clarinets from to bass 
clarinet. Surprisingly enough, they were 
also making basset horns even at a time 
when this instrument was not very popular. 

The original company J. Mollenhauer 
& Sohne in Fulda no longer makes instru¬ 
ments. Although the tradition of making 
clarinets was maintained until about 20-25 
years ago, the business nowadays exists 

only in the form of a retail shop for instru¬ 
ments and accessories. 

Johann Andreas 

Mollenhauer (1798-1871): 

The Founder 

The company was founded by Johann An¬ 
dreas Mollenhauer who was born in Fulda 
in 1798. The town of Fulda was located 
along the important military and trade 
route between Frankfurt and Leipzig put¬ 
ting it into the center of European history. 
During his childhood Johann Andreas ex¬ 
perienced a time of great turmoil and polit¬ 
ical changes. His hometown suffered se¬ 
verely from the consequences of the Napo¬ 
leonic Wars, and these changes created a 
time of great unemployment. The worst 
time was when Napoleon and his troops 
came through Fulda on October 28, 1813, 
on their retreat after losing the battle of 
Leipzig followed by the allied troops under 
the command of Lord Bliicher on October 
30. The citizens of Fulda, with only a pop¬ 
ulation of 8,000, had to supply food for 
about half a million people passing through 
their town during those days. Under such 
circumstances Johann Andreas Mollen¬ 
hauer was lucky to become an apprentice to 
the wood turner and watchmaker Vogler in 
Fulda. When he was 16 he began his years 
of travel as a journeyman. This is a tradi¬ 
tion still found in Germany today for certain 
trades. I have the impression that it has even 
found growing interest in the last 10-15 
years. Carpenters, for instance, have orga¬ 
nized special brotherhoods. Being a mem¬ 
ber of one of these brotherhoods, one must 
follow their rules. After finishing his ap¬ 
prenticeship, a carpenter belonging to a 
brotherhood must travel for one to two 
years working away from his hometown. 
He must fulfill this condition before he can 
take his master craftsman's diploma and 
start his own business. Most likely this tradi- 
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tion originally had educational reasons, i.e. 
to have a craftsman learn his craft through¬ 
out the world. Commonly traveling jour¬ 
neymen are highly respected in Germany 
today. During Johann Andreas Mollen- 
hauer's lifetime this custom was absolutely 
obligatory. In general, a journeyman had to 
stay away from his hometown for three 
years at the least. As with many others of 
his time, Johann Andreas Mollenhauer un¬ 
dertook extensive travels. His records show 
that his journey took him to Fiirth, Niirn- 
berg Schaffhausen, Bamberg, Zwickau, 
Dresden, Gorlitz, Meinigen, Weimar, Go- 
tha, Wiirzburg and even Winterthur in Swit¬ 
zerland, to name a few. Most important for 
his development were the eight months he 
spent in Linz with the instrument maker 
Carl Doke in 1819. It was the influence of 

Doke that changed the former wood turner 
Johann Andreas Mollenhauer into an instru¬ 
ment maker. Most likely being a wood 
turner was how many instrument makers 
started their careers in those days. After all, 
working with wood was the most impor¬ 
tant part of the trade then since the mecha¬ 
nism of a woodwind instrument was not 
very complicated. Johann Andreas Mollen¬ 
hauer returned to Doke several times in the 
following years and completed his educa¬ 
tion as an instrument maker with Franz 
Schollnast in Pressburg and Peter Thumhart 
in Munich. During seven years and three 
months he travelled more than 4,000 kilome¬ 
ters (2,500 miles), and he learned to make 
and play flutes, oboes, clarinets, basset horns 
and bassoons. In 1822 he opened his own 
workshop in his hometown of Fulda, pro¬ 

ducing not only the instruments mentioned 
above but also flageolets, chromatic bass 
horns, seipents and the czakan. This was a 
recorder made in the form of a walking 
cane and a very popular instrument at the 
time. The company became well known 
and business developed quickly. 

Louis Spohr was Hqfkapellmeister in 
Kassel at that time. One of his duties was to 
judge instruments (or have them judged by 
the musicians of his orchestra) at the trade 
exhibition in Kassel. A certificate of the 
quality of Johann Andreas Mollenhauer's 
instruments written by Spohr on September 
23, 1823, still exists in the Staatsarchiv in 
Marburg. In 1825 Johann Andreas was 
awarded the title Hofmstnunentenmacher 
(instrument maker to the court of Kassel). 
Instruments were sold to customers as far 
away as London and Bombay, India. 

Thomas Mollenhauer 1840-1914 

Johann Thomas 

Mollenhauer (1840-1914): 

An Innovator 

Johann Andreas had five sons. One of 
them became a brass instrument maker and 
another became a piano builder. Three of his 
sons followed him in becoming woodwind 
instrument makers — a fact that shows us 
how much Johann Andreas must have loved 
his profession. The third of his sons, Johann 
Thomas, was the most talented and there¬ 
fore chosen by his father to succeed him in 
leading the company. He was extremely in¬ 
terested in experimenting with innovative 
ideas in woodwind instrument production. 
Of course, the best place his father could 
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Certificate from Louis Spohr, September 23, 1823 
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send him during his years of travel as a 
journeyman was the workshop of the great 
reformer of woodwind instrument construc¬ 
tion, Theobald Boehm in Munich. Johann 
Thomas set out for Munich in 1863 and 
stayed for about one year. Here he could 
learn all about Boehm's new principles 
firsthand. Boehm had originally trained to 
be a clockmaker before he became the fa¬ 
mous flutist and instrument maker for 
which we know him today. This training 
was the reason for his great demand for 
precision in the metal work on woodwind 

t 

instruments. This was quite new, and it is 
said that he had great trouble in finding 
employees or apprentices who could meet 
his expectations. The reference given to 
Johann Thomas by Boehm's partner, Karl 
Mendler, and the correspondence between 
Boehm and Mollenhauer are proof of the 
high respect given to the young man for his 
craftsmanship in Munich. Having worked 
with Boehm it was natural that Johann Tho¬ 
mas would manufacture and sell Boehm 
flutes. Although the advantages of such in¬ 
struments were obvious, they did not find 
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due recognition in Germany in the begin¬ 
ning. While French and English instrumen¬ 
talists and instrument makers had very 
quickly accepted the Boehm system and 
produced Boehm flutes in large numbers, 
the company of J. Mollenhauer & Sohne in 
Fulda was the second one after Boehm him¬ 
self that made and sold these instruments in 
Germany. One of Thomas Mollenhauer's 
greatest achievements was the development 
of a Boehm piccolo flute, a task that Boehm 
himself had not pursued very intensively. 
Boehm hadn't been very succesful in con¬ 
structing a new piccolo flute and said to 
Johann Thomas, "You, Mr. Mollenhauer, 
are the right person for this task. You are 
young and are capable of working and will¬ 
ing to work, and your knowledge of 
acoustics will be very helpful." Johann 
Thomas's piccolos were well respected and 
played in many orchestras during this time. 
Many of his instruments won prizes and 
medals at various exhibitions. 

This leads back to where this article be¬ 
gan and, of course, our main point of inter¬ 
est. The clarinet mentioned by Oskar Kroll 
caused quite a stir at the World Exhibition 
in Paris in 1867. First of all the complicated 
mechanism was truly innovative. Se¬ 
condly, the story connected with it is quite 
interesting too. Johann Thomas had given 
the clarinet to a friend who was supposed to 
exhibit it for him in Paris. It is not known 
for what reason, but the friend did not do 
what had been expected of him. When Jo¬ 
hann Thomas heard about this, he traveled 
to Paris immediately to take care of the 
matter himself. All instruments had already 
been judged by the prize jury so that the 

Letter from Theobald Boehm, February 27, 1866 
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Mollenhauer clarinet could no longer re¬ 
ceive one of the regular prizes. However, in 
recognition of the spectacular construction 
of the instrument, the jury met once more 
and awarded it a special honorary medal. It 
was especially noted that only the extraor¬ 
dinary quality of the instrument had 
prompted the jury to meet a second, un¬ 
scheduled time. 

The Instrument 

Most striking about the instrument is its 
complex mechanism. Rather atypical for 
the time of its development, all tone holes, 
including the tone hole for the thumb, are 
covered by cover plates. Mainly for this 
reason the clarinet reminds me a lot of a 
flute. This impression is increased by the 

register key mechanism 

mouthpiece showing metal lining 

close up of Mollenhauer ligature 

keys for right-hand little finger 
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Thomas Mollenhauer clarinet (1867) 

The Clarinet 

register key operated by left-hand palm 



keys for left-hand thumb 

thumb rest and keys for the right-hand 
thumb 

arrangement of the keys for the right-hand 
little finger. Surprisingly, the instrument 
has an open cl/gt key. Obviously this was 
Boehm's original design with some advan¬ 
tages in the construction of the mechanism. 
The open gf key can still be found with 
flutes (but only very rarely). As a result, the 
left-hand little finger is occupied with 
keeping this key down at all times, except 
when playing a cl or gi So, this finger is 
not available for pressing keys as is re¬ 
quired on all modern clarinets! Thomas 
Mollenhauer's solution was to have all 
these keys operated by the right-hand little 
finger and both thumbs with the possibility 
of alternate fingerings. The register key is 
not opened by the thumb. It is located in a 
position where it is opened by the left-hand 
palm similar to our a^/gf key in modern 
clarinets or the palm keys of a saxophone. 

Further details of the metal work are 
quite interesting. The facing of the mouth¬ 
piece is entirely lined with metal. This in¬ 
cludes the tip, the rails, the table and the 
baffle. Baermann described this practice in 
his clarinet method. All sections where the 
clarinet is put together are also lined with 
metal. There is an inlay where the mouth¬ 
piece is inserted into the barrel. Perhaps 
this was meant to give this joint additional 
support. The ring at the end of the bell is 
also much larger than is usual today. The 
ligature is remarkably decorative. It is art¬ 
fully cut out, and the screws are in the 
shape of a lyre. Unfortunately the instru¬ 
ment I examined was not in playing condi¬ 
tion. The mechanism did not work properly 
due to the fact that the instrument is never 
played since it stands in a showcase. So I 
was unable to judge the instrument's tone 

quality (it was reported to have a very strong 
and clear sound) or what advantages this 
system might have. 

As far as Stephan Mollenhauer knows, 
the Thomas Mollenhauer system clarinet 
never went into general production as the 
instrument exhibited in Paris was the only 
existing prototype. Perhaps the example of 
the slow acceptance of the Boehm flute 
throughout Germany gives us an idea of 
how difficult it would have been to make 
this innovative clarinet system known and 
generally accepted. 

For those readers interested in original 
Mollenhauer instruments some samples 
can be seen in the following collections: 

Fulda. Musikhaus J. Mollenhauer & Sohne (This 
collection includes the Thomas Mollenhauer- 
system clarinet.) 

Basel, Historsches Museum 
Zurich. W Burger Collection 
Frankfurt, Historisches Museum 
Frauenleld b. Winterthur, Schloss Museum 
Den Haag, Gemeente Museum 
Florence, A. Kraus Collection 
Leipzig, Musikinstrumenten-Museum 
Washington, Library of Congress 
Stamford, Conn., Dr. H. J. Modrey Collection 
Munich, Bayrisches National-Museum 
Munich, Deutsches Museum 
Offenbach, Stadtmuseum 
Philadelphia, Schoenbach Collection 
Vienna, Kunsthistorisches Museum 
New Haven, Yale University Museum 
Eisenach, Bachhaus 
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Single-^eed Music 

How does one Begin? 

by Mary Jungennan 

My interest in the music of Karl- 
heinz Stockhausen stems from a 
long friendship with clarinetist 

Suzanne Stephens, which began when we 
met and roomed together during our study 
with Hans Deinzer in Hannover, Germany, 
in 1969-70. Since the beginning of Ste¬ 
phens' collaboration with Stockhausen in 
1974, the composer has written approxi¬ 
mately 50 works for clarinet, bass clarinet, 
or basset horn, including many ensemble 
pieces drawn from the large opera cycle 
LIGHT. Over the years, Suzanne has sent 
me many scores and recordings of new 
works as they have been published, and I 
have performed the solo version of TIER- 
KREIS: 12 Melodies of the Zodiac. 

Suzanne and I have long planned to pro¬ 
duce an article or series together about this 
large and fascinating body of new music 
for our instrument from one of the 20th 
century's foremost composers. Neverthe¬ 
less, when actually faced with the task of 
writing about this music, I felt overwhelmed 
by the scores and the implications they con¬ 
tain of a completely new performance prac¬ 
tice for wind players. I was therefore de¬ 
lighted to be able to attend the Interpretation 
and Composition Courses held July 18-25, 
1999, in Kiirten, Germany. What I discov¬ 
ered there was a microcosm of energy, cen¬ 
tered in the person of Stockhausen himself, 
but radiating outward to a fabulous group of 
extraordinarily devoted and gifted musi¬ 
cians, technicians, composers, dancers, sup¬ 
port staff, community members, audience 
members, and devoted followers, all dedi¬ 
cating themselves and their talents to the 
service of a new approach to music mak¬ 
ing. I came away determined to inspire my 
American colleagues to learn and perform 
this music. 

For most American musicians, knowl¬ 
edge of the music of Karlheinz Stockhausen 
consists primarily of having heard, or heard 
of, the music of the 'SOs, the electronic 
music, and the piano pieces. Stockhausen's 
music is rarely performed in the U.S.A.; ex¬ 
cept for performances of HARLEKIN, 
DER KLEINE HARLEKIN, and IN FRE- 
UNDSCHAFT by Suzanne Stephens at the 
1980 International Clarinet Conference in 
Denver, I have seen only one live perfor¬ 
mance of any of his music in the U.S.A., 
and that was of the "intuitive music" score 
from 1968, Aus den Sieben Tagen, which 
calls for an ensemble of players to respond 
to a series of meditative texts by the com¬ 
poser. The new scores Stockhausen has pro¬ 
duced at an amazing rate over the past 25 
years require skills quite foreign to the tra¬ 
ditional orchestral musician or soloist.* 
These include microtonal scales; speaking, 
singing and making various other vocal 
sounds into the instrument; moving and 
dancing while playing; walking around and 
through the audience, and even outside the 
performing hall during the piece; playing 
from memory; following extremely detailed 
notation of dynamics and tempos; use of 
microphones attached to the instrument; 
inventing, constructing and wearing cos¬ 
tumes, acting — in short, playing the part 
of a character as in a play or an opera. 

The commitment of time and energy ne¬ 
cessary to learn and perform these new 
works is impressive; people I interviewed 
for this article spoke of taking a year, sev¬ 
eral months of several hours/day, of living 
with the score for months, to prepare a 
score to Stockhausen's specifications, 
which are exact. Even seasoned performers 
of this music such as Suzanne Stephens, 
flutist Kathinka Pasveer, or Stockhausen's 
trumpeter son Markus, who began perform¬ 
ing his father's works when he was 16, re¬ 
hearse for hours each day for several weeks 

before a performance, and Stockhausen, 
with his extraordinarily acute ear and laser¬ 
like attention to detail, always finds new ad¬ 
vice or corrections for them. Performers 
speak of the anger and frustration that some¬ 
times results from the challenges of these 
new works, of pushing themselves and of 
feeling pushed by Stockhausen until they 
were ready to break down under the strain. 

Why would a person endure such a ri¬ 
gorous course of study in order to learn 
this music? 

In the course of the two weeks I spent in 
Kiirten, I spoke with a number of people 
from all over the world** who play Stock¬ 
hausen's recent scores, both seasoned per¬ 
formers and people learning the works for 
the first time. Their response to the above 
question was that the demands of this mu¬ 
sic challenge people to extend the limits of 
their lives, not only instrumentally but also 
musically, intellectually, physically, and 
spiritually, and to struggle with and over¬ 
come barriers they thought were immut¬ 
able. People spoke of breakthroughs into 
freedoms never before experienced, of life- 
changing victories over fears, of feeling 
"free as a bird," and of other deeply felt 
benefits from working on these scores. 
Some people mentioned the pleasure of 
being freed from sitting in a chair and the 
creativity of being able to move about on 
stage and portray a character, just as sing¬ 
ers have always done. Teachers mentioned 
the excitement and dedication of students 
with whom they have worked on these 
scores, and I witnessed the long hours per¬ 
formers were willing to practice daily in or¬ 
der to prepare their pieces for performance 
in Kiirten. 

Initially, however, there is the attraction 
of the music itself, which is constantly in¬ 
ventive, sometimes humorous, and theatri¬ 
cally fascinating. Unfortunately, it is diffi¬ 
cult to imagine the full impact of these the- 
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Marcello Gonzdles practices IN FREUND- 
SCHAFT 

Suzanne Stephens coaches Rumi Sota- 
Klemm during master class on WO- 
CHENKREIS 

yi1.-4. 

i 

M 

% 

Karlheinz Stockhausen coaches Michele 
Ma re Hi in a dress rehearsal for TRAUM- 
FORMEL 

ater pieces, particularly those excerpted 
from LIGHT, with only an aural recording 
(the photos in the scores help in this re¬ 
gard). It would be wonderful if videos of 
the pieces were also available, and this is 
gradually being made possible by the Stock¬ 
hausen Verlag as resources permit.*** 

Stockhausen spares no effort to ensure 
that each listener hears everything in the 
music, and therefore every singer and in¬ 
strumentalist is individually miked and the 

balance controlled in perfonnance by the 
composer, who also controls the lighting. 
Together with careful placement of speak¬ 
ers, so that the sound surrounds the audi¬ 
ence, these aspects of performance add im¬ 
measurably to the impact of this music. 
Stockhausen orders every facet of compo¬ 
sition and performance, using a complex 
mathematical and serial system which he 
calls "formula composition" and which he 
has used since MANTRA (1970). Because 

every note, dynamic, gesture, and articula¬ 
tion relates to the unifying formula govern¬ 
ing the piece, unless the player is able to 
perform the score exactly as notated, and in 
addition to use his or her own creative 
energy to create costumes and characteriza¬ 
tions, the scores will not live onstage. 

The faculty in their master classes con¬ 
tinually stressed that players should not try 
to copy what the original interpreters have 
done, but to use these performances as a 

IT CAN TAKE UP TO 

300 YEARS to produce tfU 

WOOD FOR OUR 

(Puato+n Setlea CLARINETS. 

WHICH IS WHY 

OUR CRAFTSMEN ARE 

CHOSEN FOR 

THEIR c.vl uioi<\tuinj .*ik:tft. 

AND PATIENCE. 
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Suzanne Stephens wears a basset horn 
strap designed and made by Jos Peulers 
of Holland 

guide, carefully studying the scores and the 
recordings and delving within themselves 
to create new, living performances. The 
wonder of these master classes and partici¬ 
pant concerts for me was how well the many 
"student" performers, most of whom are 
professional musicians with diverse careers, 
were able to do this, and there were some 
really exciting participant performances. 

Rumi Sota-Klemm, basset horn, and Julian Pike, tenor, in a rehearsal of "Mondeva" from 
DONNERSTAG AUS LIGHT (Suzanne Stephens holds a score at left.) 

The new scores by Stockhausen present 
some unique requirements, including cir¬ 
cular breathing for some pieces, having the 

pieces so well memorized that one can fo¬ 
cus in performance on the intricate foot and 
body movements in the score, and finding 

We begin with wondrous wood. 

The rarest, most select African 

grenadilla-found only in trees 150 

to 300 years old. We age it further. 

Curing the wood with a special 

seasoning process to preserve a 

perfect balance of moisture within. 

Only then do we give it to our 

craftsmen. To sculpt and refine. 

To craft each tone hole. To hand 

adjust every key. In short, to create 

a clarinet of such artistry and 

precision that it's as much a source 

of inspiration as it is a means for 

expressing ,t YAMAHA 

PLAYTHE VERY BESTYOU CAN 
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reeds that have strength enough for the 
high notes, even under hot stage lights, but 
are flexible enough to perform all the other 
requirements in the music. To support the 
basset horn, Suzanne Stephens uses a neck- 
strap designed and made by a student of 
the legendary Dutch bass clarinetist Harry 
Sparnaay.**** This strap attaches to the 
pants like suspenders in back and goes 
over one shoulder, offering great flexibility 
and preventing too much stress on the ver¬ 
tebrae of the neck. Stephens plays Buffet 

A (Wells B-2 mouthpiece), and bass 
(low c) clarinets. Her bass mouthpiece is a 
Vandoren B45, and she uses Vandoren 
reeds (5 for clarinet, 4 for basset horn, and 

3 1/2 for bass). She plays a Leblanc basset 
horn, but speaks very highly of the new 
Buffet basset horns. For basset horn she 
plays a Leblanc L2 mouthpiece. Michele 
Marelli plays Buffet clarinets and a Buffet 
basset horn, with a B44 Vandoren basset 
horn mouthpiece and Vandoren reeds. 

Rumi Sota-Klemm plays Wurlitzer clar¬ 
inets with a German bore but French fin¬ 
gering system and a Leblanc basset horn 
with a Vandoren B40 mouthpiece. Marcello 
Gonzales plays a beautiful set of Rossi clari¬ 
nets with hand-carved wooden thumb rests. 

Most players indicated that their current 
equipment works fine for these pieces, but 
that one must develop more flexibility, par¬ 

ticularly for the physical movements re¬ 
quired by the music. They also stated that 
for the most part they did not take any spe¬ 
cial dance or movement lessons, but just 
figured things out on their own after study¬ 
ing the scores, although they have worked 
with Suzanne Stephens or Stockhausen for 
ideas and corrections. Some pieces must be 
played partially on the floor, which means 
learning how to gracefully get up and 
down while playing! When I asked about 
possible injuries caused by supporting the 
weight of the basset horn, Suzanne replied 
that not only does this not cause injuries, 
but that in her experience the freedom and 
flexibility required by these pieces keeps 
one from being injured. She also mentioned 
improvements in her embouchure which 
resulted from working on the opening sec¬ 
tion of HARLEKIN, which demands very 
flexible soft playing in the upper register. 

Since my return from Germany, I have 
been experimenting with my students by 
having them move about the room when 
playing scales or traditional repertoire from 
memory, and I have done the same myself. 
The result for me has been a dramatic less¬ 
ening of shoulder and right arm tension, 
and some of my students have achieved 
remarkable improvement in dynamics and 
ease of high note production; as one stu¬ 
dent said after trying to move while play¬ 
ing the Debussy Premiere Rhapsodie, "I'm 
so busy trying not to fall down or bump 
into things while spinning in circles that I 
forget to worry about the high notes and 
chord patterns and they come out!" 

One must have dance shoes and comfort¬ 
able costumes for these pieces. Suzanne and 
Rumi Sota-Klemm (also a former student 
of Hans Deinzer) wear ballet slippers dur¬ 
ing performances and practice sessions, and 
Michele Marelli bought jazz shoes for his 
performance of TRAUM-FORMEL be¬ 
cause they have small heels. Marelli men¬ 
tioned that his whole family worked to¬ 
gether to create the costume he wears for 
DER KLEINE HARLEKIN, and that his 
father painted "a metaphysical clarinet and 
something strange" on his costume. He per¬ 
forms TRAUM-FORMEL in a tux with a 
bright blue satin shirt. Rumi Sota-Klemm 
wore a white costume for her prize-winning 
performance (with synthesizer player An¬ 
tonio Perez-Abellan) of WOCHENKREIS, 
although she maintains that she will create 
another costume for future performances of 
this work for basset horn and synthesizer. 
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Indications are given in the score to assist 
the player in developing the character and 
costume for a given work. Above all, one 
should have no fear of being required to 
look good in a body suit in order to perform 
these pieces, but we'll probably all be in bet¬ 
ter shape after practicing them for awhile! 

Karlheinz Stockhausen is a deeply spir¬ 
itual man, and in his many interviews and 
lectures over the years has discussed his 
view of music as a means of advancing the 
evolution of the human spirit. There is much 
symbolism in these new scores, particularly 
those from the operas of LIGHT; however, 
even if one does not understand all these in¬ 
tricacies, there is much to be gained from 
the attempt to master the new pieces. Rumi 
Sota-Klemm describes her early experi¬ 
ences with Stockhausen's music by saying 
that at first she had no idea how good the 
music was. It was not until she struggled 
and practiced ("like a crazy person — have 
never practiced so hard in my life") and 
succeeded in bringing out the subtleties, 
mastering the tempos, articulations, dyna¬ 
mics, and notes of the scores to Stockhau¬ 
sen's satisfaction, that she realized how 
strong the pieces really were. Along with 
several other performers, Sota-Klemm 
pointed out that this experience has 
changed the way she approaches traditional 
music as well, for now she attempts to bring 
out every nuance and to study the score to 
discern exactly what the composer wants, 
whether the composer be Mozart, Brahms, 
Boulez or Stockhausen. She also mentioned 
that after learning the Stockhausen works 
she has developed much more concentration 
on the stage, which aids her performances 
of music by other composers as well. 

Marcello Gonzales, teacher of clarinet at 
San Juan University in Argentina, remem¬ 
bers hearing a recording of a piece by 
Stockhausen many years ago, but due to 
the difficulty of getting recordings and 
scores of the music in Argentina, he was 
not able to study these scores. 

Several years later, he recalls getting 
"goosebumps" when he heard Suzanne 
Stephens' recording of HARLEKIN, and he 
began to learn IN FREUNDSCHAFT on 
his own, with no recording. He determined 
that one day he would study with Stephens, 
and he has attended the Stockhausen Inter¬ 
pretive Course for two summers and con¬ 
tinues preparing IN FREUNDSCHAFT, 
AMOUR and DER KLEINE HARLEKIN. 
Gonzales mentions an improvement in his 
listening skills during months of studying 

the pieces, because one must be so particu¬ 
lar about every nuance and exactly repro¬ 
duce all the notation. 

How does one begin? Suzanne recom¬ 
mends beginning with the earlier solo pieces 
such as DER KLEINE HARLEKIN, or IN 
FREUNDSCHAFT, the latter of which has 
more limited movements. In general, peo¬ 
ple seem to memorize the notes first and 
then begin to add the movements. Rumi 
Sota-Klemm adds that after learning the 
notes, she studies the score carefully in 
order to create a conception of the charac¬ 
ter she portrays, and then everything comes 
together more easily. Stockhausen is in¬ 
tensely concerned that everyone understand 
what he is trying to do in his music, and the 
physical gestures in a score often corre¬ 
spond to changes in pitch or character 
within a piece. In his opening speech of the 
Interpretation Courses, Stockhausen said, 
'The performer is realizing a spirit. They 
sing what concerns all of us. They are not 
expressing themselves, they are not ex¬ 
pressing a poetic idea, but they are calling 
for the elements of God and for the spir¬ 
its... The instrumentalist... becomes an in¬ 
carnation of a spirit, so [for example in the 
score SIRIUS] the trumpet is the morning, 
the trumpet is east, the trumpet is the youth, 
is the bud, the trumpet is red, the trumpet is 
fire, and there are as many characteristics 
for the soprano and for the bass clarinet 
and for the bass singer. So everyone opens 
himself to become this universal spirit." 

This is a tall order. It seems to me that 
the important thing is to begin, to attempt 
this new way of making music and to be 
willing to stretch our technical, physical, 
musical and spiritual selves, even for those 
of us who may feel that we do not have the 
time, energy or resources to perfect the 
scores for public performance. This music 
seems to change people, and our limitations 
and objections may melt away as we work. 

Obviously the participants and faculty 
of the Stockhausen Courses are a self- 
selecting population, but their enthusiasm 
and dedication to this music has convinced 
me to try learning some of the scores. I 
encourage all of my colleagues to consider 
taking this step as well, and I will be inter¬ 
ested to see where our efforts take us. 

Notes 
*For a more detailed discussion of the new tech¬ 
nical requirements of Stockhausen's recent 
scores for winds, see Kathinka Pasveer's inter¬ 
view with Stockhausen in The Clarinet, Vol. 26. 
no. 1, December, 1998, pp. 64-68. 

**I would like to thank the following performers 
for taking the time to speak with me about 
Stockhausen's music: oboist Cathy Milliken 
(Australia/Germany); clarinetists Suzanne 
Stephens (U.S.A./Germany), Rumi Sota-Klemm 
(Japan/Germany), Michele Marelli (Italy), and 
Marcello Gonzales (Argentina); flutist Kathinka 
Pasveer (Holland/Germany); trumpeter Markus 
Stockhausen (Gennany); pianists Ellen Corver 
(Holland); pianist & synthesizer player Antonio 
Perez-Abellan (Spain/Germany); composer and 
sound/light projectionist Bryan Wolf (USA/ 
Germany); singers Nicholas Isherwood (U.S.A./ 
France) and Julian Pike (England); trombonist 
Andrew Digby (England/Germany); dancer Mi¬ 
chele Noiret (Belgium). 

***Scores, recordings, videos, books, and cata¬ 
logues of music by Karlheinz Stockhausen are 
available from the Stockhausen Verlag, 
Kettenberg 15, 51515 Kurten. GERMANY, 
Fax: 02268-1813. 

****Inforrnatjon about obtaining such a neckstrap is 
available from Jos Peulers, Ardinckhoek 34, 
7021 EZ Zelhem. HOLLAND. Peulers also 
makes bass clarinet suspender straps with loops 
through which a belt can pass. 
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Houston, a doctorate in clarinet perfor¬ 
mance, music history, and modern German 
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contemporary music as a Fulbright scholar 
in Germany. 

She has taught on the faculties of the 
University of Houston, University of Color¬ 
ado, Northern Michigan University, the 
University of Wyoming, and the Orpheus 
School of Music in Houston. She has 
appeared as soloist with orchestras in Ger¬ 
many, Texas, Colorado, and Michigan and 
has performed with the Houston Grand 
Opera, Central City Opera, Colorado Sym¬ 
phony and Colorado Music Festival orches¬ 
tras, and as principal clarinetist of the 
Boulder Philharmonic and Colorado Ballet 
orchestras. For the past 20 years she has 
been the clarinetist of the COLUMBINE 
Chamber Players, which she founded in 
1977. Currently she maintains a large pri¬ 
vate studio and teaches on the faculty of the 
Rocky Mountain School of Musical Arts in 
addition to freelance orchestral work. For 
the past few years she has been playing 
Native American flutes, writing poetry and 
dabbling in drawing, water color and pastel 
painting. Jungerman is a founding member 
of the Performance Art trio, "3 of 3," which 
recently premiered its new full-length pro¬ 
gram Nightx'ision at the Changing Scene 
Theater in Denver, Colorado. 
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ClarinetFest '99 

Ostend, Belgium 

The last ClarinetFest of the century, 
hosted by the Six family and Clari- 
bel, had an impressive list of inter¬ 

national performers and exhibitors and was 
held in the lovely city of Ostend, Belgium, 
on the shores of the North Sea. 

Several members of Claribel, and their 
native Belgian composers (Norbert Goddaer 
and Roland Cardon), have written this re¬ 
view of the conference for those who had 
to miss it. Before commenting on the clari¬ 
netists, we want to pay tribute to all the ac¬ 
companying musicians (pianists, strings, 
percussionists, orchestra, band...) for the 
wonderful jobs they all did. The extremely 
high level of those musicians made it al¬ 
most easy for the clarinetists to perform. 
We thank them all for their contribution to 
the festival. 

Tuesday, July 6,1999 

1:00 p.m.: Clarinet friends from all 
over the world began arriving at the Ther¬ 
mae Palace Hotel along the beach in Os¬ 
tend and Claribel was ready to show every¬ 
body a wonderful time in their home town. 
From the start of the festival, Guido Six 
wanted to set the "tone" with a fantastic 

opening day! The Six family, (and a couple 
of friends) opened after words of welcome 
from Mrs. Marina Willems (assistant mayor 
for education of the City of Ostend) and Ro¬ 
bert Spring (I.C.A. president) with Norbert 
Goddaer's (the Sound of) muSix, dedicated 
to Guido, Chantal, Bert, Jef and Tim. The 
Sixes wanted this festival to become a big 
family reunion where people listened to 
music, met old and made new friends, and 
enjoyed being in Ostend. 

The official opening recital was given 
by Dr. Robert Walzel (I.C.A. treasurer). 
Duo Con Fuoco (with Steve Glaser at the 
piano) offered a wonderful program in¬ 
cluding two premieres by American com¬ 
posers. The quality of the recital was great. 
A highlight in the program was the pre¬ 
miere of Jim Balentine's Nine Wild and 
Exotic Dances. 

For the first time in history, the tradi¬ 
tional host recital was given by a clarinet 
choir. Since their first appearance in Chi¬ 
cago (1994), Claribel has become one of 
the favorites of the festivals. Six premieres 
for clarinet choir, composed by three Fle¬ 
mish and three American composers, were 
programmed. Highlights included Dia y 
Noche (Willy Soenen) and Sketches from 

Sabine Meyer with the Flemish Radio Orchestra, Dirk Brosse, conductor, on the Closing 
Gala Evening Concert 

America (Warren Barker). Claribel gave us 
a new, refreshing program performed with 
discipline and emotion. 

The next recital was called "Friends 
from Arizona." To understand this title we 
must go back to the festival in Lubbock 
(1995) where Robert Spring invited Clari¬ 
bel to perform at Arizona State University 
in Tempe, Arizona after the festival. It was 
the best performance Claribel ever gave! 
Since then, two Arizonans became Clari- 
bel's dearest friends: Robert Spring and 
Charles Aurand. Everybody who has ever 
seen Robert Spring on stage will admit that 
he is one of the most exciting personalities 
of the clarinet today. The program he per¬ 
formed consisted of three pieces that will be 
on his next CD (Tarantelle — released this 
Fall) and Eric Mandat's SuhstrainS 'O Stra- 
taSfearS, dedicated to him. One should not 
only listen to Bob Spring, but also watch 
him during his performance. Astonishing! 

Charles Aurand (former host of Clari¬ 
netFest 1991) performed with Judy Cloud, 
soprano (Northern Arizona University-Flag¬ 
staff) and Gail Novak, piano (Tempe, Ari¬ 
zona). The wonderful voice of Mrs. Cloud 
and the nice sound of Mr. Aurand melted 
together in a less known but very beautiful 
program for clarinet, voice and piano. The 
phrasing of this trio was most impressive. 

Before having dinner, we listened to 
one of the best clarinet trios in the world, 
the Chicago Trio. The members are Julie 
DeRoche, Larry Combs and John Yeh. Their 
appearance at previous festivals was al¬ 
ways a highlight and so was this. Their en¬ 
semble playing, their pure sound and phras¬ 
ing really touched everyone in the audience. 
Larry Combs' Music for Three Clarinets 
showed us another aspect of the great tal¬ 
ent of this wonderful musician. 

The Band of Guides played the final 
concert in the ClarinetFest in Ghent (1993) 
and now performed for the Opening Gala 
Evening at the Grand Auditorium of the 
Casino. Alain Mertens, E^ player in the 
Band of the Guides, surprised the audi¬ 
ence more (than 1,000) with a superb per- 

Page 58 The Clarinet 



Marcus El ex Michele Gingras Ricardo Morales 

formance of the 3rd Concerto by J.M. 
Molten The clarinet section of the Band 
accompanied him without a conductor. 
Marc Steckar's Quatre Vagues d'Ebene 
beautifully played by the Quatuor 5RV 
(Vandoren company) was an important 
addition to the repertoire. Next was 
Norbert Goddaer's Concerto in C Minor 
premiered by Eddy Vanoosthuyse. This 
four-movement concerto has many tricky 
things and needs much rehearsal for both 
parts. A highlight of the evening was Three 
Brazilian Sketches by Nelson Ayres. This 
contemporary piece with a Latin influence 
for two bass clarinets and band was very 
exciting and challenging for soloists and 
ensemble. Henri Bok and Luis Afonso did 
a wonderful job and got a standing ovation 
for their performance. 

Roland Cardon is one of Claribel's home 
composers and was commissioned to write 
a concerto for this evening. Robert Spring 
gave it a tremendous virtuoso interpreta¬ 
tion. The famous American composer. 
Warren Barker, has been a very good friend 
of the Six family for many years. His new 
Concerto was premiered by Robert Walzel. 
The superb band of the Guides, combined 
with the talent of Bob, guaranteed a great 
musical moment. 

The Band of the Guides has one of the 
best clarinet sections in the world and 
ClarinetFest 1999 was a unique occasion 
to show this to an international audience. 
The performance Bob Spring and the en¬ 
tire clarinet section gave of The Carnival of 
Venice (Salieri/Strange) will be remembered 
for a long time. The concert ended with the 
March of the Guides. This was the official 
signal to move towards the Claribeer bar 
located in the next room. Finally, after 
months of waiting we could have a taste of 
the Claribeer, and it tasted ...great. The 

(Sketches by Marco Weber, 

Seiji Yokokawa 

beer was of the same standards of the per¬ 
formances we had that day: superb, unique 
and so refreshing! 

Wednesday, July 7,1999 

The second day of the festival opened 
with "Oriental Greetings" featuring Song 
Tu and Im So Lee. Both clarinetists repre¬ 
sented the clarinet world of their country 
in a way they can be proud. Their detail 
and precision combined with a very beau¬ 
tiful clarinet sound was wonderful and 
extremely enjoyable. 

Next Gregory Smith (Chicago Sym¬ 
phony) premiered Leonard Duarte's Con¬ 
certo for Clarinet. The Concerto is a very 
difficult but wonderful piece that will 
hopefully be performed often in the future. 
Greg Smith and Read Gainsford (piano) 
were great! Floyd Williams performed Le 
Tombeau de Ravel by Arthur Benjamin and 
other works by Australian composers. 
Floyd is very well-known in the clarinet 
world and once more he did a great job at 
his recital. 

The 11:00 a.m. recital was a mixture of 
American and European performers with 

Ziirich, Switzerland) 

Patricia Kostek 

sr 

Freddy Art eel 
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Alain Mertens, E1* clarinet soloist, with the Band of the Guides on the Opening Gala Concert 
at the Casino Kursaal 

Keith Koons playing very smoothly in 
Hommage a Klose by Damase. Freddy 
Arteel performed the Trio Pathetique by 
Glinka and Hans Rudolf Stalder surprised 
the audience with a program on different 
instruments playing pieces from different 
styles. It does not happen very often that 
performers get the chance to hear Mes- 
siaen's Quatuor Pour la Fin du Temps. 
Marcel Ancion, I.C.A. chairman for Bel¬ 
gium and one of the godfathers of the 
clarinet in our Belgium, gave the perfor¬ 
mance of this unique piece an unbeliev¬ 
able dimension. 

"Buffet-Crampon Matinee" featured 
two Buffet artists with a worldwide repu¬ 
tation: Antonio Saiote is a wonderful, sen¬ 
sitive artist who knows how to control the 
sound of the instrument in a superb way. 
Seiji Yokokawa is a great clarinetist with 
fine technique. 

Ensembles had a very important place 
in this festival, and the second part of the 
afternoon was always reserved for ensem¬ 
bles. The Wiirlitzer Trio from Holland pre¬ 
sented a very nice program. The high 
quality of the Wiirlitzer clarinets com¬ 
bined with the musical talent of the trio 
were highly appreciated by the audience. 
Next was a performance of the Quatuor de 
Paris. The hosts of ClarinetFest 1996 en¬ 
tertained the audience with a wonderful 
program. It was fun for both the audience 
and the performers. 

The clarinet choirs of the De Paul Uni¬ 
versity (Chicago) and the Lemmens Insti¬ 
tute (Belgium) closed the musical activi¬ 

ties of that day in the Thermae Palace. Both 
ensembles have very fine and talented per¬ 
formers. The De Paul Choir, playing with¬ 
out a conductor, gave a tremendous per¬ 
formance and ended with Tempisne Edax 
Re rum composed by Jennifer Stevenson, 
one of the members of the ensemble. 

Guido Six offered a gala evening to the 
major sponsors of this festival. He knew that 
they all would bring their best to show. The 
Buffet-Crampon Gala Evening brought to¬ 
gether Robert Spring, Harry Spamaay, Phi¬ 
lippe Cuper, Jan Guns, Antonio Saiote and 
Guy Deplus! Highlights included: Philippe 
Cuper in Bacri's Trio, the Walter Boeykens 
choir, Antonio Saiote and Robert Spring in 
their performances of the Weber Concer¬ 
tino and Norbert Goddaer's Paganinesque 

and Ann Boeykens, together with her fa¬ 
ther, in the Mendelssohn Concertpiece. It 
was the first time the Walter Boeykens 
choir had performed at a ClarinetFest and 
many people enjoyed the wonderful sound 
of the group. 

Thursday, July 8,1999 

The Clarinet Choir of the University of 
Oklahoma was honored to have Mr. Paul 
Breyne, Governor of the Province of West 
Flanders, in the audience. David Etheridge, 
host of ClarinetFest 2000, gave a nice 
program featuring Joszef Balogh as 
soloist in Zigeunerweise, Op. 20 by Pablo 
de Sarasate. In the next recital Krzyzstof 
Klima featured his 15-year-old son per¬ 
forming on a couple of pieces, which he 
did very well. Valdemar Rodriguez from 
Venezuela played an all-South American 
program. The next recital featured Howard 
Klug and Ricardo Morales. Klug's perfor¬ 
mance of Andante et Allegro by Ernest 
Chausson, and Ricardo Morales' interpre¬ 
tation of the first Brahms Sonata were 
highlights, as well as Michael Kibbe's 
Serenade, Op. 131 for two clarinets. 

After lunch, Luigi Magistrelli opened the 
afternoon session with a wonderful Italian 
program. The sound, the phrasing, and the 
intonation of this clarinetist were wonder¬ 
ful. The Selmer Matinee was a real French 
recital with graduates from the French school 
of clarinet playing (Philippe and Martine 
Leblanc, Sylvie Hue, Baennann Sextuor, 
Ensemble Clarinote). Nice sounds, amazing 
technical skills and a very nice balance of 
the ensembles were the main ingredients 
of this wonderful concert. Roger Boutry's 

Taking hows after a peiformance of Messiaen 
Manouilov, pianist Maya Traikova, clarinetist 

's Quatuor pour la fin de temp: violinist Peter 
Marcel Ancion, and cellist Kirsten Andersen 
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Harry Sparnaay on the Buffet-Crampon 
Gala Evening Concert 

Rhapsody and the performance of the Baer- 
mann Sextuor were the highlights. 

The next concert was performed by the 
hosts of ClarinetFest 1996 and 1997. Guy 
Deplus does not need any introduction in 
the clarinet world (and beyond). This gen¬ 
tleman of the clarinet let us enjoy his tal¬ 
ents in music by Milhaud, Schumann, Ra¬ 
vel and Bousquet. The Texas Clarinet Con¬ 
sort entertained us with a very amusing pro¬ 
gram of American composers. This ensem¬ 
ble is also a real ambassador of the clarinet 
and tries to convince everybody that play¬ 
ing music is and should always be fun. 

The end of day three at the Thermae 
Palace featured again two clarinet choirs. 
The Texas Tech University Clarinet Choir 
of Lubbock (U.S.A.), conducted by Robert 
Walzel, is a very well-balanced ensemble 
with many very talented performers. What¬ 
ever music they play, it always sounds great. 
Bach, Mendelssohn (with Raphael Sanders 
and Lisa Argiris as soloists), Grainger, Res- 
phigi — everything was beautiful. The 
Tokyo Clarinet Philharmony performed for 
the first time at a ClarinetFest and hopefully 
it will not be the last. Their great sounds 
and an amazing technique allow them to 
play all kinds of music. Fantastic! 

The Selmer Gala Evening opened with 
Jacques Di Donato and Isabelle Duthoit in 
a very contemporary half hour of music. 
Next, Jan Jacob Bokun of Poland gave a 
very nice performance of Malcolm Arn¬ 
old's Sonatina followed by the Quatuor de 

Bordeaux with a jazzy-like program includ¬ 
ing "Indiana" and "Daisy." Sylvie Hue, 
principal clarinet of the Garde Republi- 
caine, premiered a new trio for clarinet, 
piano and saxophone by Alain Margoni. 
The two Japanese pieces for clarinet solo 
allowed Itakura Yasuaki to show his talents 
to the audience. Again the Baermann Sex¬ 
tuor won the hearts of all of us with Rikudim 
and II Convegno. To end this Selmer Gala 
Evening, Jerome Selmer invited all the per¬ 
formers and attendants who play on a Sel¬ 
mer instrument to join the Ensemble Clari- 
note in a 15-minute program. 

Friday, July 9,1999 

Norbert Goddaer, the most performed 
composer of this ClarinetFest, always says 
that he prefers to listen to young talented 
musicians than to older performers be¬ 
cause of the feeling of youth they show in 
their playing. So he certainly had to be pre¬ 
sent on Friday at 8:30 a.m. for the recital 
given by four former students of Robert 
Spring. The program they presented was 
much inspired by their former teacher 
(Mandat, Komives and Goddaer) and was a 
splendid opener for this fourth festival day. 
Lisa Oberlander, Scott Wright, Allison 
Storochuk and Kelly Johnson did a won¬ 
derful job and have a nice future ahead. 

For many years, Guido has had a spe¬ 
cial relationship with Texas because he 
believes that Texans are very similar to the 
people of West Flanders in Belgium. They 
work hard, enjoy life (and the Belgian 
beer) and always try to bring perfection 
into their activities. And this is what John 
Scott, Raphael Sanders, James Gillespie, 

Luigi Magistrelli and pianist Sumiko Hojo 
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Guy Deplus accepting the I.C.A. Lifetime 
Achievement Award presented by Robert 
Spring 

Doug Storey and Gary Whitman did in 
"Greetings from Texas." All members of 
the Texas Clarinet Consort, they had the 
opportunity to show their individual tal¬ 
ents. It was a recital of supreme sound 
quality, smooth virtuosity, romantic phras¬ 
ing, and superb musicality. 

The last recital of this Friday morning 
also featured American performers. Boz- 
za's Bucolique, one of the French standard 
pieces of this century, was performed by 
former I.C.A. president Charles West. Past- 
president Alan Stanek gave us a very sensi¬ 
tive performance of the Trio in & Major by 
Jeanne-Louise Farrenc in which his co-per¬ 
formers, Read Gainsford (piano) and Ste- 
faan Craeynest (cello) showed their enor¬ 
mous musical talent. Michele Gingras sur¬ 
prised the audience with some Klezmer 
music. The program she played with Joss 
Mosh at the piano was real publicity for 
this kind of music. 

"Greetings from London" was the open¬ 
ing recital for the afternoon and featured 
Linda Merrick and David Campbell. Ms. 
Merrick is becoming a real star in contem¬ 
porary music using a lot of electronics. The 
whole performance was greatly appreciated 
by the audience. David Campbell is a fine 
chamber musician who is worldwide 
renown for his playing. This reviewer per¬ 
sonally likes Mr. Campbell most when he 
performs with strings and this is what he 
did in Ostend. Michael Berkeley's Clarinet 
Quintet and Joseph Horovitz' Diversions 
on a familiar theme were performed with 
the Bingham String Quartet. In Tibet by 
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Members of Claribel and other ClurinetFest staff members being recognized at the final Clos¬ 
ing Gala Concert 

Charles Camilleri, Godfrey Mifsud, a 
young clarinetist from Malta, was featured 
with David. 

Luxemburg is one of the smallest coun¬ 
tries in the world but it also has some fine 
clarinet performers. Marcel Lallemang 
sounded wonderful in the Sonate, Op. 45 
by Wassili Lobanov. Since Joszef Balogh's 
first appearance at ClarinetFest 1993 
(Ghent, Belgium) he has become one of 
the big attractions for many clarinet events 
all over the world. He is a wonderful per¬ 
son who really promotes the clarinet. As 
musical ambassador of his country he per¬ 
formed an all-Hungarian program that was 
highly appreciated by the audience. 

The "Ladies Recital" featured Eva Was- 
serman, Patricia Kostek and Maurita Mead. 
Mrs. Wasserman performed a program with 
much warmth and conviction. Patricia Kos¬ 
tek was very lyrical and showed her musi¬ 
cal flair in a varied program. Maurita Mead 
has great technical skills and presented a 
program of Brazilian works in her own 
personal way. 

The Piet Jeegers Clarinet Choir is one 
of the only professional clarinet choirs in 
the world and performs at an extremely 
high level. It is a wonderful ensemble with 
an amazing technical precision, superb 
musicality and a wonderful sound. 

The fourth evening concert opened with 
the Massed Choirs of ClarinetFest 1999 
featuring the clarinet choirs of De Paul, 
Texas Tech, Oklahoma, Tokyo, Jeegers, 

Claribel and some attendants who wanted 
to join for this special event. Richard 
Strange, Director Emeritus of Bands at 
Arizona State University, was invited to 
conduct the ensemble in Rocky Mountain 
Rising (J. Spaniola), Clownery for Clari¬ 
nets (H. Stalpers) and Stars and Stripes. 
Warm applause was given to them by the 
large audience (more than 900). 

The Collegium Instrumentale Brugense 
is undoubtedly one of the best chamber en¬ 
sembles in the world. Two world premieres 
and the very difficult Copland Concerto 
were programmed. Patrick Peire, the con¬ 
ductor, and his ensemble did a wonderful 

job in accompanying Christopher Jepper- 
son (Evocations by James Cohn), Philippe 
Cuper (Concerto by Nicolas Bacri) and 
Jon Manasse (Copland Concerto). The two 
last performers got a standing ovation from 
the audience. The Bacri piece is an impor¬ 
tant addition to the repertoire and hopefully 
will be performed many times in the future. 
After the intermission, Eddie Daniels en¬ 
tertained for about one hour with a marvel¬ 
ous Belgian jazz trio (Marc Matthijs, piano; 
Bart Denolf, bass; Toni Gyselinc, drums). 

Saturday, July 10,1999 

The Flemish Ebony Quartet opened Sa¬ 
turday with a quartet by the Belgian com¬ 
poser Roland Coryn. It is a very difficult 
piece that is very demanding for both per¬ 
formers and audience. The four talented 
performers did a great job playing this 
piece in a remarkable way. Robert Riseling 
from Canada is a sensitive musician who 
impresses with his nice phrasing. Norbert 
Goddaer's Aubade especially pleased the 
audience. Ingolf Dahl's Sonata da Camera 
is not well-known in Europe and was per¬ 
formed by Michael Galvan, professor at 
Ithaca College. His warm sound and nice 
technique contributed to a very fine perfor¬ 
mance of this piece. Kjell-Inge Stevensson 
has performed at previous festivals and is 
always in for something special. This time 
he asked the audience to participate in a lit¬ 
tle quiz when he performed his own Sou¬ 
venir de /'Opera. People were asked to 
write down all the titles of the opera 
melodies they recognized in this medley. 
Einar Johannesson, a fine musician from 

David Campbell with the Bingham String Quartet 
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Guido Six conducting the massed clarinet choirs of ClarinetFest 1999 

Iceland, is a tremendous performer. He 
shows great musical ity and a complete con¬ 
trol of the instrument. Marcus Eley's 
impressive recital included Lateef's Sonate 
and Moore's Night Fantasy. Like Robert 
Spring and Joszef Balogh — performers 
you also must see at work — Jean Michel 
Bertelli, a French Yamaha endorser, is at 
his best when performing charming music 
like the Finzi Concerto and the Farkas 
Popular Roumanian Dances. The subtle 
way of dealing with little things in the mu¬ 
sic is one of the strongest points of Jean Mi¬ 
chel who gave an outstanding performance. 

Past-president of I.C.A., Gerry Errante, 
is one of the world's leading clarinetists in 

Belgian composer Norbert Goddaer, the 
most performed composer of the week 

contemporary music, using new technolo¬ 
gies and electronics. A ClarinetFest would 
not be complete without a performance by 
him. Errante gave a very interesting pro¬ 
gram that opens a lot of possibilities for 
future clarinet playing. Jonathan Cohler's 
recital showed us again the talents of this 
American artist. His warm sound and great 
virtuosity were greatly appreciated by the 
audience, especially in Milhaud's Scara- 
monche. Italy, famous for its outstanding 
clarinet players, was represented by the 
Quartetto Martesana. The four members all 
have a wonderful technique and a superb 
sound which reflected in the expression they 
put in the music. The audience appreciated 
L'histoire du Tango by Astor Piazzolla. 

There are many clarinet trios all over the 
world but there is only one Trio di Clarone. 
The perfection of the performances of this 
ensemble was reflected in two Mozart ar¬ 
rangements for three basset horns. 

The last Gala Evening organized by a 
sponsor was the Leblanc Gala Evening that 
took place at the Thermae Palace Hotel. 
The first part featured chamber music with 
Andrew Roberts from England, Richard 
Hawkins from the U.S., Vladimir Fiskov 
from Ukraine and Corrado Giufreddi. Mr. 
Giufreddi is an Italian performer of inter¬ 
national level who appeared for the first 
time at this festival. Eddy Vanoosthuyse 
conducted the Leblanc Clarinet Ensemble 
in the second part of the concert and accom¬ 
panied Eddie Daniels and Corrado Giu¬ 
freddi in II Convegno. John Scott and James 
Gillespie gave us a wonderful interpreta¬ 
tion in a superb arrangement of Krommer's 
Double Concerto (arranged with clarinet 
choir accompaniment by Dennis Fisher). 
Leslie Bassett's Six Duets were played by 

Julie DeRoche and Larry Combs. Larry 
gave us a surprise with Eddie Daniels in an 
improvised jazz duet. Csardas by Monti 
and Perpetual Motion by Paganini were 
perfect pieces to show the talent of all the 
members of this wonderful ensemble. 

Sunday, July 11,1999 

Many Flemish performers were sched¬ 
uled for the final day of ClarinetFest 1999. 
Two young international competition win¬ 
ners opened the series with dazzling per¬ 
formances. Nicholas Baldeyrou (France) 
and Antonio Montesinos (Spain) are names 
to remember as they will certainly have a 
great career. Nineteen-year-old Nicholas 
gave a very virtuosic performance of Mes- 
sager's Solo de contours and Antonio 
moved everybody with his lyrical approach 
to Schumann's Three Romances. Klarika- 
tesse performed Liber Tango by Astor Pia- 
zolla with the arranger of the piece, Ronny 
Verbiest, playing the accordion. Bianca 
Vandemaele, professor at the Ostend Con¬ 
servatory, played pieces by Prinz and 
Stekke, and Tamara Cuypers, a Claribel 
member and now studying with Robert 
Spring at Arizona State University, per¬ 
formed the Brahms Trio. Both young la¬ 
dies made us proud to be Flemish, as did 
the Arghul Quartet in the next recital. This 
ensemble performs with fine ensemble 
playing and nice musicality. 

Two big names in the history of the 
clarinet ended this morning session. Walter 
Boeykens performed the Brahms Quintet. 
For this special occasion Boeykens had 
invited his own ensemble to play with him. 
The British Clarinet Ensemble was formed 
a couple of years ago and performed for 
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the first time at a ClarinetFest with an all- 
British program that was well received by 
the audience. Charles Hine is a fine con¬ 
ductor who works hard to bring the ensem¬ 
ble to the highest possible level. 

A huge crowd showed up for the 2:00 
p.m. recital as one of the most famous 
instrument makers of today, who also plays 
on his instruments, was scheduled. Luis 
Rossi presented a wonderful recital of a 
very high musical level. Especially memo¬ 
rable was his unique performance of the 
Stanford Fantasy No. 1 with the Arco Ba- 
leno String Quartet of Belgium. The same 
quartet played the winning piece for clar¬ 
inet quintet of the Composition Contest of 
the City of Ostend. written by Standford. 
This piece was premiered by Hedwig 
Swimberghe, second clarinet of the Flemish 
Radio Orchestra and professor at the Brus¬ 
sels Conservatory. Mr. Standford was in 
the audience. Britain's Victoria Soames 
might be the only clarinetist to have her 
own CD label. She impressed the audience 
with her interpretation of the Copland 
Sonata. 

The Flemish Quartet and the Caracas 
Clarinet Quartet were scheduled to end all 
the musical activities at the Thermae Palace 
Hotel. Those two young ensembles gave 
what we expected from them after having 
heard them on previous occasions — a 
dazzling show with fantastic clarinet play¬ 
ing, young musical power and lots of 
humor. You have to see them because it is 
so difficult to review in words. Like my co¬ 
authors of this review already said, music 
must be fun, and that is exactly what those 
two ensembles stand for. 

Eddy Vanoosthuyse and tin Lthlanc Benelux Clarinet Choir on the Leblanc Gala Evening 

After this final recital at the Thermae 
Palace Hotel, the Embassy of Chili had a 
surprise for the audience. To honor the 
work of Luis Rossi, they organized a wine 
tasting with wine from their country. This 
gesture was greatly appreciated by all of us. 

The final Closing Gala concert was a 
summary of ClarinetFest 1999. Guido and 
his crew presented new and established 
performers, new and standard repertoire, 
extremely high level of performances, and 
a lot of fun. The last concert had it all: a 
wonderful orchestra conducted by the tal¬ 
ented Dirk Brosse, in Bernstein's Candide, 
three new pieces commissioned for this big 
final concert, Henk Soenen premiering his 
father's new Concerto; Howard Klug pre¬ 
miering Norbert Goddaer's Cool Inven¬ 
tions and Eddy Vanoosthuyse premiering 
Dirk Brosse's War Concerto. Both per¬ 
formers and composers let us enjoy their 

musical talents and skills. Standard reper¬ 
toire was performed by Walter Boeykens 
(Rossini, Introduction, Theme and Varia¬ 
tions), Ricardo Morales (Weber Concerto 
No. 2) and Sabine Meyer (Giampieri, Fan¬ 
tasia di Concerto Rigoletto). 

ClarinetFest 1999 is over. Those who 
attended it went home with a happy feeling 
to have been present at a truly international 
event. Those who did not attend will cer¬ 
tainly hear echoes of it from their friends. 
A huge thank you to Guido Six, his family, 
and Claribel Clarinet Choir for presenting 
a wonderful festival of music, friends, beer 
and chocolate in Belgium. 

About the Authors... 

Roland Cardon and Norbert Goddaer 
are two Flemish composers who have writ¬ 
ten a great deal for Claribel and who are to 

Philippe Cuper with the Collegium Instrumentale Brugense, conducted by Patrick Peire, performing the world premiere of Nicholas 
Bacri \s Concerto 
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The De Paul University Clarinet Choir 

Victoria Soames 

be considered members of the clarinet 
family. Eight Claribel members also added 
to this review. 

Addendum: Our "Create Your Own 
CD" project was very successful as people 
could create a CD with their favorite pieces 
from every concert. All of the recorded 
pieces are listed immediately following 
this article for everyone to see the reper¬ 
toire performed at ClarinetFest 1999. It is 
still possible to order CDs. Send Guido a 
list of pieces (use the code in the left col¬ 
umn) and ask him for more details. Guide's 
address is on page 3 of the magazine. 

Works Performed 

at ClarinetFest '99 

Opening — 1:30 p.m. (CD901) 
0001 muSix, GODDAER Norbert 
Souvenir from ClarinetFest 1997 (CD901) 
0002 Nine Wild and Exotic Dances, 

BALANTINE James 
0003 Dance Suite, NELSON Robert 
0004 Sonata: Dance, BAKER David 

/Z?.: mB m 
On the "Greetings from Ostend" recital were Klat ikatesse: clarinetists Frank Marker, Eric 
Jonghmans, Filip Vanhoutte, Jef Vandenhulcke, accordionist/arranger Ronny Verbiest and 
bassist Frank De Laet 

Eddie Daniels and Larry Combs after their 
impromptu jazz duet 

0005 Klez Muzik, SARGON Simon 
Claribel Welcomes the World — 2:45 p.m. (CD902) 
0006 Three Shortys, CARDON Roland 
0007 Caprice, COHN James 
0008 Theme and Dance, GODDAER Norbert 
0009 Sweet Light's Reflection, SPANIOLA Joseph 
0010 Dia y Noche, SOENEN Willy 
0011 Sketches from America, BARKER Warren 
Friends from Arizona — 4:15 p.m. (CD903) 0012 

Allegro molto vivace, MENDELSSOHN Feli, 
0013 SubtrainS 'O StrataS fearS, MANDAT Eric 
0014 Scherzo — Tarantella, WIENIAWASKI Anton 
0015 Aus Tiefer Not, WELLS Thomas 
0016 The World is Mad, HEAD Michael 
0017 Aus Fliigeln des Gesanges, LACHNER Franz 
0018 Three Songs of Innocence, COOKE Arnold 
Chicago Trio — 5:30 p.m. (CD904) 
0019 Trio Op.8, No.3, BOUFFIL Jacques 
0020 Five Episodes for Three Clarinets, 

WESTERBERG Kurt 
0021 Julie and the Two Boys, PRINZ Alfred 
0022 Trio for B*, A and Bass, BAMERT Matthias 
0023 Music for Three Clarinets, COMBS Larry 
Opening Gala — 8 p.m. (CD90 2cd!!) 
0024 Concerto for E' Clarinet, 

MOLTER J. Melchior 
0025 Quatre Vagues d'Ebene, STECKAR Marc 
0026 Concerto in c minor, GODDAER Norbert 
0027 Three Brasilian Sketches, AYRES Nelson 
0028 Concerto, CARDON Roland 
0029 Concerto, WARREN Barker 
0030 The Carnival of Venice, 

SALIERI/STRANGE R. 
0031 March of the le Regiment o/t Guides, 

BENDER Valentin 
Oriental Greetings — 8:30 a.m. (CD906) 
0032 Sound of Parmiar, HU Bijing 
0033 Sonata. BERNSTEIN Leonard 
0034 Premiere Rhapsody, DEBUSSY Claude 
0035 Rhapsody, OSBORNE Willson 
0036 Korean Essay, PAiK Seungwoo 
0037 First Solo for Clarinet. ROMERO Antonio 
Recital — 9:45 a.m. (CD907) 
0038 Concerto, DUARTE Leonard 
0039 Ulpirra, EDWARDS Ross 
0040 Le Tombeau de Ravel, BENJAMIN Arthur 
0041 Tango, VELLA Richard 
0042 Monolog No. 3, KOCH Erland v. 
0043 Allegro Appassionato, DVORAK Antonin 
0044 Variations, WEBER Carl Maria von 
Recital — 11 a.m. (CD908) 
0045 Hommage a Klose, DAMASE Jean-Michael 
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Isabelle Duthoit and Jacques Di Donato on the Selmer Gala Evening Concert 

0046 Basso Ostinato, SHCHEDRIN/MJULBERG 
0047 Comma, BERIO Luciano 
0048 Choral with Variations, EYCK Jacob, van 
0049 Mosaik for Clarinet Solo, 

LEHMANN Hans Ulrich 
0050 Linoi for Basset Clarinet in A, 

BIRTWISTLE Harrison 
0051 Lia's Kon, GISTELING Elias 
0052 Trio Pathetique. GLINKA Mikhail 
Quatuor pour la fin du temps — 1:30 p.m. (CD909) 
0053 Quatuor pour la fin du temps, 

MESS1AEN Olivier 
Buffet-Crampon Matinee — 2:45 p.m. (CD910) 
0054 Aria, SANTOS Joly Bruga 
0055 Solo de Concours, RABAUD Henri 
0056 Time Pieces, MUCZYNSKI Charles 
0057 4 Pieces in Bird Shape, YOSHIMATSU T. 
0058 Un Miroir Casse, YOKOKAWA Seiji 
0059 Sonata, POULENC Francis 
Clarinet Ensembles — 4:15 p.m. (CD911) 
0060 Divertimento No. 2, MOZART 
0061 Variations on a theme by I.J.Pleyel, 

KROMMER Franz Vincenz 
0062 Malinconia, YSAYE Eugene 
0063 Tre Pezzi, LOEVENDIE Theo 
0064 Woodwind Revels, ENDRESEN R.M. 
0065 Entrees, DESPORTES Yvonne 
0066 Variations on a theme by Gluck, 

HUMMEL Johann Nepomuk 
0067 Tableaux d'enfance, 

KATCHATURIAN Aram Hitch 
0068 Traveling, TRUILLARD Robert 
0069 Benit soit-il, BALSAC Jean Claude 
Clarinet Choirs — 5:30 p.m. (CD912) 
0070 A Quiet Place, 

CARMICHAEL/COMBS Larry 
0071 Canonic Suite — Deciso, CARTER Elliot 

0072 Monochrome III, SCHICKELE Peter 
0073 Tempusne Edax Rerum, 

STEVENSON Jennifer 
0074 Andante, MOZART/THILDE Jean 
0075 Cyclic Harmony, BULLARD Alan 
0076 Pets, HARVEY/STIJNEN Jo 
0077 Chorale and Dance, NELHYBEL Vaclav 

Buffet Crampon Gala Evening — 8 p.m. 
(CD913 2cd!!) 

0078 Round of the Goblins, BAZZINI 
007 9 for Bass Clarinet, WESLEY-SMITH 
0080 Im Vokston, BACRI Nicolas 
0081 Disco Toccata, CONNESSON Guillaume 
0082 Five Bagatelles, PARKER Philip 
0083 Tango from Benvenuta, DEVREESE Frederic 
0084 Trio Pathetique, GLINKA Mikhail 
0085 Fantasia & Fugue, BACH Johann Sebastian 
0086 Concertino, WEBER Carl Maria von 
0087 Concert Piece No. 2, MENDELSSOHN Felix 
0089 Paganinesque, GODDAER Norbert 
Up to ClarinetFest 2000! — 8:30 a.m. (CD914) 
0090 Divertimento No. 1, KV 135, MOZART 
0091 Toccata and Fugue in D Minor, 

BACH/SMITH Jerry Neil 
0092 Four Etudes for Clarinet Choir, 

HENNAGIN Michael 
0093 Send in the Clowns, 

SONDHEIM/SMITH Jerry Neil 
0094 Zigeunerweisen, opus 20, 

SARASATE Pablo de 
0095 Summertime, GERSHWIN/SMITH Jerry Neil 
0096 Dodecaphonic Essay, DELBORGO Elliot 
Recital — 9:45 a.m. (CD915 without Klima!!) 
The pieces played by Krzysztof Klima are not 

available on CD! 
9999 Thema con Variazione, FRAN^AIX Jean 
9999 Dance Preludes, LUTOSLAWSKI Witold 
9999 Prelude, PENDERECKI Krzysztof 
0097 Tonada y Cueca. GUASTAVINO Carlos 
0098 Fantasia, VILLA-LOBOS Heitor 
0099 Contradanza, de RIVERA Paquito 
0100 Vals Venezolano, LAURO Antonio 
Recital — 10:45 a.m. (CD916) 
0101 Beyond Dancing, ZONN Martin Paul 
0102 Sonate, GENZMER Harald 
0103 Andante et Allegro, CHAUSSON Ernest 

Clarinetist Henk Soenen, composer Willy Soenen, and the Flemish Radio Orchestra con¬ 
ducted by Dirk Brosse after the world premiere of Soenen's Concerto on the Closing Gala 
Evening Concert 
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0104 Fantasia on The Opera "La Traviata" by 
Giuseppe Verdi —Andante/Allegro/Allegretto 
Scherzando/Andante con espressione/Allegro 
Brillante, LOVREGLIO Donate 

0105 Sonate in f minor, opus 120, nr. 1, 
BRAHMS Johannes 

0106 Meeting, PRINZ Alfred 
0107 from Serenade, opus 131, KIBBE Michael 
Greetings from Italy — 1:30 p.m. (CD917) 
0108 Sonata, SCIROLI Gregorio 
0109 Serenata, CAVALLINI Ernesto 
0110 Two Aforisms from Mozart's Requiem, 

LAZZONI Stefano 
0111 Una voce poco fa, ROSSINI Giaochino 
Matinee Selmer — 2:45 p.m. (CD918) 
0112 Sonate for B* and A clarinet, 

POULENC Francis 
0113 Sur Trois Peintres Flamands, 

MARGONI Alain 
0114 Rhapsodic, BOUTRY Roger 
0115 Tango — Guaracha, MORTON Gould 
0116 Cortege Burlesque, CHABRIER Emmanuel 
0117 Farce Funebre Informe, CROUSIER Claude 
0118 Charlie, TROTOUX Jean-Marie 
Souvenirs from ClarinetFest 96 & 97 (CD919) 
0119 Sonatina, MILHAUD Darius 
0120 Fantasiestiicke op. 73, SCHUMANN Robert 
0121 Piece en forme de Habanera, 

RAVEL Maurice (G.Hamelin) 
0122 Solo de Concours, BOUSQUET Francis 
0123 Overture, DEAN Paul (not performed) 
0124 Blues for Stephanie, HOLT Darrell 
0125 Spirituals, arr. James BALENTINE 
0126 Little Suede Shoes, PARKER C/Rick Stitzel 
Clarinet Choirs — 5:30 p.m. (CD920) 0127 
Fugue in g minor, BACH/Elton CURRY 
0128 Concert Piece # 1, 

MENDELSSOHN/Ronald SCOTT 
0129 Australian Up — Country Tune, 

GRAINGER/Fred J.ALLEN 
0130 Dances, Suite #2, 

RESPHIGI/ Michael BOONE 
0131 Mississippi Rag, 

KRELL/Arthur FRACKENPOHL 
0132 Overture "The Barber of Sevilla" (1816), 

ROSSINI Giaochino 
0133 Clarinet's Spring, MIKI Minoru 
0134 Golligwog's Cake-Walk, DEBUSSY Claude 
0135 Adagio Cantabile from Piano Sonate nr. 8 

(Pathetic) (1797-8), BEETHOVEN 
0136 Holberg Suite opus 40, GRIEG Edvard 
Selmer Gala Evening — 8 p.m. (CD921 2cd!!) 
0137 .Impro.Souffle, Di DONATO/DUTHOIT 
0138 Domaines, BOULEZ Pierre 
0139 Hep!, APERGHIS Georges 
0140 kO LHO, SCELSI 
0141 Harmonic, APERGHIS Georges 
0142 Esprit Rude, Esprit Doux, CARTER Elliot 
0143 Hoquet, APERGHIS Georges 
0144 kO LHO, SCELSI 
0145 From the Shadow to the Night, 

VAJDA Gergely 
0146 The Wind from the Sea, GRUNZIEN Jacek 
0147 Sonatina, ARNOLD Malcolm 
0148 Suite Hellenique, ITURRALDE Pedro 
0149 Tres Palabas, FARRES/RANGUIN 
0150 Indiana, arr. HOLCOMBE Bill 
0151 Daisy, BOTH Heinz 
0152 Indifference, COLOMBO & MURENA 
0153 Rhapsodic (excerpt), BOUTRY Roger 

0154 Sur Trois Peintres Flamands, 
MARGONI Alain 

0155 Clarinet Solitude, YAUSA Joji 
0156 Renga, KITAZUME Michio 
0211 Rocky Mountain Rising, SPANIOLA Joseph 
0212 Clownery for Clarinets, STALPERS Harry 
0213 Stars and Stripes Forever, 

SOUSA John Philip 
Vandoren in Concert (CD930 without Manasse!!) 
0214 Evocations, Op. 75, COHN James 
0215 Concerto, BACRI Nicholas 
9999 Concerto, COPLAND Aaron 
The piece played by Jon Manasse is not available 

on CD! 
Jazz at the Casino 
9999 Recording not available 
Good Morning Saturday — 8:30 a.m. (CD931) 
0216 Clarinet Quartet. Op. 31b, CORYN Roland 
0217 Aubade, GODDAER Norbert 
0218 Hommage a Manuel de Falla, KOVACS Bela 
0219 Two Movements, WEINER Leo 
0220 Sonata da Camera, DAHL Ingolf 
North European Recital — 9:45 a.m. (CD932) 
0221 A Fauns Luncheon, DAHL Viking 
0222 Souvenir de I'opera, 

STEVENSSON Kjell-Inge 
0223 Blik (Reflection or Gleam), MASSON Askell 
0224 Le Reve, MOLLER Iwan 
0225 Untitled, THORKELSDOTTIR Mist 
Rico in Concert — 10:45 a.m. (CD933) 
0226 Episodes, BATISTE Alvin 
0227 Parenthetically, DAVIS Anthony 
0228 Coty, HILLIARD Quincy 
0229 Sonate for clarinet and piano, LATEEF Yusef 
0230 Night Fantasy, MOORE Dorothy 
Yamaha in Concert — 12 p.m. (CD934) 
0231 Two Majorcan Pieces, HOROVITZ Joseph 
0232 Concerto, FINZI Gerald 
0233 Danses Populaires Roumaines, 

FARKAS Ferenc 
Modern Times — 1:15 p.m. (CD935) 
0234 X, WESLEY-SMITH 
0235 Echoes of Blue Light, QUIN Douglas 
0236 Theme and Absurdities , BERMEL Derek 
0237 Silent Tears, ERRANTE & TOOMEY 
0238 Captured Light, TERRY Peter 
0239 Swing Bridge, BRIDGE Swing 
Recital — 2:30 p.m. (CD936) 
0240 Parable XIII, PERSICHETTI Vincent 
0241 Scaramouche, MILHAUD Darius 
0242 Sonatina, HOROVITZ Joseph 
0243 LaRidda dei Folletti Burloni, 

MAURI Sergio L. 
0244 Histoire du Tango, PIAZZOLLA Astor 
0245 Antiche Danze Ungheresi del sec.XVII : 

Intrada — Lassu — Lapockas tanc — Ugros, 
FARKAS Ferenc 

Trio di Clarone — 4 p.m 
9999 Recording not available 
Leblanc Gala Evening — 7:30 p.m. (CD937 2cd!!) 
0246 Three Intermezzi, STANFORD Charles 
0247 CUSP for Solo Clarinet, FITKIN Graham 
0248 Sonata, DENNISOW Edison 
0249 Concertino, WEBER Carl Maria von 
0250 Chanson d'Automne, 

TSCHAIKOWSKY Peter 
0251 Divertimento on Trovatore, 

BASSI/CAVALLINI 
0252 Petillances, GODDAER Norbert (not performed) 
0253 Russian and Ludmilla, GLINKA/HAHN 

0254 6 Duets, BASSETT Leslie 
0255 Allegro from Concerto Op. 35, 

KROMMER/FISHER 
0256 Gymnopedie No. 1, SATIE Eric 
0257 Cszardas, MONTI/KOVACS 
0258 II Convegno, PONCHIELLI/CARDON 
0259 Perpetual Motion, PAGANINI/HAHN 
Good Morning Sunday — 8:30 a.m. (CD938) 
0260 Assonnance, JARELL Michael 
0261 Solo de Concours, MESSAGER Andre 
0262 Progressions, WAIGNEIN Andre 
0263 Recitatif et Air Gay, BAILLY Jean 
0264 Accurate, ROMERO RAMIREZ A. 
0265 Three Romances, SCHUMANN Robert 
Greetings from Ostend — 9:30 a.m. (CD939) 
0266 Fugue in g minor, BACH/VERBIEST Ronny 
0267 Liber Tango, PIAZZOLLA/VERBIEST Ronny 
0268 Meditatio, PRINZ Alfred 
0269 Impressions de Cinema, STEKKE Leon 
0270 Trio in a minor Op. 114, BRAHMS Johannes 
Greetings from Antwerp — 11 a.m. (CD940) 
0271 Vier Kontrasten, MAES Jef 
0272 Moon River, MANCINI Henri 
0273 Arghulesques, VAN DER ROOST Jan 
0274 Ne me quitte pas, BRELL Jacques 
0275 A Playful Quartet, DECANCQ Raymond 
0276 Quintet, BRAHMS Johannes 
Clarinet Choir— 1 p.m. (CD941) 
0277 Concertino, BALL Michael 
0278 Nebula 1, ROXBURGH Edwin 
0279 Towards the Wind, BAILEY Anthony 
0280 Gordian Knots, WOOLFENDEN Guy 
Recital — 1:50 p.m. (CD942) 
0281 L'Histoire du Tango, PIAZZOLLA/Luis ROSSI 
0282 Sonata op. 169, ATEHORTUA Bias 
0283 Fantasy nr.l, STANFORD Charles Villiers 
0284 Micron, GUINJOAN Joan 
0285 Invention, BURSHTIN Michael 
0286 Fantasy Quintet. STANDFORD Patric 
Dimanche Selmer — 3:15 p.m. (CD943) 
0287 7th Sonata, LEFEVRE Xavier 
0288 Sarabande et Theme Varie, HAHN Reynaldo 
0289 Fantaisie, GAUBERT Philippe 
0290 Arlequin, CAHUZAC Louis 
0291 Concerto, 3rd Mvt, GOTKOVSKY Ida 
0292 Tonados and Cueca. GUASTAVINO Carlos 
0293 Sonata, COPLAND Aaron 
Clarinet Ensembles — 4:30 p.m. (CD944) 
0294 Maria de Buenos Aires y Tango, 

PIAZZOLLA Astor 
0295 Ulla in Africa, WIBERNEY Heiner 
0296 A Klezmer Wedding, CURTIS Mike 
0297 Csardas, MONTI Vittorio 
0298 Fuga con Pajarillo, 

ROMERO/MONTILLA Jorge 
0299 Wapango, D'RIVERA Paquito 
0300 Danza Negra. LECUONA/MONTILLA Jorge 
0301 Danza Caracteristica, BROUWER Leo 
0302 El Presagio, HIDALGO/MONTILLA Jorge 
0303 Preludio y Quirpa. 

ROMERO/Caracas Quartet 
0304 Closing Gala Evening — 8 p.m. (CD945) 
0305 Candide, Overture, BERNSTEIN Leonard 
0306 Concerto, SOENEN Willy 
0307 Cool Inventions, GODDAER Norbert 
0308 Introduction, Theme and Var, 

ROSSINI Giaochino 
0309 Fantasia Di Concerto Rigoletto, HER- 

LINGER/GIAMPIERI 
0310 Concerto No. 2, Op. 74, WEBER 
0311 War Concerto, BROSSE Dirk 
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^vites you and your 

family to visit Norman, 

Oklahoma, located 20 

miles south of Oklahoma City. 

Hotel Accommodations & Prices 
The Norman Area including the University Campus 
offers a wide variety of lodging, from campus 
dormitory rooms to historic bed and breakfast inns. A 
partial listing is given below (costs per day): 

University Residence Halls 
• Single Room $27 
• Double Occupancy $15 
• 3 meals $16.50 

La Quinta Inn (405) 579-4000 
• $63 - $99 no charge for additional occupants 
• Full Continental Breakfast, pool and jacuzzi 

Residence Inn by Marriott (405) 366-0900 
• $64 no charge for additional occupants 
• Pool and air conditioned rooms 

Montford Inn (Bed and Breakfast) 1-800-321-8969 
•$65-$100 
• Elegant accommodations with private baths 

For more lodging and dining information, contact: 
Norman Chamber of Commerce (405) 321-7260 

For information, please contact 
David Etheridge 
University of Oklahoma 
School of Music 
500 West Boyd 
Norman, Oklahoma 73019 

July 12 - 16 

Transportation 
Ground transportation to and from the Oklahoma City 
airport is available from Airport Express at a reduced rate 
with the coupon provided by the ClarinetFest. Details will 
be sent to registrants. Many airlines offer low fares for those 
travelling from cities in the Oklahoma region. Shuttle 
services are available to transport participants between 
lodging and ClarinetFest. The cost is $30.00 for four days, 
including morning, late afternoon and evening. 

Surrounding Areas 
Oklahoma City is surrounded by several large metropolitan 
areas that are within driving distances. You can make a day 
of some or an extended vacation of those more distant. 
Two hours drive to Tulsa, Oklahoma and Green Country 
Three hours to Dallas, Texas and the Dallas Metroplex 
Six hours to Kansas City, Missouri 
Ten hours to Denver, Colorado or Santa Fe, New Mexico 

Area Attractions 
Attractions in the Norman-Oklahoma City area include: The 
National Cowboy Hall of Fame (one of the nation's finest 
exhibits of Western Art), The Air & Space Museum at the 
Kilpatrick Center, The University of Oklahoma Museum of 
Natural History (the largest university natural history 
museum in the southwest) and the Myriad Gardens and 
Crystal Bridge Botanical Collection. 
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New: "Genmisa" French 

and "Zituter" German 

both French Facing 

Ignatius Gennusa 
former principal clarinet 

Baltimore, Chicago, National, 
NBC symphony orchestras. 
Student of Daniel Bonade. 

Contact: Ignatius Gennusa 
9800 Coastal Highway 
1409 Plaza 
Ocean City, MD 21842 
Phone/Fax (410) 524-5887 

This new B" clarinet mouthpiece combines 
tradition, professional experience and years of 
experiments with new technology. It is the most 
accurate mouthpiece produced anywhere in the 
world. The "Excettente" Clarinet Mouth-Piece has 
been designed to give both the professional 
artist and the student comfort, ease of playing, 
beauty of tone and clean staccato attack. 

Innovative features are: 
• Pivot point which rolls evenly toward the tip. 
• Tapered bore to give the professional clarinetist 

intonation that is superior throughout the registers. 
• Soft rubber blend which produces a "cushioned" 

tone. 
• Facing which accepts easily the standard, profes¬ 

sional reed. 
Price — $85.00 each 

Check with order 

Custom Work by Appointment NEW FEATURE— "Deep Hollow Dark" Tone 

Neuranter — Paris 

Clarinette 

"Quand une anche donne la couleur' 
Provides musicians with exceptional 

tones and colors of sound. 

Clarinet Reeds B> 
Clarinet Reeds B* 
German Reeds &> 

Bass Clarinet Reeds 
Standard Strengths: 1, 172, 

2, 2% 3, 31/4 ,372, 4, 5 
German Strengths: 2, 21/2, 3, 31/2, 

4, 4,/2, 5, 51/2 

The reeds are electronically selected. 
$25 per box, B», E" 

$30 per box, German B» 
$45 per box, Bass. 

10% off over 5 boxes. 

Contact: 

Phone Messages: 
Phone or Fax: 
E-mail: 

Michael Kelly 
P.O. Box 212 
Ashton, MD 20861 

301-421-9152 
301-384-9292 
mkelly9292 @ aol .com 

New: Zinner German A-frame with French facing "Zinner." 

Plus German H-frame Price: $125.00 

Gennusa "Excellente" copy of my French Charles Chedeville. 

Price: $85.00 

This Reed "Neuranter" goes well on 

both mouthpieces. The facing matches 

the reed and the mouthpiece matches 

the reed. 

"It all starts with the mouthpiece and reed." Thousands of young clarinet students have heard that 
from "Iggie" Gennusa over the years. Even when enjoying a little horseplay with his students at 
Transylvania Music Camp a few years ago, his message to parents was always the same. It is so 
important to invest in a fine mouthpiece, permitting the student to achieve that tone of beauty which 
helps to motivate them to practice and excel. 
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ciprocated. Unknown to Frank, I had been 
informally making notes of our conversa¬ 
tions for a few years and had been keeping 
a notebook in which I transcribed his per¬ 
sonal comments about his life, intending at 
some future time to write a short biography. 
He had persuaded me to write such a biog¬ 
raphy about his friend, Harry Keller ("Bom 
30 Years Too Soon," February-March 1989 

by 

Conrad Josias 

Frank Sabin 
ca. 1994 

ram: 

A Secret Achiever 

On rare occasions in the past when 
I've been exasperated at my chil¬ 
dren, who are now all adults and 

have done well for themselves in spite of 
me, I've sometimes said, "The trouble with 
you kids is that you just won't let me live 
your lives for you." 

Similarly, I often thought, Frank Sabin, 
if only you had let me lead your life for 
you, you might have been the best-known 
clarinetist in the U.S. or, indeed, the world 
instead of the relatively unknown player 
you are today. Others who knew him well 
may have also felt the same way, though 
probably none as strongly as I. But para¬ 
doxically, if he had led the life I would 
have prescribed for him, I would never 
have met him and would not have had the 
occasion to write this remembrance. 

Franklin Sabin, clarinetist and teacher, 
died at age 77 in Southern California in 
November 1998 after suffering for several 
years from complications resulting from 
Alzheimer's disease. A world-class clarinet¬ 
ist, Sabin in healthier days seemed to go 
out of his way to avoid the recognition and 
success the world was prepared to confer 
on him. 

When asked by a mutual friend, clarinet¬ 
ist Jim Lytthans, to write a remembrance of 
Frank for The Clarinet, I declined at first. 
Jim had posted a message earlier about 
Frank's passing on the Internet's Klarinet 
list, and that announcement would have to 
do. After a warm relationship of 32 years, 
Frank and I became estranged shortly after 
his 70th birthday in 1991, and my attempt to 
reestablish our communication was not re¬ 

issue of The Clarinet)-, and Frank's and 
Harry's mutual friend, Matt Utall, urged me 
to do the same for Frank. How ironic, I 
thought. Unless someone else also knows 
the details I've outlined in my notebook, 
Frank's story will never see the light of day. 

But, although there were persuasive de¬ 
terrents to my writing Frank's story, I was 
troubled by the thought that he was too 
much a part of my life for me to remain si¬ 
lent about his death. 

Perhaps Frank's unusual behavior that 
led to our estrangement might have been 
caused by his approaching illness. There 
were also other reasons to reconsider my 
animus. In 1959, after 13 years of aimless 
musical experiences, I became so discour¬ 
aged with my chronically poor clarinet 
sound that I planned to give up the instru¬ 
ment. Frank was known then as a teacher 
who stressed sound quality; so meeting him 
was opportune for me. I remember Frank 
at that time as a diplomatic and perceptive 
technique troubleshooter who became my 
mentor, talking me out of abandoning the 
clarinet, and then helping my avocational 
musical career to flourish. He had begun 
by convincing me that limitations such as 
mine were not usually genetic in nature as 
I had thought but were instead due to a lack 
of adequate foundation, a correctable short¬ 
coming. Perhaps, after all, I would write 
something — not a biography as I had first 
planned, but instead a brief commentary 
about a man so gifted he could have risen 
to the peak of his profession had he pur¬ 
sued his opportunities. 

Sabin studied with several teachers, the 
most noteworthy of which were Kalman 
Bloch and Henri DeBusscher, both mem¬ 
bers of the Los Angeles Philharmonic. Un¬ 
like Bloch, who at the time was the orches¬ 
tra's principal clarinet, DeBusscher was an 
oboist, and his coaching focus was on mu- 
sicality and not technique. Sabin also stud¬ 
ied in the early 1940s with a mysterious Mr. 
Kuhn, who showed up one day at his door¬ 
step after hearing him practicing. He offered 
his services and then completely disap¬ 
peared some time later when he decided 
there was nothing else to impart to his stu¬ 
dent. Sabin's idol was Ralph McLane, and 
his sound was similar to McLane's, which 
in his later years, according to McLane's 
friend, David Weber, included vibrato. But, 
unlike McLane and some of his famous 
students who played double lip, Sabin used 
a single-lip embouchure. 

Sabin played principal clarinet for many 
years in the Pasadena Symphony, which, in 
those years, was a highly rated Southern 
California training orchestra. He viewed 
the Bloch family as friends, and from time 
to time Kalman and his daughter, Michele 
(later Michele Zukovsky) came to hear him 
play. He was widely regarded as a clar¬ 
inetist's clarinetist, and was one of the few 
regional players not affiliated with a major 
orchestra whom other professionals went 
out of their way to hear. 

On one occasion, Frank and I discussed 
other colleagues of his who had achieved 
great success in their musical careers. Two 
of those people were Mitchell Lurie and 
flutist Doriot Anthony Dwyer. Among the 
minutia of our many conversations, I re¬ 
member Frank talking about the flutist's 
mother, who had an aversion to the sound 
of the clarinet. Yet, somehow Frank's sound 
pleased her, although she couldn't quite tell 
why. Frank helped her narrow it down to 
the intensity and shimmering quality of his 
sound. He played with a muscular and fo¬ 
cused sound, ornamented with a small, re¬ 
fined vibrato, and because few, if any, 
American orchestral clarinetists in those 
years used vibrato, it hadn't occurred to her 
that it was part of what distinguished 
Frank's sound from those of other players. 

I remembered hearing Dwyer in the 
early 1950s at my monthly Boston Sym¬ 
phony subscription concerts in New York 
City. I asked Frank, who knew her well, 
how a woman was able to win a first-desk 
position in such a major orchestra in those 
early mostly-male days. He said she played 
all the requested audition pieces at Boston 
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from memory and knocked everybody's 
socks off. I told him that I was sad that, af¬ 
ter all those years, he, himself, never had 
such a chance at a seat in a major orchestra. 

It was then that he admitted wistfully, 
"Oh, I've had my chances." In the summer 
of 1943, while living in Southern Califor¬ 
nia, he had developed enough of a national 
reputation (possibly through his orchestra 
tours with Leopold Stokowski) to be invited 
to play an extended recording session with 
the Boston Symphony as a substitute for 
Victor Polatschek, their principal clarinet, 
who had announced his retirement. At the 
completion of the session, conductor Serge 
Koussevitzky offered Frank the chair on a 
permanent basis. He returned to California 
without making a decision, and then after 
two weeks of temporizing, he turned the 
Boston Symphony's offer down. At the 
time, he had a draft-deferred position at a 
war plant in Altadena. He reasoned that, if 
he accepted the Boston Symphony offer, 
because he was then 22 and able-bodied, 
he would soon be drafted. He further be¬ 
lieved that, even if he were to become a 
military-service musician, he would not sur¬ 
vive the war, because he was convinced that 
most musicians were dying like flies on the 
battlefield. He decided to stay put. The story 
left me speechless, and I imagine it must 
have driven his friends and admirers at the 
time to distraction. 

As I questioned him further, I learned 
that opportunity knocked more than just 
once. After the war, he was offered first 
chair in two other major orchestras, one of 
which was the San Francisco Symphony. 
He said that Dr. Richard Lert, conductor of 
the Pasadena Symphony, had somehow 
talked him out of accepting both offers. 
Lert valued Frank's musicianship and pres¬ 
ence in the orchestra highly, and his effort 
to retain him as his principal clarinet was 
most likely only a matter of enlightened 
self-interest. Had Lert used the same rea¬ 
soning applied to his other alumni, he 
might have persuaded Frank to accept new 
opportunities offering growth and, most im¬ 
portant, recognition. 

Lert and his well-known novelist wife, 
Vicki Baum of Grand Hotel fame, emigrat¬ 
ed to the U.S. from Germany in the 1930s. 
It had been reported that Lert, who had 
studied with the famous German conductor 
Arthur Nikisch, at one time had been ap¬ 
proached to consider the stewardship of the 
Cleveland Orchestra but for some reason 
had preferred the relative anonymity of a 
teaching orchestra. However, Lert wasn't 

completely invisible, because, in addition to 
conducting a strong professional cadre of 
musicians like Frank Sabin, he also turned 
out an impressive list of alumni, which in¬ 
cluded the 11-year-old (in 1960) cellist Na¬ 
thaniel (Nick) Rosen, who later won the 
Tschaikovsky prize, virtuoso trumpeter 
Malcolm McNab, violinist Akira Endo, who 
became a prominent ballet-orchestra con¬ 
ductor, and clarinetist Richard (Dick) Les¬ 
ser, who played second to Frank and later 
became principal clarinet in the Israel Phil¬ 
harmonic Orchestra. 

After retiring from the Pasadena Sym¬ 
phony, Sabin stopped performing publicly, 
citing nervousness and stress as his princi¬ 
pal reasons for leaving the orchestra. Hav¬ 
ing sat next to him in the orchestra for four 
years in the early 1960s and watching him 
perform with what seemed to be complete 
poise and composure, I saw him as any¬ 
thing but nervous and stressed. Before join¬ 
ing the Pasadena Symphony in 1960, I 
heard the orchestra perform Brahms' A 
German Requiem under two different con¬ 
ductors, each performance at a different 
venue. The first was under the direction of 
David Thorson, a choral conductor, and the 
second, under Richard Lert. The first was 
inspired and emotional; and the second, in 
spite of the nominally superior orchestral 
credentials of the conductor, was curiously 
restrained and subdued. In particular, Lert's 
woodwinds — the same musicians who 
played with passion for the choral conduc¬ 
tor — sounded repressed and cautious. 
Indeed, it may have been the tension 
caused by what Sabin's colleagues felt was 
Lert's philosophy that woodwinds should 
be seen and not heard that, after many 
years, raised the stress level sufficiently to 
cause Sabin to leave. But, ultimately, it was 
more Sabin's unwillingness to take a 
chance than Lert's efforts to retain him in 
his orchestra that rooted him in Pasadena 
until it was too late. 

Although Frank maintained that he had 
grown acutely averse to performing and had 
become indifferent to whether the music 
community ever heard him again, the ur¬ 
gency with which he pursued his private 
music projects from that point onward sug¬ 
gested otherwise. Moreover, the large body 
of recordings he made after retiring from 
the orchestral scene seemed to provide com¬ 
pelling evidence that the man still wanted 
to be heard. 

He made private recordings of some of 
the clarinet concerto and chamber-music 
literature, including the two Weber concer¬ 

tos, Spohr concertos 1 and 3, and the Mo¬ 
zart concerto. But more important, he re¬ 
corded a substantial part of the clarinet 
method and etude literature. This "tapeog- 
raphy" contained the 32 Rose etudes, the 
Henry Lazarus Method Book I, Blatt's 24 
Technical Exercises, Carl Baermann's 
Method Books Divisions 2 and 4, Perier's 
20 Etudes Easy and Progressive, and the 
Jeanjean 60 Progressive Etudes and Etudes 
Moderne. His ensemble recordings from 
the standard literature included Canzonetta 
by Pieme, Three Duos for Clarinet and 
Bassoon by Beethoven, Trio for Clarinet, 
Bassoon, and Piano, Op. 38 by Beethoven, 
Ballet Music from Rosamund by Schubert, 
Romance in G Major by Reger, Adagio in 
Z> by Wagner (Baermann), Concertino by 
Weber, and Suite for Two Clarinets by Alan 
Frank. Had there been additional time and 
energy, he would undoubtedly have re¬ 
corded more of the etude literature he taught 
from, such as Jeanjean's 18 Etudes, Baer¬ 
mann's Division 5, and books by Milluccio, 
Ruggiero and Magnani. 

My attempts on Frank's behalf as his un¬ 
paid business manager to interest several 
music publishers and recording companies 
in distributing some of these recordings 
commercially to the clarinet teaching and 
student community were not successful. 
However, Sabin student Jack Fanselow, 
who was with him to the end, reports that 
he will be making CD copies of these 
tapes, one of which will be given to 
Occidental College, where Sabin had been 
on the faculty. Even though the recordings 
were made mostly by Sabin himself at 
Occidental College, and not in a commer¬ 
cial recording environment, these tapes are 
a veritable treasure — valuable not only as 
teaching references, but also as enjoyable 
proof of what an unaccompanied clarinet¬ 
ist can accomplish. 

Even in the absence of future perfor¬ 
mance commitments, Sabin continued his 
daily rigorous personal practice routine as 
though he were about to perform the fol¬ 
lowing day at Carnegie Hall. In describing 
that routine to his friend Michele Zukov- 
sky of the Los Angeles Philharmonic, he 
told her that every day, he played one of his 
16th-note staccato exercises single-tongued 
at a metronome setting of 176. She was re¬ 
ported to have said, "Frank, nobody prac¬ 
tices staccato 16ths at that rate. How did 
you ever become so compulsive?" 

Sabin replied that at a rehearsal early in 
his career as an orchestral clarinetist. Dr. 
Lert caught him fudging on the articulation 
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of the clarinet solo in the last movement of 
the Beethoven 4th Symphony. Asked to arti¬ 
culate all the notes (the tempo was about 
152) and not confident that he could, he 
tried and succeeded, never confessing his 
doubt to the conductor. The episode terror¬ 
ized him so much that he vowed never to 
be confronted again with what he believed 
were inadequate performance tools. He 
diligently increased his staccato speed with 
heavy daily practicing until he possessed 
what he believed was adequate "head 
space." He always single-tongued, although 
for students like me who were only mere 
mortals, he added supplementary double- 
tonguing exercises. 

Frank left one other legacy: a unique 
reed ligature, which I helped him get into 
manufacturing by introducing him to an 
enterprising machinist. Constructed in the 
form of a metal-clasped concentric wood 
ring, the ligature tonally outperformed all 
other ligatures he tested. Part of the liga¬ 
ture's secret was in its materials, particu¬ 
larly the type of wood, which was selected 
through an empirical rating process over a 
period of several years. The ligature's lim¬ 
itation was in its fixed dimensions and thus 
its inability to be adjusted or used univer¬ 

sally on mouthpieces having different 
diameters. A new woodless version of the 
ligature is now being produced for clar¬ 
inets and saxophones and is available com¬ 
mercially from Fanselow. 

One of Frank's strangest character ano¬ 
malies was his seeming inability to accept 
public praise. (He routinely explained to his 
students how to say, "Thank you," when 
praised or complimented, but had difficul¬ 
ty doing it himself.) On the occasion of his 
70th birthday, a group of his friends and 
students joined my wife and me in giving 
Frank a testimonial party at our home. 
Elaborate plans were made involving gifts, 
speeches, and phone calls to Frank from 
around the country. But, with much of the 
agenda still ahead, Frank quietly left the 
party without so much as a goodbye to the 
hosts. Hearing of his departure from one of 
the alarmed sponsors, my wife rushed out¬ 
doors to intercept Frank. He would not 
return to the party nor would he say why he 
was leaving; but he did promise to explain 
later. Several days afterwards, my wife and 
I received a letter in which he said that he 
left because he couldn't handle all the 
attention — that he simply didn't feel he 
was worthy of the nice things people were 

saying about him. Our relationship some¬ 
how managed to survive that debacle, but 
only marginally. We parted company a 
short while later over a disagreement too 
bizarre to recount. About a year later, I 
made another inquiry about commercial 
distribution of some of his tapes. I sent 
Frank copies of relevant correspondence 
and Internet essays I had written about the 
tapes, along with my good wishes. But, I 
never heard directly from him again. 

Frank was survived by his wife, Cyn¬ 
thia, his daughter, Jennifer Poison, his son, 
Jeff Sabin, his stepdaughter, Cynthia Mit- 
chell-Schultz, and his stepson, Dave Mit¬ 
chell. He was a gifted performer and, to 
many, a revered teacher. There should be 
some public record that this modest, self- 
effacing man walked the face of the earth, 
and I hope that Jack Fanselow's formaliza- 
tion of his recordings and ligatures, and my 
words in this remembrance will leave a 
clear footprint. 

About the Writer... 
A former student of Frank Sabin's, 

Conrad Josias is an engineer, musician, 
and writer who contributes occasionally 
to The Clarinet. 
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Rosengren has an immediately 
memorable musical personality. 

New York Times 

\It is great fun to discover a musician 
whose virtuosity is matched by 
his artistry. 

Los Angeles Times 

Here was a man who loved performing, 
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freshness, commitment and 
tremendous affection. 

Christian Science Monitor 
to*' 

Concertos wi W: Christopher Hogwood, 
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Going through dossiers old and new, 
prior to commencing Yesterday's 
Clarinetists; a Sequel, it occurred 

to me how apt is the Hindu proverb 
which runs: "Carts, boats and 
musicians take crooked ways." 
Whatever Hindi philosophy may 
lie behind these words, we 
clarinetists take on such ways by 
choice. Amongst those taken by our 
ancestors I came across many a zany to- 
do that is worth the telling. 

The antics of Giovanni Bimboni, 
clarinetist at the Pergola Theatre in 
Florence, have been recorded elsewhere: 
how he was in the habit of heralding the 
entrance of the prima donna with an ex¬ 
tensive improvisation, sending his audi¬ 
ence into a frenzy of applause and all but 
stopping the show. These antics were ex¬ 
ploited by composers such as Mercadante 
and Pacini who wrote episodes within their 
operas expressly for him. When off-stage 
and with no gallery to play for, Giovanni 
was a modest and genial man, averse to 
publicity. So much so that he made no 
attempt to prosecute the thief who stole 
rights to his invention, the Bimbonclaro, a 
type of basset clarinet with extension to 
low C. Giovanni and his brother, the 
inventor of the Bimbonifono, were small 
of stature and known affectionately as 
Giovannino and Giovacchino. 

"A lively, small man with a considerable 
belly which, as I often saw later, served at 
concerts as a prop for his instrument," is 
how Ludwig Bechstein, a novelist fond of 
portraying musician friends, described the 
Wiirzburg clarinetist, Philipp Meissner. 
Bechstein writes of an evening when Meiss¬ 
ner, in company with Heinrich Backofen, 
then lodging with him as a student, returns 
in high spirits from a concert at the abbey. 
Backofen comments on the fate of priests 
not being allowed to marry. "Meissner 
laughed, slapped his big belly and said: 'I 
just don't understand it, but what must be, 
must be! Each to his own beliefs! If I, for 
instance, were a holy man, I'd perhaps lead 
a better life, but then I'd no longer have my 
lovely old one."1 Whereon he jumped up 
and kissed his pretty wife who had just 
come into the room. 

Frederic Berr, like Bimboni, indulged 
in a bit of impromptu playing but was not 
so lucky in results. During an opera by Car- 
affa he executed a ritomello between stan¬ 
zas of an aria and. as Alexandre Selmer re¬ 
lates: "This great artist rendered it with such 
charm that the prima donna was eclipsed. 

MiUritg, 

Calamity, 

and other 

To-Dos 

by Pamela Weston 

In order to have the singer continue in the 
role. Monsieur Caraffa was compelled to 
suppress the clarinet solo."2 Selmer got his 
bit of comeuppance before the music even 
began. He would arrive early for warm-up 
and, possessed of a prodigious technique, 
launch fortissimo into an impressive finger 
exercise invented by himself, starting on 
low E and ascending chromatically to the 
(his) top. He is quoted as saying: "Every 
day I am alive I am more and more con¬ 
vinced that I was bom for this instrument!" 

Rossini was a composer who appreci¬ 
ated clarinetists. Among his Parisian friends 
was a talented amateur, Valentin de Lape- 
louze, influential editor of Le courier fran- 
^ais, to whom he dedicated Fantaisie et var¬ 
iations. The Escudiers relate how, as a fit¬ 
ting end to rowdy wedding celebrations at 
the mansion of another of Rossini's friends, 
the Marquis de les Marismas, Lapelouze, 
"armed with his instrument, sprang into the 
Variations, the maestro accompanying them 
by banging his knife sometimes on a plate 
and sometimes against a glass. A truly gro¬ 
tesque charivariV* The ever-confident Jo¬ 
seph Blaes, concertizing in Paris, "pene¬ 
trated the entrance to Rossini's dwelling al¬ 
most by force and proceeded to play his in¬ 
strument. The playing was so good that the 

maestro came out of his apartment, compli¬ 
mented him with enthusiasm and became 
one of his warmest admirers."4 Romeo 

Orsi, La Scala's number one, per¬ 
formed a concerto at one of 

Rossini's musical soirees. Sadly 
for him (although perhaps it was 
an advantage for future sales) his 
Clarinetto a doppia tonalita lent 

itself to lampooning. This is seen in 
Jago Stabilini's caricature for Gazzetta 
musicale di Milano, which is illustrated 
(at left). 

Not all composers were pleased with 
their clarinetists, as we have seen earlier. 
Schoenberg, after the premiere of Pierrot 
Lumaire at Hamburg, wrote in his diary: 
"Essberger, the clarinetist involved, ad¬ 
mitted to me (he said confessed!) that he 
played Mondflek once at rehearsal on the A 
clarinet instead of the B'' and that I had not 
noticed it. Possible, but not proven... 
These pranks!" Janacek, a hot-headed man, 
shouted at Stanislav Krticka in public after 
the premiere of Mlddi: "This wasn't my 
composition at all! Mr. Krticka was pretend¬ 
ing to play but did not!" Most likely Krticka 
was pretending for, not only was he suffer¬ 
ing like everyone else from an overheated 
concert-hall, he was beset with mechanical 
problems to his instrument. Janacek later 
acknowledged his skill after fine perfor¬ 
mances of the Concertino. 

Conductors have been responsible for 
toppling some of our finest players. Kousse- 
vitzky, prone to titanic rages, launched a ti¬ 
rade at the unfortunate Gaston Hamelin. It 
happened at a rehearsal with the Boston 
Philharmonic Orchestra; Koussevitzky 
complimented the clarinetist on some beau¬ 
tiful playing, whereupon Hamelin stood up 
and waved his instrument in acknowledge¬ 
ment. BUT — what was this the conductor 
saw flash before his eyes?! In no way could 
he countenance metal among his woodwind 
and at the end of that season Hamelin's con¬ 
tract was not renewed. Gustave Langenus 
was also fired. An artistic and lovable man, 
he used a pronounced vibrato which he 
called "a glow." This vibrato was his undo¬ 
ing, for Mengelberg could not abide it and 
Langenus lost his place in the New York 
Philharmonic to Simeon Bellison. Bellison 
(alias Shlem-Girsh Zelikovich Beylezon, 
author of "Eat 'em alive!") had a strong, 
German-type tone and got away with a mild 
vibrato which he said was produced with 
his right little finger on the F/C key. His 
mouth got dry when playing. No problem. 
Big man that he was, he wore a volumi¬ 
nous waistcoat, in the pocket of which nes- 
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tied a small flask. Rubber tubing, directed 
to the corner of his mouth, allowed the oc¬ 
casional snifter. Benny Goodman knew no 
constraints in this matter. In 1976 he came 
to London to premiere Malcolm Arnold's 
Concerto No. 2 under the composer's baton. 
It was a royal occasion, with Princess Mar¬ 
garet in the front row. I was close enough 
to watch her smile as the attendant placed a 
glass atop the stool beside the music stand. 
For her delectation, after the advertised pro¬ 
gram, we were treated to a no-holds-barred 
jazz session. 

Drink of a different kind concerned We¬ 
ber's friend, the clarinetist Friedrich Ber- 
ner of Breslau. The composer, then Kapell¬ 
meister at Breslau, had almost finished his 
opera Riibezahl when, late one night, Ber- 
ner called round to go through the score 
with him. Entering the apartment, Berner 
was taken aback to find Weber sprawled on 
the floor, groaning in pain, and sent imme¬ 
diately for help. It turned out that Weber, 
exhausted by efforts to finish his opera, had 
reached for a wine bottle on the table be¬ 
side him. The bottle did not contain wine 
but citric acid which he had used for engrav¬ 
ing. Weber's mouth and windpipe were 
badly burned; he was out of action for two 
months, and his voice never regained its 
normal pitch. 

No historical tale would be complete 
without a duel or two and the clarinet world 
can produce one: Michel Moysard, princi¬ 
pal clarinetist at Antwerp's opera house, 
challenged the French oboist Laurent. Moy¬ 
sard was victorious, mortally wounding 
Laurent, but lost his reason and died years 
later in an asylum. Insanity struck William 
Pollard too and he hanged himself in the 
washhouse by means of a clothesline. 
James Clinton "came to a rather sad end. 
His wife fell downstairs with a lighted par- 
rafin lamp in her hand and was burned to 
death. James took it so much to heart that 
he went helter-skelter to the dogs, and so 
was lost a magnificent musical artist."5 Sad 
ends came to Leonard Brough of the Lon¬ 
don Symphony Orchestra whose body, clad 
in a dressing gown, was washed up on 
Blackpool beach, to Rudolf Gall and to 
Roy Schmidt, who could not stand the 
strain and took themselves out of this world. 

Enough of cautionary tales! There were 
players who died without intent, for in¬ 
stance Carl Reinicke, who lost his life in a 
coaching accident. Fetis relates that, when 
returning home from Quedlinburg over the 
Harz Mountains, "the horses of the coach 
transporting him bolted and the carriage 
plunged over a precipice. Seriously hurt. 

he was carried to a neighboring village 
where, after a week of terrible suffering he 
died, aged 47." Leon Pourteau, four years 
into his principalship with the Boston Sym¬ 
phony Orchestra, lost his life when the 
French liner Burgoyne sank in the Atlantic. 
Another Frenchman, Georges Grisez, 
crossed the Atlantic safely when, after 10 
years in Boston, he returned to fight for his 
country in World War I. He was wounded 
and badly gassed by the enemy but, coura¬ 
geously, returned to continue a playing ca¬ 
reer in the U.S.A. No doubt due to his dam¬ 
aged lungs, he suddenly expired just after 
performing the opening solo in Rhapsody 
in Blue with the Baltimore Symphony Or¬ 
chestra. His colleagues carried him quietly 
off stage and few knew of the tragedy until 
the concert was over. Courage was shown 
also by the Bavarian clarinetist Joseph 
Rauch. He and his brother Albert were 
exact counterparts of the Stadler brothers, 
for in each case they were the first clar¬ 
inetists to be appointed to a court: in 1774 
the Rauch brothers at Copenhagen, in 1781 
the Stadlers at Vienna. Furthermore, each el¬ 
der brother played second to his sibling. Jo¬ 
seph Rauch won public acclaim for saving 
the lives of his royal patrons and their fur¬ 
niture when Christiansborg Palace burned 
down in 1794. 

There were other notable clarinetists who 
fought in major wars besides Grisez. One 
such was Christian Rummel, famous for 
his connection with the BaermannAVagner 
Adagio. For most of his career he was in the 
service of the Duke of Nassau, first as clari¬ 
netist and regimental bandmaster, then as 
Kapellmeister. He took part in the Peninsu¬ 
lar War of 1808-1813, was taken prisoner, 
released in 1814 and went on to fight at Wa¬ 
terloo. Joseph Miiller of Hamburg took 
part in the Franco-Prussian War of 1870- 
1871 and boasted thereafter that: "I fought 
the French with my clarinet!" 

Jailbirds? Yes, two: one for strong prin¬ 
ciples, the other for misdemeanors. The 
first, Friedrich Wildgans, a distinguished 
Viennese clarinetist, composer and music 
administrator, was radical in many aspects 
of his life. He specialized in performing 
contemporary clarinet works, and his own 
compositions were distinctly avant-garde. 
In politics he was violently anti-Fascist and 
anti-Nazi, and this landed him in prison 
several times during the Third Reich and Se¬ 
cond Republic, causing considerable dis¬ 
ruption to his career. Our second, jazz clar¬ 
inetist Sidney Bechet, was jailed for being 
a naughty boy. In 1919 he was booked to 
come to Europe with the all-black Southern 

Syncopated Orchestra. On being told that 
the English were short of commodities as a 
result of World War I, Sidney persuaded 
the promoter to give him an advance of 
$500 and arrived in London with "four vast 
crates of soap."6 As the orchestra had en¬ 
dured a gruelling 15-day voyage in a cattle- 
ship and been terribly sick, they no doubt 
needed a freshen-up. A Command Perfor¬ 
mance was given in the grounds of Buck¬ 
ingham Palace and Sidney amused King 
George V by saying he recognized him from 
the coins in his pocket. It was the following 
year that Sidney's life went wrong. He got 
a bit rough with a lady, she started to holler, 
the landlady called the police and he was 
clapped into jail for 14 days. At his trial he 
told the judge that the lady bit him first. 
The judge did not believe it, convicted him 
of battery and assault, and ordered deporta¬ 
tion. A chastened Sidney tipped his remain¬ 
ing coins overboard in despair. 

The imagination of great fiction writers 
has often turned towards the clarinet player, 
sometimes depicting him as a figure of pa¬ 
thos. Honore de Balzac, who personally 
knew many famous composers, including 
Beethoven, spins a yam round a poor blind 
clarinetist who earns a pittance playing for 
wedding celebrations.7 This short story con¬ 
cerns loss of fortune and extinction of a fa¬ 
mous line, for our musician is descended 
from Facino Cane, one of the Visconti's 
most celebrated generals in 14th-century 
Milan. His own name, the clarinetist re¬ 
veals, is Marco Facino Cane, Prince of Var- 
ese. No such illustrious title attaches to Mr. 
Dorrit, who spent his life in the local flea 
pit and whose character is said to have been 
modelled by Dickens on his own father, 
John. "He had been in that place six nights 
a week for many years but had never been 
observed to raise his eyes above his music- 
book ... The carpenters had a joke that he 
was dead without being aware of it ... He 
never, on any occasion, had any other part 
in what was going on than the part written 
out for the clarionet; in private life, where 
there was no part for the clarionet, he had 
no part at all."8 Curtain down. 

Endnotes 
1. Ludwig Bechstein: Clarinette. Seitenstiick zu den 

Fahrten eines Musikanten. (1840). 
2. Alexandre Selmer: Talks to Clarinettists. (1932). 
3. M. & L. Escudier: Rossini. (1854). 
4. Gazzetta nnisicale di Milano. (1892). 
5. Gal pin Society Journal. (1977) 
6. Sidney Bechet: Treat it Gentle. (1960) 
7. Honore de Balzac: Facino Cane. (1836) 
8. Charles Dickens: Little Dorrit. (1857). 
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Memoriam 

Chris Blount 

1940-1998 

by Eberhard Kraut and Christ el Miiller-Kraut 

The jazz community all over the 
world was shocked and over¬ 
whelmed with sadness about the 

sudden death last December of the English 
clarinetist Chris Blount. Chris was a musi¬ 
cian of the highest renown, one who had 
dedicated his life to New Orleans jazz. For 

Chris Blount in 1989 with his wooden Sel- 
mer Albert-system clarinet. It was said 
that it once belonged to Barney Bigard 
(1906- 1980) who played it in the Duke 
Ellington orchestra. In the mirror the 
bent ("swan neck") register key is clearly 
visible which is typical of wooden Albert- 
system clarinets. Note the lowest tone hole 
on the right-hand side of the instrument 
which was a distinguishing mark of Albert- 
system clarinets made by Selmer. 

(Photo by Jackie Blount) 

35 years he had been the leader of a very 
successful New Orleans-style jazz band 
which often went on tour both in Britain 
and abroad. 

Chris Blount's greatly admired role mo¬ 
del was the New Orleans clarinetist George 
Lewis (1900-1968). Both of them had a 
warm and singing clarinet tone and a won¬ 
derfully fluent and sensitive playing style. 
Not only as musicians but also as persons 
they were very much alike. Both of them 
were "gentlemen" and "gentle men" in the 
true sense. 

Chris Blount was born on June 12, 
1940, in Derby. His mother was a classi¬ 
cally trained pianist who was well experi¬ 
enced in accompanying the silent movies 
that were very popular in the cinemas then. 
She must have passed on her brilliant tech¬ 
nique of improvization to her son. 

At the age of 15 Chris started to play the 
clarinet. He took lessons, but only for a 
short period of time. When his teacher real¬ 
ized that Chris' tone on the clarinet would 
never go with classical music because of 
his inclination to use vibrato, he stopped 

teaching him. But Chris was so much fas¬ 
cinated by jazz that he couldn't get it out of 
his mind. Like many young jazz musicians, 
he had no choice but to be his own teacher. 
And it was George Lewis who became 
another "teacher" for Chris. He listened to 
George's recordings again and again and 
thus learned how to play the George Lewis 
style. When George Lewis' jazz band was 
on tour in England in the late 1950s, Chris 
was one of his most attentive listeners. 

In 1963 Chris Blount set up his own 
New Orleans jazz band. Even though the 
personnel changed over the years the aim 
remained the same: to keep the authentic 
New Orleans music alive, the kind of music 
that had captured Chris' heart. 

As mentioned above, Chris' band was a 
great success, especially at the very popu¬ 
lar English New Orleans jazz festivals in 
Bude/Cornwall and Keswick/Lake District 
as well as in Belgium, the Netherlands, 
Germany, Denmark and Sweden. Chris 
wanted his band to be recorded again and 
again, as he considered this a suitable way 
to find out how to improve the sound of his 
band so as to get as close as possible to the 
authentic New Orleans sound. The best re¬ 
cordings were released on LPs and MCs. 
Nineteen CDs are available now and five of 
them were recorded in churches and con¬ 
tain hymns and spirituals. Chris had been 
particularly inspired by those religious 
songs which are part of the New Orleans 
jazz tradition. He was very good at playing 
them on the clarinet. Another tune he played 
so outstandingly was "Burgundy Street 
Blues." Chris succeeded in capturing that 
full American, almost black New Orleans 
tone and technique of George Lewis. 

As a band leader one couldn't think of 
anyone better. Derek Winters, Chris Blount's 
trumpeter for a couple of years said, "He 
cared so much about the music that this con¬ 
cern manifested itself on stage. The band 

Chris Blount's "clarinet of his dreams" — a Pedler metal Albert 
<Photo by Eberhard Kraut) 
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was always in time, and never forgot that we were there to entertain 
our audience. At the end of the gig while we got off the stand to chat 
and finish our drinks, Chris would remain on stage with his notebook 
and calculator working out the money. You always knew where you 
were with Chris and because of this the band was great fun to be in." 

During his whole career as a musician Chris Blount, whose main 
occupation was that of a chef at the University of Nottingham, devot¬ 
edly played the Albert simple-system clarinet, as the original sounds 
of traditional jazz can only be reproduced by this type of clarinet, 
which was favored by the old New Orleans jazzmen. Chris preferred 
clarinets by Hammerschmidt, Fontaine (Noblet), Buffet and Selmer. 
(In the U.S.A. the two latter makes were mainly played by the old 
masters of New Orleans jazz.) Chris was constantly looking for the 
best-sounding clarinet. Some years ago he therefore used two very 
unconventional instruments, an old Hawkes metal clarinet in the sim¬ 
ple system and a clarinet which his friend and fellow countryman 
Derek Joynson had made for him of old English boxwood. Chris had 
read an article about the excellent sound qualities of boxwood and 
inspired Derek to make him such a simple-system clarinet with mod¬ 
ern keys. In September of last year (he was not yet aware of his fatal 
disease) his long cherished dream to get hold of a Pedler metal Albert 
clarinet came true at last. George Lewis had played this type of clar¬ 
inet in 1944 when his famous recordings for Bill Russell's "Ameri¬ 
can Music" label were made. Chris was very proud of this instrument 
which he had acquired through an Internet auction in California. He 
thought that of all his wooden clarinets, most of which were identical 
to George Lewis', this silver clarinet was the best-sounding instru¬ 
ment. Unfortunately, the CD recordings with this Pedler metal Albert 
clarinet he desperately longed for, could not be made any more. Chris 
Blount died on December 18, 1998. 

Chris Blount Discography 

Won '1 you come alon}> with me? Ken Colyer with Chris Blount's New Orleans Jazz Band 1973, 
1976/77. Ken Colyer Trust KCT 5 CD 

Thomas Jefferson with Chris Blount's New Orleans Jazz Band 1975. GHB Records BCD-389 
Urgent request. Ken Colyer with Chris Blount's New Orleans Jazz Band 1978. GHB Records 

BCD 184 
The old rugged cross — A collection of spirituals and hymns. The Chris Blount New Orleans 

Jazz Band 1989/90. Lake Records LACD 16 
Throwing stones at the sun. Ged Hone's New Orleans Boys with Chris Blount 1992. Lake 

Records LACD 28 
Memories of New Orleans. The Delta Four 1991/92. PEK Sound PKCD 014 
New Orleans impressions. The Delta Four 1993/95. PEK Sound PKCD 042 
The music of the bars and dance halls of New Orleans. The Chris Blount New 

Orleans Jazz Band 1994. PEK Sound PKCD 031 
Spirituals in Sweden. The Chris Blount New Orleans Jazz Band 1994. PEK Sound PKCD 038 
River stay 'uy/v. Thatcher/Blount/Vickers — Best of the Brits 1995. Jazz Crusade JCCD 3018 
Chris! The Chris Blount New Orleans Jazz Band. 1996. Jazz Crusade JCCD 3022 
Coin'Home. Farewell to Chris Blount 1993/95/96. Jazz Crusade JCCD 3046 
Mighty wings — A second album of hymns and spirituals. The Chris Blount New Orleans Jazz 

Band 1996. Chris Blount CBCD 02 
Beautiful Ohio. The Chris Blount New Orleans Jazz Band 1997. Chris Blount CBCD 03 
Dream of New Orleans. Barbara Widmer's New Revival Band 1998. Raymer Sound RSCD 672 
A Night at the Casino. The Chris Blount New Orleans Jazz Band 1998. Chris Blount CBCD 04 
Thank you Mr. Moon. The Chris Blount New Orleans Jazz Band 1998. Raymer Sound RSCD 673 
Sing on — A spiritual return to Sweden. The Chris Blount New Orleans Jazz Band 1998. Chris 

Blount CBCD 05 
Church concert. Chris Blount's New Orleans Jazz Band 1998. Music Mecca CD 2079-2 
Note: "Chris Blount CB" is Chris Blount's own label launched in the late '90s to publish the 

recordings of his band. 
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Select from five beautiful precision-ground facings. 

• P-close tip-long curve, use #4l/2 or heavy reeds 
• P34-close tip-shorter curve, use #4 or #4!/2 reeds 
• #2-medium close, use #4 or #31/2 reeds 
• #3-medium, use #31/2 or #3 reeds 
• #4-open, for jazz player or doubler 

Mouthpiece available in A440 and A442 
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The Clarinet Section 

of the 

Radio-Symphonie- Orchester 

Franlifurt 

by James Gillespie 

Although orchestras in the United 
States affiliated with radio and tele¬ 
vision networks were once popular 

and an important part of the American mu¬ 
sical scene — most notably the NBC Or¬ 
chestra conducted by Arturo Toscanini — 
they faded from the picture some decades 
ago. However, in Germany and other Euro¬ 
pean countries, "radio" orchestras are thriv¬ 
ing and among the most prestigious and 
widely recorded. In Germany alone the ci¬ 
ties of Berlin, Munich, Hamburg, Saarbrii- 
cken, Stuttgart, Cologne, Leipzig, Freiburg 
and Frankfurt all have state-supported 
"broadcast" orchestras. The Radio-Sinfonie- 
Orchester in Frankfurt is the oldest radio or¬ 
chestra in Germany and shares a Spezial 
classification in the hierarchy of German 
orchestras along with such famous ensem¬ 
bles as the Berlin Philharmonic Orchestra, 
the Bamberg Symphony, the Gewandhaus 
Orchestra in Leipzig, among others. 

The Kadio-Sinfonie-Orchester Frankfurt 
was founded in 1929 and was initially af¬ 
filiated with a variety of broadcasting cor¬ 
porations and broadcasting systems. Hans 
Rosbaud, its first conductor, put his stamp 
on the orchestra's orientation up to the year 
1937 by focusing not only on traditional 
music but also contemporary compositions. 
After the war, Kurt Schroder and Winfried 
Zillig committed themselves to rebuilding 
the orchestra, which now became the offi¬ 
cial orchestra of the Hessischer Rundfunk 
(Hessian Broadcasting Corporation, or hr). 
It was during this period that Karl Bohm 
was a frequent guest. 

Dean Dixon and Eliahu Inbal turned the 
ensemble into an internationally acclaimed 
orchestra in a matter of only three decades 
(1961-1990). This fact has been confirmed 
over and over again, especially during the 
"Inbal Era " with guest appearances around 
the world and major editions of recorded 

music, such as the very first recordings of 
the original versions of Bruckner's third, 
fourth and eighth symphonies, awarded the 
Grand Prix du Disque, and the first digital 
recording of all of Mahler's symphonies, 
which won the German Record Award in 
1988. Inbal, who was principal conductor 
from 1974-1990, was elected by the or¬ 
chestra as its honorary conductor in 1996. 

From 1990 to 1996, Dmitri Kitayenko 
was principal conductor of the RSO Frank¬ 
furt. His work together with the orchestra 
focused on the German and Russian tradi¬ 
tions, as well as modem styles. The piano 
concertos of Prokofiev, with Vladimir 
Krainyev as soloist, and a series of works 
by Scriabin are but two of his projects docu¬ 
mented on CD. Other examples of the 
many highlights in his work were a semi- 
scenic performance of Prokofiev's music 
to the celebrated film Ivan the Terrible by 
Sergei Eisenstein (also available on CD) 
and the opening of the EURORADIO con¬ 
cert series entitled "The Music of Our Cen¬ 
tury." Under Kitayenko, the Radio-Sinfonie- 

Orchester Frankfurt took extensive tours to 
such places as South America, Switzer¬ 
land, the U.S. and Japan. With Cristobal 
Halffter conducting, a CD recording of all 
his orchestral works was begun, and with 
Eliahu Inbal, orchestral works of the Se¬ 
cond Viennese School in conjunction with 
symphonies by Schumann and Brahms. 
The production of Schonberg's one-act 
opera. Von Heute auf Morgen (From One 
Day to the Next), with Michael Gielen, was 
released in 1997 as a film by Jean-Marie 
Straub and Daniele Huillet and as a CD. 

The orchestra is celebrated its 70th 
birthday during the fall of 1999 with spe¬ 
cial concerts at the Rheingau Music Festi¬ 
val in Wiesbaden in August and its sea¬ 
soning opening concert at the Alte Oper in 
Frankfurt September 16 and 17 performing 
works by Adams, Tiiiir and Beethoven. The 
orchestra's other main venue for concerts 
in Frankfurt is the Sendesaal at the Radio 
House (Funkhaus am Dornbusch). Other 
concerts during the 1999-2000 season in¬ 
clude those in other cities in the state of 
Hessen, including Marburg, Wiesbaden, 
Bad Homburg, Giessen and Alsfeld, 
among others. In October the orchestra 
toured France, Austria (performing in Vien¬ 
na's world famous Saal des Musikverein) 
and Italy. 

The American conductor Hugh Wolff 
has been principal conductor of the Radio- 
Sinfonie Orchester Frankfurt since the be¬ 
ginning of the 1997-98 season. He had al¬ 
ready been able to score great successes 
with the orchestra at the Mozart Festival in 

The RSO Frankfurt dm uu, tehearsal in the Sendesaal in the Funkhaus am Dornbusch 
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Boston £15 Records 

(I to r, first row) Armin Ziegler, Sven van der Kulp, 
Jochen Tschabrun; (back row, I to r) Ulrich BUsing, 
Peter Mucha, Ulrich Mehlhart 

Wiirzburg, for instance, with his renditions 
of Cosi fan tutte (1995) and Don Giovanni 
(1997), as well as at the opening concerts 
of the 1997 and 1998 Rheingau Music Fes¬ 
tival. In December of 1997, the RSO Frank¬ 
furt and its conductor enjoyed an extremely 
successful tour of Switzerland, and CDs 
with works by Ignacy Paderewski and 
George Antheil have been recorded. Aside 
from the concerts in Frankfurt and in the 
state of Hessen, future plans include guest 
concerts in Germany and tours of Italy, 
Austria, France, Japan and the U.S.A. 

For more information on the orchestra, 
consult Alfred Sous' Ein Orchester fiir Das 
Radio — Das Ra d io - S ii if on ie-Orch este r 
Frankfurt, published by Verlag Waldemar 
Kramer (1998), and the orchestra's Web 
site: www.rso-frankfurt.de. 

The Clarinetists 

of the RSO Frankfurt 

Ulrich Mehlhart. co-principal clarinet, 
was born in Wiesbaden and received his 
first music lessons at the age of 6 on piano 
and recorder. He took up clarinet at age 13 
with Ernst Link, solo clarinetist of the Rhei- 
nische Philharmonie, Koblenz. He studied 
at the Musikhochschule Frankfurt with Udo 
Schmitt and earned his Concert-Diploma 
at the Musik-Akademie Basel/Switzerland 
with Hans Rudolf Stalder. On two occa¬ 
sions he won the fellowship of the DAAD 

from the German goverment. He 
has been in the RSO Frankfurt 
since 1984 and in the chamber 
music ensemble "mutare ensem¬ 
ble." In 1998 he was appointed 
national chairman of the I.C.A. for 
Germany. He teaches at the 
University of Mainz. 

Jochen Tschabrun, co-princi¬ 
pal clarinet, was bom in Villingen/ 
Schwenningen as a native Aust¬ 
rian and started on clarinet at the 
age of 6. For several years he won 
the national youth music competi¬ 
tion for clarinet, both in Austria 
and Germany. He studied with 
Prof. Waldemar Wandel at Tros- 
singen. Prof. Alois Brandhofer in 
Salzburg and completed his stud¬ 
ies as a member of the famous 
Ka raj an Akademie in Berlin. His 
first position was in 1996 as asso¬ 
ciate first clarinet in the Berliner 
Symphoniker where he stayed 

only one year moving to the RSO 
Frankfurt in 1997. Also in 1997 he won 
third prize with his woodwind quintet, 
Orsolino, in the famous Munich competi¬ 
tion (ARD Wettbewerb). 

Armin Ziegler, associate first and El' 
clarinet, was born close to Saarbriicken, 
and studied at the Musikhochschule Saar¬ 
briicken with Alfred Reiser. From 1972 until 
1979 he was solo clarinetist in the Heeres- 
musikkorps der Bundeswehr (Military 
Band of the German Army). After that he 
studied again at Saarbriicken and earned his 
Concert-Diploma "summa cum laude." 
From 1981 to 1986 he was in the clarinet 
section of the Deutsche Oper am Rhein, 
Diisseldorfer Symphoniker. In 1986 he be¬ 
came a member at the RSO Frankfurt. In 
addition to this, he is a regular "extra" E^ 
clarinetist with the Berliner Philharmoni- 
ker. From 1995 until 1999 he taught at the 
Musikhochschule Koln. 

Ulrich Busing, bass clarinet and sec¬ 
ond, was bom in Delmenhorst (North-Ger¬ 
many). After his Concert-Diploma at the 
Musikhochschule Detmold, where he stud¬ 
ied with Prof. Hans D. Klaus and Prof. lost 
Michaels he became associate first clarinet 
in the Philhannonisches Orchester der 
Stadt Hagen in Westfalen. At the same 
time he studied with Hans-Rudolf Stalder 
in Basel/Switzerland. As the only German 
clarinetist he won the International Clarinet 
Competition in Belgrade,Yugoslavia. He 
became a member of the RSO Frankfurt in 

announces this New release: 

BR1028CD, "Clarinet Concert No.4" 
Boston Symphony Orchestra's 

Principal Clarinetist, 1970-1993 

Harold Wright 

Max Hobart conducting the 
Civic Symphony of Boston and 

Joseph Silverstein conducting the 
Worcester Orchestra in: 

"Wagner"-Adagio; Yisim-Concerto, 
Deb u ^'-Rhapsody; 

Wdbav-Concerto No.2 

Other Harold Wright recordings: 

BR1004CD: with Peter Serkin, Mozart 
Piano/Woodwind Quintet 

BR1005CD: with Peter Serkin 
Brahms and Schumann 

BR1023CD: with Luis BatUe 
St. Saens, Debussy, Martinu, Poulenc 

BR1024CD: with Luis Batlle, Benita Valente 
& Rudolf Serkin: Weber, Sancan, Debussy 
and Schubert's "Shepherd on the Rock" 

BR1025CD: with Sherman Walt, 
Samuel Rhodes & Gilbert Kalish: 

Mendelssohn, Mozart and Weber's Quintet 
Future Boston Records CDs include: 
Ricardo Morales, Principal Clarinet of the 

Metropolitan Opera 

Larry Combs, Principal Clarinet with David 
McGill, Principal Bassoon of the 

Cliicago Symphony Orchestra 

$16. per CD; $2.50 each for U.S. mailing. 
Check or credit card with your name and 

address to: 

Boston £15 Records 
80 Island Creek Road • Duxbury, MA 02332 
Phone: 781-934-0411 • FAX: 781-934-9017 

E-mail: bosrecs@idt.net 
Web: www. bostonrecords.com 
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Woodwindiana 

A resource for great 

clarinet music: 

■ new compositions by accessible 
composers from around 

the world 
- CD's featuring new repertoire 
- provocative teaching materials 

25 Etudes (1998) by Alfred Prinz 
Very challenging and musically 

satisfying advanced etudes based on 
passages from the symphonic and 

operatic repertoire for clarinet. $16.50 

Trio (1997) by Alfred Prinz 
Quixotic humor and a flurry of 

notes in 3 contrasting movements 
for Eh, Bb & Bass Clarinet. $15.50 

Serenade, Op. 131 (1998) 
by Michael Kibbe 

A 16 minute set of 8 dance 
movements for clarinet duet; great 
fun and a hit with audiences. $16 

21 Chalumeau Studies (1989) 
by Randall Cunningham 

Great melodies for the young clarinetist. 
$11.50 

Bridges to Bloomington 
New CD by Trio Indiana (James 

Campbell, Eli Eban, Howard Khig) 
with Alfred Prinz & Mitchell Lurie. 

Music by Prinz, Heiden, Uhl, Weill. $15 

Elegie 
CD by Howard Klug & 

Andrew De Grado 
Clarinet and bass clarinet pieces 
with piano by Sarasate, Debussy, 
Phillips, Prinz, Faure, Schumann, 

Reinecke, Templeton. $15 

The Clarinet Doctor Book 
by Howard Klug 

117 pages of performance problem 
solving with new approaches to 

improve technique, tone, staccato. 
Annotated lists of repertoire and a 

complete college curriculum. $35 

Send check or money order along with $3.50 
shipping for US and Canada. Foreign orders 

send payment in US funds; add $6 for surface 
mail or $12 for airmail. 

Woodwindiana, Inc. 
P.O. Box 344 

Bloomington, IN 47402-0344 

ph/fax 812-323-8622 
hklug@indiana.edu 

1990. In addition, he is member of the wind 
quintet, Sigandor Quintett. and the HR- 
Ensemble fiir Neue Musik. 

Sven van der Kuip, second and bass 
clarinet, was bom in Geislingen/Wiirttem- 
berg and had his first clarinet lessons at the 
age of 10. He studied at the Musikhoch- 
schule Detmold with Prof. Hans D. Klaus 
and also was a member of the legendary 
Detmolder Blciser-Sextett. After his Dip¬ 
loma he was principal clarinet for two years 
in the Philharmonisches Orchester der 
Stadt Dortmund, before he moved to the 
RSO Frankfurt in 1991. He also is doing a 
lot of chamber music with different groups, 
such as the Antares Ensemble, barmann- 
trio and the jota Quintett. He teaches at the 
Dr. Hoch'sches Conservatory in Frankfurt. 

Peter Mucha, second and bass clarinet, 
was bom in Bamberg and received his first 

clarinet lessons from Karl Dorr, principal 
clarinet in the Bamberger Sinfoniker. He 
studied first with Prof. Flackus in Wiirzburg 
and finished his studies with Prof. Jost Mi¬ 
chaels in Detmold. His first position was in 
the clarinet section of the Niederrheinischen 
Sinfoniker K refe I d/Mdi ichen g I ad bach in 
1974. In 1979 he became the bass clarinet¬ 
ist and second in the Rimdfunkorchester des 
Hessischen Rundfunk. Since 1993, after the 
merger of the both orchestras of the radio 
station Hessischer Rundfunk, he has been a 
member of the RSO Radio-Sinfonie- 
Orchester Frankfurt 

(The assistance and cooperation of 
Ulrich Mehlhart, his colleagues in the 
clarinet section and the management of 
the Radio-Sinfonie-Orchester Frankfurt 
in the preparation of this article is grate¬ 
fully acknowledged.) 

A Discography of the Radio-Sinfonie- 

Orchester Frankfurt 
Composer Work Conductor/Soloist Label Year of 

Publication 

Arutjunjan Trompetenkonzert Macal/Erb Capella 1977 
Bartholomee Hanmmique Gielen SABAM 1973 
Bartok Deux Images Inbal Philips 1973 

Deux Portraits Inbal Philips 1973 
Herzog Blaubarts Burg Inbal/Szendrenyi/ Denon 1992 

Struckmann 
Vier Orchesterstiicke Inbal Philips 1973 

Beethoven Violinkonzert Michael/Spierer Schwann 1969 
Bellini Oboenkonzert Inbal/Holliger Philips 1975 
Benguerel Schlagzeugkonzert (UA) Inbal/Fink EMI-Odeon 1977 
Berlioz Te Deum Inbal Denon 1988 

Harold en Italie Inbal/Bashmet Denon 1988 
Requiem Inbal Denon 1988 
Romeo et Juliette Inbal Denon 1988 
Symphonie fantastique Inbal Denon 1987 
Lelio Inbal Denon 1987 
La clemnation cle Faust Inbal Denon 1989 
L'enfance du Christ Inbal Denon 1989 

Berwald Sinfonie C-Dur Dixon Ex libris 1972 
Blacher Pagan ini-Va riationei / Inbal Denon 1987 
B0rresen 2. Sinfonie Schmidt CPO 1995 

3. Sinfonie Schmidt CPO 1995 
Bruckner I. Sinfonie Inbal Teldec 1987 

2. Sinfonie Inbal Teldec 1988 
3. Sinfonie Inbal Teldec 1982 
4. Sinfonie Inbal Teldec 1982 
5. Sinfonie Inbal Teldec 1987 
6. Sinfonie Inbal Teldec 1988 
7. Sinfonie Inbal Teldec 1985 
8. Sinfonie Inbal Teldec 1982 
9. Sinfonie Inbal Teldec 1986 
Finale 9. Sinf (Rekonstr.) Inbal Teldec 1986 
Sinfonie d-Moll Inbal Teldec 1990 
Sinfonie f-Moll Inbal Teldec 1991 

Cage Quartets I-VIII Vis Hat Hut 1992 
Sixty-Eight Vis Hat Hut 1992 

Chopin I. Klavierkonzert Kitajenko/Madzar BMG 1992 
2. Klavierkonzert Kitajenko/Madzar BMG 1992 

Dohnanyi American Rhapsody Francis CPO 1995 
Violinkonzert FrancisAVallin CPO 1995 

Erbse Klavierkonzert Albrecht/Gobel Ed Aca 1967 
de Falla Ndchte in spanischen Mata Olympia 1987 

Garten 
Feldman Neither Pesco/Leonard Hat Hut 1990 
Flosman Hornkonzert Maga/MacDonald Audite 1982 
Fran^aix Kontrahafikonzert Iwaki/Klaus Carus 1974 
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Composer Work 

Franchetti Cristoforo Colombo 

Giordano 

Halffter, Ernesto 

Halffter, Cristob; 

Haydn 
Hindemith 

Hoffmeister 
Hummel 
Kagel 
Killmayer 
Koechlin 

Kozeluch 
Krol 

Ligeti 

Mahler 

Molique 
Mozart 

Nielsen, Ludolf 

Orbon 
Paderewski 

Pauer 
Puccini 

Prokotjew 

Rachmininow 
Rietz 

Andrea Chenier 

Deux Esc/uisses 
Symphome 

Rapsodia Portuguesa 
Sinfoniettu 

tl Klavierkonzert 
Versus 
Trompetenkonzert Es-Dur 
Der Damon 
Die vier Temperamente 
Herodiade 
Herodiade (incl. Rezitation) 
Kammermusik Nr. 2 
Kammermusik Nr. 6 
Kammermusik Nr. 7 
Klarinettenkonzert 
Klavierkonzert 
Konzert fiir Holzbldser, 
Harfe und Orchester 
Konzert fiir Trompete, 
Fagott und Streicher 
Konzertmusik op. 49 
Orgelkonzert 
Kontrabafikonzert 
Trompetenkonzert 
Heterophonie 
Sinfonie 1 
Offrande musicale sur le 

mm de B-A-C-H 
Sinfonia concertante 
Variationen op. 40 iiber 

Backs Magnificat 
Requiem 
Violoncellokonzert 
1. Sinfonie 
2. Sinfonie 
3. Sinfonie 
4. Sinfonie 
5. Sinfonie 
6. Sinfonie 
7. Sinfonie 
8. Sinfonie 
9. Sinfonie 
Adagio der 10. Sinfonie 
10. Sinf. (Cooke-Fassung) 
Lied von der Erde 
Concertino g-Moll 
Die Entfiihrung cms clem 

Serail (Neu erziihlt) 

Requiem-Fragment 

Sinfonie B-Dur KV 319 
Vesperae solemnes KV 339 
Berceuse op. 9 
Lyrisches Nocturno op. 48 
2. Sinfonie 
Partite No. 4 
Klavierkonzert 
Polnische Fantasie 
Hornkonzert 
La Fanciulla del West 

Messa de Gloria 
Ivan Groznyi 
1. Klavierkonzert 
2. Klavierkonzert 
3. Klavierkonzert 
4. Klavierkonzert 
5. Klavierkonzert 
1. Violinkonzert 
2. Violinkonzert 
2. Klavierkonzert 
Konz.ert stuck f-Moll 

fiir Oboe und Orchester 

Conductor/Soloist 

Viotti/Bruson/ 
Scandi uzzi/Ragatsu/ 
Pasino u.a. 
Viotti/Bonisolli/ 
Bruson/Gulegina/Pasino 
Tang 

Tang, Suh 
Tang/Rutkauskas/ 
Wolf/Furtok 
Halffter/Caro 
Halffter 
Macal/Erb 
Albert/Mauser 
Albert 
Albert 
Albert/Gicquel 
Albert/Mauser 
Albert/Dean 
Albert/Haas 
Albert/Mehlhart 
Albert/Mauser 
Albert/Mehlhart/ 
Wilkening 
Albert/Friedrich/ 
Wilkening 
Albert/Mauser 
Albert/Haas 
Maga/Kalus 
Kitajenko/Bauer 
Gielen 
Schmid 
Izquierdo 

Inbal 
Kitajenko/Bauer 

Gielen 
Gielen/Palm 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal/Schreier/Nes 
Inbal/Holliger 
Viotti/Greenberg/ 
Thames/Schaaf/ 
Gahmich/Trissenaar 
B ahmert/Looten s/ 
Neubauer/H i 11/Wi dmer 
Zender 
Zender/ORF Chor 
Schmidt/Rutkauskas 
Schmidt 
Schmidt 
Mata 
Wolff/Kupiec 
Wolff/Kupiec 
Maga/MacDonald 
Viotti/Jones/Murgu/ 
Otelli/d'Artegna 
Inbal 
Kitajenko 
Kitajenko/Krainjew 
Kitajenko/Krainjew 
Kitajenko/Krainjew 
Kitajenko/Krainjew 
Kitajenko/Krainjew 
Kitajenko/Meyers 
Kitajenko/Meyers 
Inbal/Haas 
Inbal/Holliger 

Label 

Koch- 
Schwann 

Capriccio 

CPO 

CPO 
CPO 

Auvidis 
Auvidis 
Capella 
CPO 
CPO 
CPO 
CPO 
CPO 
CPO 
CPO 
CPO 
CPO 
CPO 

CPO 

CPO 
CPO 
Carus 
Ars Musici 
Wergo 
Wergo 
MFB 

Carus 
Ars Musici 

Wergo 
Wergo 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Denon 
Philips 
Capriccio 

Sonomaster 

Sonomaster 
Sonomaster 
CPO 
CPO 
CPO 
Olympia 
Koch 
Koch 
Audite 
Sine Qua Non 

Philips 
BMG 
Teldec 
Teldec 
Teldec 
Teldec 
Teldec 
BMG 
BMG 
Philips 
Philips 

Year of 
Publication 
1991 

1989 

1996 

1996 
1996 

1996 
1996 
1974 
1993 
1989 
1992 
1992 
1990 
1994 
1995 
1993 
1990 
1994 

1990 

1990 
1995 
1977 
1994 
1967 
1972 
1973 

1978 
1994 

1968 
1967 
1985 
1985 
1985 
1985 
1986 
1986 
1986 
1986 
1986 
1986 
1992 
1988 
1975 
1991 

1991 

1991 
1991 
1995 
1995 
1995 
1987 
1998 
1998 
1985 
1992 

1984 
1993 
1991 
1992 
1991 
1992 
1992 
1995 
1995 
1974 
1975 

KrysxalL 

Convcrt-a-bore 

TM 

clarinet barrel 

system 

The first clarinet barrel made with 

a solid bronze insert. Completely 

hand made to Marty Krystall's 

specifications in grenadilla wood 

and bronze by Artist Tech in Los 

Angeles. The removable insert 

forming the center diameter is held 

against the barrel wall with an O- 

ring, creating a system superior in 

response to a solid wood barrel and 

offers a penetrating dark sound 

with a wide dynamic range. De¬ 

signed for use in all french bore 

clarinets. Available in 64.5, 65 and 

66mm lengths and four tapered 

models: 

R2B: Standard reverse taper 

R2: Reverse taper for clarinet in A 

R3B: 19605 Buffet style 

R4: Moennig style reverse taper. 

Price: $199.95 + $4.95 shipping 

Visa, Mastercard and checks 

accepted. 30-day refund. Send 

payment to: 

Krystall Convert-a-bore 

1748 Roosevelt Avenue 

Los Angeles, CA 90006 

323-732-1602/Fax:323-731 -2758 

email :k2b2musi@ primenet.com 
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The University of Mempliis 
Department, of 

OfifoMtrnttUb jjfn (tyAnwettiU 

Veqnee Pnoyumt 

Bachelor of Music 

Master of Music 

Doctor of Musical Arts 

\yv" 
r % j* 

*0%. famA, fytdbM 

PtajfiMi tffatutet 
Principal clarinetist of the Memphis Symphony 
Former member of the United States Navy Band 
Author of the award-winning website "Unitus" 

Academic and Talent-based Scholarships 
Available for Undergraduates 

Graduate Assistantships Available 
Stipend for Masters students: up to $5,200 
Stipend for Doctoral students: up to $7,000 

Plus full tuition 

"ptt Stkol&Mfap'. Aid AudttU* 

The University of Memphis 
Department of Music 

Memphis, Tennessee 38152 

Phone: 901.678.2541 Fax: 901.678.3096 
E-mail: music@cc.memphis.edu 

Website: http://www.people.raemphis.edu/~music/home.htmlx 

A Tennessee Board of Regents Institution 
An Equal Opportunity/Affirmative Action University 

Composer Work 

Rihm 
Rimskij-Korsakow 

Saint-Saens 

Schnyder v. 
Wartensee 

Schonberg 

Abgesungsszene 

Skrjabin 

Smetana 

Spahlinger 
Spohr 
Suter 

Tschaikowski 

Wagner, R. 

Wagner, S. 

Weber 
Webern 

Weill 
Wittinger 
Wolf-Ferrari 

Yun 

Zemlinsky 

Zender 
Zimmermann, 

B.A. 

1. Sinfonie 
2. Sinfonie 

2. Sinfonie 
Begleitmusik zu einer 
Lichtspielszene 
Die Jakobsleiter 

Schostakowitsch 

Schumann 

Gurre-Lieder 
1. Kammersinfonie 
2. Kammersinfonie 
Pelleas und Melisande 
Verklcirte Nacht 
Von heute auf morgen 

I. Ballett-Suite 
3. Ballett-Suite 
5. Sinfonie 
1. Suite far Jazz-Orchester 
2. Suite fiir Jazz-Orchester 
1. Sinfonie 
3. Sinfonie 
4. Sinfonie 
Klavierkonzert 
Le poeme de I 'extase 
Le poeme de I 'extase 
Prometheus 
Prometheus 
I. Sinfonie 
1. Sinfonie 
2. Sinfonie 
2. Sinfonie 
3. Sinfonie 
3. Sinfonie 
Mein Vaterland 
Ouvertiire und Tcinze aus 

"Die verkaufte Braut" 
Morendo 
Ouvertiire "Jessonda " 
Ballade von des 

Cortez Leuten 
La Tempete 
Orage 
Fatum 
Der Wojewode 
Der Wojewode 
4. Sinfonie 
5. Sinfonie 
6. Sinfonie 
Tristan-Vorspiel und 

Liebestod 
Bi nder Lustig 
Gliick 
Rainulf und Adelasia 
Sonnenflammen 
1. Sinfonie 
Das Augenlicht 
Fiinf Sdtze op. 5 
Konzert op. 24 
Orchesterstiicke op. 10 
Sinfonie op. 21 
Konzert op. 12 
Om per orchestra 
Serendade fiir Streicher 
Sinfonia brevis op. 28 
Violinkonzert op. 26 
Violoncellokonzert op. 31 
Violinkonzert 

Der Trail in gorge 

Elemente 

Nobody knows de 
trouble I see 

Conductor/Soloist 

Carewe 
Mozart und Salieri 
Widmer 
Inbal 
Inbal 

Tschupp 
Inbal 

Inbal/Hauptmann/ 
Gahmlich/Monti/Waag/ 
Lewi s/Rape/Ki Iduff 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Gielen/Salter/ 
Whittlesey/Barainsky/ 
Karczykowski 
Kitajenko 
Kitajenko 
Inbal 
Kitajenko 
Kitajenko 
Inbal 
Inbal 
Inbal 
Kitajenko/Krainjew 
Inbal 
Kitajenko 
Inbal 
Kitajenko 
Inbal 
Kitajenko 
Inbal 
kitajenko 
Inbal 
Kitajenko 
Inbal 
Inbal 

Travis 
Solomon 
Tschupp/Schweiger 

Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal 

Kitajenko 
Kitajenko 
Kitajenko 
Kitajenko 
Dixon 
Zender 
Inbal 
Inbal 
Inbal 
Inbal 
Inbal/Gotkovsky 
Michael 
Francis 
Francis 
Francis/Hoelscher 
Francis/Rivinius 
Macal/Tatsumi 

Albrecht/Cobum/ 
Protschka 
Zender 

Kitajenko/Friedrich 

Label 

Teldec 
Bahmert/Hill/ 
Sonomaster 
Philips 
Philips 

Ex libris 
Denon 

Denon 

Denon 
Philips 
Philips 
Denon 
Denon 
CPO 

BMG 
BMG 
Denon 
BMG 
BMG 
Denon 
Denon 
Denon 
BMG 
Philips 
BMG 
Philips 
BMG 
Philips 
BMG 
Philips 
BMG 
Philips 
BMG 
Teldec 
Teldec 

ABT ERZ 
CBS 
Jecklin 

Philips 
Philips 
Philips 
Philips 
Denon 
Denon 
Denon 
Denon 
Denon 

Koch 
Koch 
Koch 
Koch 
Ex Libris 
Sonomaster 
Denon 
Denon 
Denon 
Denon 
RCA 
Wergo 
CPO 
CPO 
CPO 
CPO 
Camerata 
Tokyo 
Capriccio 

Wergo 

Capriccio 

Year of 
Publication 
1979 

1991 
1977 
1977 

1970 
1995 

1994 

1994 
1974 
1974 
1996 
1995 
1996 

1996 
1996 
1990 
1996 
1995 
1995 
1995 
1995 
1993 
1978 
1991 
1979 
1993 
1979 
1992 
1978 
1992 
1978 
1994 
1988 
1988 

1979 
1969 
1972 

1974 
1974 
1974 
1974 
1991 
1989 
1989 
1991 
1991 

1996 
1996 
1996 
1996 
1973 
1991 
1995 
1995 
1995 
1995 
1975 
1968 
1994 
1994 
1994 
1994 
1982 

1987 

1977 

1992 

Mai 1999 
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New CD Production, RSO Frankfurt 1998/99 - Selection 

1. Koch 

2. CPO 

3. CPO 

01/98 J. Rietz, Konzertstiick op. 41 (Instr. von A.N. 
Tarkmann) 
B. Blacher, Konzertstiick 
F. Danzi, Sinfonia Concertante Es-Dur 
RSO, Sol.: Aulos-Quintett, Dir.: Jun Markl 

02/98 G. Bottesini, Passione Amoroso f. 2 Kontrabasse 
u. Orchester 
RSO, Sol.: Boguslaw Furtok, Johannes Stiihle, 
Ltg.: Ulrich Edelmann 
G. Bottesini, Konzert fiir Kontrahaf.i it. Orchester 
h-moll 
G. Bottesini, Konzert fiir KontrabaJI it. Orchester 
fis-moll 
RSO, Sol.: Boguslaw Furtok, Dir.: Stefan Tetzlaff 

03/98 G, Antheil, Sinfonie Nr. 5 ("The joyous") 
G, Antheil, Decatur at Algiers: Nocturne 
G, Antheil, Sinfonie Nr. I 
RSO, Dir.: Hugh Wolff 

4. Auvidis Iber. 10/98 

5. ECM 

C. Halffter, Odrculek 
C. Halffter, Dortmunder Variationen 
C. Halffter, Tiento Del Primer Tono Y Batulla 
Imperial 
RSO, Dir.: Cristobal Halffter 
Fortsetzung der Halffter-Edition 

11/98 H. Goebbels, Industry & Idleness 
M. Mantler, One Symphony 
RSO, Dir.: Peter Rundel 

6. CPO 11/98 J. Hartmann, Valkyrien op. 62 (Ballett) 
RSO, Dir.: Michael Jurowski 

7. CPO 12/98 M. Atterberg, Sinfonie Nr. / 
M. Atterberg, Sinfonie Nr. 4 
RSO, Dir.: Ari Rasilainen 

8. CPO 02/99 G. Antheil, Sinfonie Nr. 4 ("1942") 
G. Antheil, Sinfonie Nr. 6 ("After Delacroix") 
G. Antheil, Archipelago 
RSO, Dir.: Hugh Wolff 

9. Orfeo 05/99 S. Rachmaninoff, Klavierkonzert Nr. I fis-moll, 
op. 1 
F. Liszt, Klavierkonzert Nr. I Es-Dur 
F. Mendelssohn-Bartholdy, Klavierkonzert Nr. I 
g-moll, op. 25 
RSO, Sol.: Vardan Mamikonian, Dir.: David Stahl 

10. Capriccio 05/99 W. Rihm, Marsyas-Szene fiir Trompete, 
Schlagzeug und Orchester 
RSO, Sol.: Robin Schulkowsky (Schlagzeug), 
Reinhold Friedrich (Trompete), 
Dirigentin: Sian Edwards 
C.J. Walter, 4 Stiicke gegen den Still stand 
RSO, Dirigentin: Sian Edwards 

09/99 B. Mason, Concerto for trumpet 
RSO, Sol.: Reinhold Friedrich, Dir.: Lucas Vis 

COLLEGE & UNIVERSITY CLARINET PROFESSORS 

ARE YOU PLANNING A SABBATICAL OR LEAVE-OF-ABSENCE? 

IF SO, PLEASE GIVE CONSIDERATION TO USING AS YOUR REPLACEMENT: 

JOZSEF BALOGH 
Eminent Hungarian Clarinetist and Pedagogue 

Jozsef Balogh has served in this capacity at the University of Oklahoma (1998) and has been a guest instructor/performer at 
several U.S.A. and foreign music schools. 
Jozsef Balogh's Performing Background; 
• International clarinet artist; winner of many prestigious performing awards; invited performer at several Clarinetfest I.C.A. and 

other festivals; frequent recording artist with admirable discography. 
• Vast performing experience as principal clarinetist including: 

Budapest Symphony Orchestra of the Hungarian Radio; Hungarian State Opera Orchestra; Budapest Symphonic Band. He is a 
brilliant clarinetist not only in classical music settings, but also in jazz, Klezmer, improvisational and gypsy genres. Absolutely a 
world-class artist. 

• Other major contributions to the clarinet world include: 
Founder and president of the Hungarian Clarinet Society; national chairperson of I.C.A. and founder of EuroCass; artistic director 
of the International Clarinet Camp of the Hungarian Clarinet Society. 
In addition to his impressive performance credentials, Jozsef is a splendid, sincere person of sterling character with an engaging 
and magnetic personality. He is un bon vivant and a gracious, sensitive and sensible individual. 

• Personal Information: 
Jozsef and charming wife, Beatrix,and their two children (ages 10 and 17) would welcome the opportunity to relocate temporarily 
or permanently in the U.S.A. (or other interesting situation). All are fluent in English. Beatrix (Cultural manager, Russian language 
teacher and editor) has organizational and management skills and experience for possible employment opportunities. Budapest 
apartment and host professor house/apartment exchange could be considered. 
Jozsef and Beatrix have given so much to the clarinet and music world. They have earned the security, comfort and enrichment 
that a sabbatical appointment could provide. Please assist this magnificent family in this worthwhile endeavor! 

• Contact Jozsef Balogh through any of the following: Charles Bay - cbay@baywoodwind.com / 818-497-8161 
David Etheridge - School of Music, Un. of Oklahoma, Norman, OK 72019 Jozsef Balogh - baloghbea@mail.matav.hu 
Sponsored by Bay Woodwind Products & Friends of Jozsef & Beatrix Balogh. Resume, references and discography on request. 
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by Neville Thomas 

There is a lot of excitement down 
here right now as we gear up for 
the Olympic Games to be held in 

Sydney soon. So many new buildings are 
going up, and we are learning from the 
example set by Atlanta. 

The opening and closing ceremonies 
are coming under scrutiny about which 
marching bands will perform. Will there be 
American and Japanese marching bands, 
plus Aussie ones or not? 

I do hope I see some of our members in 
attendance here; if so, please contact me as 
it gets closer. 

Our James Penberthy came to the final 
bar of the coda recently. Jim was an ac¬ 
complished and original composer and cri¬ 
tic who leaves a huge creative legacy. He 
was bom in Melbourne in 1917 and died in 
Maclean, New South Wales aged 81 years. 
Although not one of our name composers, 
his work encompassed ballets, operas, nine 
symphonies (how many other Australian 
composers have contemplated, let alone 
written, so many?), concertos for many in¬ 
struments, and numerous choral, chamber 
and instrumental pieces. His opera Dal- 
gerie was chosen for presentation during 
the opening of the Sydney Opera House 
in 1973. 

Brother of the noted portrait painter 
Wesley Penberthy (a pupil of Norma Lind¬ 
say), Jim — as his friends knew him — was 
educated in Melbourne. He was from a 
musical family, and his father gave young 
James his first music lessons and lots of 
encouragement. The family home held an 
impressive collection of just about all the 
usual orchestral instruments. 

V After studying at the Uni¬ 
versity of Western Australia 

and University of Melbourne, 
Jim became a master at Perth's 

Wesley College and at Trinity Grammar in 
Melbourne. He served as a commission 
officer in the Royal Australian Navy during 
World War II, then returned for postgradu¬ 
ate studies at the Melbourne University 
Conservatorium of Music, where fellow stu¬ 
dents included Don Banks, Keith Humble, 
George Dreyfus and Peter Sculthorpe. Jim's 
long association with the theatre began 
when he was appointed musical director of 
the National Ballet in the late 1940s. This 
collaboration subsequently led to the com¬ 
position of various ballets and operas. 

In 1951, he won a scholarship from the 
Victorian government to study in Europe. 
Jim traveled to England, France and Italy 
where he undertook advanced studies in 
composition. This period, together with his 
fascination for Aboriginal folklore and 
legends, became the basis for much of 
his inspiration. 

Returning to Perth two years later, Jim 
became a founder of the West Australian 
Ballet with his first wife, Kira Bousloff, 
and later a founding director of the West 
Australian Opera. He continued to expand 
his composition and academic activities 
and became a regular music critic for var¬ 
ious Perth newspapers. Always devoted to 
a healthy lifestyle, he enjoyed Perth and its 
beachy environment. However, the relative 
isolation may have hindered national re¬ 
cognition of his many talents. 

The local chapter of the Fellowship of 
Australian Composers found in Jim a 
strong and forthright president who wasn't 

afraid to press the cause of Australian 
music. He could display a fearless courage 
and tenacity, veering at times to militancy 
that some found off-putting. To many ob¬ 
servers, though his manner was refreshingly 
direct, lacking the artificiality and preten¬ 
tiousness often found in artistic circles. In 
the factionalized and politicized fraternity 
that is the arts, he was often at odds with 
the fence-sitters. 

On the personal level, however, Jim at 
his most charming was eloquent, gracious 
and persuasive. In the lecture theatre, his 
students admired his broad and intense 
love of nature and all things beautiful. His 
personal culture was clearly of the broad¬ 
est dimensions. 

But then, James was no dilettante. He 
had been well trained and knew overseas 
standards. Although some may have found 
his work not to their taste — by no means 
uncommon with contemporary music — 
he was undoubtedly one of Australia's most 
creative artists, with a strong, truly distinc¬ 
tive streak. 

He could displag 

a fearless 

couraqc and 

tenacity, vcerinq 

at times to 

militancy that 

some found 

off-puttinq. 

After half a lifetime in Perth, he re¬ 
turned to the east in the early 1970s, first 
settling in Sydney. During this time he was 
appointed to the board of the fledgling Aus¬ 
tralian Music Centre. Soon after, he moved 
to Lismore, in northern NSW, to become 
head of the newly established music de¬ 
partment at the Northern Rivers College of 
Advanced Education. Among the college 
staff was pianist and choral director Isabel 
Aicheson, who became his partner. Until 
her death last January after a long battle 
with cancer, Isabel was a dynamic force 
and inspiration to Jim, and her death was a 
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James Penberthy 

huge loss to the composer. 
In many of his works, Jim collaborated 

with some of Australia's best writers, in¬ 
cluding Gwen Harwood, Katharine Susan¬ 
nah Prichard and Mary Durack. Jim's com¬ 
positions seem to mirror the diversity of his 
personality and moods, and they embraced 
many avant-garde techniques. Ever willing 
to explore new methods and to adapt and 
tailor them to suit his individual vocabu¬ 

lary, even at the risk of offending the ears 
of his own generation, Jim wrote prolifi- 
cally and with genuine commitment. Many 
of his works revolve around sensitive, sim¬ 
ple characters who are confronted, con¬ 
fused and often defeated by what can be a 
cruel, hostile and intimidating world. 

Apart from his opera Dalgehe, other 
compositions are the humorous ballet score 
The Beach Inspector and the Mermaid, 
while the Romance for violin and orchestra 
and the more substantial Viola Concerto 
(1962) are fine pieces that convey emo¬ 
tional and expressive warmth of an uncom¬ 
mon lyricism. 

Eric Gross, Peter Sculthorpe and Mar¬ 
tin Wesley-Smith are only three of our ac¬ 
tive composers today. Gerard Enante's 
many visits to Australia always embraces 
work with Martin and at present a new 
CD together. 

Jim Penberthy's passing is a sad loss for 
this country's music. 

All the best wishes for now, 
Hooroo, 
Sincerely, 
Nev 
E-mail: <tobrien@bigpond.com> 

We Carry NEW & USED: 

Selmer Buffet Leblanc 
Profesional and Student Clarinets 

*Other Makes Also Available 
*Full Line of Accessories 
*Highest Quality BAY Products 

Professional Repair & Restoration 

Unique Personal Attention 

Phone 212-730-1569 
7017th Ave. (Entrance on 47th St.), New York, NT 10036 

I 

Reeds 

Australia 
Producers of Quality Reeds 
'Pintiye • Vintage XL (new!) 

Fax: Int +61 8 8333 2108 
www.reedsaus.com.au 

*. nv. 

Recommended by leading performers worldwide! 
US Distributor: Yamaha Corporation of America Band & Orchestra Division www.yamaha.com/band YAlvlAHA 
Canadian Distributor: Yamaha Canada Music Ltd. Tel: (416) 298 1311 www.yamaha.ca 
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Belgian 

Clarinet 

Academy 

July 3-8, 2000 

Ostend Conservatory 

Guido Six, Director 

Spend a week on the 

gorgeous West Flanders 

coast, studying clarinet and 

playing chamber music with 

an international faculty of 

artist teachers. 

Faculty: 

Howard Klug, 
Indiana University (USA) 

Luis Rossi, 
Principal Clarinet Santiago 
Symphony (CHILE) 

Robert Spring, Arizona 
State University (USA) 

Eddy Vanoosthuyse, 
Principal Clarinet 
Belgian Radio Orchestra 

COSTS: 

$350 Tuition plus meals 
(housing provided) 

Open to all young professionals and 
university students (minimum age 16). 
A cassette must be submitted by May 
15, 2000. For festival brochure and 
application blank, please contact: 

Howard Klug, School of Music 
Indiana University 

Bloomington, IN 47405 USA 
ph/fax (812) 323-8622 

hklug@indiana.edu 

MUSICAL CHAIRS 

Ani Berberian 

Southwest Missouri State 

University 

Springfield, Missouri 

Ani Berberian has been 
appointed assistant profes¬ 
sor of clarinet and music 
theory at Southwest Mis¬ 
souri State University, ef¬ 
fective August 1999. She 
served as lecturer of clari¬ 
net at the same institution 
from January-May 1999. 

Her duties include teaching undergraduate 
and graduate applied clarinet, clari¬ 
net/saxophone methods, ear training and 
coaching woodwind quintet and clarinet 
quartet. She will appear as a regular artist 
with the Missouri Chamber Players concert 
series. Previous appointments include 
instructor of woodwinds at Concordia 
University in St. Paul, MN, and at Arizona 
State University as a graduate teaching 
assistant. In 1998, she was selected as guest 

Ani Berberian 

soloist for the Victims of the Armenian 
Earthquake Benefit held in Los Angeles, 
CA, performing for many well-known 
political figures. She has also edited a work 
for clarinet and piano, Lullaby, written by 
her grandfather, Hampartzoum Berberian. 

Originally from Brookings, SD, Berber¬ 
ian holds the Doctor of Musical Arts de¬ 
gree from Michigan State University, the 
Master of Music from Arizona State Uni¬ 
versity and the Bachelor of Arts from South 
Dakota State University. Her principal 
teachers include Elsa Ludewig-Verhdehr, 
Robert Spring, Corliss Johnson, Kjell-Inge 
Stevensson and Luis Rossi. 

Notices of recently filled positions in 
colleges, universities, orchestras and major 
military bands should be sent to the editor. 

Visit I. C. A. 

on the Web: 

w®Wo<gHsiffto@6o®sS 

, n , ^ Announcing the fifth release 
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i ciarflKt • Patrtoa Parr, paoe * Qwntf Hctliu *&*. eate 

from the 

AMICI chamber ensemble 

In Brahms' Apartment" 

■s y 'J 

Two Clarinet Sonatas, Op. 120 • Trio Op. 114 

• Joaquin Valdepenas, clarinet • David Hetherington, cello 
• Patricia Parr, piano 

www.interlog.com/ ^amici 
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SAYRE WOODWINDS 

Mouthpieces 

✓ "p^XSAvV" x 
la CX 
V ^^fNOONHV^. / 

TRADmON 
^HKKAS^ 

( O I s ^'cewo. ^ ' 
__qF 

t*SP^ s 
( O i v ARBpt, x 

EXCELLENCE 

( UAXEAS | 
N ShJcago.^ ' 

Handcrafted 

Mass Produced 

Hard Rubber 

14kt Gold Facing 

Refacing 

Adjustment 

Repair of Broken 
Mouthpieces 

Accessories 

Clarinet Repair 

Shop: 19 W. St. Charles Rd. 
Lombard, IL 60148 

Mail: Box 164, 
Clarendon Hills, IL 60514 

630-916-1525 

RATBURN MUSIC COMFANl 

263 Huntington Ave. 

Boston, MA 02115 
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Music Reviews 

by Joseph Messenger 

JOHANNES BRAHMS. Sonata, Op 120, 
No. 1, B'' clarinet and piano, ed. Ethan 
Sloane and Ruth Wright. Southern, 
1994, $20.00. 

 . Sonata, Op. 120, No. 2, B" clarinet 
and piano, ed. Ethan Sloane and Ruth 
Wright. Southern, 1995, $20.00. 
 . Sonata, Op. 78, B'' clarinet and 

piano, arr. Peter Goldberg. Comus Edi¬ 
tion (Heirs House Lane, Colne, Lanca¬ 
shire BBS 9TA Great Britain), 1996. 
 . Sonata, Op. 100, A clarinet and pi¬ 

ano, trans. Kent Kennan. Bruyere Mu¬ 
sic Publishers (9538 Central Park, Evan- 
ston, IL 60203), 1992, $17.50. 

Johannes Brahms and the clarinet have 
been inseparably linked for the past 100 
years due to Brahms' association with one 
of the great virtuosos of the 19th century, 
Richard Miihlfeld (1856-1907). Now, 
thanks to Ethan Sloane and Ruth Wright, 
there are new editions of the two clarinet 
sonatas derived from the music of Harold 
Wright (1927-1993), one of the great vir¬ 
tuosos of the 20th century. 

Clarinetists have long held Harold 
Wright in the highest esteem for his care¬ 
fully crafted performances marked by his 
unique and marvelous musicality. His own 
copies of the music he performed were care¬ 
fully marked and annotated and give in¬ 
sight into the creative process which pro¬ 
duced his ravishing performances. Ethan 
Sloane, a distinguished clarinetist and chair¬ 
man of the Wind Department at Boston Uni¬ 
versity, with the assistance of Ruth Wright, 
has made this music available in a hand¬ 
some publication from Southern Music as 
part of the Harold Wright Legacy Series. 

In comparing this edition with other 
Brahms Sonata editions, the additional 
markings are not as extensive as one might 
initially expect, but the dynamic indications, 
articulations and, in particular, the phrasing 
indications help to bring a focus and direc¬ 
tion to the works which will be helpful 
both to those players who are encountering 
these works for the first time and to those 
who have lived with them for many years. 
It would have been more helpful if the edi¬ 
tors had indicated which markings were 
those of Wright, rather than forcing the 
performer to compare this edition with 
other editions to fully appreciate Wright's 

Reviews 

musical insight. The E^ major Sonata is 
more carefully marked than the f minor 
Sonata, but that may well be happenstance, 
rather than implying anything on the part 
of Wright. There is a misprint in the E1, 

Sonata in the second movement in mea¬ 
sure 62, which should be the same as in 
measure 202. 

The music is printed on heavy paper in 
large, easily readable print, although the 
page turns are not as convenient as with 
some other editions. If you do not currently 
own the Brahms Sonatas, or if you are just 
looking for another version of an old fa¬ 
vorite, you will want these editions for 
your library. 

In addition to these new editions of 
familiar clarinet music, there are also two 
new transcriptions of Brahms violin sona¬ 
tas. Transcriptions of music not originally 
written for the clarinet are more readily 
accepted now than they were in the not too 
distant past, and both of these works are 
deserving of examination by clarinetists. 
Just as Luciano Berio's orchestration of the 
f minor Sonata gave us a new "concerto," 
so these transcriptions provide additional 
Romantic works for the clarinet. 

There are examples of transcriptions of 
music which are merely transpositions of 
existing works to the proper key for the 
clarinet, and there are other transcriptions 
which change the original to more appro¬ 
priately adapt to the new instrument. Carl 
Reinecke made an edition (unfortunately no 
longer available) of his Undine Sonata for 
flute which adapted the work to the clarinet, 
rather than merely transposing the flute part. 
Kent Kennan did the same in his arrange¬ 
ment of the Prokofieff Sonata for flute and 
Aaron Copland transcribed his violin Sonata 
in the same manner. In each of these exam¬ 
ples the transcriber chose works in which 
the transcription became idiomatically 
appropriate for the clarinet without chang¬ 

ing the character of the original. 
Peter Goldberg's arrangement of the 

Brahms violin Sonata, Op. 78 (written 
1878-79), seems to be more of a transposi¬ 
tion of the original than an attempt to pro¬ 
vide a new "clarinet" work. There are octave 
transpositions in places where the original 
goes too high for the clarinet, but the clar¬ 
inet part is, for the most part, the same as 
the violin. Goldberg states that he made the 
transcription because "it is beautiful." It is 
just that, but to those accustomed to play¬ 
ing the clarinet sonatas, it may not feel like 
a "clarinet piece" for much of the work. 
Brahms was acutely aware of instrumental 
idioms and wrote music that, for the most 
part, fit the instrument specified. The most 
difficult aspects of this sonata are the gen¬ 
erally high tessitura (and the correspond¬ 
ing neglect of the lower register) and the 
constant playing with limited opportunities 
to rest the embouchure or keep the mouth 
moist. It could be a very tiring work in per¬ 
formance. The printing is clear and the 
paper is heavy stock, but none of the page 
turns are possible. In spite of those limita¬ 
tions, the music is beautiful, and many 
clarinetists will want to add this work to 
their repertoire. 

Kennan's transcription of the Brahms 
violin Sonata, Op. 100 (written 1886) fol¬ 
lows much the same pattern as the earlier 
Prokofieff Sonata, and it feels more like a 
"clarinet" piece. Part of this may be due to 
the later date of composition when Brahms 
had moved to a style more like the clarinet 
sonatas which followed in 1894. Kennan 
has chosen to write for clarinet in A, for 
purposes of key, and this forces the clarinet 
into the lower registers more often to avoid 
the extreme high register which would 
result from merely transposing the violin 
part. The original title of the work was 
Sonata for piano and violin, and the added 
importance of the piano part gives the clar¬ 
inet more opportunities for resting. In addi¬ 
tion, Kennan has placed the violin part in 
the piano in two places to accommodate 
range and pizzicato passages, and the 
entire work is shorter than the Op. 78 
Sonata. The printing is clear and on heavy 
stock and only one page turn is difficult. 
This music is also beautiful and feels very 
comfortable on the clarinet. It is a welcome 
addition to the repertoire. Larry Combs has 
recorded this Sonata for Summit Records. 
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Compact Disc Reviews 

by Gene Kavadlo 

Bridges to Bloomington. Trio Indiana: 
James Campbell, Eli Eban, and Howard 
Klug, clarinets; with guest clarinetists 
Mitchell Lurie, Alfred Prinz and Min- 
Ho Yeh. Alfred Prinz: Trio and Bloom¬ 
ington Quartet; Bemhard Heiden: Clari¬ 
net Trio; Alfred Uhl: Divertimento; Kurt 
Weill: Four Pieces from The Threepenny 
Opera. CRYSTAL RECORDS CD 736. 
Total time 58:13. (available at many re¬ 
tail outlets and from the manufacturer at 
fax 360-834-9680 / tel. 360-834-7022 / 
e-mai 1: <i nfo @ crystal records .com>) 

HcmrsTAf 
cStm0* Clarinet Ensemble Music by 

Prinz, Heiden, Uhl, & Weill 
Bridges to Bloomington 

TRIO INDIANA and Mitchell Lurie, 
Alfred Prinz, & Min-Ho Yeh. Clarinets 

Bridges to Bloomington is a happy col¬ 
laboration by some of the finest clarinetists 
of our time. The bridges crossed are both 
generational and artistic; Trio Indiana has 
joined forces with Mitchell Lurie and Alfred 
Prinz, two of the most important perform¬ 
ers and pedagogues of the 20th century. Not 
coincidentally, both Howard Klug and 
James Campbell have studied with Mit¬ 
chell Lurie, while all three members of the 
trio have revered the legendary recordings 
of Alfred Prinz with the Vienna Philhar¬ 
monic. Together, these musicians demon¬ 
strate their artistry and versatility in 20th- 
century music composed principally by 
German and Austrian composers. 

Alfred Prinz's Trio for E^, B'', and bass 
clarinet, was written for and premiered by 
Trio Indiana. Prinz is emerging as a con¬ 
temporary composer of the first rank. 
Howard Klug gave a stunning performance 
of Prinz's Concerto No. 2 for clarinet and 
orchestra at the 1998 I.C.A. convention in 
Columbus, and the work demonstrated 
Prinz's masterful use of both the orchestra 
and solo instrument. Prinz has stated that 

his desire as a composer is to give players 
and listeners enjoyment, not to be different 
or experimental. Trio Indiana obviously 
enjoys perfonning Prinz's Trio, and it pro¬ 
vides an opportunity to showcase Eli 
Eban's El' clarinet artistry and Howard 
Klug's bass clarinet abilities. All three per¬ 
formers play the work energetically with 
fluid technique. The El' and B'' clarinets 
achieve a lovely blend in the first move¬ 
ment, marked "Eurioso." The third move¬ 
ment, "Tango," displays Prinz's wit with a 
humorous reference to Ravel's Bolero. 
Audible key clicks in the bass clarinet, 
whether intentional or not, provide a per¬ 
cussive accompaniment to the dance. 

Heiden's Clarinet Trio, like both Prinz 
pieces represented on this CD, was com¬ 
posed for Trio Indiana, and provides oppor¬ 
tunities for each player to truly demonstrate 
versatility. Heiden is very inventive, requir¬ 
ing different combinations of clarinets and 
bass clarinets for each of the five move¬ 
ments. The outer movements call for two 
clarinets and bass clarinet; the second 
movement requires one clarinet and two 
bass clarinets; interestingly, three bass clar¬ 
inets are used for the third movement; and 
the fourth movement has the traditional 
three clarinets. The blend of sonorities and 
textures created by the three bass clarinets 
in the third movement is remarkable. 

Uhl's Divertimento, for three clarinets 
and bass clarinet, is among the best quar¬ 
tets of its genre. Trio Indiana provides a 
bridge to the next clarinet generation by 
including in this performance Min-Ho Yeh, 
doctoral student of James Campbell. This 
three-movement work is equally challeng¬ 
ing in all parts, and the performers meet the 
challenge with driven, energetic playing in 
the outer movements, and expressive lyri¬ 
cism in the middle movement. 

Prinz definitely has a sense of humor. 
The title of the third movement of his 
Bloomington Quartet — "Prestissimo; Trio, 
Allegretto, un poco stupido" — makes us 
chuckle before hearing a note. The music 
is fun, and the playing is anything but "stu¬ 
pido." The composer's rich tone on the 
fourth clarinet part resembles, at times, the 
sonority of a bass clarinet. The final 
"Friska" is a romp for everyone. 

Four Pieces from The Threepenny Op¬ 
era, the dessert offering on this CD, was 
arranged by Britain's Thurston Clarinet 
Quartet, which, like Trio Indiana, commis¬ 
sions works and creates arrangements for 

clarinets of existing pieces to round out its 
repertoire. This arrangement is for El', two 
B^s, and bass clarinet, and joining Trio 
Indiana is Mitchell Lurie playing the first 
B'' part. The movements recorded here are 
four of the opera's best known excerpts, 
including the ever popular "Ballad of Mack 
the Knife." The four musicians are obvi¬ 
ously enjoying themselves. Eli Eban han¬ 
dles the E^ licks with a twinkle in his eye, 
and the ensemble provides a sensitive ac¬ 
companiment for each solo instrument. 

Comprehensive program notes provide 
useful information about Trio Indiana, the 
artists, composers, and repertoire repre¬ 
sented on this CD. For anyone wishing to 
hear clarinet ensemble music performed by 
some of the finest practitioners of the art. 
Bridges to Bloomington is a must. 

by Richard Fletcher 

Joze Kotar. Joze Kotar, clarinet; the Go- 
dalni Quartet of the Slovenia Philhar¬ 
monic (Miran Kolbl and Monika Zupan, 
violins; Maja Babnik, viola; Igor Skerja- 
nec, cello) with Borut Kantuser, double 
bass. C. M. von Weber: Quintet in B 
Op. 35 and Introduction, Theme and Var¬ 
iations, Op. Posth.; H. J. Baermann: 
"Adagio" from the Quintet No. 3 in 
Op. 23; Louis Spohr: Fantasie and Var¬ 
iations on a Theme ofDanzi, Op. 81; An¬ 
ton Reicha: Quintet in 5^; Ambroz 
Copi: Quintet for Clarinet and Strings. 
SAZAS 104749. Total time 73:19. (no 
U.S. distributor. Slovenia distributor: 
ZKP RTV Slovenia / Dalmatinova 10 / 
Ljubljana, Slovenia, artist e-mail: 
<joze.kotar@amis.net>) 

Joze Kotar is the principal clarinetist of 
the Slovenia Philharmonic Orchestra. An 
active performer, he is also a member of 
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the Ariart Woodwind Quintet, the Slovenia 
Clarinet Quartet, and several other Sloven¬ 
ian orchestras and chamber ensembles. 
Bom in 1970, Mr. Kotar studied the clari¬ 
net with Ervin Plevnik and Prof. Alojz Zu- 
pan. He completed his postgraduate stud¬ 
ies in 1992 at the Academy of Music in 
Ljubljana, where he now teaches. Winner 
of numerous competitions at home and a- 
broad, Mr. Kotar was also granted the Aca¬ 
demy and the University Preseren Award. 
As a soloist and chamber musician, he has 
performed in Slovenia, the former Yugo¬ 
slavia, Austria, Belgium, Denmark, Italy 
and Switzerland. 

The repertoire featured on this disc in¬ 
cludes three clarinet standards, two lesser- 
known works, and a new clarinet quintet 
composed in 1998 and recorded here for 
the first time. 

Weber's Quintet, Op.34, completed in 
1815 and dedicated to Heinrich Baermann, 
is the opening work. Kotar's performance 
of this work is nothing less than superb. He 
possesses complete control of the instru¬ 
ment and plays with a full, rich tone. The 
opening "Allegro," played without exposi¬ 
tion repeat, is full of energy and good 
humor. Kotar's brisk tempo of 128-130 for 
the quarter note is fully under control. The 
melancholy "Fantasia," while somewhat re¬ 
served, is beautifully played. Kotar's tone 
is very fluid and he plays with excellent 
dynamic control and intonation. The "Min- 
uetto" is played with brilliance and flair, 
perfectly capturing the dance-like charac¬ 
ter of the movement. In the joyous "Rondo," 
Kotar again demonstrates his superb com¬ 
mand of the instrument. At a tempo of 144, 
his staccato sparkles on the rapid scalar 
16th notes of the rondo theme. The ensem¬ 
ble plays with precision and a sense of 
unity throughout. No doubt performing to¬ 
gether as members of the SPO contributes 
to their rapport and cohesion. 

The Introduction, Theme and Variations 
is the work of composer Joseph Kiiffner 
(1777-1856), not Weber. John P. Newhill's 
article "Kiiffner's Works for Clarinet" in 
The Clarinet, Vol. 13, No. 4, 1986, contains 
more information about this charming and 
thoroughly virtuosic work. Kotar's perfor¬ 
mance is a sheer delight. He produces a re¬ 
markable evenness of tone in the most chal¬ 
lenging passages. The 32nd notes found in 
the fourth variation are played lightning 
fast with utmost precision and clarity. 

Heinrich Baermann's "Adagio" from his 

Quintet No. 3 in long attributed to Ri¬ 
chard Wagner, is played with sensitivity 
and lightness. The ensemble sounds espe¬ 
cially rich with the addition of the string 
bass for this work. 

The Fantasie and Variations on a Theme 
ofDanzi by Louis Spohr was written for the 
celebrated clarinet virtuoso Johann Herm- 
stedt in 1814, and first performed by him 
on January 15, 1815. This attractive work 
for clarinet and string quartet is much in 
the vein of Spohr's other works for clari¬ 
net, and, true to form, he has the clarinet 
ascend to the highest "c" in the first varia¬ 
tion. Kotar has a real affinity for works like 
this, performing everything effortlessly with 
a beautiful sound, good intonation and flaw¬ 
less technique. 

Anton Reicha, born the same year as 
Beethoven, is best known today for his 24 
woodwind quintets. The engaging Quintet 
in $> for clarinet and strings, which dates 
from 1808/09, is a substantial work. While 
much of the soloistic clarinet writing 
reminds one of his wind quintets, this work 
has a more formidable clarinet part. It is in¬ 
teresting to note that the brilliant clarinet 
flourish that ends this piece is much like 
the one that ends Reicha's famous Quintet 
in EP, Op. 88, No. 2. Both Kotar and the en¬ 
semble deliver an energetic, high-spirited 
performance of this much-neglected work. 

The final work is the Quintet for Clari¬ 
net and Strings by the young Slovenian 
composer and teacher Ambroz Copi (b. 
1973). Composed in 1998, the Quintet pro¬ 
vides a nice contrast to the other selections. 
This very effective composition is in one 
movement and is less than four and a half 
minutes in length. A prominent feature that 
permeates the work is the striking birdcall¬ 
like motive that consists of rapid, repeated 
notes, often in conjunction with a grace- 
note motive. Kotar's imaginative, authorita¬ 
tive execution is again evident in this work. 

The sound quality of this disc is excel¬ 
lent. Both clarinet and strings sound natural 
and are nicely balanced. Joze Kotar is a re¬ 
markable young clarinetist and I highly re¬ 
commend this recording. 

by Glenn Boxven 

Mozart. John Denman, clarinet; Mark Den- 
man, viola; Paula Fan Denman, piano; 
The Flesch Quartet (Robert Gibbs and 
Phillipa Ibbotson, violins; Mark Den¬ 
man, viola; and David Newby, cello). 

Mozart: Quintet in A, K. 581; Trio in 
K. 498; and Allegro assai in B^ K. Anh. 
91/K.516c. CARLTON CLASSICS 
30366 01192. Total time 66:10. (distrib¬ 
uted by Allegro Corporation / e-mail: 
<mailcs@allegro-music.com>) 

CARUON Clasncj 

MOZART 
(1 AKINI I (>1 UN I'l T in A Sladk'r QuinU'lt' 
A1 I i (,R(> ASSAI in H- 

[ohn IVnm.m • I hi' Hesch oii.u um • I'.ml.t I .in IH'iimnn 

In an activity unknown to most clar¬ 
inetists in the United States, John Denman 
has advanced a recording project since 
about 1990 which traverses many major 
19th- and 20th-century works. In the U.K. 
the CASS journal has noted and hailed these 
recordings. The only U.S. publication to 
take note was Hi Fi News', their review of 
the Spohr concerti was glowing and astute. 
Aside from the Spohr CDs (Carlton Clas¬ 
sics), Denman has recorded the following 
with pianist partner Paula Fan: 

England — New England (sonatas by 
Tovey, Bowen, Mason) British Music 
Label BML 002 

Clarinet Masterworks, Vol. I. (Brahms 
Sonatas and Schumann Fantasy Pieces) 
English Music Label EML 004 

Clarinet Masterworks, Vol. II, The 
American Heritage (Hindemith, 
Bernstein and Muczynski) English 
Music Label EML 008 

Splendid British Clarinet Works (Finzi, 
Ireland, Hughes, Bax, Stanford) Brit¬ 
ish Music Label BML 009 

On two CDs, Denman has recorded the 
concerted works of Spohr: Concerti \^X, 
Potpourri, Op. 80; Variations on Alruna\ 
Fantasy and Variations on a Theme of 
Danzi', and the Weber Concertino, all with 
the Royal Philharmonic Orchestra led by 
Robert Bemhardt. 

Reviews in Classic CD and Gramo¬ 
phone (both from March 1999) have al¬ 
ready greeted Denman's Mozart disc as one 
well worth considering. If you are tired of 
matter-of-fact renderings of the Quintet and 
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Trio, you will add this one to your shopping 
list and be very content afterwards. 

If you love a clarinet sound which is rich 
and full of personal nuance, you will re¬ 
joice in Denman's interpretation. He con¬ 
sistently produces a tonal tapestry so richly 
embroidered that you wish all clarinet hear¬ 
ings were similarly adorned. He touches all 
this with a tasteful vibrato which melds 
beautifully with the string sound. (Aren't 
you tired of reviewers who write stereotyp¬ 
ical phrases like "stereotypical British vib¬ 
rato?" One wonders if they have ever lis¬ 
tened to the music produced by the player.) 

Hearing the Quintet in Denman's hands 
is to experience the Classical style with a 
freshness of imagination. The nuance is ori¬ 
ginal; the punctuation of phrase is right; the 
overall effect is very satisfying. One could 
wager that Denman has played many a Mo¬ 
zart opera; for instance, at the end of the 
"Allegro's" exposition, he pushes the tempo 
ahead in order to set the stage for a poco 
ritard, calling attention to the ensuing sur¬ 
prise of C major. 

The "Larghetto" movement is what clari¬ 
netists dream of — a lovely, floating qual¬ 
ity of simplicity and cantabile. The tempo 
here is slower than most performances 
familiar to me resulting in a broad sense of 
breath. Not only is the clarinet cast as a 
prima donna, but Mozart excels in bringing 
the clarinet inside the string texture, the 
blend here shows Mozart's complete un¬ 
derstanding of the clarinet in both roles. 

The exuberant "Menuetto" will call you 
to the dance with its grace — there is none 
of the chunky, chopping heaviness which is 
too often heard. In the first trio, the strings 
will make you very happy (as they do 
throughout). In the second trio, Denman 
varies the repeats discretely rather than ren¬ 
der carbon copies. This movement also 
brings about a criticism of the clarinet tone 
in some of the louder staccato examples; 
one can't be sure if Denman has misjudged 
or if acoustics of St. Silas the Martyr Church 
were acting up. Perhaps a bit of both. 

The final movement's variations can 
prove the undoing of any well-intentioned 
ensemble: multiple tempo/character chan¬ 
ges as well as ensemble and intonation 
challenges abound. The Flesch and Den¬ 
man are up to it all. Denman thoughtfully 
tempers the clarinet's 16th-note variation 
to a spinto-soprano lightness rather than a 
display of technique (which he has in copi¬ 
ous amounts). 

I would wish that all aspiring players of 
the Trio listen to the ease which the Den- 
mans invest in the first movement. The 
tempo is just right to make the written-out 
turn so satisfying — a lyrical embellish¬ 
ment rather than a last minute convulsion. 
Make no mistake, momentum is not lost. 
Yes, the second movement is a menuetto 
but, in the hands of the Denmans, it is 
grace, glide and elegant gesture rather than 
the usual machete approach. There are 
nicely shaped phrases rather than individ¬ 
ual measures whose first beats have been 
forged at the steel foundry. 

The Allegro assai is of great interest, 
not only in its premiere recording here, but 
also because of Robert Levin's completion 
of the fragment surviving as 93 measures. 
Levin, an American pianist and musicolo¬ 
gist, presents his 156-measure completion 
based on his detailed study of Mozart's 
customary style, about which he wrote in 
the 1969-1970 Mozart Jahrbuch. All clari¬ 
netists are in his debt for giving us another 
concert piece by one of the greatest com¬ 
posers for the clarinet. 

The entire CD is a delight and very 
highly recommended. 

[Editor's note: The producers of this 
Carlton Classics disc are in error in desig¬ 
nating the Mozart Allegro assai as a pre¬ 
miere recording. A recording of Robert Le¬ 
vin's completion of Mozart's fragment was 
released by Nonesuch Records in 1985 
with clarinetist Michele Zukovsky and the 
Sequoia Quartet.] 

by Eric P. Mandat 

Intersect. Brigid Burke, clarinet; Rainer 
Linz, electronics. Physic; Shout/; In the 
Whirling came Remoteness and Inti¬ 
macy, Asp /; NeXT Fix\ Asp 2; Asp 3; 
Duet; Walk on Parts; Little Drummer 
Boy. NMA CD9706. Total time 53:40. 
(available from NMA Publications, P.O. 
Box 34, Burnley, Victoria 3121, Aus¬ 
tralia/ artist e-mail: <brigidbr@eduserv. 
its.unimelb.edu.au>) 

Tri Duo. Brigid Burke, clarinet; Crania 
Burke, bass clarinet. Three Sounds on 
Buildings for clarinet; Circle Hats for 
clarinet and bass clarinet; EMMEGIG 
for amplified clarinet and electronics; 
Infra Infer for bass clarinet; Allure A 
Symphony of Resonance (a) for clarinet 
and extension pipe; Allure A Symphony 
of Resonance (b) for two clarinets and 

extension pipe; The Fantasy of Chaos 
for processed WX7 & FM tone genera¬ 
tor; The Earth has an Aura for ampli¬ 
fied clarinet, bass clarinet and electron¬ 
ics. SOUNDS & VISIONS CD 1097. 
Total time 64; 19. (available from Sounds 
& Visions, P. O. Box 315, Elstemwick, 
Victoria 3185 Australia / artist e-mail: 
<brigidbr@eduserv.its.unimelb.edu.au>) 

These two CDs highlight the work of 
Australian clarinetist, visual artist, com¬ 
poser and educator Brigid Burke. Much of 
her work integrates sound, visuals (video 
and slides) and theatre, and she collabo¬ 
rates often with other composer/perform¬ 
ers in both structured and improvisational 
contexts. The CD Intersect is an example 
of her collaboration with composer/perfor¬ 
mer Rainer Linz. Burke describes the pieces 
on the recording as "studies in perfor¬ 
mance.. .developed in rehearsal rather than 
'composed' in a more traditional way. Even 
so, they are not, strictly speaking, improvi¬ 
sations, for while the detail of these pieces 
will change from performance to perfor¬ 
mance, their overriding characteristics — 
formal shape, performance technique, 
sound palette and general 'idea' — remain 
the same." 
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The computer-generated elements of 
each work on Intersect are facilitated by a 
Sensorlab controller box developed by 
STEIM studios in Holland. Burke writes, 
"The Sensorlab interface consists of a 
number of switches, a calculator keypad, 
an ultrasound transmitter, pressure pads 
and associated circuitry. Together with spe¬ 
cially written software they form a re- 
configurable instrument in which the touch 
of a key need not simply turn a note on or 
off, but may generate processes of a far 
more diverse nature. As well, the same key 
may initiate a different process in another 
piece. In this way, defining the instrument 
may be seen as a pre-compositional pro¬ 
cess, determining the range of possibilities 
used in performance." 

The CD begins with Physic, a low-rum¬ 
bling electronic behemoth emerging from 
the sub-terrain, then morphing into a funky 
beat punctuated by alternating high and low 
accents. The clarinet draws out long tones, 
colored and propelled forward by delicate 
slow microtonal fluctuations. 

Shout! follows, with angular pops, snaps 
and squeaks from the duo. The computer 
program is designed to elicit a highly vari¬ 
able texture, and the clarinet is constantly 
and rapidly changing register, timbre, 
dynamic, and duration. 

A pitch shifter is used to generate artifi¬ 
cial clarinet overtones and mono and mul- 
tiphonic sounds in the next work. In the 
Whirling came Remoteness and Intimacy. 
The result is a series of microtonally spiced 
swells by the duo gradually joined by dy¬ 
namically static chords. 

The three Asp pieces make use of an 
analog synthesizer (hence the title), con¬ 
trolled directly from a computer score-read¬ 
ing program developed by Alistair Riddell 
and Rainer Linz. Varying speeds of glis- 
sandi provide the electronic background 
above which dance overdubbed multiple 
clarinet sounds alternating lyrical, spiky, 
and tremolo gestures. 

NeXT Fix is a work for live performers 
and prerecorded tape. The clarinet plays in 
canon with itself from a previous recording 
of the piece Duet (also included on this 
CD). Like a hora dance piece, the infec¬ 
tious beat accompanying the canon gradu¬ 
ally reaches breakneck speed, then cuts out 
abruptly, leaving a plaintive clarinet sigh¬ 
ing. The electronics come back for one 
more punch of rhythmic activity, this time 
gradually slowing until the final chords. 

Trio is a quasi-bluesy interaction be¬ 
tween the acoustic clarinet, a synthesized 
clarinet generated interactively from the 
acoustic clarinet, its melodic contour 
determined by the articulation and dy¬ 
namics of live performance, and a bass 
voice performed on a single pressure-sen¬ 
sitive touchpad. 

The Duet is actually a solo work for the 
WX7 wind controller, although the keys of 
the instrument have been reconfigured to 
give it polyphonic capabilities. The music 
is extremely complex, considering that a 
single performer activates the keys. 

Walk on Parts is a cute role-reversal 
game based on the opening gesture of 
Gershwin's Rhapsody in Blue, although not 
strictly quoted. The basic gesture (trill, scale 
passage, glissando, high sustained tone) is 
played first by the clarinet, then mimicked 
by the synthesizer, then split up into "parts," 
with the glissando in the synthesizer, trills 
in the clarinet, then the roles are reversed 
and the scale passages are added. 

The final piece on the CD is Little Drum¬ 
mer Boy, with synthesized snare and bass 
drum sounds covering a noble, lyrical clari¬ 
net background line. The bass drum sounds 
gradually take on a bomb timbre and the 
snare drum line is eventually complemented 
by machine gun counterpoint, and finally 
shells, helicopters and planes come whiz¬ 
zing by. Although certainly overused as a 
device for evoking an emotional response, 
the juxtaposition of these disparate sounds 
in this context is not without poignancy. 

Intersect experiments with the cutting 
edge of musical applications of computer 
technology. The resulting music is deep and 
engaging; the ensemble Intersect makes 
very musical and intelligent applications of 
the myriad sonic possibilities available to 
the duo. The counterpoint between acous¬ 
tic and electronic sounds is lively and 
spunky. Brigid Burke's playing is very free, 
and her skills as an improviser are highly 
evident, as the structures and sound worlds 
arrived at for this CD through rehearsal re¬ 
quire a tremendous fluency in the timbral 
possibilities of the clarinet. 

Tri Duo consists of Brigid Burke per¬ 
forming together with her sister, bass clar¬ 
inetist Crania Burke, with and without 
clarinets. Crania Burke is a freelance musi¬ 
cian and teacher in Melbourne. She plays 
in the Melbourne Symphony Orchestra and 
the State Orchestra of Victoria. The CD 

explores the various possible combinations 
of clarinet, bass clarinet and electronics. 

Three Sounds on Buildings for Bi" clari¬ 
net is a collection of disjunct juxtapositions 
of timbres and moods. Circle Hats is a 
slow exploration of intonational and timbral 
relationships between clarinet and bass 
clarinet, followed by imitative counterpoint 
in a faster moving context, interspersed with 
more static moments of color fingering ex¬ 
ploration. The multiphonic and microtonal 
control of both clarinetists is excellent. 

EMMEGIG, for amplified B? clarinet and 
electronics, begins with key popping to a 
multiphonic chorale to trills. Later the piece 
becomes intensely dramatic, gradually mi¬ 
grating to long tones with extremely high 
pitched electronic bell sounds. Burke effec¬ 
tively evokes the entire spectrum of moods, 
and maintains very good control over the 
extended techniques. 

Infra Infer for bass clarinet is generally 
slow moving and static. Crania Burke plays 
some very nice delicate yet rich multi- 
phonics. 

Extension pipes are used for the two Al¬ 
lure pieces; Allure (a) is for B'' clarinet and 
Allure (b) is for two B^ clarinets. The ex¬ 
tensions used in these pieces lower the clari¬ 
net's lowest tone by a fourth. The pieces 
are a non-stop cascade of repeated and gra¬ 
dually shifting pitch collections, with occa¬ 
sional overtones, growling, and multiphon- 
ics to vary the color. After five minutes of a 
running faucet of sound from one clarinet, 
the subsequent two and a half minutes of 
counterpoint between two clarinets, which 
is the second Allure, provides an important 
coda, even though the musical material is 
essentially the same for both pieces. 

The Fantasy of Chaos is for processed 
WX7 and FM tone generator. The piece 
gradually works itself into a boogie beat, 
with frenetic interplay between a variety of 
electronic timbres. Brass and slap bass 
sounds predominate at the beginning, and 
eventually move to bell-like sounds search¬ 
ing for a pulse. Later a grumbling contra- 
bassoon argues with more slappy sounds. 
Structurally the work is a fantasy of chaos, 
as each sound world entices the listener to 
become comfortable, then does a 180- de¬ 
gree turn at just the point when the listener 
begins to fathom the goings-on. 

The final piece of the disc is also by far 
the longest piece from both of these CDs. 
The Earth has an Aura is 16 minutes of 
generally austere, slow moving, contempla- 
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tive music highlighted by a stunningly 
beautiful long opening multiphonic chor¬ 
ale between the clarinet and bass clarinet. 
The multiphonic chorale eventually wakes 
small electronic birds out of their slumber, 
and the earth begins to vibrate. Slowing 
glissing flanged bells provide a new back¬ 
ground for a short soaring clarinet solo 
over continued bass clarinet multiphonics. 
The music briefly intensifies to a more per¬ 
sonal level, but then the sun sets with a 
slow fade of the multiphonics. 

As is the case with Intersect, Brigid 
Burke in Tri Duo utilizes an enormous 
sonic palette to create a wide variety of 
moods. Grania Burke's multiphonic con¬ 
trol on bass clarinet is wonderful. While 
both CDs are highly inspirational to any 
clarinetist seeking to expand his/her tim- 
bral palette and appreciation of the cutting 
edge of new music performance, I am per¬ 
sonally more drawn to the musical interac¬ 
tion on Intersect, which is extremely rich, 
fresh, probing, and lively. The music in Tri 
Duo is contemplative, intellectually chal¬ 
lenging and non-visceral. 

by Karen Dannessa 

An English Lilt, With Irish Tilt. Gervase 
de Peyer, clarinet; Gwenneth Pryor, pi¬ 
ano. Charles Stanford: Sonata, Op. 129; 
William Hurlstone: Four Characteristic 
Pieces; Arnold Bax: Sonata; Arthur Ben¬ 
jamin: Le Tombeau de Ravel. RADIANT 
MASTERY LIMITED GDP 1004. Total 
time 61:00. (no U. S. distributor known / 
Radiant Mastery Limited, Suite 501, In¬ 
ternational House, 223 Regent Street, 
London W1R 8QD, England / tel. 
+44(0) 171 544 1010/fax +44 (0) 171 
544 1090) 

Gervase de Peyer has recorded yet 
another CD, this time grouping four British 
works together. These infrequently recorded 
works by Stanford, Hurlstone, Bax and 
Benjamin are a welcome addition to the re¬ 
corded solo clarinet repertoire. The title, 
An English Lilt, With Irish Tilt, reflects 
the fact that the four composers all had En¬ 
glish and Irish ties of some sort. In fact, 
Stanford, Hurlstone, and Bax all had at 
least one Irish parent and Stanford was 
brought up in Ireland. Hurlstone and Ben¬ 
jamin (bom in Australia) also both studied 
with Stanford at the Royal College of Music 
in London. Whatever his reasons, de Pey- 
er's grouping of these works make for a 
great CD. 

The recording quality of this disc is 
wonderful. The balance and blend between 
the two instruments couldn't be better and 
the recorded quality is really delightful. This 
is a CD that teachers and performers will 
want to own. What I enjoyed most about the 
CD is de Peyer's unflagging musical hon¬ 
esty. Coupled with pianist Gwenneth Pryor, 
the two musicians create an emotional ta¬ 
pestry of sound and musical interpretation. 
Movements such as the "Caoine" in the 
Stanford, the "Ballade" in the Hurlstone, 
and the first movement of the Bax are espe¬ 
cially moving. While de Peyer's tonal con¬ 
cept is very different from the American 
preference of dark, covered and controlled, 
his occasional use of vibrato and tonal col¬ 
orations enhance the overall musical inter¬ 
pretation. Although there are some techni¬ 
cal problems, it is refreshing to hear a clari¬ 
netist who takes musical risks and conveys 
his ideas with such unabashed forward¬ 
ness. Recommended. 

by Kimberly Cole 

The Clarinet at the Opera. Wolfgang 
Meyer, clarinet; Polish Radio Symphony 
Orchestra; Wojciech Rajski, conductor. 
G. Rossini: Introduction, Theme and 
Variations in Fantasy for clarinet and 
orchestra; Cavatina ("Una voce poco 
fa") from The Barber of Seville, arr. by 
R. Schottstadt; Cavatina ("Bel raggio 
Lusinghier") from Semiramide, arr. by 
R. Schottstadt; Variations in C; G. Don¬ 
izetti: Concertino for clarinet and or¬ 
chestra; G. Verdi: Scene and Romance 
("Saro Infelice") from La For7x1 del Des- 
tino, arr. by G. Schottstadt; V. Bellini: 
Aria ("Casta diva") from La Norma, arr. 

by G. Schottstadt. CLASSIC TALENT 
DOM 2910 45. Total time 59:19. (dist¬ 
ributed by Qualiton/<www.qualiton. 
com>) 

Wolfgang Meyer was bom in Crail- 
sheim, Germany, and studied first under 
his father, Karl Meyer, and later under Otto 
Hermann in Stuttgart and Hans Deinzer in 
Hanover. In 1975 he was a prize winner of 
the International Music Competition of the 
ARD in Munich with the Syrinx Quintet; 
in 1976, first prize winner of the German 
Music Conservatories Contest; and in 1977, 
first-prize winner of the German Musical 
Competition in Bonn. Since 1980, Meyer 
has been a lecturer at the College of Music 
in Karlsruhe, and he obtained a professor¬ 
ship there in 1989. Meyer performs as a 
member of the Trio di Clarone with his sis¬ 
ter Sabine, and Reiner Wehle, and is also a 
member of the Cherubini, Pro Arte, Car- 
mina, and Mosaique Quartets. As soloist, 
Meyer has recorded for the EMI, Astree, 
Amati, D and G, Harmonia Mundi, and 
Talent labels. 

As the title suggests, this disc contains 
Italian operatic music of the 19th century, 
including transcriptions of well-known 
operatic arias for clarinet. Most clarinetists 
are likely familiar with the Rossini Intro¬ 
duction, Theme, and Variations. Like this 
work, almost all others on the disc consist 
of a slow, lyrical, bel canto aria-like intro¬ 
duction followed by a more spirited and 
brisk "B" section. Rossini's Fantasy is pro¬ 
bably best known as a work for clarinet 
and piano. According to the liner notes, 
Rossini likely composed the Fantasy for 
his Parisian colleagues, the musicians of 
the Opera. Hartmut Schmidt restored the 
work to its supposed original form of clar¬ 
inet solo with orchestral accompaniment. 
Donizetti's Concertino for clarinet and or- 
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Raymond Meylan. The first movement is 
based upon a manuscript, Esquisse pour 
Hautbois, housed at the Bibliotheque Na- 
tionale in Paris while the second movement 
was reconstructed according to a manu¬ 
script of the orchestral score kept at the Mu- 
seo Donizettiano. The transcriptions from 
Verdi, Bellini, and Rossini operas were 
arranged by Rainer Schottstadt who is bas¬ 
soon soloist with the Gurzenich Orchestra 
in Cologne. Each of the selections on the 
disc is a delight to hear, and each would 
likely be rewarding to perform, as well. 

In all selections, Wolfgang Meyer plays 
with a beautiful, singing tone that is warm, 
rich, focused, and controlled at all times 
and in all registers. His technique is impres¬ 
sive. It is fluid, clean, sure and solid. Arti¬ 
culated passages are unfailingly crisp and 
precise. Intonation, for the most part, is im¬ 
peccable. Meyer's interpretations are con¬ 
vincing. Lyrical passages are played ex¬ 
pressively but are straight-forward and 
simply ornamented. The recorded sound 
quality is good. The Polish Radio Sym¬ 
phony Orchestra accompanies well, and the 
balance between clarinet and orchestra is 
good, with the clarinet never being covered. 

I highly recommend this disc both for 
Wolfgang Meyer's flawless, beautiful play¬ 
ing and for fine performances of these ter¬ 
rific arrangements that are valuable addi¬ 
tions to the repertoire. 

by Theodore Jahn 

Don Banks: A Tribute in Memoriam. 
Roslyn Dunlop, clarinets; Daryl Pratt, 
percussion; Rita Van Ooi, oboe; David 
Howie, piano; Jenny Bates, voice. Don 
Banks: Prologue, Night Piece and Blues 
for Two; Trio\ and 4 x 2 x 7; Larry Sit- 
sky: Zuquerq\ and Vartarwr, Gerald Bro- 
phy: Bis()iix\ Graham Hair: Stanzas from 
Pascoli; Elena Kats-Chernin: Totschki. 
(no label or catalogue number) Total 
time 64:01. (available from The Austra¬ 
lian Music Centre Ltd., P.O. Box N690, 
Grosvenor Place, NSW 2000, Australia / 
artist e-mail: <rdunlop@greenway.usyd. 
edu.au>) 

This recording, co-produced by Austra¬ 
lian clarinetist Roslyn Dunlop and sound 
engineer Greg White, showcases varied 
types of contemporary Australian music. 
The disc is a tribute to the late Don Banks 
(1923-1980), a composer, jazz pianist, and 
trombonist who was a major influence on 
the composers and performers represented. 

Banks, a native of Australia, studied in 
Europe, principally in England, where he 
wrote movie scores while absorbing the lat¬ 
est compositional techniques. After return¬ 
ing to Australia, he was appointed to the fa¬ 
culty of the Sydney Conservatorium of Mu¬ 
sic. As the first head of the Conservator- 
ium's Composition School, he fought to ele¬ 
vate the status of contemporary music and 
composers in Australia. Larry Sitsky, emi¬ 
nent Australian composer, described him as 
"the polished craftsman par excellence, a 
model for any aspiring composer; what a 
pity we have so few examples of his finely- 
honed art, but what a blessing for future 
generations that we have what we have." 

The three Banks compositions per¬ 
formed on this disc are indeed well crafted. 
The music is accessible to the listener, with 
a certain spareness in the melodic material 
and its subsequent development. The elec¬ 
tronic sounds are extremely engaging, with 
varied timbres that work well together, and 
they are never random or without musical 
meaning. Prologue, Night Piece and Blues 
for Two for clarinet and piano, published 
by Schott, is a wonderful showpiece which 
is given a dazzling performance by Dunlop 
and David Howie. Trio was written for bass 
clarinet, moog synthesizer, and fender 
piano; for this CD the bass clarinet part was 
performed with a prerecorded tape of the 
synthesizer and fender piano parts. The live 
and taped sounds are beautifully integrated, 
all having live and spontaneous qualities. 
This selection and others on this disc in¬ 
volving prerecorded sound tracks show the 
artistry of Greg White. The title of the third 
Banks piece, 4 x 2 x 1, refers to four sec¬ 
tions of music, played by two instruments 
(clarinet and bass clarinet), performed by 
one person. This piece, in and of itself spell¬ 
binding, receives spectacular treatment at 

the hands of Dunlop and White. Particularly 
impressive is the technical skill evident in 
the segues from section to section; from 
computer- and synthesizer-derived tape to 
clarinet, to tape and bass clarinet together, 
and then finally back to B^ clarinet and full¬ 
blown synthesizer on tape. 

The disc also offers two compositions 
written by Larry Sitsky, a close friend of 
Don Banks, when Sitsky was studying sa¬ 
cred and folk music in Armenia in 1984. 
Zuquerq (Duet) for clarinet and three 
bongo drums and Vartarun (Ornate) for 
unaccompanied clarinet are both folk-like 
and extremely expressive pieces. They are 
given vivid and virtuosic performances by 
Dunlop on the (Zuquerq) and C (Var¬ 
tarun) clarinets. 

The other three pieces on the CD, Bi- 
soux for English horn and bass clarinet by 
Gerald Brophy, Stanzas from Pascoli for 
soprano, clarinet, and vibraphone by Gra¬ 
ham Hair, and Totschki for oboe and clar¬ 
inet by Elena Kats-Chernin, all feature the 
clarinet in more of a chamber music set¬ 
ting. The English horn and soprano are the 
dominant musical voices in Bisoux and 
Stanzas, and the oboe and clarinet play as 
equals in the amusing Totschki (Dots). The 
performances are uniformly excellent. All 
three composers were associated with or 
otherwise influenced by Banks: Brophy 
and Kats-Chernin were students at the 
Conservatorium during his tenure as head 
of the Composition School, and Hair suc¬ 
ceeded him as head of the school. 

Both artists and producers are to be 
congratulated. The compositions are intri¬ 
guing, the performances are flawless, and 
the technical achievement is impressive. 
Without doubt this recording is a fitting 
tribute to Don Banks, a major influence on 
contemporary composition and composers 
in Australia. 

by Lawrence Gibbs 

Blue Orleans. Tim Laughlin, clarinet; 
Connie Jones, jazz cornet; Kevin Clark, 
lead trumpet; A1 Barthlow, jazz trom¬ 
bone; Mike Genavay, trombone and bass 
trombone; Tony Dagradi, tenor saxo¬ 
phone; David Torkanowsky, piano and 
Hammond B-3 organ; Johnny Vidaco- 
vich, drums; Hank Mackie, guitar; Matt 
Perrine, bass, electric bass and sousa- 
phone; Hal Smith, drums; John Royen, 
piano; Richard Taylor, drums; Dave Sa- 
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gar, trombone; Otis Bazoon, tenor saxo¬ 
phone; Les Muscutt, banjo; Reed 
Vaughan, snare and bass drums; Bill 
Schultz, cello; Judith Starr, violin; Rick 
Perles, violin; Valborg Gross, viola. Rap- 
polo-Schoebel-Mares: "Farewell Blues"; 
Tim Laughlin: "Blue Orleans"; Braham- 
Furber: "Limehouse Blues"; Tim Laugh¬ 
lin: "King of the Mardi Gras"; Jelly Roll 
Morton: "Buddy Bolden's Blues"; Con¬ 
rad-Robinson: "Palesteena"; Kid Ory: 
"Savoy Blues"; Sidney Bechet: "Lone¬ 
some"; William Tyers: "Panama." 
GOOD TIME JAZZ GTJCD-15004-2. 
Total time 52:22. (available from Good 
Time Jazz Records, Tenth and Parker 
Streets, Berkeley, CA 94710) 

The performances on this 1996 release 
ensure a promising future for Tim Laugh¬ 
lin and Dixieland music. Laughlin com¬ 
bines both traditional and contemporary ele¬ 
ments of New Orleans music to present the 
listener with a glimpse of Dixieland jazz in 
the new millennium. The New Orleans na¬ 
tive continues the lineage of Irving Fazola 
and Pete Fountain, exhibiting a full rich 
tone with complete technical command of 
the clarinet. Laughlin is a Yamaha perform¬ 
ing artist involved in a wide range of activ¬ 
ities from teaching clinics in schools to tour¬ 
ing the globe promoting Dixieland jazz. 
Laughlin performs in an exemplary fashion 
throughout the album with skillfully exe¬ 
cuted improvisations. The opening number 
alone is well worth the price of the disc. 
Laughlin begins with Dixieland classic 
"Farewell Blues," and from Kevin Clark's 
opening trumpet entrance to the final 
"shout" chorus, the group is totally inspired. 
Laughlin's second chorus kicks the band 
into overdrive and sets the tone for the rest 
of the album. 

The format of this group is that of an 
"expanded" Dixieland band, clarinet plus 
one trumpet and one comet along with two 
trombones and rhythm section. Laughlin 
uses famed New Orleans musician Tony 
Dagradi and members of his Astral Project 
to help add the "contemporary" touch to 
this music. That contemporary touch ap¬ 
pears on the second cut, the first of two ori¬ 
ginal tunes by Laughlin. The "title" track is 
a laid-back blues with a little something 
extra. Laughlin calls upon David Torkan- 
owsky, son of famed Werner Torkanowsky, 
past maestro of the New Orleans Philhar¬ 
monic, to incorporate the sound of the Ham¬ 
mond B-3 organ into the mix. "Dixieland" 
meets "rhythm and blues" as Tony Da¬ 
gradi's soulful tenor saxophone completes 
the picture. In fact, each selection in the al¬ 
bum contains a "little something extra." 
Special highlights include the fabulous 
stride piano of John Royen throughout the 
album, Connie Jones' cornet solo on 
"Buddy Bolden's Blues," among others, 
and Matt Perrine's bass work on Kid Ory's 
"Savoy Blues." The rhythm section is su¬ 
perb in all contexts throughout the album. 

The great surprise of the disc is the per¬ 
formance of Sidney Bechet's beautiful bal¬ 
lad "Lonesome." This is absolute "chill- 
bump" music! Laughlin adds a string quar¬ 
tet background to this selection and creates 
a performance of great sensitivity and emo¬ 
tion. Surely, Bechet was smiling down on 
Tim Laughlin during this part of the session. 

Upon listening to Blue Orleans one 
comes to the realization that the new mil¬ 
lennium holds much promise for Tim 
Laughlin. This album succeeds in honoring 
tradition while looking forward in a new 
direction. The album is skillfully produced 
with excellent presence in all instruments. 
Of special note is the sound of the piano on 
this recording: very clear and precise with 
great presence. Tim Laughlin provides ex¬ 
cellent liner notes with information on all 
performers. Mr. Laughlin is also recently 
on the internet at: <www.TimLaughlin. 
com>. This disc is highly recommended. 

by Thomas Jacobsen 

Last Swing of the Century — Big Band 
Music of Benny Goodman. Ken 
Peplowski, clarinet; with an all-star big 
band. Stone-Bonime-Baldridge: "Let's 
Dance"; Yellin-Friend-Meyer: "Hunka- 

dola"; Arlen-Koehler: "Between the De¬ 
vil and the Deep Blue Sea"; Morton- 
Burke-Robin: "King Porter Stomp"; 
Hudson-DeLange-Mills:"Moon Glow"; 
Waller-Razaf: "Stealin' Apples"; Mit¬ 
chell-Alter: "You Turned the Tables 
on Me"; Schoebel-Meyers: "Bugle 
Call Rag"; Goodman-Sampson-Parish: 
"Don't Be That Way"; Blake-Razaf: 
"Memories of You"; Coslow: Restless; 
Arlen-Koehler: "Get Happy"; Youmans- 
Caesar-Grey: "Sometimes I'm Happy"; 
Winfree-Bouteljie: "China Boy"; Hen¬ 
derson-Mills: "Down South Camp 
Meetin'"; Jenkins: "Good-Bye." CON¬ 
CORD JAZZ CCD-4864-2. Total time 
59:28. (available in retail outlets and 
from Concord Records, P.O. Box 845, 
Concord, CA 94522 / artist e-mail: 
<kenpeps@excite.com>) 

Clarinetist Ken Peplowski was one of the 
talented young lions who helped to bring 
about, as a 1977 Newsweek piece put it, the 
"comeback of jazz" in the later 1970s and 
early '80s after rock had monopolized the 
American music scene for more than a 
decade. Particularly significant about this 
phenomenon was the fact that these gifted 
young players — in addition to Peplowski, 
people like tenor saxophonist Scott Hamil¬ 
ton, cometist Warren Vache, and trombonist 
Dan Barrett — were looking back beyond 
the height of the bebop era and were re- 
exploring the classic jazz and swing roots of 
our music (both of which had pretty much 
been forgotten since the 1950s). The so- 
called "jazz repertory movement" (very 
simply the recreation, not imitation, of ear¬ 
lier jazz performances) was part of all of 
this, and the recording under consideration 
here generally falls into that tradition. 

Ken Peplowski was bom in Cleveland in 
1959, and the clarinet was his first musical 
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instrument. "I studied with a great teacher 
named A1 Blaser when I was 12," he says, 
"and also listened to Robert Marcellus, who 
was the principal clarinetist of the Cleve¬ 
land Symphony during most of the George 
Szell years. Listening to him helped me 
realize that it's as important to have a great 
sound and be able to play a written piece 
with a lot of emotion as it is to display a lot 
of technique." 

Peplowski attended Cleveland State Uni¬ 
versity as a clarinet major but left school in 
1978 to join the Tommy Dorsey Band (led 
by trombonist Buddy Morrow). After two 
years on the road with Dorsey, he moved to 
New York and soon came to be recognized 
as the hottest young clarinet player in town. 
Also a fine tenor saxophonist, he became a 
member of Benny Goodman's last band in 
1984 and remained with Goodman until the 
latter's death two years later. Despite BG's 
difficult reputation, Peplowski has great re¬ 
spect for him. "1 liked him a lot," he recalls, 
"and we got pretty close. I think he was as 
great a figure to the clarinet as Louis 
Armstrong was to the trumpet. He was an 
astonishing virtuoso with incredible tech¬ 
nique and a thorough knowledge of chords 
and rhythm; he did a lot of things harmon¬ 
ically that were way ahead of their time." 

So this album, recorded live at a jazz 
festival in Japan in 1998, is Peplowski's 
tribute to Benny. "I put the band together," 
he says "for everybody to do what they do. 
The key to Benny's band — I learned this 
by doing it myself — is that every chair 
was filled by a jazz musician. It was a true 
jazz band, not some big band reading notes 
on paper. Everybody had a great sense of 
time, could stand up and solo. I tried to do 
that here, with guys that I wanted to use, 
not trying to sound like those old records." 
Among his distinguished sidemen who are 

featured soloists are trumpeters Conte Con- 
doli and Randy Sandke (the contrasting 
styles are no accident), trombonists Eddie 
Bert and Bobby Pring, and saxophonists 
Jack Stuckey, Scott Robinson, Joe Romano 
and Ricky Woodard. "My instructions to 
the band," he goes on, "were 'I don't want 
you to do any recreations of solos or even 
stylistic things. Play your own way.' The 
only thing I preplanned was that I wouldn't 
try to play like Benny; I didn't even want to 
listen to his records, but just take whatever 
I remembered from them." 

To these ears, it all turned out very well. 
Yet, in spite of Ken's wonderful sound and 
technical ability (as well as the occasional 
BG quotations), there's no mistaking 
Peplowski for Goodman. Ken Peplowski is 
his own man, with his own sound. He 
clearly deserves his reputation as one of 
the top jazz clarinetists around today. This, 
incidentally, is his 16th album for Concord. 

Aside perhaps from "Hunkadola," the 
program is a representative selection of fa¬ 
miliar Goodman classics. But don't expect 
it to be wall-to-wall big-band music for, in 
accordance with Goodman's taste for small- 
group jazz, there's a septet ("Moon Glow"), 
a sextet ("Memories of You"), and even a 
duet ("China Boy") among the offerings. 
The latter is a high-speed chase between 
KP and ace guitarist Frank Vignola. 

All in all, Goodman fans should find 
this recording a splendid way to bring the 
century to a close musically. And, if you 
would like to hear more of this fine band, 
keep an eye out for their "Last Swing of the 
Century" U.S. tour starting October 1 and 
continuing to the end of the year. 

Breezin' Along. Kenny Davem, clarinet; 
Bucky Pizzarelli, guitar; Howard Alden, 
guitar; Greg Cohen, bass; Tony DeNi- 

Clarinet Books and More 
from 

Van Cott Information Services, Inc. 

Please check our full catalog of 
clarinet books and CDs on line. 

http://www.vcisinc.com 

Shipping (US and Canada): $3.50 for 
the first item, $.50 for each additional. 

email: info@vcisinc.com 

P.O. Box 9569 
Las Vegas, NV 89191, USA 

(702) 438-2102 

Books: 
Clarinet Fingerings, Ridenour (Leblanc)  $11.95 
Clarinet Fingerings, Sim (Twydds Music)  $10.95 

(303 Clarinet Fingerings & 276 Trills) 
Selection Adjustment, and Care of Single 

Reeds, Guy (Rivernote Press)  $14.95 
Intonation Training for Clarinetists, Guy $14.95 

CDs: 
Caracas Clarinet Quartet  $18.95 
Aires Tropicales, Caracas Clarinet Quartet . $1 8.95 
Overtones, The Ebony Quartet   $19.95 
Dreamtracks, Floyd Williams  $16.95 

(music for clarinet by Australian composers) 
Overseas orders welcome. 

Please contact us for shipping charges. 

cola, drums. Lodwig-Quicksell: "Since 
My Best Gal Turned Me Down"; Dela- 
ney: "Jazz Me Blues"; H. Williams- 
Hickman: "Rose Room"; Traditional 
(arr. Davern): "Dark Eyes"; Warfield-C. 
Williams: "Baby, Won't You Please 
Come Home"; Ruby-Meyer: "My Hon¬ 
ey's Lovin' Arms"; Gifford-Barris:" I 
Surrender Dear"; Fields-McHugh: "Ex¬ 
actly Like You"; Davem: "My Mama 
Socks Me"; Gillespie-Simons-Whiting: 
"Breezin' Along With the Breeze". (Re¬ 
corded June, 1996, NYC) ARBORS RE¬ 
CORDS ARCD 19170. Total time 66:22. 

Smiles. Same personnel as above. Conrad- 
Robinson: "Palesteena"; Parish-Burwell: 
"Sweet Lorraine"; Miller-Stoller-Lieber: 
"Bemie's Tune"; Heyward-Gershwin: 
"Summertime"; Medina-Dowell: "That 
Da Da Strain"; Hines-Noone: "Apex 
Blues"; Fields-McHugh: "I Must Have 
That Man"; Callahan-Roberts: "Smiles." 
(Recorded August, 1998, NYC) AR¬ 
BORS RECORDS ARCD 19207. Total 
time 59:47. (both discs available from re¬ 
tail outlets and Arbor Records, Inc., 2189 
Cleveland Street, Suite 225, Clearwater, 
EL 33765 / toll free (800) 299-1930 / 
e-mail: <mrd@gate.net>) 
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now fast approaching his 66th birthday and 
has come to be widely recognized as one of 
the master clarinetists in the classic jazz 
idiom. 

Anticipating a current trend, Davem 
experimented with the soprano saxophone 
in the 1960s and achieved some measure of 
popularity in the '70s in his Soprano Sum¬ 
mit collaboration with fellow reed man Bob 
Wilber. While the two still get together oc¬ 
casionally (Summit Reunion), Kenny has 
firmly put doubling behind him; "I play 
soprano once a year," he now says, "and it 
takes only a few moments to confirm that I 
made the right decision. I'm happy to leave 
the field to Kenny G!" 

Davem, who seems to most enjoy work¬ 
ing in smaller groups, has assembled a 
slightly unusual (but not unique) combina¬ 
tion for these two recording sessions. 
There is no piano, and he uses two guitars 
— indeed two of the finest jazz guitarists 
around, Bucky Pizzarelli and Howard Al- 
den. About the two of them he says, 
"Bucky's nonpareil for rhythm — he's it — 
and, of course, he can solo too. I like open 
spaces, and I like to feel the pulse all the 
time from a rhythm section. Bucky never 
gets in my way. Howard can read my mind, 
anticipate me. I like to be the ringmaster 
but also thrive on a horn as sparring part¬ 
ner, and the idea here was to use Howard as 
another horn." 

The clarinetist has selected an interest¬ 
ing program for these two albums. Of the 
combined total of 18 numbers, just one — 
"Bemie's Tune" (1953) — was written af¬ 
ter his birth year (1935). All the rest belong 
to the two decades prior to the mid-'30s. 
That should give you some idea as to 
where Davern is coming from. 

There are many highlights in this collec¬ 
tion. The clarinetist's skills as a ballad 
player are revealed in tunes such as "I Sur¬ 
render Dear" and, not least, "Summertime" 
(Davem's interpretation of which, for me, 
is as moving and inspired as any version of 
this jazz classic on record). And there's 
some fine blues playing (e.g. "My Mama 
Socks Me" and "Apex Blues") and, of 
course, several evergreens from the tradi¬ 
tional jazz repertoire (e.g. "Since My Best 
Gal Turned Me Down," "Jazz Me Blues," 
and "That Da Da Strain") though the instru¬ 
mental configuration of this group gives 
them a more modern feel. And what about 
"Bernie's Tune," often thought of as some¬ 
thing of a bebop anthem? I'll bet other lis¬ 

teners typoligize this performance. For me, 
it is just a good example of Davem's inven¬ 
tiveness as an improviser and his adventur¬ 
ous creation of sound. And, like everything 
else on these albums, it swings. But how 
could it be otherwise with a rhythm sec¬ 
tion like this? Please do not overlook the 
consistently fine work of Alden and 
Pizzarelli throughout. 

Kenny Davern's admiration for his 
clarinet-playing forebears is evident in his 
own playing. It is rare not to hear some Pee 
Wee Russell in his recordings, and there 
are several bows to Jimmie Noone in the 
albums under consideration here. But, as 
with all major jazz players, Kenny has his 
own sound — indeed, one that has been 
characterized as "one of the signature 
sounds in the jazz of our time." He is 
a bold and inventive player. If you are 
a Davem fan, you'll love these two albums. 
If he's unfamiliar to you, give either or 
both a listen. I don't think you'll be disap¬ 
pointed. 

Concert Review 

by Paul Harvey 

Texas Invades England 

A large party of clarinetists from Texas, 
en route to the ClarinetFest '99 at Ostend, 
Belgium, stopped off in London, England, 
to give a concert at the Royal Military 
School of Music, Kneller Hall on July 2, 
1999. The event was organized by Frank 
Slack, professor of clarinet and saxophone, 
who started the proceedings by introducing 
Robert Walzel, conductor of the Texas Tech 
University Clarinet Choir. This group has 
27 members, but not quite the standard 
clarinet choir line up. They use one EK 20 
B^s divided into four parts, five bass clari¬ 
nets and one E'' contra-alto. They presented 
a varied program: Fugue in G minor, Bach 
(arr. Elton Curry); Australian Up Country 
Tune, Grainger (arr. Fred J. Allen); Men¬ 
delssohn's Concert Piece No. 1, in which 
the soloists were Lisa Argiris and Raphael 
Sanders, playing a two-clarinet version ar¬ 
ranged by Ronald Scott: Mississippi Rag, 
Krell (arr. Frackenpohl) and finally Berga- 
masca by Respighi (arr. Michael Boone). I 
was very impressed by the standard of the 
ensemble, especially in view of the fact that 
only a few of them are music majors. As I 
listened I became increasingly aware that 
something was missing... what was it? Sud¬ 
denly I realized...nobody squeaked! All of 

us who conduct clarinet choirs, especially 
big ones, must know the feeling of being 
trapped in an enormous aviary, assailed on 
all sides by cheeps and chirps. I almost suf¬ 
fered withdrawal symptoms, and later 
asked Bob Walzel how he had managed to 
de-squeak his players. He revealed his se¬ 
cret: Texan clarinetists who squeak are 
instantly deported to Oklahoma! 

The second half of the concert was 
given by the Texas Clarinet Consort, a sex¬ 
tet of university clarinet professors from all 
over the state. Check out the distances 
between their respective bases and marvel 
at how they ever get together to rehearse! 
The members are: Robert Walzel (EVB'') 
Texas Tech University; Bhs: Doug Storey, 
West Texas A&M University; John Scott, 
University of North Texas; Raphael San¬ 
ders, Stephen F. Austin State University; 
and James Gillespie, University of North 
Texas; bass clarinet, Gary Whitman, Texas 
Christian University. On this concert they 
were accompanied by the remarkable com¬ 
poser/arranger/jazz pianist James Scott 
Balentine, who teaches at the University of 
Texas San Antonio, and contributed some 
tasteful piano in "Blues for Stephanie" by 
Darrell Holt which was followed by an ori¬ 
ginal Balentine composition. Three Spiri¬ 
tuals, and three brilliant arrangements: West 
Side Story selections arranged by Paris Ru¬ 
therford, "Here's That Rainy Day" arranged 
by Mike Harris and "Little Suede Shoes" 
(Homage to Eddie Daniels and Charlie Par¬ 
ker) arranged by Rick Stitzel. 

The concert concluded with a monumen¬ 
tal Jim Balentine tribute to Dizzy Gilles- 
pie's classic, "A Night in Tunisia," here re- 
titled "A Toot in Ninesia." The staff and 
students of Kneller Hall and various local 
clarinetists who had been invited were 
unanimously impressed by the immaculate 
playing of these superb arrangements and 
compositions, and we hope it will not be 
too long before we are once again invaded 
in such a musical and entertaining fashion. 

The Clarinet 
PUBLICATION SCHEDULE 

The magazine is usually mailed during 
the last week of February, May, 
August and November. Delivery time 

within North America is normally 10-14 days, 
while airmail delivery time outside North 
America is 7-10 days. 
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MUSIC PRESS 
5702 Osage St. 

Berwyn Heights, MD 20740 

- Four Books - 

The Clarinet Concerto 
in Outline 

$23.00 + $4.00 shipping 

Clarinet Literature in Outline 
$20.00 + $4.00 shipping 

Ornamentation for the 
Clarinetist 

$20.00 + $4.00 shipping 

The Clarinet Sonata in Outline 
$25.00 + $4.00 shipping 

by 
Dr. Norman Heim 

Professor Emeritus 
University of Maryland 

For outside U.S.A., additional 
shipping charges apply 

Telephone: 301-216-5576 

Onibu&Ht&tot feaxjA. 

The professional casecover 

... custom 
designed for 
every size 
and model 
clarinet case 
featuring 
ease of 
transport, 
multiple 
pockets, 
waterproof 
nylon shell 
and, 
of course ... 

our 
state-of-the-art 

4 layer insulating 
protection 

3003 Arapahoe St., #2210 Denver, Colorado 80205 
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RECITALS M CONCERTS 

Student... 
Scott Caskey, clarinet. Senior Recital, Oklahoma 

City University, June 1, 1999. Sonatina, Martinu; 
Three Studies on Flight, Riepe; Concerto No. 2 in F 
Minor, Op. 5, Crusell 

Amy Lee Gabbitas, clarinet. Master's Recital, 
Brigham Young University, August 7, 1999. Sonata for 
Clarinet and Piano, Poulenc; Parto! Ma tu ben mio, 
Mozart; Wings, Tower; Concerto in A Minor, Op. 80, 
Stanford 

Thomas Josenhans, clarinet. D.M.A. Recital, 
SUNY at Stony Brook, May 9, 1999. Rhapsody, Os- 
bome; Sonata No. 1 in A Minor for Violin and Piano, 
Schumann (trans.); Sonatina for Clarinet and Piano, 
Martinu; Lied, Berio; Sonata for Clarinet and Piano, 
Poulenc 

Faculty and Professional... 
L'Arema Ensemble, Joseph Rutkowski, clarinet, 

Pamela Sklar, flute and Donald Venezia, bassoon. 
Brooklyn (New York) Public Library, June 26, 1999. 
Divertimento No. 4 Mozart; Cinq pieces en trio, Ibert; 
Suite of Rags, Joplin; Three Preludes, Gershwin; Porgy 
and Bess, Gershwin; West Side Story, Bernstein; Fid¬ 
dler on the Roof Bock; My Fair Lady, Lemer 

Ensemble Clarinesque, Berkamen, Germany, May 
21, 1999. Petite Quatuor, Frangaix; Trio in h>, Pleyel 
(arr. Edwards); Five Songs, Bernstein (arr. Ed- 
wards/Lutz-Rijeka); Songs from the Threepenny Op¬ 
era, Weill (arr. Claus); Four for Tango, Piazzolla (arr. 
Voirpy/Edwards). Reutlingen, Germany, June 17, 
1999. Petite Quatuor, Erangaix; Clarinet Quartet No. 
I, Lutz-Rijeka; Soeno for Clarinet Duo, Zickmantel; 

Tim Tarn Bird, Lutz-Rijeka; Four for Tango, Piazzolla 
(arr. Voirpy/Edwards) 

Luis Rossi, clarinet, Chile Chamber Orchestra, 
Mendoza, Argentina, May 14, 1999. Concerto in IP 
Mercadante; Montecarmelo Chamber Music Series, 
Santiago, Chile, June 1, 1999. Rosita Iglesias, Guas- 
tavino (arr. Rossi); Sonata in £>, Op. 120, No. 2, 
Brahms; L'Histoire du Tango, Piazzolla (arr. Rossi); 
Sonata for Clarinet and Viola (with Penelope Knuth, 
viola), Atehortua; Fantasy Quintet, Stanford.With 
Penelope Knuth, viola, Mendoza (Argentina) Philhar¬ 
monic, June 12, 1999. Double Concerto, Bruch. 

Saint Crispin's Chamber Ensemble, Don Ross, 
clarinet. Winspear Centre, Edmonton, Canada, April 
14, 1999. Andante and Allegro, Haddad; The Wed¬ 
ding, Fitelberg; Trio, Op. 11, Beethoven; Three Pieces 
for Clarinet Solo, Stravinsky; Once Grey. Ross; Sonat¬ 
ina, Horovitz. Cite francophone, Edmonton, Canada, 
June 5, 1999. Trio, K. 502, Mozart (arr. Ross); Cool 
Bop, Bower; The Blackbird, Messiaen; Bugs Bop, 
Bower; Dreams of the Panther, Daniel; Sonata for 
Clarinet and Piano, Poulenc; Just One of Those Bops, 
Bower; The Abyss of the Birds, Messiaen; Jazz at Bop- 
land, Bower; Concerto in C Minor, BWV 1020, Bach 
(arr. Ross) 

Programs intended for publication in 
The Clarinet should be sent to the editor. 
To ensure accurate program information, 
please send a printed program and a sum¬ 
mary of pertinent program data (names of 
performers and composers, site, date and 
titles of works, etc.) in the format above. 

Clarinet Studies ai 

faculty: experienced artist/teachers 
Ronald de Kant 

Ronald Aufmann* 
Carmine Campione* 

Richard Hawley* 
*adjuncf faculty 
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Numerous chamber groups 

Solo and concerto appearances 
degree programs: 

BA, BM, MM, DMA and Artist Diploma 

for further information: 
Paul Hillner, Assistant Dean 
College-Conservatory of Music • Box ICS 
University of Cincinnati • PO Box 210003 
Cincinnati, Ohio 45221-0003 

...one; of this country's 
lADING conservatories" 

—the New York Times 

More than $4 million 
available in scholarships, 

awards and assistantships 
for 2000-2001 ! 

CORBET! AUDITORIUM 

51 3/556-5463 
FAX: 51 3/556-1028 
www.uc.edu/www/ccm 

•Kb 

Cincinnati 
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^pne/Clarton, 3fnc. 

profile 

Ricardo Morales 

"A young lion with the heart of a 

virtuoso and the soul of a poet" 

Blames; ^pne/CIarton, 3fnc. 

finest clarinet moutfjptecesi anb barrels! 

Appointed Principal Clarinet of the New York Metropolitan Opera Orchestra at age 21, Ricardo 

Morales has performed as soloist with the symphonies of Chicago, Cincinnati, Indianapolis, Florida, 

Puerto Rico, Savannah and many more. His critically acclaimed recitals and masterclasses have been 

featured around the world, and his chamber music performances include prestigious presentations with 

The Chamber Music Society of Lincoln Center, the Metropolitan Museum of Art, chamber concerts with 

James Levine, and the "Today" show. Mr. Morales is on the faculty of the the Juilliard and Manhattan 

Schools of Music and Mannes College. He performs on a ^pne/CIarton, Bel Canto mouthpiece, designed 
and handcrafted for him by James Pyne. His first-ever basset clarinet performance (the Mozart Concerto) 
at ClarinetFest 1998 truly created a sensation. For Pyne/Clarion products, call 1-800 JPYNE 440. 
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by 

Robert 

Spring 

ft 

/ 

As I sat through many concerts and 
lectures in Belgium, I was re¬ 
minded of what a terrific career 

choice I made all those years ago. Not only 
did I hear great performances of standard 
pieces, but also performances of so many 
new works. Our conferences are such a 
great way to open our ears to new sounds 
and new ways of performing. Another con¬ 
ference has passed, but what a conference it 
was! Guido Six assembled a remarkable list 
of performers and lecturers. The beaches, 
the meals, the chocolate and the beer along 
with the beautiful music and friendships 
added up to create a wonderful conference. 
Thank you, Guido, for all the work and 
effort you put into this event. 

Each conference for the past several 
years has averaged between 500 and 1,000 

people in attendance. This is far above the 
300 or so that had attended for many years. 
We've outgrown many of our conference 
sites on most university campuses and 
have had to begin looking at hotel sites as 
well as convention centers. As a result, 
your board has been spending a great 
amount of time and effort trying to make 
our conferences easier to run. We don't 
want hosts to have to keep reinventing the 
wheel each year. 

Conference hosts do not get paid by the 
I.C.A. to do these conferences. This is 
done mainly for the "good of the clarinet 
world," as Guido Six said. We have to do 
all we can to help possible future hosts 
have successful conferences. 

To begin this process, we've appointed 
Gary Whitman as Exhibits Coordinator. 
All questions concerning exhibits for fu¬ 
ture conferences should be addressed to 
Gary. As you may know, he has been ad¬ 
vertising manager for The Clarinet maga¬ 
zine for the past several years and knows 
many of the exhibitors personally. We hope 
that this is a step in making our confer- 

for i/oa anjynurrcarinf t 

Over 40 years of 

fast 

depencCaSCe 

service 

Vast stoc/^of 

music from 

around the 

world. 

4318 Main Street 
Kansas City, MO 64111-1897 

Call us TOLL FREE 800-2-LUYBEN 
For CHARGE ACCOUNT and CREDIT CARD purchases 

Your order will be recorded - so please have all the information ready 

All other purchases and questions: (816) 753-7111 

^h^&arinetists serving Clarinetist 

ences easier to run. 
David Etheridge is organizing the year 

2000 conference, and by the time this arti¬ 
cle reaches you, he will have a good part 
of his conference in Oklahoma organized. 
You will see an article in this journal about 
his plans. 

By the time this reaches you, we should 
all have Web access to the I.C.A. library. 
Click on the I.C.A. home page for this 
information. Please make use of the library 
and its resources. 

We still have I.C.A. CDs for sale! Order 
three for $25. It's a great bargain. 

This is written at the beginning of the 
school year. I strongly urge (they say re¬ 
quire!) my students to become members of 
the I.C.A.. Student members get so much 
for so little. PLEASE ENCOURAGE OUR 
YOUNG PEOPLE TO JOIN THIS GREAT 
GROUP OF PERFORMERS, EDUCA¬ 
TORS, RESEARCHERS, AND LOVERS 
OF THE CLARINET! 

Make plans now to attend ClarinetFest 
2000 in Norman! I hope to see you there! 

rfiobert 

'BorHecd^ 

Superior 

Hamicrajtecf 

cfarinet 

Mouthpieces 

P.O. Box 13764 

Las Vegas, Nevada 

89112-1764 

702-798-4428 
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E &r K Publishers 
89 Dewey Ave. 

Fairport, NY 14450 

THE CLARINET OF THE 
21ST CENTURY 

By E. Michael Richards 
213 alternate fingerings 

478 microntes — 463 multiphonics 
58 charts — 110 musical examples 
318 pages — $24.95 + $3 shipping 

(overseas $8 shipping) 

"Highly recommended" 
—Charles Neidich 

THE BS-CL. OF THE 21ST CENTURY 
By E. Michael Richards 
142 alternate fingerings 

118 microtones — 318 multiphonics 
78 pages — $15.95 + $2.50 shipping 

CD — NEW SOUND FROM JAPAN 
music of Yuasa, Takemitsu, Honma, 

Matsushita, Fujieda, & Matsuo 
E. Michael Richards, clarinet 

Kazuko Tanosaki, piano 
$12.99 

email = emrichards@sprintmail.com 
WWW = http://home.sprintmail.com/ 

-emrichards/index.html 
fax = 1-716-425-8525 

HOUSTON BAND 

INSTRUMENT COMPANY 

Professional Restorations and Repairs 

Complete Accessories 

L / L / 

1 Vandoren 
1 Reeds 

1 53% off list price 

1 Wanted: 

1 Good, Used Buffet 
1 R-13 Bband A Clarinets 

Orders/Information call 1-800-779-7400 

We accept American Express/Mastercard/Visa/Discover 

9193 Winkler, Suite G • Houston Texas 77017 

NOW AVAILABLE from CENTAUR RECORDS 

GARY GRAY - principal clarinetist of the LA Chamber Orchestra in both 
Concerto and Sonata CDs. 

Copland Clarinet Concerto 
Arnold Clarinet Concerto No. 1 
Lutoslawski Dance Preludes 
Rossini Variations 
Gary Gray, clarinet 
Royal Philharmonic Orchestra 
Harry Newstone, conductor 

CRC 2212 

CRC 2212 

" Gray's tender and varied ver¬ 
sion of the Copland Concerto 
gives equal prominence to it's 
lyric spans and jazz elements... 
it's a terrific recording!" 

LOS ANGELES TIMES 

Arnold • Bernstein'Debussy 
Martinu • Poulenc • Saint-Sams 
Gary Gray, clarinet 
Clifford Benson, piano 

Cenmig 
CRC 2165 

CRC 2165 

" Gray may have the best sound of 
any clarinetist in the music 
btisiness. 1 highly recommend this 
clarinet!piano CD, which is enjoy¬ 
able throughout" 
FANFARE Magazine 

"This fine Sonata CD utilizes 
Gray's warm round tone to maxi¬ 
mum effect, and also displays his 
impressive technique." 
CLARINET & SAXOPHONE Magazine 

INDIVIDUAL ORDER 

CENTUAR RECORDS, INC. 
8867 Highland Road, Suite 206 
Baton Rogue, LA 70808 

Phone:(225) 336-4877 
Fax: (225) 336-9678 

AJso available through ama^on.com 
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Minutes from the General Meeting, 

International Clarinet Association, 

July 6>, 1999, Leopold III, 

Thermae Palace, Ostend, Belgium 

President Robert Spring called the 
meeting to order at 12:35 p.m. Of¬ 
ficers present were President Robert 

Spring, Secretary Maurita Murphy Mead, 
Treasurer Robert Walzel, President-elect 
Julie DeRoche, and Past President Alan 
Stanek. The order of reports began with 
the Secretary's Report. 

Secretary's Report 

The I.C. A. Board of Directors, consist¬ 
ing of Robert Spring, president; Maurita 
Murphy Mead, secretary; Robert Walzel, 
treasurer; Julie DeRoche, president-elect; 
and Alan Stanek, past president, met twice 
during the last year on December 14, 1998, 
in Tempe, Arizona, and July 7, 1999, in Os¬ 
tend, Belgium. The following agenda items 
were discussed and/or decided at both meet¬ 
ings. In an effort to increase membership, 
it was decided to send letters to orchestral 
clarinetists and repair technicians. New 
membership brochures were produced in 
August 1998, for distribution to all state, re¬ 
gional and national representatives. The 
I.C.A. Web site — There was discussion 
with its operation, links and mapsite. It was 
decided to contact Mark Charette in Novi, 
Michigan, to assist in the operation of the 
Web site. Honorary Memberships — Af¬ 
ter much discussion it was decided that a 
nomination form would be devised from 
the Office of Secretary for appearance in 
the September journal, asking the general 
membership to nominate one person for 
an Honorary Membership. The Secretary 
would receive the nominations by a date 
designated on the form. It was moved, se¬ 
conded, and passed to add one sentence to 
the bylaws under Honorary Memberships, 
Article V, Section 6. The amendment (sen¬ 
tence two) shall read, "such persons can be 
nominated from the areas of professional 
service, teaching, performance, and/or life¬ 
time achievements." It was moved, sec¬ 
onded and passed to honor Mr. Guy De- 

plus for a 1999 Honorary Membership. 
Secretary Mead encouraged nominations 
from the membership. The Research Li¬ 
brary — There was discussion of the pos¬ 
sibility to have the I.C.A. catalog online, 
and after consultation with the University 
of Maryland, it is possible to have the cat¬ 
alog online in the form of a list. More on 
this will appear later in these minutes from 
Alan Stanek and Robert Spring. The CD 
projects — It was decided to send CDs 
out with renewal memberships beginning 
this past March 1999. The further enhance¬ 
ment of this project is under continuing dis¬ 
cussion. The Conference Handbook — It 
was decided that Robert Spring, Julie De- 
Roche and Robert Walzel would work to¬ 
gether to update the Conference Handbook 
for future conference hosts. There was dis¬ 
cussion on items to include in the handbook 
such as making checklists, providing a gen¬ 
eral schedule for day one, two, etc., loca¬ 
tions for the YAC, meetings, special com¬ 
mittees, the program book and invitations 
to performers. It was decided to include the 
following into the handbook: Hosts will 
work closely with the I.C.A. Board in the 
scheduling of events and selection of art¬ 
ists, the planning of conference fees, and 
that hosts will abide by the conditions as 
outlined in the Conference Handbook. Con¬ 
ference site proposals — It was moved, 
seconded and passed to approve the site 
proposal for the year 2001 at New Orleans, 
LA. It was moved, seconded and passed 
to approve the site proposal for the year 
2002 at Stockholm, Sweden. More on this 
topic will appear below in these minutes. 
Change in Bylaws — it was moved, sec¬ 
onded and passed to amend the bylaws. Se¬ 
cretary Mead announced the following by¬ 
law changes to the membership: to amend 
Article V, section 4, to read "application 
for membership, with dues, shall be sent to 
the Secretary of the corporation or to such 
other persons as designated by the Board 
of Directors to serve as membership coor¬ 

dinator of the corporation (adopted to con¬ 
form the bylaws to our actual practice); 
amend Article VI, section 2, to read "the 
elected officers of the corporation, together 
with the immediate Past President of the 
corporation, shall constitute the members 
of the Board of Directors ... they shall hold 
office for a term of two years and until 
their successors are duly elected and qual¬ 
ified," (adopted to add the immediate Past 
President to the Board); repeal Article VI, 
section 4, (no need for a duplication from 
Article IX, section 2); amend Article VII, 
section 2, to read "the officers shall be 
elected by the members by written ballot 
cast by mail prior to the general business 
meeting held in even-numbered years ... 
for this purpose, the Secretary shall mail 
or cause to be mailed an appropriate bal¬ 
lot to each member at least 45 days prior 
to the general business meeting held in each 
even-numbered year ... all ballots shall be 
returned to and counted by the Chairper¬ 
son of the Nominating Committee at least 
15 days prior to such meeting," (adopted to 
coordinate the responsibility given to the 
immediate Past President to chair Nominat¬ 
ing committee and to count ballots); amend 
Article VIII, section 1, to read "there shall 
be a Nominating Committee, the chairper¬ 
son of which shall be the immediate Past 
President of the corporation ... the Board 
of Directors may, at its discretion, desig¬ 
nate the following additional committees 
as it, from time to time, deems necessary 
for the proper functioning of the corpora¬ 
tion: Finance, Legal and Bylaws, Library 
and Membership Program ... except for 
the chairperson of the Nominating 
Committee, the President shall appoint the 
members of each committee and shall 
designate one of the members as chairper¬ 
son ... the President shall be an ex-officio 
member of all committees except the 
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Nominating Committee," (adopted to 
clarify the duties of the immediate Past 
President); amend Article IX, section 2, to 
read, "there shall be at least one meeting 
each year of the Board of Directors held 
in connection with and at the time of the 
general business meeting of members," 
(adopted to clarify the meeting time for 
the Board at the annual meeting); and to 
amend Article IX, section 3, to read, "no¬ 
tice of a meeting of the Board of Directors 
may be given by mail, telephone, or by 
any means of electronic communication," 
(adopted to conform to our actual com¬ 
munication process). Research Presenta¬ 
tions — It was decided to have the ab¬ 
stracts from the research presentations put 
on the Web site and the process has begun 
to initiate this project with the webmaster. 
Chit-Chit sessions for chairs — Some 
valuable input has been offered at these 
sessions, such as the issue of how to 
recruit more younger people, the idea of 
including a one-page article in another lan¬ 
guage (besides English) in the journal, the 
possibility of having an online member¬ 
ship directory. The Board would like to en¬ 
courage all the chairs who attend the con¬ 
ferences to attend these sessions so that 
ideas can be shared. Other year's events 

from the Office of Secretary — the up¬ 
dating of the I.C.A. brochures, regular 
mailing of brochures and a call for articles 
from chairs of countries, letter mailings to 
recruit more members from symphony or¬ 
chestras and repair technicians. Member¬ 
ship report — for Elena Lence Talley, the 
membership as of 7/1/99 is at 3,914, a 1% 
decrease from last year. The I.C.A. Board 
is interested in increasing our student and 
international memberships and will appre¬ 
ciate any help from the membership in pro¬ 
moting our organization. Changes in na¬ 
tional chairs — a new chair in Denmark, 
Jom Nielsen; a replacement for Germany is 
Ulrich Mehlhart; the I.C.A. Board wishes 
to extend its appreciation to Allan Ware for 
his service as former chair; a new chair for 
Greece, Ms. Paula Smith Diamandis, a new 
chair for Peru, Ruben Valenzuela Alejo. 
There is still an interest in obtaining chairs 
for the countries of Malaysia, Malta, Pan¬ 
ama, Puerto Rico, Scotland and Zambia. 
If anyone knows of someone who is inter¬ 
ested in serving as a chair in these coun¬ 
tries, please let me know. Also, as a notice 
to national chairs, please send any new e- 
mail addresses to Maurita Mead, at the 
School of Music, University of Iowa, Iowa 
City, IA, 52242. 

Treasurer's Report 

Treasurer Robert Walzel reported that 
the financial state of I.C.A. is in good 
shape, with an approximate revenue of 
$129,000. 

President-elect Report 

President-elect Julie DeRoche reported 
on the Young Artist Competition which she 
coordinated for the conference. There were 
33 tapes submitted of international repre¬ 
sentation. Semi-finalists were chosen from 
the countries of Latvia, Germany, Austria, 
Czech Republic, Latin America, Hungary 
and the United States. The final round was 
scheduled for Saturday, July 10, 1999. The 
repertoire for next year's competition was 
announced as La Tombeau de Ravel, Ben¬ 
jamin; Capriccio, Sutermeister; and Con¬ 
certo, Copland. A full report including win¬ 
ners and adjudicators will appear in a later 
issue of this journal. It was moved, sec¬ 
onded and passed by the I.C.A. Board of 
Directors to increase the prize of the YAC. 
First Prize will be $2,000 and a new clari¬ 
net; Second Prize will be $ 1,500; and Third 
Prize will be $1,000. 
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Past President Report 

Past President Alan Stanek reported for 
Gerry King on the High School Competi¬ 
tion. There were 30 entries, including 
France, Israel, Korea, Hungary and China. 
The three winners were from Latvia (first 
prize), Latvia (second prize) and Russia 
(third prize). As liaison for our I.C.A. Web 
site, Alan Stanek reported on its develop¬ 
ment and current status. Stan Geidel as¬ 
sisted at the beginning of the process and 
Mark Charette helped in updating the Web 
site with photos, advertisers and links. There 
will be an index added in the near future. 
Alan Stanek encouraged everyone to "visit" 
the Web site, with attention to the ABC 
page, which has a wealth of links to many 
sites. He also announced the I.C.A. Web 
site address at www.clarinet.org. Research 
Library — The I.C.A. Board is making 
continued progress with the University of 
Maryland to list the I.C.A. Catalog online. 
Once there is a CD-ROM produced, the 
I.C.A. will be able to list the Catalog online 
to its members. 

Editor's Report 

Editor James Gillespie gave a preview 
of the upcoming issues of the journal, citing 
upcoming articles on New York clarinetist 
David Krakauer, clarinetists in the Radio 
Symphony Orchestra Frankfurt, Stanley 
Hasty, Gustave Langenus as feature topics. 
Also, Jim mentioned that he was particu¬ 
larly pleased about Anthony Gigliotti's con¬ 
tribution to the journal. He asked the mem¬ 
bership to stay in touch with comments 
about the journal and encouraged readers to 
contact the regular columnists with ques¬ 
tions and ideas for future article topics. Al¬ 
though there are now many subjects/cate¬ 
gories covered, Jim does want to hear com¬ 

ments and/or responses from the member¬ 
ship so that the journal continues to reflect 
the wide range of members' interests. 

Orchestra 

Competition Report 

Coordinator Raphael Sanders reported 
that he received 13 tapes from Spain, Ar¬ 
gentina, United States and New Zealand. 
The preliminary round included adjudica¬ 
tors from Texas. Larry Combs, Robert Wal- 
zel and Fernando Silveira adjudicated the 
semi-finals, and Gregory Smith, Ricardo 
Morales and Kjell-Inge Stevensson com¬ 
prised the panel for the final round. The 
first prize award was $300, plus acces¬ 
sories from International Music Supplies 
and a Gregory Smith mouthpiece. The sec¬ 
ond prize was $200 along with a Gregory 
Smith mouthpiece. 

Clarinet 

Choir Competition 

Guido Six announced that there was no 
winner for the clarinet choir composition 
competition of the City of Ostend, and 
that a French quartet. United States trio, 
English clarinet/strings and bass clarinet 
solo were awarded prizes out of the 167 
pieces submitted. The prizes were to be 
announced on Sunday, July 11. 

Composition 

Competition Report 

Coordinator Michele Gingras reported 
that next year's category will be for clar¬ 
inet plus one other instrument. The dead¬ 
line is April 10, 2000, and the prize 
money will be increased to $2,000, as 
decided by the I.C.A. Board of Directors. 

A complete announcement will appear in 
the September issue. 

President's Report 

President Robert Spring announced the 
future conference sites for the years 2000 
— Norman, OK; 2001 — New Orleans, 
LA; and 2002 — Stockholm, Sweden. Da¬ 
vid Etheridge, the Oklahoma host, com¬ 
mented briefly on airplane flights to Okla¬ 
homa City, his plans for a similar format of 
scheduling, and that he has appointed an 
advisory committee to assist him. Goran 
Furuland from Sweden reported that the 
dates for the 2002 conference are yet to be 
determined. Robert Spring announced that 
the conference sites for the years 2003 and 
2004 will be in the United States and that 
the year 2005 is outside the United States. 
He also reported that Gary Whitman was 
hired by the I.C.A. as Exhibit Coordinator 
for all future conferences commencing with 
Oklahoma/2000, to help take some burden 
off the hosts in organizing the event. Presi¬ 
dent Spring commented that the "chit-chat" 
luncheon was nice, but that he would like 
to see more chairs attend, with a friendly 
reminder that "we are you and you are us," 
and that the I.C.A. is for the members. 
Please e-mail Robert Spring about ideas 
and links for the Web page. He also com¬ 
mented about the issue of recruiting more 
young people to join I.C.A. In helping to 
address this, he discussed the possibility of 
inserting a pedagogy page into a future 
journal. He also mentioned that the current 
price of the I.C.A. Catalog through the Re¬ 
search Library is $56. In giving a brief his¬ 
tory, the library was moved from Idaho, to 
Akron, and is currently in Maryland. There 
have been efforts made to improve the bib¬ 
liography, and to produce a CD-ROM for a 
final list to be posted on the I.C.A. Web 
page. Finally, President Spring asked Guido 
Six to come forward so that the mem¬ 
bership could thank him for his wonderful 
conference. The attendees responded with 
a standing ovation. With no new business 
presented, the meeting was adjourned at 

1:22 p.m. 

Respectfully submitted, 
Maurita Murphy Mead 
Secretary 
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Come see our complete listings at www.tapnnusic.com 
Or send $4 for a 96 page catalog 

Tap Music Sales, 1992 Hunter Ave, Newton, IA 50208 USA 
Ph: 515-792-0352 Fax: 515-792-1361 Email: tapmusic@tapmusic.com 
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Josias, Conrad. The Voyeur XXVI/4, 74-79 
Nichols, William. 

Audio Notes XXVI/1, 20, 22-24 
 . Audio Notes XXVI/2, 20-23 
 . Audio Notes XXVI/3, 18-21 
 . Audio Notes XXVI/4, 20-23 
Pasveer, Kathinka. Karlheinz 

Stockhausen: Exemplary Winds 
for the Next Millennium XXVI/1, 64-64 

Reviews XXVI/1. 84-89. 91-94. 96; XXVI/2, 93-100; 
XXVI/3. 68-75; XXVI/4, 92-102 

Contacts for The Clarinetz 
Send all articles, recital programs, orders for back issues, 
announcements ana any otner non-commercial items intended 
for publication in The Clarinet to: 

James Gillespie, Editor/Publisher 
College of Music, University of North Texas 

Denton, Texas 76203-6887 
E-mail:<jgillesp@music.cmm.unt.edu> 

Send all inquiries about advertising in The Clarinet to: 
Gary Whitman, Advertising Manager 

Department of Music, Texas Christian University 
P.O. Box 297500 • Fort Worth, Texas 76129 

E-mail: <g.whitman@tcu.edu> 
Send all printed materials (music, books, etc.) intended 
for review in The Clarinet to: 

Joseph Messenger, Editor of Reviews 
Department of Music, Iowa State University 

Ames, Iowa 50011 
E-mail: <jmesseng@iastate.edu> 

Send all recordings intended for review in The Clarinet to: 
William Nichols, Audio Review Editor 

School of Music, University of Louisiana at Monroe 
Monroe, Louisiana 71209-0250 

E-mail: <munichols@ulm.edu 
Send changes of address, inquiries about I.C.A. membership, 
missing issues, etc., to: 

Elena Lence Talley, l.C.A. Membership Coordinator 
P.O. Box 7683 • Shawnee Mission, Kansas 66207-0683 

E-mail: <inter_clar_assoc@compuserve.com> 
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Furthering 

the Art 

A Jupiter Commitment 

The Jupiter Model 93IN 
Parisienne Artist B\> Clarinet 

O JUPITER CLARINETS 
PO Box 90249 • Austin, TX 78709-0249 

r" 

Visit Clarinettists' Paradise! 

At www.promo.it/pomarico 

Info: pomaricomouth@promo.it 

I.C.A. CD Recording Project 

Three CDs for $25! 

Highlights from 
ClarinetFest '95 

Widor, Introduction and 
Rondo, Ricardo 
Morales, clarinet 

Harvey, Three Etudes on 
Themes of Gershwin, 
Monica Kaenzig, 
clarinet 

Busoni, Elegie for 
Clarinet and Piano, 
Kari Krikku, clarinet 

Powers, Sea/Air, David 
Campbell, clarinet 

Brahms, 
Klarinettenquintet, 
Op. 115, Mvt. Ill, 
Loren Kitt, clarinet 

Paganini, Moto Perpetuo, 
Robert Spring, clarinet 

Winkler, Snake Charmer, 
F. Gerard Errante, 
clarinet 

Music from the 
I.C.A. '96 CD 

James Fry, Kaleidoscope 
for clarinet and piano, 
Elizabeth Rhuede, 
clarinet 

Paul M. Douglas, Lignon 
for unaccompanied 
clarinet, Arthur 
Campbell, clarinet 

Augustin Kubizek, Three 
Sketches, Op. 44/2, 
The Prestige Quartet 

Philip Collins, Air for 
solo clarinet, James 
Freeman, clarinet 

Sebastian Currier, 
Intimations, Nathan 
Williams, clarinet 

Norman M. Heim, 
Lexington Trio, Op. 
151 for basset horns, 
Trio Chalumeaux 

Music from the 
I.C.A. '98 CD 

Giuseppe Donizetti, 
Sonata for 2 clarinets, 
Luigi & Laura 
Magistrelli, clarinets 

Gergeley Vajda, 
Fenyarnek -Regemes, 
Jan Jakub Bokun, 
clarinet 

Brian Clarence Hulse, 
Piece for Clarinet and 
Piano, Jaren Hinckley, 
clarinet; Andrew 
Iverson, piano 

Pascal Gaigne, Ke, 
Jean-Francois Verdier, 
clarinet 

Robert Starer, 
Dispositions,Martha 
McDonald, clarinet; 
William Terwilliger, 
violin; Andrew 
Cooperstock,piano 

Domenico Micro, La 
Sonnambula Fantasia, 
Diane Cawein, clarinet, 
Mark Clinton, piano 

Fisher, Four Movements 
for Unaccompanied 
Clarinet, Elizabeth 
Kilpatrick, clarinet 

Bassi, Fantasia on 
aII Puritani," Andrew 
Simon, clarinet 

Order any one of the above for $10, any two for $18, 
or three for $25 — postage included! 

Send checks (made payable to I.C.A.) to: 

Scott Wright, I.C.A. CD Sales Coordinator 
Department of Music, University of Wisconsin-Green Bay. 

2420 Nicolet Drive Green Bay,WI 54311-7001 
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"I have it! And, I love it! 

I have always wanted to 

play Selmer and I think this 

will finally be it. I am very 

happy with the horn - the 

evenness, the intonation, 

and of course the sound. 

It is me, still, but with 

that very Selmer 

quality which 

I have always 

loved." 

Donald L. Oehler, Professor 
of Music-University of NC, 
Chapel Hill, Clarinetist, 
Chamber Musician, Soloist. 

A CLARINET 

THAT WILL MAKE 

YOU WANT 

TO SING. 

"Signature clarinets seem to be 

passing the scrutiny of the finest 

players. Not only that, they don't 

seem to want to put them back 

in their case. Maybe 

that's the finest 

compliment of all." 

Todd Levy, Principal 
Clarinet-Santa Fe Opera, 
Metropolitan Opera Orchestra- 
Associate Musician. 

"The Selmer 

Signature plays 

with remarkable 

smoothness and 

security. Its dark Germanic tone 

and Boehm system facility is 

the very combination many 

American players have long 

desired. The Signature provides 

clarinetists a rare opportunity 

to have their cake and 

eat it too." 

Tom Ridenour, Clarinet Specialist. 

The Selmer Company, Inc., P.O. Box 310, Elkhart, Indiana 46515-0310, www.selmer.com 
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