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Their sound, so warm, clear, 

and as gorgeous as a beautiful 

human voice, can only come 

from an instrument in which 

the maker has placed a bit of 

his soul. 

Gregory Volobuev 

Principal, Mariinsky Theatre Opera Orchestra 

St. Petersburg, Russia 

=££ Sfiossi Coquimbo 1033 # 1, Santiago, Chile. Fax ( 562 ) 222 0162 www.rossiclarinet. com 
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reed opening). 
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Dear Editor: 
As a longstanding member of the 

I.C.A., I have grown to depend on 
the quarterly journal for a host of 

information, not the least is the review of 
newly published literature for the clarinet. 
In a recent past issue, Luigi Magistrelli re¬ 
viewed a transcription by A. Manuel De 
Col of the famous Brahms Op. 115 quin¬ 
tet. The reviewer's comments inspired me 
to get this music, and my recent perfor¬ 
mance of this marvelous music with two 
excellent musicians was well received by 
individuals quite familiar with the original 
work. I hope that others pursue this new 
addition to the clarinet literature. 

—Jules Elias 

Visit the International Clarinet 
Association on the World Wide Web: 

WWW.CLARINET.ORG 

Brixton Publications Established 1935 

Concert Music for Students, Amateurs, and Professionals 

Outstanding Clarinet Solos, Duos, 

Choirs & Chamber Music [grapg 

Visit our online graded catalog for a description of 
each work and listen to sound samples for many. 

www.brixtonpublications.com/clarinet-2.htmI 

Onks 

Woodwind Specialist 

announces 

Jonathan Copeland 
Clarinet Repair Specialist! 

The Next Generation of Clarinet Repair! 

866-717-7270 
www.onkswoodwindspecialist.com 

Jonathan Cohler 
"an absolute master of the clarinet" —The Clarinet 

www.ongakii'records.com 

New Releases 
Ovty<z6u, 

^econdb 

Jonathan Cohler 

The 
Clarinet 
Stflone 

Quartet for the End of Time 
Ongaku 024-119 
Uya Kaler, violin • Andrew Mark, cello 
• Janice Weber, piano 

MESSIAEN Quartet for the End of Time • 
Theme and Variations (violin & piano) 
"absolutely incredible" 
—Rebecca Rischin 
Author of "For the End of Time" 
The Clarinet Alone 
Ongaku 024-105 

Martino A Set for Clarinet • 
MESSIAEN Abime des oiseaux; 
OsBORNE Rhapsody • Paganini Moto 
Perpetuo • PERSICHETTI Parable for 
Sob Clarinet • Smith 5 Pieces for 
Clarinet Alune • K(3CH Monoiog 3 • 
WELLESZ Suite for Clarinet Sob 

I know of no finer 
recording of the 

Beethoven, and this 
one stands with the 

best classic versions 
of the Brahms. 

Fanfare 

among the loveliest 
clarinet sounds I've ever 

heard...a transcendent 
technique—This is 

required listening for 
anyone interested in 

the clarinet! 
Fanfare 

Cohler on Clarinet 
• Ongaku 024-101 

Judith Gordon, piano 

Brahms Sonata in F Minor 
• WEBER Grand Duo 
Concertant • BArmann 
Adagio • Sargon Deep 
Ellum Nights 

Moonflowers, Baby™ 
Crystal Records CD733 
Judith Gordon, piano 

Hindemith Sonata • Honegger 
Sonatina • pRANCAIX Theme and 
Variations • VAUGHAN WILLIAMS 
Six Studies in English Folksong • 
MlLHAUD Duo Concertant ' 
Caprice • Bozza Pulcinella • 
KUPFERMAN Moonflowers, Baby! 

Jonathan Cohler & 
Claremont Trio 

Ongaku 024-122 
James Sommerville, horn • 
Mai Motobuchi, viola 

Brahms Trio, Op. 114 • 
Beethoven Trio, Op. 11 • 

DohnAnyi Sextet 

Rhapsodie Franqaise 
Ongaku 024-121 
Rasa Vitkauskaite, piano 

SaINT-Saens Sonata • MESSAGER Sob 
de Concours • WlDOR Introduction et 
Rondo • CHAUSSON Andante et 
Allegro • Rabaud Sob de Concours • 
Debussy Premiere Rhapsodic • Bozza 
Bucolique • CAHUZAC Cantilene 

More Cohler on Clarinet 
Ongaku 024-102 
Randall Hodgkinson, piano 

BRAHMS Sonata in E-flat Major • 
Poulenc Sonata • Schumann 
Fantasy Pieces • MlLHAUD Sonatine 
• Stravinsky Three Pieces 
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Master 

ClAjdr' 
by Robert Spring and 

Joshua Gardner 

Freebirds 

by Scott McAllister 

W ireebirds was commissioned in 2009 
by Robert Spring with endowed 

JL funds from the Smith Family Pro¬ 
fessorship foundation at Arizona State Uni¬ 
versity. It was part of an ongoing conversa¬ 
tion between Scott McAllister and Robert 
Spring concerning new music for clarinet 
and band following the release of the first 
recording of McAllister's Black Dogtor: clar¬ 
inet and wind ensemble on the Black Dog 
CD released on the Summit Label, DCD 
412. Scott and Bob have a love for hard 
rock and roll music. Bob asked for a double 
concerto for two clarinets and wind ensem¬ 
ble utilizing, in some fashion, hard rock as 
a starting point. The piece uses Lynyrd Sky- 
nyrd's Free Bird., as a thematic and harmon¬ 
ic starting point, and in the style of Black 
Dog and "X, " uses the clarinetists as "rock 

band guitarists" in front of the band. 
Freebirds utilizes theatrics and the stereo 

effect of the two clarinetists placed on op¬ 
posite sides of the conductor. In the rapid 
sections of the piece, the virtuosic double 
guitar solos of Free Bird serve as a starting 
point for the fiery technique required for 
performance. The first performance was 
March 5, 2009, with Robert Spring and 
Joshua Gardner as soloists with the Arizona 
State University Wind Symphony, con¬ 
ducted by Gary Hill in Gammage Memo¬ 
rial Auditorium on the ASU campus. It was 
recorded two days prior on March 3 and 
released on the Summit Records label on 
the CD, OnComing Traffic, DCD 534. 

Freebirds was received approximately 
one month before its recording and pre¬ 
miere. Practicing had to be organized and 
very succinct! As with all of our collabora¬ 
tions, we first learned everything individu¬ 
ally. Each section has unique challenges for 

both players. In order to make rehearsals as 
productive as possible, both players need to 
be completely confident with their individ¬ 
ual part. Each section needs to be learned 
slowly while using a metronome. We hope 
the following notes will help expedite the 
learning process! 

At the opening of the piece, the 64th-note 
figures required extremely slow practice (See 
figure 1). Note that the first entrance is at 60 
BPM while the second 64th-note entrance is 
at 80 BPM. The latter is equivalent to 16th 

notes at 320 BPM! At this tempo, focus¬ 
ing mentally on each note is quite difficult, 
if not impossible. We found that the best 
way to assess whether we were playing all 
the notes was to focus on the bottom notes 
of the figures, which outline 16th notes. We 
also added one note at the end of each se¬ 
quence to dovetail into the next entrance, 
played by the other performer. 

The piece opens with a darkened stage 
with the soloists entering from opposite 
sides. The opening uses a series of "bird 
calls" (referencing the title) followed by a 
series of glissandos beginning on E3 (low E) 
and stopping on C7 (altissimo C), a range of 
almost four octaves! This is not unlike Ger¬ 
shwin's Rhapsody in Blue or the glissando 
in Artie Shaw's Concerto with the exception 
that the ending point is in the stratosphere 
of the instrument's range. The solution in¬ 
volves many of the same ideas used in the 
Gershwin and Shaw. The performer plays 
a quasi-chromatic scale until reaching D5 

Figure 1. Measures 1—19 
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Figure 2. Midsagittal ultrasound image of the tongue while playing (7 (altissimo C). Note how 
the arch of the tongue is positioned in the back of the mouth. 

(clarion D) and begins the glissando (or 
more specifically, portamento) from that 
point. One of the most frequent questions 
we have been asked about this piece is how 
to do this gliss. The first problem is figuring 
out how to get a smooth gliss to C , then it 
is a matter of what to do with the two parts 
which are written to be staggered; however, 
the exact rhythm is not specified by the 
composer (See figures 3a and 3b). 

To address the first problem, discus¬ 
sion is needed concerning the technique 
required for a glissando. In order to gliss 
upward, one first needs to be able to gliss 
downward. This has very little to do with 
the embouchure. The primary mechanism 
for bending the pitch is tongue position. In 
order to lower the pitch, the tongue arch 
shifts forward quite a bit. 

To practice this, play a C6 (just above the 
staff) and try to gliss down to a B-natural, 

but avoid the temptation to lower the jaw 
or loosen the embouchure! Once B-natural 
is comfortable, try to gliss down to B-flat, A, 
A-flat, etc. It is possible to lower the pitch a 
perfect fourth or more with just the tongue! 
When you shift your tongue to a position to 
lower the pitch, you may notice that your 
tongue needs to move quite a bit before the 
pitch begins to lower. The tongue position 
at which the pitch begins to change is ex¬ 
tremely important for ascending glisses. At 
this position, your vocal tract has begun to 
override the typically dominant resonance 
of the instrument, allowing you to lower the 
pitch. The performer will take advantage of 
this in combination with some special finger 
technique in order to raise the pitch. For this 
particular gliss, we play a fingered scale from 
E3 to approximately D5. Once at D5, all 
fingers (except the thumb) slide slightly off 
the tone holes — essentially half-holing ev¬ 

ery tone hole. Acoustically, this destroys any 
strong resonance of the instrument allowing 
the vocal tract to take over. The tongue be¬ 
gins to shift from its forward position (men¬ 
tioned above) to the position of the target 
note of the gliss - in this case, a C7. The 
faster the tongue shifts positions, the faster 
the pitch changes. Since these glisses are me- 
tered (discussed later), coordinating the tim¬ 
ing will require dedicated practice. 

Interestingly, however not surprisingly, 
the tongue shape necessary to reach C fol¬ 
lowing the gliss is the same as simply play¬ 
ing a C7! Figure 2 is an ultrasound image of 
the tongue while playing a C7. Key to being 
able to play these glisses successfully is the 
ability to play a C7 reliably and consistently. 

Since both parts have the same gliss, we 
opted to stagger the entrances by one beat, 
keeping the length of each gliss the same 
(with the exception of the last gliss in the 
second clarinet part, which needs to be only 
one beat so as to arrive at the C7 unison with 
the first clarinet part). In an effort to give 
some organization to the music, and frankly, 
to make it easier for editing in recording, we 
determined that each gliss should be three 
beats long, and we would begin each glis¬ 
sando one beat apart. With a metronome 
marking of quarter note = 60, the problem 
was metering the glissandi to arrive at the 
same point in the music each time. 

The technical sections involved using a 
number of alternate fingerings. Beginning 
in m. 49, the tempo accelerates to quarter 
note = 80. This is one of the "guitar" solo 
effects found throughout the piece. The 
two solo parts must sound the same, and 
we used the same alternate fingerings as 
well as altissimo fingerings. "Open" D6 was 
used throughout this passage (See table 1). 

At measure 69, the tempo increases to 
a quarter note = 160. This is where the 

Figure 3a. Gliss figure in the first clarinet part 
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Figure 3b. Gliss figure in the second clarinet part 
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Figure 4. Measures 93—99. Note the canonic relationship between the two parts. 
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Figure 5. We changed the direction of one part during the sweeps in m. 135 to maximize the "dueling guitar" effect. 

Figure 6. Measure 109 provides opportunities to use all the alternate fingerings listed in table 1. 

Figure 7. Measures 112—113 
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Table 1. Commonly used alternate fingerings.1 

we were able to let our ears become accus¬ 
tomed to the other performer. Again, it is 
very important that each performer use the 
same altissimo fingerings in order to match 
pitch and timbre. 

We also found that in m. 135 (See fig¬ 
ure 5) and other passages of similar style, 
that we went in opposite direction on the 
sweeps to create the desired effect. 

The slow, lyrical section at m. 205 offers 
a beautiful break from the intense fast sec¬ 
tions. The tempo can stay steady through¬ 
out — any rubato should be kept within the 
beat. Since the two clarinet parts dovetail 
into one another, often with one part com¬ 
pleting a phrase or phrase segment with a 
gliss, the glisses should begin early, leading 
(or falling) to the next entrance. Addition¬ 
ally, matching the general style of this sec¬ 
tion, the glisses should be elegant — not too 
fast while maintaining a controlled, beauti¬ 
ful sound. 

In mm. 273—280, the tempo increases 
during the gliss sections - the same glisses 
used in the opening section (See m. 15 in 
figure 1). We used the same technique as 
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before, but rehearsed the section with a 
metronome going at the fastest tempo 
throughout to make certain we could keep 
the desired effect during the acceleration 
and arrive at m. 281 together. 

The cadenza provided room for creativ¬ 
ity. We wanted it to sound improvisatory 
while maintaining organization to avoid 
sounding chaotic. We opted for the jazz/ 
rock technique of "trading fours" back and 
forth while the other person held the first 
note of the pattern. The number of times 
we repeated the pattern varied, but usually 
in each of them, it was six to eight times. 
We used a "growl" technique to create dis¬ 
tortion, prevalent in Jimi Hendrix and Led 
Zeppelin recordings and performances. Es¬ 
sentially, this distortion is created by sing¬ 
ing a note while playing. 

Alternate Fingerings 

To facilitate some of the technical chal¬ 
lenges in this piece, we used several alter¬ 
nate altissimo fingerings. Table 1 includes 
four alternate fingerings we used through¬ 
out the piece. As mentioned earlier, it is im¬ 
portant that both clarinetists use the same 
fingerings since much of the material is in 
canon, so that pitch and timbre match. 

Measure 109 (See figure 6) demonstrates 
the need for all four of these fingerings. 

The "A-key" E-flat6 fingering is terrific 
when coming from a C6, as in measure 13 
(See figure 1). 

The "side" D-flat6 fingering is necessary 
in passages such as mm. 112 and 113 (See 
figure 7), when moving to a C6 in quick 
succession. 

We both had a terrific time learning and 
performing Scott McAllister's Freebirds. 
If you are unfamiliar with Scott's music, 
we encourage you to explore his works 
for clarinet. They are a thrill for both the 
performer and the audience. We certainly 
hope these notes and suggestions will help 
in your practice endeavors! 

Endnotes 
1 Gardner, Joshua and Eric Hansen. Extreme Clari¬ 

net. Louisville, KY: Potenza Music, 2012. Images 
used with permission. 
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Teachi 

by Michael Webster 

Gimme Five (Part 2) 

Sixty-second in a series of articles using ex¬ 
cerpts from a teaching method in progress by 
the Professor of Music at Rice University 

The only difficulty with rhythm is 
speed. For example, people with 
no musical training can keep a 

steady pulse. A mob shouting slogans can 
keep a steady pulse. A mother soothing her 
baby can keep a steady pulse. In each case, 
the pulse is relatively slow. Only when the 
pulse gets faster or is subdivided does keep¬ 
ing rhythm become difficult. As teachers, 
we can ease our students into that diffi¬ 
culty gradually, and never is this approach 
more effective than when dealing with odd 
meters. This article is a sequel to "Gimme 
Five" - The Clarinet, June 2010 - which 
discussed relating and notating duplets and 
triplets. For the dinosaurs among us, "We 
Got Rhythm" — The Clarinet, December 
2002 - is another prequel. 

We had better define odd meter. Any el¬ 
ementary music course will include differ¬ 
entiating two beats per measure from three 
beats per measure. A meter of three is so 
basic that we don't call it an odd meter even 
though it is an odd number. Therefore, 
five beats per bar becomes our first odd 
meter, followed closely by seven beats per 
bar. Nine is an odd number, but the most 
typical expression of nine beats per bar is 
9/8 meter, which has the regularity of 3x3 
beats. Although 3x3 sounds about as odd 
as you can get, it is not commonly called an 
odd meter unless it is divided differently, 
such as 2+2+2+3 in Dave Brubeck's famous 
Blue Rondo a la Turk. So the best definition 
of odd meter is: a meter containing a mix¬ 
ture of groups of two and three beats. One 
can always view 5/4 as being 2+3 or 3+2 
and 7/4 as being 2+2+3, 2+3+2, or 3+2+2. 
It is rare to have an odd meter that defies 
division in twos and threes, such as the fa- 

mous 11/4 measure in Stravinsky's Rite of 
Spring—11 equal fortissimo poundings. 

Learning to play odd meters is easy, if 
one starts slowly enough. Ask anyone, 
regardless of age, race, gender or politi¬ 
cal persuasion to clap a slow steady pulse 

while saying, "One, two; one, two, three" 
repeatedly and they will be able to do it. 
So, when teaching odd meters, start with 
5/4, all quarter notes, no subdivision. Has 
a great composer written such a piece? Yes. 
Example 1 is a number from Tchaikovsky's 

Vivacissimo 
La Fee Saphir 

(Sleeping Beauty - Act I, Variation 3) 
Tchaikovsky 
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Confess Jehovah Traditional 

Example 2 

Sleeping Beauty, Act 3, Variation 3, called 
La Fee Saphir. 

The tempo marking leaps off the page, 
like a ballerina: Vivacissimo\ Tchaikovsky 
meant it to be fast, but we don't have to 
play it fast — at first. Start with the exercise 
above, clapping and counting; then do ev¬ 
ery combination: student clapping, teacher 
counting; student counting, teacher play¬ 
ing La Fee-, student playing, teacher count¬ 
ing, etc. Practice 2+3 and 3+2. An accom¬ 
paniment for piano is included because 
only the accompaniment tells us that the 
grouping starts 2+3, changes to 3+2, and 
finishes with five equal beats for the last 
eight bars. (Most likely, we'll hear this as 
2+3 because this theme was grouped that 
way at the beginning.) 

C major is the original concert pitch, 
and the notes are easy to play in D major 
on B-flat clarinet. The notes can be made 
even easier by putting the clarinet in C ma¬ 
jor in the low register. I recommend that 
version to beginning students as soon as 
they have learned low F-sharp. That will 
help overcome one difficulty with odd me¬ 
ter - its rarity in music through the early 
20th century. If odd meters are played early 
on, they become second nature and are not 
such a big deal later. Exposure to frequent 
examples of odd meter at the early stages 
will reap a harvest of benefits when the 
advancing student is confronted with the 
complicated rhythms of more recent music. 

In example 1, breathing is the only real 
difficulty because of the continuous mo¬ 
tion of the quarter notes. 

We are starting at a slow tempo, so 
snatching a breath between any two quarter 
notes works fine, probably at a bar line or at 
a phrasing point such as between the third 
and fourth quarters of the first ending. 
Then the speed game begins. How fast can 
we play it? The rhythm is so simple that we 
can expect a talented student to reach Viva- 
cissimo fairly quickly. The faster the tempo, 
the harder it is to snatch a breath between 
quarter notes. Flutists do it frequently. Why 
can't we? Practice will teach each student 
his or her capacity. Quick breaths don't last 
long, so plan to breathe frequently. Con¬ 
tinue to monitor the balance between in¬ 
haled and exhaled air to be sure that the air 
supply is always fresh. We can't think clearly 
when the brain is deprived of oxygen. I have 
followed the piano score in adding staccato 
dots only for the middle section. However, 
the quarters without dots should be played 

with separation, perhaps not quite as short 
as with the dots. 

Example 2 adds eighth-note subdivi¬ 
sion. It is an old hymn entitled Confess 
Jehovah that I discovered in an American 
songbook. Lo and behold - 5/4 meter! Not 
only that, it reminds me of both Ye Watch¬ 
ers and Ye Holy Ones, a hymn written on 
the tune, Lasst Uns Erfreuen, and Tis a Gift 
to be Simple, popularized by Aaron Cop¬ 

land in Appalachian Spring. To intone this 
bastion of Americana Copland chose the 
clarinet, of course. John Williams's version, 
performed at the 2008 Presidential Inau¬ 
guration by Anthony McGill and friends, 
solidified that association. 

The songbook contains dotted lines be¬ 
tween the second and third beats to indi¬ 
cate 2+3, but I have always found dotted 
bar lines to be more confusing than help- 

Symphony No.6 "Pathetique" 
Allegro con grazia (« = 144) Mvt. 2 Excerpt 

-3- 

Tchaikovsky 

P - mp^==rz /- 
* con dolcezza e flebile: with sweetness and mournful 

Example 3 

PP 
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ful. So, there is a choice: count "One, two; 
one, two, three," or "One, two, three, four, 
five." The rhythm is repetitive, the only dif¬ 
ference from bar to bar being whether the 
fourth beat has two eighths or one quarter, 
so it should be a simple step up from La 
Fee Saphir. 

For something more complicated, we 
return to Tchaikovsky. The second move¬ 
ment of his Symphony No. 6, "Pathetique," 
is the most famous example of Romantic 
5/4. It has the lilt of a waltz, but is missing 
a step for what would be every two bars of 
a waltz. Instead of "One, two, three; one, 
two, three," we get "One, two; one, two, 
three." Like Confess Jehovah, it is not neces¬ 
sary to supply an accompaniment because 
the division into two and three is constant 
and obvious. 

Here the rhythm is quite a bit more 
complicated. As a result, I decided to trans- 

Visit the International 
Clarinet Association on the 

World Wide Web: ^ 

WWW.CLARINET.ORG 

pose it into the friendliest key for an in¬ 
termediate clarinetist. After having played 
examples 1 and 2, students will have 2+3 
emblazoned in their brains, so the only 
hurdle is to superimpose eighth notes, 
triplets and dotted rhythms. As usual, 
start slowly and work your way toward full 
tempo. Tchaikovsky's metronome mark, 
quarter = 144, is actually quite leisurely, 
more like a Landler than a waltz. Setting 
your metronome at 100, 120, or whatever 
seems appropriate for an individual student 
will help solidify the rhythms before gain¬ 
ing speed. 

I recommend being quite strict about 
dotted rhythms relative to triplets. Be sure 
that the 16th notes are faster than the trip¬ 
lets, yet avoid double-dotting. There must 
come a time to dispense with the metro¬ 
nome and add a slight emphasis on the first 
and third beats to achieve a Viennese-style 
lilt. I must admit that I have become ad¬ 
dicted to YouTube! There you will easily 
find a good performance of the "Pathet¬ 
ique" to play for students. Many are faster 
than Tchaikovsky's metronome mark, 
so opt for a leisurely one if you can. You 
will also find innumerable Johann Strauss 

waltzes to play. It is but a short trip from 
the Viennese waltz to "Gimme Five." 

Webster's Web 

Your feedback and in¬ 
put to these articles are 
valuable to our reader¬ 
ship. Please send com¬ 
ments and questions 
to Webster's Web at 
mwebster@rice.edu 
or Michael Webster, 
Shepherd School of 

Music, MS-532, P.O. Box 1892, Houston 
TX 77251-1892; fax 713-348-5317; web¬ 
site: www.michaelwebsterclarinet.com 

In mid-April Mike Getzin, known to 
the clarinet community as the founder of 
the World Clarinet Alliance, www.wka- 
clarinet.org, shared the very sad news that 
his 39-year-old son Leonard had died sud¬ 
denly of a probable heart attack. Members 
of I.C.A. have benefited a great deal from 
Mike's tireless efforts to keep us informed 
of each other's activities through WKA, 
and we in turn send our thoughts, prayers, 
and condolences to Mike. 
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2014 COMPOSITION COMPETITION 

SOLO BASS CLARINET 

Eligibility: The competition is open to composers, clarinetists and musicians who desire to further the repertoire of the 
clarinet with an original composition. 

Application: Send materials postmarked no later than October 15,2013 to: 

Michael Norsworthy, Coordinator, I.C.A. Composition Competition 
The Boston Conservatory 

Music Division Office 
8 The Fenway 

Boston, MA 02215 

CONTEST RULES 

I. Application fee: $25 US. Make amount payable to the I.C.A. in U.S. currency by bank check, money order or credit card 
only. If paying by credit card, please use the credit card payment form.The application fee is non-refundable. 

II. The 2014 Composition Competition call is a work for solo bass clarinet, at least 10 minutes in length.The submitted work 
must have no prior performances. A score and clarinet part must be provided. A MIDI realization of the work is optional. 

III. A permanent address, telephone number and email address should be provided. 

JUDGING 

A committee having no knowledge of the contestant will conduct the judging of scores and parts. Do not include any iden¬ 
tification on the scores and parts or the optional MIDI realization. Email or a letter of notification by January 15, 2014, will 
announce the winner. The winning composition will receive a world premiere performance during ClarinetFest® 2014, July 
30-August 03, 2014, in Baton Rouge, Louisiana. Travel expenses will be the responsibility of the winner. Free registration 
at ClarinetFest® 2014 will be provided. If the winner is a clarinetist, he/she must be a member of the I.C.A. 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 the 
performers for the premiere performance. All scores and parts will become the property of the I.C.A. Research Center at the 
University of Maryland Performing Arts Library and will not be returned. 

PRIZE 

$1,000 Prize 

The I.C.A. assumes no tax liability that competition winners may incur through receiving prize money. Individuals are re¬ 
sponsible for investigating applicable tax laws and reporting prize winnings to requisite government agencies. 

ELECTRONIC PHOTO SUBMISSIONS FOR 

THE CLARINET 

When scanning photos or setting your digital camera to create electronic im¬ 
ages for use in the magazine, resolution is a very important consideration. 
For high-resolution printing, each photo must include at least 300 pixels per 
inch (ppi) at the approximate dimensions anticipated for use. To clarify, photos 
intended for reproduction at the one-column width should be at least 2.25" 
wide and include at least 300 ppi, while photos intended for reproduction at 
the two-column width should be at least 5" wide and include at least 300 ppi. 
Photos with inappropriate resolution settings may have to be rejected be¬ 
cause they will reproduce too poorly to use, or they may have to be used at a 
size smaller than anticipated in order to maintain their quality. 
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by William Nichols 

Clarinet Classics and British clari¬ 
netist Colin Lawson have again 
collaborated to produce a charm¬ 

ing and interesting period-instrument 
recording, this time of chamber music of 
Mozart. A review of the two-volume release 
by Lawson of the sonatas for C clarinet and 
cello by J. X. Lefevre appeared in these 
pages in December 2008, and in a brief 
follow-up regarding volume II in Decem¬ 
ber of 2011. 

In addition to the K. 581 A-major quin¬ 
tet, this new release includes three com¬ 
pleted Mozart fragments and one very brief 
fragment: Rondo in A, K. 581a for basset 
clarinet in A and string quartet; Allegro in B- 
flat, K. 516c for basset clarinet in B-flat and 
string quartet; Allegro in F, K. 580b for clari¬ 
net in C, basset horn and string trio; and 
an eight-bar fragment, Andante Rondo for 
clarinet in B-flat and string quartet, which 
may have been the second movement of the 
would-be Quintet in B-flat (K. 516c). 

Colin Lawson is one of the world's most 
distinguished players of 18th and early 19th- 
century clarinets. He has served as princi¬ 
pal clarinetist of, among other ensembles, 
The Hanover Band, The English Concert 
and The London Classical Players. He has 
toured and recorded widely, appearing as a 
soloist internationally at major venues, and 
additionally has published widely in the 
field of historical performance practice and 
clarinet history. He also serves as Director 
of London's Royal College of Music. 

Colin Lawson is joined here by The 
Revolutionary Drawing Room (Adrian 
Butterfield and Kathryn Parry, violins; Ra¬ 
chel Stott, viola; Ruth Alford, cello) and by 
basset hornist Michael Harris, a longtime 
member of the Philharmonia Orchestra 
and active freelance player of modern and 
historical instruments. 

Of the three fragments heard here in 
modern completions, the Allegro in B-flat, 
K. 516c, while still not quite standard re¬ 

cital fare, is the best known. This 1968 
completed version comes from American 
scholar Robert Levin, and presents two ver¬ 
sions of the clarinet part: one for the basset 
clarinet with extended range, and one with 
standard range. Having been published 
for more than 40 years, the movement has 
been programmed and recorded by numer¬ 
ous players — Karl Leister, Michele Zu- 
kovsky and Antony Pay immediately come 
to mind. Colin Lawson uses here a period 
(replica) basset clarinet in B-flat (a rare bird 
in the clarinet family — past and present) 
to perform this masterfully conceived and 
appealing piece. 

The Rondo in A, K. 581a "has gener¬ 
ally been regarded as an abandoned draft 
for the Clarinet Quintet K581." It is heard 
here in its premiere recording of a recently 
completed version also by Robert Levin. 
The expected period basset clarinet in A is 
used in this six-minute gentle rondo. 

The disc closes with musicologist Franz 
Beyer's completion of the Allegro in F, K. 
580b for clarinet in C, basset horn and 
string trio. The substantial piece of nearly 
13 minutes is delightfully rich in color 
added by the C clarinet and basset horn. 
While there have been several recordings of 
the Allegro in F available over the years, I 
suspect it is an unknown work, undeserv¬ 
edly so, to most of our readers. 

The performances throughout the re¬ 
cording are idiomatically convincing and 
musically satisfying. The sound of these 
early clarinets and gut strings heard here 
transport the listener into an appealing 
intimate sweetness not often present with 
modern instruments. Intonation and bal¬ 
ance are excellent. Colin Lawson again 
proves that he is a masterful clarinetist and 
practitioner of period-instrument perfor¬ 
mance. His embellishments in this lovely 
performance of the A-Major quintet are 
beautifully conceived and realized. Kudos 
to the players of The Revolutionary Draw¬ 

ing Room, and to Michael Harris for the 
stunningly rich sound of his 1982 copy of 
a Heinrich Grenser basset horn (c. 1800). 

This recording has much to recom¬ 
mend itself: a masterpiece by Mozart, some 
mostly unknown music by the master, ex¬ 
cellent performances and a chance to hear 
four different Classical clarinets. Program 
notes (English only) are informative, and 
photos include artists and aforementioned 
clarinets. The release, simply titled Mozart, 
is CLARINET CLASSICS CC0068, avail¬ 
able from www.clarinetclassics.com. 

if. * * * * 

A new chamber music recording from 
Rick Sowash titled Vistas (Music Cel¬ 
ebrating American Landscapes) pres¬ 
ents three of his works: World Enough 
and Time for cello and piano; Four Places 
on the Appalachian Trail for violin, horn, 
cello and piano; and the most recent work 
programmed here, the Trio #4 'Images 
of Mt. Emily," (2011) for violin, clarinet 
and piano. This trio is played by violinist 
Nicholas Naegele, pianist Mark Tollefsen 
and clarinetist Jeff Carwile, an experienced 
performer and teacher who has taken quite 
a notable and circuitous career route. 

After completion of a B.M. and M.M. 
(1989) in clarinet performance and further 
study in Chicago, Jeff Carwile worked in 
New York for Dean Witter Reynolds in 
the World Trade Center, moving to San 
Francisco after the 9/11 event, continuing 
a career in information technology while 
continuing clarinet study, performance 
and private teaching. Leaving the technol¬ 
ogy field some 17 years after receiving a 
master's degree in music, he began studies 
at the Cincinnati Conservatory where he 
became the graduate teaching assistant of 
Richie Hawley. He earned the Artist Di¬ 
ploma from CCM in 2011, completed a 
D.M.A. degree in 2012, and is an adjunct 
professor at Northern Kentucky University 
and the College of Mount St. Joseph, as 
well as maintaining an active private teach¬ 
ing and performance schedule. 

Rick Sowash is known for music which 
draws its inspiration from the composer's 
native Midwest as well as many American 
locations and folk cultures. The Trio #4 
was written on commission from the Trio 
da Camera of LaGrande, Oregon, and is a 
21-minute piece, cast in five movements, 
each bearing a descriptive title. Sowash's 
musical language is straightforward and 
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tunefully appealing. This work is generally 
gentle in character throughout, including 
the moderately lively country dance placed 
in the middle of the movement order. The 
fourth movement offers some very tender 
and touching movements, and the finale, 
"Harvest Time," presents a simple prayer, 
closing with a growing and optimistic 
hymn tune section, no doubt a hymn of 
thanksgiving. There is also no doubt that 
this is American music, and music which 
soothes and warms the spirit. 

The performance by these artists leaves 
nothing to be desired, capturing the es¬ 
sentially simple nature of this music with 
a relaxed style and balanced presentation. 
From the first notes and throughout the 
piece it is apparent that Jeff Carwile is an 
accomplished clarinetist who possesses a 
stunning, beautifully colored and even 
tone, which is captured very well by this 
quite natural and clear recording. 

This is an appealing trio which does not 
make excessive technical demands upon 
the performing ensemble, and is sure to 
please any audience. The release is from 
RICK SOWASH PUBLISHING CO. 
RSP 10, available from www.sowash.com. 

***** 

Recent Arrivals 

From a Crack in the Wall. Lori Ardovino, 
clarinet; Alan Goldspiel, guitar; Laurie 
Middaugh, piano; Melanie Williams, 
soprano. Lori Ardovino: From a Crack 
in the Wall for soprano and clarinet; 
Eloquence II for solo clarinet; Bed Rid¬ 
dance for soprano, clarinet and piano; 
James Jensen: Three Pieces for solo clari¬ 
net; Joseph Landers: Seven Nocturnes 
for clarinet and piano; Ed Robertson: 
Intersections for clarinet and piano; Alan 
Goldspiel: Day at the Beach for clarinet 
and guitar. Artist produced. Total time 
57:23. www.loriardovino.com 

A place toward other places. Richard 
Hawkins, clarinet; The Oberlin Con¬ 
temporary Music Ensemble, conducted 
by Timothy Weiss. Elliott Carter: Clari¬ 
net Concerto; Benjamin Broening: Clari¬ 
net Concerto; William Albright: Quintet 
for clarinet and string quartet; Aaron 
Helgeson: A place toward other places for 
solo clarinet. Produced by the Oberlin 
Conservatory of Music OC 13-01. To¬ 
tal time (two discs) 90:45. www.oberlin. 
edu/oberlinmusic and iTunes 

Third Wheel - Music for Flute, Clarinet 
and Bassoon. Karin Kantenwein, flute; 
Adrienne Geffen, clarinet; Rebecca Ri¬ 
vera, bassoon. Music by: Charles Fer¬ 
nandez, Robert Kyle, Kathryn Bostic, 
Ross Wright, Joe Sorce, Patricia Amore, 
Clifford J. Tasner and Lou Rovner. 
WEST COAST COMPOSER'S FO¬ 
RUM 122712. Total time 62:25. www. 
amazon.com and iTunes 

Cross Connection. Robert Walzel, clari¬ 
net; Eric Stomberg, bassoon; Vi't Muzfk, 
violin; Igor Kopyt, violin; Dominika 
Muzfkova, viola; Marian Pavlik, cello; 
Moravian Philharmonic Orchestra, 
conducted by Petr Vronsky. Henry 
Wolking: Gone Playin for clarinet and 
string orchestra; and The Old Gypsy for 
string quartet; James Scott Balentine: 
Dim Eideann Blogh for clarinet, bassoon 
and orchestra. NAVONA RECORDS 
NV5903. Total time 50:00. www.navo 
narecords.com, distributed by www. 
naxos.com 

Bits & Pieces. Sean Osborn, clarinet. 
Works for solo clarinet - G. Donizetti: 
Studio Primo\ S. Osborn: Bits and Pieces 
and Character Pieces-, 1. Stravinsky: Three 

Pieces; O. Messiaen: Abime des oiseaux\ 
E. Mandat: Folk Songs', H. Sutermeister: 
Capriccio-, W. Osborne: Rhapsody, W. 
O. Smith: Five Pieces', D. Bermel: Theme 
and Absurdities. ALBANY RECORDS 
TROY1396. Total time 77:46. www. 
albanyrecords.com 

Le Gai Paris. Music of Jean Frangaix: 
Clarinet Concerto with Philippe Cuper, 
clarinet and the Orchestra of Bretagne 
conducted by Jean Frangaix; Theme and 
Variations with Jean-Luis, clarinet and 
Jean Fran^aix, piano. Remaining works: 
Le Gay Paris for trumpet and wind oc¬ 
tet; Divertimento for flute and piano; 
Sonatine for trumpet and piano; Five Ex¬ 
otic Dances for saxophone and piano; Di¬ 
vertimento for bassoon and string quin¬ 
tet. INDESENS RECORDS INDE045. 
Total time 74:11. www.indesens 
record.com 

Dolore. Music of Gagik Hovounts (b. 
1930): Largo (2009) with Philippe Cu¬ 
per, clarinet and Roustem Saitkoulov, 
piano. Remaining works: Trio for vio¬ 
lin, cello and piano; Dolore for cello and 
piano; Memoires for violin and piano; 
Concerto for piano and orchestra. SU- 

Van Cott Information 

Services, Inc. 

See our full catalog of wood¬ 
wind books, music, and CDs at: 

http://www.vcisinc.com 
Shipping (Media Mail-U.S.): $4.75 

for the first item, $.50 for each 
additional. Priority and Overseas 

Air Mail also available. 
We accept purchase orders from 

US Universities, 
email: info@vcisinc.com 

P.O. Box 9569 
Las Vegas, NV 89191, USA 

(702) 438-2102 
Fax (801)650-1719 

Books, Music and CDs. 

2,000+ for Clarinet and 

1,000+ for Saxophone! 

Sheet Music - New & Selected 
Bach Chromatic Fantasy (w/CD) (Hasty)  $19.95 
Bass Clarinet [Method] (Volta)   $49.95 
The Cape Cod Files for Cl & Pn (D'Rivera)  $18.95 
Chinese Ancient Dances for Cl & Pn (Chen)   $14.95 
Concerto Op. 110 Cl & Pn Reduc (Liebermann) . $24.95 
Dance Music for Mr. Mouse Eb Cl & Pn (Dorff) .. $14.95 
Elegia e Burlesca Cl Solo (Damiani)   $24.95 
Eternal Garden Four Songs for Cl & Pn (Maslanka) $24.95 
Fantasy Sonata Op. 208 Bass Cl & Pn (Kibbe)   $1 7.95 
Five Angels Cl & Pn (Przystaniak) w/CD  $22.95 
Five Bagatelles Op. 23 for Cl & Pn (Finzi) w/CD.. $22.95 
Hommages for Clarinet Solo (Kovacs)  $42.95 
I Got Rhythm 2 Cl & BsCI (Gershwin/Mangani) .. $23.95 
Meditacio (Meditacion) Cl & Pn by (Ruera)  $18.95 
'Moderne' Kunst Der Klarinette Cl Qrt (Holloway) $39.95 
Moonflowers, Baby! Solo Cl (Kupferman)   $19.95 
Pagina d'album forCI & Pn (Mangani)  $23.95 
Preludiofl forCI & Pn (Zalba)  $15.95 
Sonata for Clarinet and Piano (Bernstein) w/CD... $24.95 
Sonata for Clarinet and Piano (Bernstein) wo/CD. $19.95 
Tale of the Naughty Gypsy Cl & Pn (Rozman)  $19.95 
Tico-Tico for Clarinet Quartet (arr. Mangani)   $21.95 
Trio from Rio (Brazilian) Fl Cl Pn (Draganski)  $24.95 
Vals Venezolano and Contradanza (D'Rivera)  $15.95 
Virtuoso Swing Solo Cl Solo (Ghidoni)   $13.75 
Voices of Trees for Cl & Pn (Matthews)  $24.95 

PLUS: 
Clarinet Methods, Studies & Ens. CD Sheet Music $19.95 
Clarinet Solos & Duos. CD Sheet Music  $19.95 
Orchestral Musician's Library CD-ROM [each] ... $19.95 

(All instruments Vols 1-12 with discounts on 3 or more) 
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ONIECOLORI SC253542. Total time: 
58:44. www.suoniecolori.com 

Mystery Blues. Gregory Agid, clarinet; 
Joshua Starkman, guitar; Max Moran, 
bass; Darrian Douglas, drums. Ten jazz 
tracks of tunes by Agid, H. Williams/A. 
Hickman, B. Strayhorn, A. Batiste, 
Douglas, and Moran. Artist produced. 
Total time 53:12. (after produced) 
www. grego ryagid. com 

Duke at the Roadhouse. Eddie Daniels, 
clarinet and tenor saxophone; Roger Kel- 
laway, piano; James Holland, cello. Ten 
tracks of mostly Ellington tunes present¬ 
ed by Kellaway and Daniels, live in Santa 
Fe. IPO RECORDINGS IPOC1024. 
Total time56:34. www.iporecordings. 
com 

Hommage. Bruce Nolan, clarinet; and 
friends. Debussy: Premiere Rhapsody, 
Ravel: Introduction and Allegw, Three 
Songs by Steven Mallarme-, Messiaen: 
Quartet for the End of Time-, Berg: Four 
Pieces, Op. 5; Stravinsky: Two Poems-, 
Three Japanese Lyrics-, Morton Lauridsen: 
Be Still, My Soul. Artist produced. Total 
time (two discs) 105:38. www.cdbaby. 
com, www.amazon.com, and iTunes 

7 New Works - for Bass Clarinet & 
String Orchestra. Gord Clements, bass 
clarinet; String Orchestra conducted 
by Timothy Vernon. Karel Roessingh: 
Current, Sylvia Rickard: Clarion Calls-, 
Kenji Fuse: Plagiarismes-, Misha Piatig- 
orsky: Clemency, Gord Clements: Hom¬ 
age to Chatham-, Don Thompson: Victo¬ 
ria Day, Tobin Stokes: Concertino. RER 
MOOSIC PRODUCTIONS RMCD 
012-1. Total time 48:07. www.iTunes 
and www.indiepool.com 

Schumann & Brahms/Clarinet & Piano. 
Chad Edward Burrow, clarinet; Amy 
I-Lin Cheng, piano. Brahms: Clarinet 
Sonatas, Op. 120; Schumann: Fantasy 
Pieces, Op. 73. Artist produced. Total 

time 54:10. Amazon.com, CDBaby, 
and iTunes 

Bright Angel — American Works for 
Clarinet and Piano. Kimberly Cole 
Luevano, clarinet; Midori Koga, piano; 
Lindsay Kesselman, soprano. Roshanne 
Etezady: Bright Angel, Abbie Betinis: 
Nattsanger, Joan Tower: Fantasy (... 
those harbor lights); Libby Larsen: Lico¬ 
rice Stick. FLEUR DE SON CLASSICS 
FDS 58019. Total time 61:53. www. 
naxos.com and iTunes 

Cuillin Sound. Lynda Coffin, flute; Sarah 
Watts, clarinet/bass clarinet; Laurence 
Perkins, bassoon. Stefan Klaverdal: 
Liten Statymusik-, Leonardo de Lorenzo: 
Divertimento No. I, Op. 24 and Diver¬ 
timento No. 2, Op. 29; Traditional (arr. 
Perkins): The Day Dawns-, Beethoven: 
Variations on "La ci darem la mano 
Poulenc: Sonata for clarinet and bas¬ 
soon; L. Perkins: Variations on La Fol- 
lia-, Eugene Bozza: Serenade en trio-, 
Charles Koechlin: Trio-, Traditional (arr. 
Perkins): From the Western Isles. CUIL¬ 
LIN SOUND CUILL1001. Total time 
77:42. www.cuillinsoundmusic.co.uk 

Timeless Shades. Scaw: Sarah Watts, bass 
clarinet; Antony Clare, piano. Piers 
Hellawell: Minnesang, George Nichol¬ 
son: Darkness Visible-, Elizabeth Win¬ 
ters: Ding Dong Bell-, Graham Fitkin: 
Those sweet sweet melodies-, Thomas 
Simaku: Soliloquy IV, Stephen Davis- 
moon: Timeless Shades of Green-, Marc 
Yeats: child to the black faced night, Iain 
Matheson: Taking Shape-, Antony Clare: 
Fall of the King. CUILLIN SOUND 
CUILL1002 (two CDs). Total time 
87:38. www.cuillinsoundmusic.co.uk 

Rainbow Sundae. Westwood Wind Quin¬ 
tet: John Barcellona, flute; Peter Christ, 
oboe; William Helmers, clarinet; John 
Cox, horn; Patricia Nelson, bassoon. 
Nikolai Tschemberdschi: Concertino for 

wind quartet; Joao Guilherme Ripper: 
Wind Trio for oboe, clarinet, bassoon; 
Arthur Berger: Quartet in C Major for 
winds; Walter Piston: Three Pieces for 
flute, clarinet, bassoon; Walter Hartley: 
Woodwind Quartet, Martin Scot Ko- 
sins: Rainbow Sundae for wind quintet. 
CRYSTAL RECORDINGS CVD759. 
Total time 60:49. www.crystalrecords. 
com 

Einar Johannesson / Clarinet Concer¬ 
tos. Einar Johannesson, clarinet; Ice¬ 
land Symphony Orchestra; conducted 
by Hermann Baumer (Mozart)/David 
Searle (Weber)/Petri Sakari (Debussy & 
Nordal). Mozart: Concerto in A, K. 622; 
Weber: Concerto No. 2 in E-flat, Op. 74; 
Debussy: Premiere Rhapsodic, Jon Nor¬ 
dal: Haustvisa. Recorded by ICELAN¬ 
DIC STATE RADIO IS02. Total time 
75:48. amazon.co.uk 

High Autumn. William Helmers, clarinet/ 
bass clarinet; Wayne Wildman, piano; 
Philomusica Quartet, with Zachary Co¬ 
hen, double bass; Jerry Dimuzio, bari¬ 
tone saxophone. This release presents 
seven clarinet chamber works by com¬ 
poser James Grant, including four com¬ 
positions for clarinet and piano, two 
sextets with strings (one with clarinet / 
one with bass clarinet), and a duo for 
clarinet and baritone saxophone. PO- 
TENZA MUSIC PM 1028. Total time 
62:28. www.potenzamusic.com 

Bling Bling. Diane Barger, clarinet; Mark 
Clinton, piano; Eka Gogichashvili, vio¬ 
lin; Karen Becker, cello; Kate Butler, 
mezzo soprano. Music of Scott McAl¬ 
lister: Bling Bling tor clarinet and piano; 
Uncle Sam's Songbag for mezzo soprano, 
clarinet and piano; Funk for violin, clar¬ 
inet and piano; Four Preludes on Play¬ 
things of the Wind for solo clarinet; Nine 
Bagatelles for clarinet, cello and piano; 
X3 for violin, clarinet and piano. PO- 
TENZA MUSIC PM 1024. Total time 
78:57. www.potenzamusic.com 

Dry Heat. Robert Spring, clarinet; J. B. 
Smith, percussion (in 3 for 2); clarinets: 
Jana Starling, Kelly Johnson, Amy Sim¬ 
mons; bass clarinets: Lisa Oberlander 
and Allison Storochuk; contra alto clari¬ 
net: Natalie Pascale (in Music for Clari¬ 
nets). Eric P. Mandat: Musicfor Clarinets-, 
Sub(t)rains O'Strata's Fears for solo clari¬ 
net; 3 for 2 for clarinet and percussion; 
Whitney Prince: Dry Heat for solo clari¬ 
net. POTENZA MUSIC PM 1026. To¬ 
tal time 53:57. www.potenzamusic.com 

Good Listening! 

TM 

The world's favorite reed profiling machine for over 40 years 

Replicate or Adjust Your Favorite Reeds 

Ordering information can be obtained at 
www.reedual.com or reedual@gmail.com 

239 293 2336 

Reshape-Resize-Recreate-Reedual ™ 
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2014 YOUNG ARTIST COMPETITION 

Eligibility: The competition is open to all clarinetists who shall not have reached the age of 27 by January 1,2015, (i.e., born 
on or after January 1,1988) and are not currently under major artist management. 

Application: Application fee is $65. Deadline for the submission of application and other application materials is Friday, 
April 4,2014. Please submit the online application at: www.clarinet.org 

CONTEST RULES 

I. All applicants must be members of the I.C.A. and submit the Competition Application. Non-members wishing to apply 
may join the I.C.A. by going to www.clarinet.org and becoming a member. The application fee is non-refundable. 

II. Recording Instructions: Please provide a high quality recording containing the following repertoire in the exact order 
listed. Repertoire must be recorded with accompaniment when appropriate. Any published edition is acceptable. Each 
selection/movement should be listed as a single track, and should not contain your name. Please be aware that the 
quality of the recording will influence the judges. Recordings should not be edited, and only continuous performances 
of entire works or movements are allowed. 

1. Stanford, Sonata, Op. 129 (movements II & III) 
2. Eric P. Mandat, Etude for Barney (publisher-Cirrus Music) 
3. Copland, Concerto 

III. A photocopy of the contestant's driver's license, passport or birth certificate as proof of age. 
IV. Both the private teacher, if any, and the contestant attest in a separate written and signed statement that the record¬ 

ing is the playing of the contestant and has not been edited. 
V. A summer mailing address, telephone number and email address should be provided. Email is the preferred 

means of communication. Please check your email regularly as this is how you will be contacted. 

JUDGING 

Judging of recordings will be conducted with no knowledge of the contestant. Do not include any identification on your 
audio files. There should be no speaking on the recording such as announcing of compositions. 

Preliminary judging will be by recorded audition. Semi-finalists will be chosen by committee. Notification will be sent 
by Monday, May 5,2014. Semifinal and final rounds will be held at the ClarinetFest® 2014, to be held in Baton Rouge, 
Louisiana, U.S.A., July 30-August 3, 2014. Semifinalists will receive a waiver of registration fees for ClarinetFest® 2013. 
Travel and other expenses will be the responsibility of the contestant. Visa and travel arrangements are solely the respon¬ 
sibility of the contestant. 

Repertoire for the semifinal and final rounds of competition will consist of selections from the works listed above. A 
pianist will be provided for competitors in the semifinal and final rounds. Memorization is not required. All contestants will 
accept the decision of the judges as final. Past first-prize winners are not eligible to compete. 

All recordings will become the property of the I.C.A. 

PRIZES 

First prize - $4,000 U.S. and a professional clarinet • Second prize - $2000 U.S. • Third prize - $ 1,000 U.S. 

The Young Artist Competition is generously sponsored in part by The Buffet Group, 
Leblanc (Conn-Selmer), Rico, L Rossi Clarinets, Henri Selmer Paris, and Yamaha. 

The I.C.A. assumes no tax liability that competition winners may incur through receiving prize money. Individuals are 
responsible for investigating applicable tax laws and reporting prize winnings to requisite government agencies. 

djb 

dB.^ossi 
BUFFET GROUP 

WIND INSTRUMENTS 
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® YAMAHA 

SELMER 
RICO 
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Derek Bermel Appointed 

AGO Artistic Director 

American Composers Orchestra 
(AGO) announced at its Spring 
Benefit at Tribeca Rooftop that 

composer and clarinetist Derek Bermel 
will be the orchestra's new Artistic Direc¬ 
tor, commencing with the 2013—14 season. 
Bermel has been AGO s Creative Advisor 
since 2009, and succeeds composer Robert 
Beaser who has been ACO's Artistic Di¬ 
rector since 2000 and was ACO's Artistic 
Advisor from 1993. Bermel joins Music 
Director George Manahan, who has just 
renewed his contract with AGO for an un¬ 
precedented five years, in leading the en¬ 
semble in its mission to be a catalyst for the 
creation of new orchestral music. 

AGO Board Co-Chair Astrid Baum- 
gardner said of Bermel's appointment, 
"Multi-talented composer, clarinetist, and 
artistic leader Derek Bermel is one of the 
beacons of today's music scene. With his 
creativity, intelligence and charm, the or¬ 
chestra is poised to scale new heights and 
make an important contribution to the 
contemporary music scene." Board Co- 
Chair Annette McEvoy added, "Derek has 
the talent, know-how, and creativity to 

present compelling contemporary music 
for our dynamic audience, and I am thrilled 
that he will be leading us into the future." 

Grammy-nominated composer and 
clarinetist Derek Bermel has been widely 
hailed for his creativity, theatricality and 
virtuosity. In addition to his new appoint¬ 
ment with AGO, he will continue to serve 
as Director of Copland House's Culti¬ 
vate! Program for emerging composers. 
Bermel, an "eclectic with wide open ears" 
(Toronto Star), is recognized as a dynamic 
and unconventional curator of concert 
series that spotlight the composer as per¬ 
former. Alongside his international studies 
of ethnomusicology and orchestration, an 
ongoing engagement with other musical 
cultures has become part of the fabric and 
force of his compositional language. 

Memorial Service for 

Clark Brody to be held at 

Northwestern University 

Faculty members of the Henry and 
Leigh Bienen School of Music at 
Northwestern University announced 

that colleagues, friends and former stu¬ 
dents will gather at Alice Millar Chapel 
(1870 Sheridan Rd, Evanston, IL 60208) 
on the campus of Northwestern University 
on Monday, September 30, 2013, to honor 
the life and career of clarinetist Clark Bro¬ 
dy who died in November of last year. The 
service will begin at 12:00pm and conclude 
with a reception in Parks Hall directly adja¬ 
cent to the Millar Chapel. The service will 
be open to the public. 

Clark Brody served as principal clari¬ 
net of the Chicago Symphony Orchestra 
under four music directors, from his hir¬ 
ing in 1951 until his retirement in 1978. 
Prior to his joining the CSO, Brody was 
a member of the CBS Symphony Orches¬ 
tra in New York City. In addition to his 
duties with the CSO, he was a lecturer 
in clarinet performance at Northwestern 
University from 1973 to 1993. He was 

also a wind sectional coach for the Civic 
Orchestra of Chicago, the training pro¬ 
gram of the CSO. Many of his students 
hold positions in leading orchestras and 
universities around the country. 

"The Bienen School faculty is pleased 
to honor the wonderful contribution Clark 
made to both our school and the Chicago 
musical community in such a fitting man¬ 
ner," said Dr. Frederick Hemke, Louis 
and Elsie Snydacker Eckstein Professor 
Emeritus of Music, at the Bienen School 
of Music. "Clark was a treasured member 
of our faculty and respected by everyone 
who came in contact with him. His soft 
spoken demeanor was especially effective as 
a teacher to our students." 

"As the clarinet professor at Northwest¬ 
ern University, I have been fortunate to 
inherit an outstanding program that was 
already in place due to the efforts of my 
predecessors which included Clark," added 
Steve Cohen, professor of clarinet at the 
Bienen School of Music. "As a member of 
the Civic Orchestra of Chicago, I was able 
to enjoy his mentoring while sharing in the 
wealth of experience he had gained through 
his years of service with the CSO. We are 
honored to be hosting this memorial ser¬ 
vice that will commemorate his lengthy ca¬ 
reer as both a teacher and performer." 

The memorial service will recap Brody's 
life and career with personal reminiscences 
by family, friends and colleagues. Several 
distinguished pupils of Brody are expected 
to participate in the service, and a clarinet 
ensemble of those who knew him will also 
perform. Former students who are inter¬ 
ested in attending should contact the Bi¬ 
enen School at (847) 491-4776 for more 
information. 

Alexandr Manukyan 

Receives Prestigious Award 
Alexandr Manukyan, clarinet and 

saxophone professor at the Yerevan 
State Conservatory in Yerevan, Ar¬ 

menia for 35 years and the I.C.A. National 
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Serzh Sargsyan, president of Armenia, and Alex Manukyan 

Chair for Armenia, was recently awarded a 
gold medal "Movses Horenatchi" "for out¬ 
standing contributions to national music 
and culture." It was presented to him by 
Serzh Sargsyan, the president of Armenia, 
at the President's Palace. This medal is the 
highest-level award given by the Armenian 
government which awards it only for the 
most outstanding, eminent work in culture 
and music. The medal, established in 1993, 
is dedicated to Saint Movses Horenatchi, 
an Armenian scientist of the 5th century. 

UNT Concert Features Sousa 

March with 23 Clarinets 

Easter Monday on the White House 
Lawn — John Philip Sousa 

A Report by Dennis Fisher 

Having done this march many 
times before, I've always been 
intrigued by the ragtime nature 

of the style. Written in 1927, it was obvi¬ 
ously at the forefront of popular music for 
the day. I've always been fascinated by the 
Sousa Band, and especially his instrumen¬ 
tation and the way he set the band up. His 
unique seating arrangement of having brass 
on his right (stage left), woodwinds on his 
left (stage right) with harp, tubas, eupho¬ 
niums, flutes and percussion in the middle 
seemed to serve several purposes. In review¬ 
ing old photos of the band, it's clear that 
this unique arrangement accommodates a 

stereophonic exchange that is not immedi¬ 
ately evident in a traditional set up. It was 
probably especially effective in his extem¬ 
poraneous "re-arrangements" of his march 
performances, with dynamic changes, in¬ 
strument changes, etc. on repeats. It also 
placed frequent soloists, such as Herbert 
L. Clarke, Arthur Pryor, William Bell and 
Meredith Wilson, in key physical locations. 

His instrumentation was also unique in 
that he utilized a very large clarinet section. 
As one of the initial movers and shakers in 
trying to standardize instrumentation of 
the band, he advocated large clarinet sec¬ 
tions, which essentially substituted for the 

violin/viola sections in the orchestra and in 
orchestral transcriptions. On one tour, he 
happened to use 23 B-flat clarinets. I set up 
the band in his original setup with his tour 
instrumentation for a concert on April 25, 
2013, with the University of North Texas 
Symphonic Band. That necessitated re¬ 
cruiting additional clarinets, as the modern 
concert band utilizes far fewer than that. 
Even though I typically use a larger clarinet 
section than most, I was still eight players 
short, so it made perfect sense to "recruit" 
the clarinet faculty from UNT (along with 
recently retired faculty) to help fill those 
spots. So, in addition to my regular clarinet 
players, we included the following outstand¬ 
ing clarinet musicians to fill out the section: 
John Scott, Kimberly Cole Luevano, Daryl 
Coad (all UNT clarinet faculty); James Gil- 
lespie (emeritus clarinet faculty); and Eu¬ 
gene Corporon (UNT Director of Wind 
Studies). Without question, the sonority 
of a 23-member clarinet section is like no 
other — one that was once common, and is 
now only a memory. This re-creation was 
a wonderful trip down that memory lane. 

CORRECTION 

In the "In Memoriam Clark Brody 
(1914-2012)" article in the March 
2013 issue (pp. 62-64), the cap¬ 
tions for the two photos were re¬ 
versed by mistake. We regret the 
error and any confusion it may 
have caused. Ed. 

The clarinet section of the UNT 
Symphonic Band with the clarinet 
faculty. Dennis Fisher, conductor of 
the band, is at the far left. 
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Conferences & 

University of Nebraska- 

Lincoln - Suzanne Tirk 

Performs at 16™ Annual 

Midwest ClariFest 

A Review by Renee Pflughaupt 

Diane Barger, Hixson-Lied profes¬ 
sor of clarinet at the University 
of Nebraska-Lincoln, hosted the 

16th Annual Midwest ClariFest on Wednes¬ 
day, April 10, 2013, in Kimball Recital Hall 
at UNL. Suzanne Tirk, assistant professor 
of clarinet at the University of Oklahoma, 
served as guest artist and clinician. 

Barger opened the festival with a zealous 
performance of Scott McAlliter's X3, joined 
by Rebecca Fischer, violinist and artist-in- 
residence with the Chiara String Quartet 
at UNL, and Mark Clinton, professor of 
piano at UNL. The UNL Clarinet Studio 
followed with several lively arrangements 
for clarinet choir, including Freddie Mer¬ 
cury's Bohemian Rhapsody and Rimsky- 
Korsakov's Dance of the Buffoons. 

Tirk led two master class sessions dur¬ 
ing the day, working with local students in 
high school, undergraduate and graduate 
studies. Her gregarious approach to teach¬ 
ing involved the entire audience, including 
several demonstrations of the Alexander 
technique to improve one's posture, confi¬ 
dence and performance. 

During the noon hour, Richard Viglucci 
and David Kamran, doctoral students in 
Barger's studio, presented two short lec¬ 
tures. Viglucci shared tips for clarinet play¬ 
ers who want to begin learning to play the 
bass clarinet, including advice on mouth¬ 
piece and setup options along with tuning 
issues. Kamran followed with a short pre¬ 
sentation on performance anxiety and how 
to best combat and embrace it. 

After lunch, Viglucci led all participants 

in a clarinet choir reading session, wrap¬ 
ping up with a fast and furious perfor¬ 
mance of Turkey in the Straw. 

A potpourri recital followed the final 
master class session, featuring high school 
students, the UNL clarinet studio and area 
musicians in chamber and unaccompanied 
works. 

John Klinghammer of the Omaha Sym¬ 
phony Orchestra, with his dark, smooth 
tone and finesse, opened the recital with 
Meyer Kupferman's Moonflowers, Baby! 
Hattie Bestful, UNL freshman, followed 
with Bozza's operatic Fantaisie Italienne. 
Christina Ensign, UNL freshman, per¬ 
formed Cahuzac's quintessential Arlequin. 
Then Viglucci, showing the extent of the 
bass clarinet's abilities, performed Henri 
Rabaud's Solo de Concours, Op. 10. 

The reflective performances of Kayla 
Krueger, UNL freshman, and Christopher 
Nichols from Concordia University so¬ 
bered the mood with Osborne's Rhapsodie 
and Aurelio Magnani's Elegia, respectively. 

Rosario Galante and Patrick Davlin from 
Creighton Prep High School then teamed 
up in a vibrant performance of Mendels¬ 
sohn's Concertpiece No. 2, Op. 114. A spir¬ 
ited performance of Robert Washburn's 
Suite for Woodwind Quintet followed the 
duo, featuring Ensign on clarinet. Viglucci 
then returned with Stephanie DiMauro, 
a UNL flute doctoral student, with Bene¬ 
detto Carulli's Duetto, "Ah! Fuggi da morte" 
dell'Opera Poliuto di Donizetti. Elizabeth 
Aieksander from Southeast Community 
College then made a forceful performance 
of Bela Kovacs' Hommage a Khatschaturian. 

The recital closed with the UNL Ven- 
teux Winds quintet, featuring master's stu¬ 
dent Jennifer Reeves on clarinet. The quin¬ 
tet performed the first two movements of 
Poulenc's Sextet for Winds, ending with the 
fiery first movement, Allegro Vivace. 

A guest artist recital featuring Tirk and 
pianist Jeongwon Ham closed the evening. 

With works spannmg from the traditional 
to the eclectic, Tirk exhibited incredible 
sensitivity and mastery of the clarinet. 
Opening with Pierre Gabaye's light-hearted 
Sonatine, Tirk then displayed raw emotion 
and gusto with Witold Lutoslawski's Dance 
Preludes. Her performance of Reinecke's 
Introduzione ed Allegro appassionato. Op. 
256 held the same emotional vibrancy. 
Tirk closed with the gut-wrenching Liquid 
Ebony by Dana Wilson, bringing together 
all of the previous pieces' emotional energy 
and gusto into a single act. 

The 17th Annual Midwest ClariFest is 
scheduled for next year on Saturday, April 
5, 2014. Featured will be guest artists Rob¬ 
ert Walzel, Dean of the School of Music at 
The University of Kansas, and Gary Whit¬ 
man, professor of clarinet at Texas Chris¬ 
tian University. 

For more information, please contact 
Diane Barger at dbargerl@unl.edu. 

First Clarinet Day at the 

University of Maryland, 

College Park 

A Report by Emily Robinson 

March 3rd, 2013, kicked off an ex¬ 
citing new event at the Univer¬ 
sity of Maryland, College Park. 

Clarinetists of all ages and levels joined new 
clarinet faculty Robert DiLutis, the clarinet 
studio of UMD and local clarinet enthusi¬ 
asts for a new local event for all clarinetists 
to enjoy. The day provided lectures, mass 
clarinet choir, performances, master classes 
and exhibits for attendees to explore a vari¬ 
ety of aspects of the clarinet. 

The day began with a recital that fea¬ 
tured the clarinet faculty currently teach¬ 
ing at UMD. Performances were given by 
the graduate fellowship woodwind quintet 
SIREN, Paul Cigan of the National Sym- 
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Guest Artists (left to right): Richard MacDowell, 
William Blayney and Lawrence Gilliard 

phony Orchestra, David Jones of the Ken¬ 
nedy Center Opera Orchestra and Robert 
DiLutis. The recital at the end of the day 
featured performances by the visiting guest 
artists, who each taught a masterclass dur¬ 
ing the course of the day. The program 
opened with Richard MacDowell and 
Robert DiLutis performing Luigi Bassi's 
work La Sonnambula for E-flat and B-flat 
clarinets, and William Blayney performed 
Ray Sprinkle's Sonata for clarinet and pi¬ 
ano, which was followed by Lawrence Gil¬ 
liard and Robert DiLutis performing the 
Krommer Double Concerto. The program 
ended with Debussy's Premiere Rhapsodic 
performed by Ralph Skiano. All the per¬ 
formers were especially thankful for the 
assistance of Rita Sloan, UMD faculty in 
collaborative piano, for her fantastic per¬ 
formances all day long. 

In addition to the opening and closing 
recitals, attendees were able to visit exhibits 
provided by Ben Redwine, Buffet Cram¬ 
pon, Hammer Music Company, Vandoren 
and Dale Music, Co. William Blayney gave 
a lecture entitled "Historical Clarinet Re¬ 
cordings" giving clarinetists a chance to 
hear original recordings of some of his¬ 
tory's greatest clarinetists from 1899-1940. 
Actor Lawrence Gilliard, from HBO's The 
Wire, gave a masterclass on how to use act¬ 
ing techniques to enhance musical perfor¬ 
mance. A mass clarinet choir gave all par¬ 
ticipants of all levels a chance to explore 
new music together. 

The day was a rousing success with at¬ 
tendees receiving complimentary t-shirts, 
lunch and a post-recital reception. But the 
most exciting part of the day was the clari¬ 
net giveaway. In addition to many small 
prizes of reeds, mouthpieces and accesso¬ 
ries, all graciously donated by the event's 

Ralph Skiano, Robert DiLutis, Rita Sloan, 

sponsors, one lucky eighth grader, Joseph 
Li, a student of Albert Hunt, won a Buffet 
E-ll clarinet. 

DiLutis commented that he "was happy 
that the event was so well attended by ama¬ 
teurs and professionals from all around the 
DC area." He is excited to do it again next 
year! 

For more information on the University 
of Maryland, College Park, or UMD Clari¬ 
net Day, visit umdclarinet.com. 

Troy University 

Clarinet Day 

T 

he Sixth Annual Troy University 
Clarinet Day, which took place on 
March 30, 2013, was a huge suc¬ 

cess. Ever-increasing interest in the event 
resulted in around 70 participants who 
attended master classes, recitals, and took 
part in the now traditional Clarinet Day 
Clarinet Choir performance. The event's 
host and organizer, Timothy Phillips, se¬ 
cured a group of guest artists from around 
the globe, including international soloists 
Robert Spring of Arizona State University 
and Sabine Grofmeier of Germany. Partici¬ 
pants were also delighted by the presence of 
Wojtek Komsta from New York, Jonathan 
Holden from the University of Southern 
Mississippi (and newly appointed clarinet 
professor at Florida State University), Ka- 
trina Phillips from Alabama State Univer¬ 
sity and current and former clarinet faculty 
at Troy University, Timothy Phillips, Will 
Casada and Julia Georges. Piano accom¬ 
paniment for the event was provided by 
Francine Kay. 

The day began with a recital featuring 
all of the guest artists and event faculty. Af¬ 
ter the morning recital, the middle portion 
of the day was filled with clarinet choir re¬ 
hearsals and master classes given by Spring 
and Grofmeier. Several Troy University 
clarinet students performed for Dr. Spring 
who worked with the students on tongue 
placement and voicing and discussed the 
slow and conscientious practice needed 
for successful performances, among other 
topics. Sabine Grofmeier's master class was 
made up of performances by young Troy 
University students, as well as aspiring high 

ALABAMA EDUCATIONAL LEADERSHIP 
HALL OF FAME 

Clarinet Day artists and participants 
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school clarinetists. Grofmeier's main focus 
with each of the students to perform for 
her was to achieve a greater level of musi- 
cality within their playing. She worked to 
bring out their concept of phrasing, asking 
the students to try performing a few lines 
by memory so that they could direct more 
attention to the nuances of each phrase. 

The day concluded with a final concert 
that featured several more performances by 
the guest artists, along with the Troy Uni¬ 
versity Clarinet Choir, which is made up of 
Troy University students and the Clarinet 
Day Clarinet Choir, made up of the ap¬ 
proximately 70 event participants. 

Thanks to event organizer Timothy 
Phillips, the Sixth Annual Troy University 
Clarinet Day was a delight for all who at¬ 
tended. The day could not have gone more 
smoothly, and the participants enjoyed an 
educational and enriching experience. 

Clarinetopia 2013 

Thirty-four clarinetists, two pianists, 
one violinist and one flutist con¬ 
vened at Michigan State University 

June 5-9 for the fifth annual Clarinetopia 
Seminar. Charles Neidich, Ayako Oshima, 
Elsa Ludewig-Verdehr, Guy Yehuda, Theo¬ 
dore Oien, Michael Webster and Leone 
Buyse performed faculty recitals and gave 
master classes for students who hailed from 
as far away as California, Manitoba, New 
York and Georgia. 

The opening recital on Wednesday 
was shared by Yehuda, Webster and flutist 
Buyse, who also played aboriginal clapping 
sticks and crotale in Bingyang by Austra¬ 

lian composer Ross Edwards, as well as 
piano in New Zealand composer Maria 
Grenfell's Time Transfixed. On flute, Leone 
played Icicles by Canadian composer Rob¬ 
ert Aitken and Muczynski's Six Duos with 
Michael. Guy Yehuda included a work of 
his own, Three Preludes for Solo Clarinet, 
surrounded by Weiner's Peregi Verbunk and 
Bassi's Rigoletto Fantasy. 

On Thursday Elsa and Walter Verdehr 
performed the new clarinet choir version 
of James Niblock's Concerto No. 2 for vio¬ 
lin and clarinet, followed by a retrospective 
of Verdehr Trio repertoire (clarinet, violin 
and piano) since the trio plans to retire this 
season after 40 eventful years commission¬ 
ing and premiering well over 200 works. 
On Saturday evening Charles Neidich 
and Ayako Oshima played music for one 
and two clarinets, including Neidich's new 
work, Tempest (in a Teapot) for two clari¬ 
nets, a 103rd birthday gift to Elliott Carter, 
whose solo piece Gra was also programmed. 
Ayako played the Bernstein Sonata, and 
Neidich played his own transcription of 
Mendelssohn's Violin Sonata in F Major, 
featuring his unique altississimo register. 
The program opened and closed with the 
fun and virtuosity of Bassi's Fantasy on La 
Sonnambula and Ponchielli's II Convegno. 

Meanwhile, 21 of the students played in 
master classes with repertoire ranging from 
the standards (Mozart, Weber, Brahms, 
Stravinsky, etc.) to such recent works as 
Shulamit Ran's Monologue: For an Actor 
and Karel Husa's Three Studies. Theodore 
Oien, principal clarinetist of the Detroit 
Symphony, contributed an orchestral ex¬ 

cerpt class, and the master class students 
all played their repertoire on two student 
recitals, Saturday and Sunday. 

A welcome dinner, a free evening, an 
impromptu pizza party hosted by the Nei- 
dichs and a farewell reception offered some 
social time during an otherwise intensive 
week of study. Each day began with yoga, 
breathing and clarinet warm-up sessions. 
Shu-han Lu and Edisher Savitsky were the 
capable and empathetic collaborative pia¬ 
nists, and a team of MSU students led by 
Cody Grabbe, Sam Davies and Jessica Har- 
rie took care of organizational details ably 
and cheerfully. Clarinetopia acknowledges 
Buffet Group USA and Henri Selmer Paris 
for their generous support. 

As the new Associate Professor of Clari¬ 
net at MSU, Guy Yehuda has invited Clari¬ 
netopia to return to MSU next year. Those 
interested in attending will find detailed 
information at clarinetopia.com. 

The 2nd Annual 

California Clarinet Day 

A Review by Yun-Yen Cheng 

The 2nd Annual California Clarinet 
Day was held on May 11, 2013, 
at Los Angeles Valley College and 

hosted by Julia Heinen, professor at Cali¬ 
fornia State University Northridge. Featur¬ 
ing Margaret Thornhill, adjunct professor 
at Concordia University, Irvine to, William 
Powell, professor at California Institute of 
the Arts and Helen Goode-Castro, adjunct 
professor at California State University Los 
Angeles and Long Beach, with special artist 
Robert Spring, professor at Arizona State 
University. 

Participants had opportunities to join 
the clarinet choir for rehearsals and a con¬ 
cert, and to attend an artist recital per¬ 
formed by all artists individually and as a 
quintet. The quintet performed Mozart's 
Quintet in C minor, K. 406 and Scott McAl¬ 
lister's Devil Sticks. Participants also had op¬ 
portunities to join Robert Spring's master 
class, participate in four clinic sessions and 
attend the Los Angeles Clarinet Choir Con¬ 
cert directed by Margaret Thornhill. 

For the clinic sessions, Helen Goode-Cas- 
tro presented an interesting clinic on "Brit¬ 
ish Clarinet Music" in which she recruited a 
lineup of her talented students to perform 
the works of composers such as Malcolm 
Arnold, Arnold Bax, Arnold Cooke and 

First row: Leone Buyse, Guy Yehuda, Elsa Verdehr, Charles Neidich, Ayako Oshima, Michael 
Webster, Theodore Oien; Second row: Michael Getzin, Wes Warnhoff, Calvin Kim, Jeffrey Ma- 
rano, Brian Gay, Catherine Hungerford, Norman Rosenbaum; Third row: Tony Park, Eddie 
Sundra, Kevin Sakai, David Boutin-Borque, Le Lu, fessica Harrie; Fourth row: Christina 
Cuny, Sarah Hardeker, Kathryn Vetter, Carly fakrzewski. Kip Franklin, Carl Galland; Fifth 
row: Yonhung (SaiSai) Chi, Cody Grabbe, Sarah Manasreh, Sam Davies, fay Gummert, Steph¬ 
anie Akau, Jessica Waltz 
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California Clarinet Day faculty: Robert Spring, William Powell, Margaret Thornhill, Helen 
Goode-Castro, Julia Heinen 

John Ireland. In addition to performing a 
master class-style clinic with the perform¬ 
ers, Goode-Castro suggested that those in¬ 
terested in finding more clarinet music visit 
http://cassgb.org/links.php to find helpful 
links that lead to all the major publishers of 
British clarinet repertoire. Julia Heinen pre¬ 
sented "Clarinet Fun(damentals)!" which 
included embouchure, tongue position, 
hand position, finger position, importance 
of air, how to work on reeds, warm up and 
practice. Participants asked Heinen's opin¬ 
ions regarding teaching and learning clari¬ 

net fundamentals. For more information or 
warm up routine exercises, please visit www. 
juliaheinen.com or email her for further 
questions julia.heinen@csun.edu. "Yoga for 
Clarinetists" clinic session was presented by 
William Powell. The session started with 
several participants playing a brief excerpt or 
scale, and they were asked to play again at 
the end of the session in order to assess the 
impact of the session on their playing. The 
participants' initial playing session was fol¬ 
lowed by a series of poses designed to stretch 
various muscle groups. Then there was a 

period of deep relaxation that included 
meditations on breathing and thoughts. At 
the end, all the participators were able to 
recognize improvements in both the tone 
and technique of those participators who 
played. The clinic on "Tips for Improving 
Your Tone" presented by Margaret Thorn- 
hill started with the idea of tonal concept by 
playing some recorded examples. For each 
example, Thornhill asked for opinions on 
what type of sound each recorded artist was 
producing and what their differences were. 
She pointed out that even though each pro¬ 
duced a distinctly different type of sound, 
each artist produced the exact type of sound 
they wanted to make, but that ultimately all 
of the sounds produced by all artists had in 
common a focused, well supported sound 
and consistent resonance in all registers. She 
advised everyone to open their ears and aim 
to focus on the sound, and then become ac¬ 
tive listeners. 

The day closed with a concert by the 
Valley Symphony Orchestra conducted by 
Michael Arshagouni with two soloists Julia 
Heinen and Robert Spring who performed 
McAllister's Freebirds and Luigi Bassi's La 
Sonnambula with standing ovations. 

The Conservatory of Music of Brooklyn College (C.U.N.Y.) 
is pleased to announce the addition to its full-time faculty in Fall 2013 of 

MARIANNE GYTHFELDT, clarinet 

Ms. Gythfeldt will teach clarinet, chamber music, and contemporary performance 
practices, as well as serve as the Conservatory's Coordinator of Woodwinds. 

Marianne Gythfeldt has distinguished herself in chamber, orchestral, and 
contemporary music performance on the international stage. She is equally at 
home in traditional, contemporary, and alternative/crossover genres, having 
worked with Ensemble Sospeso and the Naumburg award-winning New 
Millennium Ensemble, and has collaborated with noted soloists and musical 
innovators such as Alvin Lucier, Peter Serkin, Petr Kotik and the SEM 
Ensemble, Ursula Oppens, and Paquito D'Rivera. Ms. Gythfeldt can be heard 
on recordings for CBS Masterworks, CRI, Albany, Koch, and Mode Records. 

Part of the School of Visual, Media and Performing Arts at Brooklyn College 
(CUNY), the Conservatory of Music prepares undergraduate and graduate 
students for careers in performance, composition, music education, music 
technologies, and musicology. Admissions information for Brooklyn College 
may be found at http://www.brooklyn.cuny.edu. 

Conservatory of Music of Brooklyn College (CUNY) 
2900 Bedford Avenue, Brooklyn, NY 11210 
718.951.5286 http://bcmusic.org Brooklun 

College 

September 2013 23 



by Paul Harris 

Lette 

from / 

the (y/ 

Just another week 

IN THE LIFE... 

I've just telephoned one of my top clari¬ 
net heroes, Karl Leister, to wish him a 
happy birthday. We speak from time to 

time, and it's always inspiring to hear what 
he is up to. Today he was preparing for a 
two-day master class in Berlin especially 
for clarinet teachers. What a good idea! It 
seems to me that once they've finished their 
formal education, so many player/teachers 
think, " That's it; I know all I need to know." 
Nothing could be further from the truth! I 
have a number of teachers that come to me 
for regular lessons, and I attend as many 
master classes and try to involve myself in 
as many "learning" experiences as often as 
I can. We must never stop actively learning. 

A case in point: I went to a fascinat¬ 
ing master class given by Martin Frost last 
week at the Purcell Room in London. He 
was working with three young players, one 
each from The Royal College of Music, 
The Guildhall School of Music and Trin¬ 
ity College of Music. We heard the Nielsen 
Concerto, Spohr's 4th Concerto and Brahms' 
E-flat Sonata. Martin is such a wonderful 
and natural player who has an extraordi¬ 
nary physical suppleness and malleability. 
I learned a lot just by watching him play! 

From a publishing point of view, my 
new publication of Iain Hamilton's The 
Wild Garden (edited by Nicholas Cox) be¬ 
came available this week, and I do strongly 
recommend it to you. It was Hamilton's 
last work and it's an important one. In my 
"Letter" of June 2009 I wrote all about 
Hamilton's collaboration with John Davies 
and the considerable body of clarinet music 
he composed. I hope The Wild Garden will 
be destined to become a heavyweight in 
the repertoire. It's not a simple work, tech¬ 
nically or musically, but very well worth 
study and, if presented well, I'm sure audi¬ 

ences will get a lot out of it. 
Still on the subject of Iain Hamilton, 

I've recently come across a cache of old 78 
discs of a BBC recording John Davies made 
(with the Aeolian Quartet) of the Clarinet 
Quintet Hamilton wrote for him in 1950. 
It is being transferred to a more up-to-date 
medium as I write, and I'm very much 
looking forward to hearing it and reporting 
on it to you in my next letter. I already have 
recordings of John playing the Hamilton 
Nocturnes and the Mozart Quintet which I 
hope may be made available in the future. 

From a playing point of view I was in¬ 
volved in a very memorable concert last 
weekend. It was organized by Surrey Arts 
— an educational and cultural association 
which, among other things, provides mu¬ 
sic tuition for thousands of children in the 
county of Surrey. The concert hall was teem¬ 
ing with clarinet players and clarinets of 
every size imaginable. One delightful item 
featured the largest bass clarinet ensemble 
I've ever witnessed. What a sound! I had the 
pleasure of playing in a clarinet sextet that 
featured some very well-known players. (See 
photo) On bass clarinet was the legendary 
Paul Harvey. Paul is known to all clarinet 
and saxophone players and teachers world¬ 

wide, but just a tiny bit of background in 
case you didn't know. He originally studied 
with Frederick Thurston and Ralph Clarke 
at the RCM, and had composition lessons 
with the great film music composer John 
Addison who (I just discovered) was also a 
clarinetist and pupil of Thurston! Addison 
wrote really fine film music - my favorite 
is his score for Reach for the Sky, the inspi¬ 
rational film about Douglas Bader - who 
turns out to be his brother-in-law! 

On alto clarinet was Fred Summerbell 
who studied with John McCaw (who fa¬ 
mously recorded the Mozart and Nielsen 
concertos in one take each). Fred also 
founded the Tropicana Club Dance Or¬ 
chestra which recreates the sounds of the 
English dance bands popular in the '30s 
and '40s. Sitting next to me was James 
Rae, clarinetist, saxophonist and composer 
of more jazz-style educational pieces than 
anyone in the world (as well as many very 
popular larger scale works). Ian Haysted 
was playing E-flat. Ian is a very active clari¬ 
netist and had the rare distinction of be¬ 
ing awarded the prize of "Best Woodwind 
Performer" in the British Army when he 
was just 17! Since then he has gone on to 
become a world expert on playing contem¬ 
porary music, and in the mid-'90s released 
an important video, Learn how to create 
Acoustic Effects. Completing the group was 
Samantha Baldwin who teaches for Surrey 
Arts and runs a lovely clarinet ensemble 
called Crafty Clarinets who played beauti¬ 
fully at the concert. We played Paul Har¬ 
vey's delightful and colorful Puerto Rican 
Suite. It was a very special evening. All in all 
a fairly busy (and typical) week, but special 
events like this remind us that the clarinet 
is very much alive and well in the U.K.! 

(I to r): Ian Haysted, Samantha Baldwin, Paul Harris, James Rae, Fred Summerbell and Paul 
Harvey 
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2014 HIGH SCHOOL SOLO COMPETITION 

Eligibility: Competition participants must be 18 years old or younger as of June 30,2014. 
Application: Deadline for the submission of application and other application materials is: Tuesday, April 1,2014. Please 

submit the online application at: www.clarinet.org 

CONTEST RULES 

I. Application Fee: $65 U.S. All applicants must be members of the I.C.A. and submit the Competition Application. Non- 
members wishing to apply may join the I.C.A. by going to www.clarinet.org and becoming a member. The application 
fee is non-refundable. 

II. Recording Instructions: Please provide a high quality recording containing the following repertoire in the exact order 
listed. Repertoire must be recorded with accompaniment when appropriate. Any published edition is acceptable. Each 
selection/movement should be listed as a single track, and should not contain your name. Please be aware that the 
quality of the recording will influence the judges. Recordings should not be edited and only continuous performances 
of entire works or movements are allowed. 

1. Witold Lutoslawski, Dance Preludes (movements I, II and V) 
2. Andre Messager, Solo de Concours 

III. A photocopy of the contestant's driver's license, passport or birth certificate as proof of age. 
IV. Both the private teacher, if any, and the contestant attest, in a separate written and signed statement, that the record¬ 

ing is the playing of the contestant and has not been edited. 
V. A summer address, telephone number and email address (all if possible) should be provided. Email is the pre¬ 

ferred means of communication. Please check your email regularly as this is how you will be contacted. 

judgTng 

Judging of recordings will be conducted with no knowledge of the contestant. Do not include any identification on your 
audio files. There should be no speaking on the recording, such as announcing of compositions. Preliminary judging will 
be by taped audition. Finalists will be chosen by committee. Notification will be sent by Friday May 9,2014. Final round will 
be held at the ClarinetFest® 2014 in Baton Rouge, LA, July 30 - August 3, 2014. Repertoire will consist of the works listed 
above. Memorization for the final round of competition is not required. 

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 finalists. All finalists will receive free registration at ClarinetFest® 2014. Travel and other expenses 
will be the responsibility of the contestant. All recordings will become the property of the I.C.A. and will not be returned. 

PRIZES 

First prize - $1,000 U.S. • Second prize - $750 U.S. - Third prize - $500 U.S. 

The International Clarinet Association assumes no tax liability that competition winners may incur through receiving 
prize money. Individuals are responsible for investigating applicable tax laws and reporting prize winnings to requisite 
government agencies. 

Contacts for The Clarinet 

Send all articles, recital programs, orders for back issues, 
announcements and any other non-commercial items intended for 

publication in The Clarinet to: 

James Gillespie, Editor/Publisher 
405 Santiago Place, Denton, Texas 76205 

Email: James.Gillespie@unt.edu; editor@clarinet.org 

Send all recordings intended for review in The Clarinet to: 

William Nichols, Audio Review Editor 
1033 Fawn Hollow • Bossier City, Louisiana 71111 

Email: wrnichols@bellsouth.net 

Send all printed materials (music, books, etc.) 
intended for review in The Clarinet to: 

Gregory Barrett, Editor of Reviews 
School of Music, Northern Illinois University 

DeKalb, IL 60115, 815/753-8004 
Email: gregbarrett@niu.edu 

Send all inquiries about advertising, I.C.A. membership, 
missing issues, notices of change of address, etc., to: 

Madeleine Crouch, Executive Director 
International Clarinet Association • Madeleine Crouch & Co., Inc. 

14070 Proton Rd. Suite 100, LB 9 • Dallas, TX 75244-3601, 
Email: execdirector@clarinet.org or Email: membership@clarinet.org 
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by Kimberly Cole Luevano 

David Weber, Part 2 

This "Pedagogy Corner" features 
a continuation of David Weber's 
pedagogical approach. Thank 

you to Weber's former students who gra¬ 
ciously took time to speak with me about 
their varied experiences: William Blayney, 
Robert DiLutis, Dan Gilbert, Todd Levy, 
D. Ray McClellan, Jessica Phillips, Greg 
Raden, as well as Ron Odrich who was a 
good friend of Weber's. I again extend par¬ 
ticular gratitude to D. Ray McClellan who 
generously shared his informative D.M.A. 
dissertation, "David Weber: Clarinetist and 
Teacher." As always, I regret the impossibil¬ 
ity of interviewing or contacting everyone 
who had the privilege of studying with We¬ 
ber, but I certainly welcome recollections 
and comments for inclusion in forthcom¬ 
ing issues. 

"It is no wonder, therefore, that Mr. 
Weber's emphasis on tone has become the 
basis of his teaching and the foundation on 
which other aspects of playing (i.e. articu¬ 
lation, phrasing, legato) are developed... 
to develop a beautiful tone in itself means 
nothing. But to add to that sound clean ar¬ 
ticulation, natural phrasing, smooth legato, 
and virtuoso technique is to be able to proj¬ 
ect one's ideas ever more convincingly and 
artistically." Todd Levy2 

On Lesson Structure 

"A lesson was like a training session for 
the Olympics...He was extremely gener¬ 
ous with his time, and he made every les¬ 
son so thoroughly organized that it became 
ingrained as the model practice session." 
Lawrence Sobol1 

Indeed, most students remarked that a 
lesson with Mr. Weber was rarely merely 

an hour in length, noting that Weber never 
went by the clock. All students mentioned 
Weber's systematic approach and insistence 
upon covering all aspects of playing in each 
lesson. Weber followed a similar format for 
each lesson and encouraged his students to 
use the same format in their daily practice 
regime: 1) long tones 2) scales, thirds and/or 
arpeggios 3) etudes 4) literature 5) orches¬ 
tral excerpts. For Weber, the order was im¬ 
portant. "One should not practice his con¬ 
cern before long tones or scales, just as one 
should not eat his dessert before the meal."2 

Other notes students supplied include: 
"I always taped lessons. He made me do 

that. That was another thing that made me 
get better fast. I would listen and hear what 
he was talking about."6 

"You could study for a few years and not 
necessarily do repertoire. You were taught 
how to play in order to take the artistry 
into your own hands."5 

"Some teachers didn't give any infor¬ 
mation about how to do something. Mr. 
Weber was the opposite. It was very impor¬ 
tant to him to continue the traditions he 
learned. And he just couldn't give enough. 
There was nothing we ever wanted for." 

Legato Concept 

Mr. Weber was influenced by focus upon 
effective legato early in his studies. Weber's 
first teacher, Roy Schmidt, assigned legato 
exercises he wrote himself, combining them 
with solos from Respighi's Pines of Rome, or 
the slow movement from RachmaninofFs 
Second Symphony. Weber carried this prac¬ 
tice into his own teaching, insisting that 
students play tone and legato exercises each 
lesson, often following them with orches¬ 
tral excerpts.2 

Any of Weber's tone exercises, such as 
those included in the previous issue or 
those included below, were not used simply 
for tonal development but also to develop a 
deeper understanding of legato air use and 
fingers. "I had to go so slow that he wanted 
me to 'scoop' on notes or take time press¬ 
ing. He would always show, not tell. That 
was when I became aware."6 

"He taught to move from the third 
knuckle, as if squeezing a lemon."5 

On Technical Development 

For technical mastery, Weber's expectations 
were clear: " For a clarinetist, whose in¬ 
strument poses special problems, one should 
memorize the 24 scales, major and minor; 
the seventh chords and all the thirds."3 

Weber's first teacher, Roy Schmidt, in¬ 
troduced scales using both the Baermann 
Method for Clarinet and Labanchi s Method 
for Clarinet. Weber used Labanchi with 
most of his students at one time or another.2 

"—Bonade insisted on all the Klose 
which I still think is the best of all. It's all- 
encompassing. Later on I had some lessons 
with Hamelin. He had his own form of 
scales in triplet form: having me play each 
scale in triplets and then repeating it three 
times, which changed the fulcrum — the 
way the accent of the triplet came on a dif¬ 
ferent note - which was very interesting; 
next repeating the scales from the lowest 
note to the highest in triplet form — no ar¬ 
ticulation."2 

Weber's students remarked that in ev¬ 
ery lesson they would play some form of 
scales. But while Weber would assign a key 
per week, he would give assignments and 
exercises not from a sole source but from 
a variety of methods including those by 
Klose, Labanchi, Jettel, Kroepsch, Perier, 
Hamelin and Gay, among others. Students 
recalled that Mr. Weber particularly liked 
French method books and was familiar 
with them since he spent much time in 
France over the years. In Robert DiLutis' 
words: "He always had different materials 
to cover the same stuff. He gave more and 
more music to keep our interest."8 

Weber didn't necessarily concentrate on 
tempi for scales, some students remarking 
that they didn't remember his assigning 
metronome markings. 

"By playing slowly you can concentrate 
on what you sound like. Warming up too 
fast is like driving through the countryside 
at a fast speed. You miss everything."2 
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Meme execution 

Example 1 

Weber often repeated Eugene Gay's 
quotation from Gay's Methode Progressive et 
Complete-. "Play slowly, progress rapidly."2 

For Weber, scales and arpeggios were al¬ 
ways as much about beautiful sound and 
training one's ear as technique. In an article 
he wrote regarding scales in a 1952 Selmer 
Bandwagon., Weber emphasized four pri¬ 
mary goals of practicing scales: 

• Evenness of sound and volume 
• Smooth connections at difficult breaks 
• Evenness of rhythm 
• Various dynamics and articulations. 

"As is well known, some notes on the 
clarinet, such as those in the throat register, 
are easy to play, while those in the clarion 
register have somewhat more resistance. The 
student must be helped to acquire the habit 
of listening to himself very carefully in order 
to achieve evenness of sound and volume. 
It is too easy to overblow the throat notes 
and underplay the clarion register, with the 
result that an uneven scale is produced."9 

Regarding crossing the break smoothly, 
Weber wrote: . .it is helpful if the student 
will lower the three middle fingers of the 
right hand. He should keep his throat open, 
his palate high as if he were going to make 
the sound 'o,' at the same time using a little 
extra pressure of breath from the diaphragm 
and a very slight constriction of the lips.... 
Make sure that all other fingers covering B 
are simultaneously firmly seated."9 

For fluidity in the upper break from 
clarion to altissimo, Weber advised: "... 
the upper note usually chokes because of 
too much pressure of the lips on the reed. 
For some reason or other, students usu¬ 
ally think that to get high notes, one must 
force. On the contrary, relaxing the lips a 
bit, keeping the throat open, with a steady 
flow of air from the diaphragm, and a little 
practice, give amazing results."9 

Weber often assigned the above exercise 
(See Example 1) from Eugene Gay's Etudes 
— Recapitulation. This exercise was used to 

facilitate smooth connections when going 
over the break and was usually done as a 
supplement to practicing scales. Weber also 
assigned this exercise to help ameliorate 

troublesome intervals in technical passages.2 

Weber assigned scales from the Labanchi 
method (See Example 2), having changed 
the rhythm and dynamics:2 
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Weber also frequently assigned both the 
Klose scale page and Klose scales in 3rds, 
using chromatic/fork fingerings fluently. 
"Even in scales, rhythm must be stressed, 
not only for musical reasons, but also for 
technical regularity. Students are apt to 
hurry those notes which respond easily and 
drag those that have more resistance."9 

Weber advised: "The next step in the 
study of scales is for the student to play 
with various dynamics - all forte, all piano, 
ascending with crescendo, descending with 
descrescendo. Then comes playing the 
scales in different articulations — legato, 
staccato, in various groups."9 

Arpeggio5 

Weber regularly assigned arpeggios (See Ex¬ 
ample 3) and advised concentration on the 
entire range of the instrument, instructing 
a student to strive to achieve the same qual¬ 
ity on all the notes. He wanted students to 
listen to the quality in the lower register 
and try to extend that quality to the upper 
register. 

Arpeggio Exercises 

The arpeggio exercises (See Examples 4a, 
4b and 4c) which Weber adapted from the 
Labanchi Method are included in the Van- 
doren exercise book: The Vandoren Etude 
and Exercise Book for Clarinet: The Secrets 
of Ten Master Clarinetists. Weber counseled 
the following: "...Mentally think a cre¬ 
scendo and decrescendo on each note of the 
arpeggio. Think it, but do not do it physi¬ 
cally. This will help eliminate the space in 
between each note. Also be aware that you 
may have to adjust your embouchure be¬ 
tween certain notes to achieve a smooth 
connection. The finger motion should start 
from the back knuckles. Swing your fingers 
in both directions to and from the clari¬ 
net. Be very careful with the coordination 
of the fingers as to have a clean technique 
free of squeaks and extra notes. You must 
place your fingers, never slap or grab the 
keys or tone holes! In slow tempos, you 
may raise your fingers more, but in rapid 
tempos keep them close to the clarinet. 
This exercise should not be approached like 
a technical study, but rather a true musical 
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phrase, part of a beautiful solo. The exer¬ 
cise should be finished with the same initial 
intensity of air and mental concentration. 
When these studies are perfected, try to 
think of them as part of a cadenza. Slow 
up in the upper register to ensure that you 
are playing with a full sound, in tune and 
never strident. Always keep the throat open 
and the lips relaxed as you go into the up¬ 
per register. Always try to produce the most 
beautiful sound possible in a relaxed man¬ 
ner. The section marked "Slow" is used to 
relax the embouchure. Be sure not to rush 
through this section. Always try to produce 
the most beautiful sound possible in a re¬ 
laxed manner."4 

The final installment of Mr. Weber's ap¬ 
proach, a conclusion to finger technique 
and discussion of articulation, will appear 
in the next issue. If you studied with We¬ 
ber, please consider sharing any recollec¬ 
tions: Kimberly.cole@unt.edu 
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Thanks to Mary Norby who has 
solved the mystery of the author 
of long tone exercises David Weber 
used. These were included in the 
previous issue as examples 5 and 6. 
According to Mary,"It is from Au Ser¬ 
vice du Clarinettiste: Methode Com¬ 
plete de Clarinette, by Yves Didier. I 
had the great good fortune to study 
with Mr. Didier at the Conservatoire 
de Bordeaux in the 1970s. I continue 
to find many of the exercises in his 
book useful both in my own prac¬ 
tice and in teaching." 

Example 4b 
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Clarinet 

by Kellie Lignitz-Hahn 

and Rachel Yoder 
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Clarinet Dissertations 

Online 
Many dissertations which sat for 

years in obscurity on the granting 
institution's library shelf are now 

being digitized and made publicly available. 
A process which used to involve filling out 
an interlibrary loan request and waiting sev¬ 
eral weeks is now as easy as downloading a 
PDF. In this column, we explore online re¬ 
sources for finding full-text digital versions 
of clarinet theses and dissertations. 

Graduate students and faculty research¬ 
ers will find these resources useful to survey 
scholarly literature about clarinet-related 
topics, but they are not just for academics. 
At a time when much dubious information 
is available on the Internet, theses and dis¬ 
sertations provide a trustworthy source for 
information that has been thoroughly re¬ 
viewed and approved by a student's major 
professor, university committee and deans 
or other school officials. These documents 
are a logical place to turn when looking for 
more information than Wikipedia or articles 
in past issues of The Clarinet can provide. 

One of the largest open-access databases 
for scholarly research is the Networked 
Digital Library of Theses and Dissertations 
(NDLTD). This international organiza¬ 
tion's website at www.ndltd.org yields a list¬ 
ing of more than 2,500 full-text electronic 
theses and dissertations involving the clari¬ 
net. Although it is bit tricky to navigate at 
first, begin your search for clarinet-related 
documents by clicking the "Find ETDs" 
on the home page. From there you will 
utilize the "Scirus ETD Search" located a 
few paragraphs down. Here, a helpful side- 
menu offers keyword suggestions to refine 
searches or you can limit your search with 
additional keywords of your choosing. 
Each document's entry is linked to the re¬ 
spective university's database, from which 
you can access the full text directly. The 
NDLTD homepage also includes a list of 

links to other databases that may be helpful 
in an extended search. 

Many university libraries are begin¬ 
ning to post full-text dissertations that are 
publicly accessible through their websites. 
These individual university databases often 
overlap with NTLTD, but may have more 
up-to-date collections. 

A few examples are the University of 
Rochester, with digital dissertations from 
Eastman students beginning from 2008; and 
Florida State University, which grants access 
to electronic theses and dissertations dating 
back to 2003. The OhioLINK ETD Center 
currently lists more than 65 dissertations in¬ 
volving the clarinet from Ohio State Univer¬ 
sity, University of Cincinnati, and Bowling 
Green State University. The UNT Digital 
Libraries contain full-text dissertations of 
clarinetists who received their DMA from 
the University of North Texas from 2000 
to the present. UNT was one of the earli¬ 
est institutions to begin requiring electronic 
submission of theses and dissertations (along 
with West Virginia University and Vander- 
bilt University), so its collection is extensive. 

EThOS (Electronic Theses Online Ser¬ 
vice) is a database of numerous participat¬ 
ing U.K. institutions with several disserta¬ 
tions on the clarinet available to download. 
To access the digitized documents, you 
must complete the free registration process 
at http://ethos.bl.uk. Although many of 
the documents are open to the public, the 
required programs necessary to view these 
documents include Adobe Acrobat Reader 
and software to unzip the compressed 
files. In addition to the free downloading 
options, you can also order paper copies 
(bound or unbound) and CD/DVDs of 
dissertations for a fee. 

Electronic dissertation records have the 
added benefit of including supplemental 
audio and visual materials. Michele Ann 
Bowen Hustedt's 2010 University of Iowa 
dissertation "The Life and Career of Himie 
Voxman" includes a film of her interview 

with Voxman, while Ray Wheeler's 1967 
study of clarinet tongue position through 
X-ray analysis is now available through the 
University of Rochester's website, includ¬ 
ing the original videos collected as part of 
the research. Many clarinetists are also now 
posting their own dissertations for public 
viewing on their personal websites, includ¬ 
ing Rachel Yoder's 2010 dissertation on 
interactive computer music for clarinet to¬ 
gether with a supplemental spreadsheet of 
interactive works. 

There are countless theses and disser¬ 
tations accessible on the Internet and we 
have touched upon only a few. If you have 
a link or web address to your full-text dis¬ 
sertation and would like us to add it our 
blog posting of this column, please email 
your information to clarinetcache@gmail. 
com. Check out clarinetcache.com for the 
electronic version of this column complete 
with links, and thanks to Tracey Paddock 
for suggesting this topic. 

About the Writers. .. 
Kellie Lignitz-Hahn is 
lecturer of music at Texas 
A&M University-Kings- 
ville and has recently fin¬ 
ished her doctoral work in 
clarinet performance at the 
University of North Texas, 

where she also received her M.M. in 2003. 
As a native of Kansas, she holds a B.M. 
from Washburn University. Her primary 
teachers include James Gillespie and Kirt 
Saville. Kellie holds the principal clarinet 
position in the Laredo Philharmonic Or¬ 
chestra and plays with the Corpus Christi 
Symphony Orchestra, Corpus Christi Bal¬ 
let and the Victoria Symphony. 

Rachel Yoder is di¬ 
rector of communica¬ 
tions for the University 
of North Texas College 
of Music, and works as 
a clarinetist and teacher 
in the Dallas-Fort Worth 

area. She has taught at Southeastern Okla¬ 
homa State University and as a teach¬ 
ing fellow at UNT where she earned a 
D.M.A. in clarinet performance. She also 
holds degrees from Michigan State Uni¬ 
versity and Ball State University, and her 
teachers include James Gillespie, Caroline 
Hartig, Elsa Ludewig-Verdehr and Gary 
Whitman. Rachel performs regularly with 
the Madera Wind Quintet and enjoys 
collaborating with composers to perform 
new works for clarinet. 
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2014 ORCHESTRAL AUDITION COMPETITION 

Eligibility: The competition is open to clarinetists of all ages who are not employed full-time as salaried members of a 
professional symphony orchestra. 

Application: Deadline for the submission of application and other application materials is: Monday, April 7,2014. Please 
submit the online application at: www.clarinet.org 

CONTEST RULES 

I. Application Fee: $65 U.S. All applicants must be members of the I.C.A. and submit the Competition Application. 
Non-members wishing to apply may join the I.C.A. by going to www.clarinet.org and becoming a member. The 
application fee is non-refundable. 

II. Recording Instructions: Please provide a high quality recording containing the following excerpts, in the exact order. 
Each selection/movement should be listed as a single track, and should not contain your name. Please be aware that 
the quality of the recording will influence the judges. Recordings should not be edited and only continuous perfor¬ 
mances of entire works or movements are allowed. 

1. Mozart: Concerto, K. 622, Movement I, exposition only 

The following are first clarinet excerpts: 
2. Beethoven: Symphony #4,2nd movement, letter F. Play for nine measures. 
3. Brahms: Symphony No. 1,2nd movement, measures 42 until 48, and 3rd movement, measures 1 until 23 
4. Prokofiev: Peter and the Wolf, rehearsal 20 (Nervoso) until rehearsal 21 
5. Rimsky Korsakov: Scheherazade, 2nd movement, cadenzas at letter F until G, and 3rd movement, opening until letter 

A, letter D until Letter I, and 4th movement, letter I until letter K 
6. Shostakovich: Symphony No. 9,2nd movement, measures 1 until 32, and 3rd movement, measures 1 until 17 
7. Sibelius: Symphony No. 1,1st movement opening solo (32 measures), and 3rd movement, letter E until letter H 
8. Smetana: Overture to Bartered Bride, measures 1 until 111 (Do not count the rests.) 
9. Tchaikovsky: Francesco da Rimini, Op. 32, There are several editions of this piece that includes this solo. One edition will 

be nine measures before "Andante cantabile non troppo" (after rehearsal M) and play until seven measures after"An- 
dante cantabile non troppo." A second edition will be the three eighth notes before Part 2 and play for 15 measures. 

"Please note: there is only one solo to be prepared. 

The following supplemental materials will be uploaded on the online application. 
A separate written and signed statement must be submitted attesting that the recording is the playing of the contestant 

and that it has not been edited. A permanent address, telephone number and email address should be provided. 

JUDGING 

Judging of recordings will be conducted with no knowledge of the contestants. Do not include any identification (your 
name) on your audio files. There should be no speaking on the recording, such as announcing of compositions. Prelimi¬ 
nary judging will be held by recorded audition. Semifinalists will be chosen by committee. Email or letters of notification 
will be sent by Thursday, May 15,2014. Semifinal and final rounds will be at ClarinetFest® 2014, to be held in Baton Rouge, 
Louisiana USA July 30-August 3,2014. Repertoire for the semifinal and final rounds will consist of the excerpts listed above. 
Past first-prize winners are not eligible to compete. All contestants will accept the decision of the judges as final. All semi- 
finalists will receive free registration at ClarinetFest® 2014. Travel expenses will be the responsibility of the contestant. All 
recordings will become the property of the I.C.A. and will not be returned. 

PRIZES 

First Prize: $1000.00 and Gregory Smith model clarinet mouthpiece 
Second Prize: $500.00 and a Gregory Smith model clarinet mouthpiece 

The Orchestral Audition Competition is generously sponsored in part by Gregory Smith. 

The I.C.A. assumes no tax liability that competition winners may incur through receiving prize money. Individuals are 
responsible for investigating applicable tax laws and reporting prize winnings to requisite government agencies. 
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orically 

by Deborah Check Reeves 

0 0 0 

"Historically Speaking" is a feature of 
The Clarinet offered in response to numer¬ 
ous inquiries received by the editorial staff 
about clarinets. Most of the information will 
be based on sources available at the National 
Music Museum, located on the University of 
South Dakota campus in Vermillion (orgs.usd. 
edulnmm). Please send your email inquiries 
to Deborah Check Reeves at dreeves@usd.edu. 

In 1962, Selmer started to offer its 
Bundy model 1404 for sale. It was de¬ 
scribed as the "Resonite Elementary 

clarinet, 15 keys, 4 rings, three covered 
keys." This was not, however, the first time 
that Selmer offered a clarinet with covered 
- or plateau - keys. 

Selmer's Reed Section from 1931 high¬ 
lighted several models of clarinets with 
plateau keys. Instead of specifically desig¬ 
nating a model name or number with pla¬ 
teau keys, Selmer made available its regular 
models with "covered finger holes" for an 
additional charge. The top-line model 15, 
a standard Boehm-System clarinet, was 
available on special order with plateau keys. 
Selmer's "Master Clarinet of Metal" was 
available with plateau keys, again on spe¬ 
cial order. And, the Bundy clarinet Model 
1210 could be purchased with covered keys 
on special order. 

What makes Bundy's 1404 especially 
interesting, though, is that the covered keys 
on this model were designed to be "con- 
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vertible." A catalog from 1966 described 
the plateau keys as follows: "Plateaux for 
right and left third fingers convert to stan¬ 
dard Boehm with spare parts furnished." 

One of these "convertible" clarinets is in 
the collections of the National Music Mu¬ 
seum on the campus of the University of 
South Dakota in Vermillion. NMM 13652 
has three plateau keys: one for the top joint 
left-hand thumb and the two convertible 
keys for the right- and left-hand third 
finger keys described in the 1966 cata¬ 
log. (Photo 1: NMM 13652 Bundy model 
1404.) Note that all three keys have holes 
that go straight through the pads allowing 
for venting when the keys are open. (Photo 
2: NMM 13652 top joint left-hand thumb 
key.) Examination of the plateau key for the 
left-hand third finger reveals a jointed rod 
where the covered key can be exchanged for 
a regular ring key. (Photo 3: NMM 13652 
top joint left-hand thirdfinger key.) A similar 
jointed rod is located on the bottom joint 
where an extra connecting rod is applied to 
operate the third finger plateau key. (Photo 
4: NMM 13652 bottom joint right-hand 
third finger key.) Removal and exchange of 
this key is very easy. 

The "convertible" clarinet obviously was 
designed for a student. In fact, the early ad¬ 
vertising of this model used the word "ele¬ 
mentary." Just as a young flute player might 
initially cork the open holes of his or her 
flute, once a young clarinetist could easily 
reach and cover the holes, regular ring keys 
could be used. 

The description of the model 1404 does 
not appear to be consistent throughout 
its advertising. When it first appeared in 
1962, not only was "convertible" left out 
of the description, but the clarinet was said 
to have 15(!) keys. A price list from 1964 
described model 1404 now as "convert¬ 
ible" and did not use the descriptor "el¬ 
ementary," but it still claimed to have 15 
keys. The first mention of a 17-key model 
1404 was made in 1966. The last time 
model 1404 was listed in advertising was 

in 1977. NMM 13652 clearly has 17 keys. 
A 15-key example of this model does not 
exist in the collections of the NMM. Af¬ 
ter comparing the advertising descriptions, 
several questions arise. The same number 
— 1404 — used throughout the entire run 
of the model would imply that it had the 
same basic features. But, the descriptions 
are clear in saying either "15" or "17." Did 
1404 originally have only 15 keys? Since 
the word "convertible" wasn't used for the 
first two years of the model run, were those 
early models originally not convertible? 
Perhaps our readers will be able to reveal 
the truth. 

NMM 13652 top 
joint left-hand 

thumb key. 

NMM 13652 top 
joint left-hand 
third finger key. 

NMM 13652 Bundy 
model 1404. 

NMM 13652 
bottom joint 

right-hand $hird 
finger key. 
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2014 RESEARCH COMPETITION 

CALL FOR PAPERS AND PRESENTATIONS 

CLARINETFESr 2014 

Baton Rouge, Louisiana 

Application fee: $65 
The International Clarinet Association will hold its ClarinetFest® 2014, a symposium and festival devoted to the clarinet, in 
Baton Rouge, Louisiana. The artistic director is Robert DiLutis, professor of clarinet at the University of Maryland (formerly 
LSU). 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 re¬ 
corded 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 must be I.C.A. members and must 
register for the conference. 

Eligibility: Presenters on the program in 2013 are ineligible for 2014. Each person is limited to one proposal. Prizes will 
be offered by the I.C.A. as follows: First-place paper, U.S. $1000 and guaranteed publication in The Clarinet journal (subject 
to editing); and second -place paper, U.S. $500. 
Submit an online proposal with the following materials at: www.clarinet.org 

1. An abstract (1200-1500 words) fully describing the content of the proposed paper or lecture-recital. Include a complete 
list of sources. The name or identification of the author must not appear on the proposal. 

2. A copy of an author identification sheet containing the author's name, address, phone numbers, email address and title 
of paper. Please list all equipment needs for the proposed presentation. This sheet should also contain a biographical 
sketch of the author (limited to 150 words), as you would like it printed in the conference program. 

All applications must be entered by January 15,2014. 
For more information, call Douglas Monroe at (252)702-1049 or email at monroed@ecu.edu. 

The I.C.A. assumes no tax liability that competition winners may incur through receiving prize money. Individuals are 
responsible for investigating applicable tax laws and reporting prize winnings to requisite government agencies. 

CLARINETFESr 2014 

"The Clarinetist as Entrepreneur" 
Baton Rouge, LA • July 30-August 3,2014 
ClarinetFest® 2014 will be held at the beautiful campus of Louisiana State University in Baton Rouge, Louisiana. Robert DiLut¬ 
is will be serving as Artistic Director, and the 2014 event is already shaping up to be an exciting conference featuring some of 
the world's great classical and jazz artists. Artists tentatively committed to the event are Ken Peplowski, Daniel Gilbert, Paul 
Cigan,Todd Levy, David Jones, Ray McClellan, John Yeh, Evan Christopher, Anthony McGill and many more. Baton Rouge is a 
vibrant city, and the campus of the Louisiana State University will be an easy, affordable and convenient place to visit. Day 
trips to New Orleans, including swamp tours and great food, will be just a small part of what will be offered.The Baton Rouge 
Symphony will also be in residence during the conference under the direction of Music Director, Timothy Muffit. 

Call For Proposals 
Artistic Director Robert DiLutis announces this call for proposals for ClarinetFest® 2014. If you would like to submit a proposal 
to perform or present at ClarinetFest® 2014, please download and complete the Call for Proposals form located on the I.C.A. 
website (www.clarinet.org) and send it in to the address below. Recordings and written requests will be accepted through 
September 30, 2013 and will be reviewed by the Artistic Committee. The conference theme will be "The Clarinetist as Entre- 
preneur"and will focus on the diverse skills and artistic creativity needed to be a successful musician at any level. Full consider¬ 
ation will be given to all complete proposals. Only proposals submitted by members of the International Clarinet Association 
will be considered. Please send your completed proposal to: 

Robert DiLutis, Artistic Director 
ClarinetFest® 2014 

6208 44th Avenue • Riverdale, Maryland 20737 
thereedmachine@gmail.com 
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The 

ateur 

by Chet D is singer 

Greetings fellow amateurs! (Wel¬ 
come pros, too!) 

I'm just back from playing 
at my granddaughter's wedding. My son 
asked me to play, as people were entering 
before the service, and since I thought solo 
clarinet might be a little thin, I purchased a 
couple of books with CD accompaniment. 
I rather liked them, but he said, "Just you!" 
OK! I was on a balcony looking down on a 
crowd of about 300, and I played for about 
a half hour, mostly Bach. I squeaked a few 
times on "Desafinado." Later, I told my son 
that's the way they do it in Brazil - it adds 
color. I think people liked it — no tomatoes! 
It was a big emotional day for an amateur 
clarinet player. 

It was very gratifying to receive so many 
nice replies to my initial column. I'd like to 
share some of them with you. 

Mrs. Virginia Benade and her husband, 
Art, met in grad school and both loved the 
Hindemith clarinet sonata. They married 
soon after. (It must have been the slow 
movement!) Counting myself and reader 
Mark Walton, that's at least four people 
who loved the piece. 

A retired (love that word) music teacher 
from Arkansas, Alice Witterman, writes of 
picking up her horn after a long absence, 
and playing in her local community or¬ 
chestra. She loves the Brahms sonatas and 

the Kegelstatt Trio and has studied them ex¬ 
tensively. She obviously has good taste! 

Carol Neubert writes of joining the 
New Horizons Band in northern New 
York. Upon renting her new Yamaha and 
opening the case at home, she realized she 
had no idea how to put it together. Now, 
four years later, she performs at nursing 
homes, parades, music in the park, formed 
a clarinet club and has attended music 
camp. Now, there's a true music lover and 
"go-getter!" Brava, Carol. 

Ed Browning, of Jackson, MI, writes 
that he's played with the Jackson Symphony 
Orchestra for 29 years. He said he was once 
struggling with Daphnis et Cloe (who hasn't 
struggled with that?), and went to talk with 
his conductor, Stephen Osmond. He was 
told, "The qualified amateur brings with 
him a sense of enthusiasm that is contagious. 
That enthusiasm contributes to the over¬ 
all performance of the orchestra." What a 
wonderful message! I only wish I could have 
received support like this during my one sea¬ 
son with our local community orchestra. 

Last year, I attended a clarinet recital 
given at Florida Southern College (my 
alma mater), here in Lakeland, given by 
their clarinet professor, Stacey McColley. I 
don't think you often find the Four Pieces 
by Berg, and the Sonata by Cage, on the 
same program. It was just first-rate playing. 

CLARINET SOLOS 
with 

FULL ORCHESTRAL ACCOMPANIMENT 

ckange tke tempo, record yourself with tke accompaniment 

Mozart, Weber, Spohr, Crusell, Stamitz, Krommer, Tartini 

for more information, please visit our web site 

ClassicalCollectionlnc.Com 

A fellow Lakeland Concert Band buddy, 
Don Fleisher, studies with Stacey, and he's 
working on the Mozart Concerto this sum¬ 
mer. You know, that's not a bad piece! 

I received a nice letter from Dr. Keith 
Koons, clarinet professor from the Univer¬ 
sity of Central Florida in Orlando. He likes 
to work on etudes in the summer, as do 1. I 
find it gratifying that a great player like he 
is still working on the Rose Etudes. 

I love chamber music and played for 15 
years with a trio (clarinet, flute, oboe). The 
three of us just hit it off and thought alike, 
musically. It's amazing, but we were also in 
tune! But our oboe player just sort of ran out 
of gas, and just isn't interested in playing any¬ 
more. I still play duets with the flute player, 
Patty Tidwell. She just finished her master's 
degree in flute performance at the Univer¬ 
sity of South Florida. Patty has a real feel for 
Bach, and the Andraud duets are great for 
this. I still play weekly clarinet duets with 
my band buddy, Bob Braddock. Over the 
years we've amassed a huge library. Among 
our favorites are the Lazarus Three Operatic 
Duets, the Langenus Three Mozart Duets and 
the Brahms sonatas, arranged as duets by 
Langenus. I've come to the conclusion that 
anything by Langenus is going to be good. 
The Brahms sonata arrangements are just 
wonderful. Incidentally, several years ago I 
had a young school band director, a Florida 
Southern College grad, in my living room 
for duets. I pulled out the "Operatic" duets, 
and he'd never heard of them. Ah, well. 

Dear readers, what are you playing in 
the way of chamber music? Please let me 
hear from you! If you're not playing cham¬ 
ber music, get a duet book, call a buddy, 
and get to it! 

Chet Dissinger, 804 Foxhall, Lakeland, 
FL 33813; DRBRAINGOLD@aol.com 

The joy of music. 
Wooden tube extending self. 

A clarinetist! 
— Carol Neubert 

Practice, Practice, Practice! 
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I.C.A. HONORARY MEMBERSHIP 

NOMINATION PROCEDURE 

In accordance with the International Clarinet Association By-Laws (Article V, Section 6), a special category of Honorary 
Membership been created for persons of "unusual distinction." The International Clarinet Association Board of Directors 
invites the general membership to nominate individuals for Honorary Memberships from the areas of professional service, 
teaching, performance, and/or lifetime achievements. Nominators should include a brief biographical sketch of the candi¬ 
date along with further information as specified below. There is a limit of one nomination per person. Nominations must be 
postmarked no later than December 15,2013, and sent to: 

Dr. Caroline Hartig 
Secretary, International Clarinet Association 

Professor of Clarinet 
The School of Music 

The Ohio State University 
1866 College Road 

Columbus, OH 43210 USA 
Email: ICAsecretary@clarinet.org 

Nominations for Honorary Memberships should include the following information: 

• Name of nominee: Nominee's address, phone and email address; 
• Biographical sketch of nominee and supportive 
• documentation of the nominee's qualifications 
• Printed name of the nominator, nominator's address, phone and email address 

Celebrate the I.C.A/S 

40TH BIRTHDAY! 

With a souvenir luggage tag, eye-catching 

red on durable white vinyl and featuring the I.C.A.'s 
40th anniversary logo, with a clear pocket on the opposite side for 

your business card. Perfect for your clarinet case or for student gifts! 
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SHIPPING & 
HANDLING 
plus $3.00 
plus $3.50 
plus $4.00 
plus $5.00 

PAYMENT INFORMATION 

~~i Check/Money order in U.S. funds enclosed 

□ Charge Visa/MasterCard/Am Ex 

Credit Card # Exp Date 

Name on Card (Print)  

SEND ORDER TO: 
International Clarinet Association 
14070 Proton Rd., #100, LB 9 
Dallas, TX 75244, USA 

972-233-9107 ext. 204 
Fax 972-490-4219 
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Publisher of Chamber 9tfusic 

Over 200 pieces now available.; 
From unaccompanied solos to wind 
ensemble music. Encompassing styles1 

from the Baroque era to Modem 
jaleatoric practices, I am sure we have 
! something that will meet your musical 
I expectations. 

To peruse our catalogue please log 
onto: | i 
http://www.wehrs-music-house.com j 
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Thank You! ^ 
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Hie Ja *s/<>/?/ in its 40th Year 

Crs tir//ft//1and its 40rl1 Anniversary! 

40 tfeap-s TU ofi a /^ledim 

1 973 was a very good year for begin¬ 
nings! The I.C.A. and the Verdehr 
Trio, with Elsa Ludewig-Verdehr, 

clarinet; Walter Verdehr, violin; and Silvia 
Roederer, piano; share the same "birthday" 
of sorts. Both have served the clarinet and 
its music well. Both have influenced clari¬ 
netists, teachers, performers, audiences, 
composers and have a mission that is iden¬ 
tical: To support projects that will benefit 
clarinet performance; foster the composition, 
publication, recording, and distribution of 
music for the clarinet; and to encourage and 
promote the performance and teaching of a 
wide variety of repertoire for the clarinet (ex¬ 
cerptfrom the I. C.A. mission statement). The 
I.C.A. and the Verdehr Trio have become 
institutions traveling a similar path of com¬ 
mitment to the clarinet and its music for 
40 years. As milestones go, this is a big one 
and is in good company! 2013 also marks 

by Maxine Ramey 

Elsa Ludewig-Verdehr's 50th year, and Wal¬ 
ter Verdehr's 44th year of teaching at Michi¬ 
gan State University. 

As clarinetists are aware, the clarinet- 
violin-piano trio is grounded in a small but 
historically important grouping of com¬ 
positions. The eight historic masterworks 
for the medium include the trio version of 
Igor Stravinsky's L'Histoire du so Ida t (1919), 
Contrasts (1938) by Bela Bartok and Trio 
(1932) by Aram Khachaturian, as well as 
Largo (1901—1902) by Charles Ives, Suite 
from "L'Invitation au Chateau," Op. 138 
(1947) by Francis Poulenc, Trio, Op. 108 
(1946) by Ernst Krenek, Suite (1936) by 
Darius Milhaud and, finally, Adagio (1935) 
by Alban Berg. These historic compositions 
have served as a beacon for clarinet-violin- 
piano trio ensembles, and are the basis for 
the Verdehr Trio commissioning project. 
This project, spanning 40 years, is entitled 

"The Making of a Medium," and includes 
more than 250 original works and arrange¬ 
ments and focuses on defining the personal¬ 
ity of the clarinet-violin-piano trio as a stan¬ 
dard genre of the 20th century. The works 
represent many stylistic categories and na¬ 
tionalities, as well as a large contingent of 
women composers. New masterwork com¬ 
positions such as Gian Carlo Menotti's Trio 
(1996) and Peter Sculthorpe's Dream tracks 
(1992) are significant examples within the 
newly commissioned group. 

Peter Dickinson, English composer 
and musicologist, detailed the accomplish¬ 
ments of the American chamber ensemble, 
The Verdehr Trio. He stated, "The Verdehr 
Trio is simply the most influential clari- 
net-violin-piano group in the world." He 
continued by recognizing that they show 
"a remarkable commitment to the living 
composer."' Commissioning and arrang¬ 
ing a significant repertoire for the clarinet- 
violin-piano combination, the Verdehr 
Trio has secured a place for the genre as 
a standard ensemble alongside the piano 
trio, woodwind quintet and brass quintet, 
and in effect, the medium has been real¬ 
ized. Walter Verdehr explains, "Our mis¬ 
sion is to develop a broad-based repertoire 
representing the many different stylistic 
trends of this historical period. The range 
of our commissioned works is enormous. 
Producing audio and video recordings of 
performances has created an archive of 
music and materials for future study."2 

The Verdehr Trio Collection is now avail¬ 
able at the Michigan State University Li¬ 
brary in East Lansing, Michigan. Included 
are manuscripts, letters and other original 
documents related to the commissioning 
project. In addition, the Trio has ensured 
the newly commissioned works move into 
publication as soon as possible to help in 
the dissemination of the compositions to 
performing groups worldwide. 

The list of Verdehr-commissioned com¬ 
posers reads as a "Who's Who" of modern 
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composers, and is as impressive as it is di¬ 
verse. It includes many Pulitzer Prize win¬ 
ners: Gunther Schuller (b. 1925), Karel 
Husa (b. 1921), Leslie Bassett (b. 1923), 
Gian Carlo Menotti (1911—2007) (a two- 
time Pulitzer honoree), William Bolcom 
(b. 1938), Ned Rorem (b. 1923) and Jacob 
Druckman (1928—1996) — as well as other 
distinguished male composers David Dia¬ 
mond (1915-2005), Don Erb (b. 1927), 
Peter Schickele (b. 1935), Alexander Aru- 
dunian (1920—1912), Peter Sculthorpe (b. 
1929) and 2012 Pulitzer winner, Kevin Puts 
(b. 1972). Distinguished women compos¬ 
ers include Ida Gotkovsky (b. 1933), Libby 
Larsen (b. 1950), Joan Tower (b. 1938) and 
Jennifer Higdon (b. 1962), to name a few. 
Composers are represented from every con¬ 
tinent except Africa and Antarctica. Asked 
which of the composers the Verdehrs have 
worked with who seemed to know how to 
get the most out of this combination of 
instruments, Walter Verdehr says he's hard 
put to single any out. But he makes an ef¬ 
fort, naming the composers whose contri¬ 
butions have been played the most by other 
clarinet-violin-piano trios: Rorem, Tower, 
Menotti, Alexander Arutiunian, Bright 
Sheng, Libby Larsen, Karel Husa. "They all 
use the instruments in their own personal 
way, but they're all terrific pieces," he says. 
"And the new Sculthorpe piece Songlines — 
he's written four pieces for us now — it's to¬ 
tally different and unique, a beautiful way 
of using the instruments."3 

Music critics and musicologists have 
called the clarinet-violin-piano combina¬ 
tion unusual and rare. Certainly the me¬ 
dium has become less unusual and less rare 
because of the Verdehr Trio. The Verdehrs 
received a letter from composer David Dia¬ 
mond which affirms the genre's place in 
chamber music history: "The repertoire you 
have built up is phenomenal!" Diamond 
enthused. "I have not seen anything like 
it, save Mrs. Coolidge's days at the Library 
of Congress." 4 Elizabeth Sprague Coolidge 
(1864—1953) commissioned many im¬ 
portant works during the 1930s and '40s. 
Coolidge had a reputation for promoting 
"difficult" modern music. She explained, 
"My plea for modern music is not that we 
should like it, nor necessarily that we should 
even understand it, but that we should ex¬ 
hibit it as a significant human document." 
The most lasting memorial to Elizabeth 
Sprague Coolidge's patronage of music are 
the compositions she commissioned from 
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practically every leading composer of the 
early 20th century, including Aaron Cop¬ 
land and his Appalachian Spring and Francis 
Poulenc and his Sonata for Flute and Piano.5 

The Verdehr Trio is recognized inter¬ 
nationally, having performed in 19 Euro¬ 
pean countries, the former Soviet Union 
and throughout Asia, South and Central 
America and Australia — 40 countries in 
total, including all 50 of the United States. 
The group has appeared in numerous major 
concert halls, including Kennedy Center, 
Lincoln Center, Library of Congress, the 
Sydney Opera House, Wigmore Hall and 
Prague's Dvorak Hall and has participated 
in many international festivals, among 
them the Spoleto Festival, Prague Spring 
Festival, Vienna Spring Festival and War¬ 
saw Autumn Festival. The Verdehr Trio, 
which has been honored with various 
awards including a Creative Programming 
Award from Chamber Music America, is 
included in the New Grove Dictionary of 
Music and Musicians. The group has had 
a prolific recording history, having created 
more than 20 CDs as part of its Making of a 
Medium CD Series with Crystal Records, as 
well as 10 DVDs on their Composers Series 
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and Making of a Medium Video Series show¬ 
casing 16 prominent composers with inter¬ 
views. Support for the Trio's commissions, 
recordings and television productions has 
come first and foremost from Michigan 
State University. In addition, their work has 
also been funded by the National Endow¬ 
ment for the Arts, the Michigan United 
Nations Organization, the Canadian Arts 
Council, the Library of Congress, the Berg 
Society of Vienna, South Carolina Televi¬ 
sion, Michigan Bell, the Cheeseman Cor¬ 
poration of East Lansing and from private 
donors. The Verdehrs have created a major 
repertoire, which Walter Verdehr compared 
to the string quartet in Haydn's day, add¬ 
ing that, "Michigan State University, where 
they are based, is our Esterhazy."6 

The Verdehr Trio's commissioned reper¬ 
toire has also attracted noted chamber music 
ensembles such as the Chamber Music So¬ 
ciety of Lincoln Center and Juilliard's New 
Music Ensemble, and more than 30 Ver¬ 
dehr Trio-like ensembles have been formed 
and are performing worldwide, not only in 
the United States but also in Italy, England, 
Spain, France, Canada, Japan, Russia and 
Germany. Chamber Music America's jour¬ 
nal Chamber Music stated: "Groups like the 
University of Montana's Sapphire Trio and 
the Prima Trio from Oberlin — grand prize 
winner of the 2007 Fischoff Chamber Mu¬ 
sic Competition — have sprung up in emu¬ 
lation of the Verdehr Trio."' 

As the Verdehr Trio celebrates its 40 An¬ 
niversary as an ensemble in 2013, they still 
have a wish list for future commissions, as 
well as composers who figure into a list of 
missed opportunities. Walter Verdehr ex¬ 
plains, "I really would've loved a piece by 
Dutilleux, a great man, and also Messiaen. I 
did contact them, but they were at that time 
in their eighties, and we live in a day when 
composers like them become superstars and 
they are almost unapproachable because 
they have so many commissions ahead of 
them. And, of course, if we had been able 
to commission Barber and Copland, that 
would have been wonderful. And, Ligeti 
would have been a wonderful addition. And 
John Adams; I've always liked his music very 
much. Magnus Lindberg is a composer I'm 
trying to commission, but again he's in the 
category that's very difficult to get. This is 
by no means the end of my list. But we're 
adding wonderful composers all the time."8 

Joan Reinthaler of the Washington Post 
said: "When the time comes, the Verdehr 

Trio's legacy will be vast — decades of won¬ 
derful performances and, probably more 
lasting, the commissioning of hundreds 
of pieces for a violin, clarinet, and piano 
ensemble whose repertoire, until now, has 
been small."9 When the Verdehr Trio was 
formed, they thought it would be impor¬ 
tant and worthwhile to inspire a repertoire 
that would approach that of the string 
quartet or piano trio. It has turned out to 
be their life's work. 

* * * * 

For a complete list of the Verdehr Trio's 
commissioned works, publishers and in¬ 
formation regarding The Verdehr Trio Col¬ 
lection at Michigan State University, visit 
www.verdehr.com. Stay tuned for an article 
entitled: "The Verdehr Trio: The Making of 
a Legacy" in a future issue of The Clarinet 
for an in-depth accounting of not only the 
work of the Trio, but the composers them¬ 
selves, the stories behind the commissions 
and the life and times of this astounding 
and iconic American ensemble. 
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by Richard MacDoufell and Larry Guy 

What We've Learned So Far 
Reviewing our previous three articles, some 
patterns are becoming obvious: a great 
number of current manufacturers are bas¬ 
ing their products on designs created by 
Henri Chedeville and Frank (Cicero or 
Chicago) Kaspar, with a preponderance of 
modern designs copying Chedeville mouth¬ 
pieces from the 1930s. This is nothing new: 
David Hite's mouthpieces from the 1960s 
were based upon his Chedeville, which he 
cut in half lengthwise to get its exact inte¬ 
rior dimensions, and mouthpieces bearing 
the names of Anthony Gigliotti and Igna¬ 
tius Gennusa from the 1970s, Vandoren M 
models designed by Donald Montanaro, 
and more recent offerings from Rico Re¬ 
serve and Brad Behn, to name just a few, 
have all been inspired by special Chedev- 
illes made 80 years ago and more. 

Many current manufacturers, not con¬ 
tent with copying exterior and interior 
dimensions of prized Chedevilles, are con¬ 
ducting research to find out more about 
the old manufacturing processes, such as 
milling mouthpieces from hard rubber rod 
rather than heating rubber to a liquid state 
and molding blanks. Duplicating the exact 
composition of rubber from the 1930s has 
also been a quest of a number of modern 
manufacturers. This research, aided by so¬ 
phisticated machinery and manufacturing 
techniques, makes new mouthpieces more 
interesting, more competitive with each 
other, and, most would agree, of higher 
quality. The goal is that special sound, re¬ 
sponse and intonation, and it is a noble 
undertaking, one that benefits us all. 

One manufacturer who takes great pains 
with his product is Christopher Hill of 
South Dakota. He is a busy man: besides 
playing principal clarinet full-time with 
the South Dakota Symphony, he teaches at 
Augustana College and conducts the Sioux 
Falls Municipal Band. He reports that one of 
his primary goals is to get "caught up" with 

Christopher Hill 

back orders. We enjoyed an in-depth tele¬ 
phone interview with Christopher recently. 

Larry Guy: How did you get started crafting 
mouthpieces? 

Christopher Hill: Some of the discussions 
I had with Anthony Gigliotti during my 
study with him were on the mouthpieces 
he was making at that time with the Bab¬ 
bitt Company. I found these discussions 
very interesting, and when I graduated, I 
met Everett Matson. One of my former 
teachers, Larry Wagner, recommended 
that I call him. Mat was an excellent 
craftsman and teacher, besides being a 
wonderful human being. He showed 
me how he could change the resistance, 
sound and response of a mouthpiece by 
using a file on specific spots on the inte¬ 
rior of the baffle or the chamber. I found 
this work to be fascinating, and so I 
bought a refacing kit and began to work 
with some junk mouthpieces. Once I 
got them to play, I took them to Mat for 

his suggestions. During the course of our 
lessons, he taught me specific filing and 
sanding techniques to further improve 
them. For example, some techniques can 
free up a resistant mouthpiece, but will 
have very little or no effect on any of its 
other playing characteristics. 

Later, I began to work on my brother 
Rich's mouthpiece, as well as friends' 
and colleagues' mouthpieces, and very 
gradually my business began to build up. 
Around 2000,1 met Guy Chadash, who 
suggested that I have a machine shop 
make blanks for me, and then finish the 
blanks by hand. This was the start of my 
own brand of mouthpiece, which first 
came out in 2001; until that time, I had 
been refinishing other brands. Guy and 
I were business partners for awhile, but 
although we've remained friends, we are 
no longer partners. 

Richard MacDowell: What qualities of 
sound were you dissatisfied with that led 
you to embark on this venture, or were you 
trying to emulate a specific mouthpiece that 
you had? We use the terms "bright" and 
"dark. " What do these terms mean to you? 

CH: Initially, I thought my personal sound 
was a little thin. So when I went to Ev¬ 
erett Matson, he worked on one of my 
mouthpieces, a Kaspar blank, to make 
it sound richer and fuller. It ended up 
being a really good mouthpiece, but I 
wanted to copy it so that if I broke it, 
I would have a spare. Later, I found a 
Charles Chedeville, which dated from 
the 1920s or 1930s, in a pawn shop. It 
took a lot of work to bring around, but 
eventually it started playing really beau¬ 
tifully, and it became one of the models 
for my current line of mouthpieces. The 
other mouthpiece I copy is an Henri 
Chedeville that belongs to a player from 
the Army Field Band, Matt Kanowith. 
I thought it was the best mouthpiece I 
had ever played, but unfortunately, he 
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dropped it about three months after we 
worked on it, and broke off the tip. We 
glued the tip back on, and it became 
my other model. At the moment, two 
different shops are making my blanks: 
one shop makes the Charles Chedev- 
ille copy, and the other shop makes the 
Henri Chedeville copy. As the machine 
shops have gotten more efficient and ac¬ 
curate, I've been able to count on the 
internal dimensions of the blanks I get 
from them, and I only do hand work on 
the facing and baffle. 

Getting back to your question: what 
do I look for in the sound? I think "dark" 
and "bright" mean different things to 
different people. I look for a purity to 
the sound, a warm roundness, focus, 
depth and good projection. I avoid a 
nasty edge, but I'm not looking for mud 
either. I'm looking for a mouthpiece 
that doesn't give you only one sound, 
but rather allows you to color and shade 
your tone depending upon the reper¬ 
toire you are playing. As a player, I don't 
want to be boxed into one and only one 
sound, no matter how beautiful it may 
be. For some players, my Henri Chedev¬ 
ille model offers more tonal flexibility; 
other players, such as Steve Barta [prin¬ 
cipal clarinet, Baltimore Symphony] 
prefer the more solid core of the Charles 
model. Both models have both quali¬ 
ties; it's just a matter of which balance 
between the two is preferred. 

RM: Some say that the material of the blank 
does not affect the sound of the mouth¬ 
piece, only the dimensions of the chamber 
and facing. You must disagree. Can you 
say why, and can you describe the evolu¬ 
tion of your thinking on this? You are one 
of the few who try to emulate the old for¬ 
mula used by Chedeville and Robert, etc. 
How did you rediscover this formula and 
how do you manufacture it? 

CH: I think the material and dimensions 
are both important. I would say that the 
dimensions are more important than 
the material, because occasionally, if the 
throat of the mouthpiece is too wide, or 
the baffle too deep, I can't work around 
the problem. As far as the material mak¬ 
ing a difference: the material in the reed, 
which must vibrate, makes a big differ¬ 
ence, we would all agree. The mouth¬ 
piece vibrates a lot also. So my idea is that 
if it is vibrating, it will affect the sound to 
some degree. I've made various mouth¬ 
pieces out of slightly different rubber. 

and I can distinguish which rubber was 
used on which mouthpiece, by playing it. 

For my material, we melted down 
and analyzed the rubber of a Chedev¬ 
ille that had been an excellent mouth¬ 
piece until it was broken. For my more 
recent mouthpieces, I've had the sulfur 
content increased a little. As you know, 
sulfur leaches out of the mouthpiece 
over time, with the result that the rub¬ 
ber becomes a little softer, which is why 
old mouthpieces need to be refaced 
more frequently than newer ones. Since 
the rubber we analyzed was from an old 
Chedeville whose sulfur had leached out 
to some degree, I added a bit of sulfur 
to my new mouthpieces, thereby mak¬ 
ing their sulfur content more similar to 
Chedevilles when they were new. This 
makes the material a little harder, so it 
doesn't have to be refaced as often, and 
it gives the sound more ring and projec¬ 
tion, especially at softer dynamics. 

LG: Do you use hard rubber rod, or is your 
mouthpiece material molded? 

CH: I use hard rubber rod, and machine it. 

LG: What kind of response or "feel" are you 
after? 

CH: People seem to disagree about what 
is more resistant and what is freer. The 
mouthpiece has to be supple, so that 
articulations and wide leaps come out 
easily. And as I mentioned earlier, the 
player has to feel that the mouthpiece 
is flexible enough to allow wide changes 
in color depending on the requirements 
of the music. 

RM: What part of your manufacturing pro¬ 
cess is machine-made, what part is hand¬ 
made, and why? 

CH: Some things are better done by ma¬ 
chines, such as getting bore and baffle 
dimensions exactly right, and some 
things are better done by hand, such 
as the facing, which I can personalize 
to the individual player. I also put a 
concavity into the table for some play¬ 
ers, and I do that by hand. For the next 
batch of mouthpieces coming out, the 
machinery has gotten so accurate that 
my hand work will be limited to tweak¬ 
ing for an individual player. 

RM: Do you favor symmetrical or asymmet¬ 
ricalfacings, and why? 

CH: I prefer symmetrical facings, because 
I think it allows for better response with 
articulation and better control. But I do 

put asymmetrical facings on some play¬ 
ers' mouthpieces, if that is their prefer¬ 
ence. One of the things Chedeville did 
for his customers in Philadelphia, and 
Everett Matson continued this tradition, 
was to customize the mouthpiece for 
customers. I think this is very important, 
and I like to sit down with my clients 
and tweak the mouthpiece until it feels 
perfect for them. One of the questions 
I ask is, "What is the hall like that you 
play in?" If it is a dead hall, I will need to 
put a few more highs in the sound, so it 
can project better. If it is a lively hall, we 
can put more fundamental in the sound. 

LG: What do you think sets your mouthpieces 
apartfrom others currently on the market? 

CH: There are wonderful mouthpieces out 
there, from a number of different mak¬ 
ers. Rather than compare my mouth¬ 
pieces to those made by other manufac¬ 
turers, I'll say what the strengths of mine 
are. I control both the dimensions and 
material in my blanks, so I have what I 
believe is an ideal starting point. I have 
two models available: a copy of an out¬ 
standing Charles Chedeville, and a copy 
of an outstanding Henri Chedeville, and 
they are distinctly different models. The 
Charles Chedeville almost inevitably 
works better for those who would play 
Kaspars. For example, I work with a lot 
of Robert Marcellus students, most of 
whom voice the sound with a slightly 
higher tongue position, and they mostly 
gravitate to the Charles Chedeville. But 
other players, including myself, gravitate 
to the Henri. Also, my mouthpieces have 
an outstanding projection, so they can 
be heard well from a distance, no matter 
how softly one is called upon to play, yet 
they can also blend well. This is a part of 
the flexibility that I spoke about earlier. 

Beyond that, I can customize the 
mouthpiece for a particular player. So if 
we are working through the mail, I can 
send someone three mouthpieces that 
are all a little different. One of these will 
probably work better than the other two. 
I also have different facings available on 
both of the models described above. 

Thanks, Christopher, for being so generous 
with your time and knowledge! 

For more information about Christo¬ 
pher Hill mouthpieces, email Christopher 
at themouthpieceguy@msn.com 
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1/ Debussy's Premiere Rhapsodic - {7 

Motivic Permutations and Interactions 

Debussy's music has long provided 
a challenge for theorists and per¬ 
formers alike. Part of this challenge 

comes from difficulties in our being able to 
recognize clear-cut formal boundaries. These 
obfuscations result from the composer's use 
of what Arthur Wenk calls, "a circular con¬ 
ception in which the individual moment 
might take precedence over the relationships 
among moments."1 Debussy's approach to 
musical organization might come from his 
experience with Javanese gamelan music and 
Eastern European folk music as expressed in 
the music of the "Russian Five." As Wenk 
observes, this circularity resembles char¬ 
acteristics of Symbolist poetry, where the 
function of the language is more incantory 
than expository.2 Such circularity might also 
describe many structural aspects of the Pre¬ 
miere Rhaposdie, where a single motivic cell 
generates much of the material, and begin¬ 
nings of phrases or sections are recognized 
by motivic recurrences while endings are 
often blurred through avoided cadences or 
abrupt interruptive transitions. 

The following article will identify sev¬ 
eral motivic permutations and structural 
trends, and show how these structures are 
intertwined throughout the Premiere Rhap- 
sodie-, knowledge of these details can help 
guide our interpretive decisions. We will 
also study in detail one place in the music 
where there is ambiguity about what notes 

by Eric Mandat and Boja Kragulj 

should be played, and we will offer struc¬ 
tural rationale for a possible solution. 

Motivic Cells 

In his important and thorough disserta¬ 
tion, Dennis Nygren identifies four cells 
at work in the Rhapsodie. Nygren lists the 
piano's opening four measures as the "pri¬ 
mary" motive, which contains the follow¬ 
ing pitches3. (Seefigure 1 below)-. 

Nygren then lists the other three cells as 
"secondary," in that the interval content of 
each can be derived from the intervallic con¬ 
struction of the primary cell4 (See figure 3). 

Cell 4 can be expanded to include the 
M3 interval. (See figure 4 below): 
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Looking at the music itself, we can see 
that this cell contains three important in¬ 
tervals, the major 2nd (M2), minor 3rd (ni3) 
and major 3rd (M3), and also introduces a 
chromatic alteration expanding the m3 to 
a M3 (dotted line). This motion plays an 
important structural role throughout the 
work, and as we'll see later, can inform 
some interpretive choices (See figure 2). 

This motion from m3 to M3, as well as 
its opposite (M3 to m3), plays an impor¬ 
tant role structurally throughout the work, 
and therefore encourages our interpretive 
attention. 

Major 2nd/Minor 3rd 

Interactions 

Interestingly, not only do cells 2, 3, and 
4 derive from the intervallic structure of 
cell 1, but cells 3 and 4 can themselves be 
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Figure 5 

Figure 7 

viewed as "subsets" of cell 2. Debussy uses 
these intervallic subsets to differentiate the 
various subsections of the work. A great ex¬ 
ample of how Debussy uses both the M2 
and m3 as simultaneously occurring but 
separate subsets of the initial clarinet mo¬ 
tive occurs during the transition to the Mo- 
derement anime section (See figure 5). 

At the end of this transition, cell 2 ap¬ 
pears in retrograde in the piano, and may 
be brought out over the undulating figures 
in the clarinet, with the pianist pushing 
through measure 54 toward the goal G- 
sharp in measure 55 (See figure 6). 

Permutations of the 

Clarinet Motive (Cell 2) 

As mentioned above, cell 2, which we'll 
refer to as the clarinet motive, generates 
much of the material for the entire piece, 
and Debussy permutes the motive in many 
interesting ways throughout the work. Af¬ 

ter this motive is stated and expanded in 
measures 4—6, Debussy transposes the mo¬ 
tive up a half step (See figure 7). 

By not breathing or breaking the sound 
after the A-flat in measure 7, we can con¬ 
nect this transposition of the motive with 
the original, as Gregory Smith suggests 
in his 1989 "Master Class" article in The 
Clarinet.5 

Then, at rehearsal 1 (measure 11), the 
motive appears in retrograde, and with 
the addition of the F on the downbeat of 
measure 12, an inversion of the motive is 
created. Thus there are two interlocking 
permutations of the motive (See figure 8). 
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Figure 8 

While the interlocking permuted clari¬ 
net motives may be viewed as nothing more 
than a subset of the pentatonic scales De¬ 
bussy is famous for utilizing, the inversion 
of the principal three-note clarinet motive 
generated in measures 11-12 becomes an 
important motive itself, appearing in ret¬ 
rograde inversion briefly in measure 34 as 
a preparation for the expanded use of this 
permutation beginning at measure 51, and 
continuing through measure 89 (See figure 
9). 

At the Scherzando (measure 96), De¬ 
bussy expands the interlocking motive 
pair by filling in the space with chromatic 
notes. We can highlight this interlocking 
motive by giving a little extra weight to the 
first D, driving forward to the C, relaxing 
slightly on the E-flat, then continuing our 
push to the A, and finally making a lighter 
attack on the A-flat before making the no- 
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tated pronounced crescendo to the low G 
(See figure 10). 

Debussy continues the interlocking pair 
idea in measures 114—115, first by setting 
out the M2/m3 collection as in measures 
11-12 {See Figure 3), then by separating the 
intervals in measure 115 (See figure 11). 

Even though this passage is secondary 
to the chromatically ascending chords in 
the piano, we can stress the first note of one 
measure or the other to emphasize the struc¬ 
tural difference between them; then, when 
the passage recurs in measures 118-119, not 

stressing either downbeat will allow the mu¬ 
sic to push forward through the crescendo to 
measure 120, at which point we can stress 
the downbeat to highlight the new material. 

Minor 3rd to Major 3rd 

Chromatic Alterations and 

Closed-Open Phrasing 

Surface-level gestures are constantly being 
altered chromatically throughout the Rhap¬ 
sodic. Debussy is especially fond of chro¬ 
matically altering one note of a gesture in 

subsequent appearances. We have already 
seen how the opening gesture in the piano 
expands the m3 interval in measure 2 to 
a M3 in measure 4 (See figure 2). In fact, 
virtually every one of the chromatic altera¬ 
tions throughout the work changes the mi¬ 
nor 3rd to a major 3rd, or vice versa. Let's 
look at a couple of examples. 

Immediately following the piano ges¬ 
ture of the opening four measures, the 
clarinet follows with its own chromatically 
altered passage (See figure 12). 

It's easy to recognize several more simi¬ 
lar chromatic shifts throughout the work, 
such as in the clarinet between measures 26 
and 28 (Seefigure 13). 

These chromatic alterations encourage 
us to consider ways in which we may high¬ 
light this changed interval through perfor¬ 
mance. One possible approach is to use a 
phrasing technique we'll call "closed-open" 
phrasing. With this type of phrasing, two 
similar musical gestures appear in succes¬ 
sion. The first gesture is followed or inter¬ 
rupted by a reiteration of itself. The second 
gesture, while beginning similarly, leads 
forward to some new gesture or expansion 
of the first gesture. Accordingly, it is com¬ 
mon to taper, or "close" the first gesture, 
and push forward, or "open" the second 
gesture to the new material. 

The first example where closed-open 
phrasing may be applied occurs at the very 
beginning. It is quite common for perform¬ 
ers to both taper the end of measure 2, and 
to even make a slight break before reiterat¬ 
ing the gesture in measure 3. Then, in mea¬ 
sure 4, the tie in the piano part and slur in 
the clarinet part indicate that the music is 
to move forward; the clarinetist is likely to 
make a slight crescendo in measure 4, lead¬ 
ing to the flourish in measure 5. In fact, both 
Nygren and Smith offer this suggestion6,7 

The closed-open phrasing continues in 
measure 6, with even more nuance possi¬ 
bilities: the F-flat from measure 5 becomes 
an F-natural in measure 6 (See Figure 12). 
Therefore, special attention can be given 
to that note. On beat 3 the gesture begins 
anew with a fresh pp marking, then drives 
forward through the A-flat to encompass 
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the entire chromatically-raised clarinet mo¬ 
tive (See figure 14). 

Teaser Question 

This brings us now to an interesting mo¬ 
ment in the Scherzando section. Let's com¬ 
pare measure 108 with measure 113 in the 
clarinet part (See figure 15). 

According to the Henle Urtext edition, 
no sources indicate a C-natural in measure 
113, as is the case in measure 108, yet most 
of us have learned to play C-natural in both 
measures. At the final Plus anime (Scher¬ 
zando) beginning in measure 169, the clari¬ 
net clearly plays the same notes in both of 
the analogous measures. Now, shall we play 
C-natural in measure 113 and just assume 

Figure 15 

it's a misprint, or play C-flat and assume 
it's one more instance of the semitone game 
that Debussy has been using throughout 
the piece? One may argue that it wouldn't 
make any difference because the music 
is going by so quickly that no one would 
notice, and indeed it takes very careful lis¬ 
tening to the many recordings out there to 
decide if the artist played a C-natural or C- 
flat. If we choose to play a C-flat in measure 
113, there are a couple of ways to highlight 
this moment, based on surrounding details. 

First, there is a crescendo at the end of 
measure 109 which is not present at the 
end of measure 113, thus encouraging us 
to move through measure 109 to the next 
downbeat, whereas we can linger ever so 

slightly on the C-flat in measure 113, to 
prepare for the piu p leger and textural 
change in the piano. Then we can make 
a clear beginning at measure 114, sepa¬ 
rated slightly from the previous measure, 
thereby creating an open-closed phrasing 
structure, in opposition to the closed-open 
approaches which characterize the m3 to 
M3 motions. The analogous passage in the 
coda (measures 169—174) does not have 
these dynamic and textural changes, which 
is further justification for highlighting 
measures 108—113 in some fashion. 

Let's look at another occurrence of the 
M3 interval moving to m3. Beginning at 
measure 158, the clarinet plays a variant of 
the motive (Nygren's cell 3) from measure 
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21 (See Figure 5), this time highlighting 
the M3 interval. In measure 160 the piano 
moves from a G-flat minor chord to G-flat 
major, and the clarinet moves from the M3 
interval to an m3 interval (Seefigure 16). 

The partitioning of the two chords high¬ 
lights the M3 in the clarinet part, while the 
piano part highlights the m3. The energy 
moves forward until beat 3 of measure 160 
when the music finally reaches G-flat ma¬ 
jor, the "home key" of the work; the clari¬ 
net's C-natural at this point receives special 
emphasis, after which the energy dissipates 
slightly before the final drive forward to the 
Anime section at measure 163. 

Continued Controversy 
The other often-discussed moment in the 
Rhapsodie occurs at the very end, measure 
201 in the clarinet part. The Durand edition 
has the following notes. (Seefigure 17 below)-. 

In the Henle edition, measure 201 is 
written as follows. (See figure 18 below)-. 

Fig. 18 

The comments section in the Henle 
Urtext edition examines various sources 
of this measure, and ultimately concludes 
that "the correct pitches are confirmed by 
the intervals in M 203 of cl."8 Indeed, the 
pitches in measure 201 are the same pitch- 
classes as the triplet notes in measure 201. 
(Seefigure 19 below)-. 
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We have seen throughout the work, 
however, that it is possible for the intervals 
in one measure to be altered slightly from 
the intervals in an otherwise similar mea¬ 
sure (Figures 12 and 13); therefore, the fact 
that the intervals in any one measure could 
be the same as those in a similar-looking 
measure is no guarantee that they must be 
the same. Now comes the fun speculative 
part! Let's look again at the very beginning 
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of the piece, in the piano part and compare 
the triplets in measure 2 with those in mea¬ 
sure 4 (See figure 20). 

The intervals in measure 2 are a direct 
inversion of the intervals in measure 203, 
while the intervals in measure 4 are a di¬ 
rect inversion of the intervals of the trip¬ 
lets in measure 201 of the Durand edition. 
Wouldn't it be cool if Debussy were mak¬ 
ing this mirror-image, inversional connec¬ 
tion between the very beginning and the 
very end of the piece? 

Of course, it's also entirely logical to ar¬ 
gue that the chromatic alteration occurs not 
between measures 201 and 203, but between 
the downbeats of measures 202 and 204, 
where the E-natural moves to E-flat. This 
satisfies the "chromatic alteration" argument 
while validating the Henle assertion regard¬ 
ing notation at this point. Additionally, the 
m3 to M3 intervallic progression we've dis¬ 
cussed in this article is also well served by the 
Henle conclusion (See figure 21). 

Informed interpretations arise from ac¬ 
tive rejection. We may have a sense about 
how we think a passage should be played, 
or, in our experience we may be used to a 
single approach or way of thinking about a 
passage. But feelings and norms cannot be 
the litmus test of our performance: Once 
we explore and test out as many other ap¬ 
proaches as we can imagine, ultimately 
throwing out those approaches or inter¬ 
pretations that don't fit our intellectual and 
aesthetic view, we have strengthened our 
resolve for retaining personal choices. An 
examination of the Premiere Rhapsodies 
construction helps us make intelligent deci¬ 
sions that clarify our performance. 
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DON'T WARN UP YET! 

Dn iRjiry Preventim Guide for Clarinetists 

by Mary Alice Druhan with Kristin Keesey, O. T.R., C.H. T., C.L. T. 

"Pain happens, but chronic, 
long-term injury doesn't have to. " 

— Clare LaPlante 

In an article about prevention of medi¬ 
cal problems of musicians, Wynn Parry 
states that, "The single most important 

preventative measure that could lead to 
dramatic reduction in performance-related 
problems would be the early implication 
of a physical discipline in schools and col¬ 
leges." [Parry, 319] But when do we start 
the discussion of injury prevention? Some 
teachers may argue that overuse and mus- 
culoskeletal injury are only something to 
be addressed with older, more serious stu¬ 
dents. Research suggests otherwise. A study 
by Ranelli, Smith and Straker reveals not 
only the prevalence of symptoms and more 
disabling disorders among children but also 
that Performance-Related Musculoskeletal 
Disorder rates in children (ages 7—17) are 
similar to those reported by adults. [Ranel¬ 
li, p. 34] 

The field of Performing Arts Medicine 
around the globe has brought increased 
awareness and information to the field, but 
what impact is this having on our young 
musicians? Lowe reports, "...with the in¬ 
creasing interrelationship between medi¬ 
cine and music, knowledge of the potential 
for injury is entering the musical educa¬ 
tion earlier." [Lowe, 89] In 1977, an FIM 
study reported that 83% of the musicians 
questioned reported that they had not re¬ 
ceived any advice to prepare them for the 
rigors of musical life but even as recently as 
2009, Klickstein reports, "Even musicians 
themselves aren't well informed about their 
occupational health risks. Most music stu¬ 
dents receive scant instruction in occupa¬ 
tional health...many (musicians) either feel 
powerless to take corrective action or are 
unaware of what to do." [Klickstein, 230] 
In more than 30 years of advancements in 
the medical treatment of musicians, what 
could be the reason for this? Perhaps the 
answer lies in an unanswered question, 
"Which person in the musical education 

process is charged with the task of teaching 
health risks and preventative techniques to 
the young music student?" 

Understanding that the preventative 
measures in the sporting world are a man¬ 
datory requirement for its educators and 
their curriculum and given that the musi¬ 
cian is himself considered by many in the 
health profession a "small-muscle athlete," 
I suspect that the implications are at the 
precipice of change much as they were for 
sports education in the 20th century. Parry 
warns, "Teachers need to realize that they 
are responsible for the (musician) athlete." 
[Parry, 324] Maybe the question we should 
be asking is, "Which person in the musical 
education process is not charged with the 
task of teaching preventative techniques?" 

Regardless of where your opinion may 
fall, the fact is that many of our students, 
peers and even mentors have struggled with 
injury. In our previous article the following 
three broad types of injuries among musi¬ 
cians were presented [Druhan, 50]: 

• Musculoskeletal Pain and Overuse Inju¬ 
ries 

• Entrapment and Peripheral Neuropa¬ 
thies 

• Focal Dystonias 
The focus of this two-part series is to de¬ 

liver helpful information on the prevention 
of musculoskeletal pain, overuse injuries, 
entrapment and peripheral neuropathies 
with this first article focused on the health 
and function of the musician's body. 

Part One - 

A Healthy Lifestyle 

The proper function of the body and the 
health of its tissues must not be disregarded, 
especially when considering the high de¬ 
mands of the musician "athlete." This func¬ 
tion is dependent on a healthy diet, com¬ 
plete with the nutritional demands of the 
body in its various stages. Kathryne Pirtle 
and John Turner provide clarinetists with 
a wonderful guide to healing nutritional 

choices. [Pirtle, 54] Find a detailed guide 
to vitamins and nutrients as well as their 
sources at www.healthymusician.info, in¬ 
cluding some general dietary charts for 
clarinetists and charts focused on nutrients 
for joint health, muscle health, prevention 
of inflammation and the nervous system. 

Healthy tissue is dependent on a routine 
that prepares the athlete for the rigors of 
their workout. The available research sug¬ 
gests that regular stretching enhances per¬ 
formance and reduces injury and that it also 
helps neurologically, "Keeping the proprio- 
ceptive system tuned, the muscles' tone and 
reactivity balanced, one's sense of personal 
dimension sharp and accurate." [Jerome, 
14] But just as practicing without goals will 
not yield great returns, stretching without 
specific goals may not be sufficient for the 
physical demands on the body. The musi¬ 
cian-athlete should warm up their body core 
temperature before stretching and have spe¬ 
cific goals in mind. [Horvath, 99-100] The 
main goal for the warm-up is to increase 
blood flow through the muscles without 
stressing them. To aid the warm-up process, 
clarinetists can work in a warm environment 
or wear warm clothing, prepare for practice 
with aerobic conditioning (brisk walk, arm- 
swings, climbing stairs, etc.), gently wring 
wrists and hands, practice proper breathing, 
and apply creams or ointments designed for 
increasing circulation. For a detailed guide 
to core-temperature warm up, visit www. 
heal thymusician.info. 

At the very least before practicing, a 
clarinetist should stretch the muscles of the 
following: 

• Neck 
• Scalene 
• Upper Trapezius 
• Shoulders 
• Upper Back 
• Chest and Shoulder Girdle 
• Pectorals, Deltoid 
• Rotator Cuff 
• Triceps 
• Lower Back 
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• Forearms 
• Wrist 
• Hands 
• Thumbs 

Stretching is done to maintain flexibility 
in the joints and to maintain the muscles' 
full extensibility without tearing. [Paull, 
111] A detailed guide to stretching can 
be found at www.healthymusician.info. 
Clarinetists should always stretch with CAU¬ 
TION, slowly and gently, never with bounc¬ 
ing, never with pain or discomfort, holding 
about 30 seconds to lengthen, and repeating 
stretches three to 10 times each. 

Musician-athletes should not neglect to 
condition and strengthen the entire body in 
addition to stretching. At the very least, the 
clarinetist should understand that "an un- 
toned body is more injury-prone because it 
is less resilient. Muscles that are tight and 
weak are at greater risk than strong and 
flexible muscles." [Horvath, 23] Although 
conditioning, flexibility and strength can 
be achieved by many different approaches, 
one will more greatly benefit from a variety 
of approaches. 

While exercise and strengthening are 
important to musicians and non-musicians 
alike, special care must be given to the 
athlete musician. First, during times of el¬ 
evated practice and performance schedules 
(such as recitals, competitions, auditions, 
etc.) the amount of weight-bearing exercise 
should be temporarily decreased, particu¬ 
larly in the upper extremity of clarinetists, 
to avoid fatiguing tissues that may be expe¬ 
riencing overuse. 

Any conditioning program, including 
one for the hand and wrist, needs to direct 
its focus to joint range of motion, agility, 
and endurance. [Press, 383] To understand 
preventative conditioning for the hand 
and wrist, knowing your grip types and 
grip strength are important. Clarinetists 
can increase grip strength by repetitive fin¬ 
ger flexion and extension exercises. Some 
of these exercises can be found at www. 
healthymusician.info. Clarinetists should 
avoid excessive exercise involving gripping 
with the hands (hand-held weights or pul¬ 
leys) and/or pronation of the wrist/fore¬ 
arm, especially during elevated practice and 
performance schedules. Clarinetists can 
also use splinting and taping techniques 
during regular daily activities or even dur¬ 
ing practice sessions to prevent injury dur¬ 
ing periods of increased commitment and 
high stress. Examination and instruction 
in these techniques should be done in con¬ 

sult with a hand and/or upper extremity 
specialist and additional information on 
splinting and taping is provided at www. 
healthymusician.info. 

In addition, clarinetists with joint lax¬ 
ity can work with hand specialists to deter¬ 
mine if temporary or long-term splinting 
could be a useful approach. They should be 
presented with preventative measures early 
in their musical training to avoid what can 
be an increased risk of injury. Alice Brand- 
fonbrener states that, "If the joint against 
which pressure is exerted is unstable, the 
musician compensates, usually uncon¬ 
sciously, by applying greater than normal 
effort to stabilize the joint," thus creating 
opportunity for greater risk of overuse. 
[Brandfonbrener, 368] She proposes that 
therapeutic approaches should be directed 
toward strengthening the muscles (intrinsic 
and extrinsic) of the hand and resolving the 
overuse symptoms. Find details about joint 
laxity, taping, splinting and strengthening 
at www.healthymusician.info. 

Some warnings need be mentioned at 
this point about the potential for injury 
with unsupervised exercise. Many devices 
and tools are readily available for strength¬ 
ening of the hand; please seek the advice of 
a professional before self-treating. Musicians 
who are recovering from injury should also 
have very cautious and supervised activities. 

The musician-athlete runs the risk of 
inflammation, overuse and musculoskeletal 
conditions as a result of hectic and incon¬ 
sistent performance schedules and periods 
of high stress, all of which can contribute 
to nerve impingement problems. This risk 
is greatly reduced when the musician has a 
healthy approach to stretching, condition¬ 
ing and exercise; however, the body's bone, 
cartilage, tendons and other tissues can also 
contribute to a "pinched" nerve. As a pre¬ 
ventative measure, musician-athletes can 
keep regular appointments for chiropractic 
care to help prevent impingement problems. 
Doctors of Chiropractic "devote careful at¬ 
tention to the biomechanics, structure and 
function of the spine, its effects on the mus¬ 
culoskeletal and neurological systems, and 
the role played by the proper function of 
these systems in the preservation and resto¬ 
ration of health." [Unknown, 09 Nov. 2012] 

The impingement of nerves can occur in 
one or many locations, and it may be best 
for musicians to consult with a chiroprac¬ 
tor that is trained in treating the extremities, 
particularly if they suspect problems in the 
shoulder, elbow or wrist. For those who are 

skeptical of walking into their neighborhood 
chiropractor, there is a chiropractic group 
aimed to provide care specifically to the 
performing artist. The goal of Chiropractic 
Performing Arts Network is to bring "natu¬ 
ral, drugless healthcare to the performing 
arts population with the vision of enhancing 
performance, increasing vitality & creativity, 
eliminating drug use (both prescription and 
recreational), and increasing overall body 
awareness." [Jameson, 12 Nov. 2012] 

Prevention of nerve impingement is 
critical and attention must be given to the 
position of the body and its motion, partic¬ 
ularly for musicians, in which case repeti¬ 
tive motion is an issue. A number of body- 
orientation training methods have been 
proven reliable among musicians, specifi¬ 
cally the Alexander Technique, the Felden- 
krais Method and Eutony. [Spahn, 22] 
Each of these emphasizes the importance of 
the position of the head on the top of the 
spine. When the neck is free and the head is 
balanced, the spine is free to lengthen and 
gather and the quality of motion (including 
breathing) is greatly affected. A balanced 
body utilizes its bony structure and postural 
reflexes for the support of voluntary move¬ 
ment. David Nesmith explains that a per¬ 
son experiences balance when they "make 
full use of mechanical advantage: bone in 
right relationship to bone." [Nesmith, 71] 

Alarmingly, many patients who have 
been diagnosed with carpal tunnel syndrome 
(93% in a study of 500 patients) "actually 
demonstrate minor to moderate underlying 
cervical radiculopathies as the source of their 
problems." [Zachorkow, 1] These findings 
relate to what is called the "double-crush 
syndrome," or compression at the thoracic 
outlet and impingement of the median 
nerve. He adds that correct sitting posture 
is greatly dependent on the position of the 
arms and head and that the most common 
deviations are a slight forward flexion of the 
head and forward flexion of the upper arm. 

Nerve impingement can also be the re¬ 
sult of muscle tightness and overuse. The 
benefits of massage may be too many to 
document for the purposes of this article, 
but an upcoming article on injury recovery 
will present more detail about massage as 
a form of treatment. In addition, there are 
some effects of massage that affect general 
health and wellness which could help with 
prevention of injury. These include: 

• Increase circulation, allowing the body 
to both pump more oxygen and nutri¬ 
ents into tissues and remove waste 
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• Stimulate the flow of lymph, the natural 
defense system against toxic invaders 

• Improve the condition of the body's 
largest organ — the skin 

• Relax and soften injured and overused 
muscles 

• Reduce spasms and cramping 
• Increase joint flexibility 

Additional support for body posture and 
mechanics can be discovered through the 
study of Yoga. Basic benefits that musicians 
can seek to gain from Yoga include better 
breathing, breath support, musical phras¬ 
ing, concentration, focus and relaxation, 
but there are other potential rewards. Mia 
Olson writes, "By integrating music with 
Yoga into our daily routines, we will learn 
how to bring awareness to how we practice 
and hold our instrument, so that we can 
learn to play with ease, calm the nerves, and 
let go of distracting mind chatter in order 
to enhance our performance." [Olson, ix] 

Part Two in this series on prevention 
will take a look at a clarinetist's injury pre¬ 
vention measures in the practice room, re¬ 
hearsal hall, performance hall, at home and 
on the road. 
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Symphony, Chamber Music of East Texas, 
Mount Vernon Music, Shreveport Opera 
and East Texas Symphony. Mary has ap¬ 
peared as a guest artist and recitalist around 
the United States and in England, Thai¬ 
land, Germany and Puerto Rico. She is 
the Founder/Director of the Texas Clarinet 
Colloquium. Her teachers include Diana 
Haskell, Timothy Wright, Steve Cohen 
and Ronald deKant. She is a Buffet Group, 
USA Performing Artist. 

Kristin M. Keesey received her degree 
from Texas Woman's University School of 
Occupational Therapy in 1995. She is a 
certified hand therapist and a graduate of 
the Dr. Vodder school of Manual Lym¬ 
phatic Drainage. For eight years she was 
an instructor of orthopedic continuing 
education to fellow therapists in the Dal¬ 
las and Houston, Texas area. At present 
she is working at Covenant Hand Therapy 
in Piano, Texas. The clinic is a privately 
owned orthopedic/lymphatic center help¬ 
ing musicians find techniques to keep safe, 
comfortable and productive while they 
perform tasks at work, home and hobbies. 
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by Roman Widaszek and 

Jan Jakub Bokun 

Polish clafinfct literature is a compre¬ 
hensive notion; however, for many 
it just brings to mind only several 

works by the 20th-century composers: 
Witold Lutoslawski, Antoni Szalowski or 
Krzysztof Penderecki. But when its scope is 
narrowed down to the subject of concertos 
for clarinet and orchestra, all that springs 
to mind is Karol Kurpiriski s Concerto in B- 
flat Major. 

He was the first to enrich the clarinet 
repertoire with a solo concerto, with other 
Polish composers following suit only after 
more than 100 years, i.e. in 1933, when 
exactly 110 years later Tadeusz Szeligowski 
wrote his Clarinet Concerto. This was fol¬ 
lowed by Michaf Spisak's Concertino 
(1940—41), Kazimierz Sikorski's Concerto 
(1947) and the works by Aleksander Tans- 
man (1955), Krzysztof Penderecki (1983 — 
a transcription from a viola concerto and 
a transcription from a flute concerto writ¬ 
ten in 1992), Marcel Chyrzyriski (2000), 
Krzysztof Meyer (2001) and Wlodziemierz 
Kotohski (2002-2003). 

While at the turn of the 19th century in 
Germany and Austria the clarinet was be¬ 
coming a popular solo instrument praised 
by virtuosos, in Poland it was barely com¬ 
ing into use. Assessment of the first works 
devoted to the clarinet written by Polish 
composers requires a wider perspective al¬ 
lowing for the Polish musical tradition, 
which in the case of woodwind instru¬ 
ments — contrary to the violin or the piano 
— does not go far back. 

Karol Kurpiriski was born in 
Wloszakowice in Poland in 1785. He was 
a composer, conductor, pedagogue and the 
director of the National Opera in Warsaw. 
His artistic endeavors and organizational 
work allowed the Opera to become a major 
center of musical life, and he was one of the 
very few composers of that time who was 
very fond of wind instruments. 

Encyclopedias and lexicons list about 
30 orchestral works by Karol Kurpiriski, 
but currently only the Concerto in B-flat 
Major for clarinet and orchestra remains a 
frequently performed piece. After several 

months of traveling in EuropWm823, the 
composer stopped in Paris, where he com¬ 
pleted the Concerto, which he began writ¬ 
ing in 1820 in Warsaw. Only one of the 
three parts has survived until today - also 
in the form of the composer's manuscript, 
whose front page bears his personal note: 
"completed on 17th August 1820," which 
might suggest that after the premiere in 
Paris (August 10), the composer intro¬ 
duced some changes. 

Before World War I the manuscript was 
acquired by the Library of Warsaw Music 
Society where it has been kept until today. 
In 1948 the manuscript was edited as a 
music score by the conductor Tadeusz Wil- 
czak. Earlier, in the pre-war years, the work 
attracted the attention of Jozef Madej, a 
clarinetist, composer and pedagogue from 
Poznari. He edited the part for the clarinet, 
added a brilliant but somewhat predictable 
cadenza based on transitional material and 
changed slightly the tempos slowing down 
the lyrical parts, which imparted a more 
rhapsodic character to the whole composi¬ 
tion. He also transcribed the piece for the 
piano. This contributed to the popular¬ 
ization of the work, which was published 
seven times between 1949 and 1992 by the 
Polish Music Publishers. 

Another person who played a great role 
in popularizing it was the clarinetist Lud- 
wik Kurkiewicz. He was one of the initia¬ 
tors of launching the Clarinet Competition 
in Wloszakowice, Karol Kurpiriski's birth¬ 
place. Fifteen editions of the competition 
took place between 1968 and 2012. 

In 1975 Ludwik Kurkiewicz made one 
of the first recordings of the piece, pub¬ 
lished first in Poland on analog records 
(he was accompanied by the Bydgoszcz 
Symphony Orchestra conducted by Zenon 
Chwedczuk) and then reissued on a CD by 
the English label Olympia (OCD 325). The 
recorded sound quality is imperfect and the 
interpretation displays style characteristics 
adopted later by other Polish clarinetists. It 
lacks lightness and shows excessive length¬ 
ening of slower, lyrical parts, introducing 

a considerable contrast between tempos 
within the piece. 

The concerto became very popular in 
Central Europe where it has been regularly 
performed by Polish and Czech clarinetists 
(Karel Dohnal, Ludmila Peterkova). Un¬ 
fortunately, the recordings of the Concerto 
are not easily accessible. One of the few on 
the market is the recording published by 
the Polish Radio in 2007 (PR CD 1063) 
in which the clarinetist Kornel Wolak, the 
Poznari Philharmonic Orchestra and the 
conductor tukasz Borowicz created an in¬ 
terpretation where lightness and finesse get 
the better of academic solidity. 

Considering the clarinet concerto in the 
context of the history of Polish music, the 
composition by Karol Kurpiriski is the first 
and only concertant piece for clarinet from 
the first half of the 19th century. 

Tadeusz Szeligowski (1896—1953), Con¬ 
certo for clarinet and orchestra (1933) 

It was 110 years after Karol Kurpiriski 
composed his clarinet concerto that another 
example of this musical form was written in 
Poland. Tadeusz Szeligowski (1896-1953) 
enriched the Polish music literature with 
his Concerto for clarinet and orchestra. Vir¬ 
tually the only information available today 
is that it was composed in 1933 and that 
its premiere performance took place in Vil¬ 
nius, where the composer was living at the 
time. We do not know who first performed 
it. We do know, however, that years later it 
was performed on April 2, 1968, by Lud¬ 
wik Kurkiewicz during the Poznari Music 
Spring festival, created by Tadeusz Szeli¬ 
gowski. The performance was recorded and 
later published by the Polish Music Pub¬ 
lishers. Unfortunately, now practically no 
one shows any interest in the Concerto. 

Michal Spisak (1914—1965), Concertino 
for clarinet and orchestra (1940—1941) 

Nearly 10 years after Tadeusz Szeli¬ 
gowski composed his Clarinet Concerto, 
Michal Spisak wrote his Concertino for 
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clarinet and orchestra. Michat Spisak spent 
the years of World War II in the small 
municipality of Voiron in France where 
he stayed until 1945. All that time was a 
period of intense creative work which pro¬ 
duced an impressive number of new pieces, 
including the Concertino for clarinet and 
orchestra written in 1940—1941. 

Although during the war the composi¬ 
tions had no chance of public performance, 
soon after its end they could be heard in 
concert halls in Europe, America and 
Australia. The composer never included 

the three-part Concertino for clarinet and 
orchestra in any list of his works, which 
might suggest that he was not entirely sat¬ 
isfied with it. In 1971, after the composers 
death, it was published by the Polish Music 
Publishers together with the transcription 
for the piano. The second edition of the 
Concertino was published in 1982. 

The composition is divided into three 
parts, Allegro, Andante, Allegro, and offers 
the performer a great potential for proving 
his or her technical skills, as well as present¬ 
ing the tone and expression qualities of the 
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instrument. However, the piece is not fre¬ 
quently performed and hardly ever heard in 
concert halls. The only exception was the 
performance made during the Michal Spi¬ 
sak 1st International Music Competition in 
D^browa Gornicza in 2007. The program 
featured the Concertino for clarinet, which 
required the participants to acquaint them¬ 
selves with it. It is quite likely, however, that 
until the next edition of the competition, 
the piece will remain completely forgotten. 

Kazimierz Sikorski (1985-1986), Con¬ 
certo for clarinet and orchestra (1947) 

Another work which enriched the Pol¬ 
ish clarinet literature is the Concerto for 
clarinet and orchestra composed by Kazim¬ 
ierz Sikorski in 1947. This three-part, neo¬ 
classical piece (Allegro non troppo, Lento, 
Allegro giocoso) is characterized by lucidity 
of texture and the virtuoso part for the solo 
instrument. The latter is responsible for the 
fact that in the second part of the 20th cen¬ 
tury the composition enjoyed a relatively 
greater popularity, becoming an element 
in the standard repertoire practiced in the 
clarinet class at music schools in Poland. It 
was also performed during the Academic 

/ am playing DUO ligature in the orchestra all the time 
and I really love it because of its sun^^pund. 
The ligature is really excellent! 

Orchcstrc National dc France /■" Clan Patrick Messina 

* % 

^ DUO fillftiC Ligature fAt/m-/,- 

52 The Clarinet 



while 

Safeguarding ^Utkti instruments 

you money for almost 25 years. 

INTERNATIONAL CLARINET ASSOCIATION * 4 

Instrument Insurance Program by The Anderson Group 

Welcome... members of the 

International Clarinet Association. 

Our \vww.clarinetinsurance program offers 

compelling rates for clarinetists throughout the 

world with a musical instrument insurance policy 

uniquely crafted to protect your musical instruments. 

Anderson Group, dedicated solely to insuring 

musical instruments, is endorsed by a number of 

j major musician associations. Trust the team at 
7 Anderson Group to always strive to exceed your 

expectations with our world class service 

with insurance in harmony with your needs. 

(twit/ 

NDERSON 
MUSICAL INSTRUMENT INSURANCE SOLUTIONS. LLC 

110 East Broward Blvd, Ste 1700 
Fort Lauderdale, FL 33301-3503 
781.834.1700 • lax 781.519.7550 

scrvice@anderson-group.com 
wAvw.clarinctinsurance.com 

CA Lie# 0H65163 

COVERAGE HIGHLIGHfRS 

PROGRAM DETAILS 

• s 125.00 USD per year covers up to s25'87^^l 

instruments and accessories 

• "All Risk" Agreed Value Coverage - Worldwide! 

THE FINE PRINT 

• Premium Rate: s.35/s100 USD of covered value 

• Minimum Annual Premium: s 100 USD 

• Annual Policy Fee: s25.00 USD 

• "All Perils" Deductible: "TOO USD 

• You must be and remain a member in good 

standing of the International Clarinet Association 

• Serial numbers for all instruments and applicable 

accessories are required 



Clarinet Competition in Wloszakowice. 
Kazimierz Sikorski's Concerto was also re¬ 
corded for the Polish Radio by Zbigniew 
Kaleta, who was accompanied by the Pol¬ 
ish Radio National Symphony Orchestra, 
conducted by Slawek A. Wroblewski. 

Aleksander Tansman (1897—1986), Con¬ 
certo for clarinet and chamber orchestra 
(1957) 

A favorable response to Tansman's Suite 
for Reed Trio and Sonatina for bassoon and 
piano generated increased interest in his 

work among the foremost wind instrument 
musicians from Paris. Possibly this was the 
reason why an outstanding French clarinet¬ 
ist, Louis Cahuzac, approached the com¬ 
poser with a request to write a clarinet con¬ 
certo. The fee was to be paid by the French 
Radio. Endeared by the complements from 
a famous virtuoso, Tansman accepted the 
task. The concerto for clarinet and cham¬ 
ber orchestra was written in 1957. It is a 
16-minute-long composition consisting of 
three parts: part I - Introduction and Al¬ 
legro; part II — Arioso; Part III - Danza 
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popolare, preceded by a cadenza. The pub¬ 
lic and radio premiere performance of the 
piece took place on June 16, 1959. 

Cahuzac, who was 79 at the time, was 
accompanied by the Orchestre de Chambre 
de la RTF, conducted by Tony Aubin. It 
turned out to be one of the clarinetists last 
concerts before his tragic death in a motor¬ 
cycle accident in 1960. During Tansman's 
life the piece was also performed by another 
famous French clarinetist - Guy Dangain. 

An awkward opening cadenza, an as¬ 
sortment of technical challenges in the 
finale and a certain dryness of melodic 
material contributed to the fact that the 
composition never became a staple element 
in the repertoire of clarinet soloists. 

Now Aleksander Tansman's Clarinet 
Concerto is performed only very occasion¬ 
ally, though, admittedly, also by foreign 
musicians. The credit for this in part goes 
to the organizers of the Aleksander Tans¬ 
man International Competition of Musical 
Personalities in Lodz, which featured the 
piece in its program. Recently the concerto 
was recorded by Jean-Marc Fessard (Naxos 
8.572402). 

Milosz Magin (1929—1999), Concerto for 
clarinet and strings (1990) 

Born in Lodz, Milosz Magin was a 
pianist and composer. He left Poland and 
stayed in Portugal, Germany and England 
until finally settling in Paris in I960 where 
he lived until the end of his life. His brilliant 
pianistic career was interrupted in 1963 be¬ 
cause of a serious car crash in which his left 
wrist was broken. He regained his technique 
and by 1968 was able to start recording the 
complete works of Chopin for Decca. 

Magin left many brilliant pieces for 
piano, including four sonatas and smaller 
forms, concertos (four for piano, two for 
violin, one for cello and one for clarinet) 
two symphonies and a ballet, as well as vo¬ 
cal and orchestral works. His Concerto for 
clarinet and strings is a virtuoso piece, full 
of rhythmic drive in outer movements and 
a sentimental middle part. The music is in¬ 
spired equally by Polish folklore and music 
of his beloved composer, Fryderyk Chopin. 

Krzysztof Penderecki (b. 1933), Con¬ 
certo for clarinet and chamber orchestra 
1995 (transcription from flute concerto 
1992); Concerto for clarinet and orches¬ 
tra 1995 (transcription from viola con¬ 
certo 1983) 

CHICAGO PERFORMS. SO WILL YOU. 

• zgz* - *2 
s-« ^ 

if ^ 

'js ^ - 
• * * 

Clarinet Faculty: * 
Gregory Smith (Chicago Symphony Orchestra) 
John Bruce Yeh (Chicago Symphony Orchestra) 
Charlene Zimmerman (Lyric Opera Orchestra) 

Study with accomplished faculty, who include Chicago Symphony and Lyric 
Opera orchestra members. Metropolitan and Lyric opera sensations, renowned 
soloists. Grammy-winning jazz musicians, and award-winning composers. 
Enjoy opportunities to perform in professional venues. Live, learn, and 
perform in downtown Chicago 

ROOSEVELT UNIVERSITY 
CHICAGO COLLEGE 
OF PERFORMING ARTS 

roosevelt.edu/CCPA 
(312) 341-6735 
music®, roosevelt.edu 
TextCCPAto 57711 

54 The Clarinet 



CLARINET PADS 

Evolution of the clarinet pad has led to the Valentino Masters Series. 

• Completely waterproof 

• Firm, stable light touch 

• Ultimate air-tight seal 

• Enhanced tonal color 

Bring out the best in your 

instrument with... 

Valentino, 

www.jlsmithco.com 

www.valentinopacls.com 

800.659.6073 



A discussion of Krzysztof Penderecki's 
concertos for clarinet and orchestra requires 
a distinct emphasis on the fact that it con¬ 
cerns his personal transcriptions of viola 
and flute concertos. The former, originally 
written for viola in 1983, was transcribed 
for cello and later for clarinet. In its latter 
form it was first performed at the Boulder 
Colorado Music Festival in 1995 by the 
Israeli clarinetist Orit Orbach, who was ac¬ 
companied by the Colorado Music Festival 
Orchestra. In Poland it was first performed 
at the 41st edition of the Warsaw Autumn 
Festival in 1998 by the clarinetist Dmitri 

Ashkenazy and the Sinfonia Varsovia Or¬ 
chestra conducted by Jacek Kaspszyk. In 
2006 Dmitri Ashkenazy recorded the con¬ 
certo (DUX 0559) with the orchestra con¬ 
ducted by the composer himself. 

The other concerto composed in 1992 
for clarinet and orchestra was intended 
for the French flutist Jean-Pierre Rampal. 
The composer's transcription for clarinet 
was prepared in 1995 as a commission by 
the Czech Philharmonic Orchestra. The 
premiere performance on March 7, 1996, 
in Prague was recorded by Teldec (1999 
— 0630 — 13135-2). The performers were 

Sharon Kam and the Czech Philharmonic 
conducted by Krzysztof Penderecki. 

Krzysztof Meyer (b. 1943), Concerto for 
clarinet and orchestra (2001) 

Inspired by the performance artistry 
of the Swiss clarinetist Eduard Brunner, 
Krzysztof Meyer enriched the clarinet liter¬ 
ature with a concerto. With Eduard Brun¬ 
ner in mind he had earlier composed the 
Clarinet Trio and the Clarinet Quartet. 

The Concerto for clarinet and orchestra 
is characterized by a complex, modernist 
language of composition. This four-part 
piece offers a great potential for virtuoso 
performance and requires great artistry 
from the soloist. The Concerto premiered 
on June 2, 2002, in Duisburg, Germany. 
The clarinet part was performed by Eduard 
Brunner, while the local orchestra was con¬ 
ducted by Antoni Wit. The Polish premiere 
performance took place during the inaugu¬ 
ral concert at the Warsaw Autumn Festival 
in the same year, when the orchestra from 
Duisburg was replaced by the National 
Philharmonic Orchestra from Warsaw. 

Marcel Chyrzynski (b. 1971), Concerto 
2000 for clarinet and symphony orches¬ 
tra (1999-2000) 

Concerto 2000 is a composition for clari¬ 
net and orchestra written by the composer 
and clarinetist Marcel Chyrzynski. In his 
own words, his earlier works for solo clari¬ 
net, i.e. Quasi Kwazi I, II, III, were mere 
studies or sketches for a greater "picture" - to 
resort to a painting metaphor. The "picture" 
in question is a concerto combining vari¬ 
ous styles - art music, jazz, techno - which 
sometimes sound quite rough when per¬ 
formed by an expanded orchestra. As a clari¬ 
netist profoundly aware of the instruments 
arcana, the composer employed numerous 
effects in the solo parts, including the quar¬ 
ter tone technique. Concerto 2000 premiered 
on May 9, 2001, when the solo part was 
performed by Janusz Antonik, accompanied 
by the Krakow Philharmonic Orchestra 
conducted by Tomasz Bugaj. The piece was 
published by the Polish Music Publishers. 
There is also a version for clarinet and string 
orchestra, Chamber Concerto 2000. 

Wlodzimierz Kotonski (b. 1925), Concerto 
for clarinet and orchestra (2002- 2003) 

Wlodzimierz Kotonski composed the 
Concerto for clarinet and orchestra in 2002— 
2003, capitalizing on his earlier experience 
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with clarinet in chamber music (Pour qua- 
tre, Pelnia lata, Zmienne struktury). 

The final version of the score was, to an 
extent, influenced by Pawel Mykietyn, a 
composer and clarinetist, who offered his 
assistance in explaining the performance 
technique and the diversity of the instru¬ 
ment's tone. 

The Concerto has a classic, three-part 
structure. Part one is the most complex, 
composed in sonata-allegro form with a 
slower introduction and a slower coda — in 
a large part being a mirror reflection of the 
introduction. Part two, with a cantilena 
character, is based on a dialogue between a 
moving string cluster and a solo instrument 
whose part is interchangeably placed above 
and below the string stratum. Part three is 
a finale based on fast l6th-note passages 
where the clarinet engages in the dialogue 
with rapid scale passages performed by the 
orchestra's instruments. 

The piece premiered with the National 
Philharmonic on September 21, 2003, at 
the 46th edition of the Warsaw Autumn 
performed by Sharon Kam, accompanied 
by the Warsaw Philharmonic Orchestra 
conducted by Antoni Wit. 

Krzesimir D^bski (b. 1953), Concerto for 
clarinet and string orchestra (1998); 
Concerto for three clarinets and orches¬ 
tra (2012) 

Krzesimir D^bski is a composer, jazz vi¬ 
olinist and conductor. In 1998 he wrote a 
two-part, avant-garde concerto for clarinet 
and string orchestra for the Polish clarinet¬ 
ist Wojciech Mrozek, which was first per¬ 
formed in 2000 in Bydgoszcz. 

His latest composition is the Concerto 
for three clarinets and orchestra, which 
Wojciech Mrozek commissioned in 2008. 
It is a gigantic form, reminiscent of a sym¬ 
phonic poem for three clarinets and sym¬ 
phony orchestra with solo parts abounding 
in technical difficulties, requiring excep¬ 
tional skills from the performer. 

The piece premiered on May 19, 2012, 
at the Music Festival in Mikolow, per¬ 
formed by clarinetists Charles Neidich, 
Wojciech Mrozek and Karel Dohnal, and 
the Symphony Orchestra of the Lvov Phil¬ 
harmonic conducted by Krzesimir D^bski. 

About the Writers. .. 
Roman Widaszek graduated with honors 
from the Academy of Music in Katowice. 
He was a second-prize winner at the I Pol¬ 

ish National Clarinet Festival in Piotrkow 
Trybunalski (1995) and a third -prize win¬ 
ner at the Polish National Composition 
Contest in Bielsko-Biala (1990). He was 
awarded a scholarship from the Minister of 
Culture and decorated with a Brown Cross 
for merits in popularizing music culture. 

His artistic output includes many solo 
and chamber performances with artists, in¬ 
cluding Sharon Kam, Dimitri Ashkenazy, 
Hilliard Ensemble and the Silesian String 
Quartet. He has appeared as a soloist with 
the majority of Polish orchestras, perform¬ 
ing the concerti of Stamitz, Weber, Kurpin- 
ski, Mendelssohn, Krommer, Bruch and 
Ponchielli. Roman Widaszek also appeared 
at many international festivals in the Czech 
Republic, Germany, Italy, Portugal, Fin¬ 
land, South Korea, Japan and China. 

He has recorded several CD albums. In 
2009 he was invited to perform at the In¬ 
ternational ClarinetFest® in Porto. 

Roman Widaszek is on the faculty of 
the Katowice Academy of Music where he 
teaches clarinet and chamber music. 

Polish clarinetist and conductor Jan 
Jakub Bokun has appeared in most Eu¬ 
ropean countries, U.S.A., Mexico, United 
Arab Emirates, Japan, China, Chile and 
Argentina. He studied the clarinet at the 
Wroclaw Academy of Music and continued 
his studies with Guy Dangain in Paris. He 
received the Master of Music in conducting 
from the University of Southern California 
in Los Angeles. He has won prizes, as both 
soloist and chamber musician, at competi¬ 
tions in Wroclaw, Wloszakowice, Enschede 
and Mt. Pleasant. He was a prizewinner at 
the Third Witold Lutoslawski Conducting 
Competition in Bialystok, Poland, where 
he also received the Orchestra Award. 

He has been invited to give master classes 
in Poland, Bulgaria, China, the Czech Re¬ 
public, Spain, France, Mexico and Serbia 
and at the Royal Conservatory in Brussels. 

He has recorded for Polish Radio and 
TV, and has released 10 solo albums with 
Koch Classics, JBRecords and DUX, all of 
which received critical acclaim. 

His honors include a prize from the 
Foundation of Polish Culture, the Jan Ad¬ 
olf Gorecki Scholarship and grants from 
the Polish Ministry of Culture and the 
French Government. 

Jan Jakub Bokun is on the faculty of 
the Wroclaw Academy of Music where he 
teaches clarinet and chamber music. Since 
2012 he has served as the Polish I.C.A. 
chairperson. 
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Hi Investigation of 

FINGER MOTION aid IMND POSITION 

During Clarinet Performaice 

by Stefanie Harger Gardner 

Introduction 

When we teach clarinet hand po¬ 
sition, we aim to find a hand 
position that allows the student 

to operate the instrument as efficiently as 
possible. Extra movement requires more 
effort from our muscles and wear and tear 
on our joints and ligaments, potentially 
leading to repetitive stress injuries, as well 
as limiting our technique. Studying profes¬ 
sional clarinetists' hands can show us ex¬ 
amples of efficient finger motion, and com¬ 
paring common teaching models to actual 
performance can show us if these models 
are accurate. 

This study introduced the CyberGlove® 
to the performance field as means to quan¬ 
tify and characterize observed postures 
and motion of professional clarinetists and 
compare common pedagogical hand pos¬ 
ture models to actual performance to ex¬ 
pand resources for teaching efficient hand 
and finger technique. Pedagogical postures 
recorded included holding a tennis ball as 
Stein1 and Guy2 suggest; or hanging the 
hands down to the sides as Ridenour,3 Ci- 
polla,4 and others suggest; or forming "C" 
shapes with the hand as Campione5 and 
Bonade6 suggest. Difference between peda¬ 
gogical postures and actual performance 
was calculated across all subjects. Subjects 
were also divided into small and large hand 
groups to examine common characteristics 
or differences, if any, in hand posture for 
each hand size. The right hand thumb po¬ 
sition on the thumb rest was measured to 
examine any correlations between the po¬ 
sition of the right thumb and the overall 
hand posture. The second part of this study 
investigated hand usage with a question¬ 
naire about instrument equipment, play¬ 
ing history, practice routines, health prac¬ 
tices, and hand usage during computer and 
sports activities. 

The author addresses the following 
three hypotheses: people with large hands 
will have more curved fingers than people 

with small hands, the right hand thumb 
position affects the curvature of the right 
hand fingers, and hand shape and finger 
motion adaptations may exist based on in- 
dividualization. 

CyberGlove® 
The CyberGlove® is known for high-per¬ 
formance hand measurement and real¬ 
time motion capture and has been used in 
a wide variety of studies including stroke 
rehabilitation, the development of ergo- 
nomic surgical tools, studying and record¬ 
ing American Sign Language, designing 
hand prosthetics, creating virtual musical 
instruments, and in this study, analyzing 
clarinet finger motion and postures. Each 
glove has 18 sensors with two bend sensors 
on each finger, four abduction sensors, plus 
sensors measuring thumb crossover, palm 
arch, wrist flexion, and wrist abduction 
(See Table 1 for complete sensor list). The 
CyberGlove® system includes open finger¬ 

tips, which allows analysis of hand/finger 
motion during clarinet performance. Im¬ 
mersion's software, Device Configuration 
Utility, allows for individual hand calibra¬ 
tion, displays a real time 3D representation 
of sensor data, and records data from of all 
18 sensors at over 100 frames per second. A 
detailed explanation of the necessary pro¬ 
tocol adaptations and limitations are avail¬ 
able in the author's dissertation under the 
same title.7 

Procedure 

Subjects were six professional clarinetists 
defined by entrance into or completion of 
a Doctor of Musical Arts degree in clari¬ 
net performance. Four subjects were male 
and two female, ranging from 25-55 years 
of age. Subjects were recruited at a clari¬ 
net studio class meeting on November 15, 
2010 at Arizona State University. Right 
and left hand Immersion CyberGloves® 
owned by Arizona State University's Cen¬ 
ter for Cognitive Ubiquitous Computing 
(CUbiC) laboratory were used to record 
subject finger joint measurements. Each 
subject performed a slurred three-octave 
chromatic scale in sixteenth notes, at sixty 
quarter-note beats per minute, three times, 
with a metronome and with a short pause 
between repetitions. Each subject was then 
asked to form the following three pedagog¬ 
ical hand postures: holding a tennis ball in 

TABLE 1: CYBERGLOVE® SENSOR LIST 

Sensor Location 

1 Thumb rotation/TMJ (angle of thumb rotating across palm) 
2 Thumb MCP (joint where the thumb meets the palm) 
3 Thumb IP (outer thumb joint) 
4 Thumb abduction (angle between thumb and index finger) 
5 Index MCP (joint where the index meets the palm) 
6 Index PIP (joint second from finger tip) 
7 Middle MCP 
8 Middle PIP 
9 Middle-index abduction (angle between middle and index fingers) 
10 Ring MCP 
11 Ring PIP 
12 Ring-middle abduction 
13 Pinky MCP 
14 Pinky PIP 
15 Pinky-ring abduction (angle between pinky and ring finger) 
16 Palm arch (causes pinky to rotate across palm) 
17 Wrist pitch (flexion/extension) 
18 Wrist yaw (abduction/adduction) 

MCP = metacarpal phalangeal joint (inter joint), PIP = proximal interphalangeal joint (middle joint), 
IP = interphalangeal joint, and TMJ = trapeziometacarpal joint 
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each hand for 7 seconds, dropping arms to 
subjects sides and hold for 7 seconds, and 
form and hold "C" posture with hands for 
7 seconds. Each posture task was repeated 
three times. Still photos of body posture 
were taken during the performance and 
posture tasks (Figures 1-4). Following the 
performance tasks, each subject completed 
a questionnaire about equipment, playing 
history, practice routines, health practices, 
and hand usage during computer and 
sports activities. 

Data Acquisition 

Hand and body measurements were re¬ 
corded for each subject and the author 
calibrated each glove according to the 
"Calibration Guide for CyberGloves®" by 
Huenerfauth and Lu.8 Separate right and 
left hand calibration files were saved on 
a password protected CUbiC laboratory 
computer using subject codes. A MATLAB 
program developed by Michael J. Astraus- 
kas was used to record both gloves simulta- 

Figure 1. Figure 2. 
Right and Left Natural Hand 

Hand CyberGloves® Posture 

neously with a built in metronome at sixty 
beats per minute (one click per second) 
synchronized with the time stamp of both 
CyberGloves® (sampling rate at 100 frames 
per second). 

Next, each subject performed the scale 
and posture tasks three times. Still photos 
of body posture (omitting the face) were 
taken using a digital camera during perfor¬ 
mance and posture tasks. 

Data Analysis 

Participants' gross variations in body pos¬ 
ture were evaluated using the still pho¬ 
tographs taken during the performance 
task. Subject back posture was described 
as straight, in-between, or slouched. Neck 
posture was described by chin position: 
elevated, level, or tilted down. Elbow pos¬ 
ture was evaluated for presence of marked 
abduction (away from body), in-between, 
or marked adduction (close to body). 
Shoulder posture descriptors were back, in- 
between, or slouched. Finger posture was 
described as curved, neutral, or flat. Finally, 
the angle of the instrument was described 
by proximity to the trunk: close to body, 
in-between, or away from body. Subject 
measurements, body posture analysis and 
questionnaire data were coded and entered 
into a MS Excel file for direct comparison 
among subjects. 

The CyberGloves"8 calibration text files 
were converted to MS Excel files, so the 
MATLAB program developed by Astraus- 
kas could apply each subject's hand calibra¬ 
tion to the recorded task data. The calibra¬ 
tion is not automatically applied to the 
data when recording; the formula is Angle 
= Gain * (Digital_Value - Offset). Offset 
and gain values are set during calibration of 

the gloves. Offset is the difference between 
the minimum input of an analog input 
point and the actual minimum signal re¬ 
ceived from a field device. Gain is the ratio 
of the full-scale reading to the maximum 
input: (Gain * SensorValue) + Offset = An- 
gleOnScreen. Gain and Offset per sensor 
are specified in each subject's calibration 
file, and the Digital Value is the raw sensor 
reading recorded in MATLAB. Raw sensor 
data and adjusted (calibrated) senor data 
were converted to MS Excel files. 

After applying the calibration formula, 
three repetitions of the performance tasks 
were averaged to find a mean hand/finger 
posture for each pitch of the chromatic 
scale (E3 to E6).9 To determine whether 
finger position is the same or different 
when ascending and descending the chro¬ 
matic scale, each task was averaged and the 
difference was calculated. Subjects were di¬ 
vided into small and large hand categories 
based on hand measurements. Data from 
both groups were analyzed to find simi¬ 
larities and differences in finger posture. 
Results provided general characterizations 
about finger postures based on hand size. 
The right hand thumb length of each sub¬ 
ject, and the distance of the right hand 
thumb placed past the center of the clarinet 
thumb rest were recorded, allowing the re¬ 
searchers to calculate the percentage of the 
thumb placed past the center of the thumb 
rest. These thumb percentages were com¬ 
pared to right hand finger flexion of digits 
2-5 to determine any correlation. Averaged 
performance task data frames 400-425 
(E3) were compared to the three teaching 
postures to determine whether finger/hand 
posture clarinetists use during performance 
is similar. 
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Results 

Task: B4, Hand: Right, Direction: A 
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Results and Discussion 

Pedagogical Postures 

Figure 5 shows the right hand joint angles 
for B4, a note utilizing all of the fingers. 
The large hand group has more curved 
right hand ring and pinky postures than the 
small hand group, supporting the hypothe¬ 
sis (sensors 11 and 14: ring and pinky PIP). 
The small hand group has to reach further 
to contact the pinky keys than the large 
hand group. The small hand group had 

an increased spacing between the ring and 
pinky fingers - pinky abduction (sensors 13: 
pinky MCP and 15: pinky-ring abduction). 

Figure 6 plots the difference between 
the left hand postures of the three teaching 
models: forming the letter "C" shown in 
blue, hanging the hands down at the sides 
(natural) shown in pink, and the tennis ball 
shown in yellow against the low E hand pos¬ 
ture of all of the subjects. Low E was chosen 
because it is a note engaging all of the fin¬ 
gers of both hands. All of these postures are 

close to performance except for two sensors. 
Sensor 9 is the largest difference, followed by 
sensor 3. Sensor 9 is the spacing between the 
index and middle fingers, or index middle 
abduction. When forming "C's" with your 
hands, there is very little space between the 
index and middle fingers. When hanging 
the hands at your sides, there is slightly more 
space between those fingers. However, when 
holding a tennis ball, this space is greatly in¬ 
creased and is more similar to playing clari¬ 
net. When holding a clarinet, there is a pad 
between the left index and middle fingers, 
and we need to accommodate for this space 
when we teach clarinet hand posture. Sen¬ 
sor 3 is the outer thumb joint, for which 
the tennis ball model varies the most. When 
holding a tennis ball, the thumb curves 
around the ball, but when playing the clari¬ 
net, the thumbs are slightly extended. While 
it is not perfect, the tennis ball is the closest 
numerically to actual performance. 

Looking at the right hand in Figure 
7, all of these postures are close to per¬ 
formance except the same two sensors. 
Remember, these are the spacing between 
the index and middle fingers and the 
thumb outer joint. Once again, the ten¬ 
nis ball is the closest numerically to actual 
performance. 

Interestingly, the results are similar 
among both small and large hand groups; 
the spacing between the index and middle 
fingers and the thumb outer joint is always 
different from actual performance. Also, 
the rest of the sensors differed by less than 
one degree from the performance posture 
among all subjects. All teaching postures 
are very similar to actual clarinet perfor¬ 
mance (compared to E3). Most sensors 
differed by less than one degree except the 
spacing between the index and middle fin¬ 
ger (sensor 9). While the tennis ball model 
diverged the least from the playing posture, 
this data suggests a modification of all three 
models is in order, especially the space be¬ 
tween the index and middle finger and the 
thumb outer joint posture. 

In hand biomechanics and kinesiology, 
the functional position of the hand, seen in 
Figure 8, is the most biomechanically ef¬ 
ficient hand posture.10 In this position, the 
wrist is slightly extended and the fingers 
are slightly flexed at all their joints, with 
the metacarpophalangeal joints moder¬ 
ately flexed and the interphalangeal joints 
slightly flexed (See Figure 9 for joint labels 
and Table 2 for joint measurements). From 
the functional position, it is possible to 

Left Hand Teaching Model Comparison 
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Right Hand Teaching Model Comparison 

Overall Average: Right Hand 
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Figure 8. From the functionalposition, it is 
possible to grasp an object with minimal effort. 

Figure 7. Ih f difference between the right handposture of the three teaching models and the 
posture for E3. 

grasp an object with minimal effort. This 
hand position looks very similar to clarinet 
hand posture. Essentially, the pedagogical 
models are trying to replicate the func¬ 
tional position of the hand. 

Right Thumb Placement 

Figure 10 shows the percentage of thumb 
positioned past the center of the thumb rest. 
Each color represents a subject in the study. 
Subjects 5 and 6 (small group) placed more 
than 50% of the right thumb past the center 
of the clarinet thumb rest. Subject 2 (also 

TABLE 2: 

FUNCTIONAL POSITION 

OF THE HAND 

• Wrist: 
— extended 20 degrees 
— ulnarly deviated 10 degrees 

• Digits 2 through 5: 
— MCP joints flexed 45 degrees 
— PIP joints flexed 30-45 degrees 
— DIP joints flexed 10-20 degrees 

• Thumb: 
— first CMC joint partially abducted 
— opposed MCP joint flexed 10 

degrees 
— IP joint flexed 5 degrees 

• Joint angle ranges over these guidelines 
are excessive and result in wasted 
muscle and ligament effort 

small group) placed only 44% of the right 
thumb past the center of the clarinet rest; 
however, this subject was the largest hand 
of the small group. The large group (sub¬ 
jects 1, 3, and 4) placed less than 50% of 
the right thumb past the center of the rest. 
Remember, we are looking at these percent¬ 
ages to see how the thumb affects the rest 
of the hand. Figure 11 displays a correlation 
of right thumb percentage past the thumb 
rest to right hand finger flexion. A positive 
correlation means as the thumb percentage 
increases, the curvature (flexion) increases, 

-Distal 
] interphalangeal 
MDIP) 

-Proximal 
Interphalangeal 
(PIP) 

Figure 9. Joints of the Hand 

and vice versa. A negative correlation means 
as thumb percentage decreases, curvature 
(flexion) increases, and vice versa. Sensor 6 

Right Thumb Placement 

* * - * * * ^ 
ssi 
■ S2 
a S3 
□ S4 
■ S5 
QS6 

Percentage of right thumb past center of rest 
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Thumb Position/Flexion Correlation 
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Figure 11. Pearson Correlation Coefficient (r) of right thumb percentage past the clarinet thumb 
rest to right hand curvature (flexion) 

shows a strong positive correlation; subjects 
with more thumb past the center clarinet 
rest also have more curved index fingers at 
the second joint. Similarly, sensors 9 and 
15 show positive correlations; subjects with 
more thumb past the center clarinet rest also 
have increased spacing between the index 
and middle fingers and the ring and pinky 
fingers. Sensors 3, 5, 7, and 12 have nega¬ 
tive correlations; subjects with less thumb 
past the center clarinet rest have flatter outer 
thumb joints and the knuckles meeting at 
the palm of the hand also flatten out. In 
summary, these correlations suggest that as 
the thumb percentage past the center of the 
clarinet rest decreases, the hand flattens out 
at the metacarpals, and as thumb percentage 
past the clarinet rest increases, the index fin¬ 
ger is more curved and the pinky stretches 
farther to reach the pinky keys. 

Questionnaire Data 

Warm up/technique playing time ranged 
from 30 to 105 minutes a day. Repertoire 
varied from 60 to 270 minutes per day. 
Teaching and performance playing time 
was not consistent across subjects. Some 
subjects had large private teaching studios, 
while other subjects were strictly perform¬ 
ers. Daily playing time averages ranged 
from 198 to 446 minutes per day. Sub¬ 
ject 3 (large hand group) had the longest 
daily warm up/technique time (105 min) 
and experienced no pain nor had any well- 
ness/coping strategies. Subject 3 also had 

the lowest angle measurements for left 
hand ring and pinky MCP (see Figure 9), 
meaning these fingers were kept closer to 
the instrument than other subjects. Sub¬ 
ject 6 (small hand group) played an aver¬ 
age of 446 minutes per day (the most), 
experienced arm numbness, and had the 
highest right hand ring-pinky abduction. 
Subject 4 (large hand group) had the high¬ 
est reported pain among all subjects in 
both hands, wrists, and forearms and was 
the only subject with both wrists fully ex¬ 
tended and elbows away from the body. 

Conclusion 

All teaching models were close to actual 
performance except for the spacing be¬ 
tween the index and middle fingers. Over¬ 
all, the tennis ball was closest numerically 
to performance. Essentially, the pedagogi¬ 
cal models are trying to replicate the func¬ 
tional position of the hand, which is the 
most biomechanically efficient hand pos¬ 
ture. The large hand group generally had 
overall curved finger postures, while the 
small hand group had flat ring and pinky 
fingers. The small hand group had higher 
ring-pinky abduction values, meaning they 
had to reach further for the pinky keys. 
Right hand thumb position also influenced 
the spacing between the ring and pinky fin¬ 
gers and the curvature of the index finger 
in the right hand. Higher percentages of 
thumb placed past the center of the thumb 

rest resulted in increased spacing between 
the ring and pinky fingers and increased 
index finger curvature across all subjects. 
Therefore, thumb placement is important 
for finding a hand posture allowing easy ac¬ 
cess to the pinky keys while maintaining a 
slightly curved posture for all of the fingers. 
The ability to access the pinky keys effec¬ 
tively and efficiently while maintaining a 
curved finger posture should govern thumb 
placement for all hand sizes. We need to 
pay closer attention to the relationship of 
the thumb and the fingers instead of "fix¬ 
ing" just one factor of hand posture. 

In future research, finger posture at 
faster tempi should be studied using the 
CyberGlove®, considering its high tempo¬ 
ral resolution. Different tasks should be 
investigated, including non-adjacent fin¬ 
ger motion tasks such as arpeggios, thirds, 
other intervals or even excerpts from our 
literature. Studying amateur finger pos¬ 
tures compared to professional finger pos¬ 
tures may provide useful teaching informa¬ 
tion. The CyberGlove® could also be used 
to study finger postures used with other 
instruments. For questions or comments, 
please email me at gardnerclarinetstudio(2) 
gmail.com. 
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by Masumi Ogura 

In 2010, one year after the civil war 
ended in Sri Lanka, while I was travel¬ 
ing there, someone asked me to visit a 

school just to talk with the young students. 
It was fun to talk to them, and a teacher 
invited me to see their music room. It did 
not look like a music room at all as there 
were no musical instruments, no music and 
no music stands! 

There was nothing but two broken clari¬ 
nets and some reeds donated by an Austra¬ 
lian army band many years before and all 
of them were in very bad shape. However, 
the students loved to play those nearly un¬ 
playable clarinets. As a clarinet player, I was 
very happy to see their love for the clarinet 
and for music. Their passion to play the 
clarinet made me decide that it was my 
mission to support them. 

Two months later I visited again and 
brought five used Yamaha B-flat clarinets, 
some new reeds and mouthpieces. Five 
students were eagerly awaiting my visit so 
they could finally play a real clarinet! As we 
worked they improved much faster than I 
expected and always showed me their joy of 
playing the clarinet. Since that time, I have 
visited there five times a year and stayed for 
about two weeks each time. 

Several months after they began their 
study with me, they told me they wanted to 
participate in the music competition which 
is sponsored by Sri Lanka and the U.K. co¬ 
operative organization. The competitors are 
mostly from bigger cities in Sri Lanka, such 
as Colombo, and it is very difficult for stu¬ 
dents who live in the war-ravaged area to at¬ 
tend. I thought a great deal about whether 
or not to send them to the competition. 
They did not have music to play or even a 
music stand! It is also very difficult to man¬ 
age the entry fees, traveling expenses to the 
capitol — there were many problems! In my 
students' area there are many children who 
can't eat three times a day, can't buy shoes 
and live in a house without electricity, gas 
or running water. I asked them why they 
wanted to participate in the competition, 
and they told me they wanted to show how 
much they love the clarinet and music. I 
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was so impressed with their answer that I 
decided to train them for the competition. 
We had only seven months to prepare and 
much hard work ahead of us. They pre¬ 
pared a beautiful Tchaikovsky piece (Chan¬ 
son triste) arranged for five B-flat clarinets. 

Thanks to their dedication and hard 
work, they were declared "The All Island 
Winner of 2011." This was really a miracle! 

The following year I brought an alto clar¬ 
inet and a bass clarinet from Japan. Finally, 
they could play a real "clarinet quintet." 
Also, for the 2012 competition, they wanted 
to play the national anthem of Sri Lanka, 
Sri Lanka Matha. I was curious and asked 
them why they wanted to do this. They told 
me that the government had decided that all 
Sri Lankans must sing the national anthem 
in the Sinhala language. My students, who 
speak the Tamil language, said, "We want to 
show our love of our national anthem with 
a clarinet performance of it." Faced with 
their pure love for their national anthem, I 
asked a Japanese composer friend to arrange 
it for clarinet quintet, including alto and 
bass clarinet. He did a wonderful job. Once 
my students received the sheet music they 
couldn't stop practicing. 

Once again, in 2012, my students were 
declared "The Ail Island Winner!" The day 
following the competition they played Sri 
Lanka Matha at the prize-giving concert. 
My students were the only Tamil in the 
concert hall. As soon as they started to play, 
the audience, who were Sinhala, started to 
sing along in the Sinhala language. The 
performance lasted three minutes and 45 
seconds. For the first time, the Sinhala 
and Tamil people were united peacefully, 
through music. 

It has been such a tragedy to have civil 
war for almost 30 years, but this three min¬ 
utes and 45 seconds seemed to clear away 
everything. It is very difficult to forgive and 
heal the pain, but everyone there felt the 
healing power of music. 
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Masumi Ogura was born in Tokyo, Ja¬ 
pan, and earned a master's degree of fine 
arts and music at the Tokyo University of 
Fine Arts and Music. She also studied with 
Robert Marcellus for two years in the U.S. 
and now plays and teaches in Japan and fre¬ 
quently visits Sri Lanka to teach. 
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by Thomas T. Cardoza 

I was just a kid growing up in New York 
who loved playing baseball, but my real 
passion was listening to Benny Good¬ 

man's music. He was my idol. I had scores 
of his records, including his 1938 Carnegie 
Hall concert recordings which I played for 
hours every day after school, much to the 
dismay of my parents. However, to my 
mind, studying classical clarinet with my 
little Russian professor was hardly the usual 
passage into the world of jazz, but little did 
I know then. I studied for several years, un¬ 
enthusiastically, until one day my teacher 
offered to arrange for me to study with his 
teacher — Simeon Bellison. Who? Sure. 
I had never heard of him, but why not? 
Besides, I was sick of the Volga Boat Song 
and would welcome a change. My parents 
agreed and so I was off. Perhaps this would 
expedite my passage into the world of jazz. 

I remember my new adventure took me 
on a panicky two-hour journey to Simeon 
Bellison's residence in the Bronx, directly 
across the street from the Yankee Stadium 
on Jerome Avenue. By this time I had 
been made aware that my new instructor 
was one of the foremost clarinetists in the 
country, if not the world. I was petrified. 
Arriving at his brownstone I could hear 
the roar of the fans across the street in the 
stadium, and I wished I could have been 
playing ball instead of the clarinet. Up the 
steps I went with my little black case and 
sheet music, then took a deep breath and 
rang the bell. It seemed like an eternity 
before Mrs. Bellison, short and plump, 
appeared. She greeted me very cordially 
and ushered me into an old-world Victo¬ 
rian parlor filled with antiques and large, 
heavy tapestries. It was a little dark and, as 
I recall, maybe a little spooky. But she was 
very consoling and attempted to put me at 
ease. She offered me a seat on the divan and 
then walked to the other end of the room 
where a large tapestry hung; she turned, 
stood there for a moment, when suddenly 
the curtain flew open as she announced, 

"Mr. Simeon Bellison." Whoa! What the... 
What was this — "showtime?" What was 
this all about? I didn't know what to expect 
next. There stood a short, very dignified 
man with round spectacles and looking 
rather stern. Then he stepped forward, in¬ 
troduced himself and, with a slight smile, 
shook my sweaty hand. What an intro. 

I was still shaking when he began my 
lesson. I could see he was all business and 
very formal. The first piece he brought 
out was — oh no — the Volga Boat Song! I 
couldn't believe it. What was it with these 
Russian guys? 

As I look back on my lessons, much of 
the time was spent on embouchure forma¬ 
tion and intonation, and I feel extremely 
fortunate to have been exposed to his ex¬ 
pertise in this area. However, classical mu¬ 
sic was not my first love, and as time went 
on I became more and more disenchanted 
with my progress, or lack thereof. I was a 
jazz enthusiast and too young to realize the 
benefit of having a strong classical founda¬ 
tion, regardless of whatever type of music 
one pursued. 

I continued my lessons for some time 
until I finally took the initiative to confront 
him with my dilemma. Terrified of what his 
reaction might be, I sheepishly confessed at 
the end of a session that I was a jazz lover 
and that my idol was Benny Goodman. I 
held my breath awaiting his response, but 
then he suddenly and unexpectedly let his 
hair down and for the first time engaged 
in some nonmusical conversation. "Benny 
Goodman," he said. "He's my pupil." 
What? I stood transfixed. I couldn't imagine 
Benny studying classical music. He went 
on to tell me that Goodman had extensive 
classical training early on and that he was 
now preparing for a concert with the New 
York Symphony. I had no idea. Then came 
the real shocker. He looked at me through 
those round spectacles and, totally out of 
character, confided, "Between you and me, 
he'll never make it." Whoa! What? How can 

that be? I thought. He's already made it; he's 
the greatest jazz clarinetist in the country. 
Why I bet he could even do wonders with 
the Volga Boat Song — "Up the Volga River 
by the old mill stream, that hazy, lazy river" 
- well, maybe not. Today I understand what 
Mr. Bellison was really saying and why, but 
at the time I was in disbelief. 

When the lesson was over, I surrendered 
my five dollars to Mrs. Bellison, and she 
presented me, as she always did, with a large 
golden apple for my trip home. However, 
on this day I didn't leave but sat on the steps 
of the brownstone eating my apple and 
waited. Maybe, just maybe Benny might 
show up for his lesson. Stranger things have 
happened and this might be my day. No 
such luck, but I waited each week in vain. 
But what a serendipitous moment! There 
I was — sitting on the steps of the home 
of the "King of the Clarinet," across the 
street from the home of the "King of Swat," 
awaiting a cameo appearance of the "King 
of Swing." Wow! Soon thereafter, I began 
to realize that if Goodman couldn't make it, 
well, my chances didn't look so good. 

My musical aspirations soon waned 
and I stopped playing when I went away 
to school. But I have to say that I rue the 
day that I gave up the once-in-a-lifetime 
opportunity to continue studying with the 
finest artist of his day. 

About the Writer. .. 

Thomas T. Cardoza left New York to at¬ 
tend school at Ohio Wesleyan University, 
Temple University Dental School and com¬ 
pleted a residency in Periodontics at New 
Jersey Medical Center. After two years in 
the Air Force, he entered practice in John¬ 
son City and Ithaca, New York, retiring in 
2002. It was then that he resumed playing 
the clarinet. He and his wife have four chil¬ 
dren, and they currently live in Lake Wylie, 
South Carolina, where they enjoy playing 
tennis and golf. 
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A 

onversation 

Pttaitn with 

by Elizabeth Crawford 

Walter Seyfarth 

Walter Seyfarth is a native of Diis- 
seldorf, Germany. Prior to join¬ 
ing the Berlin Philharmonic in 

1985 as E-flat clarinetist he was a member 
of the Saarbriicken Radio Orchestra. In 
1988, he founded the Berlin Philharmonic 
Wind Quintet with his colleagues Michael 
Hasel (flute), Andreas Wittmann (oboe), 
Fergus McWilliam (horn) and Henning 
Trog (bassoon). This ensemble performed 
together for more than 21 years until Trog 
retired in 2007 and was replaced by Mar¬ 
ion Reinhard. 2013 marks the 25th anni¬ 
versary of the quintet. 

Instituted during the von Karajan era, 
the quintet was the first permanently estab¬ 
lished ensemble of its kind in the orches¬ 
tra's 100-year history. While committed 
to the wind quintet repertoire, in recent 
years they have increased their visibility 
through collaborations with pianists Ste¬ 
phen Hough, Jon Nakamatsu, Lars Vogt 
and Lilya Zilberstein. 

On April 23, 2013, I had the oppor¬ 
tunity to hear the Berlin Philharmonic 
Quintet when they performed at Ball State 
University as part of the Arts Alive Con¬ 
cert Series. Their program included a lovely 
arrangement of Mozart organ fantasies by 
flautist Michael Hasel, followed by the 
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hauntingly beautiful and intense quintet of 
Czech composer Pavel Haas, who was in¬ 
terred in the Nazi ghetto, Thieresenstadt, 
before deportation to Auschwitz. The sec¬ 
ond half of the program was devoted to 
French music of the 20th century, with 
works by Ibert, Milhaud and Fran^aix. 
The quintet is breathtaking in its range of 
tonal colors, its rhythmic precision and in 
its ability to effectively communicate every 
detail of the music. It is no wonder that this 
ensemble has been said to have redefined 
the sound of the classical wind quintet. 

What follows is a transcript of the con¬ 
versation I had with Walter Seyfarth prior 
to the quintet's performance. 

***** 

EC: Your bio mentions that you were first in¬ 
troduced to the clarinet at age 12. Did you 
have any musical experiences prior to that? 

WS: No, it was amazing. Classical music was 
not something familiar to me before age 
12. My father sang in a church choir, so 
he had knowledge of music. I lived alone 
with my father in a tiny place called St. 
Georgen in the Black Forest. He was the 
first one who really practiced with me. I 
sounded terrible, so when he had time 
we went outside and we practiced. 
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EC: Outside? 
WS: Yes! I had to play outside when people 

were passing. He said, "Don't be shy 
now. You must play!" (laughter) 

EC: Who was your first teacher? 
WS: My first clarinet teacher was Hubert 

Hilser. (His brother Georg got in the 
Berlin Phil in the '70s as second trum¬ 
pet.) At that time, in 1965, he studied 
clarinet at the Musikhochschule Trossin- 
gen close to the place where I lived. I got 
to know him because the music teacher 
in my school one day played a record for 
us with only solo clarinet pieces. Later 
he asked who would like to learn this 
instrument. I was the only one who put 
his hand up. Hilser looked for begin¬ 
ner students and I decided for myself to 
take this chance. 

The clarinet teacher said, "I can give 
you a clarinet for 100 Marks." My fa¬ 
ther paid 10 Marks every month and I 
got this instrument with no case, just 
the instrument! It was an old A clarinet 
with not many keys. 

EC: What is he doing now? 
WS: He was later appointed to the Ba¬ 

varian State Opera as the bass clarinet 
player and is now retired. 

EC: Is your colleague still in the orchestra, the 
brother of your teacher? 

WS: My colleague, Georg Hilser, is still in 
the Berlin Phil as second trumpet player 
and will retire next year. 

EC: Was there anyone else in your class who 
wanted to learn clarinet? 

WS: No. I was the only one. 

EC: When did you realize you wanted to 
make the clarinet your career? Was there 
something in particular or did you know 
right then? 

WS: Oh, not right then. Two or three years 
later when I was 15 I said to my father, "I 
don't want to stay in this small town any 
more. I would like to go to the boarding 
school where I will have young people 
around me who want to be professional 
musicians. I want to study really hard." 
So at 15, I went to Mannheim to live in 
a boarding school (Bach Gymnasium) 
where music was an important part of 
the education. I sang in a good choir and 
had the chance to play chamber music 
for the first time. We had a small orches¬ 
tra and a choir, and we sang Bach canta¬ 
tas every week. So I had a bass voice and 



I started to sing solos in the choir. We 
had a wonderful community and these 
were my first steps in learning how to be 
a professional player. I had a teacher who 
was very strong, and I wasn't rhythmi¬ 
cally so good at that time (laughs). I had 
little fights with him, but he got to know 
me and I practiced not only clarinet play¬ 
ing but I practiced how to make reeds on 
my own from the whole cane. I had only 
the cane at that time, no machines, noth¬ 
ing, only stones and knives and files. So 
I was about 15 and I knew how to make 
my own reeds from the wood! 

EC: Do you make your own reeds now? 
WS: No. 

EC: I heard a rumor that you are using Le- 
gere reeds? 

WS: I have been playing on Legere reeds 
for three years, an incredible invention! 
It has changed my clarinet professional 
life a lot. 

EC: What is it you like about them? 
WS: When you get a good Legere reed, 

the left and right sides vibrate equally. 
I worked on the fabricated reeds, then 
on my own reeds, to make both sides 
flexible on the mouthpiece. Left and 
right were completely equal for my 
embouchure and it was possible to fix 
the sound on one focus point. The in¬ 
tonation, everything, works together 
with this vibration of the reed. And it 
is amazing! I am playing Legere on my 
E-flat as well. Forget about all the crit¬ 
ics who say you can't play on them. It 
has to do with your own imagination of 
sound. I don't think any more about the 
fact that it's not wood. 

EC: So you find the Legere reeds let you 
achieve the things you're looking for more 
easily than cane? 

WS: Yes, more easily. Sometimes I still use 
Vandoren reeds, but the quality of reeds 
has really gone down in the last few 
years, and there are so many bad reeds 
in the cases. The people working at Van¬ 
doren were very nice when I was in the 
south of France. They presented reeds to 
me, which was very nice, but I still really 
feel the quality has gone down recently 
And if you must play on a consistent 
level in orchestra, you must know that 
your reeds work well. Otherwise, you 
have a lot of problems with intonation 
and articulation. 

EC: These are German-cut reeds? 
WS: Yes, and they are the special work of 

Nick Kiickmeier. He lives in Austria and 
is an amazing and talented clarinet play¬ 
er. He is now a mouthpiece maker and 
works together with Guy Legere. I met 
Guy Legere in February 2013 during my 
quintet tour. He came to our concert in 
Sault Ste. Marie in Ontario, Canada, and 
brought me about 20 reeds from his new¬ 
est production. In Baden-Baden during 
our new Easter Festival he came again, 
this time to join me and other colleagues 
to work on bassoon and oboe reeds. 

I have been working together with 
Nick Kiickmeier (Google: play easy 
nick) for several years. He chooses reeds 
for me which he gets directly from Guy 
Nick also flies to Canada to work to¬ 
gether with Guy for the production of 
the synthetic material. Normally he tests 
the reeds with one good reed from me 
which has a special strength (around 3 
1/2). After keeping the material calm 
for about two months he tests the reeds 
again and sends me a selection which I 
can play either on the normal A/B-flat 
clarinet or the harder material for my E- 
flat and D-clarinet. I keep the reeds in an 
ordinary plastic box but never let them 
get too warm. When the temperature 
goes up I keep them in my refrigerator! 

EC: Under Herbert von Karajan the Berlin 
Philharmonic instituted the Orchester- 
Akademie where you worked with Karl 
Leister. What sort of things did you work 
on with Leister? 

WS: I heard his playing and unique sound 
for the first time on his recording of 
the Brahms Quintet with the Amadeus 
Quartet when I was 15, and it was my 
dream to work with him. I was 19 years 
old when Karl Leister became my teach¬ 
er. I went to Berlin, and we worked on 
some fundamentals. We worked on the 
Stamitz Concerto, and we worked for 
the leggiero staccato. He was very good 
at this soft, very light staccato playing. 
He was such a gifted man who is still 
playing at 75, most recently in Berlin. 

Von Karajan was amazing at this 
time. It was like a revolution. He had this 
idea that first-desk players of the orches¬ 
tra would have pupils. They would teach 
the students and they would be part of 
the orchestra when they had a scholar¬ 
ship. That was his idea in the beginning. 
When I got this fantastic scholarship in 
1973 I was one of the first in this Akad- 

emie. The orchestra didn't like to see 
young players who didn't go through a 
normal audition to be part of the orches¬ 
tra. They didn't accept it. Many of them 
at that time had played with Wilhelm 
Furtwangler, and this generation was 
quite closed and was against the Akad- 
emie. But sometimes I had the chance 
to play with Karl as a student in the or¬ 
chestra and this was very nice - and later 
as a colleague. The Akademie is now so 
important for us. It's a private institution 
and we get money from sponsors. About 
33 people from the Akademie are mem¬ 
bers of the orchestra now. This was a fan¬ 
tastic idea to bring the character of the 
orchestra sound and the music making 
to the young generation when they stud¬ 
ied with us. Sometimes they go to an¬ 
other orchestra and then they audition 
again for us, or sometimes they can get 
a job directly after they finish studying if 
there is an opening and they win. With 
Karl, of course we did the 18th-century 
pieces for light staccato and a lot of or¬ 
chestra excerpts. And, Karl played E-flat 
clarinet in the orchestra. I was so fasci¬ 
nated that I asked him for lessons on E- 
flat clarinet. He was fantastic! The first 
time I heard Daphnis and Chloe with 
Seiji Ozawa, it was Karl Leister playing 
E-flat. It was amazing! 

EC: Did you find working with him at the 
Akademie made for an easier transition 
into the Berlin Philharmonic? 

WS: It helps when you are already a stu¬ 
dent and you pass through this audi¬ 
tion to be a part of the Akademie, and 
later when you want to audition for an 
opening, you are automatically invited. 
In Germany, we all have to apply. Not 
everyone is invited. 

EC: What sort of things do you cover with 
your students? 

WS: I work with the specific difficulties of 
each student, mostly articulation and 
musical phrasing. This is for me, very 
important. 

EC: I would think singing in the choir when 
you were very young helped a lot with your 
phrasing. 

WS: Yes, and it is good what you're saying. 
Sometimes I ask my students to sing the 
phrase. I tell them, "You would never 
sing what you are playing. Sing it, then 
play" It's an incredible result. 
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EC: Now let's talk a little bit about the Berlin 
Philharmonic Wind Quintet. You were 
instrumental in founding the Quintet in 
1988. What was behind your motivation? 

WS: Our first concerts were on June 5 & 6, 
1988. I organized them in an old Cafe 
in West Berlin on the Kurfiirstenstrasse. 
It's called "Cafe Einstein." (In 1920 it 
was the Porten Villa.) It is a must for 
any visitor to Berlin! Great atmosphere, 
Vienna style! It has a wonderful big hall 
where there used to be classical concerts. 
The owner asked me to arrange for two 
concerts with colleagues of mine from 
the Berlin Philharmonic. 

He said, "We'd like to listen to you 
twice, the same program, the 5th and 6th 

of June." I asked four members of my 
orchestra whom I liked personally and 
I also liked their musicianship. And 
that's how it started. We played the two 
concerts, and after, we said, "Let's stay 
together." 

At that time we couldn't expect any 
salary. After the decision was made to 
stay together as a quintet, our first of¬ 
ficial concert took place in the Otto- 
Braun Hall right next to the Philhar- 
monie. This hall was constructed by 
the same architect as the Philharmonic, 
Hans Scharoun. We found an agency in 
Berlin that said they could do a concert 
for us but we had to pay everything, the 
rent, advertisement, everything, and we 
only got back the income of the sold 
tickets! So at first, we really had to put 
money on the table, but then it came 
out very well. Next, we got a concert in 
our regular chamber music series of the 
orchestra, and then step by step we grew. 

EC: Did you have a greater purpose for the 
group after these concerts or was it that 
you just enjoyed making music together 
and wanted to continue? 

WS: Yes, I wanted to focus very hard on 
one chamber music ensemble. I didn't 
just want to do things occasionally, just 
for a gig. I wanted to concentrate on 
repertoire and to record and to build 
up something for the future. I wanted 
to work together even if there was no 
concert, as a group. 

EC: To what do you attribute the quintet's 
success and longevity? 

WS: One gift we have is to be in a big family 
— the Berlin Philharmonic gives us won¬ 
derful support of musical adventures. We 
work with such good conductors and 
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soloists and we hear such fine players 
around us. On the other hand, you are 
a part of the big group, but you want to 
do something more, something soloistic. 
You are always hungry for this, and as a 
member of the Berlin Philharmonic you 
have the chance to do both. We are al¬ 
lowed to do chamber music, and it's a big 
present that we have. Some orchestras are 
so packed up with work and they can't do 
anything else or they are not allowed to 
go away. That is something which is very 
supported by our own management. 

EC: How do you select programs? 
WS: Well, our flute player, Michael Hasel, 

is a little bit of the artistic director. He 
also likes to conduct, and he is a very in¬ 
telligent person who knows a lot of rep¬ 
ertoire. From the beginning we decided 
to play mostly only original works. He 
arranged the Mozart fantasies that we 
are playing tonight. 

EC: Do you perform transcriptions? Are there 
any you find are acceptable? 

WS: We like the [Mordechai] Rechtman 
arrangement of the Beethoven Octet 
[Op. 4] for woodwind quintet. Also, we 
just played a fantastic arrangement of 
the Schubert Winterreise, by a Canadian 
oboist [Normand Forget] for quintet, 
tenor and accordion. It was such a treat 
to do this. You must listen to the record¬ 
ing! It's such an incredible piece. I had 
to also play bass clarinet, the flute plays 
alto, the oboe plays only oboe d'amore, 
and the horn plays only the natural 
horn. It's unbelievable. We had a chance 
to do this in Berlin in our chamber mu¬ 
sic hall on a Sunday afternoon with the 
same singer [Christoph Pregardien] and 
the same accordion player [Josef Petric]. 
We started the performance at 5:00 
with the quintet version. Then there was 
an interview with Alfred Brendel about 
Schubert, followed by the original ver¬ 
sion with soprano [Christine Schafer] 
and piano [Eric Schneider], The hall 
was completely packed (1100 people), 
and we performed in the round, as does 
the Berlin Philharmonic. 

EC: It sounds absolutely fascinating! How did 
you come up with tonight's program? Does 
it have a theme? 

WS: Yes, a little. The Pavel Haas is so de¬ 
manding, so intense. We wanted to put 
the lightness of the Mozart before this big 
expression of the Haas and then balance 
it with the lighter French second half. 
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EC: Do you have any upcoming recording 
projects, or other projects? 

WS: We have recorded quite a lot with the 
quintet. Our next project will be the 
Aho Quintet. Aho is a Finnish com¬ 
poser. We are performing this fantas¬ 
tic piece on tour and it is incredibly 
hard. We've worked on it quite a lot — 
months. We will record this piece at the 
end of the year. 

EC: The Berlin Philharmonic Quintet has 
been called "the best ensemble of its kind. "It 
is said there is a "oneness " to your ensemble 
playing. How has the group achieved this? 

WS: Recordings are so important to build 
up an ensemble. Without them you 
never feel what you really can do. You 
learn so much first from the concerts, 
then after you record the piece you feel 
so much freer to perform it. 

EC: Do you have any suggestions for aspiring 
chamber musicians on how to achieve such 
unity as you and the other members of the 
quintet have achieved? 

WS: You have to find the right musicians 
who are able to work together. As art¬ 
ists and human beings the group has to 
be fed together! They have to find their 
individual power and flexibility and the 
way to work together to be able to criti¬ 
cize each other in a constructive way. The 
best situation is like our example when 
you all are playing in an organization like 
an orchestra. With this experience you 
already have one language of connection. 

EC: Is there anything else you would like to 
share? 

WS: I am still in contact with Karl Leister. 
He comes quite often to the orchestra 
concerts. It is so nice in my time to still 
have contact with my former teacher 
and colleague. 

EC: We are so excited you are here and ev¬ 
eryone is looking forward to your perfor¬ 
mance. Thank you very muchI 

A Discography of the 

Berlin Philharmonic 

Wind Quintet 
The Seasons (BIS-2072) (May 2013). Ib- 

ert, Trois pieces breves for wind quintet 
(1930); Tomasi, Printemps for wind 
quintet and saxophone (1963), Man¬ 
fred Preis, alto saxophone; Milhaud, 



La Cheminee du roi Rene for wind 
quintet (1939); Kcechlin, Septuor pour 
instruments a vent (1937), Gerhard 
Stempnik, cor anglais, Manfred Preis, 
alto saxophone; Fran^aix, Quintette no. 
1 (1948); Bozza, Scherzo pour quintette 
a vent (1944); Barber, Summer Mu¬ 
sic, Op. 31 (1956); Carter, Woodwind 
Quintet (1948); Machala, American 
Folk Suite (1980); Medaglia, Suite 'Belle 
Epoque en Sud-America (1994-97); Vil- 
la-Lobos, Quintette en forme de Chows 
(1928), Nigel Shore, cor anglais; Meda¬ 
glia, Suite popular brasileira (1991-93), 
'Det is die Brasilianer Lufi\ Hindemith, 
Kleine Kammermusic, Op. 24 No. 2 
(1922); Henze, Quintett (1952); Henze, 
L'autunno (1977); Hindemith, Septett 
fiir Blasinstrumente (1948), Manfred 
Preis, bass clarinet, Thomas Clamore, 
trumpet; Dean, Winter Songs for tenor 
and wind quintet, Daniel Norman, ten¬ 
or; Tiiiir, Architectonics I for wind quin¬ 
tet (1984); Vasks, Music for a deceased 
friend for wind quintet (1982); Part, 
Quintettino, Op. 13 (1964); Nielsen, 
Quintet, Op. 43 (1922) 

1948—2001: A Ligeti Odyssey (BIS- 
1503) (November 2012). Six Bagatelles 
for wind quintet (1953); Ten Pieces for 
wind quintet (1968) 

Mladf (BIS-CD-1802) (August 2011). 
Reicha, Quintet in E-flat Major, Op. 
88 No. 2; Martinu, Sextet for piano 
and winds, H 174, Hendrik Heilmann, 
piano; Reicha, Three Pieces for cor an¬ 
glais and wind quartet; Janacek, Mladi, 
JW7/10, Manfred Preis, bass clarinet 

The Complete Choros & Bachianas 
Brasileiras (BIS CD-1830/32) (No¬ 
vember 2009). Villa-Lobos, Quinteto en 
forme de Choros (1928) 

Danses et Divertissements (BIS—SACD— 
1532) (May 2009). Taffanel, Quintette 
en sol mineur pour instruments a vent, 
Poulenc, Sextuor pour Piano et quintette 
a vent, Stephen Hough, piano; Jolivet, 
Serenade pour quintette a vent avec haut- 
bois principal, Tomasi, Cinq Danses Pro¬ 
fanes et Sacrees pour quintette a vent 

Mozart and Beethoven: Quintets for Pia¬ 
no and Winds (BIS-CD-1552) (Febru¬ 
ary 2007). Stephen Hough, piano, Mo¬ 
zart, Quintet in E-flat Major, KV 452; 
Mozart, Adagio in C Minor and Ron¬ 
deau in C Major, KV 617; Beethoven, 
Quintet in E-flat Major, Op. 16 

Franz Danzi - Complete (BIS-1581/82) 
(September 2006) 

Part — Spiegel im Spiegel (BIS-CD-1434) 
(April 2005). Quintettino, Op. 13 (1964) 

Winter Songs (BIS-CD-1332 (October 
2003) (Four Seasons Cycle). Dean, Win¬ 
ter Songs for tenor and wind quintet 
(1994/2000), Daniel Norman, tenor; 
Tiiiir, Architectonics I for wind quin¬ 
tet (1984); Vasks, Music for a deceased 
friend for wind quintet (1982); Part, 
Quintettino, Op. 13 (1964); Nielsen, 
Quintet, Op. 43 (1922) 

IPPNW Live (IPPNW CD 42) (2003). 
Benefit Performances for International 
Physicians for the Prevention of Nucle¬ 
ar War. Haas, Quintet, Op. 10 (1929); 
Emil Frantisek Burian, Im Fruhling, 
Op. 14 (1933); Berio, Opus number 
zoo (1951/1970) (Text spoken in Ger¬ 
man); Ligeti, 10 Pieces for Wind Quintet 
(1968); Frangaix, Quintet No. 2 (1987) 

Mozart - Music for Piano and Wind 
Quintet (BIS CD-I 132) (September 
2000). Quintet in E-flat Major, KV 452, 
Stephen Hough, piano; Adagio and Al¬ 
legro in F Minor, KV 594 for a clock¬ 
work organ; Adagio in B-flat Major, KV 
411; Piece for Musical Clock in F Minor, 
KV 608; Adagio in D Major, KV 580a; 
Andante for a Small Organ Cylinder in F 
Major, KV 616; Adagio and Rondeau in 
C Minor/C Major, KV 617 

Summer Music (BIS-CD-952) (August 
1998) {Four Seasons Cycle). Barber, Sum¬ 
mer Music, Op. 31 (1956); Carter, Wood¬ 
wind Quintet (1948); Schuller, Suite 
(1957); Machala, American Folk Suite 
(1980); Medaglia, Suite 'Belle Epoque en 
Sud-America' (1994—97); Villa-Lobos, 
Quintette en forme de Choros (1928); Ni¬ 
gel Shore, cor anglais; Pitombeira, Aju- 
bete jepe amd mbae (1991); Medaglia, 
Suite popular brasileira (1991-93) 

L'Autunno (BIS-CD-752) (August 1996) 
(Four Seasons Cycle). Hindemith, Kle¬ 
ine Kammermusik, Op. 24 No. 2 
(1922); Henze, Quintett (1952); Henze, 
L'autunno (1977); Hindemith, Septett fur 
Blasinstrumente (1948); Manfred Preis, 
bass clarinet, Thomas Clamore, trumpet 

Franz Danzi — Wind Quintets Volume 
III (BIS-CD-592 (January 1996). Wind 
Quintet in A Major, Op. 68 No. 1; 
Wind Quintet in FMajor, Op. 68 No. 2; 
Wind Quintet in D Minor, Op. 68 No. 
3; Wind Quintet in D Major, Op. 54 for 
piano, flute, oboe, clarinet and bassoon, 
Love Derwinger, piano 

Hungarian Music for Wind Quintet (BIS- 
CD-662) (May 1994). Szervanszky, 
Wind Quintet No. 1 (1953); Ligeti, Six 

Bagatelles for wind quintet (1953); Kur- 
tag, Wind Quintet, Op. 2 (1959); Ligeti, 
10 Pieces for wind quintet (1968); Or- 
ban, Wind Quintet (1984/85) 

Romantic Music for Wind Quintet (BIS- 
CD-612) (March 1994). Pilss, Serenade 
for Wind Quintet, Zemlinsky, Humor- 
eske (Rondo). Schulstuck fiir Bldserquin- 
tett, Foerster, Quintet in D Major, Op. 
95; Reinecke, Sextet in B-flat Major, 
Op. 271, Manfred Klier, horn 

Franz Danzi - Wind Quintets Volume II 
(BIS-CD-552) (December 1992). Wind 
Quintet in B-flat Major, Op. 56 No. 1; 
Wind Quintet in G Minor, Op. 56 No. 
2; Wind Quintet in F Major, Op. 56 
No. 3; Quintet in D Minor, Op. 41 for 
piano, oboe, clarinet, horn and bassoon. 
Love Derwinger, piano 

Printemps (BIS-CD-536) (May 1992) 
CFour Seasons Cycle). Ibert, Trois pieces 
breves for wind quintet (1930); Tomasi, 
Printemps for wind quintet and saxo¬ 
phone (1963), Manfred Preis, alto saxo¬ 
phone; Milhaud, La Cheminee du roi 
Reneiox wind quintet (1939); Kcechlin, 
Septuor pour instruments a vent (1937), 
Gerhard Stempnik, cor anglais, Man¬ 
fred Preis, alto saxophone; Fran^aix, 
Quintette no. 1 (1948); Bozza, Scherzo 
pour quintette a vent (1944) 

Franz Danzi - Wind Quintets Volume I 
(BIS-CD-532) (January 1992). Wind 
Quintet in G Major, Op. 67 No. 1; 
Wind Quintet in E Minor, Op. 67 No. 
2; Wind Quintet in E-flat Major, Op. 67 
No. 3; Quintet in F Major, Op. 53 for 
piano, flute, oboe, clarinet and bassoon, 
Love Derwinger, piano 
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of music (clarinet) at Ball State University 
where she teaches Applied Clarinet, Peda¬ 
gogy & Literature and is a member of the 
Musical Arts Quintet. She holds perfor¬ 
mance degrees from Furman University, the 
University of Michigan and the Florida State 
University College of Music. Her primary 
teachers have included Robert Chesebro, 
Loren Kitt, Frank Kowalsky, John Mohler 
and James Pyne. She was both performer 
and project director of the MAQ's critically 
acclaimed CD, American Breeze (Albany 
Records TROY 1369), which was made 
possible by a grant from the National En¬ 
dowment for the Arts. She serves as Indiana 
Chair of the I.C.A., as well as coordinator of 
the I.C.A. High School Solo Competition. 
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Ok£ View of the Cz&ck Claritiefc Scwie 

by George Stojfan 

I 

CCT' s not a good piece of cane," I told 
Lukas. "It's a lousy reed." I was 

. testing some of my reeds when he 
arrived for his lesson, and then it occurred 
to me... "Do you know what I mean by 
'lousy,'?" I asked. "Yes, I do. I am in the jazz 
band. I learn all my American slang there!" 

Lukas Dittrich is a student at the Janacek 
Academy of Music in Brno, Czech Repub¬ 
lic (http://english.jamu.cz/). I received a 
Fulbright Award to serve as an artist-in-res- 
idence during my sabbatical from Oakland 
University. I lived in Brno between August 
2012 and January 2013. I taught weekly 
lessons for the semester, performed a solo 
recital, surveyed many Czech works for 

clarinet and learned much about aspects of 
pedagogy and performance unique to the 
Czech Republic. 

Although I had studied some of the 
clarinet works of Czech composer Zbynek 
Mateju, I had not been familiar with the 
Janacek Academy or Brno before I made 
my Fulbright application. Since I had been 
to Prague, Mr. Mateju advised me to ex¬ 
plore coming to Brno. Most significantly, 
he believed, the Janacek Academy had a 
strong performance program that had ex¬ 
hibited high musical standards. 

This intrigued me, and the result was a 
cultural experience reflected in my exchange 
with Lukas. My goal was to help these stu- 

Lukds Dittrich, one of the students, and me. 

dents become even better clarinetists and 
musicians, just as it is for me in my work 
at Oakland University. I sought to do so in 
ways that demonstrated respect for the per¬ 
formance traditions passed on to them by 
their former and current teachers. Our les¬ 
sons also provided us opportunities to learn 
more about one another's culture. By the 
end of the semester, I was better able to un¬ 
derstand some of the differences and many 
of the similarities of Czech clarinet play¬ 
ing, in comparison to my own background 
and experiences. I also knew more of the 
Czech language, their educational system 
and experience in it and about Czech and 
Moravian traditions. I hope they remem¬ 
bered what I was able to share about reeds, 
fingerings and musical phrasing. I do know 
that they also learned some more English, 
more about American clarinetists, aspects 
of study in the U.S. and some American 
traditions. This was a cultural exchange in 
the truest sense of the phrase. 

Even an historic overview would be 
beyond the compass of this article. Since 
many people asked me about going to 
Prague before I left, though, and how 
beautiful Bohemia must have been when 
I returned, I thought it might be helpful 
to share a few words about Brno. It is a 
two-and-a-half hour drive southeast from 
Prague and a part of Moravia. Brno is also 
two hours from Vienna, an hour from 
Bratislava, the capital of Slovakia, and four 
hours from Budapest. The first Slavic tribes 
settled there in the eighth and ninth centu¬ 
ries, when the region first became known as 
Greater Moravia. Brno was first established 
as a town in 1243. Brno's history, like that 
of the Czech Republic, is characterized by 
conflict and survival. Through the Thirty 
Years War and the turning back of Swed¬ 
ish troops, to the reign of the Hapsburg 
Empire, and to Nazi occupation and the 
Cold War, the buildings and architecture 
tell many stories. The patchwork of archi¬ 
tecture in Brno ranges from the Gothic of 
the medieval period to the Functionalist 
style of the 1920s, and little of what one 
might consider to be contemporary. Brno 
is the second largest city in the Czech Re¬ 
public, with about 400,000 residents. This 
includes about 90,000 college students. 
Masaryk University is the second largest 
public university in the Czech Republic, 
and the Brno University of Technology is 
one of the largest universities within Brno. 

Some of the musicians who have visited 
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I explore Ndmesti Svabody, or Freedom Square, "at the center of Brno, with my children, for the 
first time. This is several blocks from the Jandcek Academy and our apartment. 

Brno or lived here include Mozart, Clara 
Schumann, Liszt, Brahms, Fritz Kreisler, 
Busoni, Tchaikovsky, Arthur Rubenstein, 
Pablo Casals and Max Reger. Mahler, 
Strauss, Bruno Walter and Charles Munch 
all conducted here at some point. Compos¬ 
ers Erich Korngold, and, of course, Leos 
Janacek, were born here, and Bohuslav 
Martimi was born in the area. 

The Janacek Academy was built in 1862 
and first utilized as a German Grammar 
School, a type of high school that excelled 
in the arts and humanities. Tomas Ma- 
saryk, the first president of Czechoslovakia, 
attended school here between 1865 and 
1869. In 1949, the Janacek Academy of 
Music was established and moved into this 
former German grammar school. The mu¬ 
sical tradition that inspired the formation 
of the Janacek Academy, however, found its 
roots in 1881, when Leos Janacek started 
an organ school at a separate site. He later 
worked at what was known as the Brno 
Conservatory in 1919, also at a separate 
site. The Brno Conservatory is still operat¬ 
ing today. As for the Janacek Academy, in 
1959, the government mandated that the 
Music and Theater faculties be reduced to 
departments, and this structure remained 
in place for nearly 40 years. With the end of 
the communist era in 1989, the academic 
structure returned to one of two separate 
faculties—one for theater located in an¬ 
other section of Brno's city center, and one 
for music, in this former German gram¬ 
mar school. This building was renovated in 
1995. In addition, many new faculty mem¬ 
bers were hired and courses were added 
throughout the 1990s. There are now 350 
music majors in all instrumental and voice 
areas in the undergraduate and master's 
programs. There is a full symphony orches¬ 
tra, many chamber music ensembles, a jazz 
band, a new music ensemble and a creative 
arts orchestra. 

Vit Spilka extended the invitation for 
my residency there and coordinated all as¬ 
pects of my visit. At the time, he was the 
dean of the Music Faculty. He has long 
been, and is currently, the full-time clarinet 
professor at the Janacek Academy. "Music 
faculty" in the Czech Republic is the term 
used for what we would call "music de¬ 
partment," or "music school," in the U.S. 
When I went to see him during my first 
week there, he told me much about what 
to expect. The 10 students there typically 
receive two lessons a week, one from Vft, 

and another from Milan Polak, the other 
clarinet instructor. One of the students 
told me that this was not typical in the 
Czech Republic. The opportunity to study 
with both Professor Spilka and Polak, 
who also teaches at the Prague Conserva¬ 
tory, is one of the strengths of the Janacek 
Academy and one of the reasons he chose 
to attend. With my residency, they would 
receive three lessons a week for the semes¬ 
ter. Lessons are 45 minutes long. There is 
no weekly studio or master class, as might 
be typical in U.S. music schools. They are 
required to perform in chamber music and 
in the orchestra each semester. There is not 
currently a wind ensemble. Vft indicated 
that most students' education to that point 
is centered on studying the solo repertoire, 
as study is focused on preparing students as 
soloists. Chamber music is a healthy part of 
their education, he said, because it encour¬ 
ages students to work in a more collabora¬ 
tive fashion. Because of the focus on reper¬ 
toire in their studies, Vi't and Milan asked 
that I might work with them in our lessons 
on orchestral excerpts. This helped fulfill a 
need for them, and it was an interesting ap¬ 
proach and challenge for me as it provided 
some focus in my work with them. I was 
happy to oblige. 

I found it helpful to learn about some 
of the differences in the Czech Republic's 
educational system. Parents will typically 
send their children to preschool for some 
or all of the years between the ages of 3 and 
5. The last year is similar to kindergarten 
in the U.S. At the age of 6, school is com¬ 

pulsory for Czech citizens. More than 95% 
of students attend public school, and the 
remaining 5% attend private school or are 
home-schooled. Children enter the first 
grade, and from that point the academic 
skills developed are similar to those devel¬ 
oped in curricula in the U.S. At the age of 
14, students will take an exam in order to 
gain entrance into a school that has a fo¬ 
cus on a particular discipline. Those might 
include science, arts, technical and voca¬ 
tional schools, and, in the case of music, 
a conservatory. The Prague Conservatory is 
one example. One other type of school is a 
"gymnazium," or "grammar school." These 
schools have a broad-based curriculum, 
similar to liberal arts studies at our univer¬ 
sities in the U.S., and serve as preparation 
for similar study at the university level. 
These schools are generally considered to 
be highly competitive. The entrance exam 
for a conservatory consists of an audition. 
Once in the conservatory, students study 
theory, history and piano, and have ap¬ 
plied lessons and participate in ensembles 
and chamber music. The course of study is 
six years, and students must pass an exam 
to graduate. This consists primarily of a 
jury performance or recital. At this point, 
students would also audition for academy 
study. In the Czech Republic, there are 
two academies, the Academy of Music in 
Prague, and the Janacek Academy of Music 
in Brno. After six years of study at the con¬ 
servatory, students would typically enter 
the academy level at the age of 20. Most of 
the current clarinet students at the Janacek 
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Academy come from conservatories, but a 
few come from gymnaziums. Many in the 
clarinet studio are from Prague, and several 
came to the Janacek Academy directly from 
the Prague Conservatory, in part, because 
Milan Polak is also on the faculty there. 
The Janacek Academy's undergraduate de¬ 
gree is a three-year program, but students 
are encouraged to remain for two addi¬ 
tional years to obtain a master's degree for 
additional training, and for the fact that it 
has become more common and expected in 
the music performance field there to have a 
master's degree. 

The natural arc, then, for someone 
studying music in the Czech Republic, is 
to attend public school, begin private in¬ 
strumental study at the age of 8 or 9 for 
clarinetists (and earlier for pianists and 
string players), audition for and enter the 
conservatory at the age of 14, study there 
until the age of 20, and then enter the 
academy and study for three more years 
for an undergraduate degree, or five more 
years for a combined undergraduate and 
master's degree. It might be of interest to 
note that students do not pay tuition at any 
of these educational levels, including uni¬ 
versities, as the institutions receive direct 
support from the state. At the time I was in 
the Czech Republic, there was a proposal in 
the Parliament that sought to begin collect¬ 
ing tuition fees from students, but, as one 

can imagine, there has been great pushback 
from many of the students. 

The students at the Janacek Academy are 
outstanding. Their repertoire requirements 
reflect that. The standard practice is to 
study three complete works each semester. 
There is a general list of repertoire for each 
semester over the course of the three years 
of study. Students' lessons are not graded, 
either in the form of individual lessons or 
an overall lesson grade at the end of the se¬ 
mester. They must pass an exam at the end 
of the semester in order to move to the next 
level. It's the equivalent of a jury in the U.S., 
but the time spent is more extended, in or¬ 
der to accommodate all of the repertoire, 
and the stakes are higher. Lesson study is 
aimed at preparation for this exam. Some 
of the repertoire the students were studying 
at the time included the Nielsen Concerto, 
Franijaix's Theme and Variations, Debussy's 
Premiere Rhapsody, the Weber Concerti, and 
Brahms' Sonatas. Some of the Czech reper¬ 
toire included Leopold Kozeluh's Concerto 
and Ondfej Kukal's Concertino. My work 
with them included Beethoven's Sympho¬ 
nies No. 4, 6, and 8, Mendelssohn's Scherzo, 
Brahms' Symphony No. 3, Kodaly's Dances 
of Galanta and Shostakovich's Symphony 
No. 9. A few of them brought in Dvorak's 
New World Symphony, and Smetana's Sdrka, 
from Mia vast and Overture to the Bartered 
Bride. I noted with irony that / was being 

asked for help with some Czech music, but 
they seemed to appreciate whatever input I 
could provide. 

My focus on orchestral excerpts with 
them allowed me to explore parts, scores 
and recordings in a more in-depth way 
than I would have if we were working on 
a broad range of repertoire. The students 
had a collection of orchestral excerpts, but 
not full parts. Their knowledge of the ex¬ 
cerpts was limited beyond the specific ex¬ 
cerpt on the page, and the excerpt itself was 
often truncated or incomplete. I shared full 
scores of the works with them, and we lis¬ 
tened to portions of the works in order to 
provide a fuller context. Their usual lessons 
are generally repertoire-driven, with an 
emphasis on preparation for competitions 
and the final jury exam. In contrast to their 
work on complete sonatas and concertos 
in their typical lessons, our emphasis on 
shorter passages was a departure for them. 
The students seemed to respond well. 

The students were generally well pre¬ 
pared for each lesson. Every student, with¬ 
out exception, had outstanding technical 
skills and command of the instrument. 
Most of them were able to double-tongue. 
The common explanation was that con¬ 
ductors performed Smetana's Overture to 
the Bartered Bride at tempi too fast for 
single-tonguing, and that the excerpt was a 
part of every orchestral audition. Conduc¬ 
tors expect that one will be able to double- 
tongue, and that this is requested in audi¬ 
tions. A few did this with great clarity and 
consistency in the Bartered Bride and in 
the l6th-note solo passage from the fourth 
movement of Beethoven's Symphony No. 4. 
Much of what I was able to offer, beyond 
our work with the basic concepts associ¬ 
ated with each excerpt, included listening 
to various recordings and engaging in some 
score study. This was effective because most 
students there were well grounded in their 
understanding of musical style, as a result 
of their solo repertoire work. When I did 
offer interpretive observations, I found 
that the students understood my charac¬ 
terizations of particular phrases, even if I 
had to demonstrate more through my own 
playing and singing or other forms of vo¬ 
calization. Communicating musical ideas 
through imagery and metaphors, however, 
clearly slowed me down. In these moments, 
my language barrier had an impact on my 
teaching. Czech students continue to have 
English classes at the college level, and 



After our recital at the Jandcek Academy on 12117112: Dana Drdpelovd, piano, Alena Zavadi- 
likovd, violin, me and Joan Hovda, cello. 

these students' understanding of the lan¬ 
guage was excellent. However, I still had to 
choose my words carefully and slow down. 
These were helpful lessons for me as a gen¬ 
eral rule, even after I returned to the U.S.! 

Some of the aspects of the teaching ex¬ 
perience differed little from my teaching at 
Oakland University, and other aspects pre¬ 
sented unique challenges. In the Czech Re¬ 
public, and as in my teaching in the U.S., 
I found myself sharing similar observations 
regarding tempo, rhythm, dynamics and 
pitch, for instance, in a given passage. My 
challenge as a visitor came in the approach 
to tonal characteristics. I still think often of 
one lesson, in particular. In an attempt to 
achieve more clarity in this student's articu¬ 
lation, I made some suggestions regarding 
a more rounded embouchure, and a higher, 
more forward tongue position. He was able 
to do this, and although it took some time, 
I thought he had more clarity in both his 
sound and articulation. His response was 
that many Czech clarinetists would con¬ 
sider the sound to be "narrow." My attempt 
at a solution for clearer articulation also 
altered his approach to sound, which was 
based upon a freer and more flexible Czech 
sound tradition. At that point, rather than 
working with voicing, I encouraged him 
to play with a well-supported and focused 
airstream. This seemed to help him accom¬ 
plish more consistency in his articulation 
without fundamentally altering his tonal 
approach. From that point forward, I at¬ 
tempted to seek out solutions to perceived 
sound and tonal issues within the context 
of the traditions these students had already 
cultivated to a high degree. This was the 
greatest learning experience for me as a 
teacher in my time there. 

I also presented a recital. I performed 
Bernstein's Sonata, Gershwin's Preludes, ar¬ 
rangements of several of Rose's 32 Etudes 
for clarinet and piano, Joan Tower's Wings 
and John Mackey's Breakdown Tango for 
clarinet, violin, cello and piano. My wife, 
Joan Hovda, performed the cello part, and 
Alena Zavadflikova, an outstanding gradu¬ 
ate student there, performed the violin 
part. It was a very interesting cross-cultural 
collaboration in working with Alena and 
our pianist, Dana Drapelova, as we put 
together this program. The Czech students 
and faculty there really enjoyed Breakdown 
Tango. They had not heard of Joan Tower's 
work, or this particular arrangement of the 
Gershwin work by James Cohn, although 

they liked both of these works. They also 
appeared to be unfamiliar with the Rose 
etudes, or at least of the central role these 
etudes play in our studies in the U.S. They 
had all performed the Bernstein, and that 
has become quite popular there. It was 
gratifying to present these works and this 
music to an audience that was hearing 
much of it for the first time. 

In addition, we attended many perfor¬ 
mances in Brno. We had the opportunity to 
interview Vi't Spilka and Emil Drapela, the 
principal clarinetist of the Brno Philhar¬ 
monic. In Part II of this article, I will share 
these aspects of my experience in Brno. 
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How Do I Got Into the Profession? 

A brief description of the U.K. audition procedure and some tips on 

what to do and not do when auditioning and on trial in Great Britain 

by Leslie Craven, Principal Clarinetist, Orchestra of Welsh National Opera 

The question "how do I get into the 
profession?" is one many students 
and aspiring professional clarinet¬ 

ists will ask. I asked it myself of my teacher 
Sidney Fell and his reply was, "Leslie, water 
finds its own level." Not a great deal of help 
but I think I knew what he meant by that 
cryptic sentence. 

I was fortunate enough to have several 
chances to play in orchestras from a very 
young age. A little talent can go a long way 
if accompanied by sheer hard work. 

I began playing clarinet at the age of 7. 
I think I must have driven my brothers and 
sister mad, practicing all hours of night and 
day until my parents asked me kindly to 
"give it a rest." (Playing the clarinet and be¬ 
ing regarded as talented in the area of Lon¬ 
don I grew up in — East London - was very 
unusual and drew a lot of attention from 
the press — "a kid from the wrong side of 
the tracks makes good" might be the way 
I would have been described in America. 
My average daily journey to school usually 
ended in my having to fight someone, sim¬ 
ply because I was different - playing a musi¬ 
cal instrument and carrying the instrument 
to school I was an obvious target. Luckily 
my father, a former Royal Marine in WW2 
who had also represented them in the box¬ 
ing ring, taught me to defend myself from a 
very early age and this proved very useful in 
my daily routine of going to school.) 

The hard work did pay off and I soon 
began to achieve success, gaining a place 
(aged 10) to attend the Royal Academy 
of Music Junior Exhibitioner's course on 
Saturdays. This was swiftly followed by the 
chance to take part in master classes with 
the renowned teacher and pedagogue Na- 
dia Boulanger who inspired me to work 
much harder and with whom I had several 
subsequent master classes during my stud¬ 
ies as a full-time student at the Royal Col¬ 
lege of Music. 

I had been studying at the Royal Acad¬ 
emy Junior Department for about a year 
when I was invited by the London Philhar- 
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monic (I was 11 years old) to play with them 
during a rehearsal conducted by Sir Adrian 
Boult. I had made a comment when inter¬ 
viewed by a local newspaper that I wanted 
to play in a professional orchestra such as 
the London Philharmonic when I grew up. 
Somehow the L.P.O. press office must have 

reported this comment to the head of their 
publicity department and he sent a reporter 
from the Evening Standard to collect me and 
take me to Conway Hall London where the 
L.P.O. were rehearsing Walton's first sym¬ 
phony with Sir Adrian Boult. 

Sadly at that time Sir Adrian was un¬ 
well, but luckily a new young conductor, 
Colin Davis, stood in for him to conduct 
the Walton. 

For an 11-year-old, playing in such a 
fantastic orchestra was very exciting, and 
I actually got to play part of the Mozart 
Concerto to Colin Davis and John (Jack) 
McCaw, the principal clarinetist. 

The second clarinetist at the time was 
Alan Hacker who was destined to become 
famous for his work in contemporary mu¬ 
sic. Alan was very helpful in the rehearsal 
and very kind to me. I must have made 
lots of mistakes in the section during the 
rehearsal, but he and John McCaw never 
criticized or berated me once. 

Experience of this kind is so inspiring 
and I returned home full of enthusiasm to 
become an orchestral musician. Up to this 
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point my ambition was to be a soloist, and 
I thought that playing in orchestras was 
second best and that it would be easy to 
find a job in an orchestra. I now know that 
orchestral playing is a very complex art, 
and to master all the facets of the orchestral 
experience is a lifelong task. Far from being 
easy, getting a job in an orchestra is one of 
the most difficult things to accomplish. 

How to begin the process of 

finding and applying 

for a position 

The application 

Firstly, one needs to find the job to apply 
for. Looking in the journals, such as Das 
Orkester (Germany), Classical Music, Sat¬ 
urday Telegraph and websites such as www. 
musicalchairs.info/ will help in the search. 
Once found, great care needs to be taken in 
the application for the job. 

The formal application will be scruti¬ 
nized by the residing principal clarinetist 

of the orchestra (and the audition panel — 
usually the principals of the wind section), 
and if your C.V. is interesting you will be 
invited to audition. There is no obligation 
for an orchestral audition panel in the U.K. 
to audition everyone who applies. 

Be concise. 

One good tip for applying to orchestras in 
the U.K. - try to put all your experience on 
one A4 sheet. The players who scrutinize 
applications and ultimately decide which 
candidates will be heard can become impa¬ 
tient when confronted by lots of irrelevant 
material in an applicant's C.V. 

Audition panels usually have to sift 
through more than 100 C.V.s for one va¬ 
cant position, so another piece of advice is 
to include only the most relevant profes¬ 
sional information and start at the top of 
the sheet with the most recent orchestral 
experience. While it is interesting to note 
how many solo and concerto performances 
candidates have done, it is of little relevance 

to an audition panel. In my experience it 
is best not to include details of one's aca¬ 
demic career unless college orchestral expe¬ 
rience is all you have or if it includes some 
kind of "side by side scheme." (These are 
schemes run by establishments such as the 
Royal Welsh College of Music to give stu¬ 
dents the opportunity to win an audition, 
gain the chance to sit in with and play in a 
professional orchestra and to learn from the 
professional orchestras principal players.) 

Be prepared. 

Most panels will consider college students 
or graduates for auditions, but if they have 
some professional experience this usually 
gives them a better chance of being in¬ 
cluded among those to be auditioned. The 
Boy Scouts motto, "Be prepared," is the 
best advice I can give aspiring clarinetists 
wishing to take part in auditions. Practice 
as many orchestral excerpts as you can find, 
even when there are no vacancies adver¬ 
tized. One never knows when the next va- 
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cancy may arise and being "match fit" and 
ready to audition at a moments notice is 
good general practice. 

Once selected for audition the candidate 
will need to present a set piece and usually 
a work chosen by the candidate. One of the 
set pieces will usually be the Concerto by 
Mozart. Prepared sight reading will be sent 
to candidates before the audition, and these 
excerpts should be learned thoroughly. At 
the discretion of the audition panel the 
candidate may be asked to play some un¬ 
prepared sight reading. At the time when I 
was doing the rounds and auditioning (as 
a student) for orchestras there was no such 
thing as "prepared" sight reading. One sim¬ 
ply had to read what was put in front of you 
on the day and therefore an encyclopedic 
knowledge of repertoire was necessary! 

The Audition Procedure 

The audition itself will be a formal expe¬ 
rience, but the members of the panel will 
usually be welcoming and friendly. They 
will have been through the same procedure 
when they were candidates and will under¬ 
stand the nervous stress you the candidate 
will undoubtedly be experiencing. You 
will have been allocated a time to play and 
taken to a warm-up room. Be ready to play 
at a moment's notice as frequently during 
audition days there will be people who pull 
out of the audition at short notice or inex¬ 
plicably do not show. If you do have to play 
before your allocated time make sure that 
you do not go into the room unprepared 
and flustered. Take time to compose your¬ 
self and tell the audition panel when you 
will be ready to play, some deep breathing 
exercises will help you to relax. 

Do not be intimidated by 
pyrotechnical wizards. 
Audition panels are used to hearing play¬ 
ers with brilliant techniques, and it is of¬ 
ten the player who shows a deep musical 
understanding that wins, despite all the 
pyrotechnical "whizz-kids." Sometimes the 
candidate who is to audition directly be¬ 
fore you may be warming up nearby and 
perhaps other candidates will be flashing 
through their own-choice works or the or¬ 
chestral excerpts in other rooms within ear¬ 
shot, and this can be intimidating. Try not 
to focus on them but on your own calm, 
calculated, precise preparation. 

Dress and Manner 
During the audition try to be natural, 
friendly but not overly effusive, and firstly 

make sure you look at each member of the 
panel when they are introduced to you. 
Dress and behave in a business-like fash¬ 
ion and make sure shoes are clean and pol¬ 
ished if necessary. Dress is important, and 
making a good first impression is crucial. 
Audition panels prefer candidates to show 
respect to them by dressing for the occasion 
in a smart casual way. 

Show your strengths. 

Never choose pieces that show your techni¬ 
cal weaknesses. These will be found soon 
enough if there are any in the sight reading 
of orchestral excerpts. Keep to a definite 
plan of execution; perform what you prac¬ 
ticed at home. A good preparation is to get 
colleagues and friends to give you a "mock 
audition." In the real audition be clinically 
precise with rhythm and make sure you 
tune accurately the first time. If presented 
with unprepared sight reading, take a care¬ 
ful look at it and note any awkward pas¬ 
sages and finger them through. Make a note 
of accidentals, key and tempo changes. The 
golden rule is: keep going and keep the eyes 
moving ahead of the bar you are in. If you 
make an obvious mistake and falter, ask to 
try the excerpt again but do not repeat the 
same mistake. It is better to play excerpts 
too slowly than too fast. The most impres¬ 
sive players are those who play all excerpts 
flawlessly, first time at the correct tempo. 
This sight reading ability can be perfected, 
so try to ensure accuracy in practice. A re¬ 
ally good tool for training sight reading is 
the inexpensive but brilliant music@site 
computer program by clarinetist Alistair 
Logan. (There is a link to this on my web¬ 
site www.lesliecraven.co.uk. ) 

After the Audition 

If you are successful, a letter will usually 
be sent to you once all the auditions have 
been completed, informing you that you 
have been offered a trial, and this will be 
comprised of a number of engagements. If 
rejected, do not go into terminal decline, 
ask the audition panel for feedback and 
perhaps go and have a lesson with the prin¬ 
cipal player of the section to ascertain why 
you were unsuccessful. Sometimes good 
players who audition simply have a "bad 
day at the office," but if there was a techni¬ 
cal reason for rejection it would be useful 
to find this out and remedy it. 

Trials 
If you are successful and win a trial, several 
other people, also on trial, will be compet¬ 

ing against you, and this process is one of 
elimination and can take years to complete. 

Usually an orchestra takes a consider¬ 
able time to select not only a good player 
but also a personality that is compatible 
with the other personnel in the orchestra. 
Many aspects of personality are considered 
and even one's personal hygiene is impor¬ 
tant here. No one likes to sit next to people 
with poor personal hygiene or those who 
have the smell of cigarette smoke on their 
clothes or have eaten very spicy food and 
breathe the fumes over colleagues. 

One has to be "squeaky clean" in both 
playing and etiquette as a professional, and 
along with that an air of confidence and self 
assurance is desired (but not arrogance). 

Orchestral players do not want over - 
confident trialists around them. Excessive 
ebullience should be guarded against as 
much as timidity. When on "trial" players 
should always arrive to the rehearsals early 
and warm up and show they are taking the 
experience seriously. 

Tea Breaks 

If the trial is for a position such as sub-prin¬ 
cipal or section player, make sure that you 
are the first to offer to buy tea or coffee for 
the section at break time in the rehearsal. 
Try to be quick to the queue as orchestral 
breaks are short (usually 15 minutes only), 
and the principal clarinetist will undoubt¬ 
edly be fussing with reeds or mouthpieces. 
(I usually am!) 

Caution on the platform or in the pit 
Trialists should never walk in front of 
(between the player and the music stand) 
other seated players to get to their posi¬ 
tion. This is a simple etiquette but one if 
disregarded will earn you some frowns 
and comments if the practice is sustained. 
Sometimes in cramped positions in orches¬ 
tral pits it is impossible to avoid walking 
in front of fellow players, but do so with 
care not to knock over instruments and 
always be apologetic for causing them to 
have to move out of your way to let you 
past. Someone once knocked my clarinets 
off their stand during a hurried return to 
their seat — pushing past me. 

The person was distraught at having 
damaged my instruments and was berated 
silently with withering looks from col¬ 
leagues for being in such a rush and being 
clumsy. My instruments were unplayable, 
and I had to leave the rehearsal to try to 
bend the keys back into shape and get the 
instrument working again. 
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Alan Hacker, Leslie, John McCaw and Leslie's father 

Leading from the second chair 

It may not be common knowledge but one 
of the worst things a second player (par¬ 
ticularly one on trial) can do is to pick up 
their instrument and catch the principal's 
eye (in his peripheral vision) before he or 
she (the principal) has to play. This can 
lead to the principal actually playing in the 
wrong place, especially if the second player 
has a habit of picking up the instrument 
and being ready to play more than a bar 
before required. The movement may dis¬ 
tract the principal and could even cause a 
counting error because the second player 
has disturbed the principal's concentration 
or caused doubt to enter his/her mind as to 
which bar he/she should play in. 

I find second players who are really help¬ 
ful wait until the principal is ready to pick 
up the instrument and lead the entry, un¬ 
less the second player has an obvious solo 
passage. If the principal is clearly mistaken 
and does not appear to have counted bars 
correctly (of course this never happens to 
me), a really supportive second player will 
"jump in" and play the entry until the prin¬ 
cipal is "back on track" with his concentra¬ 
tion. There is nothing worse than a deadly 
silence when an entry is missed. If the sec¬ 
ond player is someone who needs a lot of 
preparation time forming the embouchure 
and settling before an entry, they should be 
very discreet when they make their prepa¬ 
ration to play and should not hold the in¬ 
strument too far out in front — rather keep 
it pulled into the body, away from the pe¬ 
ripheral vision of the principal. This is par¬ 
ticularly good advice to those on "trial." If 
trialling for a principal position, make sure 
you lead the section and take a dominant 
role but with a relaxed approach. Try never 
to be overbearing or too forceful, but make 
sure your instructions to the section are fol¬ 
lowed. (If they are not, I find a blow to the 
head with a big stick helps.) If as a trial- 
ist you are unfortunate enough to make a 
mistake or two, try not to let it phase you 
and cause you to make more mistakes. An 
experienced principal will forgive the odd 
mistake; after all, we are all human. 

Be attentive at all times. 

During rehearsals (and performances) it 
is important to pay close attention to the 
principal's and conductor's instructions, 
and, if necessary, mark them in the part 
with a soft pencil. 

Temperance is expected during rehears¬ 
als and performances, but alcohol will of¬ 

ten be consumed with other members of 
the orchestra in a nearby hostelry after the 
day of rehearsal or after a performance. If 
one does not drink alcohol, it is advisable 
to join in the trip to the hostelry and drink 
a soft drink to show one is a normal, gre¬ 
garious musician. 

The "trial" process is to the best of my 
knowledge unique to Great Britain. In other 
countries the job is decided at the audition, 
and auditions are often performed behind a 
screen and candidates are anonymous until 
the selection is made. I think our formula is 
better than the screened version as it does 
take into account the personalities of those 
applying for the post. An orchestra is a big 
family and needs to be a friendly place to 
work to get the best from the performers. 

To gain orchestral experience is of 
paramount importance to the prospec¬ 
tive orchestral player. To this end accept 
any offers to play (with or without a fee) 
in orchestral ensembles and buy as many 
excerpt books as possible to equip yourself 
with knowledge of the repertoire. 

Youth orchestras are a good source of 
experience, but in my view need to address 
more repertoire and not just rehearse (usu¬ 
ally to death!) the pieces for the next concert. 

There are some amateur orchestras that 
provide rehearsal experience and in which 
players read through new repertoire each 
week. These are very useful. A serious as¬ 

piring orchestral player will not only buy 
repertoire books but also many recordings 
and scores of works in all genres: Classical, 
Romantic, Modern and Opera. Opera is 
a much specialized study and needs even 
more stylistic knowledge than symphonic 
playing. The complete player will also be 
able to play jazz to some degree — or at 
least give a reasonable representation of the 
styles in jazz. (See "Sessions" below.) 

Opera Experience 

It is very difficult to learn all facets of play¬ 
ing in orchestras, and one of the most dif¬ 
ficult is the opera repertoire. Most operas 
last longer in duration than a full symphony 
concert and require enormous experience 
and concentration, an ability to cope with a 
heavy work schedule and up to five or more 
performances per week plus rehearsals of 
several different and often technically and 
physically demanding works. Many operas 
have solos for the clarinet, and in general 
there is much more exposed solo work of 
substance in the operatic repertoire than in 
the symphonic repertoire. I demonstrated 
this at a recent master class at the Royal Col¬ 
lege of Music where I demonstrated some 
of the extended solos for the clarinet. Most 
of the great Italian solos were written for a 
specific player — the great Ernesto Cavallini, 
indeed, Verdi, Puccini and Rossini wrote 
operatic solos with this player in mind. 
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Touring 

Touring opera is even more stressful as 
there is the traveling to consider and prepa¬ 
ration time, plus the variety of venues, 
some of which have primitive backstage fa¬ 
cilities for musicians and less than spacious 
accommodation in the pit accompanied by 
depressingly dry acoustics. Working condi¬ 
tions in these theatres is often below the 
standard expected in the 21st century. 

Recording and "sessions" 

The best players will eventually be invited 
to join an elite group of players in Lon¬ 
don — the hallowed ground of the record¬ 
ing studio musician. Once you begin to 
be booked for sessions you know that you 
have been given the greatest accolade and 
that people trust you to deliver the goods 
and pay premium rates for your services. 
There are no auditions available for being 
invited to join the ranks of the session mu¬ 
sician. You simply need to have established 
a reputation as one of the leading players. 

If you are very lucky and have continued 
success, composers will eventually recog¬ 
nize skills and ask for you by name. To be a 
recording "session player" you will need to 
be supremely versatile and have mastered 
all facets of musical style including jazz. I 
have often been asked on sessions to play in 
a "Dixie" style or other eras of jazz and to 
imitate the great players in this genre. 

I was fortunate enough to be in this elite 
and to play with the very finest players in 
London for films, TV series and commer¬ 
cials (known as "jingles"), and it was one of 
the most satisfying times in my career. 

I eventually became tired of the ex¬ 
hausting schedules in London and moved 
to Wales having been invited by Maestro 
Carlo Rizzi to join the Welsh National Op¬ 
era as their principal clarinet, after a trial 
period of about one year during which I 
was tested in every kind of musical scenario 
known to the W.N.O. 

A typical week in the player's schedule 

Rehearsal and performance patterns have 
changed considerably in recent years with 
the advent of Sunday trading and the need 
to be more competitive in the market place. 

. Orchestral salaries are not high in the 
U.K. (often comparable to that of a bus 
driver), and there is a necessity to teach or 
have other forms of employment to bolster 
low wages. It is practically impossible to be a 
single breadwinner family these days in any 
job, and the music profession is no differ¬ 

ent. Most musicians diversify in some way 
or other, and the pattern shown below is a 
typical working week but does not include 
the hours of private practice and reed selec¬ 
tion involved or travel hours. Travel to and 
from performances for me usually means on 
average approximately 500 miles per week 
almost every working week of the year. 

This equates to a minimum of 14 hours 
per week driving for me. Most musicians 
do more or less the same amount, especially 
freelance musicians. When I was freelance 
I would often exceed 35,000 miles per year 
to get to and from engagements. 

There is often no rigid pattern to re¬ 
hearsals, but in the company in which I 
work, a typical week of rehearsals/perfor¬ 
mances could look like this: 

Monday: rehearsal, Wozzeck, 10:30 a.m.- 
1:30 p.m.; evening performance, La 
Traviata: 7:15 p.m.—10:15p.m. 

Tuesday: rehearsal, Wozzeck, 10:30 
a.m.—1:30 p.m.; lunch then rehearsal, 
Wozzeck, 2:30 p.m.—5:30 p.m. 

Wednesday: rehearsal, Wozzeck, 10:30 

a.m.-l:30 p.m.; lunch then dress re¬ 
hearsal, Madama Butterfly, 2:30 p.m.— 
6:30 p.m. 

Thursday: 11:00 a.m.—5:00 p.m., teach at 
college, then 7:15 p.m. performance, 
Madama Butterfly 

Friday: rehearsal, Wozzeck, 10:30 a.m.— 
1:30 p.m.; evening: 7:15 p.m. perfor¬ 
mance, La Traviata 

Saturday: Most players teach until about 
3:00 p.m., then evening performance, 
Madama Butterfly. 

Sunday: a.m. Some consultation lessons 
at home, then 4:00 p.m. performance 
Wozzeck (but not every Sunday, usually 
Sundays at the opera are free days). 

Monday: technically free, but the Royal 
Welsh College students from 11:00 a.m 
— 8:00 p.m. 

The financial rewards may not be great 
and playing for a living is mentally and 
physically exhausting, but ask any profes¬ 
sional player if they would rather do any¬ 
thing else and I guarantee that most would 
almost always answer "no." 

I.C.A. HONORARY MEMBERSHIP 

NOMINATION PROCEDURE 

In accordance with the International Clarinet Association By-Laws (Article V, 
Section 6), a special category of Honorary Membership been created for per¬ 
sons of "unusual distinction." The International Clarinet Association Board of 
Directors invites the general membership to nominate individuals for Hon¬ 
orary Memberships from the areas of professional service, teaching, perfor¬ 
mance, and/or lifetime achievements. Nominators should include a brief bio¬ 
graphical sketch of the candidate along with further information as specified 
below. There is a limit of one nomination per person. Nominations must be 
postmarked no later than December 15,2013, and sent to: 

Dr. Caroline Hartig 
Secretary, International Clarinet Association 

Professor of Clarinet 
The School of Music 

The Ohio State University 
1866 College Road 

Columbus, OH 43210 USA 
Email: ICAsecretary@clarinet.org 

Nominations for Honorary Memberships should 
include the following information: 

• Name of nominee: Nominee's address, phone and email address; 
• Biographical sketch of nominee and supportive 
• documentation of the nominee's qualifications 
• Printed name of the nominator, nominator's address, phone and 

email address 
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Walter Boeykens, 

1938-2013 

by Stephan Vermeersch 

A phenomenal clarinetist, pedagogue 
and so much more is no more: Bel- 

JL A»gian's top clarinet player, Walter Bo¬ 
eykens, died on Tuesday, April 23, 2013, at 
the age of 75. 

From 1964 until 1985 he was the solo¬ 
ist with the Philharmonic Orchestra of the 
Belgian Radio and Television (BRT), after 
which his already thriving international 
career soared to unprecedented levels. He 
toured the world not only as a soloist, but 
also with his Ensemble Walter Boeykens. He 
enjoyed worldwide recognition as a clarinet 
teacher and was a professor at the conserva¬ 
tories in Antwerp, Utrecht, Rotterdam and 
Tilburg and gave master classes worldwide. 

San Francisco 

Conservatory 

of Music 

CLARINET FACULTY 

Luis Baez 
Associate Principal and 
E-Jlat Clarinet San Francisco Symphony 

Steve Sanchez 
Bass Clarinet 

His impressive discography includes 
most of the masterpieces of the clarinet 
literature, and, together with his ensemble, 
he recorded all the relevant chamber music 
repertoire for clarinet (Harmonia Mundi). 

In 2007 he became Maestro Honoris 
Causa at Antwerp University. In 1981 he 
founded his famous Clarinet Choir Walter 
Boeykens in which students and graduates 
committed themselves to making music at a 
high level. In 1988 he was awarded the fifth 
Prudens Van Duyse prize. In 1995 he was 
named "Cultural Ambassador of Flanders" 
and was knighted by King Albert II in rec¬ 
ognition of his music career, and in 2001 he 
received the first Klara-Career Award. Begin¬ 
ning in 1996, the "Festival Bornem Walter 
Boeykens" was organized where each year a 
number of prominent musicians are invited. 

Walter Boeykens was not only a top clari¬ 
netist, but, above all, a warm person with 

a savoir vivre with a huge passion and tal¬ 
ent for music in all its facets. "Music is like 
running water, no pond, but a river," was 
one of his sayings. He went through life like 
he played — uncomplicated and based on 
his own concerns and feelings. His family 
always provided the great support in every¬ 
thing he did. [See also "Walter Boeykens — A 
Fantastic Clarinetist, Teacher and So Much 
More!" by Stephan Vermeersch in The Clari¬ 
net., December 2012, Vol. 40, No. 1. Ed.] 

mus c 

Where it all begins. I 

Jeffrey Anderle 
Clarinet Class 

DEGREES 

Bachelor of Music 
Master of Music 

Professional Studies Diploma 
in instrumental performance 

OFFICE OF ADMISSION 

800.899.SFCM 
admit@sfcm.edu | sfcm.edu 
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Forgotten Prizes Rediscovered - 

Aragon sur des Airs Populaires d'Espagne (op. 91) by Henri Biisser 

by Christine C. Barron 

This article is the second in a mini-series, 
focusing on solos de concours of the Paris 
Conservatory which are not often heard. The 
next installment will cover Denneriana by An¬ 
dre Bloch, which was the 1938 contest piece. 

A ragon sur des Airs Populaires d'Espagne 
/-M (Op. 91) by Henri Biisser is a work 

-JL J-which is scarcely programmed on 
recitals. Most of us are aware of the Solos de 
Concours by Rabaud, Widor and Messager, 
as we should be; however, there are many 
other contest pieces out there that deserve 
more attention than they typically receive. 
Aragon is indeed one of these works. It is 
an entertaining piece with a very different 
character than the traditional solos de con¬ 
cours, and it is quite rewarding to learn and 
to perform. It is loaded with charm and bril¬ 
liance, has an appropriate degree of difficul¬ 
ty, and I feel it is technically and stylistically 
accessible to many clarinetists. It deserves as 
much attention as the fellow contest pieces 
by Widor, Messager and Rabaud. 

Henri Biisser, who was also known as 
Paul-Henri Biisser, was a French composer, 
conductor, organist and teacher. He was 
the only composer commissioned to write 
three solos de concours for clarinet. Besides 
Aragon (1934), his other clarinet contest 
pieces include Pastorale (1912, 1919) and 
Cantegril (1924). He wrote solos de concours 
for other instruments as well, including 
flute and oboe. 

Biisser was born in Toulouse, France on 
January 16, 1872, to a family of Swiss de¬ 
scent. His father, an organist, died at age 
33 when Henri was only 7 years old, but he 
had noticed the significant musical ability 
of his young son and encouraged him. At 
the very young age of 7, Henri became a 
member of the Toulouse Symphony, and at 
age 12, he composed a mass. Biisser studied 
at Ecole Niedermeyer and at the Paris Con¬ 
servatory. He studied composition with Er¬ 
nest Giraud, and organ with Charles-Marie 

Widor and Cesar Franck. He was employed 
as a musical secretary to Charles Gounod, 
who considered Biisser to be exceptionally 
gifted, and Gounod helped Biisser obtain 
a job as organist at the Church of Saint 
Cloud, a position Biisser held for 30 years. 
In 1893, Biisser won the second Prix de 
Rome for his cantata, Antigone. 

Biisser taught at the Paris Conservatory 
from 1904 until 1949, where his many 
students included notables such as Gaston 
Litaize, Eugene Bozza and Henri Dutil- 
leux. He held positions of prominence in 
many organizations, including LAcademie 
des Beaux Arts (succeeding Pierne), Union 
des Maitres-de- Chape lie et Organistes (Mas¬ 
ters of Chapel Organists), Opera- Comique 
and the Grand Opera. He composed 
masses and other vocal music, as well as 
several operas, including Daphnis et Chloe, 
fane Grey and Le Carosse du Saint Sacre- 
ment. He also wrote instrumental chamber 
music, a ballet and incidental music, and 
edited and arranged an extensive amount 
of music. His arrangements include many 
works by French composers, such as De¬ 
bussy, Lully, Delibes, Berlioz, Franck, Ra- 
meau, Bizet and Faure, as well as works by 
Mozart, Verdi, Weber and Schubert. 

In his long life, Biisser forged many 
friendships and worked with many famous 
musicians, including the Boulanger fam¬ 
ily, Charles Gounod, Claude Debussy and 
Jules Massenet. In 1958, Biisser married 
the celebrated dramatic soprano, Yvonne 
Gall (who, notably, made her debut in 
1908 at the Paris Opera under Andre Mes¬ 
sager as Woglinde, in the Paris premiere of 

/o ^ = 76) 

Gotterdammerung). Biisser died in Paris on 
December 30, 1973, approximately two 
weeks prior to his 102nd birthday. 

Aragon sur des airs populaires dEspagne, 
opus 91, by Henri Biisser was the first 
Spanish-themed contest piece for clarinet, 
which was indeed a compelling addition to 
the collection. The title Aragon refers to the 
region in Northeast Spain which has a rich 
cultural history inspired by French, Celtic, 
Roman and Moorish influences. Biisser's 
birthplace of Toulouse was a mere 250 miles 
northeast of Aragon, and it can be assumed 
that Biisser must have had some exposure 
to the music of Aragon. This work is based 
on the traditional dance music of Aragon, 
which is the jota. fota music, which dates 
back to the 18th century, is a fast dance in 
a triple meter. It has a very distinct, upbeat 
rhythm which allows for energetic dance 
accompaniment.The word "jota" is derived 
from Latin and means "jump," which de¬ 
scribes the spirited, bouncy movements in 
the dance. In Aragon, drums and drum¬ 
ming have a very dominant place in the 
folkloric music; hence, one of the charac¬ 
teristics of Aragonese^o/a music is its dense, 
repetitive percussive elements. Many com¬ 
posers have been attracted to the jota style 
of music, including Franz Liszt (Rhapsodic 
Espagnole, no. 16), Georges Bizet (Carmen) 
and Mikhail Glinka (Jota Aragonesa). 

Aragon was the 1934 clarinet solo de con¬ 
cours and was dedicated to Biisser's friend, 
Louis Messaud, a professor at the National 
Conservatory of Toulouse. While there are 
moments of tenderness in this work, the 
overall mood of the piece is that of merri- 
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ment and lightheartedness, as one might 
expect since it is based on upbeat jota music. 

Aragon is a sectional piece in one move¬ 
ment, beginning with Andante espressivo 
in 3/4, where the quarter note equals 76. 
The piano opens the work simply, gently 
and unadorned, with a four-bar introduc¬ 
tion played in octaves. The clarinet mim¬ 
ics the introduction with its entry in bar 
5, softly express if, (See Figure 1) while the 
piano line remains uncomplicated with sus¬ 
tained chords in the left: hand and quarter 
notes in the right. At bar 13, verve escalates 
with louder dynamics and more rhythmic 
motion in the piano, gradually quicken¬ 
ing the rhythmic stride with eighth notes, 
then eighth-note triplets. This leads into in¬ 
creasing hemiolas between the clarinet and 
piano. The clarinet line is sweetly intense, 
floating above the predictable and constant 
eighth-note movement in the piano. Two 
measures prior to the next section, the piano 

transitions with ascending l6th-note runs, 
hastening the rhythmic pace even more. 

The second section, Allegretto vivo, 
begins at rehearsal 4, and is in 3/8 time, 
quicker than the prior section, where the 
dotted quarter equals 72 (See Figure 2). 
The feeling of triple meter, a characteristic 
otjota music, is solidified at rehearsal num¬ 
ber 5 (See Figure 3), where a new dance-like 
theme is introduced. The clarinet plays a 
more hastened rhythm, with descending 
16ths, and the piano plays accented chords 
marked subito forte, with openings between 
them which allow the clarinet line to peek 
through. Where this section introduced 
more energy, rehearsal 5 relaxes a bit, with 
both the piano and clarinet playing softer 
and with sans riguer de mesure. The relaxed 
feeling is short-lived, and the hemiolas that 
were prevalent earlier return again, with the 
clarinet playing a flurry of triplets over the 
piano in duple meter {See Figure 4). 

Piu mosso., the third section, remains 
in 3/8 time, and the dotted quarter equals 
76-80, which is just slightly faster than the 
previous section. The piano plays a spirited, 
animez, four-bar transition into rehearsal 
8. This section becomes more technical in 
passages for the clarinet, a whirlwind of 
sorts, with more constant 16th notes inter¬ 
spersed with trills and 32nd-note runs (See 
Figure 5). This section evokes another char¬ 
acteristic of Aragonese jota music, with a 
very dense and repetitive percussive feeling. 
Of course, it is desirable for the clarinetist 
to achieve a feeling of effortlessness while 
playing this over the complex rhythmic 
continuance of the piano line. 

The fourth section, Piu tranquillo, 
nicely employs almost the whole range of 
the clarinet, and while "more tranquil," is 
rhythmically challenging for the clarinet, 
jumping back and forth quickly between 
triples and duples, as the piano primar¬ 
ily plays a bed of tremolos in octaves. The 
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clarinet has a lengthy cadenza which begins 
at rehearsal number 14. There are reflec¬ 
tions of past ideas, but since this is zjota- 
inspired piece, it is interesting to note that 
there are no triplets in the cadenza. A long, 
descending chromatic scale, from altissimo 
F to low E, leads from the cadenza into the 
next section. Allegretto vivo. 

This fifth and final section is not sur¬ 
prisingly the fastest section of the work. In 
6/8 time, the dotted quarter equals 92-96. 
It is absolutely crucial for the clarinetist to 
feel this section in two, and not a fast six, in 
order to comfortably place the three 16th- 
note pick-up notes that appear often in this 
section. The piano introduces the first six 
bars of this section, first with eighth notes, 
then with added 16th notes, which add 
texture prior to the entrance of the clari¬ 
net at bar 144. At rehearsal number 16, 
the piano plays arpeggiated 16th notes in 

both hands and takes over the melody at 
rehearsal 17 (See Figure 6). The clarinet re¬ 
gains the melody eight bars later, and at bar 
17, the marking indicates en animant, and 
we are whisked off to a vigorous conclu¬ 
sion. While it is not the typical sounding 
ending of a French contest piece, the finale 
is nonetheless still brisk and exciting. 

Aragon demonstrates characteristics 
Bixsser himself possessed: inexhaustible 
verve and exceptional vitality. The Span¬ 
ish character of Aragon is quite distinct and 
is a very agreeable addition to the solos de 
concours collection. The work is distinctive, 
memorable and stimulating for the perform¬ 
ers and the audience, and is unquestionably 
worthy of more frequent programming. 

Discography 
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Membership been created for persons of "unusual distinction." The International Clarinet Association Board of Directors 
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Dr. Guy Yehuda 
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Dr. Yehuda brings robust teaching and 

performance experience to the woodwind 

area that prides itself on excellence in 

creative activities, instruction, and outreach. 

As a nationally and internationally recognized 

clarinetist and pedagogue, he has performed 

with prestigious ensembles as a soloist and 

collaborator in leading venues in the United 

States and abroad. 

MICHIGAN STATE 
UNIVERSITY 
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Humidity for Under $10 

by Heather Karlsson 

Greetings, clarinetists! Today I will 
be presenting alternatives for in¬ 
strument humidification that 

do not involve the ingestion of copious 
amounts of citrus or cost a fortune. My 
motivation for this is quite selfish. I am sick 
to death of oranges. As a repair technician, 
I deal with crack repair on a regular basis 
from October to March. In the past, I have 
used orange peels to assist in keeping the 
instruments humidity regulated in order 
to close up cracks before pinning. That's 
fine if you get one or two cracked clarinets 
every so often, but when you get dozens, 
well, that's an awful lot of oranges. Quite 
frankly, I never want to see another orange 
again as long as I live. (Seriously. If you give 
me an orange, I will have my cat cough up 
a hairball on your rug.) Therefore, I went 

questing for orange alternatives, and now 
you get to reap the benefits! 

Before I was willing to foist these prod¬ 
ucts upon an eager and unsuspecting pub¬ 
lic, I wanted to test them to see if they 
were worthwhile. I devised a series of ex¬ 
periments to help me determine whether 
or not the products were viable concern¬ 
ing case humidification. I will spare the 
readership the agony of sifting through 
prolonged descriptions of experiments and 
endless mounds of data and looking at my 
bad pie charts. The abridged version of the 
whole process is that I tested each product's 
performance in an airtight container with 
roughly the same volume as a single clari¬ 
net case, recorded how much the actual 
level of humidity deviated from what was 
advertised, and made notes on how quickly 

the airtight container returned to the hu¬ 
midity of the surrounding air when the 
lid was open (to simulate the opening and 
closing of a clarinet case). As you can imag¬ 
ine, Friday nights in the Karlsson house are 
a real thrill a minute. 

The first product I tested was the Boveda 
small Humidipak with 75% humidity. 
This is the smallest of the three products I 
tested. Normal usage for this product, ac¬ 
cording to the description provided by the 
merchant, includes keeping certain types of 
herbs fresh. (If you consider the fact that 
part of the name of the eBay store I pur¬ 
chased this from is "High Society," then 
you will probably be able to deduce what 
kinds of "herbs" they're talking about.) The 
product lasts for 60—90 days and is one¬ 
time use only. 

When testing this product, I noticed 
that even after several hours in the airtight 
container, it never reached the advertised 
humidity level. The highest it ever got was 
72%. I think this is because it is such a 
small object and is not meant to be used in 
large containers. It took 35 minutes for the 
container to return to ambient room hu¬ 
midity (which in this case was 49%). 

After collecting and analyzing the data, 
I concluded that this is a mediocre product 
for clarinet cases, but will probably be great 
for reed cases. A word of warning: if you buy 
more than one at a time, leave the unused 
ones in an airtight container or sandwich 
bag. I left one of mine on the kitchen table 
for two days and now it is all crunchy and 
unusable. I got these for $5.99 plus ship¬ 
ping for a pack of six. You can also get these 
at your local, well-stocked tobacco shop. 

The next product I tested was called 
Water Pillows, with an advertised humid¬ 
ity of 70%. (Be careful if you Google it. 
You may come up with some weird medical 
equipment.) Water Pillows have the widest 
variety of uses of the products I chose. The 
most interesting use for this product is for 
keeping crickets alive while storing them 
as lizard chow. Lizards apparently don't 
eat dead crickets. (I don't blame them. I 
wouldn't either.) They last for 60—90 days, 
but the ones I tested easily lasted 90. Also, 
contrary to the manufacturer's instruc¬ 
tions, these are NOT reusable. 

When I tested this product, I saw that 
the internal humidity achieved 81 %, which 
could be problematic and cause key bind¬ 
ing, mold and possibly even rust. However, 
since clarinet cases aren't airtight, I don't 



Water Pillows 

think this will be much of an issue. It took 
30 minutes for the humidity inside the 
container to return to surrounding air hu¬ 
midity of 50%. I have used this product in 
the past to close up surface cracks to great 
effect. I bought a package of 36 for $19.99, 
which calculates to less than $1.00 per 
product. It is also possible to purchase these 
in smaller amounts, but it will cost a little 
more. You can get them on eBay, from to¬ 
bacco shops or from your local pet supplier. 

The last product I tested is called 
Drymistat, which advertises humidity at 

70%. This is used in homemade humidors. 
This is the largest of the three and may not 
fit in all cases. According to the manufac¬ 
turer, however, you can trim the container 
to size, down to one-and-a-half inches. 

If you do that, do not dispose of the 
gel down the sink or other drain because it 
will swell and clog up your pipes, and then 
you'll have to pay some guy to come un- 
clog them and accidentally moon you. This 
product is reusable, and will remain viable 
up to 90 days before it needs refilling. I had 
to refill mine after 85 days. 

This product when tested in an airtight 
environment also far exceeded the manu¬ 
facturer's claim. After an overnight rest in 
the container (because I forgot to check on 
it before I went to bed), the humidity reg¬ 
istered at 83%. Again, this could be prob¬ 
lematic with the excess humidity, but since 
most clarinet cases are not airtight, enough 
airflow should allow for regulation. It took 
35 minutes for the container to return to 
the ambient room humidity of 51%. I 
bought this product on eBay for $8.88 plus 
shipping. They were $9.99 at the local cigar 
shop. 

Please keep in mind that not everyone 
even needs humidification in their clarinet 
case year-round. These products will be 
most effective in winter months when the 
air gets dried out by the furnace, or in places 
with really low humidity. You may want to 
test these products for yourselves to see if 
they are appropriate for where you live. In 
other words, reader discretion is advised. At 
any rate, I hope that these products will al¬ 
low you to take a break from the humble 
orange peel without breaking the bank. 

Purchase Information (all prices and 
seller subject to change without notice due 
to the nature of eBay): 

• Boveda Small 75% Humidipak Me¬ 
dium Fresh pack of six; $5.99 + $2.50 
shipping for set of six; purchased from 
eBay seller prissyshighsociety 

• Water Pillows pack of 36 ; $19.99 plus 
free shipping for set of 36; purchased 
from eBay seller cigarnet 

• Drymistat Xikar Crystal Gel Tube Hu¬ 
midifier for Cigars (one unit); $8.88 
plus $1.75 shipping; purchased from 
eBay seller Cigar Connoisseurs Interna¬ 
tional, LLC 

Drymistat 
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2nd Lisbon International 

Clarinet Competition 

The 2nd Lisbon International Clari¬ 
net Competition was held in Lis¬ 
bon, Portugal March 25—28, 2013, 

at the Palacio Foz, sponsored by the Cul- 
tivarte and Inatel Foundation. There were 
115 applications. The jury consisted of Mi¬ 
chel Arrignon (president), Antonio Tinelli, 
Karel Dohnal, Jean-Sebastien Bereau and 
Rui Martins. 

The prize winners and the prizes 
awarded were: first prize — Kie Umehara, 
a BuflFet Crampon Prestige B-flat clarinet, 
1000 Euros and a performance during the 
next season of the Lisbon Metropolitan 
Orchestra; second prize — Joan Garcia, a 
Selmer Privilege B-flat clarinet and 500 Eu¬ 
ros; and third prize — Rhea Vallois, a Buffet 
Crampon RC B-flat clarinet. 

Kie Umehara was born in Japan in 1984 
and is currently a student at the Hochschule 
Luzern-Musik with Paolo Beltramini. Joan 
Garcia was born in Spain in 1988 and is 
currently a student at the Escuela Musica 
Reina Sofia in Madrid in the class of Mi¬ 
chel Arrignon and Enrique Perez Piquer. 
Rhea Vallois was born in France in 1983 

Jury members (I to r): Rui Martins, Jean-Sebastien Bereau, Michel Arrignon, Antonio Tinelli 
and Karel Dohnal 

and studied with Karl-Heinz Steffens and 
Florent Pujuila and is currently a perma¬ 
nent member of the orchestra Les Siecles. 

Donne International 

Music Competition 

larinet Duo won first prize at the 
Donne International Music Com¬ 
petition in Kragujevac, Serbia. c 

,    ... 
Prize winners (I to r): Rhea Vallois, Joan Garcia, and Kie Umehara 

The 10th Donne International Music 
Competition took place in Kragujevac, Ser¬ 
bia, May 24—26, 2013. 

This years adjudicated sections were 
flute, chamber music, composition, pho¬ 
tography and graphic design. Although 
there wasn't a clarinet section this year, 
clarinetists competed in the section cham¬ 
ber music. In this category of students up 
to 25 years old, the first prize was shared 
between a flute-violin-piano trio (Nina 
Stamenkovic, flute; Jelena Aleksijadis, vio¬ 
lin; Sanja Martinovic, piano) from Bosnia 
and Herzegovina, and a clarinet duo from 
Serbia (Dusan Osmanovic and Mateja 
Lalic). Both Dusan and Mateja have been 
prize winners at numerous national and 
international competitions (International 
Competition Davorin Jenko in Belgrade, 
International Competition of Woodwinds 
in Pozarevac, etc.), and currently are clari¬ 
net majors at the University of Pristina- 
Kosovska Mitrovica, in the class of Prof. 
Andrija Blagojevic. 

Apart from the artistic director of the 
Festival, Mrs. Olivera Vojna Nesic, who 
also served in the jury, other jury members 
in the chamber music category were: Sanja 
Stijacic (University of East Sarajevo, Bosnia 
and Herzegovina), Andjela Bratic (Univer- 
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(I to r) Mateja Lalic and Dusan Osmanovic 

sity of Nis, Serbia), Marko Nesic and An- 
drija Blagojevic (both from the University 
of Pristina-Kosovska Mitrovica). 

A part of the Festival were the Lux Ar¬ 
ris concerts, this year devoted to music of 
women composers. At one of them, at the 
closing ceremony of the Festival, May 26, 
2013, clarinetist Andrija Blagojevic per¬ 
formed. Blagojevic, who is the I.C.A. Na¬ 
tional Chairperson for Serbia, performed 
the Serbian premiere of Ode to Odessa by Is¬ 
raeli National Chairperson Eva Wasserman- 
Margolis. Also on the concert, Blagojevic, 
accompanied by his colleague from the uni¬ 
versity, pianist Marija Gluvakov-Medenica, 
performed In modo barbaresco by Olivera 
Vojna Nesic. Both compositions were very 
well received. Special guests at the con¬ 
cert were first-prize clarinetists Dusan and 
Mateja, who performed part of their com¬ 
petition program, the first movement of 
Crusell's Concert Duet, Op. 6, No. 2. 

Seventh Edition of the 

Breno International Clarinet 

Competition "G. Mensi" 

A Report by Luigi Magistrelli 

The eighth edition of the Breno In¬ 
ternational Clarinet Competition 
"G. Mensi" took place on May 

7-9, 2013. Breno is a nice little town in 
the northern part of Italy where Giacomo 

Mensi was born. Giacomo Mensi was a 
talented clarinetist who studied at the local 
conservatory in Darfo Boario Terme, and 
then earned a diploma at the Hochschule 
of Freiburg (Germany) studying with the 
well-known player Dieter Klocker. Soon 
after his graduation he died in a tragic car 
accident. This competition has been orga¬ 
nized in order to keep alive the memory of 
this young player. 

In the competition the clarinetists 
could compete in three different catego¬ 
ries: Young Promises A (up to age 14); 
Young Promises B (age 15—17); and the 

third category, Excellence (no age limit). 
The president of the jury was Bobby Yot- 
zov from Bulgaria, and the other members 
of the jury were Luigi Magistrelli, Nicola 
Miorada, Primo Borali, Piero Vincenti and 
Silvio Maggioni, the organizer and artistic 
director of the competition. A good num¬ 
ber of participants arrived from Italy and 
other European countries including the 
Czech Republic and Japan. 

In the Excellence category the partici¬ 
pants had to play for the first round the 
first movement of the Yotzov Concerto (re¬ 
cently published by Eufonia) and the G. 
Rossini Introduction, Theme and Variations. 
In the second round the compulsory pieces 
were the Mozart Clarinet Concerto (first 
movement) and the Stravinsky Three Pieces. 
In the third round they perfomed the Ros¬ 
sini Variations again. The winner, Fabio 
Maini, performed the Rossini Variations on 
May 9 with the Valle Camonica Orchestra, 
conducted by Silvio Maggioni. 

Winners 
Excellence: First prize (Patricola clarinet), 
Fabio Maini (Italy); Second prize (700 Eu¬ 
ros), Gianluigi Caldarola (Italy) and An¬ 
tonio Capolupo (Italy); Third prize (400 
Euros), Kie Umehara (Japan) 

Young Promises (age 14 years old); 
First prize (200 Euros), Elena Sale (Italy); 
Second prize (150 Euros), Svejkar Marek 
(Czech Republic); Third prize (100 Euros), 
Nicolo Andriolo and Lorenzo Dainelli (It¬ 
aly); Special mention, Sibilla Petenzi (Italy) 

Young Promises (age 15—17): First prize 
(300 Euros), Not awarded; Second prize 

(I to r): pianist of the competition Ognjana Sokolov, Nicola Miorada, Kie Umehara (thirdprize), 
Piero Vincenti, Antonio Capolupo (secondprize ex aequo), Giunluigi Caldarola (secondprize ex 
aequo), Fabio Maini (first prize), Bobby Yotzov, Silvio Maggioni, Francesco Patricola (Patricola 
clarinets, who presented the clarinet to the first-prize winner), Primo Borali, Luigi Magistrelli 
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Winners (I to r): Innhyuck Cho, Sergey Eleskiy, Mathias Kjotter and Pierre Genisson 

(200 Euros), Alberto Culmone (Italy) and 
Michele Fabbrica (Italy); Third prize (150 
Euros), Paola Pellizzardi (Italy) andTiziana 
Zappella (Italy); Special Mention, Federica 
Faccincani (Italy) 

Carl Nielsen Competition 

Winners Announced 

The Carl Nielsen 5th International 
Clarinet Competition 2013 was 
held May 30—June 9, 2013, in 

Odense, Denmark. 
The winners were: First Prize (DKK 

150,000) — Sergey Eletskiy. He was born 
June 25, 1989, in Moscow, Russia, and 
studied in Moscow with Prof. E. Petrov and 
since 2009 at the Liibeck Academy of Mu¬ 
sic with Prof. Reiner Wehle. He was a prize 
winner at international music competitions 
such as Concertino-Prag (2008), Concours 
International "Debussy" in Paris (2010), 
Aeolus International Wind Competition in 
Diisseldorf (2011) and the ARD Compe¬ 
tition in Munich (2012). Since 2012, he 
has been co-principal clarinet at the Perm 
Opera and Ballet Theatre in Russia. Sergey 
lives in Moscow. 

Second Prize (DKK 100,000) — Math¬ 
ias Kjoller. He was born October 2, 1985, 
in Kolding, Denmark, and studied at the 
Royal Academy of Music in Aarhus with 
John Kruse. Recently, he made his debut 
from the Soloists' Class of the Royal Acad¬ 
emy of Music in Copenhagen where his 
teacher was Lee Morgan. Mathias also stud¬ 
ied with Yehuda Gilad. At the age of 21, he 

was appointed solo clarinetist of the Aarhus 
Symphony Orchestra and after a few years 
as co-principal clarinet of the Danish Na¬ 
tional Radio Symphony Orchestra in Co¬ 
penhagen, he is now back in his solo posi¬ 
tion with the Aarhus Symphony Orchestra 
and lives in Aarhus, Denmark. 

Third Prize (DKK 75,000) — Innhyuck 
Cho. He was born October 13, 1983, in 
Geochang, Republic of Korea, and began 
his studies in Seoul. Later he pursued his 
education at the Conservatoire National Su¬ 
per ieur de Musique in Paris where his teach¬ 
ers were Michel Arrignon and Pascal Mora- 

gues. In 2010, he was a prize winner at the 
Concours International "Debussy" in Paris. 
Since August 2013 he has been principal 
clarinetist in the Musikkollegium Winter- 
thur Orchestra, and he lives in Winterthur, 
Switzerland. 

Fourth Prize (DKK 50,000) — Pierre 
Genisson. He was born April 15, 1986, in 
Marseille, France, and studied in Marseille, 
in Rueil-Malmaison and at the Conserva¬ 
toire National Superieur de Musique in Paris 
with Michel Arrignon. At the age of 21, he 
joined the I'Orchestre de Bretagne as princi¬ 
pal clarinetist. In addition, he was invited 
as principal clarinet for the Rotterdam 
Philharmonic on several occasions. 

Other prizes awarded included: 

• Carl Nielsen Prize of DKK 10,000 
awarded for the best interpretation of 
the Carl Nielsens Clarinet Concerto 
to Mathias Kjoller who also won The 
Odense Symphony Orchestra Prize of 
DKK 10,000. 

• The Children Jury Prize (DKK 10,000) 
went to Sergey Eletskiy. 

• The Bent Sorensen Prize (DKK 5,000) 
was awarded for the best interpretation 
of the commissioned piece in the first 
round (Bent Sorensen's Lontanamente) 
to Sergey Eletskiy. 

The jury was comprised of Yuanfu 
Huang, Philippe Berrod, Svante Wik, 
Yehuda Gilad, Valeriy Altukhov, Sabine 
Meyer, Olli Leppaniemi, John Kruse and 
Hans Christian Braein. 

Jury members (I to r): Yuanfu Huang, Philippe Berrod, Svante Wik, Yehuda Gilad, Valeriy Al¬ 
tukhov, Sabine Meyer, Olli Leppaniemi, John Kruse and Hans Christian Brain. (Photo Credit: 
UlJJeppesen, Carl Nielsen Competition) 
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Newsf 

* tevruc 

by Ricardo Dour ado Freire 

During the months of March and 
May, clarinet events were held in 
the Dominican Republic and in 

Mexico. This report will also bring infor¬ 
mation about a collaboration between Eu¬ 
rope and Latin America hosted in Portugal. 

Clarinettsimo 2013 

The Dominican Republic hosted on 
March 18—22, 2013, the fifth edition of 
Clarinet Festival Clarinetisimo, held at the 
Conservatorio National de Musica (CNM) 
in Santo Domingo. The event was orga¬ 
nized by CNM's clarinet professors Ro¬ 
berto Medina Rios and Darleny Gonzalez, 
supported by the Ministry of Culture, Fun- 
dacion Sinfoma and the CNM. 

The festival started in April 2009, and 
this edition invited Alden Ortuno (Cuba), 
Mauricio Murcia (Colombia), Michael 
Norsworthy (U.S.A.), Brian Viliunas 

(U.S.A.) and Juan Gabriel Olivares (Do¬ 
minican Republic/U.S.A.). Each guest per¬ 
formed a recital and offered a master class 
for the participants. Students had a variety 
of activities, including afternoon recit¬ 
als, lectures, master classes, maintenance 
workshops, reed adjustment workshops 
and informal talks, allowing participants to 
have close contact with the clarinet guests. 
This year, the most advanced students of 
CNM were selected to play at a Gala Con¬ 
cert with the Orquesta Sinfonica Juan Pablo 
Duarte, conducted by Dante Cucurullo, 
and the Orquesta Dominicana de Vientos, 
conducted by Andres Vidal. 

The festival also presented the Cuar- 
teto Opus Clarinets from Santiago de los 
Caballeros, a group that has played since 
the first edition and presented a repertory 
of Dominican music and dances from the 
19th century to modern merengue. At the 

end there was the performance of Ensamble 
Chalumeau, including all participants and 
guests, conducted by Roberto Medina Rios. 

Academia Ibero-Americana 

do Clarinete 2013-Castelo 

de Paiva, Portugal 

Antonio Saiote and Victor Pereira started a 
cross-Atlantic project in Portugal to bring 
together Latin American, Portuguese and 
Spanish clarinet traditions. The conser¬ 
vatory in the village of Castelo de Paiva 
hosted the third edition of the Academia 
Ibero-Americana do Clarinete on March 
22-27, 2012. 

The event included clarinetists Valdemar 
Rodrigues (Venezuela), Cuarteto Colom- 
biano de Clarinetes with Guillermo Mann, 
Hernan Dario Gutierrez, Fredy Pinzon 
and Juan Alejandro Candamil (Colombia), 
Marino Calva (Mexico), Ricardo Dourado 
Freire (Brazil), Juan Ferrer (Spain), Jean- 
Louis Rene (France), Antonio Saiote, Victor 
Pereira and Ricardo Alves (Portugal). Each 
guest presented a recital and worked with 
students during a week of intense activities. 

The event was a great opportunity to 
share music and knowledge that maintain a 
connection between the Iberian peninsula 
and Latin America. The participants had 
the opportunity to work traditional clari¬ 
net repertoire and have workshops on Co¬ 
lombian popular styles and Brazilian choro. 
The Academia Ibero-Americana brought 
Latin American players in contact with 
Portuguese and Spanish young players, al¬ 
lowing for an exchange of views about clar¬ 
inet playing and clarinet repertoire. At the 
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Cuarteto Colombiano de Clarinetes and Valdemar Rodrigues 

final concert, the Orquestra de Clarinetes 
Principe das Asturias, organized by Saiote, 
played a recital with music from both sides 
of the Atlantic. 

Primer Encuentro 

Internacional de Clarinete — 

Ciudad de Puebla, Mexico 

The city of Puebla (Mexico) hosted the First 
Encuentro Internacional de Clarinete in asso¬ 
ciation with the Instituto Superior de Musica 
Esperanza Azteca. Puebla is located in the 
mountains of southeast Mexico at 7,000 feet 

altitude and known for its traditional archi¬ 
tecture. The festival was organized by Espe¬ 
ranza Azteca, a social project devoted to the 
musical education of underprivileged young 
children. This edition had participants from 
southern Mexico and El Salvador. 

Clarinet artists invited were Marco An¬ 
tonio Mazzini (Peru), Jose Garcia Taborda 
(Colombia), Manuel Hernandez (Mexico) 
and Julieta Ugartemendfa (Argentina) who 
also organized the event. They worked 
with many young players who were eager 
to learn and share their interest and pas¬ 
sion for music and the clarinet. This event 

brought international artists to work as 
motivation for a new generation of players 
in Puebla. 

Future Events 

The second semester will have many clarinet 
events in Latin America that will be reported 
on in the upcoming editions of this column. 
In late September, Valdemar Rodriguez and 
FENOJIV {Fundacion del Estado para el 
Sistema National de las Orquestas Juveniles e 
Infantiles de Venezuela) are organizing the X 
Festival de Clarinetistas Venezolanos. In Oc¬ 
tober there are the editions of ClariBogota 
2014 and the IV Festival Internacional de 
Clarinete Quito Centro Del Mundo. From 
October 29—November 1, Brasilia, Brazil, 
will host the III Congreso Latinoamericano de 
Clarinetistas, organized by Marco Mazzini 
and Ricardo Dourado Freire. 

***** 

During the event in Castelo de Paiva, one 
sad note was that Ivona Saiote, wife of Profes¬ 
sor Antonio Saiote, died of brain cancer on 
March 25.1 was touched by the circumstance, 
but I was very impressed that most clarinet 
participants went to the farewell ceremony, 
and a great many Portuguese clarinet players 
were supportive of Saiote at the ceremony. It 
was an important experience for me, because 
it showed that the clarinet community is a 
big family and clarinet players were extremely 
supportive of each other, even in a very dif¬ 
ficult situation. (RDF) 
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from 

by Jean-Marie Paul 

Bruno Bonansea Veronique 
Cottet-Dumoulin 

Alain Billard Florent Heau 

New Orchestral Chairs 
Congratulations to the following 

clarinetists who got a new job in 
Paris: 

Bruno Bonansea, 2nd solo clarinet, Or- 
cbestre National de France (April 26). 
Presently he is solo clarinet of the Or- 
chestre de Picardie. 

Veronique Cottet-Dumoulin (born Tre¬ 
nd), 2nd solo and E-flat clarinet, Op¬ 
era de Paris (May 15). Presently she is 
solo clarinet of the Orchestre National 
des Pays de Loire (Angers/Nantes). 

Maite Atasay, Orchestre Pasdeloup, Paris. 
Presently a student in the Paris Conser¬ 
vatoire. 

N.B. Amaury Viduvier won a clarinet po¬ 
sition in the Garde Republicaine Con¬ 
cert Band on February 25. 

New Teaching Chairs from 

September 2013 
Alain Billard, professor of bass clarinet, 

Paris National Superior Conservatory 
(CNSM) will replace Jean-Noel Crocq; 
Alain is also bass soloist of the Ensemble 
InterContemporain. 

Florent Heau, professor at the Paris Re¬ 
gional Conservatory and presently pro¬ 
fessor of Rueil-Malmaison Regional 
Conservatory; he will replace Richard 
Vieille in Paris. 

Ms. Elsa Centurelli, graduated from Lyon 
(clarinet) and Paris (bass clarinet) na¬ 
tional superior conservatories and be¬ 
comes the new professor at the Toulouse 
Conservatory; she replaces Yves Bailly 
who taught there since 1985. 

Thierry Besnard, professor at Lorient, 
Bretagne, previously teaching since May 
in Alen^on, Normandy; he replaces Ber¬ 
nard Groult who retired. 

Homages to 

Guy Deplus in April 

On April 6 in his native town of Vieux- 
Conde, North of France, the music school 
was renamed Ecole de Musique Guy Deplus. 

On April 14 in Paris, Salle Cortot (Ecole 
Normale de Musique where he teaches), 
Guy Deplus dedicated his autobiographical 
book, L'ascese et la flamme. This book exists 
in French and English editions. The subtitle 
is "Conversations with Bruno Martinez." 
Martinez, bass clarinetist of the Paris Op¬ 
era and a former student of Guy Deplus, 
took the initiative to speak with Guy Dep¬ 
lus about his life from childhood to today 
and gather testimonials from other clari¬ 
netists. There are also questions about the 
repertory from Debussy's Rhapsody to Pou- 
lenc's Sonata (the last one was published in 
The Clarinet). I was glad to collaborate on 
this work in providing biographies of the 
musicians he met, his discography, etc. 
And I am still proud he recommended me 
to succeed him as chairman for France of 
I.C.A. in 2012! This book is available from 
Buffet-Crampon and Vandoren. A splen¬ 
did clarinet choir concert was played with 
some of his former students at the event. 

Ecole Normale de Musique 

de Paris, April 16, 

Classes of Guy Dangain 

and Guy Deplus 

Ms. Peng-Yu Chen (Taiwan): Dipldme de 
concertiste at the unanimity of the jury 
with compliments. Program: Duver- 
noy, Concerto No. 3, 2nd & 3rd mvts.; 
Sarasate, Zigeunerweisen; Hubeau, Air 
tendre et varie\ Widmann, Fantaisie for 
solo clarinet 

Ms. Tomoyo Matsuzaki (Japan): Dipldme 
de concertiste with compliments of the 
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A clarinet choir concert was played with some of his former students at the Guy Deplus book 
dedication. 

jury. Program: Widor, Introduction et 
Rondo; Tartini, Concertino; Bassi, Ri- 
goletto-fantaisie-, Widmann, Fantaisie-, 
Burgmiiller, Duo 

Mr. Ying-Nan Wang (China): Dipldme de 
concertiste at the unanimity of the jury. 
Program: Boulez, Domaines; Krommer, 
Concerto; Rossini, Introduction, Theme & 
Variations; Weber, Grand Duo, Op. 48 

Debussy Clarinet 

Competition, Paris 

The repertoire is available on the site since 
the end of April at www.concoursdebussy. 
com. The first round is pre-selection by 
CD recording; the deadline is December 1, 
2013. 

Clarinet Choir Anniversaries 

The Luxembourg Clarinet Choir, conducted 
by Marcel Lallemang, professor at the Lux¬ 
embourg Conservatory, celebrated its 25- 

year anniversary in April. James Campbell 
was invited as guest soloist and teacher for 
master classes. In June, the Versailles Clari¬ 
net Choir, conducted by Philippe Cuper, 
celebrated its 20-year anniversary. 

Vandoren TV 

The website www.vandorentv.com has 
added new videos: Karl Leister, Stefan 
Harg, etc.; and a clarinet choir concert of 
"Vandoren U.S. Emerging Artists" (Liam 
Burke and Emil Khudiev) with New York 
based-David Gould, along with some nice 
Parisian clarinetists (Opera, etc.) con¬ 
ducted by Philippe Cuper. 

Obituaries 
Jean-Michel Damase, 
composer (1928—2013) 
J.M. Damase died on April 21. You can 
have a look at the official website (www. 
chezdamase.com) to see all the clarinet 
pieces by this composer, along with a nice 
photo made by clarinetist Jean-Marc Volta. 

Frederic Geispieler, 
clarinetist and conductor (1910-2013) 
E Geispieler was 102 years old. As a clarinet¬ 
ist, he won first prize at the Paris Conserva¬ 
tory (1929), was the professor in Bordeaux 
and soloist of the orchestra; performed in 
the Garde Republicaine (1942—45); and was 
solo clarinetist of the Philharmonic Or¬ 
chestra in Nice and professor of the Con¬ 
servatory (1947—1979). He also published 
studies, scales and transcriptions. He ap¬ 
peared as conductor during 1948-1963 in 
France and abroad. (He had studied with 
Hermann Scherchen and Andre Cluytens). 
He retired in Southwest France where he 
played the clarinet until the age of 85 and 
then played church organ. 

' I 
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Book Reviews 

by Albert R. Rice 

Johan van Kalker. C.A. Gopfert, H. Back- 
ofen und H. Neumann: Drei Klarinet- 
tisten zu Beginn des 19. Jahrkunderts, 
Hainholz Musikwissenschaft Band 20, 
ed. V. von Pechstaedt. Hainholz, Got- 
tingen, 2012, 208 pp. 7 ills., ISBN: 
978-386988218-5. 

Johan van Kalker is known for his com¬ 
prehensive bibliography of subjects per¬ 
taining to the clarinet in Die Geschichte 
der Klarinetten: Eine Dokumentation pub¬ 
lished in 1997. Van Kalker also owned an 
interesting collection of 55 clarinets and a 
saxophone given in 1995 to the Grumbt 
Collection, now on display at the Schloss 
Kemnade in Bochum. The collection is 
described by Christian Ahrens and Gregor 
Klinke in Musiki nstru mentemammlung 
Hans und Hede Grumpt, 2. Klarinetten und 
Saxophone, Bochum, 1997. 

Van Kalker s book is divided into three 
chapters concerning three clarinetists ac¬ 
tive during the early 19th century: Carl 
Andreas Gopfert (1768—1818), Johann 
Georg Heinrich Backofen (1768-1830) 
and Johannes Heinrich Neumann (1792— 
1861). Each chapter begins with the birth 
and family life of each man, and discusses 
his music studies, concertizing, composi¬ 
tions and publishing. In many cases, pri¬ 

mary sources such as birth records, archival 
records from churches or cities and con¬ 
temporary journals are cited for the infor¬ 
mation that provides a detailed picture of 
their lives. Much additional information is 
drawn from secondary sources, primarily 
written in German. This is followed by an 
index of musical works with opus number, 
without opus number and arrangements. 
Each listing includes a transcription of 
the title page, plate number, date, size of 
the printed page, location of the library, 
advertisements, modern edition, specific 
mention of a source discussing the work 
and further remarks. There follows a bib¬ 
liography of books and other sources used 
in the text. The last section is a detailed 
list of letters to and from each clarinetist, 
date, sender, sender's address, recipient, li¬ 
brary source with its number and a list of 
lost letters. An index of people is provided 
with birth and death dates or dates when 
the person was active. The illustrations in¬ 
clude engravings of Gopfert and Backofen, 
method books and their forewords, title 
pages of published concertos by Gopfert 
and Backofen and a trio for three flutes by 
Neumann. 

Van Kalker's work represents excellent 
scholarship and exhibits careful and pre¬ 
cise writing. The work lists for each com¬ 
poser are particularly thorough, compiled 
from reviews in the Allgemeine Musika- 
lische Zeitung (AMZ), music listings in the 
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Handbuch der musikalischen Literatur, pub¬ 
lished studies of various publishers, mate¬ 
rial from two publishers' archives (Andre in 
Offenbach, Schott in Mainz), specialized 
studies and advice from researchers. RISM 
{Repertoire Internationale des Sources Musi- 
cale) numbers are also cited as sources for 
library locations. Backofen's method books 
for clarinet and harp, and his etude book 
for harp are listed. 

One of the surprises for me was find¬ 
ing two early works using the bass clarinet. 
They were both written by Heinrich Neu¬ 
mann for a wind band about 1834. His 
opus 33 and opus 34 are entitled Gande 
Fantaisie and Air de Cherubini and scored 
for flute in E-flat, clarinets in E-flat, B-flat, 
two oboes, two horns in E-flat, two horns 
in B-flat, two trumpets in B-flat or F, bas¬ 
soons, contrabassoon, bass clarinet, three 
trombones, triangle, snare drum and bass 
drum. Since both works were published in 
Bonn by E J. Mompour, it seems likely that 
the bass clarinets were provided by Georg 
Streitwolf in the nearby town of Gottin- 
gen. Also, Gopfert's opus 29 was listed by 
Pamela Weston in More Clarinet Virtuosi 
of the Past as 3 Pieces for 2 Clarinets as re¬ 
ported by van Kalker. However, a copy was 
located by the reviewer in the International 
Clarinet Association Library at the Univer¬ 
sity of Maryland in College Park of Drei 
Stiicke fur Klarinette und Klavier op. 29 by 
Karl Goepfart, a different and later clarinet¬ 
ist, published about 1900 by Merseburger. 
Thus, a mistaken listing was discovered in 
Weston's book. 

This book is recommended to all college 
and university libraries and all serious stu¬ 
dents of the clarinet. Johan van Kalker and 
the editor Volkmar von Pechstaedt are to be 
congratulated for one of the most accurate 
and reliable books on clarinetists and music 
for the clarinet that has been published. 

Rosario Mazzeo. The Irrepressible Musings 
of a Clarinet Addict, eds. Beth Wilbur, 
Rima Mazzeo Crow, designed, Jennifer 
Aumiller. Blurb, Carmel, California, 
2013, 88 pp. $15.00 available from 
rcrow@droughtresistant.com. 

This delightful book contains the mem¬ 
oirs of Rosario Mazzeo, an extraordinarily 
interesting and intelligent man, musician 
and accomplished teacher. It was self- 
published by Mazzeo's daughter, Rima 
Mazzeo Crow, based on Mazzeo's hand¬ 
written pages. The book was inspired by 
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Mazzeo's writings that first appeared in the 
occasional self-published newsletter en¬ 
titled Musings from Mazzeo (1962-1974) 
focusing on new repertoire and reports of 
concerts, the "Master Class" articles in the 
Selmer Bandwagon from 1967 to the early 
1980s, a second series of "Mazzeo Musings" 
in The Clarinet from 1986 to 1994 and ma¬ 
terial in his book The Clarinet: Excellence 
and Artistry (1981). It includes 14 witty 
and interesting chapters that recount his 
life, performances and teaching. Included 
is a sketch of Rosario by Katie Clare, his 
wife, and many photographs of Rosario, 
and Rosario playing, teaching and engag¬ 
ing in his interests, such as bird watching, 
mountain climbing and collecting antique 
clarinets. 

It is a wonderful tribute to a great man 
who inspired so many of his students and 
friends. For those who knew Rosario, it is a 
must read; for the rest, it is recommended 
as a good book about a fascinating individ¬ 
ual and talented man. 

Mobile App Review 

by Will Cicola 

Virtuoso. Lino Iglesias (developer). Free 
(lite version) or $0.99 (full version) on 
Google Play. http://goo.gl/WfnSS (Lite 
Version) or http://goo.gl/axIef (Full 
Version) 

With technology, especially mobile 
technology, playing an increasingly cen¬ 
tral role in everyday life, musicians have a 
wider-than-ever range of tools at our dis¬ 
posal. Services such as YouTube, Skype, 
and even message boards have allowed 
collaboration and discovery on a level that 
would have been unthinkable 30 years ago. 
Virtuoso, a new app from developer and 
musician Lino Iglesias, continues this trend 
by turning your Android phone or tablet 
into a versatile practice tool. 

Detailed tracking of one's practice ses¬ 
sions is always a useful way to ensure ef¬ 
ficient use of time, and Virtuoso aims to 
make this as easy as possible. It allows the 
user to design "Workouts" on specific tech¬ 
niques or repertoire and time each one. The 
paid version will also log and allow the user 
to view long-term trends across any range 
of dates, which is a feature well worth the 
$0.99. Unfortunately, Virtuoso is not yet 
available for iOS devices, so you will need 
an Android device to use it. 

Being relatively new, the app does have 
a few rough edges. There is no way to set a 
default instrument, so unless the user is a 
guitarist, he or she must manually specify 
their instrument with each new workout or 
check of their statistics. Additionally, while 
the included set of exercises is fairly com¬ 
prehensive (it includes techniques such as 
"Spectrofluctuation" and "Kiss Sound"), it 
would be even more useful if the user could 
add and/or edit the list. "Key Clicks" ap¬ 
pears twice, while "Finger Dexterity" is the 
closest thing to "Scales" that I could find. 
The developer does welcome suggestions, 
and they are easy to submit, with a large 
Feedback button holding a prominent 
place on the main screen. 

These (relatively minor) flaws aside, Vir¬ 
tuoso shows quite a bit of promise, and as it 
stands today, it can be a useful aid to musi¬ 
cians of any level. With a bit of polish - say, 
the inclusion of a built-in metronome and/ 
or tuner, or video recording/playback - and 
the introduction of an iOS version, it could 
become a true gem. 

Music Reviews 

by Gregory Barrett 

Peter Przystaniak. Five Angels. Edition Pe¬ 
ters, 2011. $23 

This is a fresh-sounding five-movement 
suite for clarinet and piano that uses the 
textures of classical music, the syncopa¬ 
tions of Latin America, the melodic style 
of film music and jazz harmonies. Written 
with younger players in mind - though 
still attractive to adults - the playing range 
is conservative but the syncopations in the 
first and third movements are challenging. 
Each stand-alone movement is two—three 
minutes in duration. Violin and cello parts 
can be purchased separately that enrich the 
piano accompaniment and make for a fuller 
chamber music experience. The CD that 
comes with the clarinet/piano edition con¬ 
tains performances of the clarinet and piano 
version, the full quartet version and practice 
tracks minus the clarinet of both versions. 

Armando Ghidoni. Virtuoso Swing Solo 
pour Clarinette seule. Alphonse Leduc, 
2012. Ca. 3'30" 

Based in France, Armando Ghidoni is a 
prolific composer of clarinet works full of 
beauty, melody and rhythmic flow. Patrick 

Messina, principal clarinet with the Orches- 
tre National de France, asked Ghidoni for 
a piece in swing style and he got that and 
more. A Vivace tempo in swung eighth notes 
dominates this flashy work, but the spice is 
in the episodes in 7/8, bluesy l6th-note runs, 
smears, ghosted notes and brilliant use of 
the full range of the clarinet up to double 
high C. Fun to play, and if performed at Vi¬ 
vace tempo the audience will be on its feet. 

Peter Machajdi'k. Peroket [for bass clarinet 
solo]. Alea Publishing, 2012. $15.00 
Ca. 6'40" 

Machajdi'k's meditative works in the 
style of the "New Simplicity" are becom¬ 
ing increasingly well-known throughout 
Europe. Peroket (Parrot) was composed 
for Guido Arbonelli's 1999 performance 
in Assisi, Italy, and is a work of medium 
difficulty that takes on alternately somber 
and ecstatic characteristics. Strangely, the 
extended range of the bass clarinet is not 
used — low A is the limit. Likewise, the 
top range stops at the C two ledger lines 
above the treble clef, except for one E, a 
third higher. In a few short sections Macha¬ 
jdi'k directs: "The performer slowly rotates 
around his/her own axis." This theatricality, 
in addition to the use of one's imagination 
to be a bit of a parrot within the imitative 
sections, will connect with many perform¬ 
ers and audiences. 

Alea Publishing has grown a large cata¬ 
log of bass clarinet transcriptions, includ¬ 
ing many chamber works, as well as several 
original works such as Peroket. With useful 
links, their website is an excellent resource 
for clarinet teachers. 

Antonio Vivaldi. Concerto en la mineur 
pour clarinette basse en sib et piano. 
Adapted by Michel Bontoux from the 
original for bassoon, strings and harp¬ 
sichord. Collection Jean-Marc Fessard. 
Gerard Billaudot Editeur, 2012. Theo¬ 
dore Presser Company for U.S. distri¬ 
bution. $36.95 Ca. 8'30" 

Yes, Vivaldi wrote two concertos for 
pairs of clarinets and oboes as soloists, but 
he wrote more than three dozen for solo 
bassoon! The long-time bass clarinetist of 
the I'Orchestre National de Lyon has brought 
some equality to the situation by arranging 
one of the four A Minor bassoon concer¬ 
tos for bass clarinet. In keeping with the 
original key, the bass clarinet plays the ac- 
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robatic outer movements in B Minor. The 
bass clarinet part is full of break crossing 
and numerous trills that will inspire you to 
be in nimble form. The piano reduction is 
straightforward, and the bass clarinetist can 
play from either a treble or bass clef part as 
both are included. There are only two low 
Ds in the bass clarinet that could be played 
an octave higher, and the top note in the 
treble clef version is a mere A directly above 
the staff. Fun. 

Johannes Brahms. Intermezzo Op. 118 
No. 2 for A and [or] B-flat Clarinet [and 
Piano]. Arr. by William Ransom, edited 
by Richard Stoltzman, Lauren Keiser/ 
Hal Leonard, 2011. $9.95 

William Ransom arranged one of the 
most beloved Brahms piano miniatures 
while collaborating with Atlanta Sym¬ 
phony Orchestra clarinetist Laura Ardan. 
The melody is mostly in the clarinet, 
though the role with piano is occasionally 
switched. Two versions of the piano score 
are included. The first retains Brahms' 
original key of A Major, and the clarinet 
can play from either the A or B-flat clarinet 
part provided. Though the B-flat clarinet 
part is in five sharps it is still only moder¬ 
ately difficult. The simpler A clarinet part 
can also be played on B-flat clarinet while 
the pianist uses the second piano score one 
half-step higher than the original. 

Gioachino Rossini. Introduction, Theme 
and Variations for Clarinet. Edited by 
Charles Neidich, Lauren Keiser/Hal 
Leonard, 2012. $10.95 

Charles Neidich has created an extremely 
helpful edition that includes remarks con¬ 
cerning the operatic origins and context of 
the work; interpretive remarks, including 
fingering suggestions for 13 passages; and 
two of his lengthy cadenza options. To keep 
contemporary performances vibrantly alive, 
Neidich has added colorful early 19th-cen- 
tury Italian musical terms. The controversy 
may continue concerning who was the ac¬ 
tual composer of this work, but rest assured, 
Mr. Neidich reveals the composers intent, 
whomever he was, with clarity. 

In future printings the layout of the pi¬ 
ano score should be improved so that pages 
do not need to be turned back for repeats. 

Carl Maria von Weber. Concertino for Clar¬ 
inet. Edited by Charles Neidich. Lauren 
Keiser/Hal Leonard, 2012. $10.95 
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Charles Neidich's edition contains a 
discussion of the Carl Baermann (and to 
a lesser extent Cyrille Rose) performance 
tradition in relation to Weber's original, as 
well as solutions for performances in our 
time. The piano score shows both Weber's 
original clarinet part and Neidich's very 
similar version. Several examples from Carl 
Baermann's edition are shown in Neidich's 
six pages of detailed, musically illustrated 
notes. The comments are extremely helpful 
and give a cogent explanation why a trill 
should not be played on the G-sharp in the 
introduction's 27th measure. Confusingly, 
some of the text refers to clarinet notes in 
concert pitch next to examples where the 
clarinet is notated in B-flat. 

To make the most informed perfor¬ 
mance decisions for yourself, a complete 
Carl Baermann edition should be studied 
in addition to this one. Four cadenzas, of 
varying difficulty, composed by Mr. Nei¬ 
dich, are given and can be used before the 
concluding 6/8 section. 

All three of these Lauren Keiser Music 
editions are very clearly printed on heavy¬ 
weight paper. 

by Luca Luciano 

Marc Kowalczyk. Air de Decembre pour 
Clarinette Sib, Delatour Editions, 
France (DLT0293), 2003. Ca. 2'35" 

Kowalczyk's solo clarinet piece makes 
great use of extended techniques and un¬ 
usual sound effects in a straightforward 
structure: a series of eight-bar lines divided 
into a simple idea of three bars that use 
standard techniques and five bars that fea¬ 
ture a variety of sound effects. The three-bar 
segments are made of two recurring ideas, 
one is lyrical and often legato, and the 
other uses a lively, bouncy staccato. Both 
ideas help release the tension created by the 
sound effects used in the second segment. 

The score is introduced by a page ex¬ 
plaining (in French) the symbols used so 
the performer has a better idea of the type 
of sound effect the composer is specifying. 
The difficulty of the piece is familiarizing 
oneself with almost 15 different symbols 
used and absorbing the music in a way that 
it all comes out naturally. Some are better 
known extended techniques, like growl¬ 
ing, flutter tongue and slap tongue. Others 
leave the execution of the effect to the per¬ 
former, such as "residu harmonique" (mul¬ 
tiple sounds where only the root is written) 
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and "oscillation" created by a kind of quar¬ 
ter-tone or microtone trill. Other unusual 
effects include: fingering the written note 
producing only air and no sound, clearing 
the throat while playing a note, playing a 
note while singing another, sometimes 
vocalizing the word "a-te-na-ri-chou^ and 
singing the written note through the instru¬ 
ment. The music has a kind of descriptive 
character, and all these effects are meant to 
create a series of sounds (or noises) typical 
of a windy, winter day with a desolate end¬ 
ing where the throat F-sharp is first whis¬ 
pered, then growled before fading out leav¬ 
ing only the voice in the instrument. 

by Sean Osborn 

Jean-Michel Damase. Conversations for 
clarinet and bassoon (1999). Editions 
Henry Lemoine, 2000. 

French composer Jean-Michel Damase 
has an extensive catalog of chamber music 
for winds, and this is a fine addition to the 
surprisingly rare combination of clarinet 
and bassoon. While the fourth movement 
has a song-like melody/accompaniment 
style, the other five short movements all uti¬ 
lize a very conversational style, with lots of 
counterpoint, canons and one voice filling 
in the other's rests. Damase's gentle charm 
and wit are on display throughout the piece. 

The duet is interesting enough for any 
professional team, and is easily playable by 
college and advanced high school students, 
excepting a very fast passage at the end of 
the finale. I particularly enjoyed the rhyth¬ 
mic interplay in the mixed-meter fifth 
movement. The harmonic language is neo- 
classic and pleasant, though it does tend to 
dwell on the same sounds for too long. The 
bassoon part is constantly switching clef, 
and the use of treble clef for the bassoon is 
something most players will find needlessly 
troublesome. It is a fine piece, particularly 
suitable to those who like this style. 

Daniel Bimbi. El Casot for clarinet and pi¬ 
ano. Emerson Edition, 2008. Ca. 8'30" 

Clarinetist and composer Daniel Bimbi 
is from southern France, though the "Ca¬ 
sot," or small house, referred to in the title 
is located in the wine-growing region of 
Spain. Folk-inspired melodies are presented 
in French-conservatory, contest-piece style: 
Introduction, slow themes, cadenza, fast 
themes. The charming melodies are a mix 



of styles — flamenco, czardas and klezmer 
— and are meant to represent the disparate 
ethnicities migrating to the Spanish grape 
fields each summer to work. Though the 
klezmer style is without markings for slides, 
accents and other things that make klezmer 
extra-flavorful, a conversation with the com¬ 
poser revealed that he is not opposed to any 
performer adding their own touches. While 
the lack of modulation wears thin on a pro¬ 
fessional player, it is an asset to any student 
learning this piece because many things are 
repeated. Interaction with the piano is good, 
and both parts are student-level. The finale 
is fast and fun, though some cuts could be 
made. All in all, this is a great student piece, 
especially as an introduction to these styles 
and performing longer pieces in general. 

by Robert Riseling 

Rudolf Mauz, editor. Duo-Schatzkiste (A 
Treasure Chest of Duos), Schott Music. 
ED20979 

Rudolf Mauz is a performing clarinetist 
who works in orchestral, solo and chamber 
music realms. As a teacher and educator he 
is the author of various clarinet study mate¬ 
rials published by Schott & Company. 

This collection contains original clarinet 
duos from the Classic and Romantic peri¬ 
ods by some composers more familiar than 
others: C.RE. Bach, Beer, Blasius, Boufil, 
Crusell, Goepfert, HofFmeister, Mozart, 
Vanderhagen and Wiedemann. The edi¬ 
tor indicates the works were intended for 
players with a basic grasp of the instru¬ 
ment. Some of the duos have been re¬ 
worked, shortening overly long and some¬ 
times complicated passages. The individual 
works or movements are one or two pages. 
Some dynamics and articulations have 
been added, while others have been left as 
in the original. The pagination and spacing 
are well planned. They are excellent for stu¬ 
dent ensemble playing, and Rudolf Mauz 
writes, "Have fun playing these duos!" 

Craciane Finzi. Romanza de la muerte de 
un ave. Editions COMBRE. C06652. 
Clarinet and Electronics. Electronics re¬ 
alized by Ricardo Mandolini. Dedicated 
to Sylvie Hue. Ca. 11' 

"Legend has it that there was once a 
bird that sang only once in all its life, but 
more melodiously than any other creature 
on earth. It left its nest and immediately 

set about looking for a tree with thorny 
branches and could not rest until it had 
found it. It was then that it was torn to 
pieces on the longest, sharpest thorn, all the 
while singing through the wild branches. 
The bird was dying yet rose above its death 
throe with a song that surpassed that of 
the lark and nightingale. A supreme song 
whose price was life itself. The whole world 
stood still to listen and God smiled in 
his Heaven. Because the best can only be 
achieved at the expense of great pain...or at 
least, that's what the legend tells us." 

Graciane Finzi was born in Casablanca, 
Morocco and studied at the Casablanca 
Conservatory where her parents taught. 
From the age of 10 she studied at the Paris 
Conservatory and received numerous prix 
and developed an interest in composition. 
She joined the teaching staff at the Paris 
Conservatory in 1979. A composer of more 
than 100 works in all genres, she is known 
for her operas. Her music ".. .never searches 
for the abstract, but for the immediate ex¬ 
pression of life in Man's deepest feelings." 

In keeping with the legend, this is an 
expressive work of wide musical range. It 
employs the full gamut of dynamics and 
the normal clarinet range without the use 
of extended techniques. 

Although the clarinet is not always re¬ 
quired to be perfectly in sync with the re¬ 
corded CD, it will require practice to work 
out some of the electronic/live coordination 
despite the cues which are provided in the 
score. Those sections requiring complete 
coordination are clearly prepared and easily 
followed. Page turns are not possible. For 
performance, the score must be photocopied 
so one can slide pages during rests. This is a 
dramatic-lyrical work for those looking for 
interesting new electronic repertoire. 

by Alice Meyer 

Classic Pieces for Solo Clarinet. Wise 
Publications, Distributed by Hal Leon¬ 
ard Corporation, 2010. $10.99 

Classic Pieces for Solo Clarinet is a collec¬ 
tion of nine movements/solos taken from 
standard clarinet literature. The concept of 
this collection is to provide "an ideal intro¬ 
duction to playing more advanced solos." 
Stated directly under the book title is the 
quote, "Great works arranged for interme¬ 
diate level clarinet solo." 

The pieces in this collection are: Mozart 
Adagio (from Concerto in A Major; K. 622), 
Spohr Adagio (from Concerto No. 1 in CMi¬ 

nor, Op. 26), C.M. von Weber Adagio (from 
Concerto No. 1 in FMinor, Op. 73), Saint- 
Saens Allegretto (from Sonata for Clarinet 
and Piano), Brahms Andante un poco adagio 
(from Sonata No. 1 in F Minor, Op. 120), 
Stanford Allegro moderato (from Concerto in 
A Minor, Op. 80), Gade Movements 1 and2 
(from Fantasiestiicke for Clarinet and Piano, 
Op. 43), Rossini Introduction, Theme and 
Variation 1 and Debussy Rhapsody. 

The complete clarinet part of each solo 
is contained in this collection. There are, 
of course, variations in articulation and dy¬ 
namics, but the body of the solo is intact 
and the notes are unaltered. In some in¬ 
stances, measures of rest are not included, 
but this book is for solo study purposes 
only; no accompaniment is available. The 
first three pages of the book are dedicated 
to the clarinet and its history, and each 
piece is mentioned and briefly discussed. 

I very much appreciate the idea of this 
book, and truly value a collection of classics 
in one location for pedagogical purposes. I 
am, however, surprised that any publisher 
would present the Mozart Adagio, Brahms 
Andante, or the Debussy Rhapsody to the 
clarinet community as an "introduction to 
playing more advanced solos." Perhaps this 
is just a matter of semantics; "introduction 
to the classics" might have been more ap¬ 
propriate. I realize that this book was put 
together with the intermediate clarinetist in 
mind and that some of these pieces could 
be considered intermediate level in terms 
of notes, but the ability to play these move¬ 
ments well is not something that an inter¬ 
mediate player has the capability to do. That 
being said, I would use this collection in my 
studio. The student would be presented 
with a "buffet" of solos and the opportunity 
to study different styles, and if a specific solo 
sparked interest, the work could be pur¬ 
chased and studied in its entirety. 

There is no table of contents. The book 
is housed in a durable laminated cover. The 
paper quality is excellent, and the printing 
is easy to read. There are several page turns 
that may be awkward, but that is unavoid¬ 
able considering the nature of the contents. 

by John Cipolla 

James Rae. Style Workout: Classicalfor Solo 
Clarinet. Universal Edition, 2005 uni 
versaledition.com UE 21 301; ISBN: 
978-3-7024-2898-3; ISMN: 979-0- 
008-07666-4. Available in German, 
English, French. Degree of Difficulty: 1 
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James Rae hit a homerun with Style 
Workout: Classicalfor Solo Clarinet. It is in¬ 
spiring to see such a respected composer/ 
performer/author create such a fun, me¬ 
thodical and logical approach to teaching 
young clarinetists to play in different musi¬ 
cal styles. The preface of this book states, 
"This collection of forty original studies 
will familiarize players from elementary 
through to intermediate standard with the 
various types of music commonly encoun¬ 
tered in the solo and band repertoire of to¬ 
day. The studies are short to moderate in 
length and are grouped into four sections: 
Classical, Jazz, Rock and Latin. They are all 
written in player-friendly keys in order to 
maximize concentration on stylistic inter¬ 
pretation. Each study (ten studies per style) 
deals with a particular aspect of style and 
also has a brief descriptive sentence to help 
the student." Rae emphasizes the impor¬ 
tance of listening as the most effective way 
of absorbing any musical style. 

This collection includes an excellent 
Repertoire List with a variety of other 
Universal Edition/James Rae publications 
— grouped into the same four stylistic cat¬ 
egories. These works can further expand a 
students experience playing in these styles. 
Also included in this collection is a Listen¬ 
ing List with titles of important core rep¬ 
ertoire and albums (recordings) demon¬ 
strating each of the four styles. This is quite 
helpful because the list is very selective, so 
students and teachers are not overwhelmed 
with too many listening choices as they de¬ 
velop their command of playing in these 
various styles. The clarinet range of these 
studies is from a low E (three ledger lines 
below the staff) up to D (two ledger lines 
above the staff). Each set of 10 studies is 
progressively more challenging in range and 
rhythm, but are intentionally written to not 
be too technically difficult, so the student 
can focus on developing a feel for learning 
the style and not be overly encumbered by 
technical demands. Rae begins with the 
end in mind...developing overall musicians 
who are equipped to interpret music in 
various styles. Music teachers and ensemble 
directors will be very happy with this col¬ 
lection. I highly recommend this collection 
not only for teachers who instruct younger 
clarinet students, but actually for ALL clari¬ 
net teachers and students, as Rae has done 
quite a spectacular job at codifying a very 
difficult topic in music — teaching musi¬ 
cal styles. Congratulations on a wonderful 
contribution to clarinet pedagogy! 
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by Anne Watson 

James Di Pasquale. Footsteps, Three Studies 
for Unaccompanied Clarinet. Southern 
Music Co., 2001. $3.00 

Composed for his nephew, James Fal- 
zone, an accomplished jazz clarinetist, Di 
Pasquale s Footsteps is a virtuoso piece written 
to exploit specific aspects of clarinet perfor¬ 
mance technique. Di Pasquale (b. 1941) is a 
prolific composer with numerous television 
and movie scores to his credit netting him 
six Emmy nominations and three Emmy 
wins. He has a woodwind background — es¬ 
pecially jazz, and because the piece was writ¬ 
ten for his musician-nephew, the title Foot¬ 
steps refers to Falzone following in his uncles 
footsteps. The first movement, Arioso, be¬ 
gins in the upper clarion register and, for the 
most part, remains there for the duration of 
the movement. This movement is slow and 
mostly soft, thus imitating the voice as is so 
often attributed to the clarinet. There are 
several meter changes, although none of 
them are out of the ordinary. Harmonica, 
the second movement, is meant to be played 
in an improvisatory style. The movement 
opens quietly but swells with 32nd-note ar¬ 
peggios in the first third of the movement. 
The entire movement is free and smooth 
with changing 32nd- and 64th-note group¬ 
ings in various arppeggiated figures that ex¬ 
emplify the desire of the composer to show 
off the technical skill of the clarinetist. The 
final movement, Ritmico, is designed to be 
played with little deviation from a set tempo 
(quarter = 126, with the eighth note stay¬ 
ing the same throughout). With changes in 
meter throughout the movement, it is clear 
why the composer desires the performer "... 
[to have] a strong internal sense of rhythm." 
The movement was written to showcase ar¬ 
ticulations and syncopated staccato that can 
be found in various works for the clarinet. 
The movement reaches its climax with an 
aitissimo A, though a diminuendo imme¬ 
diately follows. Closing with quarter notes 
and rests, the piece ends its eighth-note 
drive with a long-held low G-sharp for the 
penultimate bar, ending the piece quietly 
and in stark contrast from how it began. 

Overall, because of the many meter 
changes and high range. Footsteps would be 
ideal for intermediate-level students, espe¬ 
cially those with little experience in 20th- 
century repertoire. The piece is approxi¬ 
mately eight minutes in length and would 
work as both a performance piece and an 
etude for those dipping their toes into such 
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rudimentary 20th-century techniques as 
extended range, unmeasured music and 
improvisatory style. 

CD Reviews 

by Stephanie Zelnick 

Mozart • Brahms. Luis Rossi, clarinet; 
Diabelli String Quartet: Renee-Paule 
Gauthier and Annie Trepanier, violins; 
Steve Larson, viola; Brian Snow, cello. 
Mozart: Quintet in A Major, K. 581; 
Brahms: Quintet in B Minor, Op. 115. 
GEORGINA RECORDS GR-1107. 
Total time 68:36. www.vcisinc.com and 
www.muncywinds.com, also available 
at Amazon and iTunes. 

cMomtl • 

It is a rare treat indeed to hear a per¬ 
former who designs and manufactures his 
own clarinets. Such is the case with Luis 
Rossi and this passionate interpretation of 
the Brahms and Mozart clarinet quintets. 
This live recording is from performances 
Rossi did with the Diabelli String Quartet at 
the International Clarinet Connection Fes¬ 
tival at the Longy School of Music in Bos¬ 
ton in June of 2000 and also in June 2001. 

Luis Rossi started his own clarinet de¬ 
sign shop in Santiago, Chile, in 1986 while 
still maintaining a prestigious career as an 
international performer. This album is his 
sixth that he has performed on his own 
Rossi rosewood and African blackwood 
clarinets. Perhaps it is partially because of 
a master craftsman's thoughtful approach 
to the mechanics of the clarinet that this 
interpretation seems so effortless and has 
such an organic flow. 

The tone on these recordings is truly 
lovely and centered with a slight vocal lilt 
ending the phrases in the classiest of man¬ 
ners. Rossi is thoroughly a master of inter- 



pretation, building and interweaving mo¬ 
tives with the Diabelli Quartet, who also 
deliver a skillful and sensitive performance. 
Rossi's ornamentations seem to weave 
around the themes and his articulation is 
truly virtuosic. The performers seem to un¬ 
derstand and relish their place in the larger 
thematic and stylistic structure at all times, 
handing off melodies deliciously to one an¬ 
other in both pieces. The ensemble play¬ 
ing is truly exceptional, especially in the 
slow movements. Rossi has a sweet way of 
controlling his tone above the murmuring 
strings in the Mozart that is truly breath¬ 
taking. The tempo of the first movement 
of the Mozart is refreshingly brisk and 
launches the album off on a merry start. 
Perhaps one of the finest moments is the 
way the ensemble builds to the climax of 
the second movement of the Brahms, creat¬ 
ing a unified 11-minute arc. 

If there is a complaint to be found with 
these exquisite performances, it is in the 
recorded sound which is to be expected 
with any live recording. Occasionally the 
discrepancies in high and low dynamics 
make it necessary to make small volume 
adjustments instead of simply listening to 
Rossi's fluid interpretation of these classics. 
However, the gorgeous and moving perfor¬ 
mances make this small imperfection well 
worth the purchase. 

by Christopher Ayer 

Crossing America. TransAtlantic En¬ 
semble: Mariam Adam, clarinet; Evelyn 
Ulex, piano. Jeff Scott: Toccata-, Paquito 
D'Rivera: Cape Cod Files-, Invitation & 
Danzon-, Vals Venezolano-, Miguel del 
Aguila: Pacific Serenade-, Valerie Cole- 
man: Sonatina-, Richard Padron: Lamen- 
to Terrestres. EROICA JDT3469. Total 
time 58:37. www.eroica.com 

What a fun CD! The TransAtlantic En¬ 
semble is comprised of Mariam Adam and 
Evelyn Ulex, and they present seven pieces 
for clarinet and piano on this recording. Ms. 
Adam is a founding member of the Imani 
Winds. The CD includes informative notes 
about the pieces with some neat pictures of 
the performers with the composers. "The 
idea — the romance, even — of crossing the 
American continent deeply resonates in the 
national psyche. The open road and big sky 
promise a frontier limitlessness that has in¬ 
spired generations to leave home and seek 
reinvention in America's vast promising 
expanse. The music recorded here by the 
TransAtlantic Ensemble opens musical vis¬ 
tas just as vast. Featuring works for clarinet 
and piano by living composers with direct 
personal connections to the performers, this 
musical journey is led by friendship on paths 
that are quintessentially American." 

With the theme of "Crossing America," 
all of the pieces on this disc incorporate 
jazz/Latin-American idioms, and the music 
is very accessible. Most listeners will be fa¬ 
miliar with the music of Paquito D'Rivera, 
and this recording includes three pieces by 
the well-known composer and clarinetist. 
Cape Cod Files consists of four movements: 
"Benny @ 100," "Bandoneon," "Lecuon- 
erias" and "Chiquita Blues." Each move¬ 
ment has a distinctive character and feel, 
which D'Rivera skillfully weaves between 
the clarinet and the piano. Invitation & 
Danzon and Vals Venezolano are "examples 
of the composer's distinctive contributions 
to contemporary music." These are shorter 
pieces that bring out more of a South 
American flavor rather than being out¬ 
wardly jazzy. However, all of the works bear 
Mr. D'Rivera's distinctive flavor and sound. 

For this reviewer, the most compelling 
works on the disc are the pieces by Ms. 
Adam's Imani colleagues, Jeff Scott and Val¬ 

erie Coleman. Mr. Scott's Toccata opens the 
disc with driving rhythmic and virtuosic 
passages in the clarinet where he "...uses a 
contemporary urban sound world to cre¬ 
ate a vehicle showcasing the virtuosity and 
expressive breadth of both performers." Ms. 
Coleman's Sonatina incorporates a very busy 
and complex dialogue between the two in¬ 
struments. Initially, the melodic lines tend 
to be fragmented and disjunct but come to¬ 
gether at the end and culminate with beauti¬ 
ful melodies. These two pieces were written 
for TransAtlantic, and they are performed 
with much love and care on this recording. 

Ms. Adam's clarinet sound is just beau¬ 
tiful throughout and is perfectly suited to 
the music she is performing. Despite the 
jazz or popular music influences in the mu¬ 
sic, these works demand precision, and the 
performers make them sound deceptively 
easy. It is this precision in TransAtlantic's 
sound production and ensemble that is 
so impressive for this reviewer. The music 
might hint at wildness and sound impro¬ 
visatory at times, but there is no question 
that Ms. Adam and Ms. Ulex have a pro¬ 
digious command of technique at their 
disposal. Ms. Adam's sound always main¬ 
tains a focus and intensity throughout the 
different works with excellent intonation 
in all registers. It's clear that the ensemble 
really enjoys the music and they perform it 
with care and gusto. This is a great disc full 
of fun and new music that clarinetists will 
want in their collection. 

by Michelle Kiec 

Serenade. Michele Gingras, clarinet; Betty 
Douglas, flute; Kris Frankenfeld, violin; 
Ellen Shertzer, cello; the Camilli Quar¬ 
tet. Music of Rick Sowash: Serenade for 
Mary for flute, clarinet and string quar¬ 
tet; Trio con Brio for violin, clarinet and 
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cello; Quintet for Clarinet and String 
Quartet. RICK SOWASH PUBLISH¬ 
ING CO. RSP-9. Total time 63:50. 
www.sowash.com 

Michele Gingras, Distinguished Profes¬ 
sor of Clarinet at Miami University (Ohio) 
and author of more than 200 scholarly 
publications, collaborates impeccably in 
three works by American composer Rick 
Sowash. Equally adept in classical and 
klezmer idioms, Gingras uses her comfort 
in multiples genres to her expressive advan¬ 
tage. Her sensibilities as a chamber musi¬ 
cian shine brightly as she leads as a soloist, 
and plays equally well as a supporting mu¬ 
sician, weaving exceptional musicianship 
throughout the recording. 

Rick Sowash communicates the history 
and folklore of Ohio through his compo¬ 
sitions and prose writings. Deceptively 
simplistic, his music draws on the extraor¬ 
dinary musical sensitivities of Michele Gin¬ 
gras and her collaborators. The musicality 
heard in this recording is first-rate, as indi¬ 
vidual sensibilities are blended into a uni¬ 
fied ensemble. 

The opening selection, Serenade for 
Mary. A Musical Get Well Card, was com¬ 
posed in support of Mary Hoffman, So- 
wash's supervisor at a classical music radio 
station. The musicians deftly handle the 
challenges of solo and ensemble roles in this 
five-movement work, treating all voices as 
equal participants. The alternation of fast 
and slow movements in varied meters is 
reminiscent of classical formal structures 
and serves well to unify the work. While 
the recording is mixed beautifully, extreme 
changes of volume between movements 
(slow movements are substantially softer 
than fast movements) require a change in 
volume settings on playback equipment 
that could annoy the casual listener. 

Trio con Brio exemplifies the composer's 
penchant for folk-influenced and pro¬ 
grammatic music. Again composed in five 
movements, "Intrada" invites the listener 
in, as a preamble to the second movement: 
"folksy music, depicting the lanky, young 
rail-splitter [Abraham Lincoln] with affec¬ 
tion and wistfulness." The third movement, 
inspired by a poem read in The Lord of the 
Rings, precedes a lullaby written in honor 
of a friend's mother. The finale is simply 
"one last burst of fire." Contrapuntal writ¬ 
ing is found throughout, as are canonic 
treatments and open fifths. Once again, 
the performers deftly weave their timbres 
into a unified whole, while Gingras' work 
as a klezmer clarinetist comes to the fore, 
exemplified through varied articulations, 
vibrato and pitch alterations. 

The final work, Quintet for Clarinet and 
String Quartet, is a departure from the folk- 
influenced writing. Here, the composer se¬ 
lected four examples of classical structure 
and genre ("...sonata-allegro form other 
classic European musical forms: minuet- 
scherzo, toccata, and Hungarian Dance, a 
la Brahms") to infuse with modern sounds 
found in folk, pop and jazz. While the mu¬ 
sic can appear a bit trite at times, the verac¬ 
ity of playing by Michele Gingras and the 
string quartet brings the music to life, as 
the ensemble plays with spirit and verve. 

Michele Gingras' penchant for infus¬ 
ing music with passion, taking the com¬ 
poser's intentions and breathing life into 
the notes, is evident throughout the disc. 
Her ability to collaborate with wind and 
string colleagues demonstrates the flex¬ 
ibility of her musical sensitivities, and all 
three ensembles perform admirably, por¬ 
traying the music with expressiveness and 
passion. While the music of Rick Sowash 
is not widely known in the clarinet world, 
his music would provide a contrast to the 
standard works on a chamber music recital 
and is worthy of consideration. In particu¬ 
lar, these pieces would work well on a com¬ 
munity recital or outreach event for the 
casual listener. 

by Marguerite Levin 

La Vision. Szymon Klima, clarinet; 
Radoslaw Kurek, piano. Darius Mil- 
haud: Scaramouche; Francis Poulenc: 
Sonata-, Camille Saint-Saens: Sonata, 
Op. 167; Jean-Louis Petit: Variations on 
Carmen. BEARTON CDB051. Total 
time 49:51. www.bearton.com 

If you were wondering who are among 
the most outstanding performers in Po¬ 
land, look no farther; purchase a copy of 
La Vison and you will meet and hear the 
extraordinary clarinetist Szymon Klima 
and his dynamic pianist Radoslaw Kurek. 
Upon your purchase, head straight to track 
11 and listen to Jean Louis-Petit's Varia¬ 
tions on Carmen. Klima's effortless playing 
is nothing short of brilliant and right up 
there with the playing of similar opera- 
based works by well-known violinists and 
flutists. His articulation is amazing and his 
facility between registers, notably the al- 
tissimo, is virtuosic. 

Jean-Louis Petit is a prolific composer, 
arranger and conductor in France. His cat¬ 
alog consists of more than 400 works, 67 
of them including clarinet. Some perform¬ 
ers may know of his other opera fantasy for 
clarinet, Variations on Faust by Gounod. 
Having heard Klima's Carmen, can the 
clarinet community influence Petit to write 
an arrangement of Mozart's "Queen of the 
Night" from Magic Flute? That I want to 
hear and I think Petit might be persuaded! 
In his program notes to Dominique Vidal's 
1993 CD of these two clarinet opera fan¬ 
tasies, Petit states, regarding arrangements 
of these famous opera works: "...they bring 
a different perspective to works that were 
hackneyed hundred times in their original 
version, and they put to light that which no 
composer would dare to condemn." 

The aim of La Vision is to present rep¬ 
resentative 20th-century French works for 
clarinet. The first selection on the disc is 
Milhaud's Scaramouche. As great as Klima 
and Kurek's playing is, I still believe there 
is awkwardness in the first movement 
as the melody moves between octaves. 
Scaramouche was written for either alto 
saxophone or clarinet, but I believe the 
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first movement sounds better on the for¬ 
mer. That said, I cannot imagine the third 
movement, "Brazileira," being played on 
anything but the clarinet. Klima and Kurek 
play this particular movement with the joy 
and spirit intended by the composer. 

The other two compositions on this disc 
are staples in any clarinetist's repertoire. The 
Poulenc Sonata performance here is a crys¬ 
tal clean rendition, and the ensemble ex¬ 
changes accompaniment and solo roles per¬ 
fectly. Klima possesses an attractive, lovely 
tone and his intonation is impeccable. First- 
rate playing again is exhibited in the Saint- 
Saens Sonata. Tone color and intonation are 
particularly fine in the third movement. 

The 28-year-old Szymon Klima began 
his career at the age of 10 playing jazz with 
well-known artists in jazz festivals in Kra¬ 
kow, Poland. His major teacher has been 
his father, Christopher Klima. I.C.A. au¬ 
diences were introduced to the younger at 
the 1999 conference in Ostend, Belgium. 
To learn more about Klima, visit: www. 
szymonklima.com. 

One criticism of the CD itself is that 
the Saint-Saens was recorded either in a 
different location or engineered differently. 
The clarinet sounds like it is being recorded 
from a distance, whereas the other works 
on the CD have a close-up presence. It just 
makes for an inconsistent sound as you are 
listening from beginning to end. 

In conclusion, it is great to hear such 
fabulous and inspiring playing from a 
country that has had its share of woe and 
turmoil in the 20th century. Szymon Klima 
is a force with which to contend! 

by Jane Ellsworth 

Aurelio Magnani. Sergio Bosi, clarinet; 
Riccardo Bartoli, piano. Music of Mag¬ 
nani: Divertimenti Nos. 1 and 2; Ele- 
gia\ Romanza e Valzer, Melodia roman¬ 
tic a\ Mazurka-Caprice-, Solo de concert. 
NAXOS 8.572890. Total time 55:58. 
www.naxos.com 

The Italian clarinetist and composer Au¬ 
relio Magnani (1856-1921) occupied an 
important place in the historical develop¬ 
ment of clarinet playing in Italy. He was a 
pupil of the great 19th-century virtuoso Do- 
menico Liverani (1805-1877), and in his 
own career he taught many important Ital¬ 
ian clarinetists of the next generation, thus 
bridging the era of high Romanticism with 
the early 20ch century. As the clarinet teacher 

AURELIO 
MAGNANI 
(1856-1921) 

Divertimenti 
Nos. 1 and 2 
Elegia 
Melodia romantica 
Mazurka-Caprice 
Solo de concert 

Sergio Bosi, Clarinet 
Riccardo Bartoli, Piano *4 

at the Liceo Musicale di Santa Cecilia in 
Rome from 1883 until his death, Magnani 
was active in composing studies and duets 
for his pupils, as well as two method books. 
He also wrote a number of works for clari¬ 
net and piano, including those presented on 
this recording by Sergio Bosi. 

The period of Magnani s mature career 
witnessed an intense musical shift toward 
modernism, a shift in which (with some im¬ 
portant exceptions) Italian composers were 
reluctant participants. Magnani s own com¬ 
positions illustrate this; the works presented 
on this recording, written between 1880 
and 1907, are rooted firmly in the style of 
mid-19th- century bel canto, without a trace 
even of the extended chromaticism that 
pervaded the style of many of Magnani s 
Romantically-inclined contemporaries in 
the late 19th and early 20th centuries. 

The two Divertimenti that open the disc 
are each based on themes from clarinet 
works by Carl Baermann. They are single- 
movement showpieces in ternary form, 
where the middle section forms a slow, lyri¬ 
cal contrast to the flashy outer sections; a 
cadenza links the middle section to the last. 
A formula, yes, but a tried and true one. 
The Mazurka-Caprice and Solo de Concert 

at the end of the disc, while more musically 
substantial than the Divertimenti, share 
their emphasis on virtuosity. None of these 
works is profound, but they all make for 
very enjoyable listening. 

The three works in the middle of the 
disc's program are the strongest of the com¬ 
positions from a musical perspective. The 
Elegia and the Melodia romantica are lovely, 
slow arias that one could easily imagine 
hearing in an opera house. The themes in 
the Romanza actually were (and still are) 
heard in opera houses; Magnani borrowed 
them from Act II of Gounod's popular 
1859 opera, Faust. This work is a typical 
operatic paraphrase, but it is a very nice 
alternative to the usual "warhorses" pro¬ 
grammed on recitals. 

Sergio Bosi has for some time made a 
specialty of publishing and recording rare 
Italian clarinet music, having collaborated 
with pianist Riccardo Bartoli on a number 
of previous recordings of other works in 
this repertoire. Bosi's enthusiasm for this 
music is readily apparent on this disc. He 
plays with sure technique and abundant 
musicality. The partnership between Bosi 
and Bartoli is especially fine; Bartoli is as 
sensitive an accompanist as one could wish 
for. Recording quality is good. (Perhaps the 
clarinet microphone is a tad too close.) The 
music on this disc ranges from charming to 
truly beautiful, and all of it is a pleasure to 
hear. Some of these compositions deserve 
a renewed place on concert programs, and 
aficionados of Italian clarinet music (and 
Italian clarinet playing!) will certainly want 
this disc in their collections. 

by Justin Stanley 

Borrowed Classics. Robert Alemany, clari¬ 
net; Debra Wendells Cross, flute; JoAnn 
Falletta, guitar. Paganini: Quartetto No. 
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15 (with guest cellist Michael Daniels); 
Mozart: "Parto! Ma tu ben mio" from 
La Clemenza di Tito-, Rossini: The Bar¬ 
ber of Seville Overture; Schubert: Ro- 
manze\ Jose Lezcano: Cuban Sketches-, 
Bernstein: Simple Song (from Mass)-, 
Mendelssohn: Concert Piece No. 2 in 
D Minor, Op. 114. VIRGINIA ARTS 
FESTIVAL. Total time 59:39. Contact 
ahirtz(g)vafest.org; available on iTunes 

This fabulous trio, with clarinetist Rob¬ 
ert Alemany, flutist Debra Wendells Cross 
and guitarist (and Music Director of the 
Virginia Symphony and Buffalo Philhar¬ 
monic) JoAnn Falletta, shares a unique 
collection of arrangements or "borrowed 
classics" in this album. The arrangements 
performed by the trio, including four 
lovely ones by Ms. Falletta, were originally 
written for a wide variety of ensembles. In 
the liner notes, Ms. Falletta shares that, 
"Recasting these wonderful works for our 
smaller ensemble has brought an even 
greater love for their original conceptions, 
and also a special nuance and subtlety in¬ 
herent in this unique blend of timbres." 

Clarinetist Robert Alemany plays with a 
warm and lyrical sound and is certainly a ver¬ 
satile performer. He has performed with or¬ 
chestras such as the Virginia Symphony, the 
Buffalo Philharmonic, the Czech National 
Symphony, and he has solo and chamber 
music recordings on the Koch, Classic CD, 
Albany and Newport Classic labels. 

The trio presents committed perfor¬ 
mances with a shared artistic vision and an 
exceptionally well-blended sound. Listen 
to the performance of Cuban-born Ameri¬ 
can composer and guitarist Jose Lezcanos 
vibrant Cuban Sketches, originally written 
for two flutes and guitar, for an example 
of this blended sound in both lyrical and 
technical contexts. There are several unfor- 
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gettable moments when Mr. Alemany and 
Ms. Cross trade phrases effortlessly in "Una 
Ventana de Estrellas." It is equally impres¬ 
sive when the ensemble retains this amaz¬ 
ing blend throughout the technical flour¬ 
ishes in "Miami Merengue." There are a few 
places which could use a bit more clarity 
of articulation in the clarinet's high register. 

The disc opens with Paganini's virtuosic 
Quartetto No. 15, a delightful but slightly 
repetitive work that is one of 15 pieces he 
wrote for violin, viola, cello and guitar. The 
trio is joined by cellist Michael Daniels for 
this quartet. Paganini wrote a prominent 
viola part in the quartet, and the clarinet¬ 
ist assumes the violist's role in this arrange¬ 
ment that opens with a striking melody 
characterized by dramatic leaps and inci¬ 
sive rhythms. Mr. Alemany's rhapsodic rec¬ 
itative in the third movement is especially 
stunning as is Ms. Falletta's colorful sound 
and expressive phrasing in her feature in 
the middle of the second movement. 

The flute assumes the role of Sesto in 
Ms. Falletta's wonderful arrangement of 
"Parto! Ma tu ben mio," from La Clemenza 
di Tito with its traditional clarinet obbli- 
gato. Ms. Cross plays with a beautiful vocal 
quality, and I especially love the sensitive 
exchanges between the flute and clarinet. 
The trio takes a surprisingly brisk tempo at 
the Allegro — one that really showcases the 
ensembles technical virtuosity. 

Ms. Falletta's arrangement of Mendels¬ 
sohn's second Concert Piece for clarinet, bas¬ 
set horn and piano concludes the album. 
Without the basset horn, the arrangement 
naturally lacks some of the registral con¬ 
trast and the dark tone quality in Mendels¬ 
sohn's original version. Nevertheless, the 
piece works nicely with this instrumenta¬ 
tion. It is interesting to note that the guitar 
plays the basset horn's bubbling arpeggios 
that accompany the lyrical flute melody in 
the second movement. 

I highly recommend this album to those 
who are interested in hearing the possibili¬ 
ties of this unique ensemble. This trio has 
not only created an enjoyable recording, 
but they have also succeeded in bringing 
out new colors and fresh perspectives to 
these pieces. Ultimately, they encourage us 
to hear these works in new ways. 

by Will Cicola 

irvin epoque — Crossover. Irvin Venys, 
clarinet; Epoque Quartet: David Po- 
korny and Vladimir Klansky, violins; 
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Vladimir Kroupa, viola; Vi't Petrasek, 
cello; and David Pavelka, double bass (in 
Kukal and Piazzolla). Sylvie Bodorova: 
Babadag, Ondfej Kukal: Clarinettino\ Jan 
Dusek: Meanwhile-, Tomas Palka: Meta- 

folkphoses-, Jan Kucera: Zrozeni (Birth)-, 
Alan Shulman: Rendevous-, Astor Piaz¬ 
zolla: Oblivion-, Oliver Edward Nelson: 
Stolen Moments. ARCODIVA UP 0147- 
2. Total time 56:23. www.grooves-inc. 
com and www.arcodiva.com.cz 

From the Czech Republic comes Cross¬ 
over, a collaboration between Irvin Venys 
— a young Czech clarinetist who already 
has an impressive and versatile solo career 
under his belt - and the Epoque Quartet, a 
Prague-based string quartet that has become 
known for its dedication to performing 
non-classical music, including jazz, rock, 
funk arrangements and improvisations. 

Most of the repertoire on this album falls 
into two categories: works by living Czech 
and Slovak composers, and renditions of 
American jazz compositions. An arrange¬ 
ment of Piazzolla's Oblivion rounds things 
out as — in the ensemble's words — a "coun¬ 
terbalance to the newly created composi¬ 
tions." Venys' description of this album's 
production reveals a highly collaborative 
and creative process, with frequent discus¬ 
sions with the composers. The decision to 
perform Stolen Moments in this combina¬ 
tion, on the other hand, began as an im¬ 
promptu encore upon which the clarinet 
layered an improvised line, and remains to 
this day "different every time we play it." 

As a result of this creative process, the 
repertoire shows a great deal of variety; 
Babadag is a rhythmic and technical homage 
to Romanian folk music, while Metafolkpho- 
ses is, as the name implies, a set of transfor¬ 
mations of Slovakian and Moravian folk 
songs. Other pieces, such as Clarinettino and 



Zrozeni{Birth), are slightly more traditional, 
but still retain their individual flavors. 

The performers are true masters of their 
craft. Venys technique and articulation are 
clean and virtuosic; he has full command 
of the range of the clarinet, and his tone is 
deep and rich, with a wide palette of colors. 
The Epoque Quartet, in their 14 years of 
existence, has achieved an astonishing range 
and unity of expression; the combination, 
labeled "irvin_epoque" on the CD cover, is 
simply breathtaking. The recording itself is 
also beautifully done, with perfect balance 
between warmth and clarity. Those inter¬ 
ested in the actual recording process can 
find a video of the group recording Babadag 
on YouTube: youtu.be/JgV69LoD0Ig. 

The only complaint about this album is 
the relative difficulty to obtain it - Cross¬ 
over does not seem to be widely available 
internationally. It is listed on the publisher s 
website, but has been sold out for the past 
few weeks as of this writing (May 2013). 
Googling "Irvin_Epoque Crossover" reveals 
a handful of websites listing it as available 
for import, but I was unable to find it for 
purchase on any of the major digital down¬ 
load sites (iTunes, Amazon, Google Play). 
It is a shame that such a quality recording is 
so difficult to access. That said, this album 
is a true gem, and it is well worth putting 
in the effort to track it down. 

by Julia Heinen 

Johannes Brahms - Declaration of Love. 
Kyrill Rybakov, period clarinet; Anna 
Zassimova, period piano. Brahms: So¬ 
natas for clarinet and piano, Op. 120; 
Fantasies for piano, Op. 116. ANTES 
EDITION BM319285. Total time 
70:31. www.bella-musica-edition.de 

It is exactly as Brahms would have heard 
it. Kyrill Rybakov, performing on a 2002 

Arm 
JOHANNES BimHMS^ 
Declaration of Love |k ;\M 

j Sonatas for Clarinetiand Piano, 
i Op. 120 (F minor Major) 
■fantasies op. 116 fopsflmo 

IKYRILL RYBAROf-" 
period clarinet (Ottensteiner System 1879-1895) 

| ANNA ZASSIMOVA, 
piano (Carl Bechstein, Berlin, 1876) 

Rudolf Tutz copy of a period clarinet of 
the Ottensteiner System from 1879-1895, 
and pianist Anna Zassimova on a Beckstein 
piano from 1876, allow us to hear what 
Brahms would have heard. In addition, 
their performances are breathtaking and 
dramatic. The disc is a significant and im¬ 
portant addition to existing versions of the 
frequently recorded Brahms clarinet sona¬ 
tas - highly recommended. 

Kyrill Rybakov's performance is wonder¬ 
ful. The sound of his period clarinet is lighter 
and more delicate than a modern instru¬ 
ment, allowing a flexibility of phrasing and 
porcelain nuance to these often performed 
works. It is a bridge to an old hearing of this 
staple in our repertoire. It is simply beauti¬ 
ful clarinet playing but, more importantly, 
wonderful musicianship. Stunning is the 
only way to describe this recording. 

The E-flat Major sonata, which opens 
the recording, is both distinctive and imag¬ 
inative. The first movement has a lofty and 
transparent quality to it and a great sense 
of freedom to the phrasing. The powerful 
second movement has some most beauti¬ 
ful changes of tone color in both the clari¬ 
net and piano, illuminating the individual 
characters' complex personalities. The 

theme and variations opens with a hushed 
quality inviting the listener into the move¬ 
ment in a subtle way, and sets perfectly the 
unfolding of each of the variations. 

The CD closes with the F Minor sonata. 
Rybakov's first movement is quick but cap¬ 
tures perfectly the tortured character of 
the first theme, while allowing the second 
theme to expand and breathe. The intimate 
interpretation of the slow movement is ex¬ 
quisite. The third movement is light and 
delicate in character while the quick fourth 
movement exudes a regal quality. 

Between the clarinet sonatas, Rybakov's 
pianist-collaborator, Anna Zassimova pres¬ 
ents us with the Fantasies for piano. Op. 
116. Her seamless phrasing and delicate, 
yet substantive touch to the "golden" tone 
of the period Beckstein piano, is distinc¬ 
tive, and a perfect partner for Rybakov's 
period clarinet. 

Without reservation I recommend Ky¬ 
rill Rybakov and Anna Zassimova's beau¬ 
tiful recording. Their individual musician¬ 
ship intertwines to create the perfect duo. 
They think and perform as if they are one, 
exactly the way a pianist and clarinetist 
should collaborate. 
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I itals & 

Student... 

Andrija Blagojevic, clarinet, with students 
Dusan Osmanovic and Mateja Lalic, clari¬ 
nets, The Milic of Macva Legacy, Krusevac, 
Serbia, June 1, 2013. "Soloistic Duet for 
Three Clarinets," Der Vogelfdnger bin ichja, 
Mozart; Wie stark ist nicht dein Zauberton, 
Mozart; Das klinget so herrlich, Mozart; Der 
Holle Rache kocht in meinem Herzen, Mo¬ 
zart; The Generation of Hope, Wasserman- 
Margolis; Sarabande (from Cello Suite No. 
5), Bach (arr. Wal); Abime des oiseaux, Mes- 
siaen; Sonata No. 1 in C Major for Clarinet 
with Accompaniment of a Second Clarinet, 
Barret (arr. Hite); Concert Duet Op. 6, No. 
2, Crusell; Three Pieces for Clarinet Solo, 

***ALL SORTS*** 
of RARE and vintage winds, 
especially saxes, clarinets 

& flutes. 

New or fully restored in 

our own workshop. 

Wichita Band Instrument Co. 
2525 East Douglas, Wichita, KS 67211 

orders (800)835-3006 
Info (316)684-0291 
FAX (316)684-6858 
E-Mail: wbic@wichitaband.com 

visit our web site: 
www.wichitaband.com 

***since 1953!*** 

Stravinsky; Cappriccio for unaccompanied 
Clarinet, Sutermeister; Capriccio for Clari¬ 
net Solo No. 1, Grgin; Duet in C Major for 
Two Clarinets, Osmanovic 

Andrija Blagojevic, clarinet, Lux Artis 
concert series, 10th international music 
festival Donne in musica, Kragujevac, Ser¬ 
bia, May 25, 2013. Ode to Odessa (Serbian 
premiere), Wasserman-Margolis; In modo 
barbaresco, Nesic 

Scott Byers, clarinet. Junior Recital, Sam 
Houston State University, April 21, 2013. 
Sonatina, Arnold; Rucaneao, arr. Montilla 
(clarinet trio); Concert Fantasia on motives 
from Verdi's Opera Rigoletto, Bassi 

Trevor Collins, clarinet, Junior Recital, 
Sam Houston State University, April 21, 
2013. Sonata, Poulenc; Concertpiece No. 1 
in F minor. Op. 113, Mendelssohn; Intro¬ 
duction, Theme and Variations, Rossini 

James Conte, clarinet, Junior Recital, 
Ithaca College, April 27, 2013. Deuxieme 
Sonate, Devienne; Three Studies for Solo 
Clarinet, Husa; Bucolique, Bozza; Sonata, 
Op. 128, Castelnuovo-Tedesco 

Stephen Fasteau, clarinet, Senior Recital, 
Ithaca College, March 30, 2013. Concerto, 
Copland; Sonatina, Horovitz; alt. music, bal- 
listix, Resanovic 

Pedro Garcia III, clarinet, Senior Re¬ 
cital, assisted by Basil Bouras, clarinet, 
University of North Texas, April 26, 2013. 
Concerto in A, K. 622, Mozart; Peregi Ver- 
bunk, Weiner; Five Pieces for Clarinet Alone, 
Smith; Yellow Jersey, Larsen 

Michael Kaye, clarinet, Junior Recital, 
Sam Houston State University, April 21, 
2013. Concertpiece in E-flat Major, Rim- 
sky-Korsakov; Sonata in Re, Rota; Duetto 
No. 1 in F Major, Crusell 

Bethany Lee, clarinet, Junior Recital, 
Sam Houston State University, April 27, 
2013. Fantaisie, Gaubert; Three Etudes on 
Themes of Gershwin, Harvey; Trio, K. 498, 
Mozart 

Stefan Murat, clarinet, Junior Recital, 
Sam Houston State University, April 28, 

2013. Cantilene, Cahuzac; Time Pieces, 
Muczynski; Tarantella, Op. 6, Saint-Saens 

Kelsey Paquin, clarinet, Senior Recital, 
Ithaca College, May 4, 2013. Concerto, Op. 
57, Nielsen; "Cera una volta..", Fontanelli; 
Pocket-Size Sonata No. 2, Templeton 

Aleksandar Pavlovic, clarinet, Senior 
Recital, University of Pristina-Kosovska, 
Mitrovica, Serbia, May 7, 2013. Studie, 
Donizetti; Nine Dances for Clarinet (B-flat) 
solo, Op. 62, Despic; Variations sur un Air 
du Pays d'Oc, Cahuzac; Grand Duo Concer- 
tant. Op. 48, Weber; Concerto in A major, 
K. 622, Mozart 

Michael Reinemann, clarinet, Senior 
Recital, Ithaca College, March 30, 2013. 
Negy magyar tdnc, Kokai; New York Coun¬ 
terpoint, Reich; Hillandale Waltzes, Babin; 
Liquid Ebony, Wilson 

Kristen Thompson, clarinet, M.M. Re¬ 
cital, University of North Texas, April 20, 
2013. Concerto for Clarinet and Orchestra, 
Op. 57, Nielsen; Three Studies for Solo Clar¬ 
inet, Husa; Homage a THistoire, Baker 

Faculty and Professional... 
Bruce Edwards, clarinet, Orchester Vereini- 
gungAschaffenburg, Stadttheater, Aschaffen- 
burg, Germany, April 13, 2013. Concerto 
No. 2 in E-flat major. Op. 74, Weber 

***** 

Programs intended for publication in 
The Clarinet should be sent to James Gil- 
lespie, 405 Santiago Place, Denton, TX 
76205, (Email: James.Gillespie@unt.edu; 
editor@clarinet.org). To ensure accurate 
program information, please send a printed 
program and a summary of pertinent data 
(names of performers and composers, site, 
date and titles of works, etc.) in either an 
email or hard copy version in the format 
above. For student recitals, only solo degree 
recital programs (junior, senior, master's 
and doctoral) will be listed in The Clarinet. 

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 of 

North America is 7-10 days. 
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The Pre 

by John Cipolla 

Greetings! I hope those of you who 
were able to attend -ClarinetFest® 
2013 in Assisi had a wonderful 

time. I thank artistic director Piero Vin- 
centi and his artistic team for all their hard 
work and dedication in producing a mem¬ 
orable festival. 

ClarinetFest®2014 

Artistic director Robert DiLutis has a won¬ 
derful theme for ClarinetFest® 2014: The 
Clarinetist as Entrepreneur — "How to di¬ 
versify and expand your skills and artistry 
for greater success as a musician in the 21st 
Century." Please check the I.C.A. website 
for more details. I hope to see you all in 
Baton Rouge, Louisiana, U.S.A., July 30— 
August 3, 2014. 

40th Anniversary 

of the LC.A. 

I would like to thank the I.C.A. historian 
and former I.C.A. president, Alan Stanek, 
for his extensive research and exhaustive 
efforts in documenting the history of the 
I.C.A. This history resides on our website 
and in the 40th Anniversary June 2013 is¬ 
sue of The Clarinet. He has done an incred¬ 
ible amount of research in compiling this 
history. Please take the time to read about 
the people and events that have made our 
organization what it is today. 

Membership Drive 

I would like to thank Executive Director 
Madeleine Crouch for the very successful 
fall membership drive. We saw a nice in¬ 
crease in both renewals and new members. 
Thank you to all who joined or rejoined, 
and please encourage students, colleagues 
and enthusiasts to join so that even more 
people can share in the benefits of being a 
member. 

I.C.A. Finances 

As secretary for two years, then president¬ 
elect for the past two years and now as cur¬ 
rent president, I am so very proud to be 
associated with such a vital organization 
with such amazingly bright and forward- 
thinking members. This current board has 
been working to create a mechanism to 
help make decisions on how to implement 
the wonderful ideas that members bring 
forth. This mechanism is two-fold. First, 
ideas need to support the mission of this 
association. And second, the I.C.A. must 
be able to find a way to fund the ideas. This 
essentially comes down to creating a work¬ 
ing budget that reflects the current finances 
of the I.C.A. and looks to the future to ad¬ 
dress future budget needs. 

Throughout this past year, the board has 
worked through our financial statements. 
The I.C.A. uses a professional certified 
public accountant to keep a professional 
accounting of financial matters. We have 
examined every statement we could pos¬ 
sibly find, trying to account for every ex¬ 
penditure and form of income for as many 
years back as we could find statements and 
receipts. We asked many questions, some 
of which took weeks to find answers to. 
Through this process, the board found nu¬ 
merous areas to save money and plan for 
future expenditures. We created a budget 
that reasonably reflects current income 
and expenses. This may sound like a logi¬ 
cal thing for any organization to do, but 
it is not an easy task to accomplish with a 
non-profit (with a rotating board of direc¬ 
tors) that depends upon membership dues, 
competition fees, vendor support and con¬ 
ference registration money for its income 
— all areas that can be quite variable from 
year to year. But, I am happy to say that a 
budget has materialized through everyone's 
hard work. This budget will help guide 

the I.C*. each year Jnd, although it will 
change ««iyea^j«s a solid starting point 
from whicntne board can analyze the fi¬ 
nancial health of the organization and plan 
for ways to implement the creative ideas 
that you — the members — bring forth. 

Board Meetings 

One of the duties of the I.C.A. presi¬ 
dent is to create the agenda and conduct 
the winter and summer board meetings. 
When communicating with members, I 
try to listen carefully to comments and 
place these comments (both positive and 
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constructive) into categories. As with any 
organization, there are various levels of 
priority in dealing with issues — strategic 
planning that will guide the overall direc¬ 
tion of the organization; current issues 
that can be planned for in the near future 
or dealt with more immediately; and then, 
of course, sudden issues that occasionally 
arise which need absolute, immediate at¬ 
tention. The board has worked through 
many issues this year on all of these lev¬ 
els. One of the strategic planning ideas we 
implemented this past year was to start an 
emergency fund. This fund will gradually 
be built to the point of having a mini¬ 
mum of one year's worth of operating ex¬ 
penses saved. This will help us to prepare 
for any unexpected challenges that could 
arise. The fund will be financed through 
donations and ClarinetFest® profits. 

Registration Fee Policy 
Past I.C.A. President Lee Livingood clari¬ 
fied registration policies a number of years 
ago, and I would like to do the same in 
this column. There has been some confu¬ 
sion about the performers' registration fee 
policy for ClarinetFest®. Those of you who 
have performed in ClarinetFest® know that 

we offer a reduced registration fee for per¬ 
formers. The idea is to make the festival as 
affordable and accessible as possible for all. 
Spreading the financial burden of produc¬ 
ing a ClarinetFest® across a wider range of 
participants makes it better for everyone. 
The I.C.A. keeps the general registration 
fee low, which allows more people to per¬ 
form and present. As such, we don't have 
to shift the festival production cost to the 
vendors as some other organizations do. I 
have seen the positive effects on the I.C.A. 
of this community-oriented policy. 

New Facebook Page 

Timothy Phillips (creator/editor of the 
new I.C.A. Facebook page) has been doing 
a fantastic job maintaining this new page. 
Please visit: www.facebook.com/icaclarinet 

New LC.A. E-Newsletter 

Phillip Paglialonga (creator/editor) of the 
new I.C.A. E-Newsletter has also been do¬ 
ing a stellar job generating and gathering in¬ 
formation for this publication. Its purpose is 
to keep members posted on upcoming news 
and events that fall between the quarterly is¬ 
sues of The Clarinet journal. Please visit this 

Honoracy , 

Ben Armato, Ardsley, New York 
Walter Boeykens (1938-2013) 
Betty Brockett (1936-2003) 
Clark Brody (1914-2012) 
Jack Brymer (1915-2003) 
Larry Combs, Evanston, Illinois 
Buddy DeFranco, Panama City Beach, Florida 
Hans Deinzer, Frankfurt, Germany 
Guy Deplus, Paris, France 
Stanley Drucker, New York, New York 
F. Gerard Errante, Las Vegas, Nevada 
David Etheridge (1942-2010) 
Lee Gibson (1915-2013) 
James Gillespie, Denton, Texas 
Paul Harvey, Twickenham, Middlesex, U.K. 
Stanley Hasty (1920-2011) 
Ramon Kireilis, Denver, Colorado 
Bela Kovacs, Budapest, Hungary 
Frank Kowalsky, Tallahassee, Florida 
Jacques Lancelot (1920-2009) 

Karl Leister, Berlin, Germany 
Mitchell Lurie (1922-2008) 
John McCaw, London, England 
John Mohler, Chelsea, Michigan 
Fred Ormand, Lawrence, Kansas 
Bernard Portnoy (1915-2006) 
Alfred Prinz, Bloomington, Indiana 
Harry Rubin, York, Pennsylvania 
James Sauers (1921-1988) 
James H. Schoepflin, Spokane, Washington 
William 0. Smith, Seattle, Washington 
Hans-Rudolf Stalder, Switzerland 
Milenko Stefanovic, Belgrade, Serbia 
Ralph Strouf (1926-2002) 
Elsa Ludewig-Verdehr, 

East Lansing, Michigan 
HimieVoxman (1912-2011) 
George Wain (1904-1999) 
David Weber (1914-2006) 
Pamela Weston (1921-2009) 

newsletter on the I.C.A. website and send 
any news items to clarinetnews@gmail.com. 

Pedagogy 
Teaching — and the strategies of how to teach 
music and the clarinet — are a very important 
part of the I.C.A. I would like to commend 
Kimberly Cole Luevano, the current peda¬ 
gogy chair, for her excellent work. Please 
read her columns in the journal. She also 
coordinates the pedagogy sessions at Clari¬ 
netFest®. I encourage you to send Kimberly 
ideas for articles, teaching concepts or peda¬ 
gogy sessions at future ClarinetFests®. She 
can be reached at: kimberly.cole@unt.edu. 

Vendors 
I would like to continue to thank all the 
vendors who support the I.C.A. in so many 
ways. It is through their support that we 
are able to feature world-class artists at 
ClarinetFest®. They also help us achieve our 
mission each year by introducing new and 
creative products and repertoire that invig¬ 
orate the exchange of ideas, materials and 
information among our members. I will 
continue to work with Madeleine Crouch 
and the I.C.A. board so that all vendors — 
large and small — know they are truly ap¬ 
preciated by everyone in the I.C.A. 

Closing Thoughts 

Please communicate your ideas to me or 
any board member. We will do our best 
to make them a reality. There are numer¬ 
ous projects this board is working on, and 
I look forward to sharing these with you 
in the next column as these ideas come to 
fruition. Thank you for your continued 
membership in this wonderful association. 
I wish you all a healthy and productive fall. 

Back Issues of 

The Clarinet 

Back-issue order forms for The 
Clarinet may now be downloaded 

from the I.C.A. website: 
www.clarinet.org. Copies may 

also be requested by contacting: 

James Gillespie 
405 Santiago Place 

Denton, Texas 76205 

Email: james.gillespie@unt.edu 
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RICO 

lA&Urt/ 

Introducing the world's first 100% precision- 
milled, vintage-inspired mouthpieces 

Inspired by the most prized, vintage mouthpieces of the 1920s, the 
Reserve harnesses modern technology, pioneered by D'Addario, 
to recreate the incomparable craftsmanship found in these 
legendary works of art. Milled —not molded—from hard rubber for 
a higher level of consistency, every Reserve mouthpiece is machined 
to the strictest tolerances. But make no mistake: the true beauty 
of Reserve lies beyond its polished angles, glorious curves and 
proprietary materials to something far more remarkable... its sound. 

Made in USA by 

DHddario 

discover the Reserve story at daddario.com 



® YAMAHA 

I2b YEARS 
OF PASSION & 
PERFORMANCE 

(®u3; 

YCL-450NM 

Duet+ Clarinot 

An injection-molded inner bore in the 

upper joint gives this clarinet the durability 

to withstand the rigors of school use. 

Now featuring an industry-leading 

10-year warranty against cracking 

in all Duet+ Upper Joints. 

£,i'! ^.T:aha Corporation oiAmerica. A!: rights ^seivad. 
.v.4nrd.ft/duetplusc!a 


