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REPORT FROM
THE OFFICERS

Greetings from the Marcel Moyse Society. With
this, our thirteenth newsletter, we are pleased to
announce the reissue of Moyse’s recording Tone
Development Through Interpretation on compact
disc. This historic recording, along with The French
School at Home, was assembled from recording
sessions at the Moyse family home in Vermont in
the early 1960’s and was sold privately by him at
his summer seminars. Since his death in 1984 these
recordings have been unavailable, but through the
efforts of the Moyse Society, they are now back in
print in compact disc form. Without question Tone
Development through Interpretation is one of the most
widely used and loved of all Moyse’s books. With —
the issue of this compact disc, we have chosen to focus on this important book and recording in
this newsletter. Because of the importance of this book and recording, we have chosen to focus
on them in this issue. The previously unknown Preface is original text by Marcel Moyse, printed
here for the first time with an introductory article about its translation and editing. John Baile
and Rachel Lynn Waddell have graciously contributed related articles. The interview wi
Bernard Goldberg offers insights into the prestigious career of our new president and his loru%ﬁme
association with Marcel Moyse, including comments about the study of the Tone Development book.

We are also pleased to announce the establishment of our new website. Log on to
www.marcelmoysesociety.org for all the latest information about the Society, including
recordings and other materials available, membership, and concert events. Perhaps the most
important eventin the next year is the Moyse TOTAL celebration to be held in Boswil, Switzerland
in October, sponsored by the New Flute Generation and organized by Robert Aitken, Stefan
Keller, and Jonas Lindenmann. This two-day symposium will explore all facets of the legacy of
Marcel Moyse with guest artists Robert Aitken, Nancy Andrew, William Bennett, Ornulf
Gulbransen, and Trevor Wye. Information can be found in the short article in this newsletter
and on their website, www.newflutegeneration.ch.

We remind our readers that our new compact disc The Recorded Legacy of Marcel Moyse is in
its second year of publication and is receiving rave reviews. For those interested in hearing this
remarkable performing artist in his prime, this beautifully remastered recording is a must.
Ordering information is provided both in this issue and on our website.

Last, we celebrate another year with the annual membership meeting to be held at the
National Flute Association convention in Washington, D.C. on Saturday, August 17, 2002,
12-1:00 in the Conservatory Room. We encourage all interested members and prospective
members to attend. For our foreign members and for those who cannot attend, minutes of this
meeting will be posted on our website. Please help us spread the word about the organization
and feel free to write with comments, suggestions, and ideas.
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NFA Convention in Washington, D.C. - Saturday, August 17, 12-1:00 p.m.
Conservatory Room, Hilton Washington and Towers
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TRANSLATING AND EDITING THE PREFACE FOR
TONE DEVELOPMENT THROUGH INTERPRETATION

By Nancy Andrew

In 1985, shortly after the death of Marcel Moyse, I was
involved in organizing and cataloguing what has become
the Marcel Moyse Collection, now housed at the New York
Public Library. In the process of sorting through his papers,
I set aside Mr. Moyse’s precious yellow notebook and some
of his other unpublished writings for possible posthumous
publication. The yellow notebook in particular turned out
to be a rich resource with stream-of-consciousness writing
on all aspects of playing the flute and being a musician.
Some of this material found its way into various
publications, but much of it did not. As ajournal, it jumps
from topic to topic and is not cohesive in its original form.
The text has now been translated as literally as possible
(by flutist Robert Langevin) and sorted into topics. It is
my intention to publish this material in its entirety at a
later date. The Preface that follows is an excerpt relating
directly to the book Tone Development Through Interpretation
(published by McGinnis & Marx).

According to Bernard Goldberg, a devoted student
who translated the extensive preface for The Flute and
Its Problems: Tone Development Through Interpretation
(published by Muramatsu), Moyse intended to include a
preface with the McGinnis & Marx publication, along with
the texts for several of the arias. Joseph Marx, anxious to
publish the book in a timely manner, decided not to wait
for the additional material and published it in its current
form. According to Robert Aitken, who also worked
intensively with Mr. Moyse during this time, Moyse
assembled the arias in the Muramatsu publication in part
as a vehicle for the publication of this preface material. In
any case, we are fortunate to have both books.

During my years of study with Moyse, he often
lamented the lack of printed instructions for both his 24
Studies and Tone Developntent Through Interpretation. He
would say that he thought their use and application would
have been obvious to the intelligent musician and teacher—
that he assumed that no printed guidance or directions
would be needed as they would be implicit in the music.
In working with those students who played from these
books in his seminars, he found that this was not the case.
He often talked about writing a companion guide for the
24 Studies so that they would be used more in the manner
he intended. At the time, [ did not know about the
following preface material and was unaware that he had
written such wonderfully explicit directions for the use of
his Tone Developmient book. Perhaps some will be surprised,
as I was, that Moyse meant for the melodies to be repeated
many times in a practice session. In any case, this Preface
is printed here in the hope that the suggestions it contains
will assist those who use this wonderful book.

Moyse developed the original Tone Dewvelopment
material with his wind classes at the Marlbore School of
Music in the late 1950s and early 1960s. Robert Aitken, a
member of these classes, related the following:

The book didn’t exist at all and Xerox machines
didn’t exist so we were copying them out by hand.
Wednesday and Friday nights the wind players
would all get together with Moyse and he would

bring a melody and we would have to play it. He
would have the French horn play it and the flute
had to play it after that. Some themes like the
Trovatore #59 sound great on horn and on the flute
quite weak. Others, like L'Arlesienne #49 on the
oboe sound wonderful, on the flute sound terrible.
Something like Sapho #76 sounds terrible on other
instruments. So we had to play these one after the
other, but he would go into great, great dissertations
about them and relate them to his youth or when
he heard them for the first time and all of this sort
of thing.'

Bernard Goldberg also
commented on the use
of this book at Marlboro
in the interview later
in this issue. Richard
Stoltzman, another
Marlboro alumnus,
has acknowledged
Moyse’s influence on
his own book of
operatic arias for
clarinet.

Based on the text I
am preparing and on
my years of study with
Moyse, 1 suspect that
he included work on
these and other
melodies in his prac-
tice sessions since his
early years in Paris. They were an integral part of his
approach to the development of the sound and the
expressive use of the sound — not only a beautiful tone
quality, but the flexibility and suppleness to express a wide
range of character and emotion as needed. The fact that
Moyse was constantly inspired by singers throughout his
career is obvious and well known. His use of this material
in his own practice, with his flute students, and with other
wind players underscores its importance to him.

Based again on personal conversations with Moyse and
the last sentence of the Preface that follows, 1 also believe
that Moyse intended that this collection serve as a model
for one’s own collection of favorites. He often indicated
that we should choose pieces with special meaning for us
— music that inspires us and pushes us to enlarge our
expressive capabilities — to compile a personal collection
of music that speaks as directly to us as his collection spoke
to him. His selections were taken from his musical world
and were close to his heart over a lifetime. Certainly there
is much to be learned from their study and from the great
vocal tradition from which many are derived, but we can
also augment them with our own choices. We can grow

Harold Wright, Clarinet

Continued on page 9

! Catherine Hummel, “The Genesis of Tone Development Through
Interpretation,” The Marcel Moyse Society Newsletter, Vol, 9 (July 1998): 11.



PREFACE FOR

TONE DEVELOPMENT THROUGH INTERPRETATION

By Marcel Moyse
Edited by Nancy Andrew

DESCRIPTION OF TABLE OF CONTENTS, A-H

[A] Register: low; Dynamic: soft (p, pp)
Low notes—free sound, vibration by the lips,’ when trying
to crescendo, try to keep the lips as relaxed as possible;
use a generous air column and limit the pressure; the same
principles also apply in the middle register.

[B] Register: low; Dynamic: loud (f, ff)
Low notes—with some incursion into the middle register.
Always keep the lips free; generous, expressive with a
warmer air column; there may be some resistence on a few
low notes, repeat these often, wait, without ever forcing,
for them to warm up.

[C] Register: low; Diversified expression

Low notes—fullness. Special exercises good for the
preparation of the lips: start piano, crescendo progressively,
repeat several times, insist little by little, keep the lips
flexible to keep a vibrant sound because resonance depends
on this; any contractions will diminish or stop the
resonance; maintain solidly and at the same time with
flexibility for a generous delivery.

BESANCON o : " |I| togsa
[D] Register: high; Suppleness (p, pp) ,
Flexibility in the high register. Appropriate exercises, but TONE DEVELOPMENT f

take precautions—it is always the same thing: do not force, ‘ : |
keep the lips free; wait and be patient if it doesn’t come THROUGH INTERPRETATION 4

out at first; don't forget that the lips themselves are g; /
warming up and at the same time getting more flexible; Marcel SMoyse

they will do better the next time without you having to . ] 3
make any more effort. If you want, use a little bit more
pressure, but make sure that you always feel the note under
your lips, even under your fingers, in the tube.

MeGinnis & Mars

[El Register: low to middle; Suppleness, delicacy, and color variation
Charm—Color—Finesse. The Swan, for example is pure, very expressive, full of musical culture and heart and its
beauty can be aninspiration. Erroneous judgments can be eradicated by admiration of what you lack, admiration for
dynamics, slurs, technique, vibrato.

[F1 All three registers; Fullness of tone
Fullness in all the registers—Generous sounds, pay attention to breaths; amplify and open the sound, contribution of
the air column, contribution and rapport with flexibility and a generous sound, develop the repetitions of phrases and
the expressive sense of the eighth-notes, etc. The loud sound without flexibility is piercing, whistling, unpleasant,
often sharp. It may be liked by certain conductors who are more concerned with quantity than quality in the orchestra,
but it is outside of the character of the flute as understood by Mozart, Gluck, Faure, Debussy, Ravel, Beethoven, Bach, etc.

[G-HIAII three registers; Diversified expression
Miscellaneous Expressions - different registers. In this section, examples of the Masters are carefully chosen for the
development of different aspects of expression.

' It is the opinion of flutist Keith Underwood and others that Moyse is describing the sensation of vibration between the lips as occurs when the jaw is:
relaxed and open and the lips are flexible, elastic, and projected slightly forward creating a sensitized channel for the air.



USE OF DE LA SONORITE VERSUS TONE DEVELOPMENT

In my book De la Sonorité I addressed the question of how to work on sound—color, intonation, volume, fullness: its
integrity, if one can say, without artifice. In this one, Tone Development Through Interpretation, it is a question of the use of
that sound, of these sounds, varied in all the ways already mentioned—of their use in a profitable way for the melody that
one has to perform.

These andantes are part of my opus on sound. If most of the melodies come from the theatrical repertoire, it is because
the musical meaning is within reach of the greater number of people. The effect is easier, more direct, more understandable.
This enables the student to more easily introduce into the music the element of life necessary. It gives him the satisfaction
to convey his impressions to others with more chances of succeeding—more chances to be understood.

This work contains melodies grouped and classified in a progressive order by degree of technical difficulty and of
musical comprehension.” Progressive study of this book leads the student little by little towards higher spheres, towards
mastering the technical difficulties without effort, and develops his musical education. Ttis precisely because the melodies
are progressively ordered that the classical works are reserved for the last section. The works that belong to the classical
style are espedially difficult—the expression more difficult to divulge, the musical meaning more difficult to underline—
and they require polished means from the interpreter. Itis only at this point that the student will notice that the work of the
first melodies won't have been done in vain—practice time will not have been wasted.

BREATHING

V - short, not always necessarily bad, but always short.

(v) - short, often to contribute to the expression, but also to help you to develop intensity.

‘- good, musical, often indispensable, being part of the phrase, recommended

(‘) - discreet; conventional for lack of breath, but often regrettable.

Breaths which emphasize a note, intensify a crescendo, or are discreet and quiet between two pp notes are sometimes
musical. On this subject, I wish to refer the reader to the breaths in Syrinx.

HOW TO WORK ON THE MELODIES

I recommend the following way of working: [See also De la Sonorité, pp. 24-25]

1) Play the melody many times in a soft dynamic until the natural resonance of the sound appears. This kind of basic
vibrato—a quivering of the sound—can only be produced by letting the air pass like a light breeze and demands a complete
relaxation of the lips and a certain sensitivity.

2)  Start to pay attention to the expressive function of the different passages. Check for example the purity and flexibility of the more
expressive notes by the inflection instead of by vibrato, and start to imprint on certain notes more expression and a litile bit more life
by resonance and color (always piano).

3) This time, play with all the dynamics indicated by the composer. A certain state of mind must prevail. . .unfortunately I feel incapable
to go farther with words.

ADDITIONAL SUGGESTIONS

»  Technically work the sound in order to be able to control it perfectly: that the control of the lips be as natural as that of
the vocal cords and that these muscles and tissues obey you like your arms and your legs—spontaneously, flexibly,
and naturally. Work on the flexibility, the color, and the support of the sound in view of applying it to melodies.

*  Transpose them into the low register to be able to produce them piano with a minimum of tension. For many years I've
spent ten to fifteen minutes every day on one of these andantes. Every day I was trying cautiously, progressively, to
develop the dynamics without altering the sound, the lips as relaxed as possible with only a light pressure, and
stopping or refusing to continue if the effort was too big or if the sound was changing. On good days when I was well
disposed I tried to give a kind of life to certain notes without forgetting that it must be for the advantage of the musical
expression—I tried to penetrate the musical thought of the composer without letting personal effects appear at the
expense of the music. So as not to be tempted to force, I avoided doing this work on the days when my lips did not feel
in good condition.

*  Take an andante; work on it with many dynamics—pianc-forte—transpose it if needed. In certain keys it can sound a lot
better. This can serve you as a model for the other keys that are not so good. Try to transmit the qualities that you have
found in the good keys to the defective passages of the other keys that are not so good. Don’t forget that you are your
own teacher six days out of seven. Try in other keys what you have noticed was good in the good ones. It is a long
term process, but it is likely that this work will benefit you and it certainly will bring you extraordinary joys if you
love music and your instrument.

1% - the technical order - simple melodies (low register, pieno dynamic, minimum of effort and tension) to more challenging, in erder that progress be
constant but without exaggerated effort. 2" - the order of comprehension - beginning with simple, direct melodies, ending with the classics (their
musicality demands a greater musical culture.)

4



*  Work on melodies not only for inspiration, but also for the exercises suggested by the technical difficulties they contain.
Try adding or inventing a few exercises of preparation for the lips to precede the categories which demand a slight
tension, but without abandoning flexibility. [See Tone Development #33 and Commment j'ai pu maintenir ma forme p. 3 /10 bis
for an example.] The more difficult the melodies (sound, tessitura, character, style), the more you have an opportunity
to vary your efforts and consequently acquire an independence of sound and expression.

e Itis an excellent exercise to work on a melody in the low register and repeat it one octave higher with “a spirit of
competition like in the theater.” For the flute, the work in the opposite direction—from the high register to the low
register—is also to be recommended, especially if one wants to develop the forte low register.

You have in this book 92 melodies. Listen to them—compare. You can augment the value of this book by adding melo-
dies that you love, that inspire you, and that seem likely to help you progress.

EXAMPLE: FORTUNIO by ANDRE MESSAGER (Tenor Aria) #13

The following example will demonstrate the application of the above suggestions. [ have chosen this melody over
many others because in my early years I often had the opportunity to hear it admirably sung by a very reputed artist in
Paris: Victor Francel.

For me it is an ideal choice and has all the advantages for a first attempt: extremely expressive in a soft dynamic,
intervals very small, range limited to one octave, all the notes of an easy emission, and it started on G#—one of my favorite
notes. To reduce the difficulties to the minimum, to avoid forcing, and to avoid working in the wrong direction, I decided
to practice this melody only on the days when I felt in excellent physical and moral condition—no tension of the lips, jaw,
throat, or chest.

SPECIFICS ABOUT HOW TO WORK ON FORTUNIO

1) First, I played the melody all the way through many times—completely relaxed, in a piano or mezzo-piano dynamic—
until I felt I could control the tranquillity, the purity, and the natural quality of my sound.

2) Continuing, always piano, I paid attention to the purity of the sound and the flexibility of the slurs between notes that
one must not vibrate.

3) Then, always piano, I tried for the first time to give a kind of life to a few notes that I judged to be musically expressive
by discreet undulations more or less rapid.

4) Finally, I played the melody with all the dynamics written by the composer: elongating and generously intensifying
the few culminating notes of the melody [A]; underlining a reprise of the motive [B] by using a different color
(pianissimo), and especially being very careful that in the forfe dynamic, the vibrato does not alter the quality of the

sound.
Andante tranquille d =69 Fortunio- Messager
13 s by 2 e N o = 9
b p ~ — ..-_——'mq
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[Moyse includes text in this section for three other melodies: Sapho, #76, I’ Attaque du Moulin, #78, and Il Trovatore, #14 or #22.]

FORTUNIO - Messager
I loved the old gray house

Iloved the old gray house where I grew up near the fireplace,
The days were passing without measure,
The things are familiar to me

And in their networks, the ivy

Alas! my soul took itself away,

Already disappeared into oblivion
Under the branches of the walnut tree
They were welcoming me softly,
Embrace my soul of childhood

Other thoughts have invaded me.

My poor old gray house.



TEACHING MOYSE’S TONE DEVELOPMENT THROUGH

INTERPRETATION USING OPERATIC RECORDINGS
By John Bailey

It is a well-known fact that Marcel Moyse was
principal flutist of the Paris Opéra-comique. Less known,
perhaps, is that his major musical experience as a young
child was being taken to the opera by his grandfather in
Besancon. According to his biographer, Ann McCutchan,
by the time he was ten years old, he had seen forty operas
and knew many of the arias by heart.[1] For musicians in
Moyse’s time, and for European musicians today,
especially those on the continent, opera was then and is
still at the center of their musical life. Consider the Vienna
State Opera, an institution with a long history dating back
several hundred years. The Vienna Philharmonic (founded
in 1842 by the opera composer Otto Nicolai), whose
members play for the opera as the Vienna State Opera
Orchestra, gives only ten subscription concerts a year in
Vienna but plays every night of the opera season from
September through June. The orchestra maintains at least
three principal flutists so that these nightly performances
can be rotated and maintained despite touring and
recording schedules. The Dresden Staatskapelle actually has
no performance hall for its concerts, but rather uses the
stage of the Semperoper for which it functions as the opera
orchestra. The Leipzig Gewandhaus Orchestra, founded in
1781 and known internationally as a concert orchestra
through touring and recording, plays nightly for Leipzig
Opera performances, the lion’s share of its yearly schedule.
The Berlin Philharmonic, a comparatively young ensemible
(founded in 1882 from Bilse’s Concert Orchestra), is one
of the only orchestras in a major German-speaking city
entirely separate from the opera in that city (the even
younger Dresden Philharmonie is another).[2] In Paris in
Moyse's day, the two major musical institutions were the
Opéra and the Opéra-comigue. The concerts provided by
the Société des Concerts du Conservatoire and the three
concerts series of Lamoureux, Colonne, and Pasdeloup,
while important, were limited in number and much less
prestigious.[3]

It follows then, that opera was central not only to the
musical life of audiences, but to the musical training of
any qualified musician. Such is most definitely NOT the
case in United States music schools, where undergraduate
instrumentalists can graduate without ever being required
to attend or study any opera in depth. Many
instrumentalists know few opera arias (even to recognize
them) and do not know of the great artists who interpret
them. In an attempt to rectify this situation for my flute
students, and to expose them not only to the riches of the
operatic repertoire but to the transporting artistry of the
great singers from whom we as musicians can learn an
enormous amount, I turned to Moyse's Tone Development

Through Interpretation. Moyse himself said that he listened
to and modeled his singing sound on the great operatic
performers of his day, including soprano Nellie Melba, with
whom he toured in America for six months in 1913-14.

I require my flute students at the University of Nebraska
to prepare three melodies from Tone Development per
semester, but they do not learn them from the page alone.
These melodies were common currency for musicians
during Moyse's career, and musicians knew them and their
performance traditions very well. Attempts to learn these
melodies from the naked page usually produce only a pale
copy of their true expressive potential. My students,
therefore, are to listen to a recorded performance and then
attempt to imitate the nuances of the performer, including
rubato, phrasing, breaths, and dynamic shaping. Moyse
never intended the melodies in his collection to be self-
sufficient, as beautiful as they are. Rather, they are like a
lead sheet to a jazz standard: only a skeleton, which needs
to be fleshed out by knowing the accompanimental texture,
basic style, and traditions behind the fune. Moyse knew
them intimately, and he used the notated melodies in his
practice to recreate the total operatic experience in his mind.
In the lesson, I also try to explain to the student the dramatic
context and therefore the emotional content of the text; this,
then, helps deepen even further the expressive possibilities
and emotional range for the aspiring interpreter.

Moyse’s Tone Development Through Interpretation,
originally published in 1962, contains dozens of melodies
from the opera repertoire, and is organized so as to help the
flutist explore expression in the low, middle and high
registers, and then mixed registers, at various dynamic
levels. The repertoire covered includes excerpts by the great
trio of early 19th-century Italian bel canto composers, Rossini,
Bellini, and Donizetti, as well as very well-known middle-
period Verdi (Trovatore, Traviata, Rigoletto). It also contains
excerpts from late 19th-century French opera (Massenet,
Délibes, Bizet) and now-forgotten, or little-known French
gems. In addition, it contains several instrumental works
which obviously have vocal models (cantilena), including
those by Bizet, Saint-Saéns, Mozart, and Chopin. What this
work does not contain is operatic works of Mozart, Puccini,
late Verdi, and 20th-century composers. I encourage my
students, when they have had several semesters of study of
these pieces, to compile their own Tone Development and
bring in arias that they love and from which they can strive
to wring the utmost expression. These assignments, by the
way, are a contrast from the finger-busters which generally
make up the undergraduate curriculum, and students learn
that control and deliberate shaping are just as worth
achieving (and often harder!) than all the pyrotechnics in

1. McCutchan, Ann, Marcel Moyse: Voice of the Flute, Amadeus Press, 1994, p. 36

2. Radio orchestras, such as the Westdeutscher Rundfunkorchester, and the B

erliner Runifunkorchester, which are of excellent gua]ily and fulfill the role of
performing new and rarely-heard works, have generally been secondary in major European cities. An exception is the BB

Symphony of London, but

then London has had a very strong tradition of concert orchestras alongside its two major opera houses (Royal Opera House Covenl Garden and The

English National Opera).

3. Paris’s radio orchestra, L'Orchestre Nationale de Ie Radiodiffusion, founded in 1934, ook on real significance only after WWII: The Orchestre de Paris was
founded in 1967 as a reorganization of the: Sociéls des Concérts du Conservatoire,



the world. Moyse encouraged transposition of the
melodies (he often wrote the initial bars out in several
keys), which aids in basic understanding of the melodic
structure independent of any key and which forces the
student to conquer the idiosyncrasies of any one particular
interval or note response, because the expression that the
me]od% demands is independent of whether it starts on F
or F-sharp. Students who study these melodies on a
regular basis have a much firmer knowledge of operatic
literature, a better sense of melodic tension and shape,
and a much better understanding of the need for technical
control (tonal, dynamic, intonation, vibrato) in the service

of the music. And the melodies themselves are such a joy to
study, to hear, and to play, that, I must confess, I look forward
every semester to a new set of performances.

John Bailey is professor of flute at the University of Nebraska in
Lincoln, Nebraska, and flutist with the Moran Woodwind Quintet.
He studied with James Pellerite at Indiana University and twith
Walfred Kujala at Northwestern University, where he earned his
Masters and Doctoral degrees. He is program chair of the 2002
National Flute Association convention in Washington, D.C. This
article was adapted from a presentation at a previous NFA
convention.

CREATING A PERFORMANCE PRACTICE CONTEXT FOR

TONE DEVELOPMENT THROUGH INTERPRETATION
By Rachel Lynn Waddell

Marcel Moyse left a rich legacy of pedagogy—both in
his written materials and through generations of his
students. Knowledge of his performance legacy, gleaned
from his recordings, is integral to understanding his
pedagogical legacy. While many flutists today use at least
some of Moyse’s books, and probably a majority use his
De ln Sonorité, an increasingly large number have had no
direct or even second generation knowledge of Moyse's
performance ideals. The aim of this article is to provide
an overview of these ideals and discuss their relevance to
his pedagogy.

Moyse focused much of his teaching on tone and
described his concept of the use of the tone as follows: “A
beautiful flute tone is appreciated mostly by other flutists;
whereas all music lovers will appreciate the variety of
coloring, inflections and expression of a tone underlining
the beauty of a musical phrase, as well as the rhythmic
accents which reveal its character.”[1] In other words, he
was less concerned with the “flute” sound than he was
with the variety of expression and the character of the
music.

In his work with tone, Moyse further developed the
embouchure work of the Taffanel and Gaubert generations
of the French flute school tradition. Prior to these teachers,
Henri Altés had taught a rather complex system of
developing the proper embouchure. Paul Taffanel and
Philippe Gaubert both started playing on silver Boehm
flutes, and their instruction in their method book réflects
the “new” trend toward a relaxed embouchure.[2] Moyse
carried this legacy further by emphasizing this in his
teaching and in his method books: “A good tone depends

on the warmth of the air column, on the quality of the

lips, of reeds and mouthpieces. Of all the factors, the most
important is suppleness of the lips. One can acquire this

by intelligently practicing certain exercises.”[3] Moyse

goes on to describe all of the benefits of playing with
flexible lips: “For the beauty of the note, for large slurs,
and inflections; for maintaining the unity of melodic line,
the equality of the sequence, of groups of notes; to obtain
good attacks (especially in the extremes of the instrument);
and finally to control quality and intonation during

crescendos and decrescendos.” [4] With such a strong belief in
the usefulness of playing with a flexible embouchure, it is
not surprising that this would be the primary focus of much
of Moyse’s pedagogical materials and teaching.

As can be heard on recordings, one of the benefits of
such flexible lips is the homogeneity of tone that was so
characteristic of Moyse’s, Gaubert’s, and Hennebains’
playing. The first exercise in De la Sonorite addresses this
beautifully. It can be assumed that at that time the tonal
ideal was homogeneity and ease throughout all three
registers. It was simply the standard performance practice.
So when using his exercise books today, one must always
be aware of this ideal, the whole purpose of Moyse's
exploration of tone studies being to teach how to acgieve
this quality of sound.

As for teaching the expressive use of the tone, Moyse
encouraged his students to listen to singers for examples of
vibrato, since the vibrato mechanism for singers is internal,
asitis for the flute.[5] One of Moyse's favorite singers from
the early part of his career in the Opéra-comigue was bass-
baritone Vanni Marcoux. Of Marcoux’s vibrato, Moyse said:
“This vibrato had absolutely nothing systematic about it....
It was a question of a vibrato related to the general emotion
of the phrase—either wide or tight, which could disappear
or become more intense at will, according to the feeling to
be expressed.”[6] Moyse was notorious for not teaching
vibrato. He believed it should be natural to the sound, and
that the vibrato mechanism could not be taught, nor should
the vibrato speed be practiced by measuring the vibrations
in the sound. It was a natural musical expression, inherent
to the sound.

Certainly Moyse himself was heavily influenced by
listening to singers, especially during his tenure in the Opéra-
comique. Moyse believed that the flute could be as expressive
as the voice, and he set out to prove this.[7] He was not so
much trying to imitate the exact tonal qualities of the voice
but was aiming at its dramatic ideal. He believed that the
flutist should practice operatic arias, knowing the text and
psychology of the excerpt, and aim for the tone color, phrase,
shaping, and inflection as if he were singing the arias instead
of playing them on the flute.[8] Marcel Moyse’s son Louis



Moyse, also a flutist, and pianist, offered the following
description of his father’s appreciation of vocal artistry:

The bel canto produced by great singers was always
a source of wonder for him. He was a keen observer
and he wanted to apply in his playing the
marvelous and limitless possibilities of the voice,
changing color and volume of the tone, with or
without vibrato, accordingly, ONLY, to the words
and feelings expressed through an aria, without any
consideration of the flute limitation.[9]

Vanni Marcoux was one of Moyse’s favorite singers,
possibly because they shared similar strengths. Both liked
sentimental songs and could create “magic out of unlikely
material.”[10] Marcoux had a quality of technically
controlled emotion and was able to imply “tears” in his voice
without disturbing the musical line. The quality of his veice
was bright and sounded light and high even at the bottom,
and text projection was easy and clear.[11] Another favorite
male singer was Enrico Caruso, whose voice became heavier
and developed into a more dramatic sound as he aged, yet
he always had a solid low range.

In the Preface of his Tone Development “sequel”—The
Flute and Its Problems— Moyse describes what he believes
to be the value of imitating each different voice type. From
tenor arias, flutists are able to “develop a large tone and a
magnificent brilliance.” From bass arias, “the fullness of low
notes can be developed, taking care to avoid any
exaggerated tension of the lips.” Baritone melodies allow
flutists to find “different colors, the half-tints so specially
expressive to this type of singers.” Finally, from soprano
and coloratura sopranos, flutists can learn the art of bel canfo,
staccato (very short notes with good tone and life), and very
soft notes with lots of expression and vocal inflection.[12]

Unfortunately, flutists today are not intimately familiar
with the operatic music Moyse selected for the Tone
Development book nor with the singers of his time. When he
first transcribed these arias, he was playing in opera
orchestras in Paris—particularly the Opéra-comigue—and he
knew the operas well. Without a knowledge of the operas,
tunes, and libretti, these excerpts do not mean much.
Longtime Moyse student Julia Bogorad states that it is most
advantageous to work on these melodies with one of
Moyse's students, someone who knows just what to do with
the music and how he did it himself.[13] One must
remember, too, that Moyse’s vocal models were following

an entirely different model of performance practice than that

of today’s opera stages. This concept is greatly expanded in
Catherine Hummel's research.[14] What Moyse hoped to
achieve in these melodies, based on what he heard in the
operas; would be different from what one would imitate of
today’s operatic performances. [Although it should be added
that Moyse had an extensive record collection in his later years
and loved the singing of Placido Domingo, Luciano Pavarotti,
Maria Callas, Monserrat Caballe, and others. His students would
listen to hours of these recordings with him. N. Andrew]

In The Flute and Its Problems Moyse described how to
use the Tone Development melodies. He said that one should
play a melody in an “easy” key and then transpose

radually—keeping the same colors in each key—until one
d cycled back around to the originally notated “hard”
key (“hard” because of certain notes). What would be the
point of this work? Moyse said, “But, practicing the exercises

gives suppleness to our lips and helps us to find those soft
and varied colors which can be useful to us later on in our
own repertory.”[15] Moyse student Eleanor Lawrence
describes the difficulties inherent to the second melody, the
ActIlove duet of Lucia and Edgardo from Donizetti’s Lucia
di Lammermoor. In the Tone Development book it is in F-sharp
Major.

When you take #2, you are dealing with the C-sharp
octave. Now if that doesn’t happen to be the original
key, it is diabolical Moyse putting it in the worst
possible light, in terms of a challenge to the flute
player, to tune up the low register to the middle
register C-sharp. You have developed your tone,
you have become a sophisticated flute player when
you can do that. [ think this is what he means by
tone development.[16]

In the view of another Moyse student, renowned
pedagogue Trevor Wye, the Tone Development book is really
a “personal practice notebook,” a record of Moyse’s time in
the Opéra-comique orchestra, chamber music venues, and
other concerts. The book is a collection of his favorite
melodies and arias, those that most inspired and excited him.
Moyse then used these melodies to imitate the expression
and color and to generate the same musical effect as the
singer had when Moyse was first inspired by it. No doubt
he used selections in this volume as a warm-up for
himself.[17] As previously mentioned, one of his practice
methods was to transpose the melodies and to work on
varieties of colors and expressions in other keys too.

Moyse recorded selections from Tone Development on his
own label in 1954.[18] This is nearly two decades after the
bulk of Moyse's solo recording career of the 1920s and 1930s.
These Tone Development selections show that Moyse was still
occasionally sharp in pitch and had more edge to his forte
sound. His vibrato is fast, but he slows and thins it for soft
passages. Dynamic contrasts are huge. It is quite probable
that Moyse had not really developed so dramatically in this
area, but rather that improved recording technology allows
more dynamic contrasts to be heard. Another change from
the earlier recordings is that Moyse is now more
synchronized with his accompanist, even when there is
rubato. Lack of strict coordination between soloist and
accompaniment is a general performance practice trait found
in many early recordings of singers, and string players, as
well as woodwind players. Robert Philip describes this is
detail in Early Recordings and Musical Style. [19]

Reichert's Fantaisie melancolique, No. 38, although not
an opera excerpt, was recorded both on the 1954 private
release and from a 1933 session.[20] The 1933 recording was
of the theme and variations, and Moyse played at a faster
tempo than in the later recording. His sound is clearer on
the earlier recording and there is more edge in the low
register. His style of playing the ornaments in the theme is
lighter in the early recording and they are quicker. The later
version is of the fantasy-like introduction and the theme,
with no variations. Moyse makes significant dynamic
contrasts in this later recording which are not heard in the
1933 version. Several of Moyse's students recall him working
on this piece in classes and note that he was aware that his
style of playing this—with rubato and great expression
through tone color and vibrato—was a nineteenth-centu
tradition of playing that would be soon lost. He charged his



students with passing on this legacy.[21] Without hearing
Moyse, one would not know how to inflect this piece, and
other nineteenth-century fantasy pieces like it, in Moyse's
manner.

Moyse’s recording of No. 59, the Act IV duet of
Leonore and Count di Luna from Verdi's Il Trovatore, is
full of rubato and color contrasts to match the dynamic
changes. He is masterful at achieving the effect of two
singers in the duo section by making distinct color
contrasts for each voice/register. The other Tone
Development melodies on the recording demonstrate
similar style characteristics as the ones mentioned above:
clear dynamic contrasts, use of rubato (but in a somewhat
more controlled manner than the recordings of the 1920s
and 1930s), and a darker tone quality than the early
recordings with greater harmonic overtones in the low
register. Perhaps just as interesting as hearing Moyse's Tone
Developnient recordings would be hearing the early
recordings of the singers he would have heard in the
Opéra-comigue. But once again, understanding Moyse’s

fundamental concept of tone and expression, as well as his
purpose for writing a book like this, can make one’s practice
more intelligent and more effective. Modern flutists can gain
much from working with any of Moyse’s books, even
without an awareness of his ideals, but knowing his true
intent can open up more possibilities for musical depth and
expression.

Excerpted from “Marcel Moyse Between Two Centuries:
Examining Early Twentieth-Century French Flute
Performance Practice Through Recordings,” DMA
dissertation (University of Nebraska-Lincoln, 2002) by
Rachel Lynn Waddell.

Rachel Lynn Waddell is a DMA Candidate at the University of
NE-Lincoln, where she studies with John Bailey. She has served
as a teaching assistant in flute and holds the Presidential
Fellowship at UNL. Her research area is the Moyse recordings.
Previous teachers include Emily Skala and Carol Noe.
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TRANSLATING AND EDITING THE PREFACE FOR
TONE DEVELOPMENT THROUGH INTERPRETATION

Continued from page 2

from the practice of any expressive material as the love of
the music pushes us to develop our playing. Following
the guidelines in his Preface can help maximize our
explorations in this area and make our practice more
enjoyable and productive.

One note on the preparation of this text: It is a
daunting task to attempt to translate and edit the
unpublished writings of Marcel Moyse and it is one that I
do not take lightly. In the early stages I enlisted the help
of Robert Langevin, who is fluent in both French and
English, and Blanche Honegger Moyse, who knew Mr.
Moyse perhaps better than anyone. 1 have also shown
my translation work to other former students of Moyse
and will continue to do so as I prepare the larger volume
to be published as The Collected Writings of Marcel Moyse.

Where sentences are unclear or vague, I have offered a
literal translation of the text for others who may wish to
try to decipher their meaning. Although some of the
material has been rearranged for great comprehension,
very little has been cut. In addition to the preface material
for Tone Development, the larger volume will contain
chapters on style — interpretation and expression, sound
and personal history, vibrato, and miscellaneous topics.
For more information on Tone Development Through
Interpretation see Catherine Hummel’s article “The
Genesis of Tone Development Through Interpretation” in the
Marcel Moyse Society Newsletter, Volume 9, July 1998,
excerpted from her larger work, “Marcel Moyse and Tone
Development Through Interpretation: A Study Guide,”
(available from her directly, cateh@worldnet.att.net).
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Marcel Moyse teaching at Tris sepinar in Boswil, Switzerland.
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ABOUT THE
TONE DEVELOPMENT

RECORDING

Both the Tone Dewelopment and the French School
at Home LP’s were recorded by Moyse in the early
1950s at his home on Western Avenue in Brattleboro,
Vermont. He used what was then a state-of-the-art
microphone and reel-to-reel tape recorder, splicing
with scotch tape as needed. His son, Louis Moyse,
was the pianist. As Rachel Lynn Waddell's article
intimates, it is interesting to note the differences
between these recordings and his earlier 78 rpm
releases, both for the playing and for the recording
technology. But in the end, the value of these
Western Avenue recordings is artistic and
pedagogical. Knowing how he practiced and
performed this material speaks volumes about how
to approach this wonderful book in the spirit he
intended. No, the pitch on the Tone Development
recording is not always perfect and his sound is
occasionally driven and hard, but he was in his 70's
and his goal was to make music. To my ear, having
spent many hours listening to this record with him
as many of us did, it is a treasure trove of inspiration
and information. In addition to the arias, this audio
collection is supplemented by four recordings taken
from earlier 78s: excerpts from a Bach Sonata and a
Handel Trio Sonata (#81), a Japanese piece for flute
and piano (1937), and a historic recording of
Hennebains playing the first section of the Doppler
Hungarian Fantasy(1907).

One of the primary goals of the Marcel Moyse
Society is to make these types of materials available.
We hope that our members, and others, will find
these recordings valuable and useful.

—Nancy Andrew

MOYSE “TOTAL”
CELEBRATION TO BE HELD IN
BOSWIL, SWITZERLAND

A MoyseFest will be held at the old church in Boswil,
Switzerland on October 26 and 27, 2002. Organized by Robert
Aitken, assisted by Stefan Keller and Jonas Lindenmann of “The
New Flute Generation,” the celebration will feature five guest
artists and former Moyse students: Robert Aitken, Nancy
Andrew, William Bennett, Ornulf Gulbransen, and Trevor Wye.
Information about the event, as printed on the brochure, is as
follows:

We have an extraordinary treat for all flute lovers,
professionals, and students: Moyse TOTAL! This
event, sponsored by “The New Flute Generation” of
Switzerland, will offer an overview of the immense
work of the legendary Marcel Moyse.

Many direct first-generation students of Marcel Moyse
are still active today. We have asked five of them to
answer the following questions: Why was Moyse so
popular? What was different in his playing? Are his
instructions still valid today? How was he as an
interpreter? How was he as a pedagogue? How should
his numerous pedagogical works be used? Anecdotes
about Moyse? Ete.

Thanks to the cooperation of Robert Aitken, we are able
to present the diversity and the extraordinary range of
the life of Marcel Moyse, his work and his legacy.

There is something for everyone, from interested
amateurs to flute teachers to virtuosos. The evening
concerts will feature Moyse favorites, either pieces
written for him or well-loved and often taught by him.
The Vice-President of the Marcel Moyse Society will
give an overview of the life of Marcel Moyse and will
show videos of his teaching. Robert Aitken will offer
insights into Tone Development Through Interpretation.
Trevor Wye will discuss Moyse’s contribution to the
flute world. Ornulf Gulbranson, a prominent flutist
and teacher from Scandinavia, will offer reflections as
the “Moyse of the North.” And William Bennett will
shed light on Moyse as a performer.

The music stores Guriner, Jecklin, and Lohri will exhibit
flutes, headjoints, CDs, and music and Edition Kossack
will have a broad range of flute literature for sale.

We look forward to your participation.

For more information,
visit the
New Flute Generation of Switzerland’s
web site at

www.newflutegeneration.ch

or contact them at
info@newflutegeneration.ch

++41-41-311 17 58.
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INTERVIEW WITH BERNARD GOLDBERG

Transcribed and edited by Nancy Andrew

In May of 2001 Wendy Kumer and Nancy Andrew
interviewed Bernard Goldberg at his home in Pittsburgh. In
August he agreed to serve as president of the Marcel Moyse
Society. Goldberg, longtime first flutist of the Pittsburgh
Symphony, is an ideal interview candidate for this newsletter.
His confact with Moyse is intricately woven throughout his
entire professional career, first as a young student, then as a
performer, and finally as a teacher. He studied with both Marcel
Moyse and Georges Barrére, often heard Georges Laurent, and
worked with Pablo Casals, John Wuntmer, and Rudolph Serkin,
ameng others. He offered his reflections on his 40+ years with
Moyse, including his years at Marlboro, the genesis of Tone
Development Through Interpretation, and how this great
master influenced his playing and teaching. We have so few
elder statesmen in the flute world today and without a doubt
Bernard Goldberg is one of our most treasured,

This interview has been adapted to prose format for easier
reading. Questions were asked by both Kunter, a former student
of both Goldberg and Moyse, and Andrew, also a student of
Moyse.

When Bernard Goldberg was a freshman in high
school, his brother, a music student at the University of
lllinois, brought him a recording of Marcel Moyse playing
the Mozart G Major Concerto. He was overwhelmed.
Goldberg then purchased the Mozart C Major Concerto
for Flute and Harp with Moyse and Lily Laskine, and, as
he says, “that became my daily task—to listen to and try
to imitate Moyse.” He and another high school student,
Eddie Drusynski, prepared for two years to perform the
piece with the Scholarship Symphony Youth Orchestra
of St. Louis, one of the first youth orchestras in the country
(conducted by Eddie Murphy, the first horn of the St. Louis
Symphony).

Upon graduating from |
high school, Goldberg wrote l
to Moyse asking if he could ;
come to France to study with 1
him, but the war intervened ‘
[WWII] making it impos-
sible. Instead he went to the
Juilliard School where he
studied with another pupil
of Paul Taffanel—Georges
Barrére. According to Gold-
berg, in some ways Barrére
and Moyse were rivals, each
one claiming to be the
greatest flute player in the
world. When asked to
compare the two, he said, “1
would suspect that Barrére’s
playing was a little closer to
that of Taffanel—it was a
little less aggressive but at
the same time very
glamorous. Barrére was
really awe-inspiring and
obviously quite independent
of Moyse. He spoke about

Paul Taffanel’s teaching in almost exactly the same words
that I heard Moyse use many years later.”

When Goldberg graduated from Juilliard, he was hired
to play in the Cleveland Orchestra. He still wanted to go to
Paris to study with Moyse and, after some correspondence,
was accepted as a student, but it was immediately after the
war—1946—and the French government would not give
him a visa due to the shortage of food and resources in the
country. After three years with the Cleveland Orchestra, he
did finally arrange to go to Paris, hoping to study with
Moyse. But when he arrived, he discovered that Moyse had
left for Argentina. Fortunately, Rene Rateau, French flutist
with the Chicago Symphony and a former Moyse student,
happened to be in the city between playing engagements in
Chicago and North Africa, and ﬁe recommended that
Goldberg study with Lucien Lavaillotte, also a Moyse
student.

Then in the early 1950s, a pianist friend in New York,
Eleanor Lipkin (Seymour Lipkin's sister), told him that she
was working with Moyse at the Marlboro School and
Festival in Marlboro, Vermont. (She was at Marlboro from
the very first year, 1950.) Once when Goldberg was in New
York city visiting Eleanor, she took him to Moyse's class at
the apartment of his son-in-law, Bjorn Andreasson. Asked
if this was his first personal contact with Moyse, he replied,
“Yes, but we got off on the wrong foot because I told him
that I had studied with Lucien Lavaillotte and he screamed
at me that it was Lavaillotte who had betrayed him.
Lavaillotte happened to be a very good teacher and was
constantly quoting Moyse.” Although this was his first
contact, Goldberg audited the class and did not play.

In 1950-53, Goldberg played at the Casals Festival in
southern France. Continuing his Moyse saga, he went on,

Mareel Moyse teacking Bernard Goldberg at the Marlboro Schoal of Music, Marlhora, Vermont.



“So then in the summer of 1954
I had a job in an absolutely
weird music camp in Duxbury,
Massachusetts and I used to
drive up to Marlboro on
Sundays. Those were the old
days of little narrow roads,
twisting and turning—it would
take hours! I'd try to spend a
few hours with Eleanor and to
hear Moyse play. Then the next
year, in 1955, after the end of my
Pittsburgh Civic Light Opera
season, 1 went directly to
Marlboro. My first class with
Mr. Moyse was very touching.
I played the Handel Trio Sonata
with violinist Ernestine Shore—
that’s the one on the Tone
Development record—and after
the slow movement we were so
moved because we'd been

ing for all these years to get
‘E)}g:tﬁer—a]l that ha}cq happenged
in the intervening years since |
first wrote to him in high school—fifteen or sixteen years
before I played for him in person. SoIstarted crying and
there were a few tears all around.”

When Goldberg first attended Marlboro, Moyse was
still performing on concerts in the dining hall, as well as
coaching woodwind sessions and holding flute classes in
the little white cottage. When asked how the time was
structured and what he played at his first lessons, he
elaborated that “not everyone who went there for the flute
class was a participant in the Marlboro Festival. There
were maybe 10 students in the flute class and then a few
of us who played in the concerts in the dining hall. We
played the Mozart Quartets. Ialso did Andersen Op. 15,
De la Sonorité, and Bach sonatas.” It is noteworthy and
remarkable that, even though Goldberg was already
playing professionally, he sought out Moyse to continue
growing and learning. Yet, in response to this comment
he quipped, “No, it's not exceptional. Many, many
professional players did that because Moyse was a master.
And I think it’s easy to recognize the musicality that
informed his playing. He was so unique. There’s nobody
that comes close to him now.”

Goldberg continued to attend Marlboro on and off
through 1969 and was one of several wind players to
experience the genesis of Moyse's Tone Development book
in the late 1950s and early 1960s, especially in the Marlboro
wind classes. Goldberg began teaching at Duquesne
University in 1952 and later initiated similar wind melody
classes there as part of the curriculum. Obviously Moyse
had an enormous influence on his teaching from this time
on. Goldberg started using Moyse's books with his own
students based on his experiences in Vermont. At this
time, Moyse was not always using his books
systematically with his students, but Goldberg did play
some of the 24 Studies for him as well as other books. He
remembers that “One year [ played the 24 Studies and we
were in one of the new buildings and he asked the class,
‘How do you like that melody?’ No response. So he finally
admitted that he had written it. Then he explained that
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he had written it for himself, not for his students,” [a
comment he often made about many of his books].

According to Goldberg, Moyse did not usually hear his
students play the 17 Daily Exercises of Taffanel and Gaubert,
but he advocated their regular use, saying that he practiced
them for two hours a day for thirteen years and after that
nothing bothered him. Goldberg quipped “I guess he told
his students the same lie that [ told mine. But when you
heard him play you could believe it. What a joy to hear
him!” While visiting Moyse in St. Amour, France in 1982,
Moyse took Goldberg to a nearby castle and told him “you
can’t see it now because of the trees that have grown up,
but from this point you could look over Lake Geneva. I
used to come up here and practice Taffanel and Gaubert.”

When asked if he used Moyse books with his own
students, Goldberg said, “Well, no matter whether it's a
graduate student or a freshman, almost everybody has to
do the 24 Studies. 1 did see Moyse teach it and 1 played
some of it for him. Talso use De La Sonorité and the 25 Studies.
Sometimes in working on the 24 he would mention things
in the 25. And I use the Tone Development book, both with
my flute students and with the wind class, as [ saw it done
at Marlboro. At times, I tried to do what he wanted to do—
that is to assign the parts to instruments that would be
appropriate to the corresponding voices, like the sextet from
Lucia.” Goldberg also coached chamber music at Duquesne
like Moyse coached at Marlboro: the Emile Bernard
Divertissement, Gounod’s Petite Symphonje, the Mozart and
Dvorak wind chamber works, and others.

Goldberg is enthusiastic about his experiences with
Moyse, both as a performer and as a teacher. After his
Marlboro years, he would often go up to spend a week or
more at Moyse’'s summer seminars that were held at his
grandson's studio just to watch him teach. According to
his many students, his teaching was infused with a Moyse
influence. Later, he often sent his own students to Moyse's
summer seminars. Wendy Kumer remembers the
pilgrimage: “It was a long ride. The first year I went there
were rainstorms and you had to take all the little roads



because there were no big roads. There was no good way
through the Poconos at that time—it would take two or
three hours just to go 30 miles. The class experience was
incredible, like a complete coming to fruition, an
understanding of where all the concepts I'd been learning
in my lessons were from, where they were going, and
where it would ultimately lead. It was a logical transition,
it was what Mr Goldberg taught. Even his mannerisms,
whether conscious or sub-conscious, were so similar—the
way he would inflect in singing and with gestures, I felt
athome.” Andrew added that Goldberg students always
seemed to understand Moyse and could pick up what he
wanted quickly.

As Goldberg is one of the few living flutists to have
studied intensively with both of the French flute masters,
Marcel Moyse and Georges Barrére, we had to ask him
about the similarities and differences. In his words, “The
similarities are certainly that both used Taffanel and
Gaubert and talked about Taffanel. But whereas Moyse
could be kind of sarcastic and ascerbic, Barrére was almost
never that way. He could make things funny but it had
almost as much impact.! The only thing that I found a
little shocking was when T tried to beg off going to a lesson
because I had a bad cold and Barrére said, ‘No, you come
to your lesson.” He was waiting. He had all of his etude
books bound and he put one in front of me and said “You
lazy boy.” And then of course, he would assign 12-18
etudes a week, saying ‘Maybe one day you will play one
etude without one mistake." He would let me take my
own tempi. [ couldn’t play Andersen op. 60 in the
specified tempo. I played etudes by Altés, Andersen,
Berbiguer, Boehm, Paganini, Peichler, and others. I also

! Golberg related the following story: “Someone asked Barrere: ‘Mr.
Barrere, you have so many students. Some of them are wonderful, but
many of them that are not very good.” And he said, “Yes, they only
stay with me long enough to learn my faults.” He could say a lot in one
little quip—it was very funny.”
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studied many of Moyse’s
etude transcription books
with Barrére—the Chopin,
Kreisler, and Czerny for
example. Of course we
worked on the Taffanel and
Gaubert 17 Daily Exercises.
Barrére said that the virtue of
the Taffanel and Gaubert
scales is that they never go
more than an octave plus one
note so they never overtax the
lips.”

“As for repertoire, I think
that Barrére was not so
interested in the old 19*
century war horses, like the
concert solos and theme and
variations in Moyse's col-
lection The Golden Age of the
Flufe. He taught more clas-
sical music and the standard
French contest pieces.
Although he also had an
interest in contemporary
music. He talked often about
color changes and was very flexible and could demonstrate
this. T was just listening to the Georges Hiie. There are places
where Barrére had me do changes of color that were just
fabulous, perhaps even more than Moyse.”

Goldberg played second flute to another Barrére student,
John Wummer, at the Casals Festival and they often swapped
stories. Goldberg said, At one point Wummer didn’t have
something prepared so Barrére made him memorize the
Langer concerto. At the same time, Wummer knew all of
the Golden Age pieces and many more. At intermissions at
the Casals Festival orchestra rehearsals, he would stand
around and play all these cadenzas from all these different
pieces. Powell [Verne Q.] said that it took Wummer only
three times through to memorize a piece.” When Goldberg
finally heard Moyse teach the “Golden Age” pieces, it all
made sense to him. As he says, “it became good music for
me.’l

When asked how Georges Laurent fit into this picture,
Goldberg related that “one of my early teachers, Laurent
Torno, had studied with Laurent. Georges Laurent was a
pupil of Taffanel who had inspired Moyse quite a lot. He
had a sound that was always present—it might have been
Koussevitsky’s idea of balance and texture—but the flute
sound was always present and he had a little fast vibrato
but the sound was so mellifluous and the fingers were so
perfectly coordinated. I often used to go to hear the Boston
Symphony—I liked to hear them and I liked Laurent's
playing very much.”

As for how he chose to study with Barrére when the
Paris/Moyse connection failed, he said, “My first teacher,
John F. Kiburz, was one of the very first students of Barrére
in this country, and he always spoke very glowingly of
Barrere, describing him as the greatest flute player in the
world. Kiburz went to Chicago to hear Barrere play with
the Damrosch Orchestra (that was during the time when the
union wouldn’t let Barrére play with the orchestra) and one
of his encores was the Chopin F# Major Nocturne. And he
was so thrilled by that—he said that that was his ideal and



that he wanted to change his playing. He was already
playing in the St. Louis Symphony. Se both of my early
teachers were grandpupils of Taffanel. And then I went
to Barrére himself, and then to Lavaillotte, and then to
Mr. Moyse. Its all French and all from the teaching of
Taffanel and Gaubert.”*

Goldberg was not particularly interested in speaking
about the differences between the “French School” and
the “American School,” except to say that he admired the
playing of the renowned flutist and teacher William
Kincaid very much. He did offer an anecdote about
Wummer who “never spoke about schools. He once talked
about vibrato, saying that some people complained about
his vibrato, but that’s the way his body was built.”

In returning to a discussion of Moyse books, Goldberg
listed those that he uses in his own practicing and teaching:
De la Sonorité, Tone Development Through Interpretation, the
24 and 25 Studies, Etudes et Exercises Techniques, Ecole de
U'Articulation, Gammes et Arpéges, and Vingt Exercices sur
les Grandes Liaisons. He and Trevor Wye in particular have
used and loved the recently republished book Technical
Mastery (published by Zimmerman). Some people find
this book daunting and mystifying, but Goldberg has the
following comment: “I always find this book very useful
because it isolates particular technical problems. At the
same time it helps one grow because of the way it's
written. [ memorized the Ibert Flute Concerto in about

ten days and then I spent two years with every combination
of three notes using the Technical Mastery and 1 became a
much better flute player, not only by practicing the finger
combinations, but the lip-finger combinations as the
intervals expand. And no matter what you have that's
difficult, you can master it with Technical Mastery. I never
had a particular system for using it—down, diagonally, or
across the columns—not when I was working on a
particular problem, like with things in the Tbert. ButI think
it's a work of enormous perception and especially in
contemporary music. Even with extended techniques it
could work since it addresses the movement of the fingers
and the coordination of the lips.”

Goldberg was fortunate to study with Marcel Moyse
when he was still actively playing. As he remembers, “In
1961 I went the Casals Festival and played the so-called
Haydn Concerto. The summer before, 1960, I was studying
it with Moyse and he picked up his flute and played the
slow movement. I thought if Casals could do better, I've
never heard it. It was so beautiful!” So not only did
Goldberg have that sound in his ear, but, in his words, “the
concept of how to just grab the viscera and find the charm
and the nuance.” As Wendy Kumer noted, "We, the
Pittsburgh Symphony audiences, were the recipients of that
knowledge because he took it, translated it, and used it,
and we received that gift.”* This is true for both audiences
and students alike.

*When asked what kinds of flutes these people played, Goldberg said, “They all played Louis Lots. Then Barrere bought part of the Haynes company.
Georges Laurent, as far as | know, always used a Lot headjoint on a Powell body. After Barrere died, Madame Barrere sold his Louis Lot flute to the

Juilliard School for $200”.

*When asked if he had any favorite recordings frem his years with the Dittsburgh Symphony, Goldberg modestly mentioned the Polyvetsian Dances of
Borodin, Bruckner 4, all four Brahms Symphonies, and all of the Beethoven Symphonies.

Four of the founders of the Marlboro School of Music: Lowis Moayse, Marcl Moyse, Blanche Honegger Moyse, and Rudolph
Serkin outside the dining hall at Marlboro College, Marlboro, Vernont.
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mw Available on

act Disc!!!!
The Legacy of Marcel Moyse

Beautifully remastered collection of 78 recordings
from the 1920s and 1930s, carefully selected by
William Bennett and others. Hear this great artist

in his prime! $£718.00 $20.00

Members Non-Members
MARCEL [
Flutst O The French School
| at Home

C7
L/ée % ok, ‘jgﬂ{aa/ | Marcel Moyse

demonstrates bis

i approach to practicin

selections from his 24
and 25 Studies, Andersen
op. 15, and etudes of
Soussmann and Furstenau.

$715.00

Andersep . “F rsfur: Studieg by
Gl

Oyse - S°“33ﬂ1an i

Tone Development through Interpretation

‘ e works: et ‘ ‘
\ aceargff‘gg;,a;:;:f‘;gzﬁgﬁ. \ Selections from the Tone Development book performed by
| aﬁﬁﬁ?ﬁaﬁ:ﬁh{ﬁﬁﬂmwm‘ Marcel Moyse, accompanied by Louis Moyse.

‘ Sain{'sae ! = :

' ' ——— $75.00

Name Quantity Price

Address The Recorded Legacy of Mareel Moyse

i $18.00 Members - 520,00 Non-members

City/State/Zip The French School at Home

Counrry. $15.00

Phone Tone Development through Interpretation

E-mail_ $15.00

Please send this form with a check made out in U.S. 5!"-"1"?’&"%7“-‘5‘3 Handling

dollars payable to THE MARCEL MOYSE SOCIETY Lo

and mail tor The Marcel Moyse Society, cfo Wendy TOT

Webb Kumer, 136 Fairfax Road, Pittsburgh, PA 15221, AL




MOYSE VIDEOTAPES 1975 Flute Seminars. Set of 8, 1-hour videotapes featuring the legendary
Marcel Moyse teaching 1975 Flute Seminars with students playing diverse music. Complete
Set of 8 $199.95, Single tape $29.95, ($25.45 for current Moyse Society Members). Grand Old
Man of the Flute: A I-hour documentary on the life and art of Marcel Moyse narrated by James
Galway. $39.95. Postage & Handling in U.S.: 1-2 tapes add $5.00, 3-9 tapes; add $8.00. Send to
Moyse Enterprises, 81 Pleasant Valley Rd., West Brattleboro, VT 05301. website: http:/ /

www.sover.net/~vidart/

THE MARCEL MOYSE SOCIETY

wiww.marcelmoysesociety.org

MEMBERSHIP FORM

Nae

Address

City/State/ Zip

Country,

Phone

E-mail:

MEMBERSHIP LEVELS (All payments in US dollars)
515,00 Basic Membership

$30.00 Contributing Member
Select one (1) Incentive (#1 - £)

$50.00 Supporting Member
Select two (2) (#1 - 4) or ane (1) (#5)

Special Contribution to fund the Best of Moyse CD

Postal surcharge

Members in Canada and Mexico add $2.00 )

Members outside of North America, add $5.00 for international
mailing fees.

TOTAL ENCLOSED

MEMBERSHIP INCENTIVES - (check one or two, see above)

#1 - St. Amour drawing by Moyse (5'% x 7'7)

#2 - Color Poster of Moyse

#3 <How I Stayed in Shape - exercise book

#4 - Complete set of Moyse Society Newsletters (Vol, 1-12)
#5 -CD (Supporting Members only)

Any contribution ebove the $15.00 basic membgrship fee is tax deductible for
LL.S5. citizens. Traveler’s checks and Envochecks in LIS dollars will be accepted.

To Join: send this form with a check made out in U.S. dollars and
yable to The Marcel Moyse Society, and Mail it to:
'he Marcel Moyse Society; ¢/ o0 Wendy Webb Kumer,
136 Fairfax Road, Pittsburgh, PA 15221

SPECIAL OFFERING:

Marcel Moyse: Voice of the Flute

by Ann McCutchan
(Amadeus Press), list $29.95.

Limited quantity available at $19.95 + $3 ship.
Check or Money Order to:

A. McCutchan
1607 Empinado Drive
Laramie, WY 82072
Email: annmmec@earthlink.net
Website: www.annmccuichan.com.

.

a Special 50% Discount

4 Winzer Press Announces )

By Either Book at Full Price and Get the Second Beok at Half Price

— The Gilbert Legacy —

Methods, Exercises and Techniques for the Flutist

By Angeleita Floyd — Only $§19.95

— Marcel Moyse —
An Extraordinary Man, By Trevor Wye
Trevor Wye explores the nature, character, and musical
philosophy of Moyse with warmth, compassion, humour,
and above all honesty. Six chapters, discography,
60 phatographs. Only $22.95

anyone serious about playing the flute."
ﬁwzca' LGFJ[&;{W

To order: Please send check or money arder to

Tel. & Fax (319) 268-1001.
Please add $4 (S&H) per arder + 6% lowa tax.

"These two books are essential reading for

Winzer Press, 3743 Beaver Ridge Circle, Cedar Falls, IA 50613,

_/
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