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2004-2005 REPORT FROM THE OFFICERS

OFFICERS Greetings! In this year’s newsletter we have chosen to focus on the influence and publications

Beriard Goldbier of Marcel Moyse during the years spanning his master classes in Boswil, Switzerland, 1964 —

Presidlent ¢ 1976. This was a very productive time for him. Classes were going well in both Vermont and

Bfionmsdhand Switzerland and students were flocking to study with him, including such eminent artists as
ancy Anarew

Executive Director

Wendy Webb Kinner
Membership Secretary

Lucy Sharkey
Treasurer

Catherine Hunnmel
Recording Secretary

Glennis Stout
Associate Membership Secretary

BOARD OF DIRECTORS

Leone Buyse
Jacqueline Hofto

Karl Kraber

William Montgomery
Trevor Wye

Carol Wincenc

ADVISORY COUNCIL

Robert Aitken
William Bennett
Julia Bogorad

Tony Checchia
Michele Debost
James Galway
Barbara Leibundguth
Kathryn Lutkas ‘
Judith Mendenhall
Christine Nield-Capote
Patricia Grignet Nott
Paula Robison

Susan Rotholz

Peter Serkin

Pegay Vagts

Ruth Wright

NEWSLETTER
Nancy Andrew, Editor

Consultants:

Wendy Webb Kumer
Ann McCuitchan
Naney Toff

Steve Vacchi

MARCEL MOYSE SOCIETY

wiwwe.marcelimoysesocieliy.org

Wendy Webb Kunter, Memb, Secretary
136 Fairfax Rd.

Pittsburgh, PA 15221 USA

Tel: 412-241-0209

e-pail: wwkflute@aol.com

James Galway, William Bennett, Trevor Wye, Michel Debost, Robert Aitken, and Paula Robison.
He published six important books during these years: Tone Development through Interpretation
(McGinnis & Marx, 1962), 50 Variations on the Allemande of Bach (McGinnis & Marx, 1964), The
Golden Age of the Flutists (Moyse, 1964), Technical Mastery for the Virtuoso Flutist (Moyse, 1965),
The Flute and Its Problems: Tone Development through Interpretation, (Muramatsu, 1965), and Conument
j'ai pu mainterir ma forme (Moyse, 1974). Moyse used many of these books with his classes in
Boswil. Ina letter to Swiss flutist Raymond Meylan, translated and printed for the first ime in
this issue, he describes his intent with the 50 Variations book. Longtime Boswil attendee Trevor
Wye graciously agreed to write an article for this issue offering suggestions for using this book.
(Our 2002 newsletter, Volume 13, concentrated on the Tone Development book and an excellent
article by Eleanor Lawrence on the Technical Mastery book may be found in the Moyse Society
Newsletter Volume 9, July 1998, accompanied by quotes from Moyse’s own introduction.)

Another key article in this issue is an interview with French flutist Raymond Guiot, one of
a small group of students who studied with Moyse at the Paris Conservatory after the war and
later in Boswil. Guiot provides insights into what it was like to work with Moyse at that time.
The interviewer, Gaspar Hoyos, is a former student of Guiot and therefore a second-generation
student of Moyse. At the editor’s request, Hoyos includes some reflections about studying with
a Moyse “descendant.” Another student of Guiot, American Melissa Colgin Abeln, offered her
insights into her year of study in Paris with this masterful teacher. Excerpts from biographies
on Moyse by Ann McCutchan and Trevor Wye set the stage for a discussion of the Boswil years
along with a translation of Moyse’s own outline for the class. Karl Kraber's excerpt from his
notes from the class help give a sense of the atmosphere. Fabienne Flanigan submitted a short
interview with another Boswil attendee, Denis Kirch, who was quite young when he met Moyse
but has some lovely memories of his experience. It seems fitting to conclude the issue with
reviews of two recent celebrations: “Moyse Total,” a two-day event held in Boswil in October
2002 and a tribute to Moyse at the Marlboro Music Festival in July 2004. Marco Lehmann-
Waffenschmidt, a member of the board of the German Flute Society offers his observations and
insights on the Boswil event. Philipp Naegele's comments from the Moyse tribute at Marlboro are
introduced by Ann McCutchan, author of Marcel Moyse: Voice of the Flute, who attended the event.

As always, the Moyse Society continues to promote the publications and recordings of Marcel
Moyse, such as the beautifully remastered CD, The Recorded Legacy of Marcel Moyse. We are
currently working on the re-release of the beautiful film about Moyse produced by French
television in the 1960s.

Thank you for your interest and support and feel free to share information about the Society
with others. Membership forms will be included with the next issue, although denations and
new members are welcome at any time.

The annual membership meeting will be held at the

National Flute Association convention in San Diego, CA in August 2005.
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THE BOSWIL CLASSES:

THE BEGINNINGS AND THE ATMOSPHERE
by Nancy Andrew

After the Moyse family’s departure from Paris in 1949,
Marcel made periodic trips to Switzerland and France,
including his annual pilgrimage to St. Amour, but was
teaching only the occasional student. In 1964 Swiss flutists
Auréle Nicolet, Raymond Meylan, and other former
students arranged for Moyse to give classes in the Old
Church in Boswil, Switzerland, near Zurich, which had
been modified for use as a concert hall. In her book Marcel
Moyse: Voice of the Flute, Ann McCutchan describes the class
as follows:

It was the first time since coming to America that
Moyse had been asked to return to Europe to teach,
and the event, which came just a few months after his
seventy-fifth birthday, was a huge success. The
sessions were held in the quaint little church in Boswil,
which had generous acoustics and a handsome altar.
Every day flutists from all over Europe, America, and
Japan waited their turns in a semicircle around Moyse,
who presided from a large upholstered chair.

Trevor Wye, a frequent Boswil attendee, writes in his
biography, Marcel Moyse: An Extraordinary Man:

These classes were often visited by famous flutists.
Auréle Nicolet was a frequent visitor, and other
visitors included Julius Baker and Jean-Pierre Rampal,
along with many of Moyse's old friends. Boswil had
a character all its own with the lovely old church
surrounded by the peaceful countryside. For Moyse,
there was a special atmosphere in this friendly farming
community, perhaps because of its similarity to St.
Amour. He was at his best there and many flutists
will remember their stay in Boswil with great affection.

Raymond Meylan, a musicologist as well as a flutist,
has carefully preserved forty years of correspondence with
Moyse (1941-1980). Included in these letters is an initial
invitation from Meylan to Moyse to create the course in
1964. Moyse was delighted, as the excerpt from his
response confirms:

Everything that you are proposing pleases me.
Concerts, classes...you know that when I'm in the
middle of the action time doesn’t count very much.
You can organize everything as you please. Give me
afew days to supply you with a concrete plan — work
on the 50 Variations of Bach, interpretation with the
melodies, special work for Bach, Mozart, etc., and
“how to work on technique”— a general plan for those
who want to profit during the whole year from the

Mureel Moyse Teaching in the Old Church in Boswil

knowledge acquired during those fifteen days. I also
have the intention, as I do here during the summer, to
explore the rhythmic and expressive basis of music, to
study the more favored mediums — violin and veice
— and mostly to learn how to observe, to develop the
critical sense, to create enthusiasm by simple means,
maybe a little bit philosophical, and to fight the
tendency of most of the “Winds” to show what they
are capable of, forgetting the reasons WHY music is
written.

The first year of the course was a huge success and
included a special concert of notable current and former
European students to celebrate Moyse's 75™ birthday.
Thanks to the support of Mr. Roesch, the owner of the
church and the Kiinstlerhaus or Artists’ House (lodging),
as well as the devotion of the organizers, the classes
continued until 1976. In a long letter to Meylan dated
February 27, 1965, Moyse is obviously thinking a great deal
about the course and what he wants it to be. He states, “I
would like to create an institution where everyone would
come with an intense desire to not only become excellent
flute players, mastering their instrument perfectly, but also
performers conscious of the importance of the message that
they will be entrusted to transmit in the future.” With this
letter, Moyse submits a general plan, printed here in his
original hand along with a translation. While those who
attended during these years described the classes as
spontaneous and free-flowing with seemingly little pre-
conceived form, it is interesting to note that Moyse gave a
great deal of thought to what he wanted to accomplish.



PLAN FOR THE BOSWIL COURSE
February 27, 1965

(also incorporates material from a previous letter dated January 17, 1965)

Comments on Style, Interpretation — sound, rhythm, diverse expressions. 24 and 25 Melodious Studies

The rules that govern the interpretation of musical phrases do not differ much from those which govern prosody, but
they are more difficult to discern. The study of the interpretation of the 24 and 25 Little Melodious Studies, written with
that in mind, will help the student develop expression in music as clearly as the study of the rules of grammar would
enable him to write literature. These studies, particulary the 24, are set forth in order to establish the general laws of
interpretation — the sound, its color, its different ways of being expressed — character, rhythm; ete. These etudes are to be
played by different students (from the beginner to ‘the best player). I will, in fact, have the opportunity to develop my

ideas according to the inspiration that will be provided for me by these students of different levels.
Technical work on sound — purity, color, intonation, dynamics.

Work on one’s sensitivity, its expression in its relations with the help
of appropriate melodies — excursions in

more varied repertoire
than that of the
winds. Think of
the melodies to
perform when work-
ing on the technique
of the sound. Think
of possible exercises
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execution of melodies.
In-depth work on
articulation as a
means of expression.
The articulation can be
considered as a means
of expression, as a
musical language.
How to work on
concertos, variations,
etc. The passages of
virtuosity are often
embellishments, dev-
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the fast passages are often
made up of “filler notes”
(excuse the expression)
which by the genius of
their combination become
real melodies. The
demonstrations of pure
virtuosity must disappear
and make room for grace,
lightness and expression.

Let's never forget musicality.
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6. Comparative analysis of the interpretation of a Mozart Concerto for Violin and a Mozart Concerto for Flute.
For example, the Concerto in G for violin compared with the Andante from the Concerto in G for flute and analyze
the two ways of playing, the one of the violinist and the one of the flutist. See how the one of the violinist is more
in depth, but not only because the violinist has more meat...no, not always. There are many reasons (more
cultured, more developed, repertoire more vast, international examples). This analysis will demonstrate,
for example, that the flutists are too easily happy / satisfied with a correct performance without interest, not to say boring.
One can do a lot better.

7. Presentation of a new book on finger and lip technique — The Technique of the Perfect Virtuoso. This book, to be
published in March, will concern everyone who wants to develop their virtuosity to the maximum. [editor’s
note: he is referring here to the Technical Mastery book, now published by Zimmerman.] It contains all the
possible combinations of three consecutive notes, presented as finger and lip technique that progressively
develop flexibility. This book of 72 pages can be combined in various ways to present a book of many
hundred pages, if not thousands, if one wants to pursue all the possibilities. T had projected to write this book in
1919, but as I was conceiving it at the time, in order to be complete it would have needed to be 10,000 pages. I
finally found a way: in writing these exercises by lines which can be read from left to right, right to left, top to
bottom, bottom to top, etc. This book will contain 8-10 books. But beware to the lovers of speed.

8. How to practice the typical etudes — Andersen, Soussman, etc,

Marcel Moyse in Boswil, Switzerland

MARCEL MOYSE ON THE
50 VARIATIONS ON THE ALLEMANDE BY BACH

Int a letter to Meylan dated May 7, 1963, Moyse discussed his new book. Also included was a hand-written draft of the last variation in
the book, #50 — a jazz variation that gave Moyse much pleasure. (In later years, he delighted in using it as a particularly demanding
sight-reading exercise for unsuspecting students.) The contents of the letter follow:

I have just finished a work on articulations: 50 Variations, Articulations, Ritythms on the 1st Movement of the Sonata for Flute
Alone by ].5. Bach, to be published this summer. Why on Bach? Because this first movement has always given me the idea
of infinity. Indeed, I am illustrating this book with a watercolor representing the sunrise in the valley of the Rhéne viewed
from Venthone — a watercolor effect, without a doubt, but which has moved me many times when [ was waking up before
daybreak. The musical reasons? First, not difficult fingerings, not too much low register or high register —all the tempos
are possible —this for the virtuosity. Because one never tires of playing Bach — to work with joy, this prevents the articulation
work from becoming boring. Because the more one practices it, the more one likes it. And a major point: the musical
interest is so great that one feels the need to play expressively — the articulation becomes a language. Every day I've
worked on it for at least half an hour. It's a source of endless inspiration. To express by the articulations is as important as
expressing by inflections, by the vibrato.



50 VARIATIONS

ON THE ALLEMANDE OF BACH’S SONATA FOR FLUTE ALONE

For the study of Articulation, Embellishiment, Trills, Gruppetti, and Grace Notes

One afternoon in Boswil I
received the “Royal Command” to
play the 50 Variations that very
same evening! Since then, I have
used these wonderful studies
continuously as part of the
musical education of my students.
I am enthusiastic about them
because they open doors both
about the use of the slur and of
articulation generally, and they
also provide good material for the
study of rhythmic style, or what
Moyse refers to in the Preface as,
“the characteristic nature of each
variation.” Isuppose the 24 and
25 Little Melodic Studies do much
the same thing if they are used in
that way.

50 is a good round number,
but in my view, he could just as
effectively have stopped at about
4(). Some are pretty pointless
practically speaking and our time
is better spent elsewhere.

[ will set out below how I use
each of them, which may not be
exactly how “The Master” taught
them, but I am sure each of his
students acquired something
different from him. I once listened
to Geoffrey Gilbert teaching from
one of my books and was amazed.
It was not how I had envisaged
them to be used. Each of us sees
the same picture in a different
light according to our experience,
intellect, perception, and character,
so I make no apology for my
deviation from “The Way of The
Master” of teaching these studies.
But, as Moyse often said, “There
are only two ways of playing a
piece of music; yours and mine!”

I vary my approach to these
studies according to the needs of

of Marcel Moyse
Commentary by Trevor Wye

the victim; if there is a thythm
problem, we might work especially
hard at Nos. 5 or 9, amongst many
others, to acquire accuracy of the
basic rhythms; with a pupil whose
rhythmic sensitivity is first rate, we
might work at altering the rhythm
according to the harmony or the
melodic line, rather like Moyse
does in the Dvordk Humaoresque.
Countertenor Alfred Deller does
the same in singing; he floats a
phrase, altering the rhythm
according to the words or the
harmony. !

In the earlier variations, we
learn about the correct use of the
slur, and after this is mastered, we
learn to use the slur coupled with
other articulations. Later, we learn
how to occasionally bend the rules,
and how to use articulations to
enhance the character of the
thythm.

A final comment: T hate the
music analysis one sees in the flute
magazines, the master class in
print. How can the written word
replace a live teacher who
demonstrates? It seems to be about
what we mustn’t do, and lacks the
element of enjoyment. It's like
learning to kiss from an instruction
book. OK, having sounded off, let's
begin!

The Two Rules: 1) A sluris a
diminuendo...except sometimes.

2) Newver shorten the last note of a
slur....except sometimes.

“A slur is a diminuendo.” This is a
ground rule of 18%-century music
and later periods too. As Frans
Vester pointed out, Mozart rarely
wrote nuances because the slur is a
diminuendo. A slur must begin with
a louder note in order to make a

FIFTY VARIATIONS
on the Adenande
of Bach's émﬁc.%@,%v.

for the stody of articulation, embhellishment,
trille, groppett, and grace notes

MaGinnls & Mers

diminuendo. Moyse presents the
same idea in a simple form in the 24
and 25 Little Melodic Studies and in
the 50 Variations as well as in other
studies such as the Soussmann Daily
Exercises. When starting out for the
first time in the 50 Variations,
perhaps it is wiser almost never to
break the rules...except sometimes!
Only when they are mastered,
perhaps is it time to learn how to
break them.

Begin with Number 2 because it
makes the establishment of the Two

Exercise 2

Rules easier than starting with No.1,
Practice this slowly. Time and again,
1 have seen people reduce the
tempo to a really slow speed before
fully understanding how to keep to
the Rules. All slurs are diminuendo.
If difficulty is experienced, some
additional corrective work can be

' Alfred Deller (1912-1979) was a countertenor of extraordinary talent and influence. Listen to his early recordings reissued on CD, such as EMI Classics
7243 5 65501 2 4. His phrasing and intonation are astonishing.

5



done on the first variation of the Ab
major study in the 24 Little
Melodious Studies. The trick of it is
to make progress slowly but surely
even if this takes some days. The
variation No. 2 is fundamental to
the whole book; without a
diminuendo, or if the second note of
the slur is shortened - even slightly
— the player is wasting time and
the later variations will further
highlight this problem. It is not
unusual to take a week or two to
master the Rules. The E minor
section should be faster, and smoother.

A tip: diminuendo during the
first note of each pair of a slur.

No. 1: Observe the same Rules,
except that those pairs of slurs
landing on the first or third beats of
a bar are without a diminuendo.
Those slurs traveling to the first
beat of the bar are, of course,
crescendo. The line below a note
indicates a tenuto accent. The E
minor section is played faster and
less fussily, and with only one
“broken” rule — the first beat of the
bar is the only strong note.

Example 1 - No, 1

3: Each staccato note is

accented and short, and the slur
held until the next tongued note.
Separate the first from the second.
[Many of these studies sound
strange, or even unnatural when
played slowly, but sound fine when
the rules are correctly observed in
fast playing. We have to start slowly
and take each step according to our
ability.]

4: A loud first note with
diminuendo to the third note and
without shortening it. Follow with
a short, loud fourth note. Keep the
third note until the fourth begins. It
sounds strange played slowly, but

we are practicing slowly what we
will later be playing quickly.
Separate the fourth from the fifth
note.

Ex.4-No 4

5: When the first note in a pair
is written to be played longer (as in
dotted notes or triplets) the
implication is that the composer
wishes to hear the dotted note more
and its complement less loud, so
the shorter note should be played
quieter. The effect of this should be
Al-A2-A2-A2, A1-A2-A2-A2
predominating in the first bar. (CPE
Bach wrote that “dotted notes should
always be played longer, and their
complement shorter; the exact
proportion is determined by the
character of the music.”). So, the
complement is shorter and softer.
Aim to exaggerate when practicing;
most of this exaggeration will
disappear as the speed increases.
“Goed taste” is our best guide. The
E minor section should be faster
and lighter.

Ex.5-No. 5
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6: Useful for many pieces,
especially Mozart and later classical
composers. Keep the second note
until tonguing the third note. Make
a clear, light staccato.
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7: Show the beat but keep the
staccato. Don't cut the third note!
Accent the second note in order to
make an effective diminuendo.

8: Maintain the Rule; a slur
equals a diminuendo until the end of
the bar and then crescendo to the
first beat of the following bar. The
occasional printed accents should
be observed too as this maintains
the form of the music.

9: Practice double dotted rhythms
first to make a clear and fast 32" note.
As the speed increases, so the normal
dotted rhythm will prevail. Make only
a small rest between notes. Practice f,
and in the E minor section, pp.

10: The first note a little longer and
louder; notes 2-3 and 4-5 should be
quieter and diminuendo, then a stronger
return to the first beat again. The
rthythmic character and style are
important here. The 2/4 section is
faster and lighter. Maintain a tight
rhythm, even when the intervals are
more difficult.

11: A short but accented first note
and a quieter short second note. The
third note played very short and light.
Try also slurring notes three to four as
a separate exercise. The last two lines
(C major) forte with the second note
not too short. Make a big diminuendo
in the slur. A grand style!

12: The first note must be louder
than the second. Exaggerate the
rhythm. In the last two lines in C
major, take even more care. The earlier
practice in making a rapid dininuendo
from one slurred note to another will
help with this study

13: As before. The last section is
played at a faster tempo.

14: Don’t shorten the first or
second notes, especially the second.
Try playing the fourth note a little late
to get a good rhythmic style.

15: Don’t shorten the first,
diminish from the second to the third,
and play pp on the fourth note.

16: Crush and accent the
accaccigtira as much as possible; it
should be almost not heard. Play it
allegro.

Ex, 9= No. 16




17: Play second and fourth notes
almost as accacciaturas; a good accent
on the sixth note and don‘t shorten
the seventh, but play with
diminuendo. Use neat and nimble
triple tonguing. Don’t relax the
rhythm when the intervals get bigger
or more awkward!

Ex. 10 -No. 17

18: Practice light and fast single
tonguing, crushing the second and
fourth notes to the third and fifth.
This is excellent articulation practice.

19: As in the previous studies
with slurs and with the same rules.
The triplet travels to the last note
which must be short.

20: After the first long note,
travel to the slur, and then crescendo
to the accent before diminishing,.
Play a short and piano last note.

Ex. 11 - Na. 20
ST

21: Play a long first note and
travel to the top E before
diminishing. Play a light last note.

22: Practice light, fast triple
tonguing. Crescendo to the fourth
note and then diminish.

23: Play along first note then
travel to the fifth before diminishing,.

24: Diminish from the first to the
second note, then accent the middle
of the slur and then diminish again.

25: A useful study, but only
when Nos. 26 and 27 are also
practiced as diligently. It will
encourage freedom of tonguing in
many performing conditions.

28: Play the first really short. Try
playing the second as a crushed and
slurred accaceatura. Later, practice
again, but tongue it.

29: A grand variation! Practice
really double dotted notes. The third
note is played piano and short.

30: Take care to connect the
final note of the group of five to the
sixth note; then play three light
short notes. You must be able to
hear the sixth note.

Ex. 12 - No. 30

31: Practice as before. You must
be able to hear the ninth note
clearly.

Ex. 13 -No, 31

32: The group of grace notes
should be played very fast indeed
in order not to disturb the rhythm.

Ex, 14 -'No. 32

33: Play only five notes in the
“trill.” Diminish to the sixth note
which should be clearly heard.

34: Practice as in the other
studies. Keep a good allegre tempo.

35: Practice as before. Always
establish the first beat of the bar,
and later, the third beat too when
necessary.

36: A useful study, though
there are better ones for double
tonguing practice.

37: Keep the first and diminish
through each group. Play the
second group lightly and don’t
accent the middle note.

38: Another grand study to be
played forte.

39: This study provides a good
clue as to his thoughts about the
interpretation of the Allemande and
what notes are important. It is
quite obvious how to tackle this
study; hold the trilled notes so as
to play more than three notes;
mordents must have only three
notes, and the accents are not held.

Ex. 15 - No. 39

40: All observations as before:
diminish in the slur until the final
group — then crescendo to the first beat
of the bar.

41: Make a good accent on the
second note as if it's a syncopation.

42: The first half of this study is
useful practice though the articulation
variations are not.

Nos. 43-46: These are not really
worth bothering with.

47: Very good for abdominal accents.

48: Very even and smooth. A very
good study when practiced quickly and
evenly:

49: This is not worth the effort—
both the first part and the slurred
section. The trilled variation at the end
is very useful.

50: He always made the point that
this variation was written for both
study and amusement and not to be
taken seriously and certainly not to be
given a public performance, though it
seemed to me that he was apologizing
for its laxity and humour. Take care
with the syicope, the accents and all
staccato and legato notes. [t is a good
summary of the variations in this book.

Finally, apart from a few important
variations, I usually practice only the
first seven or eight lines of each study
which is usually enough once the
essential point has been established. To
play the whole study through is not so
important but there are exceptions and
much depends on the quality of the
sections already worked on!

Moyse enjoyed working with
pupils on this book and it is easy to see
why. There is a great deal of worth-
while practice to be done in the
variations, and a lot of pleasure while
working at them too. I still enjoy
teaching and demonstrating this book
at summer camps and classes and
hope that I have passed on a little of
this pleasure to you.

© Trevor Wye

NB. These notes are taken from the copy that
I used and notated at the time of the class
with Moyse in ¢.1966 and when other
students played them in later years.



ON STUDYING WITH RAYMOND GUIOT
by Gaspar Hoyos

My first teacher was Sarah Brown, an American
who lives in Columbia and whose passion is teaching
the flute. She studied in Paris with Raymond Guiot,
and also had the great opportunity to study with Marcel
Moyse. Needless to say, she spoke a great deal about
both of them. My first book of studies was the 24 Litile
Studies by Moyse. My second book of scales, after the
Taffanel-Gaubert, was Exercices journaliers pour la flilte.

Because I heard so much about Moyse and Guiot, I
hoped very much to study one day with Raymond
Guiot. In my first interview for Flute Talk (1994) 1
expressed my wish to study with Guiot in Paris. In my
second interview (2002) I was happy to be able to talk
about how it was to study with him.

Guiot’s ideas about how to practice technique are
incredible —he shows students in very few words how
to overcome technical problems. He has taken Moyse’s
books as the building blocks of his teaching and of course of his own daily practicing. Over the years he has enabled
countless flutists of all ages and nationalities to improve their technique tremendously.

His teaching is based on facing the problems of the flute. These would include finger problems but also, most importantly,
the development of a strong sound that allows students to shape every phrase, to sustain well every note, to play all
dynamics in all registers, and to play expressively with a long air column.

I met Raymond Guiot in 1995 at the Domaine Forget summer school in Quebec. From then on my life as a flutist gained
another dimension. Guiot is a very smart man. His technique class at nine o’clock every day immediately opened many
doors for me. We worked on Moyse’s De la sonarité and on the 480 gammies et arpéges. He showed us countless variations on
all the exercises. While targeting a specific problem, each variation allowed us to have fun as well as to focus.

From then on I worked very hard at the difficulties of the flute. Practicing Guiot’'s way, any flutist can master all
difficult fingerings and play scales musically. I will never forget when he showed me how to play the introduction to
Boehm's Polonaise. His phrases were pure gold, and the scales
were part of it. What legato! What a beautiful sound, and
what shape to every phrase and scale! Any flutist who follows
his advice will learn to master the forie in the low register, the
piano in the high register, the way to sustain and shape long
phrases, the articulation in the low register, and all other
challenges of the flute.

When I finally went to Paris to study with him in 1997,
our work concentrated on the music. In that area also, his
teaching is extraordinary. He taught me all the “rules” of
interpretation. He taught me how to make my musical speech
clear and full of sense and expression. All he taught me will
stay with me forever. To this day I have not learned a piece of
music without applying his ideas in the process. His teaching
made me become not only a better flutist, but a better musician.
Iam thankful to Raymond Guiot because he made me become
my own best teacher.

Columbian flutist Gaspar Hoyos (pictured above) studied in Bogofa, Dallas, Boston, and Paris and has performed to critical acclaim
throughout South America, North America, Europe, and the Far East. Currently principal flute and frequent soloist with the Orchestre
Symphonique et Lyrique de Nancy, Mr. Hoyos is also sought after as a teacher. He has taught in Tokyo, Osaka, Nagano, Fukuoka,
Shizuoka, Dallas, Bogota and Lima. Mr. Hoyos has also been a prizewinner in several prestigious competitions.



I wisited the classes of Alain Marion and Michel Debost twice in the 1980’ with my students from Manchester. On Saturday, we
visited Raymond Guiol's class and as I told Marion later, Raymond Guiot is one of France's best kept secrets. The class was, for us, the
highlight of the trip. Guiot's thoroughness and great knowledge of both the mainstream flute repertoire and of the many books of flute
etudes — all recalled from memory —was astonishing. He is another ‘extraordinary man!’

—Trevor Wye

AN INTERVIEW WITH RAYMOND GUIOT
by Gaspar Hoyos

Raymond Guiot is an extraordinary musician. Not only
is he one of the great flutists of his generation, but his
teaching has taken him around the world for master classes
and lectures. He is equally at ease playing classical
masterpieces or a breath-taking jazz improvisation. He has
also proven his talent as a pianist and composer.

Raymond Guiot was born in 1930 in Roubaix, in
northern France. At age seven he signed up for music
lessons at the Lille Conservatory. Three years later he began
taking flute lessons with Mr. Dusausoy, a former student
of Paul Taffanel. During 1945 Mr. Guiot was admitted to
the flute class of Gaston Crunelle at the National
Conservatory of Paris. A few months later, following the
advice of his classmate Auréle Nicolet, he switched classes
and went to study with Marcel Moyse.

He received his premier prix from the Paris
Conservatory in 1947 at the age of seventeen. A few months
later he got the job as piccolo with the Lille Symphony
where the conductors were Fernand Oubradous and
Georges Prétre. In 1950 he was appointed professor of flute
at the National School of Music of Calais. While holding
that position, he won the 1954 Geneva International Flute
Competition. In 1956 he joined the Orchestra of the
Republican Guard in Paris and played there until his
appointment as principal flute in the Paris Opéra in 1962.
While in Paris he also worked as a studio and jazz musician.
[n 1977 he was called by Alain Marion to be his teaching
assistant at the Paris Conservatory. He also had a flute class
in the Conservatoire du Xe Arrondissement in Paris.

Today, at age 74, Raymond Guiot is retired from the
Opéra and the Conservatoire. He practices the flute every

day, plays the piano, composes, and still plays studio

recording sessions.

Gaspar Hoyos: What memories do you have from the time
when you moved to Paris and entered the prestigious
Conservatoire National?

Raymond Guiot: It was another time. It was really a big
adventure to move to Paris. The big city was so different
from my little village in the north of France! Everything
seemed to be superior in the capital. Ibegan studying with
Moyse when I was fifteen years old. Therefore my points
of view about him are those of a fifteen-year-old kid who
observed his teacher and who later in life understood
through his own experience what Moyse said and did, and
the reasons why he did things one way or another.

From my time at the conservatory until today I have
felt that Moyse is the man to whom I owe everything.
EVERYTHING! Despite the fact that I did not have the
time to know him deeply because I was so young and my
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studies with him were so short, I was able to assimilate his
method and his way of thinking, His way of reacting, and
of analyzing situations and solving problems, has stayed
with me all my life, as well as his methodical approach as
a flutist and as a man. I am proud to say that after my two
years at the Conservatory, that is to say from the age of
seventeen on, | never again took a flute lesson. Moyse
taught me in such a short time all I needed for my career.
If a sort of “success” is granted to me, I owe it entirely to
Marcel Moyse.

G.H.: Tell us about the legacy of Marcel Moyse.

R.G.: Before the war, Moyse was the most famous flutist
in the world. It was probably he who first recorded the
Mozart concerti. Plus he wrote an enormous number of
exercises and texts to make flute playing evolve, and to
help flutists improve their technique and style of
interpretation. In the books of Marcel Moyse we find
lessons for style and interpretation — he wrote all that is
essential in flute playing.

When World War II broke out Moyse resigned from
his official position as professor of flute at the National
Conservatory and fled Paris. In 1945, at the time of the
liberation, he came back to Paris but things had changed.
He was not well received. Early in the war, the director of
the conservatory (Claude Delvancourt) had to go to the
trouble of finding a flute teacher to substitute for Moyse.
Mr. Delvancourt asked Philippe Gaubert for advice and
Gaubert recommended Gaston Crunelle, whom I knew
very well. Crunelle was a wonderful flutist, a very elegant
and generous person. When Moyse came back after the
war the job had officially been given to Crunelle, who was
highly respected by Delvancourt.



As a solution, Delvancourt offered Moyse a job as
teacher of chamber music. Moyse refused this offer, feeling
that he was being considered a second class musician. At
this point another solution was found: Delvancourt would
open a second flute class at the conservatory, and Moyse
would be the teacher. Moyse accepted the job, but felt
somewhat deceived. He felt that his aura had become pale,
and he began feeling somewhat bitter. I must add that
when Moyse returned to Paris, everyone was talking about
an up-and-coming young flutist named Jean-Pierre
Rampal, who after getting his first prize from the
Conservatoire in 1944 with the Chant de Linos, decided to
pursue a career as a soloist.

These are my impressions. Louis Moyse, great flutist,
pianist, and composer is the only one entitled to say if my
point of view is correct or if [ exaggerate. I observed these
facts with my little head of a child fifteen years old.

When I started at the conservatory I was a student of
Crunelle. Thank God a classmate of mine named Auréle
Nicolet told me in January that Moyse was coming back
after the war and that we should sign up to be in his class.
[ followed him and we began studying with Moyse. Nicolet
was already an advanced flutist and a very complete
musician and human being. We became good friends
despite the fact that I was a young boy from the
countryside. T learned a lot from Nicolet. I will always
remember Nicolet, for [ owe him a lot. That was a great
combination, having Moyse as teacher and Nicolet as a
classmate!

G.H.: Can you tell us more about how the Conservatory
classes were structured?

R.G.: When1began studying with Moyse he had just come
back after the war. Therefore he had a small class. We were
notable to begin in the fall, as expected, but in January. As
I remember we were only seven or eight pupils, rather than
the twelve expected in a regular flute class. The following
year the class was full. Lessons took place Monday and
Friday afternoons, and we all came to listen to our peers’
lessons. We would not have thought to miss one bit of
Moyse’s teaching.

Moyse never brought his flute to the class. He did not
show us examples through playing. He was 60 years old
then, and he had had a very difficult time through the war
period. However, sometimes he would hold the class cliez
lui (at his house), and then he would play some examples
for us with his flute. He always took some time to warm
up before showing the example.

At the conservatory he did not have a specific plan for
the students. We played the classic repertoire and it was
up to us to choose the piece we would bring in for the
lesson. We played some Bach, and a lot of 19th-century
works. He loved the Andersen Opus 15 etudes. On the other
hand, I remember one time when Nicolet had prepared the
Sonatine by Darius Milhaud and Moyse refused to listen to
it. He did not want to teach the “moderns.” His main
interest was the work on the technique of sound: The art of
sonority! We worked on the Tone Development Through
Interpretation, which was not published at the time. Also
on De la sonorité. Although it seemed a somewhat slow
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way of teaching, we were learning the essentials. Our fellow
students in the other class were learning the flute through
a diet of Chant de Linos, Agréstide, Dutilleux, Sancan.... I
believe with Moyse we went to the heart of flute playing.
Even when playing fast passages, the sound has to be therel

To come back to our original question...the legacy of
Moyse is the “personal flute.” A way of playing that goes,
or tries to go, beyond its limits — the flute that goes beyond
its character. It's a way of playing and analyzing music
for the sake of expression. It's the flute that is sometimes
based on bel canfo, or the low register of a cello. It's the
flute that longs for expression... we forget that it is a flute.

My first teacher was Mr. Dusausoy, and he was a
student of Taffanel from 1888 to 1902. In 1902 he was the
only flutist to get his first prize from the Conservatoire,
with Chaminade’s Concertino. Dusausoy had a very refined
sound, a sound where we don’t demand so much from the
air column. With Moyse it was different — the air column
was at least four meters long! My guess is that Dusausoy
played like Taffanel. Unfortunately we do not have audio
documents to prove that. But Moyse always tried to push
the flute other places. He strived for a maximum of
expression, sometimes forgetting the instrument and going
beyond its limits.

G.H.: Any thoughts about Moyse’s teaching?

R.G.: He let the student play. He did not say anything for
a while. He observed every pupil very carefully. That was
his strength. He considered himself as not being extremely
talented, like Gaubert or Rampal. When we are not
incredibly talented we must assume entirely the choice to
become professional, and then we must solve many
instrumental problems with logic and patience to get to the
top. That's what he did, through very careful research of
the instrument and its expression. He always found
immediately through careful observation what was missing
in a pupil’s playing. He stressed the problems of sound.
For instance, a sound that does not develop, a poor low
register, poor intonation, not enough nuances or colors, etc...

His catalogue of technical books is the proof that he
researched a lot. Of course, not every book he wrote has to
be taken as sacred. There are some repetitions in his
methods, and sometimes he wrote exercises to get some
cash from the editor to be able to go on vacation! However
all of his books are built with great logic and they imply a
continuous research into better practicing.

Sometimes he would base his work with students on
little details — two or three notes, one measure, a difficult
interval. He would always refer to exercises that matched
the student’s difficulty and therefore helped them overcome
a given problem.

G.H.: Tell us about Boswil.

R.G.: Yes, I went tc Boswil in 1974, 75 and 76, twenty-five
years after leaving the conservatory. Despite Moyse's
advanced age, 1 found again the great principles of his
teaching. He wanted students to develop sound technique
and to strive for expression and proper interpretation. As
years went by he never gave those principles up. I



recognized my teacher, though he was much older now. 1
could anticipate what he was going to tell a student. His
teaching was certainly the most structured I have seen. The
main difference was that in Boswil it was more difficult to
understand what he was saying. His diction was not so
good, his voice not as powerful, and he would mix French
and English sometimes. At this period I noticed that he
increased the use of images. The “bell” for the attacks, etc.
His patience was also lesser with age. In Boswil he would
yell sometimes and be mean. At the conservatory he was
always nice with us and I keep wonderful memories of
those years.

G.H.: This statement brings me to question the system of
masterclasses. Many students take it wrong when teachers
ask them to play a basic exercise in public. It seems
sometimes that students are there to “impress” teacher and
audience alike and not to learn how to make music with
the flute. One also gets the feeling that sometimes teachers
are not involved 100% in the teaching.

R.G.: T have noticed that many times teachers don’t go
deep enough into the examination of the student’s
weaknesses because in the masterclass setting they feel that
they must make a sort of an exhibition. This teaching
exhibition lacks depth because the teacher is often afraid
to bore the audience and because there is never enough
time to go over details. What is really important is that
students go back home feeling that they have learned
something precise, and not with the feeling that had they
not come to the class all would be the same.

Students must not come to impress everyone with their
playing. They must understand that, even if they are
brilliant, the maitre will certainly point out some weakness
or a detail that is missing in their playing. They must listen
carefully to the teacher, and they must not consider
themselves offended if he asks them to come back to the
basics, B-A: BA, B-E: BE, elc.

On the other hand, the teacher must at all costs get rid
of the business spirit. If a teacher is doing masterclasses
only to improve his financial situation, then he is not pure,
The real test is to teach students with little talent who have
already given part of their youth to flute playing and that
know they are not able to develop their playing any further.
The teacher must then find and solve the problems of the
students and tell them what their playing is missing, What
is often missing in the playing of young flutists? It is the
knowledge of solfége. I am not saying that they must know
the musical theory inside out. No. They must be able to
recognize the phrases and they must know how to build a
phrase properly. Where does a phrase begin? Where does
it stop? They must recognize the notes that are important
and those that aren’t. They must not accentuate the end of
a phrase. They must recognize the sequences, they must
know where a piece modulates, etc. Those are things that
are rarely mentioned in masterclasses.

The flute teacher must insist on the support of the
sound to carry a phrase. He must explain that the
performer must have ideas for presenting the phrases and
the architecture of a work. The teacher must “take a
vacuum cleaner and clean all corners of the pupils playing!”
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G.H.: 1learned from you the grammatical “rules” of music,
and the respect they deserve. I feel that many teachers
nowadays ignore the grammatical aspect of music and
value only brilliant instrumental playing.

R.G.: Musical grammar is first a question of solfege, as [
said before. Musical theory explains the building of
measures — 2/4, 3/4, 4/4 — and it talks about a natural
musical accentuation of these measures. In La Marseillaise
(France’s national anthem) the natural accent falls on the
first beat. If we put it on the fourth beat, we get an “after-
beat”, which is characteristic of jazz. In the waltzes from
Vienna (that we hear at least once a year on New Year’s
Eve) the accent falls on the first beat and not on the second
or the third. That is not to say that the first beat is forte
and the rest is piano. It is a question of emphasis and of
accentuation, and of a well sustained sound.

These are very basic ideas but oh how very important
they are! Tam not very gifted with foreign languages. IfI
try to speak English, people do not understand me because
I put the accents on the wrong syllables. In classical music
it's the same! Find me a masterclass where we speak mainly
about these ideas and I will applaud loudly.

It makes me very angry to see that students follow the
music looking at the flute part alone. That makes me crazy!
We must be aware of ALL the parts of a piece and not only
of the flute part. Sometimes the theme is in the left hand of
the piano, or in the second violins, you know. And then
the flute is not important. The score of a piece gives us all
the information we need. The flute part does not.

G.H.: Has the virtuosity of the instrument itself, the flute,
taken the principal role over music? Do we value brilliant
mezzoforte playing over expressive playing?

R.G.: The flute is a very “IN” instrument, and there are
many brilliant flutists all over. We owe it to Jean-Pierre
Rampal. T have always said that every flutist in the world
who is able to make a living with his flute owes it partly to
Jean-Pierre Rampal, who contributed enormously to the
popularization of the instrument.

When we are young we have a tendency to be
egotistical. The flute is a way to be liked by people. With
age, pride is replaced by a layer of modesty. Jean-Pierre
Rampal lived a model of life that made people dream.
Young players thought they would travel all over the place.
They thought they would take their flute and their most
elegant wardrobe, play, and come back home still hearing
the ovation after their performance. When we realize that
this is not a life for everyone then we stop seeking
recognition through the instrument and we give greater
priority to expressive playing.

Rampal worked very hard. Look at all he did. 250
concerts a year and more than 400 records! He traveled so
much, and that is not easy because it implies great changes
of food, weather, and other conditions, including jet-lag.
He was a strong musician and technician, with great
physical and mental health.

G.H.: We have talked about the “compartments” of the
French School. Please tell us about the time when two of



these “compartments” came together to form one of the
great “teaching teams” of the Paris Conservatory: Alain
Marion and Raymond Guiot.

R.G.: Alain Marion came from his hometown of Marseille
to Paris with the hope to enter the Paris Conservatory. He
was very disappointed when he was not admitted. Luckily
for him Rampal encouraged him to continue playing the
flute. Later, he would not regret his decision to continue,
because he became principal flute in several symphony
orchestras of Paris, and then he became a teacher at the
Paris Conservatory, where years before he was not able to
be a student! T had called Marion often to play with me in
the recording studio. He was not only a great player, buta
wonderful reader, an essential quality in the studio, where
tons of music has to be recorded in little time. We used to
speak about the flute, and we did not have the same
opinions...especially about Moyse! 1 know Moyse had a
bad temper, but I will always defend him. I owe so much
to that man - I learned everything from him. I could never
say anything bad about Moyse, even though I know that
nobody is perfect.

Years went by and I kept working regularly with Marion.
He was very generous and he analyzed things well. When
preparing auditions for orchestras he always played his
program for two flutists: Fernand Dufréne and myself.

He was appointed teacher at the Paris Conservatory in
1977 and he called me to be his assistant. I taught on
Saturday and my duty was to work on technique, sound
and etudes with the pupils. Many people came, even from
abroad, to listen to my lessons.

Alain Marion loved music, and if [ am known worldwide
as a teacher it is because he recommended me everywhere
—in France, Austria, ltaly, Japan, Korea, etc. Thave a lot of
affection for Marion, and his sudden death was a tragedy.
Not one day goes by when I don’t think about him.

G.H.: Was Alain Marion interested in Moyse ?

R.G.: Alain loved and admired Jean-Pierre Rampal. I
worship Moyse. It is impossible to compare Moyse and
Rampal. They do not belong to the same era. Their
character was different. They benefited from different
levels of technology. Their mentality and their approach
to music and flute playing was different. Both of them
played a very important role in the history of the flute.

It is easy to be critical of Moyse's records because the
recording technologies were not ultra-developed. At that
time musicians played once through the piece and the
recording session was over. Flutists of the time had very
bad instruments, out of tune, with a flat low register.
Headjoints were shortened to match the rising standard
pitch. Nowadays you can take any cheap student flute and
it sounds better than most flutes of that period.

Moyse’s playing corresponded to the 19th-century style,
when the trend was the virtuosity and the brilliance of
Italian opera. Criticism is dangerous. [ know how difficult
our profession is, and I know it is not easy to be on stage or
to record, so I do not allow myself to criticize fellow
musicians. We must instead remember the great aspects
of a performer or a teacher.
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Moyse left France in 1949 or 1950. He was bitter and
angry that his place as the foremost exponent of the French
school was taken by upcoming flutists of another
generation. He hated France for having forgotten him so
easily. He would only go to St. Amour and to Metz, to
visit his former pupil Charles Dagnino. During one of his
stays with Dagnino, Alain Marion visited, and by some
miracle he persuaded Moyse to come back to Paris to give
a series of masterclasses at the Paris Conservatory.

Moyse came back to Paris after 28 years of exile-and I
went to pick him up at the Lyon railway station. It was in
1977 and he was 86 years old. At the time I had a
convertible, and he was happy like a little kid touring Paris
after such a long time. He recognized every place and he
remembered every place where he had performed. His
memory was unbelievable. He gave eight days of classes
at the conservatory, all broadcast by the radio. His voice
had diminished a lot and I had the feeling that he did not
really make an effort to be understood. 1knew his teaching
inside out so I understood what he wanted from the
students, but I know that people in the audience did not
understand entirely what he meant. It was a bittersweet
time for Moyse. He was happy and sad at the same time,
and he made some mean statements towards some well
known French flutists.

Moyse asked a girl who played the 13th Solo by Tulou
at his class to play the opening bars at least 50 times. Moyse
asked for a more open sound, not so cloudy. As she began
again and again the sound got worse, and she was closing
the sound more and more by leaning her head forward.
After a silent pause, Moyse told her, “You must really like
your shoes, huh?”

G.H.: Moyse thought it was important to teach pieces by
Tulow, Kuhlau, Boehm, Demersseman, and Doppler. Thave
often heard flutists criticize these pieces strongly.
Furthermore, some students do not want to play them
anymore. They say it's “bad music.”

R.G.: Yes, flutists criticize Moyse for being mainly
interested in salon music from the 19th century. Moyse
wanted to form flutists who played well and musically.
He was absolutely right to teach pieces by Kuhlau,
Andersen, Doppler, etc. to his pupils because they are easy
to understand. With these pieces Moyse was able to teach
the basic elements in the performance of classical music.
Through these pieces Moyse gave great lessons of style,
sound and phrasing. It was a good idea to use this
repertoire in his teaching. Students should learn to play
these works well before attempting to interpret the
masterworks or contemporary pieces. You cannot give a
bicycle to a child who does not know how to walk!

G.H.: Why is it important to develop a solid technique ?

R.G.: We often misinterpret the word “technique.” As soon
as you say “technique,” people think flying scales and
arpeggios. That's only a part of it. First of all, the most
important technique on the flute is that of the sound. We
have to develop the sound and keep it in shape all through
our career: the beauty of it, the diversity of nuances and



colors, the intonation and the articulation. 1 also find that
people have forgotten how beneficial it is to practice etudes.
Technique and etudes have to be practiced. It is the duty
of the teacher to present those materials in an interesting
way to the students so they will practice.

It always makes me smile when a pupil brings in the
Poulencsonata. Everyone knows the Poulenc Sonata. They
often miss the legato in the first movement (E-C-E-C, etc.)
and for the 16th-notes in the finale. Students miss the runs
most of the time because they don’t know what to practice
and no one has told them how to practice.

Before having fun with the repertoire, the teacher
should control the technical work of the students and point
out their weak areas, The teacher must provide solutions
to the problems through interesting and efficient variations
of the exercises.

Sound exercises allow the flutist to present clearly a
musical text through proper phrasing, crescendi, diminuendi
and musical colors. I often hear performers who play the
instrument well with a beautiful sound, but always the
same sound. That’s all. That is a problem which comes
from lack of ideas and not enough work on sound.

Etudes are essential in the development of style. Take
for instance Andersen Op. 15. Those are musical etudes
where you must find the structure, the melodic notes, the
harmonic progression, the sequences...while more technical
studies like Andersen Op. 60 or De Lorenzo allow you to
develop your sense of reading and memorization. Moyse
showed us how to practice difficult passages. When we
had to play the Sonatine by Sancan, he showed up to the
lessons with a twelve-page manuscript full of exercises
designed to learn this piece perfectly.

G.H.: Moyse said that when he died he wished to leave
behind a tradition for flute players: respect for the music.
Do you believe he succeeded?

R.G.: Tknow this phrase. It comes from an artist. However,
Inotice in the statement a bit of irony. Moyse always fought
against brilliant but inexpressive, meaningless playing, In
my opinion everyone is free to play in a different way.
Things have changed since the time Moyse was at the top
of his career. We cannot force flutists today to play in a
certain way. Moyse was looking for expression according
to the sensitivity and style of his time. The performer of
our days is probably not tempted to play in the fashion of
the 19th-century. Life changes, and that is also good.
Without the evolution of things we would only have works
in the style of Giselle, and we would not have West Side
Story, for instance.

We should not say that one way is good and the other
bad. Moyse did great things for the flute and so did
Rampal. Today there are many great flutists. We should
only look at the qualities of each one.

G.H.: Besides being a fantastic flutist, you like to write
music. Please tell us about your compositions.

R.G.: I fell in love with music when I began going to
concerts as a kid. I remember my shock when I first heard
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Danse Macabre by Saint-Saéns! 1 went to every concert I
could and to every musical comedy or opera that went
through my village. My studies advanced very quickly.
My flute teacher gave me two exercises to prepare for each
lesson and I would prepare at least twelve pages! As a kid
[was already curious about writing music. I began writing
phrases here and there, probably senseless. Ishowed them
to a friend of mine, who explained to me that writing
whatever went through my head was not enough. I
understood then that music needs structure,

At the time I was also studying the piano. During the
war music became a real passion. I held on to music for
without it there was not much in life ~ we ate very little,
we were afraid of being bombed at any time...my passion
for music (and not only for the flute) took me through those
difficult imes.

One day I discovered chords on the piano, and that
was a revelation! My theory teacher was Alfred Desenclos
and he was a good composer, now forgotten. He also taught
chamber music, and in his class I discovered the works of
great masters. I learned a lot through observation of the
scores we studied. As 1 listened to many operettas, the
idea came to me at age twelve to write a musical comedy:
My cousin wrote the texts and I wrote the music. T used to
write duos to play with my friends. Iloved to buy opera
scores at the flea market and I studied them with great
passion. Composition is my “hobby.”

When [ moved to Paris I stopped writing because I
concentrated on my flute studies with Moyse. Later, when
I was appointed flute teacher at Calais, I began playing
piano in a group. We played all over the place, and we
even recorded for Radio Lille and Radio Bruxelles. My
interest in writing music came back at that time. I wrote
the Prelude (of the Prelude et Finale for flute and piano)
during this period. I wrote the Finale later in Paris. The
Prelude et Finale has been the piece for the Concours at the
Paris Conservatory four times. It is a piece that allows the
jury to evaluate a candidate well. Heriché (a student of
Gaubert who graduated from the Conservatoire in 1921)
loved this piece. When he recorded it I was at the studio.
He hated the top register of the flute. In one passage of the
piece there is a top F. During the recording session, he did
not want to play it so he asked me to record just the top F
for him! If you ever get a hold of that record, you will know
that Heriché plays all of the notes except one.

In Paris I was introduced to a musical editor with
whom I still work. My catalogue with him is enormous,
and he has contracts with 3,000 radio and television
stations. Ihave also written several ensemble pieces and
many little pieces for young players.

G.H.: Aday in the life of Raymond Guiot today?

R.G.: I play the piano everyday. There are not many days
when I do not practice the flute. When my wife tells me
that we must leave at ten o"clock for the day, then you can
be sure that from 9 to 10 I will do my practice. Whenever
we go to our house in the countryside I bring my flute. I
also have a piano there — I love it!



A YEAR IN PARIS - REMINISCENCES OF PRIVATE LESSONS

WITH RAYMOND GUIOT
by Melissa Colgin Abeln

On the Tuesday after Labor Day in 1980, as a recent
graduate of the University of Alabama, I left Dixie for Paris
with a duffle bag of essentials, several phone numbers, a
heart full of optimism, and most importantly, my flute.
Though my Southern parents didn’t quite understand why
I would travel half way around the world for flute lessons,
they did not object. After all, I was going on my own dime.
The trip was inspired by my college professor, Sheryl Cohen,
who suggested that I go to France to study with Raymond
Guiot, whom I had never met. She did know him, and asked
him to accept me into his private studio. Her words to me
were blunt and prophetic, “Maybe he can teach you to
articulate!” He required an audition, so I decided that if he
didn’t accept me, I would spend two weeks in Paris, then
return home to start over on a new career path, something
other than music.

This wasn't my first trip to Europe, but it was the first
time traveling alone. At every turn, 1 was fortunate to
encounter kind strangers who assisted me. Once [ arrived
in Paris, two young flutists, Australian Esmé Yamaguchi and
[talian Marizia Dalla Volta, became an immediate support
system and “showed me the ropes.” I also had the good
fortune to find lodging at the Foyer Internationale des
Etudiantes (93 Bd. Saint-Michel, 75006), a last-minute
resident’s vacancy for $100 a month.

September quickly evaporated as I settled into the Latin
Quarter and practiced for my audition which was scheduled
at the end of the month. Marizia, a current pupil of Guiot,
took me to his apartment in the 16th arrondissement for the
audition. There I met a short, bespectacled man with a
handlebar mustache and a serious countenance, He said
very little, and much to my dismay, my two semesters of
French instruction served me poorly under pressure. During
the audition I played the Allegro maestoso of Mozart’s K. 313
(with neither maturity nor charm) and then looked at Mr.
Guiot. He didn’t smile; he looked right through me to my
very soul, and said to come back in ten days. Grices @ Dieu.

Lesson days (every 8 to 10 days) brought excitement
and anxiety. My welcome to Guiot's home began and ended
with the customary denx baises. Waiting in his parlor to begin
was never uninteresting as I soaked in the décor: jarringly
intense hues of chartreuse, red, and orange Fauvist oil
paintings that left little wall space, deep purple carpet, a
fin-de-siecle fringed floor lamp, and a coiled, stuffed cobra
that sat on the grand piano. The visual feast was amplified
with aural wonder when Guiot demonstrated a musical or
technical passage to me or one of the other students 1
observed him teach. In between lessons, he often improvised
jazz tunes on the piano.

My assigned program of study that fall began with the
works of Marcel Moyse, Guiot’s Paris Conservatoire
professor. De la sonorité, Gammes et arpéges, and Tone
Development Through Interpretation were familiar to me from
my college training and two summer seminars in
Brattleboro, Vermont at Moyse's master classes. Soon they
became my daily morning diet from & a.m. until noon.
Soussmann's 26 Etudes journaliéres, op. 53 occupied the next
practice shift, as one etude was to be prepared for each
lesson. After a café express break, l would tackle the literature:
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Mozart Concerti, Bach’s Solo Partita, and French solos de
concours from Fauré onward. One solo or movement was
to be developed over the course of two lessons. Once, [
was given a small reprieve in this rigorous routine as
Jolivet's Chant de Linos took longer to conquer than the
allotted two lessons!

As the foliage of the chestnut trees turned from green
to shades of rose gold, I worked on tone, inflection, and
articulation, both on the flute and in my French.
Perfectionnentent in the language was directly linked to
increased agility of articulation. Much to my joy, as I
dropped the heavy Southern drawl for an embouchure
pointue, progress ensued.

Mzr. Guiot demanded daily attention to rudiments. In
De la sonorité, he directed me to work slowly through each
of the sections: the descending and ascending intervals, the
low-octave formulas for souplesse, the expanding-interval
linisons, and the musical examples for interpretation. In
Garnmes et arpéges, 1 was to follow a key signature through
each set of scales, arpeggios, and ever-widening intervals.
The organization of this book helped me learn to practice
in fragments, or Mr. Guiot’s oft-repeated demand to
practice decomposé. 1 sweated bullets conquering the
intervals of a seventh in the exercises on page twenty-six
(and I still review these flexibility monsters). His words,
“c’est la fréquence qui développrai la connaissance,” (it is
frequency that will develop understanding) burned into
my brain.

The op. 53 etudes by Heinrich Soussmann (1796-1848)
(Moyse edition) provided a solid working-out of common
technical and expressive musical techniques: thirds, single-
double- and ricochet tonguing, ornaments, wide interval
leaps, awkward fingerings, slow sustained melodies and
variations upon them. The Romantic style of these etudes
correlated well to the early French solos de concours for flute
(Fauré, Gaubert, Busser, Ganne, etc.) that formed my
repertoire assignments from about November to March.

ile not the most difficult etudes, scores of technical
details exist in each one that I routinely encounter in
orchestral, chamber, and solo works. I still review these
etudes with students and on my own to stay in shape.

A most practical gift I received from Mr. Guiot was a
number of practice rhythms to use in working out technical
passages. Beyond the dotted eighth/sixteenth-note rhythm
pattern, Guiot supplied a set based on varying rhythmic
patterns and their opposites. He instructed me to alternate
one beat in slow tempo, the next beat in double-fast tempo.
Therefore, for sixteenth-note runs, I would play four eighth-
notes, then four sixteenths, and continue with the reverse.
It proved invaluable for rendering my technique more
consistently even and controlled.

As if this weren’t enough to tackle, I was assigned
numerous pages of Moyse’s Tone Development Through
Interpretation, “Exagére le plus que possible.” T was to find
ever-inventive ways to look at the same melody through
nuance, tone inflection, and breathing. The melodies
became my mental companions when walking about in
Paris. Several times I felt that my new sound needed to be
heard in a grander space and I would leave my basement



practice station (a defunct kitchen pantry) to sneak into the
Fayer’s belle épogue auditorium to play and hear the melodies
come back to me.

At the beginning of my studies, Mr. Guiot
communicated more with his playing than verbal
instruction. He’d cluck his tongue, point to a passage that I
had just damaged, and then demonstrate. No matter what
the example was, he sounded like liquid silk, articulating
with absolute clarity, and delivering phrases that would melt
my heart. His fingers seemed not to move at all. Consistently
patient, his quiet manner put me at ease, and I sensed his
sincere interest in my development. As my language
comprehension improved, he began to explain more details
and occasionally tell a story. He said very little about the
instrument beyond a few corrections and suggestions for
fingerings. His instruction on rhythm, the possibilities of
color, nuance, and artful accuracy seemed tailored
poignantly to inspire me, and I would leave excited to
practice even more. Only once in the entire year did he ever
drop a note while demonstrating a knuckle-busting passage.
[ must have visibly dropped my jaw at this moment of
revealed fallibility, for he immediately knelt and implored,
“Pardonne-moi 1a jmrh”

Besides the influence of Moyse on his playing style,
Guiot's many years as principal flutist of the Orchestre
Nationale de l'g pera had instilled in him a bel canto approach
to playing the Elu te, a lyricism that yielded intense drama. I
began to understand more intensely the vocal approach that
Sherrie Cohen had often discussed in my college lessons,
and which Moyse himself had spoken of at the Brattleboro
master classes. It was during my studies with Guiot that it
became apparent that this approach requires that the player
search for the skeleton of the melody and to sing through
and between the notes. Of course, it was ever so ielpfuj to
receive inspirations from the many incredible concerts I

attended, listening to Radio France broadcasts, and
absorbing the beauty of Paris’ environs, both in-and
outdoors. There were now so many things that made my
heart want to sing through the flute.

During the winter and spring months, Paris was cold,
damp, and overcast most of the time, so I stayed for hours
on end in the Foyer basement to practice. Twice monthly I
visited Mr. Guiot’s flute class at the Conservatoire Hector
Berlioz, a Parisian municipal conservatory. Students in this
class had to prepare similar as&gnments and play them in
class, “down the line.” “Pauovre,” Guiot would quietly
admonish the student who wasn’t adequately prepared.
Likewise, his praise was delivered calmly with, “bien, or
trés bien.” 1 also visited Alain Marion’s class at the
Conservatoire Nationale de Paris and observed him teach
some incredible students. The performance level of these
flute students was astounding and Marion’s teaching made
further indelible impressions on my development.

My ten months of study went by far too quickly. So
much of Paris, its museums, cheeses, wines, and pastries
were yet to be fully explored. Ireturned home with about
56 cents in cash, but a wealth of inspiration. It has taken
years to cultivate the essence of my multi-faceted learning
experiences in Paris, the memories of people I encountered,
and the cultural riches of the city (most of all the wonderful
food!). And of all the treasures I found there, my flute
lessons with Guiot were priceless. 1 owe a debt of gratitude
to Raymond Guiot that I intend to repay in full through
the service of passing his legacy onward.

Melissa Colgin Abeln is Associate Professor of Flute at the
University of Texas at El Paso and principal flutist with the El
Paso Symphony Orchestra. Sheearned a DMA at the University
of Texas at Austin.

New Release

New Release - New Release

ELEANOR LAWRENCE

A complete interpretation of Moyse's Sonority Book.

This teaching video was filmed at her 1999 summer masterclass on Cape Cod.
After completing her first teaching video of Moyse's 24 Studies
(available in video cassette) Ms. Lawrence dedicated her last summer

to finishing her second and final teaching video. It is in CD-Rom format.

To order Moyse's 24 Studies video or
to pre-order Moyse's Sonority Book CD-Rom,
please contact

Eleanor Lawrence Records
100 Riverside Drive, #7D
New York, NY 10024
212-799-3245




NOTES FROM BOSWIL CLASSES - AUGUST, 1969

by Karl Kraber

“Lwas fortunate to attend the Boswil classes with Marcel Moyse in 1964 and 1969 because there were concerts celebrating Moyse's
75th and 80th birthdays; many of his best former students came from all aver Europe to perfornt on these concerts, including Conrad
Klemm (Principal, Santa Cecilia Orchestra, Rome) Auréle Nicalet (former Principal, Berlin Phil), Raymond Meylan (Swiss flutist and

musicologist), and Andre Jaunet.”

The following are excerpts from Kraber’s personal
notebook for the 1969 class:

WEDNESDAY, AUGUST 20:

There are about thirty-five in attendance, sitting in a
three-quarter circle on the raised stage/altar area of the
old church — where the concert would be at the end of the
days of classes. Moyse gives a long talk — all in English.
The object of our time together: to talk with the flute, to be
expressive, to be interesting. There will be no formal
organization to the course - to leave things to chance is to
be fresh and not stale.

Canadian ‘flutist Suzanne Schulman plays Tulou’s
Grand Solo #13 very well, expressively and with a lovely
sound. Moyse goes through it with her note by note. The
elegance of Tulou is something “to be
brought out, made much of.” Tulou is
like fencing, Demersseman is like
boxing (less elegant!). The opening two
notes: “En Garde!”

Next, Swedish flutist Karin
Andreasson plays the first four of
Moyse's 24 Pelites ¢tudes. She is not an
advanced player, but Moyse remains
interested and works with her for a half
hour; then we take a break.

A Norwegian girl plays an aria
from the opera Fortunio (#13 from Tone
Development Through Interpretation),
followed by the lovely violin solo from
Bizet's L'Arlésienne (T.D. #49). Moyse
tells the story of two old people, a
shepherd and a grandmother, who talk
about love and their pasts, only to
realize that they were in love with each
other when they were young, but
because the shepherd felt the woman
was above his station, he never
proposed to her, and there she is, old,
and still thinking of him. They pray and weep together
while the violin plays.

Then I volunteer to put myself on the chopping block
with the first movement of Bach Sonata #7 in G Minor (we
now know it's by CPE Bach). As I was to continually
discover through the years, playing for Moyse made me
more nervous than playing for any audience anywhere;
throughout my years of study with him I was afraid of -
yet yearned for - his “X-ray vision” that could look directly
into your soul. After making a wreck of the entire first
movement, I did a little better as he took me through it
phrase by phrase. Don't rush! Don’t cut! (chopping notes,
especially the last ones in a phrase or motive). It's not jazz!
= play longer lines. How much I hadn’t thought about —
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— Karl Kraber

how tempted I am to play everything fast, but with no
shape or line. Thoughtless! Also, I would do well to learn
the articulations from his edition before bringing him the
sonata and spending class time trying to learn them!

The next day Leone Buyse played the 2nd and 3rd
movements of Mozart G K.313 - very welll A long,
wonderful lesson.

Peter, from Switzerland, plays the slow movement of
Mozart D K.314.

THURSDAY, AUGUST 21:

A young boy, a student of Moyse’s former pupil Charles
Dagnino who brought him to Boswil — plays the Air Russe
(T.D. #4) very nicely. (This is Denis Kirch!) For the first
time, Moyse teaches in French. Moyse has much to say, and
is very pleasant to him: we should not
be so conscious of vibrato, we should
not force the tone — it should never
sound forced. Then the boy plays the
theme of Reichert’s Fantaisie (T.D. #38)
and Moyse works on that with him.

A French lad, Andre, plays
Gaubert’s Fanfaisie. Moyse works
wonders with him; he sounds good to
begin with, but musically it becomes so
much clearer and more expressive after
he does what Moyse tells him to do,
especially improving rhythmic darity.
Now, Moyse says, this music seems old-
fashioned. Gaubert said to Moyse when
Moyse was his student: “Play
something NEW, like this piece, instead
of something old-fashioned like
Demersseman” How modern Gaubert
was then — the whole-tone scales, the
augmented chords. Certain traditions
apply: some grace notes — especially in
the opening prelude — are quite long.
Get a good LILT to the 3/8 fast section,
bring out the changing note. Moyse played the first
performance in 1907 (it was published in 1912).

Next a Japanese girl plays the solo from Gluck’s Orpheo
et Euridice. Moyse tells the story of Orpheus. The calm F
major section represents paradise; the d minor section - so
tragic, full of expression and passion, and appoggiaturas —
never before had any composer used so many so well and
with such variety.

Israeli flutist Gideon Toeplitz plays TD #50. Continuous
support needed: important to make nuances without
stopping tone and support.

Next a German girl plays Handel Sonata #7 in F, with
ornaments by Bopp. Moyse wants it without
ornamentation, just as the composer wrote it; let the



composer write his own ornaments as Bach did in Sonata
#6 in E. Don’t tamper with the melody, but bring it out, as
he wrote it.

FRIDAY, AUGUST 22:

English Jenny plays TD #84, 73 and 72 (from Bellini's
Norma) Moyse asks Dagnino to demonstrate the correct
approach to the aria. When Moyse was young, the standard
works were the Enesco Cantabile et Presto, Ganne Andante
et Seherzo, Gaubert Fantaisie. He talks about his first teacher
in Paris, Adolphe Hennebains, a man of wonderful
generosity who would buy an overcoat for a needy student.
Moyse spent six months working on the First Grand Solo
by Kuhlau with Hennebains; all Classical period music can
be learned through Kuhlau.

Other comments: When Moyse taught at the William
S. Haynes factory in New York city, he would hear people
trying out flutes - and playing as loud as they could. If it
played good and loud, they would say “OK, I'll take it.”
When you buy a beautiful dress, be happy if you look good
init. Butit's more difficult, and sometimes more satisfying,
to become elegant with a really simple dress. With tone
it's the same. Vibrato can be a cache misére (hide the misery):
people try to obscure all their weaknesses with a heavy
vibrato.

Moyse quotes from the class:

“Nothing troubles me more than when someone plays
Syrinx. Even good players think they can do what they

want. Debussy wrote what he wanted. Think ‘who wrote
the fantasy?’ Play the composer’s fantasy, not your own.”

“My personality? I tried to be like Taffanel, like
Gaubert, like Hennebains, and finally I became Marcel
Moyse. Also [I am who I am] because of my mother, God,
my village, and being an orphan.”

Moyse: I had three great teachers:
Taffanel, and Gaubert.

Student: Do you play like Taffanel?

Moyse: No.

Student: Why not?

Moyse: Because I can't.

Hennebains,

SOME MEMORIES FROM THE 1964 CLASS:

Michel Debost came for several days, and had one long,
wonderful lesson on the Doppler Fantaisie pastorale
hongroise. Moyse went over every note, every phrase, and
Debost could do everything Moyse asked for -~ most
inspiring for all of us.

William Bennett came and played the Beethoven
Romance in F for violin (TD #80) so beautifully! Moyse
offered a few suggestions about articulation, length of
notes, etc. Afterwards, [ went up to Bennett and asked him
“how come you play that so beautifully” and he answered:
“I've been touring with the English Chamber Orchestra and
hearing Yehudi Menuhin playing that every night; I'm just
trying to sound like him.”

Karl F. Kraber is associate professor of flute at the University of Texas at Austin and principal flute with the Austin Symphony
Orchestra. Hewas previously a New York freelancer, subbing in the NY Philharmonic, American Symphony and Brooklyn Philharmonic,
and was for twenty seasons a member of the Dorian Wind Quintet (over 1000 concerts, numerous U.S. and International tours and
many recordings and premieres). Awarded a Fulbright Grant to Italy for two years to study with Severino Gazzelloni, he remained in
Europe for five years, beginning his career there and attending summer classes with Jean-Pierre Ramipal at Nice. His first Moyse
masterclass in Boswil, Switzerland was in 1964, and he returned again in 1969; he also studied with Moyse in Vermont throughout the

1960 and "70s.
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AN INTERVIEW WITH FLUTIST DENIS KIRCH

by Fabienne Flanigan

Denis Kirch lives in France and teaches at the Paris Conservatory in the 17e Arrondissement. He pursues a career as an international
soloist. His last record, The Encounter, is available in the U.S. He studied with Charles Dagnino, Marcel Moyse, Auréle Nicolet, and
Jean-Pierre Rampal and attended several Boswil classes as a young man with his teacher Dagnino.

EF: When did you meet Marcel Moyse?

D.K.: I met Marcel Moyse in Boswil, Switzerland. He was
living in Brattleboro, Vermont at that time. He used to come
to Boswil with his wife Céline for three weeks in the
summer to give master classes. I started attending them
from a very young age, about twelve, accompanied by my
teacher Charles Dagnino, who himself had been a student
of Mr. Moyse at the Paris Conservatory. I continued to
attend every summer for about four years.

EF.: Who typically attended this class?

D.K.: There were as many as 300 persons participating. 1
had the privilege of playing many times along with flutists
such as William Bennett, Trevor Wye, and James Galway.
I also met and heard Auréle Nicolet, who later became my
teacher in Freiburg im Breisgau, Germany. It was quite
impressive to me at such a young age.

EF: Could you describe a typical day in Boswil?

D.K.: From 8:30 a.m. to 12:30 p.m. we practiced
individually. The masterclass then went from 2 p.m. to 6
p.m. We always started with tone work for quite some time,
focusing on breath support and the air column. We then
moved on to scales and studies. This took about one hour
and thirty minutes. Marcel Moyse was very demanding
and I saw him often asking students to leave the class to
go and practice more. Finally we worked on repertoire.
The master class took place in an old church near a lovely
village and I lived in the Kiinstlerhaus (Artists’ House),
where Marcel Moyse also stayed.

EE: Marcel Moyse was also your teacher in Metz. How
did that happen?

D.K.: Marcel Moyse lost his wife Céline when he was in
his mid-80s. T remember it very well. It happened a few
months before the Boswil class and we were uncertain as
to whether the class would actually take place. Marcel
Moyse gave the summer course in spite of his evident
sorrow. As far as I know, he had never been separated from
Céline at Boswil. She had been a truly devoted and attentive
wife and took meticulous care of him. After Boswil, instead
of returning to the United States, Moyse came to Metz to
stay with my teacher Charles Dagnino for several weeks,
as they were very good friends. He stayed in Metz many
times over the next few years and during that time I had
the immense privilege of having Marcel Moyse as my

teacher, in addition to my regular studies at the

conservatory of Metz. (He told my mother that I was born
with a flute on my mouth and that [ had genius in my
fingers.)

EF.: What was Marcel Moyse’s favorite repertoire?

D.K.: It was Romantic to post-Romantic music such as
Demersseman, Kuhlau, Tulou, Debussy, Ibert, and Gaubert.

Ionly saw him play the flute once on a very special occasion
in Boswil. At that time he almost never played the flute
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during class. He was after all, over 80 years old and
appeared to have arthritis. However he sang a lot during
class and was physically very active and energetic.

EE: What was that special occasion, when you heard him
play?

D.K.: One day I'sat on the floor in the hallway by his door
hoping to hear him practice. L actually fell asleep and upon
opening his door, he discovered me sleeping there. | was
about 14 and he was well over 80. He woke me up and
asked me what [ was doing there. As [ didn’t know what to
respond, he said: you wanted to hear me play? 1 said yes.
He then asked me to come into his room, and he shut the
door, took his flute, asked me to say nothing about it, and
played the first exercise in his book De ln sonorité. It was
very magical, and to this day I cherish this memory, even
as I share it for the first time with you.

EF.: What in your opinion was his main contribution to
the world of flute?

D.K.: Apart from the many books and methods he wrote
such as De la sonorité, Le debutant flittiste, Gammes et arpéges,
his interests lay in tone, breathing and arbiculation. For
inspiration, Marcel Moyse always told us to think of the
rich, sustained sound of the cello and the direct, natural
expression of the human voice.

Two exercise books by Marcel Moyse from this period
were originally printed and published in his own
handwriting: Conuonent j'ai pu maintenir ma forme (Schott)
and Technical Mastery for the Virtuoso Flutist (Zimmerman).
Marcel Moyse dedicated the first of these books to my
teacher Charles Dagnino. The first editions of these
publications are somewhat rare nowadays, although the
second editions are widely available.

Also, Marcel Moyse was the recipient of a rich
pedagogical transmission that started with Paul Taffanel
(1844-1908). In fact, Philippe Gaubert (1879-1941) was the
student of Paul Taffanel and both were teachers of Marcel
Moyse. So there is a direct connection from Paul Taffanel
to Marcel Moyse.'

EF.: Could you tell me what you did once you left the
conservatory of Metz?

D.K.: [ went to Paris when [ was twelve to do my graduate
studies with Jean-Pierre Rampal at the Paris Conservatory,
from which I graduated four years later, receiving a first
prize in flute, chamber music, music theory and music
reading. I also attended classes with Auréle Nicolet in
Frieburg. I then started my professional career in Israel as
a soloist and a teacher. I returned to Paris ten years later,
and I continue to develop my career as an international
soloist.

' A third important teacher of Moyse, Adolphe Hennebains, had studied
with Henri Altés and was also in the lineage of “The French School.”



A REVIEW OF THE “TOTAL” MARCEL MOYSE FESTIVAL

International Flutists’ Summit at the Fourth Event of the Swiss
“New Flute Generation”: “Moyse Total” at Boswil, Switzerland,

October 26 — 27, 2002

by Marco Lehmann-Waffenschmidt
(Member of the board of the German Flute Society)

A truly remarkable event took
place in the Old Church and the
Kiinstlerhaus of Boswil,
Switzerland, in the last days of
QOctober 2002. For the fourth
time, Stefan Keller and Jonas
Lindenmann of the Swiss flute
society New Flute Generation
(see www.newflutegeneration.ch)
invited the international flute '«
community to their Inter —
national Flute Event, held in the
small village of Boswil, not far |
from Zuriri. The subject of the
event was “Moyse Total,”
which explains why the New
Flute Generation chose this
place as the festival site: Marcel Moyse had taught there in
his famous Boswil master courses from 1964 until 1978.
Moreover, in 1984 the first European Flute Festival had
taken place there, organized by Auréle Nicolet as an
hommage to Moyse, and, last but not least, since the early
1950s the place has been a meeting point of other world-
class musicians like Yehudi Menuhin, Pablo Casals, Clara
Haskil, and Wilhelm Backhaus.

The 2002 Flute Event owes much of its success to former
Moyse students Nancy Andrew (United States), William
Bennett (Great Britain), Ornulf Gulbransson (Norway), and
Trevor Wye (Great Britain), all of whom actively took part
in the event, and particularly to Robert Aitken (Canada,
Germany) who had also been an adviser and co-organizer
of the event. Fortunately, in the two days of the 2002 Boswil
flute event all expectations and hopes of the organizers
came true. Not only is Marcel Moyse’s aura still present in
the Old Church and the Kiinstlerhaus of Boswil, but, what
is more, his charisma as flute soloist and teacher is still
vivid, even for the young generation of flutists. The nearly
100 enthusiastic and mostly young Flute Event participants
enjoyed a truly magnificent program about Marcel Moyse's
work on playing and teaching the flute. They also heard a
lot of flute music played by top artists, and received deep
insight into Moyse’s teaching and exercise concepts. The
organizers deserve a big compliment for their idea and its
realization!

So many of today’s international flute soloists visited
or attended classes in Boswil during the years when Moyse
held his master courses there. Three of these well-known
flutists, James Galway, Peter-Lukas Graf and Auréle Nicolet
have lived near Boswil for a long time, and, except for
Nicolet, who now lives near Freiburg, they still do. Moyse
unfortunately could not attend the European Flute Festival
in Boswil 1984 and died some months later, but the Festival
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became the nucleus for the
foundation of several Flute
Societies in Europe in the
aftermath. Also, the German
Flute Society (www.floete.net)
was founded in 1985 as a spin-
off of the 1984 festival in
Boswil.

Everybody who had been
too young to participate in
Moyse's master courses in the
sixties and seventies at Boswil
or had missed them for some
other reason now had the
opportunity to experience
Moyse's art of flute-playing
and his teaching method
“second hand.” All presenters at the event had been
students of Moyse, and each of them contributed a two-
hour presentation in memory of Moyse — by giving a talk
or a class or by playing the flute. In two concerts in the
Old Church, the presenters (Adrian Brett joined the group
for the second concert) offered their personal selection of
Moyse's favorite flute pieces, including those by Gluck,
Gaubert, Tulou, Taffanel, Woodall, Flotow, Doppler,
Mendelssohn, Debussy, Bruneau, and other composers. All
were played brilliantly by the flutists and accompanied
excellently by Clifford Benson on the piano. Moyse’'s
imaginary presence and the real presence of the former
fellow students inspired the soloists, whose energy spread
quickly to the audience. Audiences might have had a
similar feeling at one of the 1987 centennial concerts for
Marcel Moyse in Brattleboro and in London.

But let us come back to the phrase “second hand” from
above. Does it mean a real deficit of authenticity, or even a
restriction of quality? Certainly, the answer must be yes in
some sense, since Moyse's singular charisma could be
revitalized only indirectly by demonstrations, comments,
quotes (Trevor Wye's biography of Moyse is an excellent
source of Moyse’s sayings, particularly the anthology in
Appendix 1), anecdotes, recordings, lesson recordings (The
French School at Home, Tone Development through
Interpretation), and videos. On the other hand, the Boswil
event was a unique opportunity for flutists to understand
Moyse's method and his still-touching artistic message,
explained in a clear-cut way at a place where the aura of
the authentic genius was enhanced by an “invisible college”
of world famous flutists. As the videos of Moyse's
Brattleboro classes show, it was not easy for students to
understand Moyse acoustically in his later years — and to
understand what he finally wanted the student to do. The
advantage of a “second hand” presentation like that in



Boswil 2002 is obvious: the audience learned Moyse's
pedagogical method from the “second generation,”
meaning in a reflected, interpretative way. Other useful
sources on Marcel Moyse’s method include the tutors and
studies by Marcel Moyse’s son Louis Moyse and by Trevor
Wye, or books such as Trevor Wye's Marcel Moyse, An
Extraordinary Man (Winzer Press, 1993), or Ann
McCutchan’s Marcel Moyse: Voice of the Flute (Amadeus
Press, 1994). Moreover, Robert Aitken is writing a further
book on Moyse.

Of course, the
Boswil event of 2002
was also a class
reunion of former
Moyse students.
James Galway and
Aureéle Nicolet, two
of the most dist-
inguished flutists
and former Moyse
students, dropped
by the Old Church -
Galway even showed
up on both days.
When asked by a
participant how he
felt on the podium
where he had stood
as a student of
Moyse, Trevor Wye
spontaneously ans-
wered: “Very strange.”
And when Wye
pointed his finger at
the point on the
stage where Moﬁse
had usually sat when
teaching, everybody
in the audience had
the feeling that
Moyse was present.

What have been
the tﬁedagogi‘cal
methods and concepts of Moyse? How can his numerous
study books be categorized, and do some study books have
priority from the pedagogical viewpoint? And are there
differences in quality and effectiveness of Moyse's different
exercises? It was questions like these which the participants
hoped to find answers for in Boswil. During the event at
least four cornerstones of Moyse's musical and
pedagogical concepts became clear:

~ William Be

* Always sing on the flute and don’t sacrifice playing
musically for too much attention to the material
conditions of playing.

s Always listen.

* Become your own teacher.

» Express the music, not your person; always give
priority to respect for the music in general and for
the composition you are playing in particular.

Stefan Keller and onas Lindenmann

Photas by Mefnrad Sclrweizer
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The most important and effective studies of Moyse’s
Enseignement (exercises and studies) were, in the eyes of
the Boswil presenters, the following: Tone Development
Through Interpretation (together with How I Stayed in Shape),
24 Pétites études mélodiques and 25 Etudes melodiques, 50
Variations on the Allemande of Bach and 20 Efudes sur les
grandes linisons. Also, De la sonorité and the studies based
on well-known pieces (for instance by Béhm or Fiirstenau)
are still of great importance. But the general opinion
seemed to be that Moyse's exercises do not constitute a

: complete and satis-
fying method and
thus have only a
limited effect on
improving one’s flute
playing. André Jaunet,
who called himself
Moyse’s oldest stu-
dent, created his own
melodic exercise to
supplement his tea-
cher’s. These can be
found in the out-
standing book (in
German and in
French) Stilistische
Betrachtungen zur
Flatenliteratur!
Réflexions musicales
(Swiss Flute Society,
1991, ed. Giinter
Rumpel). Rumpel as
editor has collected
Jaunet's writings on
flute playing and has
put them into
context — and also
into relation to
Moyse’s artistic and
pedagogical con-
cepts. James Galway
emphasizes in his

master classes that one
should always start daily exercising with musical and easy
phrases in a good register.

What some participants particularly noted on hearing
Moyse's records — and what must have been peculiarly
irritating in his teaching — was the quality of his vibrato.
How did Moyse produce it? Indeed, this question reaches
to the most intimate — and mysterious — levels of a flutist’s
musical personality. Moyse amazingly always denied that
he played with a vibrato. But his tone in his recordings
shows throughout a wonderful typically French vibrato
with a small amplitude and high frequency which
excellently fitted the musical expression of the phrases
played. T%;ere would be just “something inside the tone
which gives a natural expression,” he declared. Trying to
“make” a vibrato — particularly using the larynx — was a
severe sacrilege in his classes. A natural expressive tone
quality should emerge “self-organized” when playing the
flute, Moyse claimed.




