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Contact Elisabeth at editor@bfs.org.uk
From the EditorBritish Flute Society

on Facebook
@BritishFluteSoc

This year the Society’s focus has been on the Convention in its new venue at the Warwick 
Arts Centre, and what a great event it proved to be. Artists and experts from around the 
world joined us to share their performances and specialist skills in a dazzling range of 
recitals and workshops curated by Convention Director Carla Rees. Many thanks are due 

to Carla and the Convention committee – Anna Munks, Hugh Phillips and Anne Hodgson – for their 
hard work in putting together such an inspiring three days of fluting.

This edition of PAN arrives with you a fortnight later than usual so that we could bring you news 
and reviews of many of the events while they were still fresh in our minds, and for this, I must offer 
enormous personal thanks to my review team at the Convention: Myra Baker, Laura Beardsmore, 
Atarah Ben-Tovim, Zoë Booth, Chris Britton, Joss Campbell, Sam Chang, Sam Christie, Helen Ella, Tammy Evans 
Yonce, Karen Gourlay, Meg Griffiths, Carrie Hensel, Anne Hodgson, Lis Lewis, Angus McPherson, Rachel Misson, 
Emma Nibloe, Niall O’Riordan, Roz Trübger, Liz Walker, and Peter Westbrook. Sadly, there was simply not room in this 
issue to include mention of every single event, but we hope you enjoy the flavour of the experience through the reviews 
included here. In particular I would also like to thank Carla Rees and Nick Romero for their photography of the event; 
all images of the Convention in this issue are copyright to them unless stated otherwise.

The success of a large event like the BFS Convention relies heavily, of course, on the behind-the-scenes work of 
dozens of people. Our student helpers led by Anne Hodgson worked constantly to ensure everything flowed smoothly, 
and artists and delegates alike made enthusiastic use of the trade hall, co-ordinated by Hugh Phillips. If you have any 
comments on your experiences of the Convention or if you have suggestions for the next one, do write to us – we always 
appreciate your feedback.

I hope you enjoy the September edition of PAN.
Elisabeth Hobbs

Editor
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A fantastic Convention
We wanted to say a big thank you for organising a truly fantas-
tic convention.

After waiting in anticipation to perform, and following 
hours of practice, we were excited when the BFS convention in 
August finally arrived. We were warmly greeted when we first 
arrived, and immediately were immersed in three days of thrills 
and trills. The whole choir thoroughly enjoyed the wide range of 
workshops, the amazing opportunity to work with Quintessenz 
in an ensemble masterclass, our foyer performance, recitals 
from awe-inspiring individuals and ‘meet and greets’. It was 
particularly nice to meet composers whose repertoire we have 
played, such as Katherine Hoover and Ian Clarke. As well as this 
we enjoyed discovering new composers and their music. 

Being students ourselves, we were amazed at the standard of 
the BFS Young Musicians Competition winners, as well as other 
younger players we saw at the convention. 

Overall, it was a weekend that the choir will never forget, due 
to the way it allowed us to bond through having fun performing 
and trying new techniques, in particular flute beatboxing and 
yoga! 

Thank you to BFS for organising such a fabulous event, and 
giving the Hampshire Flute Choir the opportunity to perform. 

Hampshire Flute Choir and Carrie Hensel

A male flute mafia?
I was disappointed to see that this year’s Nielsen Flute 
Competition has an all-male jury. I was truly horrified that 
there was not a single woman among the mainly middle-aged 
male flute–mafia judges. Where have all the women gone? 
Why is no woman in the fluting-world thought of as worthy 
to adjudicate at this level? A look at Larry Krantz’s list of flute 
orchestral players shows that there are lots of women around to 
choose from. There are many of us who have taught for most of 
our lives, adjudicated in various countries and at various levels, 
and who have also had good solo careers. Can it really be that 
these exceptional players are not receiving the same recognition 
as their male colleagues merely because they are women? What 
do you think?  

Atarah Ben-Tovim

Affording a varied musical diet
As an adult amateur player, I was interested in Atarah’s letter 
in the last issue about the over-use of certain pieces of French 
repertoire. I sympathise with her view that it must be mind-
bending for an adjudicator or examiner to hear the same pieces 
all the time.  

French music is renowned for being expensive, however.  
My copy of Le petit chevrier corse for Grade 5 on its own cost 
approximately the same as the yellow ABRSM grade book 
- just one page for the flute and, of course, just one list piece, 
not three. I was reminded of a discussion with the mother of 
the schoolgirl whose lesson followed mine: a family of three 
children, each learning two instruments, for whom the syllabus 
books were a godsend as the monthly music bill was exceeded 
in the family only by the mortgage.

My cheap remedy against the spiralling cost of music 
came in the form of Nottingham Music Library, from whom I 
borrowed the study I learned. This cost me nothing other than 
remembering to take it physically into the local library to extend 
the loan once every couple of months (intervening extensions 
by phone). Unless a specific edition is required, looking online 
for free download can also yield some musical variety.

So, you can pick up different and out of the ordinary pieces if 
you have access to a good local library and then you can reduce 
the average cost and make the whole experience of competition 
and/or examination more interesting for all.

Joan Orton
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The passing of Paul Horn
Paul Horn, jazz musician and composer (born on March 17, 
1930 in New York City), died on June 29, 2014 in Victoria, 
British Columbia, thereby closing an important chapter in the 
role of the flute in music, for all of us. For me personally, Paul 
was the earliest, the strongest and the longest-standing of all 
my influences on the instrument, regardless of idiom (whether 
classical or jazz).

Paul Horn came by his musical interests in a very genuine 
and sincere way, and without regard to necessarily achieving 
commercial success. Had commercial success had been all he 
really wanted, then he could have simply stayed ensconced in 
the New York and LA studio scenes where he had been so highly 
successful in the first place. Indeed, he could have remained 
there without ever evolving any further musically. Paul had 
deeper spiritual yearnings, however, which would eventually 
take him to India to study transcendental meditation with the 
Maharishi Mahesh Yogi. A return visit to do a documentary 
on the Maharishi (which never materialized) gave rise to 
something of a happenstance recording in the Taj Mahal that 
evolved in his seminal recording, Inside. Inside was slow to be 
released, but in 1968 it was finally issued. The album enjoyed 
immediate success and proved to be an unanticipated as well as 

a complete surprise to everyone, even to Paul’s ‘jazz critics’ (not 
to mention Epic Records who happened to be the only label 
prepared to take a chance on its release). With that one album, 
Paul rather unwittingly helped to establish a musical genre that 
led to his being dubbed ‘Father of New Age’.

Paul was always clearly spiritually driven and this aspect of 
the man is manifest in all of his work. Indeed, I came to love his 
playing long before Inside was released. Stylistically, he seemed 
to go beyond the conventional boundaries of the instrument, 
achieving a Miles Davis/John Coltrane kind of intensity that he 
realized with a heartfelt sense for the sound of the instrument, 
coupled with a remarkably unhurried pace in his sense about 
improvising. As a child, I was enormously drawn to these 
features in his playing (and long before Inside was ever on the 
horizon of his mind, the success of which was probably as much 
a surprise to him as anyone else), and those qualities in Paul’s 
playing have never left me. Indeed, I still return to his playing, 
precisely because of them.

So I feel that all of us would be genuinely enriched by 
returning to Paul’s work, both now and in future, because Paul 
Horn was very, VERY important - to all of us as flute players 
and musicians.

Bill McBirnie

Safe in  
our hands
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News
and People

Katherine Birtles wins 
OFSS All Flutes Plus 
Scholarship 

Oxford Flute 
Summer School 
was delighted to 

welcome Katherine Birtles, 
Masters student at Trinity 
Laban Conservatoire of 
Music, this year as the 
winner of the All Flutes 
Plus scholarship. The 
scholarship, generously 
offered by Nigel James of 
All Flutes Plus enabled 
Katherine to attend this 
year’s Oxford Flute Summer 
School and participate in 
the Path to Professionalism 
course option with classes 
and specialist sessions run 
throughout the week by 
teachers including Robert 
Winn, Kate Hill, Janet Way 
and Katherine Kemler.

Katherine said of the 
opportunity, ‘I wanted to 
apply to summer courses 
this year, as I will be 
finishing my masters in 
September. My teacher 
highly recommended this 
course, and I saw on the 
OFSS website in February 
that AFP were offering a 
scholarship to attend so 
I applied straight away’. 
Katherine submitted a CD 
recording of Sonatine by 
Dutilleux and the fourth 
movement of the Sonata 
by Prokofiev, together with 

a letter of application. A 
month or so later Ian Mullin 
from All Flutes Plus called 
her to say she had been 
successful, and had been 
awarded a fully funded place 
at the summer school.

Katherine started 
playing the flute at the age 
of seven, having heard Liz 
Childs play the  Chaminade 
Concertino at a concert at her 
older brother’s school. The 
performance made a strong 
impression on Katherine 
and she started lessons with 
Liz a year later. Having 
made great progress in 
these early years Katherine 
went on to study with Lisa 
Nelsen at Wells Cathedral 
School, playing with the 
National Youth Orchestra 
of Great Britain in her final 
year. Katherine then was 
taught by Judith Hall at 
Birmingham Conservatoire, 
and won a scholarship on 
the ERASMUS scheme to 
Italy in her third year, where 
she says she probably learnt 
more about herself and life 
in general than about flute 
playing.

Several moments 
stand out for Katherine in 
her musical life: that first 
encounter with the flute 
music of Cécile Chaminade; 
this was followed by another 
performance, this time of 
Hamilton Harty’s In Ireland, 
when she was a young 

teenager, which pulled her 
back on track after a period of 
debating whether to switch 
to first study piano. A third 
musical experience stands 
out for Katherine, when she 
heard a recording of Wissam 
Boustany playing the 
Concerto by Katchachurian; 
this cemented her ambition 
to aim for a career as a flute 
player.

Katherine loves to play 
music from all styles in the 
flute repertoire, having a 
particular affinity for 20th 
century works by Jolivet, 
Frank Martin, Nielsen and 
Dutilleux. She is thrilled 
by the depth of emotion 
she finds in these pieces, 
and strives to communicate 
this to her audience when 
performing.  

Katherine knows that 
a realistic career as a flute 
player will include a broad 
range of activities, including 
solo performance, orchestral 
work, session work and 
teaching. She has a particular 
love of chamber music, 
which she hopes to combine 
with holding a regular 

orchestral position and is 
looking forward to starting 
on the path of orchestral 
auditions in September.

Katherine has met 
many great flute players 
and teachers over the years, 
and she was particularly 
inspired by Fiona Kelly who 
visited Trinity Laban, telling 
her story of undergraduate 
years at Trinity, then moving 
to the Juilliard School of 
Music before gaining a 
position as principle flute 
with the Swedish Chamber 
Orchestra. On Katherine’s 
wish list of players to 
meet and learn from are 
Denis Bouriakoff, William 
Bennett, Gareth Davies, 
Emmanuel Pahud and 
Adam Walker. Role models 
such as these who inspire, 
motivate and speak of their 
passion for flute playing 
are really important in the 
lives of young players like 
Katherine, and attending 
the Oxford Flute Summer 
School provides this 
inspiration at this crucial 
stage in her career.

KATIE ALCOCK
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News

The British Flute Society’s Flute Competitions 2015
Wednesday 18 February

Regent Hall, The Salvation Army, 
275 Oxford Street, London, W1C 2DJ

BFS School Performer 2015
Class A: For performers aged 13 years and under and approximately Grade 5 or above. 
  Class A will conclude with a flute choir/workshop.
Class B: For competitors aged  14–18 years and approximately Grade 7–8 or above. 

BFS Young Artist 2015
for performers aged 19–24 years 

Closing date for entries: 16 January 2015 but book early to avoid disappointment.
A leaflet and booking form will be included in the December issue of Pan or apply online at:

www.bfs.org.uk
Registered charity no: 326473

Competitions 2015.indd   1 19/08/2014   19:18:31

Ian Mullin at Wells flute day

The BFS South West flute day at Wells Cathedral School on 
2 November will feature flautist Ian Mullin, well-known 
to many readers both as a performer and through his 

role as sales manager at All Flutes Plus.
Ian, who was one of the headline recitalists at this year’s 

Convention, has performed with most of Britain’s leading 
orchestras and is currently on trial for Principal Flute with the 
London Philharmonic Orchestra. He wears his talents lightly, 
quietly combining his performing career with his sales-based 
work and the pursuit of a black belt in ju-jitsu for which he 
trains several times a week. 

At the flute day, which is open to advanced players of Grade 
5 and above, Ian plans to discuss a range of topics, as well as 
giving a masterclass focused on orchestral repertoire. “I also 
want to talk to students about orchestral etiquette,” he says. 
“especially the kinds of things that aren’t taught in college and 
which you generally end up learning through trial and error 
on the job.” Ian will also talk about ways to practice and on his 
‘approach to sound’.

“I was very inspired by working with renowned American 
flautist and teacher Keith Underwood,” Ian expains. “He taught 
me so much about sound, and I’m going to share his ideas about 

making the flute sound 
like all sorts of different 
instruments. It’s a kind of 
party trick, but has a huge 
impact on how you can 
make your sound blend in 
an orchestral situation.”

Ian also plans to share 
his personal variations 
on the Moyse sonority 
exercises, which work on 
wider intervals by moving 
from left-hand to right-
hand notes. He will also 
talk about other tone 
warm-ups, such as those 

favoured by Pahud, which work on long notes with hairpin 
dynamics whilst focusing on breathing and internal pulse.

The Wells flute day will also include a concert by tutors, a 
trade stand, and the opportunity for participants to perform. 
For more information and to book a place, visit the website at:
www.academy.wellscathedralschool.org/events/south-
west-flute-day-2014.

ELISABETH HOBBS

Ian Mullin at the Convention
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News

For my forthcoming 
‘Premier Flautist 
Recital’ on 5 October 

2014, I have chosen a 
programme that includes 
a number of works that are 
not often heard on the flute. 
Many masterpieces have 
been written for instruments 
other than the flute, and by 
playing flute arrangements 
of such pieces we can enrich 
the flute repertoire.

I will open the 
programme with Bach’s C 
minor suite (BWV 997), 
originally written for lute. 
The first time I heard the 
work on the flute—by Irena 
Grafenauer, one of my 
favourite flautists—I fell in 
love with it. It is just a great 
piece of music.

After the Bach, I will play 
Hommage à J.S.B., by the 
contemporary Hungarian 
composer György Kurtág. 
I first encountered Kurtág 
when I played his Bagatelles 
for flute, piano and double 
bass. Hommage à J.S.B. was 
first written as a part of these 

Bagatelles, but was later 
arranged for solo flute by the 
composer, who frequently 
edits and rearranges his 
own music. Later in the 
programme, I will play 
Doloroso, also by Kurtàg. 
This is a short work forms 
part of an ongoing collection 
of works called Games and 
Messages for Winds. The two 
pieces are small treasures.

In between the two 
works by Kurtàg, I will play 
the Hindemith Sonata, 
which has been in my 
repertoire since I was 16 
years old. I think now that I 
didn’t properly understand 
the piece when I first 
started playing it, but after 
having played the Sonata 
many times over the years, 
I have grown to appreciate 
Hindemith as one of the 
great composers.

After the second of the 
two pieces by Kurtág, I will 
play the Suite for flute and 
piano by the contemporary 
Belgian composer Robert 
Groslot. A fabulous pianist 

and conductor as well as 
a composer, Groslot was 
the Artistic Director of the 
Antwerp Conservatory 
when I started teaching 
there. His music has always 
fascinated me, but it was 
when I heard a recording of 
the Suite by my friend and 
colleague Peter Verhoyen 
that I determined to include 
this particular piece in my 
repertoire. The language 
and colours of the Suite are 
scintillating, and it is always 
interesting to play music by 
people you know and with 
whom you can talk.

I will conclude my 
programme with an 
arrangement of Debussy’s 
Prélude à l’Après-midi d’un 
Faune. Debussy is perhaps 
the greatest composer the 
flute world has seen: an 
extraordinary innovator, 
he heralded a new period 
of flute composition with 
works such as Syrinx; Sonata 
for flute, viola, and harp; 
and, of course, the Prèlude. 
After the death of CPE 
Bach, very little great music 
was written for the flute as 
a solo instrument, and I 
always love to include works 
in my programmes by the 
composer that ended this 
drought. 

ALDO BAERTEN

Aldo Baerten’s Premier 
Flautist recital is on Sunday 
5 October in the Duke’s Hall, 
Royal Academy of Music, 
London NW1 5HT. Tickets 
((£10 members, £15 non-
members, £5 students) are 
available online from www.
ram.ac.uk or from the box 
office 020 7873 7300.

Premier Flautist recital: Aldo Baerten Oxfordshire flute 
day 
17 May 2014 
with Kate Hill and Sally 
Quantrill

A dozen of us gathered just 
south of Wallingford on 

a lovely summer morning, 
eyeing up the rest of the 
group, and possibly like me, 
hoping not to be completely 
embarrassed and outclassed!

The day was well 
structured with five blocks 
of activities – warm up, 
chamber groups in the 
morning and then after a 
lovely lunch on the terrace, 
technique, more chamber 
music, and then a session 
with the whole flute choir. 
It accommodated less 
accomplished players (me) 
in a way that made me 

feel encouraged, and yet 
appeared to stretch players 
whose skills were at a more 
advanced level too.

Late afternoon we 
stopped for tea and 
homemade cake and then 
had a short concert of the 
pieces each of the chamber 
groups had prepared. 
Sally and Kate are good 
communicators, clear in 
what they are trying to 
achieve, and led an enjoyable 
workshop. We left with our 
enthusiasm lifted, and the 
resolve to come back for 
more.

MARY HANCOCK
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Sigfrid Karg-Elert
30 Caprices op.107 for solo flute
(edited by Rien de Reede)

Viotti Gianella Mercadante
3 duetti italiani for two flutes
(edited by Rien de Reede)

Sigfrid Karg-Elert
Sonata Appassionata op.140 for solo flute
(edited by Rien de Reede)

Carl Frühling
Fantasie op.55 for flute and piano
(edited by Emily Beynon)

Nardini Dôthel Giordani Mancinelli
4 duetti italiani for two flutes
(edited by Rien de Reede)

Felix Mendelssohn-Bartholdy
Songs without words
(arranged by Benoît Fromanger)

Gaetano Donizetti
Sonata for flute and piano
(edited by Rien de Reede)

NEW
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At the recent BFS AGM, held at the Warwick Convention, 
the Chairperson and Council were delighted to 
announce that Atarah Ben-Tovim MBE has accepted 

the position of Vice President of the British Flute Society. 
Atarah, who is esteemed and loved by the flute community 
worldwide, will bring her indomitable energy and enthusiasm 
to the Society for the next two years during the term of her 
appointment.

Atarah, who was born in 1940, was the first woman flautist 
to gain a principal chair in a major orchestra, succeeding 
Fritz Spiegl as Principal in the Royal Liverpool Philharmonic 
Orchestra in 1963. In her early years, she was Principal Flute in 
the National Youth Orchestra and studied (less than happily, as 
she would recount) with Gareth Morris at the Royal Academy 
of Music. After 12 years with the Royal Liverpool Philharmonic, 
Atarah left in 1975 following an inspiration to take high quality 
classical music to children through concerts designed to 
entertain and enthrall them. She founded Atarah’s Band which 
over time travelled the world, performing to some three million 
children. She was awarded an MBE for her services to children 
and music in 1980.

Atarah’s work with children continued in programmes 
for the BBC such as Atarah’s Music Box, as well as through 
her appearances on Blue Peter and Magpie and on radio in 
Birmingham, Liverpool, Manchester and Preston.

Atarah has lived for over 30 years in the South of France 
where she is represents the Associated Board of the Royal 
Schools of Music. She runs courses for adult and advanced flute 
players, and travels the world appearing at flute conventions 
and adjudicating in competitions. 

Over the years, Atarah has filled her French home with 
an extraordinary collection of thousands of flute-related 
artworks and memorabilia. Her earliest piece, a 17th century 
Italian ceramic flask (pictured), was a gift from her mother and 
founded the collection, and since then she has both collected 
and commissioned artworks. “Not just ‘artworks’!” Atarah 
is quick to exclaim. “I’ve got dozens of china ornaments of 
flute players which were given to me during the Hong Kong 
festival years. I love them, but they’re just mass-market pieces. 
Treasures to me, though.”

Artist Jenny Weller, who also lives in the South of France, has 
a central place in Atarah’s collection with many commissions 
ranging from stained glass to tapestry and mosaics. The mosaic 
table (pictured), which depicts Atarah herself, was a 70th 
birthday present from the artist.

Another favourite piece (“my husband  Doug hates it 
though! He’s says it’s ugly and all teeth”) is a sculpture caricature 
of Atarah which was used in the opening credits of Atarah’s 
Music Box on the BBC. Elsewhere in the house are hundreds 
of posters from the Atarah’s Band years, etchings, paintings, 
and sculptures, including the bronze maquette for a full-
size sculpture now in Solihull. The collection is an on-going 
passion and a special attraction to Atarah’s visitors and course 
participants from around the world.

ELISABETH HOBBS

Atarah Ben-Tovim MBE: 
Vice President of the BFS 

Clockwise from top left: 1. caricature of Atarah; 2. 17th C. flagon; 3. 
70th birthday mosaic table and 4. ‘Tamino’, tapestry, both by Jenny 
Weller; 5. bronze maquette.
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BFS AGM 2014
The 2014 BFS AGM was held during the Convention at 

1 pm on Saturday 23 August 2014 in the National Grid 
Room. Led by BFS Chairperson Carole Jenner-Timms, 

the meeting opened with the approval of the 2013 minutes. The 
same number of nominations as vacancies had been received 
and it was not therefore necessary to hold an election at the 
AGM. The new officers and council members were announced 
as follows:

•	 Malcolm Pollock would become Vice-Chairperson of 
the BFS council

•	 Nicola Thompson would continue as Membership 
Secretary

•	 Kate Cuzner would continue as Area Representative 
Coordinator

•	 Hugh Phillips would continue as Association of Flute 
Traders Representative

•	 Niall O’Riordan would continue as an elected member 
of the council

•	 Joss Campbell and Rachel Smith were welcomed as 
new council members

In addition, the council had invited Sam Christie and Emma 
Nibloe to join the council as coopted members.

The Council was pleased to announce Atarah Ben-Tovim as 
the new Vice-President of the Society for a term of two years, 
and recorded thanks to Sheena Gordon for all her work as Vice-
President in the preceding two years. Rachel Misson stepped 
down from the Council at the AGM; members thanked her 
most sincerely for all her hard work as Treasurer for nine years 
and then subsequently as Vice Chairperson for the past three 
years. 

Chairperson’s report
In her report, Carole Jenner-Timms thanked the Council 

for all their work and looked back at the Society’s achievements 
during the year. The BFS convention was, at the time, taking 
place at Warwick Arts Centre, University of Warwick (22-24 
August 2014). The theme was “Music with Friends,” and Carla 
Rees had planned an inspiring programme that was being 
enjoyed by all. The venue proved to be popular and it was 
hoped that the event would break even. Carole Jenner-Timms 
thanked Carla Rees and Anna Munks for all their hard work on 
the planning of the Convention over the past two years.

The BFS competitions were held on Wednesday 19 February 
2014, with nearly ninety competitors taking part. Prizes were 

presented by Pearl,  Wm S Haynes Flutes, Trevor James, All Flutes 
Plus, Top Wind, Just Flutes, June Emerson, Beaumont Music 
Ltd, Sir James Galway First Flute, Trinity College London, and 
Whole Musician London Flute Retreat. The Council thanked 
all companies that had given prizes for their generous support. 
Convention delegates enjoyed a recital performed by the 2013 
and 2014 BFS School Performer Class B prize winners, while 
the BFS Young Artist prize winners performed the following 
day. The next BFS competitions will be held on Wednesday 18 
February 2015 at the Regent Hall, Oxford Street, London.

Trevor Wye, Emily Beynon, and Andy Findon gave recitals 
as part of the BFS Premier Flautist Recital series held in 
association with the Royal Academy of Music. The Council 
thanked Karen Jones for organizing the series. The next recital 
in the series will be held at 5 pm on Sunday 5 October 2014 and 
will feature Aldo Baerten. 

Future plans
Future plans include the development of a professional 

development programme for music hubs and it is hoped that 
some hubs will take up the offer during the next academic 
year. In addition, following a meeting between members of the 
Council and representatives of Trinity College London, there 
are plans for the Society to become a centre for their Trinity’s 
Certificate of Music Educators (CME) qualification, possibly 
in collaboration with other woodwind associations to create a 
more generic woodwind centre. It is hoped that the new centre 
will open in September 2015. The next Young Stars event will be 
held at Wells Cathedral School on 2 November and will feature 
Ian Mullin as the headliner artist.  
 In her report, BFS Treasurer Catriona Crosby presented the 

2013 accounts and explained that although the Society’s deficit 
is falling year-on-year (to £3222 in 2013) further work is needed 
for it to be eliminated completely. The Society’s main sources 
of income are from membership subscriptions and advertising 
revenue, with subscriptions being the principal lifeblood of the 
organization. 

The Society’s main item of expenditure is the print and 
production of the magazine, although these costs have been 
significantly reduced thanks to the Editor, Elisabeth Hobbs, 
sourcing new printing and postage options. Costs associated 
with the website have also fallen and it is expected that ongoing 
costs will remain at around the 2013 level of expenditure, 
with possibly a small increase to develop the members’ area 
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and make the website more interactive and user-friendly. The 
Society always aims to break even on any events that it holds, 
and a profit of £1031 was achieved in 2013. In the meeting, it 
was noted that the Society’s journal, PAN, continues to be very 
popular with members and Elisabeth Hobbs was thanked for all 
her hard work on the journal.

While there is much to take heart from in the BFS figures, the 
Society needs to look for further savings to keep expenditure to 
a minimum. The Society’s main focus needs to be on increasing 
the membership, and in the meeting Catriona Crosby noted 
that all current members could help in this respect, either by 
becoming a regional representative (or assisting an existing 
representative) or by just spreading the word to other flute 
players they come into contact with. It remains the case that 
more can be done to increase member benefits, and all are 
invited to contact the Council with their ideas (secretary@bfs.
org.uk).

BFS membership secretary Nicola Thompson reported that 
membership had achieved a small increase on the previous year 
with 1257 current members. Membership appears to be stable 
but there are fewer members than there have been in the past. 
An automatic renewal system has been put in place to make it 
easier for current members to renew their subscriptions and it 
is hoped that this will help retain members.

BFS Legal Adviser Alastair Learmont confirmed that 
the charity is legally obliged to file a return and accounts to 
the Charity Commission and these had been submitted. In 
addition, he had dealt with any legal matters that had arisen 
during the year.

Kate Cuzner, Area Representative Coordinator, reported 
that there were more Area Representatives than ever and 
they were working hard to provide events for flute players in 
their local areas. Representatives often gave members of the 
Society discounted entry in return for publicity in Pan and 
she thanked them all for their hard work. She noted that more 
Area Representatives were needed around the UK, particularly 
in Cambridgeshire and Norfolk, and it was acknowledged that 
they had a vital role to play in promoting the Society.

Hugh Phillips reported that he had been in touch with 
members of the AFT during the year. He thanked all the Society’s 
friends within the trade for their enthusiasm and their support. 
Further thought was being given to ways that the Society could 
develop a closer collaboration with the trade in order to add 
further value both for ordinary members and for members 
of the Association of Flute Traders (corporate members). A 
strategic link with the Music Industries Association had been 
established and it was hoped that this would ultimately help to 
further the number of people playing the flute nationally. 

Members present at the AGM thanked the Council for all 
their work during the year. It was noted that most societies of 
a similar nature were experiencing similar issues with slowly 
declining membership and the BFS was not alone in that. The 
date of the next AGM will be announced in due course.

ANNA MUNKS
Secretary to the British Flute Society’s Council

Trade stands at the Convention

Vice Chair Atarah Ben-Tovim with Convention Director Carla Rees
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Events Diary
SEPTEMBER

12 Aurora Trio: Emma Halnan (flute), Joe Bronstein (viola), Heather Wrighton (harp). Windsor Parish Church. 1.10 pm.

12 Aquilae Duo: Lisa Nelson (flute) and Eleanor Turner (harp). Music by Alwyn, Ravi Shankar, Vaughan Williams, and   
 Deborah Henson-Conant. Rippon International Festival. Fewston Church, near Harrogate. 7.30 pm. Tickets £15, £10  
 (students), U16 free, from www.riponinternationalfestival.com.

13 Sally Quantrill (flute) and Lydia Bosworth (piano). Music by Handel, Caplet, and Geraedts. St George’s Church,   
 Beckenham. 11.00 am.

17 Emma Halnan (flute), Auriol Evans (cello), Daniel King Smith (piano). All Saints Parish Church, Hertford. 1.00 pm.

18 Continuum: Elizabeth Walker (baroque flute), Christopher Poffley (cello), Michael Overbury (harpsichord), with Florian  
 Deuter (violin), and Hannah French (flute). St Andrew’s Church, Fontmell Magna, Dorset, SP7 0NY. 7.30 pm. Tickets  
 from 01747 811734 or on the door.

19 Continuum: Elizabeth Walker (baroque flute), Christopher Poffley (cello), Michael Overbury (harpsichord), with Florian  
 Deuter (violin), and Hannah French (flute). Salvation Army Hall, Cobbald Road, Felixstowe. 7.30pm. Tickets from 07799  
 773077 or on the door.

23 Continuum: Elizabeth Walker (baroque flute), Christopher Poffley (cello), Michael Overbury (harpsichord), with Florian  
 Deuter (violin), and Hannah French (flute). Chichester Cathedral, West Sussex. 1.00 pm.

OCTOBER

2-5 La Côte Flute Festival, Geneva, Switzerland. Programme information and bookings www.flutefestival.ch.

5 BFS Premier Flautist Recital: Aldo Baerten (flute) and Stefan de Schepper (piano). Duke’s Hall, Royal Academy of Music,  
 London NW1 5HT, 5.00 pm. BFS members £10, non-members £15, students £5. Book online at www.ram.ac.uk.

11 Opal Flutes. Carnival attractions, and music by Phyllis Avidan Louke, Ricky Lombardo, Katherine Hoover, Jo Griffiths,  
 with new works by John Holland and Konstantinos Koutroumpis. Carnegie Library, Herne Hill Road, SE24 0AG. Herne  
 Hill Music Festival. 11.00 am–1.00 pm.

16 Workshop with Niall O’Riordan. Masterclass and Feldenkrais sessions. Near Stratford on Avon. 6.30–9.30pm. Tickets  
 £25, £20 (BFS members) from rachel_misson@btinternet.com.

18 Aquilae Duo: Lisa Nelson (flute) and Eleanor Turner (harp), with the Darwin Ensemble Chamber Orchestra. Mozart   
 Flute and Harp Concerto. Lichfield Cathedral. 7.30 pm.

19 rarescale: Carla Rees (flutes). Music by female composers. Tickets £12 from www.forgevenue.org.

24 Aquilae Duo: Lisa Nelson (flute) and Eleanor Turner (harp). Music by Alwyn, Ravi Shankar, Vaughan Williams, and   
 Deborah Henson-Conant. Two Moors Festival. 12.00–1.00 pm. Tickets £10 from www.thetwomoorsfestival.co.uk.

25 Opal Flutes. Carnival attractions, and music by Phyllis Avidan Louke, Ricky Lombardo, Katherine Hoover, Jo Griffiths,  
 with new works by John Holland and Konstantinos Koutroumpis. St Clement’s Church, Friern Road, SE22 0AY. 7.30– 
 9.30 pm.

NOVEMBER

2 Southwest Flute Day with Ian Mullin, Lisa Nelsen, Elizabeth Walker and Carole Jenner-Timms. Wells Cathedral School.  
 From 10am. www.academy.wellscathedralschool.org/events/south-west-flute-day-2014.
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NOVEMBER 

14 Emma Halnan (flute) with the London Mozart Players. Ibert Flute Concerto. Fairfield Hall, Croydon. 7.30 pm.

16 Hampshire Flute Day with Niall O’Riordan. Romsey. Concert at 7.00 pm. Details and booking at www.fluteday.co.uk.

16 Leicester Flute Day for players aged 18 and under with Elizabeth Rowan, Jo Williams and Philip Robinson (piano).   
 Secular Hall, Leicester 10.30–5.00pm. Deatils from Elizabeth Rowan 0116 251 4595.

16 Sally Quantrill (flute) and Lydia Bosworth (piano). Music by Handel, Richard Rodney Bennett, and Gaubert.   
 Hertford Music Club. Quaker Meeting House, Railway Street, Hertford. 3.00 pm.

22 rarescale: Carla Rees (flutes), Paul Goodey (oboe/cor anglais), Sarah Watts (clarinets). Sonic Coast Live Concert   
 Series. Tickets £5 from http://divacontemporary.org.uk/sonic-coast-live-concert-series-2014/.

23 Flutewise Club with Emma Halnan and Debbie Smith, for young flautists aged 8-18. Edgeworth House, 121 High   
 St, Arlesey, Bedfordshire, SG15 6SX. 2.00–4.30pm.

29 Emma Halnan (flute) with the Dulwich Symphony Orchestra. Nielsen Flute Concerto. All Saints Church, West   
 Dulwich. 7.45 pm.

30 Lisa Nelsen (flute), Julian Metzger (cello), Paul Turner (piano). Music by JS Bach, Alwyn, Weber, Martinů, Fauré,   
 and Rachmaninov. Two Moors Festival. www.thetwomoorsfestival.co.uk.

Events Diary



5 pm,  Sunday 5 October 2014
Duke’s Hall, Royal Academy of Music

Marylebone Road, London, NW1 5HT

BFS Premier Flautist Series
in association with the Royal Academy of Music

Aldo Baerten Flute
Stefan De Schepper Piano
J S Bach C minor suite
G Kurtág Hommage à J.S.B. (flute solo)
P Hindemith Sonata
G Kurtág Doloroso (flute solo)
R Groslot Suite for flute and piano
Cl Debussy Prélude à l’Après Midi d’un Faune, arr K.Lenski

One-hour recital, immediately followed by a question-and-answer session

www.bfs.org.uk
The British Flute Society is a registered charity: 326473

Ticket information
Members of the BFS £10
Non-members £15 
Students £5

Online booking (at any time): 

www.ram.ac.uk

or telephone the box office: 
020 7873 7300 
10am–12pm and 2–4pm 
weekdays during term time
from Monday 8 September

Aldo Baerten premier flautist ad for June 14 issue.indd   1 29/08/2014   14:31:37
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BFS Convention Warwick 2014

Music with Friends
RECITALS: a selection

Adam Walker with Richard Shaw
Adam’s recital was a delightful way to start this year’s flute 
convention, and although the first item is well-known and often 
played, Adam’s interpretation captured the vital spark of the 
melodious Poulenc Sonata. The first movement was particularly 
elegantly played, with a hauntingly sinuous style. Messiaen’s 
attractive Cinq Leçons de solfège à chanter gave an opportunity 
for further beautiful playing with many varied tone colours.

Demons, by Brett Dean, gave the flute a different kind of 
voice: Adam convincingly explored the drama of the piece 
with its extended techniques. In the final item, Borne’s Fantasie 
Brillante sur Carmen, we heard the full extent of Adam’s 
mellifluous tone. Altogether a stunning tour de force skilfully 
accompanied by Richard Shaw.

LIS LEWIS

Marina Piccinini with Tim Carey
Hailed by Gramophone as ‘the Heifetz of the flute’, Marina 
Piccinini gave a memorable performance of a recently 
published work by the Japanese composer Yuko Uebayashi and 
an arrangement of Richard Strauss’s Sonata Op.18. Tim Carey’s 
stylish accompanying also deserves praise.

Uebayashi’s Sonate for flute and piano (published by Leduc, 
2013) is a useful addition to the flautists’ catalogue: Marina’s 
performance was lingeringly beautiful. Her performance 
of the Strauss Sonata was of an arrangement for flute and 
piano: this was originally composed in 1887 for violin and 
piano. In this, Marina vividly portrayed a stormy world 
akin in spirit to his Till Eulenspiegel and Der Rosenkavalier.

LIS LEWIS

 
Andy Findon with Geoff Eales
Andy Findon and Geoff Eales’s recital created a real atmosphere, 
transporting the audience from an early start on a bright 
Sunday morning to a late night jazz club! Playing a variety of 
jazz inspired compositions by pianist Geoff Eales, the duo’s 
performance was thoroughly enjoyable.

A particular highlight for me was In my Pocket. Opening 
with a virtuosic rhythmic flurry, reminiscent for me of be-bop 
music, the music become mellower and more thoughtful in the 
middle section. An expansive piano cadenza fully demonstrated 
that this is very much a equal duo, with both instruments being 
used to their full virtuosic and expressive potential before a 
return to the quick and skittish character of the beginning. Elf 

Adam Walker

Marina Piccinini
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Dance was also especially interesting for me. This seemed to fuse 
elements of a variety of modern musical styles, minimalism, 
jazz, Latin music, into a bright and cheerful work.

Comprising nine of Geoff Eales’s pieces, the recital 
showcased soaring flute melodies, bluesy piano harmony, 
technical virtuosity, and skilled performance. Switching 
between moments of pensive introspection, fast technical 
passages, and everything in between, the performance by both 
players contributed to a fantastic recital.

LAURA BEARDSMORE

Ai Goldsmith and Gabriel Goñi-Dondi 
with Tim Carey 
This recital, entitled “Around the World: Music with Friends” 
was split into two equal sections, the first with Ai performing 
flute music from and inspired by Japan, and the second with 
Gabriel sharing a taste of Costa Rica with an enchanting piccolo 
programme, which contained a few surprises along the way.

Ai began with her own arrangement of Japanese airs. The 
seemingly simple opening gave way to a dark middle section 
where Ai painted a picture of Japan with delicate changes in 
tone colour. She followed this with Akatomob by Kosaku 
Yamada, a transcription of a classic Japanese melody which 
evokes the dance of a red dragon fly against the redness of a 
beautiful sunset. Edited by Rampal, this work in two short 
movements was a delightful addition to the programme, and 
led beautifully into Bozza’s interpretation of Japan with Cinq 
chansons sur des thèmes populaires Japonais. Ai transported us 
into a world of kimonos and cherry blossoms before surprising 
us with the fiery first movement of Otaka’s Concerto for Flute 
and Orchestra, which brought the first part of the recital to a 
dazzling climax.

Next we travelled to Costa Rica with Gabriel Goñi-Dondi, 
his piccolo, and his delightful tortoise-shaped ocarina. He 
began with a Bribri ritual poem that had inspired Eddie Mora 
Bermúdez to write ¿Quién Amanece? This began with solo 
piccolo, soft as if it was whispering gently in the forest as the 

creatures slowly wake up. Here Gabriel’s tone was quite magical; 
his playing could only have been more intimate if he had played 
from memory. A calling figure first heard in the piccolo line 
is passed to the piano before being taking up by the ocarina. 
The use of finger glissando and flutter tongue effects convey 
a heightening sense of awareness as the forest gets busier, 
culminating in wonderful shimmering trills in both piano and 
piccolo voices. We were honoured to hear the world premier 
of Divertimento for piccolo and piano by Benjamín Gutiérrez, 
which delighted the audience, before he ended with a tango 
by José Serebrier. An exciting and informative recital by two 
wonderful players who transported us to the far ends of the 
globe.

HELEN ELLA

Hallfríður Ólafsdóttir and Joel Tse with 
Jordi Torrent
Throughout this convention, I was honoured to hear world 
premiers of many wonderful new works. With the flute 
repertoire expanding at a fantastic rate, it is always exciting to 
discover new composers. Such was the case with the first item 
in this Icelandic-flavoured recital. Björg Brjánsdóttir composed 
her Reflections on Three Icelandic Folk Songs especially for the 
convention. At just 21 years old, she is at the beginning of 
what looks to be a very promising career. Painting a picture of 
Iceland in summer, where the sun never sets, her music was 
sustained and still, with ringing bell tones creating a hypnotic 
effect around a modal centre. Hallfríður and Joel blended the 
melodic lines beautifully, and in the sensitive chant sections, it 
was as if they were playing as one.

I especially enjoyed Hugi Guðmundsson’s Lux 2 for solo 
flute and electric sounds, played by Hallfríður. Originally for 
solo flute and an ensemble of 12 flutes (and 4 bottles!), this was 
rearranged by the composer for the convention. At first it was 
hard to distinguish between the sounds that were recorded and 
the sounds that were live. Playing at first in unison, the voices 
split, mimicking and answering each other before the electronic 
sounds become more and more distorted, the figures turning in 
on themselves in an almost grotesque manner. In contrast, Lee 
Heritage’s All the fine things for two flutes and piano was less 
conflicted in its message. Simple melodies from Iceland were 
presented in a Coplandesque way, evoking as sense of calm and 
space.

Always fun to end with a music joke: the players once more 
took to the stage for a spot of orchestral flute-fighting with a 
world premier of Whose line is it anyway? by Rúnarsdóttir. The 
audience laughed as the musicians fought it out to be principal 
flute, stealing the spotlight from one another as we had a whistle 
stop tour through some of our favourite orchestral solos. This 
little gem could only work with musicians who know each other 
well, and who obviously enjoy playing together, as we saw here. 
Another joyous example of “Music with Friends.”

HELEN ELLA

Andy Findon
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Atarah and Friends
A highlight of the convention, this performance observed the 
convention theme of “Music with Friends.” Atarah and friends 
performed well-known and not-so-well-known repertoire 
using the flute with narrator. It was wonderful to see Atarah 
on stage again, similar in spirit to the performances of Atarah’s 
Band. Coincidentally, she gave performances at the Warwick 
Arts Centre that had inspired some of the performers to play 
the flute – most notably Carla Rees who was taking part in 
this very concert. Rumbustious and full of joie de vivre, these 
dramatic renditions were an inspiration.

Que dit Le Merle? (What does the Blackbird say?) is one of 
Henri Gagnebin’s more advanced studies from his Vingt-trois 
pièces récréatives et progressives. For narrator and descriptive 
flute obligato, this was a colourful and evocative performance 
given by Atarah and Sandra Howard (flute). As indicated in 
the printed music by Gagnebin, this performance was ‘avec 
une certaine liberté’! Wolfgang Hildemann’s Pompeianis ubique 
salutem for narrator and alto flute (Carla Rees) was a dramatic 
and musical performance. 

A performance of several movements of William Walton’s 
Façade gave an opportunity to hear Mel Orriss’s excellent 
arrangements for Wonderful Winds, wonderfully performed 
by Festive Flutes. Atarah recited this using a twenty-first-
century microphone rather than Edith Sitwell’s megaphone: 
this ‘entertainment’ brought the house down and should be 
performed again at another convention.

LIS LEWIS

William Bennett, Michie Bennett and Trevor 
Wye with Tim Carey
The friendship and careers of the two flute legends, Trevor Wye 
and William Bennett, truly exemplify the theme of this year’s 
BFS convention. 

As our formidable tour guide, Michie, led the audience 
through a witty and beautifully coordinated recital that traced 

the journey that brought Trevor and Wibb together sixty years 
ago. Interspersed with classics performed by the two flute icons 
with Tim Carey, the recital presented the history and friendship 
of the two men as well as the development of English flute 
playing. Even after all these years, both Trevor and Wibb remain 
relentless in their mission to improve this noble and dignified 
instrument. Their spirit, enthusiasm, and engaging character 
are an inspiration to flautists both young and old.

Although musicians worldwide are familiar with the 
recordings and teachings of these two flautists, it is rare to 
glimpse the men behind the music. Complemented by Tim’s 
delightful playing, Trevor and Wibb’s effortless performance 
and clever sense of humour sparkled through, and together 
they deliver a convincing argument that most compositions do 
indeed sound much better when performed by two flutes and 
piano!

SAMANTHA CHANG

Ian Mullin with Richard Shaw
Ian Mullin’s recital of major works for flute provided the chance 
to enjoy some of the flute repertoire’s cornerstone pieces, an 
increasingly rare treat for flute recital audiences. Beginning 
with CPE Bach’s “Hamburger” Sonata, Ian’s sound was well-
projected from the outset, with a stylishly sinuous tone over 
scalic passages, nimble-fingered trills, and playful articulation, 

The inimitable Atarah

Michie, Trevor, Tim and Wibb
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conveying, as the music demanded, elegance, occasional 
reticence and, for the second movement’s Rondo theme, 
renewed vigour. The first movement of Copland’s Duo came 
next, with twinkling piano accompaniment from Richard Shaw 
supporting Ian’s seamless transition of mood and colour, with 
exquisite tonal tenderness in the third register. In the second 
movement from Reinecke’s Concerto in D, Ian portrayed the 
brooding intensity and expressive angst of the work with a new 
palette of rich tonal colours not yet heard; having established 
the Romantic style, Schubert’s Variations on “Trockne Blumen” 
allowed both performers to express a broad range of emotions. 
A solo encore of Bach’s Sarabande for violin from solo Partita 
no. 2 was a delightful introspective final offering, further 
demonstrating the breadth of Ian’s expressive proficiency.

ZOË BOOTH

Nicole Esposito with Tim Carey
Nicole Esposito created an interesting link between the works 
in her recital programme, choosing to highlight the parallel 
lives of three composers, Grovlez, Bridge, and Gaubert, each 
born in the same year. Gabriel Grovlez’s Romance and Scherzo 
demonstrated Nicole’s flexibility and richness of tone in the 
expressive opening section, and playful scampering articulation 
in the Scherzo. Four works originally for violin were heard next, 
in Frank Bridge’s Four Short Pieces. In the opening “Meditation,” 
Nicole sailed through achingly long, high phrases, blossoming 
with sweetness, moving to a hazier colour which highlighted 
the laid-back lower melodies. The following movements, 
“Spring Song,” “Country Dance,” and “Lullaby,” were more 
retrospective in style for Bridge, reminiscent of earlier English 
works such as Elgar’s folk-arrangements; the final “Lullaby” 
was delivered warmly, with a sumptuously-sung duet between 
the flute and treble line in the piano. Gaubert’s Sonatine quasi 
Fantasia completed Nicole’s programme, with an instinctive 
accompaniment from Tim Carey as the partnership blended 
the shifting-sand of Gaubert’s characteristic tempo and stylistic 
changes. Nicole took opportunities as they arose to demonstrate 

her communication, nimble articulations and impassioned 
playing.

ZOË BOOTH

Qiao Zhang with Jordi Torrent
Qiao Zhang’s Sunday lunchtime recital showcased a variety 
of contemporary repertoire that had been inspired by other 
music. Zhang, alongside her accompanist, Jordi Torrent, guided 
the audience through an interesting programme from David 
Duzabay’s Footprints, which uses quotations from well-known 
contemporary flute repertoire, to pieces based on traditional 
Chinese, Brazilian, and even medieval music. The variety 
in repertoire showcased great versatility in Zhang’s playing, 
with many different impressive techniques and playing styles. 
Playing in a large theatre, her sound completely filled the space 
and every piece was played with great energy, expression, and 
commitment to the music. It was such a shame that there was 
not a bigger audience to hear such an exciting recital, but I look 
forward to hearing more from Qiao Zhang in the future.

EMMA NIBLOE

Quintessenz
As Quintessenz walked on stage dressed in white, the 
atmosphere was set for a magical recital. My first thought was, 
‘let’s hope they sound as good as they look’ and once I was 
acclimatised to their stage positioning, they did not disappoint. 
The arrangements we were presented with were brave, 
sophisticated and highly intelligent, particularly Hinze’s 
arrangement of Strauss’s Till Eulenspiegels lustige Streiche. They 
were all played with skill and musicianship. Hinze’s arrangement 
of L’après-midi introduced me to a new sound in flute ensemble 
playing, that of the ‘the buzz headjoint‘. It was originally 
designed to replicate the sound of the Chinese bamboo flute 
and provided a very effective new timbre to the piece. We were 
also treated to the European premiere of Spells by Ian Clarke, a 
piece commissioned by Quintessenz, which gave us everything 
we have come to expect from Clarke. Bravo sir! 

Nicole Esposito

Quintessenz
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The finale of the whole concert was a highly amusing and 
fabulously entertaining piece called Venezianisher Karneval: 
New Variations on an Old Song. The piece was written by 
Dietrich Sprenger, the father of Quintessenz member Christian, 
as a reflection of the practice heard by Christian’s father over the 
years. It was extremely clever, interweaving excerpts of pieces, 
exercises, and methods most of the flautists in the audience will 
have recognised, and served as the perfect end to their recital.

JOCELYN CAMPBELL

Tempest
The Tempest Flute Trio (Holly Melia, Helen Wilson, Sarah 
Bennett) created an electric atmosphere with their polished 
and thoroughly entertaining performance on Friday afternoon, 
amiably introduced by the players. Having assembled an array 
of flutes on stage – each performer switching smoothly between 
alto, piccolo and flute – they began with an arrangement of 
Duke Ellington’s Caravan, which was delivered directly from 
the front of the stage, the sweet blend of sounds, highly complex 
rhythms, and vocal percussion allowing each musician to 
showcase their talents. The trio then treated us to a stylish and 
communicative performance of the final movements of Bach’s 
G minor sonata, followed by their tribute to the great jazz player 
Yusef Lateef, commissioned by the group from Andy Scott. The 
three clearly enjoyed themselves as they created a soundscape 
of effects, positioning themselves for  live ‘stereo’ staging, and 
gradually building up to the energetic finale. The Tempests 
began their fourth piece, Melanie Orriss’s arrangement of Bizet’s 
Gypsies Chorus, at a sedate speed, heavy with anticipation for 
the virtuosic acceleration to come. “There’s Something about 

Maggie,” group-member Helen’s own arrangement of the Irish 
Reel Drowsy Maggie, was played as the Tempest Trio’s finale, 
sealing the group’s reputation as the audience showed their 
appreciation.

ZOË BOOTH

Trio Piace
It was lovely to witness Trio Piace’s unity – the eye contact, the 
body language, their clear awareness of what each partner was 
saying in each moment made for a wonderful aural and visual 
experience. Their abilities as collaborators matched the style 
of the repertoire chosen, especially British composer William 
Alwyn’s Trio. Alwyn’s colourful piece flowed effortlessly 
between ethereal, floating moments, and rich, passionate 
harmonies. Evenly composed for each instrument, Lisa Nelsen 
(flute), Julian Metzger (cello), and Richard Black (piano) each 
brought their own touch to the piece as the lines crossed over 
and led to each other. The second movement was especially 
united as all performers became more and more passionate and 
communicative with each other and their audience. The Kuhlau 
arrangement was a refreshing change from the original: crisp 
and fun, the new colour adding to a familiar piece made for a 
fresh perspective on the relationship between the parts. I only 
wish the concert had been longer.

MEG GRIFFITH

Amy Morris, Francesca Arnone and Meg 
Griffith with Richard Shaw
The theme of friendship from near and far could be clearly seen 
in the recital Music with Friends with American flautists Amy 
Morris, Francesca Arnone, and Meg Griffith. 

Morris’s wonderful solo performance took the listeners on 
a journey of daydreams and memories through the works of 
Jung, Arnold, and Maresz. The ephemeral transition between 

Tempest

Trio Piace

Convention



September 2014 23

the dream world and reality was encapsulated by Morris’s 
delivery, which left the audience wanting for more. From Jung’s 
Traumtänze (Dream Dance) to Arnold’s Fantasy, and Maresz’ 
Circumambulation, Morris enveloped the room with her gentle 
sound, interjected by moments of vivacity.

Arnone and Shaw took the listeners from the journey of 
the mind to the journey of the body with the UK premiere of 
Scott McAllister’s work To the Pines. An amalgamation of the 
Nirvana cover of Where Did You Sleep Last Night, an American 
folksong from the 1870s also known as In the Pines, and other 
jazz and blues influences, To the Pines is a powerful work that 
features haunting melodies coupled with spurts of energy and 
rhythmic sections. There are moments in this moving work that 
adopt the grandeur and majesty of Respighi’s Pines of Rome, 
and Arnone amazed the audience with her dazzling command 
of her instrument, especially through the technical passage 
featuring a series of high Es. 

Griffith and Shaw concluded the recital with a marvellous 
performance of Gordeli’s Concerto for Flute in D Major Op. 8. 
Although a difficult composition, Griffith’s sensitive treatment 
of the work, along with Shaw’s thoughtful playing, took the 
audience on a journey of the soul, rousing and coaxing the 
listener while tempting fellow flautists to adopt this wonderful 
concerto into their own repertory.

Music with Friends was one of the many recitals at the 
convention that displayed hands-free page turning through the 
use of an AirTurn foot pedal. Morris and Arnone demonstrated 
the usefulness of this gadget designed for the 21st-century 
musicians in their performances, and together with Meg Griffith 
and pianist Richard Shaw, they presented a delightful afternoon 
recital that provided the audience with many moments of 
reflection, amazement, and revelation.

SAMANTHA CHANG

Christopher Lee with Richard Shaw
One of the highlights of this year’s BFS convention for me 
was Christopher Lee’s recital with pianist Richard Shaw, titled 
Reflection.

The audience was instantly captivated by Lee and Shaw’s 
performance when they began Tristeza, a hauntingly beautiful 
composition that portrays the aging aunt of composer 
Christopher Caliendo sitting before a hand held mirror. After 
playing the first theme, Lee talked about the piece while Shaw 
continued to play the underlying tango line, and the listeners 
were transported into a world of reflection and contemplation. 
As Lee reminded us, although the word tristeza may refer to 
sadness, there is an undeniable feeling of love within this moving 
work, expressed through the use of Lee’s gorgeous low registers 
and exquisite, subtle colour changes. During the climax, Lee 
suddenly stomped his foot and ended the composition with 
a knock on the piano soundboard, creating a dramatic and 
charming effect. 

Lee and Shaw’s delivery of Glick’s Sonata for Flute and Piano 
was equally delicate and poignant. Based on the traditional 
Hebraic change for the Jewish New Year, the two-movement 
work was uplifting in spirit, with Lee’s elegant colour sparkling 
through. Even though both the Caliendo and Glick were 
superbly performed, it was the execution of Pärt’s Spiegel im 
spiegel (Mirror mirror) that truly set Christopher Lee apart.

Shaw began Spiegel im spiegel while Lee sat facing him 
in a chair, creating an acutely intimate atmosphere between 
the flutist and pianist. As the composition progressed, Lee 
demonstrated his control of the flute through his evocative long 
notes, and within minutes the entire room began to breathe as 
one with him and Shaw. Lee’s driving and stirring long tones, 
set within growing dynamics and sprinkled with a tender 
vibrato, created a profound effect on the listeners, and soon 
people began to cry and quietly sob. 

As a performer myself, I have always been taught that if 
I can move one person in the room, then the performance is 
considered a success. Christopher Lee and Richard Shaw have 
gone above and beyond by moving the entire audience. It was 
a truly heartfelt recital and I find my life richer and better 
for having borne witness to this touching event. Thank you 
to Christopher Lee and Richard Shaw for sharing a part of 
yourselves with the rest of us.

SAMANTHA CHANG

Recitals
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School Performers winners 2013/2014
This was a concert showcasing two young girls whose 
commitment to their flute playing is remarkable. Such is our 
expectation of young flautists today that it would be easy not to 
mention their highly accomplished command of technique. But 
this can only be achieved with a dedication and perseverance 
that comes from many, many hours of work and sacrifice 
through the hard and diverse years of school life. These two 
young ladies demonstrated exactly what it is not only to be 
technically proficient but to use this to achieve that ultimate 
goal of music: to communicate with the audience gathered 
before them. They innately understood that success lies in 
giving freely of yourself to the music and therefore to those with 
whom you share that music.

Jagoda Krzeminska (class winner 2013) in her performance 
of Paul Taffanel’s Grande Fantasie sur Mignon revealed a fire 
and passion in her opening phrase that was undiminished 
throughout her performance. Her control of tone and ability 
to produce a wide palette of colour was sublime. Each musical 
idea was perfectly delivered. This was a performance of great 
assurance and charisma in which stage presence and a coherence 
of musical thought with her pianist added to a consummate 
recital that belies Jagoda’s young age.

Hannah Foster, class winner of 2014, performed Bozza’s 
Image and the Doppler Fantaisie Pastorale Hongroise. Hannah 
is a performer with remarkable communication. She invited 
us to come on her journey through this music with beguiling 
charm. Again, the technical assurance was such that this open 
and gregarious musician was able to focus on ensuring that 
her audience had received not only an insight into the musical 
intent of Bozza and Doppler but an insight into Hannah herself. 
By the end of this performance I felt that I knew a little of a 
warm-hearted, engaging young girl who was on the stage before 
me, without ever having spoken to her.

MYRA BAKER

Young Artist winners 2013/2014
These two young artists showcased some quite extraordinary 
young talent. Their recitals sat in easy company with those 
offered by international artists performing during the 
convention. Their music making had a fresh, vibrant excitement 
that may possibly be the preserve of the young, still discovering 
quite how much power their chosen art form can wield over 
others. This was deeply impressive music-making.

Luke O’Toole (2014 winner) began his recital with a 
beautifully atmospheric transcription by Carla Rees, for the alto 
flute, of Bach’s Sarabande from the Cello Suite No. 2. Stillness 
and calm radiated from this incredibly poised performer and 
the musky tone he drew from the alto flute. Dohnanyi’s Aria 
gave the audience a first glimpse of the sweet, rich sound, like 
intense caramel, that rates highly amongst Luke’s many assets 
as a flautist. This buttery tone underpins everything that he 
plays. In Aria it drew us into the world of Dohnanyi’s chromatic 
and expressive harmony, delivering perfectly the sentimental 
qualities of this beautiful piece. The majesty and technical 
brilliance of Saint-Saëns’ Introduction and Rondo Capriccioso 
saw quite breath-taking gymnastic displays of fingering and 
tonguing, but it was the use of this fabulous sound in its various 
manifestations of colour that ensured we followed every nuance 
of this magnificent performance, utterly captivated, until the 
closing notes.

Kate Bateman (2013 winner) began her recital with the 
slippered feet heard in the gentle, opening notes of Faure’s Pièce. 
Kate creates a tone like a shaft of light, full of silvery brilliance 
and radiance. Pièce was a perfect start to taunt with, gradually 
turning on the light so that the full intensity could be revealed 
in the virtuosic Caprice en Forme de Valse by Bonneau. This 
work, originally for saxophone, suited Kate perfectly, showing 
a dexterity that was bewitching. It was, however, in Frank 
Martin’s Ballade that Kate lit up the theatre with her energy 
and passion and delivered a compelling performance of this 
restless and exciting work.  Kate’s tone was here a searchlight, 
falling on each note, discovering its meaning and delivering a 
highly charged performance in perfect musical unity with the 
marvellous Richard Shaw.

MYRA BAKER

L to R: Jagoda Krzeminska, Kate Bateman, Hannah Foster



September 2014 25

Recitals

Low flutes

Low flutes showcase
The low flutes recital by Marion Garver Fredrickson, Carla 
Rees, Lisa Nelsen, and Linda Chatterton showcased the soloistic 
potential of the lower members of the flute family. Marion 
Garver Fredrickson opened the recital  with Severely Normal 
for contrabass flute and electronics, a piece which began life as 
recordings of Marion improvising on flute, alto flute, bass flute, 
and contrabass, which were then arranged by the composer 
to complete the backing track over which Marion improvised 
in the live performance. The music had a melancholy quality 
throughout, with tone of the contrabass blended beautifully 
with the sounds of higher flutes on the recording.

An alto flute duet, Attitudes, performed by Carla Rees and 
Lisa Nelsen provided a real contrast; the composer Jon Jeffrey 
Grier had taken inspiration from his two teenage daughters for 
the three short movements. The first and third movements in 
particular were energetic, with contrapuntal lines interwoven 
seamlessly together by the two performers.

The UK premier of Breathless by Karen Gourlay consisted 
of four movements, exploring the sound world of the low flute 
ensemble, and blending the tones of the alto, bass and contrabass 
flutes together in ensemble moments whilst still allowing solo 
melodies from each instrument to emerge from the texture.

There was a really strong sense of the theme of the 
convention, ‘Music with Friends’, in this recital, with a convivial 
atmosphere amongst the performers only adding to what was a 
thoroughly enjoyable performance.

LAURA BEARDSMORE
Christian Le Délézir
Christian Le Délézir treated us to a fascinating recital of his 
own compositions and improvisations for alto flute. The 
recital opened with Argali, which introduced the audience to 
Le Délézir’s complex, challenging, and highly evocative music. 
L’Albatross, for quarter-tone alto flute, was transcribed from Le 
Délézir’s own improvisations and showcased his command of 
the instrument. His tone over the range of the alto flute was rich 
and expressive, his glissandi haunting, and the freedom and 
virtuosity with which he played conjured images of the titular 
albatross. Drenek, which Le Délézir dedicated to fish, consisted 
of a suite of movements, several of which incorporated 
improvisation. Once again the imagery was apt: Le Délézir’s 
playing was as lithe and athletic as any fish. He explored a wide 
array of timbres on the alto flute, at times making use of extended 
techniques like multiphonics and singing and playing. The 
exotic harmonic material and the sometimes-frantic direction 
changes gave Drenek a distinctly fish-like, aquatic feel. Based 
on a Celtic melody, Epave was beautiful and delicate, providing 
a peaceful and reflective contrast to the intensity of Drenek. As 
an encore, Le Délézir swapped his alto flute for a standard flute, 
playing a free and virtuosic improvisation.

ANGUS MCPHERSON

Christian le Délézir
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There has been an upsurge of interest in the piccolo as 
a solo instrument during the past few years. Piccolo 
festivals, recitals, masterclasses, and symposiums have 

sprung up all over the world, while composers and instrument 
makers have responded with new and exciting creations that 
explore and exploit the possibilities of tone and technique. We 
saw an excellent representation of this new interest at the BFS 
convention this year with no less than six solo piccolo players – 
something unheard of in my young days.

Christine Beard’s collaboration with the composer Matt 
Smith is well known and she performed his Sonata no. 3 To 
the Nth degree with the composer present in the audience. The 
outer movements require fast energetic playing with plenty 
of high notes and flutter tonguing that she managed with 
confident aplomb while the long lines of the second movement 
drew a warm lyricism from her. Milica Milojevic-Bogdanov 
received a very warm ovation when she demonstrated her 
rapidly increasing skills in the Concerto for Piccolo by Avner 
Dorman. This work has a particularly effective second 
movement that she performed with great artistry. Horacio 
Massone is a well-known and assured artist with a big sound 
who performed the popular Concerto for Piccolo by Lowell 
Liebermann to the delight of the audience. He was at his best 
in the third movement, which requires the player to be in the 
upper register for much of the time and where Horacio showed 
himself to be entirely confident and in control. All three players 
came together with Carla Rees for a performance of her student 
work Quatrain II. The ever stylish and reliable Tim Carey was 
an excellent accompanist who brought out the Beethoven and 

Piccolo Mozart quotes with amusing clarity in the final movement of 
the Liebermann Concerto.

Many of the new works written for piccolo have a similar 
style, hinging upon the instrument’s ability to be brilliant and 
husky by turn. So it was interesting and refreshing to hear the 
pieces performed by Gabriel Goni-Dondi in a programme that 
included the unusual ¿Quien Amanece? by E.M. Bermudez as 
well as the first performance of Divertimento for Piccolo and 
Piano by B. Gutierrez.

I found the most musically interesting programme to be 
the “Recital of Flemish Music” given by Peter Verhoyen, who 
performed four pieces by his fellow countrymen and left me 
reflecting upon the fact that I know little of Flemish music 
after the Renaissance, when it was such a powerful influence 
upon the development of Western music. Peter fully engaged 
the audience both with his introductions to the pieces and 
with his charmingly understated skill and superbly controlled 
dynamics. I enjoyed especially Le Tombeau de Ravel by 
Piet Swerts, to which Peter gave an amusing and illustrated 
introduction with the use of a bird cage and two singing soft 
toys, before performing the sonata in a wonderfully balanced 
ensemble with Tim Carey. Peter invited us to cover our ears 
during the third movement but there was no need to do so as 
he romped through this most entertaining movement and its 
complex rhythms. The next morning, Peter Verhoyen let us 
into the secrets of his technique at his masterclass, which was 
very well attended. Insightful and entertaining, his comments 
were detailed and thorough, demonstrating his own complete 
understanding and mastery of the piccolo. He focused on 
how to communicate the music to the audience with stance, 
projection, and suitable clear articulation. ‘The piccolo is an 
expressive instrument,’ he said, whilst advocating the use of a 

Piccolo ensmble in the closing concert
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Lecture recitals

Jessica Quiñones on Piazzolla
A fresh approach to the interpretation and performance of 
Astor Piazzolla’s Six Tango-Etudes 
This was an authoritative and informative dissection of tango 
performance practice, with the focus entirely on Piazzolla’s six 
études, written near the end of his life in 1987 with a view to 
promoting his version of the tango abroad. Dr Quiñones gave 
a fascinating exposé of the way early exponents of the tango, 
such as the singer Carlos Gardel, whose music Piazzolla heard 
as a young boy, would have interpreted this extraordinary 
genre. The theme, very akin to early music interpretation, was 

that detailed knowledge is essential rather than detrimental 
to creativity. We became aware of the ‘sulk’, the use of rubato 
and dragging out of phrases, changing rhythms to express 
anxiety and stress, and the use of a plethora of ornaments. With 
persuasive demonstrations of each etude Dr Quiñones gave a 
graphic depiction of the freedom we can bring to this music, 
despite Piazzolla’s apparently detailed markings. As tango 
music did not usually involve percussion, this has somehow 
to be taken over by the flautist, with strongly articulated 
syncopations and almost ‘lost’ unaccented notes. The concept 
of ‘la mugre’ (dirt, grit, grime) to reflect the harshness of life 
in Buenos Aires brought this music to life, and to me makes 
playing tango so refreshing after the ‘purity’ required in so 
much other flute music!

CHRISTOPHER BRITTON

Samantha Chang on Briccialdi in England 
with Niall O’Riordan and Anne Marshall  (piano)
Briccialdi is known today mainly for his virtuosic compositions, 
especially the Carnival of Venice variations. When I first 
encountered this piece at the back of the album The Magic Flute 
of James Galway I remember thinking how useful the B flat 
thumb key was given all the fast F major runs, little suspecting 
that the composer had actually invented it! The focus of this 
hugely entertaining lecture was Briccialdi’s arrival as a virtuoso 
flautist in England in 1848, following in the footsteps of Weber, 
Paganini, Liszt, and Chopin. Samantha Chang gave a lively, 
illustrated portrayal of the kind of concerts that were popular at 
the time: often at a palatial private house after a full-length opera 
performance. An interesting revelation was that Briccialdi was 
one of the first exponents of Boehm’s 1847 flute, which it was 
rumoured he learned in two weeks after meeting Boehm. The 
question of whether technical progress in instruments brings 
about any change in compositional practice was addressed, but 
it was pointed out that the florid and very demanding music 
of composers like Briccialdi preceded the invention of Boehm’s 
flute. The lecture began in suitably colourful fashion with Niall 
O’Riordan and Anne Marshall appearing in full Victorian 
costume to give dazzling performances of the introduction 
to Carnival of Venice, and paraphrases of Verdi’s Macbeth 
and Il Trovatore. The flute-playing was tonally ravishing and 
technically flawless. There were nice humorous touches: a sepia 
photo of Mr O’Riordan in period costume was slyly substituted 
for one of a young Briccialdi. This fascinating glimpse into a past 
age prompted a big question: why did such a brilliant invention 
like the Boehm flute not inspire greater compositions in this 
period from the leading composers when there were clearly 
great players around? Why is there such a musical lacuna for 
flautists between Schubert’s great variations on Trockne Blumen 
and the French Romantics at the end of the century?

CHRISTOPHER BRITTON

little vibrato, but not too much or it will ‘sound like a bird with 
an elephant’s vibrato.’ He demonstrated how octaves sound out 
of tune if you ‘stay with an unhappy face on the upper note,’ 
helped us rehearse the ‘cat scaring’ exercise which he uses a lot 
with his students of piccolo in Antwerp, and showed us how 
the little finger could be used as a ‘pinky colouring tool’. And 
his tip for being a successful piccolo player: ‘work on being 
professionally happy!’

Unfortunate scheduling of the recital by Jean-Louis 
Beaumadier meant that many conventionites missed a 
real treat. Jean-Louis and his pianist Jordi Torrent are an 
accomplished and polished duo who achieve a delightfully 
happy and convivial atmosphere that never fails to bring a smile 
to the faces of the audience. On this occasion they presented a 
demanding and varied programme of three salon pieces, well 
contrasted with three modern pieces. Of the modern pieces I 
already knew the excellent Sonata by Levente Gyöngyösy from 
Jean-Louis’ CD (reviewed in PAN, March 2014) and found it to 
be even more enjoyable in this live performance.

Beaumadier was joined on the stage by Carla Rees (alto 
flute) for the world premiere of Midnight with Pan, composed 
by Véronique Poltz, which was very atmospheric, especially in 
the third movement. Ornamento by Luis de Pablo was effective 
but required an extra music stand and seemed to be a pianist’s 
page-turner’s nightmare. In the Salon pieces, Jean-Louis dashed 
off thousands of notes with enormous dexterity and apparently 
effortless skill.

So it was all very enjoyable, but if I have one grumble it is 
this: with such an amount of time being devoted to the piccolo 
at this convention, it seems a surprising omission that none 
of the six invited piccolo players were British performers and 
that so few British composers were represented - it would have 
been a nice touch, for instance, to have heard Sir Peter Maxwell 
Davies’ excellent Piccolo Concerto performed so close to his 
80th birthday.

 ROZ TRÜBGER
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Baroque around the clock: Early Music Day
Making Baroque Flutes with Boaz Berney
CPE Bach recital by Rachel Brown and James Johnstone  
Workshop on the ornamentation and cadenzas of CPE Bach 
with Rachel Brown  
JS Bach recital by Elizabeth Walker and Michael Overbury

The trade stands at BFS Conventions should offer 
something like the ‘time-turner’ that Hermione Granger 
uses in Harry Potter to attend all her classes at Hogwarts, 

some of which are simultaneous! The agonising choice of which 
event to attend when you have as many as four at a time on offer 
was luckily not a problem for early music buffs on Saturday due 
to them being spread considerately throughout the day. 

First, Boaz Berney gave a full and wide-ranging account of 
his work as a maker of historical flutes from the Renaissance 
to the 19th century. With the use of PowerPoint he took us 
through the stages of choosing which instruments to copy – not 
always successful here, as his story of inadvertently producing a 
piccolo in E flat testified (now affixed to the wall of his workshop 
as a warning!). The inspired guesswork required has to be based 
on experience, as some of the instruments are unplayable, or 
not allowed to be played. The next task is to measure every 
dimension, including the bore, which is difficult owing to the 
wood warping over time, in which case an average is taken. 
Next comes preparation of the wood (usually boxwood), which 
can take 3–7 years to season! The drilling is to be done in stages, 
after which the finished article needs a weeklong oil bath. For 
post-Renaissance flutes keys need to be fashioned, then finger 
holes drilled. For the embouchure hole, a mould is taken from 
the original flute. Finally come the voicing and tuning of the 
instrument. Surprisingly enough, a Baroque flute can be made 
in a day (after seasoning of the wood of course), though a 
Romantic flute with more keys can take 3-4 weeks. All of which 
made one appreciate the considerable skills and workmanship 
involved in reproducing early flutes.

Rachel Brown’s recital was entirely devoted to CPE Bach, 
the second and greatest son of Johann Sebastian, in celebration 
of the 300th anniversary of his birth. Surely one of the 
composers with the greatest understanding of the flute, Carl 
Philipp Emmanuel was here represented by four quite different 
sonatas: the highly complex and expressive A minor Wq 128, 
in the standard Berlin three-movement format with the slow 
movement first; the sonata in B flat with obligato harpsichord; 
the solo sonata in A minor; and the two-movement Sonata in 
G Wq 133 (Hamburg Sonata rather than Hamburger please, 
unless McDonalds is sponsoring the concert or it is being 
performed in Germany), which received its second airing in the 
Convention. From the start Rachel played with her usual grace, 

immaculate phrasing and the expressive tone that first made me 
appreciate the subtleties of the Baroque flute. James Johnstone 
accompanied highly attentively throughout, coming to the fore 
in the obligato B flat sonata, where he had the difficult task of 
matching the flute phrasing on an instrument that can so easily 
sound mechanical. Some of the original exponents of early 
music could be off-puttingly dogmatic about performance 
practice, but fortunately Baroque specialists today are ready to 
admit that their interpretations are still evolving. Such was the 
case in Rachel Brown’s introduction to the A minor solo sonata. 
Based on the composer’s own elaborate ornamentation of 
some simple keyboard pieces, she repeated the 2nd movement 
with some daring embellishments, even inverting the opening 
arpeggio: a good example of historical knowledge allowing 
you to be more confidently creative in your interpretation. 
There were wonderful cadenzas throughout – even venturing 
to top A on one occasion. The first movement of the G major 
sonata was delicate and expressive without losing the forward 
momentum suggested by the allegretto marking. While I would 
have preferred a slightly more scintillating tempo in the presto 
2nd movement, there was plenty of virtuosity to enjoy.

In her workshop Rachel Brown again focused on CPE 
Bach, particular with regard to creating effective cadenzas and 
ornamentation. Like all good masterclass teachers she opened 

Boaz Berney with the Modena Consort



September 2014 29

Early Music

out the session to the audience from the start, inviting questions 
along the way. With her three students (two on Baroque flutes, 
one on a modern one) she emphasised the need to be aware of 
the bass line and harmony, and indeed played the former on 
the flute against the solo part. The volatile nature of the music, 
with constant change of ‘affect’ was pointed out, while students 
were encouraged to show this in their playing. The idea of 
‘deconstruction’ was put forward to make the music clearer, 
i.e. simplifying the melody and dispensing with any written 
embellishment (I find this works well with the 1st movement 
of JS Bach’s E major sonata). There was detailed explanation of 
CPE Bach’s use of trills, with careful shading needed to correct 
tuning in for example E–F sharp trills. The overall shape of 
cadenzas, discriminating between German and Italian styles, 
was covered, as well as how to end them elegantly. This was 
an excellent session: we were given much to think about, and 
the students were given genuinely supportive encouragement. 
I particularly liked Ms Brown’s comment that it was better for 
her if students made plenty of mistakes as she then had more 
to say! We have certainly come a long way from the old-style 
draconian gurus who, if they liked your playing, would let you 
live.

The second Baroque flute recital of the day was given 
by Elizabeth Walker, accompanied by Michael Overbury, 
performing JS Bach’s two ‘authentic’ obligato sonatas in B minor 
and A major. The B minor sonata started with a powerful, clear 
flute tone that was appropriate for the declamatory style of the 
opening, with the tempo (as throughout the concert) being 
well-chosen. As William Bennett says in his edition of this 
sonata, this first movement should be considered a fast one 
despite the andante marking. The movement was played with 
good rhythmic definition, although I would have preferred a bit 
more differentiation of the flute themes, and there was a slight 
stiffness of manner in the performance that made this movement 
seem a little relentless. There was amply expressive playing in 
the 2nd movement though, while the 3rd buzzed along nicely 
in both the formal, fugal first half and the hypermanic off-beat 
gigue that concludes the sonata so brilliantly, and which always 
has the audience on the edge of their seats. A couple of small 
technical blips in the flute line didn’t spoil the effect. All three 
movements of the A major sonata were performed, which is 
not always the case given that the 1st movement was partially 
lost and needs completion. This was throughout a technically 
assured performance in what must be some very precarious 
keys for the Baroque flute, especially in the wide-ranging 
modulations of the 3rd movement, difficult enough on the 
modern flute! In both sonatas Michael Overbury’s harpsichord-
playing was a model of precision. The presentation of these two 
major works for flute formed a telling contrast to the CPE Bach 
earlier in the day, and made one appreciate the latter’s genius 
in forging an individual style in the shadow of such a powerful 
father-figure.

CHRISTOPHER BRITTON

Modena Consort 
‘A Sweete Noyse of Flutes’ Music for renaissance flutes from 
the early age of music printing.
Sarah van Cornewal, Hiroko Suzuki, Claudio Santambrogio, 
Boaz Berney (Renaissance Flutes A = 408)

What a huge privilege to hear a consort of renaissance flutes, 
and where better to hear this than at the British Flute Society 
convention! Already the delegates had had the opportunity 
today to attended a workshop given by Boaz Berney on how he 
copies and makes renaissance flutes, and I had also highlighted 
the renaissance flute in my Historical Flutes workshop; but 
to hear a well-matched consort perform with grace, delicacy, 
charm, and precision was a rare treat and one that I know the 
audience appreciated and enjoyed.

We really needed programme notes and the omission of the 
names of the flautists was an error; however, once Boaz began 
to explain about the group and the music, we could understand 
the structure more. Vital information such as the ‘tune’ being in 
the tenor, 3rd line down, was most helpful. He also highlighted 
the range first of the tenor, D flute, which has the ability to 
characterise the three different voices of high, middle, and 
low, and then of the more limited bass flute, with a range of an 
octave and a half. Boaz jokingly suggested that the higher notes 
and those requiring half or even quarter finger shadings need to 
be gently coaxed out of the bass; however, these difficulties were 
rarely spotted and instead he managed with skill and ease, even 
adroitly dancing and ornamenting with jazzy effortlessness in 
Was wirt es doch by Ludwig Senfl (1486 - 1543).

There was great variety in this programme, which swept 
us through the 15th and 16th centuries with songs, dances 
and complex contrapuntal polyphony. The group musically 
shaped their individual lines, but created unity, with a deep 
understanding of the balance of the voices and perfectly 
matched articulation. There was an ease of communication 
within the group, with no one character outshining another. 
Interestingly, visually the group were so varied – tall, short, 
moving and static – but if you closed your eyes and listened, the 
unity was perfect!

The Modena Consort finished with a contemporary piece 
by Hans-Jürg Meier, Wein (2012) from their album Vox dilecti 
mei with the use of quarter tones, which the renaissance flute 
produces with remarkable ease. The tone opened significantly 
at this point, the unison sound was richer and more open. 
What a fascinating project and I was delighted to have been 
given a copy of this CD to take home. The CD is available from 
PANCLASSIC PC10289.

It was a privilege to hear this group live and I hope more 
conventions include renaissance flute ensembles in the future.

ELIZABETH WALKER
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Convention

Body Awareness
Pat Morris and Niall O’Riordan: Feldenkrais
Elisabeth Möst: Breathing
Yvonne Chavez Hansborough: Yoga
Meg Griffith: Yoga
David Katz and Anna Pope: Flute Fit
Diane Boyd Schulz and Jennifer Griffith Cowgill: Breathing

Delegates at the BFS Convention were given many 
opportunities to explore bodywork disciplines. This 
reflects an increasing appreciation among musicians 

that playing an instrument can place great demands on the 
body and that it is in our long-term interests to become aware 
of this and to minimise causes of tension and stress. The results 
of practising any of these disciplines can be dramatic, giving a 
new sense of ease in daily living as well as enhancing musical 
performance. At the very least, they can give awareness that we 
all have the potential within ourselves to use our own bodies in 
ways that avoid pain and maximise efficiency.

The number and variety of disciplines available can be 
confusing, with the participant wondering which might be the 
best route to follow. All are educational methods rather than 
therapies, the emphasis being therefore on discovering from 
within rather than having a remedy applied from outside. 
Having attended all the above workshops I found that there 
were many common themes. For this review I will concentrate 
on two of these: AWARENESS and BALANCED POSTURE.

Pat Morris and Niall O’Riordan led us in two ‘Awareness 
through Movement’ sessions focussed on freeing the shoulders 
and the jaw and tongue. Small movements are accompanied by 
questions from the teacher, which guide the participant toward 
becoming more aware of how the body is working, whether the 
two sides are equal, and whether excessive effort is being used. 
This process works on the unconscious brain to restore the 
natural functioning of the body. All that is required is an open 
and enquiring mind, the Feldenkrais Method being a process 
of exploration rather than judgement. Reference movements 
of the mobility of the neck or the openness of the throat were 
used to demonstrate change. In addition, an overall sense of the 
body functioning more easily was felt when the group walked 
around the room with a new appreciation of ease and balance. 
My own view is that this method might particularly appeal to 
those who appreciate an analytical and structured approach to 
learning. The outcomes of the Feldenkrais Method are similar 
to the Alexander Technique, long recognised as a useful tool 
for encouraging ease of movement in musicians. These two 
approaches are contrasted in a useful article by flutist Nora 
Nausbaum: http://www.ati-net.com/articles/nausbaum.php.

Elisabeth Möst led an enthusiastic group in a series of 
participative breathing exercises designed to release tensions, 

Wellbeing
activate the diaphragm and pelvic floor and increase breath 
capacity. Although specifically addressing flute players, there 
was also a more general emphasis on the importance of a 
balanced posture and the session started by finding our own 
best places of balance and noticing that this place was where 
breathing was at its most free. We all had fun being trains: 
accelerating and slowing down between Warwick and London 
using the sound ch…ch…ch…ch. This exercises the breathing 
muscles and can be used to develop a natural and rapid 
inhalation between “ch” sounds as well as extending the breath 
throughout the exercise. An appealing game for teachers was 
to pass uninhibited animal noises, and then laughter, around 
the group, releasing tension and making the train exercise then 
demonstrably easier. Elisabeth provided an impressive amount 
of enjoyable material in this session which could be used during 
one’s own warm-ups or as very useful teaching material both 
for groups or individuals. 

Yvonne Chavez Hansborough presented an informative 
introduction to the benefits of yoga and supplied some useful 
hand-outs. Bodily awareness can be increased by knowledge 
of anatomy and physiology (this is the starting point for body-
mapping). Pictures and explanations of the neutral pelvis 
seated position and the upper body during the breathing 
process added to the group’s understanding. At a simple level, 
a huge amount of ease can be gained from becoming aware of 
the sitting bones and feeling one’s weight balanced evenly on 
them. Sitting in this position when playing can guard against 

Pat Morris
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Wellbeing

aches and pains. The general benefits of yoga were felt by the 
group as Yvonne led us through general seated yoga exercises 
as well as those addressing arms and fingers and breathing. 
Although many different breathing methods were talked about 
in relation to flute playing, I found the process of expanding 
the belly followed by the ribcage and chest on inhalation 
very useful. Breathing must involve the whole upper body 
and undoubtedly practising this would encourage maximum 
efficiency in breathing. Yoga is described as the union of mind 
body and spirit; Yvonne gave a convincing demonstration of 
how the regular practice of yoga can train the mind and body 
to be strong and flexible, focussed, and receptive. 

For me Meg Griffith took yoga one step further by 
demonstrating how yoga ‘repertoire poses’ could be used 
during playing to build confidence in performing. The session 
started off with acquiring a balanced standing posture in the 
mountain pose. Again, body-mapping principles were used in 
presenting pictures and explanations about the position and 
function of the muscles of the back. We were encouraged to use 
this new awareness to awaken a muscle of our choice and to feel 
the effect on our breathing. An example of a ‘repertoire pose’ 
was the timed sun salute in which breathing follows the upward 
and downward arc of the arms, preparing one for breathing and 
phrasing well during playing. After mastering this move, we 
played the Bizet “Entr’acte” from Carmen while concentrating 
on the body and breathing rather than on what we wanted to 
achieve with the notes and the music. Many of us felt a new 
freedom from engaging with the body rather than with the 
mind. Further moves included the crane (balancing on one leg) 
and this was paired with Debussy’s L’Après-midi d’un faune as 
an exercise in balance and control. I felt we had just touched 
the surface of an area which could have huge potential for one’s 
playing if one had the time and resources to pursue it. 

David Katz and Anna Pope aim ‘to educate young 
musicians to pay as much attention to taking care of their bodies 
as to playing their instruments.’ They have been developing a 
system of instrument-specific exercises to overcome some of 
the common problems experienced by musicians. It is good to 
see this work directed at the young, so that many may have the 
opportunity of playing pain-free. All too often it is the case that 
bad postural habits are only addressed later on in life when pain 
and dysfunction have become unbearable. Again, emphasis was 
placed on posture with David explaining to us how to sit and 
stand properly. This was followed by flute-specific exercises, 
including the use of a stretchy headband around the jaw to 
encourage release of the jaw muscles, often an area of tension 
for flute players. Some included playing at the same time; for 
example, squatting with ankles, knees, and hips equally bent, 
while playing a scale. This was to encourage awareness of the 
effect of posture on breathing.

Finally, I attended an entertaining session given by flautist 
Diane Boyd Schulz and soprano Jennifer Griffith Cowgill. 
This workshop explored the relevance to flute playing of 

breathing techniques employed by singers. We warmed up 
with some exercises including a long “ssss” sound. Then we 
moved on to staccato also practiced with an “s”. As in Elisabeth  
Möst’s “ch” exercise, this could be used in two ways: either with 
small inhalations between each staccato or as a continuous 
exercise. In the first case, it was emphasised that the breath 
comes in automatically and this natural coming back in of 
the air is important to bear in mind. We do not have to suck 
air into the body, as it will rush in naturally when stale air has 
been expelled. In particular the technique of ‘appoggio’ was 
mentioned, although explaining what this meant seemed well 
outside the scope of the session. A brief online search suggests 
to me that this would indeed be worth further study. Volunteers 
were called to bring their flutes to the front and to have hands 
on experience of guided breathing. Inevitably it seemed that it 
was these participants who gained the most from the session.

I have attempted to give a taste of the content of each of 
the bodywork sessions I attended at the Convention. This 
inevitably means I have not been able to go into detail about any 
one exercise. It would in any case be difficult to convey in words 
how to carry out a particular move. It is more important to 
gain an awareness of the approaches on offer and to encourage 
readers to make their own explorations. To sum up with words 
from Meg Griffiths’ web-site:

‘Breathing, knowledge, and awareness of the use of the legs 
and arms, posture, and general carriage of the body are just a 
few physical approaches that can lead to beautiful changes in an 
artist’s physical life.’

RACHEL MISSON

David Katz
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Composers

Sophie Dufeutrelle
Over the last 30 years in France, Sophie Dufeutrelle has 
developed repertoire which puts at its forefront musical 
pleasure, inventiveness, listening, and group play: music that is 
ideal for ‘playing with friends’ from a very early age. The pieces 
are cheerful, full of surprises, and, more importantly, they are 
accessible on many levels. In this workshop Sophie set out to 
show us that teaching extended techniques is child’s play. The 
techniques she uses are all very appealing to young students 
from the very beginning of their flute-playing journey. We were 
invited to join in with flute choir works written for headjoint 
alone before moving onto soundscapes with beautiful graphic 
scores, as pictured in the last edition of PAN (Temps Variable – 
to be conducted with an umbrella!).

This event was, for me, one of the highlights of the convention. 
I was delighted that composer and innovator Sophie Dufeutrelle 
could be there to introduce her compositions and to tell us 
more about her inspirational extended technique work with 
young students. I had previously seen her directing her flute 
choirs at the 2012 Paris Convention, where delegates queued 
for almost an hour to be sure of a place in the auditorium to see 
the former president of the French Flute Society (l’Association 
Française des Flûtes Traversières). Imagine my surprise when 
I was one of only seven delegates who came to hear her at the 
British Convention. Perhaps this event would have been better 
attended if it had been programmed on the Teachers’ Day? 
Sophie deserved a full auditorium. You can see some of what 
you missed on her website: www.sophiedufeutrelle.com

HELEN ELLA

Katherine Hoover
Katherine Hoover is an award-winning American composer, 
conductor, and flute player. This 45-minute “meet the 
composer” session was an engaging insight into the stories and 
inspiration behind her music. A range of works written over the 
last 35 years were introduced by Katherine, and ably performed 
by Emma Halnan, Kate Bateman, Wéndela van Swol, and Tim 
Carey. The fifth movement from the Suite for 2 Flutes was 
the earliest work heard. This was an exciting, enjoyable piece 
with lots of interaction between the performers. A complete 
contrast of mood was created by the recording of excerpts 
from Canyon Echoes for flute and guitar. Described as an 
‘Apache Romeo and Juliet story’, the Serenade represents a love 
song played on the flute from the young man to woman. Kate 
Bateman performed two of the Études for solo flute, making 
them sound effortless. Each étude has a distinct character and 
though technically challenging, they are musically interesting 
and fun to play. The popular and hauntingly beautiful Kokopeli 
was performed by Wéndela van Swol. Kokopeli the flute player 
was a legendary hero of the Hopi Native American people; the 
music is influenced by Native American flute songs and sounds. 
Whereas Kokopeli features one spirit, Winter Spirits features 
four different spirits whose voices are portrayed in the music. 
To finish the session, Katherine introduced Mountain and 
Mesa for flute and piano. Containing influences from around 
the world, the piece contains a Hungarian Lassù, Hopi lullaby, 
and Dizi Dance inspired by the Chinese flute. The 45-minute 
session went very quickly; it would have been fascinating to hear 
more from Katherine, whose compositions with her distinctive 
musical style have been delighting flute players for years.

HELEN ELLA

Violeta Dinescu
Violeta Dinescu’s session provided an interesting insight into her 
work, inspiration, and background as a composer. The session 
opened with a short film, Archaeology of Memory, for which she 
had composed the accompanying music. Performed by a single 

Meet the composers

Sophie Dufeutrelle conducts with her umbrella

Temps variable by Sophie Dufeutrelle
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flautist on piccolo, flute, alto flute, and bass flute, the tracks were 
overlaid to create the finished composition. She then explained a 
little about her compositional process, including where she had 
used the rules of silent film composition in choosing to create 
a counterpoint to the image on screen. Violeta also discussed 
the importance of her Romanian heritage to her composition, 
particularly the storytelling element of Romanian folk music. 

The second work played was Circuit, of which we heard two 
versions, varying according to the number of different tracks, 
instruments, and textures used. Again the music merged 
several tracks recorded by one performer on several flutes – 
this time including a kazoo! Quicker rhythmic sections formed 
a contrast with percussive sounds created through extended 
techniques and more melodic material. 

The final part of the session involved Elisabeth Möst’s 
performance of Double Silence. Particularly interesting was 
hearing a performer’s perspective on the freedoms and 
constraints involved in interpreting the piece. The moments of 
silence and the static quality of some of the held tones provided 
an expressive contrast with the more urgent moments of activity.
This was a well-balanced session that encouraged me to 
discover more of Violeta Dinescu’s music, approached in the 
session from both the composer’s and performer’s perspective.

LAURA BEARDSMORE 

Mike Mower
Composer Mike Mower led a laid-back and enjoyable 
workshop, providing a whistle-stop tour of his repertoire, 
whilst sharing his approach to composing. He began by 
playing a number of foot-tapping works from his latest flute 
study book, all with characteristically amusing titles such as 
Bodacious Funktitude and Good-out-erie (a clever mirror image 
of Bach’s famous Badinerie). A chameleon of musical styles, 
Mike’s unexpected and appealing jazzy quirks are always to 
be glimpsed, however fleetingly. It was especially interesting 
to hear his study Recurring Theme which he has recomposed 
as a variation matched to each grade level. Tim Carey (piano) 
then joined Mike to play movements from Mike’s ‘Opus di 
Jazz’ and a brand new Samba work – with obvious enjoyment 
from both. The Samba work led Mike to explain further his 
method of writing: as a self-taught composer his works have 
been developed in part through experimentation in his playing, 
and, largely, by listening and analysis. Having already treated 
us to several virtuosic performances, Mike launched into well-
practised arpeggio-sequences, demonstrating how they relate 
to his harmonic inspiration and musical frameworks. He 
reinforced the importance of listening and experimenting to 
improve ear-training. I’m sure all who left the workshop were 
keen to get their fingers around more of Mike’s music, and to 
follow his example and perhaps get themselves a ‘kitchen-flute’, 
always in reach for when inspiration strikes.

ZOË BOOTH

Angus McPherson 
Circular Breathing
As someone who has always ended up with water up her 
nose when attempting to circular breathe, I found Angus 
McPherson’s step-by-step discussion of how to begin working 
with the method particularly inspiring, as it provided many 
answers that gave me hope of finally becoming successful at it. 
His visualization of the mouth as simply another lung, closed off 
and activated by the tongue, provided the start to a wonderful 
exploration of how we use the mouth when beginning to circular 
breathe. I especially appreciated the suggestions regarding our 
differences in abilities and approaches, allowing us all to feel 
comfortable with whatever spot in the method we got stuck 
on. In just thirty minutes, Angus walked us through the entire 
process, helped us try out the steps, and answered questions. 
Having clearly mastered the technique, he was also adept at 
demonstrating what sounds we might hear as we begin, helping 
us accept our beginners’ sounds and teaching us to recognise 
where our mistakes will take us in the end.

MEG GRIFFITH

Robert Dick
Understanding Sound
Robert Dick began his workshop on understanding sound by 
describing a question he identified as a young player: What 
causes “good tone days” and “bad tone days”? Based on Dick’s 
experience, the answer to this question was entirely unrelated to 
the amount of practice that had been recently done. He went on 
a mission to ask many flautists about their experiences with this 
idea and found that many didn’t know what he was referring 
to. This led him to begin studying the science of acoustics. He 
discovered that resonance of sound is related to many areas: 
the chest, throat, vocal cords, mouth, and flute. Secondarily, the 
sinus cavities act as resonators. 

Robert Dick concluded those who have inexplicable good 
and bad tone days don’t sing. When singing takes place, the 
various resonators of our body work together to help produce 
a better flute sound. The idea of throat tuning, or singing along 
with the music being played, makes a considerable difference 
in the quality of tone. He cautioned us to be sure that it feels 
effortless, soft, and gentle, and that we shouldn’t sing past the 
point where we are tired. 

For further instruction on how to incorporate throat tuning 
in your own practice, Robert Dick has made a series of YouTube 
videos that can easily be found through a quick search. 

Later that evening, he gave a fantastic recital. Most of the 
works he performed were his own: three were based on popular 
styles (including 60s and 70s rock, blues, and heavy metal), one 

Contemporary techniques

Contemporary techniques
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was combined with pre-recorded sound, and the last was his 
interpretation of Jimi Hendrix’s Purple Haze. It was a masterful, 
engaging performance. 

TAMMY EVANS YONCE

Tammy Evans Yonce
An introduction to the Glissando Headjoint
The “Glissando Headjoint” was created in the early 2000s 
by Robert Dick. Unsurprisingly, there is currently limited 
repertoire published for flute with this headjoint, but Tammy 
used her workshop to tell us more about this innovative 
instrument and explained that the possibilities are endless.

Inspired by the “whammy bar” on a guitar, this headjoint 
gives flautists an entirely new mode of expression. Gone are the 
difficult finger slides and note bending with the lips, Tammy 
showed us a telescoping headjoint sliding inside a carrier tube. 
Two “wings” extend from the lip plate and can be adjusted to 
comfortably fit the flautist’s cheeks. With these wings, the flautist 
can move the headjoint, enabling a glissando from every note, 
bringing the flute closer in expression to the human voice. She 
explained that this instrument is perfect for styles that require a 
flexible approach to pitch, such as Blues, Jazz, and World Music.
Dreams Grow Like Slow Ice for glissando flute and electronics 
by Jay C. Batzner (b. 1974) was one of the first pieces for this 
new instrument that Tammy commissioned. In true digital 
style, Tammy learnt to play the headjoint by having lessons over 
Skype with Robert, and in turn, shared her findings over Skype 
with the composer. The result was a reflective, almost desolate 
piece, which Tammy says is reminiscent of South Dakota in 
the winter months. The combination of electronic sounds with 
these new flute colours and effects was almost otherworldly. 
Learning to play the Glissando Headjoint is not easy – there are 
new fingerings, notations, and techniques to tackle. But then 
every new headjoint takes time and practice to get to know 
where the notes lie, and how to produce different colours and 

effects. I think the Glissando Headjoint is an exciting addition 
to a contemporary flautist’s armoury, and I can’t wait to try it 
for myself.

HELEN ELLA

Tilmann Dehnhard
The audience heard Tilmann Dehnhard before they saw 
him. A murmuring tremolo (a technique Dehnhard would 
describe later in the workshop as bisbigliando) preceded his 
entrance. Dehnhard appeared on stage and began walking 
around, circular breathing allowing him to sustain his sound 
indefinitely. The music evolved, as voice and harmonics were 
added, until eventually the tune of Bach’s Bourrée (of Jethro 
Tull fame) emerged, Dehnhard singing the harmonic line 
underneath. Introducing his book, The New Flute, Dehnhard 
gave the audience a brief taste of each of the sounds it covers 
and spoke about the philosophy behind the book. Describing 
the extended techniques as colours in an artist’s palette (such as 
‘the spray-can of beatboxing’), Dehnhard illustrated how each 
could be used to add interest and texture to improvisations. 
Addressing everything from beatboxing to contrabass flute, 
Dehnhard’s workshop was upbeat and informative. His 
singing and playing simultaneously was a particular highlight; 
his control over simultaneous musical lines was masterly. 
Dehnhard’s focus was not only on technical considerations but 
how different sounds and ideas could be used as springboards 
for creative improvisation. 

ANGUS MACPHERSON

Christian LeDelezir
Improvisation 
We started by watching Christian closing his eyes and improvise 
a haunting melody on an alto flute. He explored a range of 
ideas, sounds, and techniques, from slow scales to fast jumps 
to percussive sounds, telling us later that he never knew where 
the music was going until it was there. Brave souls then tried 
their own improvisation with him. One memorable moment 
produced an interesting conversation, which gradually became 
argumentative, though Christian kindly let the volunteer get 
the last word.

Christian discussed tone and the importance of always 
aiming for a good sound. He was particularly keen to emphasize 
how intervals should be regularly practised to get a consistent 
and even sound from the flute.

We finished with a group improvisation, taking it in turns 
to explore a different way of using our flutes. For someone with 
a strong classical training, it was at first nerve racking to be 
told to ‘just explore’ sound, without the restrictions of a time 
signature, key or indeed any written music – but later rather 
freeing. I recommend having a go, though perhaps at first in the 
privacy of your own home!

AMY STOCKWELL

The glissando headjoint

Contemporary techniques
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Workshops

Geoff Warren
In recent years, jazz has grown in importance in the training 
of musicians, flautists included. Recognizing this trend, the 
US National Flute Association is committed to providing a 
professional jazz rhythm section at every NFA convention 
to support the jazz performances, workshops, and reading 
sessions they schedule. The only true jazz event in Warwick this 
year was somewhere between a workshop and a reading session 
and it was received with an enthusiasm that suggests there was 
room for more.

Led by Geoff Warren, the session was described as covering 
‘phrasing, interpretation, improvisation: the role of the flute in 
the jazz group.’ This is rather more than could be covered in 
75 minutes, but Mr Warren employed a structure that at least 
touched on all these issues. He led the participants through 
several of his own arrangements, each of which required some 
coaching in phrasing and interpretation but also left room for 
students to step up and take a solo. It was both remarkable and 
encouraging to see the number of volunteers who were willing 
to try their hand at improvisation, a distinct contrast with 
recent years. It was a rewarding exercise and the participants 
learned a lot in a short space of time.

Jazz pedagogy is still in its early stages, with as many 
approaches as there are teachers, although quite a few are 
converging on a structure similar to Mr Warren’s. Let’s hope we 
see a lot more of it, as well as jazz performances, at future BFS 
events.

PETER WESTBROOK

Lisa Nelsen and the Metzger Ensemble 
What a stroke of genius not only to bring strings to a flute 
convention but also to give students/amateurs the chance to 
play alongside professionals. A real treat.

Working through some of the plentiful and beautiful 
repertoire for flute and string trio (including Mozart, Copland, 
and Krommer), flautist Lisa Nelsen introduced student and 
amateur flute players to the world of professional ensemble 
playing. It is so much more than being able to play technically 
well, in tune, and with dynamics.

With gentle guidance and good-humoured encouragement, 
Nelsen guided the flautists through the minefield of stage 
presence, widely differing acoustics, communication, and 
rapport within the ensemble, blending the flute’s pure sound 
with the richness of the strings, changing the colour of repeated 
motifs, and setting the mood for a new motif. She also gave tips 
on interpreting and feeling the music, dealing with nerves and 
stage fright, and how to be diplomatic with the string players 
during rehearsals.  

The professionalism of the string trio was immediate simply 
from how they stood, sat, and moved; then how they discussed 
the music with the flautists and, of course, the very nice sound 
they made. Nelsen’s own rapport with the Metzger Ensemble 
clearly shone through and it would have been nice to see the 
four of them in action, given that they have worked together for 
years. Maybe at the next convention?

SAM CHRISTIE

Trinity Certificate for Music Educators 
This session, given by Chris Walters, Head of Teacher 
Development (music) at Trinity College London, outlined 
the newly developed Certificate for Music Educators as a 
recognised qualification and its possible impact on the further 
professionalisation of music teaching. This workshop included 
a short group discussion with a brainstorming session debating 
the idea of current good instrumental teaching practice.

This Trinity CME is a recently designed qualification for all 
music educators who work with children and young people in 
the UK. It is a ‘Level 4’ qualification and was developed as a 
result of the 2012 National Plan for Music’s open consultation 
with music educators. In this, the government called for a new 
non-mandatory qualification that would recognise the work 
of music educators and provide them with opportunities to 
advance their professional practice. 

In practical terms for members of the BFS, this qualification, 
in due course, is going to be offered by the society in conjunction 
with the British Double Reed Society and the Clarinet and 
Saxophone Society of Great Britain. Collectively these societies 
are going to become a ‘centre’ for this exiting initiative.

LIS LEWIS

Gareth McLearnon
Gareth McLearnon’s class on tone was packed out. He began the 
workshop asking how a flautist plays their instrument. It was 
highlighted that it was typically described as blowing across 
the mouthpiece, rather than blowing into the ‘strike wall’, the 
vertical flat side of the lip plate. He highlighted the importance 
of adjusting where you direct your air stream and the speed of 
the air according to the pitch of the desired note.

As well as being a virtuosic player, Gareth is a fantastic 
illustrator, using metaphors to help us visualise how to perfect 
tone. A favourite was the analogy of a weak but fast high note 
being like a plane made of lollipop sticks, travelling at 200mph 
- when flying into an oil rig the plane would simply break. What 
Gareth wanted us to take away was to use a slow air speed but 
still use a lot of air. This was described as a super tanker going at 
2mph into the oilrig and subsequently destroying it.

It was an informative, fun workshop in showing how a great 
tone is produced. We would like to thank Gareth for such a 
beneficial hour and are now off to practice!

CARRIE HENSEL and HAMPSHIRE FLUTE CHOIR

Workshops: a selection
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In part 1 of this article, we saw 
a glimpse of Böhm’s life as a 
composer, and explored his output 

as a composer of original works for flute. 
These works, collected in a complete 
edition by Theobald’s descendent, 
Ludwig, have been made available 
through the Theobald Böhm Society 
(http://www.theobald-boehm-archiv-
und-wettbewerb.de/). The complete 
edition also includes a fascinating set of 
arrangements that Böhm made later in 
his life, many of which he is thought to 
have played himself.

The arrangements (28 for flute, of 
which five are missing, and 26 for alto 
flute) provide an interesting insight into 
the musical life at the time; the choice 
of repertoire gives us an indication of 
which works may have been popular 
at the time, and the use of small forces 
(usually just one or two instruments 
and piano) hints at the ‘salon music’ 
style of performance, with keen players 
performing in their own homes to 
small gatherings of friends. This style 
of music-making developed around the 
growth in popularity of the piano, and 
compositions were usually short, with a 
focus on either technique or emotional 
expression. The use of popular themes, 
such as operatic arias, was common, and 
these themes were often incorporated 
into variations, fantasies or paraphrases. 

The choice of repertoire encompasses 
Bach (Air from the 3rd Orchestral 
Suite), Beethoven (movements from 
the Serenade and Piano Concertos), 
Haydn (Gott erhalte Franz der Kaiser), 
Mozart (including piano pieces and a 
movement from the Clarinet Quintet) 
Rossini (Stabat Mater), Schubert 
(songs), and others, with appearances 
from composers who are less well-

known today such as Carafa, Chelard, 
Himmel, and Voglar. The pieces include 
operatic arias, songs, piano pieces, and 
chamber works. 

Böhm’s earliest arrangements for 
C flute date from 1851, but most of 
the works come from the 1870s, when 
he was nearing the end of his life. 
The 26 alto flute arrangements were 
all made in 1858, when he had just 
invented the instrument. They are 
particularly significant in the history 
of the instrument’s repertoire, since 
they are almost certainly the first 
pieces conceived of specifically for 
the new instrument. He made these 
arrangements for his own use (he played 
the alto flute almost exclusively in the 
later part of his life), and they serve as 
excellent demonstrations of what Böhm 
had been aiming for with the alto flute – 
a rich, deep sound which had potential 
for emotional expression and had a 
distinctly different tone from the flute 

in C. Böhm’s alto flute had a wide bore 
(26mm), and it may be easily deduced 
from this that the low register would be 
stronger than today’s alto flutes, and the 
high register weaker, with less overall 
agility and a slower response; however, 
the handling of the instrument in these 
arrangements suggests that the early 
alto flute was less cumbersome than one 
might think. Böhm does not shy away 
from use of the high register, instead 
celebrating its tone quality in lyrical 
lines (although he rarely goes above high 
G). Virtuosity also features in Bohm’s 
writing for the alto flute, with decorative 
demisemiquavers and ornamentation 
making frequent appearances, 
particularly in the arrangements of 
pieces by Beethoven; rapid semiquaver 
movement appears frequently, including 
in both of the transcriptions of Böhm’s 
own studies from the opus 37 set. These 
two studies are very enjoyable to play on 
the alto flute, and are perfect practice 
material for overcoming air speed issues, 
particularly in the middle register. 
Amongst these alto flute arrangements 
are also several which exploit the 
instrument’s ability to produce a wide 
range of tone colours. The Bach Air and 
Gluck’s “Che faro senza Euridice” from 
Orfeo are excellent examples of this. 

Among the most frequently 
performed of these arrangements 
are the three songs from Schubert’s 
Schwanengesang. Until relatively 
recently, these were thought to have 
been the only surviving arrangements, 
but the complete set was relocated by 
Ludwig Böhm at the Dayton Miller 
Collection in Washington DC. The 
Schubert arrangements had appeared 
in various published editions in both 
the USA and UK, and work well either 

Theobald Boehm (1794-1881) 
Romantic Composer  
Part 2: the arrangements by Carla Rees

Theobald Böhm
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individually or as a set. Here, Böhm embellishes the song 
melodies with decorative and flowing lines, allowing the alto 
flute to weave around the piano part with a sense of gentle 
agility.

True to the salon music style, Böhm’s arrangements vary 
from straight transcriptions of existing works to the use of 
themes as the basis for additional material, with cadenzas and 
variations making frequent appearances. Nevertheless, the 
virtuosity required of the flute player is generally a little simpler 
than in many of Böhm’s original compositions. There are several 
possible explanations for this: practical issues relating to the 
larger size of the alto flute (the flute arrangements came after 
those for the alto flute, and are often straight transpositions, 
with many pieces appearing in the lists for both instruments); 
a preference for more expressive and less technical playing in 
Böhm’s later life; or indeed a focus on the exploitation of the 
distinctive tone of Böhm’s C and alto flutes. It can be seen 
through a survey of his original works that these, too, became 
less dependent on virtuoso display towards the higher opus 
numbers, and his last compositions demonstrated the same 
relative simplicity of many of the arrangements.

The variety contained within this complete edition of Böhm’s 
works is worthy of exploration; for serious alto flute players, 
experience of playing the alto flute arrangements is essential 
in gaining a better understanding of Böhm’s intentions for the 
instrument, while for C flute players the arrangements give a 
fresh approach to many well-known works, bringing them into 
the domain of the flute’s repertoire. Although the peak of salon 
music is over, arrangements are still frequently performed in 
flute recitals, and Böhm’s are without doubt worthy of serious 
consideration. 

As a musicologist, I have always considered that students 
needed to supplement skills learnt in the practice room 
with knowledge about the theory and history of music 

in order to become well-rounded musicians, so I was pleased 
to learn that two excellent historical/analytical presentations 
were to be offered in Warwick. This turned to disappointment, 
however, when I found they were both scheduled at the same 
time. I did my best to take in Ludwig Böhm’s slide show about 
the life and work of his great-great grandfather Theobald, while 
trying to also look in on Jessica Quinones talk about Astor 
Piazzolla. Fortunately, I am already familiar with Ludwig’s work 
after meeting with him in Munich earlier this year.

    Most flautists know that their instrument’s mechanism 
is the one designed by Theobald Böhm. Details about his life 
are less well known, in spite of sections in excellent books 
by Nancy Toff and Philip Bate. Ludwig’s presentation adds 
considerable detail through the use of copious illustrations and 
his highly informative commentary. In addition to illustrations 
of Theobald’s life, the presentation included many pictures of 

Böhm flutes in various states of development. It is easy to forget 
that inventions such as the Böhm flute emerge in several stages. 
This was clear from the display of Böhm flutes in the Deutsches 
Museum. Similarly, Ludwig’s slide show made it clear how 
much work went into the flute mechanism most of us take for 
granted. I hope the presentation is published in some medium 
in the near future.

PETER WESTBROOK

LUDWIG BÖHM Convention lecture

Ludwig Böhm at the Convention
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The nineteenth century was an era of change for 
Europe, marked by political, social, and economic 
transformations, and reflected in the musical, artistic, 

and literary developments of the time. The rising middle class 
reinforced and adopted the new infrastructure of musical life, 
and instrumental virtuosity became the signum temporis of this 
period.1 Contemporaneous with Niccolò Paganini (1782-1840), 
Frédéric Chopin (1810-1849), and Franz Liszt (1811-1886) was 
Giulio Briccialdi (1818-1881), an Italian flautist who embodied 
the emblematic figure of musical romanticism of the great 
virtuoso instrumentalists.

Known in Europe as the “Paganini del flauto” and the 
“Vieuxtemps de la flûte”, Briccialdi was recognised for his 
superb technique, diverse styles, and perfect intonation. This 
observation was recorded by Richard Shepherd Rockstro in his 
1890 work, A Treatise on the Construction, the History, and the 
Practice of the Flute, where he describes Briccialdi as being one 
of the best instrumentalists in Europe.2 Despite his fame as a 
performer during his lifetime, Briccialdi is best remembered 
today as a composer and inventor.

Many flautists recognise the series of ascending F Major 
solid chords as the introduction of the infamous Carnival of 
Venice, Op. 78 for flute and piano, a popular selection which 
can be found in the Suzuki method books, the Canadian 
Royal Conservatory of Music syllabi, and recital programmes 
worldwide. Its popularity is emphasised by the numerous 

editions published internationally by companies including 
Ricordi, Schott, Fischer, Ludwig, and Novello.  Briccialdi himself 
realised his audience’s enthusiasm and later arranged this set 
of variations for two flutes and piano; the first flute plays the 
original while the second follows at a distance of a third below, 
creating a fantastical effect of two virtuosi in a synchronised 
routine displaying phenomenal technique.3 This arrangement 
is a by-product of consumer demand, evidence of the influence 
of the rising middle class.

Perhaps Briccialdi’s greatest contribution to the flute 
community was his invention from 1849, the Briccialdi B flat 
thumb lever, the only mechanical alteration that permanently 
affected the fingering system of the 1847 Boehm flute.4 It was 
rumoured that Briccialdi first mastered the new fingerings 
for the Boehm flute in only two weeks and later improved 
the instrument with the Briccialdi B flat lever which was then 
produced by Rudall and Rose in 1850, and exhibited in The 
Great Exhibition in London the next year. Although Briccialdi 
also patented his own flute in 1862, the Briccialdi flute was 
not adopted by other performers and the standard flute 
manufactured today retains the original Boehm system with 
the addition of the Briccialdi B flat lever and Dorus closed G 
sharp key.

Briccialdi in England
Briccialdi first met Boehm in 1847 in Monaco where he 

received a new cylindrical flute as a gift, and the Italian flautist 
returned the favour by dedicating Macbeth di Verdi, Op. 47 
to the German inventor. By early 1848, Briccialdi had already 
performed two of his compositions for flute and orchestra 
in Coburg under the direction of Louis Drouet with the new 
Boehm flute, after which he travelled to Dresden to meet his 
friend Anton Bernhard Fürstenau before completing several 
concerts in Holland and embarking on his journey to England.

British audiences were amazed when Briccialdi made 
his first public appearance at the Greenwich Lecture Hall in 
a recital organised by Richard Carte on 3 May 1848, where 
the Italian flautist was received with great acclamation. After 
settling in London, Briccialdi suffered from a nasty infection 
on his lips that prevented him from playing for some time; 
however, he utilised the break from performing to create 
fantastic compositions including the Norma (di Bellini), Op. 57, 
Morceau de Concert, Op. 61, and Andante & Polonaise, Op. 62.

In 1848, whilst residing in London, Briccialdi purchased 

Giulio Briccialdi: Il principe dei 
flautisti in inghilterra

by Samantha Chang
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Boehm’s cylindrical flute Number 4 for 
150 gulden and created the Briccialdi 
B flat thumb lever the very next year. 
He remained in England to participate 
in The Great Exhibition in London on 
15 May and on 25 July 1851 performed 
together with double bassist Giovanni 
Bottesini and cellist Alfredo Piatti at the 
Theatre Royal, Drury Lane. By the end 
of the summer in 1852, Briccialdi had 
returned to Italy for a series of concerto 
performances in Milan and Torino.

Briccialdi’s 1877 autobiography 
indicates that in response to limited 
sales of the new Boehm flutes in London 
and Europe, he and two other flautists 
were urged by Rudall & Rose to create a 
flute that had the sound and intonation 
of the Boehm flute while retaining the 
old fingering system.5 He was not able 
to complete this impossible task, but 
states that, after having suffered much 
and enjoyed little in pursuit of the 
Boehm hybrid, he subsequently lived 
quietly with his good wife and flutes 
with no troubles, wealth, or savings. 
His autobiography ends abruptly after 
describing his visit to London, offering 
little details of his time there and giving 
no insights on the thirty years of his life 
back in Italy.

London’s Concert Scene
To attain a grasp of the concert 

scene in London during Briccialdi’s 
stay requires an examination of other 
instrumental virtuosi who toured 
England in the mid-nineteenth century.

When Weber visited London in 
1820, he was not very enthusiastic about 
the reception he received in the great 
houses of the high-society crowd. In 
a letter to his friend, Weber describes 
the scene at a concert for Lord Hertford 
as splendid, as nearly all the stars 
of the Italian Opera Company were 
there amongst the 500 to 600 people 
assembled; however, no one listened to 
the music and only when Weber himself 
performed did 100 people gather around 
him. It is important to keep in mind that 
these soirées took place after an evening 
at the Opera House; the London musical 

season revolved around Italian Opera 
performed at Her Majesty’s Theatre 
and Covent Garden from April to June 
with famous singers from the Continent 
whose production shifted into the main 
provincial centres at the end of the 
summer.

The rising middle class translated to 
an expanded market which demanded 
the adaptation of operatic music 
outside of the theatre. Composers 
and music publishers recognised the 
appeal in adopting individual arias, 
duets, and choruses in arrangements, 
fantasias, and variations that could be 
performed in more intimate venues. 
As a result, instrumental virtuosi who 
worked in opera and theatre orchestras 
would often perform these fantasias 
during intermissions of the show, thus 
establishing and emphasising a mutual 
bond and form of communication 
between the listener and virtuoso.

Many of these visiting virtuosi 
would participate in what was known 
as the ‘benefit concert’. A typical 
benefit concert would generally last 
for three hours featuring on average 
ten musicians, both vocalists and 
instrumentalists, performing up to 
thirty pieces that encompasses a variety 
of forms including overtures, sonatas, 
fantasias, arias, duets, and trios before 
a large audience of potential patrons. 
Up to eighty benefit concerts would be 
presented in each London season with 
only a handful featuring top-of-the-line 
artists while others were occupied by 
wives, mistresses, and daughters playing 
recent popular selections. Some of the 
best concerts were organised in private 
salons of well-educated music patrons, 
as was the case with Weber.

Paganini’s debut performance 
at the King’s Theatre on 3 June 
1831 marks another variation of 

From top:
1. Portrait of Nicolò Paganini, The Modern Orpheus ... 
‘to be continued’, Opera House, June 3rd 1831. Richard 
Lane, 1831, lithograph
2. Drury Lane Theatre. Isaac Taylor, 1804, engraving.
3. Drawing of Jullien’s concert at Drury Lane, 23 
November 1850. Illustrated London News. 
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concert performance for the leading 
instrumental virtuosi. Although many 
local artists depicted his London 
performances, the high cost of tickets 
makes it unlikely that all these artists 
actually attended and experienced 
Paganini’s concerts in person.6

Between Weber’s visit to London and 
Paganini’s arrival in the city, the virtuoso 
had developed into an icon, a leading 
figure to be revered and admired for his 
skills and command of his instrument. 
Liszt’s return to London in 1840 became 
the platform for publicising his concept 
of the solo piano recital, an innovation 
that was met with great excitement 
from his listeners and fans. Although 
Briccialdi received favourable responses 
to his performances in 1848, it is difficult 
to determine whether the reception he 
received would be closer in relation to 
that of Weber or Liszt.

Vita
Four years prior to his death in 1877, 

Briccialdi dictated an autobiography 
of around 500 words to his friend 
A. Kraus, which was then submitted 
to Arte e Storia in Florence one year 
after Briccialdi’s passing. This short 
autobiography was refreshing for its 
total lack of self-congratulation, to 
the point where one can almost deem 
Briccialdi to be forgetful in describing 
his own successes, occasions and roles 
that shaped his legacy. The editor of the 
magazine, Guido Carocci, writes:

‘We wanted to keep the text in its 
entirety, with the character of modest 
simplicity that this statement displays. 
Briccialdi was a distinguished composer, 
an unmatched performer, but not a 
scholar.’7

The following vita is a summation 
of Briccialdi’s autobiography, his wife’s 
diary entries, and accounts from 
others who have been in contact with 
Briccialdi.

Born in Terni in Umbria on 2 March 
1818, Giulio Briccialdi was the son of 
Margherita Santori and Giovani Battista 
Briccialdi, an amateur flautist who 
taught his son the rudiments of music 

and flute. Soon after his father’s death, 
Giulio was faced with pressure from 
his relatives at the tender age of twelve 
to follow in his uncle, Don Michele’s, 
ecclesiastical footsteps. In order to avoid 
a life in Church, Briccialdi fled from his 
hometown with only three baiocchi in 
his pocket and began his long journey 
that would eventually take him through 
Italy, Europe, and America.8

The first stop on Briccialdi’s journey 
was Rome, a city sixty miles away on foot, 
where the young boy met and worked 
for Ravagli, a cantor in the Papal Chapel 
(Cappella Pontificia). Recognizing the 
young boy’s potential, Ravagli allowed 
Briccialdi to copy music in exchange for 
lessons in music theory, harmony and 
counterpoint, and in 1833, Briccialdi 
successfully achieved his professor 
of flute title from the Congregazione 
de’ Signori Virtuosi di Musica sotto il 
Patrocinio di S. Cecilia and began his 
musical career as a soloist and principal 
flautist in various orchestras around 
Italy. In this capacity, Briccialdi was able 
to travel extensively throughout Europe, 
meeting many fine musicians and music 
enthusiasts along the way.

Composer, inventor, performer
In 1838, Briccialdi travelled to Naples 

to the court of Ferdinand II of the Two 
Sicilies, where he taught the brother of 
the king, Prince Leopold, the Count of 
Syracuse, the dedicatee of Fantasia su 
un tema dell’opera “La Sonnambula” di 
Bellini, Op. 11. This was also the year 
that Briccialdi met the famous flautist 
Cesare Ciardi in Florence. According 
to the diary of Rosa Ciampolini, 
whom he married on 29 January 1841 
in Venice, Briccialdi first introduced 
himself to Ciardi by pretending to be 
a student; however, after playing for 
him, the Tuscan exclaimed: ‘You are 
naughty, you are certainly no student 
Briccialdi!’ The two flautists born in 
the same year became fast friends and 
Briccialdi dedicated two works to him, 
Reminiscenze dell’Opera Maria di Rohan 
di Donizetti, Op. 35 and Lo Spirito 
Vagante, Op. 139.

After leaving Florence and Naples, 
Briccialdi departed for Milan followed 
by an intense period of concert tours 
in northern Italy and Austria, along 
with Rijeka, Ljubljana, Pest, and Prague. 
During his travels, Briccialdi met 
composer Gaetano Donizetti at the 
Viennese court in 1842, and was later 
invited by the Earl of Dietrichstein who 
wanted to meet the flautist because 
he had heard that Briccialdi looked 
very much like Thalberg, one of the 
most celebrated piano virtuosi of the 
nineteenth century.9 This reaction 
reflects the evolving culture between 
virtuosi and their admirers, a romantic 
ideology that perceives the artist as an 
heroic protagonist.

Following Briccialdi’s stay in 
England, he settled in Milan, and in 1855, 
composed an opera Leonora de’ Medici 
which was criticised for containing little 
originality. The opera was an economic 
failure for Briccialdi who had spent an 
exorbitant amount of money hiring the 
best singers and building sets. The Italian 
flautist spent the latter part of his life 
focused on pedagogy, as demonstrated 
by a slew of studies and exercises for the 
flute. On 8 December 1871, he became 
professor of flute at the Music Institute 
of Florence where he continued to 
compose, dedicating numerous works 
to his own students. After a period of 
serious illness, Giulio Briccialdi passed 
away on the evening of 17 December 
1881 at the age of sixty-three, twenty 
days after the death of Theobald Boehm 
who was eighty-eight.

Although Briccialdi is remembered 
today as a composer and inventor, it is 
important to keep in mind that during 
his lifetime, he was recognised first and 
foremost a performer, an entertainer 
who not only fully grasped the 
technical potential of his instrument, 
but documented the aesthetic current 
of his time through his compositions, 
performances, friendships, and 
inventions.

SAMANTHA CHANG
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[1] The expansion of publishing houses and performance 
spaces reflected the social ambition and economic prosperity 
of the rising middle class who became active participants in 
amateur music-making. As a result, superior virtuosity acquired 
special significance during this time and great virtuosi became 
cult figures. Many of these enigmatic nineteenth-century 
instrumental virtuosi were pianists and violinists who embraced 
the Faust and Mephistopheles legend. For a discussion of violin 
virtuosity in the nineteenth century, see Renata Suchowiejko, 
“Virtuoso – An Incarnation of God or Devil? Some Thoughts 
about Violin Virtuosity in the nineteenth Century,” in 
Instrumental Music and the Industrial Revolution, ed. Roberto 
Illiano and Luca Sala (Bologna: UT Orpheus, 2010), 99-106.
[2] Rockstro was so enamoured with Briccialdi’s sound that he 
tried to imitate and hear the great virtuoso as often as possible. 
He did, however, note two flaws with Briccialdi’s playing: the 
trills were of unequal speed and the way he held his flute looked 
unnatural. Rockstro himself was a British woodwind inventor 
in London who was also a flautist and renowned teacher. 
See Susan J. Maclagan, A Dictionary for the Modern Flautist 
(Maryland: Scarecrow Press, 2009), 154.
[3] Ervin Monroe of Little Piper published this arrangement for 
two flutes in piano in 1994.
[4] The British rights of the 1847 Boehm flute were sold to 
Rudall & Rose of London, and the French rights to Clair 
Godfroy and Louis Lot of Paris. See Nancy Toff, The Flute Book 
(Oxford: Oxford University press, 1996), 50-57. The illustration 
on p.56 demonstrates the difference between the Boehm and 
Briccialdi B flat thumb levers; the latter is familiar to flautists 
today by its teardrop shape key that overlaps the B key cup on 
the left thumb position.
[5] Flautists at the time were sceptical of anything new and 
continued to build, use, and teach with flutes by Ziegler and 
Quantz. Nevertheless, great virtuosi, including the French 
flautist, Jean-Louis Tulou happily adopted the Boehm flute.
[6] A popular lithograph by Richard James Lane titled The 
Modern Orpheus ... to be continued depicts Paganini in 
concert with various English musicians including conductor Sir 
Michael Costa, violinist Nicolas Mori, cellist Richard Lindley, 
and double bassist Domenico Dragonetti watching the soloist 
in astonishment and disbelief. See Janet Snowman, Niccolò 
Paganini (1782-1840): Including Iconography from The Foyle 
Menuhin Archive (London: Royal Academy of Music, 2011).
[7] ‘Abbiamo voluto conservare lo scritto nella sua integrità, con 
quel carattere di modesta semplicità che questa dichiarazione 
spiega abbastanza. Briccialdi era un egregio compositore, un 
esecutore impareggiabile, ma non un letterato.’ See Gian-Luca 
Petrucci, Giulio Briccialdi: Il Principe dei Flautisti (Arrone: 
Edizioni Thyrus, 2001), 9-26.
[8] According to de Lorenzo, three baiocchi would have been 
equivalent to about four and one-half cents in United States 

money. See Leonardo de Lorenzo, My Complete Story of The 
Flute: the Instrument, the Performer, the Music (Texas: Texas 
Tech University Press, 1992), 135.
[9] Although the two musicians did resemble one another, it 
was noted that Thalberg had red hair while Briccialdi had 
chestnut hair.

ENDNOTES

Niall O’Riordan, pictured with pianist Anne Marshall, 
performed for Samantha Chang’s Briccialdi lecture at the 

Convention attired in period costume.
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It is difficult to find any significant solo pieces for the flute in 
the works of Russian composers of the 19th and early 20th 
centuries. In fact, only Borodin, in his youth, is known to have 

written a flute sonata, though the manuscript, unfortunately, 
has not survived. We also know that Tchaikovsky,1 as a student 
at the St. Petersburg Conservatory, took lessons from the Italian 
flautist Professor Cesare Ciardi and henceforth had a great love 
for the instrument. Towards the end of his life, Tchaikovsky was 
working towards writing a piece for flute, though this plan was 
interrupted by his premature death, leaving behind only some 
rough drafts of the planned konzertstück.2

Gradual enrichment of the flute repertoire with new works 
in the Soviet period only began shortly before World War II and 
reached its peak in the 70s and 80s. During this time dozens 
of large-scale works were created for the flute. They are not all 
equal in artistic content; some are only used as educational and 
pedagogical repertoire, the others were forgotten after the first 
performance, and only a few are well positioned in the concert 
repertoire, having become gold standards of the 20th century 
flute repertoire. Prokofiev’s Flute Sonata in D, Op. 94, belongs 
to the latter.

This sonata is one of the most significant and interesting 
works in the contemporary flute repertoire. Ursula and Željiko 
Pešek are absolutely right in stating that, just as Ibert’s Concerto 
can be regarded as a model of the flute concerto genre of the 
20th century, a similar place in the genre of flute sonatas belongs 
to Prokofiev’s creation.3 Along with sonatas by Hindemith and 
Poulenc, Prokofiev’s work has been firmly entrenched in the 
repertoire of modern performers, and its popularity is growing. 
Prokofiev’s is a landmark work that requires not only thorough 
performing technique, but also artistic and aesthetic maturity 
and experience. As Nikolai Platonov, a well-known Soviet 
flautist and professor at the Moscow Conservatory, noted: ‘It is 
difficult to name any other work that could contribute in such 
a degree to all-round development of performance skills and 
musicality of the flute player as this sonata’.4

French inspiration
The idea of writing a work for the flute occurred to 

Prokofiev as an emigré. In conversations with the famous Soviet 
musicologist Semyon Shlifshteyn the composer said:

‘I had the idea of a flute sonata many years ago. During my 
stay in France, where, as you know, the culture of playing wooden 
instruments is very high, I was repeatedly approached by French 

flautists with the request to write an independent concert piece for 
them. It was then that I had the idea of a sonata but somehow the 
sonata “was not moving”. And only now I can say that, “between 
this and that’” while composing the ballet Cinderella and thinking 
over the orchestration of the last scenes of the opera War and 
Peace, the sonata, can you imagine, “was born by itself ”.’5

Which of the French flute players gave Prokofiev the impetus 
to create the work? From the composer’s memoirs, we know 
about his admiration for Georges Barrère’s ‘heavenly sound’.6 
This great French flautist, who lived most of his life in the United 
States, was a great innovator. Building on the tradition of the 
Paris Conservatoire, and, above all, on the didactic principles 
of his teacher Paul Taffanel, Barrère continued to develop the 
vocal direction of flute playing.

Prokofiev would have heard Barrère at ‘salons’ organised by 
Adolph Bohm, a dancer, choreographer, and member of the New 
York art elite. In addition, as noted by Nancy Toff, G. Barrère 
took part in concerts held by Franco-American Music Society 
in honour of S.S. Prokofiev and other joint performances.7

It was not, however, just Barrère’s mastery that became a 
major source of inspiration for the composer. Among other 
French flautists with whom Prokofiev was acquainted, we can 
distinguish at least two more: Philippe Gaubert8 and Roger 
Désormière.9 As conductors, they became the first interpreters 
of Prokofiev’s works. Gaubert, who was a flute professor at the 
Paris Conservatoire, conducted the premiere of the symphonic 
suite, The Love for Three Oranges, Op. 33 (1925), and the ballet, 
On the Dnieper, Op. 51 (1932). Likewise, Désormière, Gaubert’s 
student, conducted the premier of The Steel Step, Op. 41, in 
1927.

It seems most likely that it was Gaubert who offered the 
young Prokofiev the commission to create a concert piece for 
the flute. The tradition of annual flute competitions, which 
continues to the present day, required the performance of 
compositions written specifically for competitors at these 
events. Gaubert could, therefore, give the composer a genuine 
opportunity to write an ‘independent concert piece’. It is 
important to note, however, that the idea to write a sonata came 
to Prokofiev much later; competition repertoire was, at this 
time, dominated by virtuoso solo pieces.10

At the time that Gaubert was teaching at Paris Conservatoire, 
the competition programmes were not very diverse. Prokofiev’s 
inclusion may, therefore, have been intended to introduce some 
variety to the competition repertoire, until then dominated 

Prokofiev and the ‘heavenly 
sound’ of Georges Barrère

by Vladimir Kachmarchik



September 2014 43

by such standard repertoire pieces as Mozart’s Concerto in D 
major, Fauré’s Fantasie, Op. 79, and Langer’s Flute Concerto, 
Op. 3.

When considering flautists who may have inspired 
Prokofiev, we also cannot exclude the legendary Marcel 
Moyse, who developed the technique of sound production as 
vocalisation on the flute. Moyse was also a professor at the Paris 
Conservatoire, a position he held for a further eight years after 
Gaubert had stopped teaching. Being an active proponent of 
the music of his contemporaries, Moyse often acted as a conduit 
for flute pieces by Ibert, Roussel and many others.

It was under the sway of the ‘magic sound’ of the French 
flautists that the contours of Prokofiev’s sonata emerged. 
Prokofiev’s creative process had its own peculiarities and it took 
a long time from the planning stage to the final completion of 
the work. An important element of the composer’s ‘creative 
laboratory’ was the collection of thematic material for 
future works. This is evident in Prokofiev’s advice, given to 
Khachaturian when the latter was studying at the Moscow 
Conservatory: 

‘To write a concert piece is a very difficult thing, you need to 
have a method. I advise you to write down interesting textural 
matter without waiting for the whole idea to mature. Write 
down some passages, interesting bits and pieces, not necessarily 
consecutively. Then you can build the whole thing out of these 
bricks.’11

Early work on the Flute Sonata
The work on the flute sonata was done in this way, and 

included a preliminary stage of collecting thematic material, 
which started back in the pre-war period. The composer 
began to write the sonata itself in the autumn of 1942 in Alma-
Ata (Kazakhstan). On this occasion, in a letter to his friend 
Myaskovsky, he wrote: ‘Apart from movies, I’m writing a little 
dramatic cantata and received an order for a sonata for flute and 
piano from Moscow. Not timely, but nice’.12

It was, of course, an extremely anxious time politically as 
Hitler’s troops had occupied a significant part of the USSR, 
besieged Leningrad, reached the Volga, and come close to 
Stalingrad. The evacuation to the North Caucasus and his 
subsequent move to Alma-Ata, located far from the battlefield, 
allowed the composer to find some peace of mind. In another 
letter to the same friend, Prokofiev wrote: ‘Our life here is quiet 
and pleasant, but far away from music and musicians. In terms 
of the work I have done less than expected so far, hindered by 
the electricity cuts,13 and in the evening I had to close my shop, 
envying those who have no power limits’.14

Writing the flute sonata was a return to the sweet memories 
of the old, pre-war life:

‘I have long been attracted to this instrument ... and it always 
seemed to me that it had not been used enough in musical 
literature. I wanted the Sonata to sound in bright and clear 
classical tones.’15

Prokofiev’s cheerful attitude to the composition was 
determined at the early stage of collecting material inspired by 
the art of the French flautists. Next, carefully following his rule, 
the composer compiled the whole unit from those bricks.

Prokofiev chose the convenient key of D major for the Sonata. 
After G major, it was the second most common key in the flute 
repertoire at the time, having been favoured by composers from 
the 18th century until the development of the Boehm flute. But 
the apparent comfort provided by the key was illusory. After 
just a few bars the technical accessibility, characteristic of the D 
major works by J. Quantz, J. Haydn and W. Mozart, disappears. 
The subsequent abundance of chromaticism, broad jumps, 
passagework, and the use of extreme upper register requires 
technical and artistic sophistication from the performer.

We can very clearly identify in the sonata the characteristics 
of the composer’s style which, combined with the classic-
romantic tradition of Beethoven and Brahms, determined its 
significance.

‘Great music should be written, said Prokofiev, in which 
the design and technical performance would match the scope of 
the era. This music should move us in the direction of further 
development of musical forms: even abroad it will show our true 
face.’16

In this sense, the four-part Prokofiev sonata raises the 
genre of flute sonatas to a new level. ‘The turn from the wilds 
of chromatism to diatonicism’, characterized by the composer 
as a ‘new simplicity’ is the basis of his individual style. 
Prokofiev does not want to over-complicate the language, 
which was characteristic of the flute works of his young French 
contemporaries such as Bozza, Dutilleux, Jolivet, and especially 
Boulez. Instead, he attempts to discover ‘new twists in the 
melody, and to expand the range of melodic possibilities’.17 In 
this way he avoids triteness in the writing technique and style 
of texture, and gets away from the ‘old simplicity’.

The importance of vocal principles
The lyricism which the composer believed to be one of the 

most important aspects of his work, and which often remained 
almost unnoticed, is most clearly seen in the third part of the 
Sonata. Regarding the flute’s timbre, Prokofiev wrote:

‘In a slow tempo a flute can start the melody with a long 
note, but if the piano repeats this phrase, the longer note timbre 
immediately seems very pale in comparison with the flute. This is 
why it is necessary to have a really great skill to find the organic 
unity in the chamber ensemble with a piano.’18

A good example in this sense is the Andante, in which the 
composer avoids notes longer than a minim in the flute part 
and thus seeks to balance the tonal capabilities of the flute and 
piano.

Prokofiev’s interest in the scherzo and grotesque, is given  
special meaning in the Sonata. In the Scherzo, built on duple 
meter motifs arranged in triple meter, simple changes in the 
rhythm not only lead to a significant shift in emphasis, which, 
as Asafyev noted, ‘is the most valuable shaping factor bringing 
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sharpness, moodiness and a special brilliance’,19 but also 
contributes to a more expressive articulation.

Clarity of articulation and  expressive tonal qualities are 
important components in interpreting Prokofiev’s Sonata. 
Performers today do not always take into account that the piece 
was written with the dynamic range made newly possible by 
French flautists, using the vocal principles of sound formation. 
Prokofiev’s style is often perceived as emotionally minimalistic, 
perhaps bordering on dryness. This mood, however, is not 
characteristic of the flute sonata. After all, the ‘heavenly sound’ 
of Barrère had attracted the attention of the composer and was 
a model for him while writing the work.

Prokofiev’s sonata was completed in August 1943 in Perm. 
In a letter to L.T. Atovm`yan, the director of the USSR Music 
Foundation,20 Prokofiev reported that he had almost finished 
the Sonata, which proved to be a heavyweight. The total volume 
of four parts had about forty pages.21

The sonata for violin
Two months after the composer’s final return to Moscow, 

rehearsals of the work began. For the performance of the 
sonata, he invited the flautist and winner of the All-Union 
competition,22 Kharkovsky,23  and the pianist Svyatoslav 
Richter.24 The composer held rehearsals with musicians in his 
room in the Metropol hotel where he temporarily settled with 
his second wife Mira Mendel’son after their return to Moscow. 
The extent of Prokofiev’s participation in the preparations 
was explained by his intention to present his opus at the 
competition. According to the memoirs of Richter, the Sonata 
was first performed at a competitive audition for the Award 
Committee in the Beethoven Hall of the Bolshoi Theatre25 
before the premiere concert performance, though the work did 
not receive any prize.26 In an public concert, Kharkovsky and 
Richter performed the sonata for the first time on 7 December 
1943 at the Moscow House of Composers. After the premiere 
Prokofiev’s work was repeatedly performed in concerts27 and, 

according to the pianist, ‘always enjoyed great success ... but the 
flautists weren’t in a hurry to play it’.28

This quotation confirms Prokofiev’s words to Oistrakh 
before writing his version of the Sonata for violin (Op. 94 bis). 

In agreeing with David Oistrakh29  to make minor changes to 
the violin version of the sonata, the composer notes that there is 
‘little interest in the flute sonata by flautists’, this being  the main 
reason for the transfer of the work to the violin. 

How honest and objective was Prokofiev’s own judgment of 
the reception of the flute sonata? Given that the original version 
of the flute sonata was never separately published in the USSR,30 
such that the flute part existed only as a supplement to the violin 
version, it is erroneous to form a judgment of its popularity 
amongst flute players. The handwritten copy of the Sonata, 
which Kharkovsky and Richter had in their possession, could 
not be widely disseminated amongst flautists. In addition, we 
should remember that at the beginning of 1944, still a year and 
a half before the end of the war and military activities were in 
full swing. Musicians of the orchestras and theatres, evacuated 
to the Urals and Central Asia, were just beginning to return 
to the eastern part of the USSR that had been ravaged by war. 
Naturally, for most of them the flute sonata by Prokofiev was 
unknown. In promoting his music, the composer could only 
count on Moscow artists, the range of which, due to the war 
activities, remained very limited. In that situation, a proposal 
by a Oistrakh, a talented Soviet violinist, was a real step for 
forward for Prokofiev, enabling him to make his composition 
more widely known and build demand.

Oistrakh was known for his subtle interpretations of 
Prokofiev’s ‘new simplicity’ and was moving confidently to 
worldwide recognition. He thus offered greater opportunities 
than his flautist counterparts for presenting the music of the 
composer, not only in the Soviet Union but also outside it. 
With his soaring sound and elegant articulation, he probably 
was more in line with Barrère’s ‘magic sound’, the inspiration 
for Prokofiev when he was creating his flute sonata, and which, 
probably, was not heard by the composer in Kharkovsky’s 
interpretation. In addition, the composer could not offer  
Barrère, who was by now in his old age,31 the new work.

Prokofiev was right, as after the first performance of the 
Sonata by Oistrakh and the pianist Oborin in Moscow, and later 
in Boston, it gained wide popularity among Soviet and foreign 
violinists. Nonetheless, the flute sonata was redeemed from the 
violinists by Rampal who first performed it in 1948 in Paris, 
and subsequently often included it in his concerts. It is through 
Rampal that the opus by the Russian composer took a firm place 
in the flute repertoire and was not allowed to fall entirely into 
the hands of violinists through Oistrakh’s transcription. 

Today, to reproduce the Prokofiev’s vision of his Sonata, 
we should reflect not only on the vocalised tonal techniques of 
the French flute school that inspired the composer, but also on 
the ease and fluency of the violin étude repertoire. In this way 
the performer can achieve the depth and fullness of the music 
according to the composer’s intentions.

Vladimir Kachmarchik, Ph. D. 
Professor of Flute, 

Donetsk S.S. Prokofiev State Musical Academy

Kharkovsky (left) and Richter (right) gave the first performance of the Flute Sonata
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Fragment of the manuscript of Prokofiev’s Flute Sonata from the Moscow State Conservatory
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[13] In addition to poor living conditions and the creative tension 
due to work on large-scale pieces such as the opera War and Peace, 
the composer had profound rueful feelings related to his break 
with his first family. Before the war, in the winter of 1941, Prokofiev 
left his first wife, Lina Llubera for Mira Mendel’son. During the 
evacuation L. Llubera refused to go in one train with M. Mendel’son 
with the result that she spent the war with the children in Moscow, 
followed by many years in Stalin’s camps.
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development and financing of their creative work.
[21] Somewhat later, on 21 September 1943, in a letter to the 
Secretary of the Foreign Office of the Union of Soviet Composers, 
the composer G. M. Schneerson wrote: ‘Op. 94 – sonata for flute 
and piano, in 4 parts, recently finished, but I want it to lie down a 
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Yutson and Nicholay Kharkovsky.
[23] Nicholay Kharkovsky (1906-1974) was a Russian flautist. In 
1928 he graduated from Rostov Music College. Between 1931 and 
36 he played with the USSR Radio Orchestra. Later, he played 
with Bolshoi Theatre (1945–52) and the USSR State Symphony 
Orchestra (1952–68).
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pianist and student of G. Neygauz. He won the USSR State Prize 
and received honorary awards in many countries.
[25] Presumably, the Sonata could be nominated for the Stalin 
Prize.
[26] The Stalin Prize was awarded to the Piano Sonata No. 7, which 
Prokofiev was composing in parallel with the flute one in 1943.
[27] It is known that N. Kharkovsky and S. Richter performed the 
Sonata five more times in Moscow (15 January and 14 February 
1944 at the Conservatory Grand Hall; 12 March 1944 at Moscow 
State University; 23 October 1944 at Central House of Art; and 25 
March 1945 at the Small Hall of the Conservatory).
[28] Sergey Sergeyevich Prokof ’yev. Materialy: ibid., p. 467.
[29] David Oistrakh (1908-1974) was an outstanding Soviet 
violinist and professor at the Moscow Conservatory. In 1926 
he graduated from the Odessa Institute of Music and Drama 
(Conservatory). After moving to Moscow he had an active concert 
schedule.
[30] The Sonata for Flute and Piano, Op. 94 is shown only in 
manuscript form, the original of which was given to L.T. Atovm’yan. 
Today it is in the Glinka Museum of Musical Culture (f. 33. Inv. 384 
№ 6405). The manuscript of the Sonata is in the library of Moscow 
State Conservatory. It is supposed that in 1945 this sample was 
handed by Prokofiev to the flute professor V. Tsybin (1877-1949). It 
was V. Tsybin to whom the manuscript, rewritten by a copyist, was 
addressed. On this sample all the attributes of the title page from 
autograph were kept (Sergej Prokofiev op. 94 Sonata for Flute and 
Piano D-dur 18th of September 1942, 12th of September 1943). 
Tsybin was a long acquaintance of Prokofiev from student days. 

They studied together in St. Petersburg Conservatory in 1910-1914.
If one compares the Sonata autograph with the manuscript 

sample from Moscow Conservatory, one can find slight difference 
in accents, which might have been corrected during preparations 
for the first performance. The composer always respected the 
performers’ recommendations on articulation and often agreed 
to corrections. The performers’ desire to change the text or to 
simplify it caused more objections from the composer.  Prokofiev 
often used extremes of register for the trumpets, clarinets, and 
oboes in his orchestration, searching for tonal variety and causing 
musicians discontent. Uncompromising and demanding, he often 
said, ‘If this note is very difficult to perform, practise – it will be 
easier’ (Sergey Sergeyevich Prokof ’yev. Materialy: ibid., page 474).

In the USSR the first edition of the violin version was made in 
1946 by D. Oistrakh. Later on, the Sonata was republished under 
the title ‘for violin or flute’. Above the piano part was written the 
violin line; the flute part was a standalone supplement. Platonov 
made all his corrections with dashed lines keeping close to 
the author’s version. Nevertheless there are certain differences 
in accents between the autograph from the Glinka Museum, 
manuscript from Moscow Conservatory library and the original 
version by Platonov. Which version might have been approved 
by the composer after working with performers? The final answer 
might be known if the copies of the first performers—Kharkovsky 
and Richter—were found. In these copies all the performers’ 
corrections were made with Prokofiev’s approval; but whereabouts 
of these copies remains unknown.
[31] Barrère died on 14 June 1944.
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Dora Bright: Romance and 
Seguidilla for flute and piano
Dora Bright writes her own concertos better than she plays 

them… I do not know that she plays any better than I 
do, except in respect of her fingering her scales properly, 

and hitting the right notes instead of the wrong ones. So wrote 
Bernard Shaw’s in a tongue-in-cheek review after hearing Dora 
Bright play her own piano concerto.

Dora Bright was a notable pianist and composer in her day 
with the added distinction not only of being the first woman 
ever to win the Charles Lucas Silver Medal for composition but 
also of being the first woman ever asked to produce a work for 
the Philharmonic Society. From the age of 21 she had spent 
six years studying at the Royal Academy of Music where she 
was part of a group of young composers known as ‘The Party’ 
with other members including Edward German. Her teachers 
were Ebenezer Prout and Walter Macfarren and she won 
several prestigious prizes at including the Potter Exhibition, 
the Lady Goldschmid scholarship, and the Sterndale Bennett 
prize. She gave the first performance of her piano concerto at 
an Academy orchestral concert and her fame quickly spread 
as far afield as Australia where the Sydney Mail reported in 
July 1889 that her piano concerto was ‘exceedingly good…
sterling musicianly work, with a grace of expression, elegance 
of rhythm, and a thorough command over the resources alike 
of the solo instrument and the complete orchestra.’ Of course, 
other contemporary reviews made frequent reference to her sex 
with critics describing her playing as combining ‘the genuine 
tenderness of womanly feeling with masculine vigour and 
energy’ (Monthly Musical Record, 1889) and speaking of her 
writing in such manner as  ‘pianoforte passages of embroidery 
which ornament the main themes, surrounding them with a 
delicate feminine grace’ (Musical News 1891).

Dora Estella Bright was born in Stanton Broom, Sheffield 
on 16 August 1862. Her father, Captain Augustus Bright, 
owned the business A. Bright & Co and described himself as a 
‘Brazilian Merchant’. He was well thought of in the community, 
leader of the volunteer Hallamshire Rifle Corps and in 1872 
acquired the official title of Vice-Consul on his appointment 
as ‘Consular Agent to the Emperor of Brazil for Sheffield & 
District’. It would seem therefore that Dora had grown up in 
comfortable surroundings, but under the veneer of success all 
was not well in the Bright family. 

Dora’s mother, Kate Pitt, was an actress and playwright 
descended from a family of theatrical players. In 1860, two years 
before Dora was born, she had made her debut as an actress in 

Manchester before appearing in various venues across the north 
of England with her father billed as ‘Mr Charles Pitt, Tragedian, 
and Miss Kate Pitt, Juvenile Actress and Farceur’. She married 
Augustus Bright in Cardiff in 1861 and continued her acting 
profession under the name of Mrs Augustus Bright.

In 1873, in the same year that her sister was born, Dora, aged 
nine years, appeared in a concert in Sheffield with her father. 
The occasion was billed as a benefit concert to raise funds for 
the Hallamshire Rifle Corps. But it was also an opportunity for 
Dora to make her debut. Her father played the violin and she 
accompanied him in a performance of De Beriot and Benedict 
before she gave a solo performance of a Beethoven piano sonata.

Augustus Bright was suffering with heart disease and in 
1880, aged 50, he died suddenly at his home in Sheffield. His 
business continued in the not-so-capable hands of his widow 
and also in the rather more capable hands of his former 
manager, William Erskine Mawhood. However, A.Bright & Co 
was scarcely solvent at the time of Bright’s death and it went 
into liquidation two years later in July 1882 with debts of nearly 
one thousand pounds.

During the six months prior to the liquidation Mrs 
Augustus Bright had auctioned off her husband’s art collection 
and sold his Guarnerius violin ‘recommended by the Duke of 
Edinburgh’ for £34. She had also, perhaps strategically, married 
the manager William Mawhood and had run up a lot of debts 
for personal and business expenses for the theatre company 
that she was still managing. So when the matter went to court, 
there was no money for the creditor and Mrs Bright was legally 
unable to be declared bankrupt as she was a married woman. 
This presumably prompted Dora to make a career for herself 
and she began her studies at the Royal Academy of Music in 
London the following year, in 1883.

In 1886, the same year that she won the Sterndale Bennett 
prize out of a field of 32 competitors, Dora was appointed 
sub-professor of the RAM and selected to represent the pupils 
when Liszt visited the Academy. ‘She was publicly introduced 
to him and he warmly commended her on her performance, 
shook hands with her and paid her compliments she is likely to 
remember for the rest of her life.’ In 1888, shortly before leaving 
the Academy, she wrote Variations on an original theme of Sir 
G.A. Macfarren as a tribute to that composer (who was himself 
the subject of a previous article by me for PAN).

On leaving the Academy she commenced a series of 
pianoforte recitals and toured the continent, studying with 
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Mozkowski in Paris and successfully appearing at Dresden, 
Leipzig, and Cologne. Sophie Fuller, Dora’s biographer, has 
unearthed a letter from a friend travelling with Bright in 
Germany which reveals much about Dora Bright’s personality. 
The letter says ‘travelling with Dora is VERY trying. I believe 
she would like to do nothing better than to get up late, dawdle 
about all day, and go to the opera at night.’

In 1891 she played her own Pianoforte Concerto in A minor 
at the Crystal Palace and gave a series of successful recitals of 
English music followed by another series devoted to the music of 
other nationalities including the music of Scandinavia. George 
Bernard Shaw reported that in 1893 he ‘went to Prince’s Hall 
and found Miss Dora Bright wasting a very good programme 
on a very bad audience.’ Although her music was championed 
by Sir Thomas Beecham, the only one of her compositions ever 
to be performed at the Proms was a work for flute and piano, the 
Suite Bretonne (with the movement titles “Aubade,” “Chanson,” 
“Angelus,” and “Dance”), which was given in August 1917 and 
which now seems to be lost. On that occasion the flute part was 
played by Albert Fransella with the New Queen’s Hall Orchestra 
conducted by Henry Wood. The Liverpool Daily Post reported 
that ‘it was exquisitely scored and the last movement entranced 
the audience which accorded the composer an ovation at the 
close.’

Albert Fransella also performed Bright’s other work for 
flute and piano, Romance and Seguidilla, in a programme of 
modern music that included Invocation (Donjon), Pan and 
the Birds (Mouquet) and Fantasie on a melody by Chopin 
(Demerssemann). The Romance and Seguidilla were first 
published in 1891 in the Flute Players’ Journal (first series) 
and originally was part of a five-movement Suite for Orchestra 
(thanks to Sophie Fuller for this information). It is dedicated to 
the Welsh flute player Frederic Griffiths, who had studied at the 
RAM, had been a pupil of Taffanel, and was Principal flute of 
the Royal Italian Opera orchestra in London. An early writer, 
describing the traditional form of the seguidilla, spoke of it as 
being ‘one of the most seducing objects which love can employ 
to extend his empire.’

After the upheavals of Dora’s life following the death of her 
father, it is possible to understand why she might have sought a 
life which had more security than a musician’s could offer and 
in March 1892, at the age of nearly thirty, she married Captain 
Wyndham Knatchbull at St. Andrew’s Church, West Kensington 
and went to live with him in his home in Babbington, Bath. He 
was sixty years old and a former captain of the 3rd Dragoon 
Guards. The Taunton Courier noted that the bride wore an 
outfit of brown corduroy velvet, and that the couple spent their 
honeymoon in Devon. But their marriage was to last only eight 
years as the Captain died in 1900. Dora never returned to the 
professional scene, instead devoting herself largely to fund 
-raising performances in the locality. Under the provisions of 
her husband’s will, she had been left the use of the house in 
Babbington and one of her major enterprises was to raise funds 

for the restoration of the church there which had been designed 
by Christopher Wren and which had been ravaged by death 
watch beetle.

Before the start of one of these fund raising concerts, Lady 
Horner of Mells Manor House gave an introduction in which 
she said that ‘Mrs Knatchbull had first appeared amongst them 
before the days of electricity, wireless and cinemas, but that 
Mrs Knatchbull had become their wireless and their cinema, 
and with her personality she had electrified their lives without 
charging them a penny. It had been a sleepy quiet neighbourhood 
where lived squires, parsons, and doctors with their wives and 
daughters and, within seven years, Mrs Knatchbull had turned 
them into a first-rate theatrical company… In these days people 
were tired of subscriptions but Mrs Knatchbull had hit upon 
a very happy plan. She had provided them with very good 
tea and sherry and then very good music in very comfortable 
surroundings.’

The company to which she referred was the ‘Babbington 
Strollers’, a group of lady and gentlemen amateurs who, under 
the leadership of Dora Bright, raised considerable sums for 
charitable purposes by their performances of Gilbert and 
Sullivan comic operas and other works in the Mendip area and 
elsewhere. The Wells Journal (10 January 1895) reported on one 
of these occasions, a sell-out performance of The Mikado, with 
a special train running from Wells to bring members of the 
audience. Every seat was sold and more people were standing.

Dora also enjoyed a successful collaboration with the 
dancer Adeline Genée, founder president of the Royal Academy 
of Dancing, and described by the producer Florenz Ziegfield as 
‘the world’s greatest dancer.’ Together, Bright and the Danish 
born Genée produced works such as The Dryad, which was 
based on the story by Genée’s fellow countryman, Hans 
Christian Anderson. Another of their joint enterprises was a 
charity production of Bright’s Ballet-Pantomime, an adaptation 
of The Princess and the Pea, in which the great actress Ellen 
Terry played the part of the Queen with her own grandchildren 
as her train bearers.

Musical performances were also organised to secure funds 
for the erection of a men’s institute in the mining village of 
Colmford. The Bath Chronicle and Weekly Gazette reported 
that ‘Mrs. Knatchbull has given the site for the building and has 
determined to raise the necessary money to build and equip 
the institute by her own and friends’ efforts. Several celebrated 
artistes assisted her on Thursday afternoon as well as on Friday 
evening.’ Adeline Genée had turned down a £500 engagement 
in order to be there. The programme included a performance of 
Mrs. Knatchbull’s dance play The Dryad. 

The Romance and Seguidilla is published by Trübcher by 
kind permission of the copyright owner ©Richard Wyndham 
Knatchbull and the ©British Library Music Collections 
h.232.a.(7.) and an excerpt is published overleaf for readers to 
try.

ROZ TRÜBGER
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We had four great days at the 
Flutewise Residential Course 
at Abbotsholme School 

during the Easter holidays. When Liz 
gave us the opportunity to bring our 
own students and to be involved in the 
course we thought it would be of benefit 
in many ways. The students would be 

getting new experiences through all 
the activities the traditional Flutewise 
course brings in a friendly, caring 
atmosphere; as teachers we would be 
sharing a different environment with 
our students away from the weekly 
lesson and the parents would be happy 
to know we would be there should they 
need us.

Abbotsholme School is in the heart 
of the countryside with extensive 
views of the beautiful Staffordshire 
countryside. The school has excellent 
facilities including a beautiful chapel 
with a grand piano where most of the 

large groups and solo performances 
took place and a purpose built theatre 
where we held the popular Flutewise 
Ceilidh. As the weather was sunny we 
were able to get outside and enjoy the 
courtyard for ensembles, workshops, 
and games, and the grounds for walks. 

We saw the young flute players 

eyes widen at the ‘getting to know 
you’ session on the first evening as the 
tutors and course leaders told us what 
they do: Abbie McLearnon, currently 
on tour with Wicked; Lesley Knowles, 
our reeds specialist; Chris Baxter, our 
wonderful accompanist, also an ABRSM 
examiner; Ciaran O’Donnell, clarinet 
and saxophone specialist, and Head of 
the Birmingham Music Service; Sandy 
Hay, former head of the Leicester Music 
Service – all experienced instrumental 
teachers. We also had four Flutewise 
apprentices to mentor and support the 
young people, all exceptionally gifted 

young flautists starting out on careers in 
music. 

Ciaran gave an improvisation 
workshop; the students’ confidence 
increased as they realised they could 
improvise effectively as they played 
Watermelon Man. In another session, 
in groups of four, with Ciaran’s expert 

guidance the students composed a short 
piece; many of them said that they did 
not realize that they could compose. 
The handcraft table captured their 
imagination, many returning to work 
on the panpipes they were constructing 
with coloured straws.

Each student, from Grade 1 to 
Grade 8 standard, had the opportunity 
to perform in a masterclass, where 
Sandy offered constructive advice 
and encouragement. Later that day 
they all played their pieces in front 
an enthusiastic audience. Sandy also 
expertly conducted the flute choirs; 

Flute teachers join the fun 
at Abbotsholme Flutewise
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Flutewise

when we started to learn Teddy Bears’ 
Picnic we thought that we would never 
make it presentable as it was very 
tricky for the beginners. Nevertheless, 
the performance at the final concert 
(when their parents arrived to collect 
them) was excellent, the young flute 
players gaining invaluable experience of 
ensemble work. 

At one of the workshops the students 
had the opportunity to question Chris. 
Many misapprehensions were addressed 
regarding ABRSM exams; the students 
found the session very reassuring.

One evening the tutors and 
apprentices played ‘The Wrong 
Concert’ where they demonstrated 
everything that you should not do 
when performing, the young people 
enthusiastically pointing out the errors. 
They then performed their pieces 
perfectly. On hearing their instruments 
played beautifully the students could see 

www.myfife.org
Contact: myfife@myfife.org • 020 8662 8400
Available at Just Flutes • 46 South End, Croydon, CR0 1DP • www.justflutes.commyfife

•	 Teach	the	fundamental	skills	for	playing	flute:	
embouchure,	fingering,	posture,	breath	control...

• Teacher’s Resource Pack	(RRP	£29.95)	contains	
photocopiable	lesson	plans,	practice	sheets	&	flash	cards

• The myfife Pack	(RRP	£15.95)	contains	myfife,	The Fife Book,	
stickers,	carry	bag	and	downloadable	backing	tracks

•	 Inset	training	days	available

•	 With	bulk	discount,	prices	start	at	£4.36	+	VAT	per	myfife

The complete teaching method
myfife is simple, small and attractive, inexpensive  
and virtually indestructible.

that it was possible for them to achieve 
anything they wanted with passion 
and dedication. An unexpected bonus 
was that Liz invited a professional 
photographer who took stunning 
photos of the course participants.

 When asking the students their 
impression of the course one said, 
‘I enjoyed making new friends and 
socializing with others who are 
passionate about playing the flute!’ 
Another said, ‘I enjoyed learning 
alternative techniques through learning 
the Flutewise Theme.’

The whole course from Monday 
at 4pm to Thursday at 4pm and had a 
wonderful atmosphere of enthusiasm 
and fun whilst the students made 
significant progress on their instrument, 
be it flute, saxophone, clarinet oboe or 
recorder. This is only a glimpse of the 
activities; we have not mentioned the 
warm-ups, games, memorizing music, 

scales, Sandy’s Celtic Piece, a wild fife 
game, flute care and we must not forget 
the points and prizes – it goes on and 
on! This could only have been achieved 
with the care, skill and dedication of Liz 
Goodwin who has been running these 
courses since 1988.

For more information about what 
Flutewise offers visit the website, and do 
recommend it to your pupils. As parents 
have said ‘a few days on a Flutewise 
course is as good as six months’ worth 
of lessons.’ We heartily agree.

If you are presented with this 
opportunity to enrich your professional 
development we encourage you to take 
it. We had an unforgettable time in 
pleasant surroundings with the rare 
opportunity to reflect on our teaching, 
making music, enjoying good food, and 
socializing with like-minded people.

CATHERINE BARKER 
and KAREN BERTOLACCINI
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Obituary

Richard Taylor, former Assistant Principal Flute of the 
London Symphony Orchestra, died on August 11th in 
Ferring, West Sussex.

Richard was my closest friend for 48 years and the first flute-
player to befriend me when I arrived in London in 1966 after 
my 7 years’ service in the Royal Marines Band and after my 
short period of study in Paris with Fernand Caratgé. We had 
a lot in common. Both of us had served in military bands, had 
studied with Caratgé….and we both played the recorder. It was 
this ability to play both flute and recorder that first brought us 
together in a professional performing capacity. 

Richard Taylor was the son of Stanley Taylor, a brilliant 
pianist, composer, and conductor, who was born in Leeds and 
had won a scholarship to the RCM to study composition with 
Vaughan Williams. He won further scholarships to study in 
Germany in the 1920s and became organist at Westminster 
Cathedral and a member of the BBC singers. Stanley developed 
a great interest in early music and was one of the first musicians 
to take up the recorder as a serious instrument, so consequently 
both Richard and his older brother, Christopher, started their 
musical studies on the recorder with their father. With their 
father and sister the “Taylor Recorder Consort” was formed and 
made many BBC broadcasts and several LP records which for 
many would be the first time a consort of recorders would have 
been heard, as the early music revival had not yet occurred.

Richard taught himself to play the flute initially, but at 15 
he won a scholarship to study the flute at the Guildhall School 
of Music, which was then located at John Carpenter Street near 
Blackfriars. Richard and his older brother, Chris, both attended 
the Guildhall and travelled by tram from their London home 
in Merton, where they were educated at Wimbledon College. 
Their teacher at GSMD was Gilbert Barton, a very good player 
in the old English school of playing that was epitomized by the 
wooden Rudall Carte flute, which of course the boys played, as 
did almost all British players at the time. Richard told me that 
in those days professors wore formal morning dress of black 
jacket and striped trousers for lessons. He would often receive a 
postcard at 2pm from Gilbert Barton at the flat in Maida Vale, 
which he shared with Chris, that had been posted in Central 
London in the morning informing him to re-arrange his 4pm 
lesson for another time as a date had come in for his teacher!

Life in the flat had its good and bad sides. There was clearly 
great sibling rivalry and fraternal squabbles with them both 
being young aspiring players. The phone would ring with a date 

for Richard and Chris would answer and say Richard was not 
available but that he was free to do the date! Parked proudly 
outside their flat were their two vintage Aston Martin cars, 
Richard’s being a 1934 model.

The flute scene in London was changing at this time. The 
great virtuoso Arthur Gleghorn, founder member of the 
Philharmonia Orchestra, departed for California in 1947 to 
continue his illustrious career in the MGM Orchestra. This left 
a huge gap, as Gleghorn had been the busiest player in London 
and the first-call for most free-lance work since the 1930s. 
Gareth Morris, playing a Rudall Carte flute in the established 
traditional English style, assumed the principal position in the 
Philharmonia Orchestra recently vacated by Gleghorn.

 In 1948 Geoffrey Gilbert had been appointed principal in 
the BBCSO. Gilbert was the pre-eminent exponent of the French 

Richard Taylor (1930–2014)
A tribute to my friend by Adrian Brett
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style in London and the only principal player to play a silver 
flute, having studied with René Le Roy when he realized that 
no English players were being engaged when major works were 
being recorded. It was Moyse who recorded the Brandenburg 
Concerti with Adolph Busch and Le Roy who recorded the 
Mozart Flute and Harp Concerto with Lily Laskine conducted 
by Beecham.

Richard and Chris Taylor soon realized that this French 
method of playing, with its emphasis on varied tonal quality, 
long musical lines and a very clearly defined articulation would 
ultimately, but with difficulty, become the accepted style in 
England. Chris Taylor, being the elder and imbued with a lot 
of self-confidence, courageously approached the principal of 
the Guildhall School and, together with a very subdued and 
nervous younger brother in tow, outlined his concerns that the 
methods currently being taught would not equip students with 
the necessary techniques for a professional career during the 
period of transition in woodwind styles that was taking place 
in London orchestras, influenced by major figures such as Leon 
Goossens on oboe and Reginald Kell on clarinet. Amazingly 
this somewhat impertinent approach persuaded the principal to 
appoint Geoffrey Gilbert as professor in 1948, which heralded 
the way for a very new, intelligent, and analytical approach 
to teaching, and solving the problems of playing the flute. So 
many players over the years benefitted from Gilbert’s teaching 
at GSMD, including William Bennett and James Galway among 
others, but it was the Taylor brothers who had had the courage 
to get him appointed to the position in the first place. Gilbert 
had taught at Trinity College for a few years and was at first 
reluctant to add another college professorship to his workload, 
but he told me that one reason he accepted the approach from 
GSMD was that he had heard on the grapevine that if he had 
declined another eminent player of the old English school 
would have got the job. He felt this might have left British flute-
playing way behind the rest of the world and stagnating for 
some considerable time.

Richard studied with Gilbert at GSMD concurrently 
with his National Service in the Irish Guards Band. National 
Service was for 3 years but you could stay in a military band 
and gain great playing experience by signing on for 5 years, 
which Richard did. There was some tacit agreement with the 
authorities at the Guildhall that excuses would be made should 
the demands of the Army clash with those of the Guildhall. 
There were fewer good players on woodwind instruments at this 
time and most of the better ones had won scholarships whilst 
serving in military bands, so it was not a unique situation. 
Richard enjoyed his time in the Irish Guards Band, fulfilling the 
duties of Changing the Guard, Trooping the Colour, Edinburgh 
Tattoo, and culminating in playing for the Coronation in 1953.

On leaving the army Richard Taylor joined the orchestra of 
Sadler’s Wells in 1953 where he remained until getting his big 
break: appointment to the London Symphony Orchestra. 

 The old English style of flute-playing in the LSO is illustrated 
by the playing of Gordon Walker in the famous recording of 
“The Serious Doll” from Elgar’s Nursery Suite, conducted by 
the composer. His son, Edward, followed his father as LSO 
principal. This style of flute-playing in the LSO disappeared 
almost overnight, however, with the resignation of most of the 
woodwind principals who left to form the Sinfonia of London, 
managed by the Walkers. This new exclusive studio orchestra 
had the contacts to record the film scores that had hitherto been 
the lucrative perks of the LSO. New woodwind principals were 
appointed in the LSO and Alexander Murray, who had studied 
the flute in Paris, was appointed Principal Flute and selected 
Richard Taylor as his 2nd flute, a position he was to retain for 
28 years. He was the youngest player in the LSO at the time and 
Alex Murray persuaded Richard to go to Paris to study with 
Caratgé and Richard duly obtained leave of absence from the 
LSO to take up a six-month French Government scholarship. 
During this period of intensive study Caratgé ironed out all 
the residual elements of the old English playing methods, as 
he was to do later with several other British players  including, 
most notably, Peter Lloyd. Emphasis was made on tonal 
development, long musical lines, and French articulation, with 
forward positioning of the tongue and a vibrating, expressive 
tone. Richard duly returned to the LSO a transformed player.

 Chris and Richard frequently played the solo recorder parts 
in Bach’s Brandenburg Concerto No. 4, which had formerly been 
played on flutes but which the scholar Thurston Dart insisted be 
played on the instruments which Bach intended. The brothers 
recorded this work with the Yehudi Menuhin Orchestra. They 
also played recorders for the Beatles’ “Fool on the Hill” from the 
Magical Mystery Tour EP and album!

The Taylor Recorder Consort
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During his career Richard played second flute in the LSO to 
Alex Murray, Geoffrey Gilbert, James Galway, William Bennett, 
and Peter Lloyd. The recording of Berlioz’s L’Enfance du Christ 
conducted by Colin Davis contains the famous “Trio des 
Israelites” for two flutes and harp. This recording, with William 
Bennett and Richard Taylor, is considered by many as the finest 
ever made and should be compulsory listening for aspiring 
players of today.

The appointment as assistant principal flute in the ‘70s gave 
Richard the opportunity to show what a consummate player he 
was: well capable as a principal after so many years as 2nd flute. 
There is one recording from this period for which Richard will 
always be remembered…Star Wars! It is Richard Taylor who 
plays the exposed flute solo that is “Princess Leia’s theme” and 
which, as a movement of the “Star Wars Suite”, has now become 
part of the standard symphonic repertoire.

Sadly the very talented Chris Taylor died prematurely at 53 
in 1982 from myeloma, a blood cancer, which was a great loss 
to the free-lance musical scene in London studios. I had worked 
in the studios on an almost daily basis with Chris after I had 
left the BBC Radio Orchestra in 1976. After the death of his 
brother, Richard decided to leave the LSO to have a more varied 
diet of work. He had been a professor at GSMD for some years 
and had recently been appointed to the RAM. I had played with 
Richard on recording sessions when he managed to escape 
from the LSO but now we worked regularly together recording 
many film scores. On one notable occasion we went to Paris 
to play bass flutes with the Orchestre de Paris, where we had a 
great time with Michel Debost.  

Richard Taylor retired to Broadmayne near Dorchester 
where he continued his model-engineering hobby. More 
recently, he moved with his wife, Colleen, to Ferring near 
Worthing in West Sussex, in order to be closer to his daughter, 
Charlotte.

In his famous essay, “Friendship”, the great 19th century 
American philosopher and poet, Ralph Waldo Emerson, wrote 
that a friend ‘may well be reckoned the masterpiece of nature. 

Adrian Brett, Richard Taylor and William Bennett

Before him I may think aloud.’ Richard and I argued, disagreed, 
but shared together all the ups and downs of our individual lives 
with mutual support and care. Emerson also wrote: ‘Tis better 
to be a thorn in the side of your friend than his echo.’ You could 
always rely on Richard to tell you when he thought you were 
wrong but equally he could accept criticism of himself. Many 
could not see beyond his often gloomy and gruff exterior and 
I often thought he was the inspiration for Victor Meldrew…an 
observation his own wife and family had made too apparently! 
But he could always be relied upon in a crisis and when I was 
very ill once he was at my door within minutes. He truly was 
the personification of the observation by the great Roman poet 
Quintus Ennius: ‘No sooner said than done…so acts your man 
of worth’.

I count myself fortunate to have had such a good friend and 
musical colleague and I shall miss his company and friendship 
greatly.

Adrian Brett, Michel Debost and Richard Taylor

Editor’s note: We apologise for the poor quality reproduction of the historic 
photographs in the obituary.

ADRIAN BRETT
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CDS FORGETMENOT
Ion Bogdan Stefanescu 
plays the music of 
Violeta Dinescu
Ion Bogdan Stefanescu 
(flutes)
Gutingi

Violeta Dinescu is a 
composer with a distinctive 
voice. Born in Romania in 
1953, she completed her 
studies in Bucharest and 
has lived in Germany since 
1982. She has written a 
large number of works for 
the flute, partly as a result 
of her collaborations with 
Ion Bogdan Stefanescu, who 
performs her music with flair 
and understanding. This CD 
has 11 works for different 
sized flutes, from piccolo 
to bass, and also including 
the Chinese Dizi. The liner 
notes include a quote from 
Dinescu which gives an 
idea of her approach: ‘It 
is very important to me 
that I should be moved by 
music and also that I can set 
something in motion. Music 
can trigger off something 
which I do not have under 
control. Mankind has great 
potential, areas of sound 
are inherent in people. 
One can dream in sounds. 
There you can experience 
how sounds which already 
exist are contained in you. 
I try to bring to life these 
sounds which have already 
existed for a long time but 

MARK ALBAN LOTZ
Solo Flutes
Mark Alban Lotz (flutes)
LopLop Records

Dutch flautist Mark Alban 
Lotz is typically labelled as a 
jazz performer, but, as with 
a growing number of artists, 
such labels are becoming 
less and less useful. I 
came to this, his most 
recent recording, just after 
reviewing Holly Hofmann’s 
Low Life (PAN, June 2014). 
If Hofmann represents the 
mainstream of jazz, Lotz 
cannot be easily tied down 
to any genre, even jazz 
itself. His output of albums 
– at least 16 of his own and 
over 40 appearances with 
other artists – has covered 
a host of different genres 
over multiple world music 
traditions, from jazz to 
contemporary European 
music to African, Afro-
Cuban, Balkan, and Indian 
classical forms, among 
others. 

This is perhaps not 
surprising given Lotz’s 
background. Raised in 
Thailand, Uganda, and 
Germany, he settled in 
The Netherlands, where, 
having taken up the flute 

at seventeen, he studied 
jazz at the Hilversum 
Conservatory, classical and 
contemporary music at the 
Amsterdam School of Arts 
and north Indian bansuri at 
Codarts, Rotterdam, along 
with private study in the US.

Reinforced by extensive 
touring all over the globe, 
these influences have 
created an artist with few 
stylistic boundaries, referred 
to by Cadence magazine as 
an ‘ambitious composer of 
unique contexts’. According 
to latinjazznet.com, ‘Mark 
Lotz is more than just a big 
voice in the European jazz 
scene. He is at the forefront 
of jazz, classical and world 
music and is obviously 
enjoying every minute of it!’

All of this is very evident 
on Solo Flutes. Composed 
during a 10-day sabbatical 
visit to Berlin and recorded 
with just composer, flutes 
and a computer in an empty 
room at the Alphen aan 
den Rijn School of Music 
back in the Netherlands, 
Lotz describes the album as 
follows: ‘17 tracks of solo 
flutes with compositions 
and improvisations in 
contemporary music. It 
features the whole family 
of flutes: from piccolo 
to PVC contra bass 
flute and prepared flute. 
The compositions and 
improvisations are played 
in one go, live. No use of 
overdubs, loops, sound 
processing, etc. It was fun to 
record. Enjoy.’

I did enjoy.  It is, in its way, 
a tour-de-force. Mark is not 
only an artist with a broad 
vision, he is also a flautist 
with the technique to match 
his musical imagination on 
the broadest range of flutes. 
The result is a remarkably 
varied musical journey, from 
the abstractions of what he 
calls the bass flute sequenzas, 
which he describes as ‘sound 
excesses, exploring the pipe 
of the bass flute’, including 
Adam and Eva (Kingma, I 
assume); to the whole tone 
explorations of Whole Steps 
via the depiction of sunrise 
in Eastern Desert; PVC 
rumblings on the contrabass 
instrument; chromatic 
flutterings on Dear Moth; 
the great American Song 
Book on Why Not Take 
All; African overtones 
on piccolo for Makeba; 
explorations of tonality in 
Major Circles; flute singing 
in For Rahsaan; until, in a 
stroke of brilliance, A Fine 
Winter brings a conclusion 
of tonal clarity direct from 
the jazz mainstream. 

Many jazz flautists 
include avant-garde 
abstractions in their 
improvisations these days; 
few avant-garde artists have 
the courage to embrace the 
simple and the concrete. 
It will be fascinating to 
see what Mark Alban Lotz 
comes up with next!

PETER WESTBROOK

This article first appeared at www.
flutejournal.com and is used by 
permission.
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which are as yet inaudible 
only for others. Composing 
means for me introducing 
a breath of wind into these 
areas of sound so that they 
spring into life. You open a 
door leading into a magical 
garden.’

Six of the pieces on the 
CD form the collection 
called Circuit, written in 
2003. Melodic material 
links these pieces, with 
ideas combined in different 
ways as the music unfolds. 
Particularly striking are the 
low register sections and 
whistle tones in “Circuit 1” 
for piccolo and the haunting 
sounds of the alto flute 
in “Circuit 2”. “Circuit 3” 
features Dizi and Kazoo, 
and vocal sounds are used 
to powerful effect. This is a 
captivating piece of music, 
full of contrast, humour and 
seriousness, and Stefanescu’s 
charismatic performance 
here is fantastic. “Circuit 
4” is for C flute, and here 
the links with the earlier 
movements become 
apparent as melodic and 
textural ideas are developed 
in new directions. Listen in 
particular for the captivating 
use of grace notes to decorate 
a static melodic line. The 
jazz elements of “Circuit 4” 
make another appearance 
in “Circuit 5”, this time 
on bass flute, interspersed 
with imaginative use of 
percussive articulations. 
Lyrical melodies are also 
allowed to develop, with 
the beautiful subtleties of 
expression in Stefanescu’s 
playing creating a haunting 
tapestry of sound. The 
final movement, “Circuit 
6”, allows the layers of the 
piece to be heard together, 

presenting a short summary 
of the cycle as a whole. This 
successfully provides a sense 
of how the previously heard 
elements relate to each other, 
and brings the work to an 
enjoyable close.

Dinescu’s other flute 
pieces are heard in between 
the movements of Circuit, 
and the choice to present 
the material in this way gives 
some context for Dinescu’s 
flute music as a whole. 
Immagini for C flute is almost 
oriental in its soundworld, 
and I was reminded here of 
the music of Takemitsu. This 
piece was written in 1980, 
and Dinescu’s interest in the 
expressive nature of timbre 
is already heavily apparent.

Doru is one of Dinescu’s 
most well-known flute 
pieces, written in 1992. The 
title expresses an emotion – 
longing or yearning – and 
the music is heavily based 
on Romanian folk music. 
Here, Dinescu takes melodic 
ideas and creates textures of 
varying kinds, interspersed 
by more simple lines. Trills 
and vibrato effects feature 
heavily in this music, and 
an expression is created 
through the tone colours she 
achieves.

The bass flute piece, 
le double silence, was 
inspired by Camus’ novel 
The Stranger, and forms a 
type of character portrait 
of the book’s protagonist. 
Dinescu translates the 
stranger’s detachment 
from his environment 
and translates it into what 
she describes as a ‘neutral 
reflection’, using articulation 
effects, harmonics, trills 
and vocalisations to give a 
sense of polyphony within 

the bass flute’s solo line. 
This is an organic piece 
which unfolds with a sense 
of internal momentum. 
Dinescu’s attention to detail, 
and Stefanescu’s care in the 
performance of that detail, 
presents the bass flute as far 
more than just a beautiful 
sound; here, a wide variety 
of timbral possibilities are 
successfully explored to 
create an eerie, and at times 
dark, atmosphere.

Immaginabile for piccolo 
makes use of a wide range 
of extended techniques, 
including a vocal glissando, 
and whistle tones. In this 
work, Dinescu presents 
sounds and structures 
which the performer is able 
to interpret into different 
forms; here Ion Bogdan 
Stefanescu’s playing is fluid, 
communicating the musical 
ideas well and presenting 
them with expression and 
sensitivity.

The CD’s title track, 
Forgetmenot, uses piccolo, 
C flute, and bass flute. 
This 10-minute work is a 
showcase for the performer, 
with frequent instrument 
changes, and Stefanescu 
meets the challenges head 
on. The physical structure 

of the forget-me-not flower 
is expressed in musical 
form, using the different 
instruments and their pitch 
ranges to represent different 
parts of the flower. The 
relationship between music 
and time, and the use of 
short-term memory within 
compositional structures 
is also explored here, and a 
focussed listener may be able 
to trace some of the melodic 
elements as they develop 
through the piece.

This is an enjoyable disc of 
repertoire from a composer 
who has gained a deservedly 
strong international 
reputation for her work. 
These pieces cover a whole 
gamut of moods, with 
poignant reflection, drama 
and, at times, humour. Ion 
Bogdan Stefanescu presents 
this music with a poetic 
understanding and total 
commitment to the music. 
Dinescu’s music deserves to 
be better known in the UK, 
and this CD, as well as her 
presentations at this year’s 
Convention, are good places 
to start exploring her work.

CARLA REES
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ERIC LEDEUIL
Garou’s Rhapsody
Billaudot

This is a little (two minute) 
solo piece in a jazz-
influenced style. Ledeuil 
uses extended techniques 
throughout the piece for 
a range of effects and 
sonorities, most of which 
are highly effective. The 
jazz style of the music 
brings these techniques 
into the popular domain, 
and this piece would, 
therefore, be suitable for 
anyone interested in trying 
these sounds without the 
musical complexities of the 
avant garde. The notation is 
largely clear, with a glossary 
providing explanations. I 
did, however, notice a couple 
of missing instructions 
(which can cause much 
confusion in this context) 
and the English translations 
are not always completely 
clear. The score also includes 
the structural terms ‘binary’ 
and ‘ternary’, which seemed 
ambiguous and I wondered 
if I was missing something 
in the translation. The 
structure itself is simple, 
with recurring thematic 
ideas helping to give a sense 
of direction through the 
work. 

Despite the minor 
niggles mentioned above, 
the piece has much to offer as 
an introduction to extended 
techniques. The publisher 
rates the difficulty level as 

‘advanced’, probably because 
of the techniques involved, 
but the techniques are not 
difficult to learn under the 
guidance of an experienced 
teacher and both the pitch 
and rhythmic demands of 
the piece could be tackled 
by a player of around Grade 
5 standard. This piece 
would also make excellent 
supplementary material for 
other studies in extended 
techniques, such as Robert 
Dick’s Flying Lessons, and 
the light-hearted style would 
also make it a suitable encore 
piece for a recital.

CARLA REES

these pieces are no exception. 
Sensitively written to allow 
the student to develop skills 
as they progress through 
the book, these pieces 
give ample opportunity to 
focus on particular areas 
of technique, including 
rhythm, low register tone, 
dealing with accidentals, 
articulation, and interval 
practice. Mower uses scale 
patterns in his work that 
are part of the language 
of the styles he writes in, 
so pentatonic and blues 

MIKE MOWER
The Modern Flute 
Player
Itchy Fingers Publications

This enjoyable selection of 40 
pieces for unaccompanied 
flute ranges in standard 
from Grades 1 to 8, with 
some of the pieces included 
on ABRSM syllabuses for 
grades 1, 2, and 5. Mike 
Mower is synonymous with 
jazz flute, and these pieces 
give inexperienced players 
of all ages an opportunity 
to explore a range of non-
classical styles, including 
jazz, blues, rock, swing, 
tango, and other dance 
forms. Mower has also built 
a reputation for quality 
works that understand the 
challenges of the flute, and 
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Charles-Marie Widor
New Urtext Edition

Suite op. 34 for Flute and Piano
Ed.: Heinemann · Fing.: Schilde
HN 1218

The Suite for Flute and Piano, presumably 
composed in 1877, stands out amongst cham-
ber music works on account of the wealth of 
expressive and tonal nuances. From the very 
beginning the four-movement Suite has been 
very popular and now belongs to 
the core repertoire for 
fl ute and piano.

Pan_September.indd   1 11.06.14   11:26

scales appear frequently, as 
do whole tone scales and 
diminished patterns. The 
titles are light-hearted, and 
the whole book is presented 
in such a way that it would 
be suitable for both adults 
and young learners. I was 
particularly impressed by 
the use of rhythm in these 
pieces, with syncopations 
and irregular time signatures 
providing excellent practice 
material which could help 
make these concepts a little 
more approachable. Overall, 
this is an excellent addition 
to educational material 
for the flute, providing an 
imaginative collection of 
pieces which work well as 
concert works or studies, 
and live up to the high 
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LINDSAY BRYDEN  - 
Revolutions for solo 
flute 
Little Piper

Canadian flute player 
Lindsay Bryden is currently 
studying for a Masters at the 
Royal Academy of Music, 
following undergraduate 
studies at the Royal College.  
Revolutions was composed 
in 2013, and is the first in 
a series of works for solo 
instruments, with the 
second and third pieces in 
the series for bass clarinet 
and piano respectively. 
Bryden first performed the 
piece in her final recital at 
the RCM, and it has since 
been performed at the NFA 
convention in Chicago 
where it was shortlisted in 
the Newly Published Music 
Competition.

Revolutions is a well 
structured showpiece for 
solo flute, which makes 
effective use of a small 
number of extended 
techniques as additions to 
the flute’s timbral palette. The 
musical gestures are based 
around the opening six-note 
phrase, which is playfully 
developed throughout the 
piece.  Bryden asks for the 
piece to be played ‘fluidly, 
freely and with great 
revolving gestures’ and one 
has the sense of an almost 
improvisatory style in the 
exploration of the material.  
Frequent changes of tempo 

and time signature assist 
with the sense of organic 
evolution as the music 
develops, and Bryden’s flute 
playing is put to good effect 
with the naturalness in which 
she incorporates the various 
technical demands into 
the musical line. Pauses on 
high register notes become 
a feature of the work, along 
with frequent leaps to use the 
full range of the instrument 
(this piece uses a range from 
low B to high D). There are 
some challenges but the 
piece would be well suited to 
players of university age as 
well as advanced amateurs. 
This is a well-constructed 
piece which has an appealing 
musical language; Bryden 
is harmonically daring 
enough for the piece to be 
interesting, but not so much 
so that it is musically out 
of reach for the majority of 
players. In Revolutions she 
demonstrates a good deal of 
compositional skill, and this 
is a worthy addition to the 
repertoire which deserves to 
be played.

CARLA REES

Glowski’s short Fantazja 
lasts only a couple of 
minutes, but maintains a 
good sense of momentum 
throughout. The piece uses 
three alternating tempi, 
allegro, adagio and andante, 
to explore scalic figures (in 
the allegro and andante) 
and wider intervals (in the 
adagio).  Glowski is inventive 
in his use of the material, and 
the piece presents moderate 
technical challenges.

Kasask’s 3 Figle (3 Frolics) 
is, as the title suggests, a set 
of three short (one minute) 
pieces in a lighthearted 
style. These are lovely 
miniatures which reveal a 
playful sense of humour, 
and are great fun to play. The 
pieces are a little quirky, in a 
positive way, with moderate 
technical challenges and a 
good rhythmic drive. Highly 
recommended.

CARLA REES

Daphnis and Chloe, and the 
third movement containing 
the rhythmic energy of 
Rachmaninov’s Symphonic 
Dances. This music is fun 
to play, and doesn’t take 
itself too seriously, while 
providing some interesting 
musical challenges. The 
opening Prelude is based 
around simple motivic 
ideas and allows the player 
to demonstrate a good tone 
and expressive fluidity. 
Rubato and flexibility are 
required throughout  this 
short movement, and apart 
from a couple of forays into 
the third octave, most of the 
music is low in the flute’s 
range for a rich, sonorous 
tone. 

The second movement 
is a lyrical Andante with a 
simple yet effective melodic 
line. The finale, a scherzo, 
is the most challenging 
of the three movements, 
although a strong sense of 
rhythm is more important 
here than reaching a fast 
overall tempo: at crotchet 
= 100 the semiquavers are 
still likely to be manageable 
by an intermediate player. 
With a total duration of 
around seven minutes, this 
charming little Sonatina is 
worthy of exploration and 
would provide excellent 
teaching material, as well as 
a gentle addition to a recital.

CARLA REES

EUGENIUSZ GLOWSKI 
Fantazja 
TADEUZ KASSAK 
Three Figle for 
solo flute
Eufonium

This volume features two 
works by Polish composers 
Eugeniusz Glowski (b. 
1938) and Tadeusz Kassak 
(b. 1951), both of whom are 
teaching staff at the Academy 
of Music in Gdansk. 

JAN FRIEDLIN 
Light Sonatina for flute 
and piano
Edition Dohr

The ‘light’ of the title refers 
both to the simplicity of 
the piece, and to the idea of 
brightness. The harmonic 
language is relatively 
straightforward and based 
in tonality, with a hint of 
a jazz style. The piece is 
intended for intermediate 
level players, and the piano 
part, too, is relatively 
uncomplicated.

The Sonatina is in 
three movements, with the 
first movement somewhat 
reminiscent of parts of Ravel’s 

quality that we have become 
accustomed to expect from 
Mike Mower.

CARLA REES

Look out for the special 
review section focusing 
on new flute choir 
repertoire in the next 
edition of PAN.
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Confidence: the power 
of self-belief by Myra Baker

I recently had the pleasure of teaching 
a lesson to a past pupil, Kate. She 
is, and always was, a delightful 

girl, now a bona fide grown-up with 
a music degree many years behind 
her, a responsible job, and a lot of life 
experience.  Her brother lives a few 
houses away from me. I see her maybe 
once a year and we talk and have coffee.  
Despite being an extremely talented and 
hard-working player whilst at school, 
the flute has now taken something of 
a back seat. That’s just how life goes 
sometimes. 

Some weeks ago, Kate contacted me, 
full of apologies for this state of flute 
playing affairs, and, in the manner of 
a confession, told me that she had had 
the audacity to think she could play 
at a friend’s wedding very soon. “It’s 
very informal”, she told me, as if that 
somehow legitimized her acceptance 
of the request to perform. “But I’m 
panicking”. 

I wasn’t sure how to feel after this 
phone call. It made me so aware of the 
many hidden messages we can pass on 
to our pupils without ever intending to. 
Was Kate apologising to me personally 
for the fact that flute playing no longer 
sits at the centre of her life? And if so, 
how did I feel about this? To be honest, 
quite horrified that she would think that 
I would judge her in any way whatsoever 
for this. But then again, I was her flute 
teacher. The relationship that we had 
existed around one central element: that 
Kate played her flute and that I helped 
her to develop the potential that she 
had for this. To have conducted this 
relationship in a way that made the 
flute playing optional would have been 
somewhat missing the point, but the 

guilt that she seemed to be feeling left 
me thinking. 

Was Kate’s worry perhaps that her 
flute playing was not at a standard that 
she would ideally have shared with me?  
And how did I feel about this? Pleased 
that her high standards were still in 
place? Pleased that I had passed on high 
standards? Or actually, again, maybe 
slightly worried that I had managed to 
instill instead a sense of anxiety about 
her playing. Or a sense of anxiety about 
playing to me! There were so many 
questions, and very few answers that I 
could immediately provide. 

I saw Kate. We had the most lovely 
lesson together. She told me again how 
nervous she was playing to me after 
all these years. This made me a little 
anxious: she may now be 30, but I was 
the teacher again. I needed to fix this: to 
provide the right environment for Kate 
to feel comfortable, not nervous, and in 
which she could explore the piece with 
me to be performed at the wedding. I 
suppose it was easy in the end because 
we slotted into those roles of old with 
ease. We probably talked more, and 
differently to how we used to, but she 
came to me expecting to find a teacher- 
pupil relationship on this occasion.  She 
expected me to take the lead and to have 
ideas. Thankfully I did have ideas and 
it was gratifying to see her confidence 
grow throughout the lesson. 

The lesson itself was one of the most 
positive things, on a personal level, that I 
have done for a long time. Kate’s playing 
was superb. I was curious….surely she 
must have had lessons during the past 
12 years? “No”, she said. “I’ve just been 
doing all the things you used to make 
me do”, and went on to list them. Dare I 

say that it was quite good for the ego to 
hear that I had managed to make such 
an impression on someone? It was also 
incredibly eye opening to me to hear her 
list exercises that I had almost forgotten 
about. We all evolve and change as 
teachers. Or hope to at least, but in 
doing so, I had committed that terrible 
sin of actually forgetting things that I 
used to do with students. Good things. 
Not better than the things I do now, 
just different, and things I should be 
remembering. I was so delighted to have 
my memory refreshed in this way, and 
to shake myself a little from the routine 
of my current teaching thoughts. 

Kate’s growth in confidence during 
the lesson stayed with me when she left. 
I wondered if perhaps this was the key to 
her anxiety about coming to see me. As 
a teacher we aim to produce confident 
pupils. They gain confidence through 
knowing what they want to achieve 
and having the technique and musical 
awareness to achieve it. We show the 
path forwards; we often hold hands with 
our students along that path, letting go 
gradually until they are walking alone. 
But even when we let go, we are still 
encouraging them, calling messages of 
affirmation and encouragement as they 
stride out. 

Without lessons, there has been 
no one to deliver the affirmation or 
encouragement. Kate had not chosen 
a musical life beyond university and 
was not gaining affirmation of her self-
worth from audiences or just by playing 
with other musicians. Of course, the 
knowledge that flute playing had not 
been a central focus of her life, and 
the awareness that for some people it 
is, hadn’t helped. There was almost the 
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Classifieds

FOR SALE

BFS MEMBERS are entitled to place a Classifed 
advertisement, including photo, in the 
magazine at no cost. To place a Classified in 
the next edition of PAN contact Anna Munks 
at secretary@bfs.org.uk

BRANNEN 10K with silver keys, E mech, offset G, 
B foot, Nagahara white gold 14K head joint with 
red gold lip plate, offers around 18,000 euros. Also 
YAMAHA Y877 silver, offset G, B foot, open holes, E 
mech, new A-type head joint, undercut, Straubinger 
pads, very recent flute, played only a few months. 
10.000 euros. 
Please contact aldobaerten@infonie.be

OSTEN BRANNEN flute. Solid silver headjoint and 
body, open holes, C footjoint. Exellent condition, last 
serviced September 2013 at Just Flutes. Wonderful 
palette of tone colours. Located in Bath (sometimes 
Hampshire). £2600. Email laurataylorflute@gmail.
com.

Opinion

feeling that without the title ‘professional’ this was something 
that should not be attempted: others would do it better. 
Possibly…possibly not. With a relatively easy piece for a wedding 
the requirement for a flautist offering their playing services on a 
professional basis seemed to warrant little consideration in my 
view. This was easily something that Kate could deliver with her 
wonderful sound and innate musicality. 

On reflection I decided that the most enduring lesson I learnt 
from this episode is one of understanding the teacher’s role in 
confidence. With a good teacher, potential is always fulfilled 
because we give not just the tools to do this, but also the belief 
that it can be done. Ultimately, however, successful playing 
comes down to self-belief, and perhaps this is something that I 
should become even more aware of in my teaching. As teachers 
we need to give not just confidence, but self-confidence, the 
latter possibly implying a more holistic approach that talks our 
students through their playing experiences and helps them to 
recognise their worth and achievements, and the path that led 
them to these, so that success can be recreated. 

I would argue that, as a breed, musicians tend to desire and 
need validation of their success. Who doesn’t like to hear that 
they have played well, or that something you have created in 
performance has genuinely had an impact on someone? It’s the 
most wonderful feeling. But, ideally, this should surely be an 
extra? We have to teach students to know when they are well 
prepared; to know when they have achieved what they wanted 
to achieve; to take confidence from praise, but not to rely on this 
for survival as musicians.
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The Association of Flute Traders  

Abell Flutes 111 Grovewood Road, Ashville, NC 28804, USA +1 828 254 1004 www.abellflute.com

Academy Wind Instruments 25 Bramblys Close, Basingstoke, Hants, RG21 9UP 01256 350282 www.academywind.com

Alfred Verhoef Kennermerstraatwag 116, 1851LD Alkmaar, Netherlands +31 725 110879 www.verhoef-flutes.com

All Flutes Plus 60-61 Warren Street, London W1T 5NZ 020 7388 8438 www.allflutesplus.co.uk

Astute Music 4 Sunnymill Drive, Sandbach, Cheshire, CW11 4NB www.astute-music.com

Beaumont Music Ltd 260 Regency House, 91 Western Road, Brighton, BN1 2LB 01273 900250 www.beaumontmusic.co.uk

Benslow Music Trust Ibberson Way,  Hiitchin, Hertfordshire, SG4 9RB 01462 459446 www.benslowmusic.org

Daniel Paul Flutes Mas de Ferrand, 46150 Nuzéjouls, France +05 65 23 82 19 www.dpflutes.fr

Edition Svitzer Refshalevej 110, 208, Copenhagen K, Denmark 1432 +46 709164247 www.editionsvitzer.com

Eloy Flutes BV Hoevenstraat 8, 5712 GW Someren, The Netherlands 5712 GW +31 493 471290 www.EloyFlutes.com

Eva Kingma Flutes Hoofdstraat 12, 9444 PB, Grollo, The Netherlands +31 592 501 659 www.kingmaflutes.com

Flutemotion Menuetstraat 22, 7534 GE Enschede, The Netherlands 0031-53-4614257 www.flutemotion.nl

Forton Music 6 Lakeland Close, Forton, Preston, Lancashire, PR3 0AY www.fortonmusic.co.uk

Hal Leonard MGB Distribution 17/18 Henrietta Street, London, WC2E 8QH 020 7395 0380 www.dehaske.com

Ian McLauchlan 46 South End, Croydon, CR0 1DP 020 8662 8420 www.headjoints.co.uk

Jonathan Myall Music/Just 
Flutes

46 South End, Croydon CR0 1DP 020 8662 8400 www.justflutes.com

Levit Flute Company 12 Border Road, Natick, MA 01760 +1 508 944 3330 www.levitflutes.com

Mancke Flutes Eulnerstr. 41, D-54662 Speicher, Germany +49 6562 974311 www.mancke.com

Murumatsu Inc 8-11-1 Nishi-Shinjuku, Shinjuku-ku, Tokyo 160-0023 www.muramatsuflute.com

Must Music Publishers 33 Quernmore Road, London, N4 4QT 020 8341 4088 www.music-trading.co.uk

Pearl Flutes Europe BV Craenakker 28, NL-5951 CC Belfeld, The Netherlands 07771 880462 www.pearleurope.com

Schott Music Ltd 48 Great Marlborough Street, London, W1F 7BB www.schott-music.com

The Tutor Pages 49 Rutland Road, Harrow, HA1 4JN 020 8248 2208 www.thetutorpages.com

Top Wind 2 Lower Marsh , London, SE1 7RJ 020 7401 8787 www.topwind.com

Trübcher Publishing 6 Merley Lane, Dorset BH21 1RX 01202 884196 www.trubcher.com

Universal Edition (London) Ltd 48 Great Marlborough Street, London, W1F 7BB 020 7292 9166 www.universaledition.com

Verne Q. Powell Flutes, Inc 1 Clock Tower Place, Maynard, MA 01754 USA +011 978 4616111 www.powellflutes.com

Viento Flutes Mittelweg 15,  35647 Waldsolms, Germany +49 6085 9888378 www.viento-flutes.com

William S Haynes Company 68 Nonset Path, Acton, MA 01720, USA +1  978-268 0600     www.wmshaynes.com

Windstruments 3 Croft Avenue, Crossflatts, Bingley, West Yorkshire, BD16 
2DX

01274 510050 www.windstruments.co.uk

Wonderful Winds 44, Exeter Road, Okehampton, Devon EX20 1NH 01837 658745 www. wonderfulwinds.com

Wood, Wind & Reed 106 Russell Street, Cambridge, CB2 1HU 01223 500442 www.wwr.co.uk

Worldwind Music Ltd Worldwind House, Ashmill Park, Ashford Road, Lenham, ME17 2GQ 01622 859590 www.worldwind.co.uk

Yamaha Music Europe GmbH UK Sherbourne Drive, Tilbrook, Milton Keynes, MK7 8BL 01908 366700 www.uk.yamaha.com

The Association of Flute Traders


