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ABSTRACT

This study was undertaken to document the life and teaching of the American clarinetist
William Blayney who was noted for the beauty of his tone and expressive playing. He is
representative of the French clarinet school, and through his teaching he carries on this tradition
of fine clarinet playing to another generation in the United States. Blayney’s wide range of
experience extends from playing with the Atlanta and Seattle symphonies, to opera and ballet
companies in New York, Atlanta, Baltimore and Seattle, to playing on Broadway and on movie
soundtracks such as Die Hard 111 and Disney Studio re-scorings of classical cartoons. Blayney
has taught at the Peabody Conservatory Preparatory Department, Baltimore School for
Performing Arts, and the University of Maryland Baltimore County (UMBC.)

The purpose of this study was to present Blayney’s teaching approach to clarinet and his
contribution to the dissemination of the French school’s pedagogical ideas, as well as his
influence on today’s clarinetist throughout United States. This study can be useful to the
clarinetist who wants to develop a good tone as a foundation on which he can build other aspects
of his playing, such as legato, articulation, phrasing, and technical facility.

The monograph consists of six chapters. Chapter one presents a short history of the
French school of clarinet playing and its influence in the United States. Chapter two provides
biographical information about William Blayney concentrating on his education, performing and
teaching career. Chapter three examines the significant influences of his teachers, Donald
Blayney, Ignatius Genussa and David Weber. Chapter four researches his interest in historical
recordings and the recorded legacy of the greatest clarinetists of the Twentieth-century. Chapter
five summarizes the essentials of Blayney’s teaching. The document concludes with a
bibliography and appendices.

Vi



CHAPTER ONE
INTRODUCTION

William Blayney is highly regarded as a soloist, clinician, and clarinet pedagogue.! He is
noted for the beauty of his tone and expressive musicality. Blayney is proving to be a beacon for
the reinstatement of the French school of clarinet playing and teaching in the United States. In
fact, he represents the “old French school” of clarinet playing, which was playing in the style of
Henri Lefébvre, Louis Cahuzac, Gaston Hamelin and Daniel Bonade. Through his teachers
David Weber and Ignatius Gennusa, both students of Bonade, Blayney has strong connections to
the French school of clarinet playing. Bonade was the direct connection to the Paris
Conservatory and the most famous representative of the French school of clarinet playing in the
Americas in the twentieth century.

The invention of the Boehm system clarinet and the clarinet school promoted by the Paris
Conservatory (Hyacinthe Klosé 1843) both contributed to establishing of French national
school.? Hyacinthe Klosé devised the Boehm system clarinet (c. 1839-1843) with the instrument
maker Louis-August Buffet incorporating the ring-key mechanism applied to the flute by
Theobald Boehm.? Klosé and Buffet adapted the ring and axle key-work system to correct the

intonation and added duplicate keys for the left and right little fingers to facilitate the fingering

! Buffet Crampon S.A.S., “Buffet Crampon Artists: William Blayney,”
http://www.buffetcrampon.com/en/artists.php?mode=artistPresentation&aid=533 (accessed September 10, 2010).

2 Jack Brymer, The Clarinet, (London: Kahn & Averill, 1990), 151.

® Grove Music Online, Oxford Music Online, s.v. “Klose, Hyacinthe Eleonor,”
http://www.oxfordmusiconline.com.libezp.lib.Isu.edu/subscriber/article/grove/music/15164?g=klose+hyacinthe&sea
rch=quick&pos=1& start=1#firsthit (accessed November 3, 2011); Jack Brymer, The Clarinet, (London: Kahn &
Averill, 1990), 47.



http://www.buffetcrampon.com/en/artists.php?mode=artistPresentation&aid=533
http://www.oxfordmusiconline.com.libezp.lib.lsu.edu/subscriber/article/grove/music/15164?q=klose+hyacinthe&search=quick&pos=1&_start=1#firsthit
http://www.oxfordmusiconline.com.libezp.lib.lsu.edu/subscriber/article/grove/music/15164?q=klose+hyacinthe&search=quick&pos=1&_start=1#firsthit

on the instrument.* Klosé wrote a celebrated method for the Boehm clarinet that is still widely
used today. Moreover, the clarinet repertoire was enriched by the Paris Conservatory’s habit of
commissioning solo de concours for its annual competitions.

After Klosé, Cyrille Rose was one of the most important teachers in the lineage of the
French school of clarinet playing in the 19" century. The term ‘old French school’ is identified
with the influence and the pedagogy of Rose. Rose taught at the Paris Conservatory from 1876 to
1900 and initiated a pedagogical approach that became a tradition of clarinet playing.® Rose was

renowned “especially for his insistence on careful phrasing™’

and taught that the most important
aspect of clarinet playing was communicating the music with a beautiful and flexible tone. In the
article Henri Lefébvre Daniel Bonade wrote:
Before Rose’s time, the clarinet was studied principally as an instrument necessary in
military bands since there were so few positions available in orchestras. Rose who was a
solo clarinetist of the Paris Opera, had a beautiful tone and phrased artistically and was
the first to teach such phrasing.®
Rose was also an important composer of pedagogical material that is still extensively
used, especially his 32 Etudes. Rose trained many famous clarinetists and passed on this new

approach of clarinet playing to his students at the Paris Conservatory, such as Henri Lefébvre,

Louis Cahuzac, Paul Jean-Jean, Henri and Alexander Selmer, Henri Paradis and Paul Mimart.

* Colin Lawson et al., “The Cambridge Companion to the Clarinet” (Cambridge: Cambridge University
Press, 1995), 87; David Pino, Clarinet and Clarinet Playing, (New York: Dover Publications, 1998), 210; Jack
Brymer, The Clarinet, (London: Kahn & Averill, 1990), 48.

> Colin Lawson et al., “The Cambridge Companion to the Clarinet” (Cambridge: Cambridge University
Press, 1995), 87.

® Melvin Warne et al., “Cyrille Rose: 32 Etudes for Clarinet; Sean Osborn” Naxos Music Library,
http://Isu.naxosmusiclibrary.com.libezp.lib.lsu.edu/sharedfiles/booklets/AL Y/booklet-TROY927.pdf (accessed
October 29, 2011).

" 1bid.

® Daniel Bonade, “Henri Lefébvre,” The Clarinet 1, no. 4 (Winter 1950): 26.
2
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The most significant successors of Rose’s French school of clarinet playing were Lefébvre and
Cahuzac who adhered to the tradition in their pedagogical careers. In the same article, Henri
Lefébvre, Bonade wrote:

Rose had always considered Lefebvre his best and most promising pupil...He also left
him the mission of continuing the tradition of beautiful phrasing on the clarinet that he
created. Henri Lefébvre was imbued with his teacher’s feeling and, possessed of an
artistic temperament coupled with meticulous musicianship, equaled or perhaps excelled
Rose in phrasing. However, the advent of better-made instruments was undoubtedly a
factor. Both Rose and Lefébvre concentrated on tone and phrasing, regarding technique
as secondary.®

Lefébvre was the solo clarinetist of the Paris Opera. Although Lefébvre never taught at
the Paris Conservatory, he was a renowned teacher. It is important to note that Bonade labeled
Lefébvre as the father of the French school of playing:

Lefebvre was really the father of the French school of clarinet playing as he had more

opportunity to teach and produce a great many more pupils than his teacher, Rose. Thirty-

five of his pupils won the first prize at the Paris Conservatory. Among them were George

Bineau, Gaston Hamelin, Ferdinand Capelle, his new Pierre Lefebvre, this writer [Daniel

Bonade] and many others well known in France.'

Bonade considered Lefébvre his foremost teacher and it was from him that Bonade
learned meticulous musicianship.'! Bonade in his article The Clarinetist’s Corner stated:

Technique is everyone’s playground. Phrasing however, belongs to those who can

concentrate on the meaning of music, who are willing to work and who have achieved all

the requirement of fine playing: that is, beauty and flexibility of tone, perfect control of
finger action, comprehension of musical line and feeling for interpretation.*?

Many French clarinetists came to the United States to play in orchestras in the early

twentieth century, among the first being Alexander Selmer, Augustin Duques, Gaston Hamelin

® Daniel Bonade, “Henri Lefebvre,” The Clarinet 1, no. 4 (Winter 1950): 26.

¥ Ibid., 27.

! Jerry Peircy, “The Bonade Legacy,” The Clarinet 4, no. 1 (Fall 1976), p. 8.

2 Daniel Bonade, “The Clarinetist’s Corner,” The Leblanc Bandsman 4, no. 22 (January, 1957): 8.

3



and Daniel Bonade.'® They brought the distinct style of French school clarinet playing and
spread its influence widely as teachers. The influence of the old French school in the United
States can be seen in the use of the Boehm clarinet system, a preoccupation with tone, a specific
pedagogy as seen in Bonade’s method and the use of specific repertoire. Carol Anne Kycia,
clarinetist and author of the book, Daniel Bonade: A Founder of The American style of Clarinet
Playing, wrote:

All of Bonade’s students said that Bonade’s playing and teaching had great influence on

clarinet playing in North America. Most of the students thought that he brought

influences from the ‘old French school’ of clarinet playing, which was playing in the
style of Louis Cahuzac, Gaston Hamelin, and Henri Lefébvre. Theirs was the sound that

Bonade had learned and heard in Paris in the second decade of the 1900’s. Although it is

difficult to describe the tone in words, the ‘old French school’ tone was one that was

ringing, full and vibrant, but not full and dark in the way that the typical German tone
was. Old recordings of Bonade with the Philadelphia Orchestra or solo recordings of

Cahuzac, Lefebvre and Hamelin convey this tone well.”*

The characteristics of the old French school of clarinet playing can be found first and
foremost in the beauty of a specific tone, an aesthetic ideal heard in its strength, clarity, color and
fullness of sonority while remaining homogenous in all registers and dynamics. Cahuzac’s tone
is considered an epitome of the old French clarinet sound. Cahuzac was one of the best
representatives of this school and one of the few who made his career as a soloist in the first half
of the twentieth century. Other characteristics of this school demonstrated by these French
clarinetists are utmost legato, flexibility and variety of articulation, and tremendous technical

facility. In his review of the record French Clarinet Solos by Russel Landgrabe, James Backas

wrote:

13 Carol Anne Kycia, Daniel Bonade: A Founder of The American Style of Clarinet Playing (Captiva,
Captiva Publishing, 1999), 5-6; Henri Selmer Paris, “Selmer History in Details,
http://www.selmer.com/content/history.php (accessed October 29, 2011).

1 Carol Anne Kycia, Daniel Bonade: A Founder of The American Style of Clarinet Playing (Captiva,
Captiva Publishing, 1999), 9.


http://www.selmer.com/content/history.php

The French style, first of all, is light. It is also extremely flexible, and leans toward being
fussy in such things as phrasing and dynamic shadings. The tone quality considered ideal
by its adherents...is vibrant, easily adapted and controlled. The articulation is efficient,
but should not call attention to itself...Everything must sound effortless or you lose
points.’

In the 1950’s there was a noticeable change in the sound and style of clarinet playing in
France. Carol Anne Kycia in her book Daniel Bonade: A Founder of The American style of
Clarinet Playing, noted, “In 1950’s Paris, when Ulysse Delécluse was teaching, there was a
noticeable change in the clarinet playing that no longer resembled the sound and the style of the
old French school. The new French sound was thin, nasal, very bright and had vibrato. But they
still had great technical facility at Delécluse’s time.”*® David Pino, clarinetist and author of the
book Clarinet and Clarinet Playing argued that “there have been two main French styles of
clarinet playing, one that prevailed from early in the century until approximately the 1950’s, and
another that supplanted it at about that time.”*” David Weber went to France in 1954 for the Paris
Conservatory competition. After hearing the young students at the competition, Weber explained
why he thought the sound had changed and wrote in his article Clarinetists of Paris:

These players vividly portrayed two camps that exist among French clarinetists today.

The younger players seem to concentrate entirely on technique and smaller tones liberally

garnished with rapid throat vibrato. This school of playing appears to have originated

chiefly with Perrier, whose studies are well known in the country. Delécluse is the
foremost player of this style today in Paris, and his pupils quite naturally play the same
way. The other camp is typified by Louis Cahuzac and a number of the older players.

Beautiful phrasing and tone quality are the chief characteristics of this school. It seemed

to me that almost every middle-aged or older player of consequence in France had at one
or another time studied with either Cahuzac or the late G. Hamelin. Both of these players

1> James Backas, a review of the record French Clarinet Solos, by Rusell Landgrabe, clarinet, Coronet
4871, The Star-News, n.d. Landgrabe was a solo clarinetist for the US Navy Band and student of Bonade.

16 Carol Anne Kycia, Daniel Bonade: A Founder of The American Style of Clarinet Playing (Captiva,
Captiva Publishing, 1999), 10.

" David Pino, Clarinet and Clarinet Playing, (New York: Dover Publications, 1998), 226.
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had studied with Cyril Rose or Rose’s pupil, Henri Lefebvre. It is quite easy to
understand their style of playing.*®

This old French school still continues to influence the current approach in the United
States as a result mostly of the Bonade’s pedagogy. Bonade taught at the Curtis Institute and
Julliard School. Additionally he taught many private students and established himself as one of
the great teachers of the past century. Bonade was credited with founding the French-American
school with his students spanning several generations.'® Many of them such as Robert Marcellus,
Bernard Portnoy, Mitchell Lurie, Clark Brody, Ignatius Genussa, David Weber, and others held
important playing and teaching positions. Throughout their teaching careers they spread the
French clarinet school in North America.

The intention of this study was to reveal Blayney’s distinctive style of clarinet playing,
present his approach to clarinet teaching and to provide further insight into how the French
school through the teaching of Blayney continues to influence modern day clarinet playing in the
United States. This study has five main sections and six appendices. In Chapter Two of this
document | present biographical information about William Blayney of greater scope and detail
than currently available in other sources such as: family, early musical training, education,
performing and teaching career. In Chapter Three | examine the significant influences of his
teachers, including his father Donald Blayney, Ignatius Genussa and David Weber, all known for
beauty of tone and expressive playing. In Chapter Four | research his interest in historical

recordings and the recorded legacy of the greatest clarinetists of the Twentieth-century. Finally,

'8 David Weber, “Clarinetists of Paris,” Clarinet, 16 (Fall 1954): 5.

1% Carol Anne Kycia, Daniel Bonade: A Founder of The American Style of Clarinet Playing (Captiva,
Captiva Publishing, 1999), 12. Many people called Bonade the founder of the French-American school of clarinet
playing, or after a while, the American school of clarinet playing. The Leblanc Company called Bonade “The Dean
of the American Clarinetists.”



in Chapter Five | summarize the essentials of Blayney’s teaching and discuss his concepts and
methods of teaching all aspects of clarinet playing. Appendix A contains some characteristic
studies that Blayney uses most frequently with his students. Appendix B provides the reader with
a complete list of recordings performed by William Blayney. Appendix C includes a list of
Blayney’s “Great Clarinetists of the Twentieth-Century and Their Recorded Legacy” lectures at
international conventions and universities. Appendix D provides a list of his prominent students.
Appendix E presents photo, concert reviews, programs, and other documents about Blayney’s
life and career.

The research for this study consisted of a series of interviews with William Blayney, his
wife, colleagues and students of Blayney, the author’s private lessons with Blayney and the
author’s observations of Blayney’s teaching at the LSU School of Music. It also includes
examination of available information about Blayney in books, Web sites, concert reviews and

articles written about Blayney, as well as listening to the recordings by the artist.



CHAPTER TWO
BIOGRAPHICAL BACKGROUND

William E. Blayney was born on September 15, 1951 in Columbus, Ohio, to a musical
family. His parents were amateur musicians and music lovers. His father, Donald R. Blayney
(1923-1978), was a fine clarinetist and played principal clarinet in the Columbus Philharmonic,
the predecessor of the Columbus Symphony, as well as the Columbus Civic Symphony.?’ He
was also one of the best students of Fred Weaver, the first clarinetist of John Philip Sousa’s Band
and the most influential teacher in Columbus, Ohio.?! William’s mother, Patricia Ann Kaiser
(1929-1989), was a string bass player in the Columbus Civic Symphony, which is where she met
her hushand.?

Donald was the only breadwinner of the family and he worked for the Pennsylvania
Railroad. After World War II, which had affected the overall economy through the late 1950’s in
America, musicians had difficult times making a living in Columbus. Because of this there were
no professional orchestras and it prevented Donald from ever being able to have a professional
career as a clarinetist.”?

Donald’s clarinet playing, however, made a lasting impression on his son William.

William was exposed to the clarinet at a very early age. When his father needed to practice he

2 Wwilliam Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

21 paul Edmund Beirley. The Incredible Band of John Philip Sousa (Urbana: Illinois University Press,
2006), 195; The Columbus Senior Musicians, Hall of Fame, (Inc. 2009 Induction Ceremony)
http://seniormusicians.homestead.com/2009.html (accessed May 16, 2011).

22 William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

2 bid.
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would go to a bedroom at the back of the house and shut the door. Little William, so attracted to
the sounds his father was making, would crawl just outside the door and listen. He would sit
outside for hours listening to his father playing the clarinet. William Blayney recalled:

One day I asked my father: “Would you show me how to do that?” I think I was five
years old then. He said: “Well...You have your baby teeth. When they fall out, and you
get your adult teeth in the front, if you still want to know ask me again.”

A few years later my teeth fell out and my adult teeth came in. So, I went in and |
reminded him what he said, and he said: “Sure”. So, we had our first lesson. | remember
most everything that he said the first time. He told me about embouchure and that’s what
I use with my students. He said: “Take your lower lip and stretch it out like a rubber band
and place about half of it over your lower teeth. Then take the mouthpiece about half an
inch in and then seal the corners. At that time he did not tell me about the tongue, he just
said “and then blow.” And I did. I remember the surprised look on his face and he said:
“That’s a good tone! That’s a good tone!” Then he showed me how to play an open G
and a couple of notes. And that was it.**

Donald understood his son’s desire for the clarinet and as soon as William was old
enough he began learning the instrument. He began studying when he was eleven years old in
the fifth grade. His father was his first and most influential teacher. He established a foundation
on which the other teachers had built. William Blayney recounted:

He was a great teacher. When 1 first started he sat down with me every day and we
practiced together. He would come back from work, change, get cleaned up, and then we
would sit down and have our lesson. This was good for me. The good thing was that |
learned everything right...thanks to my father, I started with a good embouchure, good
finger positions...| did everything right in the beginning, but later | developed bad habits
and then broke them...

A few years later when | went to school at Peabody I could not get myself to practice, but
if | started to practice, I practiced four to five hours... starting practice was really a
problem and I could not do it. I eventually figured out what was happening. I had a
complex. I could not make myself practice. | realized that when I was in high school,
every time when | went to practice my clarinet at home, if my dad was in the front room,

# William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010. William’s mother raised longhaired, Silver Persian cats. She would go around different parts of the
country during the fifties and exhibit them at cat shows. Blayney remembered that he and his parents were at a cat
show in Detroit. His father had brought his clarinet to practice and William had his first lesson in the motel where
they were staying.



| started playing, after five or ten minutes, he would come in the room and say: “What a
hell are you doing? Get up! Give me the clarinet.” He would then warm up a little bit and
then he would play the etude, say “Here, here! And now, you do it!” and I would end up
having a two hours lesson. That was fine, but if | wanted to practice a little and then go
and play with my friends, that was not fine...The same thing would happen every day...so
I would run home from school, get out my clarinet and practice before my father came
back home from work...this was the source of my complex.?

William was in the eighth grade when his father took him, for the first time, to an
American Legion Band rehearsal. Playing was exciting and stimulating for William. He started
out as last chair third clarinetist. His ability on the clarinet allowed him to move up chair by chair
through the thirds, then seconds and on up to solo clarinet. William remembered:

When we got there and before getting out of the car to go to the rehearsal he told me:

“Now look, son. Some of the music we play is really hard. And I know you will not be

able to play everything at sight. When you get to something you cannot play, look wise.”

Look wise? I asked myself: What’s that mean? It meant do not take the clarinet out of

your mouth and thereby announcing to everyone you cannot play it. Keep your clarinet

up, keep your place and join back in when you can. So, | tell that to my students now. If
you cannot handle it, look wise.?®

When William was in high school, he began to rebel against his dad. He stopped regular
lessons with his father and went out on his own. At that time, he was first chair in his school
orchestra, in his band, and had achieved first prize at the Ohio State Solo and Ensemble Festival.
He had developed a huge ego and thought that he no longer needed his father to teach him. In his
second year of high school he found out differently. That year he chose Italian Fantasy by Marc
Delmas for the Solo and Ensemble Contest. William Blayney recalled:

It is five pages. One of the requirements was to play from memory. During the
performance everything was going fine, until a few lines into the fourth page. Something

happened and my mind went blank. I could hear what | should be playing in my mind,
but didn’t have a clue how to make it come out on the clarinet. | think at the bottom of

2 William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

2% hid.
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the fifth page a line or two from the end | managed to play a chromatic scale and went

back to forgetting. It was pathetic. It was the worst musical experience in my life. It was

horrible. If that wasn’t bad enough, my high school was hosting that years’ contest. So I

got to do all that in front of all my friends at school.?’

Blayney got a third prize. It was a failure; it was a sad and bitter experience for him.
After that, the next year he went back to his father and asked him for help. Blayney said, “So, I
played the same solo the next year, Delma’s Fantasy, and got first prize instead.”?® At that point
they had resumed weekly lessons. When Blayney was playing a solo at school or advanced
repertoire with the Columbus Youth Orchestra he would take it to his father and they would
work on the interpretation together. His father was extremely dedicated to Blayney’s
development.

Blayney developed quickly during high school. When he was about to graduate he knew
he wanted to be a clarinet player, but he did not know if he necessarily wanted to go to college.
Blayney remembered:

Everyone | knew who graduated from college could talk about Mahler and Bruckner;

they knew all that stuff, but then I would listen to them playing and it was horrible, lousy.

| did not want to turn out like that. I also did not want to study with someone who did not
sound better than my Dad. There were professors at schools just like that...and | am not
going to study with those guys...he is going to make me sound like that.”®

Blayney wanted to study with someone who sounded beautiful and so he began a lifelong

search for beautiful sounding clarinetists. This led to an event in the spring of 1969 that made a

" William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

2 bid.
2 bid.
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lasting impression on Blayney. He had the good fortune to hear and meet David Weber in
Columbus, Ohio.* Blayney recalled:

It was in May and I was about to graduate. In Columbus, Van’s Music stores brought
David Weber to do a clinic. We knew Fritz Saenger, who ran the music store, Frank
Pardy and all the guys. They sent us a brochure about Weber and we went up to hear the
master class. Weber talked and played some things, and then he took a couple of
questions and that was it. Afterward Saenger invited us to dinner with Weber and | got to
sit next to him. I asked him if I could study with him and he said: “Well, in the summer
the ballet goes up to Saratoga. I will be back in August.” He gave me his card and said:
“When I am back in August look me up. Come play for me and I will tell you if I accept
you as a student.”

So, we traveled to New York and | went to play for Weber. Unfortunately when we
arrived he was not there. We went back home disappointed and called him. A couple of
weeks later we called, set-up another lesson and we went there again. | played for him, it
might have been some Rose ctudes...he liked what he heard and he accepted me as a
student. I still remember it was room 1103. He told me what music to get and we
started.™
It was the beginning of a relationship that would shape his entire life. So, Blayney
became Weber’s student, and for four years he travelled over a thousand miles every other week
from his home in Columbus, Ohio, to New York City for clarinet lessons. It was thanks to his
father’s job on the Pennsylvania Railroad that Blayney was able to make these trips. His father
had pass rights on the railroad and he could travel for free anywhere East of the Mississippi

River. After two years Blayney applied for and received his own pass so he could attend the

David Weber School of Music at Carnegie Hall in New York City. Blayney remembered:

% Wwilliam Blayney, e-mail message to author, August 29, 2011. David Weber was former principal
clarinetist with the Metropolitan Opera, New York Philharmonic, NBC Orchestra...At the moment when Blayney
met him, Weber played principal clarinet in the New York City Ballet Orchestra. Blayney recalled: When | was in
high school and playing first clarinet in the Columbus Youth Symphony one time we were playing Lalo Symphonie
Espanole for violin and orchestra. | didn't know the piece, so | went out and bought J. Heiftz and RCA Symphony.
The clarinet on the record was terrific. | asked my dad who it was. He told me they used a lot of guys, D. Cioffi, R.
McGinnes etc. | was almost discouraged to think that here was a great player going unknown. He sure inspired me
though, and I did my best to sound like whoever it was. About twenty years later, | found out it was David Weber.

1 william Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.
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It was 14 hours on the train. My dad would work, come back from work, get cleaned up
and then we get down to the train station downtown to catch the train. Thirteen hours
later we would be in New York City. We would go have breakfast and then at eleven |
had my clarinet lesson. It was always at least two hours, and sometimes a three-hour
lesson. Then my Dad and | would run around New York City...then go hear Weber in the
Ballet that night, and then up on the train and go back to Columbus.**

At that time Blayney was playing his father’s original clarinet. The clarinet was in very
poor condition. He recalled:

All the playing my dad had done over about twenty years had worn through the keys and
| and wore them the rest of the way out. The covered pads | wore through the metal, so
you can see the top part of the pad in the pad cup; the part where the glue is. And all the
rings were just paper-thin. One of the tone holes on the lower joint got so thin it
crumbled. | took wax from a candle and rebuilt it. When Weber saw what condition the
clarinet was in, one of the first things he did was to go out and pick a new R 13 clarinet
for me, and also one for my dad. They are both great horns.*®

During his studies with Weber, Blayney played in the American Legion Band alongside
his father. Some of the most rewarding and happy musical experiences of his life were those
years playing next to his Dad. When Blayney finally chose music as a career, his father hoped he
would surpass his own musical achievements. He had given him wonderful musical experiences
as a solo clarinetist, playing solos, cadenzas, and being a section leader. Blayney recounted:

Another thing that my father did ... in all the bands that he played he was always solo
clarinet. One of the things I did not realize was that my Dad, when asked to come up on
first chair, would always say: “Aww, let the kid do it. Let the kid do it.” I did not realize
until much later how valuable that was. Some of my best memories are playing in the
band with my dad, playing hard things like Ponchielli’s Dance of the Hours, Finale to
Tchaikovsky’s Fourth Symphony for band with all the violin parts on the clarinets. One
time the band director, Charlie Mack, who conducted the Dance of the Hours, got on
everyone for not playing their parts. | knew I had done a good job and I said, “I played
my part!” And Charlie Mack told me “I know you did. I heard you, every note.” There
are a lot of notes in Dance of the Hours.**

%2 William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

% Ibid.
* William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March

13, 2010.
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After three years, the train stopped going to New York City through Columbus. For a
while, Blayney flew to New York City, but that did not last long due to the exorbitant cost. With
no means to get back to Weber, Blayney briefly took few lessons from Frank Pardy,® but he did
not want to teach him because he felt intimidated knowing he had been studying with Weber.
Weber was not teaching at any institution at that time, so he recommended Blayney go to college
and pursue a degree at the Peabody Conservatory in Baltimore with his trusty friend Ignatius
Gennusa.* Blayney recalled:

| asked him: “What should I do? Where should I go? Try Curtis, try.... Weber sent me

down to Peabody to study with Gennusa. | had never heard of Gennusa before. He was

one of those great players no one ever heard of back then. Weber recommended | go to
school and get a degree because it’s just easier to get a job...you should have a degree...

He was not teaching at any school then and that is why he sent me to the Peabody

Conservatory of Music in Baltimore, Maryland. When | started Peabody Conservatory, |

was on my own and supporting myself and as such qualified for low interest government

loans for students. | also worked as a student guard in the evenings, checking student IDs
at the back entrance to the conservatory at night when the building was closed to the
public. By the time | was a senior | had enough scholarships and government grants |

didn’t need any loans. 3

At the Peabody Conservatory Blayney practiced with determination and prepared full
solo recitals every year though only one was required. This way, he covered a vast amount of
clarinet literature. The high cost of tuition fees forced Blayney, who did not have much money,

to work in the summer. James Dicky, oboist with the U.S. Marine Band, The President’s Own,

and fellow student remembered some moments from their college days and said:

* |bid. Frank Pardy was a student of Fred Weaver. He was a fine clarinetist and a friend of Blayney’s
father.

% |bid. Ignatius Genussa at that time was principal clarinetist of the Baltimore Symphony Orchestra.
" william Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.
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Bill and | were students at the Peabody Conservatory from 1973 to 1977. | remember Bill
not having money and really had to work hard to survive. He worked an entire summer
on a Goodwill truck in the Baltimore heat and basically survived on canned foods. |
remember Bill lived, ate, and breathed music, as well as art and drama. He turned me on
to art museums in a way that survives to this day.®

In the summer Blayney studied with Weber again. Gennusa never came to Baltimore in
the summer. He would stay up in Pennsylvania, out in the country near New Hope, PA. Blayney
didn’t have a car and couldn’t get to see him, so he would take a train from Baltimore to study
with Weber a few times a month. While they were students at Peabody Conservatory, Blayney
met his future wife, Pat Takahashi, who is a professional clarinetist too. She was taking her
ensemble placement audition and Blayney was observing the incoming freshmen. He said he was
“equally attracted to her looks and her clarinet playing.”® They began a friendship that lasted
throughout college and after they finished school, they married.

Upon receipt of his Bachelor of Music Degree in Clarinet Performance from the Peabody
Conservatory, Blayney was invited to teach in their Preparatory Division as a Professor of
Clarinet. He would start a second career as a teacher and would never again separate teaching
and performing. While in Baltimore from 1977 to 1987, he also taught at the Baltimore High
School for the Performing Arts. The school opened in 1979 and was patterned after New York
City School for Performing Arts. Former director of the Manhattan School of Music, David
Simon, asked Blayney to teach at the school. Simon had taken the director’s position and had no

faculty for the school. When he began auditioning students for the school he heard a lot of great

clarinet students. Many were Blayney’s clarinet students and they were some of the best he had

% James Dicky, interview by author, email questionnaire, Baton Rouge, LA, May 11, 2010.

¥ william Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.
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heard during the auditions. Blayney was telephoned by Simon and asked to take the position as
Professor of Clarinet at the school. During this same period, Blayney taught at the University of
Maryland Baltimore County from 1978 t01979.

In addition to his teaching, he performed as a freelance clarinetist throughout the
Baltimore-Washington metropolitan area. His positions at this time included principal clarinet of
Chesapeake Opera Company, Laurel Oratorio Society, Gettysburg Symphony, Gilman Theater,
second and E-flat clarinet of the Annapolis Symphony, and hundreds of concerts with the
Peabody Ragtime Ensemble. Blayney remembered:

The Peabody Ragtime Ensemble was a group formed of Peabody Graduate students, and

| played in that for a number of years. We played Scott Joplin Rags and also Dixieland

music...that was hard. You have to improvise. | had never improvised. | could hear
things in my head, but did not know how to make them come out my clarinet...I learned
to do it eventually. If it was written out, | could play anything. But when nothing is
written down and you have to think and play, that makes me more nervous than anything
| have done.*

Blayney moved to New York City in the 1980 but continued to teach at the Peabody
Conservatory and the Baltimore High School of Performing Arts for four more years. There, he
was busy as a freelance clarinetist and played principal clarinet for the Amato Opera, the Dobbs
Ferry Opera, the Broadway musical “Show Boat,” Opera in the Parks, and the Bronx Symphony.
Blayney recalled:

Down in Lower Manhattan there was a company called the Amato Opera and on Sundays

they would play a different opera each week. It was very small, like a recital hall. The

orchestra pit was even smaller and they did not have room for an orchestra. There was a

piano to fill in for the violins, so we would sit along the wall, and the conductor would

stand in front of us. We got him from the waist down. The stage got his head and
shoulders. They had a few winds, flute, clarinet, oboe, and maybe a French horn, but all

“0 William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.

16



the singers...were on stage. It was a great experience, because I learned a lot of music
that way.

| did some TV, some radio broadcasts, and | played on Broadway a couple of times. I got

to sub as the first clarinet on Showboat...the personnel manager was the second clarinet.

And the first time | sat in there, he told me he was bowled over. He said that I did not

take a back seat to anyone. He said all the top players in NY had been subbing in that job,

and then he named Bill Blount and some other guys...He said they did not have anything
on me and that | was as good as any of these guys. I also did a lot of teaching. Worked in

a music store on 48" Street in Manhattan....**

William Blayney has given many concerts and recitals during his performing career. One
of his most notable concerts took place at the Kennedy Center in 1982. This concert meant a lot
to Blayney, because his mother came from Ohio to hear him play. He recalled:

| dedicated this concert to my father. Always, when | play, | think of my father and Mr.

Weber. | always try to do my best. My father had passed away. My mother got to go to

that concert and got to hear me. | was very happy for her to go to the Kennedy Center and

see mzy name on the marquee that | was one of the soloists there in the main concert

hall.*

In 1984, Blayney and his wife moved to Atlanta, Georgia. His wife, in addition to being a
very fine clarinetist, became a music copyist.** While they were in New York City a music
librarian position came open for the Atlanta symphony and because she had experience as a
copyist, she was hired. During this time Blayney continued his career as a freelance musician
and played numerous performances with the Atlanta Symphony Orchestra. Blayney

remembered:

When | arrived in Atlanta, the first-call sub for the Atlanta Symphony had just moved
away and | picked up all the work. I played with the Atlanta Symphony anytime they

*t William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.

* Ibid.
*® Ibid. One of the people that she worked for was Lou Robbins who was Principal Music Librarian with
the New York Philharmonic; she also copied music for Leonard Bernstein, William Schuman and copied music for

Schirmer’s Music Company.
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needed a spare clarinet. The Atlanta Symphony is a very fine orchestra, and Robert Shaw
was the music director at that time.

Once at a rehearsal, we were playing a piece by Messiaen...his requiem and there is one
place - it is a big orchestra, I think 4 clarinets and bass clarinet and | was the third
clarinet. In the middle of the piece there is this big mass of sound and it keeps coming
down with instruments one by one dropping out, until it is just me holding my note. |
held it and took it down to inaudible. After that the conductor said: “Bravo.” At
intermission many musicians were coming up and said: “Did you hear what he said?”” He
said: “Bravo.” “Did you hear that?” He had never said that to anyone. But it was just one
note. And | thought about my dad; he was passed away at that time. When | was a kid my
dad told me, if you have enough good tone you could just play one note and it would be
enough. | thought: “You were right.” It is one note and if you do it beautifully enough,
you will be rewarded and leave a good impression....*

Blayney also free-lanced with the Atlanta Ballet and became clarinetist of the Orpheus
Woodwind Quintet. The Quintet played concerts in schools and gave little lectures with musical
demonstrations through an organization called Young Audiences. They sponsored chamber music
concerts in elementary schools for educational purposes to reach young audience.

After two seasons with the Atlanta Symphony, in 1987 the Blayneys decided to move to
Seattle, Washington. The Seattle Symphony needed a librarian, and upon a recommendation
from Lou Robins, librarian with the New York Philharmonic, his wife Pat was hired. When they
first moved to Seattle, he was given many opportunities. One of the first was as principal clarinet
of the Yakima Symphony Orchestra. On the program were Shostakovich’s First Symphony and
Nielsen’s Flute Concerto....He found out later from the personnel manager that he had called all
three Seattle Symphony clarinetists and asked each of them to play. After declining, they each

said, “There is only one person I can recommend in town and that is William Blayney.”* The

manager called Blayney and he got the job. Since moving to Seattle, Blayney had performed as

“ William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.

* 1bid.
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principal clarinet in all of Seattle’s major musical organizations, including the Seattle Symphony
Orchestra, Seattle Opera, Northwest Chamber Orchestra, Fifth Avenue Theater, and the Pacific
Northwest Ballet. Furthermore, Blayney’s wide range of experience includes playing on
commercials and various movie soundtracks such as Die Hard I11 and for Disney Studio’s
recordings of classic Disney cartoons for their show Sing Me a Story.

In Seattle, he was not a tenured member of the Seattle Symphony, but he was the first one
they would call when they needed an extra player. He has played on eleven CDs of the Seattle
Symphony Orchestra performing everything from principal clarinet to bass clarinet. In addition,
he was the only clarinetist in Seattle that was permitted to substitute as principal. Gerard
Schwarz, Conductor Laureate of the Seattle Symphony said:

| have had many opportunities to hear Bill play over the years. | remember his fabulous

performance of the Bartok Contrasts at the Waterloo Festival and many fine concerts and

recordings with The Seattle Symphony. Bill also conducted the Off Stage Orchestra on
the world premiere of my composition, Rudolph and Jeanette, in Zagreb, Croatia in
2008.7*°

At present, Blayney is very active in his musical life in Seattle. He is principal clarinet of
the Seattle Philharmonic and conductor of the Greenwood Concert Band. Blayney has conducted
concerts with the Greenwood Concert Band featuring soloists, like John Cermonaro of the Los
Angeles Philharmonic on French horn, Armando Ghitalla of the Boston Symphony Orchestra on
trumpet, Mindy Kaufman of the New York Philharmonic on flute and many others. Mindy
Kaufman said: “Blayney has also become a wonderful conductor. | played a concerto with the

Greenwood Concert Band he conducts in Seattle. I was so impressed with how these kids

sounded, especially the clarinets. It was such a treat to work with Bill. | saw a side to him that |

% Gerald Schwarz, interview by author, e-mail questionnaire, Baton Rouge, LA, August 28, 2011.
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hadn’t seen as a clarinetist.”*’ Blayney has also taught at the Washington Academy for
Performing Arts and the Music Center of the Northwest and works as a clarinet teacher and
ensemble coach with the Seattle Youth Symphony. In addition to his band conducting he is
currently the conductor of the Northwest Clarinet Choir, All City Clarinets of Seattle, WA and

his own ensemble, the Blayney Concert Band.

*" Mindy Kaufmann, interview by author, e-mail questionnaire, Baton Rouge, LA, May 11, 2010.
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CHAPTER THREE
INFLUENCES

Blayney’s three clarinet teachers were all noted for their beauty of tone and expressive
musicality.*® Taking the best of all his teachers while developing his unique personal style,
Blayney has melded the qualities of Weber, Gennusa and his father into his own beautiful tone.

Donald Blayney

Donald was the first and biggest influence on William. William’s undying love of the
clarinet and skills were first instilled in him by his father. William considers him his foremost
teacher. He gave Blayney a proper start, providing him with a very strong foundation in clarinet
playing. He also profoundly influenced William in his concept of tone, musicality and overall
beautiful playing. William Blayney recounted:

He is the one that first inspired me. The thing that attracted me the first time was my

dad’s tone. It was his tone at first that | was trying to imitate. | was also struck with his

musicality. He was the strongest person | ever saw, but when he played it would be so

delicate, so gentle, of course certain phrases...but if he had to play with muscle he could

do that too. It was captivating.

I never knew when | was a kid how good of a player he was. To me he was my Dad. He

worked at the railroad and came back home dirty every day...at that time he switched

from day to night shifts so he could play in the orchestra. | never respected a lot of

clarinet players | heard because they did not sound as good as my dad. | tell kids, “Yeah,

he is a big genius, but even he does not sound like my dad.” At the time | was wondering

how this guy could be so famous when my dad sounded better and...was more musical.
But my dad was the best | have ever heard. | figured that out later....*°

“® Buffet Crampon, “Buffet Crampon Avrtists: William Blayney,« Buffet Crampon S. A. S.,
http://www.buffetcrampon.com/en/artists.php?mode=artistPresentation&aid=533 (accessed September 10, 2010).

* William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.
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When Blayney went to study with Weber, the great pedagogue changed almost none of
his fundamental technique. This is a testimony to the very solid foundation he received from his
father.

One thing my father never said...which he was very proud of was: When | went to study

with Weber he did not change anything, except one thing. In Ohio everybody stopped the

tone with breath. Weber taught me to start and stop the tone with the tongue.*

The emphasis on long tones practice and scales exercises can be traced back to his
beginning. Blayney said:

One of the long tone exercises my dad had me do was overblowing in twelfths. | studied

one method for clarinet by Paudert of running scales, exercises and etudes in all major

and minor keys that you do not see anymore. Then, | did both books of Rose Etudes. We
also worked on orchestral excerpts like Thomas’ Mignon Overture cadenza, Dvorak’s

Slavonic Rhapsody cadenzas, Fiesta for the End of the World cadenza...*

Reis McCollough, a former student and soloist of the US Army Field Band said, “In his
playing I hear Mr. Blayney’s first teacher, his father, who was a fine clarinetist. I remember him
playing a recording of his father playing with a quartet, and it was pristine. He was always
referring to him in the lessons.”? At that time musicians could not make a living in Columbus,
because there was no orchestra. Therefore they had other jobs. James Dicky said, “Bill's dad was

a fine clarinetist and Bill idolized him in many ways. His father worked for the railroad and was

never able to have a career of his own. | think this fact really motivated Bill to succeed.”

%0 william Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

*! Ibid.
%2 Reis McCullough, interview by author, e-mail questionnaire, Baton Rouge, LA, June 20, 2010.

%% James Dicky, interview by author, email questionnaire, Baton Rouge, LA, May 11, 2010.
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Ignatius Gennusa
Gennusa was principal clarinet in the National Symphony in Washington DC, the
Chicago Symphony Orchestra and the Baltimore Symphony. He was a renowned orchestral

player “known for his glorious tone, which carried easily over a full orchestra, and even in his

995

seventies, he had a dazzling technique.”® From learning about Gennusa’s teaching method, we

can see the influences on Blayney’s own teaching. Blayney worked intensively with him for four
years at the Peabody Conservatory and consistently refined his tone, phrasing, and orchestral
excerpts. Blayney recalled:

Gennusa was a great musical coach and I learned a lot from him. He told me at one of our
lessons, "Some people study every piece there is with a teacher. The better way to do it is
to study phrasing and playing musically and then you can apply it to any piece you play."
He had a way of drawing analogies between something in life applied to music and they
were very useful in providing mental images to accompany what you are playing...>

The only things he would help you with was tone and phrasing...He was very good with
orchestral excerpts, too. If you want to get a job in an orchestra you go and study
orchestral excerpts with him. In addition to the Bonade's excerpt book and McGinnis Vol.
1 and 2, we went through anything | was playing at school or outside.*®

The large and diverse repertoire they worked on together indicates the very broad musical
education Blayney received during this period. Most notably, Gennusa worked on the Rose
etudes with him, which would go on to become the foundation for Blayney’s own students.

Since | played a recital each year we went through a lot of music. | studied the Rose

Forty Studies, Rose 32 Etudes again...There was a lot of repertoire | went through with

him: Debussy Premiere Rhapsodie, Brahms Sonatas, Ben Haim Pastoral Variee, Mozart
Quintet, Rabaud Solo de Concours, Cahuzac Arlequin and Cantelene (I introduced these

> Ken Shaw, “Ignatius Gennusa, 1920-2003,” The Clarinet BBoard May 27, 2003,
http://test.woodwind.org/clarinet/BBoard/read.html?f=1&i=115395&t=115395 (Accessed July 21, 2011).

*® William Blayney, e-mail message to the author, Baton Rouge, LA, August 30, 2011.

% William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.
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two to him), Stravinski Three Pieces, Weber Concertino and the Concerto in E-flat
major, Nielsen Concerto (although he only wanted to do the first two pages.)....>"

On the other hand, Gennusa’s lack of organization or cohesive direction in teaching was
not something Blayney valued. Blayney noted that his teacher helped him to develop personal
responsibility and regular practicing habits, but this was more through the absence of clear
guidance, forcing him to rely on his own initiative in order to direct his study.

Another thing | got from Gennusa was personal responsibility. With both my father and
Weber, they would tell me what scale studies, solos, excerpts, etc. to do next. Gennusa
would just say, "Bring in something." If | didn't take responsibility and do it, it wouldn't
get done. He was not very methodical and...one time I practiced a bunch of Baermann
scales and etudes and brought it to my lesson. | had a bunch of it. He asked me: “What do
you got?”’And I answered: “I got Baermann.” He said: “Eeah! I don’t want to hear
Baermann! What else you got?” | had not prepared anything else. And a lot of times he
would say: “Well, see, we go and get a lunch. Let’s go and have a lunch. I’ll buy you a
lunch.” And, if I did not practice that week, yeah, that was OK.*®

Another one of Genussa’s character traits was his inclination to improvise music.
“Genussa would sit down and just improvise,” noted Blayney. “Genussa called it ‘preluding’. He
was able to make up short phrases, cadenzas, and pieces.”*® James Dicky recounted a
serendipitous occasion when Blayney happened to catch some of those improvisations on a
recording:

He really looked up to his teacher, Mr. Gennusa, and took the trouble to record him

‘riffing” during his lessons, so there would be some record of this unusual artist. He

played this for me when | was in Seattle with the Marine Band a few years back, along

with a recording of the Ponchielli Quarteto that he performed with me in 1978. | was
glad for his efforts to save these performances.®

" William Blayney, e-mail message to the author, Baton Rouge, LA, August 30, 2011.

% William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.

> William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
28, 2011.

% james Dicky, interview by author, email questionnaire, Baton Rouge, LA, May 11, 2010.
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Blayney used to hear Gennusa with the Baltimore Symphony and like many other people
recalled: “When Gennusa played, no matter what he played, even if it was not a solo, you could
not help but listen to it. It was so beautiful and it just drew your attention to what he was playing.
That is what | try to do.”®*

Blayney regarded Gennusa’s playing with admiration and respect. He remembered a
concert with the York Symphony:

Gennusa was very inspiring. He was a very fine player. Gennusa had very beautiful tone

and very good musicality. He was more a natural player and so talented, things just came

out. I don’t think he necessarily knew why he did things. When he was playing principal
clarinet in the York Symphony he got me to play second to him for a concert in which we
played Capriccio Espagnole. I could not believe he was sitting right there next to me and
| was trying hard not to look at him. It was just fabulous! Another time he played

Sheherazade with the Baltimore Symphony and it was the greatest thing | have ever

heard. He was just incredible.®

David Weber

Weber was known for the beauty of his tone, inspiring playing and influential teaching of

the clarinet.%® During a career which stretched over fifty years (1930s—1980s) he was one of the

busiest clarinetists in New York City working full time as a clarinetist in the radio studio,

recording studio and concert hall. At one time or another Weber was principal clarinet of New

% Wwilliam Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
15, 2010.

%2 William Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
28, 2011.

% Ray D. McClellan, David Weber: Clarinetist and Teacher, DMA diss., The Julliard School of Music,
1987, 12-18; David Goodman. “David Weber (Clarinet) Passed Away,” Sax on the Web Forum, January 24, 2006,
http://forum.saxontheweb.net/archive/index.php/t-33691.html (accessed September 10, 2010).
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York Philharmonic, Metropolitan Opera, CBS Symphony, NBC Symphony, and NYC Ballet
Orchestra.®

Weber had tremendous influence on Blayney’s playing and teaching. Blayney’s first
contact with Weber took place in 1969 when for the first time he heard Weber at a recital.
Blayney was completely taken with Weber’s tone and at that moment he decided he must study
with him. Blayney recalled:

We were walking up and he was in the back warming up. Before we met him he took out

his clarinet and he played the most beautiful tone I have ever heard. Middle b, just started

from nowhere and just filled up the room, kept getting bigger and bigger and then got

down to nothing. It was just beautiful ring... And for me and my dad that was the most

impressive thing. For someone else it is a lot of technique, but for me and my dad it was

one note.®®

Blayney still remembers his first lesson with Weber. It was Weber who introduced
Blayney to the Complete Method by Eugene Gay, which Blayney still uses with some of his own
students. He said: “The first lesson he had me get the Eugene Gay Complete Method. The first
solo we did was Carl Maria von Weber F-minor Concerto. Later, | did both Rose Forty Studies
and Thirty-Two Etudes, Grand Etudes...l also played Baermann, Steven Art and a ton of
solos....”%

In addition to lessons, traveling to New York gave Blayney many opportunities to attend

the NYC Ballet Orchestra concerts. Hearing Weber at these concerts gave him a concept of

% Ray D. McClellan, David Weber: Clarinetist and Teacher, DMA diss., The Julliard School of Music,
1987, 12-18.

Daniel J. Wakin, “David Weber, 92, Clarinetist Known for Beauty of Tone, Dies,” New York Times,
January 26, 2006, http://www.nytimes.com/2006/01/26/arts/26weber.html?_r=1 (accessed 09-10-2010).

% Wwilliam Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March
13, 2010.

% 1hid.
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beautiful tone that he still considers the ideal. Weber’s beautiful tone and distinctive style of

phrasing became the standard by which Blayney measures good clarinet playing. Blayney

recalled:

After each lesson | would go to the ballet that evening to hear Mr. Weber play. His
playing was always incredible — he had the most beautiful tone and such musicality — it
just thrilled me. Whether | heard Firebird, Fairy’s Kiss, Petrushka, Nutcracker, 1 would
leave the performance walking on air, transported by the magic of his playing. Having
heard Mr. Weber play anything, | was never satisfied hearing anyone else play it.®’

After graduating from the Peabody Conservatory Blayney went back and continued to

study with Weber. His study with Weber continued to the last days of Weber’s life. Blayney

added:

My lessons with Mr. Weber...they went right up until a month or so before his death.
Every time | saw him we always played. Either | played for him or we played duets. We
also talked about life, music, clarinet players, etc....when | saw him in October he did not
want to play, he was too weak...but when | saw him in December he was feeling better
and he was healthier. I saw him two days in a row and one day he said: “Come back
tomorrow. Bring your clarinet.” So, | brought it back and he had me go get his clarinet
and put it together and it was the first time he played in three months. He was 92 years
old. He still had that beautiful tone and musicality...one of the pieces I studied with him
was a nice piece by Cavallini called Serenata. Weber had never heard of it, but as soon |
started to play it he knew how it should go and he immediately corrected my phrasing
and intergretation. Then, | thought what Weber had said about his legacy, “I gave a good
lesson.”®® Indeed, it was a good lesson. Also, one thing to me is very valuable. Always
when | would go to see him for the last four or five years he would let me tape my
lessons. Weber was very knowledgeable and would say so many things you could not
take it all in. So, | have a lot of that preserved. Now | [can] still study with Mr. Weber,
although he has been gone for some years.*®

* William Blayney, A Portrait of David Weber, A Grand Master of the Clarinet, Historic Transfers (1946-

1978), Clarinet Classics.

% Ray D. McClallen, David Weber: Clarinetist and Teacher, DMA diss., The Julliard School of Music,

1987, 19. David Goodman. “David Weber (Clarinet) Passed Away,” Sax on the Web Forum, January 24, 2006,
http://forum.saxontheweb.net/archive/index.php/t-33691.html (accessed August 28, 2010). | asked him recently

what he felt his legacy has been. Weber considered it then said contentedly, "I gave a good lesson." Indeed. We will
miss him. But his beautiful sound will outlive him, and be passed on to many generations of clarinet players.

% william Blayney, interview by author, video recording, LSU School of Music, Baton Rouge, LA, March

13, 2010.
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Weber possessed great reputation as a pedagogue, and became a strong influence and
inspiration for Blayney. Reis McCollough said: “David Weber was the other main influence.
There was no other clarinetist who Mr. Blayney thought more highly of, or respected more.
There were other clarinetists who he often referred to during the lessons, including McLane,
Bonade, Cahuzac, Hamelin, Genussa, and sometimes Marcellus and Leister.”"

Weber also had a deep and far-reaching influence on Blayney’s career and personal life.
Robert DilLutis, the assistant principal and E-flat clarinetist of the Rochester Philharmonic who
studied with Blayney and Weber said: “David Weber was Blayney’s teacher, colleague and
friend; he was his role model. Weber was a dedicated teacher, knowledgeable, and was always
learning. They are both great examples demonstrating that you should always remain a student
of music and life. Always keep learning.”"

Ray McClellan, clarinetist and a disciple of Weber, in his dissertation David Weber
wrote, “One of Weber’s primary teaching concerns was with the preservation of certain ideals
that he had found to be common to all of the clarinetists who influenced him.”"? The former
associate principal clarinetist with the Philadelphia Orchestra and a longtime friend of Weber’s,
Donald Montanaro said, “Dave was friendly and studied with the greatest clarinet players of the

last era...Weber was the last link to people like Hamelin, Cahuzac, McLane, Bonade and

Bellison.””® Clarinetist Lawrence Sobol said, “Weber kept alive the traditions of Cahuzac,

" Reis McCullough, interview by author, e-mail questionnaire, Baton Rouge, LA, June 20, 2010.
™ Robert DilLuits, interview by author, e-mail questionnaire, Baton Rouge, LA, July 18, 2010.

2 Ray D. McClallen, David Weber: Clarinetist and Teacher, DMA diss., The Julliard School of Music,
1987, 31.

¥ Ray McClellan, “David Weber page,” Ray McClellan, http://mccleldr.myweb.uga.edu/index.html
(accessed August 29, 2011)
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Hamelin, McLane, Bonade, and Bellison, among others, through his dedicated teaching, and

9974

inspiring playing.

Weber’s teaching style has produced some of the finest clarinetists and teachers in the
country today: Robert DiLutis, Jon Mannase, Daniel Gilbert, Todd Levy, Ray McClellan,
Gregory Raden, and William Blayney to name a few. Weber has passed this tradition to Blayney
and now he is passing along to his students all of the things that Weber advocated: a focused,
clear, big, ringing and resonant, bel canto tone, ease of playing and performing with conviction
and character. Todd Levy, the principal clarinetist of Milwaukee Symphony Orchestra said: “Bill
is a wonderful clarinetist and human being. He is a sensitive musician with a wonderful approach
to the instrument, and one that any student would want to emulate. | have known several of his
students over the years, and it was obvious to me that he had very convincingly passed on the
traditional of fine playing to them.”"

Weber left Blayney the mission of continuing this tradition of playing with a beautiful
tone and artistic phrasing. More than many teachers today, Blayney like Weber is particularly

concerned with preserving and passing on the principles of fine clarinet playing to future

generations of clarinetists.

™ Lawrence Sobol, A Portrait of David Weber, A Grand Master of the Clarinet, Historic Transfers (1946-
1978), Clarinet Classics.

> Todd Levy, “William Blayney,” letter of recommendation, Milwaukee, W1, n.d.
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CHAPTER FOUR
HISTORICAL RECORDINGS

William Blayney is known as an expert in the field of historical clarinetists and their
recorded legacy. He is a collector of historical recordings and possesses an impressive collection
that spans more than a century of recorded sound with his earliest recordings on cylinders dating
from the 1890s to the most recent CD releases. Blayney credits the influence of his father, who
played 78rpm recordings of Ralph McLane, Gaston Hamelin, Gino Cioffi, Daniel Bonade and
other great clarinetists for him when he was a boy. This opened his eyes and ears to the
wonderful possibilities of the clarinet and offered the young William great inspiration. In
recognition and appreciation of that fact, Blayney calls his collection “The Donald R. Blayney
Recorded Sound Archives.” Blayney recalled, “My interest in historical recordings probably
stems from my father. He introduced me to a lot of classical music when | was a kid by listening
to the 78rpms. He also introduced me to a lot of clarinetists. In another words, I first heard
Bonade by listening to his recordings with the Philadelphia Orchestra....”"

Blayney began to collect these historical recordings while studying at the Peabody
Conservatory. Jeff Tomecek, clarinetist with the Marine Band in Washington, DC recounted:

| first met Bill when | was at Peabody. Even back in the early 70's, Bill was already

compiling his library of clarinet recordings. The one thing we did on a somewhat

occasional basis was get together on a Saturday night to drink beer and listen to

recordings of clarinet players. Bill was never at a loss for flowing descriptions and

adjectives for clarineti