
Volume 24 
Issue 2 
May/June 2021 

 

  

 

From the President 
 
 
As I reflect on the past two years and my term as president of the AFC, I am very 
proud of the continued growth and success of the AFC. Of course, none of this 
would be possible without a great board of directors. Thank you team, for your 
vision and collaboration. 
 
The Virtual Flute Fair was a stunning success! Thank you to Carol Wincenc, for a 
lovely recital and very informative workshop. The presenters at this year’s Atlanta 
Flute Fair deserve a special shout out for creating innovative content that offered 
something for flutists of all levels. I am sure you will agree that the performances 
from all of our competition finalists and winners were outstanding. 
 
Following our recent election, I am pleased to pass the gavel on to Alina Windell in 
July. Alina has been an active board member for many years and has done an 
amazing job as our competitions coordinator. Please help me welcome Alina in her 
new role! 
 
It has been my pleasure to serve the Atlanta Flute Club for the past two years. As 
always, we want to hear from you, and we especially want to see you at our events. 
 
Please stay tuned! 
 
 
 
Warmest regards, 

 
Kelly Bryant 
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Competition Announcements 
Dr. Alina Windell Samolesky, Competition Coordinator 

The Atlanta Flute Club is thrilled to announce that our 2021 competitions drew a record number of competitors from across the 
country and from many of the top colleges in the world. It was a pleasure to hear such a high level of playing from all of the applicants, 
as well as the beautiful performances of the finalists at the March flute fair. We were honored to have Carol Wincenc, Christina Smith, 
Christina Jennings, Conor Nelson, and Todd Skitch adjudicate our Young Artist Competition; and Gina Hughes and Christie Beard 
judge our Carl D. Hall Piccolo Scholarship Competition. 

 

We truly appreciate the flexibility of the competitors in these unusual times and were so happy to learn about each of the finalists’ 
experiences preparing for competitions throughout the year of quarantine. While we are all eager to get back to competing and 
performing in person, it was lovely to have the opportunity to personally connect at the virtual flute fair. 

 

Congratulations to the prizewinners from each competition! 

 

Carl D. Hall Piccolo Scholarship Competition 
Sarah Miller 

 

Young Artist Competition 
First Prize: Min Ha Kim 

Second Prize: Hae Jee (Ashley) Cho 

Third Prize: Susan Kang 

 

Junior Artist Competition 

High School Division 
First Prize: Ivy Lee 

Second Prize: Alexandra Tarassenko 

Third Prize: Kimberly Bateman 

 

Middle School Division 
First Prize: Eunice Kim 

Second Prize: Adelyn Bendorf 

Third Prize: Seoyoon Kim 

 

We are looking forward to announcing our 2022 slate of competitions, keep an 
eye out for that! 
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The Analogous Relationship of J.S. Bach and Olivier Messiaen 
Adeline DeBella 

One hundred fifty-eight years passed between the death of Johann Sebastian Bach and the birth of Olivier 
Messiaen. Although there was a rapid evolution in music history, there is a remarkable similarity between many 
aspects of their lives, compositional methods, and impacts on the development of Western Classical music. 
Aside from sharing a primary instrument, the organ, it is obvious that their Christian faith plays a large role in 
each of their lives. Bach uses a great deal of symbolism to reference his name and religious symbols, while a 
majority of Messiaen’s religious attributes lie in his perfectly planned, but seemingly chaotic rhythms. 
Undoubtedly, each of them played a key role in the development of music history due to their innovations and 
mastery of compositions and techniques at the time. 
 
Bach’s use of religious symbolism is inspired by his objective of emotional humility and a spiritual communion 
through music. The listener must be emotionally vulnerable when listening to achieve the full intent of the 
music. The Doctrine of the Affections is an extensive theory proposed in the Baroque era, stating that music is 
capable of triggering an emotional response from the listener. Bach utilized this doctrine by placing the 
emotional self at the forefront, separating, but not disengaging it from the intellectual and physical self. This 
emotional parting allows for complete vulnerability, symbolizing the broken heart, shattered spirit, and 
complete humility necessary to Christians when approaching God. Bach often disguised his name into works, 
either using the notes B (pitch of B-flat), A, C, H (pitch of B natural), or the number set 2138(5) (see figure 1). 
This number set is representative of his name if each letter of the alphabet is assigned a corresponding number 
(A=1, B=2, C=3, etc.). 
 

Coincidentally, Bach was born on the 21st of March in 1685, 
or in European numerical form, 21/3/85, almost identical to his 
name. Fourteen, another significant number, is the sum of the 
letters of his name, or the 2138 set, as well as the sum of seven 
plus seven, or the divine number duplicated. He was also fond 
of the number 21, as it is his birth date and the product of the 
divine number and the Trinity (7x3=21). 
 

In the first movement of his Flute Sonata in E minor, BWV 1034, he 
writes the highest note of the 7 sonatas, G above the staff (see 
figure 2). 
 
This moment is significant because it is on the downbeat of 
measure 21, a number of previously stated importance. 
Arguably, this high G signifies a gesture to God Himself, due to 
the note letter and extreme upper range. These occurrences 
could be considered coincidences, but to Bach, they were 
confirmation that God had called him to be a musician, and he 
fulfilled his calling by composing all music for the glory of God. 

 
Messiaen has a similar approach in his music, using The Doctrine of the Affections in a modern way. He notes that 
the listener must not let the barricades of the human body (such as the emotional and intellectual components) 
limit their potential experience of Corps Glorieux, or a glorified body. Messiaen’s identically named 
composition was composed for this specific reason. Messiaen’s symbolism is present in his use of rhythm. He 
strives to achieve ametric passages through his use of iambic rhythm (weak+strong or short+long), 
nonretrogradable rhythms, and additive rhythm. These techniques are comprised of intricate, often irregular 
rhythms that have a large and perfect plan that may not seem apparent at the time, much like the predestined 
goals of God’s plan for every individual Christian. Additive rhythm also creates a sense of freedom to the 

Figure 1, B-A-C-H motif included in mm. 193-195 of the Art 
of Fugue, Contrapunctus XIX, BWV 1080 

Figure 2, high G included in mm. 21 of the Flute 
Sonata in E Minor, Adagio ma non tanto, BWV 1034 
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listener, though the rhythm is perfectly exact. His use of bird song is recognizable in numerous compositions, 
specifically Le Merle Noir, or The Blackbird. When including bird song into his music, he tries to keep true to the 
bird’s song to the best of his ability. Of course, there are restrictions due to the abilities and limitations of 
western acoustic instruments, but he created a system of transcribing to preserve the authenticity of the song. 
Since birds sing rather high, he uses the highest range the instrument has to offer. Birds also sing small intervals, 
sometimes quarter tones or less, so he would transcribe these quarter tones into half steps, again, getting as 
close to the original song as the instrument would allow. This work for flute and piano can be broken into five 
different sections. A solo flute cadenza, 12 tone melody, a second cadenza, a canonic return of the 12-tone 
melody, and a seemingly random (but perfectly organized) ending that imitates several birds chirping 
simultaneously. Both cadenzas are disjunct and mimic different bird calls. It is important that the performer 
truly captures the natural unpredictability of the bird’s call, as they seem unbothered and “unmusical” in their 
song. 
 
 

The first and second 12 tone sections of 
this piece present both homophonic and 
monophonic textures, influenced by 
music heard in the Catholic Church and 
Gregorian chant, respectively (see figure 
3). He also briefly writes a lush, chorale-
like texture near the end of these sections, 
which is the first and only time he writes 
any kind of triadic or stepwise 
components. It can be assumed that it is a 
reference to the hymns of the church and 
his primary instrument. 
 

Both J.S. Bach and Olivier Messiaen were masters and innovators ahead of their era. Although Bach did not 
invent the fugue, as it was central to composition in the Baroque era, he certainly mastered it as composer and 
performer. This is apparent in several of his works such as The Well-Tempered Clavier, BWV 846-893 and The Art of 
Fugue, BWV 1080 (although unfinished). He had the ability to improvise a fugue with any given melody, a skill 
that is extraordinarily difficult for even the most virtuosic organists. Additionally, he mastered the Chorale 
Prelude, a four-voice semi-improvisational work that uses a recognizable hymn as the cantus firmus. The sheer 
number and diversity of the works Bach composed in his lifetime are an outstanding accomplishment for any 
composer. Considering the workload of his various positions, the lengths he traveled to study, and the lack of 
technology and resources available to him in the 18th century, he excelled in his creation of these masterpieces. 
 
Messiaen, by his prolific nature, also contributed 
great musical advancements to his respective era. 
The Modes of Limited Transposition, his most 
unique and notable influence on music, are, in his 
words, “a tempered system of twelve tones [based 
on our present chromatic system], these modes are 
formed of several symmetrical groups, the last note 
of each group always being common with the first 
of the following group. At the end of a certain 
number of chromatic transpositions which vary 
within each mode, they are no longer transposable...”. This system creates an opportunity to tonicize any tone, 
therefore creating interest with limited transpositions due to fewer repetitions of identical notes. He mastered 
the technique of additive rhythm in his music, and this technique left a lasting impact on the way composers 
approached the writing of “unrestrained” music (see figure 4).  Furthermore, the dominance that rhythm has in 
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his music was unconventional in Western music, as melody and harmony traditionally take priority to structure 
a work. 
 
J.S. Bach and Olivier Messiaen are two composers that lived through many societal and musical transitions, yet 
share an analogous relationship that is perhaps unseen due to their outward differences. They both have strong 
roots in Christianity that directly impacts their music by aiming for a raw emotional approach from the listener 
and religious symbolism, although sometimes abstract. Understanding that each of them contributed such 
revolutionary musical ideas, such as the mastering of the fugue or dominating rhythm, places their work at the 
utmost importance in the development of modern music. 
 
This comparative study provides a greater appreciation for their individual art and discoveries, a deeper 
understanding of their works, and information on how to perform and listen to their works. Recognizing 
experiences and perspectives on the life of each composer gives context to the intention of composition. Such 
knowledge can impact the performance of a work when choosing certain nuances and musical choices, or offer a 
different experience for the listener. 
 
Score examples obtained from IMSLP and public domain: 
 
Figure 1 
https://ks4.imslp.net/files/imglnks/usimg/b/bd/IMSLP07806-BWV1080_Graeser_16-19.pdf 
Figure 2 
https://imslp.simssa.ca/files/imglnks/usimg/1/1a/IMSLP324592-PMLP181746- Sonata_Mim_BWV_1034_FyChelo.pdf 
 
 

 
Adeline DeBella is a current student and graduate assistant at Purchase College-
Conservatory of Music in New York, working towards a Master’s Degree in Flute 
Performance under Dr. Tara Helen O’Connor. She is a graduate of Columbus State 
University’s Schwob School of Music, where she studied under Dr. Andrée Martin. Recently, 
she was a named alternate of Purchase Conservatory’s annual concerto competition and was 
awarded second place in the Artist of the Year division of the Great Composer’s 
Competition. Adeline has participated in masterclasses with Robert Dick and Christina 
Smith held by the New York Flute Club and the Atlanta Flute Club, respectfully. She has 
attended several summer festivals such as The Miyazawa Virtual Summer Festival, Le 

Domaine Forget de Charlevoix, and The Consummate Flutist while also fulfilling marketing, administrative, and 
technology production duties for SummerFlute and The National Flute Association’s Virtual Summer Series. 
Aside from her role as a student and performer, Adeline is a flute instructor with Music to Your Home (NYC) 
and Through the Staff, in addition to working an internship position at the Flute Center of New York.   

https://ks4.imslp.net/files/imglnks/usimg/b/bd/IMSLP07806-BWV1080_Graeser_16-19.pdf
https://imslp.simssa.ca/files/imglnks/usimg/1/1a/IMSLP324592-PMLP181746-%20Sonata_Mim_BWV_1034_FyChelo.pdf
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Performance Tips for Low Flutes, Part 1I 
Low Flute Supports 
Chris Potter, Low Flute Specialist 

Alto and bass flutes are heavier, longer, and have bigger bores than c flute and frequently people need help 
holding them up for extended periods of time. Here are some suggestions. 
 
For a straight tube alto, the position of the right thumb is a challenge. Since the instrument is long, the right 
arm is extended quite a ways out from the body. Like the c flute, we would like to be able push forward 
gently with the right thumb to keep the flute from rolling in towards us. Since the alto is longer and heavier 
than a c flute, we need that thumb to help hold the instrument up as well as try and balance it. The right 
thumb tends to migrate under the flute, allowing the instrument to roll in when playing notes like 2nd and 
3rd octave C and C# or 3rd octave G and Ab when there is no left thumb on its key. The right thumb 
positioned under the alto leads us to grip between the right index finger and thumb. We also try to 
stabilize the alto by gripping across the palm between the thumb and right hand little finger on notes like 
G and A. All this slows us down by putting tension in our right hand. 
 

A product came onto the market about four years ago that solves the problem. Since there is no standard bore size for altos (or basses), 
an adjustable right hand thumb support was needed. A product made by a company called Mistic Media is the current answer. They 
call their device a Cobra. I tried one and it works. A screw adjusts the tightness or looseness of the plastic device. Here is a picture and 
the link: http://www.misticmedia.com/cobra/index.php/en/cobra-collection/cobra-rtc-aw-right- thumb-support-for-alto-and-wood-
flutes 
 

For those with a curved head alto, the curved head should be 
resting gently back against the chin. From a position where the 
headjoint is centered on top of the body, rotate the curve slightly in 
towards you. Adjust the mouth piece section separately. As a test, 
you should be able to play a low or middle D, lift all your fingers 
away and the flute should remain stable. If the flute wants to tip 
forward, adjust the curve more towards you. If it wants to fall 
down your chin, rotate the curve away from you. For more specific 
directions, view my YouTube video on this topic: 
 
https://www.youtube.com/watch?v=MaZraz5LZZ0&t=15s 
 
 

 
For bass, you can make use of any extra music stands you happen to have by resting the end of the bass on a cloth on the stand. This 
works great at home, but who wants to carry another music stand to a rehearsal! A product called a Bass Flute Lap Crutch can be 
helpful (it also works for a straight head alto). It has a cradle for the bass that rests on top of an adjustable rod. A curved section sits on 
your leg. These do appear to be currently available, but used ones are floating around. 
 

 
  

Bass Flute Lap Crutch 

https://www.youtube.com/watch?v=MaZraz5LZZ0&t=15s
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The Bass Flute Support Stand is currently available at retail stores and 
does physically attach to the instrument, an improvement over the lap 
crutch. It is also adjustable, but can only be used when sitting. This is 
available at places like Carolyn Nussbaum’s and Flute World. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
The Bass Boost is also an adjustable support and can be used when sitting or 
standing and, with a straight head alto. It is a series of telescoping rods mounted on 
a base that swivels. It is elegant looking enough it can be used at a performance. It is 
available at Flutacious, Carolyn Nussbaum’s and Flute World. 
 
Bass Boost 
 
Two brands, Kotato and Sankyo, have developed an elegant and simple support 
system for their basses. A light-weight adjustable rod screws onto a connection built 
into the body. The Kotato rod is currently only for use when sitting, the Sankyo has 
recently come out with a rod long enough to reach the floor. 
 
 
I hope this article gave you some ideas of how to help yourself play more 
comfortably and with greater facility. More performance tips can be found on my 
YouTube video. https://www.youtube.com/watch?v=zf5cer7WTec 
 
 
Go Low! Chris will be teaching an in-person Alto and Bass Flute Retreat October 
14-17 in Huntsville, Alabama. The focus is on music by Jonathan Cohen, Paige 
Dashner Long and Nicole Chamberlain. Here is the link for more information - 
https://chrispotterflute.com/altobass-flute-retreats/2021-huntsville-retreat/Go Low! 

 
  

Bass Boost 

Bass Flute Support Stand 

https://www.youtube.com/watch?v=zf5cer7WTec
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Tips for Memorizing Music 
Dr. Andrée Martin, Building Bridges: Body, Mind & Music 

 
any believe the ability to memorize music is a fixed skill; something they either can do, or can’t do. 
I would argue (strongly!) that learning to play music from memory is a learned skill, although, 
arguably, for those who have perfect pitch, the process is much easier. If you are fearful of 

memorizing, or are scared to try after a memory slip in performance, begin again with a new work instead 
of memorizing a piece you already know. Remind yourself that by doing mindful work the plasticity of the 
brain ensures huge changes over time! 
 

• Play from memory from the very first practice session with a new piece. Leave the score on your stand as you work, 
but turn the music away from you. Don’t read and play at the same time. Start by looking at a phrase without your 
flute in your hands, memorize just a few notes, step away from the stand and then play it (without looking at the 
music). If you begin without the score, very soon you won’t need it at all! This method reduces our dependency on the 
written score, cultivates the use of whole body,  natural movement (because you aren’t drilling your music while 
staring at the score), and encourages us to analyze musical lines in a personal way. 

• Memorize your piece from the last phrase, then the second to last phrase, etc. Learning the work from the end and 
working backwards gives so much more confidence as you play through a piece! 

• Memorize your music with all musical elements in place. Don’t learn notes and rhythm first and add dynamics, 
character, articulation, and style later. Separating out musical elements will make the learning process longer and the 
memorizing process less secure. Learning all musical elements at once will glue those connections together and 
solidify your process in your expressive and emotional brain, which, incidentally, helps you memorize! 

• Think you know your piece from memory? Test yourself by writing out the piece on a blank piece of manuscript 
paper. Can you replicate every single articulation and dynamic marking? Are your rests and interludes the correct 
length? 

• Sing through your piece without your instrument in your hands.  Do you know 
every note, rhythm, and expressive gesture? Our memory is foggy in sections we 
just don’t know very well. Test your knowledge of the piece and clarify difficult 
passages by singing! 

• Memorize not just your flute part, but also the piano or orchestral interludes. Play 
them as if they were in your part. Often memory slips happen when we second-
guess an entrance. Know those interludes as well as you do the solo part. 

• Use the metronome backward. When we memorize sections of a piece at a 
specific tempo, it can be a struggle to change tempos. This can become apparent 
when we arrive at our first rehearsal to play a concerto with an orchestra. Muscle 
memory can be connected to particular speeds. Gradually slow the tempo as you 
memorize so you have to rely on other skills to know where you are in your score. 

• Know what key you are in and what scale degree you are playing. Label each note 
with a number according to the scale (G, B, and C are 1, 3, and 4 in the key of G 
Major, for example) and alternate singing the numbers, singing note names, and 
playing those notes. Then try transposing by using the same numbers beginning 
on a different note.  Playing phrases in different keys shows a student is thinking 
structurally and not just relying on muscle memory. Muscle memory is not 
reliable enough on its own and should only be used as one element of the 
memorization process. 

  

M 

Schwob graduate student Jaleel Grier” 
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• Make a game of it. Find a friend who is playing the same piece or who wants to work on their sight reading and have 
them start and stop at unpredictable places, even mid-phrase, so you can complete their musical thought. You can 
even play this game on your own by making a copy of your music and cutting up the pages into small phrases. Pick a 
phrase at random to begin. Do you know where that phrase is in the context of the whole piece? Can you continue 
from that phrase? Beginning unpredictable spots in the score can test your knowledge of the whole piece. 

• Practice improvising. The more comfortable you are with improvisation, the less derailed you will be if you lose your 
place while playing from memory. You will be able to improvise your way out of the problem. 

• Know your intervals. There are lots of fun ways to memorize intervals using familiar tunes. The first two notes in 
Twinkle, Twinkle Little Star, for example, form a Perfect 5th and the first two of Dashing Through the Snow is a Major 6th. If 
you find a passage that is particularly problematic, analyze the intervals and sing them back using note names or 
numbers. This process can be time consuming but it is well worth the effort and will get much easier the more you 
practice. 

• Give yourself distractions when testing your memory. Don’t practice in the same room staring at the same tree out 
the same window. Go to band or orchestra rehearsal early and test your memory while everyone is warming up 
around you. Distract yourself by looking at your fingers in the mirror. Sometimes my students have fun doing what 
one calls “adversity training”. One performs from memory while the rest of the students throw paper airplanes 
around the room, sing along, and even turn the lights on and off! 

• Don't hesitate to ask your pianist to spend a little of your rehearsal time working challenging sections in repetitive 
loops so you can become comfortable. Playing with your pianist the first few times can feel like a performance and 
can derail memory work. Tools like Smartmusic can help prepare for work with an orchestra or pianist by allowing 
you to repeat challenging sections in loops. 

• Did you know you can manipulate the speed of YouTube videos? Click the settings button to choose a different 
playback speed. Although I encourage my students to develop their own musical intention and don’t necessarily 
want them to imitate performances, playing along with recordings during the memorization process can be very 
helpful. Playing along with a great performance at slower speeds can help solidify your memory. 

• Create a personalized map of the piece. Label the big sections of the piece on a blank page stating the key, starting 
notes, and character. Describe those sections in your own words, and write out any problem spots in the map. As 
your memory solidifies, rewrite the map to include less and less information. One student created an entire short 
story to describe every phrase of her competition piece. She never lost her place again; as she was performing she was 
following the plot in her mind. This had the added benefit of making her performance more engaging and dramatic! 

• Have a safe space to practice performing from memory. Don’t go from the practice room to the first rehearsal playing 
a concerto with an orchestra. Scaffold your experience by gradually making it more and more challenging in terms of 
the size of the performance space and the audience. Family and friends can help by listening, even to small sections, 
as you try out your new skills. 

• Don’t practice mistakes. Go slow enough to make sure there are none. Use what my teacher, Samuel Baron, called 
“Moveable Fermatas”. If you aren’t sure what’s coming next, don’t guess. Searching for notes is detrimental to a 
creating a “Brain Groove” of the line in your mind (another Mr. Baron idea!). Place a fermata on the last note that is 
clear in your memory, take a breath and repeat that note until you are 100% sure what comes next. 
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• Find variations. The middle section of Enescu’s Cantabile from his Cantabile et Presto, for example, contains a variation on 
the opening tune. Find and play the skeleton, find and play the composer’s variations based on the skeleton, and then 
improvise your own variations based on the same skeleton. The skeletal phrase will help you memorize by seeing the 
notes in the variation like ornaments, just decorating the tune. If you have a memory slip mid-variation you can 
improvise your way out or even play the skeleton. Your audience will never know you made a substitution! 

• We analyze prose, poetry, and even sequenced patterns of shapes in pre-school and grade school, but think analyzing 
the form of a piece is a specialized skill that we learn in college. Use the skills you already have to see sequences to 
find sections where the key or mood changes in your piece. Being able to describe the sections of the form (in your 
own words!) will help you remember where you are in the music. Although the first movement of the Mozart G 
Major Flute Concerto, K. 313 has 219 measures, for example,  it only has three sections. The third section is a variation 
of the first, so there are really only two sections. Hearing those bigger sections and patterns will help you organize 
and then memorize the smaller details. 

• Don’t wait to practice these memorization skills for a competition or audition. Work  on your memory muscle every 
day. Experiment with one or two of these ideas for a week or two and then try another. They will help you develop 
memorization methods that work for you! 

 

Andrée teaches flute and Body Mapping at the Schwob School of Music at Columbus State University and at Summerflute. She serves on the 
boards of the Association for Body Mapping Education and the Atlanta Flute Club. 
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Membership Update 
Nicole Frankel, Membership Chair 

 
 
Thank you so much to all members who attended our 2021 Virtual Flute Fair in March, and for making the event a huge 
success! If you are interested in joining the AFC as a 2021 member, or if you would like to renew your membership, 
registration is available online at: www.atlantafluteclub.org/membership. As a reminder, membership runs through the 
end of the calendar year, so all 2021 memberships are valid through December 31st, 2021. 
 

Membership statistics as of May 2021: 
Total Membership 137 
Student Membership 73 
Adult Membership 57 
Silver Membership 1 
Gold Member 2 
Corporate Member 4 

 
 
 

Atlanta Flute Club Policy for Email Notifications 
The AFC Email Notification Service is a great way to stay updated on the Atlanta flute scene. You can subscribe on your 
membership application form, or feel free to contact us directly through our website or email to be added to our list of 
subscribers. Local artists must be an active AFC member to advertise a concert or event. To submit information, please 
send a brief description of the event and website to: info@atlantafluteclub.org. 

 

Classifieds 
For Sale: Haynes Flute  

• Asking Price: $5,500.00 

• Maker: Haynes 

• Serial Number: 19330 

• B Foot 

• Open Hole 

• Inline G 

• Silver 

• Condition: Several pads show wear 

• Contact: William Fry (706-575-5371 or drfry@mchsi.com) 
 

A Haynes flute owned by William Prescott (1923-2018) is currently for sale. Prescott was born in Cleveland, Ohio and attended 
Cathedral Latin School, where he was a state champion flute player and student of John J. Hruby. He earned music degrees from Case 
Western Reserve University, the University of Florida, and the University of Arizona and studied with Marcel Moyse, James Boling, 
and Maurice Sharp. 

Prescott served in an Ohio-based World War II military band and had performance credits with the Cleveland Symphony, Los Angeles 
Philharmonic, and the Miami Symphony Orchestra. He also held applied flute positions at the University of Florida, Eastern Kentucky 
University and Southeastern Louisiana College.  

After 35 years as a conductor, flutist, and school band director, Prescott retired in 1988. In retirement, he directed the Yaarab Shrine 

Band and the Sounds of Swanee Concert Band. Prescott authored the Prescott Flute Method published by Belwin-Mills and served as a 

consultant and clinician for Muramatsu Flutes.  

https://www.atlantafluteclub.org/membership
mailto:info@atlantafluteclub.org
mailto:drfry@mchsi.com
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Treasurer’s Report 
Ann Crain, Treasurer 

 

(January 1 – April 30, 2021) 

Beginning Balance: $11,267.59 
Income: 
 Dues and Fees $6,791.36 
Total Income: $6,791.36 
 
Expenses: 
 Flute Fair Guest Artist ($2,500.00) 
 Competition Awards ($3,000.00) 
 Zoom Administration ($400.00) 
 Virtual Flute Choir ($250.00) 
 Miscellaneous Flute Fair Expenses ($534.86) 
 NFA One Time Email Publicity Fee ($297.00) 
 Refunds for Overpayments ($85.00) 
 State of Georgia Annual Registration ($30.00) 
 Check Reorder Fee ($22.36) 
 
Total Expenses: ($7,119.22) 
 
Ending Balance: $10,939.73 
 
 

 

 
 
 
 
Atlanta Flute Club Officers & Committee Chairs 
OFFICERS 
President Kelly Bryant kbryant2503@gmail.com 

Vice President Andrée Martin martin_andree@columbusstate.edu 

Secretary Kathy Farmer kathyfarmer@mindspring.com 

Treasurer/Volunteer Coordinator Ann Crain anncrain@comcast.net 
Immediate Past President Jeana Melilli jeanaflute@gmail.com 
 
COMMITTEE CHAIRS 
Corporate Liaison Brittany Salkill bhflute@gmail.com 
Competitions Coordinator Alina Windell Samolesky amwindell@gmail.com 
Flute Choir Extravaganza Nancy Wilson info@atlantafluteclub.org 
Flute Fair Kathy Farmer kathyfarmer@mindspring.com 
Hospitality Lisa Mahoney lmahoneyflute@aol.com 

Membership Nicole Frankel nfrankel7@gmail.com 

Newsletter Andrea Burger afcnewslettereditor@gmail.com 
Webmaster Anne Gordon aegordon12@gmail.com 
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