La Folie des Moutons
-Elizabeth Ford-
The Scene… A woodland grove.. clear blue sky… chirping birds… a babbling brook… mossy trees… a pastoral paradise.  Like a scene on a piece of toile…

A shepherd, sighing, after a long day with only his sheep for company, pauses at the babbling brook, gazing mournfully at his solemn expression.  A rustling in the trees accompanied by merry laughter catches him as a slight figure clad in white (or is it mist?) darts through the branches.  He is taken with her, and they court, he alternating sighs and longing stares—she flitting and dancing—until she hones in on her prey.  Our shepherd, not knowing the laws of faeryland, accepts the wine she offers.  If he was taken with her before, now is he overcome, beside himself with love and longing.  After more dancing, vivacious giggling, and merry making, our nymph vanishes into the mist from whence she came.  Our poor shepherd.  His musette, accustomed to frequent use, lies untuned and forgotten.  He cannot find solace even in his once comforting flock.  All he can do is lay by the brook, whose incessant babbling reminds him of that vivacious giggle, and sigh.  Ah!  Mon berger mes amours m’aimerez vous toujours!  The betrayal!  False womanhood!  J’ai perdu tout mon bonheur!  Meanwhile, our nymph gazes unseen at this tragic spectacle, finding herself, much to her surprise, moved.  Her intent, as usual, was to toy with the mortal and cast him aside, but this was different.  Mon berger, mes amours m’aimerez vous toujours.  She always liked to use those standard nymph lines, but did she mean it?  Quelle disastre!  Our lovers alternately mourn, long, and fume.  At long last, our nymph returns to our shepherd.  They confess their love; there is much rejoicing and merry-making.  They sing, dance, and even the sheep join up and dance while the shepherd plays his musette.  Our story ends as we are reminded of the mysterious ways of love, nymphs, and even sheep.
***

Though pastoral music is often thought of as having religious themes (Christ as Good Shepherd), the term is equally suited to secular music of the eighteenth century, due to a fascination among the upper classes with peasantry.  This was manifested in art, music, and literature with shepherds, rustic places, country life.  The pastoral in music was represented by flutes and types of dances, especially the musette.  Named for the shepherds’ bagpipe, the musette is a dance with a drone resembling the drone of the instrument.  The soft, moody sound of the flute echoes the sighs of the lonely shepherd, and also mimics the joy of his dancing when his nymph returns.  Music that is pastoral—in the nymphs and shepherds sense, not the religious sense—is at once mournful and self-pitying while joyously simple.

Philosophical movements in the eighteenth century encouraged an abandonment of the city and its filth for a return to unspolit nature.  Art was full of fluffy sheep and young shepherds and shepherdesses, frolicking carefree in fields and streams.  Drama, literature, and music overflowed with stories of peasants and country life.  Opera more often than not was based on tales from mythology involving in some form a lovelorn shepherd, a nymph who existed only to torment him, and the gods running the scenes.

Jean-Jacques Rousseau (1712-1778) advocated a return to the state of nature.  He argues in the Social Contract that man is born free and uncorrupted, but is enslaved by society.  Under his influential idea of the noble savage, citizens began to abandon the cities for the country, leave their children with peasant women, walk in the fresh air.  Romanticized country life had been around for a while, but Rousseau built the artistic idea into a philosophical way of life.   

These idealized country folk lived in a woodland paradise.  The values of the country people were natural, though those of the audience at the French court were typically not.  While the courtiers were knowing and worldly and consequently corrupt, they were to learn something from the peasants on stage.  It could be hypothesized that the values of the peasants represented in courtly entertainments were anything but natural, having been created by worldly authors.

The French fascination with peasantry was at its height in the late eighteenth century.  Marie Antoinette was so taken with the idea of playing milkmaid, she had the architect Mique construct a Norman style farm on the grounds of Versailles in 1783.  There she would dress as milkmaid or shepherdess and play farm with real animals.  

The idea of being outdoors with people of the land, animals, nature was enticing to the Queen, who had been so civilized and therefore stifled all her life, and yet it is ridiculous to think of the nobles of France with their big hair and fancy outfits traipsing through fields and around cows.  Perhaps Rousseau was correct, and the simplicity of nature, even her artificial version, made Marie Antoinette more human.  
***

Michel Blavet was the greatest flutist of the eighteenth century.  After his debut at the Concerts Spirituel in 1726 he was honored with many court appointments.  He was known across Europe as a superb musician, composer, and nice guy.  Most of his compositions were for flute, which he played left handed.  His Opus 1, Sonatas for Two Flutes without bass, was published in 1728.  The flute was an extremely popular instrument in France, and it is surprising Blavet did not write more serious duo sonatas for the instrument.  The lyrical yet sprightly qualities of the D Major sonata show the flute at its best, and may indicate Blavet’s own skills on the instrument.  Blavet published three collections of popular airs, brunettes, opera tunes, and other popular songs arranged for two treble instruments.  These appeared between 1744 and 1755.  His compositional style tended towards the Italianate, and this thrust him with Rousseau against the more traditionally French styled composers, into the middle of the opera war, La Querrelle des Bouffons.  


Joseph Bodin de Boismortier never held an official post, nor was he a flutist.  He was an extremely prolific composer who had been granted the royal favor of engraving and publishing his own works, which brought him fame and fortune.  Taking advantage of the flute’s popularity, he composed many works for flute or combinations of treble instruments, such as oboes, flutes, or violins.  Boismortier’s music is wide-ranging in style and virtuosity.  His duets, especially the Sonatas for Flutes without bass, Opus 6, of 1725, are largely imitative.  Boismortier also wrote instructional tutors for several instruments which have been lost, and stage works combining French and Italian styles.


Georg Philipp Telemann intended to be a lawyer.  After entering law school at the University of Leipzig, he thought better of it.  Although he was nearly an exact contemporary of J.S. Bach, his music was more fashionable and famous in their century.  His compositional output was enormous, and encompasses a wide range of styles and instruments.  The Sonatas for Two Flutes of 1727 are forward looking in their rather self-indulgent galant slow movements, and yet have very typically baroque fugal fast movements.


Jacques Hotteterre came from a long line of instrument makers.  His family was known as makers of fine recorders, flutes, oboes, and musettes.  They are responsible for the redesign of the oboe, and sometime before 1693 someone in the family added the key to the transverse flute, thereby altering the course of music history.  Jacques Hotteterre wrote and published in 1707 the first method for the re-invented flute, taking advantage of its success and helping it to become even more popular.  As a composer, he wrote primarily in the French dance suite style, although his trio sonatas have Italian movement names instead of dances.  Although his music is beautiful and eminently well suited to the flute, Hotteterre’s importance to history may rest more on his education works.  His 1707 method for the transverse flute also included shorter methods for recorder and oboe.  In 1719 he published L’art de preluder, a guide to how to play music properly and improvise a prelude.  These works contain much valuable information on ornamentation and style of the early to mid eighteenth century.  Hotteterre also wrote a method for the musette, which has been lost.  In addition to performing (he held many court posts), composing, teaching, and writing, Hotteterre continued the family tradition of building instruments.

A word on airs and brunettes . . .


Court airs and brunettes (referring to the refrain Ah! petite brunette, Ah! Tu me fais mourir! From Le beau berger Tircis) are firmly rooted in the operatic tradition of shepherds sighing for their capricious nymphs.  Most make reference to some aspect of the pastoral tradition of romanticized country life.  These fairly simple songs were ornamented by the singer, or player or composer if the air was to be played instead of sung.

Here are the words to three of the songs arranged by Blavet which we are playing:
Pourquoi, doux rossignol? 

Jean-Baptiste Bousset

Pourquoi, doux rossignol,

Me réveilles-tu dans ce lieu

Obscur avant l’aurore?

Es-tu venu m’annoncer le retour 

De mon charmant objet d’adoration?

Mais si Climène reste insensible,

Abandonne alors mon couer

Aux flammes qui le dévorent.

Why, sweet nightingale, do you awaken me in this dark room before the dawn?  Have you come to announce the return of the charming object which I adore?  But should Climene be still insensitive, then abandon my heart to the fire which devours it.  (translated by Brian Berryman)
L’autre jour ma Cloris

Pour qui mon coeur soupire,

Avec un doux souris

S’en vint tous bas me dire

Mon berger mes amours

M’aimerez vous toujour.

The other day my Cloris, for whom my heart sighs, with a gentle smile, turned to me and said “My shepherd, my love, I will always love you.”  (translated by Elizabeth Ford)
“J’ai perdu tout mon bonheur” is the opening song in Jean-Jacques Rousseau’s opera Le Devin du Village of 1753, sung by the heroine Colette.  It was Louis XV’s favorite tune.


J’ai perdu tout mon bonheur

J’ai perdu mon serviteur;

Colin me délaisse.

Hélas! Il a pu changer!

Je voudrais n’y plus songer;

J’y songe sans cesse.
Lost is all my peace of mind, Since my Colin proves unkind: Alas! He’s gone forever.  Ah! Since he has learn’d to rove, fain would I forget my Love; Ah me! Ah me! Vain is my endeavor.  (translated by Charles Burney)
Elizabeth Ford completed an MM in musicology from the Peabody Conservatory in 2005, where she studied eighteenth century French instrumental methods and was a traverso student of Colin St. Martin.  She holds a BA in music and philosophy from West Virginia Wesleyan College, where she published in many philosophy journals and was the winner of the 2001 WVMTNA woodwind competition.  Her previous flute teachers have included Karen Winter, Linda Wolfersheim, Mary Ann Munoz and David Wright.  In her final year at Wesleyan, while agonizing over what she was to do with her life, Elizabeth discovered a flute maker living in the next town.  This discovery helped to move her towards music history and away from law.  Currently between schools, Elizabeth spends much of her time thinking great thoughts and teaching the occasional modern flute lesson.

Elizabeth’s first encounter with the noble sheep was at the age of five, when as a member of the Red Bunny class at the Briar Patch School, Lewisburg, West Virginia, she participated in a trip to the Tuckwiller Farm.  There, amid the rolling hills and pastures, beneath the crisp grey sky, she and her little classmates patted lambs and carded wool.  She asks that the audience refrain from touching the sheep—while they are noble and sensitive animals, they can be jumpy. 
***
Kateri Chambers studies traverso with Colin St. Martin at the Peabody Conservatory and can be heard performing with many of their Early Music ensembles.  She hails from the San Francisco Bay Area where she studied traverso, modern and renaissance flutes, recorder, and voice with Kathleen Kraft, Michelle Caimotto, Laurette Goldberg, Joseph Bloom, and Louise Carslake, among others.  She has continued her more modernistic musical studies in the studios of Bonnie Lake and Dr. Lori Lind-Holmes.  

Kateri is also pursuing a degree in English Literature and Writing Seminars at the Johns Hopkins University.  She can currently be seen performing with her dance troupe Egyptian Sun in addition to her solo work.  Her theatrical pursuits since arriving in Baltimore have included productions on a student, local, and professional level.


Her preliminary sheep encounter involved the flock grazing alongside the geese and llama which provided a more domestic counterpart to the neighbor rattlesnake and mountain lions secreted amid the shrubbery dotting the California hillside of her early childhood.  The naturally dyed, hand-sheared and carded blue sweater that was one of the byproducts of these early encounters cannot, unfortunately, make an appearance this evening due to difficulties of scale.

