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ABSTRACT

There are certain individuals throughout the history of music performance that have

distinguished themselves as pedagogues as well as performers. Stanley Hasty is one such

person. From 1943-68 he held the position of principal clarinet in six major orchestras: the

National Symphony Orchestra, the Indianapolis Symphony Orchestra, the Cleveland Orchestra,

the Baltimore Symphony Orchestra, the Pittsburgh Symphony Orchestra and the Rochester

Philharmonic Orchestra. He was also on the faculty of a number of the nation’s premiere

musical institutions including the Eastman School of Music, the Juilliard School, the New

England Conservatory, the Cleveland Institute of Music and the Peabody Institute.

His legacy, however, will most likely be remembered through his work as Professor of

Clarinet at the Eastman School of Music from 1955-85. His success as a pedagogue is

substantiated by his students, many of whom occupy significant musical positions throughout the

United States.

The purpose of this paper is to provide an extensive biography of Stanley Hasty and a

detailed study of his pedagogical methods. Both aspects will be examined in the context of their

impact on his students as well as future generations of clarinetists. The majority of the

information presented was gathered through in-depth interviews with Stanley Hasty, his wife

June and six former Eastman School of Music students: David Bellman (Principal Clarinet—

Indianapolis Symphony Orchestra), Larry Combs (Principal Clarinet—Chicago Symphony

Orchestra), Frank Kowalsky (Professor of Clarinet—Florida State University), Elsa-Ludewig-

Verdehr (Professor of Clarinet—Michigan State University), Tom Martin (Associate Principal

Clarinet—Boston Symphony Orchestra) and Maurita Murphy Mead (Professor of Clarinet—

University of Iowa).
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INTRODUCTION

Throughout the history of music performance, the contributions of certain individuals

have helped to shape the present and future direction of their chosen fields. This impact has

often been felt through their teaching as well. Most often pedagogical success is measured by

the number of one’s students who have gone on to become major contributors in performance

and the education of future generations. Through these students, the teachers’ concepts are

passed down to future generations. As a result, it is important to record their pedagogical

methods. The passing of information through the oral tradition is successful to a certain degree;

however, in order to document the insights and contributions of these great teachers it is

important, in as far as it is reasonable, to transcribe their methodology into written form. In this

way, the concepts of these prominent pedagogues will be retained exactly in their own words and

will be readily available to all students of music regardless of generation.

A limited number of writings exist concerning some of the influential clarinet teachers of

the twentieth century, including Daniel Bonade, Simeon Bellison, Leon Russianoff and Robert

Marcellus. However, one extremely important pedagogue is conspicuously absent: Stanley

Hasty, Professor Emeritus of the Eastman School of Music.

Stanley Hasty taught clarinet at the Eastman School of Music from 1955-1985 and during

his tenure, “…established himself as one of the great clarinet teachers in the country, as attested

to by the proliferation of his students in major orchestral and teaching positions.”1 In addition to

teaching at Eastman, Hasty has also been a member of the faculty at Indiana University, the

Peabody Institute, Carnegie-Mellon University, the Cleveland Institute of Music, the Juilliard

School and the New England Conservatory. He has served as principal clarinet with the National

Symphony Orchestra, the Indianapolis Symphony Orchestra, the Cleveland Orchestra, the

Pittsburgh Symphony Orchestra, the Baltimore Symphony Orchestra and the Rochester

Philharmonic Orchestra. Currently Hasty is retired and lives in Rochester, New York. He

continues to present master classes and clinics throughout the United States.

1 Michael Webster, “The Hasty Festival,” The Clarinet, 7:4 (Summer 1980): 25.
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Michael Webster, author of numerous articles about Hasty and also one of his former

students, has said that, “The best way to learn about this extraordinary performer and pedagogue

is through his own words and those of his students.”2 As one examines Hasty through the words

of his students, a picture begins to emerge of a man whose influence has profoundly affected his

students both musically and personally. Clarinetist Robert Crowley of the Montreal Symphony

states, “When I walked into Hasty’s studio for the first time, I had no way of knowing what an

enormous influence this man would have on my life as a musician.”3 These same sentiments are

echoed by Elsa Ludewig-Verdehr, clarinet professor at Michigan State University, when she

professes, “Simply put, Stanley Hasty was the most important musical influence of my life. And

he was equally important personally, setting an example of integrity, good humor and teaching

excellence which influences me to this day.”4 An excellent description of his students’ shared

respect is provided by Frank Kowalsky of Florida State University, “Mr. Hasty’s words and

ideas are with me always. A day does not go by when I do not consciously recall what he had to

say regarding a particular technical problem or phrasing.”5

The need to fill the void of documented information regarding Hasty’s pedagogical

methods has been addressed verbally by Elsa Ludewig-Verdehr, who has spoken of one day

hoping to “…list and discuss these principles having solicited similar observations from some

other Hasty students.”6 She believes a record of his pedagogical approach, “would be a veritable

treasury of information on how to play the clarinet and how to approach music-making in a

logical, thoughtful, yet musical way.”7

2 Michael Webster, “Hasty at 80,” The Clarinet, 27:2 (March 2000): 38.

3 Ibid.

4 Ibid, 42.

5 Ibid, 38.

6 Ibid, 42.

7 Ibid.
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CHAPTER 1

THE EARLY YEARS

Donald Stanley Hasty was born on 21 February 1920 in the small town of McCook,

Nebraska. His father, Jesse Walter Hasty, of Scottish origin, was employed as a railroad

engineer and carried the distinction of driving the first diesel electric locomotive into McCook.

It was a “pretty big deal, and we were all down to the station to greet him,” Hasty recalled

laughingly.8 His mother, Nettie Barbara Utterbach, of German descent, a homemaker, was

extensively involved in community organizations and activities. She served as state president of

many of these pursuits and was included in Who’s Who of Nebraska as a clubwoman. Always

referred to by his middle name, Stanley was the youngest of three boys and two girls. However,

since the other Hasty children were much older, he recalls growing up feeling like an only child.

“I have a sister who married and had a baby. She moved away from our house before I was

born, so I have a niece who is a year older than I am. I was only aware of my youngest sister

who was four years older than me.”9

Music was important in the Hasty family. All of the children played instruments and

formed their own ensemble.

We did have a Hasty orchestra: one of my sisters played violin, one played piano, my
niece played saxophone, and I played clarinet. We performed in a lot of places, playing
things like Wagon Wheels and That Elk. That was kind of fun.10

Though she wasn’t musically trained herself, Stanley’s mother encouraged the pursuit of music

with all of her children.11 “My oldest brother played trumpet, I think. My younger brother

8 D. Stanley Hasty, interview by author, 26 April 2002, Rochester, New York, mini disc
recording.

9 Michael Webster, “Hasty at 80,” The Clarinet, 27:2 (March 2000): 39.

10 D. Stanley Hasty, interview by author, 26 April 2002, Rochester, New York, mini disc
recording.
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played clarinet and the younger of my two sisters played violin….My Mother wanted us to do

this,” Stanley recalls. Mrs. Hasty had hoped that her first child, Corinne, would study abroad

and become a concert pianist. However, Stanley was the only one to become a professional

musician. Motivated by her youngest child’s intense interest in music, Mrs. Hasty took Stanley

by train to Omaha, Nebraska to see the opera Rigoletto. “I still remember that. It was the first

time I had ever heard anything except band music, and this was a revelation to me.”12

Stanley’s choice of instruments, the clarinet, was dictated by coincidence more than by

any other factor.

The reason I started playing clarinet was because my brother had played clarinet and had
a wonderful set of Belgian clarinets. The way he got them is kind of interesting. In our
little town of McCook, Nebraska, there was a business called the HP Sutton Jewelry
Store. The owner of the store, HP Sutton, liked to conduct, so he would hire musicians to
come to McCook to play in his professional band. He couldn’t pay them very much so he
would get them jobs around town. I think the solo clarinet player of that band, this was
way before my time, got a job in a shoe store. Sutton was the one that picked out the set
of Belgian clarinets for my brother. I have no idea how he knew about those Belgian
clarinets. Unfortunately I can’t remember the name of them now.13

He began playing the clarinet in the ninth grade. “I loved them right away—it was love at first

sight.”14 This unique connection is, “one reason none of my siblings are professional musicians,

no one ever had to ask me to practice, or ask me to quit, it was what I liked to do.”15 He

continued to hone his skills in “a very good high school band that had a live-wire conductor who

also taught clarinet.”16

Within a year of starting the clarinet, Stanley was making the weekly day-long commute

by train to Denver, Colorado to study with the clarinetist, Val P. Henrich. Since his father was a

railroad engineer, the family was able to travel for free on the railroad. Young Stanley would

11 Michael Webster, “Hasty at 80,” The Clarinet, 27:2 (March 2000): 39.

12 Ibid.

13 D. Stanley Hasty, interview by author, 26 April 2002, Rochester, New York, mini disc
recording.

14 Ibid.

15 Ibid.

16 Ibid.
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board the train bound for Denver early Saturday morning, arrive, take his lesson and then take

the train back that same afternoon.

I’d be all night on the train. A couple of times I would go to sleep and the conductor
would forget to wake me up. At two o’clock in the morning, I wound up in the first little
town east of McCook where my grandmother lived. So at two or three in the morning, I
would be knocking on her door. I would then take the train back the next morning. That
happened just two times or so.17

He had learned about Henrich through his sisters. “My two sisters lived in Denver with their

families. My niece played the saxophone, and she studied in a studio that also included a clarinet

teacher, Val P. Henrich.”18

Henrich, known as “Tiny” Henrich—“we called him ‘Tiny’ because he was very

short”19—hailed from Italy and played principal clarinet in the Denver Symphony. This was

before Saul Caston came there as a conductor in 1945. Caston utilized “a different Eastern

sound and Henrich wasn’t like that at all.”20 Tiny loved Italian opera and its arias and possessed

“a very nice, woody, pingy sound which was really lovely.”21 It was a beautiful little sound.”22

Unfortunately, “Saul Caston didn’t like a nice little sound so Henrich didn’t last long after he

came.”23

Henrich taught a lot of students, and his method of teaching was to play along with them

during the lessons. “He had lips like raw liver because he played every note with you.”24 This

technique was beneficial to Stanley for a time. “Later on it’s not good at all because you don’t

want to learn that way, but at that time it was wonderful because I could hear, “Oh this is what a

clarinet sounds like!” Fortunately it was a good example.”25 After studying with Henrich for a

17 Ibid.

18 Ibid.

19 Michael Webster, “Hasty at 80,” The Clarinet, 27:2 (March 2000): 39.

20 Ibid.

21 Ibid.

22 D. Stanley Hasty, interview by author, 26 April 2002, Rochester, New York, mini disc recording.

23 Ibid.

24 Michael Webster, “Hasty at 80,” The Clarinet, 27:2 (March 2000): 39.

25 D. Stanley Hasty, interview by author, 26 April 2002, Rochester, New York, mini disc recording.
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while, Stanley entered a local solo contest with Bassi’s Rigoletto Fantasy and won. “After I won

the solo contest, everybody decided that I should have better clarinets, so I bought a Selmer 55,

which was the biggest mistake I ever made because I traded in my brother’s set of Belgian

clarinets.”26

Figure 1 Stanley Hasty, after winning first place in a solo competition, June 1934. (Courtesy of Stanley Hasty)

Stanley continued to study with Henrich for three years until he left for college and

acknowledges that “he was a big influence on my life.”27

Henrich was inspiring because he was such a lover of melodic music. My idea of the
clarinet is that it is a very lyric instrument. Unfortunately, it also has great technique and
can do fantastic things. Composers tend to see that a little more than I would like them
to. They miss the lyric qualities of the instrument. As far as playing a legato, melodic
melody, the clarinet can do it better than any other woodwind. There is no doubt in the
world about that and that stayed with me. That’s what I listen to.”28

26 Ibid.

27 Michael Webster, “Hasty at 80,” The Clarinet, 27:2 (March 2000): 39.

28 D. Stanley Hasty, interview by author, 26 April 2002, Rochester, New York, mini disc recording.
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As Stanley approached the end of his high school career, he was faced with the question

of what he wanted to do with the rest of his life. “That was so easy for me…I wanted to play

clarinet professionally, [that’s what I wanted to do], no doubt.”29 At this time, “I didn’t know

there was a Curtis Institute. I didn’t know there was a New England Conservatory. I just knew

there was an Eastman School of Music, back east.”30 Stanley’s mother decided that Eastman

would be an appropriate school for her son and arranged for an audition.

Figure 2 Stanley Hasty, ca. 1937. (Courtesy of Stanley Hasty)

In the summer of 1936, Stanley traveled with his mother to audition at the Eastman

School of Music in Rochester, New York. The experience remains vivid to this day.

I had prepared the first movement of the Weber Grand Duo Concertante. Howard
Hanson was there, probably also Rufus Mont Arey, and other faculty I didn’t know at all.
I played, and it was pretty good. Ruth North Tibbs, the theory teacher, was a very good

29 Ibid.

30 Ibid.
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pianist and she accompanied me. All through the years I was there (as a student) she
accompanied me, and it was really great. Anyway, I played the first movement and
someone said, “Let’s go on, I’d like to hear the last movement.” Being young and
everything I didn’t say, “Well I didn’t prepare the last movement.” I said, “Okay
[laughs].” So I played the last movement, but you know now I would probably faint if
somebody said that, but not then.31

As a result of that audition, Stanley received a full scholarship of approximately 500 dollars.

Figure 3 Stanley Hasty (2nd row, fourth from the right) and Freshman class-Eastman School of Music 1937-38.
(Courtesy of Sibley Music Library, Eastman School of Music, University of Rochester)

In 1937 Stanley graduated from McCook Junior/Senior High School, and that fall entered

the Eastman School of Music. At the time he was only seventeen years old, a year younger than

the majority of his freshman peers and in his words, “immature.” 32 However, relocating far from

home did not frighten him. “I just took it for granted. It is what you do now.”33 Upon arriving

in Rochester, Stanley prepared for the start of classes and found housing. He recalls the music

students’ living situation.

31 Ibid.

32 Ibid.

33 Ibid.
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The women had a dormitory but not the men. The women had the dormitory, which used
to be the women’s campus on Prince Street. That’s where the Memorial Art Gallery is
now. The men just lived around. I lived in the Y for a short time, and that was not good.
Then I just lived around. I joined a fraternity later, Phi Mu Alpha, and lived at the
fraternity house.34

During Hasty’s freshman year (1937-38) at Eastman, he was a member of the Symphony

Band directed by recent Eastman graduate, Frederick Fennell. He studied clarinet with Rufus

Mont Arey.35 Arey, originally from Maine, had served as principal clarinet of the Detroit

Symphony and the Philadelphia Orchestra before joining the Rochester Philharmonic Orchestra

and the Eastman School of Music in 1927.36 George Jones, a former Arey student, relays the

circumstances surrounding his departure from Philadelphia and subsequent arrival in Rochester.

In 1924, the Detroit Symphony on tour passed through Philadelphia. Arey auditioned for
Leopold Stokowski (Daniel Bondade was the first clarinet in Philadelphia at that time).
According to Mr. Arey, Stokowski brought out the entire repertoire of the orchestra. The
audition lasted for an hour, with Stokowski pointing to important solos in the literature
for him to play. He got the job, but at the same salary that he was receiving in Detroit
($125.00 per week). It seems that this was more than the Philadelphia Orchestra had ever
paid a first clarinet player. He accepted with the understanding that a raise would be
forthcoming for the next season. After the 1925 Philadelphia season in which he played a
number of duets with William Kincaid (flutist) for which the orchestra accompanied and
many woodwind trio performances in which Marcel Tabuteau played the oboe, he asked
for his promised raise. After the season, the Areys had gone to New York. Repeated
telephone calls occurred between Mr. Arey in New York City and the management in
Philadelphia. Stokowski had stated that he was gratified that they had finally found a
clarinet player who could play in tune. Arey felt secure. But the promised raise was not
forthcoming, so, in a moment of anger, Arey refused the contract and quit the orchestra.

At this point in his career, he was primarily worried about supporting Emily. This was
the period of great movie-house orchestras. Arey decided upon a New York career. For
two years (1925-1927), he free-lanced in this Mecca for artists and musicians, mainly at
the Strand Theater.

While in Detroit, Arey had been heard by Eric Clarke, who later became director of
productions at George Eastman’s theater in Rochester, New York. Clarke was so
impressed with his playing that he sent Arey an open invitation—if, at “any time, he
wishes to leave Detroit, there would be a place for him in Rochester.” In 1927, when the

34 Ibid.

35 The 1937-38 Eastman School of Music Yearbook (Rochester, New York: Eastman School of Music,
University of Rochester, 1938).

36 George Jones, “The Artistry of Mont Arey (Part I),” The Clarinet 5:2 (Winter 1978): 16-17.


