






copy was raised toe'? We shall return to 
this point later. 

It is difficult to find one's way through 
the contradictory statements of the time. 
In any case, the first available Harlan 
recorder was offered for sale at Pentecost, 
1925 (there were already about a hundred 
orders fromJode 's circle). It was a recorder 
in e', furnished with a copy of Ganassi's 
fingering chart of1535. 22 It is probably not 
correct that Harlan already had a quartet 
of recorders in 1926, anticipating Dol­
metsch. Eras and Jordan said that the 
quartet came a year later, and that the 
keys were E and A. According to Harlan's 
own statements, these instruments had 
large bores but lacked exact historical 
models. He wrote, ~The need to experi­
ment wildly in instrument making became 
an obsession that was contagious for all 
the musicians who asked me to make 
instruments for them. Fritz; Jode, Walde­
mar Woehl, [Alfred] Zastrau, [Walter] 
Kurka, [Georg] Goetsch, [Walter] 
Pudelko, and many others, were there at 
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the very beginning and helped through 
their suggestions for perfecting the vari­
ous models." 

Along with these "fellow fighters of the 
first hour," as Harlan called them, were 
additional names; Walter Blankenburg, 
Emil Brauer, Ferdinand Enke, Wilhelm 
Friedrich, F. J. Giesbert, Karl Gofferje, 
Robert Gotz;, Theodor Kruger, Edgar 
Rabsch, Manfred Ruetz;, Joachim Stave, 
Wilhelm Twittenhoff, Franz; Grunkorn, 
and others. 

The demand for recorders was a boon to 
the Vogtland music-instrument industry, 
coming at a time when business was slow; 
and soJa cob and Kehr, with whom Harlan 
had started, were soon no longer aJ.one. 
Huller in Schoneck and his branch, Kruspe 
in Erfurt, had already been active for some 
time. The last-mentioned firm later manu­
factured Barenreiter recorders under the 
direction of Manfred Ruetz; and others. 
Konig in Wohlhausen also joined in; 
among others, he worked for Herwig (thus 
Herwiga-Rex). Johannes and Oskar Adler 
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Fingerings forB fiat and B natural. 

in Markneukirchen both sold under their 
own name, as did Mollenhauer in Fulda, 
Mollenhauer in Kassel, and Kurt Nowin­
ski in Frankfurt. Other producers were 
Oskar Schlosser in Zwota and Rudolf 
Otto in Markneukirchen, both of whom 
were among those who worked for 
Moeck. Some other smaller workshops 
could most likely also be mentioned. 

Firms that sold instruments under their 
own name but were not producers, in 
addition to those listed above, were those 
ofWilhelm Herwig, Alexander Heinrich, 
Walter Merz;dorf, Gustav Hernsdorf in 
Markneukirchen, Adolf Nagel (Alfred 
Grensser) in Hannover, and Hermann 
Moeck, Sr., in Celle. The latter ordered 
some of the instruments not yet voiced or 
tuned and did the work himself; this was 
the basis for him to begin making his own 
recorders in 1949. In addition, recorders 
could be found in almost all the catalogues 
of music dealers of the Vogtland. 

Of the music publishers who first con­
cerned themselves with recorder litera­
ture, both method books and music, we 
must especially mention Barenreiter 
(music for recorder; the periodical Col­
legium musicum; the Kassel"Musiktage"; 
school publications by Waldemar Woehl 
and Manfred Ruetz;), Kallmeyer (the mag­
azine Musi~antengilde, a source of infor­
mation for recorder playing), Moeck (the 
magazine Der Blockjlotenspiegel1931-1937, 
founded to clarify questions of tuning and 
fingering-which will be discussed later­
and from time to time issued jointly with 
Nagel in Hannover; Zeitschrift fur Spiel­
musii{; Moeck's Kammermusik; Moeck's 
Gelbe Hefte), Nagel (Blatter der 
Sackpfeife; Nagel's Musikarchiv; etc.), 
Schott, and Tanger. 

Two things, which would later cause 
many problems, must be ascribed to the 
carefree or (if you wish) self-willed pro­
cedures of Peter Harlan. These acted to­
gether with a development that was too 
fast and was a result oflarge demand. One 
was the unintentional "discovery" and 

dissemination of so-called German finger­
ing; the other was the fact that Harlan 
knew nothing about old chamber pitch 
and thereby caused a confusion over pitch 
that lasted several years. 

First, the matter of fingering: this con­
cerns above all the half-tone from the third 

'to the fourth step (A to B flat on the F re­
corder), as well as the raised fourth step 
(B natural). Through logic and compro­
mise, when one plays the half-tone from A 
up to B flat and the half-tone from C down 
to B natural, both tones, B flat as well as 
B natural, must be cross-fingered. This has 
been documented since Virdung (Musica 
getutscht, Basel, 1511) for B flat, but not 
uniformly forB natural until much later (to 
some extent, the modern German finger­
ing forB flat was used forB natural). If we 
compare the fingerings for the correspon­
ding notes (F and F sharp) on historical 
transverse flutes and oboes, we notice 
that these, fingered in the same way, often 
sound "sick," and it is the same with 
Renaissance recorders. Yet the creators of 
the Baroque type of recorder (Hotteterre 
and his followers, as mentioned above)­
through a cleverly worked-out system of 
an irregular and strongly conical interior 
bore, partially undercut finger holes drilled 
at an angle, and a very special voicing­
succeeded in producing an instrument 
capable of playing all chromatics exactly 
through more than two octaves without 
keys. 23 The physics of the recorder helped 
make this possible. A sharply tapering 
conical bore allows for enough volume for 
playing the lowest tones while permitting 
cross-fingerings to have a sufficiently 
lowering effect. To be sure, if one com­
pares Baroque recorders in museums in 
this regard, one finds that many fall short 
of this ideal either in the typical Baroque 
fingerings or in good intonation, especially 
in the overblown notes. 

Every recorder maker working today 
knows that the above-mentioned Baroque 
"ideal" system, with this irregular conical 
bore, the slanted and undercut toneholes, 
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