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Tone building, figuratively speaking,
with the Baroque recorder

Stanley Hess

THE REVIVAL OF INTEREST IN THE

Baroque recorder over the past
few decades recalls a truth that is many
thousands of years old: man needs ob-
jects that delight both the ear and the
eye. In the Spring 1968 issue, The
American Recorder reproduced eight of
this writer's drawings along with an ar-
ticle that proposed the use of figurative
carving to enhance the exotic woods
and elegant turning characteristic of in-
struments of the Baroque period. The
decoration was to be carried out around
the alto recorders of Friedrich von
Huene, who has long been interested in
the surface decoration often associated
with the Baroque, such as scrimshaw
and bas-relief.
Since he and I were so far apart geo-

graphically, we couldn't get together on
details that would hay.. altered much of
the exterior of his recorders. Also,
because undue enrichment may alter
tonal properties or require extensive,
careful voicing, or, he felt, a redesigning
of each instrument, he opposed pursuing
sculptural decoration. He favored carv-
ing in low relief, with decomtion no
higher than we might expect to see on a
coin (Figure 1), which would proscribe
any musical impairment.
A number of years later, because of a

desire to see my cross-:iatched drawings
converted into real instruments, I com-
menced making recorders on my own. A
comparison of the original drawings
with photographs of the later solutions
(Figure 2) will demonstrate that some of Five complete recorders: Juggler, Boy with a Bird, Baroque Bust, Angel with a
the carvings accurately reproduce the Manuscript, and Old Pan.
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essence of the much earlier conceptions,
while other designs are so drastically
altered as to appear unrelated.
I hope that readers will enjoy the com-

parison, but that is not what the re-
mainder of this account is about. Early
on, as it turned out, the problem was
not with translating drawing into high
relief, but rather with determining the
degree of intrusion, caused by the carv-
ing, upon the sound of each instrument.
Instrument makers have undoubtedly
long since come to terms with the many
aspects of recorder construction that
came to me as a surprise. Moreover, it is
possible that my impressions of the ef-
fects of sculpturally modifying the win-
dow of a recorder may not be acoustical-
ly reliable. In any event, here follows a
limited report on recorder making that
proceeded without the benefit of ap-
prenticeship—or the wisdom of ordinary
restraint.
Organ builders have long observed

that when an unusually deep or shallow
window is fitted with what they call
ears and cap (Figure 3b), the sound is
altered considerably. Moreover, the
present-day gemshorn is girded with a
tuning band that, in the manner of a
cap, may overhang the window, or be
recessed from it, and as a consequence
alter the pitch. Dr. Carl Dolmetsch is
said to have devised a comparable
"wheelbarrow" attachment for the
recorder that requires greater breath
pressure to maintain pitch and, it
follows, causes the instrument to pro-
duce a louder sound. Still, such ex-
periments are so little discussed that
one is more or less unaware of their
relevance to recorder making.
Their importance may best be shown

by turning to the accompanying
photographs. A very deep window was
one by-product of the carving of a player
on the double pipes (Figure 2, instru-
ment 7). The projections on either side
of the window so flattened the recorder
that a revised middle joint was turned
that shortened the bore almost 3/16 of

Figure 2. Drawings of alto recorders
(1968) and the finished instruments
(1978-79). Top row, left to right: Pan,
in persimmon; Listener in an Opera
Box, in bubinga; Mermaid Listening to
a Sea Shell, in bubinga; Boy with a
Bird, in maple. Bottom row, left to right:
Angel with a Manuscript, in maple;
Acrobat, in boxwood; Double Pipe
Player, in boxwood; Serenader, in box-
wood.

Figure 1. Satyr and Venus. Low relief on
an alto recorder in boxwood.

an inch. To preserve standard pitch, the
finger holes were enlarged to the size of
those on a tenor recorder. It is recog-
nized that the diameter of the bore and
placement of the finger holes also affect
pitch, but these were not factors here as
both were exactly the same as on all the
other instruments I have constructed.

Figure 4. Concertina Player. Alto
recorder in bubinga.
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Figure 3. a. Detail in section of a recorder, identifying the terminology used in this
article.
b. Detail in section of a composite organ pipe.

Figure 5. Detail in section of Figure 4, showing the nominal cap and separate bridge.

The carving of the concertina player
(Figure 4) also produced a deep win-
dow, although no flattening of pitch
whatever occurred. The cap had been
shaved away to define the concertina
player's neck. Hence, the concertina
itself was really a mere bridge (Figure
5), a term associated with diapason and
certain other stops in organ ter-
minology. We may conclude that it is
satisfactory for the recorder window to
have unusually deep sides provided
there is some provision for venting.
Such speculation appears to be borne
out by the carving on a soprano recorder
(Figure 6) of a juggler whose arms create
quite a deep recess indeed. Vent holes
were drilled through the sides of the
window, that is, between the juggler's
forearms and biceps.
Most unexpected were the effects of

carving on a bass recorder (Figure 7).
The carving is in low relief except for a
writing desk, which is fully realized,
resulting once more in a deep cap. Un-
fortunately, the diameter of the bore is
overly large as well. Eventually this in-
strument was abandoned, but only after
several attempts were made to salvage
it. The pitch with the cap removed (the
carving encases the upper, tube, which
permits playing in this manner) was a
full semitone higher than with the cap in
place. Undercutting the cap partially
remedied this problem. A new middle
joint, shortened almost a half inch, was
turned. Yet with the massive cap
reinstalled, in conjunction with the
large bore, it was still impossible to tune
the instrument. The revised bass had a
reliable, up-to-pitch low F. But so much
wood was removed to remedy the pitch
of notes higher in the register that the
low notes were flattened once more.
Back and forth adjustments proved un-
successful. In all probability this instru-
ment is the only one in existence on
which the finger holes are larger than
those on driving gloves.
Occasionally a carving got out of

hand, as it were, in another way, and
caused surfaces to be lower than those
simply turned on a lathe. The reader is
referred to the drawing of Daphne,
whose limbs are being metamorphosed
into those of a laurel tree (Figure 8).
The drawing suggests a head-in-the-
round on that part of the instrument
usually called the tongue or lip, which is
almost invariably flat. Organ builders
claim that such convexity alters the
strength and disposition of the overtone
series. I am unable to measure this.
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With reference to a recorder, however,
raising the tongue essentially lowers the
sides of the window — a reversal of the
previous situations.
Unfortunately, I must report that

Daphne fared even less well as recorder
decoration than she d:d in legend. The
instrument would not sound the fun-
damental of the lowest two or three
notes with the most gentle coaxing. In
this instance boxwood became excellent
kindling material without fi:st being
preserved through photograpay. Thus
the reader is asked to imagine the situa,
tion based upon the d:awing alone.
It follows that the arist, who is usual-

ly more concerned wita objects that im-
press the eye, and the :nstrument maker
probably ought to be different people.
By retracing some of the past, however,
I discovered things about the recorder
that we avocational players almost
always take for grante3. Accordingly, I
do not apologize for the instruments
shown herein. It would be presump-
tuous to suppose that they are distin-
guished recorders; they established no
breakthroughs in .recorder design. But
they are workmanlike: the octaves are
in tune, the voicing is precise, the
response is ready, the tonal ba:ance into
the third octave is well considered.
These traits are coupled with fine
woods, matched grain, and the rest. In
short, the recorders sound as well as
they look, although that is not a
guarantee, to return to the original
thesis, that they are musically and
visually pleasing.

Stanley Hess is a professor of art at
Drake University, Des Piloines, Iowa. His
instruments have been shown at the Ren,
wick Gallery of the Smithsoniaq Institu-
tion, the American Crafts M Aseum in
New York, and others.
He is now at work on several sets of

recorders, one of which will incluie a muse
(great bass), composer (bass), instrument
maker (tenor), performer (alto;, listener
(soprano), and critic (sobranino,..

Photographs by Millie Hess.

Clockwise from bottom l

Figure 6. Juggler. Sop-ano recorder in
maple.
Figure 7. Pythagoras, after a sculpture of
the composer in the Cathedral at Chartres.
Bass recorder in maple.
Figure 8. Daphne, preliminary drawing.
Alto recorder in boxwood.
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FROM FIRST NOTE TO
FIRST CHAIR.

You cai start —and stay with —
Hohner recorders through every
stage o your musical development.
Hohner's range of fine instruments

takes ycu from the classroom to con-
cert hal . We are, in fact, the world's
largest Droducer of a full line of qual-
ity recorders.
For ol.er a quarter of a century
we've been crafting classic re-
corders with both Baroque and Ger-
man fingering.
All are superb precision musical

instruments, and have their own
special features. They are made of
carefully selected and seasoned
Pearwood, Rosewood and Maple,
as well as virtually unbreakable ABS
plasti

Highly developed finishing tech-
nicues make each one as much

a delight to the eye as to
the ear. And you can
suit your needs from a
whole consort of sopra-
nino,soprano, alto, tenor
or bass instrLments.
All are fully guaranteed

by Hohner to percorm with
precise intonation thrcugh many
years of service.
For a free catalog on Hohner's

fam ily of f ne recorders, write
M. Rohner, Inc., Andrews Road,

Hicksvi le, N.Y. 11802.

HOHNER
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The Zuckernumn Flemish Harpsichord

A marvelous instrument with grat presence
and a true Flemish sound and zharacter, c1B,
tomarily strung with two 8' choirs, and ez,
tremely well suited for ensemble and much so:o
work. Transposing keyboard st.3.rdard. Avail-
able in kit form or completely custom finished to
the highest professional standards in cti
workshop.

Kits sold to builders at lowest factory direct prices.
Free brochure.

Authorized Agent Zuckermanl Harp5ichords

Yves Albert Feder
Harpsichord Builder

Chestnut Hill Rcad
KiLingworth. Connecticut 064-17

Tel. 203 663,1811
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European
American

NEW from SCHOTT and UNIVERSAL
RECORDER AND PIANO OR BASSO CONTINUO:

WILLIAM BABELL: Concerto in D Minor, Op. 3, No. 3 (51 17122)   $7.00
Soprano Recorder and Piano

Originally published in 1726 and written for the now obsolete recorder in D, this edition has
been transposed for the C recorder and the string parts reduced into an idiomatic piano part.
A lovely sonata from the English Baroque.,  CHARLES BUTERNE:oSonata in C Minor, Op. 2, No. 4 (51 17124)   6.00

Alto Recorder and Continuo
A most attractive baroque sonata in three movements. Some difficult, high passages will be a
challenge to most players. The Continuo is beautifully realized.

RAPHAEL COURTEVILLE: Sonata in C Major (51 17130)   6.00
Alto Recorder and Basso Continuo

This beautiful and virtually unknown sonata provides the player with two slow movements
ripe for clever ornamentation, an allegro so idiomatic that it almost plays itself, and a moder-
ately paced closing movement that combines both features for a tranquil yet compelling finish.

JOHN CASKEN: Thymehaze (75 R0006)   4.25
Casken's sensitive, modern composition employs many special techniques such as harmonics
and quarter tones to extend the coloristic possibilities of the instrument.

FRANCIS DIEUPART: Sonata No. 1 in G Major (75 A11442)   9.00
Sonata No. 6 in F Major (75 A11446)   10.25

Alto Recorder and Basso Continuo
First published in 1717 in London, the first of these sonatas is actually a dance suite and is full
of joy and rhythmic variety. Sonata No. 6 is similar to Handel's early sonatas and combines
long-breathed adagios with one rather tricky presto.

GODFREY FINGER: Sonata in C Major (51 17125)   4.25
Alto recorder and Piano

This seventeenth century sonata is here published for the first time in its original form and
is thoroughly idiomatic.

ORCHESTRAL STUDIES:

ORCHESTRAL STUDIES FOR RECORDER, Selected by Edgar Hunt (75 A11459)   9.00
Eighteen works are included ranging from Schiitz to Britten. The complete parts to Bach's
B-andenburg Concerti Nos. 2 and 4 and solo sections from various cantatas are especially val-
uable for the serious recorder player.

ENSEMBLES:

TRIO SONATAS, arr. for two Alto Recorders and Guitar by Fumio Kitamikado (51 17127) . . . . 18.75
This collection of sonatas by Telemann, Handel, Williams, Pez, and Carulli will allow advanced
players to explore one of the most important Baroque genres. The Telemann is a marvelously
diverse piece and the Pez is a little-known treasure.

PLAYING PIECES, for Recorders and Guitar, arr. by H. Koinuma
Volume 1 (51 17128)   14.50
Volume 2 (51 17129)   14.50
A delightful repertoire of folk songs and light classical pieces from the Renaissance to the Classic
Period for one to four recorders and guitar. They range from easy to moderately difficult and
will provide hours of playing pleasure.

•

•

Prices subject to change without notice.
A vailable from your favorite dealer.

EUROPEAN AMERICAN MUSIC DISTRIBUTORS CORPORATION
195 Allwood Road Clifton, New Jersey 07012
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Profile: Shirley Marcus

SOME YEARS AGO, AT A MEETING OF THE
Southern California Recorder Socie-

ty, a conductor was so carried away
that, inadvertently, this leader flung a
baton across the room. Our conductor
was not Shirley Marcus. Shirley is best
described by what she does not do: she
does not jump up and down in order to
inspire a group of players, tear at her
hair in mock despair when someone pro-
duces an inappropriate ornament, nor
step on somebody's foot whet that per-
son joins the whole outfit in tapping
loudly to the strains oF the Missa Pange
lingua or The Leaves Be Green. Such tac-
tics simply are not her style. Shirley is a
gentle, shy, soft-spoken, understated
woman who, withcut flamboyance,
gains the respect and attention of
players, students, and listeners. What
may appear momentarily as weakness is
really her strength, as her success in so
many areas of musical endeavor proves.
A native of Los Angeles, she was a

violinist through high school, Los
Angeles City College, Chicago Musical
College, and the Curtis Institute in
Philadelphia. She studied with D.C.
Dounis in New York City, at Siena's
Accademia Chigiana, and on a Wolley
Scholarship at the Ecole Normale in
Paris. She played with the Indianapolis
Symphony, The Hague Philharmonic
and, as assistant concertmaster, with
the Kansas City Philharmonic and the
San Antonio Symphony. She also
toured with the road company of Song of
Norway and has freelanced in San Fran-
cisco and Los Angeles.
She came upon early music almost by

accident. In 1956 she was in Holland
with Gloria Ramsey, who bought a cou-
ple of recorders there. Shirley was in-
trigued with the instrument; later, she
and Gloria bought a bass viol in order to
interest a cellist friend in playing con-
tinuo with their groun. "It didn't work,
and guess who became a gambist?"
Shirley recalls. ,
Besides violin, re:order, and viol,

Shirley plays viola, rebec, fiedel, and
krummhorn. She has done a good deal of
concertizing and has recorded for films

Frank L. Plachte

and television, as well as an album of
Marco da Galiano's Baroque opera
Dafne. She has performed as recorder
soloist in Lisbon under the auspices of
the Gulbenkian Foundation and, in
1977 and 1978, participated in the
Castelfranco Festival near Venice.
Over the years she has taught at
workshops ranging from California's
Idyllwild, Arrowhead, Stanford, Men-
docino, and Montecito to Vancouver,
Interlochen, and Saratoga. She has been
music director of the Southern Califor-
nia Recorder Society and the Los
Angeles branch of the Viola da Gamba
Society of America, and is lecturer in
music at UCLA. Her plans for the
future include becoming a member of a
quartet, composed of a singer, lutenist,
and two wind and string players, that
will play in the Coleman Concerts for
the Pasadena area schools.
People who influenced her most in-

clude Gloria Ramsey, Frans BrOggen,
the Kuykens, and Peggie Sampson.
Among her favorite performers and con-
ductors are Itzhak Perlman, Joseph
Szigeti, Nikolaus Harnoncourt, Otto
Klemperer, Lovro von Matacic, Brug-

gen, the Kuykens, and Jaap Schroder.
Shirley regrets not having become in-

volved in early music much earlier and,
at times, is frustrated by not finding the
ideal permanent group and appropriate
audience. She is also unhappy about the
economic struggle faced by musicians
and, for that reason, is not overly op,
timistic for the future of early music.
She perceives the audience for this
music as rather limited. (This writer
does not share her latter view. A few
years ago Shirley was one of the prin-
cipal instrumentalists with Musica
Pacifica, whose concerts filled a sizable
church for many months with devoted
and enthusiastic audiences.)
On the subject of organizations, she

says, "I'd rather not run the thing. . .1
am accepting, not aggressive." Be that
as it may, her sensitivity, reliability, and
availability have, over the years,
benefitted countless students and au-
diences. Her easygoing and giving at-
titude has made her many friends who
look forward to continuing as her
students and listening to her music.

Photograph by Eileen Cusimano
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Philip Levin
Instruments and Service Geared to

Professional Standards

PROFESSIONAL QUALITY
INSTRUMENTS by
OUTSTANDING MAKERS

Renaissance Shawms

in D, C and G  (A-440)

Spanish Bagpipes

Baroque Oboes  (A-415)

Baroque Recorders  (A-415) (A-440)

Baroque Flutes   (A-415) (A-440)

Monk Cornetti

INSTRUMENTS
MADE IN OUR SHOP

Renaissance Recorders

Renaissance Rankets

Renaissance Flutes  (A-440) (A-460)

Portative Organs

Gothic Harps
Psalteries

• MOECK HISTORICAL WOODWINDS—Recommended models in stock

• VOICING—TUNING—REPAIRS—Complete service on most makes of

recorders and on Moeck historical woodwinds.

• CRACKED HEADS—We can now instal l synthetic ivory sleeves to repair

cracked recorder heads permanently at reasonable cost. Applicable to

Rottenburgh, Dolmetsch, Roessler, Coolsma and many other instruments.

• REEDS—Plastic and cane replacement reeds for al l Moeck instruments

along with a complete line of reedmaking tools and supplies.

Satisfaction Unconditionally Guaranteed

on ALL SALES and SERVICE

We do our own preparation and warranty work.

P.O. Box 1090, 112 First Avenue, N.Y.C., N.Y. 10009
Levin Historical Instruments, Inc. Please call for appointment. (212) 6746715
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Memling
Portative

Organ
The result of a collaboration be-
tween several renowned per-
formers. organ builders and techni-
cians, this instrument has been de-
signed to fill the need for an intel-
ligently conceived, reasonably
priced and easily maintained por-
lative The Memling Por tative is
fashioned to resemble in size, scal-
ing and appearance the portatives
depicted by the 15th century
Flemish painter Hans Memling,
whose representations of musical
instruments were unmatched for
detail and consistency

FEATURING:
• Range of 26 notes,

from e to f3
• Metal pipes hand made

to our design of
historically correct alloy

• Leather covered bellows
• Historical type keyboard
• Light weight, easy

portability,
hard case included

• Prompt technical
service available

Priced lobe affordable to indiv duals designed to withstand
professional and institutional use

Levin Histcrical nstrumeTs, Inc.

The Leipzig
Renaissance
Ranket

by Philip Levin

A skillfdly made and fine working instrument for the
professional mus clan modelled after the ranket at the
Karl-Ma-x-Universitat Musikinstrumenten-Museum
i n _eipz g.

• Plays with F fingerings, right-handed.
(11-e original is left-handed).

• Range is from 135 below the bass staff to
G top space, or "bassett."

• Made of impregnated rock maple and
finished in dark color. Finish is extremely
natural looking and durable.

• Price includes two cane reeds, hard case,
fingering chart and drying swab.

• Unconditionally guaranteed for one year
from date cf purchase.

Lenin Historical Instruments. Inc

Renaissance
Recorders

by Levin and Silverstein

Now available in soprano, alto, tenor and bass sizes.

FEATURING:
• Choice of permanently sealed or oiled

bores
• Choice of historical or English fingering
• One piece construction, except bass
• Elegant shape and finish
• Comfortable balance, light weight
• Consistent tonal color and strength

throughout range
• A-440

Our recorders are designed to meet the strictest professional
performing standards. A list of professional ensembles in the
U.S. and Europe using our instruments is available upon
request. Any instrument sold by us may be returned within 30
days for full refund.

Levin Historical Instruments,

Renaissance
Flutes

by Levin and Silverstein

These instruments are modelled after a renaissance
flute presently housed in the Biblioteca Capitolare
in Verona, Italy.

EXCEPTIONAL FEATURES INCLUDE:

• Extraordinary clarity of tone
• Improved ease of cross fingerings
• Stronger low notes, better balance throughout
entire range

Range-21/2 octaves. Made of rock -naple in one piece with a
permanently sealed bore and finished in authentic looking dark
stain This instrument is presently being played by professional
musicians throughout the U S.

Tenor Renaissance Flute in D at A-440
Tenor Renaissance Flute in C at A-440
High Renaissance Flutes in G at A-440

soon available

Bass Renaissance Flutes in F and ii G at A-440 (2 piece)

,rtnek and available tor immediate delivery Levin Historical Instruments, Inc.
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EARLY MUSIC AT MANNES
The College offers two curricula:

A four-year professional course of study leading to the degree
Bachelor of Music; major in early music (major instrument(s) of
choice; literature and theory; ensemble performance).

A program of study in the Extension Division, some courses
bearing college transfer credit; instruction in all instruments;
literature and theory; ensemble performance.

FACULTY

Mary Springfels viols
Wendy Gillespie viols
Benjamin Peck sackbut, cornetto
Dennis Godburn recorders, shawm, dulcian
Philip Levin recorders, Baroque bassoon
Bernard Krainis recorders
(College Division)

Eugenia Earle harpsichord
Kenneth Cooper harpsichord
Jo Ann Falletta lute
Dr. Allan Atlas notation, history, theory
Stanley Ritchie Baroque violin
Stanley King Baroque oboe
Sandra Miller Baroque flute

M A ES
For information write:

The Mannes College of Music
157 East 74th St.

New York, New York 10021

or Telephone: (212) 737-0700
/
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Authenticity in performance
Wherc do we stand?

Jane P. Ambrose

IN AN ARTICLE PUBLISHED OVER TWENTY
years ago,' Putnam Aldrich identified

the questions facing performe:s wishing
to present "authentic" programs of
Baroque music:
1) To what extent Ls authenticity at-

tainable in the performance cf Baroque
music?
2) Insofar as it is attainable, what

degree of authenticity is desirable and
suitable for present-day concerts?
He then elaborated on problems of

timbre, tuning and pitch, interpretation,
and audience reaction as they relate to
the more general question of communi-
cating a musical work to the listener. It
is time to readdress these questions in
the light of the tremendous amount of
scholarly research and actual perfor-
mance that have brought early music to
its current popularity.
This article provides a bibliography

and attempts to provoke thought on cer-
tain aspects of musical performance. It
does not present a comprehensive
survey of current performance practices,
a subject too large for treatment in any
single. article, but rather the random
thoughts of an idiosyncratic and opin-
ionated player of flutes and recorders.
Those interested in both primary and
secondary materials related to other in-
struments may wish to consult the
bibliographies in the general works
listed in the notes.
The groundbreaking work of Robert
Donington2 signalled the first major
attempt to amass material on early
music performance s:nce the time of
Dolmetsch and Dann:euther.3 Now in
its second edition, Donington's work on
the sources for interpretation has been
augmented by his mo:e recert Baroque
Performer's Guide and String Playing in
Baroque Music.* A bibliography of
literature on performance practice (now
needing updating) was compiled by
Mary Vinquist and Neal Za slaw from
the results of research in Professor
William Newman's seminar at the

University of North Carolina. 5 Wood-
wind players are particularly fortunate
to have availale Thomas E. Warner's
Bibliography of Woodwind Instruction
Books 1600-1830,6 as well as a
multitude of translations of important
treatises such as those of Quantz, Con
rette, Mahaut, and Hotteterre.7 More
general matters are treated in Carol
MacClintock's recent Readings in the
History of Music in Performance.8
In this country, performers and
master teachers have come together to
share their experiences on authentic in-
struments at the Baroque Performance
Institute at Oberlin, in a somewhat less
exclusively performance-oriented set-
ting at Aston Magna, and at various
colleges and universities. Recent record-
ings by Oberlin and Aston Magna facul-
ty members have made their work
available to a larger audience as \yell.°
As for old instruments, twenty years

ago the wish to play one could be ful-
filled in two ways, both of which were
frustrating but relatively inexpensive.
One could search for a maker, enter
one's name on a waiting list of indeter-
minate length, and pray that an instru-
ment would appear before one was too
arthritic or senile to enjoy it. There was
little choice of historical model or of
design or wood. Many instruments
were in fact not true copies, and "low
pitch" and alternate tunings were
concepts known mainly through articles
by J. Murray Barbour and Arthur
Mendel.'° The other way to obtain an
old instrument (of course we are talking
about a time during which any flute
with one key was "old," even if it had
been offered in a turn-of-the-century
Sears Roebuck catalogue) was to read
auction postings or to prowl through an-
tique stores. My own first eight-keyed
flute was purchased in what most of us
would call a junk shop in Vienna in
1965 for $5. But now it is heretical to
perform Renaissance music on Baroque
instruments (at least in public), and we

can purchase, from any one of dozens of
makers, expensive late seventeenth-
century Hotteterre-style flutes for early
French music, early to mid-eighteenth-
century German and English instru-
ments for Bach and Handel, and late
eighteenth-century copies for Mozart.
-Another manifestation of our fascina-

tion with authenticity, the English jour-
nal Early Music," has beautifully
designed advertisements from dozens of
makers, tantalizing us with copies of
everything from the most obscure
medieval winds and strings to exquisite-
ly constructed copies of instruments by
exemplary makers such as Denner,
Grenser, Scherer, or Hotteterre. The
classified columns of this journal, the
Musical Times, and even the Interna-
tional Musician, the voice of the
American Federation of Musicians, con-
tain buy and sell offers for a variety of
original and copy instruments. Most
large music stores carry flutes and
recorders of quality that can be pur-
chased on the spot or ordered for almost
immediate delivery. Sotheby's and
Christie's in New York as well as Lon-
don have made musica: instrument auc-
tions a regular part of their calendars.
For years, the Hortus Musicus series,
Nagel's Musik-Archiv, and the offprints
of scholarly Denkmaler have made
available a great many chamber works
by both major and minor composers, but
because source studies were considered
the purview of the musicologist and
therefore of little interest to the per-
former, we were not able to tell how ac-
curately the edition adhered to the corn-
poser's intentions, particularly in terms
of instrumentation, dynamics, and arti-
culation. To this day, flutists must play
most Quantz sonatas from sixty-year-
old editions published by Breitkopf und
Hartel and by Forberg, with over-
realized basses and no figures. At least
the Quantz-Frederick the Great Solfeggi
are now available to guide us in matters
of interpretation.'2 Two of the many

August 1980 67



positive steps toward providing us with
accurate editions are A-R's Recent
Research series'3 and such publications
as Early Music Facsimiles," which allow
us to play from photocopies of
seventeenth- and eighteenth-century
editions, most of which were beautifully
engraved. Many of them delight the eye
as well as the mind. A few practice ses-
sions with the French violin clef are well
worth the effort as a whole new reper-
tory becomes available.
Barenreiter and Henle lead the field in
Urtext editions. We would not want to
do without the efforts of Musica Rara,
although some of its editing practices are
archaic and puzzling. LePupitre's refusal
to take into account the wind player's
inability to turn pages while playing is
particularly annoying in such important
and expensive publications as the
Boismortier Opus 91 sonatas. While
some libraries treat letters of inquiry as
deposits for the circular file, many others
will provide microfilms of unpublished
works or of works available only in early
printed editions, especially if the request
comes from another library rather than
from an individual.
The question of tuning is indeed prob-

lematical. Most of us program works
from several countries and from a long
chronological span for our Baroque con-
certs, unless we dedicate them to a
single major figure such as Monteverdi
or Bach. Since many tunings were used
during the Baroque period, as well as
many pitches between A =392 or so and
A=440,'5 we have a number of choices

to make. We also have a problem in com-
bining stringed instruments, which have
infinite tuning capabilities, with
recorders and flutes, which are built to a
more or less equal temperament.
In the article with which I began this

discussion, Aldrich relates his experi-
ence of hearing two performances of the
transposition sequence from the F4
minor Toccata of Bach. The first, on an
instrument tuned to equal temperament,
was "incredibly dull." The second, in
mean-tone tuning, "was a revelation, in
that each successive repetition of the
figure actually sounded differently
owing to the greater or less dissonance
of its component chords."16 Required
reading for all concerned with tuning
should be Peter Yates' short section on
the subject in his Twentieth Century
Music." He points out that Bach's
wohltemperiertes Clavier was in fact a
compromise tuning, and not at all what
we understand by equal temperament.' 8
Most ensembles would benefit from ex-
perimentation with some of the tunings
presented in the tables of recent publica-
tions by Jorgensen, Myrvaagnes, and
Klop.' 9
Performers on Baroque winds are to a

degree limited to the good keys—basical-
ly sharps for flutes and flats for
recorders, but not too many of either—in
their search for perfect intonation. Sure-
ly we would all agree that Bach took
more care in instrumentation than any
other Baroque composer, but in studying
the cantata flute obbligati, I have found
that perfect intonation is often impossi-

ble except at ludicrously slow tempos. In
most cases the texts of these arias ex-
press sentiments that may well be
shared by the flutist, who must ultimate-
ly be unsuccessful in the search for
perfection. Two examples are the alto
aria "Bethorte Welt" from BWV 94, a
piece about the vanities of our foolish
world, and the tenor aria "Das Blut, so
meine Schild durchstreit" from BWV
78, which is about guilt and redemption.
The latter, in the difficult key of G
minor, is extremely taxing for even the
most dexterous fingers. It also contains a
high F, a note unobtainable on many
Baroque flutes." Bach may well have
wanted to create tension and perhaps
even cleared imperfect intonation as an
interpretive auxiliary in such arias. His
feeling for Affekt was so strong that he
would immediately recognize the power
of irreconcilable dissonant tuning among
the instruments.
To return to Aldrich's two questions,
we can answer the first by saying that
with intelligent planning, careful choice
of instruments, and close examination of
available editions, we can present a
relatively authentic performance of a
great deal of Baroque music — "authen-
tic" in the sense that we use appropriate
combinations of instruments, originals or
copies, that we play from reliable edi-
tions, and that we consider carefully
questions of pitch and tuning. As for in-
terpretation, anyone who has seen
Frederick Neumann's tome ori Ornamen-
tations will support my contention that
this must be a lifelong study for all per-

A major international exhibition
of rare musical instruments, 1500 —1900

November 2,1980 — April 5,1981

Vancouver Centennial Museum
1100 Chestnut Street, Vancouver
British Columbia, Canada V6J 3J9
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formers of the music of the past.
Answers to the second question are

more closely tied to philosophy and
psychology than to scholarly research.
Tastes change. Most of us found
something slightly off-color about
Stokowski—Bach, but Handel—Harty
and Munch-style speedy Brandenburgs
were once acceptable even to profes-
sional musicians. (I remember a fifties
recording of the second Brandenburg us-
ing a soprano saxophone in place of the
trumpet.) Also, we cannot forget that
we and our audiences have heard
Mahler and Schoenberg and Stock-
hausen and Cage as well as Bach and
Handel.
Given such conditions, let us ask two

further questions: what can twentieth-
century audiences demand of the music
of the past, and how should we react to
the demands?
First of all, they car. demand compe-

tent performances. The fact that instru-
ments are old is not sufficient reason for
playing them in public. Nor should we
perform old music mer sly because of its
age. Some of Telemann's most popular
sonatas and small chamber works, for ex-
ample, are simply Hausmusik of the most
charming variety. Others of his works
cry for the best public performances on
the most carefully made instruments, us-
ing all current knowledge of performance
practice. The flute cuartets (the Six
"Nouveaux" Quartets of 1730 and the
"Paris" quartets written during
Telemann's visit to that city in 1737)
and the music in the th:ee productions of
Tafelmusik fall into th:s latter category.
And Bach, of course, wrote extremely
difficult music for highly skilled in-
strumentalists to play in public. To put
it simply, let us choose our repertory
carefully and perform it with great style
and virtuosity.
Acoustical conditions are a further im-

portant consideration, particularly for
American performers who are hard-
pressed to find contemporary structures
with Baroque proportions. The best en-
semble cannot succeed in the wrong
acoustical setting. Modern concert halls
that are designed for audiences of four
thousand persons are completely un-
suited to the intimate nature of most
Baroque music. Amplification of
Baroque instruments, no matter how
discreet, is not the answer. We must
seek out rooms with correct proportions,
be they in libraries, churches, or
museums. We must exert pressure on
our city planners to consider our needs
when planning their arts facilities. A

good place to set an example would be at
the meetings of our professional socie-
ties, where performance sessions are fre-
quently held in huge ballrooms with
large seating capacities and impossibly
high ceilings.
The modern audience has expressed

its desire to support authentic perfor-
mances of high quality of both live and
recorded music. As performers, we are
constantly striving to find the best in-
struments and editions, and to absorb as
much as we can of the mountains of
scholarly research in our effort to prove
the vitality of early music. In the past

twenty years great progress has been
made in our understanding of our
musical past. May the next twenty
years bring us further in our search for
authenticity.

NOTES
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(New York: St. Martin's Press, 1964, 1974).
'Arnold Dolmetsch, The Interpretation of Music of the
XVIIth and XVIIIth Centuries Revealed by Contemporary
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Boxwood, in two pieces —$5oo, plus postage
Ivory, in two pieces —$900, plus postage

2. Renaissance Sopraninos, pitch A= 440
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Hotteterre Flutes
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foot, silver key, custom-made case
—$2000, plus postage
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We have made instruments in excess of our orders and
are offering them to the general public on a first-come
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The Zen-On 'Bressan' alto recorder

as designed by
Friedrich Von Huene and Kondou Uhesugi

Customized
by

Stephen Bacon

Revoiced and Refinished with a Cedar windway to
simulate the sound, response, flexibility, condensation
flow, and appearance complementary of the original.

$45.00
(Plus tax and $2.50 shipping)
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'Mary Vinquist and Neal Zaslaw, Performance Practice:
A Bibliography (New York: Norton, 1971). The index to
this work is exceptionally well organized so that material
on a specific instrument.or on a particular aspect of perfor-
mance can be readily found.
'Thomas E. Warner, An Annotated Bibliography of
Woodwind Instruction Books, 1600-1830 (Detroit: Infor-
mation Coordinators, 1967).
'Johann Joachim Quantz, On Playing the Flute, trans.
Edward R. Reilly (New York: Free Press, 1966). This
volume and Reilly's accompanying volume Quantz and his
Versuch (New York: American Musicological Society,
1971) are the Baroque flutist's bibles because Quantz,
although writing in 1752, was reflecting on the period just
past, what we call the "high Baroque." Reilly's translation
is readily available in paper. A new edition is in prepara-
tion.
Michel Corvette and Flute-Playing in the Eighteenth Cen-
tury, Carol Reglin Farrar (New York: Institute of Medie-
val Music, 1970). Baroque flutists will not appreciate the
translator's slighting references to the instrument.
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NEW! 139 SONGS AND DANCES is a wonderful
collection of tunes from many countries, skillfully ar-
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of the most interesting and stimulating publications
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MOECK proudly announces the
ROTTENBURGH RECORDERS

Jean Hyacinth Rottenburgh (Brussels 1672-1765) was one of the Baroque period's
finest Woodwind makers. Many of his recorders, flutes, and oboes have been
preserved, showing their superb playing qualities.

Friedrich von Huene, one of the world's leading recorder makers, studied and
compared many Rottenburgh instruments and those of his contemporaries, in
Europe, on a grant from the Guggenheim Foundation. The new Rottenburgh
Series is designed to closely follow Rottenburgh's finest examples.

The Rottenburgh Series is being made in the Moeck Workshops in consultation
with Friedrich von Huene. These instruments show an even response throughout,
a strong tone, and flawless intonation. They are ideally suited for the literature of
the Baroque, and they possess the same elegant profile as Rottenburgh's instru-
ments. All Rottenburgh instruments come with case, swab, cork grease, maintenance
kit, and humidifier.

ROTTENBURGH SOPRANINOS AVAILABLE IN THESE MODELS:
Maple, double holes (#219) $104.00
Palisander, double holes, one ivory ring (#419)  164.00
Blackwood, double holes, one ivory ring (#519)  200.00

ROTTENBURGH SOPRANOS AVAILABLE IN THESE MODELS:
Maple, with flat windway (#129) two piece  $ 80.00
Maple, with flat windway (#229) three piece 104.00
Bubinga, with arched windway (#329) three piece  150.00
Palisander, with arched windway (#429) three piece 192.00
Blackwood, with arched windway, two ivory rings (#529) three piece  244.00

ROTTENBURGH ALTOS AVAILABLE IN THESE MODELS:
Maple, with flat windway (#239)  $176.00
Maple, with flat windway, pitch A=415 (#239A)  176.00
Bubinga, with arched windway (#339) 266.00
Palisander, with arched windway (#439) 348.00
Blackwood, with arched windway, two ivory rings (#539)  436.00
Blackwood, with arched windway, two ivory rings, pitch A=415 (#539A)  436.00

ROTTENBURGH TENORS AVAILABLE IN THESE MODELS:
Maple, with flat windway, C#,D# holes (#249) $272.00
Maple, as above, but with D# hole, C-C# key (#249A)  330.00
Bubinga, arched windway, C#,D# holes (#349) 336.00
Bubinga, as above, but with D# hole, C-C# key (#349A) 388.00
Palisander, arched windway, C#,D# holes (#449) 444.00
Palisander, as above, but with D# hole, C-C# key (#449A) 500.00
Blackwood, arched windway, ivory rings C#,D# holes (#549)  560.00
Blackwood, as above, but with D# hole, C-C# key (#549A)  610.00

ROTTENBURGH F-BASS:
Maple, bocal, b, c, low f keys, g-g# double hole (#259)  $824.00

Inquire through your local music
dealer or for the names of

dealers consult:

General agents for the U.S.A.:

Magnamusic Distributors, Inc., Sharon, Conn. 06069

For repairs and service for MOECK ROTTENBURGH RECORDERS purchased in the U.S.A.: send to
Magnamusic Distributors, Inc., with $4 to cover the postage and handling. We must have the filled-out
guarantee card, sent in to us at the time of purchase, on file.

MOM
VERLAG + MUSIKINSTRUMENTENWERK • D 31 CELLE
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Improvising divisions upon a ground

MANY OF US ARE DRAWN TO EARLY

music because of the freedom it
offers the performer to add ornaments,
alter rhythms, change registers, and im-
provise entirely new music extem-
poraneously. In fact, the vitality of early
music depends upon the excitement of
spontaneous contribution by the per-
former.
During the Baroque period, the

popular practice of improvising divisions
on grounds led to the publication of
treatises, or methods, on the subject
and a number of collections of composed
divisions. Although methods such as
The Division Violist and collections such
as The Division Flute contain many ex-
amples of divisions composed to
grounds, it would be a shame if the only
divisions performed were these "frozen
improvisations." Performers need not be
restricted to written divisions; rather,
these methods and collections can serve
as guides enabling performers to im-
provise.
For the sake of simplicity, a division

may be thought of as a variation. In The
Division Violist, Simf son defines a divi-
sion as "breaking the long notes of a
theme into shorter notes."' He
discusses two types: 1) breaking the
ground, and 2) descant.2 We, as
recorder players, will be mostly con-
cerned with the latter, which involves
playing a melody over the ground.
To begin improvising divisions, Simp-

son tells us to first select a ground con-
sisting of fairly long notes (Example 1).
He then suggests that we write out
about a dozen melodic fragments to use
with each note of the ground (Example
2). These formulae, upon which im-
provisations are then constructed, are
called points of division.

First; you are to make a chcice of some
Ground, consisting of semibreves, or minims;
or of semibreves and minims; for such ought
Grounds to be, that are proposed to be
played upon at sight. Next, you ought to be
provided of ten, or a dozen pcints of Divi-
sion; the more the better, each cmsisting of a
semibreve, or minim; which must be accom-
modated to the first note or notes of your

William Hullfish

ground. Being thus prepared, take the easiest
of the said points, and, by applying it first to
one note, and then to another, endeavor to
carry it on, through the whole ground.
When by practice you can do this, take
another point and do the like with it; and so
from one, to another.3

Example 1. Simpson, The Division
Violist. A ground.

L °
v co • A • 

Example 2. The Division Violist. Points
of division.
a.

j 

nvrit
After the points of division are corn-

posed, it is then up to the performer to
apply these formulae to each note of the
ground.

Example 3. The Division Violist. Carrying
on. a point over a ground: the performer
then applies the "point" or melodic formula
to the remaining notes of the ground.

:Tr 

=4.Iszr;row
This drawing, or carrying on, a point, does
much to ease the invention, which has no
further trouble, so long as the point is con-
tinued, but to place, and apply it to several
notes of the ground. Besides, it renders the
division more uniform, and also more

delightful; provided you do not cloy the ear
with too much repetition of the same thing;
which may be avoided by some little varia-
tion as you see I have done in carrying on
some of the before going points. Also, you
have liberty to change your point though in
the midst of your ground; or mingle one point
with another, as best shall please your
fancy.*

Already, fcr most of us, a few gaps ex-
ist in Simpson's method. Just how does
one go about providing "ten, or a dozen
points of Division"? In order to find out,
we can examine a division written by a
Baroque composer. The following exam-
ple is the beginning of Faronell's Ground
from The Division Flute.' Faronell's
Ground is based on the folia bass (an an-
cient Portuguese dance used as a basis
for compositions by Corelli, Vivaldi,
Bach, and others).

Example 4. Faronell's Ground. First divi-
sion.
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Note how the first division is only a
slight variation of one note per measure.

Example 5. Skeletal outline of the folia
melody.

4,4 r

r ir 

The fifth division is also a variant on
one note; however, it is another
member of the chord.

Example 6. Skeletal outline of the fifth
division.

• 

The eighth division contains one pitch
per measure, but the rhythm is changed.

Example 7. Faronell's Ground. Eighth
division (excerpt).

itd.2 if t 

Besides exploring the possibilities of a
single pitch against the bass note, the
composer also uses two pitches.

Example 8. Faronell's Ground. Seventh
division (excerpt).

io2f- rr it$rr rft 

Eventually, all of the chord tones are
brought into play.

Example 9. Faronell's Ground. All chord
tones used (excerpt).

VI CI Lr-r; trLr • Ur- Cr
Rhythmically, each division remains

fairly consistent, with only a slight
variation to avoid monotony.

Example 10. Faronell's Ground. Rhyth-
mic structure of one division.

.71:7 .77 I .175 .75 .75 I

.17.7 .7 I
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Divisions also exploit register
changes.

Example 11. Faronell's Ground (excerpt).

4 trLrIL f r 1
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By combining the observations of Fa-
ronell's Ground and the suggestions in
The Division Violist, we have enough in-
formation to construct divisions. First,
we need to "make a choice of some
Ground, consisting of semibreves, or
minims." The Division Flute can supply
us with a good one.

Example 12. "A Division on a
Ground." Anon.

;k2 F 

r •

Not only is this ground composed of
long notes, but it is short and easy to
remember — a simple I—ii—V—I progres-
sion. Before jumping into an improvisa-
tion, Simpson makes the following sug-
gestion:

When you are to play Division to a Ground, I
would have you first play over the ground
itself; for these reasons: 1) That others may
hear what notes you divide upon. 2) That
yourself may be better possessed of the ayre
of the ground, in case you know it not before.
3) That he who plays the ground unto you
may better perceive your time, or measure.6

I would make one step prior to this
one, and that is to play through the
notes of the chords, using the keyboard
part as a guide.

STEP 1: Play over the notes in the har-
mony.

Example 13. Chord tones of the ground.

• r • r 

STEP 2: Play the ground itself to set the
tempo and become familiar with the
bass.

Example 14. The ground in treble clef.

t r• 

Now, let us compose some points of
division, using the keyboard part as a
reference.

STEP 3: Choose any chord tone and
play one note per measure. Use any
rhythmic pattern you wish.

Example 15. First point of division: one
pitch per bass note (small notes indicate
what a performer might do in carrying out
the point).

r f

STEP 4: Try another chord tone and a
different rhythm.

Example 16. Second point of division: one
pitch per bass note.

,g1,2 

STEP 5: Compose a point of division us-
ing one pitch per bass note plus the note
above or below (or both).

Example 17. Third point of division: one
pitch plus an upper neighbor.

if r

STEP 6: Use two chord tones per
measure.

Example 18. Fourth point of division: two
pitches per bass note.

if 

STEP 7: Use all of the chord tones in
each measure.

Example 19. Fifth point of division: all
chord tones against each bass note.

462 a-QV

STEP 8: Compose some points of divi-
sion using combinations of scales and
chords and a variety of rhythms.

Example 20. Sixth point of division: two
examples of chord tones and passing tones
with a dotted rhythm.

r....-rfr 1

Simpson discusses this process in.,The
Division Violist:

The ground played over, you may break it, in-
to crochets, and quavers, or play slow des-
cant to it, which you please. This done, and
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your ground beginning over again; you may
then break it into division of a quicker motion;
driving on some point, or points, as has been
shown. When you haN.e prosecuted that
manner of play, so long as you please; and
showed some command cf hand; you may fall
off to slower descant, or Einding notes, as you
see cause; playing also sometimes loud and
sometimes soft, to express humour or draw
attention.
After this, you may begin to play some skip-
ping division, or points, tripla's, or what your
present fancy, or invention shall prompt you
to; changing still from one variety to another,
for variety it is, which chiefly pleaseth. In this
manner, playing sometimes swift notes,
sometimes slow; changing from this, to that
sort of division, as may best produce variety,
you may carry on the rest of the ground; and
if you have anything more excellent than
other, reserve it for the conclusion.7

Example 21. Seventh point of division:
triplets.

tilar"Lr-r 

Example 22. Eighth paint of division: six-
teenth notes.

41.2 Calatfldrir

Once you have your points of division,
go back and try to develop each one ex-
temporaneously. Start simply, with one
note per bass note. Se e.  how many varia-
tions on one note you can invent. Go on
and try two notes, ard so on.
In improvising a series of divisions,

start simply and build in complexity.
Vary the tempi, note values, articula-
tions, dynamics, and registers. Play
some divisions soft, short, and in the low
register; others, loud, legato, and in the
high register. In other words, don't rely
on pitch and rhythm alone—use all of the
elements of music to Dbtain variety.
As Simpson suggests, the ground,

played as an introduction, will aid in
establishing the tempo. It will be helpful
if someone can play the ground as you
experiment with points of division. A
single line instrument such as a viol,
cello, or bassoon on the bass line will do,
but if you can obtain the services of a
keyboard, lute, or guitar player to fill in
the chords, so much the better.
After you can handle an easy ground,

try a few longer grounds that are har-
monically and rhythmically more in-
teresting. The Division Flute has seven-
teen grounds with which to work, plus a
bonus of seventeen sets of divisions on
which to base your improvisations.
Obtain a copy of The Division Violist

(even if you only play recorder) and

study Simpson's suggestions and ex-
amples. Examine all of the written divi-
sions you can find.8 You might even try
some group improvisation. Simpson sug-
gests that the players can alternate
strains, alternate phrases, and even im-
provise simultaneously.

When this is done, both may play another
strain together, answering one another,
either in whole strains, or In parcels; and after
that, join together in a thundering strain of
quick division, with which they may con-
clude.9

The most important thing is, just stick
your neck out and try improvising divi-
sions. You may find that you like your
divisions better than the written ones.
As Simpson says:

I have known this kind of extemporary music,
sometimes (when performed by hands ac-
customed to play together) pass off, with
greater applause, then those divisions which
had been most studiously composed.'°

At the end of this article, I have pro-
vided a ground to use.and a written set
of divisions to play. You will probably
recognize the theme, which was dis-
cussed in detail in the February and
May 1980 issues of The American
Recorder.
The Divisions on Browning are

transcribed from lute tablature, and
although the pitches are exactly the
same as the original, a number of octave
transpositions were necessary. Because
these divisions were originally for the
lute, they are "busier" than those taken
from The Division Flute.. The recorder is
capable of sustaining long tones, while
the sound of the lute will decay very
quickly. Thrrefore it is necessary for the
lute divisions to depend more on register
contrasts and pitch variation and less on
gradual rhythmic diminution. Neverthe-
less, it is not until the last division that a
steady stream of sixteenth notes is set
up.
Aftcr the theme, the first division con-

sists of elaborating every other measure
with a few ornamental passing and
neighboring tones. The first division is
related to the sixth division, where all
the measures are filled in, and is further
related to the last division, where the
gaps are filled in with sixteenth notes.
Although the recorder cannot achieve

the large contrasts in register possible on
the lute, division number five will serve
to show the recorder player some of the
things his instrument can do.
Adapting divisions for your instru-

ment is a good exercise in understanding
divisions, your instrument, and the in-

strument from which you transcribe.
Reworking a pre-existent model has
proved to be an excellent teacher for
centuries of students.

Portions of this article appeared in Divi-
sions, A Journal for the Art and Practice
of Early Musick.

NOTES

Christofer Simpson, The Division Violist (London:
John Playford, 1659), p. 21. (A microfiche of the origami
may be obtained from. Sibley Music Library, Eastman
School of Music, Rochester, N.Y. 14604, for $3.60..)
2 mid

3 /bid., p. 45.
* Ibid., p. 47.
From The Division Flute, Anfor Music Publishers,'

1619 East 3rd St., Brooklyn, N.Y. 11230. Reprinted with
permission.
5 Simpson, p. 47.

Ibid.
▪ The Corelli La Follia divisions may be o'otained M a

recorder edition from Hargail Music Press, 51 East 12th
St., N.Y. 10003.

9 Simpson, p. 48.
.0 Ibid., p. 49.
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Baldwin, John. British Library. R.M. 24 d.2, #116, f.
121v, "A browninge."

Bevin, Elway. British Library. R.M. 24 d.2, #115, 1.
120v, "A browninge."
Oxford. Christ Church mss. 979-983,
"Browninge."

Byrd, William. British Library. Add. 31,390, #143, "The
leaves be greene."
British Library. Add. 29,996, f. 153v,
"Browning."
Britsh Library. Add. 32,377/2, "Browning."
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Oxford. Christ Church mss. 984-
988, #74, "Browning."
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Bevin, Elway. Musica Britannica, vol. 9, p. 19.
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Divisions on Browning

Alto recorder and continuo
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Anonymous
transcribed by William Hullfish
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"REAL BREAK-
THROUGH IR
A PLASTIC
RECORDER"

Dr. T. Tennle Tuttle,
head of vlusic
Education, Cleveland
State Ur iversity.

"An ideal
instrument for
students—with an
outstanding sound.
A unique blend of
quality and
economy."

Dr. Tuttle's testi-
monial is one of
hundreds received
from educators

The Cambridge II
Soprano Recorder
comes in three
sections. It has
excel ent sound
qualit es and
accurate intonation.

No. 576—Rich
brown, white trim

See your music
dealer.

NMI

SPECIAL OFFER
Sand only $3.50 for:
1 No 57E Cambridge Soprano Recorder. ... $4.50
1 No 41E. Elementary Book 1.00
1 No 47E Bag .70

-ota Retail Value $6.20

I ntnocuctory offer, one to an educator
For additional quantity, contact your
m usic dealer.

NAME 

ANDRESS  

011 Y 

-STATE  ZIP  

SCHOOL 

TROPHY
music company
1 2'3 West 9th Street. Cleveland °hoc. 441 13

216-696-1234
AR-8-80

L_ 

FAMOUS VIOLONE

M ADE BY IN BAVARIA

Now available for export Enquiries to

J OHANN DEHLS
Bel den Maren 70 - D-2000 Hamburg 11

Cable: Dehlsmusic

TR-3014RV3-80
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Exclusive Pre-publication Offer...

The last
word on

IMPROVISATIONS
One of the "last creat frontiers" in performance of
Early Music is improvisatiDn. One often hears at
concerts brilliant performances of divisions written
out by Dab Casa, Ortiz, Rognioni, and others of
the great sixteenth and seventeenth century
i mprovisors.

PURPOSE OF THIS VOLUME
These written out ornamentations were intended as
study books for those who wanted to learn to impro-
vise, and that is one of the functions of the present
puplication. This new collec:ion represents what has
been preserved of a body of music created -on the
spot", which characteristic is the essence of this

' tion p

repertoire. This volume he ps one understand the
style, enlarge and polish technique, stimulate the
magina , develo playing by ear, and to learn
4Irtuoso concert pieces.

PLAY FREELY AND ENJOY!
Experience this music in a free and open manner.
You don't have to play all the divisions in the order
:hat they appear. Irsert your own. Add more, or pre-
sent only your own, inspired by those in this book.

tz:94t,(„wil-pEc./
A "LANDMARK," BY AN AUTHORITY

This is truly a landmark publication by the famed
William Hullfish, widely respected authority in the
field. It is so unusual and so great an accomplish-
ment (in what is probably the least understood disci-
pline of this period) that Anfor is making this exclu-
sive prepublication offer. Be sure to avail yourself of
this opportunity. Use the Hullfish work as a prime
source of personal pleasure and challenge, and also
as the consumate gift for fellow musicians.
•The final cover design is not completed at the time the ARS Journal went to
press I llustrated is one of the designs being considered

MI ND 1111 II

ANFOR, Box 723, New York, NY 10101
PLEASE SEND,
LI ONE copy@ $4.95 (Add 50' shipping).
LI TWO copies @ $9.50 POSTPAID! (Bargain!)
(Additional copies @ TWO for $9.50, PP)

I enclose $ 

Name

Address

City

State Zip

I It you bye in New s'ork add sales tax 1
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The Recorder in Education

Teaching the Adult Beginner
Part II
Marvin Rosenberg

In the February issue, I discussed the
crucial aspects of the first lesson on the
recorder. I stressed a full tone, clear articula-
tion, proper breath control, and :he in-tempo
playing of long tones. The notes taught were
G, A, B, and C on the soprano (but not the
cross-fingering needed to change from B to
C). In this article I wit discuss general pro-
cedures used in subsequent lessons. The
amount of material in:foduced in any in-
dividual lesson is, of course, dependent upon
how much the student can abscrb and prac-
tice.
Assuming the student has mastered the

first lesson, my next step is to teach the re-
maining notes of the C-riajor scae. There are
two problems here: the fork-fingered F, and
the cross-fingering in tie B to C change. I
teach the F after low E, D, and C. The stu-
dent plays:

-A 

Next, he or she learns to play the low C and
then lift the second finger of the right hand
for F.

The student makes changes from the F to
other notes before he or she is asked to play
the F without the preparatory low C.

1)It/y 

2)

45D-

it) 
The first unprepared F is played from above.

1)

2) qty 

3)

41

I teach the B to C change simply by explain-
ing the problem and then devising some exer-
cises for repetition of the change.

1)It`r 
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During these lessons I also teach the stu-

dent half notes and rests, and quarter notes
and rests.
It cannot be over-emphasized that during

this period both teache: and pupil must con-
stantly remain alert to catch and correct slop-
py playing, such as poor breath control,
uneven or unclear tonguing, scooping to
tones, or drooping tones.
I enliven the above work with some simple

tunes and by playing harmony during the
scale fragments.
My next priority is enlarging the repertoire

of articulations to include at least "loo,"
"doo," and "too." I explain that the syllables
are just aids to proper tongue placement.
The more forward the tongue, the sharper
the attack. "Too" is for the sharp attack,
"doo" the "normal," and "loo" the soft. Stac-
cato and/or tongued legato (no true legato,
please!) using "roo" can also be taught at this
time.
These articulations are integrated into the

scale studies and then into the tunes. Next, I
discuss and illustrate the relationship be-
tween articulation and musical expression.
It takes between a month and six or seven
weeks of work :o bring the pupil to this level.
Continued study progresses to some acciden-
tals (13b, F4, and so on) and to an increase of
range to. one and one-half octaves. At this
point, I provide a book of etudes and exer-
cises and use it to teach the full range of the
instrument, increase technical proficiency,
and show how to play musically on the
recorder.

PROVINCETOWN
BOOKSHOP EDITIONS

Salamon Rossi. 15 Canzonets, 1589,
ed. for SSA or TTB Recorders
by Joel Newman $2.50

Erich Katz. "Since Music is so Good
a Thing," Cantata for SAB
chorus on words by Wm.
Byrd   .50

Michael East. 20 Light Fantasias
for 3   3.00

J.J. Froberger. Suite auf der May-
erin for keyboard   3.00

V. Haussmann. Deutsche Tanze
for SATB Recorders  1.25

David Goldstein. Southwest of Ba-
roque; an American Suite for
2 Recorders   2.25

Write for our lists and bulletins of new
music for Recorder. Viola da Gumbo,

and Lute.
Provincetown Bookshop, Inc.

246 Commercial St.
Provincetown, MA 02657

Cornetti
by Christopher Monk

MUTE CORNETT  range:1-
A sycamore instrument loted for its more
flute like quality. Each cornett is tuned in
our shop before delivery.

 ALSO in stock 

CORNETTO in A  range: g -
Designed in collaboration with Steven Sil-
verstein

CORNETTINO in D  range: c' - d"
Both instruments come with
two mouthpieces and finger-
ing chart. HARD CASES OF
OUR DESIGN ARE AVAIL-
ABLE.

Philip Levin/P.O. Box 1090. N.Y.C., N.Y. 10009
12121 674-6715

Levin Historical Instruments, Inc.

THE
KOCH

RECORDER
HAI'ERHILL,

NEW HAMPSHIRE 03765

Tel. (603) 989-5620

Illustrated Folder on Request

Established 1936
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Music Reviews

Reviewers for this issue: Jane P. Ambrose,
Louise Austin, Bernard J. Hopkins, Eugene
Reichenthal, Pete Rose.

14 Pieces Arabes (S)
Arranged by Salah El Mandi

Airs Populaires Albanais et Mace,
doniens (S or SS and guitar)
Arranged by Pavel Klapil

Vingt Chansons Populaires Hongroises
(S or SA and guitar)
Arranged by Elisabeth Szonyi
Alphonse Leduc, distributed by Theodore
Presser, Bryn Mawr, Pa. 19010, $2.50, $3.50
and $3.50

All three of these publications are well
printed, small (9" x 6 ") editions. In the first,
folk songs illustrate the modes, rhythms,
and forms of the most important schools of
Arabian music. Rhythmic patterns and
names are given at the top of each piece, and
indeed, the volume is perhaps most useful for
the study of rhythm. Some tunes are lively
and exciting, and invite speculation about
the nature of the dances they might accom-
pany. Range: soprano c ' to c'.
The tunes in the second bock are fairly

simple, with rhythmic patterns that are
either straightforward (2/4 or 3(4) or quite
complicated (7/8, 5/4, and mixed meter). Be
sure your guitar player knows how to count.
There are eleven Albanian and seven Mace-
donian tunes, with no explanations of the
sources. Range is soprano d ' to g ". ,
The very short melodies in the final collec-

tion would together _make one suite. They
are easy to play and nicely arranged.

L.A.

From Thomas Britton's Commonplace
Book (AA)
Edited by Percy M. Young
Veb Deutscher Verlag, distributed by Alexan-
der Broude, 225 West 57th St., N.Y. 10019,
$4

The introduction states that ``Thomas
Britton (1644-1714) was one of the most
remarkable and influential musical amateurs
of his time. . . . He earned his living as a coal
merchant. . . [and] devoted all his free time
to music." These thirty pieces have been
taken from a book of duets for two recorders
written in Britton's hand. The tunes are
quite short and are a typical selection of
minuets, bourrees, jigs, marches, trumpet
tunes, and airs. This is an excellent book for
work on articulation and phrasing, and fun to
just read right through.

L.A.

Music of three Centuries
Arranged by Gerald Burakoff and Willy
Strickland
Sweet Pipes #2304, 23 Scholar Lane, Levit-
town, NY 11756, $1.75

The music picked for this collection repre-
sents the "pop" tunes (at least now, if not
then) in each century. They are well
arranged for soprano and alto recorders, with
equally interesting parts. Although the pref-
ace recommends these pieces for intermediate
players, I would not hesitate to introduce
them to advanced beginners. This is a good
example of a reasonably priced collection of
ten interesting duets. Recommended.

L.A.

Missa Quattuor in Uno ("Four in One"
Mass)
Joux A. WHITE
Available from the composer, 367 Brooklawn
Dr., Rochester, NY 14618. Conducting score
$5 (free with twelve or more copies of vocal
score); vocal score $2

In these post-Vatican Council days of the
English Mass, the publication of this Latin
Ordinary is something of a musico,liturgical
oddity. The inside cover carries the com-
poser's description of the Mass both in
English and in the purest of classical Latin.
Mr. White, a guitarist and choral conductor,
submitted the work to the AR as being of
possible interest to recorder players:
indeed, the parts lie admirably for SATB
instruments, and the music itself is in the
thoroughly logical, lovely, lucid vocal style of
the Renaissance that comes off so effectively
on recorders.
The Mass comprises eighteen strict canons

of all the usual types, each part being always
derived from a single melodic line. The
Christe and the Benedictus are for ATB,
with the Superius omitted, and (as Palestrina
often did) the composer adds two more
voices [SSAA(TT)BB1 for the final Agnus
Dei. Mr. . White has ingeniously varied
meters and the rhythmic shape of his themat-
ic material, so there is little danger of mono-
tony. However, I suspect that recorder
players might prefer to take this music
several sections at a time rather than play
through the entire Mass, which would take
just over a half-hour. The sections are of
varying length and each can stand alone;

• thus the composition is a desirable source for
concert programs as well as for church
services.
The vocal score is unusual in that all four

voices sing from lines of melody on a single
treble-clef staff, each voice observing the cus-
tomary symbols (8 and') for starting and
ending. The Mass texts are under/overlaid

to the music; in the vocal score instrumental-
ists will not find this bothersome, even
though alto players must transpose up and
bass players must read from the treble clef.
The conducting score necessarily is some-
what more congested; here tenor players
must read from the bass clef. Both conduc-
tor's and vocal scores are in a carefully
drawn and fully legible manuscript and are
bound in plastic that lies flat on the music
stand. Neither has awkward page turns.
Early music groups interested in sixteenth,

century .polyphony will discover here a
twentieth-century composer writing inspir-
ing work in the most exacting musical form of
the Renaissance. Choirs of human voices will
find it to be of the same style, flavor and
degree of difficulty as Palestrina or Byrd,
whether sung a cappella or with judicious
addition of viols and/or recorders.

B. J. H.

Four Dances
CLAUDE GERVAISE
Arranged by Alan Bullard
Oxford University Press, score $5

This is a small score of five-part pieces
arranged for flute, oboes, bassoon, and drum.
Parts for these instruments, as well as for
clarinet and horn, are available. Recorders
can be played in the top two parts.

L.A.

The Entertainer
SCOTT JOPLIN
Arranged by Brian Davey
Chappeil Music, score and parts $2

Now we have a trio arrangement of this
ever-popular tune, although this one is mostly
a duet because the alto or the tenor doubles
the melody. There is a small amount of three-
part harmony, and in general a trio does
create a fuller sound.

L.A.

The King's Highroad (SS and tape with
optional A and T)
DON MURO
Sweet Pipes, 23 Scholar Lane, Levittown, NY
11756, set of three scores and cassette tape
$8.50, additional scores $1.50

Don Muro, Chairman of Electronic Music
for the New York State School Music Asso-
ciation, was commissioned to write this work
for the 12th Long Island Recorder Festival,
where it was performed to enthusiastic
acclaim by a group of 150 young students.
The tape has the synthesizer accompaniment
on one side, and on the other a full perfor-
mance, with all four recorder parts played by
Gerald Burakoff.
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The synthesizer part .s basically low and
full, so that the recorder players get the
feeling of performing in a tremendous ensem-
ble. The dynamic changes called for are
surprisingly apparent in performance. I can't
resist saying—after several occasions on
which I have observed children and adults
playing this composition for the first time—
that players of "The King's Highroad" seem
to be having an electrifying experience.

E.R.

Douze Fantaisies pour Fliite Bec Alto

GEORG PHILIPP TELEMANN
Transcribed by Jean-Claude Veilhan
Alphonse Leduc, distributed by Theodore Pres-

ser, Bryn Mawr, Pa. 19)10, $7.50

Telemann wrote these twelve fantasias for

violin, but limited the range and avoided

chords so that they could be played on other

instruments. Transposed a third or fourth,

they can be played on alto recorder. There

are several editions of six of these fantasias

for recorder, and several of all twelve for

flute, but, as far as I know, this is the first of

all twelve edited for recorder. Veilhan has

conformed exactly to the eighteenth-century

edition housed in the Library of the Royal

Conservatory of Music in Brussels.
I think it is worth the purchase of this full

edition to know all of fle fantasias. They are

well worth playing and performing.
L.A.

Sonata No. 5 in F major
Sonata No. 6 in A minor
P.B. BELLINZANI
Edited by Pierre Pouheau
Alphonse Leduc, dis:ributed by Theodore
Presser, Bryn Mawr, Pa. 19010, $6.25 and
$8.25

Part of a collection of eleven sonatas and a
set of variations on La Follia, these pieces
were published in Venice in 1720. Aside
from beautiful first movements, especially in
Sonata No. 5, these compositions contain lit-
tle material of interest to those seeking per-
formable recorder sonatas, although they are
adequate as study pieces. They are se-
quence-laden throughout. Several of these
sequences are altered or aborted to fit the
range of the recorder, making them awkward
to listen to. Continuo players will need to
watch for several places where sharps are no-
tated a third too high.

J.P.A.

Sonata Op. 5 No. 1.1
JEAN BAPTISTE LOEILLET
Edited by Pierre Poulteau
Alphonse Leduc, 197E, $8.50

Published by Roger in 1717, this unaccom-
pained duet will be of slight interest to any
but those addicted to Loeillet duos. Should
you wish to purchase this piece, find a friend
to share the exorbitant price, as two copies
are supplied.

J.P.A.

May I Have the Pleasure . . ?

A plaine and easie introduction

to Renaissance dancing

LP Record &

Instruction Booklet
$10.95

At last, a way to really learn how to do a pavan,
galliard, bransle, tordion, volta, and more! ANGENE
FEVES, the leading expert in Renaissance dance, has com-
bined forces with the TOWNE WAY7'ES of Vancouver
to produce a superb record of really danceable music, and
a 24-page booklet of detailed instructions for every dance
on the record.

To order, add $1.15 for shipping
(California residents add 6% sales tax)

Send check or money order to:

MUSICA ANTIQUA
2530 California, San Francisco CA 94115

WOODWIND
INSTRUMENTS

by

CHARLES COLLIER

Authentic Copies of
Extant Instruments
from Major
Collections:

MUTE CORNETTI,

RENAISSANCE FLUTES,

and RENAISSANCE
SHAWMS.

Far Futher Information
CHARLES COLLIER

Box 9442, Berkeley, Ca. 94709, USA
(415) 845-6389

CHARLES COLLIER,
HERB MYERS, and
DICK PALM

wish to announce that we
will begin the production of
a full range of Renaissance
recorders. Anyone who is

interested should contact us
to be put on a mailing list.
We will begin production
soon and it is important
that we be contacted.

Please write to:

CHARLES COLLIER
Box 9442
Berkeley, California 94709
Tel: (415) 845-6389
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The Lantern Song Book
Arranged by Kenneth Pont
Oxford University Press, 200 Madison Ave.,
N.Y. 10016, $5.25
These ten Chinese pieces, taken from a

folk song book published in Peking, are about
festivals, harvests, and special events. Voice
and/or recorder carry the melody, and many
other melody and rhythm instruments are
suggested. An explanation of each piece is
given in order to set the mood. Texts are in
English. L.A.

A Feast of Music
Arranged for recorders and percussion by
Michael Burnett
Chappell Music, distributed by Theodore
Presser, Bryn Mawr, Pa. 19010, score and
parts $4.50

All of these twelfth- and thirteenth-
century pieces are available in volumes that
are familiar to most experienced recorder
players, and they have been played and sung
in many different arrangements. These set-
tings are for young students whose teachers
are not familiar with such sources. Mr.
Burnett explains his additions and sugges-
tions, and these are most helpful. The edition
contains seven pieces with well-printed score
and parts. L.A.

Homophonic Suite (SAT)
ROBERT DOROUGH
Anfor RCE#35, 17 West 60th St., NYC
10025, score $3.95

Attention jazz fans: Mr. Dorough, who
wrote Eons Ago Blue, has composed this
marvelous suite which, if played well, pro-
duces a most enjoyable and believable jazz
sound on recorder. Homophony, a form used
here in its strictest sense, means that all
players are phrasing and moving together
melodically and rhythmically. The close har-
monic and rhythmic patterns call for ac-
curacy on all fronts. This accuracy is what
recorder ensembles strive for, and Dorough's
suite lets you know if you have fallen short.
You will also find it essential to know the full
chromatic possibilities of your instrument.
The four movements are: Brave Statement,
which uses a wide range on all the recorders
with a measure of dissonance in many
chords; Jazz-Time Cake Walk, a real "foot
tapper," occasionally pulling C recorders to
high B° and C; Eerie Mountain, containing a
theme pattern of sixteenth notes that have a
wonderfully eerie effect when all players
have steady rhythmic control; and Closing
Blues, which has all the characteristics
associated with the great blues music. Who
could want more?
It must be mentioned that the page turns in

this score are terrible. They include impossi-
ble da capo turns. The situation could have
been avoided had the foreword been printed
on the inside front cover and facing page in-
stead of the inside front and back covers;
then each of the movements would have oc-
cupied facing pages. As it is, I would not risk

a performance without taking measures to
eliminate the page turns.
If you enjoy jazz, you'll enjoy working on

this suite. The results are well worth it.
Recommended for advanced players.

L.A.

Les Folies d'Espagne
For recorder in C or transverse flute, lute (or
clavecin), and viola da gamba
MARDI MARAIS
Edited by Jean-Claude Veilhan
Alphonse Leduc, distributed by Theodore
Presser, Bryn Mawr, Pa., 19010, scare and
parts $15.75
Marais fashioned this collection from his

second book of Paces de viole in a manner
that made the works playable on different in-
struments. Among those mentioned are the
German flute, which roughly corresponds in
range to a C recorder.
In this beautiful edition, the tonality,

phrasing, and grace notes have been faithful-
ly kept. A few passages have been notated
an octave higher for recorder. The figured
bass is written for lute but can be played on
harpsichord as well. The continuo part in-
cluded is a complete facsimile of the original.
The preface includes Rules for Graces, taken
from Marais' prefaces in Books I and II.
The collection is in D minor and contains

thirty-two couplets, covering the full range
of the soprano (or tenor) recorder. There are
chords throughout the couplets, and these
should be arpeggiated. This is a marvelous
study, challenging in many ways, not the
least of which is keeping a fresh approach to
thirty-two of anything! L.A.

Bordun
WOLFGANG WITZENMANN
Moeck Z.f.S. #442, distributed by Magna-
music, Sharon, Conn. 06069, $3.75
Bordun is a light, spirited work that re-

quires a minimum of four players (SATB) but
is really meant for a larger group of par-
ticipants with mixed abilities. To accom-
modate such a group, there is a marked un-
evenness in the difficulty of the parts. There
are solo passages to be played by a single
member of the group in each of the top three
voices, and these passages would be difficult
for amateurs. The bass part, on the other
hand, is quite easy and, unfortunately,
rather boring and repetitive.
Bordun is subtitled Fun with 'Sumer is

i•cumen in', which is somewhat misleading
because only four small sections — an in-
troduction, two interludes, and a coda—are
derived from this ancient melody. In the in-
troduction and coda, the performers play the
first two phrases of Sumer, each at his own
tempo. The two interludes feature freely or-
namented solo versions of the same phrases.
These four little sections are written in pro-
portional notation and are unlike the re-
mainder of the piece, which is quite conven-
tional and generally characterized by fast,
folk-like melodies played over several

simultaneous ostinatos. The cumulative ef-
fect of these ostinatos forms a harmonic
backdrop of three or four consecutive fifths.
As a whole, Bordun reminds me of the music
of a number of tonally oriented American
composers of a few decades ago.
The edition is full size (9" x 12 "), unusual

for Z.f.S. It is well printed, contains no bad
page turns, and has instructions in German
and English.
Recommended as good fun for a mixed but

generally good group of players. P.R.

Kvartoni
For recorder (SIT), soprano voice, guitar,
and piano
KETIL SAEVERUD
N sk Musikforlag NMO 9096, distributed by
agnamusic-Baton, 1978, $11.75
This work can best be described as a

collection of night music clichés from every
imaginable idiom. They are all here: playing
on the extremities of the piano keyboard;
tiptoe-like ascending scales played staccato
on guitar; the wordless vocal; piano sounds
straight out of Cowell's Aeolian Harp and
Banshee; and low, exotic-sounding melodic
writing for the tenor recorder that brings to
mind old Sherlock Holmes movies. The lack
of originality in this piece is in direct contrast
to the impeccable craftsmanship of the score.
Yet, although the copying is excellent (it is

not engraved) and all instructions are clear,
this is not a good edition, or at least not a
practical one. All you get for $11.75 is a
single score loaded with bad pages turns and
containing music that could easily be played
from parts.
I suppose Kvartoni is at least worthy of a

premier performance, which it has probably
already received. Otherwise, it might be an
appropriate number for a concert held on Oc-
tober 31. P.R.

Sonata Op. 3 No. 8 in G major
JOHN LOEILLET
Edited by Pierre Poulteau
Alphonse Leduc, distributed by Theodore
Presser, Bryn Mawr, Pa. 19010, 1978, $6.25
Originally written for transverse flute (or

oboe or violin), this unusually fine example of
the London Loeillet's work is readily
playable on alto recorder with a few octave
transpositions at the end of the third and
fourth movements. Perhaps Leduc is in the
process of publishing all of the Opus 3
sonatas (No. 1 in C major is reviewed in AR,
November 1979, XX/3). If the others are as
fine as these, it would indeed be a worthy
project. The lyrical Largo provides many
possibilities for ornamentation in each of its
two sections (the repeat for the second sec-
tion is not indicated, but is needed for struc-
tural balance). A sprightly Allegro follows.
The Grave is Handelian in melodic structure
and harmony. The final Allegro can be
played either very quickly or as a minuet.
Careful attention should be paid to oppor-
tunities for hemiolas. J.P.A.
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Record Reviews

Partita for Treble Recorder & Piano,
Op. 13; Piano Quintet in C, Op. 23;
Sonatina for Oboe & Piano, Op. 11
FRANZ REIZENSTEIN
The Melos Ensemble
L'OISEAU-LYRE SOL 244, $7.93

This fine record, released in 1975, has
apparently already been discontinued, but it
is worth acquiring from dealers who still
have copies. Franz Reizznstein (1911,1968)
was an accomplished pianist as well as a com-
poser of distinction, and his music reflects
this in his brilliant piano writing and effective
handling of instruments. He studied with
Hindemith in Germany and Vaughan Wil-
liams in England, but developed his own
distinctive voice.
Outstanding is the Piano Quintet in D,
Op. 23, which dates from 1948. This is a
splendid piece, classical in form but with a
unique contemporary flavor. The Scherzo is
particularly brilliant, but the whole work is
beautifully written and deserves to be much
better known. This performance by Lamar
Crowson, piano, Emanuel Hurwitz and Ivor
McMahon, violins, Cecil Aronowitz, viola,
and Terence Weil, cello, is a distinguished
one and is given an excellent recording.
On the reverse side of the disk are two

lighter works for a wind instrument paired
with piano. The first, the charming Sonatina
for oboe and piano, Op. 11, written in 1937,
offers bittersweet lyric_sm in the Cantilene
and a final Vivace with orilliant piano writing.
It is well played with good balance by Janet
Craxton, oboe, and Lamar Crowson, piano.
Readers of AR will especially enjoy the

attractive Partita for alto recorder and piano,
Op. 13. The piece was written in 1938, but
it was not until after World War II, in 1946,
that it was published by Schott (Edition
10041). Neo-Baroque but in a contemporary
idiom, it has four movements: Entrada, Sara-
bande, Bourree, and Jig; the last two move-
ments seem to me to be especially well
crafted. The performan:e by Carl Dolmetsch
and Joseph Saxby is highly effec:ive and well
recorded.

Messe de Minuit Pcur Noel; Sonate
Six
MARC-ANTOINE CHARPENTIER
The Boston Camerata; Joel Cohen (director)
DESMAR DSM 1016G, 1978, S7.98

This nicely recorded disk offers stylish
performances of two charming works. One of
them is familiar; the other, although of con-
siderable historical importance and musical
interest, is apparently recorded here for the
first time.
Messe de Minuit pour Noel :s remarkable

Dale Higbee

because of Charpentier's skill in using old
French carols as the basis of his composition;
these carols, well-known to seventeenth,
century French churchgoers, are the music to
which he set the Latin words of the Mass.
Moreover, at the end of certain Mass sec-
tions he directed the organist to play inter-
ludes based on the carols just used, and for
the Offertory he specified that the carol
"Laissez Paistre Vos Bestes" be performed
instrumentally. (Mr. Cohen uses H. Wiley
Hitchcock's excellent edition for this per-
formance. It, as well as score and parts to the
Offertory carol, are published by Concordia
Publishing House, 3558 South Jefferson
Avenue, St. Louis, MO 63118. The two flute
parts in the latter —strings and continuo are
also used—can be played just as well on
recorders.)
Charpentier's instrumentation for Messe de
Minuit includes two flutes, strings, and
organ, but the Boston Camerata also uses
soprano recorders in the Gloria and Sanctus,
where they provide added color and bright-
ness. Recorder players in the Mass are Ken
Roth and Tim Aarset. In both the Mass and
Sonate Nancy Joyce and Friedrich von
Huene play Baroque flutes made by von
Huene after an instrument in Berlin by
Naust, a French maker of about Hotteterre's
time.
In contrast to the larger ensembles fea-

tured in earlier recordings of this work, the
Boston Camerata includes only four
sopranos, three altos, three tenors, and three
basses; the instrumental group has just two
violins. In some sections this makes for a
charming chamber music effect, but in the
Credo, especially, the string sound is too
thin. Tempos are generally good, although
the Sanctus and the final Agnus Dei seem
too sluggish to me.
The Sonate a Six is an unusual work, dis-

cussed in some detail by Julie Anne Sadie in
her article "Charpentier and the Early
French Ensemble Sonata, Early Music, July
1979, 7/3, 330-335. It is apparently the first
sonata composed in France—despite Fran-
cois Couperin's claim to that honor—and is a
unique piece in nine movements, scored for
two.flutes, two violins, bass viola da gamba,
five-stringed cello, harpsichord, and theorbo.
Especially remarkable is Charpentier's treat-
ment of the cello as a solo instrument and his
rich continuo instrumentation. Gamba and
cello are each given a recit and solo dance
movement, and in the Gavotte flutes and
gamba are set off against violins and cello in
answering phrases. I hope that the music to
this charming Sonate is soon published;
meanwhile, this fine recording will help to
make it known to lovers of French Baroque
music.

Eighteenth-Century Recorder Sonatas
Marion Verbruggen (recorder), John Gibbons
(harpsichord), Christina Mahler (Baroque
violoncello)
TITANIC Ti-35, 1979, $9

This well-recorded disk features virtuoso
recorder playing by Marion Verbruggen,
born in Amsterdam in 1950 and a student of
Frans Bruggen. The winner of several corn-
petitions, including the first International
Recorder Competition at Bruges, Miss Ver-
bruggen plays with brilliant technique,
superb breath control, and a sure sense for
the musical line. She is given excellent sup-
port by her two collaborators, who are also
distinguished performers.
Miss Verbruggen plays a fine-sounding

copy by von Huene of an alto recorder by J.
Denner in Telemann's D minor Sonata from
Essercizii Mv.sici, one of his best pieces for
the instrument, and also in Jean Baptiste
Loeillet's attractive Sonata in A minor, Op.
III, No. 4. (Music to the Telemann work is
printed in Edition Peters No. 4551, edited by
Waldemar WoehL The Loeillet piece is the
fourth of six well-crafted sonatas edited by
Hugo Ruf and published in Edition Schott
RMS 1088 a-f.)
The fine Suite in G by the celebrated

flutist Michel de la Barre, originally for flute
but very well suited for soprano recorder, is
played on a co?y by Frederick Morgan of an
original by Stanesby, Jr. The music
(Deutscher Ricordi Verlag Sy 588) actually
consists of only two movements: a French
overture and a chaconne. It is given a superb
performance by Miss Verbruggen.
Side B includes J.S. Bach's Flute Sonata in

E, BWV 1035, played in a transposition to F
major (Edition Schott RMS 586, edited by
Dom Gregory Murray), which fits the alto
recorder perfectly. This performance, while
technically top-notch, seems less musically
successful, as it is played with notes inegales
throughout. Even if it were appropriate to
perform this piece in the French manner, it
sounds overdone, and the playing of many of
the appoggiaturas off the beat also seems
questionable.
Concluding this recital is a brilliant perfor-

mance of Corelli's famous La Follia, Op. 5,
No. 12, music marvelously well suited to the
recorder. (A good edition is that edited by
Bernard Krainis and published by McGinnis
& Marx.) Both the Bach and Corelli are
played on a splendid-sounding copy by Hans
Coolsma of a Bressan alto recorder.

Christmas In The New World
The Western Wind: Ma Prem Alimo, Janet
Sullivan (sopranos), William Zukof (counter-
tenor), Lawrence Bennett, William Lyon Lee
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(tenors), Elliot Levine (baritone); with Albert
de Ruiter (bass), Elaine Comparone (harpsi-
chord), Wendy Gillespie (viola da gamba),
Joseph Karpienia (guitar), Louise Schulman
(violin)
Musical Heritage MHS 4077, 14 Park Rd.,
Tinton Falls, NJ., 1979, $4.45 ($5.95 to
non-members;

This expertly engineered disk offers a
fascinating program of unfamiliar Christmas
music by a fine vocal ensemble. Individual
voices in The Western Wind are very
beautiful, and the ensemble and blend are
marvelous to hear. Diction is very good, but
full texts are provided, with English transla-
tions of the Portuguese and Spanish.
Side 1, featuring North American Christ-

Herbert Paetzold
tlandmade rechrders,

8939 SchnerTholen
1% i.‘st-Cerman

••
RECORDER SHOP

REV. J.A. LOUX, JR.
117 MAIN STREET
GUILDERLAND CENTER
NEW YORK 12085
TEL: (518) 861-5348

By appointment only. Generous
discounts on Moeck, Dolmetsch,
and other wood and plastic
recorders, Stein kopf historic
woodwinds, viols da gamba, harp-
sichords, music. Send four
stamps for catalog.

mas music, opens with lively songs by
William Billings (Boston and Judea) and set-
tings of While Shepherds Watched their Flocks
by Supply Belcher, Daniel Read, and Billings.
These are followed by anonymous Southern
spirituals: Rise up, Shepherd, and Follow, Star
in the East, Expression (a lovely, rhapsodic
piece with sensitive violin playing), He is
King of Kings, and I Believe This is Jesus. The
first of two contemporary works is a charm-
ing piece titled Of a Rose, written for The
Western Wind in 1978 by Robert Dennis
and accompanied by country fiddle and
handbells. The final selection is a gentle lulla-
by by Charles Ives called A Christmas Carol.
It is worth ordering the record for this beau-
tiful piece alone.
The reverse side offers Christmas music by

Latin American composers, ranging from
sixteenth-century settlers in New Spain to
those of our own time. The joyous Ay ay
galeguinos by Fabian Ximeno is followed by
.Hernando Franco's Salve Regina, an ex-
tended work with lovely contrapuntal
writing. In sharp contrast to this is the
Magnificat by Almeida Prado (b. 1943), a
work influenced by Schoenberg. The pitch
control and dynamic range shown by The
Western Wind in this piece are absolutely
amazing. Another contemporary piece is Ago
Lona by Marlos Nobre (b. 1939), music
which seems to reflect a primitive pagan
culture of great vitality. Concluding the pro-
gram is the exuberant villancico Los cofla
desde Ia estleya by Juan de Araujo.

RECORDER & MUSIC
A Quarterly Magazine for all interested in the Recorder,

edited by Edgar Hunt

Interviews with leading players
Schools section edited by H. Hersom
Articles—fully illustrated
Reviews of music, concerts, etc.
The Society of Recorder Players

Published in March, June, September, and December by Schott & Co Ltd.
48 Great Marlborough Street, London WIV 2BN: USA contact Magnamusic
Distributors, Inc., Sharon, Connecticut 06069.

Now firmly established, the alto Cortol, a moulded
windcap instrument based on the Kortholt, has found
favour in many parts of the world. The full range of
the Cortol is B- c", with a basic scale of f - f'.
Supplied with full instructions and a book of easy pieces.
Europe £24.85 inc p &p Elsewhere £25.85 inc p &p
A Second Book of Pieces 85p Please remit in Sterling

27 Fore Street,musiseam- Topsham, Exeter EX3 OHD, U.K.
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Book Reviews

Music Periodical Literature: An Anno-
tated Bibliography of Indexes and
Bibliographies
JOAN M. MEGGETT
Scarecrow Press, Metuchen, NJ. & London,
126 pp., 1978,$6

The great expansion in publication of
recent years has brought with it the in-
creased difficulty in information retrieval.
Although the computer-indexed RILM
Abstracts of Music Literature (reviewed in
AR, November 1971, XII/4, 144-145) has
been a big help to researchers, more limited
bibliographies such as this one are also of

great potential value to scholars, reference
librarians, and college-level students. In this
volume 335 indexes and bibliographies are
classified under the following categories:
history of music periodicals (general), history
of music periodicals in the United States,
music periodical literature located in general
non-music indexes and b_bliographies, music
periodical literature loca=ed in special non-
music indexes and bibliographies, and music
periodical literature found in music indexes
and bibliographies. In a3dition, there is a
bibliography of lists of music periodicals.
Also included are an annotatei selected
bibliography; an index of authors, compilers,
and editors; an index of subjects; and an in-
dex of titles.

French Language Dissertations in
Music: an annotated bibliography
Collected and annotated oy Jean Gribenski
Pendragon Press, 162 West 13th St., New
York 10011, 1979, 309 pp., $24

This bibliography inventories 438 doctoral
dissertations on music and related topics
from forty-five universit.es during the time
period 1883 to 1976. Ninety percent of the
dissertations are from France; the rest are
from Switzerland, Belgium, and Canada.
They are grouped according to categories
used in indexing RILM and are ..ndexed by
author, subject, date, and university. Preface
and introduction are in both English and
French, but the bibliography itself is in
French. Only one item makes mention of the
flute is bec: "Contribution a retude experi-
mental des tuyaux a bouche (fleces)" (Con-
tribution to the experimental stucy of mouth
pipes [flutes]), Paris, 1976.

The World of Baroque & Classical
Musical Instruments
JEREMY MONTAGU
The Overlook Press, Woodstock, N.Y., 1979,
136 pp., $23.95

This well-written bock is similar in format

Dale Higbee

to the author's earlier volume, The World of
Medieval & Renaissance Musical Instruments
(reviewed in AR, November 1977, XVIII/3,
82). It is copiously illustrated with 16 color
and 101 black-and-white plates. The period
covered, 1600-1800, is divided into three
sections: the early Baroque, the High Ba-
roque (from the birth of Corelli in 1653 to the
death of J.S. Bach in 1750), and the Classical
era.
Montagu makes a number of interesting

points in his discussion of the early Baroque.
He mentions Bob Marvin's research on
recorders, which suggests that slight changes
were made in the shape of the bores in order
to alter the tuning to facilitate chordal play-
ing in meantone temperament. Montagu also
notes that larger instruments were made in
the seventeenth century than in the six-
teenth. He states that archlutes were the
first choice of instrument for continuo play-
ing for domestic and chamber music. Mon-
tagu also points out that the cornett and
Baroque trumpet have not been given their
rightful places in the contemporary early
music scene because of the very limited op-
portunities to specialize on these instruments
and the impossiblity for a performer to play
these instruments well when he is also play-
ing modern trumpet professionally.
The High Baroque was an age of virtuoso

composers and the period of the greatest
violin and recorder makers. It is curious that
in the second half of the seventeenth century
there were more great violin makers than at
any other time before or since. The golden
age of recorder makel-s, on the other hand,
was the end of the seventeenth century and
the first half of the eighteenth. In London,
there were Bressan and the Stanesbys,
father and son; in Brussels, the Rottenburgh
family; in Amsterdam, Haka; in Nuremberg,
the two Denners; in Paris, the Hotteterres
and their colleagues.
Citing as evidence the considerable

number of such instruments that have sur-
vived, Montagu suggests that bass recorders
may have been more common in the eigh-
teenth century than they are today. A hand-
some black-and-white photo of the Bressan
recorders at Chester shows the bass with its
strut, which might well be copied by present-
day makers. As described by Montagu:

This was a hollow rod, the air column within
which resonated in sympathy with the notes pro-
duced by the instrument and helped to strengthen
them when it was inserted into the lower end of
the instrument; m addition, since the end of the
strut rests on the floor, some vibration is carried
by it to the floor, which will itself resonate to some
extent. A hole in the side of the bell fixes the
acoustical length of the air column and acts as the
open end of the instrument.

In his chapter on the Classical era, the
author discusses musical, sociological, and
technological changes that affected the
development of musical instruments. The
recorder passed out of the picture of profes-
sional music making because of its limited
dynamic range ar.d expressive possibilities, in
contrast with the flute. The harpsichord also
made its departure from the scene and was
succeeded by the fortepiano, which Mon-
tagu says was used in continuo playing with
orchestral instruments to the end of the eigh-
teenth century, and perhaps into the nine-
teenth.
Like its predecessor, this book will be of in-

terest to anyone with curiosity about the
history of musical instruments, including pro-
fessional organologists. Two more volumes
are now in preparation by the author: The
World of Romantic & Modern Musical In-
struments and The World of Ethnographic
Musical Instruments. I look forward to
reading them with much interest.

Building a Chamber Music Collection:
A Descriptive Guide to Published
Scores
ELLA MARIE FORSYTH
Scarecrow Press, Metuchen, N.J. & London,
1979, 211 pp., $P

This book by a music librarian and profes-
sional clarinetist will be especially valuable
to librarians in helping them select a well-
balanced collection of chamber music scores
and parts for performance. It will also be
useful to amateur and professional musicians,
music teachers, and anyone interested in
exploring the world of chamber music
through recordings. More than three hun-
dred works are treated in ten categories:
duos, trios, trio sonatas, quartets, quintets,
sextets, septets, octets, larger ensembles
(nine to thirteen parts), and ensembles with
voice. In each group they are listed by prior-
ity of selection, with an asterisk next to
pieces considered most outstanding. Each
piece is briefly described, after which the
author gives a listing of references in the
bibliography, publishers of parts, publishers
of parts in collections, and publishers of
scores. At the back of the book are an anno-
tated bibliography, a directory of publishers,
a popular title index, and a composer index.
Works for recorder included are Handel's
Opus 1 sonatas, Telemann's E minor Trio
Sonata (with oboe) and Concerto a tre (with
horn), and Fasch's Sonata a 4 in Bb (with
oboe and violin). Many other eighteenth-
century pieces originally scored for flute,
oboe, or violin are playable on recorder; this
guide may serve to increase the reader's
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CARL DOLMETSCH
JEANNE DOLMETSCH

MARGUERITE DOLMETSCH

These world-famous musicians direct the making of superlative wooden
recorders and early bows at their new Haslemere workshop. This work-
shop, where materials and techniques of manufacture are very similar to
those that one might have seen in the eighteenth-century workshops of
Bressan or Stanesby Sr. and Jr., was set up in September 1978 follow-
ing the break between this family and Arnold Dolmetsch Limited.
Through the establishment of this new centre of craftsmanship, Dr. Carl
Dolmetsch has been given a special opportunity of examining again the
historical originals that we so admire today, and our three new models
bear the distinct signs of this review. All instruments have tapered wind-
ways and undercut holes and most have curved windways too. These
features impart a very special tonal quality to each instrument as well as
giving the player the added advantage of unrivalled responsiveness
throughout the two-octave-plus range from sopranino to bass. The low
pitch and modern pitch Stanesby recorders bear an external profile
derived from the Thomas Stanesby Senior instrument in the Dolmetsch
Collection. These hand-turned instruments represent the height of fine
craftsmanship, and it is only fitting that each instrument should be
supplied with a de luxe case specifically designed for the range. The Carl
Dolmetsch model is available only at modem pitch. With its simple
practical design, it meets the requirements of professional and serious
amateur alike. This model is also available with bell key or lipkey for
special effects. The early bows, made of pernambuco, satine, or snake-
wood, are derived from surviving originals and combine elegance and
practicability for players of members of the viol and violin families.

For full details please contact the Dolmetsch family workshop:
J. & M. Dolmetsch, in association with Carl Dolmetsch, 107b, Black-
down Rural Industries, Haste Hill, Haslemere, Surrey, U.K.

C
W

ountry
orkshop music stands

• Beautifully handmade in cherrywood and brass
• Precisely crafted to true virtuoso standards
PROFESSIONAL STAND
Variable desk height, 27" to 47"  $98.00

STATIONARY STAND
For seated player, desk height 24"  $78.00
Desks are interchangeable.
Prices include insured delivery.

HOMER PAGE • COLTNTRY WORKSHOP • CORNWALL
BRIDGE, CT 06754 • TELEPHONE 203 672 6166

awareness of such literature. The annotated
bibliography includes five books listing re-
corder music. It might be mentioned, finally,
that the Trio Sonata in C, BWV 1037, is
now attributed to J. G. Goldberg rather than
to J. S. Bach; also the Bach Sonata for flute
and harpsichord in A major, BWV 1032, has
a first movement torso that has been com-
pleted by some editors.

Recorder & Music
Vol. 6, Nos. 5-8, 1979
Edited by Edgar Hunt
Published quarterly by Schott & Co. Ltd.,
distributed by Magnamusic, Sharon, Conn.
06069. Annual subscription $7.50
Recorder & Music, Britain's counterpart to
AR, continues under the editorship of Edgar
Hunt to provide interesting reading material
for the recorder player. The March number
offers the third installment of David
Lasockls "A New Look at Handel's
Recorder Sonatas," part three of Malcolm
Hund-Davies' "A Review of Historical
Styles of Recorder Playing," and "Introduc,
ing the Shakuhachi" by Dan E. Mayers. The
June issue features "The Recorder Parts of
the Bach Cantatas—A Practical Approach"
by Denis Bloodworth, a survey of "Early
Recorder Methods" by Edgar Hunt, a report
on "Music in Schools" by Herbert Hersom,
and "Recorders at Morley College" by Theo
Wyatt.
One comment: the cover of the June issue

is the frontispiece of The Compleat Tutor for
the Flute (c. 1760), which Mr. Hunt, thinking
that the original engraver had made a
mistake, reversed to make left hand upper-
most; however, the position of the buttons
on the recorder player's coat suggests that
the player is indeed left-handed.
David Lasocki contributes two valuable ar-

ticles in the September issue: "Preluding on
the Recorder in England in the early 18th
Century" and "Schickhardt in London." The
December number includes an article on
"John Loeillet of London" by Morag Deane
and "The Recorder in Primary School in
Poland" by Barbara Smolenska. In addition,
there are reviews of music, records, and
books; reports of concerts and courses; news
from branches of the Society of Recorder
Players; correspondence; and obituaries of
Rudolf Barthel, Margaret Donington-Powell,
and Eric Halfpenny.

How To Become a Music CriticBERNARD SHAW
Edited with an introduction by Dan H.
Laurence
Da Capo Press, N.Y. 1978 (unabridged re-pub-
lication of the edition published in 1961 by Hill
and Wang), xxiii and 359 pp., $22.50
Titled after its lead essay, which appeared

in 1894, this volume is a collection of Shaw's
writings on music from a variety of periodi-
cals that were not reprinted in the collected
edition of his works. In addition to a general
index, it includes a useful biographical index.
Selections from this book were included in
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The Great Composers: Rev:ews and Bombard-
ments by Bernard Shaw (U. of California
Press, 1978, reviewed in AR, February
1980, XX/4, 172-173) and whetted this
reader's appetite for more. Pieces range from
unsigned reviews in The Hornet, 1E76-77, to
a short article in Everybody's Magazine dated
Nov. 11, 1950, the month of Shaw's death.
Included are such topics as opera in English,
the need for standard pitch, the importance
of the piano, and radio (Shaw died before he
could comment on TV!); composers Handel,
Mozart, Wagner, Liszt. Strauss, Elgar,
Grieg, and Sullivan; conductors R:chter and
Beecham; and violinists Cle Bell and YsaYe.
Shaw's article "The Mozart Centenary"
(1891) is especially good, and the piece titled
"Causerie on Handel in England" (1913) is
marvelous. There is also a lively exchange
with Ernest Newman on Strauss's Elektra.

Of special interest to readers of AR are
GBS's comments in "Musical Instruments at
the Inventions Exhibition" (1885); it in-
cludes the following evaluation of the playing
on antique instruments by unskilled players
that he heard there, and is probably not too
unfair:

The. . . flute-a-bec, flout° dolce, or lansquenet
flute, of which four sorts, treble, alto tenor, and
bass, were played in the simplest diatonic har-
mony, with a flaccid side drum of the kind used by
showmen marking time, is a wooden fageolet, the
most agreeable tones of which may be compared to
the cooing of an old and very melancholy piping
crow. The specimens used a: the histcric concerts
were only approximately icentical ir pitch; and
the piercing was of the roughest ante-Boehm
order. The effect of the flauzi dolci music was, on
the whole, quaintly execrable."

The Development of the Modern Flute
NANCY TOFF
Taplinger Publishing (A Crescerdo Book),
NY, 1979, xviii and 263 pp., $9.95 paper,
$19.95 cloth
This well-written book :s the most detailed

and up-to-date study of its subjec:, and it is
recommended for purchase by libraries and
by all serious students of the :lute. The
recorder is mentioned only in passing, but
players of pre-Boehm flutes will find much of
interest in the author's discussion of the flute
in the Baroque and classizal periods, as well
as its development in the early nineteenth
century. The main focus of th:s volume,
however, is on Boehm's re‘olutionary
design. The author provides a capsule sum-
mary when she writes: "The Germans
tended to ignore Boehm's invention, the
French, to adopt it almost universally, and
the English, to complicate it."
Consistent with this thesis is Alexander
Murray's modification of the Boehm system,
which is discussed at length. Miss Toff
quotes "one prominent flutemaker" as saying
that the Murray flute is "a theoretical mas-
terpiece and a practical monstrosity." (Inci-
dentally, it seems curious to me that some
flutists who have expressed enthusiasm for
Murray's model reject Boehm's original open
G#, preferably with offset G keys, which I

believe is superior to the regressive closed Git
key; this view is shared by such virtuosos as
William Bennett and Hubert Laws.)
The chapter on flute developments in this

century includes discussion of various
mechanical options, pitch, the headjoint,
materials, manufacturing techniques, and
musical implications. The final chapter on
"The Avant-Garde Flute" discusses new
techniques under six headings: alteration of
pitch and timbre by fingering, alteration of
pitch and timbre by embouchure and breath
control, percussive effects, noise effects,
lower range extension, and multiphonics. At
the back of the book are appendices on flute
systems used by leading players (from Kaspar
FOrstenau to William Kincaid) and on avant-
garde notation, plus a useful bibliography
and index. Greatly adding to this book's
value are the 142 illustrations, including
many detailed diagrams by Jerry Voorhees of
various key systems.

Carlo D'Ordonez, 1734-1786, A The-
matic Catalog
A. PETER BROWN
Information Coordinators, Detroit, 1978, De-
troit Studies in Music Bibliography No. 39,
234 pp., $15.50
I first encountered the name of Carlo D'Or-

donez twenty years ago in the book Instru-
mental Music, edited by David G. Hughes
(Harvard University Press, 1959). That
book includes a fine paper on "Problems of
Authenticity in Eighteenth Century
Music," in which H.C. Robbins Landon de-
scribes D'Ordonez as "one of the most origi-
nal and talented composers of his day" and
mentions a Symphony in C major that com-
bines "the Venetian multiple-choir technique
with the language of the preclassical sym-
phony." Ever since then I have been curious
to hear this music, which was edited by Lan-
don and finally published by Universal Edi-
tion, Vienna, in 1972. The only other
modern editions cf D'Ordonez's music are his
Opus 1, a set of six string quartets edited by
A. Peter Brown (A-R Editions, Madison,
Wisc.), and a transcription and translation of
his marionette opera Aiceste by Tina L.
Bankston (North Texas State University
master's thesis, 1972).
This handsomely produced thematic

catalog reveals that the symphony Landon
was enthusiastic about was virtually unique
among the composer's works in its use of
multiple choirs; D'Ordonez wrote a Serenade
for a Fireworks Display for thirty-one wind
instruments in two choirs, but its music has
apparently not survived. Works in this
catalog — arranged by key signature with in-
cipits for all movements — include sym-
phonies, other orchestral works, .chamber
music for five to eight parts, string quartets,
string trios, duos, and vocal works. At the
back are references to works that cannot be
identified, tracings of datable watermarks,
and facsimiles of selected copyists, followed
by indexes of watermarks and copyists. I
hope that the contents and appearance of this

fine catalog will stimulate interest in this con-
temporary of Haydn and Mozart and lead to
further publications, performances, and re-
cordings of Carlo D'Ordonez's music.

Clavier-Biichlein vor Wilhelm Friede-
mann Bach
JOHANN SEBASTIAN BACH
Edited in facsimile with a preface by Ralph
Kirkpatrick
Da Capo Press, N.Y., 1979 (reprint of the
1959 edition pub!ished by the Yale University
Press, New Haven), xix and 154 pp., $17.50

This handsomely printed, sturdily bound
facsimile edition, identical to the original in
its dimensions, will be of much interest to
serious keyboard players and students of
Bach's music. It contains sixty-two works,
some in the handwriting of J.S. Bach, some in
that of his eldest son, and some in both
hands. It also includes Bach's famous table of
ornaments. The preface by Ralph Kirkpatrick
is valuable for its description of the Clavier-
Bfichlein and for his comments on his
teaching experiences with Bach's preludes,
inventions, and sinfonias.

Lute, Vihuela, Guitar to 1800: A
Bibliography
DAVID B. LYONS
Information Coordinators, Detroit, 1978
(Detroit Studies in Music Bibliography No.
40), 214 pp., $12.50

This valuable bibliography includes books,
unpublished dissertations, and articles in
periodicals, encyclopedias, and Festschriften
on the lute, guitar, vihuela, theorbo, and
related instruments such as the cittem, ban-
dora, mandolin, and orpharion. It also lists
music editions that contain either parallel
tablature or a separate tablature fascicle, but
does not go into guitar transcriptions. The
addition of a listing of reviews increases the
usefulness of this book. It is aimed at the
specialist on the lute and related in-
struments, but the section covering musical
forms will interest all students of early music.
Two of the 1,966 entries are specifically
related to the recorder: "Music for the Lute
and Recorder" by S. Bloch (Musical America
69, April 15, 1959: 16) and "An Early Duet
for Recorder and Lute" by Charles W. Fox
(Guitar Review, 1949, 9:24-25).

Ornamentation in J.S. Bach's Organ
Works
PUTNAM ALDRICH
Introduction by Rosalyn Tureck
Da Capo Press, N.Y., 1978 (reprint of the
1950 edition published by Coleman-Ross), ix
and 61 pp., $14.95

This valuable treatise succinctly discusses
Bach's predecessors who most influenced
him, his use of ornamentation, and the
general character of the agrements. Then
follow separate :hapters on the trill, the mor-
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Limited
Early Double Reed

Shapers

MODULAR
FLOOR
STANDS

made of solid brass and

Edition

IVORY Renaissance • cast marine bronze hardwoodTenor / alto Racketts

with SOLID 14K GOLD

• 5 basic shapes fit most
early inst's

— for —

RECORDERS
or STERLING SILVER CRUMHORNS
end plates and tetines small SHAWMS

Manual for Crafting
working  Early double reeds

IsCritil E.
range

These instruments are includes:
loud, functional works of
art, made of solid ivory
collected before the ban
(hence limit).

• suppliers,

• scraping styles,

toraine
Reed Maker

Instniment Builder — Teacher

ALSO available in
• theory on design, 787 Liberty Road

Petaluma, California 94952, U.S.A.

maple / brass • tables of measurement (707)763-3981

E NSEMBLE MUSIC
of the

R ENAISSANCE
WITA PARTBOOKS IN ORIGINAL NOTATION

Edited by Richard Taruskin

Each volume contains all of the surviving settings of each cantus
firmus tune with extensive introductory essays and bibliograph-
ical annotations, as well as a brief guide for reading the notation.
The "Renaissance Standards" Series includes scores in modern
notation.

RS I: Coment peult avoir joyelWohlauf gut Gesell von hinnen $8.50
RS 2: Len vrolic wesen $12.75
RS 3: 0 Venus bant $8.50
RS 4: L 'Homme arme St i .00
RS 5: Jay pris amours

IN PREPARATION:

D'ung au/ire amer
Fors seulement
De tous biens plaine
Tanderna ken
Cela sans plus

0 rosa be/la
Fortuna desperata
Fortuna d'un gran tempo
Allez regretz
Comme femme desconfortee

PERFORMERS ... SCHOLARS ...

Order now for available editions or subscribe to the entire series.

OGNI 6012TE EDITIONS
ARNOLD GRAYSON, PUBLISHER
P.O. BOX 330-777 • MIAMI, FL 33133

Available now from the "Viola da Gamba" Series:

VdG I: Richard Mico — Edited by D. A. Beecher
Four Fantasias for Two Viols $5.25

IN PREPARATION:

VdG 2: John Jenkins —Edited by Marsha Bishop
Three Suites for Two Bass Viols & Keyboard
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dent, the appoggiatura, tl-,e turn, and com-
posite ornaments. Despite its title, which
suggests that it is limited to a discussion of
ornaments used in Bach's organ works, this
little book concerns itself with ornamenta-
tion in general and its imiortance in every
aspect of musical structLre. It should be
helpful to all instrumentalists, including ad,
vanced recorder players.
This reprint edition is handsome, and the

new foreword by Rosalyn Tureck adds to its
value. It seems a pity, however, that it is not
available in less expensive form, and I hope
that Da Capo will consithr publishing it in
paperback as well.
Putnam Aldrich (1904-1975) graduated

from Yale College, studiee harpsichord with
Wanda Landowska, and earned his Ph.D. at
Harvard in 1942 with a dissertation titled
"The Principal agrements of the Seventeenth
and Eighteenth Centuries: A Study in
Musical Ornamentation," which is still un-
published. For years I had heard of the
treatise under review, which is based on part
of this dissertation, but I had never read it
until now. I am impressed with Aldrich's
thoughtful analyses and insights, and I hope
that some enterprising publisher will make
his complete dissertation available.

Women Composers: A Handbook
SUSAN STERN
The Scarecrow Press, Metuchen, N.J. & Lon-
don, 1978, viii and 191 pp., $8

This book provides summary data on about
fifteen hundred women composers from nine
Western nations (United States, Canada,
England, Belgium, France, West Germany,
Austria, Switzerland, and Italy) from the six-
teenth century to the present, with a sup-
plementary list of about lye hundred others
about whom no information could be located.
The list includes only "c_assical" composers
who have had a composition published or
performed in public, or have won an award
for one. It is clearly a labor of love, but the
author—compiler seems cverly defensive in
describing women as always having been
"held in check by the antique rejection of
women as composers of worthy music." Boys
have generally been discouraged by parents
from becoming musicians too — and there
have long been outstanding women singers
and keyboard players. This book is a useful
one, but a perusal of its pages only tends to
reinforce the impression that— for whatever
reason — there have been few significant
women composers.

1'
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MARGARET PASH - MARK SLAWSON
Repair of Hisciorical W oodwinds

s Perkins Square, no. 7
Boston. Massachusetts 02130
Telephone: 617-522-3387

Trained at the von Huene Workshop.

Stanesby Jr.
Baroque Bassoon
by Philip Levin

Modelled after the 4 keyed original instrument, dated 1740, by
Thomas Stanesby, Jr. of London.

• A = L-15

• Keys for F, G#, D and

• Brass ferrules and keywork

• Curly cr straight Northeastern maple

• Nitric acid color

• Historical construction throughout

This instrument can be heard on a recording of Handel 's Opus 3, played by the maker, with
the Smithsonian Chamber Players on the Smithsonian Records label.

Philip LeviMP.O. Box 1090, 112 First Avenue, N.Y.C., N.Y. 10009 (212) 674-6715

Levin Historical Instruments, Inc.

NINTH ANNUAL MID-WINTER
WORKSHOP IN EARLY MUSIC

Miami, Florida
January 2—January 8, 1981
Biscayne College,
16400 N.W. 32nd Avenue
Miami, Florida 33504
Director: Arnold Grayson

Outstanding staff of recorder, viola da gamba,
Renaissance winds, and dance instructors.

$120 w/ARS membership

Faculty:

Tuition:

Registration
Deadline: November 25, 1980

Information:
Ann Stierli
Workshop Secretary
6445 Manor Lane
S. Miami, FL 33143
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Chapter News

Boston
Our tempo this year, our twenty-fifth anni-

versary season, has been prestissimo. In addi-
tion to putting on lively and productive
monthly meetings, we performed a five-part
Mass, commissioned an original piece of
music, held a Saturday workshop, and ended
the year with a Renaissance party. Two
members are producing a new history of the
chapter. We also compiled an early music
directory of Boston's musicians, teachers, in,

Bernard J. Hopkins, editor
strument makers, and resources for repair
and rental. Our plans were ambitious, and
the results have been exciting.
On April 13, members of the recorder

society with singers and instrumentalists
from the Quadrivium performed Pierre de la
Rue's Missa de Virginibus. Lutes, harps,
kruramhorns, shawms, sackbuts, zinks,
reeds, gambas, and guitars consorted with
recorders and voices to bring this work to life
for an eager public. Marleen Montgomery

ftmemmffinfbnommnfismaremmergneffinffieffilmftzffi zan

KELISCHEK
fl WORKSHOP

FOR HISTORICAL INSTRUMENTS
WiteRMIAMMWMIWARREMIRWRIMMISMIMAMWZIM

W RITE FOR OUR
NEW CATALOG

B RASSTOWN,N.C.28902
Tel. (704) 837-5833 USA

tRIMNFAM;%,,P,ADAPRERNW"

directed this silver jubilee gala.
Our Saturday workshop, "Pulse, Propor-

tion, Polyrhythms, Percussion," was led by
John Tyson, Kathleen Tyson, Nancy Roth,
and Ken Roth. About fifty of us struggled
with those wonderfully complex meters;
some of the more courageous tackled original
notation.
Robert and Catherine Strizich composed

an original recorder quartet for the society.
This is the fourth piece of music we've
commissioned over the years, and we hope
to perform it next season.
In our monthly meetings we played in five

groups. Two of these were sight-reading ses-
sions and two were study groups (which also
get together between chapter meetings). Ad-
mittance to the fifth group, new this year,
was by audition. Its leader was our music
director, Andrew Waldo. New programs
and groups are being organized for the fall.
For example, we hope to have a separate
wind band.
Special programs during the monthly
meetings brought us Asian flutes (Steve
Silverstein), tips on expressive playing
(Shelley Gruskin), and pavanes and galliards
(Julia Sutton's dance ensemble).
No description of our recent activities is

complete without mention of the hard work
contributed by our members. Our group
thrives on it. Such dedication to running so
vibrant an organization generates its own
energy, vitality, and downright good cheer.
We gather to make music among friends—in
the best tradition of early music.

Betsy Bates

Overmountain
The Overmountain Recorder Society of
Asheville, N.C., is currently enjoying a
renaissance after a year-long lapse in the
chapter's activities. The group, now com-
posed of thirteen members, began playing
each Saturday in 1975 and organized into an
ARS chapter in January, 1978.
The original intent was to incorporate five

groups in the western Carolina mountains
and to hold meetings on a rotating basis in
various towns. When this idea proved un-
workable, the group based itself in Asheville,
reorganizing in September, 1979. Weekly
sessions are held at a local church, and the
group performs regularly in the area.
Its most exciting performance to date has

been in a TV segment filmed at Biltmore
Castle near Asheville, featuring members of
the ensemble garbed in medieval costumes
and playing works of Susato.
The chapter recently sponsored a weekend
workshop led by Helen Jenner of Chapel
Hill, which was attended by forty-two area
enthusiasts.

Jean Barry
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ATTACHE CASES
FOR RECORDERS

Pt• t 4fr•

Case will hold SAT music, and
music stand OR Bass, music,
and music stand. Case formed
of ABS resin with ch rome hard-
ware and a sturdy handle. Each
piece of the recorder fits in a
separate compartment lined in
velveteen. For mcre informa-

tion please write to:

Robert Richards
P.O. Box 14463
San Francisco, CA 94114
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Igit THEO MILLER
MAKER OF ANC:ENT MUSIC INSTRUMENTS
R.R. I, PENDER ISLAND, B.-=., CANADA VON 2M0

telephone: (604)629-3794

New address!

Lawrence D. Brown, Luthier

3605 Shaw Avenue

Cincinnati, Ohio 45208

U.S.A.

Write for my new

brochure and color

photo, or visit

by appointment.

(513) 871-6717
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Oberlender kecorders
by Heinz Roessler

An entirely new series of replica recorders modelled after the instruments of J W.
Oberlender of mid 18th certury Nuremberg.

FEATURES:
• Available in Soprano or Alto sizes
• Available in A =4L0 or A=415
• Single or double holes
• Remarkably authentic tone and response
• Important historical constructior details
• Very attractive prices
• Each instrument is finish voiced and tuned in our shop before shipping.
• Guaranteed for one year against cracking and deterioration of tone

and intonation.

Any instrument sold by us may be returned with n 30 days for full refund.

SOLE U.S. DISTRIBUTCR: Levin Historical Instruments. Inc.

Philip Levin/P.O. Box 10)0, 112 First Avenue, N.Y.C., N.Y. 10009 (212) 671-6715
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Notice to the Membership

335 ballots were received by the American Recorder Society
office in the election of a new Board of Directors, who are to
take office on June 30, 1980. 12 of these ballots could not be
counted because they did not have the name of the ARS
member on the outside of the envelope.
Those elected, by majority vote, are the following:
Andrew Acs New Orleans, Louisiana
Suzanne Ferguson Columbus, Ohio
Shelley Gruskin Duluth, Minnesota and

New York, New York
Bernard Hopkins Oakland, California
Valerie Horst New York, New York
Philip Levin New York, New York
Patricia Petersen New York, New York
Constance Primus Denver, Colorado
Susan Prior Toronto, Canada
Peter Seibert Seattle, Washington
Five members of the previous Board have been re-elected,

and five members are new.

Grenser
Replica
Baroque
Flute

Through an excl Jsive arrange-
ment with a well-known U.S.
maker of replica flutes, we are
able to offer cop es of the one-
keyed flute by Heinrich Grenser
(1764-1813) which is presently

in the Smithson an Institution.
This is the best sounding and
most authentic flute copy com-
mercially available at present.
It is regarded as equal to or bet-
ter than instruments available
only at much hig ler prices and
after lengthy back orders. Pre-
viously available only on order
from the maker. the Grenser
replica can now be shipped im-
mediately from our stock. Com-
plete with joints for A=415,
A=440 and soft case.

Please write for details.

Philip Levin/P.O. Box 1090, N.Y.C., N.Y. 10009
(212) 674-6715

Levin Historical Instruments, Inc.

There are three alternates. Benjamin Dunham and Helen
Jenner are tied for first alternate, with James Barker directly
behind them (by one vote) as third alternate.
The present officers of the Society remain in office until the

first meeting of the new Board, which will be held in New
York as soon as possible after Labor Day.
The Elections Committee wishes to thank, once again, Ms.
Ann Crickmer, who acted as chairwoman of the Nominating
Committee, the members of her committee, and all those
members of the Society who took the trouble to vote in this
election. The votes were close and, in the case of the alter-
nates who will take office in the event of any vacancy(ies),
very close indeed. The ballot of even one more member of the
Society might have made a very big difference in the election
results.
We feel, however, that the newly elected Board is an ex-

cellent one, and we wish them the very best of luck in their
new endeavors.

Elections Committee

041,1

253 C. 10th Street
New York. N.Y. 10009
212- 982-0502

Fine Hardwood Music Stands...
Early Music Stands makes the finest in

hardwood music stands, upholstered per-
formers benches, instrument stands, and

Early much more. For your copy of our new 32
page mail order catalog of ch3mberMusic music furniture, please send

afanda $1 (refunded on first order).
Drawer 1900, Box 277, Palo Alto, CA 94302

PREMIER
MUSIC

DISTRIBUTOR
ZAMIR & ARIEL
RECORDERS

415 S. HILL (213)687.0988
LOS ANGELES, CA 90013

AMERICAN ORFF-SCHULWERK ASSOCIATION

NATIONAL CONFERENCE

November
6th - 9th

1980

Wm. Penn Hotel
Pittsburgh
Penna.

FOCUS ON FOLKLORE
For regosnotion form write: Cinch Wolswg, Execunve Secretory, AOSA

Deportment of Mow. Cleveland Store Unwersory. Cleveland. Oruo 44115
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Introducing
The Broken Consort

Publishers of Music for the Recorder
featuring the diverse arrangements of the well known recorder teacher/performer

Marvin Rosenberg
BRC 1 - Selections from "Danse:-ye" by Susato - Arr. for S & A Recorders $2.00

Selections from these famous dances are presented in an easy two-part format

BRC 2 - "Selections from the Classical Period" - Arr. for S & A Recorders $2.00

Characteristic selectior s in an easy to medium, very playable edi:ion

BRC 3 - "Selections from the Romantic Period" - Arr. for S & A Recorders $2.00

Some Romantic Period kllypops that sound surprisingly well on recorders. Easy :o Medium

BRM 1 - "Irish Air" - Arranged for SATB Recorders
An old favorite arranged with a modern flair. Guitar chords.

BRM 2 - "Adagio Solo'. -by Schostakovitsch - Set for Alto Recorder & Piano

A cantabile so .o from the 20th Century. Requires good breath control

BRM 3- "Theme" from Piano Concerto in C Min. by Mozart - Arr. for SATB Rec.

A miniature "gem" taken from a larger masterpiece. Enjoyable to play

BRM 4 - "A Turkey in the Straw" - Arr. for S, SN (A), T, B, Recorders
A musical boa-bon and a real challenge for the established consort.

Order directly from:
The Broken Consort
637 Dianne Street
Seaford, N.Y. 11783

On orders of $5 jr less, please enclose 75cc for postage and handling.
N.Y. State residents please include 7% sales tax

$1.00

$1.00

$1.00

$1.00

 4

• • 0 • • • .11)

temirr=141.u4aV AImm........asauas.4

Cala.; 19 Fell 1978 $2 00

The Musica Antique Guide To

Recorder Music

A COMPREHENSIVE CATA .0G OF THE F.IBLISHED
LITERATURE FEATURING SOLO,' ENSEMBLE
MUSIC. MEDIEVAL THROUGH AVANT-GARDE.

AND BOONS ABOUT SECORDER

MUSIC A ANTIQIJA

NEW!
• lists over 2,000 quality items.
• separate sections for solos, duets,

trios, quartets, solo sonatas, trio
sonatas, larger chamber works,
Christmas, vocal, etc.

• all entries alphabetical for easy use.

• instrumentatiors clearly specified.

• useful as a reference work as well
as a catalog for ordering.

• concentrates on major repertory,
but lists hundreds of eclectic edi-
tions, too.

send $2.00 to

MUSICA ANTIQUA
2530 California St.

San Francisco, CA 94115

Your guide will be rushed to you by
first-class mail.

IiITS
for

RENAISSANCE LUTES
Pretnade shell, precut rose

RENAISSANCE VIOLA DA
CiAMBA

Preassetubled hack tuul sides,
precarved neck and top

GoTilic AND (-Euric
[1:UZI'S
PSALTERY
VIELLE
REM('

rimsnED iNsTRuNIENTS
Strings Bows Cases

3anut ttox, luthitr, 3tb.
429 Fawcett Street • Balta., Md. 21211

(301)235-0:344

THE
RECORDER
SHOP

We handle the best lines of

Recorders, Lutes, Viola da Gambas,

and Music.

415 SO. HILL ST.

LOS ANGELES, CAL. 90013

(213) 687-0988

cl/loVa
do govnba
Society

ot utnekica

For membership information write:

John A. Whisler
Publications Manager, VdGSA

178 S. McLean, Apt. 4

Memphis, TN 38104
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Letters

History vs. Music:
I have been trying to make sense of Daniel
Waitzman's article in the May, 1980, issue,
and I have come up with the following:
"Musicological fundamentalism," which is

a "legalistic reliance upon historical prece-
dent" in the performance of early music, bids
us distrust our "subjective aural judgment"
and teaches the "abrogation of the per-
former's proper role." In so doing, it
"represents an absolute and paradoxical con-
tradiction," since the very precedent that it
espouses includes the freedom of the per-
former to reject the authority of such prece-
dent:
A connection is made between the pro-

ponents of musicological fundamentalism and
those of "atonality" and "dadaism," the con-
nection being the failure of taste and judg-
ment in both cases. The connection is not
simply a matter of analogy; the "same
people" often advocate both. (I know quite a
few people involved in new music and most
of them are bored by both musicology and
early music; there is at least one exception
among Mr. Waitzman's acquaintances,
however, and perhaps it is of her he is think-
ing. I always rather admired her taste and
judgment.)
Musicological fundamentalism has two

sources:
1. A feeling of cultural inferiority to past

eras. This inferiority is not imaginary, it is
real, as is evidenced by our acceptance of
atonality, etc., which necessarily excludes
sensibility and good taste.
2. Our failure to understand (a) the old

relation between God and musicians and (b)
the old ideal of progress through technologi-
cal innovation.
Musicological fundamentalism is likened to

a kind of "non-Western" magic or witchcraft
filtering in (from India? China?) through
chinks left by the crumbling of the bulwarks
of Christianity and taste. (Maybe it is Jewish
magic he is talking about—after all, atonality
was invented by a Jew.) The chronology of
this collapse of taste is specified: Bach and
Berlioz stand at either end of the process.
Christianity's decline seems to have begun
(or ended) with the French Revolution.
The heart of the author's message is con-

tained in a very long paragraph at the center
of the essay. In playing early music, we
should take advantage of every improvement
in instruments and playing technique
available to us, including improvements of
which the composers could haye had no
knowledge. This exhortation is developed in
a passionate, almost incoherent defense of the
rightness of the modern musician's instincts
and the superiority of his natural taste over

any attempts to reconstruct what earlier
musicians might have had to be satisfied with.
In the magnificent peroration that follows,
the author flings down his ultimate challenge:
"I reject eighteenth-century recorder tech-
nique because I know better." He also rejects
the Baroque flute for most music because the
modern one enables him to approach more
closely his "conception of the ideal perfor-
mance that exists in the mind of God."
There is much that is puzzling in all of this.

If taste has been declining steadily since Bach
and precipitously since the French Revolu-
tion, from what unp2lluted well-spring does
the "sensitive musical performer" quaff that
"subjective musical judgment, the free and
unrestricted exercise of which constituted an
important feature of virtually all pre-
twentieth-century musical styles." And
what is the nature of our present musical
population? Are we all corrupt (except the
author, with his special understanding of the
mind of God) or are we divided between the
innocents, miraculously unsullied by Pierrot
Lunaire and Lulu, and the musicologists /
atonalists /dadaists?
Mr. Waitzman praises the eighteenth cen-

tury for its notion of progress through
technical innovation, citing Quantz's im-
provements to the flute and the Bachs' in-
terest in new keyboard instruments. But
surely the most brilliantly progressive inspira-
tion of the eighteenth century was to aban-
don the recorder, as if it could foresee the ad-
vances in instrumental manufacture and play-
ing methods that would blast its pathetic
tootling out of music for 150 years. Talk
about contradictions! The author assures us
that he is "not advocating the abandonment
of historically correct instruments." He is on-
ly attacking the scholarship that makes them
possible and the attitudes that resist improv-
ing them so as to render them historically in-
correct.

David Fuller
State University of New York

at Buffalo

(Dr. Fuller is a member of the editorial board of
this journal.)

Comments on the February issue:
It is with a great deal of pleasure that I
write to thank you and your excellent staff
for what I consider to be the. best American
Recorder ever.
The feature articles on Browning, by
William Hullfish, and The Recorder in
Education, by Marvin Rosenberg, were
outstanding examples of the kind of thing I

would personally like to see more of in our
society's magazine. They were both par-
ticularly appropriate for those of us who are
engaged in trying to bring a greater apprecia-
tion of early music to a population that is
generally unaware of the whole scene, and,
in this regard, the account of the Stuart an-
timasque given at the University of Michi-
gan was most enlightening. It "shews" us
that there is an audience out there
somewhere, if only we could reach it. Both
co-authors of this fact-filled account should
be congratulated on the feeling of bubbling
enthusiasm they 'managed to set down in
print, and it is to be hoped that we will see
more of their work in the future.
I applaud the improvements in quality that

have taken place recently and can only hope
that this tendency will continue under the
incoming administration. Volume XX
Number 4 is what I consider to be a land-
mark edition, and I have been reading The
American Recorder on and off for about
twenty-two years now.
Thank you again for a most excellent col-

lection of news and information.
W.D. Trigg

College Bridge, N.B., Canada

Music review:
I thoroughly enjoyed Colin Steme's discus-

sion of the Ogni Sorte Editions (February
1980). I found it thorough, informative, most
interesting, and useful. I appreciate his effort
and the efforts of Richard Taruskin and Ar-
nold Grayson in making this edition available
to us.

Frances Faleder
Pittsburgh, Pa.
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Classified

FOR SALE: Richard J. Browne Estate
#63-80-186, Court of Common Pleas,
Washington County, Pennsylvania. John
Challis Harpsichord #57-196. 1956 instru-
ment, three choirs of strings, two 5', one 4 '.
Single manual, 58 notes GG to f". Spruce
soundboard, cast aluminum frame and hitch-
pin rails, all strings back-pinnec on flat
bridges. Four pedal stops, keys &pony and
longwood, span 6-1/4 in. Walnut veneer
case. Sealed bids on or before August 25,
1980. Can be viewed by contact:ng Kevin
Walsh, P.O. Box 468, Cal.fornia, PA 15419.
(412) 938-3442. Right reserved to :eject any
or all bids.

WANTED urgently: tenor dulcian, new or
used. Dr. Rubin, Box 183, Teachers College,
Columbia University, N.Y. 10027. (212)
866-1000.

FOR SALE: Moeck R.ottenburgh alto
recorder, $175; Moeck maple alto recorder,
$75. Armstrong chrome plate flute, used,
good working condition, $85. Tenor
recorder, extra double holes, $5). All in-
struments professionally appraised. Prices
not negotiable. (212) 932-0502 evenings,
keep trying.

EARLY MUSIC Center. Shot.: summer
courses. Viols, recorders, harpsichord,
ensembles. 242 Northwood Drive, Yellow
Springs, Ohio 45387. (513) 767-8181.

FOR SALE: Moeck great bass recorder, ex-

cellent condition, $600. George Simmons,
111 Arrow, Moscow, Idaho 83843. (208)
882-5043.

FOR SALE: Baroque oboe, Korber, modern
pitch, grenadilla with 4 ivory rings, 2 silver
keys. Baroque flute, Moeck-Steinkopf,
grenadilla, ivory rings and silver key, modern
pitch. $400 each. Robert Sorteberg, 1779 S.
Cabana Ave., West Covina, Cal. 91790.
(213) 336-1458.

FOR SALE: Moeck alto shawm, good condi-
tion, $635. Lewis Baratz, 2140 Knapp St.,
Brooklyn, N.Y. 11229.

FOR SALE: Baroque flute, von Huene
Chevalier, modern pitch, boxwood, $595.
Dolmetsch bass recorder, sycamore, $455.
Monk cornettino in C, leather covered
ebony resin, silver mounts, 2 mouthpieces,

$85. David Stilp, ;608) 879-2604.

FOR SALE: Rottenburgh tenor, grenadilla,
revoiced, mint condition, $325. Dick Robert-
son, 1124 Morris Road, Wynnewood, Pen-
na. 19096. (215) 649-1361.

FOR SALE: Moeck Baroque ranket,
Steinkopf copy, excellent condition, 2 years
old, $500. Call (212) 737-8108, leave
message.

FOR SALE: Dolmetsch portable harp-
sichord, 4-1/2 octaves, $2200; tromba
marina, $500 or best offer. Tuning and voic-
ing of all double reed instruments. Cane

reeds made to order. Boulder Early Music
Shop, 2037 13th St., Boulder, Colorado
80302. (303) 499-1301.

HARPSICHORD MUSIC, solo and ensem-
ble. Best editions from U.S. and European
publishers. Also books on history and perfor-
mance. Write for free catalogue. Zucker-
mann Harpsichords, Inc., Box 121-AR, Ston-
ington, CT 06378.

HARPSICHORDS, clavichords, Viennese
pianos. Custom instruments and kits. Write
for free catalogue. Zuckermann Harp-
sichords, Inc., Box 121-AR, Stonington, CT
06378.

Classified rates for The American Recorder
are as follows:
45(Z per word, ten word minimum. "For
Sale" and "Wanted" will not be counted but
should always be included in the copy. ZIP
code counts as one word, telephone number
as two words.

Payment must accompany copy. Classi-
fied advertisements will not be billed. If
payment does not accompany copy, ad
will not be published.

Advertising rates and a statement of adver-
tising policy are available from the Editor, 22
Glenside Terrace, Upper Montclair, New
Jersey 07043.

APPLICATION FOR MEMBERSHIP

THE AMERICAN RECORDER SOCIETY
13 East 16th Street, New York, NY 10003

Enclosed is $

E Membership ($12.50)
El High School Membership ($7.50)
O Donation

E Check
111 Money Order

Two members of a family
may share a membership.

Membership from September 1, 1980 to December 31, 1981.

Your tax-deductible contribution
of any size will be most welcome.

NAME: (Dr./Ms./Mrs./Miss/Mr.)  

ADDRESS:  

CITY STATE ZIP  

E I am not affiliated.
E I am affiliated with the chapter.

THOSE JOINING THE SOCIETY THROUGH CHAPTER AFFILIATION SHOULD PAY THEIR NATIONAL DUES THROLGH THE CHAPTER.
Please make check or money order payable to the American Recorder Society, Inc., and mail to above address.
Be sure to notify the Soziety of a change of address.

.11
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ARTHUR NITKA PRF ['EN'

L6 
WEST
MUSIC

WHERE EXPERT ADVISERS TAKE TIME TO HELP YOU

since 1887. (That's a long time — the bugs are
ironed out by now!)
6 Nagoya Suzuki violins are consistently good.
As my distributor says— if he opens 100 cartons—
all 100 violins look identical, play the same and
there's not a clinker in the bunch. (Incredible in this
day and age.)
7 Nagoya Suzuki violins have a beautiful but
tough, durable finish  that will last and last under
the most trying of conditions.
8 Nagoya Suzuki originated the violins for the
Suzuki program. (You know where that puts
everybody else!)

*Buy your Nagoya Suzuki violins from Terminal Music.
Customer satisfaction with no strings attached.

WHY YOU SHOULD BUY FROM
TERMINAL

It makes good business sense to buy your
Nagoya Suzuki violins from Terminal Music. Why?
You know us, how we operate, how we always put
absolute highest priority on serving the needs of
our customers. You know that our prices may well
be the  lowest in the business. (We can't imagine
anyone selling for less and still making a buck or
two profit!) Our watch words are fair dealing and
customer satisfaction. So whether you are a
teacher, a violinist, a student, or a school, when it
comes to Suzuki, make Terminal your homeland.
We understand and respect the fine balance (in a
tight economy) of your being able to purchase the
finest quality instruments at the absolute lowest
price at which we can make a small profit. (That's
only fair!) It is on these principles, we have, with
your gracious help as customers, built our busi-
ness as one of the nation's leading recorder and
band instrument dealers. Thank you for consider-
ation of Terminal Music as your trusted supplier,

From the recent
sayings of Art Nitka...

tliriAic.t .• (1*

- ±)L- — • y

Deaze,ri c5e,k0-0-e 6,s-Yr/,66(u.,0
What? Terminal Music selling violins? Well cer-
tainly not just any violin — the famous genuine
Nagoya Suzuki line.
Let me tell you why I am featuring these splendid
stLdent instruments and why I believe you should
consider sending me an order.

ARE YOU A TEACHER?
If you teach privately or in school you undoubtedly
know more about the success and psychology
behind the famous Suzuki early-training method
than I do. But, I do know that it is probably the most
spectacular road to early proficiency on the violin
(and other string instruments!).

ARE ALL SUZUKI VIOLINS THE SAME?
No. Funny you should ask. Not only are they not
the same, but they're plenty different! (After some
research, I have become a "horseback" expert of
student violin quality!) For example I know that:
1 Nagoya Suzuki violins are made in the Euro-
pean tradition, using spruce on the top, maple on
the bottom, sides and neck — to traditional Euro-
pean measurements.
2 Nagoya Suzuki violins have ebony trim and
pegs. (Nct soft wood or materials that slip.)
3 Nagoya Suzuki violins are  resistant  to.adverse
weather and humidity conditions. (One dealer in a
particularly inhospitable part of the country will -
stock no other violin.)
4 Nagoya Suzuki violins have a fiberglass bow. (I
would say that such a bow is practically indestruc-
tible but the minute I say that, some kid will whack
one of 'ern over a paper cutter and prove me
wrong!)
5 Nagoya Suzuki violins are the best investment

in the price range — they're made by Japan's
largest violin maker who has been making them
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HOW DID ART NITKA GET INTO SUZUKI?
Well— I'm not really into it — bu-. I'm an eager and willing
student, as well as a great respector of the basic p-e-
cept. Also I love children and love to see them learn and
be happy. This is a main thrust.

The fact that there is  no failure with Suzuki impresses
me. The fact that there is parental invo vement, and the
setting of modest goal increments impresses me. If a
student of Suzuki accomplished no great musical feat,
at least he or she might never experience stage fright, or
fear of failure. I feel this is impertant. 

With young children, the mind is perhaps the most effi-
cient and receptive in processing and assimilating
information. The combination of physical and mertal
discipline that is called for by the Suzuki method cannot
help result in a happier childhcod and a  more confident
and productive adult life.

I understand that older students can also be taught
using Suzuki principles, but lessons are structured dif-
ferently, and greater emphasis is placed on analysis and
musicality.

A keystone in the whole Suzuki process is the proper
violin size for the size of the s:udent — so that the child
has the best chance to succeed and have a  positive 
experience  throughout the ent re time of study. Trying to
play on a too small or too large violin is counterprodJC-
tive, and Mr. Suzuki saw this many years ago when he
as a master theorist and educator first developed The
entire learning philosophy.

Personally, I would like to see a lot more of the Suzuki
concept in education, family life and society. It is a fo-ce 
for good  in times where we don't always hear an accent
on the positive.

MAIL THIS COUPON TODAY
PLease send the following instruments: (Cescribe fully)

I enclose $ 

If you live in New York add sales tax.
SHIPPING: Please add $4.50 for the first violin ordered, plus
$2.00 for each additional instrument.

or a different perspective on Nagoya Suzuki
violins turn page upside down. (Of
course then you may not be ab e

to read the Japanese text.)

WHAT HAVE WE TO SELL?

So glad you asked.

We have Suzuki Violin Outfits in 1/4, 1/8,1t10
and 1/16 sizes, (please specify) each of which
list for $209.50.

Terminal's Regu'ar Selling Price is $144.50. Our
introductory price with this advertisement is

4'121.5

Then we have Suzuki Violin Outfits in 1/2, 3/4
and 4/4 sizes (please specify) listing at
$224.50.

Terminal's Regular Selling Price is $157.50. Our
introductory price with this advertisement is

4t/32.5o
Finally, for those who want a 4/4 size artist
grade outfit, we offer the superb Suzuki Artist
Violin Outfit listing at $459.00.

Terminals Regular Selling Price is $319.50. Our
introductory price with this advertisement is

0272.54
Write for special price quote on quantity orders.
Sizes and models may be mixed.

ME ME NMI IM UM MN MI

TERMINAL MUSIC, Mail Orcer Division
166 West 48th Street, New York, NY 10036

Name

Address

City 

State

Phone

Apt

Zip

August 1980 99



E@O@O@MOMM@BBMOMMOffiffiffiggfflOfflaffiffiffiffl
HARGAIL

Specializing in Recorders and Recorder Music Sole U.S.A. distributor of the Finest Recorder

SINCE 1941 THE SWISS KUENG

Hargail is the U.S.A. agent for the new model HARVARD plastic
soprano recorder, made of the finest materials, unbreakable,
fine intonation, accurate pitch, 3 piece model, English and
German fingerings. List $3.25, including bag, chart, etc.

NEW AND RECENT
by Walter Bergmann

George Frideric Handel: Festive Pieces, S. & A w/Pfte. and /or T.-Score & parts  $4.95
Francesco Mancini: Sonata No 8 in Gm, Alto Recorder and Keyboard  $3.50
Four Great Masters of the Baroque, Soprano Recorder & Keyboard  $4.95
Great Masters of the Baroque: for Alto (Treble) recorder and keyboard $5.50
Five Songs for Christmas: for Voices, Recorders, Percussion and Piano  $2.25
When the Saints Go Marching in for Orff School Orchestra  $2.25
The Old Brass Wagon for Orff School Orchestra  $2.00
Pat-A-Pan for Orff School Orchestra  $2.50
Casey Jones for Orff School Orchestra  $3.95
Two American Suites: American Indian and Peruvian for
Soprano (Descant) and Piano  $1.95

Sixteen American Folksongs for Soprano Recorder with easy piano accompaniments  $1.95
Nicolo Francesco Haym: Trio Sonata in Gm, Op. 2 No. 6
-2 Alto Recorders (VIns. & B.0  ) $3.95

De Konink: Trio Sonatina in Gm, -2 Altos/2 VIns. & B.C. $3.95
William Williams: Trio Sonata in C. Major -2 Altos & B.C.  $3.95
Wm. Babel! Concerto in C Major: for Soprano recorder and keyboard*  $3.25
Corelli Sonata in F Major for Alto recorder and keyboard*  $2.75

*recorded by Frans Brueggen
by Harold Newman
0 Mistress Mine and other Elizabethan Songs in Shakespeare. Soprano solo  $1.50
In the Beginning—The Recorder: The very first book for soprano recorder  $1.75
The Follow-up Recorder Book for advanced beginners: soprano  $2.25
Sight Reading The Masters - soprano or tenor recorder  $2.75
Sight Reading The Masters - alto or sopranino recorder  

by Mario Duschenes

$2.75

Encore...Bach Fugues: Dm, Em, Cm. (S.A.T.B.) score & parts  $3.75
Encore...Bach Fugues, Book Two: Am, F, Dm (SATB, SATBN)  $5.25

HARGAIL MUSIC, INC.
51 East 12th Street, New York, N.Y. 10003 Telephone (212) 245-7246

EEMMOMEM00000@ffifflaffiffigOOMMOOEME1

The American Recorder Society, Inc.
13 East 16th Street
New York, N.Y. 10003
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