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The Detroit Recorder Manuscript

Introduction

VARIOUS ITEMS RELATING TO THE HIS-

tory of the recorder in Europe now
rest in American collections. The best
known are the recorder methods and
prints of Baroque recorder music in the Li-
brary of Congress and the instruments in
the Dayton C. Miller callection in the
same institution. One item that seems to
have gone unreported in the literature so
far is a manuscript volume of recorder mu-
sic in the possession of the Detroit Public
Library.2 The manuscript, a score written
in a legible hand, is entitle "Sonates pour
une [two words crossed out] fluttes et
Basse" on the front cover in a different
hand. The title is misleadiag in two ways.
First, the manuscript contains not only
sonatas for alto recorder and basso contin-
uo—seventeen of them—ut also two sets
of divisions on ground basses for the same
combination and a duet for alto recorders.
Second, the manuscript is of English
rather than French provenance. The re-
corder part is notated in treble clef rather
than French violin clef, and the titles of
the individual pieces in the copyist's hand
are mostly garbled Italian (for example,
"Sonatta Flutto 3o1o") but sometimes
English ("Ground/Division" and "Sonatta
For 2 Flutes"). A:1 the music in the vol-
ume is anonymcus with the exception of
Sonata II, which is attributed to
"Courtiville," presumably a reference to
Raphael Courteville (fl. 187-1735), who
was born 'Al England of French ancestry
and wrote a recorder sonata and a set of
six duets.'
The aim of the present article is to iden-

tify all the compositions and to sketch the
milieu in which they were composed, per-
formed, and distributed. A complete table
of contents is found in Table 1 and the in-
cipits in Example 1. Ironically, the only
identification of a composer in the manu-
script turns out to be incorrect (it was Fin-
ger, not Courteville). Apart from a sonata

(England, c. 1700,1

David Lasocki

attributed to Corelli in another source
(but almost certainly not by him), the
pieces were written by four composers:
Gottfried Finger (nine), James P aisible
(seven), William Williams (two), and Ed-
ward Finch (one). Since few recorder play-
ers will know very much about these corn-
posers, I shall summarize what I have been
ab:e to find out about their lives. This ex-
ercise also sheds light on the background
of -le manuscript.

Example 1. Incipits of all the compositions in
the Detroit manuscript.
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The Composers

Gottfried Finger (or Godfrey, as he was
known to the English) was born around
1660, probably in Olomouc, Moravia,
where his father was a Stadtpfeifer. We
know nothing of his early life, except that
the nineteenth-century German musicolo-
gist Riemann claimed he was in Munich in
1682. He seems to have gone to England
early in 1687, when he became one of sev-
eral foreign instrumentalists in King James
U's Roman Catholic chapel. He received
riding charges in 1687 and 1688 for ac-
companying the king to Windsor and else-
where during the summers. His first pub-
lished pieces, a set of twelve sonatas for
various combinations of strings and basso
continuo (1688), were dedicated to James;
they were played in the chapel and per-
haps as dinner music.
James fled the country late in 1688 and
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Table 1.
Contents

Nos. I-XIX are for alto recorder and basso continuo; XX for two alto recorders.
No. Composer Title

William Williams Sonata

II Gottfried Finger

ifi Gottfried Finger

IV Gottfried Finger

V Edward Finch

VI Gottfried Finger

VII Gottfried Finger

VIII Gottfried Finger

IX Gottfried Finger

Sonata

Sonata

Sonata

Sonata
(The Cuc-
kow [Cuc-
koo]:
Sources
1-4)

Division
[on a]
Ground
(Ciacona:
Source 1)

Division
[on a]
Ground

Sonata

Sonata

Key Concordances

A Sonata for a Single Flute, en-
graved by Thomas Cross, London:
n.p., c. 1700.

1) Dix Sonates a 1 Flute & 1 Basse
Continue... Opera Terza, Amster-
dam: Roger, 1701, No. 8.
2) Bodleian Library, Oxford, Mus.
Ms. C61, pp. 50-53 (in D for
violin).

Dix Sonates. . Opera Terza, No. 4.

Dix Sonates. . Opera Terza, No. 3.

1) Autograph ms., c. 1685-89,
Durham Cathedral Library, Bam-
burgh Ms. Mus. M70, Rev. pp.
41-44 (in G for violin).
2) Bodleian Library, Oxford, Ms.
Mus. Sch. E.399, if. 44v-45 (in
G).
3) The second part of the Division
Violin.. .2nd edition, London: H.
Playford, 1693, pp. 16-19 (in A
for violin).
4) The Cuckow Solo, London:
Walsh, c. 1730.

1) Dix Sonates.. Opera Terza, No. 10.
2) The second part of the Division
Flute, London: Walsh, 1708, No. 1.
3) The First and Second Books of
the Division Violin, London: Walsh,
1708, No. 10 (in D for violin).

British Library, Add. Ms. 35043,
f. 123v.

Dix Sonates. . Opera Terza, No. 5.

1) VI Sonatas or Solo's. Three for
a Violin & Three for a Flute, Lon-
don: n.p., 1690, No. 6. Reissued:
London: Walsh, c. 1701-02; Am-
sterdam: Roger, c. 1701.
2) Six sonatas or solos for the flute
. . ., London: Walsh, Randall &
Hare, 1709, No. 3.
3) Cambridge, Rowe Music
Library, Ms. 122, f. 12v, No. 43.
4) British Library, Add. Ms.
31993, f. 3v (incomplete bass part
only).
5) British Library, Add. Ms.
31466, No. 48 (in D for violin).

Modern Editions

1) ed. Hugo Ruf, Kassel: Baren-
reiter, 1971 (Hortus Musicus
208).
2) ed. Adrienne Simpson,
London: Stainer & Bell.

ed. Peter Holman, Tokyo: Zen-
On, in preparation.

ed. Peter Holman, Tokyo: Zen-
On, in preparation.

ed. Peter Holman, Tokyo: Zen-
On, in preparation.

ed. David Lasocki & Peter
Holman, Tokyo: Zen-On, in
preparation.

1) London: Schott.
2) ed. Peter Holman, The Divi-
sion Recorder, Book Two, New
York: Shattinger-International
Music Corporation, 1979, No. 1.

ed. Peter Holman, The Division
Recorder, Book Two, No. 17.

ed. Peter Holman, Tokyo: Zen-
On, in preparation.

11) London: Boosey & Hawkes
(formerly Rudall Carte).
2) ed. Peter Holman, Tokyo:
Zen-On, in preparation.
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X Gottfried Finger

XI Gottfried Finger

XII James Paisible

XIII James Paisible

XIV James Paisible

XV James Paisible

XVI James PaisIble

XVII James Paisible

XVIII James Paisible

XIX (Arcangelo
CoreIli, attib.)

Sonata

Sonata

Sonata

Sonata

6) British Library, Add. Ms.
41205, f. 26v (last movement only,
for keyboard).

1) VI Sonatas, No. 5.
2) Six sonatas, No. 2.
3) Rowe, Ms. 122, f. 14v, No. 44.
4) British Library, Add. Ms.
31993, f. 2v (incomplete bass part
only).
5) British Library, Add. Ms.
31466, No. 49 (in b for violin).

• 1) VI Sonatas, No. 4.
2) Six sonatas, No. 1.
3) Rowe, Ms. 122, f. 10v, No. 42.
4) Rowe, Ms. 226, No. 6.
5) British Library, Add. Ms.
31993, f. 3 (incomplete bass part
only).
6) British Library, Add. Ms.
31466, No. 50 (in E for violin).

1) Paris, Bibliotheque Nationale,
Res. Vma. Ms. 700, pp. 18-21,
No. IV.
2) Paris, Bibliotheque Nationale,
H. 659, II, pp. 96-101.
3) Rowe, Ms. 122, No. 46.

• 1) Paris, Bibliotheque Nationale,
Res. Vma. Ms. 700, pp. 8-12, No.

2) Rowe, Ms. 122, No. 41.

Sonata

Sonata

Sonata Bb

Sonata

Sonata

Sonata

XX William Williams Sonata

Paris, Bibliotheque Nationale, Res.
Vma. Ms. 700, pp. 22-25, No. V.

Paris, Bibliotheque Nationale, Re's.
Vma. Ms. 700, pp. 26-29, No.
VI.

Paris, Bibliotheque Nationale, Res.
Vma. Ms. 700, pp. 13-17, No. III.

Paris, Bibliotheque Nationale, Res.
Vma. Ms. 700, pp. 1-7, No. I.

Paris, Bibliotheque Nationale, Res.
Vma. Ms. 700, pp. 30-35, No.
VII.

1) Sonate a Violino Solo col Basso
Continuo Composta da Arcangelo
Corelli e Altri Autorii, Amsterdam:
Roger, 1697, No. 5 (in a for
violin).
2) British Library, Add. Ms.
31466, No. 2 (in a for violin).

• 40 Airs Anglois a un dessus & une
basse & trois sonates, les deux pre-
miers a 2 dessus & le troisieme a un
dessus & une basse, choisis & mis
en ordre par George Bingham. Lyre
second, Amsterdam: Roger, 1702,
No. 2.

1) ed. D. Boyle, London: Boo-
sey & Hawkes (formerly Ruda11
Carte), 1937.
2) ed. Peter Holman, Tokyo:
Zen-On, in preparation.

1) ed. Edgar Hunt, London:
Boosey & Hawkes (formerly
Ruda11 Carte), 1934.
2) ed. Peter Holman, Tokyo:
Zen-On, in preparation.

ed. David Lasocki, London:
Earlham Press, 1982 (E.P. 1002).

ed. David Lasocki, London:
Nova Music, 1981 (N.M. 182).

ed. David Lasocki, London:
Nova Music, 1982 (N.M. 187).

ed. David Lasocki & Peter Hol-
man, Tokyo: Zen-On, in prepa-
ration.

ed. David Lasocki & Peter Hol-
man, Tokyo: Zen-On, in prepa-
ration.
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his successors, William and Mary, dis-
banded the chapel. Presumably because
he was a Roman Catholic, Finger was not
re-employed at the court but began a
career as an independent performer, com-
poser, and promoter in London. The dedi-
cation of a set of violin and recorder
sonatas to the Earl of Manchester in 1690
suggests that Finger was also receiving
patronage from him. The following year he
published more music for violins and re-
corders, some of it jointly with John Ban-
ister II (1662-1736), the violinist and
recorder player.'
In November 1693 Finger began to ad-

vertize a series of concerts at the York
Buildings music room that seems to have
continued weekly, except during the sum-
mer, until the spring of 1697. Several
pieces of evidence suggest that this series
had started at least two years earlier
under the joint promotion of Finger and
Giovanni Battista Draghi, a former col-
league in James' chapel, and with the keen
interest of Princess (later Queen) Anne,
who had been a music student of Draghi.
Finger, a gambist, and Draghi, a keyboard
player, presumably provided the all-im-
portant basso continuo accompaniment
for the concerts. The advertisements fur-
nish only the barest of details about the
music and none at all about the per-
formers. But it is probable that the large
quantity of chamber music that Finger
wrote during the 1690s, including many
solo, trio, and quintet sonatas involving
the recorder,' was intended for his concert
series.
In 1695 Finger composed the incidental

music for William Congreve's most suc-
cessful play, Love for Love, which was per-
formed on the opening day of the Lincoln's
Inn Fields Theatre. Finger continued to
provide such music for this theatre regu-
larly until the spring of 1697 and must be
considered their "house composer."
No London activity is recorded for

Finger from the spring of 1697 to February
1699, when he promoted a concert of
"vocal and instrumental music, after the
Italian manner" for his own benefit. Five
years later, a collection of music formerly
owned by Finger, and which he had made
"in his travels in Italy," was auctioned in
London. In view of his absence from the
London scene in 1697-99 and the Italian-
style music he put on when he returned,
his Italian visit may have taken place at
that time. In 1699 he composed one set of
incidental music for Lincoln's Inn Fields,
then switched to the rival company at
Drury Lane Theatre, for whom he corn-
posed regularly until May 1701, ending
with a full opera, The Virgin Prophetess.

In March and June 1701, his setting of
Congreve's Judgement of Paris was per-
formed in the famous competition at Dor-
set Garden Theatre. The winner was
John Weldon, John Eccles was second,
Daniel Purcell third, and Finger only
fourth. Then, as Roger North recounted,
Finger, "having lost his cause, declared he
was mistaken in his music, for he thought
he was to be judged by men, not by boys,
and thereupon left England, and has not
been here since." Late that year he was in
Vienna, and he remained on the Conti-
nent for the rest of his life. He moved with
the court of Duke Karl Philipp of Neuburg,
later Elector Palatine, from Breslau to
Innsbruck, Neuburg an die Donau, Hei-
delberg, and Mannheim, where he was
buried on 31 August 1730.6
James Paisible was one of the most im-

portant recorder players of the late Ba-
roque era and a significant composer in
England of recorder and theatre music. He
was born around 1656, almost certainly in
France and probably in or near Versailles,
where his relatives were among Louis
XIV's musicians. (His original first name,
found in his French will, was Jacques; the
surviving sources in his adopted England,
including his English will, all call him
James.) He seems to have gone to England
in 1673 with the composer Robert
Cambert and three other recorder/oboe
players, who brought with them the new
Baroque instruments from France.
In the 1670s and early 80s, Paisible per-

formed in the London theatres and occa-
sionally at court. He also acted in and
helped with the music for the scenes en mu-
sique that the French philosopher Saint-
Evremond put on at the fashionable house
of the exiled Duchesse de Mazarin at
Chelsea, then just outside London. His
first official court appointment came in
1685, on the accession ofJames II, as a bass
violinist in the band of twenty-four
violins. (The bass violin was a large cello,
tuned a tone lower than the modern in-
strument.) In December of the following
year he also became one of the instrumen-
talists in James' Roman Catholic chapel.
The same month he married Moll Davis, a
former actress who had been one of the
late Charles II's mistresses; the marriage
therefore caused much ribald comment at
court.
Like Finger, Paisible was not reappoint-

ed to the court on the accession of William
and Mary in 1689 but instead developed
an independent career as a composer of in-
termission music for the Theatre Royal,
Drury Lane, and probably a performer in
the public concerts at York Buildings pro-
moted by Finger. By 1694 he had also be-

come official composer to Prince George of
Denmark, the consort of Princess Anne.
Paisible wrote a special dance for Anne's
birthday every year until her death in
1714.
By 1702 Paisible was also a member of

the band at Drury Lane as a bass violinist,
although in the theatre's frequent inter-
mission entertainments of sonatas and
chamber music he always played the re-
corder. The Drury Lane musicians also
played in public concerts at York Buildings
and elsewhere. In 1708 Paisible moved to
the Queen's Theatre in the Haymarket,
the recently built opera house, as a cellist.
The only surviving account of his recorder
playing dates from 1710, when a German
traveller, Uffenbach, who heard him play
in a concert, said that his "equal is not to
be found."
By 1715 Paisible had moved back to

Di-Lry Lane, where he again played the re-
corder in concertos and other intermission
entertainments. From 1713 to 1719 his par-
ticipation in various public concerts is
documented. He often played on a myster-
ious instrument called the "echo flute"'
and recorders large and small. He died in
early August 1721 and was buried at St.
Martin-in-the-Fields — a church now
famous for its Academy — on the 17th of
that month.8
William Williams' origins and training

are unknown at present. In 1695 he was
appointed to the royal band of twenty-
four violins without fee and received a
paid place two years later. His career was
short-lived, however, for he was buried at
St. Mary-le-Strand on 20 January 1701. In
April that year a benefit concert was held
at York Buildings for his widow and three
small children, the program consisting of
"all new music, part of it being his own."
His compositions include songs and trio
sonatas for recorders and violins.9
The Honourable and Reverend Edward

Finch (1664-1738) was the fifth son of
Hineage Finch, First Earl of Nottingham
and Lord Chancellor to Charles II. Ed-
ward took his M.A. at Cambridge in 1679,
became Fellow of Christ's College, and
represented the university in parliament
in 1689-90. He was ordained deacon at
York in 1700 and became rector of Wigan.
Four years later he was appointed pre-
bendary of York and moved to the same
position at Canterbury in 1710.10 Finch
was an enthusiastic musical amateur.
The surviving part of his collection, now
scattered among several British libraries,
includes his transcriptions of works by
Corelli, Finger, John Jenkins, Pez, Valen-
tini, and Ziani. His own compositions con-
sist of church music, violin sonatas, and a
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trio sonata for two transverse flutes, and
he wrote a Grammar for Thorough Bass."

The Milieu

During the course of the seventeenth
century, the court declined as the focus for
the composition and performance of sec-
ular music in England. At the beginning of
the century the court musicians were still
relatively well paid and protected. At the
start of the Civil War in 1642, however,
they were dismissed and fled abroad or
suffered penury at home. Upon the Res-
toration of the monarchy under Charles II
in 1660, the performing groups at court
were reconstituted, and music in the
French style, which Charles had come to
love while in exile, became fashionable.
But he ran into serious financial difficulties
during his reign. The wages of his court
servants, including the musicians, were
eventually several years in arrears. The
musicians were therefore forced to supple-
ment their income outside the court.
Besides teaching, the two major sources

of employment they deve:oped were pub-
lic concerts and the theat'es. Concerts in
the modern sense, with a fixed admission
charge — apparently the first of their kind
anywhere in Europe — were started in
1672 by one of the royal violinists, John
Banister I, the father of the recorder
player and violinist mentioned above. His
concert series seems to have been success-
ful enough to run daily until his death in
1679. There may have been a lull in con-
cert promotion in the 1680s, but a new in-
centive appeared in 1689. As we have
seen, James II attracted a number of for-
eign Roman Catholic mus:cians, including
Finger and Paisible, to his court chapel.
His successors, the staunchly Protestant
William III and Mary, did not reappoint
these musicians, nor were they inclined to
lavish money on music at court. So the
foreign musicians, out of work in a strange
land, and underworked and underpaid
royal musicians such as Banister II and
Robert King (another viol_nist and record-
er player), separately and together
created the popular and successful con-
certs of the 1690s. As Roger North put it
in his usual colorful fashion: "The masters
began to display their powers before the
wise judges of the town, and found out the
grand secret, that the English would fol-
low music and drop their pence freely, of
which some advantage has been since
made."12 The main venues were two
music rooms specially built for that pur-
pose: York Buildings, where Finger and
Draghi were the prommers for several
years, and Charles Street, Covent Gar-
den, where the promoters were at first

King and a German named Johann Wil-
helm Franck, later King and Banister. Both
venues were in fashionable areas between
the old City of London and the home of
the court in Westminster.°
During the 1690s too, the same musi-

cians were closely involved with music in
the London theatres, as both composers
and performers. The commonest kind of
work for composers was to provide "act
music," which is called for in virtually
every play of the period, regardless of any
other music it might contain. It usually
consisted of an overture and several short
dances, played before the play began and
at the conclusion of each of the acts except
the last. (Arrangements of such tunes,
incidentally, are often found in the re-
corder methods and collections of the
time.) The names of the composers read
like a list of those who wrote most of the
recorder music: Henry and Daniel Purcell,
Finger, Paisible, John Eccles, Tollett, Cor-
bett, Croft, Gorton, King, Banister, and so
on. Apart from songs and pieces that were
part of the action of the play, which were
provided by actors with musical ability or
musicians with acting ability, the music of
the theatre was played by a band that
could vary in size from a handful of fiddlers
to over thirty members in the larger pro-
ductions.14 The identity of the musicians is
not known with any certainty until 1702,
when the founding of London's first daily
newspaper, the Daily Courant, gave the
theatre managers the opportunity to ad-
vertise their wares in some detail.15 Ac-
tually the advertisements name not the
members of the band as such but the musi-
cians who played in the intermission
entertainments, who were probably
drawn from the bands. By that time these
entertainments had become mini-con-
certs, whose function was to display the
latest music, usually Italian in style. The
named musicians include the recorder
players Paisible and Banister.
The music that was published, primarily

for amateurs and mainly by John Walsh
(from 1695 onwards) and the London
agents of the Amsterdam publisher
Estienne Roger, generally consisted of the
very music that was being heard in the
concerts and theatres. In many cases, pub-
lishers had no direct contact with the com-
posers — and consequently paid them
nothing — but simply acquired manu-
scripts that were circulating among musi-
cians or amateurs. Johann Christoph
Pepusch, for example, whose recorder and
violin sonatas and other pieces were
issued by both Walsh and Roger from
1704 onwards, claimed that of all his
publications only the two sets of English

cantatas (1710 and 1720) had been
authorized by him.I6 The manuscripts that
were never published, too, naturally often
comprised hopular concert and theatre
music.

The Compositional Style

The works in the Detroit recorder man-
uscript reflect the growing interest in Ital-
ian music shown by composers in England
at the end of the seventeenth century.
The composer most heavily represented
in the manuscript, Gottfried Finger,
played an important role, as both com-
poser and concert promoter, in populariz-
ing the new style. He arrived in England
at a time when the instrumental works of
the native composers still relied largely on
airs and dances in the French style of Lully
and his contemporaries and the repetitive
patterns of divisions on ground basses,
although the trio sonatas of such Italian
composers as Cazzati, Colista, and Vitali
were already making their influence felt.
In the preface to his set of six violin and
recorder sonatas published in 1690 (of
which the recorder sonatas form Nos.
IX—XI of the Detroit manuscript), Finger
remarks that "the humour of them is prin-
cipally Italian, a sort of music which,
though the best in the world, yet is but
lately naturalized in England." But he
notes "the kind welcome" Italian music
had recently received and adds that "it
now begins to flourish and grow unto
esteem amongst us."
Although the "humour" of Finger's

sonatas is Italian, they represent an
amalgam of three distinct interests. As
Peter Holman has pointed out:

Elements of his native Austrian style [includ-
ing] a delight in instrumental virtuosity . . . are
combined neatly with English forms and
idioms. The result was something new: a style
of instrumental music based on the abstract pat-
terns of Italian da chiesa sonatas, but filled with
an Austrian virtuosity and an English tuneful-
ness. It was just what was needed at a time
when London society was becoming accus-
tomed to listening to music rather than playing
it, and it was widely imitated by a generation of
native composers, among them William Croft,
Daniel Purcell and William Corbett, who were
coming to maturity shortly before 1700. From
this point of view, Finger's abrupt departure
from England in 1701. . was doubly unfortu-
nate. Not only was the English musical scene
deprived of its best composer of chamber music
between [Henry] Purcell and Handel, but
without his example its new generation lapsed
all too easily into insipid imitations of Corelli.17

The fast movements of Finger's recorder
sonatas may not strike us as virtuosic in
comparison with the music of Bach, Tele-
mann, and Vivaldi written thirty years
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Example 2. Third movement from Finger, op. 3 No. 4 (3).
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later, but at the time they must have
caused quite a stir. The English element is
frequently present in the shape of move-
ments partially or totally derived from a
ground bass. The last movement of his
Opus 3 No. 8 (Detroit No. II), for exam-
ple, is built on eight repetitions of the de-
scending tetrachord D—C—Bb—A, a four-
measure transition, then eight repetitions
of the descending tetrachord F—E—D—C.
The movement I have chosen to represent
his style (Example 2) shows all three influ-
ences. Its tempo marking, Adagio, sug-
gests the Italian style, as do the recitative,
like first measures and the ornamental
flourish in thirty-second notes (an early
type of cadenza)'8 towards the end.
However, the figuration of tne flourish —
and its surprise — are more Austrian than
Italian. On the other hand, the figuration
of measures 2-7 and the long descending
bass line are more reminiscent of divisions
on a ground bass. Finger's practice of mak-
ing the bass continue for a measure or so
after the final cadence in the recorder part
—a practice found also in the Fingeresque
sonatas of Daniel Purcell — is probably
derived from an exactly similar device in
English songs of the period for voice and
basso continuo.°

James Paisible, born and trained in
France, naturally began composing in the
French style, examples of which are to be
found in his theatre music of the 1680s and
90s, his dances for Anne's birthday, and
his suites for two alto recorders and basso
continuo.2° In the 1690s, however, he ex-
perimented with elements of the Italian
style, which he would have absorbed as a
performer in the concerts and theatre. I
say "experimented" because his new
works have a bold, even reckless quality
about them, as if he had been given the
freedom to try out something novel and
exciting and was enjoying himself enor-
mously. Thirteen of his sonatas for alto
recorder and basso continuo survive in
manuscript, seven of them in the Detroit
collection (Nos. XII—XVILI). One of the
reasons why they were never published,
but circulated only in manuscript, may
have been their considerable virtuosity,
far above that demanded by Finger and
not exceeded in any recorder music writ-
ten during the next thirty years. Example
3 shows the level of difficulty. It also
shows Paisible's fondness for stepwise
motion in the melodic line, typical of the
French style and retained in the anglicized
Italian style until the advent of the dom,

Example 3. Extracts from fourth movement of Paisible, Sonata in G minor (14).
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mating influence of Corelli in the first
decade of the eighteenth century. Exam-
ple 4 demonstrates not only virtuoso de-
mands but also the composer's taste for
far-flung modulation; the movement, in D
major, passes through C# major on its
return to the home key. Example 5 finds
Paisible trying out — not exactly suc-
cessfully — a long descending chromatic
bass line. Perhaps not surprisingly, his
most polished movements are the over-
tures and dances which, although given
Italian tempo markings, retain many char-
acteristics of his earlier French style.
William Williams' style, as Michael Til-

mouth has pointed out, "is by no means
entirely swamped by the Italianate fea-
tures that were beginning to dominate
English music in his day." In his recorder
sonata, "treble and bass play an equal part
in the contrapuntal scheme. . . though the
work is too extended for the slender
nature of its material."2' The duet is an at-
tractive work with contrapuntal outer
movements. In the Detroit manuscript the
middle movement of the published source,
in the minor key, is replaced by a move-
ment similar to the third movement of the
sonata.
Nc. XIX of the Detroit manuscript is

found in a published collection of violin
sonatas "composed by Arcangelo Corelli
and other authors," although it is clearly
not the work of Corelli. Its attribution in a
contemporaneous manuscript is perhaps
based on a misreading of the title of the
printed collection. Parts of it are reminis-
cent of the sonatas of Finger and Paisible,
and it was probably written by an English
contemporary of theirs. Finally, the
"Cuckoo Sonata" by Finch is a curious ex-
ample of what an English amateur could
write under the influence of the new
Italian music. Its style is rather crude, but
not without a few imaginative touches
and a certain charm. My favorite move-
ment — the fourth, a giga in perpetual
eighth notes ending with a short section in
3/2 meter—is unfortunately omitted in the
Detroit source.

Conclusions

All the pieces in the Detroit manuscript
have survived in other sources. Interest-
ingly, these pieces differ frequently from
the concordances in matters of bass fig-
ures, slurs, rhythms, ornaments, time sig-
natures, tempo markings, and sometimes
in notes and the omission or replacement
of a movement. The nature of these differ-
ences shows that the manuscript was not
copied from any of the other surviving
sources, even those printed at that time,
but rather from others that have not sur-
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vived — presumably the autographs or
manuscripts of other copyists. The
Detroit copyist chose the best of Finger's
Opus 3 sonatas (although curiously he
missed the grand C minor sonata;22 per-
haps it had not yet been written) and most
of the best of Paisible's. If he selected the
works himself, he had gocd taste.
The three main composers represented

in the manuscript were closely identified
with the public concerts and theatres in
London in the 1690s. Although the
chamber music Finger first wrote in
England, perhaps including recorder
sonatas IX—XI of the Detroit manuscript,
was intended for performance in James H's
chapel, his later large output, including
the Opus 3 sonatas, was almost certainly
intended for his concerts and perhaps also
the theatre.
Paisible is known to have taken an ac-

tive part in the concerts of the first two
decades of the eighteentn century, and I
have no doubt, although there are no ad-
vertisements to prove it, that he played
at least as important a role in the concerts
of the 1690s. At the same time he was
probably already a member of the band at
the Drury Lane Theatre and a participa-
tor in their intermission entertainments.
His bold and virtuosic recorder sonatas
were surely written for himself to play in
those concerts and entertainments.
Moreover, he was probably the recorder
player who inspired all of Finger's
sonatas.
Williams' recorder sonata may also

have been written for Paisible, although
since its technical demands are more
modest, it could equally well have been
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Example 4. Extracts from second movement of Paisible, Sonata in D major (17).
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played by Banister or King or any of the
other professional performers of the
decade. The pseudo-Corelli sonata also
fa:ls into this category. The Finch sonata
is the odd work out. But as a recorder ar-
rangement, based on the customary
transposition a minor third higher, of a
violin sonata that was published in 1694
and therefore readily accessible, it too
cculd easily have been played by profes-
sionals. In conclusion, therefore, the
Detroit manuscript contains some of the
repertory that Paisible and other profes-
sional recorder players presented in the
public concerts and theatre enter-
tainments in London in the 1690s.

NOTES

II am extremely grateful to Michael Lynn for
drawing the manuscript to my attention and sending
me a photocopy of it. I should also like to ex-
press my sincere appreciation of the countless ideas
ar.d nuggets of information that Peter Holman has
shared with me during my study of the manuscript
and its milieu.
2Call number RM788.1191 S698. Mrs. Agatha

Pfeiffer Kalkanis, Chief of the Music & Performing
Arts Department, Detroit Public Library, has kind-
ly informed me that the manuscript was purchased
fr3m an unidentified British firm in 1951 for the
modest price of $23.52. She also writes: "Miss
Dorothy Tilly would have been the Chief of this
Department at the time this came into our posses-
si3n. As I understand, she was a recorder enthusi-
ast and had a special fondness for purchasing
recorder music, as our present holdings testify" (let-

ter to DL, 8 December 1980). A facsimile of the
complete Detroit manuscript has recently been
published by Musica Musica, Basel, Switzerland.
3My edition of the recorder sonata is published by

Zen-On, Tokyo (a-146, 1978). Since the edition
was published, I have discovered that the sonata
was probably an arrangement of one for violin. The
duets have been edited by F.J. Giesbert for Schott,
Mainz (OFB 17).
4For a detailed biography of Banister, see my

forthcoming Ph.D. dissertation, Professional
Recorder Players in England, 1500-1740 (The
University of Iowa).
5For somewhat out-of-date surveys of Finger's

recorder music see Arthur W. Marshall, "The
Chamber Music of Godfrey Finger," The Consort
XXVI (1970), 423-32, and the same author's "The
Recorder Music of Godfrey Finger," Recorder &
Music V/11 (September 1977), 350-52.
6This biographizal material is based on Michael
Tilmouth's article in The New Grove as well as refe:-
ences in the same author's A Calendar of References
to Music in Newspapers published in London and the
Provinces (1660-1719), Royal Musical Association
Research Chronicle 1(1961), and in British Library,
Sloane Ms. 1388, f. 78 (on Finger and Draghi).
7Paisible also played the "small echo flute." The

name of course calls to mind the "fiauti d'echo" of
J.S. Bach's Brandenburg Concerto No. 4, which, it
seems to be generally thought, are probably alto
recorders in G. The inventory of Paisible's posses-
sions at his death in 1721 lists only "2 voice flutes,
one consort flute & 2 small ones. . & an old cane
flute" (London, Public Record Office, PROB
3/21/112).
8This biographical material is based on the study

of Paisible in my dissertation (see note 4 above).
9This biographical material is based on references

in Henry Cart de Lafontaine, The King's Musi:k
(London: Novell°, 1909; reprint New York: Da

Example 5. Fourth movement of Paisible, Sonata in E minor (18).
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Capo Press, 1973), Michael Tilmouth's article in
The New Grove, the same author's Calendar, and
the parish registers of St. Mary-le-Strand (Victoria
Branch Library, City of Westminster Public
Libraries).

10This biographical material, taken from The Dic-
tionary of National Biography, VII, 5, is repeated in
the cursory article in The New Grove.

1 1The information on Finch's collection and com-
positions was kindly supplied by Brian Crosby (let-
ter to DL, 9 June 1980). See also his somewhat out-
of-date article, "Durham Cathedral's Music
Manuscripts," Musical Times CXV/5 (No. 1575,
May 1974), 418-21.

12John Wilson, ed., Roger North an Music (Lon-
don: Novello, 1959), 305n.

13The best survey of the public concerts is in
Michael Tilmouth's unpublished Ph.D. disserta-

tion, Chamber Music in England, 1675-1720 (Cam-
bridge University, 1959-60), 19-90. See also the
same author's "Some Early London Concerts and
Music Clubs, 1670-1720," Proceedings of the Royal
Musical Association LXXXIV (1957-58), 13-27.

140n "act music" and the theatre musicians, see
Curtis A. Price, Music in the Restoration Theatre
with a Catalogue of Instrumental Music in the Plays
1665-1713 (Ann Arbor: UMI Research Press,
1979), 52-87.

15The references to music in the advertisements
are conveniently collected in Tilmouth's Calendar.

16Information kindly supplied by Don Cook.
rThis passage forms part of the prefaces to four of

his editions of Finger's chamber music published
thus far by Nova Music, London: Sonata in Bb for 2
oboes/violins and b.c. (N.M. 109,1979), Sonata in
C for oboe/trumpet in C, violin and b.c. (N.M. 115,

ef/w ~641
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by T. Stanesby Sr., Stanesby Jr.,
Rippert, and W. Beukers
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1979), Sonata in C, Opus 5 No. 10, for violin, bas-
soon and b.c. (N.M. 129,1980), and Two Sonatas,
No. 3 in g and No. 4 in F, for 2 alto recorders, 2
oboes and b.c. (N.M. 144,1979).

18For more on woodwind cadenzas, see the article
"Cadenza" in The New Grove, David Lasocki, The
Eighteenth-Century Woodwind Cadenza (M.A.
thesis, The University of Iowa, 1972), and David
Lasoc,u El Betty Bang Mather, The Classical Wood-
wind Cadenza: A Workbook (New York: McGinnis
el Marx, 1978).

19This is pointed out in Tilmouth, Chamber
Music, 291-92.
20See my edition of the suite in C minor published

by Nova Music, London (N.M. 191,1982).
211n his article in The New Grove.
220pus 3 No. 2. Modern edition ed. Arthur W.
Marshall, Nova Music, London (N.M. 105,1979).
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A Checklist of Music
for Unaccompanied Recorder

John Earl Brock

FOR THE PAST NINE YEARS I HAVE BEEN

collecting music written originally for
one unaccompanied recorder, a hobby I
took up the year I began playing, when I
knew no one else who did. This is a list of
the pieces I have collected, plus a few I

• know of but have not been able to find. I
have listed contemporary and older music
separately.
I have tried to include only music that

can stand by itself as a "piece," avoiding
purely mechanical exercises and excluding
music with electronic accompaniment.
My main conceal has been to provide as
much information as possible about each
composition, and to this end each fisting is
followed by coded infcrmation in paren-
theses. It is sec:ioned by slashes into six
parts, each containing different informa-
tion, with a "—" used as a place holder
when the section contains no material.
First section: Instrumentation.
Second section: Difficulty on a scale of 1

(easy) to 7 (reserved for extremely diffi-
cult avant-garde music).
Third section: Unconventional tech-

niques required (an "m" preceding an ab-
breviation means much or many).

ft= flutter tonguing
hn= high notes
mp = multipho nics
dr = difficult rhythms
gn= graphic notation
gl= glissandc
qt = quarter tones
vc= voice
im= improvisation

oe = other effects
Fourth section: Number of pages of music

and size of the pages. "s" and "L" mean
small and large pages.
Fifth section: Subjective evaluation of

the piece. "+" is good; "0" is bad.
Sixth section: Magazine reviews.
AR= The American Recorder
RM = Recorder & Music
MLAN = Music Library Association
Notes
M & L = Music & Letters

Finally, an asterisk after the code means
I do not have this piece in my collection
and will pay an exorbitant price to anyone
who can find me a copy. Naturally I would
like to learn of any I have missed. If there
are enough, I will try to do a follow-up list.
Eduardo A. Alemann: Tropi-Danza;
Barry, Buenos Aires (Boosey &
Hawkes), Serie para Flauta Dulce #10
(B&C-1019), 1976. (A/6/—/4/—/AR
XIX,3:120). Arlequin Triste, Barry,
B&C-1026, 1978. (A/5/—/3/-1AR
XXIII,1:32).
2..R.A. (Carlos Roque Alsina): Tres Mo-

vimientos para Flauta Dut:e (1960); Bar-
ry, Buenos Aires (Boosey & Hawkes),
B&C-1007, 1962. (S/5/ft,dr,g1/4/ + /—).

David Amram: Zohar; Edition Peters
66470, 1973. (A or F1/4/g1,qt,oe/2/ + /
—).

Louis Andriessen: Sweet; &that, TMR 2
(RMS 1370), 1972. (A;7/ft,mhn,mdr,
gn,g1,im,oe/5/—/AR X,1 20, AR XIV,
2:54, MLAN 23,1:150).

James Arden: Recorder-S:udies; X.Y.Z.

778, 1967. (S/1/—/19s/0/—).
Jacques Bank: Blue Mosque (1974); Done-
mus, 1974. (B and baritone voice/7/ft,
hn,mp,g1/6L/—/—).

Rudolf Barthel: Christmas Tunes with Var-
iations; Moeck, Z.f.S.247, 1959. (S or
A/21—/10s/—/—).

Jurg Baur: Mutazioni (1962); Edition
Breitkopf Nr. 6451, 1965. (A/6/ft,mhn,
mmp,g1,mim/6/—!AR X,1:19, RM 2,7:
226 [article]). Pezzi Uccelli (1964); Edi-
tion Breitkopf Nr. 6472, 1965. (A/6/ft,
mmp,g1,moe/6/—!AR X,1:21, RM 2,7:
226 [article]).
Walter Bergmann: Sonatella (1971); in For
the Tenor Recorder Player, Magnamu-
sic, M-24, 1972. (T/2/—/2/+ /AR XIV,
4:144).

Luciano Berio: Gesti (1966); Universal
Edition, UE 15627, 1970. (A/7/ft,dr,mgn,
gl,vc,mim,moe/4!—/AR XIV,4:143).

Roger Bernolin: 15 Technical Studies; Al-
phonse Leduc, A.L.25.287, 1975. (A/3-
5/ft, hn/15/0/RM 5,6:201).

Kees Boeke: Three Exercises (1977); Zen-
on, R-151, 1978. (A/6/—/16,10/RM 6,7:
206). Exhaustive permutations of inter-
vals.

Helmuth Bornefeld: Zwei Suiten (1930);
Hanssler, HE 11.101, 1960. (A/3-4/ —/
7/ + /AR VI,4:20, RM 2,8:267). Drei
Suiten (1930); Hanssler, HE 11.126,
1976. (S12-41-16/+ /—).

Kurt Bossler: Suite fur c "-flOte Op.76; Mu-
sikverlag Hans Gerig, Köln, Blatter fur
Spielmusik neue reihe 27 (H 364 G),
1959. (5/41-141—/—).
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Eugene Bozza: Interlude; Alphonse Leduc,
A.L.25.639, 1978. (S and A, or FI/6/hn/
5/ + /AR XXI,4:181, RM 6,9:267,
MLAN 38,1:165, The Musical Times
CXXI,1644:118). Obviously written
for the flute first, despite the title page,
and awkward on recorder.

Hans Henrik Brant: Improvisations on the
hymn "Christ Arose from the Dead"
(1967); Wilhelm Hansen, Copenhagen,
1971. (A/41—/7/—/—).

Gerhard Braun: Monologe I (1968/70);-
Hanssler, HE 11.404, 1971.1,A/7/many/
1L = 4/—/R/v1 4,1:23, MLAN 28,4;
772). Acht kleine Stucke, Hannsler,
HE 11.125, 1974. (S/2-4!—/4/ + /—).
Recitatives and Arias (1975); Edition
Moeck Nr. 1521, 1976. (T or A/6/ft,
mp,gn,g1,im,moe/71—/—). Nightly Vi-
sions (1977); Moeck, Z.f.S.461, 1977.
(S/3-5/ft,gn,oe/10s/ + /—).
Willem A. Bremer: 12 V oordrachts Etudes;
Broekmans & van Poppel, Amsterdam,
1970. (A/3-5/ft,g11 12/ + /—).

Cesar Bresgen: Nachruf far eine Amsel
(1974); Moeck, Z.f.S.430, 1975. (S'ino,
S,A,T, and spoken voice [German]/3/—/
8s/—/—). Mixed media. A little story
about a bird, with brief musical illustra-
tions.

Frans Braggen: 5 Studies for fingercontrol;
Broekmans & van Poppel, Amsterdam,
Nr. 712,1957. (A/5/—/7/+ /ARI1,2:11).

SYlvano Bussotti—Michael Vetter: Rara
(1966); Ricordi, Sy. 2198, 1970. (A/7/
a11/4/—/—).
Chanoch: Prima sonata; Viola Editions,
Jerusalem, V.E.1, 1978. (S/5/hn/12L/
—/RM 6,6:174).

Hans Chemin-Petit: Sonata in F; Edition
Sikorski Nr. 477, 1957. (A/3/—/4/—/—).
Sonatina in d; Edition Sikorski Nr. 658,
1962. (A/4!—/3/—/—).

Joannes Collette: Acht Melodische Stud-
ies (1959); X.Y.Z.727. (A/5/—I16/+/
AR 11,2:11). 12 Melodious Exercises;
Universal Edition, U.E.12643 L, 1963.
(S/41—/15/ + /AR V,2:21, RM 1,4:121).
Melodische Studies; X.Y.Z.789, 1968.
(A/5/—/16/—/—).
Arnold Cooke: Serial Theme c.nd Varia-

tions (1966); Schott, RMS 1286, 1968.
(A/4/—/6/+ /AR )CI,2:55, RM 3,3:101,
RM 5,11:355). Inventions, Moeck,
Z.f.S.498, 1980. (A/3-4/—i8s/+ /RM
7,4:105).
Wim de Ruiter: Tall & Small (1965); Do-
nemus, 1976. (A/7/ft,hn,dr,g1,qt,vc,oe/
8/—/—).

Freda Dinn: Eighteen Short Studies;
Schott, RMS 1358, 1971. (A/1-3/—/
16s/—/AR XIV,1:33, RIVE 4,6:207).
Amico Dolci: Nuovi Ricercari (1972);
Heinrichshofen, N 1396, 1974. (A/4-6/

ft,hn,mp/14/ + /—). Nuovo Ricercare Nr.
5(1973); Heinrichshofen, N 1408, 1975.
(A/6/ft,hn,mp,g1/9/—/RM 5,9:301).
Rob du Bois: Music for Alto Recorder
(1961); Schott, TMR 1 (RMS 1336),
1971. (A/7/ft,mdr,g1,oe/4/—/AR XIV,
4:143, RM 4,3:91, RM 7,4:91 [article],
MLAN 20,3:401). Pastorale VII (1964);
Edition Moeck Nr. 5024, 1966. (A/7/ft,
hn,mp,gn,g1,im,oe/4/—/AR V11,4:18).
Spellbound (1976); Donemus, 1978.
(double bass with extension, or B/6/ft,
mgn,oe/4L/—/—). Uses low E.

Pierre-Max Dubois: Suite dans le Style
Ancien; Alphonse Leduc, A.L.24546,
1971. (A/2/—/6L/+ /RM 4,7:254, RM
4,8:293).
Mario Duschenes: Twelve Etudes; Beran-

dol, BER 1015, 1969. (A/2-4/—/12/—/
AR IX,3:87). Same title and music for S
in BER 1217.
Will Eisma: Hot, Powdery Stones; Done-
mus, 1968. (A/5-7/mp,mgn,g1,im,oe/8/
—/—).

J. H. Feltkamp: 40 Etudes; Hargail, ZRW-
2. (S/1/—/14s/0/AR IV,2:24). 12 Etudes;
Hargail, ZRW-1, 1968. (S/3-6/—/12/
0/—).
Walter Gieseler: Breviarium (1960);
Edition Moeck Nr. 1520, 1976. (A or
F1/5/—/3/+/—).
Herbert Groning: Kleine Stucke; Moeck,
Z.f.S.130. (S/ )*.
Walrad Guericke: Variationen (1942,
1943); Musikverlag Siegfried Stanberg,
M.St.541, 1944. (5/2/—/10s/—/—)*.
Contains two sets of folksong variations
and a short sonata.

Klaus Hashagen: Gardinenpredigt eines
Blockflotenspielers (1969); Hanssler, HE
11.402, 1970. (S,A,T,B/7/ft,mgn,g1,vc,
im,moe/4/—/—).

Guus Haverkate: Twelve Advanced Studies
in Recorder Technique (2 Books); Broek-
mans & van Poppel, Amsterdam, No.
1085, 1973 (Book 1), No. 1249, 1976
(Book 2). (S/3-6/ft,mp,qt,oe/19/—/—).
Werner Heider: Katalog (1965); Edition
Moeck Nr. 5025, 1966. (S'ino, A, B/7/
all/IL = 4/—/ AR VI11,1:24).
Walter Hekster: Encounter (1973); Done-
mus, 1973. (any/7/ft,hn,mp,mgn,g1,oe/
2/—/—).
Alfred Hense: Thema mit Variationen;
Moeck, Z.f.S.8. (S/ )*

Ryohei Hirose: Meditation; Zen-on,
R-103, 1975. (A/7/ft,mp,gn,g1,im,oe/4/

Peter Hoch: Zeilen (1976); Heinrichshofen,
N 1441, 1977. (S/3/mim/12/—/—). 20
rhythmless note "sequenzen."

Linde Hoffer von Winterfeld: Zwolf
Etiklen; Hofmeister, B 128, 1975. (A/3/
—/22s/—/—).

Adolf Hoffmann: Wie schen blüht uns der
Maien; Schott, RMS 87, 1938. (S/2-3/
—/15s/—/—). Folksong variations.
Maki Ishii: BlackIntention (1975); Zen-on,
R-143, 1976. (S, Baroque S in C", T,
Tam-Tam or Gong/7/ft,lin,mp,gn,g1,vc,
im,oe/8/—/—).
Marinus Kasbergen: Five Pieces (1971);
Donemus, 1972. (A/4-6/ft,hn,dr/7/ + /
— ). Capriccio (1972); Donemus, 1972.
(S/6/ft,dr/3/ + /—).
Hans P. Keuning: Van de bovenste plank
(8 etudes); Harmonia-Uitgave, Hilver-
sum, H.U.1234. (A/3-5/hn/1 ls/+ /—).
30 Simple Studies; 20 Studies; 10 DO-
cult Studies; 40 Simple Studies; 25
Studies; 12 Difficult Studies; Harmonia-
Uitgave, Hilversum, H.U.1260-65,
1968. (S;S;S;A;A;A/1;2;3;1;2;3/—/6;7;
5;9;9;6/—/—). The first three books, for
S, are contained in the last three books,
for A. 6 Inventions; Harmonia-Uitgave,
Hilversum, H.U.1266, 1968. (S,A/3/—/
6/ + /—). Six pieces each for S and A,
which may be paired and played as two-
part inventions!

Richard Rudolf Klein: Sechs Stucke; in
Notenbilchlein far Blockfliken undFidel-
en, Heinrichshofen, Sternberg-Hefte,
Heft 3 (N606). (S/2-3/—/58/—/—).
Aram Kohlrusch: 32 Etudes; Hug & Co.,
Zurich, G. H.11265, 1981. (A/3-6/hn/39/
—/—).

Ernst KOlz: Zwei Sanaten (im alten Stil);
Doblinger, D.8.196, 1947. (A or Fl or
Violin/3/—/6s/—/—). Sechs Flotenweisen;
Doblinger, D.11.167, 1964. (A or F1/2/
—/6s/ + /—). Gesang der Sirenen; Dobling-
er, D.15.596, 1978. (A/5/ft,g1,oe/5s/—/
—).

Georg Kroll: Con Licertza (1971); Edition
Moeck Nr. 5151, 1973. (A/7/ft,hn,mp,
gn,g1,oe/2/—/AR XV1,1:26).

Konrad Lechner: Kleine Tanz, und Spiel-
stucke; Barenreiter, BA 1104, 1960. (S/
1-2/—/15s/—/—). 15 very short pieces,
plus some 2- and 3-part music. Volkslied-
Improvisationen; Barenreiter, BA 1257,
1960. (S/3-4/dr/15s/+ /—). Dream and
Daytime (1975); Moeck, Z.f.S.436, 1975.
(513-4/ft,qt,oe/7s/ + /RM 5,12:406). Var-
ianti (1976); Edition Moeck Nr. 2508,
1977.(T/7/ft,hn,mp,gn,g1,im,oe/8/—/R1vI
6,5:151). Footprints in the Sand (1976);
Edition Moeck Nr. 1526, 1977. (S/4-7/
ft,hn,mp,gn,g1,qt,im,oe/6/—/AR XXI,4:
183, R/VI 6,7:206).

Rudolf Lerich: Fantasien aus "a" und aus
"b"; Lienau, A.1441 K., 1976. (A/4/—/
10/—/—).

Hans-Martin Linde: Modern Exercises;
Schott, RMS 1014, 1958. (A/2-5/—/16/
+ /AR VI1,4:18). Inventions; Heinrichs-
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hofen, N 3150, 1959. (A13-41-/6s1+/
MLAN 17,3:471). Fcntasien und Scherzi
(1963); Schott, RIMS 350, 1965. (A/4/ft,
gl,oe/3/ + /AR VIL4:18). Four Caprices
(1966); Galaxy, GMC 2404 (ARS No.
59), 1967. (A/4/ft,oe/4/+ /AR IX,1:2,
RM 2,10:335, Brass and Woodwind
Quarterly 11,1+2:65) Music for a Bird
(1968); Schott, OFB 48 (RMS 2050),
1971. (A/5/ft,hn,mp,gn,g1,vc,oe/3/+/RM
4,1:23). Amarillimia bella (1971); Schott,
OFB 133 (RMS 2039,) 1973. (S,A,B/6/
ft,lin,mp,gn,g1,qt,vc,mim,oe/7/-/-).
Norbert Linke: Kleine Suite fur Myriam;
Bote E.? Bock, Berlin, B & B 22642
(1267), 1976. (S,A/4/ft,qt,oe/4/-/-).
Gerhard Maasz: Flauto Solo; Moeck,
Z.f.S.469, 1978. (S/1-2/-/9s/-/AR XX,
2:88). Three short suites.

Bob Margolis: Dance (1972); AR XVII,
3:116, 1976. (S/3/oe;1/-/-). FanfaYe
(1975); AR XVIL3:114, 1976. (S,A/4/ft,
gLoe/2i-/-).

Kikuko Masumoto: Pastoral; Zen-on,
R-105, 1975. (T or S/7/a11/12/-/-).

Edward Miller: Song; McGinnis F.? Marx,
1964. (S or A or T or F1/4/-/1/ + /AR
V,4:44).

Charles Mills: Sonata (1961); American
Composers Alliance, New York, 1964.
(A15/-/6L/+/-). Welcome Blues (1962);
American Composers Alliance, New
York, 1962. (A/41-/1L/ + /-). Sri
Krishna's Flute; American Composers
Alliance, New York, 1962. (T/4/-/1L/
+ /-). The Underworld Flute of Orpheus
(Overheard); American Composers Alli-
ance, New York, 1964. (T/4/-/1L/ + /-).
Cocobolo Canticle (1969); American
Composers Alliance, New York, 1969.
(T/3/-/IL/+ /-).
Neue Charalmusik für Blockflote (Friedrich
Hofmann, ed.); Hanssler, HE 13.048,
1976. (S,A,T/3-6/ft,hn,mp,oe/15/ +
Pieces (one each) on chcrales (EKG 297,
179, 195, 355, and 48) by Veit Erdmann,
Harald Heilmann, Bernhard Krol, Mat-
thias-Claudius Link, and Hans Georg
Pfliager, all 1975.
Herbert Nobis: Seven Phases (1977);
Moeck, ZI.S.484, 1979. (A/3-5/g1,oe/
7s/-/RM 6,11:324).
Terry Winter Owens: Fite Compositions
(1961-66); Universal Edition, UE 14413,
1968. (A/3-5/hn,dr/4/ + /AR X IL1:30,
RM 3,1:33).

Pierre Paubon: Danceries; Editions Aug.
Zurfluh, Paris, A.1058. Z, 1960. (S or T/
1/-/6/-/-)*. Sur Cinq Notes; Editions
Aug. Zurfluh, Paris, A. n15.Z, 1963. (S,
optional percussion/1/-/6s/-/-). Sur
Neuf Notes; Editions Aug. Zurfluh,
Paris, A.1116.Z, 1963. (3, optional per-
cussion/1/-/6s/-/-). Prelude et Danse;

Alphonse Leduc, A.L.25.140, 1973. (S,
optional percussion/4/-/5/ + /RM 5,2:
69). Etudes Milodiques (5 Volumes);
Alphonse Leduc, A.L.25.428; A.L.25.
504-7,1977. (S/1-5/-/81s/+ /ARXXIII,
1:34, RIVI 6,6:172).

Elio Peruzzi; Esercizi e Studi; Guglielmo
Zanibon, Padova (Peters), G.5223 Z.,
1972. (A/3-5/-131/0/-).

Pierre Picard: Flatenvols; Editions Aug.
Zurfluh, Paris, A.1152.Z, 1969. (S/1/-/
19s/-/-). Flutagile; Editions Aug.
Zurfluh, Paris, A.1164.Z, 1971. (S/1/-/
16s/-/-). Fli;:tenoble; Editions Aug.
Zurfluh, Paris, A.1171. Z. (S or T/---
--)*. Fliltaurore; Editions Aug. Zur-
fluh, Paris, A.1174,1972. (S/1 /-121s/-/
-).
Max Pinchard: Fioretti; Les Editions
Ouvrieres, E.0.669, 1965. (S/2/-/14s/
+ /AR VIII,4:124).

Pierre Poulteau: Sonatine; Alphonse
Leduc, A.L.25.846, 1980. (A/5/hn/4/ + /
-).

Siegfried Reda: Sonate in F; Barenreiter,
BA 2233, 1948. (A/4/-/8/-/-)*.
Otto Reinhold: Musikfur Altflote;

(A/ )* . Listed in Handbuch der
Blockfloten-Literatur, by Linde Hoffer
von Winterfeld and Harald Kunz, Bote
& Bock, 1959. This is my only clue that
this piece exists.

Rolf Riehm: Gebrauchliches (1972); Edition
Moeck Nr. 5138, 1973. (A/7/ft,hn,gn,
:nvc,mim,moe/8L= 16/-/AR XVI,2:54,
am 4,11:408).

Kaspar Roeseling. Zwei Sonaten (1956);
Edition Moeck Nr. 1504, 1957. (A/4-51
-/9/+/-).
Hanning Schroder: Musik fur eine F-Alt-

Blockflote allein (1953); Lienau, A.1399
K., 1954. (A/4/-/6/-/-).

Sechzehn Etaclen und Solostucke (1958;
Gerhard Braun, ed.); Hanssler, HE 11.
102,1967. (A/2-5/-/11/ + /AR VI,4:20,
RM 2,8:267). Pieces by Richard Rudolf
Klein, Hartmut Strebel, Cesar Bresgen,
Hermann Erpf, Karl Marx, and Helmuth
Bornefeld.
Makoto Shinohara: Fragmente (1968);
Schott, TMR 3 (RMS 1386), 1974. (T/
6/ft,hn,mp,gn,mgl,mqt,im/4/-/RIv15,2:
69, Reviews of Music 36,3:240).
Oistein Sommerfeldt: Spring Tunes Op.44B
(L975); Hansen, N.M.0.8975, 1976.
(A/3-4/-141+ /AR XXII,1&2:28). Flute
version Op.44A adapted for recorder by
Axel Amlie. Sonatina Op.47; Hansen,
N.M.0.8974, 1977. (A/4/hn/4/ + /AR
XX11,1E12:28).
Colin Sterne: Meadow, Hedge, Cuckoo;
Galaxy, ARS No. 87, 1978. (A/6/ft,hn,
mp,g1,vc,oe/3/-/AR XX,2:74 [article],
RIVI 6,7:206).

Hans Ulrich Staeps: Virtuose Suite (1961);
Schott, RMS 1060, 1963. (A/5/-/8/ + t
-).
Marjo Tal: Seven Pieces for a Gentleman
and His Recorder (1979), Donemus,
1979. (A/2-5/-/10/+/-).

Jean Temnrement: Suite Exotique; Editions
Aug. Zurfluh, Paris, A. 1066.Z, 1961.
(S/5/-/6/ + /-).
Louis Toebosch: Tema con V ariazioni
Op.84C (1962); Donemus, 1974. (A or
f1/4/-/2/ + /-).
Tui St. George Tucker: Sonata and Ro-
rnanza; Anfor, RCE No. 14, 1970.
(A/6-7/ft,mp,qt,oe/8/+ /AR XII,3:93,
MLAN 23,1:150).
Wilhelm Twittenhoff: Spielmusik (1936);
Edition Nagel 553. (S/1/-/16s/0/-).
Margret Uies: Melodiespiel auf der Alt-

blockflote; Heinrichshofen, N 3447,1978.
(A/2-3/-/8/0/-). 17 little etudes.

Jan van Dijk: Solo (1967); Donemus, Don
03.0003.01, 1977. (S/4/ft,g112/-/RM
6,11:324).
H. J. van Duuren: 20 Melodische Etuden
Op. 8 (1946); Edition Heuwekemeijer,
Amsterdam, E. H.259. (S/1/-/20s/0/-).

Jan D. van Lam Bagatel; Donemus, 1975.
(A/5/ft,mp,g1/2/-/-).

Jean-Claude Veilhan: Liens (1971); Al-
phonse Leduc, A.L.24.602, 1971. (A/6/
ft,hn,mp,gn,g1,vc,im,oe/lL = 4/-/-).
Michael Vetter: Rezitative (1967); Edition
Moeck Nr. 5053, 1969. (anyi?!?/1L = 2!
-/AR X,3:85, AR X,4:129).
Rudolf Wagner-Regeny: Zehn Melodien
(1937); Edition Merseburger 2011,
1976. (Si1-2/-/10s/-/-).

Romain Worschech: Broceliande; Editions
Philipp° et Combre, Paris, P.3376, 1964.
(S/1/-17/0/-).

Older music for unaccompanied recorder
is rather rare, and much of what passes as
such was originally flute music (for
example, the Telemann Fantasias, the
Bach Partita, and Giesbert's Fifteen Solos).
The following were all written with the
recorder, or at least a recorder-like instru-
ment, in mind. I have not listed all reviews
here, and where there is more than one
edition I have generally chosen the most
complete.

Giovanni Bassano: Ricercate Passaggi et
Cadentie (1585; Richard Erig, ed.);
Pelikan, Zurich, Pelikan Edition 975,
1976. (A/4-5/-/18/ + /-). Eight ricerca-
te and some diminutions "con ogni sorte
d'instromento." Unlike the Vergilianori-
cercate, the recorder is not specifically
mentioned here, but in keeping with the
practice of the period, it is as suitable as
any other instrument. Vier Ricercate
(1598; Hans-Martin Linde, ed.); Hanss-

August 1982 105



Early Music Studies at Scholastica
Offering the Bachelor of Arts Degree in Music
Literature with emphasis in Early Music, and kcilf
several graduate level courses in Early Music.

Early Music Faculty
Shelley Gruskin, recorders, flutes
LeAnn House, harpsichord
Ruth Johnsen, Baroque violin
Sr. Monica Laughlin, OSB, recorders,
clarinets

Ed Martin, lute
Barbara McCutcheon, voice
Brent Wissick, viols,
Baroque cello

&The College of Saint

holootico
1200 Kenwood Avenue • Duluth, MN 55811

For more information, write: LeAnn House, Chairman, Department of Music

JOHN MARK SYRON
WOODWIND WORKSHOP
Finely Crafted Instruments

The most exacting historical reproductions available.

Renaissance Flutes
Tenors in D & C at A 440
Basses in G & F at A 440

Thomas Stanesby Jr. Baroque Flute
A 415

H. Schell Baroque Alto Recorder
A 415

made in collaboration with
Steven Silverstein

Contemporary Bulgarian Kaval
designed by

Steven Silverstein

for complete information

John Mark Syron
Woodwind Workshop
269 Watch Hill Road

Peekskill, New York 10566
(914)737-5190

ler, HE 11.217, 1972. The same as 1-4
above, but in better transpositions, and
easier to get.

The Bird Fancyer's Delight (1717; Stanley
Godman, ed.); Schott, RMS 281, 1954.
(S'ino/3/—/21s/—/—).
Einzelstiicke und Suiten (Hugo Ruf, ed.);
Schott, RMS 2048, 1970. (A/1-41—/22/
+ /—). Contains Daniel Demoivre's
"Aires made on purpose for a Flute," plus
some trivia by George Bingham, A. van
Heerde, Mr. Clark, and anonymous.

Gottfried Finger: Alemande and Gigue
(Walter Bergmann, ed.); in For the Alto
Recorder Player, Magnamusic, M-23,
1977. (A/3/—/1/—/—).

Anton Heberle: Sonate brillante (Peter
Thalheimer, ed.); Hanssler, HE 11.212,
1969. (S/4/—/8/+ /—).

Jacques Hotteterre le Romain: Echos
(1708; Walter Bergmann, ed.); Schott,
RMS 110, 1948. (A/4/—/2/ + /—).

Preludes (Betty Bang and David Lasocki,
eds.); Faber Ed. 2927, 1968. (A/2-5/—/
21/+ /AR XV,3:96, RIVI 3,1:33). The
forty-five recorder preludes from L'Art
de Preluder (1719) by Hotteterre, and
also a set of twenty-three preludes by
Jean-Pierre Freillon Poncein (1700).

Preludes and Voluntaries (1708; Rene
Colwell, ed.); Schott, RMS 251, 1949.
(Al2-4/—/23s1+ /—). Preludes by Henry
Purcell, Nicolini Cosma, Pepusch, Keller,
Albinoni, Corbet, Torelli, Finger, Nicola,
Ziani, Arcangelo Corelli, Gasparini, Ban-
ister, and Hyme. Some of these pieces
(perhaps all) are arranged from other
sources, but some may be original, and as
they are in any case eighteenth-century
arrangements, I felt they could be in-
cluded in the list without scandal. We
have been promised More Preludes and
Voluntaries, from the same source, by
Nova Music.
7 Uitnement Kabinet, Band I (Rudi A.
Rasch, ed.); Muzieuitgeverij Saul B.
Groen, Amsterdam, 1973. (S/2-4/—/39/
+1 M&L LIV,4:517). Solos from Der
Goden Fluit-hemel (1644) and 'T Uitne-
ment Kabinet (1646 and 1649) by Pieter
de Vois, Jacob van Noort, Johan Dix,
Paulus Matthysz, Willem Jansz Lossy,
and anonymous.

Jacob van Eyck: Der Fluyten Lust-hof
(1644; Gerrit Vellekoop, ed.); X.Y.Z.
696, 1957. (512-5/—/152L1+ /RIVI 1,7:
220).
Aurelio Vergiliano: Two Ricercate (c1571;
Frans Brilggen, ed.); Zen-on, 1976. (A/5/
—/71—/—). Two pieces "per Flauto" from
a set of 16 ricercate titled "Il Dolcimelo."
Wenzel v. Sobinau: 6 Partiten (Waldemar
Woehl, ed.); Pelikan, Zurich. (S/2-3/—/
12s/+/—).
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Proporcions to a Minum
A study in Renaissance rhythm

William Huffish

JOHN BALDWIN WAS FOND OF MUSICALpuzzles and pronortional exercises (see
AR, XXVI, May 1980). Many examples
may be found in The Ba:dwin Common-
place Book, a manuscript copied by Bald-
win and now housed in the British
Museum.
Proporcions to a Minum, written in

1603, provides recorder quartets with a
challenging study piece and an exciting
concert tour de force. Since the cantusfir-
mus (found in the bass part) is based on
five pulses, the piece is best transcribed in
5/4 time, an unusual meter for Renais-
sance music.
The composition uses proportions of

two against three from the opening notes,
and from measure 20 the two upper parts
maintain a constant two against three un-
til the last two measures. The proportions
grow more complex, with 4:3, 8:3, and
16:3; all three upper parts are eventually
engaged, with only the sustained bass to
keep the original -pulse.
I would suggest the following exercises

to help in the performance of this piece.

Exercise 1. Two against tnree.

J J
r r r

jnj

r r r
J. J.
r r r

To play four against :hree, subdivide
the quarter note into sixteenths as shown
in Exercise 2.

Exercise 2. Four against three.

frJ1.17Jff.1
r r r
J. J. J. J.
r r r

J=J7J=J .r r

Exercise 3. Two against three and four
against three.

7. J1. .Zgl.7)74
: J. J.

r r 7

J. J. J
J. J
r r r

Once you can play four against three,
try to increase to eight against three.

Exercise 4. Eight against three.

J J J J.
: J. J

r r r
Now add sixteen against three.

Exercise 5. Sixteen against three.

J. J. J. J
J. J.
r r r

J 
J. J.
r r r

J=J=J
J. J.
r r r

While the transcription of this piece
was being revised, Arnold Grayson sug-
gested a different solution to the problem
of notating and playing this composition.
His transcription is the same through
measure 20. At this point, the upper two
parts substitute the dotted quarter note
far the pulse.
In order to play his transcription, sub-

divide the quarter note into two eighths
n ). Continue counting eighths to set

up the dotted quarter as the pulse( M ).
The beat or pulse will actually be slower
because it now must accommodate three
eighths instead of two. This slower pulse,
the dotted quarter note, is represented by
the half note (see Exercise 6).

Exercise 6. Measures 20-21, superius.

Written:

Think'

Pulse:

J..J
J J J. J PGJ

r rfr
In the tenor part, the performer must

begin counting in one before measure 26
to set up the dotted half as the pulse. At
measure 26, the dotted half is equal to the
whole note. In other words, instead of

three quarters to a pulse there are now
four.

Exercise 7. Measures 22-26, tenor.

Written: Li j j j j
,,,,k: r r r r

J...

J J J J J cJJJ J

x -

In the transcription that Arnold
Grayson suggested, you must make an-
other adjustment at measure 37, where
the meter goes back to 2/4. As you ap-
proach the last two measures, the upper
parts continue with their half-note pulse
(actually equivalent to a dotted quarter
note in relation to the unchanging bass
part). At the 2/4 measure, where J . J. (or
,. J.), the upper parts must subdivide

their quarter notes into triplets, allowing
each 2/4 quarter note to equal four triplet
eighths (see Exercise 8).

Exercise 8. Measures 36-38.

Superius

Altus

Tenor

Qrlfffttri: 11
g.r.r ffftlfr II

.3.in".;
Another solution to the transcription of

this piece can be found in the Zen-on edi-
tion, Music from the Baldwine Manuscript,
Vol. 2. This edition by Kees Boeke pro-
vides some additional problems in the form
of partially barred measures, more meter
changes (5/4, 2/4, 4/8, 2/4), and no explan-
ation of the relationship of the pulse in the
final two measures. Also, the tenor part
written in C clef.
Use the transcription that is easiest for

you. Your efforts to master this piece will
bring you face to face with some of the
problems of performing and notating Re-
naissance proportions.
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In 1972 this journal published a forum titled
"Why I own and use more than one alto recorder,"
in which ARS certified teachers wrote about the
instruments they preferred. This feature was quite
popular, and so it was recently decided to revive the
forum idea. A cross-section of members responded
to the question, 'How do you deal with stage
fright?" What follows are aralyses of, reactions to,
and remedies far a malady that seems to plague
anyone who performs.

The words "stage fright" encompass an area
in each individual's life that is not limited to a
staged performance. We are often called upon
to be "on stage": in conversation with friends,
in a job situation where one person is in corn-
mand, in a recorder class. What do we bring to
these various situations that makes us able to
function with or without nervousness and up
to our normal capacity? For this is really what
we are after: the ability to do as well as we
could do if we hadn't that distraction from our
nervous system.
Being extremely well prepared is a prime con-

sideration. Ideally you should know your mate-
rial well enough to play it at an even higher
level than you would consider acceptable for
performance. It's like buying a pair ofjeans: you
must allow for shrinkage. his possible that play-
ing in front of an audience will spark an unusual-
ly inspired performance, but more often, par-
ticularly in the case of the new performer,
capability is diminished rather than enhanced.
A second ingredient is being convinced of
what you are doing, and conveying that as-
surance to the listener. Consider the "turned
on," charismatic performer, the strength of
whose own convictions and delivery give the
audience full confidence, and contrast him or
her with the timid player who projects such an
aura of fearfulness that we sit in nervous dis-
comfort ourselves wondering if he/she will even
make it safely to the end of the piece. Learn
from that, and even if you feel you could have
spent another week or two in preparation, you
can help your audience enjoy your performance
by being sure yourself that it will be good. A
few dropped notes will not totally spoil an
otherwise good performance. But if a player is
in pain, showing his or her jitters, how much.
pleasure will sift out to the listener? One of the

Stagefright

most attractive things, to me, about a perfor-
mance by the violinist Itzhak Perlman is his ap-
parent sheer joy in playing. Even if we are ner-
vous and apprehensive, we must get into the
music and totally involve ourselves in the
message we are delivering to the audience.
After all, we are transmitting a bit of history, a
creative utterance from another era, and we
must show that we are as inspired by it as we
would like our listeners to be. Not easy, to be
sure, but it is the goal for which we aim!
The competitiveness of our social system pro-

motes a certain "testing" atmosphere, in vary-
mg degrees, in any of these performance situa,
-ions Tve mentioned. I have never been totally
convinced that this competitiveness is inherent
m human nature, but it is certainly difficult to
avoid being caught up in it.
Some of the physical and mental things one

can do to avoid or alleviate anxiety are im-
portant to explore. Correct and comfortable
breathing, especially for a wind instrument
player, is always essential. If you can take a free
and rhythmic up-beat breath before you begin
to play, and unhurried, punctuating breaths at
cadences, you will impose a calm on yourself
that will result in a performance that, literally,
breathes. As you approach a new movement
don't let pressures, whether in your own mind
or seeming to emanate from the audience, force
you to begin before you are ready. Unlike rapid,
often ruffling page turns, which we are
sometimes forced to make to maintain the con-
tinuity of the music, the length of the break be-
tween movements is unspecified—it's a time we
can take advantage of to re-establish control, if
necessary, as well as to create an appropriate
mental attitude for the next movement. Some-
times I deliberately pause even longer than
necessary between movements, to reinforce
my own feeling that 1 am the one in control of
the performance. One must also stay with the
music, note by note, phrase by phrase, never
allowing the mind to wander back over a pas-
sage less than perfectly maneuvered or ahead to
one of frightening difficulty.
The amount of stage fright is always relative,

of course, to the particular performing situation
at hand. Certainly playing in one's own living
room for sympathetic friends is not going to de-
mand as much control as is a formal concert in a
hall for the general public (and professional
critics!). My teacher years ago said you must
look out over the heads of the audience and plc,

ture them as fields of heads of cabbage. This
evidently helped him through several success-
ful years of public performance.
There is not much we can learn to do without

just doing it. Like learning our instrument, we
must practice playing for people. It is not the
same as playing by oneself. The rewards will
come as we find that having a listener actually
can inspire us to more charged performance.
We may come to the realization that music re-
quires both the performer and the listener to be
a totality, and the occasions when the two meet
happily can be those special experiences of a
lifetime.

Shirley Marcus
Venice, Calif.

. . . Preparation, of course, is the key to doing
well, and I try to be conscientious about that. I
feel it's necessary to get up a reasonable case of
nerves in order to do my best, and mostly Tye
learned not to pick fights with my family before
leaving the house for a performance.

Gary Porter
New Orleans, La.

I try to get frightened about a performance
about two weeks in advance of it, and to iC.en,
tify the reasons for being afraid. Usually the
most difficult and exposed passages are what
are bothering me. I practice these passages until
I feel secure about them. Then, on the day of
the performance, I go onstage unafraid of the
difficult passages and fearlessly make all my
mistakes in the easy ones. . . .
Also, I try to perform regularly and to obtain

tape recordings of my concerts. Frequent play-
ing has given me self,confidence. The record-
ings show that most of my mistakes have been
covered up by other players or by the acoustics
of the hall, and the rest of the mistakes probably
did not sound as bad to the audience as they did
to me when I made them.

Chuck Braun
Washington, D. C.

When I prepare for a concert, my first con.
cem is to choose music that is artistically and
technically interesting as well as challenging,
and that I feel I will be able to prepare to my
own satisfaction in the time available. This is
not easy, but it must be done if one is ultimately
to feel comfortable on stage. Then I system-
atically rehearse the technical and musical
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aspects of these selections, with perfection as
my goal. I always keep in mind that perfection is
an imaginary state, but that does not prevent
me from trying to attain it. As the concert date
approaches, I begin to shift my attention away
from the technical aspects, and to focus on com-
municating the music. I feel very strongly that it
is of no use to have all the notes in exactly the
right places if, after the concert, neither the au-
dience nor the performer feels that anything has
been mutually enjoyed or communicated, and
because of this I deliberately try to de-em-
phasize technique during the performance. For
example, if I feel particularly well 'prepared, I
will not practice on the day of a performance
(unless I am on tour), but will instead relax, get
enough rest, and otherwise behave as though
performing were as natural as walking. Then,
provided I have chosen my repertoire intel-
ligently and done my work in rehearsal, I can
and do go on stage with the confidence that the
music will justify the notes, and not the other
way around. When I prepare in this way, I al-
ways find myself more aware of the music, less
conscious of the audience, and as a result, less
anxious and self-conscious on stage.
Take a close look at the very best performers

on any instrument and you'll see a stage pres-
ence that involves a complete or nearly com-
plete "loss of self." But don't sit back in amaze-
ment; give it a try yourself. In your best mo-
ments, you may even begin to feel as though the
distinction between you and the audience has
begun to fade, that you are "fusing" with the

NOW AVAILABLE
IN BOOKLET FORM

The American Recorder Society
Education Program

Study Guides for Levels I, II, and III
(in one booklet)
Activities for developing recorder tech-
nique, ear training, and sightreading, with
lists of recommended repertoire, practice
material, and reference literature.

Each booklet—$1.50 (plus $1.00 postage
and handling per order)

IMIN111111111111111111M
Order Form

Make check payable to Sweet Pipes Inc.
and mail to: Sweet Pipes Inc.

23 Scholar Lane
Levittown, N.Y. 11756

Please send   copies of the ARS
Study Guide ($1.50 each).

Total  
Plus shipping charges  $1.00 
Total amount enclosed  

Name  
Address  
City  
State Zip  

audience. That occurs when the communica-
tion level is most intense and effective. At the
very least, and perhaps not such a small thing
after all, you'll have lessened the tension that is
now preventing you from realizing your own
potential as a performer.

Edward Gogolak
Milwaukee, Wis.

Recently there was an article somewhere ex-
tolling Inderal as a remedy for people who
become physically ill when they have to per-
form.
The other way to handle stage fright that I've

heard of consists in taking a moment when you
come on stage — before you play, act, sing,
speak, or whatever — and slowly surveying
your audience, imagining that they are all sit-
ting before you completely nude! I suggested
this cure to a group at Pinewoods last summer
but unfortunately forgot to try it myself when it
was my turn to perform. I hope to test it soon.

Phoebe Lai-key
Caldwell, NJ

Since we all have stage fright, our only hope is
to find ways to lessen it so that it does not take
control. Here are some suggestions:
1) Be prepared! Know that you know the

piece. Study the style. Associate each phrase
with a speech or visual pattern or idea. Having
solid rhythmic control helps calm jitters and
propel the music. In ensemble playing, make
certain that all performers understand the inter-
relation of the parts so that each member has
confidence in the others.
2) Think of yourself as the medium through
which the composer's thoughts are communi-
cated. Since most performance anxiety comes
because we are afraid of what others might
think of us, it helps to think less about oneself;
instead, consider your performance a gift.
3) Perform every chance you have. Doing it

only once or twice a year allows time for fears to
build up.
4) If at all possible, rehearse in the room,

church, or hall where you are going to perform.
This will allow you to correct such problems as
lighting, and out-of-tune pianos or organs. Have
someone with an experienced ear listen to the
balance. Sometimes even seating arrangement
may need to be changed for optimum balance. If
wearing period costumes, practice in them.
5) A week or so beforehand, write on a card a

list of all the good things you would like from
the performance. Carry it with you and read it
over when negative thoughts arise, or when
you wish to program good attitudes. These
thoughts should stay with you at performance
time.
6) Have faith in your instrument. Keep it in

good repair.
7) Certain stretching and breathing exercises

and a short period of meditation can be used to
calm oneself. Just before going onstage, try to
be alone or with a quiet group to help yourself
find a feeling of calmness.
8) Learn to tune out distractions in the audi-

ence—crying tots, shuffling papers, whispering,
coughing, etc.
9) Try for a relaxed approach, such as "It

would be nice if I could do a beautiful per-
formance," rather than feeling disgraced if one
small s'_ip occurs. A cardinal rule is "Never look
back." Forget the mistakes you have made; con-
centrate on what is coming, or else errors will
begin to multiply from lack of attention to what
is being played. Afterwards, do not dwell only
on the areas that did not go well. Give yourself
credit for all the good things you did and then,
in a positive way, set about to correct weak-
nesses.
Each performer must search for the cause of

his stage fright and find his own solutions. One
should not be impatient or expect miracles. Try
to correct one thing at a time. Keep a diary pro-
gress report on each performance in order to
chart your growth as you work to improve your
confidence. Look upon performing as a growing
and learning experience. Know your capabili-
ties and do not try to exceed them. Be satisfied
to grow slowly and confidently.

Carolyn Wilhoyte
Oklahoma City, Okla.

The best advice I ever got for performance
nerves —I guess—was given to me by Bernard
Zaslav, the violist. At the time he was playing
in the Fine Arts Quartet, and I was guest solo-
ist. I started the program with a concerto for
soprano recorder and two violins by Handel, in
an arrangement by Thurston Dart. Very tricky
little piece, and lots of technical flurries in the
first movement. On soprano recorder yet! —
yecch —I was nervous. I finished and walked off
stage. Bernie was standing in the wings ap-
plauding. He said, "Bravo, Moish." I said,
"Wow, was I scared. My hands are dripping,
and my mouth is so very dry." His advice: "Nu?
Put your hands in your mouth."

Morris Newman
New York, N.Y.

Years ago our recorder trio was about to per-
form for the local ARS chapter. Our tenor
player was a former test pilot, a man who took
his catamaran to sea in almost any weather
without batting an eye, a fearless diver. Just be-
fore the brief performance I suggested that we
all play standing. Said my tenor friend, "You've
got to be kidding! My knees are shaking!" As I
put the alto to my lips, I noticed that both my
hands were trembling. We remained seated
and undoubtedly produced a good deal of ad-
renalin and sweat. That is, we two men did.
My wife, who did not want to play in the
first place, seemed to remain cool and con-
trolled.
At about that time I decided to do something

about my anxiety. Mind you, I have no hang-
ups about speaking at professional meetings or
entering into discussions of one kind or another
with anyone. But playing in public seems to be
another matter. I do not do that very often, but
when the situation arises, all sorts of questions
pop up: "Why am I putting myself through all of
this? Since these people know that I am not a
pro, why worry? They are my friends, so why
should I be afraid?"
Such rationalizing may help a little, but it is

not enough. I stumbled upon another way of
coping that is more relaxing. It involves a
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benign little fantasy. I zero in on the most awe-
some critics and imagine them in turn-of-the-
century bathing suits, hcrizontal stripes, knee
length and all. It humanizes the situation, and
those whom I might have considered a threat
simply become funny, ordinary people. For me
this works nicely. I would be less than candid if
I did not admit to some residual anxiety, but I
can manage.

Frank Plachte
Beverly Hills; Calif.

Years ago Shelley Gruskin gave me a clue to
handling stage fright. He said something to the
effect that the performer has to believe that
what he is going to do for his audience will be
something special that nc one else could do in
quite the same way.
. . . The really destructive aspect of stage

fright is the self-absorption it causes, which in
turn creates a kind of paralysis that makes the
player rigid and causes him to play as if he were
riding an avalanche.
Here are some general rules I have found

helpful:
If you can't play the music at rehearsal, don't

perform it.
Tape the rehearsal; listen to intonation; ad-

just phrasing.
Arrive at the hall in plenty of time. No drink-

ing before playing.
Warm up your instruments. Tune.
Compliment other members of the group.
Don't nit/pick or fight.
Convince yourself you will play well.
Anyone who can do at of that should have

neither time nor reason to be nervous.
Mary Johnson

Franklin, Mich.

. . . Have your music in order, fully marked
(who leads, who cuts off, what instrument is to
be played, etc.).
Practice entrances, exits, and bows.
Make early contact with your audience by

demonstrating instruments or briefly talking
about the music.
Don't be afraid to stop and start over again if

things go awry.
Celine and Bill Karraker
Redding Ridge, Conn.

Morris Newman's remedy is to drop the jaw
and relax into the instrument (with an adequate
breath supply). If you have the articulation
worked out in some pattern and can concen-
trate on that it will give ycu something to focus
on besides yourself. Best of all is to listen well:
sink down into the sour ds around you and
match your tone to that of the others. Thisaoil-
ity comes only after the notes, rhythm, and
phrasing have been mastered. Pieces that have
no real musical problems for you, pieces that lie
comfortably under your fingers, pieces that
generate some excitement for you: only these
are ripe for performance.

Rhea Wright
St. Paul, Minn.

I have seen beginners terrified at the prospect
of playing before three or four of their peers at

the end of a workshop; I have known my viol
bow to bounce wildly on the string even as I
was attempting to draw out the "sweete
stroake" and feeling no other tension at all; and
I know of a woman who sang for many years,
and performed in terror for almost as many, un-
til she sought the help of a hypnotist who gave
her substantial relief.
In 1967, as a timid beginner, I was made

aware that music is a gift made to others, and
that it should be placed out there, beyond the
end of the instrument, with enough presence to
fill whatever room in which one is playing. To
me, parked as I was behind a recorder into
which I was pushing a tiny amount of air, with
the resultant feeble tone, this was a seminal ob-
servation.
At that moment I realized that my initial fear

of performing was somehow tied up with the
question of extroversion. I suddenly saw music
as an extroverted activity, and that if I was to
perform for others, I would have to extend my
gaze beyond the fingers in front of my nose,
even beyond the music on my stand, to those
who might be seated in front of me; I would also
have to deploy my aural faculties beyond my
own sound to include the total sound of those
with whom I might be playing; and most impor-
tant, I would have to project, to make my
musical offering to those who would listen.
This was a sobering, scary reslintion.
The emerging musician, not yet completely

grounded in the craft, may find her- or himself in
the situation of having to perform without the
technical competence necessary to do the job
well. How many of us have agreed to make an
appearance before the monthly ARS chapter
meeting (as a "favor," otherwise we won't have
a program of any kind this month), and offered
up a version of a Handel sonata knowing that
the allegro would be a mess. Well, maybe we
could just skip that. And the person who
agreed to play the harpsichord on the instru-
ment made from a kit last year has problems too.
And there's no time for more than one read-
through. And what about the ornaments? The
local hotshot will certainly have something dis-
paraging to say about the ornaments. All of this
certainly leads to the nervousness and anxiety
that constitute stage fright for many of us.
What to do? First, make a realistic evaluation

of your current talents and limitations, and
then choose not to participate in a performing
situation where you don't feel comfortable.
Don't take that shawm part the group wants
you to because you played oboe for three
months in fifth grade. If you're not at home with
the fingerings and breath pressure required by
that crumhom someone pressed into your trem-
piing hands two days before the concert, don't
agree to play it, and when you do anyway (who
ran resist the flattery of being asked?), for
!leaven's sake don't put on a goofy look after-
wards. Instead, accept whatever applause
' :ornes your way.

Remember to keep a perspective on what you
are doing. The wave of personality often breaks
on the reef of perfection. Too many people
think they must play flawlessly, and when they
do something less, can't stand themselves or
others. Keep in mind that mistakes are just

another way of doing something (Hmmm, what
a curious ornament that was!), and promise
yourself to do better next time.
If you work steadily at your skills (with a

competent teacher), if you set goals for yourself
to work toward and update them every so of-
ten, if you practice what needs practicing and
remember to choose pieces to perform that are
within your current ability, then the prospect of
stage fright may never occur to you.

Michael Foote
Minneapolis, Minn.

Students frequently ask me why they can't
seem to play a piece as well in performance as
they can when practicing at home. There are
many reasons — the feeling of being watched
critically, the desire to impress, and so on.
Knowing stage fright is likely to occur, you

need a margin of safety. When you think you
have a piece down well, see if you really know
it, by playing it through without stopping.
Often, realizing you can't go back makes for
more alertness, intensity, and sheer presence in
your rendition. It also often helps to memorize a
piece. Here, three factors come into play:
Aural memory: can you sing back the tune?
Visual memory: can you write out the music

for various passages?
Finger pattern memory: have you stopped to

analyze the up-and-down pattern of the fingers,
so that response is almost automatic?

Susan Zimmerman
Granby, Conn.

At first I tried to sidestep the whole dreadful
business by avoiding playing in public at any
cost. It is difficult to find a group to play with on
these terms, however. Although I have not yet
learned to feel really comfortable playing for an
audience, I try to kid myself that I am just per-
forming the music with friends at home. Here
are a few other ideas:
Perform with as large a group as you can; you
won't feel that everyone is looking at you, and
you can concentrate on making music with the
other players. It goes without saying that you
must have your part prepared so that you could
almost play it from memory, but don't rely on
your memory. Keep your eyes firmly on your
part, your peripheral vision taking in the other
parts and your colleagues.
Good ways for an amateur consort to gain ex-

perience without having an attack of nerves
are: 1) providing background music at a social
function, such as a wedding, dinner, charity af-
fair, even an open-air activity—i.e., in situations
where people are moving around and talking,
and you are not the sole focus of attention;
2) playing Renaissance dance music for a per-
formance by a dancing class; and 3) performing
with a singer. He or she will probably be the
main focus of audience attention, and you will
feel less conspicuous.
Incidentally, I do have strong feelings on the

subject of inflicting performances by inexper-
ienced and not very talented amateur musicians
on an audience at all. But this might be the sub-
ject for another forum.

Rachel Burdeau
Springfield, N.J.

August 1982 115



NM IN= MI MIM INN

For one hundred years the Dolmetsch
family has given unrivalled quality
service and value The new 1982 Dolmetsch plastic recorders
are no exception — pitch perfect free playing and still at 1980 prices!

DOLMETSCH DESCANT: the liveliest recorder on the market with that special Dolmetsch sound.
British made and still incomparably the best. The '982 model is now even easier to play and maintains
the Dolmetsch reputation for secure pitch and accurate intonation.

DOLMETSCH TREBLE: the perfect match for the Dolmetsch descant with a rare tonal warmth and
excellent responsiveness. Pitch and intonation are checked electronically and every instrument is
hand finished.
DOLMETSCH TENOR: no tenor recorder is less tiring than the Dolmetsch tenor to hold and to play.
The double keys provide a low C and a low C sharp and with the lovely rich sound this instrument
rivals many expensive wooden recorders on the market today.

DOLMETSCH RECORDERS — A perfect match Everytime

RETURN THIS COUPON TODAY

JEanne Dolmetsch Marguerite Dolmetsch

LII

Name

I would like to be an Accredited Dolmetsch
Dealer— please send all details

Individuals — tick and return for complete
lists of retailers near you stocking the
incomparable Dolmetsch plastic recorders.

Address
Phone

DOLMETSCH MUSICAL INSTRUMENTS
107 Blackdown Rural Industries, Haste Hill, Haslemere,
Surrey, England 8L27 3AY Tel: Haslemere (0428) 3235
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Viols Violins Violas Lutes Guitars Psalteries Hurdy-Gurdies Dulcimers

2,years

KELISCHEK
WORKSHOP
for Historical Instruments
Route 1, Brasstown
N.C. 28902 U.S.A.
Tel. (704) 837-5833

Kits for: Hurdy-Gurdies
Lutes
Consort Viols
Bowharps
Bowed Psalteries

Susato° - Crumhorns
Cornam use
Kelhorns
Tabor-Pipes
Penny whistles
Renaissance Flutes
Reeds

Moeck - Mollenhauer - J.M. Dolmetsch - Zen-on and Aulos Recorders
Honduras Rosewood - any size and quantity!

Send $2.00 for illustrated catalog.
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INSTRUMENT CARE

The universal use of cork on woodwind in-
struments is a relatively recent phenomenon,
since woodwind makers of pre-classical times
either were unaware of or chose to ignore its
existence. Instead, thread or string was em-
ployed to wrap joints and make them airtight,
and today many makers of accurate replicas still
prefer to use string becaase of its practical ad-
vantages. String can be added or removed easi-
ly to compensate for changes caused by season-
al factors and varying conditions of use, and,
when waxed, adheres well to oil-saturated
joints, eliminating the need for special glues. Its
only drawbacks are a) the occasional need to
adjust or rewrap the joint, and b) the tendency
of the wrapping to compress the tenon some-
what after centuries in place—as has happened,
unfortunately, to most museum woodwinds.
Cork, on the other hand, cannot easily be made
to adhere to oil-impregnated instruments, and
in fact loses its resilience when contaminated
with oil. Moreover, on large maple or pearwood
instruments it often does not have enough
elasticity to compensate for the effects of sea-
sonal changes, and, of course, it is impossible to
adjust.
Whether of string cr cork, joints should

always be sepa:ated, wiped, and permitted to
dry completely whenever instruments are put
aside for even a few minutes after being played.
Otherwise, moisture can wreak havoc with
wood, cork, and string alike, and a socket can
easily crack. Also, when allowed to dry under
pressure, string sometimes loosens and slides
right off the tenon — usually in the last, frantic
moments before a performance — while cork
becomes permanently compressed and loses its
resilience. Compression may also occur when
instruments are stored assembled, as when
hung on a wall. Professional woodwind players
wouldn't dream of leaving their instruments
assembled, not to mention hanging on a wall.
No valued woodwind instrument should be
treated in such a manner.
Cork can be Kept supple by occasional appli-

cations of a good tallow-based cork grease, the
function of which is no; to make the cork slip-
pery, but to keep it flexible and elastic. Some
makers recommend or provide vaseline as a
cork grease, but vaseline usually penetrates the
cork after a time and chssolves the contact ce-
ment that holds the cork in place. It should

Joints

definitely be avoided.
Cork that has become compressed due to
wear or mishandling can sometimes be revived
by applying a liberal coat of tallow-based grease
and then heating the cork until the grease lique-
fies and is absorbed. The cork is then allowed to
cool gradually. This allows the cells of the cork
to become engorged with the grease, which
both softens and supports the cork. Care must
be taken, of course, not to scorch the cork or
overheat a wax-impregnated instrument. I find
an open flame difficult to control; an electric
iron may be the safest tool for the job.
If you decide to take your wax-impregnated

recorder to a local music store for a cork job, you
should advise the technician to proceed with
the work in the usual fashion, but before ap-
plying cement to the recess in the tenon, to
smear a thin coat of Five-Minute Epoxy into
the recess and allow it to harden. This will seal
in the wax so that it is not dissolved by the sol-
vent in the cement. I had a terrible time trying
to get cork to stick to waxed instruments before
I discovered this procedure!
Although replacing corks is not difficult, I rec-

ommend having a professional do it if the instru-
ment is of value. It just isn't worth experimen-
ting on such instruments when the job can be
done quickly, cheaply, and without danger by
almost any neighborhood repair service.
Sheet cork suitable for joints on fine instru-

ments has become amazingly expensive in the
last few years, so many technicians have re-
sorted to using inexpensive cork compound
made of cork particles held together by an ad-
hesive. This material is satisfactory for inexpen-
sive instruments but generally is not used on
finer ones. Cork repairs on fine instruments are
usually done with solid cork and "lapped"
seams, which means that the ends of the cork
strip are beveled over each other. This process
is slightly more difficult than that for simple
"butt" seams, but it may offer a slight margin of
durability over the other method, and the
resulting seam is nearly invisible. Butt joints are
more appropriate for cork compound because it
is difficult to bevel neatly.
When we do cork repairs in our shop, we be-

gin by removing the old cork by any appropriate
means: scraper, solvent, or abrasive — de-
pending on the type of wood and finish in ques-
tion. Then we decide whether to do a butt or a

lapped seam and whether to use solid or com-
pound cork. Assuming that we've decided or,
solid cork and lapped seams, the job proceeds as
follows: A strip of cork of appropriate thickness
is cut, allowing plenty of extra length and a little
extra width. Its surface is pounded firmly with
a broad-faced hammer to soften and compress it.
slightly. One end is beveled for about '/4" to
paper thinness, and the piece is trimmed to the
correct width. If necessary, epoxy is applied to
the recess on the tenon and allowed to harden.
Contact cement such as Weldwood is then ap-
plied to the beveled portion of the cork, to the
entire side opposite the bevel, and to the re zess
on the tenon. When the contact cement is thor-
oughly dry, the strip is pressed into place
around the recess beginning with the beveled
end, with the bevel facing outward. The strip
can be stretched slightly into place as it is
wrapped, and the tail end is pressed firmly onto
the glued bevel. Next, the unglued "tail" is
sliced off close with a razor blade and the seam
sanded smooth and flush with 120 garnet sand-
paper. The piece is then mounted on a lathe and
the top and bottom of the cork sanded flush
with the shoulders of the recess, allowing a con-
vex or lenticular "crown" to remain in the mid-
dle. If the recorder has a stained finish, masking
tape is used to avoid scratching the surface of
the tenon. The fit is then checked, and the
crown reduced as necessary on the lathe until a
very tight fit is obtained. Finally, the cork is
greased. The joint usually fits properly at this
point, but if more sanding is required, the grease
is first removed with solvent. Otherwise the
sandpaper is instantly ruined by it.
In closing, it should be mentioned that cork

need not be terribly tight to prevent the joint
from "wobbling." It is actually the function of
the wooden portion of the tenon to hold the
joint in proper alignment — although in many
commercial instruments a sloppy fit is permitted
in the interest of economy, and the cork alone
has to keep the joint aligned. In this situation
the joint will be stable and secure only when
the cork is new and stiff. Always inspect the fit
of tenons to sockets when evaluating new in-
struments with cork joints. Whether the corks
are tight or loose, properly fitted tenons will en-
sure trouble-free service and are a sign of good
workmanship.

Philip Levin
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FROM FIRST NOTE TO
MST CHAIR.

You can stE rt —and stay with —
Hohner recorders through every
stage of your musical development.
Hohner s range of fine instruments

takes you from the classroom to con-
cert hall. We are, in fact, the world's
largest producer of a full line of qual-
ity recorders
For over a quarter Df a century
we've been crafting classic re-
corders with both Barochie and Ger-
man fingering.
All are superb precision musical

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

Highly developed finishing tech-
niques make each one as much

a celight to the eye as to
the ear. And yDu can
Euit your needs from a
whole consort of sopra-
n no,soprano,alto,tenor
o- bass instruments.
All are fully guaranteed

by H Dhner to perform with
precise intonation through many
years of service.
For a free catalog on Hohner's

family of fine reccrderE, write
M. Hol-ner, Inc., Andrews Road,

Hicksville, N.Y U802.
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BOOK REVIEWS

Man with Hurdy-gurdy etching by Jacques
Callot, 1622. (Prilts Division, New York Public
Library, Astor, Le-sox & Tilden Foundations)

Die Drehleier, Handhabung und Spiel-
technik
Zusammengestelk von Mitgliedem des Frank-
furter Drehleierensembles "Die Hummel"
English translation by John Ralyea
Eigenverlag, Frankfurt/Mlin, 1981, available
from Front Hall Enterprises, RD 1, Wormer
Road, Voorheesvi le, N.Y. 12186, 88 pp. (book),
17 pp. (translatior), $15
The hurdy-gurdy, a cur:ous instrument look-

ing like a halved watermelon with an end crank,
is a combination of various others. As John Ral-
yea describes it in The Shepherd's Delight:

The hurdy,gurdy ri a hybrid instrument incorporat-
ing the wheel of the wheel fiddle, the keyboard of the
nyckelharpa, the buzzing Dridge of the marine
trumpet, and the crones of :he musette. This does
not mean that these instruments predate the hurdy,
gurdy; rather the I- urdy-gurdy may have suggested
the construction of the others.

Indeed, it can be traced back as far as the
tenth century, when it was mentioned in a
treatise by Odo cf Cluny d. 942), and seen on

Dale Higbee, editor

:he arch of the twelfth-century church of San-
:iago de Compostela, in both cases as the or-
ganistrum (an earlier form played by two in-
stead of one).

The hurdy-gurdy produces a nasal sound
reminiscent of the bagpipe and musette. One
can play it either as a melody instrument, by
moving some of the strings out of the range of

I/ - • ir - • pr
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RECORDERS
The Early Music Shop of New England
has recorders in all sizes and all pitches

from garkleins to contrabasses.

We sell and service inglruments by
Moeck, Hopf, Roessler, Dolmetsch, Zen,On,

and other large makers.
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Srf, We also carry one of the largegt sele6tions of
I* artigi quality ingtruments in the world,
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We and behind what we sell and we offer a
money,back guarantee if you are not satisfied!

The Early Music Shop of New England
39 Boy1fion Street, Brookline, Massachusetts 02146

Telephone.' (617) 277 , 8690
Hours: Mon — Sat., io to 6; Thurs., io to 8
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Roger Clark Williams
Historic Woodwinds

Restoration, Repair
and

Maintenance
of

Fine Instruments

White Hollow Road, Lakeville, CT 06039
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the bowing wheel, or in bagpipe style accom-
panied by a drone. Either way it is charming,
and much more technically demanding than is
at first apparent.
The technical demands are attested to by

various instruction manuals. Most of these
were published in eighteenth-century France,
with its "aristocratic peasantry." There were
methods by Bouin, Dupuit, and Ballard, and a
general history by Terrasson. Although there
have no doubt been players all along, today
there seems to be quite a renaissance of in-
terest, with new methods appearing regularly.
One such is Die Drehleier. Written in German
and translated on an insert into English from a
previous French text, it was lovingly compiled
and published by The Hurdy,Gurdy Ensemble
of Frankfurt-on-Main, known as Die Hummel.
("Die Hummel," meaning "bumblebee," is also
the name of a folk zither.) The group was
formed in 1978 with the intent of reviving inter-
est in music with drones. Its four young
members (Erich Kern, Marianne Glier, Gerd
Ganz, and Gabriele Schneider-Ganz) play and
teach the instrument, attending festivals,
parades, and musical gatherings with it as well
as the dulcimer and accordion.
Their instructions are given in short and

easy-to-comprehend sections, along with a
general map of the instrument, illustrations,
and appropriate monophonic music examples of
the medieval type. A small amount of keyboard
experience is helpful; however, the most de-
manding technique involves the cranked
wheel. Instead of simply a continuous circular
motion, wheel technique varies with the meter
of the piece and can even be used to reiterate a
pitch, keeping the pitch key depressed. Where
one begins the wheel stroke is an important
consideration for certain desired effects, such as
setting a thing called the "trumpet bridge" into
motion. Various kinds of wheel strokes are pos-
sible: the "wrist snap" (one-stroke), two-
stroke, irregular three-stroke, regular three-
stroke, and four-stroke. Likewise, there are all
manner of squiggles and marked circles and ar-
rows over the musical line depicting what to do
when. It takes a bit of doing to coordinate
everything at once.
After getting acquainted with the hurdy-

gurdy and its technique through this book, and
being very enthusiastic about both, I felt the im-
mediate urge to find a hurdy-gurdy and play it!
Find one I did, although it was an earlier type
than the one referred to in Die Drehleier, having
one melody string instead of two, two drone
strings instead of four, and a diatonic as op-
posed to a chromatic "keyboard." These minor
differences aside, I found it is indeed possible to
play the hurdy-gurdy at first sitting. It is dif-
ficult, however, to maneuver the crank in the
wrist snap and more elaborate control strokes
from the sparse instructions given in the
method—these indeed need the supplementary
guidance of a teacher, as is acknowledged in the
introduction.
Basic maintenance of the hurdy-gurdy—such

as rosining the wheel and cottoning the strings
— seems to be relatively easy.
After one has studied the exercises and can

care for the instrument, what can one play
besides the one-liners in the manual, simple
monophonic pieces found in HAM, et cetera?
The book lists original compositions in which
the hurdy-gurdy is used as a solo instrument ac-
companied by keyboard and/or continuing bass
instrument (in one case a Baroque rackett!),
many duets, and some concerti and nocturnes
for two organ hurdy-gurdies plus orchestra (the
latter type has a set of side pipes). As one might
suspect, these nocturnes and concerti were
composed by Franz Joseph Haydn, who also
wrote a number of compositions (175) for
another recondite instrument, the baryton. For
one's listening pleasure, the authors have in-
cluded a list of recordings that feature the
hurdy-gurdy or include it in various folk en-
semble combinations.
On the whole, this writer heartily supports

the efforts of these promoters of the hurdy-
gurdy. Even if one does not wish to learn to
play the instrument, but has an interest that is
more than passing, Die Drehleier makes enjoy-
able and informative reading and is packed with
photographs of delightful European music-
making.

Lesley Retzer

Lesley Retzer holds an M.M. in violoncello per-
formance and an M.F.A. in early music perform-
ance. She has given concerts in Europe and the
United States, been on the faculty of numerous
workshops, and at present teaches and freelances
in New Tor! City.

Performance Practices of Early Music
GOTTHOLD FROTSCHER
English translation by Kurt Michaelis of
Auffiihrungspraxis alter Musik
Heinrichshofen, New York, 1981, 195 pp., $4.50
Frotscher's Auffiihrungspraxis first appeared

in 1963, so this little handbook will probably be
approached as an historical document as well
as a manual to which we can turn today for
guidance in interpreting music written before
1750. On both counts it is unsatisfactory.
Frotscher cannot be faulted for mirroring the

state of our knowledge of performance practice
twenty years ago. Just as there were "the re-
corder" and "the harpsichord," suitable for all
recorder and all harpsichord music, there were
the "old masters," a nebulous clutch of com-
posers from "the school of Notre Dame up to
the Baroque." The coalescence of these six
centuries of composition, it was thought, was
to be found in the music of J.S. Bach; indeed,
most of the book is concerned with Bach, and
almost all the musical samples are drawn from
his works. Frotscher was a thorough scholar,
and he missed few of the major primary sources
available to him. Here are the now-familiar
quotes from C.P.E. Bach, Leopold Mozart,
Quantz, Mattheson, Couperin, d'Anglebert,
and others; but here also is a curious plea for
"naturalness" drawn from the Berlin school of
song composition, complete with quotes from
Johann Peter Schultz' Lieder im Volkston of
1785. The connection between the Enlighten-
ment-oriented conservatism of the Berlin
school and the performance practice of music
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before 1750 is mighty tenuous and perhaps
distinctly Teutonic.
The book is full of statements that even for

1963 can only be called naive. For example, we
find that "up to the era of Franz Schubert, the
strophic song dominated, using a single melody
for all verses of the entire poem, repeated with-
out change" (incidentally, one wishes that the
translator had made a more determined effort
to distinguish between German and English
syntax). We also find tha:. "a majority of the
compositions by the old masters. . . are written
in the character of a dance," and that Lully and
Couperin "had to follow fashion and study . . .
with a piano teacher" (my emphasis—the orig-
inal German term was Klavierlehrer, more
properly translated as keyboard teacher).
In fairness to Frotscher, it is clear that he
was attempting to redress the previous gener-
ation's romantic performances of J.S. Bach's
music, and this really is what the book is about.
All the more reason, then, why the publisher
should not have attempted to foist upon a
largely unsuspecting publie a book that claims
to be a "Comprehensive Reference Work
about Music of Past Ages" (a subtitle that ap-
peared nowhere in the original German). The
sole concession to the scholarship of the past
twenty years is the inclusion of an additional
bibliography of "English-language reference
books?' At least the translator had the grace to
'avoid calling it an up-to-date listing; its latest
entry is dated 1971, and of the fifteen items
fewer than half are primarily concerned with
performance practice.
Finally, anyone wanting a small, inexpensive
manual giving straightforward information on
Baroque performance practice should consider
Veilhan's The Rules of Musical Interpretation in
the Baroque Era (see the review in The Amer-
ican Recorder, XXIII/1, Feb. 1982), published in
1979. It does what Frotscher promises but can-
not deliver.

Edward L. Kottick

Edward L. Kottick is professor and director of
the collegium musicum at the University of Iowa.
He is also author of Tone and Intonation on the
Recorder (McGinnis & Marx, 1974) and The
Collegium: A Handbook (October House,
1978).

Memoirs of the Life of the late George
Frederic Handel
JOHN MA1NWARING
Reprint of the 1760 edition, with a new fore-
word by J. Merrill Knapp
Da Capo, New York, 1980, .xvi &208 pp., $22.50
This book, the first biogaphy of a single corn-

poser published in the English language, was the
basis for much later writing about Handel. It in-
cludes a number of fancifil anecdotes about its
hero but, as J. Merrill Knapp points out, "there is
probably a grain of truth in most of these stories."
In addition to information about Handel, it offers
commentary on a number of his contemporaries,
such as "Mathyson" (Johann Mattheson) and
"Keysar" (Reinhard Keiser). At the back of his
book Rev. Mainwaring added a general cata-
logue of Handers music, as well as an extended

essay of "Observations" on the composer's
works, which reflects contemporary aesthetics
and offers insights into musical taste in England
in 1760. This book is important as a historical
c ocument, and it is still a pleasure to read today.

Dale Higbee

Music and Aesthetics in the Eighteenth
and Early Nineteenth Centuries
PETER LE HURAY AND JAMES DAY

Cambridge University Press, New York, 1981, xvi
cnd 597 pp., $69.50
This book is the first in a series of Cambridge

Readings in the Literature of Music, which are
designed to provide a comprehensive collection
of source readings in English translation, with
substantial introductory material to provide a
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context. The volume under review focuses on
the transition from what is generally termed
the classical period to the romantic.
Manifestations of romanticism appear much

earlier in art and literature than they do in
music. These readings demonstrate that aes-
theticians whose "discipline" was first defined
in Sulzer's Ailgemeine Theorie der schawn
Kiinste in 1771 were studying the nature of
romantic inspiration long before the end of the
eighteenth century. Questions of taste, appro-
priate expression, and the exercise of critical
judgment are dealt with at length. A slow and
thoughtful reading of this large, expensive vol-
ume will add greatly to any reader's under-
standing of the nature of the aesthetic exper-
ience.

Jane P. Ambrose
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Providing detailed examinations of more
major Baroque pieces than any comparable
work, this is an exceptionally clear guide to
informed interpretation and performance.

'A readable and engaging style, free from
the pedantic, overly scholarly approach
• . should encourage the enlightened use of
ornamentation among the many musicians

A Practical Guide
for the Performer
VICTOR RANGEL-RIBEIRO

who still ignore this practice."
—Yehudi Menuhin

'1.. an indispensable guide for Baroque
performance practice. "—Martin Book-
span, Critic, Commentator, and Coordina-
tor of Symphonic and Concert Music,
ASCAP 256 pages, illus.
ISBN 0-02-871980-8 $30.00
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Instruments for Traditional and Early Music

Harp after Hieronymus Bosch

Lynne Lewandowski
67 Main Street

Brattleboro, Vermont 05301

(802) 257-4032

Coman-Jsen after Praetorius

Robert M. Castellano
P.C. 3ox 6C8

Amherst. Mass. 010C4

(413: 549-15.4.8

at the

Lo ngy School of Music
Ear. Music Program

The Long!, School of Music offers an
intensive course of study in Early Music
Performance leading to a S.M. or an Artist's
Diploma. Degree students receive extensive
sight-singing and ear-training instruction in
addition tc individual lessons, ensemble
coaching aael performance practice.
Performances take place in one of Boston's
lies: chamber music halls, and have included
such projects as a complete madrigal cycle of
Orazio Vecchi, and rarely heard selections
from French Baroque opera. This year's
program includes performances of Flemish
choral polyphony, English consorts for viols,
lutes and recorders, 17th century Italian and
German music for voices and instruments
and Baroq-ae chamber music. Courses this
year include a special Trecento project, 17th
century performance practices and a new
course in the art of continuo playing.
Longy's early music faculty includes
members of such internationally known
groups as the Boston Camerata, Concerto
Castello, the Greenwood Consort, Banchetto
Musicale :tad Sequentia.
For further information call, or write for our
brochure:

elf0

Long School of Music
1 Folien St., Cambridge), MA. 02138
Telephone): 876-0956

The Recorder Collection of Frans
Briiggen
Drawings by Frederick Morgan
Zen-On Music, 1981, available from Mag,
namusic Distributors, Sharon, Conn. 06069,
$30
This fascinating publication comes in a heavy

black pasteboard folder. A thirty-nine-page
paperbound book features excellent black-and-
white photographs of the seventeen instru-
ments, listing makers and approximate dates,
previous owners, and recordings by Bruggen in
which the instruments have been used. Adding
immeasurably to the value of this publication
are detailed drawings and measurements of
each instrument. These are printed on heavy
paper, 16 1/8" x 107/8", and will be of special in-
terest to makers attempting to copy antique in-
struments.
Braggen has not yet tracked down an antique

bass recorder, but otherwise his collection is
remarkable in its representation of different
sizes. It includes one tenor in bb by Stanesby,
Jr.; tenors in c' by Hotteterre and Dupuis; two
voice flutes in d' by Bressan and one by Denner;
six alto recorders in f — by Stanesby, Sr.,
Steenbergen, Gahn, Heitz, and two by
Bressan; fifth flutes (sopranos) in c" by Haka,
Steenbergen, and Wyne; a sixth flute in d" by
Stanesby, Jr.; and an octave flute (sopranino) in
f' by Hallet. The tenor in bb is labelled "fourth
flute," but the fourth flute is actually an oc-
tave higher.

Dale Higbee

Divisions
A Journal for the Art and Practice of Early
Musick
Vol. I, Nos. 1-4, 1978-80
Walton Mendelson, editor
P.O. Box 18647, Cleveland Heights, Ohio 44118.
U.S. & Canada, $12 a year, $22 two years
This attractively produced periodical is a
welcome addition to the growing list of publica-
tions devoted to early music. The first issue ap-
peared in September and the next in December
of 1978, but No. 3 is dated simply 1979. No. 4,
dated 1980, states that subscriptions will be by
four or eight issues and not by the calendar
year. The lead article in the first number is
appropriately titled "DIVISIONS: The art of
improvising your own" by William Huffish,
who also contributes "Cruinhorn repertory" in
a later issue. Other articles include "Some
guidelines for early music performance" by John
Jackson and Elizabeth Phillips, "Investigating
rhythmic structure in Renaissance music" by
Martha A. Lewis, "The performance of Ban-
chieri's Madrigal Comedies" by Eugene Enrico,
and "Quantz and flute tone in Prussia" by
Michael Zadro. Basic source materials include
"Rules for playing a thorough bass upon organ
and harpsicon" by Dr. John Blow (from the au-
tograph in the British Museum) and English
translations by Pauline E. Dbrichen of Antoine
Mahaut's flute tutor and Michel Corrette's
method for hurdy-gurdy. There are also editor-
ials, poems, and reviews.

Dale Higbee
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MUSIC REVIEWS

Arkadische SZer0.
HANS ULRICH STAEPS
Doblinger #31, distributed by Associated Music
Publishers, 866 Third Ave., X.Y. 10022, score
and parts
Arkadische Szene is a recorder quintet scored

for soprano, alto, two tenors, and bass in treble
clef. Although inter.ded for competent players,
it is thoroughly idiomatic and presents no un-
usual technical problems. Stylistically, it offers
the same combination of perky rhythms and
sensuous Ravelian harmonies that characterize
Staeps' Sieben FICtentanze (Haslinger) and
Saratoga Suite (Galaxy ARS 56), although, un-
like them, it is in cne long continuous move-
ment.
Recommended to all Staeps fans or to anyone

wishing to become familiar with his music.
Pete Rose

Louise Austin, editor

Tanz Auf Dem Lande
HANS ULRICH STAEPS
Dpblinger #8, distributed by Associated Music
Publishers, piano score and parts

This suite of seven little folk dances requires a
m _nunum of two soprano and two alto recorder
players, plus a piano accompanist. Increasing
the size of the recorder group will improve the
balance with the piano, intonational horrors
nctwithstanding. In addition, there is an op-
tional percussion part that Staeps humorously
suggests could be handled by two or three
ycung players who are not too fond of forte." It
cads for xylophone, glockenspiel, triangle, an-
ticue cymbal, medium or large cymbal, tam-
bourine (without the head), claves, snare drum,
hand drum, and medium timpani. Any of these
ca.-1 be eliminated, and other instruments may
be substituted.
The recorder parts are simple and can be easi-

ly handled by children. A range of an octave

and a sixth, and a familiarity with the keys of G,
C, F, and Bb maior, will do. Rhythmic difficul-
ties are also minimal, and the tempos seem
reasonable. The piano part, however, requires

a much higher degree of competence and is
surely intended for a teacher or adult accom-
panist.
The dances are preceded by an introductory

movement for piano and percussion in which
some of the motives are introduced. The per-
cussion part in this section should be ap-
proached with caution as it requires many
meter changes, including one from 2/4 to 5/8.
Considering its intention, Tanz Auf Dern

Lande is very satisfying. Children who play the
recorder parts will delight in hearing their sim-
ple lines enhanced by an attractive accompani-
ment rich in major and minor sixth, seventh,
and ninth chords.

Pete Rose
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The Early Music Shop of New England
A NNOUNCES ITS NEW

Early Keyboard Showroom
-We are proud to open a showroom for fine early keyboard in§truments
and reproductions. At laft, the enthusia§t has a place where harpsichords
and clavichords from such makers as Tom Pixton, Eric Herz, Clifford
Boehmer, and Robert Duffy, as well as original insctruments, can be tried
and examined. No longer mu ft the cuaomer be satisfied with piaures
and words. Our spacious showroom enables you to see, hear, and feel
the in§truments. For a complete liscling, please write, call, or visit:

The Early Music Shop of New England
.59 Boyls7on Street, Brookl'ne Massachusetts 02146, Telephone: (617) 277 86 go

Hours: Moncly — Saturday, io to 6; Thursday, io to 8
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Two New Sonatinas
GEORG PHILIPP TELEMANN
Continuo par: and realization by Claus E.
Maynfrank
Musica Rara, London WI, 1978, f>5.50
The editor has taken untitled solo parts, de-

duced that they form a portion of the "New
Sonatinas" of Telemann hitherto thought to be
lost, and comnosed continuo parts for them.

Certainly the recorder lines are Telemann-like
in their motivic fragments, the expressive tying
together of these fragments, tessiture, and gen-
eral idiomatic sensitivity to the recorder. A
complication stems from the "New Sonatinas"
having been advertised in contemporary sour-
ces as being playable also by solo harpsichord.
Mr. Maynfrank surmises that the surviving
solo part must have been published with a

ELEVENTH ANNUAL MID-WINTER
WORKSHOP IN EARLY MUSIC

Miami, Florida December 28— January 3, 1983
Biscayne College. 16400 N.W. 32nd Avenue
Miami, Florida 33504

Director: Arnold Grayson

Faculty and Program:
To be announced in November AR

Tuition: $160 with ARS membership

Room and Board:
Sharing room/bath $190.00
Priva:e room/bath $245.00

Early registration and travel arrangements
advised

Information:
Ann S:ierli
Workshop Secretary
6445 Manor Lane
S Miami. FL 33143

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

"score with figured bass." I have seen many
eighteenth-century publications of partbooks or
scores, but I believe the inclusion of a solo part
with a full score to have been very rare indeed: it
would have been too expensive. The survival
here of a single part suggests the existence of a
single figured bass part somewhere — which
would make playing the pieces by a solo harpsi-
chord rather awkward. There may well be
other evidence, not mentioned in the preface,
that the pieces are what Mr. Maynfrank claims
them to be.
This edition is, as the editor says, a "tem-

porary expedient." The newly composed ac-
companiment is theoretically correct and har-
monically stylistic, making the whole a pleasant
addition to the Baroque solo literature for the
instrument. One cannot help observing,
though, that the correctness of the result brings
to mind Telemann's own true genius for writing
basses; somehow this is not quite what the
master himself would have written. Still, this
effort to bring the work before the public is
worthy of applause, and we look forward to the
discovery, or recovery, of the bass partbook.

Peter Hedrick

Six Suites d'apres les Suites pour
Violoncelle seul (A)
Vol. II, Suites IV, V, and VI
J. S . BACH
Transcribed by Jean-Claude Veilhan
Alphonse Leduc, $7.50
This is a carefully worked out edition of some

very complex music. While I can't imagine ac-
tually performing these suites in public on the
recorder (they are idiomatically quite different
from any music indicated as apt for the instru-
ment by any eighteenth-century composer),
they are fun and challenging to play through;
certainly they make excellent studies for finger
facility. Veilhan has provided a good preface,
tersey revealing his sources and editorial pro-
cedure. He also suggests ways of dealing with
the double stops and full chords, and even gives
some ultra-high fingerings for the adventurous
(they are mostly what I use anyway in contem-
porary pieces, although I prefer others for PP"
and gr), plus a half-stopped bell with all fingers
down for low e'. Even with these extensions of
the normal range, many passages must be taken
an octave higher or lower than in the original—
rather awkwardly, I think. The layout avoids
page-turn difficulties.

Peter Hedrick

Duettbuch fiir Sopranblockfloten
Edited by Gerhard Braun
Hanssler-Verlag HE 11.121, Postfach 1220, Bis-
marckstr. 4, 7303 Neuhausen-Stuttgart, Germany

Since the late 1940s a West German school
has coexisted with the European avant-garde,
drawing inspiration from German music of
1930-33 and from events outside Germany in
the following years. Four of the six pieces in
this collection fit its general persuasion.
Norbert Grunhagen's Drei Miniaturen is a

dissonant, perpetually changing, and thor-
oughly uncompromising work based on motivic
development. Descended from Schoenberg's
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music, it is not a twelve-tone piece, but its
sometimes 'awkward rhythms and sudden ac-
celerandos give it a case of internal jitters some-
what reminiscent of the Viennese master's
temperament.
Drei Duos, by Siegfried Borris, is in the
Hindemith tradition. Its two fast outer move-
ments have simple da capo forms, with a slow
fugato between them.
Hans-Martin Linde's Scherzi und Notturni
might be considered a duet counterpart to his
well-known solo work, Pantasien und Scherzi
(Schott RMS 350). Although much of his more
recent work uses a variety of sound effects and
often quotes pre-twentieth-century music, this
set of four little pieces shows his more cons.er-

waive side and is by far the most accessible
composition in the book.
Like Linde, Gerhard Braun has delved into

avant-garde techniques. But he, too, can write
more conservatively, and it is this side of him
that we encounter in Fiinf Kleine Duette, a
pointillistic and rhythmically driving piece.
The two remaining works belong to the

avant-garde camp. Idiomatic differences aside,
they just happen to be better than the other
four. Rene Clemencic's Bicinia Nova is a spoof
hat is funny because of the way it sounds, not
—as is the case with many avant-garde pieces—
through the action of the performers or any
associative factors. Although it has its tech-
nically difficult moments, the most difficult

The American Recorder Society
Education Program
Level II Examinations

Beginning in September, the ARS Educa-
tion Program Level II examinations will be of-
fered to local chapters for administration and
evaluation under their jurisdiction. Each exam
will be given by one member of a three-
member committee chosen by the chapter, and
will be evaluated afterwards by the full com-
mittee. Examination fees will be determined
and retained by the chapter.
The Level II exam follows the Study Guide

closely in form and content, and may be con-
sidered as practice for the more formal and offi-
cial Level III exam. Like that for Level III, it
will be tape recorded w:th no breaks.
The test may be taken by individuals or by

consorts of two, three, Pr four players. Con-
sorts should choose Fieces with the ap-
propriate number of parts from the Study
Guide's repertoire list; each member should
play each piece, with no parts doubled (per-
cussion may be added when appropriate if
there are .more players than parts). Barcque
pieces with keyboard may be played without
accompaniment or with the keyboard part be-
ing taken by one of the consort members. In-
dividuals may perform unaccompanied or pro-
vide an accompanist. Names of those who
pass the Level II test will be listed in our news-
letter.
Those wishing to take the exam should con-

tact the chapter of their choice, which in turn
will apply to the ARS Director of Education
through our office (13 East 16th St., New
York, N.Y. 10003). Please specify the number
of individuals, duos, trics, or quartets apply-
ing for the exam. All examination materials
must be kept strictly confidential and are to be
used for no other purpose than for official ARS
examinations.
The tests are entirely optional and not re-

quired for participation in any ARS workshop:
Information about the Level I exam will appear

in the fall newsletter.

ARS Education Committee
Constance Primus, Chairman

rhe 1.bou1hertar11J

0.uste 9hop

A special. place for
The plager of early music

recorers, historic
lisoo'husin.h sheet
m0e, earip strings,
boots recors.
'write for information

art catalogs.
2037 Sixteent 10
igoulher, C3lora6. 80302

(303)453-1301
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GENERA
VIOLAS DA GAMBA

Treble $790
Tenor 850
Bass 975

Based on late Italian Renaissance
models, these cornerless viols have
curly maple back, sides, neck and
fittings with a carved spruce top
set up with bass bar and sound
post.

311111efitaziaither,ib.
429 Fawcett St. • Balto., Md. 21211

(301)235-0344
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aspect of performing it is keeping a straight face.
Its five little movements contain a variety of
mostly vocal and articulative effects, notated
by both relatively standard and exotic symbols.
I have saved the best for last. Martin Gum-

bel's Drei Kleine Studien is a little masterpiece.
With an interesting interplay of amusing sound
effects, often in microtonality, Gumbel conjures
up just the right combination of warbling, trill-
ing, and chattering to make these three studies
—titled Good Bird, Bad Bird, and Sad Bird —a
delight to hear as well as to play.
This edition is one of the best duet collec-

tions available and a must for any serious
library of recorder music.

Pete Rose

The Aaron
Queens

A WORKSHOP

BAROQUE
&

WITH

•
•
•

Saturday, November
Sunday, November

Fees: Saturday
Saturday
Surcharge

For application
(212) 520-7342

r,
Copland School of Music
College, CUNY

announces

IN
OBOE

RECORDER
MICHEL PIGUET

A

.,

,

—

; II

Lecture-Demonstrations
Lecture-Recital
Master Classes

13, 1982, 12:30-5 p.m.
14, 10:30 a.m.-1:30 p.m.

only: $20; Sunday only: $15
and Sunday: $30
for performers: $20

and information call
or 520-7340

Michel Piguet will tour the USA in Noveniaer, 1982, per-
forming in New York, Summit, N.J., Santa Barbara,
Phoenix, Tuscan. Washington, D.C., and Baltimore. For
further information contact Melvin Kaplan, Inc., 1860
Broadway, New York, NY 10023. (212) 765-5901.
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RECORD REVIEWS

0! Holder Tag, erwuenschte Zeit—Wed-
ding Cantata, BWV 210
J. S. BACH
Judith Nelson (soprano), The Bach Ensemble,
Joshua Rifkin (director)
NONESUCH D-79013

Dale Higbee, editor

Among Bach's wedding cantatas, 0! Holder
Tag cannot be counted as the most famous, al-
though it would not be surprising if this re-
cording resulted in a substantial increase in its
popularity. The work, scored for soprano,
flute, oboe, strings, and continuo, admirably

GARIEL
RECORDERS

ARE NOW
WIDELY

DISTRIBUTED
IN THE U.S.A.
AND CANADA!

SCHOOL MODEL RECORDERS are
manufactured in ABS plastic.

ADVANCED RECORDERS are
manufactured in Maple, Rosewood

and Ebony.

H GH QUALITY — REASONABLY PFICED

Made in Israel

ARIEL DISTRIBUTORS
U.S.A. —

HARRIS-FANDEL CO.
SOUTHLAND MUSICAL MERCHANDISE CORP.

MAXWELL MEYERS, INC.

WM. LEWIS & SON

(800) 645-8004 In NY (800) 632-3322

VOLUTONE COMPANY
343 S. Broadway, Los Angeles, CA. 90012

Tel: (213) 628-2396

CANADA —

LANDER DISTRIBUTORS
620 West Hastings St., Vancouver, B.C. V6B 1L3

Tel: (604) 685-6763

WHALEY, ROYCE & COMPANY LTD.
Wholesale Division

375 Midwest Rd., Scarborough, Ont. M1P 4T8
Tel: (416) 757-2847

demonstrates the precision and sophistication
of Bach's craftsmanship. Its apparently anon-
ymous text begins as a discourse upon the
charms and powers of music, then launches in-
to a philosophical debate over their proper
place in conjugal life. The five recitatives and
arias display a widely varied treatment of form
and style; throughout the cirork one hears har-
monic and contrapuntal richness to compare
with any in the most hallowed of Bach's ma-
ture masterpieces.
Judith Nelson makes her Nonesuch debut
with a performance that is faithful in every
way to the standards we have come to expect
of her. The voice is well focused, relaxed, and
devoid of any excess vibrato. The intonation is
pure, the agility unfailing as she negotiates the
often treacherous leaps and rapid ornamental
passages of this demanding composition. Lis-
teners accustomed to the garden-variety oper-
atic soprano may find her sound a trifle pinched
in the upper register and wish for a somewhat
more eloquent delivery. Crisper diction might
also be desired (you can understand the words
as long as you know what they are), and it is
difficult to ignore the slightly hooty quality
that tends to creep in on "u" vowels. Never-
theless, the suitability of Nelson's voice and ar-
tistry for this music cannot be questioned.
Indeed, the entire Bach Ensemble, perform-

ing on original instruments, serves as a super-
lative example of what justice can be done to
this repertoire by musicians who have comit-
ted their careers to the performance of early
music. Director Joshua Rifkin, in addition to
his role as continuo harpsichordist, has pro-
vided copious, well-researched liner notes that
document the history of the work and discuss
its stylistic features. The album also contains a
full copy of the text and English translation.
The recording quality. of this digital disc was

difficult to judge; the review copy came with a
very noticeable warp, as well as several nicks
in the surface that proved quite distracting.
Still, the overall sound and balance can be
rated good to excellent. Assuming that other
copies will be free of such defects, I heartily
recommend this recording for both study and
recreational listening.

Elsa Peterson

Elsa Peterson, who holds an MA. in early
music performance practice from Case Western
Reserve University, has directed the early music
consort at Fairleigh Dickinson University and
been active in a wide variety of musical endea-
vors. She has participated in the Aston Magna
Academy and is operations and research associate
with European American Music.
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REPORTS

Early music in West Africa
These two Suncoast Chapter recorder play-

ers found ourselves in Abidjan, Cote d'Ivoire
during the entire month of March. We were
there to visit our son, a Fulbright scholar in
mathematics, who is also a recorder player and
a lover of early music. He had lost no time in
joining rEnsemble Vocal d'Abidjan, a group of
fifty singers under the direction of Jean-Claude
Brunebarbe, a talented young Frenchman who
is director of the Institut des Arts. Within the
group is a petit choeur of a dozen singers who
perform chamber works and madrigals, plus
four or five players of the f fite a bec.
Imagine our surprise at discovering that M.

Brunebarbe has an East German spinet claim-
cin, which he transports all over the Ivory
Coast for concerts, and that among the players
there are sets of recorders — the one bass re-
corder, however, having German fingering.
These players rehearse at each other's homes
and frequently augment the Ensemble Vocal in
its concerts.
Upon arrival, we were told that we were to

participate in a concert to be held March 20 at
Bouake, the "second city" of Ivory Coast, a
five-hour drive from Abidjan. A few days be-
fore the concert, we taped part of the program
for national television, some of which was in-
cluded following the noornime news the next
day. The taping session was a hot experience in
an already hot climate, the warm studio lights
affecting the intonation of recorders and harp-
sichord as we played Boismxtier's Scmate en Sol
Majeur. The choir members wilted under the
lights, but dedication won out, and the choir
sang Janequin's Chant des Oiseaux with true
French precision.
The entire group travelled to Bouake by bus,

stopping at bush villages for cold drinks of the
ubiquitous pineapple juice that helped us to for-
get the high temperatures and humidity of the
tropical rain forest. That night we performed to
a packed auditorium in the new cultural center,
our audience consisting of a mixture of French
expatriates and Ivoiriens, all of them most re-
ceptive, indeed almost thirsty, for a concert of
European music.
The instrumental half of the concert began
with the Boismortier, Raymond Zepppere et fils
playing alto recorders and Madelyn Zepp play-
ing the East German harpsichord. Then M.
Brunebarbe joined the ensemble to play third
recorder in Scarlattr s Sonate en Fa Majeur, after
which he added his lovely tenor voice to a ren-
dition of The Bashful Thames by Purcell. The
section finished with a quartet of two bourrees
by Praetorius, Zepp pere wrestling with the
German-fingered bass recorder. The petit
choeur then offered Tourchon, Lassus' Mat ona
Mia, and Le Chant des Oiseaux. After that, the
grand choeur gave its half of the concert, in-
eluding works by Costeley, Monteverdi, Prae-
torius, Victoria, and Scheidt.

We found a great deal of interest in the flfite
bec among the French community in Abidjan.
F or some reason, the public and private schools
cffer no music instruction, and any recorder
teacher can teach as many lessons as he can
schedule, at a standard rate of eight dollars for a
half-hour lesson. Plastic Hohner recorders are
sold in Abidjan's music stores at about three
tines their cost in the United States. The ac-
cepted, and the only method we saw was the
two-volume La Flute a Bec by J.C. Veilhan,
published by Leduc, Paris. This is a most com-
prehensive treatment, covering in depth all
fEngering and rhythm problems imaginable. Our
cwn recorders were plastic Yamahas and Au-
loses, brought to Africa out of respect for travel
conditions and the climate.

Lest the reader think that everything was
perfect, we will simply mention that this was
Africa, where electricity goes off during home
playing sessions, and one sits in the dark for at
least twenty minutes. Other African things
happen. The Ensemble Vocal assembled for its
dress rehearsal only to find the university
building locked and the guard gone off into the
night. No one seemed surprised or angry, and
the group rehearsed for two hours standing on
the front steps of the building.
One boils all water, takes malaria pills, soaks

lettuce and tomatoes in Clorox, and, bien sür,
takes Lomotil before playing a concert. These
were small prices to pay for our marvelous musi-
cal month in the Ivory Coast!

Raymond and Madelyn Zepp
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Beha & Gibbons
H ISTORICAL

W OODWINDS

Baroque Recorders

At A-411:

Bressan voice flute in d'

Stanesby Jr. alto in f'

At A-44o:

Rippert alto in f'

Our thanks to all of you who have given us your

support during our first year as an independent part-

nership. We are currently making additions to our

line of Renaissance and Baroque flutes and recorders.

Certain instruments are available on short notice.

Laura E. Beha & Bernard A. Gibbons
630 Huron Avenue, Cambridge, Massachusetts 02138

Telephone: (617) 547-1424 VI

August 1982 127



CHAPTER NEWS

North Monterey Bay
Following several months of planning and

discussion, the North Monterey Bay Chapter
held its initial meeting in January of 1982.
Since the Monterey Bay—Santa Cruz area
abounds in music festivals and performing
groups, the establishment of an ARS chapter
here is quite in keeping with musical tradition.
The new chapter was organized by Sara

Bernard J. Hopkins, editor

Platzer, who serves as president, and meets on
the fourth Friday of each month in Santa Cruz.
The thirty-five or so members range in playing
ability from novice to professional.
Within the chapter are a number of smaller

consorts, some of which perform in churches
and at fairs and other public gatherings. A
players' register has been set up to aid musi-
cians in joining or forming ensembles. A

at5aZaZaZOZOZVZ=
C RUMHORN KITS

B Y WOOD
We at The Early Music Shop of New England are

i pleased to offer the full consort of crumhorn kits by
Wocd, including an alto in g!

These kits build into fine inftruments and provide the
opportunity to own a crumhorn at a fraaion of the normal
coft. Only a minimum of woodworking skill is required.
All else is provided, including:

tuned reed; sycamore body, pre-bored and ready/bent;
all necessary drills, along with an easyrto,use template;
keys, springs, corks, and pads; complete finishing kit.

The Early Music Shop of New England
65 Boylfion St., Brookline, MA 02146, (617) 27,8690
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Oberlender Recorders
Heinz Roessler

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

FEATURES:
• Available in Soprano, Alto and Tenor sizes
• Available in A = 440 or A = 415
• Single or double holes
• Remarkably authentic tone and response
• Important historical construction 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 within 30 days for full refund.

Philip Levin/P.O. Box 1090,12 First Avenue, N.Y.C., N.Y. 10009 (212) 674-6715

monthly newsletter will contain notices of
early music events in the area, articles on
music, and playing tips.
The first meeting was conducted by Robert
Dawson of Pastime with Good Company,
from San Francisco. Our players were put
through their paces in extremely complex
Renaissance rhythms and counter-rhythms.
In February a most enjoyable playing ses-

sion was conducted by Gabrielle Stocker,
member of the Antiquarian Funks (a local
early music consort) and recorder instructor at
several colleges; music included the twentieth-
century premiere of Quis dabit oculis nostris by
Jean Mouton, edited by Gabrielle from the
original notation.
In March Angela Owen, conductor of the

Palo Alto Mid-Peninsula Recorder Orches-
tra, concentrated on contemporary recorder
music. We were faced with technical prob-
lems (unusual rhythms, chromatic passages,
and odd accidentals), but we surprised our-
selves with soaring renditions of a gavotte by
Gustav Holst, a series of short pieces called
Musica Matutina by Cesar Bresgen, and two
difficult selections by Hans Ulrich Staeps.
Angela was demanding and witty, and we
came away with a new awareness and appre-
ciation of modern music for the recorder.
April's meeting was a twofold delight. First

was a playing session conducted by Kris
Gately, recorder teacher and performer, who
explored the recorder as an instrument imitat-
ing the human voice. He used recordings of
choral works and traditional songs to help us
try to capture the sounds singers make—an
eye-opening and enlightening experience. The
second half of the meeting featured perfor-
mances by small consorts within the chapter,
some of which have formed quite recently: the
Allemande Trio, playing Schubert and Han-
del; the Harpercraft Duo, in an arrangement of
Bach's Cantata 197 and of traditional Irish
tunes; the six-member In Jubilo Ensemble; and
the Skyland Ensemble of eight, which per-
formed selections from Peter Warlock's
Capriol Suite.
The greater Santa Cruz area offers a wide

variety of talent and high performing stand-
ards. It's also a very friendly place—visitors
are always welcome to join us.

Carolyn Woolston

I 
THE RECORDER SHOP

We handle the best lines of
recorders and music.

415 So. Hill St. • Los Angeles, CA 90013
(213) 687-0988
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Central Alabama
The Central Alabama Recorder Society, cen-

tered in historic Montgomery, had its begin-
ning when Anne and Rev. Mark Waldo invited
friends to an organizational meeting in January,
1978. Interest abounded, and we received our
charter the following June. Our twenty-six
members belong with one exception to the na-
tional society and come regularly from as far
away as Auburn (fifty miles) and Tuscaloosa
(one hundred miles).
The chapter meets monthly at the Episcopal
Church of the Ascension, an area church that
has long supported the arts. Each year our Feb-
ruary meeting is held in Auburn for the conven-
ience of members living there, and we will begin
holding our November meeting in Tuscaloosa.
Most programs are conducted by members

on a rotating basis, with special guests helping
to round out our year. Marshall Brown, musical
director of the Montgomery Symphony, led us
in a delightful afternoon of two-choir music in
March. In May Shirley Drury, a founding and
long-time member of the Florida Renaissance
Ensemble, conducted a pleasant, informative
session on Renaissance rhythms and instru-
mentation.
We are looking forward to September, when

Gene Jarvis, a respected local conductor, will
bring us music for recorder, voice, and harpsi-
chord. When we visit Tuscaloosa in Novem-
ber, Dr. Fred Hyde, a well-known harpsichord-
ist and musicologist, will lead us.
We are using a thematic approach to our pro-

grams this year, and all of the chapter members
are actively involved. Our workshop commit-
tee is busy firming up plans for an event to be
held shortly.
While the membership is too spread out geo-

graphically for it to be practical for the society
as a whole to give performances, we do have
small groups that regularly play for churches,
schools, historical pilgrimages, music study
clubs, and similar happenings. We welcome
visitors and rejoice in new members.

Robert L. Jones

Contributions to The American Recorder,

in the form of articles, reports, and let-

ters, are welcome. They should be typed,

double,spaced, and submitted to the

editor three months prior to the issue's

publication date. (Articles are often

scheduled several issues in advance.)

Contributions to chapter news are en-

couraged and should be addressed to the

chapter news editor

(203) 663-1811

YVES ALBERT FEDER
HARPSICHORD WORKSHOPS

Custom Keyboard Instruments

Authorized Agent for
Zuckermann Harpsichord,
Virginal, Clavichord and
Fortepiano kits at the

lowest factory direct prices.

2 North Chestnut Hill Road
Killingworth, Ct. 06417

pnicorns and Cher nrn

Wood Recorders by.

Moeck

J&M Dolmetsch

KUng

Mollenhauer

Heinrich

Aura

Plastic Recorders by

Dolmetsch

Aulos

Zen-On

Director: Bob Lauer

One stop shopping for the recorder

player at competitive prices

Renaissance Winds by:

Monk

Moeck

Wood

Finke

Musisca Ltd.

Over 2500 sheet music titles in stock

For price list Write:

5 Overgate Court, Cockeysville, MD 21030

Stanesby Jr.
Baroque Bassoon
by Philip Levin

Modelled after the 4 keyed original instrument, dated 1747, by

Thomas Stanesby, Jr. of London.

• A=415

• Keys for F, G*, D and BO

• Brass ferrules and keywork

• Curly or straight No-theastern maple

• Nitric ac'd colors

• Histcrical construction throughout

This instriment can be heard on recordings of Handel's Opus 3 and The Messiah, played

by the maker, Nith the Smithscnian Chamber Players on the Smithsonian Records label.

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

Levin Historical Instruments, Inc.
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LEVIN
HISTORICAL

INSTRUMENTS, INC.

C';'-\;•

Specializing in the Construction,
Sale and Repair of

Historical Woodwind Instruments

BAROQUE BASSOONS, BAROQUE OBOES,
BAROQUE AND RENAISSANCE RECORDERS,

BAROQUE AND RENAISSANCE FLUTES, CORNETTI,
SHAWMS, DULC1ANS, REEDS AND REED TOOLS,

CAPPED REED INSTRUMENTS, PORTATIVE ORGANS,
TUNING FORKS, ELECTRONIC TUNERS:

AND A FULL REPAIR SERVICE FOR HISTORICAL WOODWINDS

All instruments are adjusted in our shop bekre delivery and are covered by a
one year warranty. Hundreds of colleges, conservatories and professional

groups look to us for consistently high standards and ethical, reliable service.

Please write for our free catalogue

LE-VIN
HISTORICAL INSTRUMENTS, INC.

Philip Levin
P.O. Box 1090, 112 First Avenue
New York City, New Nbrk 10009

212-674-6715

Visit by Appointment Only
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LETTERS

The May cover:
There's something even more peculiar than I

thought about German fingering, judging by
the cover photo on your May issue (repro-
duced on page 66). You have to do it backwards
—right hand on top, presumably on left-handed
instruments! No wonder it never caught on in
America.

Norma Cote
New York, N.Y

The photograph was indeeC reversed; those are
not left-handed recorder players. Other readers
pointed out that the soprano player's jacket is but-
toned the wrong way; that a wrist watch (on tenor
player) is generally worn on the left wrist, and that
a consort usually lines up with the higher instru-
ments to the left—ed.

Re: Dolmetsch (coned.):
Your readers may have felt somewhat

bewildered by the exchange of letters pub-
lished in 1980 about the ha-Dpenings in Haste-
mere, the home of the world-famous Dol-
metsch family of musicians and instrument
makers. It was in 1978 that members of this
family were forced from Arnold Dolmetsch
Limited, and as a result they established a
new family firm, J. & M. Dolmetsch. Among
those ejected were Dr. Carl, Jeanne, and
Marguerite Dolmetsch, and Marguerite's
husband, Dr. Brian E. Blood. Since late 1979,
Arnold Dolmetsch Limited has been engaging
the family members in litigation in the U.K.
and Dutch courts. In West Germany, the Ar-
nold Dolmetsch Limited agent brought ac-
tions against the agent representing the
Dolmetsch family. The issJes at stake were
complex, and the need to resort to the law
was regrettable. Recent events in Haslemere
have brought these actions to a halt. In Octo-
ber 1981, Arnold Dolmets:h Limited sacked
all its staff and ceased to trade, and within a
month a liquidator was appointed. The com-
pany is now up for sale. While this has been
taking place, the family business, J. & M.
Dolmetsch, has been entering into its new
area of instrument making, early keyboard in-
struments. In September 1981, Hugh Craig, a
very experienced Haslemere-born and trained
harpsichord maker, rejoined the family, and
together they are designing and making the
highest quality early keyboard instruments in-
cluding spinets, clavichords, and harpsi-
chords.
During ;hese traumatic last three and a half

years the family has bee o generously sup-
ported by numerous friends and associates. In
the U.S. one of our stror gest supporters is
Friedrich von Huene, whc has promoted our
new instruments as well as offering us help in
many other ways. Other supporters have
been equally kind, and of course our
customers have continued to make the most
practical assistance through buying our
recorders and bows, attending our summer

school, and visiting the Haslemere Festival of
Early Music each summer. All these activities
continue under the family's guidance, and
from the ashes of near disaster has sprung,
phoenix-like, a stronger and more potent
Dolmetsch heritage and tradition.
All of us in Haslemere wish your journal

and its readers and the members of the ARS a
most peaceful and happy year.

Brian E. Blood
Haslemere, Surrey, England

The February issue:
I wish to compliment you on the February

1982 issue of The American Recorder. Mr. Lev-
in s informative article on the oiling of recorders
was outstanding. This type of presentation
should be included in our magazine on a regular
basis. I also think that Suzanne Ferguson's in-
terview with Edgar Hunt was one of the best
ever presented in the AR. It probably intro-
duces many readers to this fine man, who has
contributed so much to early music and the re-
corder movement, and it contains new insights
for those who already know of his work.

It would also appear from the board minutes
that the ARS is off on a course that will result in
the elimination of many long-standing prob-
lems.

Arthur B. Allison
Ruskin, Fla.

Suggestions for the ARS:
As a longtime member of the ARS, a friend

and critic, lam aware of the progress the organi-
zation has made in recent years: in the field of
education, including the examinations; the im-
provement of The American Recorder; the suc-
cess of ARS workshops; the Newsletter (if it
gets to us members); the trend to let more com-
petent people run the ARS office. However,
the organization is not progressing fast enough.
The following are areas where improvements
are needed (items are not listed in order of
importance).

1) The Erich Katz Memorial Fund is perform-
ing poorly. By now the Fund should have
well above $10,000 and regularly provide
scholarships. It is far from such a goal and
needs much more aggressive management.

2) The ARS has also been doing a poor job
recently with the ARS Editions. Publish-
ing numerous editions once again at reason-
able prices would fill a need, because much
commercial sheet music has become out-
rageously costly.

3) The ARS should sponsor an annual or
biennial Early Music Festival, perhaps
alternating between both coasts, the
Midwest, and the South, and putting it on
in cooperation with a college or university.

4) The ARS should actively strive for a much
larger membership and greater visibility.

5) The ARS might consider creating regional
vice-presidents (East, West, Midwest,

South), whose knowledge of their geo-
graphic area would enable them to help
individual chapters if and when needed.

6) The ARS might consider sponsoring an
annual trip abroad to places of special inter-
est to members. The late Bill Leatham sug-
gested this idea, out it was never acted
upon.

7) The ARS should initiate a more active rela-
tionship with similar European, Canadian,
Central and South American, and Asian
music groups.

8) The ARS and its journal should further
broaden their coverage of early music and
include other instruments to a greater
degree.

9) The mailing of the Newsletter and other
printed material deserves much attention.
The AR frequently arrives torn, frayed,
and tattered. It may be worthwhile mailing
it wrapped. It would be nice to have bind-
ers for The American Recorder for those of
us who collect the publication, as well as
five- or ten-year cumulative indices.

10) Some chapters experience a significant
turnover of members, particularly of the
more sophisticated, better players. If chap-
ters do not grow and flourish, and are un-
able to prevent this turnover, it is, in my
humble opinion, the failure of their leaders.
However, the ARS could and should make
every effort to assist chapter management.

It is obvious that some of the above ideas
deserve a good deal of discussion, and that not
all of them can be realized at once. Neverthe-
less, I wish to share these thoughts with the
ARS' rank and file and to bring them to the
attention of those who might bring about fur-
ther growth.

Frank Plachte
Beverly Hills, Calif.

Early Double Reed

TOOLS and MANUAL

for Crafting Db I Reeds

H edge Inflation with

I VORY/GOLD or SILVER

P rofessional Quality

R END. BACKE TT

CUSTOM made REEDS

?Loraine
787 Liberty Road

Petaluma, California 94952, U.S.A.
(707) 763-3981
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SWEETHEART
FLUTE CO.

Baroque Flutes: repro. of
Stanesby Jr., or our own
"Sweetheart" model

Tabor Pipes
Fifes, Flageolettes, "Irish"
Flutes & Tin Whis:les.
Send for brochure and/or

antique flute list.

32 So. Maple St
Enfield, CT 06082
(203) 749-4494

WOODWIND
INSTRUMENTS

by
CHARLES COLLIER

al-JO RICHARD PALM

Authentic Copies of
Extant Instruments:

RENAISSANCE and
BAROQUE RECORDERS,
MUTE CORNETTI,
RENAISSANCE FLUTES,
and RENAISSANCE
SHAWMS.

For Further Information
CHARLES COLLIER —

Box 9442, Berkeley, Ca. 94709, USA

(415) 845-6389

Curtals - Dulcians
by A. Eric Moulder
Our instruments are made with authen-
tic, air dried, European timbers. The
bores are permanently sealed, as were
the originals, so the instruments do no:
have to be returned for rft-reaming. The
exteriors are finished with natural
stains, oils and resins to give a durable
red-brown colour No nitric acid is used
as it seriously weakens timber. The
range is 21/2 octaves in the bass to 2 oc-
taves in the soprano. There are positive
cross fingerings, including low G#
[bass) and efficient 16th century
keywork Available within 6 weeks of
ordering.

We also make crumhorns, cornamusen.
rauschpfeifen, schryari and kortholts

For further information send SAE to.
26, Farnley Road, South Norwood,

London, 5E25 6NZ, England

(

The Boston Early Music Center
America's Most Complete Early Music Service

Now offering:
The world's finest plastic recorders, Zen-tm's "Stanesby
Jr." soprano and "Bressan" alto, made even better!
Refitted and revoked with a cedar windway to enhance the
sound and response, and to reduce clogging of the windway,
and refinished to complement the original.

Custom Stanesby Jr. soprano: $39.50
Custom Bressan alto: $49.50
(Please include tax (MA res. only) and $2.50 shipping per
instrument.)

The Boston Early Music Center
P.O. Box 483

Cambridge, MA 02138
Fine Recorders and Historical Instruments

Music-Boolcs-Facsimiles-Records-Instruction-Repairs

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, Steinkopf historic
woodwinds, viols da gamba, harp-
sichords, music. Send four
stamps for catalog.

QUEEN ANNE
MUSIC STAND

This top quality
Zuckermann kit
is being offered
at factory direct
prices by Yves
Albert Feder
Harpsichords.
It is made of
Honduras
mahogany and
very accurately
precut. It is an
unusually graceful
and attractive
piece, when
finished with
varnish or
linseed oil.

Orders and inquiries to:
YVES ALBERT FEDER HARPSICHORDS
North Chestnut F1111,1(1111ngutorth, Conn 0641712931663 1811
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▪ Enclosed is:

CLASSIFIED

FOR SALE: Baroque flute by Prescott, box-
wood, a'-415, a'-440, case, $650. Bob An-
drews, 373 28th St., San Francisco, Calif.
94131. (415) 285-1375.

FOR SALE: Bass viola da gamba made by
Heinrich Zieltch, including bow and hard
case. Very fine instrument in excellent condi-
tion. $2,500. Dov Jaron, 122 Bethlehem Pike,
Philadelphia, Penna. 19118. (215) 242-5664.

WANTED: Moeck Renaissance bass flute
model R81 or R82; Hopf Praetorius keyed
tenor. Write: Michael Burcke, PSC Box 518,
APO NY 09057.

FOR SALE: Adler great bass in C, $375. Jim
Poggi, 1520 Salinas Hwy., Monterey, Calif.
93940. (408) 649-6111.

HARPSICHORDS, spine-:s, virginals. Fine
custom-built reproductions of historic instn:-
ments authentically patterned after Hemsch,
Taskin, Ruckers, Hass, and others. Robert A.
Ricklis, harpsichord maker, 886 Culver Road,
Rochester, N.Y. 14609. (716) 288-9027.

FOR SALE: Von Huene, full ivory alto
recorder, a'-440. A collectcr's item. Beautiful
in looks and sound. Excellent condition, hard
case. Werner Zimmermann, 6516 North Lake
Drive, Milwaukee, Wisconsin 53217. (414)
352-8891.

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

HUDSON GUILD Farm Workshop. Three
days of early music under brilliant autumn
fcliage in Andover, N.J. Friday, Oct. 15 to
Monday, Oct. 18, 1982. With Valerie Horst,
Morris Newman, Pat Petersen, Martha Bix-
ler, Wendy Gillespie, Lucy Cross, Arnold
Grayson, Deborah Booth, others. Recorder,
v:ol, flute, mixed ensembles, wind band, con-
ducting, early notation, English country danc-
irg, Sacred Harp, vocal—instrumental works
fcr all. $130. Information: Valerie Horst, 65
West 95th, New York, N.Y. 10025. (212)
222-3351. To register, send $40 deposit,
payable to V. Horst. An ARS Weekend.

WORKSHOP: The Triangle (N.C.) Chapter
of the ARS will celebrate its fifteenth anniver-
sary with a weekend workshop at the Quail
Roost estate near Durham, Sept. 10-12, 1982.
Luturious accommodations, superb food in
beautiful rural setting, tennis, hiking, heated
pool. Faculty: Morris Newman, Patricia
Petersen, Valerie Horst, Deborah Booth,
others tibia. Recorder consorts at all levels,
tE chnique, master classes, Renaissance flute,
Aind band, musicianship, English country
dancing. Contact Deborah Booth, 2019 W.
Club Blvd., Durham, N.C. (919) 286,7442.

QUICKLY SET any temperament with Ac-
cutone Model 120 Tuner. Quartz accuracy,
large library various temperaments at old and
new pitches. Factory direct prices. Yves
Feder Harpsichords, Box 640, Killingworth,
CT 06417.

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.

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

Classified rates for The American Recorder
are as follows:
45¢ 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.

1.11.1111.11.111111111011111111..111111111111111111111111111.1.1111111
APPLICATION FOR MEMBERSHIP

1.1

1111

1.1
1111
1111

THOSE JOINING THE SOCIETY THROUGH CHAPTER AFFILIATION SHOULD PAY THEIR NATIONAL
= DUES r-IROUGH THE CHAF-TER. Please make check or money order payable to the American Recorder
1m  Society, Inc., and mail to above address 

THE AMERICAN RECORDER SOCIETY
1 3 East 16th Street, New York, NY 10003

▪ E Individual or Family Membership ($15.00 yearly)
Two members of a familymay share a membership.

• El High School Membership ($9.00; U.S. only)
▪ El Fore gn Membership* ($17.50)
II 0 Donation
II Your tax-deductible contribution of any size will be most welcome
▪ Must be paid in U.S. funds by a check drawn on a U S. bank or by International Money Order.

1111 Please print.

• NAME: (Dr./Ms./Miss/Mr /Mrs) 

11 ADDRESS: 

• CITY STATE ZIP PHONE 

• ▪ 0 New member

U
 0 Continuing

Be sure to notify the Society of a change of address.
0 am interested in purchEsing back issues.

limmommummmimmumunmimmil
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EXTRAORDINARY LOW PRICE
ON HIGH QUALITY PLASTICS

11000 SOPRANOS

:1111101•1111•11M111==1 1

LAFRY NITKA, PRESIDENT

TERMINAL
166 166 WEST 48 STREET. NEW YORK. N.Y. 10036

MUSIC
WHERE EXPERT ADVISERS TAKE TIME TO HELP YOU

Recorder players and teachers: when opportunity knocks...
don't knock it — just ORDER! (before its too late!)

Friends, recorder lovers, countrymen: Lend me your purchase order,
or send check or credit card number, and! will give you the deal of
this, or any other century.

What's up? Not recorder prices on  this item that's for sure!
They're down. Here's the deal. We've begged and borrowed
one thousand (1,000) ONLY soprano recorders from an
importer who, regrettably, went out of business. We were
there first with CASH — the one language any liquidator
understar cs. Perhaps you have heard of the brand "Z".
(Maybe not in the US, but everywhere else in the recorder
playing world.) Now, I won't tell you what "Z" stands for, but
some of yoJ will sense the truth immediately, and you'l l be
right. (No, it does not stand for "Zorro".)

3 Piece, and Beautifully Designed
These instruments, certainly comparable to the two best
known ard respected plastic brands, are beautifully de-
signed, ivory-colored plastic, 3-piece recorders with superb
finish, elaborate and authentic baroque design (stepped
rings anc all . They are double-hole instruments, and
Japanese-made. A padded plastic case is included.

Needed: A Critical Evaluation
I asked Lorraine, our recorder expert and toughest critic
now pacing the boards, to do a critical evaluation. I told her
"Lorraine — really put it through the mill — don't be gentle or
tolerant. Put up with no foolishness or favoritism. How good
is this instrument?"

Just How Good is The "Z"?
Lorraine's assessment. "The Z is very, very good. It sounds
and looks ike a quality wood recorder. It has the 'round
sound', but with just enough reed to be authentic. It will solo
or blend. ceal for school or classroom use. Easier to blow
than student model woods, and at a fraction of the price.
Pitching is more true (not as sharp) as the No. 1 plastic
brand. Slightly flat on top D — (leading plastic is sharp on
top D). Clean, pure sound, easy plowing. Simple to adjust 
because it's 3-piece! CHEAPER THAN THE #1 BRAND,
PLAYS JUST AS WELL, AND IS MORE AUTHENTIC
LOOKING. Advice: SNAP 'EM UP They're a steal." (In fact,
they're a lot cheaper than the leading brand 2-piece 
models!) i'Larry — can't we get more than 1,000?")

aA,A
No MorD After These Are Gone

(Nope:'Sorry, Lorraine —1,000 is al l there are, period. What
about price? So glad you asked — it's the  PUNCH line. Hc lc
on to your beanie —the price is —

sopr3no — double hole with case

ONE-TIME CLOSE OUT PRICES (list $5.50 each)
1-3 Price $2.95 ea • 4-6 Price $2.63 ea. • 7-9 Price $2.38 ea.

10 Price (Brrr-ace yourself) $2.19 ea.

— — — — — — — — — — —
Editor — Is that $2 1D each, Larry? Larry — Yep, $2.19 each.
Editor — Sure yai. want to go that low? Larry — Yep.
Editor— (pause) Meshugina!

Now c'mon fo ks. Where have you EVER  (in the last few
years) seen a qua ity recorder selling for 2 dollars plJs 
change? Ridiculous! But ridiculous or not. They're  al l yours 
if you get your order here in time.

Boy, Are You Saving Money!
Friends, my advisDrs say I could have tacked on at least an
extra buck apiece and still sold these instruments out,
Poof!. (They're that good!) But my father always used to say
"I love my customers" — and I know just how he felt. I loie
our customers, toc, and I want you to have these fine
instruments at the lowest cost in America. 

Word tp the wise — ORDER IMMEDIATELY!
That dDesn't mean tomorrow! Go get your
checkbook now.

Thought for the day: "He who dilly-dallies loses the worm,
or some such wisiom."

1110,Make the quantum leap to the coupon
on :1e other half of this ad, next page.



ROESSLER (JA, QUALITY ROESSLER!)
Student line wood recorders. Ein grossen "mix n' match'n"
sale kir die Musikanten & Lehrer. (Schools do great, too!)
My German has never been too hot but I can sure reai
an invoice and a price sheet, whether it's in good ohi
USA bucks, yen or deutschemarKs. And I can tel l you my
dollars buy more deutschemarks  now than any time i
recent history. So what am I doing? Using my new
purchasing power to buy quality West German Roessler
recorders at a  lower price  than I can remember. Please
note —  I'm not pocketing the difference but, passing the 
savings on to you. (How's that for devotion to mi
customers?)
Roessler a big name (maker of Oberlender)

Sure you've heard of Roessler — one of the biggest
recorder names in Europe. They make the Oberlender 
recorders played by many pros. Do nt is, this is no sma I
outfit, and we're talking quality  with a capital KW

All maple, treated bore
Roessler's student line is al l maple — and beautiful,
close-grained, durable satin-finished, paraffin bore-
impregnated maple it is. Now there are fine student
maples being played everywhere — especially those
from the world's No. 1 producer of fine recorders. Given
this superiority,  why do you need another line to choose 
from?
Half the price — just as good

Fair question — and there's a good
answer. The Roessler line is even con-
sidered superior in some respects to the 
No. 1 line. The kicker? IT'S HALF THE 
PRICE! Roessler's play very easily —
have good relative pitch and pitching
within the instrument. A Roessler does
not — repeat — does not get fuzzy on top.
Tone is sweet and clear. It sings! Alive —
vibrant — poised. (I'm getting carried
away — but it's all true!) Fine volume, with
very little breath required.

Full Consort Available
Best news last. We've got this student
line in the whole consort! Teachers will
have a field day. (The bass is  some bass 
for the bucks, let me tell you!)

Great News for Schools &
Purchasing Agents

Schools, institutions and chdrches 

T

eally are in luck. We've set the price structure to give
new purchasing power to your decimated budget — the
mix n' match sale chart  will show you how to get what 
you need and yet make you look like a genius to your 
purchasing authority. Yes, mix n' match. Our prices for 3
or more can be any combination of voices — 1 soprano, 1
alto. 1 tenor, or say, 2 basses plus 1 soprano and 2 altos,
etc. There is also a consort price break. (Check this one
caret JIly!) Folks — do you realize what kind of deal I'm 
giving you? Naturally, at these prices, no additional
discounts can apply.

Consorts at Approximately 47% Off
Here's how you make out like em n bandit. Buy 5 or more
consorts satb or sat at a price that has truly broken my
heart it's so low. (Sob) Where else can you get a full
consort of quality instruments, all wood, all big-name
quality for less than 200 bucks? Nowhere but Terminal 
Music you can depend on that!

ACT NOW! Let no grass grow under your sneakers.
Macht schnell.  MOVE  toute de suite — while I still got
these babies in my mailroom ready to go. Wait and
they'l l be all gegangen — GONE! So, check the mixmas-
ter table and get rnix'n. Quicks'n!

Fine Roessler Wood Recorders
Student Maple line ideal for schools and teacher use

.

List
(each)

Terminal's
Discount price

for one

Terminal's
Discount price
for two (each)

Terminal's
Discount price

for 3 or more (each)

Soprano 25.00 18.75 17.50 14.85
Alto 45.05 33.75 31.50 27.00
Tenor 75.00 56.25 52.50 45.00
Bass 250.00 187.50 175.00 143.00

Consort Extra Special

List
each set)

Terminal's
Discount price

far 1 set

Terminal's
Discount price for

5 or more sets (each)

SAT consort
SATB consort

145.00
395.00

78.16
206.86

69.95
184.17

MAIL THIS COUPON TODAY
(or copy your order on a plain sheet of paper)

Peaic Please send me the following recorders
(List by model # and quantity wanted)

A41 attitF4eft4,‘Cie ./

TERMINAL MUSIC, Mail Order Diyision.Attn. LARRY NITKA
166 West 48th Street, New York, NY 100;36

NAME

ADDRESS

CITY APT

STATE ZIP

If you live in New York add sales tax. Shipping  E My check or money order for $  is enclosed.
Please estimate shooing costs. Charge to E VISA FT MasterCard. ($10 minimum)
Any overage will be refunded. Tax 'It N.Y.)  

OTAL 
MMMMMMMMMM 1=1

Account # Exp. date.
When current stock is exhausted, prices subject to change without notice

MMI MINIMIMMIM =1 11111111 1=1 1•11M1111111 1=1•1 1=1 1=1
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HARGAIL
Specializing in Recorders and Recorder Music

by Walter Bergmann
H-129 Great Masters of the Baroque, Alto Recorder and keyboard
H-134 4 Great Masters of the Baroque, Soprano and keyboard

*H-101 CoreIli, Sonata in F Major, Alto and keyboard
*H-128 Wm. BabeII, Concerto in C, Soprano and keyboard
H-132 Five Songs for Christmas, with Orff instr. and keyboard
H-138 First Trios for Soprano recorders
H-139 Mancini, Sonata No. 8 in G minor, Alto and keyboard

*H-142 Vivaldi, Concerto in D (P. 198), Alto, violin and keyboard
H-144 Haym, Trio Sonata in G minor, altos, violins and keyboard
H-146 Handel, Festive Pieces, Soprano, alto and keyboard or SAT
H-146a Handel, Festive Pieces, recorder score only

* with David Lasocki (all above include parts)

by Peter Kennedy
First and Second Fiddler's Tune Books

by Harold Newman
HFA-22 Round and Round Again: 50 Canons & Rounds
H-125 Recorder Playing for the Beginner, soprano
H-62 The Hargail Melody Method, soprano
H-61 The Hargail Melody Method, alto
H-137 In the beginning—The Recorder, soprano
H-137 The Follow-up Book, soprano
H-147 Sight Reading the Masters, soprano
H-131 0 Mistress Mine (Songs-Shakespeare Plays) soprano
HCA-13 Buxtehude, Missa Brevis, 5 part: SSATB
HFA-2 Music of the Hebrew People, solo soprano or alto

HARGAIL MUSIC, INC.
P.O. Box 118, Saugerties, N.Y. 12477 Telephone (914) 246-9809
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