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FROM THE EDITOR

One of the nice things about not being a scholarly journal
is that our articles don't have to break new ground. Thus
viol builder Peter Tourin can write on what is now known
about the origins of the viola da gamba without having to
add some new, possibly minute, piece of information. His
original contribution to the field is building viols based on
Renaissance instruments and making them work, and he
goes on to talk about that.
Ralph Taylor, the second editor of this journal, has writ-

ten a tribute to a longtime friend, former ARS president
Cook Glassgold, who died this past winter after an amaz-
ingly varied and productive Efe. Susan Prior, who teaches
and performs on flute and recorder in the Toronto area and
has become a frequent contributor to these pages, gives tips
on practicing painlessly. Finally, Polly Ellerbe of the New
York Recorder Guild covers running a weekend workshop
so thoroughly that, by following her instructions, anyone
ought to be able to do it.
The issue also contains a piece for solo recorder with

viola or tenor viol by ARS administrative director Waddy
Thompson, a talented composer who holds a doctorate in
composition.
Our next issue will have an interview with Dutch

recorder virtuoso Marion Verbruggen by Ken Wollitz and
Martha Bixler, an article on tuning and voicing by Laura
Beha, and an extended report on the Boston Early Music
Festival.

Sigrid Nagle



A Summary of Recent Research
on the Early Viol

Peter Tourin

OVER THE PAST TWO DECADES there has
been a vast upsurge of interest in

the viola da gamba. One hears the
sounds of viols daily on any good music
station, and mos: classical musicians are
at least aware that the instrument exists
and was used in Renaissance and Ba-
roque music. The majority of the viols
being played today are of a rather late
type, usually based on eighteenth-
century English or German models, or
perhaps a French seven-stringed instru-
ment. Recently, however, a wave of
research into the history of the viol has
begun to change our twentieth-century
performance practice and enrich our lis-
tening pleasure.
In October 1974, Ian Harwood pub-

lished "An Introduction to Renaissance
Viols" in Early Music magazine. At the
time, very few people knew anything
about the early viol, and this article
elicited great response. During the suc-
ceeding decade, several makers and per-
formers worked to develop good in-
struments for the performance of pre-
Baroque viol music. Interest has grown
to the point where in June 1983 Oakland
University in Rochester, Michigan and
the Musicians of Swanne Alley hosted a
three-day symposium on the Renais-
sance viol and violin, attended by
builders, musicologists, performers, and
acousticians from the United States,
Canada, and England. This seminar and
others like it have sparked further in-
terest, and a growing group of builders
and performers now specializes in the
early viol.
There are several major sources of in-

formation on the shapes, sizes, and tun-
ings of these instruments: the extant
viols themselves, iconographic evidence,
extant music of the period, treatises on
music that mention viols, and individual
accounts of musical practice. The fur-
ther back one goes, the more heavily one
must rely on iconography and written
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documents — there are many extant
eighteenth-century viols to study, but
very few from the sixteenth century.
Iconographic research is extremely

valuable, but artists' renditions are not
photographs. As one looks at them, one
must ask if the artist was interested in or
capable of accurate portrayal, whether
stylistic conventions in the art of the
place and period affected the accuracy of
portrayal, and whether the medium in-
herently limited accuracy. An artist do-
ing a woodcut of a lyra da gamba, for ex-
ample, may have had difficulty including
all the strings. And while six pegs and
five strings may indicate a local quirk of
performance practice or a broken string,
five pegs and six strings may well in-
volve artistic license.
In the same vein, an artist who depicts

an odd playing position may not have
known what he was about. On the other
hand, he may have been adhering to a
symbolic convention, or showing a
short-lived and unfamiliar (but possibly
important!) moment in the development
of playing technique. The upshot of it all
is that in order to develop theories about
actual instruments and practices, one
must study as much iconographic evi-
dence as possible and base hypotheses
on groups of portrayals.
Another very valuable source of his-

torical information is the early written
records, but these also are not without
their pitfalls. There are of course dif-
ficulties in putting one language into
another, as anyone who has studied two
different translations of the same text
will avow! The history of the viol en-
compasses many languages over a period
of more than four hundred years, during
which time both the instrument and its
terminology changed quite a bit; one
must therefore be sure that one knows
the meaning of the words one reads.
Even our own language has problems of
terminology. At one time or another,

English records refer to viols, vialls,
vyolls, violdes, vyalls, violins, violen,
and several other variations. Are these
all names for the same instrument? Un-
doubtedly not — but which ones are
which? One must be cautious about bas-
ing conclusions solely upon written
evidence.
Since the author is a viol builder, much

of his own research has involved extant
historic viols. The instruments them-
selves form a marvelous body of evi-
dence, which is intriguing partly because
it often poses as many problems as it
solves! A certain historic instrument
often does not fit any of our current con-
ceptions of what the viol must have
been, thus forcing us to ask questions of
it: is it typical of viol building practice at
a particular time and place, or was it put
in a museum because it was a unique
piece the likes of which nobody had ever
seen? Has it been repaired or restored? If
so, when and how? One must remember
that skillful restoration work is hard to
detect, and that one-hundred-year-old
wood usually looks as old as three-
hundred-year-old wood — and that skill-
ful restoration done by repairmen who
knew nothing about viols may have radi-
cally modified an instrument's structure.
In addition to these questions, one

must ask about the possibility of forg-
eries, or of later copies of very early in-
struments. And finally, one must always
be aware that lack of understanding may
lead one to the wrong conclusions. One
must continually reexamine familiar in-
struments in the light of current knowl-
edge, to see if something small but im-
portant might have passed one by.

Precursors to the viol
Until recently, historians of early

bowed stringed instruments have gen-
erally considered Medieval fiddles, re-
becs, and Italian lyras as precursors to
the viol family. Each of these intruments



had characteristics also seen in viols;
e.g., rebecs had lateral tuning pegs,
many fiddles had frets, and lyras had
curved bridges and details of construc-
tion that were inherited by viols and
violins alike.
Numerous depictions exist of fiddles

and rebecs being played "a gamba," that
is, held downwards on :he lap or knees,
with an underhand bow grip (see Figure
1). These instruments are shown in sev-
eral shapes, and are often referred to col-
lectively as "Medieval viols." These
depictions appear frequently in art of the
eleventh to thirteenth centuries and
then disappear; during the fourteenth
and fifteenth centuries almost all por-
trayals are of "da braccio" instruments,
i.e. instruments held at the neck or
shoulder. Thus there is a gap of almost
two hundred years between Medieval
viols and the early Italian viola da gam-
ba. Several musicologists have tried to
fill this gap, some of them, notably
Thurston Dart and Gerald Hayes, point-
ing to a possible conneztion with Span-
ish Medieval music practice.
The :eading researcher on Spanish

precursors to the viol is Ian Woodfield,
who started looking into this area in the
early 1970s while studying for his doc-
torate at Kings College in London.
Woodfield wrote his doctoral thesis, The
Origins of the Viol, in 1977 and has
recently published a book entitled The
Early History of the Viol. His research
strongly ties the develcpment of the viol
to the Spanish vihuela. The work is nec-
essary reading for anybody interested in
the earliest years of tie viol, and this
section of the article summarizes much of
his research.
Iconographic evidence indicates that,

like other European musicians, Medi-
eval Spanish musiciars played fiddles
and rebecs both da braccio and a gamba
(for further information about these in-
struments, see Woodfield's book, Mary
Remnant's Musical Instruments of the
West, cr The New Grove). By the thir-
teenth century, when the latter practice
was dying out in the rest of Europe,
Aragonese musicians in Spain and Sicily
continued to use rebecs held down-
wards, and they did so into and through-
out the fifteenth century. The rebec
seems to have been primarily a Moorish
instrument, and there were many Moor-
ish musicians in Aragon. Depictions
show fretted Aragonese rebecs, though
elsewhere in Europe these instruments
were not fretted.
In the mid-fifteenth century, a new

7igure 1. Medieval fiddle, rebec: vihuela de mano, and uihuela de arco. The fiddle and vi-
huela de mano are waisted; the vihuela de arco has indented center bouts with corners. All
four instruments ;lave flat fingerboards and flat bridges. Based on illustrations in Wood-
field's The Early History of the Viol and reprcduced with permission of Cambridge
University Press.
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Figure 2. Woodcut by ?vlarcantonio Rai-
mondi ;1509,1 showing a lyra da brarcio.

Note the drone strings- .t the fingerboard
avid the shape of the peEbox.

form of stringed instrument, the vihuela,
was nvented in Aragon. It developed
in:o the vihuela de man°, or plucked
vfnuela, and the vihuela de arco, or
bowed vihuela (see Figure 1). Similar in
appearance, both krms were flat-
bridged and fretted. 'The plucked vi-
huela began to appear in artists' depic-
tions in the 1460s and '70s; althc ugh
there were lutes anc mandoras before
this trne, this was the first waisted (i.e.
with only gentle incurving at the middle,
Ike a modern guitar', pincked stringed in-
strument. SOME of the early portrayai 3 of
plucked vihuelas show distinct center
bouts, or mid-sections, with corners like
those of the later v o.a da gamb -
A_ragonese fidd_es of h,-Cre 1450 are also
depicted in this way - but by 1500 there
was a clear convention of plucked vihue-
las with waists but bo.Fed vihuelas with
corners. This is a logic a_ development, as
only the latter have the Lroblem of bow
clearance at the center cf the body.
The earliest portrayals of the bowed

vihuela date from apcut 1473, and the
instrument was in general organological
evidence in Valencia hy 1485-1510.
Woodfield hypothesizes that the playng
position and technique oL- the bowed vi-
huela related directly to the downwards
playing style of Aragpriese rebec pay-
ers. Various. bow grips are depicted, put
generally the grip is underhand, a,nd
never overhand.
The vihuela spread rapidly through

the Aragonese empire, moving eastward
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into Majorca, Sardinia, and Italy. To
understand the connection with Italy,
one must realize that Aragon, like
Venice in the fifteenth and sixteenth
centuries, was a maritime empire,
stretching east by water routes as far as
Sicily, and after 1442 including the
Kingdom of Naples. In addition to the
political ties, there were religious ones
resulting from the election of two Borgia
Popes (the Borgias came from the area of
Valencia). Spanish influence in Rome
and the Papal states was at its height
during the reign of the Borgia Alexander
VI (1492-1503), and it was during this
time that Italian paintings began to por-
tray vihuelas, first in areas closely con-
nected to the Borgias, later in cities more
free of Spanish influence like Venice,
Milan, and Florence.

Transition to viols in Italy
The court at Ferrara seems to have

been the scene of the earliest Italian use
of vihuelas, or viole as they were termed
in Italian (singular viola; the vihuela de
arco became the viola da arco). By 1470
the court musicians included two viol-
ists; around the turn of the century,
several paintings from the Ferrara,
Bologna, and Urbino areas depict viols.
In Rome, portrayals of plucked vihuelas
date from 1492, and bowed vihuelas ap-
pear slightly later, circa 1510. There are
also written references to travelling
Spanish musicians playing in Rome on
"viole grande" or "viole grande da
archeto," and, in one case, proceeding
north to Mantua. Some of the early
Roman portrayals show bowed vihuelas
that already have hybrid features point-
ing to Italian construction. Thus it is
clear that although the change from vi-
huela to viol was partly one of terminol-
ogy, the instrument was altered physi-
cally as well once it arrived in Italy.
One can view this change as the result

of a sort of cross-fertilization between
Spanish and Italian instrument-building
practices. Spanish musicians bringing
their vihuelas to Italy presumably had
both lute-style music for the plucked
vihuelas and a droning tradition for the
bowed vihuelas: since both instruments
are depicted with flat, guitar-type
bridges affixed to the soundboard, they
had little capability of playing single
melody lines of any complexity. By the
time vihuelas appeared in Italy, Italian
luthiers had already developed their tra-
dition of lyra building to a high degree,
as several extant lyras clearly attest.
Their refined appearance looks forward

to the Italian viol- and violin-building
practice that later developed.
There were two types of lyras. The

lyra da braccio, held at the neck or
shoulder, usually had five strings on the
fingerboard and two drone strings to one
side; Figure 2 shows such an instrument.
The lyra da gamba or lirone, held be-
tween the legs, was larger and had many
more strings - sometimes thirteen or fif-
teen on the fingerboard and double
courses of drones to the side. Like the
bowed vihuela, both types were presum-
ably used for single-string melodies with
drones or chordal accompaniments.
The cross-fertilization hypothesis,
which is supported by iconographic evi-
dence, is that as the Italians began to
desire the capability of playing poly-
phonic music with single melodic lines in
different voices, they combined attri-
butes of the bowed vihuela (e.g., six
strings with frets; what we call lute tun-
ing - fourths with a third in the middle)
with their already-existent lyra-building
technology, and the result was the early
viol, a much more versatile instrument
for use in this developing musical style.
Peter Holman supports this hypothe-

sis in an intriguing paper entitled "The
Origin of the Viol and Violin - A New
View" (unpublished). He believes that
the viol and violin families developed
almost simultaneously in Italy because of
the need for a sustaining instrument in
several sizes to accompany vocal chan-
sons, although he puts the viol, whose
earliest depictions date from 1497,
slightly earlier. Citing Tinctoris' De In-
ventione et Usu Musicae (Naples, 1481-
1483) as containing the first clear men-
tion of arched bridges on bowed strings,
he connects this reference to equal-sized
fiddles (Holman uses the French word
vielle but is clearly referring to the
Medieval fiddle). He then suggests that
a period of experimentation with arched-
bridged fiddles in the 1470s and '80s led
the Italians to try these bridges on the
viola da arco, resulting in a set of arched-
bridged instruments of different sizes.
He goes on to mention correspondence
of Isabella d'Este in the court archives of
Mantua, which includes letters of 1495
commissioning a Brescian luthier to build
three viols in two different sizes for the
Mantuan court - the first known evi-
dence of a consort of viols in different
sizes.

Early Italian viol building
It is always dangerous to make sweep-

ing generalizations, and especially so in



the case of the earliest Italian viols. The
first part of the sixteenth century was a
time of rapid development and great ex-
perimentation, and there is evidence of
many different attempts to develop a
family of instruments that worked well.
Nonetheless, Italian viols built from
about 1500 on share several characteris-
tics that can be seen in extant instru-
ments, portrayals of viols. (Figure 3), and
treatises that discuss :hem. The in-
struments seem generally to have been
fairly heavily built and of rather large
size (the string lengths cf extant trebles
are typically in the vicinity of 50 cm.,
nearly comparable to those of modern
tenors!). They had frets, lateral tuning
pegs, curved bridges, and often flat
backs and center bouts with corners.
The bridges were essentially like those
of later viols in that they raised the
strings un above the be.ly so that they
could easily be bowed singly, but they
were set rather far down, as if to get the
longest possible string length for a given
body size.
These instruments tend to have five or

six strings, though one sees examples of
four and even three. One presumes from
current research that the strings were of
gut, with no metal-wound bass strings.
This circumstance has major implica-
tions for viol sizes anc tunings, since
without using metal-woand bass strings
it is difficult to make a viol that speaks
well over a wide range. A current hy-
pothesis is that viols came to be built
with more strings as string-making
technology advanced.
Several Italian writers from about

1530 to 1610 discuss viols and their tun-
ings. It is beyond the scope of this article
to consider them in detail, but the major
ones were Lanfranco, Ganassi, Ortiz,
Zacconi, Virgiliano, Ce:reto, Banchieri,
and Cerone. Although their charts and
accompanying texts snow a varying
number of strings and many different
tunings, one can generalize that the
standard practice was to have three tun-
ings (discantus, altus-tenor, and bassus)
that cover four musical parts, so that the
altus and tenor parts were played by
viols with the same tuning. This middle
instrument was usually a fourth, but
sometimes a fifth, below the discantus,
and the bass instrumen: was usually an
octave below. But with only treatises to
refer to, it is impossible to make judge
ments about actual pitch standards,
sizes of instruments, or transposition
practices. A recent article by Howard.
Mayer Brown in Music in Medieval and

Early Modern Europe, entitled "Notes
(and transposing notes) on the viol in the
early sixteenth century," considers
these problems thoroughly and lucidly.
No one Italian viol builder clearly

stands out above the rest, but there ap-
pears to have been a long period of in-
tense experimentation on the part of
such makers as the Cicilianos, the
Linarolos, Gasparo da Salo, Zanetto,
and Brensio.
Italian viol building lost impetus

towards the end of the seventeenth cen-
tury. Many luthiers turned to building
instruments of the violin family; a num-
ber of later viols, in fact, resemble violins
in shape and construction. But though
the Italians left the viols and pursued
their love affair with things violinistic,
they started a tradition that spread and
flourished throughout Europe.
It is interesting to speculate about
why Italian viol building died out
relatively early. One possible explana-
tion is that these viols did not work
musically in a way the players liked, and
that Italian builders did not succeed in
making the transition to the lighter and
more responsive viols that soon ap-
peared in other countries.
This conjecture becomes even more in-

triguing if one believes that early Italian
viols lacked soundposts. Many extant
Italian viols have no wide mainbrace,
but only rather narrow upper and lower
back braces, making it attractive to
argue that they were built to be played
without soundposts (Ian Harwood's ar-
ticle on Renaissance viols, mentioned
earlier, has illustrations that are very
useful in clarifying this terminology).
This topic is complex, and there are
arguments for both postless and posted
viols in the early Italian viol-building
period; it is likely that both practices

were being tried simultaneously. But
one thing is empirically clear: postless
viols generally have a quieter, thinner;
and brighter treble sound, much less
bass response, and often more tendency
to instability and wolfing. There is no
way to know whether this sound quality
was considered desirable in Renaissance
Italy, but one may speculate that the dif-
ficulty of playing postless viols made ear-
ly Italian players less enthusiastic about
using them —just as is the case with
modern players!

English viols
The viol travelled from Italy to Eng-

land during the early sixteenth century.
In an article in the Proceedings of the
Royal Musical Association entitled "The
English royal violin consort in the six-
teenth century," Peter Holman dis-
cusses evidence that viols were in-
troduced to England around 1515 by a
family of musicians who had seen them
in Milan. Court records of Henry VIII
from 1526 mention two viol players with
Netherlandish names; previously, the
records show rebec players but no viols.
Then, in about 1540, there appear six
viol players with Italian names; Holman
thinks these musicians were probably
Sephardic Jews who were displaced
from Spain in 1492 by Los Reyes Catali-
cos, Ferdinand and Isabella, and who
came to England via Italy. By 1561 the
London Waits listed viol players. Most
important for the development of Eng-
lish viol music, the instrument rapidly
became ponular in the households of
Englishmen of standing.
There is some slight evidence that

Englisn viol builders working in the
1500s were influenced by other styles,
particularly the Italian, but we really
have little idea of what their in-

Figure 3. A sixteenth-century consort includes two Italian viols, one held in the usual way
and the other in an archaic crossways manner (The Bettmann Archive).
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Figure 4. Seventeenth-century English viol
from Chr.4topher Simpson's The Division
Viol (1659).

struments were like. Excep: -for six-
teenth-centary court and household
reccrds, little written information re-
mains. Iconographic evidence is also
sparse aside from the important memo-
rial -picture. of Sir Henry Unton .:1557?-
1596) in the National Gallery In Lon-
don. This painting, which dep.-as the
rrkor episodes in Unton's life, shows a
group of v:ol players as well as a mixed
consort. k the latter, a musician holds
the viol crossways in his lap in the old-
fashioned manner already rejected by
Ganassi in :is tutor (Rome, 1553).
F:gure 3 shcws an Italian viol being
played in this manner.
The few extant sixteentn-century in-

struments indicate that several makers
were turnir g out viols ir. what later
evolved into the typical English style.
Although good-sized, they were not as
la:ge as Italian viols that we have
already considered (their treble string
lengths were around 40 cm., and they
were very lightly constructed, with
beil:es bent out of several staves of
spruce rather than carved from two
pieces glued together along the center
line — as wete almost all other historic
viols. This practice is peciliarly English,
and quite su:cessful stucturally and
musically. It continued into the time of
Barak Norman (active circa 1690-
1725), srieral of whose instruments

have multi-piece bellies. After this it
died out in favor of the more common
two-piece carved bellies.
The two early English builders from
whom we have the most extant viols are
John Rose and Henry Jaye. Rose's in-
struments, built in the latter half of the
seventeenth century, seem to fall nicely
into a recognizable size structure, with
treble string lengths about 40 cm. Jaye's,
however, do not handily fall into pi-
geonholes; a number of extant treble and
bass instruments are of differing body
sizes.
One would love to know where the

English builders got the idea of making
these light, responsive instruments.
There is no written evidence about this
practice except for an indirect reference
in Christopher Simpson's The Division
Viol (London, 1659 and 1665; see Figure
4). Simpson mentions large instruments
of two shapes, one like the usual viol and
the other resembling a violin. He states:
"The Sound should be quick and spright-
ly like a Violin; and Viols of that shape
(the Bellyes being digged out of the
Plank) do commonly render such a
sound." There are no extant violin-
shaped English viols, but many of the
normal shape with multi-piece bellies, so
one may assume that he meant to dif-
ferentiate between violin-shaped basses
with carved tops and viol-shaped basses
with bent tops.
The practice of bending the tops is a

subject of speculation. Perhaps there
was a shortage of good tone-spruce, es-
pecially in the wider sizes necessary for
large basses. This seems unlikely, how-
ever, as some of the smaller instruments
also had multi-piece bellies. Perhaps the
builders were lute makers used to bend-
ing staves, who felt that it was quicker
to do this than to carve the bellies.
Perhaps they felt that there was some
acoustic advantage in having the wood
fibers run the length of the belly, rather
than being cut as the arching rose, which
always must happen with a carved belly.
Or very likely they felt that the advan-
tage was structural: that with the longer
fiber length, the belly was slightly
stronger, and could therefore be made
slightly thinner.
These questions do not lend them-

selves to immediate answers. The
author has worked extensively over the
last several years developing prototypes
for a consort set of these viols with
suitable bows. On the basis of this
research and development, one can say
that these light, bent-top viols work

very well when strung entirely with gut
(i.e. no bass strings overwound with
metal) on low bridges, which is presum-
ably the way they were originally set up.
The low bridge gives a very flat string
angle and therefore exerts relatively less
pressure downwards, so that the lightly
constructed belly is not endangered.
The strings, including the fat, roped-gut
bass ones, speak easily with little bow
pressure. These instruments work well
musically and are much easier to play
than some replicas of earlier viols, mov-
ing one to speculate that they might
quite possibly have represented an ex-
citing advance in viol building.
Another important aspect of English

viol building is the development of
several sizes of bass viol for different
musical purposes. The English spoke of
lyra, division, and consort basses in
order of increasing size, the implication
being that the bottom part in consort
music could be taken by a very large bass
(string lengths over 80 cm.), whereas for
the more demanding playing of lyra
music or divisions, one might better use
a smaller instrument. Three written
sources provide information on these
basses. In his Syntagma Musicum (Wolf-
enbuttel, 1618), Praetorius indicates
great familiarity with both Italian and
English musical practice, and his viola
bastarda, with its several tunings, is
clearly related to the English lyra viol.
Writing in the middle of the century,
Simpson says that the string lengths of a
division viol should be thirty inches, or
76 cm. The author of the Talbot Manu-
script (circa 1690) apparently borrowed
many instruments from musician friends
and recorded their measurements in
great detail. Though writing at a time
when Norman and Meares were already
building smaller viols of the sizes we
now find familiar, he measured a set of
viols with the larger and older sizes.
These sizes are similar to those of
Praetorius' viols and Simpson's division
bass, and the extant viols of John Rose
and other early English makers fit his
measurements rather well.
Barak Norman and Richard Meares

are the best-known builders of the later
English period, which began towards
the end of the seventeenth century and
lasted into the eighteenth. In their in-
struments, multi-piece bellies gave way
to carved, two-piece ones, and sizes
were reduced to what we are now ac-
customed to seeing. They are elegant
products of the final period of English
viol building.
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German viols
The impetus for viol building and play-

ing moved north from Italy into Ger-
many during the early 1500s. The in-
strument's spread through Germany is
much harder to document than its rise in
Italy: even though both countries were
politically divided ir.to many small
states, musical culture in Italy was more
cohesive during the sixteenth and early
seventeenth centuries.
There is historical evidence of viol

building in southern Germany well
before 1600. Hans Burgkmair's prints for
Maximilian I's Triumphzug, which in-
clude very detailed portrayals of elab-
orately shaped bass viols, were done
between 1512 and 151 , and a woodcut
by Albrecht Altdorfer dates from the
same period (Figure 5). Several in-
struments survive: the Germanisches
Museum in Nuremberg, for example, has
two viols with labels from before 1600.
The earliest German viols were built

in the south, mostly in Munich and
Nuremberg, and had many of the same
characteristics as early Italian viols.
They were similarly large and heavily
built, often with no mainbrace, which,
as mentioned above, may indicate that
they had no soundposts. Some were also
similar in shape to Italian instruments of
that time or a bit earlier.
One of the puzzles about these early
German viols is how they evolved into

Figure 5. Woodcut by Albrecht Altdorfer
(circa 1500) of a German viol. Many Ger-
man and Italian depictions of this period
show viols with similar unusual shapes.

the later north German form made by
Tielke and his followers in the 1660s and
after. If we hypothesize that the Italians
gave up viol building because their in-
struments were unsatisfactory, then we
must ask what sparked the Germans to
develop this later form of viol, which is
musically so successful. One conjecture
is that these later builders were influ-
enced by English musicians and instru-
ments.
Two Nuremberg builders are interest-

ing in this regard. Ernst Busch and Paul
Hiltz, who were active around 1615-
1660, built viols that were large like the
early German and Italian instruments,
but had elaborate outlines one sees in
some early English viols. The most in-
triguing aspect of their instruments is
that they (or others very like them) are
depicted in a finely executed contem-
porary north German painting of the
family of Herzog August the Younger of
Braunschweig,Laneburg, whose court
was greatly influenced by English music
and musicians. These builders may
therefore be a link between the early
German builders and those of the next
period, Tielke and his school.
Like Barak Norman in England,

Joachim Tielke of Hamburg is the best
known of his country's viol makers, with
many surviving instruments of great re-
finement and elaborate decoration. His
instruments are lightly constructed with
great technical and acoustical skill, and
are quite different in style from their
predecessors. Gunther Hellwig's Joa-
chim Tielke - Em n Hamburger Lauten- und
Violenmacher der Barockzeit documents
the extensive musical links between
north Germany and England in the
mid-1600s. Since English musicians
came to Hamburg, Lab eck, and Braun-
schweig, it is reasonable to assume that
north German builders observed the
lighter and more responsive English viols
and adapted the English building tech-
niques. We know that later south Ger-
man builders were also influenced by the
English, as there exists a letter written
in the 1670s from Jacobus Stainer, the
famous Absam (near Innsbruck) builder,
to a customer, in which he mentions that
he was building viols on an English
model that he saw at the Innsbruck
court.
It is also possible that Tielke studied in

Italy. Hellwig points to elements of
Tielke's style that indicate an Italian in-
fluence and suggests that the maker and
his older brother went south to learn
lutherie. Thus it is reasonable also to

Figure 6. Viol in Mersenne's Harmonie
Universelle (1636), with a form like that of
a mid-sixteenth-century French instrument.

find that although his instruments are
built lightly like English viols, he carves
his bellies in the Italian manner.
One should also note that not only
were Tielke's instruments built lightly,
but that they were smaller than the
earlier south German instruments. The
s:zes of the many extant basses and
tenors are those that have become stan-
dard to modern viol players. Tielke's
viols, in fact, are the models for many
modern builders of German Baroque
viols.

French viols
There is less evidence of early viol

playing and building activity in France
than in other European countries. The
two widely separated treatises that
mention viols are those of Philibert
Jambe de Fer (Epitome Musical, Lyon,
1556) and Marin Mersenne (Harmonic
Universelle, Paris, 1636). The illustra-
ton from Mersenne reproduced here
(Figure 6) is derived from Jambe de Fer.
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There is also an anonymous painting in
the Musee des Beaux-Arts in Troyes
(circa 1630) of young viol players per-
forming for Louis XIII — another rare por-
trayal of a group of these instruments
being played.
One interesting aspect of the early

French sources is their mention of a
contre-dessus, or high tenor, tuned a
step down from the dessus (or treble
viol); France is the only country that
had such a viol (references to English
altos in C seem to be modern misinter-
pretations of the larger sizes of old
English trebles).
Most early viol playing in France, as in

other European countries, was un-
doubtedly consort music performed by
"nobility, merchants, and other men of
virtue" (Jambe de Fer). Though no six-
teenth-century French music specifies
viols, Claude Gervaise (a violist in the
Musique de Chambre in 1543) wrote
three books of four- and five-part dances
in the 1550s that are typical of this type
of consort music.
There are no known extant French

viols of the sixteenth century and, in
fact, very few before 1680: the flowering
of French viol music was a Baroque phe-
nomenon, which did not start until the
later seventeenth century, when Eng-
lish viol playing was already dying out.
The two major French contributions,
the pardessus, or high treble, and the
seven-stringed basse de viole, were both
developed at this time and came into
popular usage in the early eighteenth
century.

At this point I should pull all the
foregoing information together in a neat
summary, but this topic doesn't admit of
such — research is very much ongoing,
and those of us involved in it enjoy a
strong sense of forward momentum. So I
would like to step out of my historian's
shoes, become for a moment a viol build-
er in the first person, and talk about
what is happening at present in the field
of research on early viols.
I started playing the viol in 1964, and

though I played a great deal of late six-
teenth- and seventeenth-century con-
sort music, I had no sense of what instru-
ment would fit the literature best. I
knew empirically that, for example, the
bass player in the consort was always in
the doghouse for being too loud, but I
didn't know why! Ian Harwood's afore-
mentioned article was a turning point for
me. I started reading avidly about early

viols; the Tourin Musica establishment
got a grant from the Vermont Council on
the Arts, and we built a set of comerless
Italian viols, thinking at the time that we
knew all that there was to know about
what we were making.
We immediately discovered what sev-

eral other adventurous builders have
also found: that it is very hard to make a
viol play well without a soundpost! This
first exploration indeed raised more
questions than it answered, so we began
to amass more information, mostly on
the extant instruments. We have been
on many research trips both here and
abroad; corresponded with many build-
ers, researchers, and museums; and pub-
fished (under a grant from the National
Endowment for the Arts) a research tool
that we entitled Viollist — A catalogue of
extant historical viole da gamba in public
and private collections. This catalogue
contains basic measurements and notes
on all extant viols of which we are
aware.
In the process, we discovered the ex-

istence of an active and enthusiastic ear-
ly viol research community. Ian Har-
wood and Martin Edmunds in London
have been interested in building early
Italian viols for years. On this continent,
Darryl Williams in Ontario built a set of
Venetian viols for the Musicians of
Swanne Alley, and Ray Nurse in Van-
couver has recently stepped out of the
world of lutes to study and make several
early Italian viols for Hortulani Musi-
cali; he has also done some most in-
teresting research in Italy. All of the
above group were at the 1983 sym-
posium at Oakland University, which
was a unique opportunity for us to com-
pare notes and generate enthusiasm for
more work.
Most of the builders in this research

community have concentrated on Italian
instruments, as we ourselves did at the
start. But our own building and research
efforts and those of others convinced me
that the field of early Italian viols was a
very difficult one: the structure of the in-
struments is quite different from that of
the viols we are accustomed to build; we
have very little concept of the sound for
which we are striving; and the state of
research is not yet well advanced. I
therefore decided to work from known
back to unknown, and to concentrate on
early English viols: there are more ex-
tant instruments, and more information
is available on them; there is more doc-
umentary evidence of use to the builder;
and, most important, there is a vast

body of literature to be played on such
instruments. Thus we started to study
and build English viols of around 1600.
This work has been very rewarding.
We found that the building techniques
were quite manageable, as were the long
string lengths — contrary to the warn-
ings of apprehensive players. We also
discovered that there are great advan-
tages to using all-gut stringing for con-
sort playing. In demonstrations in which
we played the same piece both on typical
Baroque instruments and on our English
consort set, the strong consensus was
that the bass was quiet, organ-like, and
not as overbearing as the Baroque bass
with overwound strings: that the tenor
parts were always distinguishable with-
in the polyphony and not lost in a mass
of sound; and that the treble parts were
always audible even when played quiet-
ly. In short, less total mass of sound, but
a great gain in clarity.
Little work has been done on early

English viols in America, but a good deal
has taken place in England. Dietrich
Kessler of London reestablished the
practice of making these instruments,
and he wrote about it in the July 1982
Early Music. John Pringle, lately of Lon-
don and recently of North Carolina, has
also built many beautiful English-style
viols, and was willing to stick his neck
out, as I also have, to insist that players
could indeed play long string lengths if
they would just stop worrying and try
it!
I would be remiss if I didn't also in-

clude Ephraim Segerman and Djilda
Abbott of Northern Renaissance Instru-
ments in Manchester, England, as with-
out their pioneering research on the
history of strings we builders might have
no sets of all-gut strings to put on our
early viols. Their work inspired a second
generation of string makers, such as Da-
mian Dlugolecki of New York, who have
made sets of all-gut strings commercially
available.
This list is not comprehensive; I've

mentioned only those builders and re-
searchers I know whose work has par-
ticularly advanced the state of the art.
My apologies to anyone I've left out, and
special thanks to the performers who
have worked with us, playing on our
prototypes, making suggestions, and giv-
ing invaluable criticism along with lots of
encouragement.
As a performer and builder, I feel most

emphatically that this project is not a
dry exercise in musicology. We are
working to produce useful instruments,

110 The American Recorder



and at each step our c:eations teach us
many things about the music for which
they were intended. Some things work
better, some worse, but the overall ef-
fect is new to one's ears. Developing in-
struments is a complex process involving
musicological research, fine craftsman-
ship, and ear-training, and I hope that
the results of all our efforts will continue
to bring new and interesting forms of
audible pleasure to players and listeners
alike.
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Enjoy Your Practicing
and Improve your Playing

IF PRACTICING is a Dore, don't do it.
Aimless practice is boring and harms

your playing. However, if you truly
want to improve, you can develop a plan
that suits your own aims and solves your
own problems. Far from being boring, it
will kindle new interests in your study
of the recorder. The guidelines sug-
gested here should serve only to get you
started. Your own ideas are best for you.
Those who play the recorder mainly in

groups or at chapter meetings may not
feel any need to practice to improve
technique — a word we tend, unfortu-
nately, to associate with speed and
brilliance, neither of which is essential to
good consort playing. You may have
other goals, however: to carry your
breath through longer phrases, to make a
better sound, and to sight-read better.
Regular practice can help you in all these
areas.
First, pick your time and place: your

concentration will benefit from a relax-
ing atmosphere. Even if your time is
limited, remember that you can ac-
complish more in brief, regular practices
than occasional long sessions.
Whatever your level of accomplish-

ment, getting your breath in shape is the
best way to begin. Choose any kind of
easy exercise that moves continuously in
notes of equal value, such as five-note
scale passages, simple patterns, or
studies in eighth or sixteenth notes. At
first play very slowly, and determine
how far you can go on one breath. As
you continue, be sure that you play the
same number of notes on each subse-
quent breath and that no tensions are
building. Be brave enough to run com-
pletely out of breath, then keep your
throat open and shoulders relaxed to
take air in deeply, but quickly. It is com-
mon to think that your first breath car-
ries you further than later ones, but if
you learn to get deep breaths while play-
ing, you will manage long phrases any-

where. Playing slowly allows you to
govern the steadiness of the tone,
especially as you warm up. Gradually in-
crease the speed, but keep your breaths
deep and relaxed.
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Example 1.

As you come to play more advanced
repertoire, the demands will increase
not only on your fingers and tongue but
also on your breath. See how well you
do with Quantz' instruction to play this
passage in one breath:

A 

ir;rzi-r;Cigr4r 
Example 2.

A

Consort playing rarely gives you an

Susan Prior

opportunity to hear your own sound.
Others hear it, though, so it warrants at-
tention. By playing songs and favorite
themes, particularly slow ones, you'll
learn where the problems lie. Your love-
ly tune is marred if your breath is too
weak to sound good high notes. Playing
by ear is the best way to improve your
tone. Many recorder players have never
played without music and therefore
have never been free from reacting
mechanically to the printed notes. You
need this experience to hear what you
really sound like.
If you are not used to playing by ear,

chcose a very simple song that you like
and see if you can play it in an easy key
on any recorder. For example, try Row,
Row, Row Your Boat starting on C on an
alto (G on soprano or tenor). As you
play, take note of the direction of the
tune — whether the line goes up or
down, and by what intervals. You may
observe that each line begins on a note of
the C major arpeggio: C, E, or G (G ma-
jor on soprano or tenor: G, B, or D). Sim-
ple songs often use arpeggio notes to
start each line. By getting into the habit
of noticing what key you are playing in
and thinking about the arpeggio notes,
you will soon find it easier to play tunes
without music. Other songs you might
try are Lavender's Blue, Pop Goes the
Weasel, My Country 'tis of Thee (God
Save the Queen to us Canadians), Ode to
Joy (from Beethoven's Ninth Symphony)
...once you start, many more will sug-
gest themselves. Try to make your tone
as steady and beautiful as the ideal
sound you hear in your mind.
Oddly enough, the ability to play by

ear is also necessary for good sight-
reading (some of my suggestions echo
those made by Suzanne Ferguson in her
article on this topic in the May issue).
The process of sight-reading, I believe,
involves the following steps: looking at
the notes ahead, hearing them in your
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mind, and then playing them back. The
more familiar you are with the style of
music you are playing, the more easily
you can translate the notes not just to
fingerings but to phrasing and ap-
propriate tone quality as well. To do all
this fluently, you must be comfortable
playing by ear.
To improve your sight-reading, take

some easy solos or duets (those in a
method book will do) and read pieces
through. You may be more comfortable
with a slow tempo, but be sure to main-
tain a consistent pace, and never go back
to correct a mistake. As you play, try to
look as far ahead as possible and to hear
the phrases before you play them. Also,
try singing each phrase before playing it
(you may want to be safely alone for
that). As you become more comfortable
with sight-reading, you will probably
find that you are predicting likely
phrases and making mistakes only when
something unusual occurs. It is therefore
a good idea to concentrate on one par-
ticular style of music when first practic-
ing sight-reading; you are less likely to be
surprised. If you are reading far enough
ahead, you will be able to figure out how
to play the unexpected notes and
rhythms without sacrificing the timing.
(Remember that when sight-reading, the
rhythm is all-important: throw away
notes but not beats.) Here are two
passages with lurking surprises:

11‘
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Example 3.

•
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Once you can read your own line com-
fortably, see if you can become more
aware of the other parts as you play.
You can tape one part of a duet and,
when playing the other along with it,
watch the phrasing of the taped line as
well as your own. Being able to follow
the shapes of all the parts when playing
from a score makes you a much more ef-
fective ensemble player.
A tape recorder can also help with in-

tonation and ensemble practice. Since
playing with others demands expert lis-
tening, it is well worth taping some
passages and then playing another part
along with the tape, matching the pitch
and timing as closely as possible. When
practicing a consort out, incidentally, it

is better to work only on the difficult
bits. Getting to know a single part out of
context makes you remember the line as
a solo and prevents you from listening so
well when the group plays together.
For improving intonation, you might

tape slow, short passages such as the
following:

?3t 
0

-

Example 4.

Be sure to play slowly when taping.
Also, allow yourself time to think about
what you are doing between passages by
taking a measured rest — such as four
beats, counted exactly — before you
begin the next.
Listening is especially important in

situations where the tempo becomes
flexible. Playing ornamented passages
with another player, making ritards, im-
itating motifs, and entering while
another part is in motion are typical
ensemble pitfalls. By creating some of
these situations on tape, you will be bet-
ter prepared for the real world.

Example 5.

The quality of your tape recorder is
immaterial. You are not judging the
sound, just the pitch and timing.
Your practicing will be most effective

if it is regular and organized. If you are
working on your own, I suggest using
the Study Guides from the ARS Educa-
tion Program in the following way. First,
determine your level of ability in each
section of the appropriate guide and try
to bring your scales and ear training up
to the level of your repertoire before ad-
vancing further. Whatever the level,
scales practiced attentively will improve

your technique and understanding of the
structure of the music. You may even
find them interesting when you play
them with different articulations, make
your fingers move evenly, keep the
rhythm light, and pay attention to the
sound of each note. One of the best
ways to improve sight-reading, in fact, is
to learn to play arpeggios and scales by
ear in all keys. You will then recognize
them more quickly, and your fingers will
be prepared to deliver them auto-
matically.
When coordination is poor, it's usually

just one finger that's the culprit. By
isolating the problem and using dotted
rhythms in various combinations you
can gain better control.

(Slur all notes)

11! Ciirreat

Example 6.

0 
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These rhythms are invaluable when
you're trying to learn passages with dif-
ficult fingerings. Take one small section
at a time — no more than a bar at first —
and concentrate on making the short
notes exactly equal to each other in
duration and volume. Repeat the section
until you can play it with relaxed fingers
that don't fly up from the recorder. Play
both long-short and short-long rhythms
so that your fingers learn all the motions.
A useful trick for passages containing

leaps is to repeat each leap several times
until your ears and fingers become ac-
customed to the intervals.

To play this:

T .L:Cr 
Practice this:

6 

Then this:

r •

• •• • • • I

=I • II 

Example 7.

_LZ
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Unusual note sequences often surprise
both fingers and ears. To ensure control,
play the sequences backwards as well as
forwards until you can do both fluently.

To learn this:

Example 8.

Play this:

I use these tricks in the following way
whenever I'm learning a new piece: after
sight-reading at a reasonable tempo to
discover the spirit of the piece and work-
ing up a section that doesn't contain too
many problems to serve as a model for
style and tempo, I isolate the difficult
passages and work on them separately. I
learn it more easily this way, and I avoid
practicing a lively piece as a slow and
boring one.
Even short experience with these

methods will help you get started mak-
ing up your own remedies for difficult
problems. The main point is to listen and
think as you play. )(cu will gradually
become more confident in deciding how
to practice and in choosing what to prac-
tice, and you'll begin to develop your
own musical thinking.
Whatever your immediate goals, you

will make better progress if you ap-
proach your practicing systematically.
Take one step at a time, and see how far
you can go—but do en_ oy it!

Example 2: from the Solfeggi pour la
flQte traversiere avec l'enseignement,
par Monsr. Quantz, published by Ama,
deus, U.S. office 305 Bloomfield Ave.,
Nutley, N.J.
Example 3: measures 28-30 of the top

part of Morley's La Caccia, Hortus
Musicus 136, reprinted with permission of
Magnamusic Distributors, Inc.; measures
20-21 of the first movement of Quantis
Opus 2, No. 2 for two flutes.
Example 5: measures 15-18 of the top

two parts of Guami's La Guamina, ARS
Edition No. 83, reprinted with permission
of Galaxy Music Corp.

THE RECORDER SHOP
We handle the best lines of

recorders and music.

415 So. Hill St. • Los Angeles, CA 90013
(213) 687-C 988

. . apparently some shops
don't know that. They would
like you to send money and let
some stock clerk pull an instru-
ment off a shelf and send it to
you; you take what you get. We
don't do it that way, and we'd
like to tell you why you should
buy your recorder from us:

• Our prices are the lowest anywhere.

• We have plenty of factory-fresh instruments in stock at all times.

• We will send two or three instruments and let you pick the best one. You
really owe it to yourself to have a selection, no one should be asked to buy
an instrument sight-unseen.

• There is no obligation to keep an instrument; if you don't find an accept-
able recorder, send them all back.

• We pay sh:pping out on ALL orders. There is no dollar limit: all instrument
orders are shipped prepaid and insured.

• You send no money untL you have examined and played the instruments,
and found them to be acceptable.

• All instruments are completely gone through and checked by our experts
before they are shipped. The bad instruments are never sent out to our
customers; we ship them back to the manufacturer. We play-test each and
every instrument, polish the bore with an oil and wax compound, and re-
place any sponge pads with real leather pads.

• All our instruments are covered by our service warranty. During the 24
month warranty period all repairs, including cracks and revoicing, will be
performed at no charge except for shipping to and from our shop. In the
event that a section is badly cracked we will repair it or replace it per the re-
quest of the customer, charging only our cost for new parts (which often
are supplied to us free of charge).

• We charge no sales tax on any mail-order sales outside the state of Kansas.

Rossler, Moeck, Kung, Moeck Steenbergen, and Von Huene instruments
in stock.

WICHITA 15AND 1 NI STRUME \IT CO., INC.
2525 PotiaLAS V/10-il TA, KASS 67211

1(500) S35-3006
IN KANs4.S, CALL Coi J FCT: (3f 06M-1029f
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Cook Giassgoid, 1899 - 1985

A Reminiscence

Ralph Taylor

T FIRST MET COOK in 1933 in the course
1 of founding The Dance Observer mag-
azine. At the insistence of my wife, Syd-
ney, a member of the Martha Graham
dance company, I had begun studying at
the Graham studio and soon found
myself under the spell of its ethos. I
became increasingly annoyed at dance
critics — particularly the New York Times
critic — who consistently wrote off the
Graham movement as an aberration iso-
lated from the mainstream of modern
dance. When my annoyance turned to
anger, I began planning a publication
that would counter these criticisms.
Among those who attended a meeting

to discuss my idea was C. Adolph
Glassgold, husband of another modern
dancer, Sophia Delza. I was immediately
impressed by Cock's manner, precise yet
friendly, as he guided the assembled
group from one premise logically to the
next, so that in one afternoon we laid
down the rules by which the magazine
thenceforth would be governed.
Thus began an association that cul-

minated, after the investment of much
work and little money, in the genesis of
The Dance Observer in 1934. As I
worked with Cook I gradually became
cognizant of his immense knowledge of
printing, lettering, typefonts, paper,
inks, and so on ad infinitum — informa-
tion he imparted freely, matter-of-factly,
and with never a sense of patronage. At
no time did he ever hint of his remark-
able attainments in so many other, dis-
parate fields. It took a while to sink in
that here indeed was an individual of
exceptional capacities.
The years rolled on and the estab-

lished press begar_ to appreciate the need
for informed dance reportage and
criticism. Discarding my forensic fervor
as no longer germaine, I ventured into
the business world. Cook and I lost
touch.
A decade later, having in the interim
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tried my hands at the piano with a spec-
tacular lack of success, I happened to
hear some recorders at a summer youth
conference. I asked one of the performers
to let me try this, to me, unknown in-
strument and found to my amazement
that in no time at all I could produce a
fair facsimile of Three Blind Mice and
Twinkle, Twinkle Little Star. This in turn
led me to Dr. Erich Katz. Much later,
after I had reached a fair level of playing,
I was invited to a party by an old friend
from my Socialist days who was, coin-
cidentally, the younger sister of Sophia
Delza and, ergo, Cook's sister-in-law.
Sure enough, Cook was present. As we
greeted each other I observed that he
had a soprano recorder dangling under
one arm. After some happy exchanges
we both admitted to having become ad-
dicted to the same instrument.
By now I was living, it turned out, just

across the street from Cook. Soon he and
I, joined by Wally Schultz, who had

come to the recorder by way of the oboe,
formed a triumvirate that met regularly
in Cook's apartment and went on to at-
tend all the summer possibilities. There
were still no recorder summer sessions
for adults, with one exception: the
pioneering week conducted by the
Dushltin family at Weston, Vermont. It
was there that one momentous day,
through Cook's inspiration, we intro-
duced to great acclaim a new recorder
trio by an important avant-garde com-
poser. This turned out to be three
separate sheets of blank music paper
with each of us sounding whatever
notes came into our heads.
Elsewhere was pretty much of a void

for recorderists. I recall one New
England summer rendezvous for musi-
cians where the orthodoxy simply re-
fused to play with us. Recorders, they
opined, were toys for children. After
repeated turndowns, Cook came up
with a challenge. We would supply
authentic music suitable for playing by
the various available stringed instru-
ments plus recorders. If the others suc-
ceeded in performing the piece, we
would cease badgering them and keep to
ourselves. But if they failed they would
thereafter allow us to participate in their
music making. They accepted rather
rashly, as what Cook supplied was
music without barlines. In the mayhem
that followed they learned to respect us.
By the middle of the week we were play-
ing trio sonatas with even the diehard
pianists.
By the 1960s, winds of change were

blowing through the ARS. Erich Katz,
our beneficent leader, had gone off to
California. New faces and talents were
manifest. A burst of enthusiasm engen-
dered a resolve to create a national
magazine to address all the recorder
chapters throughout the country. I was
called upon to put together The Amer-
ican Recorder, and my first thought was



was of Cook. When I explained what I
wanted, his reply was surely the ar-
chetype for the phrase used so effec-
tively by President Reagan.
We set to work along familiar lines to

bring into being another magazine. We
went through the same meticulous
search for type styles, paper, and
graphics. One coup was obtaining the
services of the famous illustrator Enrico
Arno, who provided us with a front
cover design highlighted by a recorder
against condensed gcthic hand lettering.
With the invaluable aid of several
volunteers, notably Donna Hill, a full-
fledged publication finally appeared in
the winter of 1960.
Cook was essentially a man of con-

trast. From his dignified appearance and
demeanor, almost patrician, one could
easily assume that he was an entrenched
member of the establishment. On the
contrary, he devoted a major portion of
his life to the underdog, the disinherited,
the martyr. To them he gave the full
measure of his encrmous and varied
talents. What follows is but an indica-
tion of the extraord:nary catholicity of
his interests. Truly he was a man of
many parts or, as the poet has it, a man
for all seasons.
Music: Cook served as vice president

of the American Recorder Society from
its founding in 1959 until 1963, and as
president in 1964 and 1965. He was
made an honorary life member in 1984.
He remained an enthusiastic recorder

player after his active involvement with
the organization ended. For twenty
years a group of chamber musicians
gathered in his home on Sunday even-
ings, and he also belonged to an ensem-
ble that met weekly at the Museum of
Natural History.
Art: A painter all his life, Cook

exhibited his work first in Paris, then in
New York and other cities in this coun-
try. In the early 1?20s he became a

member of the art faculty of the Colege
of the City of New York. He was named
assistant editor of Creative Arts mag-
azine in 1931, and the following year he
became curator of paint:ng at the
Whitney Museum of American Art.
From 1936 to 1941 he served as national
director for the Index of American Art
for the Works Progress Administration.
Most recently, Cook was a vo:ur.teer

in restoration and conservatior. in the
anthropology department oF the Muse-
um of Natural History, work for wh:ch
he :eceived a citation from Mayor Koch.
He also wrote a great deal on art He

was the author of a book cn Glenn 0.
Co.eman, published by the Whitney
Museum, and another on Max Beek-
man. He wrote numerous reviews and
art des and gave many lectures at the
New School for Social Research and
other colleges.
Administration: Cook held a number of

administrative posts with the feceral
government. During Worlc Wa II he
was regional director in the north eaaern
states for the Federal Public Eous:ng
Administration. In 1945 he joined the

United Nat :ons Relief and Rehabilita-
tion A dmin:stration, directing a camp
for 7,000 displaced persons in Lands-
berg, Germany. F:om 1948 to 1.c.51 he
was directc: of Far East international
relief for the American Joint Distriou-
tion Committee in Shanghai.
From 1952 to 1975 Cook was with the
New York Hotel Trades —.....ounc 1, the
central body of ten affiliated trade
unions with a membership of 25,000
workers, fir Et as administrative director
and then as administrator ca.' its rred:cal
center.
Theaze-: Wherever he was, Cock was

always involved with the theater as well
as music. In Washington and Ch_na he
directed plays for little theater groups;
later he made a film about his China ex-
periences. He also wrote a numner of
plays and TV scripts.

Ration Taylor eiited The American
Recorcer from the November 1960
throue Notember 1961 isfues. He con-
tinues io play the recorder, making c_nnua/
trips to Engli.:71c1 to attend workshops. He is
chairmar. of !.'ie board of Cas.vell Massey.
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Hohner.
From classroom
to concert hall
You may have left the cla.ssroom behind,
but you'll never need to leave Hohner.
We offer a full line of recorders for the
skilled musician as well as the beginner.
Recorders beautifully crafted in pear-
wood, rosewood and maple. Sopranino,
soprano, alto, tenor and bass models with
Baroque and German fingerings. As a
serious musician, you owe it to yourself
to try a Hohner recorder. We're sure you'll
be delighted!
For more information on Hohner record-
ers, write to Hohner, Inc., P.O. Box 15035,
Richmond,Virginia 23227.

HONNER®
lohner Inc.. Ashland.Virginia
Hohner Canada Inc.. Don Mills. Ontario
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Running a Weekend Workshop

F
OR ANYONE contemplating organizing
a weekend workshop, the most im-

portant thing to do is to reconsider. The
amount of work and worry is amazing. If
you are determined, read on.
The New York Recorder Guild puts

on two weekend workshops a year. In
the hope that our experiences will help
others, I'll describe here how we run
them.
The prime mover and linchpin of any
workshop is its director. Ours is a
chapter member who is an amateur. This
circumstance has its advantages, be-
cause such a person keeps the point of
view of our participants', who are ama-
teurs themselves, firmly in mind. The
guiding principle in faculty hiring is
objectivity, not I'll-hire you if- you'll
hire-me. Class offerings are based solely
on members' expresse3 desires. A direc-
tor can, and does, call on the pros for
help, but the final word is amateur.
We have an assistant on hand for the

weekend itself, to cover those occasions
when the director must be in two places
at once. Acting as an assistant is an ex-
cellent way to learn to run a workshop,
or to learn that you do not want to! Both
director and assistant are volunteers: it's
been our experience that an unpaid staff
receives more sympathetic treatment
from everyone involved.
The first obligation of the director is to

see that participants have a good time.
To our chapter, a good time means play-
ing as much as possible under the leader-
ship of professional teachers. Of course,
meeting people and making friends is
part of the fun, but playing comes first.
We start to plan cur workshops six

months in advance so that we can
reserve inexpensive space, apply for
ARS Weekend Workshop designation,
and have our pick o.= faculty. Faculty
have a way of becoming unavailable ear-
ly; one, for example, knew in November
that she was busy three of the four

weekends in April. When scheduling,
we have learned to watch out for the
High Holy Days, other workshops, long
weekends, and clock-change weekends.
Once a workshop was in progress on the
day the clocks were put forward, and
seven people came an hour early. One
visitor had even checked by calling the
time recording, which had not been
changed. So his host pushed him out the
door "just in case"!
Each of our workshops has a theme;
we have used countries, eras, and com-
posers. The theme helps the faculty to
choose mUsic, but is broad enough so
that they haven't picked the same
pieces.
The current cost of our workshop,

$65, covers nearly ten hours of playing
time over two days plus a concert. This
fee lets us break even, is within the
means of most of our members, and
allows for scholarships. We offer as
many class alternatives as possible.
Some may not attract the minimum
enrollment, but you never know until
you try.
Our budget includes salaries, rent,

printing, postage, phone, food, scholar-
ships, and a reserve fund. The biggest
item is salaries. We offer a specific
amount rather than asking "What would
you like to be paid?" Those who will not
work for this amount simply do not
teach for us. The complaints we hear,
however, are not about low salaries, but
about not being asked to teach!
We schedule a two-hour morning

class, an hour for lunch, another two-
hour class, a half-hour break, and then a
ninety-minute class. People are freshest
in the morning and right after lunch; by
mid-afternoon they appreciate a shorter
session. The half-hour break is useful for
classes who just want to finish that last
piece, and pleasant for people who don't
want to feel rushed. Since our members
want variety, teachers change for each

Polly Ellerbe

time block.
On Sunday afternoon in place of the

last class we attend a concert. We are
fortmate that Music Before 1800, a stel-
lar early music concert series, takes place
nearby. On occasion we have asked the
workshop faculty to perform, but this
usually hasn't worked very well. It is dif-
ficult to go straight from teaching to
playing. Also, if the faculty members
don't play regularly as a group, the con-
cert is likely to be of the pickup, under-
rehearsed type that is no pleasure to
listen to.
Having decided on dates, salaries, and

schedule, we hire faculty. The faculty
are the core of any workshop, so we
choose carefully. Whenever possible,
we rely on recommendations rather than
"picking cold," and we insist that
teachers come on time and treat their
classes courteously. We now have a pool
of instructors who have worked out
satisfactorily, and we keep to a strict
rotation. This way we don't hire the
same people for every workshop or let
too much time elapse between engage-
ments. We try to get at least one well-
known name for every group, including
the lowest level. At this point we tell
the faculty the class time, class level,
and workshop theme; we send more
complete information later.
Two and a half months before the
workshop, we prepare the flyer. We
prominently display the theme, location,
date, sponsor, faculty, and class offer-
ings. In the body of the text we include
cost, late fee, refund policy, class times,
and scholarship availability. We specify
to whom to make checks payable and
where to send them, and give a name
and telephone number for further infor-
mation. The flyer includes a tear-off
sheet with which to register.
A late fee helps prevent an uneven

flow of registrants. Without it, we have
a rush of them after the mailing goes out
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TO) If

Beha & Gibbons
H ISTORICAL
WOODWINDS

Baroque & Renaissance

Woodwinds for the
Professional Musician

BAROQUE RECORDERS

Bressan Hotteterre
Rippert Stanesby, Jr.

Steenbergen

RENAISSANCE

RECORDERS

van Eyck Ganassi
Kynseker

RENAISSANCE FLUTES

at a' — 440 & 466'

Laura Beha Joof & Bernard A. Gibbons

630 Huron Avenue, Cambridge, Massach zsetts 021 38

Telephone: (617) 547-1424

RAO iS5i (MP FLIMA tbfeli41161 .6n1OBI crek teci

I.

ARE YOU
LISTENING?
How well do you hear? Professional musicians
rate a good sense of pitch as the most
vital factor for their success. You too
can improve everything you're doing with music
just by opening your ear—because music is a
hearing art.
PERFECT PITCH is the ultimate hearing tool
for every musician. Pelect pitch is color
hearing—the supernormal perception that
lets your ear know any pitch as easily as your eye
knows any visual color. With perfect pitch you can
pick out individual notes. chords, and even the
key that is playing. Perfect pitch will crystallize
your skills of listening. improvising, playing by
ear. writing, tuning. and memorizing, as well as
add an entirely new dimension of sound for your
ear to appreciate and enjoy.

Perfect pitch is EASY to culture, and you don't

need any previous music training. We know,

because we are the exclusive publishers of THE

PERFECT PITCH SEMINAR materials—
the famous short course by David L. Burge
that tells you everything you need to know about

perfect pitch and how to develop It. The
course is NOT expensive, nor does it take a long

time to study. It is geared for musicians just like

you. And it lag teed.

YOU CAN HAVE
PERFECT PITCH
—AHOUSE IT to stea onto newer and higher

levels of musical excellence. Put yourself ahead

of the rest—find out more. Write today for FREE

PERFECT PITCH BROCHURE by send-

ing your name and address to:
AMERICAN EDUCATIONAL

MUSIC PUBLICATIONS

Brandwine Valley Headquarters
P.O. Box 7333.N,4 Wilmirgton. DE 19.503

and another just before the workshop. In
order to avoid misunderstandings, we
clearly state that we will give a full re-
fund if notice is received up to one week
before the workshop. After that, any re-
fund is at the discretion of the director.
This is our way of making sure that ex-
penses are covered, since it is at this one-
week cutoff point that we notify the fac-
ulty that they are definitely hired. On
the tear-off sheet, we ask for both day
and evening phones; some people are
never home. We require full payment in
advance. No one objects, and registra-
tion is much simpler and safer. Students
also have more incentive either to come
or to let us know they won't be there,
rather than just not appearing, which
can ruin class plans.
The flyer is typed on a good electric

typewriter. We obtain mailing labels
from the ARS office for people within an
hour's driving time. Two months before
the workshop, we do a first-class mail-
ing. One person, we've found, can get a
seven-hundred-piece mailing ready in an
evening. We send a packet of flyers to
each faculty member and announce the
workshop in our newsletter. We do not
mail to people who make life miserable
for others.
As registrations come in, we send each

participant two forms. One includes
directions to the workshop, descriptions
of classes, exact class times, registration
time, and information on lunch, music
stands, smoking, our refund policy
(stated once again to make sure it's
perfectly clear), and the Saturday even-
ing party. Details on parking and public
transportation are important. The class
descriptions give the teacher's name, the
level, and any requirements. Listing the
exact class times helps those who must
be picked up afterward. Registration
consists of picking up a name tag and
having a cup of coffee, but scheduling it
half an hour before the first class begins
substantially reduces the number of
latecomers. If we say "Music stands are
required!" often enough, people usually
bring them. We do not allow smoking in
any classroom.
The other form is returned to us. It in-

cludes a class choice section and a series
of questions designed to help us set up
the classes. Here are some examples,
along with the reasoning behind them.
1. What recorders do you play and will

you bring? This gives the first "group
sort," as lower intermediates don't
usually play bass.
2. Rate yourself in knowledge of: bass clef

— C clef — meter changes — unbarred
music. A weak bass clef reader belongs
in a lower group; a player who reads
bass and C clefs probably belongs in the
top group, but someone claiming to
know C clef and not bass clef probably
knows neither. Facility in reading meter
changes differentiates between the two
middle groups.
3. Do you prefer classes well within your

ability or those where you have to work
hard to keep up? If a player is between
two levels, the answer here can be the
tip-off. People come to workshops for
different reasons.
4. How often do you practice: never— a

few times a week— daily? A few times a
week can easily mean once every two
weeks. Daily practice indicates a
stronger player.
5. Briefly describe your musical back-

ground. The answer often gives us
names of teachers to contact if we are
still uncertain about placement. Depend-
ing on whether the recorder is the first
instrument studied, or the latest after
much musical training, a year's worth of
lessons can mean very different levels of
skill. We always place an unknown
player on the low side. If the placement
turns out to be too low, he or she will
not slow down the class and will get a
nice ego boost when promoted. Demo-
tions can create quite a fuss. We check
these placements with the teachers after
the first morning class, and make
changes before the afternoon sessions.
We also keep the class lists for use in
next year's workshops.
One month before the workshop we

send a letter to the faculty repeating the
dates, location, and theme. We tell them
how many copies of music to bring, and
we include a plea to arrive fifteen
minutes before class time and a request
for phone numbers at which they can be
reached during the week before the
workshop. For each teacher, we write in
class time, level, probable number of
players, instrumentation available, and
any problems. If we may not be able to
hire a teacher because of low enrollment,
we warn him now.
As the registrations come in, we set

up classes. The absolute maximum in a
class is nine, preferably eight (two on a
part in a four-part piece). Members of
lower level classes usually like the sup-
port of other players; the upper groups
vastly prefer one on a part.
During the week before the workshop,

the pace heats up. We give faculty a final
briefing. We make name tags for every-
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one. These are vital. They help both
newcomers and faculty, who are faced
with a large number of people they may
not know. We use the disposable kind
and make sets for both days. To make
sure the name is readable from a
distance, we print as large as possible us-
ing a felt-tip pen. We prepare signs
directing the students to registration
and classes. We make two copies of the
morning class lists, because by Sunday
some players have forgotten where they
were on Saturday, and we will have
removed the first copy -;o use when con-
sulting with the morning teachers. The
composition of the afternoon sessions
may change because of the consulta-
tions, but that of the morning class
usually does not. We -prepare to bring
coffee, tea, sugar, fresh milk, hot cups,
spoons, napkins, paper plates, a water
heater, two extension cords, class lists,
signs, pads, pencils, two marking pens,
tape, bathroom supplies, extra name
tags, faculty checks, money, and our
own music stands.
On the first day of the workshop, my

assistant and I arrive at least two hours
before registration. That way we can
prepare leisurely and stay calm when
something goes wrong. Last year, for
example, Security had very carefully
unlocked the doors of tie rooms for us
early that morning, and unknown par-
ties had very carefully locked all of them
up again.
Incidentally, life is mach easier now

that we know the securi:y and custodial
staffs. We are particularly polite to them
and do everything we can to make their
work easier. Then, when we need help,
they give it willingly.
We put armless chairs in our assigned

rooms, start hot water for tea and coffee,
and post the morning classes. After that,
we circulate, meet the new people, and
introduce them to others. Then we take
a tip from Paul Echols. At Amherst, five
minutes before chorus started, he went
through the halls yelling "TIME, every-
one. TIME." And before every class, so
do I. We then post beside the class lists
the instructions for latecomers (pick up
name tag, find name on list, and go to
class) and get to our own classes.
After class we talk with the faculty,

arrange and post lists for the afternoon
sessions, check that there is enough hot
water, and arrange the tables for lunch.
We all eat brown-bag lunches together,
with the workshop providing coffee and
dessert. Contact over the lunch table
brings together old members and first-

timers, and allows people to meet their
fellow players. We set up the lunch
tables so that everyone is in a big group
with no one left off in a corner. Also
posted now is a repeat of the information
about the Saturday night party.
On Sunday we arrive just one hour

early in order to start the hot water and
get the rooms unlocked. Otherwise,
Sunday is a repeat of Saturday. We pay
the faculty as soon as they finish

teaching.
After the workshop is over, and we

have cleaned up, put things away, and
locked the rooms, I go home and go to
bed. Are you still sure you want to
direc: a workshop? Good luck!!

Poly Ellerbe is music director of the New
York Recorder Guild. She plays recorder
and viola da gamba.

Collins and Williams
Historic Woodwinds

Restoration, Repair and Maintenance
of Fine Instruments

K. Lee Collins Roger Clark Williams

White Hollow Road, Lakeville, Connecticut 06039
All our work carries a guarantee of your satisfaction.

czwgzaz=atz =a1Z

PETER KOBLICZEK

p We are pleased to carry Peter Kobliczek's full

krange 

of P RiE TORIUS Renaissance
recorders, from garklein to greatbass.

These feature a two,o6tave range, a sweet tone, and
smooth, even response. Please write or call for in,
formation on these and other fine in§truments from

The Early Music Shop of New England
t Boylfion St., Brookline, MA o2146, (617) 277,86.90

mama mfltfmaal ogzeaca,- • • - - .• • • - - • - - ••-• • - • -

the risisca a modern variant
of the kortholt

Cortols provide the means, at minimum cost, for playing a wide
range ot consort music. Well-designed of polystyrene with a
wood-like appearance, they blend well with recorders and fulfill
the needs or early music enthusiasts, soloists and collegiums.
Alto Cortol $98.00 Tenor Cortol $180.00

for further information, please write
Magnarnusic Distributors, Inc.
Sharon, Connecticut 06069

August 1985 121



For alto recorder and viola
(or tenor viol)
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BOOK REVIEWS

The Historical Harpsichord
Volume One of a moncgraph series in honor
of Frank Hubbard
Howard Schott, General Editor
Pendragon Press, New ;ark, 1984, xii & 125
PP., $42

One of the seminal figures in the revival of
the historical harpsichord, Frank Hubbard
was both a builder and an historian. He was
the author of Three Centuries of Harpsichord
Making (1967), arguab:y the most important
book on the history of the instrument to ap-
pear in this century. Soon after his death in
1976 at the age of 56, a group of friends and
admirers decided to publish a Festschrift in his
honor. Originally the idea was to pay homage
to Hubbard and also to revise his book,
now almost twenty years out of date; but
somewhere in the middle of the project the
scope was changed, and it was decided in-
stead to issue a series of monographs.
Volume One contains a preface by Gustav

Leonhardt, an introduction and a short
biography by Howard Schott, the text of a
lecture given by Hubbard in 1974, and an ar-
ticle by Christopher Page on the origins of the
harpsichord. Its bulk, however, is devoted to
a long essay, "The Surviving Instruments of
the Blanchet Workshop," by William Dowd,
the doyen of American harpsichord builders
and for ten years Hubbard's partner.
Dowd points out that Hubbard had ex-

amined only two Blanc net instruments before
writing his book; now there are ten Blanchets
known to us, along with a large number of
other instruments that have turned up in re-
cent years. Dowd sets out to rewrite the
history of one corner (an important one) of
seventeenth- and eighteenth-century harp-
sichord building, and he succeeds brilliantly.
In eighty-eight pages he discusses in the
greatest detail all that he knows about the
Blanchet instruments, plus three by Taskin.
(The Blanchet dynasty consisted of Nicolas
[1660-17311, Francois-Etienne I [c. 1700-
1761), and Francois-Etienne II [1730-17611
The shop was taken over by Pascal Taskin,
who married the widow of Francois H seven
months after the latter's death.) Also dis-
cussed are seven ravalement (rebuilt and
enlarged) harpsichords originally made by
Ruckers and Couchet, and even a set of
keyboards that the Blanchet shop apparently

made for another maker, Jean Goujon (who
put them in an instrument that he passed off
as a Ruckers ravalement).
No one professing an interest in the history

of the harpsichord can afford not to own this
volume. It belongs on the shelf next to Hub-
bard's Three Centuries, Russell's The Harp-
sichord and Clavichord, and Boakh's Makers
of the Harpsichord and Clavichord. I look for-
ward to Volume Two, although I hope that
Pendragon Press can find some way to pro-
duce it at a more reasonable price.

Edward L. Kottick

John Dowland
Second edition
DIANA POULTON
University of California Press, Berkeley and
Los Angeles, 1982, 528 pp., $38.50 cloth,
$12.95 paper

Diana Poulton began playing the music of
Dowland as a lute student of Arnold
Dolmetsch in the 1920s, when the early
music revival was in its infancy. She joined
the small band of pioneers who were devoting
themselves to unearthing and performing the
mostly forgotten music of England's Elizabe-
than age. Over the years, in addition to per-
forming and transcribing Dowland's works,
Ms. Poulton also amassed a wealth of infor-
mation about him, which she consolidated
into this book. It was first published in 1972;
this second edition is basically a reprint with
some corrections and the inevitable additions
from sources that always pop up just after the
definitive work has appeared.
The first chapter covers Dowland's life. As
Ms. Poulton points out, information about
him is more plentiful than about many other
musicians of his time. Not only did Dowland
write about himself in the dedications to his
published works and in letters to patrons, but
contemporary historians also wrote about
him, for he was widely esteemed both as a
composer and lutenist. Since this material
was produced at various times and for various
purposes, it not surprisingly contains con-
tradictions and discrepancies. The author has
sifted through Dowland's writings, contem-
porary histories, and letters and diaries of the
time, as well as documents from the royal
courts, parish records; and other contem-

porary official documents. Her sorting out of
the facts makes her account read at times like
a detective story.
The major part of the book is devoted to the
music, which the author divides into solo lute
music, the song books, psalms and spiritual
songs, and consort music. Each chapter opens
with a discussion of the manuscript and
printed sources and continues with a piece-
by-niece analysis. (Pieces are referenced by
number; it took some detective work on the
part of this reader to discover that these
numbers match up with the numbering
scheme of the finding list at the end of the
bib:iography.) Numerous and lengthy musical
examples suggest reading the book near a
keyboard (or a lute, if one is so brave), the
better to understand her analyses. The more
important works are covered in depth. Ms.
Poulton compares variants of those for which
Dowland left several versions, offers in-
teresting speculations on his inspirations for
themes, and analyzes other composers' bor-
rowings from him. Also scattered throughout
the discussions are fascinating nuggets of
historical information — for example, the lute
piece "The Shoemaker's Wife, a Toy"
prompts a discourse on lore about the shoe-
maker's trade in England.
A particularly helpful section, especially for

those of us who write program notes or are
not intimately familiar with English history,
is a chapter containing biographies of Dow-
land's patrons and friends, in which Ms.
Poulton discusses the naming and dedications
of many of his works.
The text closes with a chapter on
Dowland's posthumous reputation, which
declined at first (not surprisingly, since the
French style of lute music was becoming in-
creasingly popular in England) and then
began to rise again with the general revival of
interest in the Elizabethan era and the
dedicated work of musician/scholars like
Diana Poulton.
The book's five hundred-plus pages include

some eighty of appendices. These contain an
extensive bibliography, a complete listing of
all extant manuscripts that include works by
Dowland, a finding list giving manuscript and
early printed sources for each of his composi-
tions, a list of facsimile editions, and a rather
inadequate index. It is not a book to read
straight through, but rather to dip into at in-
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tervals, especially when one is looking for a
new Dowland piece to play, for Ms.
Poulton's descriptions of the works are often
enticing.

Carolyn Bryant

The Keyboard Music of John Bull
WALKER CUNNINGHAM
UNIT Research Press, Ann Arbor, Michigan
(Studies in Musicology No. 71), 1984, xviii
& 274 pp., $44.95

John Bull was one of the leading Eliz-
abethan composers. His output includes
more than 150 keyboard works, along with
120 canons, some anthems, and a handful of
consort pieces. At the end of 1613, when he
was about forty, he fled England as a result of
an adultery scandal. The Archbishop of Can-
terbury gave the lurid details in a letter and
then summed up Dr. Bull's reputation: "The
man hath more music than honesty and is as
famous for marring virginity as he is for finger-
ing of organs and virginals." Bull settled in
Antwerp, serving as cathedral organist from
1617 until his death eleven years later. Thus
he was both a figure of the English Renais-
sance and a continental Baroque composer.
Bull's importance has been recognized since

his own time, and his complete keyboard
works have been published in the Musica
Britannica series (Vols. 14 and 19, 1960/67
and 1963 / 70), edited by Thurston Dart,
John Steele, and Francis Cameron. To date,
however, no serious study of his life and
works has appeared. Dart's untimely death in
1971 prevented him from culminating his ex-
tensive work on Bull in a monograph. Walker
Cunningham has now revised his disseration
(University of California at Berkeley, 1981)
to provide the first book that examines Bull's
keyboard music in detaiL
Cunningham's book accomplishes its three

ambitious goals: 1. to establish which works
can be considered authentic and, in the pro-
cess, to correct errors in the Musica &item,
nica edition; 2. to describe the style of the
music in the context cf Bull's time(s) and
place(s); and 3. to examine the evolution of
this style, dating the works to the extent
possible.
After a brief biographical introduction, the

author discusses each of the authenticated
keyboard works, grouping them by genre. He
presents these genres in order of their signi-
ficance in Bull's output, an order that is
roughly chronological: plainsong settings,
preludes and fantasies, pavans and galliards,
almans and corantos, and grounds and varia-
tions.
The author is thorough, rigorous, and musi-

cianly. He assumes that the reader has the
modern edition in hand and is already conver-
sant with Bull's life and work. The reader,
therefore, might benefit from using the short
conclusion, an excellent summary of the de-
velopment of Bull's style, as an introduction.
Inevitably, Cunningham is sometimes guil-

ty of reacting to previous scholarship rather
than following the internal logic of his own
work. This reflects the book's origins as a
dissertatign, but also stems from having to
deal with Dart's predilection for exercising his
fertile imagination to invent theories when
facts were not available. Dart left behind
many castles in the sky for more responsible
scholars to dismantle.

Cunningham presents reasoned value judg-
ments and helpful performance suggestions.
Further, he injects cogent discussions of
related matters such as the relevance of
rhetoric to music in the Renaissance. This
book is a landmark study that will be useful to
anyone interested in music written at the
turn of the seventeenth century.

Bruce Gustafson

Early Music Studies

.1:

Offering a B.A. in Music Literature with emphasis in Early Music. Graduate courses
are available; however, no graduate degrees in music are offered.

FACULTY Shelley Gruskin, flutes, recorders, early winds
LeAnn House, harpsichord
Sr. Monica Laughlin, OSB, (*Inners, recorders
Ed Martin. tale
Penny Schwarze, viols, baroque violin

ThE collEGE of
ST. SCHOLASTICA

For more information, write: Department of Music,
1200.4 Ken wood Avenue, Duluth, Minnesota 55811

ANTIQUE SOUND
'WORKSHOP, LP

1080 Beacon Street
Brookline, MA 02146

OFFERS THE LARGEST
SELECTION OF IMPORTED

HISTORICAL MUSICAL
INSTRUMENTS IN THE

UNITED STATES

Over 350 models of fine medieval, renaissance, baroque, and modern
recorders by Fehr, Kueng, Roessler, Coolsma, Hanchet, Huber, and other
quality European makers.

More than 400 other historical woodwind, brass, string, keyboard, and
percussion instruments now in stock for immediate delivery to our
customers.

Every instrument custom-serviced before delivery. Each recorder is
revoiced and retuned to our own professional standards and guaranteed
for the life of the instrument.

We offer warranty and non-warranty repairs for every instrument that
we sell, as well as parts, reeds, mouthpieces, bows, strings, cases, and
accessories.

Our complete 32-page
catalogue is available
for $2 postpaid, and
includes a subscription
to our customer
newsletter as well.

Our business hours are
10 a.m. to 5 p.m. Monday

through Friday; our
workshop is open to the
public by appointment
only. (617) 734-7415.
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MUSIC REVIEWS

Balk, Couranten und Gagliarden mit
Bass, 1606
In four parts for recorders or other melody
instruments
JOHANN STADEN
Edited by Helmut Monkemeyer
Edition Moeck 524/525, distributed by
Magnamusic, Sharon, Conn. 06069, 1983,
$5

These nine easy dances, originally pub-
lished as partbooks in Nuremberg, could be
played by a consort of recorders or viols.
Unlike previous ManKemeyer editions I've
seen, this one indicates ranges for the four
lines of each piece, making it easier to choose
the right sizes of instruments. The dances are
not all SATB; a bass recorder or viol is
needed on the bottom line, but the in-
strumentation for the other three varies.
The music is technically undemanding,

pleasant, and somewhat uninspired. The last
of the four balli and the second and th'sd
galliard are rhythmically and melodically
more interesting than the other pieces. All
are quite short, even with repeats.
The printing is clear and well-spaced. My
main criticism is the dearth of editorial notes.
There is some information about the com-
poser (c. 1581-1634) out none on editorial
procedures. The performer would like to
know whether accidentals written above
notes are the editor's, whether the pieces are
in their original keys and note values, and
whether the numbers (25-39) at the top of
each piece are those used in the original part-
books.

Chansons from the French Provinces
(1530-1550)
Volume II: The Northern Region (SATB
voices or instrumental consort)
Edited by Leta Miller
Musica Sacra et Profana No. 4019, P.O. Box
7248, Berkeley, Calif. 94707, 1983

This edition contairs a sampling of pieces
by composers from the northern cities of
Beauvais, Noyon, and Amiens. As the in-
troductory notes point out, provincial chan-
sons were more contrapuntal and contained
more word-painting than those written in
Paris. These five works, by Hesdin, Doublet,
Godard, Marie, and Vulfran, all have con-
trapuntal sections, and three of them make
effective use of melismatic word-painting.

They are varied in mood and style. Hesdin's
Ung vray musicien is an obscene "patter song"
with an X-rated text. It could be quite chal-
lenging if performed instrumentally at a fast
tempo, but those who understand sixteenth-
century French would probably prefer a vocal
rendition. The other songs are more lyrical

Additional contributors to
The President's Appeal

The Board of Directors expresses its ap-
preciation to those listed below. The final
total for the Appeal was $11,695. These
funds will be used to enhance current ARS
programs and to evand into new areas.

Donors

John Mortison
Anonymous (2)

Patrons

Ed and Donna Slane
Anonymous (1)

Friends

Mrs. Jules Er:deb
Mary Ann Fischer
Mary I. Maaeau
Dr. W. Stewart ?eery
Diana W. Suther.and
Anonymous (3)

Other Contributors

Delphine B. Bowers
Robert 0. Davison
Jean S. Emery
Sheila Enemark
William F. & SeLna H. Faulhaber
Edna K. Marks
Anne P. Pyle
Deborah M. Roudebush &
David E. Larch

Juergen Reher
William Rogers
Miriam Samuelscn
Deborah P. Snow
Gail C. Ticknor
Doris Treisman
Dr. Loren Weave r
Read Weber
Margaret E. Webster
Anonymous (1)

Matching Gifts

Ecodyne Corporation

settings of serious love poetry. My. favorite of
these is Marie's Vise sera, with its wonderful
dissonances.
Each piece is presented on two facing

pages. The printing, although legible enough,
appears crowded in the Godard and Hesdin
cnansons. The extensive editorial notes in-
clude biographical sketches of the composers,
explanatory notes for each piece, English
translations of the texts, original sources, and
a detailed explanation of editorial procedures.

Peg Parsons

Six Dances from "The Danserye"
TYLMAN SUSATO
Arranged by Roger Bush
Oxford University Press, 16-00 Pallitt Dr.,
Fairlawn, N.J. 07410, 1981, score $8

This volume duplicates music available in
other editions. Some players may find it useful
to have the Soprano II/Alto I part written out
twice, in different octaves, but it seems to me
that most learn to transpose the octave early
on. The arrangement here is cumbersome, ne-
cessitating singling out one's line from among
five or six, always a difficult task for the begin-
ner. In some cases two parts are written on
one staff. In addition, there are many slurs and
dynamic markings, and two of the six pieces
have percussion parts. All this may be consid-
ered an aid to the amateur, but I like to think
the freedom to work out one's own expression
and orchestration is part of the total learning
picture.

Pieces Tres Faciles pour Flute a Bec
Soprano, "Fanfares de Chasse"
Adapted by Rose-Marie Janzen
Alphonse Leduc, distributed by Theodore
Presser, Bryn Mawr, Pa. 19010, $6.50

The introduction, in French, tells us that
tn:s volume is intended for beginning recorder
players who have learned the first five notes.
The fanfares are arranged for one to three
instruments (two sopranos and alto). To lo-
cate these little pieces historically and func-
tionally, two pages at the end of the book
(again in French) provide background, dates,
and other descriptive information. Although
limited in type and range, the pieces make up a
nice collection, cleanly edited and printed,
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and should be a welcome supplement to a
beginner's method book.

Two Four-Part 13th Century Works
Edited by Ralph Harriman
Musica Sacra et Profana 4002, 1974 (revised
1976), $3.30 (MSEP members $2.40)

German Tenor-Songs (a4)
Vol. 1
Edited by Bernard Hopkins
Musica Sacra et Profana 4006, 1974, $3.30
(MSEP members $2.80)

These two issues are musically attractive
and will appeal to players who have at their
disposal contrasting instrumental and vocal
timbres. They include informative introduc-
tions by their respective editors, with text
translations, notes on historic setting, com-
posers, and forms, and suggestions for instru-
mentation.
The German tenor-songs, more accessible

and probably more appealing to the contempo-
rary ear, present both familiar and lesser-
known composers (Isaac, Senfl, Finck, Resina-
rius, and Anonymous). I have tried them with
different groups, using krummhorns, re-
corders, and combinations of both, as well as
with viols on the lower lines. Any of these
orchestrations is satisfying, and although the
tenor line is best brought out by using a con-
trasting instrument, the parts are musically

quite equal.
The thirteenth-century pieces are a Perotin
Viderunt and an anonymous Salve sancta
parens. Though playable on recorders, these
too may be more appropriately varied by the
use of a stringed instrument and the addition
of finger cymbals or bells.
The general layout of these editions is good.

The thirteenth-century works are printed in
two different type sizes to accommodate page
turning. I personally prefer the smaller print
with more space between the lines. The
tenor-songs are well laid out, uncrowded and
evenly spaced.
Altogether, and especially at the price,
MSEP 4002 and 4006 are good additions to
the repertoire of the intermediate, or even less
than intermediate, player.

Ten Dances of the 16th— 18th
Centuries (S or A and piano)
Edited by Carl Dolmetsch
Dolmetsch Recorder Series, Universal Edition
14046 (S), 14047 (A), 1980, $6.75

These dances were first published as a
supplement to Dr. Dolmetsch's Start My
Way and are more difficult than the pieces
included in the tutor. They represent vari-
ous types from France, Italy, and England,
and some will be familiar to recorder players.
Piano is called for probably because this in-
strument is more generally available, but a

harpsichord will make a better duo.
The edition is beautifully printed and

spaced and easy to read, with some taste-
fully offered performing indications.

Skally Skarekrow's Whistling Book
Four pieces for treble recorder and piano
GEOFFREY PCOLE
Forsyth Brothers Ltd., 126 Deansgate,
Manchester, England, 1981

These pieces are of moderate difficulty,
quite accessible to average players both
musically and technically. Entitled Clouds,
Spring Breezes, Sunshine, and Hailstones, they
are nicely evocative, with a gentle rolling
tune and an occasional larger flourish for the
breezes, and the obvious sort of hocketing
effect for the hailstones. Those who like to
explore conservative twentieth-century mu-
sic in the popular vein will find this collection
pleasant.
Visually, the parts are amply spaced and

easy to read, and there are a few helpful play-
ing indications. Some of the slurs in the re-
corder part should be played with a legato or
portato tonguing, rather than literally slurred
— although the style invites a different sort of
articulation than we use in older music, so
some of the slurs are appropriate. Spring
Breezes certainly should be played smooth
and connected to create a rippling effect.

Shirley Marcus

Medieval and Renaissance Music
A PERFORMER'S GUIDE

Timothy J. McGee

A practical guide that provides modern
performers with the historical background

and expanded techniques to perform early music, both vocal and instrumental.
Tempo, rhythmic flow, instrumentation, ornamentation, articulation, improvisation,
style, and singing techniques are all discussed. Here too are practical hints on
selecting a program and choosing substitute instruments, and a reference guide
to modern editions of the music.
$27.95

University of Toronto Press
33 East Tupper Street, Buffalo NY 14203
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Trente Dechiffrages-Etudes (A)
Edited by Pierre Montreville
Alphonse Leduc, 1982

This collection of thirty sight-reading
etudes (six each by five relatively unknown
composers) could probably be sight-read by
an advanced player familiar with avant-garde
techniques and notations. I suspect that the
title is not meant literally, however, and cer-
tainly the best markets for this book are the
teacher and accomplished amateur, both of
whom could benefit from using it for study or
practice. Stylistically, the majority of these
etudes are in an academic, neoclassical vein,
although a few employ modest avant-garde
effects - mostly multiphonics, underblown
harmonics, and vocal sounds - for expressive
purposes, and some use proportional nota-
tion.
Our first encounter is with Jean Aubain,
who seems to be a charming personality
although his work is marred by an extraor-
dinary degree of sameness. All but one of his
etudes have ternary forms with at least one
section in each a scherzando. Furthermore, his
melodies evolve from very similar kinds of
motives. By contrast, Daniel Brebbia's music
displays a wide range of language, from the
thoroughly accessible arid marvelously witty
Danse to the relatively abstract Improvise and
Mots, which, though not twelve-tone, are
based on interval sequences that determine
the choice of pitch independent of the rhythm
and phrasing. A twelve-tone row is the basis
for one of the etudes by Claude Desmarets,
who is at once the most adventurous and
least interesting composer in the group.
Pierre Montreville (who also served as

editor of this collection) writes in an un-
distinguished, neoclassizal style completely
lacking in originality. Most of his etudes
reflect the facet of Staeps' work typified by
the Allegro deciso from the Virtuose Suite. An
exception is a five-eight ditty that brings to
mind many similar odd-metered movements
by Erich Katz. Finally we come to Pierre
Tillous, by far the most mature and successful
of the rive. His themes and motives may not
be spectacular, but he never fails to make ex-
cellent use of them, so that his etudes have an
individual character and are consistently ef-
fective.
There are far too many mistakes in this

etude book, but, all things considered, it is
worth acquiring.

Ikebana (A and piano)
TILO MEDEK
Edition Moeck 1533, 1982, piano score
and part

This set of two short pieces by the Ger-
man composer Tilo Medek, an avant-garde
defector, offers a mild bit of pleasantry with
a touch of humor. Ikebana is the ancient Jap-
anese art of flower arranging, and the title
undoubtedly refers to the manner in which
Medek manipulates his material, for there is

nothing particularly Japanese about the
sound of this music.
Medek's "flowers" are mostly diatonic

runs of four to seven notes moving stepwise
in a single direction, simple motives, chords
(used non-functionally as sounds), and Al-
berti bass-type patterns. He constantly in-
verts, reverses, transposes, and/or com-
pounds these components in a modular
fashion to create various textures and states
of melodic, harmonic, and rhythmic mobil-
ity. He also generates larger sections
through the same procedures, so that the
complete form bears a considerable degree of
correspondence to its small details. This ap-
proach, which graphically demonstrates
how an entire work can be created from a
few simple ideas, makes Ikebana both easy
and instructive to analyze.
Although this music is not difficult, it has

its share of problems because of the elabo-
rate and specific use of expressive dynamics.
Medek apparently has written several com-
positions for the flute, and I suspect that he
may have been hearing that instrument in
his mind's ear while writing this piece.

Pete Rose

Suite en Fa Majeur (A and BC)
Suite en Re Mineur (S and BC)
MARIN MARAIS
Transcribed by Jean-Claude Veilhan; con-
tinuo realization by Daniele Salzer
Alphonse Leduc, 1982, $20.25 and $11.50

Marais was a student of Lully and the most
important figure in the French school of viol
composers and performers. The two composi-
tions are transcriptions from Books III (1711)
and IV (1717) respectively of the Pieces de
Viole. In his foreword, Marais gives editors
and performers several alternatives to the
bass viola da gamba: organ, harpsichord, vio-
lin, soprano viol, theorbo, guitar, transverse
flute, recorder, or oboe. Regarding the D
minor suite, he states: "I was careful to write
for people who, rather than difficult pieces,
prefer pieces that are relaxed, tuneful, and
not overloaded with chords." Indeed this
suite is the less complicated of the two as well
as the shorter by twice. The movements cor-
respond to the French models - Prelude,
Allemande, character piece ("La Mignone"),
Caprice, Menuet, Gigue ("La Petite"), and
Rondeau. The piece is not difficult except
where the passage work that is so charac-
teristic of the gamba must be imitated by the
recorder or oboe.
The F major suite is an enormous and mag-

nificent piece containing eleven movements,
several with doubles and alternates, and con-
cluding with an elaborate chaconne. The
music is truly wonderful but so idiomatically
conceived that it is almost impossible to
transfer one's conception to the alto recorder.
The passage work is disastrously difficult,
and the chordal effects that are so intrinsic to
the gamba are, of course, impossible. It seems

a shame to make a transfer that is so unsatis-
fying musically when there is so much unpub-
lished French wind music in the Bibliotheque
Nationale.
As in most French editions, the hands of

the composer and the editor are not iden-
tified. The printing job is truly ugly. The cost
is exorbitant partly because there are two
large-print solo /continuo parts as well as the
score.

Sonata in A major
For flute and continuo
GIUSEPPE TARTINI
Wilhelm Hansen, Copenhagen, distributed by
Magnamusic-Baton, $11.50

This publication is a first edition from the
Royal Library of Copenhagen's Giedde's
Collection, which also contains the Quantz
Solfeggi. Tartini (1692-1770) was a transi-
tional composer whose complex and intricate
style reflects the combination of galant and
empfindsamer tendencies of his time and his
own skill as a virtuoso violinist.
The editors have tried to provide an "im-

pression" of late Baroque Italian style, but
have failed on two counts. Their flute or-
namentation, based on Tartini's violin em-
bellishments, sounds awkward and busy on
the modem flute and unsatisfying in the ex-
treme on the Baroque flute, where tone color
variations are lost in the convolutions of its

Thomas C. Boehm
Maker of
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excesses. The continuo part, though based on
eighteenth-century models, is chunky and
overly heavy with full chords. Some of these
chords sound strange indeed, but since no
figures are provided they cannot be checked.
The music is pleasant but undistinguished.
One wonders about the "a la francese"
designation of the second movement — until
the third movement's prototypical Italianate
figures take over. Ignore the ornamented ver-
sion of the first movement in favor of some-
thing more conservative, thin out the
accompaniment, and you will have an
agreeable new sonata.

Jane P. Ambrose

RHC
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Instrumerts
After

Museum Originals

Bass Corral, 2 keys A440 & A460
Bassoon, 5 keys A415
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Dances, Songs & Motets of
Renaissance Poland (SATB)
Vols. land II
Edited by Bernard J. Hopkins
Musica Sacra et Profana 4012, 4051

These twenty-four compositions by Mikolai
Gromolka, Waclaw Szamotulczyk, Mikolai of
Crakow, and others include eight dances,
eight songs, seven motets, and a preambulum.
They are refreshing and undemanding, and
their ranges make possible a performance by
either a whole or a broken consort. One com-
bination we found effective was alto recorder,
tenor kortholt, tenor krummhorn, and bass
viol. With a viol consort, the pieces work well
with alto and tenor parts transposed down an
octave.
The dance sets combine sections in differ-

ent meters. Intermediate players may find it
difficult to make an uninterrupted transition
from 2/4 to 3/4, a problem compounded
when the tempo also changes at that juncture.
Nevertheless, the music is worth extra re-
hearsing to ensure a smooth performance.
The songs are in a mixture of compositional
styles. In most of them the writing is note
against note; they are rhythmically simple
with chordal harmonization. The sacred se-
lections have a cantus firmus tenor in long,
equal notes.
A commendable job of editing places each

score on one or two pages. The notation is
large, clear, and well-spaced, a boon to anyone
with less than 20/20 vision. Bernard Hopkins'
preface on the developments leading up to the
golden age of Polish music (c. 1550-1600) is
absorbing, as is his information on the origins
of particular pieces.

Hermione Abbey

Miranda (Cantata for soprano, A & BC)
JOHANN CHIUSTOPH PEPUSCH
Edited by Fred Palmer
Musica Sacra et Profana B3003, $8.45

I have long wondered why only one of
Pepusch's six chamber cantatas to English
texts (by John Hughes) has hitherto been
readily available to modern recorder players
(Corydon, Schott RMS 826). They are
charming, if not at all profound, Italianate in
their cheerful melodies and simplistic har-
monic sequences, not too difficult of execu-
tion, and bearable (at least once) to au-
diences, upon whose ears they fall lightly.
Miranda, whose "tunefull Voice and Fame

had reach'd the wond'ring Skies," and whose
songs caused "pleas'd Surprize" in the bosom
of "the God of Musick," is the subject of
another of these works. In two recitatives
and two short da capo arias, Apollo calls her a
"Matchless Charmer," promising her "the
highest prize of Harmony." It is a real piece, if
a slight one, inexpensive, and worth playing if
only to remind oneself (in the Handel/Bach/
Scarlatti tercentenary year) of the very real
distance between minor talents and great

composers. Mr. Palmer has put far too many
notes in his realization of the figured bass, but
one needn't play them all. Nor should one
delay the recitative cadences, as Palmer sug-
gests; they belong on the beat, as written
originally.

William Metcalfe

Canti Populari Italiani (SS and guitar)
Ten Italian Folksongs
PAVEL KLAPIL
Universal Edition 17543, distributed by
European American Music, 1982, $5

I've reviewed more than a dozen of Klapil's
books, all favorably; he has developed a useful
format and he realizes it successfully. Most of
his other books, which were published by Le-
duc, contain folksongs of Slavic origin. Their
appeal lies in the simple, soothingly harmonic
recorder parts and especially in the effective
guitar accompaniments. Although notated for
classical guitar, these parts are decidedly
within the ability of the first-year student (a
classification, I'm convinced, that takes in
ninety-five percent of all self-professed guitar
players).
This little book is as good as the others and

has the advantage that all the tunes are ar-
ranged for the same combination of instru-
ments. Each is lilting and lasts about a minute;
all but Santa Lucia were unfamiliar to me. The
second recorder part is always interesting,
and the guitar part has plenty of variety.

Eugene Reichenthal

ray pris amours
Edited by Richard Taruskin
Ogni Sorte Editions RS5, 1982, modern
score, four parthooks in original notation,
notation guide, $15

These twenty-eight settings, in two or four
parts, of a well-known Renaissance chanson
("one of the four all-time hits of the fifteenth
century") give us a marvelous opportunity to
sample the endless ingenuity possible in
musical creation.
In his introduction, Taruskin analyzes the

varied treatments of the tune by different
composers, many of them anonymous. He
notes that some of the pieces were written
"less for esthetic than didactic [purposes],"
but they are fun to play and practice just the
same. Amusingly, he points out that in one
piece "mensural hell breaks loose," and indeed
the rhythmic intricacies are occasionally for-
midable. Studying his essay and playing the
pieces amomt to a virtual mini-course in
Renaissance music.
A basic purpose of the RS series is to help

performers learn to play from original nota-
tion, and for this reason the edition includes
both a modern score and facsimile parts.
When concluding his lucid explanation of
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complexities in the original notation, Tams-
kin gives us hope: After practicing and
mastering these 'transcendental etudes,' one
will have no trouble with any Renaissance
notation." It would be wonderful to reach
this point. Of course, one can simply enjoy
the music by reading ham the modem scores.
RS5 is the largest colection in the series to

date and a welcome addition to the Ogni
Sorte catalogue. We took forward to being
enriched by further issues of the same high
quality.

Gordon Sandford

Teachers' Corner

The Harmonious Recorder
DOROTHY GAIL ELLIOTT
Noteman Press, 2603 Andrea La., Dallas,
Texas, 1982, soprano (59 pp.) or alto (56 pp.)
book 54 each, teacher edition (105 pp.) $12,
tapes (2) $12, complete set $28

Dorothy Gail Elliott's fine new recorder
method (really not so new, as it appeared un-
der another title about fifteen years ago) is
both imaginative and pedagogically sound.
While planned for class instruction, the mate-
rials are suited to individual students as well.
The soprano or alto book may be used, sepa-
rately or together, with either the teacher's
manual (including accompaniments, mostly
for piano) or the tapes. The alto book is in-
tended for more advanced students.
Mrs. Elliott is very clear in both plan and

objectives. Her program is designed for upper
elementary school students, grades five
through seven, and the material can be cov-
ered in one semester of two meetings per
week. It is intended as the beginning of a
continuing recorder program in the school.
Some preparation is necessary for both

teacher and students. Teachers must have at-
tained a degree of proficiency on the recorder
before attempting to teach it (hear, hear!) and
should listen to the tapes before planning their
lessons. Students need an elementary knowl-
edge of music notation (much space is saved
by eliminating music-reading instruction) and
some experience in sight-reading simple
rhythm patterns. In other words, they will
come to this method not to learn to read mu-
sic, but to learn a musical instrument.
Many recorder methods use folk songs and

other familiar material for teaching pieces.
This device is often very successful; it gives
students, both children and adults, satisfac-
tion to recognize what they are playing. Other
methods stress new material in order to en-
courage them actually to read the notes, and
Mrs. Elliott takes this approach. Most of the
carefully graded pieces are her own composi-
tions. She does make suggestions for improvis-
ing, playing by ear, and transposing, but the
teacher may want to introduce same familiar
tunes as supplementary material.
This method has many things to recom-

mend it. Besides piano accompaniments, the
teacher's book includes tear-out pages with
parts for bells and percussion. There is a wel-
come small picture of what is in the student's
soprano book on each teacher's book page.
Mrs. Elliott tells how to teach the first lesson
and how to buy and care for a recorder, and
she includes a sample letter to be sent to par-
ents. She offers advice on dealing with stu-
dents who are behavior problems (have them
play tuned bells instead of squeally recorders)
and slower students (give them the easier
parts). Reviews come at the right times. Some
of the pieces are really very good musically,
and we are rewarded at the end with an ex-
cerpt from Mozart's Eine kleine Nachtmusik. I
am charmed by Mrs. Elliott's "musical man,"
created from a twisting staff with notes on it,
who serves as a pictorial leitmotiv for the first

GEIGER & PEHRSSON
Hand-Made Recorders

Porslinsstigen 2, 196 32 Kingsangen, Sweden

Benefit from today's extremely favorable Swedish exchange rate.
Our recorders are tuned to A = 440 Hz and are acid-stained with
double holes and thumb-bushings and have ivorite rings on the
heads and feet. Each and every recorder is personally and individual-
ly tested by Sweden's famed virtuoso Clas Pehrsson. Satisfaction is
absolutely guaranteed. Four to six months' delivery.

Write for details

EARLY BAROQUE SOPRANO, 2-piece, maple $150
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LATE BAROQUE SOPRANO, 3-piece, boxwood $250
LATE BAROQUE TREBLE, 3-piece, maple $350
LATE BAROQUE TREBLE, 3-piece, boxwood $400

part of the book, and who finally has his own,
quite delightful piece. Her canons, rounds,
and plays on words catch the eye and ear.
I have a few caveats. A teacher might find it

nerve-racking to try to use all the materials—
teacher's book, students' books, and cas-
sette—simultaneously. Occasionally, some-
thing is omitted in the teacher's book that
appears in the students' books, e.g., Jingle
Bells, no. 42, and Chinese Lullaby, no. 73. One
has to be on the qui vive to catch them on the
miniature in the teacher's book. Slurring is
introduced in the students' books (very early
for alto) without any reference to it in either
the teacher's book or on the tape.
There are some misstatements: the bass re-

corder does not "read always from the bass
clef" Sopranos are not known as "descants"
in Europe—only in England. One should not
"draw your lips in just a little" to play the
recorder. I do not care for the suggestion to
cover the holes tightly and use the fingers like
hammers (although I have heard myself saying
both these things!). Nor do I agree with all ttie
fingerings given. Her instructions for thumb
technique are, however, to my mind just right.

I am somewhat doubtful about the tapes.
They would, of course, be very useful to a
student working alone or a teacher who does
not play the piano. Some of the accompani-
ments are quite grand, tempos are steady, and
intonation in the recorder accompaniments
(mostly alto) is generally very good. The occa-
sional thwang of the autoharp is welcome. But
almost all the tempos are plodding. The re-
corder playing is really not very inspiring, and
occasionally there is far too much vibrato. En-
semble is not always perfect among the accom-
panying instruments.
My criticisms of this method are minor,

however, and my recommendations are
strong. I am eager to start using it with my
own students.

Martha Bixler
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VOLUMES XXIII,XXV (FEBRUARY 1982-NOVEMBER 1984)

Compiled by Jean W. Seiler

ARTICLES LISTED
BY AUTHOR

Bishop, Martha. Medieval people and their
music: a concert for schoolchildren of all
ages. XXIV,2:67

Brock, John Earl (compiler) A checklist of
music for unaccompanied recorder. XXIII,
3:103

Ferguson, Suzanne. An interview with Edgar
Hunt. XXI11,1:11

Forum: Planning an effective program.
XXV,4:140. Stagefright. XXII1,3:113

Greenberg, Abraham. Articulation in re-
corder playing: a phonetic study. XXIV,
3:99

Halfpenny, Eric. Serpent in the midst.
XXIV,2:65

Hettrick, William E. Martin Agricola's poetic
discussion of the reccrder and other wood-
wind instruments -Part II: 1545. XXIII,4:
139; XXIV,2:51
 Six canons for the Easter season by
Martin Agricola: an edition with commen-
tary. XXIV,1:7

Huffish, William. Proporcions to a minum: a
study in Renaissance rhythm. XXIII,3:107

Kenyon, Nicholas. An interview with Frans
Braggen. XXIV,4:150

Lasocki, David. The Detroit recorder manu-
script (England, c. 1700) XXIII,3:95
 The recorder consort at the Eng-

lish court, 1540-1673. Part I: XXV,3:91.
Part II: XXV,4:131
  The recorder in the Elizabethan,
Jacobean, and Caroline theatre. XXV,1:3

Legene, Eva. The Rosenborg recorders.
XXV,2:50

Levin, Philip. Joints. XXIII,3:117
  Oiling recorders. 10(III,1:27
 Voicing and tuning. XXV,3:105
Moeck, Hermann. The twentieth-century
renaissance of the recorder in Germany
(trans. F. and I. von Huene) M11,2:61
Morgan, Fred. A recorder for the music of
J.J. van Eyck. XXV,2:47
Music, David W. The recorder in early
America. XXIV,3:102

Nagle, Sigrid. An interview with J.M. Thom-
son. XXI11,2:55

Plachte, Frank. Pity the poor workshop direc-
tor. XXIII,2:69

Post, Nora. An interview with Friedrich von
Huene. XXIII,4:147
  An interview with Harry Vas
Dias. XXIV,2:61

Prescott, Thomas M. Making recorders.
XXIV,3:95

Primus, Constance M. The bass recorder in
consort. XXV,3:101
 Beginning the bass. XXV,2:54
Prior, Susan. In search of recorder music:
transcriptions. XXIV,4:146
  Warming up on the recorder.
XXV,1:12

Rosenberg, Marvin. The efficient consort re-
hearsal. XXIV,2:66

Seay, Albert. The rise of the amateur.
XXIII,2:51

Seibert, Peter. Ornamentation for consort
players: first steps. XXV,4:136

Seiler, Jean W. (compiler) Degree programs
in early music in the United States and
Canada. XXIV,1:15

Semmens, Richard. A translation of Etienne
Loulies Method for learning how to play the
recorder. XXIV,4:135

Smith, Catherine P. (trans. & ed.) J.P. Freil-
lon Poncein's The true way to learn to play
the oboe, recorder, and flageolet perfectly.
XXIII,1:3

Tributes to Arthur Nitka. XXIII,1:20
von Huene, Friedrich. A visit with Franz
Julius Giesbert. XXIV,3:107
Wyatt, Theo. The techniques of consort
playing. XXIV,1:3
  Which recorder? A consumer's
guide to plastic instruments. XXIII,4:151;
supplement XXIV,3:110

MUSIC

Baldwin, John. Proporcions to a minum
(transcr. Hullfish) MI,3:108
Katz, Erich. Dana nobis pacem (SATB)
XXIII,4 : 158
Music, David W. (ed. & arr.) The nightingale
(A or Si and piano) )011\7,3:104

MUSIC REVIEWS

Agricola, Alexander. Carmina zu drei Stint-
men (SAIT1B) XXII1,4:165

Alemann, Eduardo. Arlequin triste (A) XXIII,
1:32

Babell, William. Concerto in D minor, op. 3
no. 3 (S El' piano, ed. Lasocki, piano reduc-
tion by Hervig) XXV,2:75

Bach, J.S. Bourree from the English suites
(AT, arr. Rosenberg) XXV,2:75
 Four sonatas for violin and harpsi-
chord, BWV 1014, 1016, 1017, 1019 (A es?
continuo, arr. Kitamika) XXV,2:69
 Six suites d'apres les suites pour vio-

lancelle seul. Vol. II-Suites IV-VI (A,
transcr. Veilhan) XXI11,3:124

Bagenal, Alison and Michael. This merry
companion. XXV,1: 29

Baston, J. Concerto no. 5 in C major (S, ed.
Lasocki, piano reduction by Block) XXIV,
1:35

Beethoven, L. van. Theme from the 7th sym-
phony (SSA, arr. Rosenberg) XXV,2:75

Bentzon, Niels Viggo. Sonatina, op. 180 (S
and hps.) M11,1:33

Bernolin, Roger. School of the recorder (A)
XXV,1:32

Bishop, Martha (ed.) Christmas carols with a
friend (TrB viols) XXV,4:151

Boismortier, Joseph Bodin de. Sechs suiten,
op. XXXV (A, ed. Rue XXV,2:74

Bomefeld, Helmut. Concentus SiSA/SAT/
ATB) XXN,3:117
  Florilegium for recorder and key-

board. XXV,3:118
Braun, Gerhard (ed.) Duettbuch far Sopran,
blockfloten (SS) XXI.11,3:124
 Schattenbilder: five meditations for
alto recorder solo. XXV,2:69

Burakoff, Gerald and Willy Strickland (arr.)
Musicke from olde England (SAT) XXV,
2:73

Casey, William (ed.) Thomas Morley's first
book of consort lessons. XXV,1:27

Casken, John. Thymehaze (A & piano)
XXIV,1:33

Clemens non Papa. Souterliedekens, 1556 (ed.
Mor_kemeyer)

Coleman, Charles. Fantazia (SSATB, ed.
Mdckemeyer) )OCIV,3:119; )0CV,2:71

Cooke, Arnold. Pieces for three (SAT)
XXIV,4:169
  Quartet for recorders no. 2
(SATB) XXIV,4:169
Corelli, Arcangelo. Sonata in C major, op. 5,
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no. 3; sonata in F major, op. 5, no. 4 (A Es'
continuo, ed. Braun) XXV,2:72
  Sonatas I-V (A Es? continuo, ed.
Braun) XXIV, 4:165:

Corelli-Schickhardt. Trio sonata in D minor
(AA Es? continuo, ed Lasocki) XXIV,3:120
Corrette, Michel. Two suites. XXIV,2:77
de Castro, Jean. Five chansons, 1575 (ed.
Thomas) XXIII,4:163

Delalande, Michel-Richard. Leichte Tanzsatze
fur em Melodieinstr.tment uncl basso con-
tinuo (ed. Ewerhart`,.
 Symphonic Ces noels for melody in-
struments (recs., fls., oboes, vins.) Es' con-
tinuo (ed, Ewerhart) )0CV,4:152
  Tiinze (S Es' continuo, ed. Ewer-

hart) XXV,2:73
Dieupart, Francis. Concerto in A minor (S,
ed. Lasocki, piano reduction by Block)
XXIV,1:35
 Sonata no. 1 in G major, no. 3 in E
minor, no. 4 in IP major, no. 5 in G minor,
no. 6 in F major (ed. Bergmann) XXV,4:151

Dornel, Antoine. Premiere suite en trio (SS,
• AA, or IT Es' BC, cc.. Poulteau)
  Sonate en qucuttor (ATTB, re-
stored and transcr. Poulteau) XXV,1:28

Dvorak, Antonin. Four duets (SA Es' piano,
arr. Bergmann) XXIV,2:77
  Slavonic dance no. 10 (SAT Es'
piano, arr. Bonsor) XXV,4:153

Echols, Paul C. (ed. Es? compiler) Melodies for
recorder. XXV,1:30

Evans, Priscilla. Piping songs: a first recorder
workbook. XXI.11,4:167

Faure, Gabriel. Pavane, op. 50 (SAATTB,
optional Gb, arr. Davey) XXIV,1:33

Febel, Reinhard. Sechs 5agatellen (A ti piano)
XXIV,3:119

Finger, Godfrey. Trio sonata in G minor, op.
6 no. 2 (AA Et? continuo, ed. Lasocki)
XXIII,4:166

Fisher, J.C.F. Six short fugues (SATB, arr.
K. Smith) XXIV,3:121

Freillon-Poncein, J.P. Passacaille and two
menuets (A Es? continuo, ed. Lasocki)
XXIII,4: 166

Girard, Sharon (ed.) Renaissance wind band
music of Guatemala. Vol. 1 (S[A}ATB)
XXIV,3: 118

Greenwood, Peter and Jean Rosenblum (eds.)
The Rosewood Book: 30 duets for guitar
and flute. XXIII,1:32.

Guedon, Jean-Marc. Melodies de circonstance:
36 breves etudes elementaires (5) XXIII,4:168

Gumbel, Martin. Flotenstories (SSS) XXIII,
1:36

Gumpelzhaimer, Adam. Musicae choralis et
figuralis duodecim toni legitimi, 1595.
XXV,2:72

Hackett, Patricia. The melody book. XXV,
2:74

Handel, G.F. Four sonatas op. 1, nos. 2, 4, 7,
11 (A Es? continuo, ed. Hunt) XXV,1:31
 Fughetta in F (SAT, arr. McLeish)
XXIV,1:35

Hassler, Hans Leo. Intradas and gagliarda
from Lustgarten, 1601 (ed. Thomas)
XXIII,4:168

Hechler, Ilse (ed.) Two four-part canzone,
1582. XXV,2:69

Heider, Werner. La leggenda di Sant'Orsola
( Ff1) 1) XXV,2:70
Heussenstaum, George. Ten trios for mixed
talent (SAA) XXIII,4:167

Holborne, Anthony. Pavans, galliards, al-
mains, 1599 (ed. Thomas) XXV,1:32

Hollfelder, Waldram. Episodes (S ft? guitar)
XXV,2:70

Hovland, Egil. Cantus II - variations on a
noel, op. 83 no. 1 (S and piano) XXIII,1:33

Hullfish, William (ed.) The division flute (A
or fl. Es? continuo) XXIV,4:165

Hunter, George (ed.) Greensleeves to a

ground. XXIII,4:168
Janzen, Rose-Marie (transcriber) Favorite
classical themes. Bk. 2 (S) XXIV,3:117

Keller, Gottfried. Sonata in G major (AA [or
fls.} & 2 oboes/Ans. for fls.} Es? continuo,
ed. Lasocki) XXIV,3:120

Klapil, Pavel (ed.) Airs populaires russes; Airs
populaires bulgares; Airs populaires rou-
mains; Airs populaires grecs; Airs populaires
de Yougostavie orientate et centrale; Airs
populaires de Tougoslavie occidentale;
Melodies populaires d'Ukraine. XXI11,1:34
  (arr.) IC airs populaires de villes

tcheques du XIXe siècle; 15 menuets et
polkas tcheques (2 recs. Es' guitar) XXIV,
3:117

Koch, John. How to play the recorder. XXV,
1:30

Kupkovic, Ladislay. Partita (S or A Es? piano)
XXIV,3:121
  Vier menuette (S Es' continuo)
XXIV,3:121

Laburda, Jiri. Sechs kl:ine Blockfloten-Duos
fiir Instrumente in c (Six little recorder
duets for instruments in c) XXV,4:152

Lappi, Pietro. La negrona (SSS[A}T S[A}ATB
B) XXV,1:29

Lechner, Leonhard. Six Lieder, 1586 (ed.
Thomas) XXIII,4:168

Ligiston, F. (arr.) Adaptation d'airs a de
danses anci ens. Vol. 7 (SAT in various com-
binations) XXIV,1:33

Loeillet, J.B. Sonata in F major, op. 3 no. 8
(A &BC, ed. Lasocki, continuo realization
by Block) XXIV,1:35

Luzzaschi, Luzzasco. 0 primavera (SATB,
arr. Rosenberg) XXV,2:75
Mainerio, Giorgio. Dances from II primo libro
di balli 44, 1578 (ed. Thomas) XXV,4:151
Mancini, Francesco. Sonata in D minor (A, 2
Ans, Es' continuo, ed. Goebel) XXV,1:30
Marcello, Benedetto. Ciacona, op. 2 no. 12
(A Es? continuo, ed. Lasocki) XXIII,4: 166
Matz, Arnold. Sonata contrapuntistica (A Es?
piano) XXIV,2:77
Medek, Tilo (arr.) Uns kompt em Schiff gefah-

ren: Twelve Christmas songs (SATT)
XXV,4:151
Mellnas, Arne. The mummy and the hum-
ming-bird (rec. Et? hps ) XXIII,4:167
Mercy, Luis. Sonata from opus 2 (A Es? con-

tinuo, ed. Cirtin) XXV,3:117
Micha(el). Si me piace ci - frottola (S.AfT}TB,
arr. Rosenberg) XXV,2:75

Monkemeyer, Helmut (ed.) Four tricinia from
circa 1400. XXV,2:69
Montreuille, Pierre (transcr.) Cinq noels du
XVIIe au XXe siècle pour 3 et 4 flutes a bec
(Pachelbel, P. Es? J.F. Dandrieu, d'Aquin,
Franck, Langlais) XXV,4:152
Mozart, W.A. Allegro (ATB, arr. Reichen-
thal) XXV,1:28
 Cinq pieces (SS, transcr. Poulteau)

 Theme from piano concerto in C
minor (SATB, arr. Rosenberg) XXV,2:75

Nobis, Herbert. Contrasts (SA) XXV,2:70
Orchestral studies for recorder (selected by
Edgar Hunt) XXIV,3:119

Othmayr, Caspar. Weihnachtliche Bicinien
(Christmas bicinia, arr. Hechler) XXV,
4:152

Pachelbel, Johann. Kanon in D (TTT Es' con-
tinuo or MB, arr. Es' ed. Schmeltekopf)
XXV,4:153
  Three Magnificat fugues (SAT)
XXIV,2:77

Palestrina (?) Eleven hexachord vocalises for
treble choir (ed. J. Newman) XXV,4:151

Palmieri, Alfredo (arr.) Arie e danze del '600
inglese (SA) XXIII,4:168

Parrot, William. Modern technique for re-
corder. Vol. 1 (S, A) XXIV,4:165

Paubon, Pierre (ed.) Etudes milodiques pour
flute a bec soprano. XXIII,1:34

Peuerl, Paul. Suite of dances (SS or TT, arr.
Rosenberg) XXV,2:75
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Quinton, C.M. (arr.) Two's company (SS)
XXV ,1 : 30

Rachmaninoff, Sergei. Vocalise, op. 34 no. 14
(SAT Es? piano, arr. Bonsor) XXV,4:153
Rameau, Jean-Philippe. Rigaudon (SSA or
SAT, arr. Reichenthal) XXV,1:28
 Rigodon (ATB) XXIV,2:77
Rebscher, Helmut. Kleine tafelmusik. XXV,
1:33

Regner, Hermann. 8 Miniaturen. XXV,3:118
Reichenthal, Eugene (ed. and arr.) Early
grade solos (Si or A), with single line ac-
companiment. XXIII,1:32

Rhau, Georg. Eight tricinia (SAT and/or
other melody instruments, ed. Hechler)

: 35
Romano, Eustachio. Six pieces, 1521 (ed.
Thomas) XXIII,4:168

Rosenberg, Marvin (arr.) Bergerette from
Danserye (SSA[TD; Die katzen pfote from
Berlin Liederbuch (SAT krummhoms or

cjames
woodwind

shop
BAROQUE

RECORDERS & FLUTES
AFTER

DENNER t•••••••••"%GRENSER
ROTTENBURGH & HAKA

FINE HANDCRAFTED INSTRUMENTS
AT MODERATE PRICES

PLEASE VVRITE
1352 CASTLETON RD N
COLUMBUS, OHIO 43220

SINCE 1974

EARLY
DOUBLE
REED
SERVICE

• manual
• supplies
• reed tools
• custom made reeds
• instrument stands
• instrument builder
• repairs/modifications

KEITH E. LORAINE
787 LIBERTY ROAD
PETALUMA, CA 94952

707 - 763-3981

recs.); Irish air (SATB); Mazurka (SATB);
Three Susato dances (SA); A turkey in the
straw (SSi[A}TB); Two pieces from
Petrucci's Canti C (SATB recs. or krumm-
horns) XXV,2:75
  (ed.) Two "hits" from the Renais-
sance (SAT) XXV,2:75

Rosenberg, Steve (compiler) The recorder
consort: forty-seven pieces for recorder
consort. XXIII,2:75

Rottler, Werner. Tanzspiel (SSA) XXV,
4:152

Saunders, Gordon (transcr.) Classical duets
for alto and tenor recorders. XXIV,3:117

Scheidt, Samuel. Hymnus de adventu Domini;
Veni red emptor gentium (SATB, ed.
Monkemeyer) XXIV,3:119; )0CV,1:29

Schirazula, Jacob Pan. Saltarello (SATB recs.
or krurninhoms, arr. Rosenberg) XXV,2:75

Schmicerer, Johann Abraham. Ten pieces
from Zodiaci Musici, 1698 (SA and guitar,
ed. Hechler) XXIII,1:35

Schostakovitsch, D. Adagio solo from the
ballet "Age of gold" (A & piano, arr.
Rosenberg) XXV,2:75

Schubert, Franz. Marche militaire (SSAATTB,
optional Gb, arr. Hand) XXIV,4:170

Skeens, Gwendolyn. Nuance (SATB) XXIV,
3:117
  Recorder calypso (SAT ei piano)
XXV,2:73

Staeps, Hans Ulrich. Arkadische Szene
(SATTB) XXILI,3:123
  Berlin sonata. XXV,2:74
 Tanz auf dem Lande. XXIII,3:123
Stockmeier, Wolfgang. Konversation. (AA)
XXIV,4:167

Strauss, Johann. Tritsch tratsch polka (SA
& piano, ed. Bonsor) XXIV,3:120

Strickland, Willy. Six duets in modus las-
civus (SA) XXIV,1:35

Susato, Tielraan. Danserye (single part an.
from the two inner parts of Schott ed. vol.
1) XXIV,2:77
 Selections from Danserye (SA, arr.
Rosenberg) XXV,3:117

Taruskin, Richard (ed.) L'homme arme.
XXIV,3:121

Tassello, R. Exercices pour mes amis (S)
XXIIE,1:36

Telemann, G.P. Concerto in D minor for alto
recorder and obbligato harpsichord (ed.
Ruf) XXV,2:73
 Partita II (S or T Es? keyboard, ed
J. Hettrick, solo embellishments by Wollitz)
XXIV,3:120
 Two new sonatinas (continuo part
and realization by Maynfrank) XXIII,
3:124

Trabaci, Giovanni Maria. Vier Fugen zu vier
Stimmen. XXIlI,4:165

Trowell, Brian (transcr.) Invitation to Medi-
eval music. Vol. 4. XXV,3:117

Valentine, Robert. Concerto in &flat major
(A, 2 vim, es? continuo, ed. Goebel) XXV,
1:30

Viadana, Lodovico. Sinfonie musicali, opera
XVIII, 1610 (for 8 instruments in two
choirs) XXIII,4:166

Warttmann, Theo (arr.) Frahlingslieder;
Herbstlieder; Sommerlieder; Weihnachts-
lieder; Winterlieder (SATB) XXIV,3:118
Weiss, William M. Mel Bay's basic recorder
method. XXV,1:30
Werdin, Eberhard. Jugoslawische tanzsuite
(S[SilATB) XXV,2:72
 Vier echostiicke (SATB) XXV,1:29

RECORD REVIEWS

Bach, Carl Philipp Emanuel. 6 sonatas Et' 6
sonatinas (Hogwood) XXIII,4:171

Bach, J.S. Mass in B minor (Bach Ensemble/
Rifkin) XXV,4:155
  Or Holder Tag, erwiinschte Zeit-
Wedding cantata, BWV 210 (Nelson,
Bach Ensemble) XXIII,3:126

Byrd, William. Music for viols and virginals
(New York Consort of Viols, E. Smith)
XXI11,4:171

German brass music, 1500-1700 (New York
Cornet & Sacbut Ensemble) XXIV,2:79

Italienische und Englische Barock Musik far
Blockfkite (Steinmann) XXV,2:77

The last of the troubadours: The art and
times of Guiraut Riquier, 1230-1292 (Mar-
tin Best Medieval Ensemble) XXIV,2:80

Le festin: Recorder music of the Galant Era
(Dolmetsch, Saxby) XXIII,4:171
Les fetes galantes, French recorder music c.
1720 (Steinmann) XXV,2:77
Music in 18th-century France (Concert
Royal) XXIV,2:79
0 dolce vita mia: Italian music from the High
Renaissance (London Early Music Group)
XXIV,3:123

Pachelbel Kanon and music of Handel, Vival-
di, Gluck (Academy of Ancient Music)
XXV,2:77

Sequences and hymns by Abbess Hildegard
of Bingen (Gothic Voices) XXIV,3:123

Seventeenth-century English music for viols
Es' organ (Les Files de Sainte Colombe)
XXV,2:77

Spielmann und Kleriker um 1200 (Minstrel
and cleric c. 1200) (Sequentia) XXIII,2:80

Telemann, Georg Philipp. Concerto in C
major; Suite in A minor for recorder and
strings (Stangenberg, Mainz Chamber Or-
chestra, Munich Chamber Orchestra)
XXIV,3:123
 Quartets (Boeke et al.) XXI.11,4:171
Werke far Blockflote solo von 1600-1979
(Steinmann) XXV,2:77

BOOK REVIEWS

Anthony, James R. French Baroque music
from Beaujoyeulx to Rameau (2nd rev. ed.)
XXV,3:115

Arnold, Denis. Giovanni Gabrieli and the
music of the Venetian High Renaissance.
XXIII,4:160

Bach, J.S. Six great secular cantatas in full
score. :28
 Sonaten und partiten far violine al-
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lein (facs. of autograph, with epilogue in
German by G. Hausswald, trans. Stolba)
XXV,1:25

Bent, Margaret. Dunnaple. XXIV,3:113
Bowles, Edmund A. Musical performance in
the late Middle Ages/La pratique musicale
au Moyen Age. XXV,1:24

Chan, Mary. Music in the theatre of Ben Jon-
son. XXV,4:148

Charlton, Andrew. The Charlton method for
the recorder. XXIII,4:161

Coover, James. Musical instrument collec-
tions - catalogues and cognate literature.
XXII1,4:162

Cowart, Georgia. The origins of modem mu-
sical criticism: French and Italian music
1600-1750. XXIV,: :29

Daniels, David. Orchestral music: a hand-
book (2nd ed.) XXV,1:25

Drummond, Pippa. The German concerto:
five eighteenth-century studies. XXV,1:26

Fallows, David. Dufay. XXV,1:21
Fenlon, lain (ed.) Early music history: studies

in medieval and early modern music.
XXV,2:64
 Music and patronage in sixteenth-
century Mantua. Vol. 1. XXI11,4:159
  (ed.) Music in medieval and early
modern Europe: patronage, sources and
texts. )0f.E1,1:28

Frotscher, Gotthold. Performance practices
of early music (trans. K. Michaelis) XXIII,
3:120

Good, Edwin M. Giraffes, black dragons, and
other pianos: a technological history from
Cristofori to the modern concert grand.
XXV,1:23

Gustafson, Bruce. French harpsichord music
of the 17th century: a thematic catalog of
the sources with commentary. XXIV,4:162

Hammond, Frederick. Girolamo Frescobaldi.
XXV,2:63

Harris, Ellen T. Handel and the pastoral tra-
dition. XXI11,1:30

For membership information write:

John A. Whisler
1536 Third St. #6
Charleston, II 61920

Hirt, Franz Joseph. Meisterwerke des Klavier,
baus: stringed keyboard instruments (trans.
M. Boehme-Brown) XXV,1:23

Hogwood, Christopher and Richard Luckett
(eds.) Music in eighteenth-century Eng-
land: essays in memory of Charles Cud-
worth. XXV,2:66

Hosler, Bellamy. Changing aesthetic views of
instrumental music in eighteenth-century
Germany. XXIV,1:29

Hudson, Richard. Passacaglio and ciaccona:
from guitar music to Italian keyboard vari-
ations in the 17th century. XXV,3:113

Hutchings, Arthur. Mozart: the man, the
musician. XXII1,1:31

Kaufman, Charles H. Music in New Jersey,
1655-1860. XXIV,2:71

Lambert, Barbara. Musical Instruments Col-
lection: checklist of instruments on exhibi-
tion, Museum of Fine Arts, Boston. XXV,
2:66

Lambrechts-Douillez, J. Catalogus van de
muziekinstrumenten uit de verzameling van
het Museum Vleehuis. XXV,1:24
  and M.-J. Bosschaerts-Eykens.
Mededelingen van het Ruckers-Genootschap.
XXV,1:24

Lane, G.B. The trombone in the Middle
Ages and Renaissance. XXV,3:114

Lawson, Colin. The chalumeau in eighteenth-
century music. XXIV,3:113

le Huray, Peter (ed.) The treasury of English
church music 1545-1650. XXIV,4:163
  and James Day. Music and aes-

thetics in the eighteenth and early nine-
teenth centuries. XXII1,3:121
Mainwaring, John. Memoirs of the life of
the late George Frederic Handel. XXIII,
3:121
Mellers, Wilfrid. Bach and the dance of God.
XX1V,2:72
Mendelson, Walton (ed.) Divisions. Vol. I,
nos. 1-4 (1978-80) XXII1,3:122
Meyer, Ernst H. Early English chamber mu-

sic: from the Middle Ages to Purcell.
XXIV,4:162
Music industry directory (7th ed.) XXV,2:66
Musica calendar (Barenreiter) 1984. XXV,
1:25

Neumann, Frederick. Essays in performance
practice. XXV,4:147

Paul, John. Modern harpsichord makers.
XXIV,1 :29

Petty, Frederick C. Italian opera in London,
1760-1800. XXV,2:62

Ralyea, John (trans.) Die Drehleier, Hand-
habung und Spieltechnik. XXI11,3:119
  Shepherd's delight: guide to the

repertoire for hurdy-gurdy, musette, orga-
nized hurdy-gurdy, strohfiddel, nyckel-
harpa, trumpet marine (2nd ed.) XXIII,
2:78

Rangel-Ribeiro, Victor. Baroque music: a
practical guide for the performer. XXIV,
3:114

The recorder collection of Frans Braggen.
XXII1,3:122

RISM (Repertoire international des sources
musicales), Einzeldrucke vor 1800. Vols. 8
and 9. XXI11,4:163

Roche, Jerome and Elizabeth. A dictionary of
early music, from the troubadours to Mon-
teverdi. XXII1,2:78

Rossing, Thomas D. The science of sound.
XXIV,3:113

Seyfrit, Michael (compiler) Musical instru-
ments in the Dayton C. Miller Flute Col-
lection at the Library of Congress. Vol. I.
XXIV,2:72

Smoldon, William L. The music of the medi-
eval church dramas (ed. C. Bourgeault)
XXV,2:61

Steblin, Rita. A history of key characteristics
in the eighteenth and early nineteenth cen-
turies. XXV,4:147

Stevens, Denis (trans.) The letters of Claudio
Monteverdi. XXII1,4:161
  Musicology: a practical guide.
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XXIV,3:115
Thomson, J.M. Early music. Vol. 10, no. 1:
The recorder: past and present. XXIII,2:78

Turk, Daniel Gottlob. School of clavier play-
ing (Klavierschule) (trans. R.H. Haggh)
XXIV,4:159

Vale, Marcia. The gentleman's recreations:
accomplishments and pastimes of the Eng-
lish gentleman 1580-1630. XXIII,1:28

Veilhan, Jean-Claude. The Baroque recorder
in 17th- and 18th-century performance
practice (trans. B. Hopkins) XXV,3:117
 The rules of musical interpretation

in the Baroque era (tr. Lambert) XXIII,
1:29

Verstappen, Jose (ed.) Musick: a quarterly
journal. XXV,1:25
Vollen, Gene E. The French cantata: a sur-
vey and thematic catalogue. XXIV,2:73
Wade, Rachel W. The keyboard concertos of
Carl Philipp Emanuel Bach. XXIV,1:30
Who's who in American music: classical
(1st ed.) XXV,3:115
Woltz, Kenneth. The recorder book. XXIII,
2:77

Young, Phillip T. Twenty-five hundred his-
torical woodwind instruments: an inven-
tory of the major collections. XXIV,2:75

CHAPTER NEWS

Central Alabama XXIII,3:128
Columbus XXIII,1:39; 30CIV,1:39
Dallas XXIV,4:171; XXV,3:123
Denver XXIII,2:82; XXIV,2:82; XXV,2:79
Interchapter activities around Great Smoky
National Park XXIV,4:171
Miami XXIV,4:171
Nashville XXV,2:80
New York Recorder Guild XXIV,2:82
North Monterey Bay XXIII,3:128; XXIII,
4:169; XXIV, 1:39

Northeastern New York XXIII,1:39; XXIV,
2:83; XXV,2:79

HF 

•,
RECORDER SHOP

REV. J.A. LOUX, JR.
1 17 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.

Pittsburgh XXV,3:123
Rochester XXIII,2:81; XXV,1:37; XXV,
3:123

Santa Barbara XXV,1:37
Sun Coast XXIII,2:82
Triangle XXIV,2:82
Tucson XXIII,1:39; XXIII,4:169
Worcester XXIII,2:81

REPORTS

An acquisition (Hunt instrument collection)
XXIV,3:124

Amherst ARS workshop (1983) XXV,1:14
ARS membership meetings (1983) XXV,1:18
Aston Magna (1982) XXIV,1:22
Boston Early Music Festival (1983) XXIV,4:

157
Carl Dolmetsch and Joseph Saxby's fifty-year
partnership. XXIV,1:24

Colorado ARS workshop (1982) XXIV,1:21;
(1983) XXV,1:14
Early music in Puerto Rico (1984) XXV,
3:109

Early music in West Africa (1982) XXIII,
3:127

Echoing bronze. XXIV,1:26
An English viol workshop (1983) XXV,1:18
Festival of Early Music, Wagner College
(1981) XXIII,1:23
George Lucktenberg historical keyboard tour
of Europe (1982) XXIII,4:173

Humanities West (1984) XXV,3:109
International Society of Early Music Singers
symposium (1982) XXIV,2:69

Katz scholars (1982) XXIV,1:21; (1983)
XXV,1:18

Long Island Recorder Festival (1983) XXV,
1:15
Maryland Handel Festival (1982, 1983)
)0CV,2:57
Mideast ARS workshop (1983) XXV,1:15
Midwest ARS workshop (1983) XXV,1:15
NEMA: the new early music organization in

R
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FREE
catalog

&wet 49008
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Britain. XXV,1:19
New Katz Fund trustees. XXV,3:110
NYU conference on performance practice
(1981) XXIII,1:24
Recorder at Rider (1983) XXV,1:16
A recorder chautauqua (1983) XXV,1:16
Recorders onstage at the Met. XXV,4:143
A report from the West Coast (1983) XXV,
1:16

Seventy-fifth birthday concert to honor Hans
Ulrich Staeps (1984) XXV,4:143

Symposium on Early Vocal Practices (1981)

Symposium on the Cantigas de Santa Maria
(1981) XXIII,2:73
Texas Early Music Festival (1982) XXIII,
4:170; (1983) XXV,2:79

Unexplored Haydn (Cambridge seminar,
1983) XXIV,3:124

Urbino, Italy (1983) XXV,2:58
Viol seminar at Wagner College (1982)
XXIV,1:22

von Huene honored. XXV,4:145
Walter Bergmann's eightieth birthday con-

cert. XXIV,1:25

ARS BUSINESS

Board minutes:
Sept. 25, 26, 27, 1981. XXIII,1:40
Oct. 2, 3, 1982. XXIV,1:40
Oct. 1, 2, 1983. XXV,1:38

Contributors to the President's Appeal
(1983) XXV,2:81
Education program:
Committee report. XXIII,1:23
Report on Level HI examinations. XXIV,
1:43

Election report (1984) XXV,3:123
Financial statement:
Nov. 11, 1981. )0(111,1:37
Sept. 28, 1982. XXIV,1:42
Sept. 28, 1983. XXV,1:41

LATEST
P. B. EDITIONS

D. Goldstein: Bicinia on Carols; for
2 recorders or gambas... $3.50

Palestrina (?): 11 Hexachord
Vocalises, ed. by J. Newman for
4 Recorders, 2 vols. Vol. I for
AAAB $4.95

Just Issued: Vol. II for TTTB and
AAAB $5.95

Greensleeves to a Ground. With an
attractive keyboard part; ed. by
George Hunter for Alto rec. &
Harpsichord  $4.00

Our bulletins of the latest early music
publications are still free for the asking.

Provincetown Bookshop, Inc.
246 Commercial St.

Provincetown, MA 02657

136 The American Recorder



CHAPTER NEWS

Rhode Island
The Rhode Island Recorder Society has

been providing local recorder enthusiasts
with programs and playing opportunities for
more than twenty years. Originally chartered
as the Providence Chapter and later com-
bined with the East Bay Chapter, we now
draw our membership from throughout the
state as well as adjacent parts of Massa-
chusetts and Connecticut.
The past year has been successful and en-

joyable. Our membership stands near thirty,
and we recently had the pleasure of welcom-
ing back to our area one of this chapter's
founders, Ilse Schaler. The highlight of Our ac-
tivities was our anmal all-day workshop.
Held in March, it featured John Tyson of
New England Conservatory as visiting facul-
ty. John's presentations, especially his im-
provisation classes, were such a rousing suc-
cess that we have already planned a return
visit in the fall.
Regular meetings are held monthly on Sat-

urday afternoons at a local school in East
Providence. We are fortunate in having three
dedicated and talented conductors: Cath-
erine Hawkes, Will Ayton, and Phil Stiles.
Meetings typically consist of a program
followed by playing sessions. This year's pro-
grams covered such topics as technique, or-
chestration, and rhythm and percussion. In
playing sessions, in addition to the usual

recorder repertoire, we devote time to
twentieth-century pieces, and have played
works by two of our members.
Outside of the meetings, several consorts

get together on a regular basis. Members
have performed at weddings, concerts, fairs,
and educational events sponsored by (among
others) the R.I. Historical Society and the
R.I. Music Educators Association. We also
make our members aware of early music ac-
tivity in nearby Boston, and enjoy a cordial
relationship with the Boston Chapter, our
nearest ARS neighbor.
ARS members who find themselves in our

area are encouraged to contact us; new
players are always welcome.

David Bojar

Sacramento
On April 13 the Sacramento Recorder

Society held a workshop on Andrea Gabrieli's
Missa brevis. We performed it with a chorus
and an orchestra that included, besides
recorders, viola da gamba and vielle. Our
members were joined by players from Santa
Rosa, Santa Cruz, Berkeley, and the Bay
area.
Dr. David Stein, director of the university

chorus and Oratorio Society at California
State in Hayward, and Fred Palmer, recorder
soloist and workshop director, shared the

Rhode Island workshop attendees M. Anderson, A. Sanders, K. Hundreiser and M. Cote

conducting. Both also gave brief talks on
Venetian church music in the early Baroque
era.
We think this type of workshop is unique

on the West Coast; it certainly proved highly
successful.

Virginia Janes

Triangle
The Triangle Recorder Society's eighth an-

nual early music weekend at Camp Kanata in
central North Carolina was attended by
forty-six enthusiasts from as far away as New
Jersey and Florida. The weekend began on
Friday, May 10 with a group playing session,
which ended with Ken Wollitz conducting a
Soasa march and Pat Petersen stretching our
legs in an English country dance. Classes in
recorder and viol, plus electives, were on
Saturday's schedule, with Ken treating all to
a seminar on the "nuts and bolts" of recorder
playing. After supper, Helen Jenner led the
singing of rounds and madrigals on the big
porch overlooking the lake. Martha Bixler
and Pat Petersen directed the lively country
dance session that followed. Classes con-
tinued on Sunday morning, and we finished
up in the afternoon with Brent Wissick con-
ducting a three-choir motet played on
recorders, buzzies, and viols.
Plan to join us for our 1986 workshop May

9-11. The Triangle Recorder Society meets
for playing sessions on the third Sunday of
each month. If your travel plans bring you
near Durham, please drop in.

Kathy Schenley

Notice of Meetings

The Annual Meeting of the American
Recorder Society will take place at 8 p.m. Fri-
day, October 4, at 670 West End Avenue,
New York, New York. It is open to all
members. The Annual Report of the Society
will be given at this meeting. We request that
those planning to attend call the ARS office
sc that we can arrange for adequate seating.
The ARS Board of Directors will hold com-

mittee meetings on the afternoon of October
4 and its annual meeting on October 5 and 6.
Members interested in attending part of the
Board meeting or in suggesting matters for the
Board to consider should contact the ARS
office.

Waddy Thompson
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For those who delight in

authentic sounds

Moeck offers recorders and

woodwinds of the

Renaissance and Baroque

eras. Now available: a newly

designed alto recorder after

Jan Steenbergen at A 415 or

A 440 with its characteristic

narrow windway producing

a unique and refreshingly

different recorder tone. Also

a new transverse flute after

Godefroid A. Rottenburgh

at A 415 or A 440 and

Drawing: ° F von Huene

oboes after Jacob Denner at

A 415 and Barnaba Grassi

at A 440. For twenty years

Moeck Rottenburgh

Recorders have been most

widely purchased solo

recorders for students,

teachers and recorder players

throughout the world. The

playing characteristics and

accuracy of tuning have

been steadily improved over

the years.

NEU
Magnamusic Distributors, Inc

Sharon, Connecticut 06069
Telephone (203) 364-5431

3E-3E-3E-
3E-3E-3+

3E-
3+3E-3E-3+
34.

tk,34:

3+

3+

3E-3E-

3E-3'

3E-
4PVWVVVVWWVVWWWVVVVVVS"VWqPIVVWWWVVVVSWVS"*VVVSVWVVqt,

a generation of experience in the art of making
superlative recorders and historical woodwinds
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LETTERS

The early days of the ARS:
While studying biology at Cornell in 1939,1

read in the New York Times that a course in
recorder playing was being given at New
York University. I joined it after moving back
to Newark the following year. The instructor
was Margaret Bradford, who had gone to
Haslemere, England tc study with Arnold
Dolmetsch. His grandcaughters Jeanne and
Marguerite, whose friend I am proud to be,
today carry on his work in making fine
recorders.
Margaret Bradford invited me to a meeting

of the American Recorder Society, which
she, Alfred Mann, Suzanne Bloch (daughter
of the composer Ernest Bloch), and Margaret
Westlake had formed in 1939. It met once a
month at the City and Country School in
New York City, where Mrs. Bradford taught.
In those days the thirty to forty members
divided into two or three playing groups ac-
cording to ability.
World War II took more and more of the

men, so that in 1943, when I was the ARS
secretary, we decided to suspend meetings
until the return of more normal times. An in-
teresting incident occurred just before we
disbanded. To one of cur meetings someone
brought a distinguished recorder conductor
who had recently come to the United States
from Germany. We found him unnecessarily
strict and formal, according to our lax stan-
dards. This may have been Erich Katz' in-

PASSAMEZZO
sheet mus c selleps

FACSIMILES
and

FINE EDITIONS
at a

DISCOUNT

Catalog av311able

1024 QaRbEll Street santa BARBAIZA,
calicopnia. USA 93101 tei. (805) 965-0465

troduction to the ARS.
Another incident of the early days does the

Society little credit. In 1941 we were
assembled on the stage of the Metropolitan
Museum of Art's auditorium. Three times
the conductor tried to get us started and
failed. So Alfred Mann and his talented
mother, harpsichordist Edith Weiss-Mann,
took over and presented the concert.

Lois M. Hutchings

Problems with permissions:
In May 1984 the Iowa City Early Music

Society gave a concert at our public library,
which the library broadcast over its non-
profit, local cable television station. When
we were making arrangements for the concert
the previous February, the library asked us to
get a letter from the publisher of each piece to
be performed, giving permission for it to be
cablecast live and recorded for indefinite
future cablecasts. I wrote to the publishers
immediately.
Eighteen months later, and well over a year

after this concert, I still have not heard from
several of them. One publisher refused to give
permission for indefinite future cablecasts.
Even though our letter clearly stated that
both the Iowa City Early Music Society and
the Iowa City Public Library are non-profit
organizations, two publishers wanted us to
pay for the broadcast permissions: one asked
$25, the other $250.
Because of these problems, the library was

reluctant to televise our concert this year. It
did so, but we had to put the program to-
gether (all ninety minutes of it) using music
from just the few publishers who not only
replied but imposed no unreasonable condi-
tions on their aoproval.
As television novices, we have been sur-

prised by both the library's requirements and
the publishers' varied responses to them. We
would welcome replies to the following ques-
tions:
1. Does a non-profit group have any legal

responsibilities to publishers of pieces per-
formed in a non-televised performance? What
if the group charges admission to a non-
televised performance? Why does it make
such a difference if the concert is televised?
2. Can one legally circumvent the problems

of getting broadcast permission from pub-
lishers by finding and using very old editions,
by making one's own arrangements of

published pieces, or by transcribing facsimiles
of old manuscripts?
3. How does one know if a piece is in the

public domain?
4. Can the ARS do anything to ease this

process of acquiring broadcast permissions, or
can it recommend actions for chapters to
take?
5. Have other chapters experienced similar

problems? If so, what was done about them?
Dr. Shauna S. Roberts

Secretary, ICEMS
Iowa City, Iowa

A portable "harpsichord":
We used to have a problem every time a

local group asked us to perform some trio
sonatas at one of their meetings, because our
harpsichordist, fearing damage to his fine in-
strument, was very reluctant to transport it.
I found a solution that may be of interest to

other ARS members. I purchased a Yamaha
P5-3 Porta Sound, built a rather inexpensive
cabinet that resembles an early spinet harp-
sichord, and placed in it an old Sony
AM/FM radio with two small speakers.
Believe it or not, it sounds as good as, if not
better than, some harpsichords.
I will be happy to supply further informa-

tion to anyone who requests it.
Arthur B. Allison

Sun City Center, Fla.

The voice flute:
Since writing "On playing recorders in D"

(February, pp. 16-21), I was interested to
reai John Henry van der Meer's book Musik-
instrumente (Prestel-Verlag, Munich, 1983),
in which he expresses the opinion that in the
seventeenth and eighteenth centuries the
voice flute was used in England and France,
but not in Germany — and that the Denner in-
struments pitched in the neighborhood of d'
are really high-pitched tenor recorders.

I was also glad to learn from Alex Loretto of
the existence of a voice flute by Thomas
Stanesby Jr. in the private Castle Collection
m Wellington, New Zealand.
Tom Prescott now plans to make his voice

flute patterned after instruments by Bressan.
John Willman has informed me that he has
decided not to make any voice Lutes.

Dale Higbee
Salisbury, N.C.
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THE BAGPIPE KIT

We have used the illustration in Praetorius as our guide for this kit, which
shows the drones made ir. several almost idergical sections. This was sot hat
the playing length of the drones can he adjusted to five different notes within
the chordal structure. As with all our kits, every part is included. There are
no less than 13 turned sections within the kit, 7 of which comprise the two
drones. Included are materials such as a high quality calf skin, hemp thread
wax and cork and even an ingredient for the bag dressing. The reeds are cane
made by an eminent Scott.sh reed maker, and clear instructions are given (,Il
the setting up bf the reeds and tuning and regulation of the chanter and
drones. As with all our kits the instruction manual, illustrations and
templates are as comprehensive as they need to be to make the construction
of the kit totally foolproof.

Construction time 10-15 hours.
Fairly easy to build but reqaires patience to set up.

These and other fine early instrument kits are available from us directly at:

The Early Music Shop of New England
59 Boylston Street
Brookline, MA 02146

(617)277-8690

or ask your local dealer.

PLUCKED PSALTERY KIT

There are countless Mediaeval illustrations of a Plucked Psaltery all with the
same basic shape often referred to as a Pig Snout Psaltery. Our own kit is pat-
terned on an amalgam of designs scaled to f-g” diatonic. Each kit contains a
shaped soundboard and back, pre-shaped rib framework, wrest pins, tuning
lever and all the parts required tc complete construction. Swiss pine
laminated for strength is used for the soundboard and the rest of the instru-
ment is finished in mahogany.

Constuct ion time 8-12 hours.
Quite easy.

These and other fine early instrumezr kits are available from us directly at:

The Early Music Shop of New England
59 Boylston Street
Brookline, MA 02146

(617)277-8690

or ask your local dealer.
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CLASSIFIED

WANTED: bass three-hole pipe, 2-2/3', by
Carlick. Michael Burzke, Box 518, APO NY
09057.

FOR SALE: bass kortholt, Mceck-Steinkopf,
superb condition, with neck strap, $490.
Baroque oboe by Peterson, a' = 440,
rosewood and ivory, :lard case, reed, $585.
Paul Thompson, 6945 Harriet, Minneapolis,
Minn. 55423. (612) 356,4683 or 375,4827.

WANTED: Fehr ter or, esp. rosewood, mint
cond., a' = 440. Monet, 727 Nottingham Rd.,
Wilmington, Del. 19305. (302) 656-3560.

FOR SALE: Moeck Rottenburgh tenor
recorder in blackwood with keys, new instru-
ment with warranty and registration card,
$300. Also, Hopf tenor recorder in boxwood
with keys, $150. Mary Bower, P.O. Box
1181, Big Rapids, Mich. 49307. (616)
796-6421.

LUXURY RECOREER and flute workshop:
September 13-15. Elegant surroundings,
outstanding faculty, spicy classes for
recorder, Renaissanze and Baroque flute.
Limited space. Kathy Schenley, Route 8 Box
91, Chapel Hill, N.C. 27514. (919) 967-2319.

YOU! PLUS CONTINUO. Now ready for
the public: custom (cassette only) recording
of the continuo parts to the four famous
recorder sonatas of Handel for you to play
along with. Carefully recorded by national
prize-winning organist Julia Brown on
Baroque-inspired Trackor organ. Complete
package includes quality chrome tape, exten-
sive lesson plans, helpful hints. Great fun,
great learning tool! Send check or money
order for $9.50 plus $1.50 handling and
postage to: Fred StrEbe, 4709 Bradley Blvd.,
Chevy Chase, Md. 20815. Special price for
ARS teachers: $5 plus $1.50 h /p. Inquiries:
(301) 654-8415.

FOR SALE: Moeck alto shawm in F with
key, $450. Call (904) 893-9502.

TIPS on finding/evaluating recorder ensem-
ble music, $2. Lise, 1400 Joyce #C706, Ar-
lington, Va. 22202.

Mozart Variations, SAT. $6 postpaid. Alan
Maximuk, 2038 Melrose, Ames, Iowa 50010.

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

HARPSICHORD MUSIC, solc and ensem-
ble. Best editions from U.S. and European
publishers. Also books on history and per-
formance. Write for free catalogue. Zucker-
mann Harps:chords, Inc., Bcx 121-AR,
Stonington, Conn. 06378.

CLASSICAL HARPSICHORDS, forte,
pianos, also sets of parts to build extraordinar-
ily fine historical instruments. Highest standard
custom instruments and kits from authorized
Zuckermann/Way agent. Lowest factory and
workshop prices. Two hours NYC. Call or
write for full details. Yves Albert Feder Harp-
sichords, North Chestnut Hilt, Killingworth,
Conn. 06417. (203) 663-1811.

c,

c,

CONTINUO: the early music magazine of
North America. Published eleven times
yearly. Special introductory subscription:
three issues for $5. Write P.O. Box 10, Bath,
N.Y. 14810, or 6 Dartnell Ave., Toronto, On-
tario, Canada, M5R 3A4.

Classified rates for The American Recorder
504: per word, ten word minimum. "For Sale"
a d "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.

Deadlines: December 1 for February issue;
March 1 for May, June 1 for August; Sep-
tember 1 for November.

'MOVING? Be sure to send
the ARS your new address, as this
magazine cannot be forwarded.

.09° atA.siA, *A, ,e0AARA cesk, Actech,A9., .049, A9,e0.4,

DAVID SHOREY
Historian of the Art of Flutemaking

and
America's Largest Distributor

of fine

ANTIQUE FLUTES
P.O. Box 92
Bowdoinham, Maine 04008 207-666-3600

FOR SALE: new recorder trio: Maximuk's *0"41/"51WWWWWWWWWWWIV96-P"WW

August 1985 141



REPEAT OF A SELLOUT. By Customer Demand!

ALL NEW

NO MATTER HOW WELL YOU PLAY THE NOTES, the  music
doesn't sound right if the TIMING is off. I just couldn't forgive
myself if after selling all those great recorders and band
instruments, I didn't sell the very best metronomes at the
very lowest prices!!

Metronomes oasically fall into 3 categories, each with its own
unique set of advantages.

LARRY NITKA, PRESIDENT

TERMINAL
166 WEST 46 STREET NEW YORK NT 10036

MUSIC
WHERE EXPERT ADVISERS TARP TIME TO HELP YOU

ELECTRIC — Best for constant, heavy duty use, studios, etc.
KEY WIND — Re.iable pendulum principle. Loud tick-tock
sound. No dependence on batteries.
ELECTRONIC — Small, dependable and clever! Perform more
functions than other metronomes. Some even sound A-440.
Space age computer technology! Order without delay. Prices 
may never again be so low! (When Nitka has a sale — the profit
is slashed to penn.es!)

ELECTRIC
Franz (Electric) The standard electric. Does not vary. Plug
i n, turn poinier to desired tempo setting. Absolute ac-

curacy. No tonal waver. Does not have to be level , as with
most key wind. 5 year factory guarantee.

Franz TM-11, sturdy plastic case

Franz TM-11W, solid walnut or
mahogany case (specify which)

List price S42.95 scAze X26.50

List price $51.95 g4ZE°,525.0
Franz TM-22, with flasher light, sturdy
plastic case List price $54.95gALE0.2995
Franz TM-22W, with flasher light.solid walnut or ma-
hogany case 47)
(specify which) List price $70.00 Sesti—i- '7<x~

A

Seiko Quartz TM 359
Convenient dial for tempo. Both red and
green flashers, for both strong and weak
beat indication. Has A-440 thru A-445
pitchpipe tone. Loud electronic click
sound. Provides not only tempo, but
rhythm pattern (4 4. 6 8, etc.). Small 21/2"
x 51/4" x 7/8". A super instrument at a  super
sale price!
List price $69.50 SALE *49 95,

(suety. atur.,/

ELECTRONIC

Seiko Quartz TM 357
Smaller than above, red flasher, A-440
pitchpipe tone. Tempo only, no rhythm fea-
ture. Only 21/4" x 31/2" x 3/4". Beautiful
b rushed aluminum face, color-coded
tempo dial. With earphone and presenta-
tion box.
List price $52.50 s4t.E4,36.50

111111111

Metrina Quartz TM (By ZEN-ON)
New metronome of exceptional tempo ac-
curacy ( ± 0.02%). A-443 tuning signal. 3-way
tempo monitor: 1) v sual (light); 2) speaker; 3)
earphone. (Includes earphone.) Very attrac-
tive vinyl case. 43/4" x 13,i" x 7/8". Small!
List price $59.50

Seiko Quartz TM 358
Same as TM 357, but all plastic front, no
earphone jack or earphone. Super_ buy if
you want just the basic metronome and no
frills.
List price $49.50 ,9,44E'3495



Hi-Mini TM 658
Newest of :he pocket-sized
pendulum -netronomes. II
comes in its o^vn vinyl carry-
ing case. A -ecessed winding
key and an unbreakable main-
spring makes :his one tough
deal -to beat!!

SALE
List price $2i5 "995

(Cont.)

FRANZ TM 77 — The latest addition to the Franz family, does everything a metronome
should do (and then some). Tempos 40-216 would be GOOD, but the TM 77 allows you to
CUT THE TEMPO IN HALF or DOUBLE IT! Need an accented beat? With this little beauty
the first beat of each measure can be accented for 2/4, 3/4, 4/4, 6/8 time signatures.

What more of a metronome car you ask? Help you tune, I reply. With a quick flip of the
finger you can get a Bb(466.2), A(440), or E(329.6) (especially coed for guitars).

Enough you say? There's Still More!! — There's an audio outlet to plug into either an
earpkg or an amplifier to HEAR the beat and a flashing, light on top to SEE the beat!!!

PLUS an A/C adaptor  AT NO CHARGE  so you don't have to eat up expensive batteries like
there's no tomorrow!

A Value at $68.95. &NE

KEY WIND

Taktell Piccolo TM 825
Mace by the famous Wittner
Company. German precision.
F rm, excellent. sounc. Pen-
dJILm principle. Durable plas-
tic. Only 21/2" x 6" x
Simple to use. Light in weight.
cover for dust protection. Long
running time per wind .54L0
List price $39.50 22.50

ORDER IMMEDIATELY. Friends. Just about every
metronc me th3t goes tick tack, buzz buzz, beep beep Or blink
blink is on SA_E with deep and drast c cuts here at Trminal
Music's Great and Gala metnnome sale. Why the low prices —
I love my cu3tomers, and In willinc to sell at a very low price.
(They don'l call me the mEshuge metronome maven for
nothing!) 

Sale ends when present stock is gone

Quantities Limited. First Come, First Served

MAIL THIS COUPON TODAY
(Or copy your order Dn a plain sheet of paper)

r
Please serd the fa lowing metrono nes: (Adc S shipping cost for firs: met-
ronome. Each zdcitional metronome ip to (cur, add $1.1
For more me rommes, include you best shipping cost estimate.
Ouantity Code No. Maim Price

A tficaro-ria 
... Shipping

I Pot,ir 
OELAY bx N.Y)

IPAVi 
TOTAL

Franz TM 55
Patented 'floating mecha-
nism" is self-leveling. elimi-
nates "limping" (tick-TOCK, or
TICK-tock). Provides even tick-
tock! Dependable. handsome.
high impact plastic. A quality
metronome. SALE
List price S34.00 it/9.95'

 L

Taktell Super Mini TM 858
Size ol :igarette package.
Smalley pendulum metro-
nome. Top performance. Higl
impact. Ultra light weight. fits
i n pocket or instrument case.
Incredible price.

List price $43.35 SA
41915

NOW — A TALKING METRONOME!

FRANZ takes the lead again with the new TM110.
Latest computer technology. Synthesized human voice marks time
(ONE, TWO, THREE, FOUR). Plus all common combinations of time
and note values.

CHECK THESE FEATURES!
• The "TICK" of a standard
metronome.

• Counts to eight for dance
applications.
• Volume control (great!)

• Earphone/amp output jack
(Marching band directors: use
with amplifier, not included.
for a great teaching aid).
• Operates with batteries or op-

tional power pack.

List price $89 . 5 0 &pee/a/ht./7g Pr/ $5950r

TERMINAL MUSIC: Metronome headquarters of the world!
oww ...........

TERMINAL MUSIC, Mail Order Division. Attn: LARRY NITKA
166 'West 48th Street, New York, NY 10036

NAME

ADDRESS

CITY APT

STATE ZIP

INSTRUMENT
PHONE PLAYED

CI My check or E money order for $  is enclosed.
Charge toE VISA r MasterCard. ($10 m nimum)

Account # Exp. date. 
If you live in New Yorl, add sales tax.
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HARGAIL
Specializing in Recorders and Recorder Music

SINCE 1941

RECENT PUBLICATIONS

E.N.209 A. Corelli, Recorder Trio No. 1 for S.A.T. Recorders
H.-93 Heinrich Schutz, Sinfonia for Recorder Trio, S.A.T.

Canto Sacra for recorder Quartet, SATT(B)
E.N.212 Wm. Croft, Six Sonatas for two Alto recorders, or flutes.
H.-92 Newman & Consoli, Bk. 2 "Little Works of Great Masters"-SS.
E.N.214 Read by Ear, An all-in-one Recorder Book, with a Suzuki

Approach, by Richard H. Perry
E.N.213 Westward Ho! Ho - A childrens' operetta by Mary Partlow
E.N.215 J.S. Bach, Drei Sonaten for Alto & Keyboard in F(C)

Gm(Em) and G(E, original keys).
E.N.211 Gaspar Othmayer (1515-1553) Ten Bicinia Sacra

arranged for recorder duet.
HRW-3 Roods Book for C- recorders
HRW-4 Rooda Book for F - recorders

The Fiddle Tune Books by Peter Kennedy
B-101 Book I
8-104 Book II
8-103 100 English Folk-dance Airs by Maude Karpeles
F id. I Praetorius, Terpsichore
Fid. II Erasmus Widmann, Galliarden und Tanze
H-129 Great Masters of the Baroque for Alto & keyboard (W. Bergmann)
H-134 4 Great Masters of the Baroque for Soprano & keyboard (W. Bergmann)
H-146 Handel Festive Pieces (W. Bergmann) SAT or SA and Piano

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