



































LYYU VIULD Aliul A Cilltaliuvili. \JUV.IUIJDL} LiLLd YWaAd 11Ut
originally recorder music. Equally obviously, perform-
ances on any pairs of high winds or strings are not
ruled out, though the editor should certainly comment
on the fact. Rossi was a string player; as a composer he
pioneered in converting the older ensemble canzona
for strings into the newer trio-sonata. The essence of
the new genre was the idea of two high instruments
competing over the solid harmonic foundation pro-
vided by the basso continuo, a chordal part to be
“realized”, i.e. improvised on the bass lute. Later the
latter role was to be taken by the harpsichord or organ,
with or without additional backing by a bass string
instrument such as a bass viol da gamba or a cello.

It is clear from the style of the earliest trio-sonata-
like compositions that the old polyphonic inclinations
which the “New Music” of around 1600 had sought to
drop had now returned in full force, though with a
new found harmonic tension. This last is a quality
much better realized on strings than on the less dy-
namically expressive recorders. Again, to employ re-
corders for this music is by no means wrong — but
there is a certain loss. One fact must be stated categori-
cally: All of Rossi’s instrumental music was intended
to be played with a chordal basso continuo part. In
fact, so taken was this composer with the new device
that he seems to have been the first to introduce 1t into
a printed madrigal collection. Giesbert’s skimpy prefa-
tory comments acknowledge Rossi’s intention in this
respect, but he presents the music in his three publica-
tions without cither a lute, guitar, or keyboard part,
thus misleading the modern player into considering
this music, once so modern for its time, as just so many
more pieces in the vein of ensemble music for melodic
instruments. And we should keep in mind that the
keyboard part in Baroque music is not merely a ques-
tion of the harmonic filling up of the middle parts, but
very much involves rhythmic assistance, sonority, color
and even excitement. Incidentally the same criticism
applies to the very first issue of the ARS Editions, Erich
Katz’ edition of five of Rossi’s Sinfonie, transcriled for
three recorders alone. A little more historical high-
fidelity is needed here. If we want repertory for melody
instruments without keyboard, we must look elsewhere
than the Baroque.

Needless to say, for a few experienced hands who
are familiar with the literature of the period and the
> many modern reeditions, this
1 enough.” But I have taken up
half of the vast majority of re-
om music editors must, in my

ponsibility. —— Joel Newman
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Airs and Dances). Ed. Zoltan Jeney; SSA.
Mainz: B. Schott’s Sohne (U. S., New York,
Associated Music Publishers) (5226, 5227)
1960

W. A. MOZART. Twelve Dueis. Arr. M.
Kolinski: S4. New York Hargail Music
Press (H 8§03) 1960

SPIELSTUCKE FUR BLOCKFLOTE
UND GITARRE. Ed. Josef Rentmeister:
§/4 with 2 melody instruments, guitar, or
lute. Mainz: B. Schott’s S6hne (U. S., New
York, Associated Music Publishers) (5132)
1960

All the collections listed above fall in the spielmusik
category, and may be considered for class use. The
Mozart and Rentmeister collections are particularly
suitable for children; the Barték-Kodaly collections
would be good for children of more advanced skill or
for adults. Rentmeister’s collection is of 17th- and 18th-
century music (that of 17th-century composers is a little
harder, of course) and matches, in three parts, the
Mozart set.

A musical appraisal of the material is extremely dif-
ficult, particularly if you find, as this reviewer does,
that Mozart and Haydn do not in general lend them-
selves to recorder playing except when it is desirable
to “make part-music” early with new students. Mozart,
in particular, suffers a “C-change” on a soprano re-
corder. But let us suppose that the children (who will
find the soprano part a little trickier than the alto in
in this collection) are working hard at playing in time
and in tune, and will not be influenced away from the
authentic musicianship of classicism.

Kodaly and Bart6k, on the other hand, with their
folk-dance and folk-song rhythms, carry over well into
recorder-trio playing. Their music is a little more difh-
cult than it appears on the page, speed being absolutely
essential in many instances. The range required is not
large, but occasional twenty-times-repeated patterns
can trip up the best of us. For fun and for the speed
required, take a special look at the Burschenspdttelei in
Book 11, and for repeated patterns try the Molto Vivace
that follows it. Both are by Barték. And in Book 1, how
about the 4llegro of Barték on page 4 for tonguing! If
you can get your trio, or class, up to tempo on these
yowll have a fine finale for a concert, one that will
inspire applause and encores. The slow pieces in the
Hungarian collections are not nearly as effective as the
fast ones, but they have their good points. It is aston-
ishing what a difference rhythmic shifts and bounces
make in recorder music. — Susan Brailove
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