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FROM THE EDITOR

The cover portrait of George Frideric Handel was
painted between 1726 and 1728-close to the time (1725)
he composed his recorder sonatas. As David Lasocki has
noted, "they are among the best known and loved of all
recorder music." The two articles in this issue deal with
ornamenting these sonatas; although Dr. Lasocki's is
actually more of a general introduction to Baroque
embellishment, it will be followed later this year by an
article specifically on Handel.
Betty Bang Mather first presented her material on

ornamentation in a master class at the 1986 National
Flute Association convention. By the end of the session, a
high-school flutist was able to embellish a slow movement
on the spot-and quite respectably. This was the third
movement of the G major flute sonata, which is virtually
identical to the one given here: the Larghetto from the C
major recorder sonata.
David Lasocki, on the other hand, points out that there

are no shortcuts to becoming truly proficient in
ornamenting Baroque music. In doing so he sounds a good
bit like Andrew Waldo on the subject of Renaissance
embellishment ("So You Want to Blow the Audience
Away:' May 1986). Both authors stress the importance of
immersing oneself in the music of the period-playing it,
listening to it, and consulting relevant writings and
treatises.
The issue also contains a Renaissance motet arranged

for ATB recorders, and numerous reports on last summer's
workshops, along with announcements of upcoming
courses. All of this material, plus reviews and the triennial
index, fills the issue. Letters and chapter news will appear
in May.

Sigrid Nagle



Developing Baroque
Ornamentation Skills

Betty Bang Mather

WHEN JAM TEACHING basic Baroque ornamentation, I recom-
mend that the student begin by practicing one ornament

at a time -passing tone, trill, turn, etc.-wherever possible within
a given phrase. This method was developed by a University of
Iowa musicology student, the late William Pepper, whose disser-
tation and unpublished manual on ornamentation are listed in the
bibliography.
To illustrate this method, Twill use as an example the Larghet-

to from Handel's Sonata in C major for recorder and basso con-
tinuo, HWV 365, the first three phrases of which are given below:
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From The Complete Sonatas for Treble (Alto) Recorder & Con-
tinuo, edited by David Lasocki and Walter Bergmann (London: Faber
Music Ltd . , 1979).

The tempo is about M.M. =88 for the quarter-note, making one
long (adagio) beat to the measure.
I suggest that you begin by ornamenting just the first phrase

of the melody (measures 5-9). Later you can apply the sugges-
tions to other phrases on your own. Here are thirteen exercises
for that phrase, each of which experiments with from one to three
ornaments. In the column below, each ornament is shown directly
under its note in the "skeleton'. melody.

Tpa) r 

SKELETON MELODY

1. THREE KINDS OF REPEATED PITCH
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r 

2. TRILLS AND MORDENTS
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4. Passing tones
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5. Closing tones

6. Escape tones
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In suggesting ornaments, I have tried to choose rhythms and
slurs that Handel himself might have used. As with all ornaments,
you should not perform their rhythmic subdivisions exactly. For
instance, depending on the expression you want, the lengths of
a dotted eighth-note followed by a sixteenth may be in the pro-
portion of 2:1, 3:1, or 4:1. To sense the freedom of the ornaments
within the quarter-note pulse, it may help you first to sing the
embellishments while playing the bass line on the piano.
Keep in mind that "parent" notes —those in the actual melody—

are more stable than ornamental ones and require extra length
or loudness. At the same time, ornamental notes may be quite
intense, especially if they are on-beat dissonances. Each ornament
has a particular character. Short trills and mordents are brilliant
and joyous. On-beat appoggiaturas, on-beat closing tones, and
gruppettos, or turns, are especially expressive or "passionate'
In describing the various kinds of ornaments, I shall give a few

guidelines as to which work best with particular note progres-
sions. You will recognize other applications as you improvise or-
naments in later phrases of the piece.
The first exercise uses three ornaments that repeat a pitch. An

upward arrow means that the ornament is repeating the pitch of
the parent note; an arrow to the right, that the pitch of the next
note is being anticipated; to the left., that the pitch of the previous
note is being repeated (the latter requires stepwise ascent or
descent). I have lengthened :he second quarter-note in measure
8 to prepare for the coming cadence.
The second exercise features trills and mordents. Trills are best

approached from above, mordents from below. Here I use a "squig-

February 1988 5



gle" for a trill having only two alternations, and the abbreviation
"tr" for a longer trill. A squiggle with a vertical stroke through
it signifies a mordent with a single alternation; a longer squiggle
with a stroke calls for two or three alternations. The number of
trills and mordents shown here, especially if performed quickly,
is actually too large for this phrase, but using just a few adds spice
or indicates a moment of repose.
Exercises 3 through 6 use ornaments that move by steps around

the parent note. You will see that the lowered sixth degree, F-
natural, is often needed where the F moves to E (end of measure
7). Observe also that escape tones are suitable only when the
parent note descends by step to the following note.
The ornaments in exercises 7 and 8 are leaps. In order to know
which notes in a chord to leap to, you should follow the bass
figures supplied by Handel. You may, however, occasionally con-
strue a chord as a passing one - such as the E-minor chord that
occurs on the second beat of measure 6, in example 7. The C of
the ornamentation on the second half of that beat instead fits the
A-minor harmony at the beginning of the measure. Since the C
clashes with its immediate harmony, it is highly expressive and
should therefore be strongly marked. B would be the more con-
servative choice.
Exercise 8 illustrates that leaping to the note a third above or

below the parent often sounds good, even if it is not present in
the chord. Exercise 9 shows that thirds can always be filled in with
passing tones.
The final four exercises experiment with several of the com-

pound ornaments mentioned in Baroque texts. You can also use
others. Since these embellishments include four notes in each
pulse, you need to take special care to bring out the parent note.
The half circle consists of two scale steps above or below the
parent note followed by one in the opposite direction. When this
ornament is used for a descending second or third, its melody
should at first descend; where used for an ascending second, it
should at first ascend. The open circle consists of two scale steps
above or below the parent note, followed by the parent. The grup-
petto consists of the upper or lower neighbor, the parent note,
the opposite neighbor, and finally the parent again. Because this
ornament begins with a dissonance, it is very passionate, and the
dissonance must be held as long as possible. The messanza is made
up of the parent note, a leap to another chord tone, and a neighbor-
tone figure on the parent note or chord tone. The leap or the
neighbor-tone figure can come first.
After you practice these exercises and improvise similar ones

for later phrases, you should experiment with mixing the or-
naments. At first, you might use one kind for each phrase. Later,
you might prefer two or more ornaments for some or all phrases.
For example, the first skeletal note, E, might be ornamented with
a repeated pitch; the second, A, with a neighbor tone; and the
third, G#, with closing tones. A balance of similar and dissimilar
ornaments is usually best. Uncommon or dissonant ornaments
are normally suitable for the most intense parts of a phrase or for
the most emotional phrases of a piece.
Many of these ornaments may embellish fast as well as slow

movements, and Baroque pieces by French, Italian, and English
as well as German composers. Once you have mastered them, you
may want to consult Free Ornamentation in Woodwind Music,
1700-1775, by David Lasocki and myself, which includes
embellishments of a large variety of Baroque pieces (see bibli-
ography).
Finally, the Phrygian cadence that ends this and many other

of Handers slow movements requires a more elaborate ornamen-
tation. According to examples given by Telemann and Quantz,

this embellishment moves quickly up the notes of a chord, often
to a chord tone higher than the original one, and then more slowly
down a scale to a trill on the penultimate note. First, here is the
unembellished cadence:

l•

6). 0

6 1 6

The following are transposed versions of the embellishments of
similar cadences by Telemann and Quantz:

1 8 10 S 6

j r 7 trItc: 
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Transposed from G.P. Telemann, Methodical Sonata No. 10 in 0',
first movement (Largo).

5
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r 

Transposed from M. Quantz, On Playing the Flute (New York:
Schirmer Books, a division of Macmillan, Inc., 1966, 1976, 1985),
p. 193.

Quantz's example is in fact three, since he says that the flourish
can begin at any of the points marked with an asterisk, that is,
with low F, with the first A on the ledger line, or with the
following C.

This article is adapted, with permission, from The Flutist
Quarterly XII/1, Winter 1987. The author wishes to thank David
Lasocki for his help in its preparation.
Betty Bang Mather is president of the National Flute Assocation

and professor of flute at the University of Iowa. She performs, lec-
tures, and gives workshops on Baroque performance practice and has
written several books on the subject. Her book with Dean Karns,
Dance Rhythms of the French Baroque, was recently published by
Indiana University Press.

BIB LIOGRAPHY
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Pepper, William Bloomfield II. The Alternate Embellishment in the
Slow Movements of Telemann's Methodical Sonatas. Unpublished
Ph.D. dissertation, The University of Iowa, 1973.
  Basic Ornamentation. Draft of unpublished book,
1976.

Music autography by Wendy Keaton.
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Late Baroque Ornamentation:
Philosophy and Guidelines'

IN THE PRECEDING ART:CLE, Betty BangMather has set out with admirable
simplicity a highly effective method by
which a recorder player can learn to orna-
ment a slow movement of a late Baroque
sonata, using a vocabulary found in Tele-
mann's "methodical" sonatas (in which the
composer has written out ornamentation
for the slow movements to serve as mod-
els). The appeal of this method is that a
performer can learn to play something
creditable in a short tine. The difficulty
is that ultimately the performer is forced
to rely on his or her (largely intuitive)
sense of late Baroque style, and so, with-
out further background or preparation,
cannot improve beyond the merely cred-
itable.
In an attempt to give readers more

guidance, I am supplementing Professor
Mather's article in two ways. First, the
present article explores the philosophy of
late Baroque ornamentation and offers
guidelines to performers on learning to im-
provise it stylishly. Second, a further ar-
ticle (to be published shortly) will tackle
the ornamentation of a specific repertory
of prime importance to recorder players:
the solo sonatas of George Frideric Han-
del.
Let us begin the discussion by defining

our terms. By "ornamentation" I mean the
addition of fixed ornaments (trills,
mordents, slides, turns, etc.— generally
also called "graces:' "agrements," or simply
"ornaments"; see line 2 of Mather's exam-
ple) and other, freer melodic material
(Mather's lines 1, 3-13) to the melody
written by the composer. Such ornamen-
tation is also sometimes called "arbitrary,"
"extempore," "free:* or "melodic." As the
term "extempore" suggests, it was general-
ly improvised by the performer: relative-
ly few written-out examples survive.

The purposes of ornamentation in the late
Baroque
During this period, the ornamentaticn

of slow movements (and even fast move-

David Lasocki

ments) served a number of purposes. First,
it is worth noting that ornamentation was
an essential component of the Baroque
aesthetic. This was the great age of visual
embellishment. The basic structure of a
painting or church was always covered by
the ornamentation; the straight line was
masked by the curve. It may be helpful,
without attempting to make any direct
:orrelation of purpose between music and
the visual arts, to think of the melodic
skeleton of a Baroque slow movement as
a straight line and the ornamentation as
its curved manifestation.
The second important purpose is that

ornamentation, as the great flutist Johann
Joachim Quantz noted, gave the performer
"an opportunity to demonstrate his judge-
ment, inventiveness, and insight."2 The
castrato singer Pier Francesco Tosi wrote
that through ornamentation "the judicious
may hear that the ability of the singers is
greater; and in repeating the air, he that
does not vary it for the better, is no great
master."3
One of the main differences between the

Baroque performance situation and ours is
that musicians of that time were often
composers or were at least trained in com-
position. Ornamentation was a type of
composition, or rather, recomposition. The
performer recomposed the work on the
spur of the moment according to his own
taste and invention. The greatest com-
posers —Bach and Handel, for example —
were also great improvisers, able to devise
well-thought-out works apparently with-
out effort. Lesser composers could be in-
spired by a skeletal composition left by
another composer— a slow movement, say,
in a simple melodic style. The composi-
tional style of the movement could be
changed in the process. Geminiani's or-
namentations of Corelli's violin sonatas,
for example, are in the style of the genera-
tion after the composer's.4 Geminiani re-
newed these works for himself by recom-
posing them in his own style.
Not that these creative efforts always

met with the composers' approval. Wit-
ness those who voiced their belief that
performers lacked the qualities of judge-
ment, inventiveness, and insight that
Quantz specified. As Birnbaum expressed
it when defending J.S. Bach for writing out
all his ornamentation, "only the fewest
[performers) have a sufficient knowledge
[of the style of ornamenting). The rest, by
an inappropriate application of the man-
ner, spoil the principal melody, and indeed
often introduce such passages as might
easily be attributed to an error of the com-
poser by those who do not know the true
state of affairs." s In other words. Birnbaum
believed that composers needed to defend
themselves against the performer's imposi-
tion of something incompatible, in taste or
invention, with the composer's work. An
attraction, but also a danger, of ornamen-
tation— at least, from the composer's view-
point—was that it could effect "a reinforce-
ment of the expressive power of a text [or
melody), or a more or less radical change
of orientation in its expressive quality."6
Third, ornamentation seems to have

filled a need for performers at that time.
Like jazz musicians in our own century,
they evidently were, by training and tem-
perament, incapable of playing the music
exactly as written.7 Fourth, ornamenta-
tion added verve to the performance.
Something fresh was imparted to the work
in its spontaneous recomposition.
Fifth, ornamentation added variety to

multiple performances of a work. Tosi
wrote: "Let a student . . . accustom himself
to repeat [his ornaments) always different-
ly. . . . A singer is lazy who, on the stage,
from night to night, teaches all his songs
to the audience, who, by hearing them al-
ways without the least variation, have no
difficulty to learn them by heart."8
Sixth, ornamentation was expected.
Whether performers had the ability to im-
provise or not, they must have felt obliged
to try to satisfy their colleagues and au-
diences. That this was a fairly common
problem is suggested by the written-out

February 1988 7
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examples of instrumental works surviving
in manuscript and by the numerous books
of ornamented arias with generic caden-
zas that have come down to us from the
eighteenth century.9 By writing down
their ornamentation, such performers
were able to present a finished product
that sounded the same as the improvised
version.

The purposes of ornamentation today
Next, let us examine our own reasons

for ornamenting late Baroque music. The
usual motive, the most respectable but
also the most problematical, is that we are
trying to perform the music "authentical-
ly'-to restore period style as closely as we
can. The principal difficulties with this ap,
proach, as Richard Taruskin has recently
set out, are that 1. we do not have enough
performance practice documents to be
able to know with certainty how the
music was performed; 2. even if we did
know, we might not actually like the per-
formance styles of that period; and 3. our
concept of Baroque style - or should we
say "concepts:' since our ideas change
every few years? - has been shaped by
modern attitudes to performance and is in
fact a product of our own times.1° Taruskin
has argued persuasively that it can be just
as legitimate to perform in modern styles
that owe more to the conservatory tradi-
tion of performance (e.g., at modern pitch,
with smooth articulation and no metrical
accents, with few or no ornaments, etc.).
For him, the only touchstone is whether
the performance is convincing. An "au-
thentic" performance will be convincing
only if it succeeds in renewing the Baroque
work, rather than merely attempting to
restore it. This is not the place to go into
these ideas any further, but they should
give us pause for thought. It only needs to
be said here that we may freely choose to
adopt as many of the Baroque attitudes to
ornamentation as we see fit for our own
purposes.
If we consciously choose to ornament as

closely as possible in Baroque style, then
our purposes in doing so will incorporate
most of the purposes of that period. We
will want to add verve and variety to our
performances, to train our temperament so
that we can never play a work as written,
and to recompose the work to our own
taste but at the same time to so steep
ourselves in Baroque style that our taste
is the taste of that era.
Note that I have not recommended that

we ornament because our contemporaries
expect us to do so. For roughly the first
hundred years of the revival of interest in

Baroque music, from Mendelssohn to the
widespread adoption of instruments based
on historical models, few people knew or
cared that Baroque music should be be or-
namented. The situation during the past
twenty years or so has become almost the
reverse: a great many performers, teachers,
and listeners know and expect that any
performance of a Baroque work, by ama-
teur or professional, should include orna-
mentation. Indeed, they would be disap-
pointed, perhaps even scandalized, if it did
not. Such ornamentation, moreover, is
often taken as a measure of the performer's
skill, not necessarily in providing some-
thing appropriate, but in creating some-
thing novel.
The problem has been compounded by

the change in performance conditions and
repertory since the Baroque era. Although
some music late in that period was per-
formed many times by the same perform-
ers for the same audiences - and, as we
have seen, variety in multiple perfor-
mances was one of the purposes of orna-
menting -the vast majority of the music
was not intended for repeated hearing.
One public performance situation in par-
ticular was not even dreamed of by Ba-
roque composers: the modern recording,
in which exactly the same performance of
the music - even if the ornamentation is
improvised in the studio-is heard in-
definitely. How Tosi would have thrown
up his hands in dismay!
Should we, pandering to the expecta-

tions of our colleagues and audiences, or-
nament in order to satisfy their thirst for
novelty? If we pander to them, do we
always give them fireworks, or can we
combine novelty with appropriateness?
Each performer must answer such ques-
tions for himself or herself, but I believe
the questions need to be posed.

Parallels between Baroque ornamentation
and jazz improvisation
We have, of course, lost touch with the

living tradition of improvisation in serious
music. But in the twentieth century we
have a tradition of improvisation in jazz,
readily observable in live performance and
on disc; that has many important parallels
with that in Baroque music. I encourage
readers to explore the common ground be-
tween the two traditions. In jazz, the
musician is also a composer: every perfor-
mance is a renewal of the composition be-
ing performed. The jazz musician takes a
"standard" tune (usually a popular song or
melody by another jazz musician) or a tune
of his own composition and plays it in his
own style. The improvised solos he inserts

8 The American Recorder



between statements of the tune constitute
a new composition based on the tune, and
especially its chord sequence. The effec-
tiveness of the performance stems from
the musician's technical skill, his inven-
tiveness, and, above all, his sense of (his
own) style.
The amount of actual improvising that

occurs varies from performer to performer.
Some of the greatest jazz musicians are
always creating anew, albeit from melodic
fragments worked out in advance. Listen,
for example, to those recordings Charlie
Parker made for the Dial and Savoy labels
in which he needed several takes to find
a version he could aprove for release:
minutes after playing one version of a solo
on a piece he had composed for the record-
ing session (albeit on a "standard" chord
sequence), he could turn round and play
something radically different?' Other jazz
musicians have worked up a "standard
solo" on any given tune and play it more
or less the same every time. Even in
following this potentially unspontaneous
procedure, however, the musician will
change his solo over time, and a version of
a year or five years late:- will be significant-
ly different.
Jazz musicians train by listening as much

as possible to other musicians; by practic-
ing scales and arpeggios, melodic frag-
ments they can use ia many situations,
and improvisation on standard chord se-
quences; and by performing often in public
with the most experienced musicians they
can find. Should our training for ornamen-
tation be any less intense?

Guidelines for modern players
If I achieve no other purpose in this ar-

tide, I would like to stimulate us to make
more conscious decisions about ornament-
ing. Accordingly, I propose several guide-
lines for the modern player:
1. First and foremost, we should be

aware of the passion, or affect, of the
movement. Regrettably little has been
written on the passims for the modern
reader, but since they reflect the period's
attitude to the emotional side of music, we
cannot afford to ignore them. You may
wish to look at my article "Quantz and the
Passions: Theory and Practice,"12 which
summarizes and discusses the composer's
statements on the passions and considers
their application to the performance of his
trio sonata in C major for alto recorder,
flute, and basso continuo. In any case,
steep yourself in the music of the Baroque,
especially the vocal music, and try to feel
its passions. Once we are familiar with
them, we can decide whether we want to

intensify the passion of our sonata move-
ment or change it (and learn when it
would be legitimate to change it), and we
can develop the musical means for doing
so.
2. Closely related to this, we should be

aware of the style of the composer. Give
yourself an intensive course in style by
playing and listening to as much of his
music as possible within a short span of
time. Do you want to ornament a Handel
sonata? Play all your Handel sonatas.
Listen to recordings of Handel sonatas.
Then broaden your horizons by reading
scores of other music by Handel, especi-
ally operas and cantatas, and listening to
such works, with and without a score.
Ask yourself what would be an appro-

priate style of ornamentation for the
sonata in question. If "inappropriate ap-
plication of the manner" of ornamenting
was common in the eighteenth century,
how much harder it is for us today —
relying, as we must, on written evidence
of an improvisatory practice —to ornament
the music of that age. We can consult the
surviving models of ornamentation, as
Professor Mather has done in applying
Telemann to Handel. As we become im-
mersed in Handel, however, we may find
ourselves dissatisfied with the resulting
clash of styles. We can then, as I shall do
in my next article, search for other models
— by the composer himself or one of his
close contemporaries. But models may be
lacking. Ultimately, modern performers
must work out such stylistic questions for
themselves and, to repeat a basic motive
of this discussion, renew the work in their
own image.
3. We should be conscious of the styl-

istic choice we have made in our approach
to late Baroque music. Have we joined the
"authenticists" in an attempt, which must
always ultimately be vain, to imitate the
performance style—including ornamenta-
tion — of the Baroque era? If not, can we
develop a style —again including ornamen-
tation — that suits our own purposes?
4. We should analyze the movement and

use our analysis as an aid to ornamenta-
tion. How much ornamentation does the
music really need? In an earlier article, I
showed how the first movement of Han-
del's F major recorder sonata was built up
almost entirely from the opening motives
of a rising minor third in the melody and
a rising major third in the bass, and con-
sequently suggested that "'leave alone'
could almost be the watchword for the
whole movement. In very few places does
the musical argument seem to me to justify
any ornamentation at all, and those that
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do warrant ornamentation do not require
very much. Let us enjoy Handel's 'noble
melodic style' and leave our thirst for
overdramatization to more appropriate
theaters."13
I believe we need to be reminded con-

stantly of the cautionary words of Quantz:

The graces should be introduced only where
the simple air renders them necessary. . . . In
other respects I remain of the opinion . . . [that)
the more simply and correctly a [slow move,

ment) is played with feeling, the more it charms
the listeners, and the less it obscures or de-
stroys the good ideas that the composer has
created with care and reflection. For when you
are playing, it is unlikely that you will, on the
spur of the moment, improve upon the inven-
tions of a composer who may have considered
his work at length."

5. Finally, above all, we should make our
performances fresh, vivacious, spontane-
ous, and adventurous — even in a record-
ing session. Let's enjoy our field day as

Baroque recomposers. Taruskin has writ-
ten, with his customary intelligence and
biting wit, of a modern group lacking this
gift: . . their approach to the written
agrements is timid and literalistic — do they
think the mordent police are hiding behind
a billboard?"15
Forget the mordent police, analyze the

movement, ponder the necessity for orna-
mentation, immerse yourself in the style,
lose yourself in the passion, let go, have

Nam

am extremely grateful to Eva Legene for several
inspiring discussions of ornamentation; this article
owes a great deal to her.
Wersuch einer Anweisung die Flote traversiere zu

spiel en (Berlin, 1752); trans. Edward R. Reilly as On
Playing the Flute, 2nd ed. (New York: G. Schirmer,
1986), 318.
30pinioni de canton antichi e moderni, o sieno Osser-

vazioni sopra il canto figurato (Bologna, 1723; reprint,
New York: Broude, 1968); English translation as
Observations on the Florid Song; or, Sentiments an the
Ancient and Modern Singers (London, 1742; 2nd ed.,
1743; reprint, New York: Johnson Reprint Corp.,
1968), 94.
"For examples, see Frederick Neumann, Ornamen-

tation in Baroque and Post-Baroque Music With Special
Emphasis on J.S. Bach (Princeton: Princeton Univer-
sity Press, 1978), 559.
'Johann Abraham Birnbaum, article in Critischer
Musicus (1738), quoted in Hans T. David & Arthur
Mendel, The Bach Reader (New York: Norton, 1945),
238.
6Marc Pincherle, "On the Rights of the Interpreter

in the Performance of 17th- and 18th-Century
Music; The Musical Quarterly, XLIV/2 (April 1958),
159.
7Charles Blancq has to go out of his way in his Son-

ry Rollins: The Journey of a Jazzman (Boston: Twayne,
1983), 95, to draw attention to an occasion when
Rollins "even plays the melody intact- a rare gesture
for any improvising jazz musician!'
80pinioni de' canton antichi e moderni, 162.
'See Howard Mayer Brown, "Embellishing Eigh-
teenth-Century Arias: On Cadenzas; in Michael
Collins & Elise K. Kirk, ed., Opera & Vivaldi
(Austin: University of Texas Press, 1984), 267,
270-71.
waruskin's recent ideas are scattered through a

variety of sources and have not yet been published
in full. See, for example, his regular reviews and
review articles in Opus, but especially "The Crook-
ed Straight, and the Rough Places Plain, Alas; II/12
(December 1986), 42-43; and "Bach on Cello and
Piano: Throwback or Harbinger?" M/3 (April 1987),
22-25. The fullest statement of these ideas was con-
tained in his lecture, "I Have Seen the God Pan: A
Sketch of the Only Twentieth-Century Musical Aes-
thetic in the Western World," which I heard at The

\ /

Important Announcement

In London...

University of North Carolina at Chapel Hill, 20
March 1987. This lecture is due to be published soon
by Eulenburg Books in a volume of essays on authen-
ticity. For an earlier expression of Taruskin's views,
see "The Authenticity Movement Can Become a
Positivistic Purgatory, Literalistic and Dehumaniz-
ing:" Early Music XII/1 (February 1984), 3-12.
"The complete Savoy sessions are available on
Savoy Jazz SJL-5500 (five discs). The Dial sessions
do not seem to be available in the United States at
present.
'2Early Music VI/4 (October 1978), 556-67.
""A New Look at Handel's Recorder Sonatas, I:
Ornamentation in the First Movement of the F ma-
jor Sonata:' Recorder & Music 8/1 (March 1978),
8. Anthony Rowland-Jones has been kind enough
to say that my suggestion influenced him to reduce
the amount of ornamentation he was using in that
movement (Recorder Technique: Intermediate to Ad-
vanced, 2nd ed. [New York: Oxford University Press,
1986), 163).
"Versuch einer Anweisung, 169.
"Richard Taruskin, review of Francois Couperin,
Concerts royaux, performed by Trio Sonnerie (ASV
[d] LP, GAU 101), in Opus III/3 (April 1987), 34.
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Commentary on Sicut Malus
A motet by Pierre Moulu
arranged for ATB recorders

PLAYERS OF THE TENOF. AND BASS RECORD,

er often find little challenge in six-
teenth-century repertoire. This motet is
presented to give them an opportunity to
exercise their fingers. Players of all three
parts must take care not only to play
eighth-note passages smoothly and even-
ly, but to match phrasmgs in passages in
parallel thirds and sixths (for example, be-
tween the Discant [alto] and Tenor in mea-
sures 7-9). The temoo should be fast
enough so that each phrase can be played
in one breath (M.N.4. 60-72 for the
quarter-note).
The piece can in fazt be performed in

several ways: by instruments alone, by a
combination of instruments and voices, or
by voices alone. Although the source from
which the transcripticn was made is text-
ed, the piece seems more instrumental
than vocal in charac:er, with its wide-
ranging and frequent eighth-note pas-
sages.' Sixteenth-century musicians ap-
parently recognized this instrumental
character, for two different keyboard ar-
rangements of the work exist.'

The text
The Prima pars is taken from the Song

DOMINIK

ZUCHOWICZ
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and baroque.
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John Llndberg

of Solomon:

Sicut malus inter ligna silvarum
sic dilectus mews inter filios horn:num
et ego illi.

As an apple tree among the trees of the
wood,

so is my beloved among young men
and I am his.3

The Secunda pars comes from Psalm
38:9:

Domine ante te omne desiderium meum,
et gemitus meta ad te non est abscond itus.

Lord, all my longing is known to thee,
my sighing is not hidden from thee.

The composer
Little is known a.pout Pierre Moulu (c.

1480/90—c. 1550). The dates of his birth
and death are estimates based on manu-
script and printed sources that contain his
works.4 Moulu is reputed to have studied
with Josquin des Prez, and there is some
rather weak evidence that he was asso-
ciated with the French court.3
In recent times Moulu's name is usual-

ly mentioned in connection with feats of
contrapuntal virtuosity. Gustave Reese6
remarks on two works in particular: the
Missa Duarum facierum,7 which is so con-
structed that it can be sung either with all
rests, or with rests longer than a minim
omitted; and the Missa Stephane gloriose,
in which the second Agnus Dei can be
performed as a trio with the Tenor or a duo
without it.' Most of Moulu's music,
however, is closer in style and technique
to that of his contemporaries.9

The source
Sicut malus is the twentieth piece in

Petreius's Trium vocum cantiones centum
(Nuremberg, 1541).1° This collection of
three-part songs includes works with
Latin, German, French, and Italian texts
by a variety of composers. Petreius notes
in his preface that he is providing material
for beginners, who may have trouble per-

forming music with more than three parts.
He adds, however, that music in three
parts, when well written, can bring as
much pleasure as music in four or more
parts.

NOTES

'Nate values have been halved in this edition.
'Yvonne Rokseth, "Un motet de Moulu et ses
diverses transcriptions pour orgue; Bericht fiber den
Muskwissenschaftliches KongreJ3 in Basel 1924 (Leip-
zig: Breitkopf und Hartel, 1925). The same author
has published a transcription of the Prima pars of the
motet and an arrangement of this section for organ
in Treize motets et un prelude pour orgue parus chez
Pierre Attaignant 1531 (Paris: Librairie E. Droz,
1930).
'Song of Solomon 2:3; the phrase "et ego illi" comes
from verse 16 of the same chapter. Note that this
Latin version of the text, as well as the Latin text
of the Psalm, differ from both Vulgate and Septuagint
texts at several points. This and the following English
translation are taken from the Revised Standard
Version.
°Eee Paul Kast, "Moulu, Pierre; Musik in Geschich-

te und Gegentoart.
,See Howard Mayer Brown, "Moulu, Pierre," The
New Grove Dictionary of Music and Musicians
Brown cites two motets, Fiere attropes and Mater
floreat florescat, which deal respectively with an his-
tor:cal event and musicians known to have worked
at the French court.
6Mtisic in the Renaissance, rev. ed. (New York: Nor-

ton, 1959), 277-8.
'Brown, in his article in The New Grove, refers to
this mass as the Missa Alma Red emptoris mater, ac-
cording to the Marian antiphon upon which it is
based.
6August Wilhelm Ambros, Geschichte der Musik,

zweite verbesserte Auflage. (Leipzig: Leuckart,
1881), 279.
9For a :horough discussion of Moulu's style, see

James C. Chapman, The Works of Pierre Moulu: a
Stylistic Analysis (unpublished Ph.D. dissertation,
New York University, 1964).
°The original from which this transcription was
made is in the British Library, London. This
transcription is published with permission.

John Lindberg is a doctoral candidate at
the University of Cincinnati. In 1986-87 he
was a Fulbright Fellow at Friedrichs,
Alexander,Universitat in Erlangen, West
Genncny, where he pursued research on his
dissertation, entitled Origins and Develop-
ment of the Sixteenth-Century Tricinum.
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RE PORTS

Amherst
Early Music at Amherst is growing. Enroll-

ment is up, and students are playing better and
better. There is a new serousness about finan-
cial matters: a poster marking the progress of
the fund-raising drive was in evidence much of
the time last summer. We are told that the
bcard of the workshop has long-range plans, in-
cluding music publishing, as well as seeking to
insure Amherst's stability.
I would like to offer my impressions of
Amherst '87, which I hope will indicate the
diversity as well as the intensity of these two
weeks in August.
The viol players seemed to be virtually tire-

less. One consort was warming up at 8:30 a.m.,
while another was playing on a patio under the
stars at 1:00 a.m. Tablature reading accom-
panied the end of the evening meal (viol players
don't seem to eat dessert).
The harp conference this year was bigger

than ever. Harpists were working hard on
learning to play continuo and will soon be
ready to accompany the ever-improving stu-
dent singers.
Recorder players armed with Renaissance in-

struments are becoming more sophisticated in
their approach to the music. One of my ensem-
bles played the Palestrma madrigal "Vestiva i
colli" very well in tune and with ornaments in
all the parts.
The 2nd Annual Great New England Out-

door Double Reed Rally was a great success.
Twenty-five shawm an6 curtal (dulcian) players
performed on the Amherst town common. In
an effort to indulge the suspected double-reed
fantasies of workshop participants, and to raise
money for the scholarship fund, there was a
"Squawkathon" during the second week. For
a mere 50‘; anyone could try the bass shawm
or quint-bass curtal. (Smaller instruments were
less expensive.) A good time was had by all.
Some people even discovered that double reed
playing wasn't as hard as they thought.
Bev Simmons' new publicity seminar prcved

to be a very useful introduction to the art of
"making yourself presentable." We talked about
writing letters, making phone calls, and produc-
ing all the printed materials necessary in the
music business. Disc Ission was lively as we
shared our experiences and learned from Bev's
expertise.
The newly-expanded concert series was per-

haps the most exciting development this past
summer. The satisfaczion of hearing music well
played and sung after a day of working hard in
class brought enthusiastic applause and calls
of "Bravi!" from the audience. Sequentia openec.
the series with a concert entitled "The Wan-

derer:' which was impressive because of its
easy, confident flow, the result of years of col-
laboration by its members. It was a pleasure to
hear Ben Bagby's conversational style in the
songs of Walther von der Vogelweide and Os-
wald von Wolkenstein. The following night we
were serenaded by lutenist Paul O'Dette as he
gambolled down the aisles, never missing a
note. Not only does one marvel at Paul's ar-
tistry, but one is drawn in by his obvious love
for the music. In Shelley Gruskin's recorder and
Baroque flute recital, I liked particularly a solo
flute version of an eighteenth-century opera in
which the flute takes all the roles in turn.
Not to be outdone by all this excellence, the

first week's faculty concert was unusually
good. British harpist Andrew Lawrence-King,
who had arrived that day from Europe, rav-
ished the audience with his version of "Ama,
rilli mia bella" on triple harp. It was indescrib-
ably beautiful, with a great range of expression
and nuance, leaving one with that feeling of
clarity that near-perfection in music can bring.

The second week's faculty concert opened
with a moving piece dedicated to Andrew Acs
that was written and performed by gambist
Martha Bishop, with the assistance of gambist
Judith Davidoff and soprano Ruth Cunning-
ham.
Dull this workshop was not. As Paul Echols

exclaimed in rehearsal one day, "the days of pas-
sionless playing are over." And of the Mass
movements by Josquin and Isaac he was con-
ducting, he told us that "these are all basical-
ly about love." Alejandro Planchart asked us to
imagine the beauty of the sunshine on the hills
outside Rome at four in the afternoon in order
to understand the essence of Italian music. We
came away from the workshop not just with a
bunch of new fingerings and other tricks, but
with a deeper sense of why we are involved
with this music in the first place. And some-
times in the winter we think back to these peo-
ple and remember warmly.

Marilyn Boenau

Colorado: A Venetian Festival
The setting was marvelous: the matchless
Colorado scenery towered over us and each
morning gave us a clear, crisp, "I can see for-
ever" kind of day. Somehow, it did not seem out
of place to immerse ourselves in fifteenth, to
seventeenth-century Venice, a spectacularly
beautiful setting of another kind.
The morning technique classes focused on

slcils improvement, using Italian music ranging
from folk songs to canzoni of varying complex-
ity to the sonatas of the Italian masters. The
entire workshop gathered each afternoon for
polychoral ensemble work, and electives cov-
ered everything from basic ensemble playing to
the commedia dell'arte. A class in the latter was
led by Clara Legene, who has spent several
years as a street artist and mime in Italy.

Student gondoliers join Clara Legene's commedia dell'arte players in song.
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Clara and Eva Legine flank Denver's own Pantalone, Dick Conn.

Stewart Carter, dressed in his commedia dell'arte
costume and perched somewhat preccriously on
a piano bench, conducts polychoral limes posi-
tioned around tine balcony at the Colo-tad° Work-
shop's Gala Venez:ana.

Daily lectures helped set the stage for our
musical exploration. Stewart Carter provided
a glimpse of Venice past and present and ex-
plained the role of patronage in the develop-
ment of Venetian Music. Alan Luhring Drought
us into St. Mark's 4nd showed us where the
musicians probably stood when they petformed
those polychoral Gabrieli pieces we know so
well. A special "..xtra" was the talk by Andrew
Waldo, "So You Want to Blow the Audience

Away!" [His article on Renaissance ornamen-
tation with this title appeared in the May 1936
issue.] The entire workshop must have taken
it to heart because the final student/faculty
concert was one of the best I've heard.
But Jam getting ahead of myself. There was

much more to the workshop than the classes
and lectures. There was evening consort play-
ing, a picnic and sightseeing trip, swimming and
jogging for those who could find the time, an
ABS meeting, and a benefit auction full of
unusual musical items.
One of the most ins Diring events was a con-

cert of Italian music by Eva Legene, recorder,
and Larry Hamberlin, harpsichord. Eva's pris-
tine virtuosity crystallized the music and gave
it new meaning. The performers began by play-
ing sixteenth-century divisions with a rare
polish and sensitivity and then concentrated
on the late seventeenth-century masters, in.
cluding Vivaldi.
The final event of tile week was the Gala
Veneziana. This began with the workshop in
full assembly perform:ng several polychoral
pieces for choirs and an instrumental ensem-
ble that included sackbut, serpent, and cornet-
to. The three choirs were placed around a bal-
cony in true Venetian style. Directed by the
famous Polly Corrol (Stewart Carter), all the
musicians were suitably garbed in costumes
and masks. Clara Legene's commedia dell'arte
class performed a series of lively skits, after
which Dr. Luhring's Renaissance dance group
concluded the formal presentations. Then the
entire assemblage held a grand parade through
the campus; the party had begun!
Connie Pr: mus has a knack for bringing

together a delightful combination of instruc-
tors, and this year was no exception. Andrew
Waldo is a gifted performer and an outstanding
teacher who gave his students plenty of home-
work in the sixteenth-century ornamentation
class. Stewart Carter, in addition to directing

the choir, led the mixed ensemble with great
skill. Mary Waldo had a gentle way with her
classes, and Clara Legene poured her boundless
energy into hers. Larry Hamberlin's quiet and
solid musicianship inspired the harpsichord
class. Alan Luhring brought scholarship and in-
sights to the music of the dance, while Eva
Legene was a wellspring of inspiration as a
teacher and a performer. Connie produced a
splendid workshop full of a lot of beautiful
music. A wonderful time was shared by all.

Barbara Duey

Chesapeake
Director Gwen Skeens set the pace for one

of the most efficiently conducted workshops
I have attended. She left nothing to chance.
Every cog in the wheeling days ahead had a
place and was in its place when we arrived.
The faculty was always accessible, patient,

and ready to reconfirm and reassure. Paul
Clark, the musical dynamo from England, had
an unbeatable sense of humor and superb in-
structional finesse. Stan Davis played lustily
along with us in our consort class, and Scott
Reiss nurtured the krummhorn crowd like a
shepherd tending his flock. Margaret Budd was
gentle, gracious, and firm.
Scott's class in ear training was essential,

though I wish he had played soprano. Because
of the cacophony of instrumental sounds and
a noisy ceiling fan, I could hear neither Scott,
nor the unfamiliar tune, nor myself. We tootled
along until he provided relief in the form of
printed notes.
Paul Clark interpreted Scott's article on ar-

ticulation [which appeared in the November
1986 ARJ for our sixteen-member advanced in-
termediate recorder class. He played the ar-
ticulations for us and then listened while we
emulated the sounds on our instruments.
The faculty performance was splendid. The

boat trip, the closing performances with Paul
Clark, and the moving Dona nobis pacem with
Gwen Skeens were super highlights.
This seminar was my fourth since I embraced

the instrument two years ago. During work-
shop one, I learned to place my fingers; during
the second one, I gained finger speed; during
the third, I successfully played the notes in
ensembles; and this time, I could begin to play
musically. My next project will be to develop
my own style, following guidelines set by Scott
Reiss, Paul Clark, Stan Davis, and Margaret
Budd.
I was most grateful for this invigorating

recorder workshop and plan to attend many
future ones.

Edith F. Bondi

LIRF
The fourteenth annual Long Island Recorder

Festival Workshop took on new life this year
at La Salle Military Academy on the Great
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South Bay. Originally the summer estate of an
industrial magnate, the new locale offered
spacious classroom areas, lovely grounds that
included a swimming pool, and our very own
silver swans with reedy shore.
Director Gene Reichent hal assembled an ex-

cellent staff consisting of Ken Andresen, Mar-
tha Bixler, Stan Davis, and Pat Petersen. Bar-
bara Kupferberg presided at the keyboard as
she has in the past, and Allan Samant's viola
da gamba was a wonderful addition to the con-
tinuo. Cynthia Reichenthal and Julie Andresen
manned the music shop.
A highlight was the presence of Brian Bon-

sor, who came from Scotland just for the work-
shop. Composer, arranger, conductor, teacher,
pianist, and musician Far excellence, Brian
charmed us with his brogue and ready wit. As
a teacher, his corrections and crit:cisms were
made with such good humor and gentleness
that no one felt intimidated. "Brian's Time" in
the early evening was devoted to rehearsing the
Buxtehude cantata "Befiehl dem Engel dass er
komm" (we sang it in English). A wonderfully
mellifluous work for four-part chorus with four-
part recorder, harpsichord, and viola da gam-
ba accompaniment, the :antata sounded ethe-
real in the resonant acoustics of the chapel
(originally a ballroom of the mansion), where
we performed it.
After a few early-in-the-week glitches caused

by the site change, the participants settled into
a busy routine. Various technique classes were
offered daily, with three on the advanced level:
medieval and Renaissance, Baroque, and mod-
ern. Two ensemble sessions provided opportu-
nities to sharpen sightreading skills and gain
new insights into familiar pieces. There were
also optional mini-courses in theory, early nota-
tion, bass recorder, guitar, conducting, and
Morris dancing (taugnt by enthusiast Paul
Kerlee), along with one-to-a-part playing, ma-
drigal singing, and Renaissance band. Along
with the cantata rehearsals, evenings were
devoted to group playing, dancing, and
concerts.
Three high-school music students, and sev-

eral local music teachers who attended the
course for in-service credit, received partial
scholarships from the 3etty Ljostad Memorial
Fund, contributed by 3etty's friend, Jane Hare
Johnson. Betty first attended the LIRF sum-
mer workshop in 1986 and had planned to
come each year.
The faculty recital opened wfth the staff en

masse performing a piece by Delius and closed
with Glenn Miller's "Moonlight Serenade" In
between we heard wcrks by more conventional
composers for recorder like Handel, Telemann,
van Eyck, and Scarlatti. The student recital,
seemingly with a cast of thousands, was a mini-
marathon. Starting w.th dancing "on the green'
outside the chapel and ending with the can-
tata, we all survived to party afterwards anc
depart the next day with pleasant memories.
new and renewed friendships, and resolutions
to practice every sing.e day until the next work-
shop.

Ruth Shaffer

The loud band class at the Soit;hem. Utah Early Music Worki:-.op: Ph-1 Gottlmg, Jeff Snedeker, T-n
Collins, Dan Stillman, and .7nn Batley.

Midwest
The Midwest Breve Wee::: moved this year

to the campus of Carthage College in Kenosha,
Wisconsin. It proved to be a deligitful change
The campus, located on a bluff overlooking
Lake Michigan, has modern and well-equippec
facilities that were ideal for the workshop.
A regular feature of Brme Weeks over the

years has been the performance of a major
musical work, arranged Ey Shelley Gruskin to
fit the resources on hand. This year it was the
motet "Ave mans stela," a =mpos:e work with
polyphonic choral settings by V:ctoria and in-
strumental interludes by Cahezan, interspersed
with plainchant settings of the :ext. To male
it even more interesting, :Ire chants were in old
notation on a four-line staff, and the settings
by Victoria used soprano, a...to, and tenor clefs.
The daily schedule began with technique

and ensemble classes, with everyone grouped
according to playing ability. These were fcl-
lowed by special interes: classes: krummhorn,
Baroque flute, rhythm, and Marcello's recorder
sonatas, along with various consorts.
The Breve Week was anicue among ARS

summer workshops in o Tering two courses for
credit toward the new Teaching Certificate.
The students in Louise Austin's pedagogy
course and Martha Bix_ers maKer class soon
learned they were in for a grea: deal of work!
However, it was not all work and no play.

Free time in the late afternoon found almost
everyone at a nearby beath cr n the olympic-
sized pool.
The faculty recital or Saturday evening was

a delight. Particularly exciting was a set of con-
temporary pieces for viola. da gamba and tenor
recorder, performed by Jlicht1-. Davidoff and
Martha Bixler and narrated by Shelley
Gruskin. Then the stucents had their turn,
presenting a now solid sore well-rehearsed "Ave
mans stella."
At the end of this hr ef Eir: intense work-

shop, we all agreed that it had been one of tne
best ever.

David F,:sj:er

Mideast
Any newcomer to the Mideast Workshop,

as I was last su-nmer, will get an immediate
sense of :amaraderie. A number of people from
all parts of the C3untry return wear after year
to renew old accuaintances anc improve their
musical skills. But there is no exclusivity or cli-
quishness Ali first-year attendees were
adopted by tne family and made to feel r.ght
at home.
Much of the ::redit for this close family at-

mosphere goes to co-directors Marilyn Carlson
and Ken Wol:itz and coorcinator Mary
Johnson. They were always avalable to answer
questions and take care of administrw.ive
details. This effective administration was
couplec with a first-rate faculty. The instruc-
tors to whom I was exposed, all of them out-
standing, were Lucy Bardo, Marilyn Can. son,
Mary Johnson, and Ken Wolin z. The prozram
was broad and flexible enough to allow nost
attend ees to try something new. I enroll5c1 in
Mary Johnson's beginning viol class and frund
that I could acrually make a musical sound on
a stringed instrument (well, sort of).
One of the week's highlights was a series of

lectures by Cain Sterne that traced the evolu-
tion of nationa. styles during the sixteenth cen-
tury. He illustrated his points with music al ex-
amples performed by the aucience. I also en-
joyed the informal before-dir ner playins ses-
sions that allowed everyone to relax and :nake
music just for the fun of it.
Accommodations at La Roche College were

fine, the air conditioning was a blessing, and
the food was well above average for its kind.
For me, the workshop was both fun aid an
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A RECORDER PRIMER
Some companies advertise that they "customize" the instruments they sell.
Recorders, as they come from the maker, are designed to produce particular
sounds and possess particular playing characteristics. While we do agree
that occasional adjustment and tuning is necessary before the instrument is
shipped to the customer (a service performed by our staff on every instru-
ment we send out), we do not agree that the instrument should be drasti-
cally altered. We have seen instruments in which the windway has been
enlarged or otherwise changed, a technique which not only changes totally
the sound of the instrument, but also diminishes the value of the recorder
for possible trade-in or sale in the future. We would suggest, instead, that
you consider carefully the characteristics of the various makes, and choose
your instruments accordingly.

Kling — these Swiss-made recorders have a large and rather flat windway. They possess a
full, dark sound, and they blow freely and easily. This, coupled with their very
reasonable prices, make them an excellent choice for your first "serious" recorder.

Moeck Rottenburgh — probably our most popular recorder. The windway is somewhat
narrower than the Kling, and is curved. The balance between the low and high regis-
ter is therefore a bit better. Since they are owned by a great many players, they are
perfect for consort playing!

Mollenhauer — we have recently begun to carry this German make. We find them to be
similar in appearance to the Rottenburghs, and almost identical in playing characteris-
tics and sound! Their appeal is in the price, which is approximately 30% lower than a
comparable Rottenburgh.

Moeck Steenburgen — these instruments are of late-Baroque design. The windway is
high and thin, and the sound is reedy and a bit bright for some tastes. They are con-
siderably more expensive than the Rottenburghs, but we have a good supply of "old"
stock, so our current prices are quite low. A good buy for those looking for this type
sound.

Heinz Rossler — we carry two lines of Rossler recorders: the Oberlender series has the
thinner curved windway, producing a bright, clear sound and has excellent intonation.
We recommend them particularly for solo work. The Meister series is similar in
bore, but the turnings are simpler and the windway is flat. With their lower prices.
we think them excellent bargains.

Moeck Renaissance — made only in maple, these recorders have a large windway and a
wide bore, producing the typical Renaissance sound; a full rich low register, but al-
most no high register. For the earlier music, this is the best choice, but do not expect
it to perform like a Baroque recorder.

Friedrich von Huene — we are proud to offer the von Huene recorder as the "flagship" of
our recorder line. They need no introduction: recorder enthusiasts know that the
workmanship, tone, and intonation are impeccable. Please keep in mind also that we
offer a very liberal trade-in policy for those who wish to step up to the finest.

Please remember also that we offer approvals on all our instruments, and that our two-
year service warranty includes re-voicing as necessary. This will insure that your recor-
der continues to play and sound as the maker intended, and continues to perform for you
as well as it did when new!
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educational experience. I definitely recommend
it to players at all levels.

Russ Bronstein

Southern Utah
Southern Utah State College in Cedar City
was the setting for the first annual Southern
Utah Early Music Workshop, held last August
in conjunction with the Utah Shakespearean
Festival. Twenty-three participants from as far
away as Hawaii gathered to attend classes and
play in ensembles. The faculty included John
Tyson (recorder), who provided a wealth of
information on improvisation, and Marilyn
Boenau (broken consort), who offered an
enlightening and practical approach to or-
chestration. Daniel Stillman (loud band)
presented a marvelous introduction to the in-
struments, and Andrew Appel (keyboards)
gave a fine talk on English keyboard music of
Shakespeare's time. Jeffrey Snedeker, workshop
director as well as music director of the
Festival, led a discussion on how music was
used in the theater in Shakespeare's day. Also
involved in the workshop were the six company
musicians of the Festival.
The workshop culminated in a concert fea-

turing faculty, company musicians, and par-
ticipants. During the week, participants had
the opportunity to see Comedy of Errors,
Richard III, and Much Ado About Nothing.
Other Festival activities available to one and
all were a Renaissance Feaste, the Royal Tea,
and the nightly Greenshow, an outdoor presen-
tation of music, dancing, and juggling. Some of
the more intrepid visited Cedar Breaks Na-
tional Monument and Zion and Bryce National
Parks.

Philip Gottling

1987 New Zealand Early Music
School, or Gruskin Downunder
Picture the scene: a worried Summer School

director, with two friends for moral support,
waiting at the airport to greet Shelley Gruskin
and LeAnn House. Will she recognize them?
What will they be like? What will they think
of the standard of playing here—horrors, per-
haps they deal only with advanced pupils! At
this stage the director has to be led away for
a reviving cup of coffee.
The scene is very different a few days later.

Feedback from the Gruskins' classes borders on
the ecstatic. Shelley has given an elegant and
eloquent talk on the musette, with copious mu-
sical illustrations, to an entranced audience.
Several total beginners on the harpsichord are
showing every sign of becoming useful continuo
players under LeAnn's guidance. Most encour-
aging of all, one of the less able recorder players
has casually informed the director that "we
were all playing Machaut from the original
notation this morning" As the director knows
full well the student in question can barely cope
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with ordinary notation and has, almost certain-
ly, never heard of Machaut before, she realizes
that a learning experience of ex:raordinary
quality must be taking -place!
Later, as the School draws to an end, there

is a chance to ask Shelley and LeAnn about
their impressions. The friendliness they have
met during their visit is a recurring theme in
the conversation. Even the egalitarian nature
of the School, where there is little privacy and
you are expected to mix with students from all
the different disciplines, has not proved too
much of a strain. Tiring it may be, but also re-
freshing. The highlights of their visit are not
musical: the food, the fresh air, and the scenery
all come in for comment. LeAnn has become
an enthusiast of the local kiwifruit and is fill-
ing her luggage with t:ns of it to take home.
Asked about the differences between students
in New Zealand and those he meets at Amer-
ican summer schools, Snelley mentions mostly
similarities, which are surprisingly numerous.
However, he does notice that when American
players sightread a piece they tend to get faster
and faster, whereas New Zealanders gradually
play slower and slower—perhaps an interesting
insight into the national character of each
country?
The School closes with two special evening

concerts. In the first, the Renaissance Band,
orchestrated and directed by Shelley, accom-
panies the dance class, under the guidance of
Helga Hill from Melbourne, Australia, in an
outstanding demonstration of Renaissance
dancing. The collaboration between musicians
and dancers is enormously satisfying, and
Helga, a tutor at our last five Schools, votes this
by far the best from the musical point of view.
On the last night the renowned English Ba-
roque violinist John Holloway leads an or-
chestra that, nine days before, was an ad hoc
group of mainly inexperienced players, in a chal-
lenging program of Bach, Telemann, and Lully.
It is an astonishing experience, with the players
giving a performance many professional groups
would be proud to emulate.
New Zealanders and Australians refer to

their part of the word as "downunder." To gc
downunder is rather like travelling to the
world's end. In New Zealand we hope Shelley
Gruskin and LeAnn House have enjoyed their
visit to this farflung part of the world as much
as we've enjoyed them. Their contribution to
the success of the 1987 National Early Music
School has been considerable, and they have
left behind a host of friends—the audiences
who heard them play, their cclleagues at the
School, their students, and, not least, one ex-
hausted but happy music director.

Adrienne Simpso-i

Urbino
The exquisite Italian city of Urbino, perched

atop a hill east of Florence, has changed litt.e
since the fifteenth century, when Duke Fede-
rico of Montefeltro and his son Guidobaldo
made it one of the most important centers of

Renaissance culture. Guidobaldo and his for-
midable wife Elisabetta would probably have
been pleased with the events that took place
around their palace for ten days last July. The
:talian recorder society (Societa Italiana del
Haut() Dolce) gathered 275 courtiers of music,
song, and dance to its nineteenth international
course of ancient music.
Auditions were required for placement in

most classes. I felt I was in the company of bud-
ding professionals as I listened to the eager en-
trants playing difficult passages with ease. I
was fortunate to be placed in an intermediate
recorder class led by Renato Frigerio, who has
taught in the Urbino program for several years
During the ensemble portion of the class, we
studied opera music and dances by Lully. For
daily individual lessons, we chose from the
music of Marcello, Chedeville, Boismortier, and
Hotteterre, guided by treatises by Mr. Frigerio
on Italian and French phrasing and articulation.
We were invited to sit in on the individual les-
sons, and I took advantage of this opportuni-
ty as time permitted.
Because of scheduling conflicts, I could not

take the Renaissance dance course, but I ob-
served one of the classes. Barbara Sparti led the
group in dances of the 1400s by Guglielmo da
Pesaro and Domenico da Piacenza, accompa-
nied by pipe and tabor.
The chorus met late in the afternoon. We

singers, a convivial lot, were joined by members
of the choral conducting class (new this year
and very popular). We sang a variety of Italian
songs by well-known and not-so-well-known
composers. The young conductors-in-training
had ample opportunity to practice their skills
on us, under the able guidance of the director,
Jurgen hirgens.
The variety of other classes was comparable

to that offered at the ARS workshop at Am-
herst. Among the non-instrumental offerings
were Alexander technique, yoga, Dalcroze
rhythm exercises, and musical iconography.
The view from our classrooms of trees and

rolling hills, so reminiscent of landscapes in
paintings by Raphael (a native of Urbino) and
other quattrocento painters, was both an in-
spiration and a distraction.
Other distractions were easy to find. Wan-

dering through the corridors and courtyards,
I listened to practice sessions taking place
behind every door, in cubbyholes, and —a fa-
vorite for one flutist —in a spare bathroom stall.
In the piazzas music inevitably broke forth amid
chatterings over the day's activities. Conver-
sations were in many languages as the work-
shop drew students from England, Austria,
Switzerland, Belgium, Holland, and Germany,
and from as far away as Japan, Canada, Nor-
way, and the United States. The course was
officially in Italian, but someone was always
available to translate into any language.
As if the workshop weren't enough, the town

of Urbino and SIFD six years ago inaugurated
a concert series :hat runs concurrently. Last
year this festival commemorated the 350th an-
niversary of Buxtehude's birth and the 300th
anniversary of Lully's death. The concerts

allowed us to hear performances by many in-
structors at the workshop as well as by a
number of guest artists. Concerto Italiano per-
formed two Buxtehude cantatas, and an excep-
tional program of Bach sonatas featured Marij-
ke Miessen, recorder; Lucy van Dael, Baroque
violin; Wouter Moller, Baroque cello; and Bob
van Asperen, harpsichord. My recorder en-
semble enjoyed a concert of Lully's suites by
the Orchestra Giovanile Romana. Just as ex-
citing were concerts by members of the "supe-
riore" seminar and their instructors, Han Tol,
Pedro Memelsdorff, and Gerd LiMenbUrger.
On our last evening, after the second of these
presentations, a loud band led us out of the
concert hall (a deconsecrated church), past the
ducal palace, and into the piazza.
For any early music enthusiast who wants

to participate in a serious workshop in an au-
thentic Renaissance setting, Urbino can be a
rich and rewarding experience.

Elizabeth Guiher

Anyone who would like information on the Ur-
bino course is welcome to contact the author of this
report at 212-831-1911.

Recorder in Education
A hundred and fifty students from eight

countries attended last summer's Recorder in
Education Summer School, the thirty-ninth, at
Trinity and All Saints' College in Horsforth,
England.
Edgar Hunt, Brian and Mary Bonsor, Paul
Clark, Herbert Hersom, Philip Thorby, and
Margaret Westlake provided an amazing array
of choices. Two elementary, intermediate, and
advanced levels were offered at each of twelve
playing sessions during the week. That made
seventy-two opportunities to participate in en-
semble playing, plus a choice among six
tutorials that met each morning. There were
also lecture demonstrations, early notation
classes, folk dancing, Renaissance band, choir,
and after-dinner ensemble sessions. On one
evening we had a rousing good time playing
several different "batailles," and on another a
fifty-voice choir and ensemble of a hundred
recorders performed a Buxtehude cantata.
On :he final evening of the course the pro-

fessional ensemble Harmonie Universelle
played Telemann, Couperin, and C.P.E. Bach
on Baroque flute, theorbo, and viola da gam-
ba. Works performed in the student concert on
our last afternoon ranged from Telemann trio
sonatas to something entitled "If you are not
in good trim"
Accommodations were posh by American

standards. All resident students were provid-
ed wlth single rooms, morning housekeeping
services, and better-than-expected cafeteria
meals. Then add first-rate instruction frcm 9
a.m. :o 9 p.m., all to the tune of about $300!
It was a wonderful week that gave us great

joy in our musical journey.
Karen Crotty

Nancy Van Brundt
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For those who delightn

authentic sounds oeck offer

Renaissance and Baroque

instruments (recorders, flutes,

crumhorns, comamuses, curtals,

dulcians, shawms, corn etti,

oboes, bassoons, racket, etc.)

Just released: newly designed

alto and soprano recorders

after Jan Steenbergen at A 415

and A 440 with its charact-

eristic high narrow windway

producing a unique and refresh-

ingly different recorder tone.

Renaissance soprano recorder

with a range of 2 octaves after

Kynseker. Also available a

new transverse flute after

Godefroid Adrien Rottenbutgh

at A 415 and A 440, oboes

after Jacob Denner at A 415

and Bamaba Grassi at A 440,

soprano shawm after Jacob

Delmer. For twenty years

oeck Rottenburgh Recorders

have been the most widely

purchased solo recorders for

students, pupils and recorder

players throughout the world.

The playing characteristics

and accuracy of tuning have

been steadily improved over

the .years to become near per-

fection. neck School and

Tuju recorders have become

the leading instrument in

primary school music

ethication.

MEDI
a generation of experience in the art of making
superlative recorders and historical woodwind

Please ask for detailed information: Magnamusic Distributors, Inc.,
Sharon, Connecticut 06069, Telephone 203 / 3 64-5431
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BOOK REVIEWS

Performing Medieval and Renaissance
Music: An Introductory Guide
ELIZABETH V. PHILLIPS AND JOHN-PAUL
CHRISTOPHER JACKSON
Schirmer Books, 1986, xiv & 316 pp.,
$24.95
The authors of this textbook on early-music

performance are well qual.fied by education
and experience to offer instruction on the sub-
ject. Both earned doctorates from Washington
University in St. Louis, wnere they directed
the collegium musicum anc studied historical
performance practices; and both are now af-
filiated with other colleges, :continuing their ac-
tivities as performers and teachers. The preface
describes their intentions: to address "the
needs, both practical and scholarly, . . of the
performer of early music, whether involved in
an academic program or in a community ensem-
ble' The authors present their lessons in three
main parts and a group of appendices, com-
plemented by illustrations, facsimiles, partial
and complete musical examples, charts, lists,
bibliographies, and a final index.
Part I, "The Constitutior. of the Early Music

Ensemble," begins with an abbreviated history
of the collegium musicum in Europe and Amer-
ica, along with a description of the benefits to
be derived from the performance of early music.
One wishes that more information had been of-
fered in this chapter; the authors' philosophical
points are well taken, but the discussion is so
scant that it functions only to "preach to the
converter The next chapter considers re-
sources for performance, describing the vocal
and instrumental requirements of ensembles of
various sizes and levels of ability, as well as the
different forms in which scurces of early music
are available today. The book's treatment of the
latter subject—including a selective list of mod-
ern editions — is well handled, as is the discus-
sion of vocal performance (although the stipula-
tion that a "motet choir" is to have exactly five
singers for each of the four modern vocal ranges
seems unnecessarily arbitrary). Much of the
material on instruments, however, is so super-
ficial as to be of little practical value: except for
useful lists of suggested instrumentations, this
section gives only genera: descriptions of cat-
egories of instruments (these should have been
combined with the appencices dealing with the
same subject) and painfully obvious statements
about selection and maintenance (e.g., "the per-
son responsible for an ir.strument collection
must become familiar with the needs of each
instrument, whether stored or in use").
Part II offers "General Guidelines for Early
Music Performance' Here the authors first

analyze different approaches to the subject,
showing how unavoidable practical considera-
ticns often compromise attempts to create
"authentic" performances. The chapters that
follow treat such important topics as studying
or:ginal musical sources, choosing the ensem-
ble to perform a given work, pitch, musica fic-
ta rhythm and its notation, language and text
ur derlay, and improvisation and ornamenta-
tion. Although a few of the discussions are
weakened by unclear terminology, incomplete

Election Notice
Call for petitions

The 1988 Nominating Committee,
under the chairmanship of Kalamazoo
Chapter Representative David Fischer,
has drawn up a preliminary slate of can-
didates for the Board of Directors of the
American Recorder Society for the next
four years. This slate will appear in the
winter Newsletter.
ARS members have already had one op-

portunity to participate in the nomination
process by sending suggestions to the
committee. Now they have another: they
can nominate by petition. Such nomina-
tions are made by submitting to the chair-
man of the committee a petition signed
by at least ten memberships of the Socie-
ty; a statement of the nominee's qualifica-
tions for the post of Director; and another
statement, signed by the nominee, ex-
pressing a willingness to assume the re-
sponsibilities of Director. The name of
anyone nominated by petition will auto-
matically be added to the list of candi-
dates on the ballot. (Please note that two
people sharing a famiy membership count
as one name on the petition.)
To make a nomination, write to Mr.

Fischer at 2948 S. 6th St., Kalamazoo,
Mich. 49009 for the necessary forms.
Please enclose a stamped, self-addressed,
business-size envelope.
Petitions and statements should be re-

turned to Mr. Fischer by March 21, 1988.
Any petitions received after this date will
not be considered valid. The final slate of
candidates and a ballot will be sent to the
membership in April.

explanations, and redundant writing, this sec-
tion in the main is one of the most worthwhile
parts of the book.
Part III, entitled "The Early Music Reper-

tory: Specific Recommendations for Perfor-
mance:' is also of considerable value. The
largest unit in the book, it consists of an an-
thology of thirty-five significant and represen-
tative works of early ensemble music (from the
Gregorian-chant setting of "Haec dies" to
Thomas Tornkins's three-voice anthem "0
Lord, Rebuke Me Not"), presented in modern
notation drawn mostly from existing editions.
For each selection the authors provide his-
torical and musical information, an identifica-
tion of the edition used and the source(s) on
which it is based, and supplementary lists of
facsimiles, recordings, and other editions.
While such pedagogical anthologies are fre-
quently put together by simply reprinting the
notation of existing editions, here the music has
all been newly engraved, thus producing a
commendable consistency of appearance (if not
of editorial method; unfortunately, not all of the
original editors' special notational symbols are
adequately explained).
The appendices also constitute a sizable por-

tion of the book. Appendix A discusses genres
not included in the anthology: medieval mono-
phonic secular works, polyphonic dance before
1500, solo instrumental music, and dramatic
music. Appendix B presents historical informa-
tion on a large number of musical instruments,
most of which are illustrated by line drawings
copied from various sources (not all of them
accurate —caveat lector!) and produced especial-
ly for this book. Appendix C consists of a chart
showing the ranges of these instruments; again,
the reader must be on guard, for the informa-
tion is often incomplete (the family of recorders,
for example, is credited with having only in-
struments in F and C, with no mention of the
historical alto in G or soprano in D). Appen-
dix D is a useful list of selected journals that
deal with early music. It appears to have been
an afterthought on the authors' part, however,
as it bears little relationship to the extensive
bibliography at the end of the book; in fact, out
of the ten listed journals, at least six (including
The American Recorder) are not represented by
any articles in the bibliography at all. Appen-
dix 1.7, a set of guides to the pronunciation of
languages employed in early music, will prove
beneficial to singers and choral directors who
have reached the requisite level of sophistica-
tion in their performance and can properly in-
terpret the phonetic symbols used in the
charts. Finally, Appendix F presents "A
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Cortols provide the means, at minimum cost, for playing a wide
range of consort music. Well-designed of polystyrene with a
wood-like appearance, they blend well with recorders and fulfill
the needs of early music enthusiasts, soloists and collegiums.
Alto Cortol $98.00 Tenor Cortol $180.00
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Now in its second decade, the Early Music Studies
program at the College of St. Scholastica has established
a world-wide reputation for excellence. The program
offers a Bachelor of Arts degree in Early Music Studies,
with a choice of emphasis in Applied Music, Music
Literature, Music Education, or Music Management.
Students work closely together with faculty in a
congenial and stimulating environment.
Early Music Faculty
Shelley Gruskin—recorders, flutes
Sr. Monica Laughlin—clarinets, recorders

--., Penny Schwarze—viols, baroque violin
LeAnn House—harpsichord, fortepiano
Edward Martin—lute
Paul Fletcher—voice

For more information, contact:
LeAnn House, Chair, Department of Music
The College of St. Scholastica, Duluth, MN 55811
218-723-6194
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Indiana University School of Music

Summer Festival 88

RECORDER WORKSHOP
Eva Legene, Mary Goetze, Shelley Gruskin

June 20-24, 1988

• Beginning, intermediate, and advanced technique
• Master classes

• Repertoire and performance practice

• The recorder in Orff-Schulwerk classes
• Ensemble coaching

For more information and an application, contact:
Office of Special Programs

Indiana University School of Music
Bloomington, IN 47405

(812) 335-1814

Checklist of Performance Considerations:' all
of which have already been covered in the
book-but then, repetition is a time-honored
pedagogical device!
In their preface, the authors propose that

their textbook be used not only by instructors
and students "in connection with a one- or two-
semester course in collegium performance or
historical performance practice:' but also by
general performers "as an ongoing reference
toor Although both types of potential readers
will find much of value in this book, it seems
far better suited to the environment of the
classroom, where experienced teachers can
draw from it selectively, capitalizing on its
stronger features and supplementing- or judi-
ciously avoiding altogether-its weaker parts.

William E. Hettrick
Hofstra University

Italian Poetry and Music in the
Renaissance, 1350-1600
JAMES HAAR
University of California Press, 1987, xvii &
245 pp., $35
Haar is no newcomer to his subject. As long

ago as 1961 he served as editor for the Harvard
Isham Library Conference proceedings on the
chanson and madrigal. Since that time he has
published several important monographs on Re-
naissance musical matters and has established
a reputation as a careful and insightful re-
searcher. It is those insights, several of which
were influenced by research by Nino Pirrotta,
that make this volume particularly interesting.
The material here was first presented as the

1983 Ernest Bloch Lectures at the University
of California at Berkeley. Haar's subject is the
changing relationship of word and tone in the
madrigal through the chronological span of the
Renaissance. He asks what the music does to
add or detract from the text and how it does
it, and whether a real fusion is possible. He also
examines the fairly constant switching of
French and Italian dominance. The lectures can
be read in two ways: without the footnotes,
they provide an extended overview of the
poetry and music of the period; with the foot-
notes, they serve as a very thorough review of
the literature. The extensive and well-chosen
musical examples forcefully demonstrate Haar's
observations and conclusions.
The first chapter surveys the madrigal and

ballata from about 1320 to 1420, primarily
through the works of Jacopo da Bologna, Piero
of Perugia, and Giovanni da Cascia. Musical-
ly the period was strongly influenced by the
French style until the turn of the century,
when a kind of internationalization set in. An
example of Haar's - and Pirrotta's - insightful
research is the postulation that early vocal
music may have been derived from instrumen-
tal music-rather than the other way around,
as is commonly thought. They reached this
conclusion after separating the embellishments
from the melodic notes of several vocal pieces:
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when looked at independently, the ornamen-
tation was idiomatically Keyboard-like, sug-
gesting a transfer from keyboard to voice. The
chapter ends with a discussion of the decline
of the early madrigal and the rise of the
Landini-style ballata.
Chapter two considers the paucity of Italian

music "in the flush of the early Renaissance"
relative to the large number of French and
Flemish pieces in Italian manuscripts. Haar
notes that French influence was everywhere.
The Venetian statesman Marco Foscari, for ex-
ample, wrote: "In the heart of every Florentine,
if it could be cut open, there would be found
in the very center a lily of gold" (the lily is, of
course, the heraldic sign of the French monar-
chy). Among the reasons Haar suggests for this
state of affairs: that the important musicians
in the retinues of the ecdesiastical leaders were
French and Flemish, and that the new hu-
manists, with their interest in ancient music,
were antagonistic to polyphony.
But in the latter part of the fifteenfn century,

a musical "embourgeoisemmt" took place that
emphasized a new word-tone relationship lead-
ing to the sixteenth-century madrigal, the sub-
ject of chapter three. Haar describes the
madrigal at this point as "humanistic theory in
practical guise" and hypothesizes tnat in its
new form it was really a filly-texted frottola.
He suggests that the standard history texts
that credit Verdelot, Arcadelt, and Festa as
"founders" of the madrigal are oversimplifying
and speculates that hundreds of popular me-
Iodic fragments may be hidden in these works
— reminding us that we can never hear the
music of the past as its contemporaries heard it.
Chapter four deals primarily with the "lost"

music of the "improvvisa:ori," whose efforts
were never recorded. One of their number
became the hero of a novel by Hans Christian
Andersen, and Savonarola "confessed as a sin
that he preferred hearing romances sung in the
piazza to Vespers sung in church" Members of
illustrious families such as the Medici and
d'Este were "improvvisatpri"
New performers, non-professionals who

could read the music clearly laid out for them
and who wished to assoziate with the aris-
tocracy, and new notation in the form of black
and "colored" notes are the major concerns of
chapter five. The newer compositions included
highly chromatic pieces like Lasso's famous
"Prophetiae Sibyllarum" and the -madrigali
honesti"— spiritual madrigals sung to sacred
texts.
Chapter six considers :he shift from poly-

phony to monophony. Mt_sical innovations in-
cluded the use of many more related chords and
regular (non-speech-governed) rhythmic pat-
terns. Haar concludes this introduction to the
"Baroque aesthetic" by noting that the theatri-
cality of Baroque declamation replaced the in-
timacy of the Renaissance madrigal.
A careful reading of this book wAl provide

the appropriate intellectual and musical con-
text for performing this i:nportant repertory.

Jane P Ambrose
University of Vermont

1988 INTERNATIONAL EARLY DANCE INSTITUTE

Instruction in 4 Centuries of Dance
Goucher College, Towson, Maryland

WEEK I
June 12-19,1988

Enjoy popular dances from
each century, including:
• Basses Danses
• Minuets
• Galliards
• Waltzes, Polkas

WEEK II
June 19-26,1988

Develop technique and
knowledge in any one area:
• Early Renaissance
• Late Renaissance
• Baroque
• 19th Century

Renowned Faculty — Evening Activities — Live Music

Information
Brochure

Application

Historical Dance Foundation, Inc.
31 Union Square West, Suite 15D
New York, NY 10003 (212) 255-5545
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VON HUENE WORKSHOP
65 Boyliton Street, Brookline, MA 02146, (617) 277,8690
WE ARE NOW planning a series of soprano recorders which

we are calling the

Rtppert Soprano Recorder at a-440
These inftruments match our famous Ripped Alto Recorders in sound
and appearance. We are offering them in the same materials as the alto
recorders, with double holes, three piece conftruaion, and a cloth
etui. Their prices are:

$450. soprano in rosewood
Ssoo. soprano in grenadilla

$600. soprano in European boxwood

A limited number of soprano recorders are
made in genuine ivory for a price of $1,200.

At the same time we are planning a series of

Rtppert Sopranino Recorders at a-440
Their prices and materials are the same as the sopranos.

We expea to deliver these inftruments in the beginning of 1987.

Sincerely yours,

Friedrich von Huene
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MUSIC REVIEWS

Sonata pour Flute a bec Alto seule
C. P.E. BACH
Transcribed by Laurent Hay
Leduc AP 26.107, 1983, distributed by
Theodore Presser, $6.75
Every instrument has its limits. That is not

to say that one should not do everything in
one's power to stretch these limits, or that

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

Beha & Gibbons
H I STORICAL
W OODWINDS

Baroque & Renaissance
o Woodwinds for the

Professional Musician

BAROQUE RECORDERS

Bressan Hotteterre
Rippert S tanesby, Jr.

Steenbergen

RENAISSANCE

RECORDERS

van Eyck Ganassi
Kynseker

RENAISSANCE FLUTES

at a' — 440 & 46'6'

Laura Bence fool. & Bernard A. Gibbons
63. Huron Avenue, Cambridge, Massachusetts 03138

Telephone: (617) 547-1424

music for one instrument cannot be played suc-
cessfully on anothei-. However, a trumpet
should not be asked to express the feelings of
a lamenting shepherd, and a recorder should
not be required to deal with the Empfind-
samkeit style of C.P.E. Bach's A minor sonata
for traverso senza basso. This wonderful piece
depends heavily on dynamics; its style, in fact,
ensured the ascendancy of the traverso over
the recorder, tragic as that development may
have been. Therefore, it seems contradictory
to publish a recorder version of this sonata -
even though such transcriptions were common
enough during the eighteenth century.
On the other hand, though the recorder may

not meet the expressive demands of this
sonata, the work is a challenge and provides
a marvelous technical exercise.
Leduc's edition is faithful to the original,

which appeared in 1763 in the musical quarter-
ly Musikalisches Mancherley. The printing, un-
fortunately, is not so elegant as the original. It
is rather messy and appears crowded on the
page.

Paul Jacobson

Zwiilf Sonaten far Flote und Basso
continuo, Op. 3
Volumes 1 & 2 (Nos. 1-3 & 4-6)
JEAN-BAFTISTE (JOHN) LOEILLET

Edited by Istvan Mariassy
Edition Kunzelmann GM 793a, 1982,
distributed by Foreign Music Distributors,
$18 each
"John of London" Loeillet divided his loyalties

among several instruments - oboe, traverso,
harpsichord, and recorder. His four collections
of twelve sonatas for flute and bass accom-
modate both recorder and transverse flute (the
latter was gaining popularity in England,
perhaps because of Loeillet). In Opus 3 the first
six sonatas are intended for alto recorder,
although any of the twelve can be played on
recorder, traverso, or oboe. In the second move-
ment of Sonata No. 3 the range descends a
semitone below that of the alto - not an un-
common occurrence in Baroque recorder music.
These unpretentious works, sounding rather

like simplified Handel sonatas with their slow-
fast-slow-fast tempos and Italianate style, are
melodically very pleasant. If one is looking for
slow movements that lend themselves to free
ornamentation, these are ideal. For example,
the Adagio in Sonata No. 6 moves along in half
notes in 3/2, the bare essence of a beautiful
melodic shape begging for elaboration.
Mariassy's edition is very clear, and the

prefatory notes are informative and helpful. In

them he points out where he deviates from the
manuscript, and why. For the most part, he in-
dicates any additions by brackets and uses dot-
ted lines for editorial slurs. I do not understand
why he felt it necessary to change Loeillet's ap-
poggiatura notation. Mariassy's realization is
simple and straightforward, leaving room for
the harpsichordist to elaborate, although occa-
sionally it is too notey and too high. It would
be better if the realization were included as a
separate part, so that the performer could
choose to do his own realization from the bass
part.

P. J.

Capricen far Altblockflote Solo
Transcribed by Hermien Teske
Amadeus BP 387, 1982, distributed by
Foreign Music Distributors
Excerpted from the Fantasier og Capricier af
Quantz, a collection of sixty pieces for traver-
so that is published in its entirety by Amadeus,
these twenty-five studies have been transposed
up the traditional minor third (fourth, in one
case) for recorder. Actually, all sixty can be per-
formed as is on recorder if the player uses voice-
flute fingerings on alto.
The authorship of the Capricen is uncertain.
The original is in an eighteenth-century copy-
ist's hand. Many of the studies may be by
Quar_tz, who probably assembled them for
Frederick the Great. Notes in the manuscript
indicate Blavet, Blockwitz, et al., as sources.
Those selected for this edition are arranged by
key, progressing from easy keys to difficult and
covering the twelve used in Baroque music for
the recorder. The pieces are in a great variety
of musical styles, and many-among them the
beautiful sarabande and its four doubles (No.
8)- are suitable for performing.
Given the sparsity of challenging studies -

especially musically pleasing ones-and of
unaccompanied solo literature for recorder, this
collection is a wonderful addition to the reper-
tory. The edition is faithful to the original, and
the printing is excellent.

P. J.

Paul Jacobson is a recorder and traverso player
who Fves in Minnesota. He is co-founder and
flutist of the Lyra Consort, a Baroque orchestra
in the Twin Cities. A student of Martha Bixler,
Steve Silverstein, and Sandra Miller, Mr. Jacob-
son was the first person to pass the ARS Level III
exam.
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Sonata for '11-eble Recorder and Basso
Continuo, Op. 1 No. 10
PIETRO CASTRUCCI
Edited by Hugo Reyne
Moeck 1099, distr. by Magnamusic, 1984
Castrucci (1679-1752), a pupil of Corelli,

spent most of his adult life in London, where
he led Handel's opera orchestra for more than
twenty years. Although he died in poverty, he
was honored at an opulen: funeral with a per-
formance of the Dead March from Handel's
Saul.
The present publication, an eighteenth-

century arrangement of one of Castrucci's
many violin sonatas, holds little interest for the
recorder player except as a technical study. It
has few melodies; instead, it is primarily a series
of sequences, broken chords, and Baroque "pat-
terns" to be played virtucsically on the violin.
Recorder players will be frustrated by the end-
less thirty-second-notes with no place to
breathe and the lack of passages suited to the
expressive nature of their instrument.

Jane P. Ambrose

Sonata en Re Mineur, Op. 3 No. 10 (A
€.9' BC)
JEANZAFTISTE LOEILLET
Realization by Pierre Poulteau
Alphonse Leduc, distr. by Theodore Presser,
1984, $11.25
Yet another sonata from the pen of the pro-

lific Loeillet de Gant (1638?—?), this time from
a collection of twelve dedicated to the Duchess
of Valentinois and published in Amsterdam by
the estimable Roger about 1715. The Loeillet
dynasty contributed doz,ens of sonatas to the
repertory, with many of them, like this one,
competent and somewhat stylish in construe-
tion but without particular distinction. The
four movements are in the slow-fast-slow-fast
sonata da chiesa mold. Tne edition is clean; the
continuo part competently and simply realized;
the price, for one sonata, outrageous.

J.P.A.

Eight Instrumental Pieces for three
instruments
HEINRICH ISAAC
Edited by Bernard Thomas
London Pro Musica Edition, 1984,
distributed by Magnamusic, $5.50
Isaac's output is wonderful and varied, and

these selections are no exception. All but one
are arrangements of more or less well-known
pieces of the fifteenth century. They are com-
posed on popular and courtly song tunes but
seem to be intended for instrumental perfor-
mance, the "tune" being simply a vehicle for vir-
tuosic counterpoint.
The opening editorial notes give us the

source for each piece and tell us that note
values have been ha:ved throughout. The
editor suggests that while viols or recorders
(ATB) may be used in performance, some more
elaborate division passages might better suit
plucked instruments (I disagree; viols, especial,

ANTIQUE SOUND
LIVORKSHOPI PP

OFFERS THE LARGEST SELECTION
OF IMPORTED HISTORICAL
MUSICAL INSTRUMENTS

IN THE UNITED STATES

Over 600 models of fine medieval, renaissance, baroque, and modern
recorders by Kueng, Fehr, Huber, Coolsma, Dolmetsch, Mollenhauer,
Roessler, Moeck, and other quality European makers.

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

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

Our complete 56-page catalogue is available for 113.00 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.

1080 Beacon Street, Brookline, MA 02146 (617) 734-7415

Hohner.
From classroom
to concert halt,
You may have left the classroom behind,
but you11 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. Sopra nino,
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.

HORNER®
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The Loux Music
Publishing Co.

2 Hawley Lane, P.O. Box 34
Hannacroix, New York, U.S.A.

12087-0034 Tel. (518) 756-2273

Agents for the U.S.A. & Canada:
Magr amusic Dist•ibutors, Inc.

Sharon, Conn. 06069

We are currently considering music manu-
scripts for publication; write for our in-

struction sheet on manuscript preparation.

"Publishers of fine music for the
recorder and historical woodwinds"

'The San yrancisco
EarCy Music Society

1988
Summer Workshops
Dominican College

San Rafael, California

Baroque and Recorder
June 26 - July 3*

Medieval
and

Instrument Building
July 31 - August 6*

Renaissance
August 7 - August 13

*Separate Workshops Run Concurrently

Directors
Baroque - Anna Carol Dudley
Recorder - David Barnett
Medieval - Robert Dawson

Instrument Building - Lyn Elder
Renaissance - Margaret Panovsky

Faculty
Sand Dalton, Jeffrey Dooley,

David Douglass, Kathleen Kraft,
Herb Meyers, Mitzi Meyerton,

Mary Springfels,
Manor Verbruggen et al

For Brochure Write:
San Francisco Early Music Society

P.O. Box 15024
San Francisco, CA 94115

or call
415/566-9610

ly, can handle this sort of passagework well,
and a recorder could imitate the flexible flow
of the strings). The melody in each case would
be nicely set off if played on a different instru-
ment from the other parts.
This attractive edition includes score and

parts. Each piece has an incipit giving the
original notation as well as the range of each
part. The technical level varies: the straightfor-
ward cantus firmus requires good musical sense
and a lovely long bow or blow, the more con-
trapuntal sections are not too difficult, and the
divisions are somewhat more demanding.

Shirley Marcus

Largo e Alla Breve dalla Sonata a tre Op.
5 No. 5
GEORG FRIEDRICH HANDEL
Edited by Walter Bergmann
Societa Italiana del Flauto Dolce, distributed
by Unicorn Music, 170 NE 33rd St., Ft.
Lauderdale, Fla. 33334, $7.25
No specific instrumentation was called for in

the sonata from which these movements are
taken, but its other movements seem quite
violinistic. Bergmann has arranged these two
for soprano, alto, and tenor recorders, or
soprano, alto, and keyboard. The transposition
is from G minor to E minor, with occasional oc-
tave shifts to keep the parts within the ranges
of these instruments. His keyboard realization
basically spells out the chords, with only a few
instances of contrapuntal filling-in, so the con-
tinuo player should feel free to do his/her own
elaboration.
The Largo begins in a French-overture-style

dotted rhythm that can be carried further into
the movement. The Alla Breve is a three-voice
fugue, confirming the three-recorder version as
logical.
These movements are not so demanding that

a good intermediate player cannot handle them.
They may fill a void in SAT material in your
collection of Baroque music.

S.M.

Duo Tessuti con Diversi
Solfeggiamenti, Scherzi, Perfidie, et
Oblighi (1657)
GIOSEPPE GIAMBERTI
London Pro Musica RIVI4, distributed by
Magnamusic, 1985, $7.50
Giamberti (c. 1600-1664), whose name ap-

pears in none of my reference books, wrote
these thirty-nine delightful duets in the style
of the bicinia of the previous century. They
range from abstract studies to dances and
popular songs. Of varying difficulty, they can
in most cases be classified as intermediate, with
both lines requiring equal expertise. Twenty-
two of them are for instruments of similar pitch.
Giamberti did not specify instrumentation.
All the pieces fit various combinations of viols,
and all but four can be played on recorders. The
editor points out that transposition is perfect-

ly permissible. Following his advice, two bass

viol players recently sight-read more than half
the duets and found that almost all were in-
teresting, lively, and enjoyable to play. Top
marks went to No. 8 ("Ballo di Mantua") and
Nos. 19 and 29 (both untitled).
The edition has clear, uncluttered printing,

extensive editorial notes, and no page turns.
It's a welcome addition to my library.

Peg Parsons

Three Jacobean Dances, c. 1620
(S,S/A,A/TT,B)
Edited by Joseph A. Loux, Jr.
Loux Music Publishing Co. LMP-50, 1987,
score & parts $6.95
This edition includes a masquing ayre, pavan,

and galliard by John Adson, Richard Dering,
and Giovanni Bassano respectively. All three
pieces, complete with critical commentary and
extensive editorial notes, appear in Jacobean
Consort Music (Musica Britannica IX), edited
by Thurston Dart and William Coates (Stainer
and Bell, 1955). Mr. Loux gives us only the
music, nearly identical to the Dart—Coates
publication except for some octave changes in
the bass lines. There is no preface or critical
commentary.
Some questions arise. 1. Why are there no

editorial indications of places where bass notes
have been raised to fit the recorder range?
Couldn't these notes have been shown in both
octaves so they could also have been played at
original pitch on a bass viol? 2. Why do the
scores take up two or three pages each, requir-
ing page turns and hence separate parts? In the
Dart—Coates edition each score fills only one
page. 3. Why did the editor pick these par-
ticular dances? The first two are challenging
and fun, but the Bassano is a bit of a bore. 4.
Was this edition really necessary?

P.P.

Jacobean Masque Tunes for Recorder
and Guitar
Arranged by Paul Zweers and Martin Pope
Schott 12193, distr. by Magnamusic, 1985,
score & parts $8.95
Dances from "Danserye" for Recorder
and Guitar
TIELMAN SUSATO
Arranged by Jaroslav Capek and Martin
Pope
Schott 12253, distr. by Magnamusic, 1985,
score & recorder part $8.95
The thirteen masque dances, all unfamiliar

to me, are by Coprario, Bateman, Adson, John-
son, and Anon. They come from a seven-
teenth-century manuscript containing only the
soprano and bass lines; the guitar parts provide
the harmonies. The music is lively, melodic, and
enjoyable, with lots of dotted notes, orna-
ments, and variation in tempo and rhythm. The
very sketchy preface doesn't say whether the
recorder part is intended for soprano or alto
transposed; there is no 8 under the clef sign,
but there are many high Cs and one high D.
The guitar parts, although a bit heavily tex,
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tured and with too many chords occurring on
weak beats, are still better than most modern
arrangements for the instrument of sixteenth-
and seventeenth-century music. With a little
revoicing they can be played on a lute, although
most lutenists would prefer to read from tab-
lature rather than guitar notation; also, many
pieces have been transposed into keys that lie
better on the guitar than on the lute.
The preface to the sixteen Susato dances is

somewhat more informative. From it we learn
that all but two of the pieces have been trans-
posed, that the guitar parts are freely based on
the three lower lines of Susato's settings, and
that the top lines are intended primarily for
soprano recorder but can in some cases be
played on alto.
Although this edition gives you more pages

for your money than No. 12193 (twenty-seven
versus twenty-one), I find the music all too
familiar and hence less :nteresting than the
masque tunes. However, here's a chance to play
some of your favorite old chestnuts in a dif-
ferent instrumentation. Especially effective are
the arrangements of "Pass et medio" and "Mille
regretz."
Both editions are clearly printed, with no

page turns.
P.P.

Garten der Nacht (soprano voice,
recorder [A/T/131, and piano)
GERHARD BRAUN
Edition Moeck 1541, distributed by
Magnamusic
Garten der Nacht, a difficult work requiring

first-rate performers, is a set of four songs on
texts by Recha Freier. Each line of Freier's brief,
nature-oriented poems adds a new, dream-like
image; the music tone-paints each image while
establishing an overall consistency. In mood,
the work is nocturnal, spooky, and slightly
paranoid.
The idiom is generally postWebem: atonal,

pointillistic, rhythmically aperiodic (notated
both conventionally and proportionately),
sparse and transparent in texture. But Braun
employs a wide range of harmonic sounds,
many of which are not generally associated
with this type of music. He seems particular-
ly fond of "open" sonorities that are reminiscent
of an oriental mouth organ. Consonances and
dissonances are used with stunning effect. The
tempos are quite slow except in the last piece,
in which the dry, motor-rhythmic style creates
a climate of suspense.
Garten Nacht's many special effects are

used either to enhance the mood or to imitate
sounds mentioned in t:le text. One of the love-
best moments occurs in the second piece,
where the recorderist performs an extended
coda portraying a blackbird's song of death. He
plays into the open grand piano, causing its
strings to vibrate sympathetically. The effect
is absolutely bone-chilling.
The edition contains two (why not three?)

excellently printed copies of the score. Instruc-
dons are in German only, but hopefully that
will not deter anyone from seeking out this
beautiful and extremely effective piece.

Pete Rose

Triptychon
GERHARD BRAUN
Edition Moeck 1540, distributed by
Magnamusic
Writing for the combination of recorder and

percussion seems to bring out the best in Ger-
hard Braun. Acht Spielstilcke, his previous work
for this instrumentation, is certan4 one of his
finest, and this piece is of similarly high quality.
Triptychon's three movements require bass,

alto, and tenor recorders respectively; percus-
sion instruments include pitched marimba (all
movements), non-pitched templeblocks and
woodblocks (first movement only), bongos and
tom-toms (second), and cymbals and gongs
(third) — all in low-to-high sets of two to five.
The first movement begins with both record-

er and marimba (played with the fingertips)
softly improvising fast flurries in a call-and-
response pattern. The two instruments then

diverge, reuniting in a passage that is specific
in pitch, rhythmically periodic, and highly
repetitious, then going their separate ways
again. The form is interesting, but the main at-
traction here is the strikingly beautiful way in
which Braun employs pitch formations within
this predominantly timbre-oriented context.
Movement two features the dry motor

rhythms and polyphonic textures characteristic
of neoclassicism. The recorder part is poin,
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tillistic, and Braun seems to want the instru-
ment to function as if it were another piece of
pitched percussion. The effect would be static
were it not for the dynamics — soft at first,
becoming loud at midpoint, then gradually re-
turning to a low level. At the end, the per-
formers put aside their instruments and engage
in a brief scat-singing parody of the music
they've just played.
The final movement features material from

the Concerto in D minor, Op. 10, by Antonio
Vivaldi. The overall effect seems almost im-
provisational; a fragment of the material ap-
pears here and there as if testing the waters of
an alien sea. At the very end the Vivaldi takes

over, capping this presentation of a wide and
fascinating spectrum of sound compressed into
a relatively brief segment.
This music is intended for performance by

professional or very advanced players. While
not easy, it is accessible. The rhythmic nota-
tion varies from standard to proportionate, de-
pending on the context. Considering the enor-
mous range of timbral resources available to the
percussionist, it seems natural that the recorder
part calls for such special effects as harmonics,
flutter-tongue, and multiphonics. This beauti-
fully printed edition comes with three copies
of the score and has no bad page turns.
Highly recommended. P.R.

Recent Recorder Publications
J. Adson, DwIng, Bassano
THREE JACOBEAN DANCES (c. 1620) for S.S I A.A/T.T.III. Score and Parts
LMP-50

J. S. Bach (16854750)
FOUR CHORALES for S.A.T.B. Recorders. Eight Performance Scores.
NM-325

J. Bamby (1838-1896)
SWEETS LOW for S f A.A.T.B. Recorders
RFS-14

R. P. Block (ed.)
ANTHOLOGY: AT THE SIGN OF THE CRUMHORN for S.A.T.B. Recorders, Shawms or Curtais.
Score and Parts
NM-148

J. Brahma (1833-1897)
MOTET, Op. 29, No. 2 for S.A.T.T.B. Recorders
LMP-24

W. Byrd (1543-1623)
SUSANNA FAIR for Soprano Voice (with optional Tenor Recorder) and A.T.T.B. Recorders or
V.V.V/ Va.Vc
Score and parts
LMP-82

D. L Crawford (b. 1933)
PORTRAIT OF ANN BRADSTREET, Cantata for Soprano Voice, Soprano 8 Alto Recorders
(one Player), Violin and Harpsichord (Plano). Score and parts
LMP-33 $2700
F. Devlenne (1759-1803) 
SIX DUOS, Op. 74 for F/ A / 0.F / T / 0
NM-340 $ 4.75
J. van Eyck (c. 1590-1657) 
DEN NACHTEGAEL (1648) for Soprano Recorder (or Alto Recorder using C fingering)
LMP-58 5 1.50
S. C. Foster (1826-1864)
JEANNIE WITH THE LIGHT BROWN HAIR for S.A.T.B. Recorders
RFS-10 $ 1.50
S. Joplin (1868-1917.1
THE ENTERTAINER for S.A.T.B. Recorders. Score and Parts
NM-321 8 5.00
NEW RAG for S.A.A.T.B. Recorders. Score and Parts
504-301 8 4.50
J. Koulman (arr.)
LOCH LOMOND for S / A.A.T.B. Recorders
RFS-11 3 1.50
A. Lot tl (1667-1740)
TRULY HE BATH BORNE OUR GRIEF for A / T.T.B. Recorders (with optional second choir of
A / T.T.B. Recorders or V.V/Va.Vc). Two Performance Scores

W.A. Mosul 
$ 1.75LMP-22

TWELVE DUETS K.4117'orA/F/O.A/F(0
NM•341 S 4.75
J. Pezal (1639-1694) 
SUITE 6, No.2 (1885) fcr Sop / S.S.A.T.B. Record srs. Score and parts
LMP-211 $ 6.50
J. R. Phelps (b. 1909) 
KRUMMY RONDO FOR KRUMMHORN KONSORT for S.A.T.B. Krummhorns or Recorders
Score and Parts
LMP-53

J. de Pres (1450-1521)
MISSA PANGE LINGUA ,:Complete) for A.T.T.B. Recorders. Score and Parts
EL-2

J. Ward (1571-1638)
FANTASIA 4 for S.A.T.B. Recorders. Score and Parts
LMP-49

695

5 25

1 90

4.95

5 1.00

S 6.00

6.00

$29.75

$ 4.00

Include $1.00 shipping charge when ordering the above. New York State residents add
applicable Sales tax. Send four (4) first class postage stamps for our new music catalog.

Generous discounts on Moeck, Dolmetsch and other wood and plastic recorders. Steinhopf historic
woodwinds, viols da gamba, harpsichords, instrument kits, orff instruments and music. Visit our
Shop by appointment located near Exit 21-8 of the New York State Thruway.

•

• 
RECORDER SHOP

MARJORIE & JOSEPH LOUX, JR.
2 HAWLEY LANE, P.O. BOX 34
HAN NACROIX, NEW YORK,
U.S.A. 12087-0034
TEL (518) 756-2273

Engramme
KONRAD LECHNER
Edition Moeck 2516, 1983
Engramme is a serious and difficult trio for

recorder (Si/A/T/B), percussion, and harpsi-
chord. The list of percussion instruments need-
ed is large and diverse. Marimba is the only
pitched one; the others include standard or-
chestral as well as jazz, Latin, and even Asian
instruments.
The first movement is generally characterized

by pointillism and extremely aperiadic rhythms.
Lechner employs many extended techniques
and special effects, most of them in the recorder
part. In overall effect it is sensitive and subtle,
attractively sonorous in both its timbre and—
for lack of a better word -!'harmonies:'
Pointillism and aperioclic rhythms are also the

staple of movement two, but the form is more
like a perpetual variation, with intense interac-
tion among the players. Inserted like a trope is
a brief, radically contrasting section with a
gamelon-like quality.
In the third movement, larger rhythmic

assemblages are often created by manipulating
smaller rhythmic cells. The effect is dry, sus-
penseful, and somewhat static. Lechner here
treads a fine line between seriousness and
parody.
A big detriment to the appeal of this work

is the fragmentary, dry, disassociative quality
of the recorder part. It is tedious to practice,
although not extremely hard technically. The
real difficulty and beauty is the ensemble; the
performers are required to make sense out of
overwhelmingly complex configurations that
are notated sometimes conventionally, some-
times proportionately.
The edition is beautifully printed and in-

dudes three copies of the twenty-page score
with instructions in German. A performance
will require musicians both excellent and ex-
pert, and for those who qualify I recommend
this work.

P.R.

Improvvisazione per Flauto Solo (S/T)
BERNADETTA MATUSZCZAK
Moeck ZfS 550, distributed by Magnamusic,
$3.50
This edition contains two apparently unre-

lated works. The first, Improvvisazione, is a
delightful little ditty in five alternating slow and
fast sections. Its title probably indicates the
manner in which the music was composed, as
the performer does not improvise. Messiaen's
influence is evident in its neotonal language,
based on the free transposition and interchange
of scales created from symmetrical interval se-
quences — as well as in the floating, timeless
quality of its slow sections and the bird-like
chatter of its fast ones. These sections are
meaningful only in the context of the entire
work; they should not be treated as individual
entities.
The second piece, called Associazioni antiche,

also has five short movements, but these can
be played separately or together as a miniature
suite. While Matuszczak's style is more eclec-
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tic in this work, the movements share an almost
childlike simplicity. The purely sublective ap-
proach to antiquity is more impressionistic than
real.
Special mention should be made of the com-

poser's extremely prolific and specific use of ex-
pressive dynamics. These should not, and in-
deed cannot, be taken literally but are never-
theless useful in that they indicate the general
ebb and flow of the music especially in the first
piece.
Amateur recorderists can manage the tech-

nical demands of both these works. Musically
speaking, Improvvisazione is by far the more in-
teresting, sophisticated, and demanding, pri-
marily because of its unusual melodic and
rhythmic shapes.

PR.

Minstrels: Chanson and Dance
For SATB recorders, voice, piano, and
percussion
HANS ULRICH STAEPS.
Edited by William E. Hettrick
Sweet Pipes, 1987, score and parts $18,
separate set of recorder parts $5
This work was commissioned by the Col-

orado ARS Workshop, for all participants to
play together as a focal point of our 1984
workshop. Staeps, now a retired professor at
:he Vienna Conservatory, is a composer with
years of experience writing music for recorders,
including large recorder ensembles.
Minstrels is scored for typical workshop

resources: a large group of recorder players, a
solo recorder group with soprano vocalist,
piano, and percussion (triangle, cymbals, bells,
drums, glockenspiel, e:c.). The work can also
be performed effectively with just four
recorders, one on a part, or with an optional
string quartet reinforcing the piano part.
Although Staeps mikes use of his own dis-

tinctive harmonies and rhythms in Minstrels,
he describes this piece as "standing with one
foot in the Middle Ages." His inspiration was
the typical medieval court scene with trouba-
dours, minstrels, and j Jgglers. The composition
opens with a three-part setting of the Chan-
son, "Winter goes, and summer is coming soon
with all delight:' performed by solo recorders
and vocalist. The full instrumental ensemble
enters for the rollicking Dance, which is fol -
lowed by a tender, almost impressionistic pas-
sage that serves as the prelude to the return
of the Chanson—now altered by a change of
meter and decorated with wandering solo
melismas. After a reoetition of the Dance, the
piece ends with a brief, vivacious finale.
Sweet Pipes has published Minstrels in a fac-

simile edition of the composer's manuscript,
which is printed very clearly and is easy t3
read. It has been carefully edited by Dr. Het-
trick, who has translated Staeps' preface and
all of his German markings. Score and parts
come in an attractn.e pocket folder, and extra
recorder parts are available for large-group play-
ing. The string parts, if needed, can be ex-
tracted easily from :he piano score or ordered

from the Colorado ARS Workshop (13607W.
Mississippi Ct., Lakewood, Colo. 80228).
I highly recommend Minstrels for workshops,
ARS chapters, or consorts of Level II—III
players who are willing to spend time in indi-
vidual practice and ensemble rehearsal. Merely
sight-reading the piece will not do it justice, but
more and more enjoyment is guaranteed with
each rehearsal!

Constance M. Primus

Cibells, Divisions and Other Old
English Solo Pieces for Alto Recorder
PURCELL, CLARKE, FINGER (AND OTF_ERS)
Edited by Nikolaus Delius
Schott OFB 155, 1982, distr. by European
American Music, $7.50
The cibell is phrased similarly to a gavotte,
with four- or eight-measure groups beginning
on the half measure. There are nine cibells in

Recorder, Gamba
and Lute Music
of all publishers

A knowledgeable and efficient
mail order service in its 20th year

Ask for our bimonthly bulletins of new
music, the Music for Gambis.ts listing,

and the Thematic Catalog of

Provincetown Bookshop Editions

The Provincetown Bookshop, Inc.
246 Commercial Street

Provincetown, Mass. 02657
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shop
BAROQUE

RECORDERS & FLUTES
AFTER

DENNER '. GRENSER
ROTTENBURGH & HAKA

FINE HANDCRAFTED INSTRUMENTS
AT MODERATE PRICES

PLEASE WRITE
1352 CASTLETON RD N
COLUMBUS, OHIO 43220

SINCE 1974

this collection: five in F major, two in D minor,
and a little relief with one each in G major and
A minor. Any one of these short, happy, and
relatively easy-to-play pieces is enjoyable, but
I doubt that the "best Masters" listed as com-
posers in the original title lost any sleep over
them.
The chaconne, preludes, and divisions that

follow are a welcome change and call for more
advanced technique. All of these pieces serve
as excellent exercises and studies for articu-
lation.

Louise Austin

Correction: In the review of Johann Matthe-
son's sonatas (Schott OFB 1009 El 1010), No-
vember issue, page 176, European American
Music should have been listed as distributor.

For membership information write:

John A. Whisler
1308 Jackson Ave.
Charleston, Ill. 61920-2242

SWEETHEART
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Dolmetsch
Wooden
Recorders

in the new School,
Academy, and Conservatoire Series

DOLMETSCH has been the world's first name in recorders since the legendary Arnold
Dolmetsch produced the first modern recorder in 1919. In 1926, Dr. Carl Dolmetsch joined in the
development of Dolmetsch recorders. Since 1978, the Dolmetsch tradition has been carried on
by his daughters, Jeanne and Marguerite.

NOW, THREE NEW SERIES of wooden recorders have been introduced by J & M
Dolmetsch to fill the gap between their exclusive handmade professional-quality instruments and
their plastic school recorders. The Dolmetsch workshops in Haslemere, Surrey, have devised new
production techniques (with hand-finishing on the top-grade models) to bring you three new series
of recorders. Each series is designed to out-compete, in price and quality, the most popular and
prestigious Swiss, German, and Japanese instruments now on the market at each level.

GUARANTEED! Only the finest materials—air-dried hardwoods (rosewood, ebony) and
stabilized, impregnated maple—are used. All Dolmetsch wooden recorders are guaranteed by
the manufacturer for two years against material defects, barring misuse of the instrument.

order these models now from
The Music Store at Elkan-Vogel

SCHOOL RECORDERS
IN MAPLE

For a sound warmer than plastic, Dolmetsch has
selected maple for evenness of tone and light-
ness of weight. Mass-production techniques
allow each instrument to be inexpensively pric-
ed, while each is still individually tested for tone
quality and accuracy, of intonation. All adjust-
ments are made by the skilled player/craftsmen
of the Dolmetsch workshops.

3110 MAPLE SOPRANINO avail. 1988
3120 MAPLE SOPRANO  35.00
3130 MAPLE ALTO  99.95
3140 MAPLE TENOR single key  199.95
3140d MAPLE TENOR double key . . .avail. 1988

ACADEMY
SERIES

Specially designed to meet the demands of the
practice schedule and repertoire of the player
who has advanced beyond beginner level. Maple
is recommended where primary use will be in
ensembles, rosewood anc ebony
stronger solo sound is required.

where a

5120 MAPLE SOPRANO  47.95
5124 ROSEWOOD SOPRANO 139.95
5130 MAPLE ALTO  119.95
5134 ROSEWOOD ALTO 249.95
5136 EBONY ALTO  425.00
5140 MAPLE TENOR single key 249.95
5144 ROSEWOOD TENOR single key 449.95

CONSERVATOIRE SERIES
The baroque profile of the Conservatoire Model immediately imparts an image of
authenticity to visually match the sound of these top-grade instruments. The
recorders are turned on highly sophisticated automated lathes, then sent to the
Dolmetsch workshops for the identical voicing, tuning, and finishing procedures
that are applied to the finest handmade J & M Dolmetsch professional models.

7110 MAPLE SOPRANINO  avail. 1988
7120 MAPLE SOPRANO  95.00
7130 MAPLE ALTO  210.00
7140 MAPLE TENOR 320.00

Please add $3.50 shipping/handling, plus sales tax for Pennsylvania residents.
Prices of imported items are subject to change without notice.

THE MUSIC STORE AT ELKAN-VOGEL
an independent division of the Theodore Presser Company

PRESSER PLACE, BRYN MAWR, PA 19010
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INDEX

VOLUMES XXVI-XXVIII
(FEBRUARY 1985-NOVEMBER 1987)

Compiled by Jean W. Seiler

Vols. XXIII-XXV. XXVI,3:132
Vols. XX-XXII. XXII1,2:83
Vols. XVII-XIX. XX,1:45

Previous indexes:

Vols. XIV-XVI. XVIL1:10
Vols. XII-XIII. XIV,2:59
Vols. X-XI. X11,2:62

Vols. VIII-IX. X,1:32
Vols. VI-VII. VI11,1:27
Vols. I-V. VI,1:25

ARTICLES LISTED
BY AUTHOR

Ashworth, Jack. How to improve a continuo
realization. XXVI,2:62

Bixler, Martha Es? Kenneth Woltz. An inter-
view with Eva Legene. XXVI1,3:96
  An interview with Marion Ver-
bruggen. XXVI,4:148
 An interview with Michala Petri.
XXVII,1: 4
 An interview with Paul Leenhouts
and Han Tol.
Cook, S. Ronald Jr. The copyright law and the
recorder player. XXVI,1:22

Ellerbe, Polly. Running a weekend workshop.
XXVI,3:119

Ferguson, Suzanne. Sight-reading. XXVI,2:66
Higbee, Dale. On playing recorders in D: be-
ing a short history of the odd-sized recorders
and concerning the revival of the voice flute
Es' sixth flute. XXVI,1:16
Hunt, Edgar. Thoughts on Hotteterre's record-
er fingerings. XXVII 4:151

Joof, Laura Beha. Recorder voicing and tuning,
and use of the tuning machine. XXVI,4:155

Larson, Paul Es' Mollie Rubenstein. A record-
er consort goes to school. )0CV11.1,3:113

Lasocki, David. Dudley Ryder, an amateur
musician and dancer in England (1715-16).
XXVI11,1:4

Recorders-Wood & Plastic

Pam Music
18042 Grz mercy Place

Torrance, California 90504

(213) 324-8444 Art Stilwell

Thomas C. Boehm
Maker of Baroque Flutes and Recorders

100 Morningside Averse Madison, WI 53716
(608) 221-9390

 A review of research on the record-
er, 1985-1986. XXV1114:145

Levin, Philip. Which wood should I choose?
XXVI1,2:60

Loretto, Alec. So you'd like to become a record-
er maker. XXVI11,3:101
 When is a Ganassi recorder not a
Ganassi recorder? XXVI1,2:64

Primus, Constance. The royal tea party of the
Queen of Hearts. XXV11,1:16

Prior, Susan. Baroque etudes. XXV11,3:107
 Enjoy your practicing and improve
your playing. XXVI,3:113

Reiss, Scott. Articulation: the key to expressive
playing. XXVI1,4:144
 Pitch control: shading and leaking.
XXVII1,4:136

Seibert, Peter. Music direction of your chapter.
Part I: XXVI1,4:140; part II: XXVII1,1:15

Stern, Nina. The clannet in the eighteenth cen-
tury: Rameau and his contemporaries.
XXVI,2:71
Taylor, Ralph. Cook Glassgold, 1899-1985: a
reminiscence. XXVI,3:116

Thomson, J.M. "Filling the memory like a prov-
erb": William Hogarth and music. XXVI,
2:56
 A triumphant facility: music in the
work of Thomas Rowlandson (1756-1827).
XXVII1,3:96

Tourin, Peter. A summary of recent research
on the early viol. XXV13:104
Various. Bernard J. Hopkins, C.Ss.R., 1915-
1986. XXVI11,1:19
 Reflections on the early music scene
on the occasion of AR's twenty-fifth anniver-
sary. XXVI,1:4
 Tributes to Andrew Acs. XXVIII,
2:60
Waldo, Andrew. So you want to blow the au-
dience away: sixteenth-century ornamenta-
tion. XXVI1,2:48
Wind, Thiemo. Chain variations in van Eyck's
Der Fluyten Lust-Hof. XXVII1,4:141
 Jacob van Eyck and his Euterpe oft
Speelloddinne. XXVI1,1:9
Wollitz, Kenneth. Learning to read the staff in
new ways. XXVI,1:13
Wyatt, Theo. Measuring breath pressure.
XXVII1,2:57

Zaniol, Angelo. Copying old recorders. XXVII,
3:103

MUSIC

Barron, Marshall (arr.) Three country dances.
XXVI,2 :77

Braun, Jean Daniel. Minuetto, Rondeau (A,
arr. Prior) XXVIL3:109

Goldstein, David (arr.) Simple gifts; There is
a balm in Gilead; What wondrous love is this.
XXV1,4:167

Larson, Paul. The kangaroo family (SiT Es'
speaker); Two elephants walking (BB E.?
speaker) XXVIII,3:115
Mageau, Mary. Doubles: Aeolian pair (SATB,
optional perc.) XXVI1,2:68
  Doubles: Dorian pair (SATB, op-
tional perc.) XXV11,4:154
Moulu, Pierre. Missa duarum facierum: Bene-

dictus, Osanna (ed. Lehmann) XXVI,1:24
Phelps, Lewis. Modal studies for alto recorder:
Dorian. XXVII1,2:68

Primus, Constance (arr.) Tomorrow is St.
Valentine's Day; Shepherd's Hey. XXVII,
1:18
Quantz, J.J. Giga (A, arr. Prior) XXV11,3:112
Strizich, Robert. Aphorisms nos. 6 E.93 7.
XXVI11,3:105

van Eyck, Jacob. Sarabande. XXV11,1:15
Zaniol, Angelo. Les loisirs de Sonya (AA)
XXV11.1,4:164

MUSIC REVIEWS

Bach, J.S. Easy pieces for the young (SS)
XXVI1,3:125
 Eleven movements from the sonatas
and partitas, BWV 1001-1006, for violin solo
(A, arr. Bruggen) XXVII1,1:28
  Partita C-moll (A, ed. Struck)
XXV11,1:30
 Six chorales (SSAT); Contrapuncti
IV Es? IX (SATB) (ed. Wyatt) XXVIL3:121
 Twelve chorales for Pentecost and
Trinity (SATB) )0CV11,4:164
 Twelve Passion and Easter chorales
for recorder quartet (arr. Harras) XXVIII,
1:29
 Twelve selected chorales for record-
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er quartet (SA8TB, ed. Harras) XXVI11,1:32
Bach, W.F. Two fughettas (SAT, ed. Wyatt)
XXVII,3:121

Barron, Marshall (arr.) Early Playford for ear-
ly instruments. XXVII1,2:80

Barsanti, Francesco. Sonata in D minor; sonata
in F major (A Es' bc, ed. Hadden) XXVIII,
1:28

Bartolomeo de Selma. Tanze (S & bc, ed. Erig)
XXV11,1:29

Bazilewski, Margit Es' Norbert Sikora (com-
pilers) Irish tunes. XXVI1,4:164

Benoy, A.W. (arr.) Ten tunes for recorder
ensemble. XXVI1,2:80

Bergmann, Walter (ed.) Five English consort
pieces for recorders in 5, 6, and 7 parts.
)0CV11.1,3:123
Bern°lin, Roger (ed.) Medieval Polish music.
XXVII1,1:29

Bigaglia, Diogeno. Cinq sonates pour flute a bec
soprano et basse continue (ed. Sanvoisin)
XXVII1,3:122

Bishop, Martha. Forty melodic and progressive
exercises for viola da gamba. XXVI,2:84

Blockfloten Quartette, vol. I: Vokalmusik der
Renaissance. XXVI,2:85

Boeke, Kees. Three exercises (A) XXVI,4:180
Boismortier, Joseph Bodin de. Concerto no. 3,
op. 21 in G major (A/S? Es? strings, ed. San-
voisin) XXVI11,3:124
 Preludes et pieces en duos sur tousles

tons principaux (AA, transcr. Veilhan)
XXVIII,2:76
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 Sechs Suiten fiir zwei Blockfloten, op.
17 no. 6 (ed. Michel) XXVII1,3:121

Brade, William. Ten dances, 1617 (SSATB, ed.
Thomas) XXVI11,2:79

Bresgen, Cesar. Sei capricci (S/A, T, guitar);
Seven pieces (AT) XXVI1,3:122

Burakoff, Gerald Es? Sonya. Recorder time, book
2 (S); Duet time, book 2 (SS, optional perc.);
Renaissance time (SS, SA) XXVII1,3:125

Burakoff, Gerald €92 William E. Hettrick. The
Sweet Pipes recorder book 1(A) XXVI,2:86

Byrd, William. The carman's whistle and Lord
Willobie's welcome home (ATTB, ed. Wyatt)
XXVI1,3:121
Caix d'Hervelois, Louis de. Suite op. 6 no. 2 in
D major; suite op. 6 no. 4 in C major (S or
fl. Es? bc) XXVI,4:179
Carey, James Duncan. Mock Baroque (SATB
or SAT Es' piano) )0CV11,4:167
 (arr.) Two French dances (S[div.)A
[div.}T[div.P) )0CV111,4:173
Castello, Dario. Two sonatas (SS or TT Es' bc,
ed. Thieme) XXVI1,1:29
Cavaccio, Giovanni. Five ensemble canzonas
(ed. Lynn) XXVII1,1:29
Charlton, Andrew. Celtic fancies. XXVII,
4:167
Chedeville, Esprit Philippe. Duets for two alto
recorders (musettes, oboes), op. 7, vol. II (ed.
Palmer) XXVI11,2:80
Classic flute pieces. XXVI1,3:125
Cooke, Arnold. Suite no. II (SATB) XXVIII,
1:31
Corelli, Arcangelo. La follia (A Es? bc, ed.
Veilhan) XXVII1,2:76
 Sonata in A minor, op. 5 no. 8 (S
piano) XXVI1,3:125
Corrette, Michel. Suite C-dur, op. 5 no. 1 (S

bc, ed. Pauler) XXV111,3:122
Dances of the Baroque. XXVI1,3:125
Delalande, Michel-Richard. Noels en trio (AT
Es? bc, ed. Sanvoisin) XXV111,4:175
Demantius, Christoph. Eleven dances, 1608
(a6, ed. Thomas) )0CV11.1,2:79
Dering, Richard. The city cries/The country
cries (voices Es' viols, transcr. Es' ed. Brett)
XXVII1,1:29

Dolmetsch, Carl (ed.) Ten dances of the 16th-
18th centuries (S/A Es' piano) XXVI,3:128

Dowland, John. Complete consort music (ed.
Hunt) XXVII1,2:77
Dubois, Pierre-Max. Les tricoteuses (S/A
piano) )0CV11,1:28

Dufay, Guillaume. Chansons: forty-five settings
in original notation (ed. Duffm) XXVI1,4:165

Elliott, Dorothy Gail. The harmonious record-
er. XXVI,3:131

Evans, Colin. Recorder rendezvous. XXVII,
3:122

Ewerhart, Rudolf (ed.) Italian duets, c. 1730
(SA) XXVI1,1:29
Fontana, G.B. Sonatas, nos. 7,8, 11 (TT & bc,
ed. Braun) XXVI1,2:81

Fontana, Vincenzo. Nine "villanelle" (ed.
Thomas) XXVI,2:83
Gabrieli, Giovanni. Canzon septimi toni (two
SATB choirs, ed. Wyatt) XXVI1,3:121
Gastoldi, Giacomo. Eight "balletti" (ed.
Thomas) XXVI,2:83

 Seven "balletti:' 1596 (5 voices or
insts., ed. Thomas) XXV111,2:79

Geisler, Richard (arr.) Village dance music from
around the world. XXVI1,2:81

Gibbons, Orlando. Two fantasies in six parts
(SSATTB); Four fantasies (SST or AAB)
(ed. Wyatt) XXVI1,3:121
Gunn, Douglas (arr.) Music by Carolan (rec.

Es? kbd.) XXVII1,2:78
Handel, G.F. Four arias from Rinaldo, 1711
(AA & bc, ed. Hadden) XXVI11,4:173
 Short pieces (SA) XXVI1,3:125
 Sonata in C major for C recorder
(yin., oboe, tr. viol) and harpsichord (ed.
Palmer) XXVII1,1:28
Harras, Manfred (ed.) The king's musick:
Musik am Hofe Heinrichs VIII, vols. I Es? II.
XXVI1,3:123
Harriman, Ralph (ed.) Four late 14th century
pieces a4. XXVI1,4:166
  (ed.) Monophonic dances of the
13th century. XXVI1,1:29
  (ed.) Two four-part 13th century
works. XXVI,3:127

Haydn, Franz Joseph. Ten minuets (SA)
XXVI1,3:125
Herrera, Ramon de. Campagne premiere (S/'T,
guitar, Es' piano) XXVI1,1:28
Hirose, Ryohei. Ode I for two recorder players.
MCVI,4:179
Holborne, Anthony. Mens innovata and other
pavans and galliards (ed. Hunt) XXVI1,4:163
Holmboe, Vagn. Trio, op. 133 (S/A, cello, Es'
hps.) XXVII,1:28
Hopkins, Bernard (ed.) Dances, songs Es'
motets of Renaissance Poland, vols. I Es' II
(SATB) XXVI,3:130
  (ed.) German tenor-songs (a4)
XXVI,3:128
Hotteterre, Jacques. Deuxieme suitte de pieces
(ed. Sanvoisin) XXVII,1:30
 Trio sonatas for two recorders and
guitar, vol. I (ed. Hopkins) XXVI1,2:80
Hunt, Edgar (ed.) Dances from the sixteenth
century- Susato, Attaingnant, Praetorius
(SATB) XXVI1,4:164
Janzen, Rose-Marie (arr.) Pieces tres faciles pour

flute a bec soprano, "Fanfares de Chasse."
XXVI,3:127

Keller, Gertrud (ed.) Baroque studies for so-
prano recorder. XXVII1,4:175

Kitamika, Fumio (ed.) Duets for alto recorder
I: works of Bach. XXVI1,3:122
  (ed.) Quartets for recorders for
beginners. XXVI1,1:29
 (ed.) Recorder quartets no. 5: works
of Bach and Vivaldi. XXVII1,3:124

Klapil, Pavel. Canti populari Italiani (SS El
guitar) XXVI,3:130

Lassus, Roland de. Five Lieder (ed. Thomas)
XXVI,2:83
 Thirteen villanelle for four voices or

instruments (ed. Thomas) XXVII1,2:80
Lechner, Konrad. Lumen in tenebris.
XXVI,2:85

Leedy, Douglas (ed.) Chansons from Petrucci,
vol. I. XXVI1,3:124

Linde, Hans-Martin. Miirchen (Si/A/T/B)
XXVIII,1:31
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 (ed.) Meister de: Frithbarock (SIT &
bc) XXVIII,3:121

Loeillet, Jean Baptiste. Sonata in C major (S &
bc) XXVI1,3:125

Loeillet de Gant, Jacques. Six sonatas, op. 4
(AA, ed. A. & C. Manners) XXV111,2:76
Luisi, Francesco (transcr. & ed.) Bali strumen-

tali del primo cinquecento. XXV111,4:175
Mancini, Francesco. Sonata no. 10 in B minor
(A & bc, ed. Alton) XXVI11,3:121
Marais, Mann. Suite en it rnajeur (A & bc);
Suite en re mineur (S & bc) (transcr. Veilhan)
XXVI,3:139
Marcelo, Benedetto. Three sonatas, op. 2 (A
& bc, ed. Launchberry) XXVII1,3:121
Maschera, Fiorenzo. Four canzonas (1582) for
four instruments. XXVI1,4:166
Mattheson, Johann. Eight sonatas, op. 1, vols.
1 & 2 (AAA) XXVI11,4:176
Medek, Tilo. Ikebana (A & piano) XXVI,3:129
  Nebelbilder aus Cornwall (SSA)
XXVII1,3:120
Miller, Leta (ed.) Chansons from the French
provinces (1530-1550), vol. II: The northern
region. XXV1,3:127
Minagawa, Tatsuo & Noriko Takano (eds.) An-
thology of choral music in the Renaissance:
French secular music 2. XXVI,2:84
Monkemeyer, Helmut (ed.) Trium vocum car-
mina; canzoni di diversi con ogni sorte di
strcrmenti a 4, 5, e 6 voci. XXV111,1:30
 (ed.) XXIX kmincklycke fantasien (3
viols or other insts.) XXV111,4:174
Monteclair, Michel Pinolet de. Drei Suiten
(AA, ed. 'Mime) XXVI11,1:30
Montreville, Pierre (ed.) Trente dichiffrages-
etudes (A) XXVI,3:1;9
Moritz Landgraf von Hesse. Pavanen und ga-
gliarden (SSATB, ed. Harras) XXVI,2:84
Mouret, Jean-Joseph. Receuil des divertisse-
ments du nouveau theatre Italien (treble inst.
& kbd.) XXVI11,2:76
Mozart, W.A. Divertimento H (SAT, ed.
Wyatt) XXVI1,3:121
  Easy pieces for the young (SS)
XXVI1,3:125
Mozartiana: ten pieces from the notebook of
Leopold and Wolfgang Amadeus Mozart
(S/A & piano) XXV=1,3:125
Miiller-Blum, Otto. Klrine Suite (S & piano)
XXVI11,1:32
Nicholson, Richard. Three consort pieces
(SSATB, ed. Wyatt) XXVI1,3:121
Ninot le Petit. Five chansons (ed. Thomas)
XXVI,2:83
Nobis, Herbert. Drei Humoresken (SATB)
XXVIII,1:31
 Per due (AA) XXVI1,1:28
Nola, Giovan Domenico da. Nine "villanelle"
(3 voices or insts., ed. Thomas) XXVI11,2:78
Paisible, James. Sonata in D minor (ed. Lasocki)
XXVI1,4:166

Pepusch, Johann Christoph. Miranda (soprano
voice, A & bc, ed. Palmer) XXVI,3:130
 Sonata in G major (A & bc, ed. Har-
ras) XXVI11,2:76

Poole, Geoffrey. Skallv Skarekrow's whistling
book (A & piano) XXVI,3:128

Poulteau, Pierre. Soratine (A or fl.) XXVI,

4:179
Praetorius, Michael. Douze danses (S & kbd.,
transcr. Sanvoisin) XXVI,2:86

Probst, Dominique. Les plaisirs de rile enchant&
(Si/S/A, yin., guitar, drums) XXVI1,1:29
Purcell, Henry. Three parts upon a ground
(AAA & bc, ed. Haag) XXVII1,3:122
Reichenthal, Eugene (arr.) The artistry of Jean-
Philippe Rameau. XXVI1,2:81
  (arr.) Easy melodies (rec. & guitar)
XXVI11,1:28
 (arr.) Mozart for recorder and guitar
(S or T) XXVI,4:178
Saint-Luc, Jacques Alexandre de. Suite in C
major; suite in D major; suite in G minor
(fl./oboe/C rec. & bc) XXVI,4:179
Sammartini, Giuseppe. Concerto in F major (S
& piano reduction, ed. Brinckmann & Mohr)
XXVI11,3:124

Sanvoisin, Michel (ed.) The concertos of An-
tonio Vivaldi: recorder parts. Vol. I & (A)
XXVII.1,3:120

3chein, Johann Hermann. Suites 6 & 12 from
Banchetto Musicale (ed. Thomas) XXVI,2:83

3chop, Johann. 5 Pad uanen, 2 Galliarden, sowie
1 Canzone zu 3 Stimmen (ed. Hagge)
3:124

Serocki, Kazimierz. Arrangements. )0CV1,4:
178

Short, Michael. Intrada, song and dance
(SATB)
Simonetti, Giovanni Paolo. Sonata G-moll, op.
5/3 (AB & bc, ed. Michel) XXVI11,4:173

Singer, Julien (ed.) Consorts in three parts.
XXVI11,4:174

Staden, Johann. Bali, Couranten und Gagliar-
den mit Bass, 1606 (ed. Monkemeyer) XXVI,
3:127

Staeps, Hans Ulrich. Capriccio (AT) XXVI,4:
180

  Thon bun i (A/fl., piano, perc.)
XXVII,2:81

Steel, Christopher. Suite for descant recorder
and piano. XXV11.1,3:123

Stockmeier, Wolfgang. Duo mit Suiten-Frag-
menten (A & kbd.) XXVI11,3:120

Susato, Tielman. Dances from Danserye
(ATTB, ed. Hunt) XXVI1,4:164
 Six dances from The Danserye (arr.
Bush) XXVI,3:127

Tartini, Giuseppe. Sonata in A major (fl. & bc)
XXVI,3:129

Taruskin, Richard (ed.) In mynen zin: seventeen
settings in two, three, four and five parts.
XXVIII,3:122
  (ed.) fay pris amours. XXVI,3:130
Telemann, Georg Philipp. Concerto in C minor
according to concerto no. 6 in A minor (A
& hps.) XXVI11,2:77
 Method ische Sonate G-moll (A & bc)
XXVII.1,2:81
 Six canonic sonatas op. 5 (AA, arr.
Harras) XXV111,3:125
 Six sonatas for two treble recorders,
op. 2, 1721 (ed. Delius) XXVI,4:180
 Sonata in A minor (S & bc, ed. Har-
ras) XXVII,3:124
 Twelve fantasias for treble recorder
(arr. Harras) XXV11.1,1:32
 Two sonatas for alto recorder and
basso continuo (Bb major; Sinfonia a la Fran-
coise) (ed. Palmer) XXVI.11,2:81
 Zwolf Fantasien für Altblockflate solo.
XXVI1,4:167
Teske, Hermien (ed.) Capricen (A) XXVIII,3:
123

Thomas, Bernard (ed.) Music for crumhorns
no. 2. XXVI1,4:165
Thommessen, Olav Anton. The blockbird (T)
XXVI,4:180
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Thornowitz, Henry. Sonate da camera, nos.
1-12, vols. 1 & 2 (ed. Harras) XXVII1,3:122
Vachey, Henri. Grisaille (SIT & harp or piano)
XXVIII,1:28
Valentine, Robert. Zwolf Spnaten fur Blockflote
uncl Basso Continuo; Sechs Sonaten fur Alt-
blockflote oder Querflate und Basso Continuo,
op. 5 (vol. 1) XXV11,4:167

van Eyck, Jacob. Five duets from his Der Fluyt,
en Lust-hof, part 1, 1649 (SS or SA, ed. Het
trick) XXVIII,1:29
Vecchi, Orazio. Songs and dances from Selva
di vane ricreatione (ed. Thomas) XXVI,2:83
Vetter, Michael. Literaturheft fiir aBlockfloten,
vols. 1-4; Literaturheft fiir F,Blockfloten, vols.
1-4. XXVI,2:86
Visee, Robert de. Trois suites de pieces (reconstr.
Veilhan) XXVI,2:86

von Kuhn, Walter Muller. Zwei Suiten im alten
Stil. XXV11,3:123
Weber, Rhoda & Bob Margolis. Soprano re-
corder songbook for children. XXVIII,3:124
Weelkes, Thomas. Five-part pavans (TrATTB
viols or SATTB recs., ed. Hunter) XXVII,
3:124
Weiss, Arleta. Pan-epikon (SS) XXVII1,1:30
Werdin, Eberhard. Concertino (Si/A with
SATB or string quartet; guitar ad lib.)
XXVII1,4:176
 Five fantasies (SAA) XXVII1,4:176
  Fiinf Tanzfantasien (A & piano)
XXVII1,1:32
  Potpourri 'Aus guter alter Zeit."
XXVII1,3:120
Wexler, Richard (ed.) Myn morken gaf: a
Flemish quodlibet and related pieces.
XXVII1,3:123
Willaert, Adrian. Five "villanelle" (1545)
(voices or insts. SATB, ed. Thomas) XXVBI,
2:78
Witzenmann, Wolfgang. Bordun ifi (SATB)

Wolman, Amnon. Suite for two recorders and
harpsichord. XXVI11,1:29

Zanetti, Gasparo. Ii Scolaro (1645) for 4 in-
struments, vols. I & II (ed. Tyler) XXVIII,
1:29

RECORD REVIEWS

Charpentier, Marc-Antoine. Medic (Les Arts
Florissants Ensemble) XXVII,3:126
Gibbons, Orlando. Fantasias and consort songs
(New York Consort of Viols, Chancey,
Gillespie, Hart) XXV11,3:127

Italian recorder concerti (Harvey, London
Vivaldi Orchestra) XXVIL3:127

Rene Clemencic and his flutes. XXVI1,3:126
Trio Boismortier [Baroque sonatas and suites]
XXV11,3:126
Vivaldi, Antonio. Two concertos for two
violins; two sonatas for two violins and con-
tinuo (Aston Magna Ensemble) XXVII,
3:126

BOOK REVIEWS

Arnold, Denis. Bach. XXVI,4:177
Beardslee, Sheila M. (ed.) Boston early music
news & calendar of events. XXVI11,3:119

Borgir, Tharald. The performance of the basso
continuo in Italian Baroque music. XXVIII,
4:169

Boyd, Malcolm. Bach. XXVI,2:81
Boyden, Barra. The crurnhorn and other Re-
naissance windcap instruments. XXVI, 1:39
Caldwell, John. Editing early music. XXVII,
2:77
Cohen, Joel and Herb Snitzer. Reprise: the ex-
traordinary revival of early music. XXVII,
2:77
Crofton, Ian and Donald Fraser. A dictionary
of musical quotations. XXV11,3:119
Cunningham, Walker. The keyboard music of
John Bull. XXVI,3:126
Davis, Alan. Treble recorder technique.
XXV11,3:118

Dean, Winton. The New Grove Handel.

(

;3eibib Rortier
Maker and dealer specializing in

early stringed instruments

Violas da Gamba
Early Violin family

Lutes and other plucked instruments

Available for immediate delivery
Treble viol, after J. Tielke $1500
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to baroque specifications $ 650
Violone, 6 strings, all gut, in G $2400
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XX‘I.11,1:26
Epstein, Jan (ed.) The recorder, journal of the
Victorian Recorder Guild (3/85, 11/85)
XXVII1,1:26

Fischer, Henry George. The Renaissance sack-
but and its use today. XXVI,4:176

Flesch, Siegfried and Bernd Baselt. Handel-
Handbuch, vol. I. XXV11,3:119
Good, Edwin M. The Eddy Collection of Mu-

sical Instruments: a checklist. XXVII, 1:27
Grant, Kerry S. Dr. Burney as critic and his-
torian of music. XXVI,2:80
Haynes, Bruce. Music for oboe, 1650-1800: a
bibliography. XXV11,3:119
Henderson, Ian H. Strobe tuner settings for the
historic scales. XXVI,2:80
Hotteterre, Jacques. L'art de preluder sur la Ate

traversiere, sur la flute a bec, sur le haubois, et
autres instrumers de dessus, 1719. XXVI,1:41

Kay, Ernest (ed. dir.) International who's who
in music and musician's directory. XXV11,1:
27

Kerman, Joseph. Contemplating music: chal-
lenges to musicology. XXVII1,1:25
 The masses and motets of William
Byrd. XXVI,1:39

Lehman, Robert A. Historic flutes from private
collections. XXVII1,2:74
McGee, Timothy J. Medieval and Renaissance
music: a performer's guide. XXV11,4:159
Mertin, Josef. Early music: approaches to per-
formance practice (trans. Levarie)
169
Meyer, Kenton Terry. The crumhorn: its his-
tory, design, repertory, and technique.
XXVI,1:39
Minguet E Yrol, Pablo. Reglas y advertencias
generates que ensetian el modo de miler todos
los instrumentos mejores, y mas usuales, como
son la guitarra, tiple, vartdola, cythara, clavicor,
dio, organo, harpa, psalterio, bandurria, violin,
flauta traversa, flauto dulce, y la flautilla, 1754.
XXVI,1:41
Monson, Craig. Voices and viols in England,
1600-1650: the sources and the music.
XXVII1,3:119
Newman, Anthony. Bach and the Baroque.
XXVII1,3:118
Newsletter of the American Handel Society,
vol. 1, no. 1 (4/86) XXVII1,4:172

Pirrotta, Nino. Music and culture in Italy from
the Middle Ages to the Baroque (vol. 1 of
Studies in the history of music, Lockwood &
Wolff, gen. eds.) XXVI,4:176

Poulton, Diana. John Dowland (2nd ed.)
XXVI,3:125
Quantz, Jchann Joachim. On playing the flute
(2nd ed., trans. & notes Reilly) XXV11,4:163
Rifkin, Joshua, et al. The New Grove north Eu-
ropean Baroque masters: Schutz, Froberger,
Buxtehude, Purcell, Telemann. XXVII1,1:25

Saint Lambert, Monsieur de. Principles of the
harpsichord (trans. & ed. Harris-Warwick)
XXVI1,1:25

Scheibert, Beverly. Jean-Henry D'Anglebert
and the seventeenth-century clavecin school.
XXVII1,2:71

Schott, Howard (gen. ed.) The historical harp-
sichord (vol. 1 of monograph series in honor
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of Frank Hubbard) XXVI,3:125
Seebass, Tilman (ed.) Imago musicae (vol. 1 of
International yearbook of musical iconog-
raphy) XXV11,1:25

Simon, Jacob (ed.) Handel: a celebration of his
life and times, 1685-1759. XXVILL2:74

Simpson, Adrienne (ed.) Early Music New
Zealand, vol. I, nos. 1-3. XXVIL2:79

Stauffer, George and Ernest May (eds.) J.S.
Bach as organist: his instruments, music, and
performance practices. XXVII1,2:75

Toff, Nancy. The flute book. XXVII1,2:71
van Hauwe, Walter. The modern recorder
player, vol. 1. )0CV11,2:78
Williams, Peter (ed.) Bach, Handel, Scarlatti:
tercentenary essays. XXV11,3:117
Woodfield, Ian. The early history of the viol.
XXVI1,3:117
Wulstan, David. Tudor music. XXVII1,4:170
Ziegler, Gloria (compiler & ed.) The writings
of Josef Marx: an anthDlogy. XXVI11,4:172
Zimmerman, Franklin B. Henry Purcell,
1659-1695: his life and times (2nd rev. ed.)
XXV1,4:175

REPORTS

A Bach celebration. XXV1,1:33
Amherst ARS workshop (1985) XXVI1,1:21
An interview with Steve Rosenberg. XXVI,
2:75
Ann Arbor workshop (1984) XXVI,2:75
ARS teaching seminar 4985) XXVI1,1:20
Aston Magna Academy (1985) XXVI,4:173
Boston Early Music Festival (1985) XXVI,4:
161; (1987) XXVII1,4:157

Chesapeake workshop (1985) XXV11,1:21
Colorado ARS workshop (1984) XXVI,1:29;
(1985) XXV11,1:21; (1986) XXVIII,1:33
Conference on the early violin. XXVI11,4:159
Een cursus oude muziek te Lochem (1985)
XXVI,4 :174

Eight ways of looking at '`authenticity": a report
on the Oberlin conference on historically in-
formed performance. XXVIII3:108

Erudition and entertainment: three London in-
strument exhibitions_ XXVII1,2:65

Festival of Flanders, Bruges (1984) XXVI,1:33
First New Zealand International Recorder
Festival and School (May 1986) XXVII4:
152

Friedrich von Huene's remarks upon receiving
the ARS Distinguished Service Award.
XXVII.1,4:160
Hallelujah! Handel: London 1985. XXVI1,3:
113

Katz composition contest. XXVII1,1:23
Long Island Recorder Festival (1984) XXVI,
1:29; (1985) XXVII,1:22; (1986) XXVII1,1:
22
Merrimack Valley Music and Art Center
workshop (1984) XXVI,1:29
Mideast ARS workshop (1984) XXVI,1:30;
(1985) XXV11,1:22; (1986) XXVII1,1:22
Midwest ARS workshop (1985) XXVI1,1:22;
(1986) XXVITI,1:22
Music by Jewish composers. XXVI1,2:73
Oberlin Baroque Performance Institute (1984)
XXVI,1:30

Cbituary-Fortunato A.rico. XXVI,1:34
Cbituary - Maurice C. Whitney. XXVI,1:34
On being your own publisher. XXV11,2:74
Original bass recorders in the United States.
XXV1,4:171

Paris exhibition and festival. XXV111,3:112
Recorder at Rider workshop (1984) XXVI,
1:30; (1985) XXV11,1:23

Renaissance academy at St. Scholastica (1984)
XXVI,1:31

Report from Brazil. XXV11,4:152
Serpents assemble in Amherst. XXV11,4:152
Southeastern Historical Keyboard Society con-
clave (1985) XXV1,4:172

Summer academy in Yugoslavia (1984) XXVI,
1:32
Welsh Early Music Week (1984) XXVI,1:32
Yale's only antique recorder missing. XXVIII,
4:162

CHAPTER NEWS

Augusta XXVI1,2:82
3aton Rouge XXVII1,2:82
Bergen County XXV1,2:93
Columbus XXV11,4:168
Detroit XXV11,2:82
Greater Cleveland: In memoriam-Frieda
Schumacher XXVI1,3:130

Iowa City )0IVIL1,1:42
Lancaster XXVII1,1:L2
Long Island XXVII1,2:82
Malibu early music weekend workshop
XXVII1,3:128
Miami XXVI,1:42
Milwaukee XXV11,3 130
Monterey Bay XXVI,2:93; XXVIL1:31;
XXV11,3:129; XXVII1,3:128
Montreal XXVI11,2:82
Nashville XXVI1:42
New Orleans XXVI,1:42
New York XXVIL3:129

Pittsburgh XXVIII,1:42
Princeton XXV1,1:42
Rhode Island XXVI,3:137
Rochester XXVI1,3:130
Sacramento XXV1,3:137
Santa Fe )0CV11,2:82; XXVI11,1:42
Sarasota XXV1,4:181; XXVI1,2:82; XXVI1,3:
129

Texas Early Music Festival XXVI,1:43; XXVI,
4:181
Triangle X.XVI,3:137; XXV11,3:130
Tucson XXVI1,3:130
Westchester County XXVI1,1:31; XXVI1,3:
130; XX'VII,4:168

ARS BUSINESS

Board minutes:
Sept. 28-30, 1984. XXVI,2:87
Oct. 4-6, 1985. XXV11,1:33
Oct. 3-5, 1986. XXVII1,1:33

Financial statement:
Sept. 11, 1984. XXVI,2:90
Sept. 19, 1985. XXVI1,1:36
Nov. 10, 1986. XXVI11,1:38

President's Scholarships (1987) XXVIII,3:112
Results of the membership survey (1984)
XXVI,1:35

Contributions to The American Recorder,
in the form of articles, reports, and letters,
are welcome. They should be typed, dou-
ble-spaced, and submitted to the editor
three mcnths prior to the issue's publica-
tion date. (Articles are often scheduled
several issues in advance.) Contributions
to chapter news are encouraged and
should be addressed to the chapter news
editor.

Harps &Historical Instruments
BEN BECHTEL, Instrument maker

MEDIEVAL & RENAISSANCE STRINGED INSTRUMENTS
HARPSICHORDS

"UNICORN GEMSHORNS"

• FOR THOSE WANTING THE ULTIMATE IN QUALITY
• INSTRUMENTS BUILT TO THE MOST EXACTING STANDARDS OF EXCELLENCE

• COMPLETE SATISFACTION GUARANTEED

NEW ADDRESS
Old Wesley Chapel
3299 Dublin Road
Hilliard, Ohio 43026
(614) 488-0470
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CLASSIFIED

FOR SALE: Moeck/Vas Dfas Denner Barocue
oboe, a' = 415, $500. Moecs Rottenburgh alto
recorder, palisander, $150. Moeck Rotten-
burgh soprano recorder, palisander, $75. Jim
Rich (503) 592-4275.

THUMB RESTS: Adhesive backing, put it
where you want it! Maple, cherry, or walnut,
SAT sizes, $7.50 ppd. Rosewood or ebony,
SAT sizes, $10 ppd. (N.Y. + 7%.) The Seely
Workshop, 292 Barrington St., Rochester, N.Y.
14607.

FOR SALE: Self-teaching Renaissance flute
manual: thirteen graded examples, solo, ensem-
ble, $7.25 +$2 S/H. Renaissance flute solos:
thirty-six pieces, easy to difficult, $7.25 + $2
S/H. Passaggi . . . Richardo Rogniono, 1592:
division exercises arr. for Renaissance flute,
recorder, $7.25 +$2 S/H. Renaissance flutes
(plastic): $35 +S2 S/H. Instrument stand:
Philippine mahogany, portable, holds eight
recorders SATB, $20 +$2 S/H. Bass seat strap,
$10 +$2 S/H. Perrin, 1747 Maltman, Los
Angeles, Calif. 90026.

FOR SALE: Great bass in C, maple, Moeck,
mint condition. Monet, 727 Nottingham Rd.,
Wilmington, Del. 19805. (302) 656-3560.

FOR SALE: Clavichord, solid mahogany case.
Sitka spruce soundboard, boxwood/ebony key-
board, beech bridge. Action fretted, 45 notes.
Compass C/G-c". $1500. (608) 238-8909.

FOR SALE: Fehr alto recorders: palisander,
$350, boxwood, $300; Fehr pearwood soprano,
$100; all at a'=415. Korber soprano shawm,
$250. Marianne Pfau, 11 Atlantic Dr., Sound
Beach, N.Y. 11789. (516) 744-1084.

TELL THE WORLD about your early music
habit —with T-shirts, buttons, and more, de-
signed for early music enthusiasts. Send today
for free catalogue. Tone Productions, Dept. Al,
Box 2852, Boston, Mass. 02101.

CLASSICAL HARPSICHORDS, fortepianos,
also sets of parts to build extraordinarily fine
historical instruments. Highest standard custom
instruments and kits from authorized Zucker-
mann/Way agent. Lowest factory and work-
shop prices. Two hours NYC. Call or write for
full details. Yves Albert Feder Harpsichords,
North Chestnut Hill, Killingworth, Conn.
06417. (203) 663-1811.

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

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 Feder
Harpsichords, Box 640, Killingworth, Conn.
06417.

Classified rates for The American Recorder: 501
per word, ten word minimum. "For Sale" and
"Wanted" will not be counted but should
always be included in the copy. ZIP code

counts as one word, telephone number as two
words. Send copy plus payment to The
American Recorder, 22 Glenside Terr., Upper
Montclair, N.J. 07043.

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; Septem-
ber 1 for November.

CAMMAC ( Canadian Amateur Musicians ) proudly presents its second annual

eazip ittitiblt iv 12.
Jut 26 to July 3 , 1988, at its Music Centre on the shores of Lake MacDonald

in the Laurentian Mountains only 60 miles N-W of Montreal
RECORDER , VIOLA DA OAMBA , RENAISSANCE DANCE , AND VOICE

*Special program for children from 41/2 to 11 years : recorder, arts/crafts, swimming
* Camping facilities ( hot showers, refrigerators, washer t dryer ) or stay in the Lodge
* Bilingual classes ( brush up your French! ) with dynamic , knowledgeable teachers
" Faculty concerts: Saturday night student concert and wine et cheese party

Detailed brochure available in February . For further information:
CAMMAC EARLY MUSIC
P.O BOX 353, WESTMOUNT QUEBEC
CANADA H3Z 2T5 TEL(514) 932-8755

At Last! Unique Classroom Recorder Program

MUSIC LITERACY
FOR EVERY CHILD

0 LETS SING 
& PLAY by Peg 

Hoenack

Unique 
LETTER NOTATION 

system spaces

evenly the letter 
names of notes to 

depict pitch

and ryhthm. 
Children PLAY dozens 

of songs

and classics 
themes quickly and 

easily, learning

the LANGUAGE 
of music before 

tackling STAFF

NOTATION with 
its abstract 

symbols-

()LETS WRITE & 
READ MUSIC by Vicki 

Jorgensen

On worksheets 
children WRITE on 

the staff

songs they have 
already played, then 

READ

what they have 
written to play them 

again.

Teacher models each sequenced step. •

LETTERS ON 
STAFF, 26 

worksheets, • NOTES

ON STAFF, 26 
worksheets.

® RECORDER TEACHING by 
Mim Chapman

A master 
teacher's distillation of 

years of experi-

ence teaching 
thousands of children and 

teach-

ers. Secrets of 
classroom 

management; formula

for initiating a 
total music program 

through the

recorder, 
creating a dynamic 

learning environ-

ment, developing 
student leadership.

Peg Hoenack's tested method helps
children discover how to play,
understand, vrite and read musk in
grades 3-7. Children become com-
petent and independent learners,
enjoy practice and playing at home
as well as school.

Order FREE copy of 0 ,
Let's Sing ti Play. (Send $1.50 for
shipping.) For more details, write or call..

Peg Hoenack's

usic Work
Music for Young People

8409 Seven I I, Rd. • Bethesda MD 20817
(301) 365-1818
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1988
Summer
Worksho s
EnDorseD
6y the
American
*corDer
Society
The Society itself does not own or
operate workshops. Those described
below are independer.: operations whose
directors have sought 2nd received for
their workshops a special relationship of
mutual approval and mutual aid
(financial and otherwise) with the ARS.
These workshops hate met the ARS
Workshop Committee's exacting
standards for program and management,
and taey are recommended without
reservation to all menbers.

Early Music Center
Workshop
Wright State University
Dayton, Ohio
June 19—June 25
Patricia Olds, director

Faculty
Edgar Hunt, Michael Mattimore,
Patricia Olds, Patricia Petersen,
Brent Wissick, Kenneth Wollitz

Program
Daily technique and ensemble classes
at ARS Levels I-III. Beginning and
intermediate viol; beginning
crumhorn; rental instruments
available.
Electives: Medieval ensemble,
Renaissance ensemble, Baroque trio
sonata ensemble, sightreading
rhythmic patterns (Hindemith
method), Renaissance band,
harpsichord for pianists, music of the
14th century, Baroque ensemble music
for recorders; madrigal singing; C-clef
sightreading; pedagogy seminar for
recorder teachers (all-faculty panel).
Evenings: Renaissance dancing;
Lecture by Edgar Hunt: "My Life in
Early Music;" faculty and student
concerts; trip to Air Force Museum
and picnic.

Fees
Tuition $175
Room and Board $150-175
Deposit $30 (payable Early Music
Center Workshop)

Information
Patricia Olds
Early Music Center
242 Northwocd Drive
Yellow Springs, OH 45387
(513) 767-8181

Fifteenth LIRF
Summer Clinic
C. W. Post College
Greenvale, Long Island,
New York
June 26—July 2
Eugene Reichenthal,
director

Faculty
Guest instructor: Brian Bonsor (a
music director of Britain's SRP),
Kenneth Andresen, Stanley Davis,
Barbara Kupferberg, Patricia Petersen,
Eugene Reichenthal, Nina Stern.
Accompanists: Barbara Kupferberg—
harpsichord, Jillian Samant—viola da
gamba, Lewis T. Fitch —guitar.

Program
Six technique classes at different
levels including a special class for
school music teachers and a master
class, elementary theory, daily
instruction in ornamentation, sessions
in reading early notation, practical
conducting, bass recorder, one-to-
a-part ensembles, accompanying on
guitar, Renaissance band, madrigal
singing, country and Renaissance
dancing, sightreading of a wide range
of ensemble material, teaching tips
and 3 in-service credits for music
educators. Air-conditioned
dormitories and classrooms. Tapes of
faculty and student concerts will be
available inexpensively. Course shop
will offer good discounts and large
boxes of special sale music.

Fees
Tuition $185
Room & Board: double $200;
single $260

3 in-service credits (optional) $30
Deposit $30 (payable LIRF; $15
refundable till June 1)

Information
Eugene Reichenthal
20 Circle Drive
East Northport, NY 11731
(516) 261-2027

(Continued on following 2 pages)
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Workshops Continued

The 9th Annual
Colorado Recorder
Festival
Colorado College
Colorado Springs
July 17—July 23
Constance M. Primus,
director

Faculty
Evelyn Nallen, Guest Artist
from Cambridge, England;
Vicki Boeckman, Stewart Carter,
Eileen Hadidian, Frederic Palmer,
Constance Primus, Joan Wilson;
assisted by Marcia Bailey,
harpsichordist

Program
A Parade of Composers through
Music History
Technique/Literature Classes—for
great bass to sopranino recorders
(ARS Levels I-III)
Consort Repertoire Classes—for
recorders, viols, buzzies, voices
"A Parade of Composers from the
Troubadours to Bach"—chorus with
instruments

Special-Interest Classes—Arranging
and composing for recorders, avant-
garde techniques, basso continuo for
recorder players, early notation,
teaching the recorder, early American
music, Renaissance reeds, Baroque
flute, sackbut/cornetto, and others.
Special Activities—Recorder recital by
Evelyn Nallen, Parade-of-Composers
panel, music for England's SRP
Meetings, evening of historical dance,
student/faculty musicale, picnic in the
mountains, and Parade-of-Composers
party.

Fees
Tuition $190
Room & Board $180
Deposit $40 (payable Colorado
Recorder Festival; $20 refundable
before July 1)
These fees include recital ticket,
social events, refreshments—
everything except ARS fees and music
that may be required.

Information
Constance M. Primus
13607 W. Mississippi Ct.
Lakewood, CO 80228
(303) 986-0632

Chesapeake Workshop
Georgetown University
Washington, D.C.
July 17—July 23
Scott Reiss & Tina
Chancey, directors

Faculty
Tina Chancey, Robert Eisenstein,
Paula Hatcher, Patricia Petersen,
Scott Reiss, Gwendolyn Skeens, John
Tyson, Brent Wissick, additional
faculty t/b/a

Program
Daily classes in recorder and viol
technique and consort playing,
beginning through advanced levels.
ARS Education Program will be
emphasized.

Electives include medieval,
Renaissance, Baroque, contemporary
and traditional music, mixed
ensembles, music for voices and viols,
Renaissance band, -symphonic choir,
improvisation, ornamentation, master
classes, musicianship, Marais solo
suites, continuo playing, tablature.

Special Activities—Lectures on
performance practice, group singing,
country dancing, Potomac River
cruise, student and faculty concerts.
Nick von Huene and the Early Music
Shop of New England will be in
residence.

Air-conditioned classrooms and
double-occupancy dorm rooms with
private baths in wheelchair-accessible
building. Free admission to new
recreation complex with Olympic-
sized pool, free parking.

Fees
Tuition $200
Room & Board $205
Deposit $60 (payable Chesapeake
Workshop; $30 refundable before
July 1)

Information
Tina Chancey
3706 North 17th St.
Arlington, VA 22207
(703) 525-7550

Midwest ARS Workshop
Carthage College
Kenosha, Wisconsin
July 19—July 24
Irmgard Bittar, director

Faculty
Paul Leenhouts (Amsterdam Loeki
Stardust Quartet), Sterling Jones
(founding member Early Music
Quartet), Shelley Gruskin, Louise
Austin, Irmgard Bittar, Martha
Bixler, Thomas Boehm, Valerie
Horst, LeAnn House, Beverly Inman,
Margaret Panofsky.

Program
Daily. Master classes with Paul
Leenhouts, recorder, and Shelley
Gruskin, Baroque flute. Early-morn-
ing technique and ensemble classes at
all levels (ARS I-III); viol classes at
all levels; electives include: harpsi-
chord technique and continuo,
beginning krummhorn, techniques of
early bowed strings, medieval and
Renaissance performance practice,
two levels of Renaissance Band, Ger-
man Lieder, mixed ensemble for
singers and instrumentalists, Pedagogy
II with Louise Austin (optional credit
toward ARS Teacher's Certificate).

Evenings: Formal faculty concert.
Vocal-instrumental Collegium for all
to perform from Symphoniae Sacrae of
Heinrich Schiitz, conducted by Shel-
ley Gruskin. Renaissance, Baroque,
and English country dancing, large
Baroque ensemble, informal student
recital, informal consort playing.

Other features: Instrument Maker
Thomas Boehm in Residence, Ger-
man Conversation lunch table,
parties, swimming and tennis.
Campus is located on 83 acres of
beachfront property on Lake Michi-
gan between Milwaukee and Chicago.
Full-tuition Eric van Douwen Memo-
rial Scholarship available to a student
attending Leenhouts Master Class;
apply to director.

Fees
Tuition $150
Leenhouts Master Class surcharge $10
Room & Board $120
Daily auditor's fee $30
Deposit $30 (payable Midwest ARS
Workshop; refundable before July 25)

Information
Irmgard Bittar
301 Ozark Trail
Madison, WI 53705
(608) 231-1623
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Southern Utah
Early Music Workshop
Utah Shakesperean Festival
So. Utah State College
Cedar City, Utah
July 25—July 31
Jeffrey Snedeker, director

Faculty
John Tyson, recorder—classes in solo
recorder with continuo literature and
articulation
Steve Lundahl, winds, 5rass—classes in
early brass instruments and literature
Carol Herman, strings—classes in viola
da gamba technique and English viol
consort literature
John Metz, keyboards—classes in
continuo playing and keyboard
literature
Angene Feves. dance—classes in music
for dance and dance in Shakespeare,
historical dance for all levels
Christine Frezza, composer—Guest
Lecturer: "Music in As You Like It"

Program
Music of Elizabethan England (and
other topics). Technique classes,
dance classes, introductions to new
instruments, special presentation on
how to put music into As You Like It;
emphasis on practical use and
approach at all levels. Seven- and
five-day sessions allow choice in time
and cost. Concerts by the Festival
Consort. At least one trip to local
national parks, and opportunities to
attend Festival productions of
Cymbelline, Othello, and As You Like
It. Tickets for Festival activities must
be arranged for individually.

Fees
Tuition: Seven-day session $165;
Five-day session $100;
Non-participant $5C/$30.
Special tuition rates for pre-formed
music and dance ensembles on
request.
Room & Board must be arranged
directly with College by calling
Information below. Estimates: Room
$7 per person per n.ght (double);
Board $10.50 per person per day (3
meals). Deposit $5C (payable to
Southern Utah State College)

Information
Barbara Shakespeare
do Div. of Continuing Education
Southern Utah Sta:e College
Cedar City, UT 84720
(801) 586-7850
Or Jeff Snedeker at (614) 268-3802

Mideast Workshop
LaRoche College
Pittsburgh, Pennsylvania
July 31—August 6
Marilyn Carlson, director
Kenneth Wollitz,
co-director

Faculty
Lucy Bardo, Martha Bixler, Marilyn
Carlson, Marcianne Herr, Mary
Johnson, Nina Stern, Colin Sterne,
Kenneth Wollitz, voice teacher t/b/a.

Program
Eras of Transition in Early Music
Morning classes—primary emphasis on
technique: recorder (novice through
advanced), viol, voice. Afternoons—
secondary instruments (Renaissance
and Baroque flute, harp, viol, voice,
capped reeds), basic music skills,
ensemble playing (small consorts,
bands) and interpretation. Evening
activities—English Country Dance,
all-workshop vocal/instrumental
ensemble, student/faculty concerts,
informal playing. Special features—
Master Class for Recorder, Voice
Class for Instrumentalists,
.ntroduction to Viol (instruments
available), Playing with Harpsichord,
Drop-in Happy Hour Consort. Annual
events—White Elephant Scholarship
Benefit, Ad hoc student concert,
Lecture series "Transitions in Early
Music" and "Art of the Period,"
Faculty-student concert & party.
Music & instrument display in
residence.

Convenient access from interstate
highways and airport (transportation
may be arranged). Air-conditioned
dormitory, classrooms and dining
hall.

Fees
Tuition $175
Room & Board $180
Facilities fee (commuters only) $35
Deposit $35 (payable Mideast
Workshop)
Scholarships available.

Information
Mary Johnson, Coordinator
1410 East South Temple
Salt Lake City, UT 84012
(801) 596-1955

Marilyn Carlson
825 South 5th St.
Columbus, OH 43206
(614) 444-6%8

Amherst Early Music
Festival/Institute
Amherst College
Amherst, Massachusetts
August 7-14 and 14-21
Valerie Horst, director
Wendy Powers and David Tayler,
assistant directors

Faculty
Fifty instrumentalists, singers, dancers,
and musicologists from U.S., Canada,
England, Netherlands, Germany, etc.

Program
Music of England
Classes—recorder (novice to very
advanced: consorts, master classes,
technique, prep for ARS Level III
Exam, recorder orchestra, all-day
Recorder Virtuoso Recorder Program);
viol (consorts, master classes,
tablature, technique, special-topic
classes); double reeds, lute, harp, harpsi-
chord, sackbut, cornetto, percussion,
voice, theory, early dance, aerobics.

Special classes include Historical Harp
Seminar, Vocal Seminar, Recorder
Tuning and Voicing with Alec Loretto.
Vocal-instrumental Collegium for all—
rehearsal and performance of major
English works of William Byrd and
others, edited and conducted by
Philip Brett. Lectures on topics in
English music, recitals, barbecues,
parties. Festival Concert Series is free
to workshop participants. Many rooms
available by the night for visitors.

Concurrent Events
August 8-20: Festival Concert Series
August 4-7: Fourth Early Brass Festival
August 12-14:
Fifth Historical Harp Festival;
Early Music and Instrument Exhibition
August 14: Third Great New England
Outdoor Double Reed Rally

Fees
Tuition: one week $200;
two weeks $325
Single Room &. Board: $225 per week
(includes use of pool, gym, courts,
libraries, etc.)
Deposit $30 (payable Amherst Early
Music, Inc.; refundable till July 1)

Information
Valerie Horst
Amherst Early Music, Inc.
65 West 95th Street, IA
New York, NY 10025
Amherst Hot Line—call anytime:
(212) 222-3351 (machine 4th ring)
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)3oulda arig Music , hop
Store Hours: Monday through Saturday, 10:30 - 5:30

Recorders by Fehr, Kobliczek, Kueng, Moeck ,
Roessler, Zen-On, Mollenhauer

Instrument Cases and Covers by Savage & Hoy and
Jean Cavallaro

Cornetts by Christopher Monk and Celtic Harps by
Dusty Strings

Folk Instruments and Instrument Kits by Leading
Makers

Fiedels, Rebecs, and Hurdy-Gurdys by Bernard Ellis

Extensive Inventory of Sheet Music and Books

Violas da Gamba by Bridgewood,
Kortier, Julier, Plant, Shann

Baroque Oboes by Heinz Roessler

Viol Bows and Baroque Violin
Bows by Walter Mettal

Prompt Mail Order Service

Write for Free Catalogs - Specify Areas of Interest
2010 Fourteenth St.

Boulder, Colorado S0302
(303)499-1301
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FREE RECORDER CONSULTATION
Take the mystery out of choosing

the right recorder for your
budget and playing level

If you'd like free expert advice on the best recorder and the right sheet music to select for your specific needs, just drop in
to our new shop or give us a toll-free cal.

We're Elaine and Richie Henzier, proprietors of COURTLY MUSIC UNLIMITED, New York City's only recorder and
early music shop. Were also performers and teachers of recorder and renaissance winds, with Masters of Music degrees
from Juilliard.

Most important, we have many years of experience helping recorder  players of all ages and levels to fully enjoy the thrill of
music making.

We carry a full line o-:rrecorders to try and New York's most extensive sheet music collection for recorder and early music.
We also carry folk instruments, including Shakuhachi, penny whistles, pan flutes and humanatones.

MENTION YOU SAW THIS AD AND RECEIVE SPECIAL PACKAGE DISCOUNTS ON...

r RECORDER STARTER KITS
Autos plastic soprano plus Recorder Guide: Dnly $11.71

Aulos plastic alto plus Recorder Guide: only $19.96

Autos plastic tenor plus Recorder Guide: only $42.91

taus shipping & handling)

CONSORT MUSIC PACKAGE
Whether you're a duet or an ensemble of 8 or more
we can help select music for your particular needs.
Special volume discounts:

Orders of $25-49 12% discount
Orders of $50-99 15% discount
Orders of $100+ 20% discount

COURTLY MUSIC UNLIMITED
Recorder and Early Music Shop

2067 Broadway, Suite 27 (bet. West 71st & 72nd St.)
New York, N.Y. 10023

Open Tuesday through Saturday, 9:45 am to 5:45 pm E.S.T.
Amt rican Express accepted Visa/MasterCard coming soon)

call Richie toll-free 1 —800-2—RI CH1E and speak to him personally about your needs
I I-800-274-2443)

In New York City. call 212-580-7234

Free advice for recorder and early music enthusiasts...or those who would like to be

1 • •
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LAla namusic(Digributors, Inc.
SHARON, CONNECTICUT o6o69, TEL.(203)364-5431

Now available from your local music dealer:
MANCINI: On the Trail of The Pink Panther M28o5 $16.8o
(arr. Leenhouts) for atb(t)grb; score & parts

ANON.: Two Sonatas for 2 altos & b.c. (ed. Zaniol) score & parts M1115 $20.00

HEBERLE: Sonata (i808) for soprano M1119 $11.6o

THOMAS (ed.): Two French Songs EMU 13 $2.00

for 3 winds with optional voices; 3 scores

THOMAS (ed.): Six Villancicos EMLI 14 $2.00
for 3 winds with optional voices; 3 scores

WiErrE: Two In Nomines EMLii5 $2.25
for 4 winds/strings with optional voices; 4 scores

ANERIO: Two Gagliarde for 4 winds/strings; 4 scores EMLII6 $2.25

ALTENBURG: Two

GABRIELI: Lieo Godea for 8 instruments in 2 choirs; 8 scores

Mtradas EVILII7 $2.75
for 6 winds/strings with optional voices; 6 scores

EMLI18 $5.00

NEW FROM LONDON PRO MUSICA: "Doke"— a well-edited series of recorder
collections.

THE CONSORT COLLECTION, VOL. I: mostly satb DOLIol $8.00

THE JACOBEAN COLLECTION, VOL. I: a & kb DOL102 $7.00

THE JAMES HOOK COLLECTION, VOL. I: a & kb DOLio6 $7.00

We are U.S. distributors of
RECORDERS: Adler, Aura (Coolsma), Heinrich, Moeck, Schneider, and Zen-On.

HISTORICAL WOODWINDS: Moeck, Musisca. HARPSICHORDS: Neupert.
RECORDER MUSIC: Anfor, Consort, Gamut, Hansen-Chester, Hug,

4 
London Pro Musica, Loux, Magnamusic, Marlborough, Moeck, Muses Gardin,
L'Oiseau Lyre, Pan, Pelikan, Schott, Sweet Pipes, Tomus, and Zen-On.
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