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FROM THE EDITOR

Some months after Peter Seibert's "Ornamentation for
Consort Players: First Steps" appeared (November 1984),
Andrew Waldo, then head of tne Longy School's early
music department, called to ask if we would be interested
in an article on Renaissance ornamentation for soloists.
Somehow he found time to write it between winding
down his teaching and performing activities in Boston and
becoming a theology student in Sewanee, Tennessee.
Although his article is directed to those who want to
explore sixteenth-century ornamentation in depth, it will
be of value to anyone with an interest in the music of this
period. An appendix lists ornamented versions of various
madrigals, motets, chansons, and other works. Readers
may want to study some of them to see how it was done
before trying embellishments of their own.
Alec Loretto, who left university music teaching several

years ago to make recorders in "back garden" near
Auckland, New Zealand, writes about a recorder that
was capable of playing virtuoso Renaissance
embellishments: the "Ganassi" recorder, with a range of
well over two octaves. This is a fascinating subject and
one on which we hope to have other articles in future
issues.
Phil Levin, who has written several articles on

instrument care for this journal, discusses the various
woods recorders are made of and the merits and
drawbacks of each. Anyone who has wondered about the
strange names of some of these woods may find
enlightenment here.
Music seems to be such a popular feature that we're

including it as often as space and our inventory permit.
"Doubles," by an American composer living in Australia,
is one of several submissions we've received from abroad.
See the index of advertisers for a listing of summer
workshops; ARS workshops are on pages 86 and 87.

Sigrid Nagle



So You Want to
Blow the Audience Away

Sixteenth-century ornamentation: a perspective on
goals and techniques

Andrew Waldo

Recent decades have produced ex-
cellent studies of the musical circum-
stances that called for embellishing in
the sixteenth century, the treatises writ-
ten to instruct players, and the combina-
tions of instruments that were used.'
Performing editions of madrigal and
chanson ornamentations (diminutions)
are now readily available. More and
more frequently these pieces are being
performed. Players are getting accus-
tomed to recognizing opportunities for
embellishment, and they are taking ad-
vantage of them.
What we hear very little of, however,

is improvisation in sixteenth-century
style that reflects genuine fluency in its
melodic language. Few modern players
of any early instrument have reached the
level of knowledge, understanding, re-
flex, and physical skill in creating extern-
pore diminutions at which they can pro-
duce a musical result authentic to the
music and to themselves. Why is this so,
and how can we assimilate that orna-
mental language and begin to express it
poetically? What kind of technique do
we have to have, and how do we get it?
The practical portions of what follows

are addressed primarily to those players
who would attempt to achieve a mea-
sure of virtuosity as soloists in playing
diminutions. However, I also hope to
paint as clear a picture as possible for the
listening community of the extent and
nature of the task at hand. I have not ad-
dressed issues relating specifically to
consort ornamentation, though pieces
do exist with as many as four of the parts
ornamented simultaneously.
In order to structure our efforts, it is

essential that we view the process of

learning ornamentation in much the
same way we would that of learning a
spoken language: we must develop a vo-
cabulary, syntax, and context to our ut-
terances. Significant artistic expressions
come later. The many sources for or-
namentation dating from 1535 to 1638
are our grammar books.
One author suggested in these pages —

and others would agree with him — that
a dependence on these early sources is
not compatible with "freedom of spirit
and a sense of creativity" and is "unau-
thentic" to ourselves.2 And I've heard
teachers at workshops say, "Relax, just
play what comes to mind. You'll get it."
Good luck. Any jazz player will tell you
that in order to improvise, scales and
"riffs" (known as passaggi in sixteenth'
century Italian terminology) have to be
memorized within a style early in train-
ing. Only then can a performance reflect
the energy and imagination of the in-
dividual player and, indeed, make any
sense at all to the listener. It is possible
to be free of spirit and authentic to our-
selves and to the music only if we
achieve that fluency which permits art-
ful prose, poetry, or improvisation in the
musical language we've undertaken to
learn. The historical sources are fun-
damental to our effort.
As in learning any other complex skill,

many basics must be mastered first. In
addition to an historical awareness of
the musical styles and repertories of the
age, one must develop aural, analytical,
and technical skills of a high order.
These skills are closely interconnected.
Hearing an ornament in your head will
do you no good if your fingers and
tongue won't reproduce it. Being able to

play every ornament in a treatise is
useless if you can't figure out where to
put them into the music.

Developing aural skills
In order to define the context of our
work, it is essential first of all that we
have a good aural impression of the style
we are learning to ornament. Since we,
as inhabitants of the twentieth century,
have an incredible range of music styles
filtering into our consciousness, it takes
effort to "think" and react in the style of
any one era. And in our attempts to
learn ornamentation, we have often de-
pended on an astonishingly wide variety
of sources for melodic ideas, ranging
from Ganassi3 to those dating from the
eighteenth century.
There are several ways in which one

can begin to hear in sixteenth-century
ornamental style.
1. Listen to as many recordings of

music of the early seventeenth century
(by Monteverdi, Frescobaldi, Gabrieli,
Schatz, and countless other early
sonata icanzona composers) as possible.
These works contain melodic material
that in earlier decades was the stuff of
ornamentation. Seventeenth-century corn-
posers exercised more control over their
pieces by, as it were, writing in the or-
naments as integral melodic figures. (Be
careful to purchase or borrow recordings
by knowledgeable performers.)
2. Play as many early seventeenth-

century sonatas and canzonas as you can
(by de Selma, Frescobaldi, Riccio, Cima,
Turini, Castello, and Fontana, to name
but a few). More and more editions of
their works are being published these
days. There are also a number of recent

'See esp. Howard Mayer Brown, Embellishing
Sixteenth-Century Music, and Richard Erig, Italian
Diminutions (consult bibliography for publication
information).
2Peter Seibert, "Ornamentation for Consort

Players: First Steps," The American Recorder
XXV /4, November 1984. While Seibert's article

specifically addresses the consort player and this
one does not, the early sources are equally impor-
tant to both ensembles and soloists.
'Publication information on this and other early
diminution treatises is contained in the bibli-
ography.

"A similar list can be found in Ferand, "Didactic
Embellishment Literature" (see bibliography). The
primary difference between the lists is that I have
specified the voice in diminution. I have also ex-
panded and corrected the list.
'The ricercate by Ortiz and Bassano can be found
in the modern editions of their works listed in the

48 The American Recorder



editions of late sixteenth-century madri-
gal diminutions (See the London Pro
Musica Ricercate e Passaggi series).
Apart from learning the actual melodic

language of the time, it is also important
for you to know which madrigals/chan-
sons were chosen for diminution, and to
play them or listen to recordings of them
in their unadorned versions. Your im-
agination has more freedom if the orig-
inal tune is comfortably ensconced in
your ear. (See the appendix for a com-
plete listing of these pieces.4) There is, of
course, no reason why you cannot orna-
ment a madrigal or chanson that was not
included in any of the diminution
sources, but starting with the more pop-
ular ones helps to give an idea of the
material composers found most suitable
for embellishment.
3. In the treatises of Ortiz, Bassano

(1585), Virgiliano, and 3assani, play the
ricercate, or pieces for solo instruments.5
These pieces are for the most part dif-
ficult musically and technically, but
working on them will greatly increase
your understanding of :he way players
assembled their melodic vocabulary.
They range in interest from fascinating
flights of fancy to more-or-less strict
etudes.
4. If you have access to facsimile edi-

tions and can read early notation, tran-
scribe into modern notation diminutions
of pieces that particularly interest you.
By doing so, you not only hear the or-
naments slowly in your head as you
write (and, hopefully, assimilate) them,
but you end up with a performing part,
usable if you aren't comfortable playing
from the originals. Many great corn-
posers (e.g., Bach and Haydn) learned
their art in part by ccpying music of
other composers, so the tradition is a
venerable one.

Using the treatises
At this point, an explanation of the

layout of diminution treatises may be
helpful. Most of them are divided into
sections containing intervals for or-
namentation, ascending and descending,
with examples of how the ornamenting
may be done; examples of ornamented
cadences; explanations of articulations
to use when ornamenting (for wind

players particularly, and sometimes for
string players as well), and, as in the four
treatises mentioned above, entire pieces
that have been ornamented for the stu-
dent's study and practice.
So many treatises are available for

study that one can easily experience in-
formational overload.6 Especially at risk
is the talented and somewhat knowl-
edgeable student who pulls a number of
them off the library shelf and ploughs
through them indiscriminately, playing
whatever appears next, or applying ma-
terial from several treatises to an orna-
mentation he or she is working on. If you
were learning English, what would re-
sult from your taking phraseology from
William Faulkner and Ralph Waldo
Emerson and combining these two styles
in a single compositional effort? So, be
disciplined, and stick to one or two trea-
tises at a time while you learn ornamental
vocabulary and hone your technical skills.
Which treatises are good starting places?
The following are my suggestions.
FOR MADRIGALS/MOTETS/CHANSONS. Most

of the written-out embellishments in the
treatises are based on madrigals, motets,
and chansons originally composed in the
middle decades of the sixteenth century
by such masters as Lassus, Palestrina,
Willaert, and particularly de Rore.
There are ornamented versions for
singers, viol players, and wind players at
levels of difficulty ranging from moderate
to extreme. The examples ornament the
superius, bassus, or, in the case of viola
bastarda style (see below), all or any
combination of parts. Except where ex-
tended range is a problem, many of these
ornamentations can be instrumented in
several ways.7
To learn madrigal ornamentation, Or-

tiz and Bassano are perhaps the best
places to begin. Dalla Casa is fine for
singers and viol players but presents
problems for recorder players: many of
his embellishments pass frequently and
rapidly over the register break between
d" and e" (soprano, sounding pitch),
which is especially awkward to negoti-
ate if you are also learning the appro-
priate articulations for fast passage-
work.8
FOR DANCE MUSIC. If your main interest

is to ornament dance music, then Ganas-

si and Ortiz are especially appropriate.
Of the two, Ortiz is the more accessible.
Ganassi includes rhythmically compli-
cated proportional divisions (5:4, 6:4,
and 7:4), so it is best to focus on his
Regola Prima (in 4:4 proportion) until
you get more accustomed to his wonder-
ful and very interesting eccentricities.9
Ornamenting dance music from earlier

sources (Attaingnant, Gervaise, Susato,
and others containing relatively homo-
phonic pieces) will give you greater
freedom as you learn. Dance music at the
end of the sixteenth century and begin-
ning of the seventeenth (Brade, Dow-
land, Holborne, and Schein) tends to be
more intricate polyphonically. You run a
greater risk of upsetting what is often a
delicate balance among the parts by su-
perimposing elaborate embellishments.
These dances can certainly be orna-
mented tastefully, but you should know
what effect your additions will have on
the original.

Applying analytical skills
The treatises are quite clear on how to

identify and ornament a specific inter-
val — topics that are also well covered in
most recent literature on divisions.19
Therefore, I will make only a few com-
ments about this most basic process. If
you take the notes on the downbeat and
middle of a bar and eliminate any notes
in between, you can ornament the re-
sulting interval according to one of the
diminution tables. With more risk and
possibly more interest, you can also
leave out everything between one
downbeat and the next, and even one
downbeat and the downbeat two mea-
sures away. The more notes you leave
out, though, the more difficult it is to
maintain the original counterpoint. Of
course, daring results are sometimes
worth the sacrifice.
Little has been written about the har-

monic implications of a given ornament.
Once you have identified the basic inter-
val to be ornamented, you need to take a
look at the underlying harmony — espe-
cially if you have left out an entire
measure of the original music." An
awareness of the harmony is especially
important when you choose an orna-
ment that has skips or leaps.

'Dibliography. The Virgiliano ricercc.te are published
in volumes 1 (treble instrument) and 4 (viola bastar-
da) of the London Pro Musica Ricercate e Passaggi
series. The three toccate by Bassani are at present
available only on microfilm (1Cv,11v).
'Besides bibliography, see Brown, Embellishing
Sixteenth-Century Music, which contains descrip-

tions of the various treatises.
7See Erig, Italian Diminutions, pp. 25-29, for an

excellent discussion of instrumentation possi-
bilities.
"For performing editions of dalla Casa's pieces,

see esp. the London Pro Musica Ricercate e Pas-
saggi series.

'Brown, in Embellishing Sixteenth-Century Music,
pays particular attention to Ganassi.
'°See esp. Brown, Embellishing Sixteenth-Century
Music, pp. 17-30.
"A very basic understanding of triadic harmony,
which you can absorb in the first few weeks of any
music theory course, will do. Later, when you
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Taking these measures of de Rore's
Anchor che co partire, we could try
either of the following:

Example 1.
II

 re

 re

SCR

/
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• • „r 0
9: RP

sen es me • -

Example 2.
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— J 
0 • • 0

Notice that the ornament in the first
half of measure 11 in Example 1, taken
from Bassano's tables (1585), leaps
down a fourth to a G, clashing with the
A-minor harmony below. Example 2,
from one of Bassano's own ornamenta-
tions of this piece (he wrote three), is
preferable: there s a skip of only a third
to an A, which remains within the har-
mony.
It should be noted that the most artful

examples in the treatises do not remain
slavishly within the bounds of the un-
derlying harmony. You must, however,
develop a critical sense in your own
playing of the effectiveness or ineffec-
tiveness of straying from these bounds.
Doing so is risky.
Ornamenting in viola bastarda style re-

quires another kind of analysis. The
term refers to diminutions written for
the viola bastardc, possibly a small bass
viol, whose size enabled players to
negotiate wide leaps and fast passage-
work with relative ease. These diminu-
tions incorporate several voices of a com-

position, ornamenting perhaps the open-
ing statement of a theme in one part and
then successive imitations in the other
parts. They tend to progress through the
texture, weaving an intricate contrapun-
tal pattern. Although they are generally
of substantially greater range than those
ornamenting only a single part, many
can be played on recorders or cornettos,
or sung.
To ornament in viola bastarda style

especially requires that you know the
harmony of the piece. Perhaps the most
efficient way to learn this type of or-
namentation is to write out your choices
with the score in front of you. The trea-
tises often start their ornaments on one
"important" note and cross through
other parts until reaching another "im-
portant" note. Example 3, also from An-
chor che col partire but this time or-
namented by Richardo Rogniono, high-
lights the notes that he has chosen as
pivot points for his ornaments. Version
no. 1 is easy; no 2 is for accomplished
players.

Example 3.
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It is worth stressing that the better
you know the piece to be ornamented in
its unadorned form, analytically and
aurally, the more likely you are to make
musically sound choices of "important"
notes on which to base your passaggi.
A further note about composing your

diminutions on paper: in many extant
diminutions for singers, particularly
those in treatises published after 1585,
the ornaments reinforce the meaning of
the underlaid word. This kind of ex-
pressive gesture is similar to the early
Baroque accenti contained in Caccini's Le
Nuove Musiche. '2 They were often con-
centrated on a single word and were in-
tended to express the meaning of that
word. Of the diminution treatises, Bo-
vicelli's uses them most frequently.
When you write out your diminu-

tions, it becomes possible to experiment
with such gestures. This type of exercise
is valuable for instrumentalists as well as
singers, since the instrumental ideal of
the age was imitation of the voice. Also,
writing out your choices gives you the
chance to apply and practice diminu-
tions of much greater difficulty than you
will be capable of improvising for some
time.

want to include dissonances in your diminutions,
you'll need some knowledge of sixteenth-century
:ounterpoint.
"Mod. ed., H. Wiley Hitchcock, ed. (Madison:

A-R Editions, 1972).
"Selva de varii passaggi, book 1, pp. 15-16.
"Johann Joachim Quantz, On Playing the Flute
(1752), trans. Edward R. Reilly (New York:

Schirmer Books, 1966, 1976, 1985), p. 79 if.
"Seibert, in "Ornamentation for Consort
Players," p. 138, calls the kind of ornamentation
discussed in this article "non-linear," a characteriza-
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Honing technical skills
You need substantial skill in fingering

and articulation if you hope to approach
our musical ancestors in accomplish,
ment. Just as modern instrumentalists
must learn scales and arpeggios in all
keys in order to perform the nineteenth-
and twentieth-century repertories, play-
ers of early music must practice or-
namental figures from the tables in
treatises repetitively on all scale
degrees — as indeed several of them
specifically suggest. By doing so, you
will not only develop an ear for the notes
and extend your vocabulary of figures,
but, just as important, you will gain a feel
for the patterns. The value of this work
cannot be overestimated. It is not help-
ful to find, in the heat of performance,
that your fingers won't do what your ear
is demanding.
Include four to six new patterns per
week in your warm-up/scale practice,
until you can play each of them from
memory and move without hesitation or
slowing down at each scale degree or dif-
ficult leap. Be sure to put these patterns
into ornamentations you are working
out or into ground bass improvisations
(see below), so that you don't forget
them. Over a period of several months to
a year, you will be amazed at the variety
of patterns you've absorbed.
CADENCES. Don't neglect a special

category that is included in virtually
every treatise: cadential ornamentation.
Ganassi gives 175 ways of ornamenting
a single cadential melodic pattern (he
promises 300 earlier in the text!). Rog-
noni provides two pages of examples for
ornamenting an "Amen.""
Once you have chosen a treatise or

two to focus on, use as many of the
cadential figures as you can in the music
you're working on. The following has
become very tiresome as an improvised
figure. There are so many other possi-
bilities.

••••• r r r

ARTICULATION is another area in
sixteenth-century diminution technique
that merits special consideration. The

treatises distinguish among five basic
types of tonguing:

single
te te te
de de de

lingua dritta
te re te re
de re de re

double
te che (ke)
te ghe

lingua riversa lingua morte
te re le re slurred
de re le re
le re le re

Single tonguing was used primarily for
longer note values or repeated notes in
faster passages. Lingua dritta gives a
gentle inequality to eighth-note and
slower sixteenth-note passages. (The "r"
is Italian and should •De pronounced like
a soft "d.") Double tonguing, though con-
sidered "harsh and barbarous, disgusting
to the listeners" by Rognoni and "un-
grateful to the ear" by dalla Casa, had its
uses. It perhaps was applied to six-
teenth-note passages expressing "cruel"
affects.
Lingua riversa, used for sixteenth, and

thirty-second-note divisions, is the most
difficult to control. I have often heard
teachers compare it to Quantz's "did'll,"4
but it is different in a very important
sense. The linear quality of fast
sixteenth-century ornamentation re-
quires articulation with a minimum of
strong attacks." The few occasions on
which treatise authors give specific in-
structions for articulation indicate that
new, hard-consonant attacks within pas-
saggi were usually reserved for leaps and
repeated notes , Quantz's "did'll," on the
other hand, receives a new, hard-con-
sonant attack every other note. While
Quantz does use this attack for stepwise,
linear ornaments, it becomes most useful
in clarifying the quick, arpeggiated fig-
ures characteristic of mid-eighteenth-
century music. "Strong" attacks this fre-
quent would destroy the sweeping qual-
ity of many sixteenth-century passaggi.
Examples 4 and 5 demonstrate the
usages I've described.

Example 416

4c •
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Example 5.10

• ti ft I call 4411 flat II Akill 44'11 4 ti

non:

• kt. ti.:11 dell A.1144'114411;

Note also that Rognoni ends each phrase
with a "le," while Quantz uses the
stronger "di." Both authors agree that
large leaps require a new "strong" at-
tack.
Another way of illustrating the dif-

ference between the articulations is sim-
ply to pronounce, rapidly, a string of
each variety. Rognoni's would sound
like: "ted'll led'll led'll led'll le," while
Quantz's would come out: "did'll did'll
did'll did'll di."
Though lingua riversa is difficult, com-

plete control of this articulation is essen-
tial for effective performance and is best
worked out under the supervision of a
good teacher.
Lingua mme, which we would now

call slurring, was discouraged and said to
be the resul: of laziness. In other words,
even the fastest passaggi were to be
tongued — which is possible with lingua
riversa. There are some paired slurs in
later treatises, but the only mention of
longer groupings of notes occurs in those
for string players."
Some authors (especially Ganassi) also

give many different vowel sounds to use
with the basic consonants, but they pro-
vide no explanation on how to use them.
My feeling is that a vowel change some-
times helps :n placing the tongue for bet-
ter response in certain registers (da for
the lowest notes, di for higher notes).
Much depends, though, on how respon-
sive your instrument is in those regis,

tion rarely borne out by the treatises. Even when
later treatise authors include triadic passaggi, these
passaggi are in a linear structural context, with a
very different accentual pattern from that of later

music, more detailed discussion of articulation on bowed
"Rognoni, Selva de varii passaggi, book 2, P. 5. instruments. See also David D. Boyden, The
"Quantz, On Playing the Flute, p. 83. History of Violin Playing from Its Origins to 1791
"See Erig, Italian Diminutions, pp. 48-53, for a (London: 1965.1
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ters. In general, it is very important to
keep the front of the tongue forward and
just behind the teeth, with its sides
lightly touching the upper molars. This
position becomes critical when playing
the fastest articulations.
OTHER TECHNICAL SKILLS. In order for

your efforts to sound good, it is
necessary to have a thorough compre-
hension of resonance and, if you are a
wind player, of the dynamics of good
blowing. There are areas specific to
sixteenth-century ornamentation that
are critical, but as these topics have been
effectively covered elsewhere, they will
not be dealt with here."

Putting it all together
"MENTAL PRACTICE." Once you have

begun working on your skills and have
identified special problem areas, try to
overcome technical difficulties by using
a technique known as "mental practic-
ing." It involves thinking through a
passage without your instrument in hand,
but with a vivid mental sensation of
what it would feel like if you were
holding it. To understand what I mean,
imagine playing a C major scale on an
alto recorder (or whatever instrument
you play). You must first be able to hear
each note at the tempo you've chosen.
Then try to feel the fingers moving at
that tempo. Next, add a sense of blow-
ing and tonguing. Then increase the
tempo. Once you have mastered this
technique, you'll be able actually to per-
form a passage at whatever tempo
you've gotten your mental practicing up
to.
In learning diminutions, and indeed

any other kind of piece, you can vastly
increase your speed and accuracy with
mental practicing, and you can do so
much more efficiently than by using the
start • slower • and gradually • build-up -
tempo technique alone.
This technique, by the way, is simply

an adaptation of one used by Olympic
gymnasts in preparing exceedingly pre-
cise routines. The best performers can
mentally work through entire routines,
or, in our case, pieces, in the greatest
detail without moving a muscle. Musi-
cians at any level of accomplishment,

and especially those early music players
who would aspire to the greatest vir-
tuosity in performing divisions, can
benefit tremendously from disciplined
use of this technique.
IMPROVISATION. In madrigals /chansons

and most dance music, your ornamenta-
tions will be controlled largely by
melodic material present in the original
pieces. You will either be decorating a
specific line of music, and keeping more
or less to its boundaries, or you will be
playing bastarda style and aiming your
ornamental melodies at important notes
throughout the texture of the piece.
Ground bass patterns, on the other hand
— relatively short harmonic progressions
that can be repeated ad infinitum — allow
the performer to create divisions that are
bound only by the harmony.2°
Playing divisions over a ground bass

combines the melodic skills you've
learned by writing out ornamentations
and practicing sequential patterns with
the harmonic understanding you've
gained from analyzing and playing ex-
isting pieces. Because of the recurring
harmonic pattern, you get many chances
to try out ways of moving from one
chord to the next. (It is important that
you know which notes make up each
chord of a progression so you can plan
your arrival at the next chord change.)
Many teachers begin ornamentation

work with ground bass improvisation. I
believe that one must first learn a
minimal vocabulary before trying to
make sentences. However, this type of
work should be introduced fairly early
on to encourage freedom from the writ-
ten page.
INSTRUMENTATION. The recorder most

frequently used in playing diminutions
was an alto in G. Many makers are now
producing such instruments, sometimes
called "Ganassi" altos, with the wide
bore and extended range necessary for
this music. It is much easier to articulate
correctly on a well-made instrument of
this type than on a Baroque-style
recorder. Renaissance sopranos often
work for divisions on superius parts, as
do tenors. In the Renaissance, however,
there was clearly a difference between
recorders used for consort playing and

those used for divisions, particularly in
respect to range.
Other instruments (probably more)

frequently used for diminutions were
the cometto, viola da gamba, lute,
keyboards, and later on, the violin and
'cello. Of course, diminutions were also
frequently performed vocally.21
Solo diminutions can be accompanied

by any instrument capable of playing a
reduction of the original voice parts of a
madrigal, motet, or chanson, such as
harpsichord, organ, lute, or theorbo. If
the solo instrument or voice is a treble
one, it is effective to double the bass line
of the original piece on a viola da gamba,
'cello, dulcian, or sackbut. The result is
virtually identical with basso continuo
playing of later Baroque music, in which
a chordal and a bass instrument combine
to support a soloistic melody instru-
ment.
PERFORMANCE. Preparing and per-

forming two or three programs of music
from this period each year for two or
three years will give definition and pur-
pose to your study, reinforce your aural
impression of the style, and, needless to
say, develop your expressive abilities.
Students at the Longy School who did so
in addition to concentrating on this style
in lessons over an extended period were
clearly more creative in their improvisa-
tory attempts than others who were less
focused or intent on gaining the skill.
The point at which one begins to

"speak the language" with art and elo-
quence will, of course, vary tremendous-
ly from one player to another.

At the present time, sixteenth-cen-
tury ornamentation is usually "covered"
in a few weeks of a performance practice
course or in week-long summer work-
shops. The stimulation provided in these
contexts is important, but a more corn-
prehensive approach should be under-
taken by universities and conservatories
to train serious students in improvisa-
tion.22 Thus far administrators have
found it difficult to justify such an enor-
mous commitment of time in programs
designed to teach several centuries'
worth of music.
On the other hand, there is little ques-

"One of the most thorough and lucid discussions
of recorder fingering and blowing technique can be
found in Walter van Hauwe's recent The Modern
Recorder Player, vol. 1 (London: Schott, 1984). His
discussion of articulation is excellent, too, but he
does not refer to specifics of sixteenth-century
wind playing.
"See Manfred Bukofzer, Music in the Baroque

Era (New York: Norton, 1947), p. 41, for a list of
ground bass patterns commonly used in the six-
teenth and seventeenth centuries.
21See Erig, Italian Diminutions, pp. 25-29 and

Brown, Embellishing Sixteenth-Century Music, pp.
53-68 for more specific discussions of instrumenta-
tion.
22Even most of the prominent early music degree

programs in this country deal minimally with ad-
vanced ornamentation skills. There are also few, if
any, performing groups that have dedicated them-
selves to a disciplined and prolonged effort to
achieve a synthesis of improvisatory skills in this
style. There are many, however, that perform corn-
posed diminutions from the treatises.
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tion that audiences love to hear divi-
sions. A growing public expects more
convincing evidence of what we all pro-
claim to have been an integral part of
early performance practice, and to hear
players from our age taking risks and
using their improvisatcry imaginations.

Andrew Waldo, a graduate of Whittier
College and New England Conservatory of
Music, was chairman of the early music
department at the Longy School of Music
in Cambridge, Mass. fram 1981 to 1985.
He also taught recorder and conducted the
Longy Chorus for Early Music. He is now
studying to become an Episcopal priest at
St. Luke's School of Theology, University of
the South, in Sewanee, Tenn., where he is
also teaching in the music department.
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Appendix

Diminution Pieces in Ornamentation
Sources from 1535-1 6 3 8*

Original work, number of voices Composer

1. Ahi che faro ben mio, a4 Ruggiero Giovanelli

2. A la fontaine du pre, a6 Adrian Willaert

3. If ll

4. Alix avoit, a4 Tomas Crecquillon

5. Alla dolc'ombra, Canzon a4 Cipriano de Rore
La terza parte di data Canzon
La quarta parte di data Canzon „

La quinta parte di detta Canzon
La sesta parte di dettz Canzon

6. Alla dolc'ombra, a4
Non viddel mondo, Seconds parte
Un lauro mi diffese all'hor. Terza parte
Pero piii ferm'ogn'hor, Quarta parte
Selve sassi campagne, Quinta parte

,
"

7.

Tanto mi piacque, Sesta & ultima parte

Amor ben mi credevo, a4

,

Cipriano de Rore

8. Amor deh dimmi come, a5 Gio. Maria Nanino

9. Amor io sento, a4 Giulio Renaldi

10. MAmor la viva fianuna, a5 Cipriano de Rore

11. Amor mi strugge il cor, a6
seconds parte [Amor rimanti}

Andrea Gabrieli

12. Anchor che co'l partire, a4 Cipriano de Rore

13. ,

14. ,

15. "

16. " ,

17. " "

18. , "

19. , "

20. , "

21. ,

22. ,

see also [Angelus ad pastores}

"

23. Anchor ch'io possa dire, a6 Alessandro Striggic

24. " ,

25. " "

26. Angelus ad pastores [Anchor che col...}, a4 Cipriano de Rore

27. Assumpsit Jesus, a6 Claudio Merulo

28. Ave Maria, a4 Gio. da Palestrina

29. Ave verum corpus (lo son ferito...}, a5 Gio. da Palestrina

30. Beato me direi, a4 Cipriano de Rore

31. Benedicta sit sancta Tr_nitas, a4 Gio. da Palestrina

32. " "

33. Ben qui si mostra'l ciel, aht Cipriano de Rore

Voice in diminution

superius

superius

superius

superius

superius
superius
superius
superius
superius

all 4 parts (text)
all 4 parts (text)
all 4 parts (text)
all 4 parts (text)
all 4 parts (text)
all 4 parts (text)

superius

superius

superius

superius

superius
superius

superius

alla bastarda (text)

superius (text)

superius (text)

viola bastarda

superius (text)

superius (text)

superius

viola bastarda

viola bastarda

supenus

superius (text)

superius

bastarda style

superius (text)

superius (text)

superius

superius (text)

superias (text)

superius

bass

viola bastards

Source Page Vol.

Ba2 22

Ba2 60

dC 42 1

dC 8 2

dC 22 1
dC 22 1
dC 22 1
dC 23 1
dC 23 1

dC 38 2
dC ao 2
dC 42 2
dC 44 2
dC 46 2
dC 48 2

Sp 22

Ba2 43

Ba2 20

dC 21 1

dC 40 1
dC 41 1

Ba2 27

Ba2 28

Ba2 10

Bo 46

dC 20 2

dC 35 2

Ro 42

Ro 43

Ro 45

Ro 46

Sp 28

Ba2 58

dC 39 1

Ti 35

BO 50

Bo 68

Ba2 8

Bo 42

dC 30

Ba2 6

Ba2 26

dC 24 2

'I have used H.M. Brown, Instrumental Music Printed Bef are 1600, for pieces from Ba2, Ti, T2, and Ro. I was not able to sees copy of LBM Ms. Add. 30491 and
have included only those pieces from it that are in Erig, Italian Diminutions. For the Coclico and Finck pieces, I referred to Fe7and's list in "Didactic Embellishment
Literature."
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Original work, number of voices Composer Voice in diminution Source Page Vol.

34. If , bastarda style (text) N 21

35. Cantai un tempo, a6 Philippe de Monte superius dC 15 1

36. Canzon, a6 Martin Peu d'Argent superius dC 27 1
[11 n'est plaisir ne des batemens}

37. Canzon deli Uccelli, a4 Clemens Janequin superius dC 1 2
[Le Chant des oiseaux}

38. Caro dolce ben mio, a5 Andrea Gabrieli superius Ba2 48

39. C'est a grand tort, 44 Claudin de Sermisy superius (?) C 2v 1

40. Chi fara fede, a5 Alessandro Striggio modo di viola bastarda T2 70

41. Come havran fin, a4 Cipriano de Rore viola bastarda dC 29 2

42. Content desir, a4 Tomas Crecquillon superius dC 16 2

43. Dalle belle contrade, a5 Cipriano de Rore superius dC 21 1

44. Darestrem'Orizonte, a5 Cipriano de Rore superius dC 20 1

45. D'amor me playns, a4 (Adrian Willaert?) viola bastarda Bz 30

46. Datemi pace, a4 Cipriano de Rore superius (text) dC 31 2

47. Disse a ramata mia, a4 Luca Marenzio superius Ba2 23

48. Di tempo in tempo, a4 Cipriano de Rore superius dC 19 1

49. Di viral di costumi, a5 Cipriano de Rore superius dC 46 1

50. Dixit Dominus domino [Salmo passeggiato} Gio. Battista Bovicelli superius (text) Bo 84

51. Dolce ritorna amor, a6 Alessandro Striggio superius dC 25 1

52. Dolci rosate labbia, a4 Giulio Renaldi superius Ba2 19

53. Domine quando veneris, a4 (?) Anonymous superius (text) Ro 41

54. Douke memoire, a4 Rogier viola bastarda dC 28 2

55. Doulce memoire, a4 Pierre Sandrin bass 0 90 2

56.

57.

If

It

, superius

bass

0

0

94

98

2

2

58. ft , bass 0 103 2

59. viola bastarda Bz 1

60. En voz adieux, a4 Cipriano de Rore viola bastarda Bz 43
Altro modo viola bastarda Bz 50

61. Era il bel viso suo, a4 Cipriano Rore superius Ba2 14
E nella face, 2a pars

,de
superius Ba2 15

62. Et exultavit, a4 Ruggiero Giovanelli superius (text) Bo 79

63. Frais et gaillard, a4 Clemens non Papa superius dC 5 2

64. superius dC 6 2

65. " superius Ba2 35

66. Fuit homo missus a Dei, a4 Gio. da Palestrina superius Ba2 25 1

67. Helas ma mere, a5 Adrian Willaert superius dC 29 1

68. Hellas comment, a4 Cipriano de Rore viola bastarda Bz 74

69. Hodie beata virgo Maria, a4 Gio. da Palestrina superius Ba2 9

70. I dolce colli, a6 con la 2nda parte Alessandro Striggio superius dC 14 1

71. In te Domine speravi, a6 Claudio Merulo superius (text) Bo 64

72. Introduxit me, a5 Gio. da Palestrina superius and bass Ba2 66

73. Invidioso Amor, a6 Alessandro Striggio superius Ba2 49

74. " viola bastarda Bz 12

75. Jo canterei d'amor di novamente, a5 Cipriano de Rore superius (text) Ba2 11

76. /I superius dC 7 1

77. Jo son ferito ahi lasso, as Gio. da Palestrina superius (text) Ba2 38

78. superius (text) Bo 38

79. superius Ri 55 2

so. It viola bastarda Bi 16v
(see also [Quanti mercenarii])

81. Iouissance vous donneray, a5 Adrian Willaert superius dC 14 2
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82.

83.

84.

85.

86.

La bella bianca imam, a4

La bella, netta, ignuca e bianca mano, a4
It

It

Annibal Stabile

Cipriano de Rore

Of

superius

superius

bastarda style (text)

superius

viola bastarda

Bz

Ba2

Ba2

dC

Bz

22

24

30

9

66

87. Languir me fault, a4 Claudin de Sennisy superius (?) iv 1

88. La Portia, Canzon a4 Antonio Mortar° superius Ri 57 2

89. La Rose, Canzon a6 Nicolas Gombert (?) superius dC 44 1

90. superius Ba2 62

91. La.sciar ii velo, a4 Francois de Layolle all 4 parts (text) 42

92. Lasso che mal accorto, a5 Cipriano de Rore viola bastarda Bi 9v

93. La ver !'aurora, a6 Alessandro Striggio superius dC 16 1

94. Lego questo mio core, a4 Gio. Maria Nanino superius Ba2 21

95.

96.

Liquide perle Amor, 45
f/

Luca Marenzio viola bastarda

bastarda style

Ba2

T2

50

31

97. Madonna, il mio desip, a4 Giulio Renaldi superius Ba2 18
98. Madonna mia gentil, a5 Luca Marenzio superius Ba2 44

99. Magnificat del secondo tuono Giulio Cesare Gabucci superius (text) Bo 74

100. Mais languirai je, a4 Clemens non Papa viola bastarda dC 17 2

101. Ma poi che vostealte4za, a5 Cipriano de Rore viola bastarda Ba2 54

102. Martin menoit, a4 Clemens Janequin viola bastarda dC 25 2

103. Mirami vita mia, a5 Claudio Merulo superius Ba2 39

104. Nasce la gioia mia, a6 Paolo AlliMUCCi2. viola bastarda Bi 14v

105. Nasce la pena mia, aE Alessandro Striggio alla bastarda (text) Ba2 56

106. /I superius dC 13

107.

108.

If

fl I/

viola bastarda

viola bastarda

V 37

48v

109. Non 6 chil duol mi scemi, a4
con seconda parte

Cipriano de Rore superius dC 8

110. superius (text) Ba2 12

111. Non gemme non fin oro, a4 Cipriano de Rom viola bastarda dC 26 2

112. superius (text) dC 34 2

113. superius (text) Ba2 13

114. Non me toglia il ben mio, a4 Antonio Ingegnero bastarda style T2 107
115. 0 felici occhi miei, a4 Jacques Arcadelt bass 0 73 2

116.

117.

If

if

Of

I/

superius

bass

0

0

76

79

2

2

118. bass 0 83 2

119. Oncques amor, a5 Tomas Crecquillon superius dC 10 2

120. superius dC 11 2

121. Oncques amour, a5 Clemens non Papa superius Ba2 34

122. 0 sonno, a4 Cipriano de Rore superius (text) dC 32 2
Ove'l silentio, 2nda parte superius (text) dC 33 2

123. Petite fleur coincte, ac Tomas Crecquillon superius dC 7 2

124. Petit Jacquet, a4 Jean Courtois superius dC 9 2

125. Petit Jacquet, a4 Anonymous viola bastarda dC 22 2

126. Petit Jaquet, Canzon francese, a4 Claudio [Merulo] bastarda style Ti 44

127. Puis ne me peult venir, a5 Tomas Crecquillon viola bastarda Bz 57

128. Pulchra es amica mea, a5 Gio. da Palestrina superius and bass (text) Ba2 66

129. superius Ri 45 1

130. It

bass Calla bastarda) Ri 46 1
131. Qual e piü grand', o amore, a4 Cipriano de Rore viola bastarda dC 18 2
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Original work, number of voices Composer Voice in diminution Source Page Vol.

132. Quando fra raltre donne, a5 Cipriano de Rore superius dC 25 1
(2nda parte only)

133. Quando i vostri begrocchi, a5 Luca Marenzio viola bastarda Ba2 46

134. Quando Signor lasciaste, a5 Cipriano de Rore viola bastarda Ba2 52

135. Quanti mercenarii [Jo son ferito...1, a5 Gio. da Palestrina superius Ri 48 1

superius dC 12 1

136. Questi che indizio fan, a6 Alessandro Striggio superius Ba2 59

137. Ringratio e lodo il ciel, a6 Andrea Gabriel' superius dC ao 1
con la seconda parte superius dC 41 1

138. Rossignolet, a4 Clemens non Papa superius dC 34 1

139. Se la gratia divina, a5 Adrian Willaert superius dC 16 1
140. Sfogava con le stelle Oratio Valera superius Ri 72 2

141. Signor mio caro, a4 Cipriano de Rore superius Bal 19

142. , superius Bal 20

143. " ll viola bastarda Bi 17v

144. " , superius dC 11 1
Seconda parte: Charita di Signore, a4 ,.. viola bastarda Bi 18v

superius dC 12 1

145. Si me tene, Canzon a6 Anonymous superius dC 32 1

146. Soavissirni baci, a5 Gios. Guami da Luca superius Ba2 45

147. S'ogni mio ben, a6 Alessandro Striggio bastarda style Ti 29

148. , " bastarda style Ti 31

149. Susanne un jour, a5 Orlando di Lasso superius dC 12 2

150. , ,,,, superius dC 13 2

151. Susanne un jour, a5 Orlando di Lasso superius Ba2 33

152. " ,,, bastarda style Ti 39

153. ,,, ,,, viola bastarda Ri 61 2

154. ,... , viola bastarda Ri 63 2

155. , " viola bastarda L 47v

156. If II bastarda style as 17

157. Te maneat semper, a4 Hermann Finck superius (?) F 5

158. Tempesta di dolcezza Oratio Valera superius Ri 74 2

159. Tendit ad artua virtus, a4 Anonymous C 3v 1

160. Tirsi morir volea, a5 Luca Marenzio superius Ba2 ao
2nda pars, Freni Tirsi il desio superius Ba2 41
3za pars, Cosi moriro superius Ba2 42

161. Tota pulchra es amica mea, a5 Gio. da Palestrina superius and bass Ba2 64

162. Ung gay bergier, a4 Tomas Crecquillon viola bastarda dC 19 2

163. ,,, ,, superius Ba2 32

164. ,,, .,,, superius Ro 48

165. ,, " viola bastarda Ro 50

166. ,,, ,, viola bastarda Ro 51

167. Vadam et circulx), a6 T. L. de Vittoria superius (text) Bo 53
2nda pars, Dilectus tuus superius (text) Bo 59

168. Vaghi leggiadri lumi, a4 Giulio Renaldi superius Ba2 16
2nda pars, Chi fla che dal mio cor superius Ba2 17

169. Vago augelletto che cantando Anonymous superius M 31
Se com'i tuoi superius M 31
Jo non so se le parti superius M 32
Ma la staggione l'or superius m 32

170. Vern dilecte mi, a5 Gio. da Palestrina superius and bass Ba2 68

171. Vergine bella, as Cipriano de Rore viola bastarda Bi 12v

172. [Vergine bellaj, a5 "La prima. vergine" II superius dC 15 1
[Vergine saggial "La seconda vergine" ,,, superius dC 23 1
[Vergine pural "La terza vergine" ,, superius dC 24 1
[Vergine santa} "La quarta vergine" ,,, superius dC 17 1

58 The American Recorder



Original work, number of voices Composer Voice in diminution Source Page Vol.

[Vergine soral mondo] La quinta vergine"
[Vergine chiara) "La sesta vergine"
[Vergine in cui ho) "La nona vergine"

173. Vestiva i colli, a5

174.

175.

176.

177.

178.

179.

180

18: Voules ouiIr, a5

Gio. da Palestrina

Adrian Willaert

superius dC 18 1
superius dC 20 1
superius dC 16 1

superius (text) dC 36 2

superius (text) Ba2 36

bastarda style Ti 20

superius V 35

superius Ri 59 2

viola bastarda Ri 65 2

bass dS 15 1

superius and bass as 11 2

superius dC 36 1

SOURCE ABBREVIATION KEY
Bal Giovanni Bassano, Ricercate passaggi et cadentie... Venice, 1585.
Ba2 Giovanni Bassano, Motetti, mad rigale, et canzoni francese... Venice,

1591. 0
Bi Francesco Maria Bassani, Lezioni di contrappunto...(1620-1622).
Bo Giovanni Battista Regole, passaggi di musica, madrigali e Ri

MOterti passeggiati...Venice, 1594.
Bz Vicenzo Bonizzi, Alc4ne opere di diversi auttcra a diverse voci, Ro

passaggiat e... Venice: A. Vincenti, 1626.
C Adrian Petit Coclico. Compendium musices, De elegantia a Sp

crraatu...in canendo...Nuremberg, 1552.
dC Girolamo dalla Casa, II vero modo di diminuir...Venice, 1584. Ti
dS Bartolomeo de Selma. Canzoni fantasie et correnti da

suonar...Venice: B. Magni, 1638.
F Hermann Finck, Franca musica, Lib. V.. .Wittenberg, 1556.
L LBM Ms. Add. 30491.
M Giovanni Camillo Maffei, DeIle lettere...Naples, 1562 [page

numbers refer to Bridgman's article).

T2

V

Angelo Notari, Primr musiche nuove... London: Guglielmo
[ =William) Hole, 1613.
Diego Ortiz, De Diego Ortiz tolledanc...trattado de glosas... Rome:
Valerio Dorico, :553.
Francesco Rogncni (Taegioi, SeIva de varii passaggi...Milan: F.
Lomazzo, 1620.
R:Chardo Rogniono, Pcissaggi per potersi essercitare... Venice:
Giacomo Vincenzi, 1592.
Giovanni Battista Spadi, Lihro de passaggi... Venice: Alessandro
Vincenti, 1624.
Antonio Terzi, Intavolatura di Liutto...Libro Primo...Venice:
Ricciardo Amadino, 1593.
Antonio Terzi, 11 Second° Libro de Intavolatura di Liuto... Venice:
G. Vincenti, 1599.
Aurelio Virgiliano, 11 dolcimelo...(c. 1600).

Baroque and Classical Music Workshop
July 7 - 18, 1986

Wilfrid Lauder University
Waterloo, Ontario, Canada

ELAINE BIAGI TURNER. dance
CHRISTINA MAHLER, violoncello
SUSAN PRIOR, recorder & flute

MICHAEL PC.RVES-SMITH, oboe
BOYD MCDONALD, fortepiano
COLIN T1LNEY, iarpsichord

JAN OVERDUIN, chorus
JEAN LA,MON, violin
JULIANr•E BAIRD, voice

The Workshop offers the modern instrumentalist and vocalist, the experienced performer of the baroque style and the
enthusiastic amateur, an opportunity to participate in master classes, chorus, dance, chamber ensemble and facul-
ty/student recitals. Instruments are available for student use and on-campus accommodation may be arranged.

University credit course for Canadian students: $193; for Visa Students: $500
Daily Auditors welcome.

Non-credit participation: $331.00
Tuition Fee may be adjusted on May I, 1986

Winner of Concerto/Concert aria Competition will perform with Workshop Ensemble.
Tuition Scholarships awarded to top semifinalists

For Workshop and Competition information:
Summer Music Workshops, WLU, 75 University Avenue West, Waterloo, Ont. N2L 3C5 (519) 884-1970 ext. 2631
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Which Wood Should I Choose?

Philip Levin

If any one question arises more often
than others in our dealings with cus-
tomers, it's "Which wood should I
choose?" Unfortunately, there is no brief
answer. The thought of discussing the
problem over the phone with a customer
in, say, Alaska would surely warm the
heart of an AT&T shareholder.
Your choice must be based on a

number of variables:
1. the hygroscopic quality of the wood

under consideration (does it tend to ab-
sorb moisture, and consequently swell
and shrink?);
2. its ability to disperse moisture (does
water bead up on it?);
3. its surface texture (is it fine or

coarse grained?);
4. its density or weight (what is the

specific gravity?);
5. its acoustical reflectivity (is the sur-

face opaque, thus reflecting sound, or
porous, absorbing it?);
6. its acoustical "liveness" (does it

vibrate in sympathy with sound?);
7. its visual appeal; and
8. the size, weight, and style of the in-

strument in question.
As you may have guessed, these con-

siderations are all so interrelated that it's
impossible to discuss them separately.
Fll try to make sense of the subject by
evaluating some of the woods commonly
used in recorder making with regard to
these variables, starting with the
densest. Since the commercial names of
these woods are frequently a source of
confusion, I will in some cases give
botanical names as well. For example,
while "sugar maple" always designates a
specific species, although one whose
characteristics vary immensely from one
growing region to another, the name
"boxwood" applies to dozens of bo-

'My source for these names is David A. Kribs'
Commercial Foreign Woods on the American Market
(New York: Dover, 1968).
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tanically unrelated species growing from
Honduras to Tibet and possessing a
wide variety of characteristics.
The densest woods are the heaviest,

most acoustically reflective, and least
hygroscopic, and they often have the
finest surface texture. These woods, in-
cluding (in descending order of density)
lignum vitae or ironwood, grenadillo,
palisander, and kingwood, are often
called exotic hardwoods, and, except for
lignum vitae, are members of the Dal-
bergia family. They are extremely resin-
ous, even after curing, and are conse-
quently very water repellent, though by
no means inert. Their resin tends to
make them very toxic to machine, and
they are powerful allergens, affecting
perhaps five percent of the people who
handle them.
The fine surface texture of lignum

vitae and grenadillo allows them to
receive an extremely refined voicing,
with highly polished surfaces. Because
of their density, however, instruments
made from them warm up to playing
temperature slowly. When cold, they
tend to play quite flat — as much as
several cents per degree — and to clog

quickly with moisture; the wood surface
quality, often rather waxy, can exacer-
bate the moisture problem.
Exotics are ideal for Baroque sopranos

and altos that will be played intensely
by devotees of the solo literature of the
period. They are more likely than softer
or more hygroscopic woods to hold up
under intense practicing and long re-
hearsals and recording sessions without
physical or tonal deterioration. On the
other hand, they are not ideal for regular
consort playing, even though some play-
ers claim that their grenadillo altos are
perfectly satisfactory for their weekly
group sessions. This kind of playing,
however, usually involves switching in-
struments, so recorders that require
careful warming up are not the best
choice. The exotic woods are in general
not very suitable for consort in-
struments, and because of their weight
are particularly impractical for tenor and
bass recorders.
The exotic woods are extremely reflec-

tive acoustically, so they can be used to
make the loudest instruments, although
choice cf woods generally has less effect
on loudness or tone than the design of
the voicing and bore. In other words, an
instrument made of a softer and more
resonant or acoustically absorbent wood
could possibly be made louder than
another made of a denser wood — but to
the limited extent to which any wood af-
fects the tonal characteristics of a re-
corder made from it, the opposite condi-
tion tends to prevail.
Let's discuss some specific exotic
woods:
Lignum vitae and ironwood are popu-

lar names for Guaiacum officinale, a super-
hard and resinous wood commercially
used for steamship propeller bearings.
Although excellent recorders can be
made from this wood, it is not often used
for the purpose because it is extremely
heavy, somewhat prone to warping, and
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is allergenic to many -people. Its color is
usually dark olive brown with a greenish
cast, and it has a waxy feel and ap-
pearance.
"Blackwood" is a --.:.atch-all moniker.
Virtually any black wood can be called
"blackwood," and some of them are ex-
tremely unsatisfactory for woodwind
making. One "blackwood" a certain com-
mercial maker is using has a dull, jet-
black surface of uniform color and no
visible grain whatever, and is extremely
brittle and troublesome. "Ebony" is
another name for "b,ackwood" and is
equally useless for identifying wood
species.
The one black wood that is universally

accepted for woodwind making is gren-
adillo, sometimes called "African black-
wood." This is the wood of which
modern oboes and clarinets are made.
It's usually black to dark brown in color,
with a waxy, glossy surface and dark
brown to gold highlights, and a clearly
discernible but very fine grain. Its
botanical name is Dalbergia melanoxylon.
Palisander in woodwind making usu-

ally designates East Indian rosewood or
Dalbergia latifolia. It has a striking dark
red color with black streaks and charac-
teristics otherwise similar to grenadillo.
Like "blackwood," however, the name
can be applied to any of a number of oc-
cidental rosewoods and other red'
colored woods that may be of no value
for woodwinds. Indeed, one sees the
label "palisander" on :nstruments made
out of all sorts of stuff. If you are examin-
ing a "palisander" instument, look for a
dense, heavy wood with a very fine-
grained surface, and be on the lookout
for heavy varnish, often used to disguise
a poor quality wood.
Kingwood is another mystery

wood. I've seen the name applied to
woods of widely varying colors and den-
sities. Von Huene and Dolmetsch used a
blond-colored, very lightweight wood
designated "kingwood" back in the early
seventies. It appeared to be in the Dal-
bergia family and made excellent in-
struments, but I haven't seen this wood
in recent years. Another kingwood, Dal-
bergia cearensis, is currently being used
by Roessler in its Oberlender line, and
by several makers of fine modern oboes.
It resembles East Indian rosewood, but
is slightly browner and lighter in weight.
This wood appears to be one of the best
in its class for woodwinds, possessing a
nearly ideal combination of acoustic
reflectivity, water repellence, and mod-
erate weight.

Bubinga is a very soft exotic that is
sometimes passed off as palisander. One
of its industry names is, in fact, "African
rosewood," but it is not a Dalbergia and
shares few of the characteristics of that
family. It is a poor wood for small record-
ers because of its porosity and its surface
texture, which tends to be too coarse for
fine voicing. Moeck used bubinga for a
while but abandoned it some years ago.
This wood is fine for larger instruments,
for which its grain poses fewer problems,
and its relatively light weight is advan-
tageous.
Moving from the exotics toward softer

and lighter woods, we come to box-
wood. "Genuine boxwood" is one ac-
cepted commercial name for Buxus
sempervirens ("always green," so called
because its leaves stay green throughout
the winter). The queen of woods for his-
torical woodwinds, boxwood was used
for every sort of instrument, but its
acoustical qualities are best suited for
smaller Renaissance and Baroque re-
corders, flutes, oboes, and clarinets.
During the Renaissance, boxwood in-
struments were usually left in their
natural color, while in the Baroque
period they often were given a dark
stain.
The species grows with somewhat va-

rying characteristics throughout the nor-
thern latitudes, but the boxwood from
the area bordered by Spain to the west
and Turkey to the east is most highly
prized for woodwinds. Its popularity for
many artistic and industrial applications
has brought it close to commercial ex-
tinction, and instrument makers pay

1,11e - A ,d,-„rlicti.-Ztiefeit?

several dollars per pound for boxwood in
log form. Indeed, boxwood is by far the
most expensive wood with which to
work, since not only is it difficult to
season properly, but even the clearest
logs produce as much waste as usable
wood. The larger diameters needed for
oboe and clarinet bells are extremely
rare and expensive.
Raw boxwood varies in color from pale

to school-bus yellow; in hardness and
density, it is somewhere between the
exotics and the fruitwoods, and well
above maple. It is not particularly water
absorbent, but is wildly unstable, warp-
ing and distorting crazily when made in-
to instruments without first being sea-
soned with great care — one reason why
it is seldom used in mass production.
Otherwise, its characteristics are ideal
for woodwind making: smooth grain,
creamy surface texture, light weight,
fairly high reflectivity, extraordinary
machinability, and a surface that tends
to disperse moisture without beading.
Moreover, in oboes and clarinets, which
produce much more acoustical energy
than the recorder, the resonating
characteristic of the wood produces
unique qualities of tone and response.
Although these qualities are much less
clearly defined in recorders, the best
boxwood recorders still seem to have
something special.
Many woods that are called "box-

wood" have absolutely no relationship
to genuine boxwood. They are variously
called "zapatero," the common Spanish
name for such woods, or "Maracaibo,"
"Honduras," or "Colombian" boxwood.
The best of them may actually approach
real boxwood in overall quality except
for resonance. The grain, however, is
always somewhat more open and sus-
ceptible to finger dirt and stains, so best
cosmetic results are obtained with a
sealing finish, as with the Moeck "box-
wood" Rottenburghs. The worst are no
denser than maple and very porous.
There are so many varieties that it's

extremely difficult to identify good
zapatero without actually trying to make
an instrument from it. Most rank be-
tween genuine boxwood and the fruit-
woods in density and moisture-related
qualities. Some commercial manufac-
turers wax-impregnate their zapatero to
improve its stability, a process I will
discuss later. Moeck, the largest current
user of ersatz boxwood, employs this
procedure. This company seems to have
done an excellent job of wood selection
and preparation, and its "boxwood" in-
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struments are an especially good value.
The particular wood Moeck uses rests
on the line between solo and consort
qualities, so we recommend it to all our
customers who don't have more spe-
cialized interests.
Roessler also uses zapatero for its
Oberlender line but omits Moeck's wax
process and epoxy finish, using oil and a
light sealer instead. This treatment also
has produced successful, trouble-free
recorders that sometimes even display
hints of the unique character of genuine
boxwood.
The fruitwoods, in descending order

of density, include plum, pear, and
cherry. Plumwood was especially
popular historically for less expensive in-
struments. Since few musicians in earlier
times could afford presentation-quality
instruments made of exotic woods, it is
likely that many of them played in-
struments of plum or pear. Many Ba-
roque oboe makers, who cannot work
with softer or more hygroscopic woods
because the tiny bore diameter at the
top makes dimensional stability extreme-
ly critical, consider plum hard enough for
good oboes.
Plumwood can be identified by its strik-

ing purple-and-white-striped appearance.
It is a fairly live, resonant wood that in its
natural state has good moisture-dispers-
ing characteristics. Since it is also some-
what porous, plum instruments that are
oiled must be well saturated and receive
supplemental applications for good perfor-
mance. Instead of oil, commercial makers
who use plumwood impregnate their
billets (the blocks of wood from which
recorders are made) with paraffin wax to
improve its hygroscopic quality and
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reflectivity. Because the wax doesn't
penetrate this wood very well, however,
instruments made from waxed plumwood
have tended to deteriorate quickly.
Incidentally, I stated in a previous arti-

cle ("Oiling Recorders," February 1982)
that wax-impregnated instruments
should not be oiled because the oil
dissolves the wax and removes it from
the wood. I have subsequently dis-
covered that the issue is controversial,
and some knowledgeable players and
makers claim to have had good results
oiling waxed instruments. I suspect,
however, that even a poor wax im-
pregnation keeps the oil from pen-
etrating as it should. Moreover, the wax
dissolving into the oil seems to produce a
gummy mess. I will therefore continue to
advise my customers against oiling wax-
impregnated recorders.
Pearwood ranges in color from light

to dark tan. It is widely used for low-
priced recorders of all sizes, often receiv-
ing a bright orange or red finish. Pear-
wood for commercial recorders is always
wax-impregnated. The only finishes that
will adhere to the waxed wood are shel-
lac and marine epoxy varnish. Since the
latter is rather expensive to purchase
and apply, it is reserved for moderately
priced lines like Moeck's wax-impreg-
nated Rottenburghs. On low-priced re-
corders, shellac with red coloring added
serves as a base for a lacquer finish. Like
other impregnated softer woods, waxed
pearwood's moisture resistance and
stability are limited. This wood has no
special acoustical properties, but it is
employed with great success by almost
every commercial maker of bass re-
corders.
On the other hand, unwaxed pear-

wood that's been given a traditional oil
treatment has fine musical qualities. It is
more resonant than maple, light in
weight, and not unattractive. Oiled
pearwood was used historically for large
instruments like bass recorders, bas-
soons, and dulcians, and would still be
an excellent choice for such instruments
were it not presently unavailable in large
diameters.
It should be noted that the oil general-

ly used on such woods, raw linseed oil,
hardens slowly over time and produces a
varnish-like finish that penetrates deep
into the wood fibers without accumu-
lating on the surface. A year or so after
the delivery of an oil-impregnated instru-
ment, when it's received several supple-
mental oilings, the bore is usually quite
permanently sealed, and subsequent oil-

ing can then be much less frequent.
Cherrywood has not been widely

used for woodwinds, although the Zen-
On basses appear to be made of it. It is a
very attractive wood with a color some-
what like plum but is more red than pur-
ple when new. Being very photore-
active, it changes to a beautiful dark
orange-tan as it ages.
I've always been fascinated with cher-

rywood because of its remarkable reso-
nance, so I tried making some bassoons
from it. Besides being pretty and light in
weight, they are extremely responsive
and have an interesting and unusual
tone quality, so I have continued the
line. The acoustical quality of the wood
is evident primarily because bassoons,
like oboes and clarinets, generate a great
deal of acoustical energy. Its liveliness
would be somewhat less noticeable in
large recorders.
Cherryvvood is less dense and more

porous than plum or pear. It must be
thoroughly oil-impregnated during man-
ufacture and oiled regularly during use
for good performance.
Although maple is among North
America's hardest woods, it is the
softest commonly used for woodwind
construction. Historically, many Renais-
sance recorders, flutes, shawms, and
dulcians were made of it. Baroque and
Classical bassoons were made of maple
as well as other woods, but modern ones
are made exclusively of maple.
Maple from different regions can

possess very different qualities, and it
has proven extremely difficult to imitate
European varieties using North Ameri-
can types. Some makers in this country
have experimented with various native
subspecies, but only sugar maple is easi-
ly machined. When used for fine histor-
ical replicas, maple must be carefully
selected and seasoned; after machining,
the instrument must be well impreg-
nated with oil. Maple instruments, in
fact, depend more than any others on oil
impregnation for acoustical opacity, so
their playing qualities can suffer severely
if they are allowed to dry out too much.
Those that receive intense use, like dul-
cians and Baroque bassoons, must be
dried carefully after playing and kept
well oiled to preserve dimensional
stability.
Since maple is so soft, nitric acid was

traditionally applied to the exterior of
the instrument to produce a harder sur-
face and the characteristic dark color.
Because of the dangers of handling nitric
acid and the possible toxicity of nitro-
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samines, however, many modern makers
use dye to simulate its color and a syn-
thetic sealer to harden the exterior sur-
face.
Among commercial recorders, only the

least expensive are made of maple, and
these are almost always wax-impreg-
nated. I am not particularly fond of wax-
impregnated maple: it remains extremely
hygroscopic, and shrinks and swells sea-
sonally quite a bit. Also, it seems to soak
up lots of moisture during playing, and
consequently does not lend itself to in-
tense use.
Efforts to produce a precise voicing on

such instruments are frustrating, since
the extreme instabi: ity of the wood
quickly destroys one's careful work. For
smaller recorders, waxed maple is suit-
able mainly for entry-level instruments
and those that will never see intense
use. For commercial bass recorders,
however, it is an especially useful wood
because of its low cost and light weight.
Generally speaking, the acoustical

qualities of woods, though not insignifi-
cant, are quite outweighed in impor-
tance by matters of design and work-
manship. It should be noted that, even
in mass-produced instruments, slight dif-
ferences in the machining may result in
the production of an exceptional record-
er from one billet of wood, and an in-
ferior one from another with seemingly
similar attributes. In custom-made re-
corders, on the other hand, variations in
workmanship often ccmpletely offset the
wood's acoustical qualities. Interesting-
ly, some makers feel that replicas of a
specific instrument made of a wood dif-
ferent from the original tend to play at a
different pitch, even when no measur-
able dimensional differences can be
found.
In conclusion, let me mention one

more consideration — perhaps the most
important one for purchasers of commer-
cially made recorders. It is a fact of
marketing that a dollar of added cost at
the factory translates to several dollars
at the retail level. In -1:actories with vast
investments in equipment, the single
greatest expense in the making of a quali-
ty recorder is still the few minutes of
human attention it must receive.
Because makers charge premium prices
for recorders made of expensive woods,
they are willing to invest more of these
minutes in the production of instru-
ments made of these woods, while main-
taining especially strict quality control.
The result is a better recorder.

New Recorder Publications from

germ&
Recorders

Johann Sebastian Bach
Twelve Chorales for Pentecost and Tririty (Harras). SATB.
Playing score
BA 8075

Pierre Danican-Philidor
Two Suites from Op. 1 (Nos. 2 & 3) (Ha-ras). AA.
Playing score
BA 8074

Recorders and Keyboard

$ 4.50

$ 5.70

Johann Sebastian Bach
Sonata in D minor after BWV 527 (Harras). T & hpchd.
BA 8076

Johann Sebastian Bach
Sonata in A minor after BWV 528(Harras). A & hpchd.
BA 8077

Johann Melchior Molter
Concerto in B-flat (Harras). AAAA & basso continuo.
BA 8073

Carl Rosier
Two Trio Sonatas (Rut). AA & basso cpntinuo.
Hortus Musicus 231

Georg Philipp Telemann
Two Partitas (Harras). S & basso continuo.
BA 8078

Robert de Visee
Suite in G (Nitz). S & basso continuo.
Hortus Musicus 232

Write for Baerenreiter catalogue "Music for Winds and Brass".
Order from your local dealer or direct from:

Foreign Music Distributors
Sole Selling Agent for Baerenreiter Practical Eaitions

305 Bloomfield Avenue
Nutley, New Jersey 07110

201•667•0956

$ 8.40

$ 7.20

$ 9.00

$ 10.80

$ 9.60

$ 7.80
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When Is a Ganassi Recorder Not
a Ganassi Recorder?

Alec V Loretto

The Vienna Museum's "Ganassi" recorder.
Note the elegant lines and the well-
balanced positioning of the finger holes.

If you were able to collect all the alto
recorders made by Bressan, say, and
have them in one room and examine
their shapes, you could reach many con-
clusions. One of these conclusions might
be that all the shapes are slightly dif-
ferent yet all seem to have much in com-
mon. Instruments turned by hand (as op-
posed to a modern copy lathe) will
always possess unique characteristics,
but the eye can be trained to recognize
the work of Bressan or of other makers.
How is it then that the many modern

"Ganassi"-type instruments bear little
resemblance to one another? What
prompts makers to label their instru-
ments "Ganassi" recorders? Does an
original actually owned or played by
Ganassi survive? How can so many dif-
ferent-looking instruments have the
same name? The answers to these ques-
tions are not hard to find.
Ganassi is a well-respected name

among recorder players the world over.
His famous tutor Fontegara, published in
Venice in 1535, is a carefully planned
treatise on the art of recorder playing.
Astonishingly, it is written for a
recorder with a chromatic range of two
octaves and a sixth! A modern reprint is
a familiar sight among the books of
studies of serious recorder teachers and
students, who in many cases have spent
long hours coming to grips with the spe-
cial articulations, the various and com-
plicated fingerings, and the florid divi-
sions of the period.
Just as challenging for the recorder
maker is the search for an instrument
that, while responding to the fingering
patterns given by Ganassi, is itself a
good enough product to meet the numer-
ous other demands contained in Fonte-
gara. But there is no instrument known
today that is, without the slightest
shadow of a doubt, the exact recorder
for which Ganassi wrote his tutor. So

the modern maker, not having a cep
tified, named, and stamped recorder to
copy, has to follow other paths. These
paths all lead to Fontegara, but the
methods of working and therefore the
finished products can differ widely. We
will consider the solutions of four hypo-
thetical makers.
1. The first maker might be someone

who has heard of a recorder with a range
of two octaves and a sixth but has never
seen Fontegara, is not familiar with the
special fingerings, and is unaware of the
frontispiece picture illustrated here.
Such an uninformed maker is highly un-
likely, but if such a person did exist and
felt inclined to make such an instrument,

The damaged labium and wind canal.
Many museum instruments have suffered
in this way.
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The bell, showing the instrument's idcrtificaiicn number and some small cracks. Note ars() the wax covering dupLcate hole 7 anf the
repair to the bell.

the task would be daunting. Wi:n an
enormous amount of luck he might com-
bine a suitable bore shape with co:rect
windway geometry and well-posi:ioned
finger holes to get everything correct
upon his first attempt! 3ut the chances
are that, after much effort anc with a
large pile of unsatisfactory recorders, he
would give up in despair.
2. Maker number two is a lit:le more

informed than the previous one. He has
in his possession the numerous and
varied fingering charts given by Ganassi,
but nothing else. Starting with tha: in-
formation, and after much careful study
and thought, he might reach certain con-
elusions about the type of recorder in
question. If the maker had previous ex-
perience in making cylindrically bored
recorders, as well as Renaissance and
Baroque models with their tapering
bores, then perhaps he could a:II:eve
quite satisfactory results.
3. Next we might consider a maker
who has the information and skills of
maker number two, but in addition has
made a detailed study of the frontispiece
picture. He might assume that the re-
corders in the illustration are the sorts of
instruments Ganassi had in mind,
although there is no definite evi3ence
that this is the case. By careful exarrina-
tion of the picture, particularly of those

details loosely related to linear measure-
ment (the widths across the knuckles of
the hand, the distance between tne
eyes, and the height of a table from tne
floor, to name a few), this maker could
extrapolate the approximate lengths of
the recorders. He could assume with
some justification that the internal sha,e
of the instrument (the bore) bears some
:elation to the outer shape. Armed wi:h
:his information, he would have a better
chance of success. Indeed it is this ap
pro ach — working from pictures of the
per:od — that has enabled quite a few in-
struments to be successfully built.
4. Finally, we could consider the case

of the maker who, convinced that a
suitable surviving recorder does exist
(that is, one that meets all the demands
of Ganassi), sets off on the time-
consuming journey of discovering it.
Visiting every collection of original
recorders in castles, monasteries, muse-
urns, and private houses could in itself be
a pleasant if expensive task, and workir.g
through the many fingerings on each
:_nstrument would add even more time.
To establish quickly which instruments
should be inspected further, he need
cnly play three notes: the lowest
(012.34567), its octave (02), and its oc-
tave (01234567). If the octaves were
true, the instrument could be a Ganassi

type, and further irvestigation would be
called for. If -,,he octaves were not true,
the chances cf it being useful for his pur-
poses would be minimal. Having
discovered such an nstrument, maker
number four need cnly measure it, draw
it, photograph :t, and test its tuning, and
many of the earlier ciscussed problems
would disappear.
Needless to say, a :ombination of ap-

proaches is used by those making Ganas-
si — and other — recorders. To save :he
expense of app:ozch number four, read-
ers should know tnat an instrument (the
only one to my know.edge) does in fact
survive, and appears :o be the recorder
Ganassi had in mind. It is number C
8522 in the famous collec:ion of the
Vienna K.uns:historisches Museum.
This boxwood instrument, in spite of a
seriously damaged windway and labium,
still clearly demons:rates the principles
outlined in F ortegara On a more per-
sonal note, have played this instrument
more times than I can remember. Each
year while teaching recorde: making in
the Breitenech Cojrse in lower Aus-
tria, I accoupany my students to the
Vienna collection. There we inspect and
play the original and are able to compare
it with copies :hey have made. As is
common in many museums today, no
measuring is allowed.*
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The frontispiece of Ganassi's Fortegara. Are the three recorder players using instruments
capable of playing the exercises contained in this tutor?

When some makers became "Ganassi
conscious" in the early 1970s, the prob-
lems of deciding what :o make and at
what pitch, where to look, and how to
play it were all major huriles. The
varied s:ories about makers who knew
the Vienna instrument are probably
true: like the one who guessed it was a
Ganassi-type recorder but didn't know
the fingerings, or the one who knew ex-
actly what it was but dismissed it as an
instrument of no great importance, or
the one who measured C 8520 and
assumed 8522 was its twin! But today
the situation is different, and Ganassi-
type recorders are an accepted part of
the concert scene.
What enables C 8522 to respond to

the Ganassi fingerings is, among other
things, the shape of the bore. In spite of
warping and damage inflicted by over-
enthusiastic measurers in the past, the
bore can be regarded as cylinirical — ex-
cept for a marked flaring over the last
few centimeters, terminating in a bell
diameter about 32% greater than that of
the bore. An instrument with a similar
range could be made with a bore that
slightly increases towards the foot, again
with marked flare at the bell. What
definitely spoils the intonation, par-
ticularly in the extreme upper register, is
a typical Renaissance bore, a straight
cylindrical bore, or a Baroque bore.
All this raises many questions, in-

eluding the most obvious one. Where
are all the other Ganassi-type in-

strumente Why does only one survive:
an alto whose lowest note is a High
Renaissance G (i.e. a modern &sharp at
a' =440)? That they were being made is
clear from Gana.ssi's Chapter 4 (as is the
fact that intonation was a problem then
as now: "...you should try opening or
closing one or two holes a little more or a
little less, and you should also regulate
the force of your breath..."). The
answer to this question really lies out-
side the scope of this article.
But perhaps readers are now better

equipped to answer the question con-
tained in the title. Perhaps a Ganassi re-
corder is cne that meets all the demands
of Fontegara. Are readers equipped to
meet the cemands of a Ganassi recorder?

*A no-mersuriN ban was imposed by the Vien-
na Museum some years ago, but my good friends
Messrs Strainer and Huber, the curators, have
come up with a smisfactory solution. They have
engaged thE Amsterdam-based recorder maker
Hans Schimmel to prepare drawings of the
recorders, using approved equipment and tech-
niques, and aarting with the comprehensive range
of Renaissance .nstruments, including C3522.
When available in the not too distant future, these
plans can be putt:lased from the Museum.

This art-cle is based on an illustrated lec-
ture given in Austria (1978), Germany
(1983), and Boston (1983).
Alec Lo-etto is a New Zealand recorder

maker who travels overseas regularly to
teach and .ecture on the theory and practice
of making wind instruments, and to ex-
plan original instruments.
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Hohner.
From classroom
to concert hall.,
You may have left the classroom behind,
but youll never need to leave Bohner.
We offer a full line of recorders for the
skilled musician as well as the beginner.
Recorders beautifully crafted in pear-
wood, rosewood and maple. Sopranino,
soprano. alto, tenor and bass models with
Baroque and German fingerings. As a
serious musician, you owe it to yourself
to try a Bohner recorder. We're sure youll
be delighted!
For more infornation on Bohner record-
ers, write to Bohner, Inc., P.O. Box 15035,
Richmond,Virginia 23227.

HOHNER®
Hohncr Inc.. Ashland.Vn-ginia
Bohner Canada Inc.. I Ain Mills. Inlarn
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Doubles: Aeolian Pair
For recorder quartet and optional percussion Mary Mageau

Soprano
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Tenor
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Since receiving an M.Mus. in composition from the University
of Michigan in 1969, Mary Mageau has written numerous sym-
phonic, choral, chamber, and keyboard works. She now lives in
Australia, where, besides writing and lecturing, she performs as a
pianist. She also plays harpsichord with the Brisbane Baroque
Trio, of which she is a founding member.

Doubles was commissioned by the Brisbane Recorder Society in
1977. The work is in two parts; the second, entitled "Dorian
Pair," will appear in a future issue.

Music autography by Wendy Keaton.
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INCORPORATED

HISTORICAL WOODWIND MAKERS, SELLERS, & REPAIRERS

1152 Greenpond Road, P. 0. Box 407, Newfoundland, New Jersey 07435-0407
Telephone: (201) 697-0535

Specialists
in

ct'c5t- Historical
a'  Woodwinds

BUILT IN OUR SHOP:
Renaissance flutes, recorders, shawms, cornetti, dulcians,
portative organs, Baroque bassoons, Classical clarinets

& FROM OTHER FINE MAKERS:
Renaissance recorders, flutes, cornetti, shawms, dulcians,
krummhorns, rankets, Baroque recorders, oboes, and flutes

ACCESSORIES:
Tuners, instrument cases, reeds and reed-making tools,

kits for historical woodwinds and strings

THE OLDEST ESTABLISHED REPAIR
SERVICE IN THE UNITED STATES

Our workshop is a collaboration of craftsmen and performers. The instruments we man-
ufacture are used and respected by professional musicians throughout the world and each
of the instruments we sell, including those by other makers for whom we are agents, is
thoroughly tested and adjusted in our shop before it is sold. Our prices are competitive and
we offer a two-year service warranty on all sales. Because we know that all recorders will
need revoicing at some point during the warranty period, we send yearly service
reminders to all our customers so they may take advantage of our warranty service.
Hundreds of colleges, conservatories, and professional musicians depend on us for the
most consistent, reliable instruments and prompt, ethical service.
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RE PORTS

Music by Jewish composers
Pentawynde, our recorder ensemble, re-

cently put together a series of programs of
music by Jewish composers or for Jewish
ceremonies. Since the occasion for their
presentation was a scholarly one — the in-
auguration of the Center for Jewish Studies
and the Philip and Muriel Berman Chair for
Judaica, which are associated with institu-
tions of higher learning in the Lehigh Valley
of Pennsylvania — we decided on an historical
survey. Our programs would display both the
variety of Jewish ethnic musical traditions
and the way in waich the music of Jewish
composers belongs to the mainstream of
Western art music. We would perform music
from the Renaissance to the twentieth cen-
tury using, in add_tion to recorders, 'cello,
harpsichord, guitar, and an assortment of per-
cussion.
A number of sources helped us locate his-

torical data, names of composers, and titles of
pieces. Three books were particularly val-
uable: Jewish Medieval and Renaissance
Studies, edited by Alexander Altmann (Cam-
bridge: Harvard University Press, 1967);
Al. Idelson's Jewish Music in Its Develop-
ment (New York: Henry Holt and Co., 1929);
and Cecil Roth's Toe Jews in the Renaissance
(Philadelphia: Jewish Publication Society of
America, 1977). We also found useful his-
torical material in chapters five and six of
Peter Gradenwitz's The Music of Israel: Its
Rise and Growth Through 500 Years (New
York: W.W. Norton, 1949).
Two journal articles, both by Roger Prior,

provided us with biographical information on
composers: "Jewish Musicians at the Tudor
Court," in The Musical Quarterly 69 / 2
(1983), and "The 3assanos of Tudor Eng-
land," in the Jewish Chronicle Literary Supple-
ment, June 1979. We also referred to Joel
Newman's Ph.D. dissertation, "The Madn-
gals of Solomon de Rossi" (University
Microfilm No. 63-6121); Neal Zaslaw's arti-
cle "Choral Music in the Liturgy," in the
American Choral Review 14-15 (1972); and
Israel Adler's La pratique musicale savante
dams quelques communautes juives en Europe
aux XVII et XVIII siecles, vols. land II (Paris:
Mouton, 1966).
Our programs of course featured pieces by

Salomone Rossi, the most famous Jewish
composer of the late Renaissance-early Ba-
roque periods. Ross: was also a virtuoso viol

player and leader of a group of Jewish musi-
cians living in Mantua's ghetto. He published
collections of madrigals, sinfonias, galliards,
and canzonettes. His compositions are similar
in style to those of Monteverdi, a colleague at
the Mantuan court. His collection of trio
sonatas was the first published example of
that form in the Baroque period. Rossi's set-
tings of the Psalms as Hashirim Asher
Li'Sholomo (1623), in the antiphonal style of
the Venetian polychoral school, represent a
radical departure from traditional Jewish
liturgical practice.
For our performances, we chose four-voiced

pieces from Sinfonia, Gagliarda, and Can,
zcma, vol. 1, edited by Fritz Rikko and Joel
Newman (New York: Mercury Music,
1965), along with three-part canzonettes
from 15 Canzonettes, also edited by Newman
(New York: Omega Music, 1957). Following
the performance practice of Rossi's day, we
played a sinfonia before each canzonette.
The earliest works on our program were

composed by members of the Bassano and
Lupo families. These Italian-Jewish musicians
emigrated to England from Italy under the
patronage of Henry VIII. The Lupos were
viol players. The five Bassano brothers
became noted recorder virtuosi and instru-
ment makers at the Tudor court. They
created the Royal Wind Band, which was
composed of nine musicians, all Jews. The
two families introduced into England the art
of consort playing, wrote music, and formed
the basis of the royal musical establishment
for over a century.
We played a "Gaillard" for five voices by

one of the Bassanos in Musica Britannica. vol.
IX, edited by T. Dart and W. Coates (Lon-
don: Stainer and Bell, 1966). We selected
two fantasias by Thomas Lupo: No. 8 from
Altenglische Vio!enmusik zu drei Stimmen,
vol. II, edited by F.J. Giesbert (Kassel: Nagel,
1971); and No. 5 from Fantasias and Ricer,
cares of the 16th and 17th Centuries, edited for
three recorders by Erich Katz (New York:
Carl van Roy, 1954).
The Jews of the Comtat Venaissin area in

southern France were a long-established and
prosperous merchant community dating back
to the days of the Avignon popes. This com-
munity commissioned Louis Saladin (who
was probably not a Jew) to write a Canticum
Hebraicum, a piece celebrating the circum-
cision of a first-born son. Scored for two

oboes, two flutes, bassoon, strings, and con-
tinuo, along with alto, tenor, and bass soloists
and SATB chorus, it is written in the grand
motet style of Lully, Charpentier, and Cam-
pra. Between the choral sections are five-part
dances that we excerpted and performed as a
suite for five recorders. The movements in-
cluch a ritoumello, air, bourree, gavotte, and
rigat.don. We found the music in Adler's La
prattque musicale savante, vol. II (see above).
Amsterdam in the eighteenth century har-

borei a prosperous community of both Ash-
kenazic and Sephardic Jews with a long tradi-
tion of instrumental music. Engravings by the
eighteenth-century Dutch artist Bernard le
Pica;, for example, show various Jewish wed-
ding celebrations with musicians playing
violins, viols, oboes, and a cymbalom (ham-
mered dulcimer). In our programs, music by
Abraham Cacceres and Giuseppi Lidarti
represented the Amsterdam community.
Both wrote settings of the Amesiah, a prayer
recited before the commencement of the Sab-
bath service, in the form of a vocal duet with
basso. continuo. We performed these pieces
(also taken from Adler's La pratique musicale
savar.te) on two recorders, 'cello, and harp-
sichord.
For examples of nineteenth-century Jewish

music, we selected several songs from the
Yiddish theater and played them on recorder
with guitar accompaniment. We used Ruth
Rabin's Jewish Folk Songs in Yiddish and
Engli.:h (New York: Oak Publications, 1965).
These songs were especially popular with the
older members of the audience.
As a representative selection of twentieth-

century Jewish composers, we chose David
Raksiii, David Goldstein, and George Gersh-
win. We played Raksin's lovely "Serenade"
from -is Unicorn in the Garden suite for four
recorders (London: Schott 6098, 1957). This
is a beautiful piece but clifficuk to perform
because of its long melodic lines. David
Goldstein's Petite Suite for SAT recorders is
chairing and fairly easy. Our director ar-
ranged three Gershwin songs for recorders:
"Someone to Watch Over Me" (AAATB),
"The Man I Love" (SATB), and "Lady Be
Good' (SATB). They brought smiles of
recognition from the audience and provided a
fitting conclusion to our programs. The ar-
rangements are unpublished.
A grant from the Center for Jewish Studies

funded our research and performances. Pen-
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tawynde is planning a number of further con-
certs and lecture recitals devoted to the music
of Jewish composers — which, we hope, will
appeal to non-Jewish audiences as well.

Paul Larson and Angelo Spinosa

On being your own publisher

For years I have been arranging music for
my own use, for my classes at Morley College
in London, and for the Society of Recorder
Players. Lots of other people known to me do
the same. If you added together all the un-
published recorder music in use by little
groups round the world, it would probably
approach in volume what is actually pub-
lished. What a shame, I always used to think,
that more of this music cannot be given a
wider distribution.
For years I nursed an ambition to publish

some of it myself, and when I retired from the
Civil Service eight years ago, it seemed that
now might be the very time to start realizing
this ambition. But when I looked into the
economics of getting the music set, printed,

WOODWIND

INSTRUMENTS
by

CHARLES COLLIER

clue) RICHARD PALM

Authentic Copies of
Extant Instruments:

RENAISSANCE and

BAROQUE RECORDERS,

MUTE CORNETTI,

RENAISSANCE FLUTES,

and RENAISSANCE

SHAWMS.

For Further Information
CHARLES COLLIER

Box 9442, Berkeley, Ca. 94709, USA

(415) 845-6389

collated, distributed, and advertised through
normal commercial channels, I saw that this
enterprise could probably never be competi-
tive, and that I should have to risk a fair
amount of capital just to get started. The am-
bition was put on the back burner.
Then, about four years ago in a chance

discussion with people in the Media
Resources Department of Morley College,
someone asked me if I had ever considered
using an electronic stencil cutter or scanner in
conjunction with a duplicator for reproducing
music. I never had, but they offered to run a
trial stencil for me to show what could be
done. The results were better than I would
ever have imagined, and the seeds of an idea
for being my own printer and publisher were
planted.
The scanner and duplicator are classic ex-

amples of obsolescent technology. They are
slower, messier, and more labor intensive
than the electrostatic copier and the offset
litho machine that have supplanted them al-
most entirely in the progressive office. They
linger on in impoverished corners, producing
mainly things like parish magazines. But they
are cheap to run, small enough to fit into the

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:
Magnamusic Distributors, Inc.

Sharon, Conn. 06069

Agents for the United Kingdom

and other commonwealth countries:

Nova Music Ltd.
Goldsmid Mews, 15a Farm Rd.

Hove, Sussex BN3 1FB

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"

-••• ••-• A

Restoration, Repair and Maintenance

of Fine Instruments

Collins and Williams
Historic Woodwinds

K. Lee Collins Roger Clark Williams

White Hollow Road, Lakeville, Connecticut 06039
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average suburban room, and extraordinarily
reliable, needing hardly any servicing.
Because they last for years and years, they
can be picked up second hand for, com-
paratively speaking, a song.
I bought an old Roneotronic 200 scanner

for $420 (£1= $1.40 throughout this article). I
now know that that was about $100 more
than I ought to have paid, but you have to
learn by experience. I had a very primitive,
hand-wound Roneo duplicator that I had
bought for $56 years before, but it would
clearly not do for long runs. I tried a powered
Gestetner but could not persuade it to pro-
duce really black copy, so I swopped it for a
Roneo 865 that cost me $275. What a faithful
beast that has been! It was already mature
when it came to me, but it has now rolled off
nearly 700,000 copies with scarcely a hiccup
in return for just an occasional drop of oil and
a scraping of grease.
Now that I was able to print music, I had to

get it written in a hand presentable enough to
charge money for. I knew my own was nei-
ther steady nor patient enough to serve. For a
long time I had admired the hand of William
England. Our paths had crossed on many
weekend courses and on the committee of the
Society of Recorder Players, of which he was
Treasurer and I was Chairman. His generosi-
ty in supplying his friends with the most
beautifully written copies of his own
transcriptions was legendary. To my delight
he agreed to join me.
At this point, I had to make firm decisions

about what to publish, in what format, at
what price, and how to distribute what I
published. The duplicator would not take
anything much larger than the standard Euro-
pean A4 size of paper (113/4" x 93/4"). A
manageable playing score needs to be printed
on sheets twice this size and folded. So play-
ing scores were out. I would publish in parts
on single A4 sheets, with a miniature A5
score made by folding and stapling A4 sheets.
I resolved that everything would have to
command the maximum market by being suit-
able for the sort of massed playing that goes
on in SRP branches and for one,to,a-part
domestic playing.
General editorial policy was simply decid-

ed: I would publish nothing that I and my
friends had not played with general enjoy-
ment, and nothing of which I or my friends
did not own the copyright. As for distribu-
tion, I would spend nothing on advertising,
offer discounts to nobody, and rely entirely
on selling to recorder players I met at courses
and on mail order sales that I could make
through sending catalogues to the forty-one
branches of the SRP.
Pricing was much more contentious. I knew

that, taking the cost of materials alone, I
could produce a work with eight pages of
parts and eight pages of score in a cover for
about 141. I was determined to sell as cheaply
as possible, consistent with not making a loss
for myself, and with being able to pay some-
thing that would not be entirely derisory to
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my collaborators. I decided on a basic price of
3p. (4.24) per page of music, post free. In the
case of the eight-page work described above,
which would then sell at 704, there would be
a gross margin of about 284, which I would
divide 50:50, taking a half myself and sharing
the rest between my collaborators.
You can have no idea what a fuss this pro-

posal produced among my friends and family!
So deeply is the capitalistic ethic of charging
what the market will bear ingrained in even
the most otherworldly and altruistic people
that they all rose up against me and declared
me mad to charge such ridiculously low
prices. All manner of ingenious arguments
were deployed to show that the enterprise
was doomed unless I behaved more in accor-
dance with proper business principles. To
placate them, I agreed to charge 144 per item
for post and packing. But I stuck doggedly to
my 3p. per page of music.
The enterprise was not doomed. I started

printing in July 1983 and built up a catalogue
of twenty-two titles in time for a formal
launch of the Oriel Library in May 1984. In
the first full year, to December 1984, I had
sold nearly 6,400 items, averaging twenty-
three pages of music each, for a total of
$5,700. Materials had cost me $1,100, and
after recovering my capital costs, I was able
to distribute nearly $1,400 among my col-
laborators. In 1985, sales and distribution to
collaborators were up about 12% and materi-
al costs, because of longer runs, very slightly
down. The catalogue now contains thirty-
four titles.
Why do I tell you all this? The cynical will

say it is no more than a puff for my plans to
make Oriel Library available in the United
States. So be it. But I assure you I have other
motives. I do sincerely believe that there can
be no more practical contribution to the ama-
teur recorder movement than selling good
music at prices that positively encourage peo-
ple to buy it and play it. But with my thirty-
four titles, I am just scratching the surface.
There is a great quantity of shining material
still hidden under bushels throughout the re-
corder world, and room for half a dozen
others to follow my example. That is what I
want to encourage.
If you are tempted to have a go, let me just

offer a few tips:
Do it properly. If you cannot see your way

to producing a catalogue of a dozen substan-
tial titles, do not start.
If you live in a bedsitter, forget it. You had

better reckon on eventually devoting a whole
room to production and storage.
If you can spare only two hours a week,

find something else to do with them. Editing,
printing, and distributing thirty-four titles is
not a fulltime job but is getting close to it.
Do it as a public service for pocket money,

and it is great fun and will earn you lots of
friends. If you think it might be a way of earn-
ing a living, have a go by all means, but don't
quote me.

Theo Wyatt

I AM WORKING ON THREE IVORY
ALTO RECCRDERS AFTER

E 1,41

with elegant decorative carving. In the next two
months I will also have avalable Denner altc recorders
in ivory or European boxwood. They are pitched at
A-415. The original carved ivory instrument shown
here is in the Royal College of Music, London and the
boxwood instrument is in the Copenhagen Music
History Museum. The superb playing qualities of these
instruments and our copies have been appreciated by
eminent players all over the world, and have been
featured on a number of recordings. Please inquire for
further details.

VON HUENE WORKSHOP
65 Boylston Street

Brookline, Mass. 02146 (617) 277-8690

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

edited by Edgar Funt

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

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

authentic sounds Moeck offer

Renaissance and Baroque

instruments (recorders, flutes,

crumhoms, comamuses, curtals,

dulcians, shawms, corn etti,

oboes, bassoons, racket, etc.)

Just released: newly designed

alto and soprano recorders

after Jan Steenbetgen 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

Denner. For twenty years

Moeck Rottenbutgh 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. Moeck School and

Tuju recorders have become

the leading instrument in

primary school music

education.

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

Please ask for detailed information: Magnarnusic Distributors, Inc.,
Sharon, Connecticut 06069, Telephone 203 /364-5431
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BOOK REVIEWS

Reprise: The Extraordinary Reviva:
of Early Music
JOEL COHEN & HERB SNITZER
Little, Brown & Company, 1985, xvi & 226
pp., $25

After a defense of early music and a jus-
tification of authentic performance practice
and the use of early instruments, Joel Cohen
traces the early masic movement to the pres-
ent, discussing Arnold Dolmetsch, Noah
Greenberg, and Thomas Binldey. He then
focuses on the contemporary scene and offers
chapters on the Harnoncourts and the Con-
centus Musicus, the Kuijkens, Frans Brag-
gen, and Gustav Leonhardt. In concluding
chapters, he considers singers, amateurs,
authenticity, and :he future of early music.
Although Mr. Cohen, in an introductory

section entitled "How Come We're Not in
the Book?" makes no claim to cover the entire
scene, his omissions are glaring, and one
comes away with the impression that :he
present revival centers around the Haman-
court-Leonhardt circle and the Boston Early
Music Festivpl. England is cited for a singer
or two, but New York City, the rest of Amer-
ica, France, Germany, and Sweden are all but
ignored.
Two other equally disturbing attitudes are
Mr. Cohen's utter disdain for all perfor-
mances on modern instruments and his exag-
geratedly glib stye of writing. For instance,
in portraying what he considers a typIcal
modern attitude towards early music, he
says:

Beware the Baroque violinist with her curved bow,
her gut strings, her f eculiar thin outlandish too soft
not rich enough not loud enough not wobbly
enough not exciting enough above all not fam_liar
enough sound. She will drive you crazy with too-
short phrases and her infuriating habit of making a
swell on every long note! She will corrupt the
youth and give them wrong ideas of what great
music is supposed to sound like!

Etc., etc., and etc.
What Mr. Conen forgets is that many

players of modern instruments recognize the
value of early instruments and authentic per-
formance practice and have learned a great
deal from the rev:val. These same musicians
are also aware that the "early music" solution
is not the only one, and they object to the

smug, iconoclastic attitude of many of these
performers on "original" instruments. The
author, unfortunately, exemplifies this at-
titude and widens the gap between the two
approaches. Despite his enthusiasm for his
subject, he only makes matters worse.
The second half of the book consists of
Herb Snitzer's charming candid photos of
many well-known practitioners of early
music. Mr. Snitzer's camera is far more in-
clusive than Mr. Cohen's pen, and what has
been left out of the text is amply made up for
in some 120 pages of wonderful shots accom-
panied by informative captions. Herein lie the
merits of the book.

Stoddard Lincoln

Stoddard Lin:oln is professor of music at City
University of New York and Brooklyn College
Conservatory of Music.

Editing Early Music
JOHN CALDWELL
Clarendon Press, Oxford, 1985, xii & 125
pp., $29.95 cloth, $12.95 paper

In 1963, Oxford University Press published
a slim volume entitled Editing Early Music:
Notes on the Preparation of Printer's Copy.
Recognizing that even in the space of twenty
years the work had become dated, the pub-
lishers asked John Caldwell, organist and
general editor of the Corpus of Early Keyboard
Music, to prepare a new one. In Caldwell's
words, "its aim, like that of its predecessor, is
to offer advice about editorial procedures
suitable for the music of earlier times.' Earlier
times here refers to music from the Middle
Ages through the Classical era.
The author assumes that serious users of

musical materials have a right to know what
the editor did and how he or she did it. What
source was used to prepare the edition? What
changes did the editor make in the text? Ad-
ditionally, what was the immediate back-
ground of the composition, and what were
the performanze conventions of the day? If he
takes these responsibilities seriously, the
editor then faces the practical problem of
deciding how much editorial information
should be given, and how. Caldwell examines

these questions in his chapters on the prin-
ciples of transcribing and editing, as well as in
his appendices — all of which are recommend-
ed reading for all musicians, even if they
never edit a single note.
Caldwell holds that the editor should select

one source for a work and then emend its
readings as necessary. This approach is
kncwn in literary circles as the "copy text"
method. The editor will, of course, give effect
to changes the composer made to improve the
wo:k but may not correct his principle source
except where he can demonstrate that this
source is, at the place in question, corrupt.
Th:s approach stands in marked contrast to
tha: used for an edition purporting to repre-
sent the earliest version of a work or the corn-
poser's final intent—of tions that are not
viable for much of the music Caldwell dis-
cusses.
In the next three chapters, he goes into the

special problems associated with music of the
Medieval, Renaissance, Baroque, and Classi-
cal periods. Caldwell wrestles with the fact
tha: musical notation, unlike verbal text, is
largely graphic in character and is therefore
subject to maddening ambiguities. Typical is
his examination of no fewer than twelve
wa vs of showing the accidentals in a short
cadential passage from the Renaissance.
Caldwell's concern here is that the performer
looking at the passage understand clearly
wh.ch accidentals were contained in the
source and which are editorial, without hav-
ing to consult the critical apparatus (another
way of holding that the user of an edition
should be able to tell what the original nota-
tion said).
Music editors often change the original

notation not because the intent is unclear,
but simply to make it conform to some modern
notational style. Caldwell has interesting
things to say about this approach. In his
discussion of Baroque music, for example, he
advocates that the editor consider the likeli-
hood that the beaming of the original is "at
least as effective and intelligible as a modern
puhlisher's house style" — and therefore pre-
serve it. He does allow, however, that if the
source is inconsistent in a matter like beam-
ing, the editor is bound to regularize silently
and take note of his decision in the commen-
tary. He also favors leaving alone such things
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as Baroque key signatures (e.g. two flats for C
minor). Perhaps more controversial to those
who like their arithmetic exact is Caldwell's
suggestion that if a composer shows a dotted
eighth followed by three thirty-seconds in the
time of a quarter note, the editor should let
the notation stand, rather than remove the
dot and add a thirty-second note tied to the
undotted eighth. After all, he says, the mean-
ing of the original is clear enough.
A final chapter is devoted to the mechan-

ical aspects of preparing copy. There follow
an appendix entitled "Special Signs, Part-
names, Abbreviations, and Score Layout,"
and two tightly set pages on that most vexing
of editorial problems, the treatment of ac-
cidentals. In this last section Caldwell sets
forth a principle by which all music editors
should live: "The score and the commentary
together should make it possible to recon-
struct the incidence of accidentals in the sole
or primary source at least...." To this end we
might add that the serious user should be able
to reconstruct every musically significant
aspect of the source or sources on which an
edition is based.
Though one may disagree with Caldwell on

small points, and though one might regret the
omission of Sir Walter Greg's seminal "The
Rationale of Copy Text" (Studies in Bibli-
ography, vol. iii, 1950-51, pp. 19-36) and
Gardner Read's Music Notation (2nd ed., Al-
lyn and Bacon, 1969) from the bibliography,

1
1
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this book deserves a place on every music edi-
tor's bookshelf. It may teach performers as
well to look at their favorite old editions with
new eyes.

Howard Serwer

Howard Serwer teaches music history at the
University of Maryland, has edited two volumes
for the Hallische Handel-Ausgabe, is associate
director of the Maryland Handel Festival, and is
one of the founders of the American Handel So-
ciety.

The Modern Recorder Player
Volume 1
WALTER VAN HAUWE
Schott Edition 12150, London, 1984, 72 pp.,
distributed by Magnamusic, $12.50

All recorder players, regardless of their
level of accomplishment, have questions re-
garding technique from time to time. There is,
of course, no lack of instruction books, rang-
ing from Ganassi's monumental Fontegara of
1535 to the huge quantity of twentieth-cen-
tury methods and etudes. In all of these, we
find a wealth of information (often of ex-
tremely varied quality), but nowhere is there
one source that covers in detail all aspects of
basic technique.
Nowhere until now, that is. Here, for the

first time, is a clear, readable, and truly com-

NEW YORK CONSORT OF VIOLS

Twelfth Annual

Early Music Performance Seminar

in Viola da Gamba

June 22-28

Sarah Lawrence College

Beginners welcome; instruments provid-
ed. For information, write Music Dept.,
Sarah Lawrence College. Bronxville,
N.Y. 10708, or call 212-580-9787 eve-
nings.
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RECORDER
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NEW HAMPSHIRE 03765

Tel. (603) 989-5620

Illustrated Folder onRequest

Establish.d 1936

prehensive method. One can look in Hotte-
terre (1707) for a picture of good hand posi-
tion, but only van Hauwe gives a step-by-
step description, complete with fourteen
photographs, of the functioning of the hand.
This is, in fact, the only method that ad-
dresses each subject in a systematic manner
heretofore undertaken only in private lessons
by a skilled teacher.
This first volume (several others are

planned) deals almost solely with technique.
In its seventy-two pages, van Hauwe dis-
cusses holding the recorder, moving the
fingers (including a fingering chart with as
many as seven different positions for one
note), breathing, and articulation. There are
few musical examples; the book consists of
text, drawings, and photographs.
Even beginners will enjoy and benefit from

this comprehensive introduction to recorder
playing. It is in fact eloquently applicable to
both amateur and professional, for it deals
clearly with elements common to all playing.
It is also rich in insights (did you ever con-
sider that fingers work to open rather than
close holes?) that could come only from a vir-
tuoso with many years of experience and a
powerful, inquisitive intellect.
Van Hauwe never loses sight of the fun-

damental reason for learning the instrument:

....if you find in this explanation, or in one of the
following subjects, things that you need to change,

HEAR FOR
YOURSELF!!

Bach had it. . .Mozart had it. .
Beethoven had it...Debussy had it...
and YOU have it too- but you may
not have discovered it yet.
You can prove to yourself that your OWN EAR
has the ability of PERFECT PITCH latently
Inside just waiting to be uncovered. You too --
like the great masters - can know musical tones
by ear as easily as you know visual colors by
sight. But you have to HEAR IT FOR YOURSELF!
HEAR FOR YOURSELF how easy it is to develop
not only Perfect Pitch, but Relative Pitch as well!
Ear-training genius David L. Burge -- interna-
tionally known for his Perfect Pitch Ear-Training
Course - has now lust released a new RELATIVE
PITCH EAR-TRAINING COURSE on audio cas-
sette tapes. Set the stage for an awesome
musical awareness: FREE our new 1986 News-
letter on PERFECT PITCH and RELATIVE PITCH.
ALMOST FREE: Send $3.00 to cover postage
and handling and well send you Burge's
INTRODUCTORY TALK on Relative Pitch at
NO CHARGE (90-minute audio cassette -- a
$14.95 value!). Hurry you've got to hear It for
YOURSELF! Rush your name and address for
FREE NEWSLETTER -- include $3.00 handling
for free tape to:

AMERICAN EDUCATIONAL
MUSIC PUBLICATIONS
8400 Grand Lake Rd.
Dept. N-5
Presque Isle, MI 49777
,24-Hour Order Line: (517) 595-2000.
(ALSO NEW: The Perfect Pitch Ear.Training
Course is now available on audio cassette tapes"
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please change them slowly and with discretion:
don't spcil your fun in playing!

Clarity, insight, practicality, and sensitivity
characterize this book, by far the hest
available on recorder technique.

John Tyson

There is very little to argue with in this
book, and most teachers, I believe, would en-
thusiastically endorse its contents. All of
them — as well as recorder players at all levels
— will find it a valuable addition to their music
libraries.
Mr. van Hauwe is an encouraging teacher.

He stresses the importance of having the
proper technical tpols in order to develop the
ability to communicate musically.
The volume is well organized, with ex-

cellent illustrations. Its sketches and photo-
graphs on breathing and hand and mo Jth
positions are definitely worth a thousand
words.
There is no instruction here in the basics of

music, such as notes and rhythm. We have
plenty of that type of book and none quite like
this one.
I hope The Modern Recorder Player is not an

unfortunate choke of title, and that reacers
will not assume the book contains instruc-
tions on sound production and the hiero-
glyphics of modern music.

Louise Austin

Early Music New Zealand
Vol. I, Nos. 1-3, March, June, Sept. 1985
Adrienne Simpson, Editor
Published quarterly: 23 McDowell Crescent,
Auckland 1 ; subscription $8 NZ per annum
within New Zealaid, rates for other countries
on applr.cation

This little magazine will be welcomed by
readers with a special interest in early music
activities in New Zealand. The initial issue
includes an interview with recorder player,
maker, and teacher David Coomber, who dis-
cusses his attitude toward the instrument
("I've always considered the recorder as a
contemporary instrument whose main reper-
toire jest happer.s to come from the period
designated `early music"), his studies in
Holland, and musical life in New Zealand.
Also in this number is an article by Jill M.
Palmer on "The Zillah and Ronald Castle
Musical Instrument Collection," which in-
cludes a tenor recorder by Thomas Stanesby
Sr. No. 2 offers an article by Terence Best on
"The Keyboard Music of Handel," while No.
3 includes "Hcgarth's Masquerades and
Operas" by J.M. Thomson, and "Variety in
Consort Playing" by Adrienne Simpson —
revised from an article that appeared earlier in
the British journal Recorder News and Music
Magazine. Each issue offers profiles of per-
formers, book reviews, and news of early
music activities in New Zealand.

Dale Higbee

(San
Francisco

Early
Music ,

(Society.
Inc.

Iv.

1986 Summer Workshops

Dominican College, San Rafael, Ca.

I. Baroque Workshop, June 22-28

II. Recorder Workshop, June 22-28
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Medieval and Renaissance, July 27-Aug. 2

Directors:
Anna Carol Dudley, David Barnett, Esn Elder, Margaret Panofsky

With:
Marion Verhruggen, Mitzi Meyerson, Mary Springjels, David Hart, Jeffery Dooley, David Douglas, et al.

SFEMS, P.O. Box 15024, San Francisco, Ca. 94115 (415) 834-7897
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MUSIC REVIEWS

Ten Tunes for Recorder Ensemble
Arranged by A.W. Benoy
Oxford University Press, 1982, $5.75

Benoy is master of a utilitarian but attrac-
tive device for arranging recorder trios: he
sets all three voices with such limited ranges
that the inner part lies equally well for
soprano or alto (it is written on two separate
staves so that the alto has no need to read up
an octave), and the lower part may be com-
fortably played on either alto or tenor. Thus
there are not only a number of possible stan-
dard combinations — SSA, SST, SAA, SAT —
but also the possibilities of doubling at the
lower octave or simply of using the mellow

inommummwrnrwmmermnimmumminwinrmgmiriviiminnmimin

HE 
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RECORDER SHOP

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

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

Contributions to The American
Recorder, in the form of articles, reports,
and letters, are welcome. They should
be typed, double-spaced, and submit-
ted to the editor tliree months prior to
the issue's publication date. (Articles
are often scheduled several issues in
advance.) Contributions to chapter
news are encouraged and should be
addressed to the chapter news editor.

combination of two tenors and a bass.
One might think that these self-imposed

restrictions would make for bland ar-
rangements, especially since a glance at the
playing score shows large notation, phrases
clearly marked for breathing, and the simplest
key signatures — the whole edition, in fact,
suitable in every way for neophytes or child-
ren. But the pieces are charming to play and
impressive in performance, with interest in all
parts, gracefully melodic lines, and stimulat-
ing harmonies.
The ten melodies are traditional folk tunes

of various countries. There is an especially
good arrangement of the perennial favorite
"Greensleeves," which actually consists of

eoition.s

clt
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T., Cheap
Trills

Recent Issues

Corelli Two Triosonatas
for recorders ATB

—$.60
T'achelbel Fugues

for Quartet SATB
—45.0e

cliaaanti Scottish Songs
for trio SAT

Baton Suites a 2
recorders AA or viols

BatO/L Suite Op.1 #4
alto rec. &continuo

  d.00

two different settings of the entire melody.
"Little David" skillfully alternates simple
counterpoint and block harmonies, with live-
ly motion in all voices. I have one quibble
with the f resentation of the American cow-
boy song "Git along little dogies": Benoy has
omitted those wonderful flatted leading tones
in the chorus. He partially redeems this
misdemeanor with interesting harmonization.

Eugene Reichenthal

Trio Sonatas for Two Recorders and
Guitar
Volume I: Sonata No. 1 (AT & guitar), No.
2 (SA & guitar)
JACQUES HOTTETERRE
Edited by Bernard Hopkins
Musica Sacra et Profana B3004, 1976

Recorder players fortunate enough to have
a classical guitarist among their music-making
friends have discovered that while there are a
number of pieces for one recorder and guitar,
works for two or more recorders and guitar
are difficult to find. Arrangements that offer
the guitarist a choice of parts — one relatively
easy and the second more challenging — are
rarer still.
These are two of the six sonatas published

by Hotteterre in 1712 for the Duke of Orleans
(Sonatas No. 3 and 4 are available in MSEP
B3005). They were originally written in the
French viclin clef with a figured bass. In
transposing them, Fr. Hopkins has given us
interesting options. The score, from which
the recorders play, includes Hotteterre's
original bass part transposed to treble clef. It
can be played by the less intrepid guitarist (or
on a bass instrument down an octave). There
is also a separate, "realized" guitar part for the
upper intermediate to advanced player. The
music plays beautifully as a trio, as well as
with the bass line reinforced.
These pieces can be classified as advanced

Level II or less advanced Level III material.
Neither recorder part uses the upper register
to excess, and the accidentals and trills fall
easily under the fingers. Some of the rhythms
require careful counting.
Both sonatas are in G and have four move-

ments: prelude, fugue, a slow movement
(marked doux in Sonata No. 1 and grave in
Sonata No. 2), and gigue. They offer much
variety, and all of the instruments have in-
teresting, imitative lines.
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The printing is in the typical MSEP bold
manuscript style. In order to avoid page
turns, the lines have been crowded together,
so you may find it necessary to mark your
part with a transparent marker.

The Artistry of Jean-Philippe Rameau
Six pieces for recorder (flute, oboe, violin)
and guitar (mandolin)
Arranged by Eugene Reichenthal
Unicorn Muisc, 19.34, $3

Most of these pieces, originally written for
keyboard, have held up well through the
adaptation process. Both parts require solid
intermediate skill levels. The arranger has in-
chided various ornaments in the recorder part
and extensive and aelpful fingering notations
for the guitarist. The music is easy to read,
and there are no page turns.
Since Rameau's work is less well known

than that of many of his contemporaries,
hearing these tunes in other than their in-
tended instrumentation does not set off d:s-
turbing echoes of remembered past perfor-
mances. Taken as a whole, the collection pre-
sents interesting variations in mood, tempo,
and texture. It makes a nice set to perform ar
listen to, and may well achieve Mr. Reichen-
thal's goal of reviving interest in Rameau's
work.

Lou C,abeen and Gary Wilde

Sonatas, Nos. 7, 3, 11 (2T & BC)
G.B. FONTANA
Edited by Gerhard Braun
Moeck 2106, 2107, 2108, distributed by
Magnamusic, 1984. $13.60 each

Braun's very short foreword (omitted from
2108) tells us what little we know about Fon-
tana (b. Brescia, violinist in Venice, Rome,
and Padua, where he died of plague, c. 1630).
The editor urges players to take care with the
"differential rhythmical structures with chs-
tinct tempo relations" (sic) and to take note of
the sonatas' "alternating free and strictly
metrical passages." Good advice, but he sup-
plies no guidance as to how to apply it in prac-
tice.
On the strength of Fontana's one posthu-

mously published collection of sonatas for
from one to three violins, cornetti, fagotti, "o
simile altro instrumento" (how similar to
these is a tenor recorder?), Braun claims him
as "an important composer of the early Ba-
roque period." Surely this is stretching a
point; while agreeing with some of the New
Grove's verbiage, tais verdict, arguable even
in an historical sense, will likely mystify
recorder players hazarding these trio sonatas.
Still, the pieces will enhance one's ability to

comprehend and appreciate early Baroque
style; they will challenge fingers, breath, and
musicianship; and they will possibly facilitate
making some sense of early Baroque tempo re-
lationships — they will, that is, if worked at

hard enough and with a view to achieving the
flexibility that Fontana's musical rhetoric
demands in effective performance.

William Metcalfe

Thon Buni
Gardens of Peace Given to Us by the
Smiling Buddha
For flute or alto recorder, piano, and
percussion
HANS ULRICH STAEPS
Unicorn Music, 1982, $2.25

Than Bun is a quiet and reflective piece in
an oriental idiom. The style is one not fre-
quently encountered in recorder literature,
but it is well suited to the instrument and
satisfying to play.
The piano part consists of a five-measure

ostinato for the left hand only, which benefits
from a discreet use of the damper pedal (not
indicated by the composer). A note suggests
that the pianist can play one of the percussion
parts (triangle, cymbal, and three glockenspiel
tone-bars) with his/her right hand. I found
that the tone-bar pitches sound very effective
on the piano, and one scarcely misses the tri-
angle and cymbal. None of the parts is dif-
ficult, yet care is required to achieve the full
artistic effect.
In summary, this is a beautiful piece for

recorder and piano, and it provides a
welcome change from the usual solo lit-
erature.

Gordon Sandford

Village Dance Music from Around the
World
Arranged for recorders and mixed
instruments by Richard Geisler
Available from 15181 Ballantree La., Grass
Valley, Calif. 95949, 1985, $10

This is a delightful and beautifully printed
and illustrated compilation of folk melodies
from "twenty different places on earth." The
text covers folk music in general and then sets
the stage for each piece — a welcome introduc-
tion, since these dances are all new to me.
They are in three or four parts and have

tempo indications, guitar chords, voicing and
percussion suggestions, and clear playing
directions. Lyrics and their translations are
provided. The easier tunes are at the begin-
ning, but it takes a reasonable amount of skill to
play any of these dances at the proper tempo.
Mr. Geisler suggests different instrumenta-
tions on the frequent da capos and dal segnos.
His recommendations for percussion, which
include cowbells, gourds, jingle bells, and
various drums, deserve an award for variety.
As a dancer, I would love to know the steps

that go with these charming melodies. This
collection could lead many players to their
nearest folk dance organization. Mr. Geisler's
arrangements of these special tunes is a wel-
come addition to the literature.

Louise Austin

PAPERBACK REFERENCES
FOR THE BOOKSHELF

Gerald Abraham
CONCISE OXFORD HISTORY
OF MUSIC
A comprehensive work covering the
whole history of music from its first
recorded emergence in Egypt to the
death of Stravinsky.
$18.95, 284010-X, 990 pp.

loan Arnold
MEDIEVAL MUSIC
A short, lively information book for the
young reader, describing the vital role
m usic played in the Middle Ages.
$5.00, 321332-X, 48 pp.

John Caldwell
EDITING EARLY MUSIC
A guide to the editorial procedures
suitable for music written from the
Middle Ages to 1830.
$12.95, 816142-5, 144 pp.

EARLY MUSIC (Vol. X, No. 1):
THE RECORDER: Past and Present
A history of the recorder from the days
of old until the present time.
$10.00, 520388-7, 144 pp.

Inogen Hoist
AN ABC OF MUSIC
Ai introduction to the language of
music, surveying terms likely to be met
in the beginning stages of learning a
musical instrument.
$8.95, 317103-1, 208 pp.

Michael Kennedy
THE CONCISE OXFORD
DICTIONARY OF MUSIC
Features diagrams, illustrative passages
of notation, up-to-date explanation of
musical terminology, and lists of
composers works.
$- 2.95, 311320-1, 736 pp.

Bnoks are available at all fine book and
music stores. In case of difficulty, or if
approval copies are wanted, write
d rect to Dept. AR

Music Department
OXFORD UNIVERSITY PRESS, INC.
200 MADISON AVENUE, NEW YORK, N.Y. IMIe
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CHAPTER NEWS

Augusta
In May 1985, the Augusta Chapter held a

successful workshop that included instruc-
tion in both dance and recorder playing. This
combination not only gave the recorder play-
ers insight into the correct performance of
early dance music but also attracted a number
of people interested only in learning the steps
of the galliard, pavan, bransle, etc.
Participants came from Georgia and South
Carolina. They ranged from beginners who
were junior high school students to advanced
players. Valerie Horst, our director, again
demonstrated her ability to provide musical
material and commentary relevant to all
levels.
Bonnie King provided an excellent buffet

lunch and customized souvenir buttons for
each participant; Geoff King displayed some
of the capped reed instruments he has been
making; and Craig Kridel intrigued everyone
with his serpent.

Our regular chapter meetings are usually in-
formal playing sessions, but they sometimes
include serious rehearsals for such local
events as the fine arts festival, Elizabethan
Faire, and Renaissance banquet.
Two area schools, one a junior high school

and the other a fine arts "magnet" school, are
in the process of developing programs in re-
corder. The chapter gives advice and demon-
strations at both and has formally "adopted"
the magnet school. Through our encourage-
ment we hope to increase the number of peo-
ple who enjoy the gentle art of recorder play-
ing.

G.E. King

Detroit
The Metropolitan Detroit Recorder Socie-

ty enjoyed a busy '85, providing a diverse
program for local recorder and early music en-
thusiasts. We alternate Sunday afternoon

Santa Fe
On Friday night, last November 8th, and al

the next day, the meeting rooms of the First
Presbyterian Church in Santa Fe became a
recorder conservatory. Just about every cor-
ner and cranny was occupied by a trio,
quartet, or quintet rehearsing pieces to be
performed at the end of the workshop. They
played early English music of the court,

Connie Primus at the Santa Fe Workshop.
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theater, and countryside.
With a grand total of forty-two partici-

pants, we were a formidable concatenation!
Connie Primus of Denver and George Kriehn
of Dallas orchestrated the extravaganza and
appeared to maintain their sanity in the pro-
cess; Cyn Hermes handled the behind-the-
scenes work. All in all, it was another suc-
cessful workshop for Santa Fe.

A large-group session in Santa Fe.

meetings, which have a theme, with special
events. Our goal is to expose our members to
many aspects of early music: historical and
national styles, the recorder and its tech-
nique, and various other instruments. Our
hope is that people will increase their enjoy-
ment of the recorder and their understanding
of its possibilities. We have an ongoing class
for novice players who do not feel ready for
the general music-making, and every meeting
includes a session for small consorts. AR
readers in the Detroit area are urged to join us
at any time.
The highlight of last fall was a Saturday
workshop in November with Ken Woltz.
The largest number ever (fifty-six) turned out
to learn from the well-known teacher and
author. Ken handled this sizable group mas-
terfully. His topic was "The Recorder in Con-
sort," one that is often overlooked in the
search for more exotic subject matter. He
began with basic technical warm-ups and tips
for individual playing and ended with multi-
choir consorts that included viols and krumm-
horns. For many people, this was a marvelous
first experience in the big-band recorder
sound.
Participants had driven from as far away as
Wisconsin, a seven- or eight-hour drive. We
Detroiters were happy indeed to have them.
Our long-standing policy is to provide hous-
ing as well as lunch for out-okowners.
Everyone agreed that it had been an out-
standing session, productive and very con-
genial.

Mary Johnson

Sarasota
The Sarasota Chapter held a dynamic and

inspiring workshop on February 7 and 8 at St.
Boniface Church on Siesta Key. It featured
Dr. John Kitts, professor of music and director
of early music at the University of Florida in
Gainesville. He was assisted by his associate
at the University, Elaine Yontz. Both gave
generously of-their time and talents.
Among the thirty-five participants were

members of the St. Boniface Recorder Con-
sort, the Bradenton Early Music Club, the
Sarasota Sandpipers, and the Venice Gon-
doliers, plus visitors from as far away as Con-
necticut and North Carolina. They included



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

• Our prices are the lowest anywhere.

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

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

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

• We pay shipping out on ALL orders. There is no dol ar limit: all instrument
orders are shipped prepaid and insured.

• You send no money until you have examined and p.ayed the instruments,
and found them to be acceptable.

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

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

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

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

WICHITA 13AND INISTRUMENITCO.,INC.
2525 E. Paia.AS 'Maki TA, K S 67 l

I (oO) 635 -3006
11\1 KANI---NS, CALL. Coi J_PfT,3(3.!6)604f-o2.9(

both recorder and viol players.
The Friday night session involved the full

ensemble; on Saturday, participants divided
into smaller groups for coaching in the par-
ticular problems of Renaissance and Medie-
val music. Following lunch, everyone took
part in a sight-reading session that included
mus:c of Dufay, Isaac, Hassler, and Poser.
As this workshop, our first, proved most

valuable to chapter members, we feel en-
couraged to try another one. Next time we
hope to publicize our dates early, in hopes
that some of you can join us for a rewarding
mus:cal experience in a beautiful part of the
cour.try.

Phyllis Ohanian

North Jersey
In the beginning there were two groups of

recorder players, one from the Adult School
in Maplewood, and the other from the Mont-
clair Adult School. They first played together
in December of 1962, and the union was sol-
emnized under a charter from the American
Recorder Society, dated April 1963.
The union was a fnntful one. Meeting

alternately in Maplewood and Montclair, the
men- bership grew to eighty-nine in 1966/67.
Veri few prominent recorder professionals in
the New York metropolitan area did not con-
duct one or more of the chapter's meetings.
Teachers like Anne Tremeame of Baltimore
and Friedrich von Huene of Boston traveled
far to lead its monthly sessions. Others, in-
cluding Walter Bergmann and Hans-Martin
Linde, came from lands away.
The North Jersey Chapter sponsored some

notable programs. The first recital in this
country by Frans Bruggen, with harpsichord-
ist Gustav Leonhardt, was presented at
Seton Hall University in November 1964
under its sponsorship, as was Hans-Martin
Linee's American debut in May 1967. (Both
Briig,gen and Linde had previously appeared
at Eernard Krainis' International School at
Skidmore but had not played for the general
public there.) Tickets were $3! When Linde
returned in 1968 to perform at Hunter Col-
lege in New York City, he treated the chap-
ter to a lecture on articulation.
The members were drawn from a broad

area — too broad. In 1967 a group of them
helped to create the Bergen Chapter. Many
merrbers transferred, and the following year
Norzh Jersey's roster dropped to sixty-three.
The Somerset Hills Chapter, composed large-
ly o members who lived to the south and
wes: of the Maplewood-Montclair area, was
borr a few years later. By 1980 North
Jersey's membership had dwindled to twen-
ty, of whom less than half were active.
This number proved to be too small to sup-

port the programs enjoyed in the past. In-
terest faded slowly, but by the spring of 1985
the Doard found it necessary to declare the
char ter inactive. Like Huxley's world, it end-
ed "not with a bang, but with a whimper."

Kenneth LaBarre
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Contributors to the President's Appeal

The Board of Directors and the members of the American Recorder Society
express their sincere appreciation to the following people who have con-
tributed to the 1985-86 President's Appeal. As of March 1, 1986, we have
received a total of $10,397, of which $2,544 was designated for the Dr. Erich
Katz Memorial Fund. Additional contributions will be acknowledged in the
August issue of The American Recorder.

Benefactor

New York Recorder Guild

Sponsor

Mr. & Mrs. Edwin E. Meader

Donors

Mary Perrine Johnson
Constance M. Primus
Dr. Preston Lea Wilds

Patrons

Dr. Gary W. Ashley
Martha H. Bixler
Katharine T. Bradley
Harry Cagin
Mr. & Mrs. S. Ronald Cook, Jr.
Benjamin S. Dunham
Suzanne Ferguson
Martha Jane Gardiner
Hannah L. Katz
Walter E. Knapp
Anna Lawson
Richard L. Lightman
John & Mary Maarbjerg
Charles W. Norris
James W. Oppenheimer
Dr. Jane T. Paxson
George L. & Norah M. Payne
Patricia H. Petersen
Susan Prior
Richard L. Schmeidler
Elizabeth M. Turner
Tinker Viets
William C. Willett
Robert A. Williams
Michael Zumoff & Judith Wink
Anonymous (4)

Supporters

Andrew Acs
Dr. David H. Archer
Katherine Bracher
Jean & Mike Carter
Margaret E. Cawley
Bernice Chen
George W. Comstock, M.D.

Mary B. Conley
Dana A. Erickson
Jane Furth
In Memory of Rex Gephart
Adila S. Goldman, M.D.
Tom Grubb
Shelley Gruskin
Cynthia Hermes
Inge C Hollingsworth
Jack & Gladys Hudson
Marvin Levine
Larry & Donna Lowry
Kathy & Alan Muirhead
Marguerite Okamura
Ms. Gary Porter
Paula C. Rand
Marcel J. Silberman
Janet F. Welsh
Ellen Whitnack
Anonymous (7)

Friends

Henry H. Anderson
Gretchen F. Anex
Angelica Consort
Joann Anselone
Mary Jane Auerbacher
Prof. Daniel R. Bechtel
Tish Berlin
Gayle M. Black
Fr. Paul A. Bombardier
Dorothy Briel
Mr. & Mrs. Harlow Brigham
S. Rachel Burdeau
Edythe G. Burdin
Arno & Barbara Cahn
Rosalynd Chell
Dr. & Mrs. William E. Clark
Richard Conn
Shirley Coon
Roger ei Shirley Cunningham
Lionel B. Davis
Miles G. Doolittle
Barbara Duey
Evelyn L. Dunbar
Dr. Jess Edward
Hope Ehn
Nancy Fahringer
Frieda Fergus

Michael C. Finn
Barbara Frei
Ruth A. Fugmann, Ph.D.
Ethel Gluckstein
Lisa Goodman
E. William Gourd
Kenneth W. Grove
Frederick A. Hamilton
Daniel A. Harris
Frances A. Heyman
Phillip L. Howard
J. Bockett Hunter
Dr. & Mrs. Robert C. Hyland
Nancie J. Irvin

Jenner
Dr. Frederick W. Kraus
Mr. & Mrs. Harry Kroesen
David E. Larch E.9' Deborah
Roudebush

Patricia Larkin
Dennis Leipold & Jane Shear
W. David Malcolm, Jr.
Mary Ann Malinowski
Anthony Mayer
Donna Messer
Elizabeth T. Miller
Gilbert P. Monet
Peggy & Bob Monroe
Sam Mraz
Harriet Muller
Susan Murphy
Harriet B. Naughton
Dr. W.S. Peery
James W. Perkins
A. Richard Phillips
Louise M. Piranian
Dr. & Mrs. Sam Pollock
Jerry Rayna
Sylvie Romanowski
J. Norman Rossen
James Barkley Rosser, III
Cecilia & Henry Saltonstall
Laurel Samuels
Henry J. Schmidt
Mary Scott
Naomi Shiff
Michael Singer
Richard Steinberger
Mary W. Taylor
Waddy Thompson
Ellen Rider Tomlinson
0. Tompkins
Kathryn A. Tucker
John H. Waite, M.D.
Betty Wauchope
David W. Willett
Rosalie S. Wolf
E.P. Wright

Beatrice M. Wyse
Gideon C. Zikel
Dr. Maurice J. Zimmerman
Anonymous (11)

Other Contributors

Gib Ahlstrand
Louise F. Austin
Irmgard Bittar
Mary Carrigan
Violet Carroll
Mrs. M. Chovil
Eileen Clark
Robert 0. Davison
K.S. Edwards
Samuel Granick
Harriet Gratwick
Martha A. Hartman
Myra Hauben
Josephine C. Hehre
Joe Heidel
Julia Herron
Peg Hoenack
Inez M. Hoyt
Sarah A. Hubbard
Robert R. Hunt
Elizabeth F. Johnson
Sophie Telfer Kuehn
Diana Lieu
Ed Matthew
Mr. & Mrs. John R. Mattson
Jane B. Meade
Judy Mignard
Robert Mueller
Joan M. Mullhaupt
Herbert L. Myers
W.J. Nemerever
John Ghanian
Ruth Pass
Les. Player
Anne P. Pyle
Gene & Cynthia Reichenthal
Mike Richard
Mr. & Mrs. Joseph J. Rothermel
Isabel Smaller
Audrey Spelman
Sally L. Taylor
Gail C. Ticknor
Lois S. Williams
Anonymous (11)

Matching Gifts

Chubb & Son, Inc.
IBM
Pitney Bowes, Inc.
United Technologies, Inc.
Westinghouse Electric Fund (2)
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LET TERS

David Goldstein's arrangements:
I do not take pleasure in making the criti-

cism I am about to make, and I will tell y3u
why. I feel that any attempt to bring recorder
music out of the dark ages into the twentieth
century — even just the nineteenth — is w?..1-
come. It is a shame to keep playing music
written by Henry VIII and neglect Cole

THREE
CENTURIES
OF VIOLS

iistorical Viole da Gamba
from Early Italian
to Late French

built by
Peter Tourin
Baroque and Renaissance

Bows built by
H. F. Grabenstein

Write for brochure:
THE TOURIN MUSICA

P.O. Box 575
Duxbuty, VT

05676 U.S.A.
Tel. (802) 244-5557

SWEETHEART
FLUTE CO.

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

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

antique flute list.

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

Porter, Scott Joplin, and others.
Having said this, I would like to comment

on the treatment of three of my very favorite
tunes in the November 1985 issue. All are
well loved for their simplicity. "Simple Gifts"
is a Shaker tune, in keeping with the
barebones simplicity of the Shaker culture.
"There is a Balm in Gilead," whatever its
origins, has long been familiar as a Negro folk
hymn. "What Wondrous Love is This,"
beloved by followers of the FASOLA or DO-
REMI schools of music, has been in shape-
note hymnals at least since 1835. A three-
part version appears in the 1860 edition of
Sacred Harp, in an easy key for recorders.
You have taken all three of these tunes and

simply destroyed them. As one who is a folk
musician of sorts, I might have enjoyed play-
ing them with my group if they hadn't been
identified by their original titles. Then
perhaps I would have said, 'That tune re-
minds me of so-and-so" and liked it for its own
sake.
I hope others like the arrangements. I just
wish that I did.

VIM. McCampbell
Huntsville.

We agree on this at least: they are also
among my favorite hymn tunes. That is pre-
cisely why I arranged them so they would be
available to be played and enjoyed by
recorder players.
The arrangement of familiar tunes is stan-

dard procedure in the great tradition of music.
As to naming the tune, what does that mat-
ter? Copeland does wonderful things with
"Simple Gifts" in Appalachian Spring, but
"Simple Gifts" it remains.
An arrangement may be good, bad, or se--

so. I have tried to make these as good as I can.
The tunes remain immortal.

David Goldstein
New York, N.Y.

It may be that I am too naive to be writing
this letter, but I have just received my first
copy of The American Recorder; it was the
November issue. Since I am a "new kid on the
block," as it were, I may be way out of tune.
But what I want to know is: what are you do,
ing printing music for the recorder with all
these dynamic markings in it? Does someone
(anyone!) believe that it is possible to cre-
scendo from a pp to an f on a recorder? Is this
not analogous to asking the organist on a little
Baroque organ to vary the volume on a single

pipe without use of shutters? I am sure that
there are many discussions among the per-
forming elite as to how to use different finger-
ings to achieve dynamic contrasts in subtle
ways. But pp to f? What is going on? Okay
you guys, once more and really hit it this time.

William Wakeland
Muncie, Ind.

Bgrinra
21 Broad Street,

Clifton ,Bedfordshire U.K.

Baroque bassoons
(a440,415Hz) •

Renaissance flutes

•I •
_

Now available
through John's Music:

Recorder reyoicing
& repairs by

David Ohannesian

Renaissance consort
recorders by

David Ohannesian.

These extraordinary
instruments are used by
professionals throughout

the world. The finest
A-440 Renaissance
recorders available.

For more information
contact:

John's Music Center
552I-A University Way N.E.

Seattle, WA 98105
(206) 526S760

May 1986 85



American Recorder Society
SummerWorkshops1986
Thirteenth LIRF
Summer Clinic
The Hewlett School Mansion
East Islip, Long Island, NY
June 29 -July 5
Eugene Reichenthal, director

Faculty
Kenneth Andresen Patricia Petersen
Stanley Davis
Doris Gerstenlauer
David Hart
Accompanists
Barbara Kupferberg, harpsichord
Kenneth Andresen, guitar

Program
Technique classes at five levels.
Ensembles at four levels. Special
instruction for recorder teachers, three
hours of in-service credit. Training in
Renaissance ensemble, Baroque solo,
and one-to-a-part playing. Country
and Renaissance dancing, alto recorder
for beginners, ornamentation, daily
madrigal singing, and Renaissance
band. Overnight accommodations
limited; tents and self-contained
motorized homes are welcome on
campus free of charge. Ingrid Sperr
will again be in charge of meals.

Fees

Eugene Reichenthal

Colorado ARS Workshop
at Colorado College
Colorado Springs
July 20-26
Constance M. Primus, director

Faculty
Elizabeth Gilpatrick Constance Primus
Carol Herman Arlene Sagan
Valerie Horst Peter Seibert
Benjamin Peck

Program
Two-hour morning dasses ARS
Education Program for Levels I and II.
Level II Review. Level III Overview*.
Renaissance Notation*. Viol Technique.
Mixed Wind Band. Introduction to
Improvisation*.
Daily afternoon electives Survey of
Dance Music. Consort Leadership*.
Teaching the Recorder*. Viol Consorts.
Early Music Theory*. Recorders and
Orff Instruments*.
Special activities Vocal-instrumental
performance by all workshop partici-
pants of Jakob Handl's mass, Ung gay
bergier. Daily "Listen-Up" sessions.
Evening songfests, Renaissance
dancing, music history lecture, bus
tour and cookout, student-faculty
musicale, scholarship benefit auction,
and Friday Fling!

Chesapeake Workshop
College of Notre Dame
of Maryland
Baltimore, Maryland
July 27- August 2
Gwendolyn Skeens, director

Faculty
Tina Chancey Scott Reiss
Carol Erion Gwendolyn Skeens
Paula Hatcher
Robert Lauer
Patricia Petersen

Accompanist Margaret Budd

Program
Development of recorder technique at
all levels through study of musical
literature ranging from medieval to
avant-garde. Style, performance
practice for recorder repertoire, and
the ARS Education Program will be
emphasized. Lecture, faculty-student
recitals, consort playing, beginning
alto, electives in madrigal singing,
viol, English country and Renaissance
dance. Unicorns and Other Horns
early-music shop in residence.

Premiere of original faculty composi-
tions for recorder. Graduate credit for
music educators. Swimming, tennis.
Registration limited to 60 participants.

Tuition 
Shared room 

$175
$65 Fees Fees

Meals  $95 Tuition $180 Tuition $180
without breakfast $80 Meals 8c lodging $170 Room 8c board $150
3 in-service credits (optional) $30 Deposit   $40 Deposit  $25
Deposit  $30 (payable Colorado ARS Workshop; (payable Chesapeake Workshop;
(payable LIRF; $15 refundable till June 1) $20 refundable before July 1) $15 refundable till July 1)

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

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

Information
Gwendolyn Skeens
2524 Londonderry Road
Timonium, MD 21093
(301) 252-3258

*Classes approved for credits toward ARS Level III Teaching Certificate
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Mideast Workshop
LaRoche College
Pittsburgh, Pennsylvania
July 27- August 2
Marilyn Carlson, director
Kenneth Wollitz, co-director
Faculty
Sheila Beardslee
Marilyn Carlson
Arnold Grayson
Marcianne Herr
Mary Johnson

Jennifer Lehmann
Sarah Mead
Colin Sterne
Kenneth Wollitz
Roberta Anderson

Program
Secular Spirit of the High Renaissance
in Florence and Ferrara.
Daily Recorder (including novice),
viol, voice, flute, capped reeds, harp;
small consorts, Renaissance bands,
special-topic classes, playing with
harpsichord, lectures. Special events
Evenings of Renaissance dance,
all-workshop vocal-instrumental
ensemble, faculty and student
concerts, white-elephant benefit,
Friday night send-off party. Music and
instrument display. Convenient to PA
Turnpike, airport. Air-conditioned
dormitory and classrooms.

Fees
Tuition $155
Room & board $165
(subject to change)
Deposit   $25
(payable Mideast Workshop)
Limited number of scholarships
available.

Coordinator
Mary Johnson
25885 German Mill Road
Franklin, MI 48025
(313) 626-0717

Midwest Breve Week
University of Wisconsin
Whitewater, Wisconsin
July 30 - August 3
Irmgard Bittar, director

Faculty
Louise Austin
Irmgard Bittar
Thomas Boehm
Special assistant Donald Austin

Shelley Gruskin
Beverly Inman
Susan Ross

Program
Daily classes in recorder technique and
ensemble at all levels, following the
ARS Education Program (beginning
recorder included). Instruction for
beginning to advanced viol players.
Special sessions Elementary and
advanced Renaissance band, Renais-
sance rhythms at Levels I and II,
contemporary recorder consort, mixed
ensemble (viols, recorders, flutes),
consort coaching and conducting,
Baroque trio-sonata ensemble,
Baroque flute duets and trios, pipe &
tabor. Shelley Gruskin will conduct
the Collegium Musicum in a workshop
production of the first extant German
opera, Seelewig. Evenings Madrigal
singing, Renaissance dance, informal
playing and coaching of Baroque trio
sonatas and recorder consorts.
Lectures "Maintenance and Repair of
Recorders" and "An Introduction to
Baroque Dance." Instrument maker
in residence, parties, German conver-
sation table, swimming and tennis.

Fees
Tuition $95
Room & board:
double $75
single   $95
Commuter facility fee $10
Deposit   $25
(payable Midwest Workshop)

Information
Irmgard Bittar
301 Ozark Trail
Madison, WI 53705
(608) 231-1623

Early Music at Amherst
Amherst College
Amherst, Massachusetts
August 3-10 and/or
August 10-17
Valerie Horst, director

Faculty
Forty instrumentalists, singers, dancers
and musicologists from the U.S.,
Canada and abroad.

Program
Music of France. Classes — recorder
(intermediate to advanced; consorts,

master classes, technique), Renaissance
flute, cornetto, sackbut, serpent,
doub_e reeds, viol, harp, lute, harp-
sichord, percussion, voice, theory,
beginning Renaissance dance, English
country dance, aerobic dance. Baroque
Institute, Recorder-in-Education
Seminar, Harp Seminar, Vocal
Seminar; new research seminar on
Guillaume Dufay — Alejandro
Planchart, director.

Vocal-instrumental collegium for all —
Andrew Parrott, conductor; rehearsal
and performance of major sacred
works of the French Renaissance.

Theatre Projects: first week —
Robin and Marion, directed by
Thomas Binkley. Second week —
A Ship of Fools: Virtue and Virginity
in Renaissance France, directed by
Paul C. Echols.

Lectures on topics in French music by
members of the faculty, illustrated
with live faculty performances.
Seven concerts each week, recitals,
barbecues, parties. Many rooms
available by the night for visitors
wishing to attend concerts and special
events (see below).

Concurrent Events
August 4-8:
First Imernational Meeting
of US Pnited Serpents)
with Christopher Monk

August 9-10:
Instrument Makers' Fair
Third Historical Harp Conference
Second Early Brass Festival

Fees
Tuition  $175 for one week
 $300 for two weeks
Room & board $190 per week
Room only $20 per night
(all rooms are single except on request)
Deposit   $30
(payable Amherst Workshop;
refundable till July 1)

Registar:
Donald langlas
65 West 95th Street #1A
New York, NY 10025
(212) 316-3682 (machine on 4th ring)
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)13oulder Zarlp Music *hop
Store Hours: Monday through Saturday, 10:30 - 5:30

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

Instrument Cases and Covers by Savage & Hoy
and Jean Cavallaro

Agent for Mander Portative Organs and Gruar
Northumbrian Bagpipes

Folk Instruments and Instrument Kits by
Leading Makers

Fiedels, Rebecs, and Hurdy-Gurdys by Bernard
Ellis

Extensive Inventory of Sheet Music and Books

Harpsichords by Hugh Craig

Violas da Gamba by Julier,
Plant, Shann, Kortier

Baroque Oboes by
Heinz Roessler

Prompt Mail Order Service

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

Boulder, Colorado 80302
(303)499-1301
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CLASSIFIED

FOR SALE: Recorders and cometti. Send
SASE for list to Gerhart Schmeltekopf, 1045
Garfield, Oak Park, Ill. 60304.

1— SELLING /BUYING used books, periodicals
on music. Send want list or SASE for informa-
tion on selling. Search service available. Con-
rad, Ars Antigua Books, 190 Scofield Ave.,
Bridgeport, Conn. 06605.

FOR SALE: Moeck bass (F), a'=440, five
keys, bocal, as new, $250. Von Huene altos,
a' = 440: #569,1ignum vitae, ivory mouthpiece
and rings, Morocco leather-covered hard
case, rare, excellent condition, $1,000; #224,
tulip wood, ivory mouthpiece and rings, hard
case, very early and excellent example of the
master's work, exceLent condition, $1,000;
#4142, grenadilla, ivory rings, fitted walnut
case, as new, $700. John D. Owens, 12
Schubert St., Staten Island, N.Y. 10305.
(718) 448-2913.

FOR SALE: Treble viol after Rose, by John
Pringle, 1980. Characteristic English double
purfling, carved female head, maple finger-
board and tailpiece. Excellent condition.
Case. $2,100. K. Taylor, Box 208, Gambier,
Ohio 43022. (614) 427-3752.

FOR SALE: Roessler Oberlender boxwood
alto, a'=440, hard case, $150. Sweetheart

For membership information wriie:

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

Baroque flute, maple, a' = 440 /415, $100. Jim
Kopp. (404) 872-7913.

WANTED: Alto crumhom; sell new tenor
cortol or trade for alto cortol. Ralph W.
Flinchbaugh, 8309 Winder St., Vienna, Va.
22180.

CLASSICAL HARPSICHORDS, forte-
pianos, also sets of parts to build extraordinar-
ily fine historical instruments. Highest standard
custom instruments and kits from authorized
Zuckermann/Way agent. Lowest factory and
workshop prices. Two hours NYC. Call or
write for fill details. Yves Albert Feder Harp-
sichords, North Chestnut Hill, ICillingworth,
Conn. 06417. (202) 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 Fe-
der Harpsichords, Box 640, Killingworth,
Conn. 06417.

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

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

Classified rates for The American Recorder:
504 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
Amen:an 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.

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

Recorder, Gamba
and Lute Music
of all publishers

A knowledgeable and efficient
mcil order service in Its 20th year

Ask for our bimonthly bulletins of new
mi.sic, the Music for Gambists listing,

and the Thematic Catalog of

Provincetown Bookshop Editions

The Provincetown Bookshop, Inc.
246 Commercial Street

Frovincetown, Mass. 02657
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RECORDER SHOP

EARLY MUSIC CENTER

your source for Music,
Recorders and Historic Woodwinds.

The Terminal Music Recorder Shop & Early Music
Center gives you that extra edge when looking for
scarce titles, quantities, teacher needs. We sell the best
woods, quality plastics and our prices reflect our size,
stature and commitment to our specialty Full service,
excellent inventory, friendly assistance — always. Call
and talk to our resident recorder/historic woodwind
specialist, Richard Henzler. We send instruments and
music anywhere in the world. TERMINAL MUSIC,
166 West 48th Street, New York, NY 10036. Phone:
212-869-5270.

TERMINAL
166 WEST 48 EEEEE T NEW YORK N V 10036

MUSIC

A Subsidiary of

•
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WHY SHOP AT TERMINAL?
At Terminal Music recorders and recorder players have
always been important. For many years when few stores
had any interest in this part of the music world, we were
committed to giveing the recorder player the finest
recorders, music and accessories at the best prices.

FULL SERVICE—a term that cannot be applied to
many shops is one we take pride in. Not only can you
purchase your instruments at Terminal but we maintain a
large selection of music (about 20,000 titles) and a fine
supply of accessories such as tuners, metronomes, oils,
etc. (Thumb rests to Tenors—Bore Oil to Basses).

FRIENDLY HELP—We're people first! We are in
retail because we like people. We will try every way
possible to make your association with us pleasant—the
little extra is what we try for.

PROFESSIONAL HELP—You all know Rich
Heitzler, one of the finest recorder players around. He's
here to afford everyone the benefit of his knowledge and
expertise in selecting instruments and music (He knows
every one of our titles). You all know me—I come from a
line of music b dyers par excellence (please excuse me toot-
ing my own horn). I will stop at nothing for the best buys!
Finally, let me introduce DALE TAYLOR. Mr. Taylor is
a performing recorderist as well as a builder and restorer
of early woodwinds. He received training at the Univer-
sity of Miami School of Music and studied privately
under Phillip Levin and Bernard ICrainis. Dale joins our
group as an ou:side contractor involved in expanding the
manufacturer's warranty on instruments for us. Between
us, you would 3e hard pressed to find a better team.

WORRY FREE BUYING—We don't send two or
three instruments because we send the best one the first
time. Before a Moeck for example leaves Terminal, it's

tested at the factory—again at the distributor by their
service people so that we get the best of the available
stock—and then again at cur shop by Richie before we
mail the instrument to you. This triple check assures you
of a fine instrument the first time—but if you are not
happy we'll send you andott_er!! (the truth is the number
of "second" instruments we send is too small to
mention).

EXTENDED WARRANTY—We've taken it upon
ourselves to extend Moeck's Narranty from six months to
two years on all the Rottenburghs and Steenburgers!
PLUS due to our affiliation with Dale Taylor, we will be
able to help those of you with problems even after the
warranty runs out.

NO SHIPPING CHARGES—As an added feature to
our mail business we will not charge for shipping any
wood recorders. Shipping charges on accessories and
plastic instruments will stay as low as our shippers will
allow—which is low!

SPEEDY SERVICE—We guarantee the fastest service
anywhere (or you'll know why)

If these seven aren't reason enough to make your next
music purchase at Terminal, here's #8. After 51 years in
the business, we are not going to take a back seat to
anyone!

We have expanded and updated our operation. We've
merged with another established music shop to increase
our buying power—look for our new name PLAYERS
MUSIC USA. Still the same service, selection and
professional atmosphere to make your musical purchases
the joy that they should be. 1. ../

NEW—Just in for Late April Delivery

Korg DTM-12
Metronome and Digital Tuner
7 Octave Range Calibrates A:410 to A:450
Sounds Tones or Meters Sounds
Plus Digital Metronome--40 to 208 beats per minute

with accent on 0-9th beat

A steal at S209.95 — Yours from Terminal $129.50
Add $2.00 Shipping in the Continental U.S.

VINTAGE ACLOS PLASTICS: List Sale
Sopranino $13.50 $ 4.69
Alto 24.00 9.40
Tenor 69.50 24.30

GILL WOODS—Good for Students List Sale
Maple Soprano $17.95 $ 9.00
Pearwood Soprano 18.95 9.50
Alto 42.95 21.50
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HARG AIL
Specializing in Recorders and Recorder Music

SINCE 1941

RECENT PUBLICATIONS

E.N.209 A. Corelli, Recorder Trio No. 1 for S.A.T. Recorders

H.-93 Heinrich Schutz, Sinfonia for Recorder Trio, S.A.T.

Canto Sacra for recorder Quartet, SATT(B)

E.N.212 Wm. Croft, Six Sonatas for two Alto recorders, or flutes.

H.-92 Newman & Consoli, Bk. 2 "Little Works of Great Masters"-SS.

E.N.214 Read by Ear, An all-in-one Recorder Book, with a Suzuki

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

Gm(Em) and G(E, original keys).
E.N.211 Gaspar Othmayer 11515-1553) Ten Bicinia Sacra

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

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

HARGAIL MUSIC, INC
P.O. Box 118, Saugerties, N.Y. 12477 Telephone (914) 246-9809
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SHARE THE BENEFITS OF ARS MEMBERSHIP:

• A subscription to The American Recorder, the leading magazine devoted to early
music in the United States.

• A membership directory listing 4,000 recorder players worldwide.
• The opportunity to 2oin one of nearly 100 chapters throughout th2 United States

and Canada.
• Newsletters to keep you posted on events in early music and on ARS activities.
11 Advance notice of all ARS workshops.
• Updates on the ARS Education Program and other Society projects.

USE THE FORM BELOW:

• To give to a friend who is interested ir the recorder.
a To give a gift membership.
• To make a change in your address.

A S n-emberships make fine gifrs for all occasions. Write "Gift Membership" on the outside of jour envelope and
w?'11 send an announcement to the recipient the day we receive your check.

Enclosed is: APPLICATION FOR MEMBERSHIP
0 U.S. membership $20.00 THE AMERICAN RECORDER SOCIETY
0 U.S. student membership $15.00* 596 Broadway, New York, N.Y. 10012
D Canadian membership $22.00 t
• Foreip membership $24.00 t
▪ Contribuion - 
Two members of a family may share a membership.
Please make check or money order payable to The American Recorder Society, Inc.
• Please enclone procf of full-time registration. tMust be paid in U.S. funds by a check drawn on a U.S. bank or by international money order.

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

ADDRESS  

CITY STATE ZIP PHONE 

CHAPTER AFFILIATION 

O New member 0 This is a gift membership from:
▪ Contir uing

Be sure to notify the Society of a change of
address. 0 Continuing member

O Do not release my name to o-.her organizations. 0 This is a change of addr2ss.
D Do not list my name and address in the Old zip code was 

ARS Directory.




