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FROM THE EDITOR

On the cover, the hands hailing a recorder belong to
Suzanne Bloch, who founded the American Recorder
Society in 1939 and is the lively, humorous, and self--
deprecating subject of the interview beginning on the
following page. Suzanne remin:sces about her association
with the Dolmetsches and describes a fledgling organiza-
tion that will sound familiar tc anyone who has ever
attended a chapter meeting.
Four pages of music that Suzanne conducted at early
ARS meetings are on pages 153 to 156. The pieces
include one of the chorales she wrote to help members
learn to play in tune, two simple rounds, and a "Pavane," a
harmony exercise she composed at the age of seventeen
while studying with Nadia Boulanger in Paris, and later
arranged for SATB recorders.
In response to several requests, the music has been

placed in the centerfold and should be removed from the
magazine. You will then have two back-to-back spreads.
As the ARS celebrates its fiftieth anniversary in 1989,

we will have a number of other interviews with people
involved in the society's early years, including Lalloue
Davenport and Bernard Krainis.
In another article, Lewis Reece Baratz gives step-by-step

instructions on creating a three-part piece from a mono-
phonic dance tune, just as a fifteenth-century musician
might have done it.
Recorder teachers working with young children will

appreciate Betty Ann Parker's creative approach to group
instruction. And in a new section, nine computer-literate
early musicians attempt to explain the mysteries of music
programs for home computers.
Finally, Edgar Hunt writes from England that the

Society of Recorder Players has set up a Walter Bergmann
Memorial Fund to assist young people in the study of the
recorder. Contributions should be addressed to SRP
treasurer Prof. Andrew Parkin, 909 Uppingham Road,
Bushby, Leicester LE7 9RR, England.

Sigrid Nagle



An Interview with
Suzanne Bloch

Martha Bixler and Ken Wollitz

Suzanne Bloch and her husband, Paul Smith.

MHE FOLLOWING INTERVIEW with Su-

zanne Bloch was conducted last March
in her spacious, quiet apartment on River-
side Drive just below Columbia University.
Suzanne turned eighty-one in August. In
both appearance and demeanor she is much
younger. She is a small, pretty woman with
a full head of dark, wavy hair only slightly
streaked with gray. She speaks quickly in a
high, bright voice, recounting events of fifty

years ago with such freshness and detail that
they seem to have happened only yesterday.
She speaks of a time when recorders and early
music were rare and esoteric novelties. She
tells how it all got started, including the
American Recorder Society.

KW: Suzanne, you were one of the
founders of the American Recorder Society
back in 1939. Would you tell us about it?

The story starts before that, much
before that. I went to England in the sum-
mer of 1933 to ask Arnold Dolmetsch
about lute playing. I didn't know a darned
thing about the recorder in those days. I
went to see Dolmetsch because the author
Havelock Ellis, of all people, had said, "You
should go and see that old man, he's
remarkable; you should go and see what
you can get out of his festivals."
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So I arrived in Haslemere with my make-
shift lute, and in came this little 'Alberich"
[the dwarf in Wagner's Rheingold}.
Dolmetsch was small, very small, with a
grey beard and terrific eyes. He was in
shorts and sandals, with a little cap on his
head. I said, "I'm glad to meet you, Mr.
Dolmetsch. I've heard so much about you"
And he said, "Urn-hum, um-hum" Then
little Mrs. Dolmetsch said, "Oh my dear,
you know, he actually prefers to speak
French." So I exploded in French, and he
began to beam.
I said I wanted to learn to play the lute

but knew nothing about it, really, though
I had looked at tablatures on my own. I
had gone to the library in Brussels and
transcribed them, by guessing, after the
curator had made me mad by saying, "Of
course, you come from America, so you're
not serious." I told Dolmetsch about this,
and he said, "I can sell you a lute, but in
order to play it you have to be awfully
special. You must sacrifice for the lute:' It
was tcuching.
He liked me because I was lively and
wasn't stodgy. And his wife was beaming.
And he said, 'Also you should learn to
play other instruments. If you come to my
place you must play in the ensembles:' I
replied, "I will do anything, because I love
this music, but all I have is this cigar box
[referring to her lute]." "Yes, that's no
good:' he told me. I said, "I would like to
see your lutes and hear you play"—which,
after much fussing, he did.
Now, he was very old, and he didn't play

very well, and also he couldn't hold the
lute on his lap easily. He attached to the
front of his belt a hock of metal covered
with leather on which he could rest it. He
began to play some very simple pieces. He
kept looking back and forth from the fin-
gerboard to his fingers. It was rather
pathetic, and I was disappointed because
it wasn't what I'd expected. I said, "You
don't seem to pluck two strings at a time:'
and he said, impatiently, "Of course I do;
of course I do"
Anyway, I told him, "I would like to buy

a lute of yours, but I have to save some
money" He answered, "Yes, you have to
because I don't hand out lutes. You must
sacrifice:'
Then I met Carl. He was twenty-five at

the time and also very small; I thought he
was about twelve. He came in with a big
grin and played the recorder. It was ex-
traordinary. He played really marvelous-
ly when he was young. Carl told me I
should learn to play the recorder. Up to
that point I had not known what a record-
er was.

The Dolrnetsches in the late S.30s. Mabel, and Arnold.

But to finish telling about tne lute: I
went "Dack to New York and worked extra
hard to earn money to buy one. I was
teach:ng music in a Westchester school
two days a week, and at the New Music
Schocl in New York City. I hi.c a chance
tp teach all day Saturday in Boston, and
I took it. Each Friday night I N.vculd board
the cheapest overnight boat to Provi•
dence, then take a bus to Boston The boat
v.ras a sort of floating red light district, you
should know! I managed tc have a small
cabin of my own. I locked myself in, din-
ing on soups I had brought in a thermos,
gave my lessons, came back next evening,
and saved my money. Early the next year,
wrcte, "Mr. Dolmetsch, I've saved all
winter, and now I would like to buy a lute
from you" He was impressed. He wrote
back, "I have a lute from 1600 that I'm
:estoring. It's a good instrument, and I wil
,E end it to you for so much money" It
wasnt very much. So I sent a check and
:eceived that lute.
The following summer —:t was 1934—I

-vent again to Haslemere for :he festival.
coLldn't do much when I arrived, but

right away I got the hang of ensemble play-
:ng. I could read anything they -cut in front
nf me.
Wnen Dolmetsch started to teach me he

wasted a great deal of time. He spent a
who.e lesson on restringing the lute. He
talked about this and that, :hough I want-
ed to play. At one point ne said, in his
remarkable voice, "I will shcw you my
study." He took me to this medieval, fan-
tastic room with little drawers filled with
things like sharkskin to rub erasers when

they got too shiny. Also he had some spe-
c al ointment to put on yolir skin w :nen
Tni  cut yourself.
He said, "I wit give you pieces from :is

manuscript to copy; let me see your hands.
You must never touch any of this music
unless you first wash your hands." When
I lco<ed at him, he said, "Ycu know why?
When I was a ycung man I was a vio:imst,
and =heard abou: old string music. I went
tc the British Museum, and they bro-ight
cut this extraordinary music for viols'
started to copy it. The next time he went
tne:-e, it was luncht:me, and he just moved
the music aside and took out a bag chat
had a nice, greasy sandwich in it. They
kicked him out. Sc you had to wash your
hands before ycu could copy. Dolme:sch
Lao a wise and human side.

MB: So you went to Haslemere fcr TWO
sum-ten?

Yes, and I went back another year
because I had a chance to play lute c.Jets
with Diana Poulton. Diana, who became
my great, great friend, had been studying
for three years with Dolmetsch. She used
to play the guitar. She was married :c an
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artist who copied tablatures in his won-
derful calligraphy. She and I hit it off like
that!
Our careers have been very similar.
Much later, she taught lute at the Royal
College of Music, and I of course taught
at Juilliard. And we were both president
of the Lute Society in our own countries.
I remember one evening we sat and read

some duets from the Jane Pickering Lute
Book, copied for us by her husband az the
British Museum. It was the first really im-
portant lute music I'd played =The Res-
signol" and all those Elizabethan pieces
that are now so well known. We were ec-
static, though we missed most of the runs
because we'd been drinking wine.

MB: What was Arnold having you play
if it wasn't really important lute music?
Little things like books of Scottish

pieces. He didn't show me anything from
the British Museum. I think he didn't
want me to get to that because in time I
would be a rival. I tell you, he could be
impossible.
At the same time, there was something

special in that man. He was completely
dedicated. When I heard some of the eon-
sorts perform at the festivals, there would
be moments of such beauty and perfec-
tion. He had a feel for the style, and he
knew how to make those instruments
sound. When he played the clavichord it
was like velvet, which is extraordinary.
And he played viol, recorder, lute, old
organs — everybody played many instru-
ments.

KW Tell us about you and the recorder.
At one point, I don't remember which

summer, Carl gave me exactly a half-hour's
lesson, that's all. He had me play alto,
which is hard for me because I have long,
skinny fingers. We worked on "Les Buf-
fons." He told me the notes, and I got the
idea: you just toot, it seemed; that's all you
do.

When I went to spend the rest of the
summer with my father [the composer
Ernest Bloch) in his chalet in Chatel, in
the French Alps, I would say, "Father, I'm
going to practice my recorder" Then I'd
start to squeak, and Father would come
and give me a penny. "Here, take this, my
good person," he'd say. "Now you go
home." He thought it was ridiculous.
But I practiced anyway. I liked it very

much. And eventually I did play recorder
with groups in the Haslemere Festival. I
didn't have a good tone but I could play.
I would hear solfege in fast passages and
my fingers would follow my ears.

KW: When you came back to the United
States, did you begin playing with other
people?
I'll tell you what happened. Carl came

over here to give three or four concerts on
tour, and he said, "You're going to play
with me" So we played duets, easy ones,
you know, like "Go Ye My Canzonets."

MB: When was that?
It must have been the winter of 1935.
The tour was sponsored by an English man-
ager who had known the Dolmetsches.

MB: Were you playing soprano or alto
recorders?
Only altos. I didn't play soprano at first,

but later I learned it easily—the technique
is much easier for me.

MB: Did you play lute, too?
Oh, I played everything. It was a three-

ring circus. Carl of course lectured a bit,
and he and I played duets on the recorder,
I accompanied him on the lute, and on the
virginals, and I played solos on the lute and
virginals, and I sang to the lute. I was a
busy girl. I managed because I didn't get
into difficult things, just whatever I could
do with no trouble. And I had gotten the
style from the Dolmetsches.
In New York we played on the radio, on
NBC. We did the concerto of Bach for two
recorders in F major [the F major harp-
sichord concerto), with keyboard and a
few strings. We even played in Town Hall.
That was an extraordinary evening, be-
cause people in New York heard the lute
and recorder for the first time in a formal
concert. And that's when I realized there
was a great deal of interest in this type of
music.
People were crazy about the recorder

after hearing Carl, and they said, "We
would like to order recorders" Carl sug-
gested that he send some to me, so that
I could distribute them around. I thought,
"Anything for the cause"

MB: So you became the distributor?
Yes, to save taxes. I would go down to

the custom house, and this old man, who
knew who I was, was very nice and would
just give them to me. I sent them around
for only one thing: for the love of it. I never
made a business out of that. But when I
went back to Haslemere again, wanting to
buy a virginals, little Mrs. Dolmetsch said,
"Wait a minute, wait a minute, dear" She
went to her desk and looked, and told me,
"You have sold many recorders for us, and
you are getting a commission" I didn't ex-
pect this at all, and to my surprise, she let
me have this virginals for seventy-five
dollars.

KW: Did you play here with anyone
besides Carl?
Yes. Bit by bit, as a result of the Town
Hall concert, I became involved with
ensembles organized by Erminie Kahn, a
manager who wrote me after that concert.
That's how I came to play with an ex-
cellent harpsichordist fresh from Europe,
Edith Weiss-Mann and her son Alfred,
who played recorder at the time. He be-
came one of the most respected musicol-
ogists, besides being a musician of the
highest dedication and integrity. We
formed a trio —we played recorders, harp-
sichord, virginals, and lute, so it was possi-
ble to hear a great variety of sounds and
styles.
Also, many enthusiasts— old and young

— came to my house. We all found so much
joy in playing this music. Besides that I
played with my husband, Paul Smith of
the Columbia University mathematics de-
partment. He had played clarinet, and
Carl started him on recorder. The two of
them had lots of fun, just like a couple of
kids. Paul had such a fine sound, and great
musical feeling. He couldn't count,
though, or come in at the right time in en-
semble playing. I remember his playing a
ricercar of Palestrina that started right and
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ended up sounding like Hindemith. So he
concentrated on Handel sonatas that I ac-
companied on the virginals.
We were playing Handel the day our son
Matthew was born; I think it was the one
in F major. Every time we'd do a repeat I'd
feel funny. Paul took his watch out, and
it turned out I was feeling funny every
three minutes. We just made it to the
hospital. So Matthew was practically born
to the sound of a recorder. Vvrhat a nice
way to get born!

MB: Did Paul usualiy play in your
concerts?
Oh yes. We sometimes had a few viols,

too, and lute, and virginals. People were
attracted to this music, and to the re-
corder. Amateurs bought recorders. Now
that's how the Society started. People
who were quite wealthy, who lived in fan-
cy places, started playing, and I would try
to work with them a little bit. I always
charged $5 for a lesson; I never felt like
raising my fee. But I realized that these
people didn't know they were out of tune.
That's the biggest problem with recorder
players. It sounded lousy. I said, "The first
thing you should do is to hear yourselves!'
Now my friend Margaret Bradford was

head of music at the City and Country
School. I also taught there for a while. She
was teaching recorder, and she was seri-
ous about it.

MB: I've been told that Margaret Brad-
ford went to England to study recorder.
Anyway, wasn't it you and she who found-
ed the Society?
Yes, exactly. I saic, "Look Margaret,

we've got to do something!' There was
also a German girl called Irmgard Lehrer.
She was the only professional teacher,
really. And I thought she was quite good,
though she played a German recorder. I
called a meeting and said to them, "We've
got to start a society where people can
meet. I want them to learn to hear each
other. I think there are enough people to
start a society. But if we have a society
we'll have to have presidents and all that
stuff. I don't know anything about it!'
Margaret told me I should be president.
I said, "I can't, because I've got a family to
bring up; anyway I'm no good at that sort
of thing!' Margaret said, "I'm too busy!' So
I said, "Let it be Irmgard."

KW She was the first president?
Yes, I just decided. No one else wanted

this job, and she was crazy to do it because
it was her profession. But after about six
months, Margaret said, "You know, she's
using the stationery for herself. She's us-

ing the Society to promote her own ends."
In another few months we had a meeting
with quite a few people of the Society, in-
cluding Mr. . . the Hargail man.

KW Oh, Harold Newman.
Yes, he was there. And I said that we

had to change the whole thing; we
couldn't go on this way. So Irmgard
resigned.
Then Newman gave us lots of sugges-

tions, and they sounded really fine. He
was then an accountant. And I said, "I
think you will all agree that this is one man
who can handle the thing. He knows
about business, things we don't know. He's
not trying to make a living from the re-
corder, so he's ideally suited!' He did a
good job for a long time. Then he began
to get into the business, too. If it had been
a thing that grew into an empire, he would
have had a big empire.
As for the meetings, we played lots of

chords. I wrote out chorales so the players
could stop at the double bars and try to
adjust. Because that's what you do. You
can't just toot away. You have to adjust all
the time, because the pressure of your
blowing affects the pitch so much. And
they didn't do that. So everybody played
chords, and we would stop, and I'd say,
"How do you feel about that? It doesn't
sound in tune" And we would listen to the
different parts. Then I would tell them,
"Now you're a little too flat; see if you can
adjust. Practice adjusting!'

KW: So your meetings were playing
meetings?
We used to play mostly, but first we

would drill. That's all I was good for: to
drill them to see if they could really hear
themselves and be conscious of what they
were playing. Not just play. You have to
listen to the other person. And in a big
group, the only thing was to work on
chords.

MB: I seem to remember that there were
only about ten or twelve people in the begin-
ning. Is that right?
Yes, it was very small. I think we used

to meet at the Mannes School. We'd do
chords, and then when they got the
chords, td put in the passing notes. How
much good it did, I don't know, but it was
my way of approaching things because at
the time : was teaching mostly theory and
ear train. ng. I didn't even think of talking
about technique. I didn't know enough
about it. Margaret Bradford did that. And
Irmgard didn't join us anymore.
Soon our gatherings expanded. After
Newman came Dr. Katz. We never got
along bemuse he was very German. He
was nice, though I thought he was dull
musically. But of course he was an authori-
ty. After that I don't remember. It was so
long ago, and I was no longer involved.

KW: You kind of drifted away from the
Society, is that right?
I did, Dec ause I felt I was a complete

failure. I put in all the wrong people. The
day I left, it thrived. I didn't know how to
run the thing. Also, I wasn't specializing
in the recorder that much.

MB: I would like to hear a little more
about Margaret Bradford.
Well, I'll tell you that she was very im-

portant. The level of the music depart-
ment she ran was very high. She did a
good job with it, and she loved to play. She
played well but with too much vibrato. I
wish I had some, but she had too much.
I was very tactful because I didn't want to
hurt her feelings. She had a certain status,
you know.
We played concerts at Columbia Uni-

versity and the Brooklyn Museum. We
also started a group called Players and
Singers that performed at the Boston
Museum and in New York at the National
Arts Club. Paul played with that group,
too.
These concerts evolved into yearly

events, :nanaged by Erminie Kahn and
held at Times Hall. I planned them and
conducted, using more recorders, and
voices t 3 sing works of Jannequin and
others. I really let myself go, and we had
a wonderful time. Times Hall was ideal for
those concerts, but it is no more —its
owners sold out to bigger and better
things.
About the same time, Noah Greenberg

started his Pro Musica. I heard he thought
I'd fight him, but I realized my role was to
be a pioneer, and I had no intention of
competing after I heard his programs. We
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created an ambience and "joie de musique."
But Margaret and I gave all this a start,
for no other reason than the love of it.

MB: So she, and you, and Irrngard were
the founding mothers of the ARS?
Absolutely, we were the founders.

MB: Why did our stationery say, for
years, "Founded in 1939 by Suzanne Bloch"
and not by Suzanne Block, Irmgard Lehrer,
and Margaret Bradford?
Because I had the meeting. I started it

by suggesting it. But you really should
have put it, "Suzanne Bloch and Margaret
Bradford" I would like to give her credit.
She's the one I respected the most.

MB: Is she still alive?
No.

MB: Suzanne, I want to show you a
document:

The American Recorder Society has been
founded in answer to the growing need for a
center of information regarding the instrument,
its players, and its literature.
Members will be entitled to a monthly

bulletin answering questions pertaining to the
recorder received by the Society, and the use
of a lending library of recorder music.
The encouragement of ensemble playing will

be stressed; members will be asked to form
groups wherever they are.
A special study will be made of the use of

recorders for folk dancing.
More recorder music for school, home, and

concert use will be the Soclety's greatest aim.
A committee will supervise the editing, arrang-
ing, and publishing of suitable material to
enlarge the existing recorder repertory. Con-
temporary composers will be urged to write for
the recorder.
The Society members will meet once a month

to devote time to minutes of the last meeting,
discussion of future plans, and to the informal
performance of recorder music by volunteer
members.
Yearly dues for members will be $2.00,

payable every sixth month on April first and
October first.

Submitted by Suzanne Bloch
March 30, 1939

This is something you apparently sent
around . . .
Is that so!

MB: . . . and it was found in Chicago. My
question is, did you send it all over the
country?
I must have done that, because, my God,

I wouldn't just send it to Chicago. [She
reads the document.] For dancing! Well,
that's something probably suggested by
Margaret Bradford, because she was in-
terested in that sort of thing; I wasn't too

much. I sound a little formal for me. I don't
talk like that at all.

MB: Well, was it sent all over the country?
I don't know. I would think so. Probably

mostly to musicologists. I doubt that it
was sent the way you send things now, by
the thousands. We must have gotten the
addresses of some colleges where there
was early music, and so on. And I prob-
ably distributed it when I was touring.

MB: Well, this document raises some ques-
tions. For instance, in it you suggest that you
are going to try to get some new editions for
recorders. Did you really talk to contem-
porary composers?
No, I don't think so. This was just a

start, just groping around. We just wanted
to get people interested in playing, to get
more members, to think of the possible use
of the recorder in schools —which is exact-
ly what happened. This was just the be-
ginning, and I think that's important.

MB: What you say about the Society
meeting once a month to read minutes,
discuss, and perform, that was mostly just
talk at that point, wasn't it?
We didn't have much to discuss except

playing better; that's about all. I didn't do
promotion. I just wanted people to know
about the Society, and, if they wanted to
learn, to start groups in colleges.
One thing I did tell people was that once

they had recorders they had the basis for
doing early music, because you can have
voices and recorders. Then, if you don't
have lutes, you can get a guitar to play
softly. You can do lots of pieces. I would
send them music.

MB: Let me go back to what you said
earlier about wealthy people taking up the
recorder. Was it mostly wealthy people who
played?
I don't think so. There were all kinds of

people —war brides, and so on. It just
became more and more popular.
You know, I never did feel I had any

special importance in all of this.

MB: Of course you did. You brought
recorders into the country, helped popularize
them by playing concerts, and tried to get
people to play better. The Society has been
trying ever since to get people to play better.
Absolutely. I saw this instrument that

was beautiful and that was being dese-
crated by idiots who didn't tune. They
would all play an A, and I would tell them
that the other notes count too. Listening
is a tricky business. Paul and I got to the
point where we adjusted all the time. It's
with your ear. It's how you blow it; that's

all there is to it. And I would demonstrate
to them: "This is one note, and this is the
second note I'm playing; I'm blowing too
hard. You see how wrong it is." You can
only learn to blow properly by listening to
other people. It's simple, but that's the
whole basis of music.

KW: Was there much music for recorders
when the Society started?
No, though the Germans published

quite a lot. But we just used all the old
music that would fit. I also wrote a lot of
pieces. Some of them are hard to play. I
wrote about six etudes for alto recorder,
which are difficult, but they're nice. I ar-
ranged pieces, too — like "The Arkansas
Traveller," with variations.

MB: We'd love to see the music you did.
I'll try to find some of it.

KW Well, Suzanne, I think that answers
most of our questions. Do you have anything
you'd like to add?
I would like to say that the development

of the Recorder Society has been a miracle
— after a rather weak beginning, thanks to
my "expertise" in things like that. But I
mean the way it grew is so extraordinary.
I get the news of what's going on, and I'm
really impressed.

MB & KW: Thank you, Suzanne.

Four pieces by Suzanne Bloch are on pages
153 to 156. Pleases remove them from the
centerfold; you will then have two back-to-
back spreads.

The brush drawings of Suzanne Bloch on
the previous pages are by Vladimir Bobri;
they originally appeared in the Guitar
Review, No. 9, 1949.
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Improvising on the Spagna Tune

W MILE SCHOLARS AND PERFORMERS

have spent a great deal of time
studying the musical imp:ovisatory prac-
tices of the late Renaissance and Baroque
periods, they have pa:d less attention to
improvisation in fifteenth-century music.
Yet we know that there was a well-devel-
oped tradition of extemporization at this
time: instrumentalists—in particular mem-
bers of the shawm and sackbut bands who
were retained in the households of the
privileged —were required to exhibit keen
improvisatory skills when performing
dance music. What music did they play,
and how did they play it?

Lewis Reece Baratz

The dance form held in the highest
regard during the fifteenth century was
the basse dance in both its Burgundian
(basse danse) and Italian (bassadanza)
forms, and perhaps the favorite dance tune
was the one that today is most often re-
ferred to as "La Spagna."1 This tune prob-
ably served for the other members of the
genre: the quaternaria, the saltarello, and
the piva.2
Most of the tunes found in the early

dance manuals are structural tenors (can-
tus firmi), upon which musicians impro-
vised additional parts. The Spagna tune
is unique in that a number of polyphonic
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Example 1. The Spagna tenor.
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Example 2. Fauxbourdon.

‘ir .11

settings survive, preserved under a varie-
ty of titles in manuscripts of French and
Franco-Flemish, German, Italian, and
Spanish provenance.3 Most of these set-
tings, however, appear to be examples of
polyphonic composition rather than literal
reflectior.s of the kind of music performed
by household musicians, which was ex-
temporized in two, three, four, and five
parts, and also as lute and keyboard solos.
In this ar:icle we will attempt to re-create
one type of extemporization—a three-part
improvisation based on the Spagna tune.
Extant Spagna tenors show little varia-

tion in the dance manuals except for trans-
position, which suggests a common arch-
type. In Example 1 we see the tune (based
on the versions of Guglielmo Ebreo, Anto-
nio Cornazano, and Michel de Toulouse)4
with some editorial annotations. The let-
ter S indicates strong, definitive cadences
(usually strengthened by a repeated note),
while the letter P shows places that con-
ceivably can also be considered cadence
points, depending upon musica ficta and
the figurations of the improvised voices.
Dividing the tenor into small sections
helps outline its harmonic and melodic
directions and clearly illustrates points of
repose. Three-quarter time, with one note
of the tenor per measure, is used here to-
reflect the traditional triple meter (tempus
perfect/44r cum prolatio imperfectum). These
sections are delineated by the bold (edi-
torial) barlines in the example.
Our task will be to create, in the man-

ner of fifteenth-century procedure, two
parts super librum— that is, to make coun-
terpoint against the pre-existing tune (can-
tus prius factus) by means of intervals and
passages that lie above, below, and/or in
a range equal to that of the tune itself (a
process that differs from the horizontal
diminution technique of the following cen-
tury). The cantus prius factus n question,
the Spagna tune, will become the tenor
voice of our improvised dance piece.
Unfortunately there are very few

sources From this period to guide us, but
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we can refer to the improvisatory devices
of the sacred tradition as well as the
writings of such theorists as Tinctoris and
Gaffurius (see below).
The sacred tradition offers the tech-

niques of "English" discant, faburden, and
fauxbourdon. Although they differ in prac-
tice, they produce a similar sonority—the
characteristically "dark" sound of parallel
first-inversion chords interspersed with oc-
taves and fifths.5
In English discant two parts are derived

from one, while in faburden, also practiced
in fifteenth-century England, three or even
four parts are created from one. In English
discant, counterpoint is visualized ("sight-
ed") a third below the cantus-firmus tenor

but is sung an octave higher (as a superius
voice), resulting in parallel sixths between
the two voices. In typical three-voiced fa-
burden, the tenor is considered the mid-
dle voice (mene), with counterpoint sung
both a fourth above and a third or a fifth
below.
In continental fauxbourdon, on the

other hand, two of the parts (superius and
tenor) are notated. They may be some-
what independent rhythmically, but the
superius generally goes along a sixth above
the tenor. The inner part (altus) is im-
provised exactly a fourth below the
superius, except perhaps at cadences,
where it may at times be melodically
simpler than the superius.

In all of these techniques the counter-
point is generally note-against-note (punc-
tus contra punctum), with the possible ex-
ception of additional cadential flourishes
in the superius. Example 2 shows faux-
bourdon from the sequence "Laus tibi" by
Johannes Roullet (fl. c. 1430-60).6
Among theoretical writings of the fif-

teenth century, Johannes Tinctoris' Liber
de arte contrapuncti (Naples, 1477) and
Proportiale musices (Naples, 1473),7 and
the Practica musicae of Franchinus Gaf-
furius (Milan, 1496)8 contain straight-
forward examples of permitted intervallic
and rhythmic practices.9
According to Tinctoris, a two-voiced

piece, whether improvised or composed
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(res facta),1° should begin with the upper
part sounding a unison, fifth, or octave
above the tenor. Three-part works should
employ a combination of these intervals,
which should also b e made at cadence
points, but never in parallel succession.
Thirds and sixths abcve the tenor (as well
as their octave compounds, tenths and
thirteenths) predominate, especially in
parallel movement. The interval of the
fourth is ambiguous: a succession of
fourths is consonant and acceptable in a
texture of three or more voices when sup-
ported by thirds belcw the tenor, as this
produces parallel sixths between the out-
side voices. An occasional fifth below the
tenor may also support a fourth above, par-

ticularly at cadence points. In essence,
Tinctoris associates the fourth with the
sonorities of English discant, faburden,
and fauxbourdon.
Gaffurius also recommends beginning

and ending a piece with a unison, fifth, or
octave above the tenor while avoiding par-
allel movements of these intervals. He
stresses the importance of thirds and
sixths in the upper voices and gives details
for proper cadential movement, such as re-
solving a major sixth above the tenor out-
ward to an octave :for example, when the
tenor cadences by descending a step) and
resolving a minor sixth above the tenor
obliquely to a fifth (when the tenor note
is repeated to make a cadence). Example

Blocking

Extemporization
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Example 6. A three-part "blocking" and real:zation (showing tenor notes 1-10).

3A gives proper superius movement above
the tenor at a cadence; the altus voice is
added _II Example 3B. A three-voiced
phrygian cadence is shown in Example
30.
The prevalent melodic cadential figure

of the Ifteenth century was the "under-
third" ("landini") cadence. In this figure
the perviltimate note of the superius (usu-
ally a sixth above the tenor) is decorated
with a cescending melodic second (result-
ing in a fifth above the tenor), which then
resolves upward by a melodic third to the
final tone, an octave (or two) above the
tenor. Example 4 shows various under-
third figures taken from compositions of
the period: A and B express simple forms,
C shows florid figurations that produce
"cadent.al drive," D includes a 7-6 suspen-
sion (d'—c#" above e in the tenor), and E
and F include changes of proportion or
mensuration (in E, four eighth-notes in the
superius go in the same time as three in the
tenor).
Here .s a summary of the basic features

each voice in our composition should
exhibit:
Tenor This voice usually proceeds in

equal values (originally perfect breves).
Musica ficta may be added to strengthen
potential cadence points.
Super:us: This voice begins an octave or

a fifth above the tenor. Although often
florid, i: should be consonant with the
tenor at the downbeat of each measure.
Sixths above the tenor are the most com-
mon consonant intervals. At cadences,
the superius most often plays a major sixth
(requiring an accidental in most contexts)
above t le penultimate tenor note (with
figurations) and resolves upward by a
melodic half-step to an octave above the
tenor. At phrygian cadences the penul-
timate note in the superius is not raised,
but the final note is still an o :taw above
the tenor.
Altus: This voice begins a fifth above the

tenor b-lt averages a third below it to a
sixth above it. At cadence points the altus
may play a fourth above the tenor on the
penultimate note and ,then a fifth above it
on the inal note (i.e., it remains on the
same pi:ch), or it may play a third above
the peniltimate note and ascend by step
to a fifth above the final tenor note,
especially in a phrygian cadence.
At nc time should the improvised parts

move ir: parallel fifths with the tenor or
with each other. Parallel movement in
first-inversion sonority (i.e., a sixth and a
third above the tenor, resulting in parallel
fourths between superius and altus) is
preferahle. An occasional fifth-and-octave
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Example 7. Sample sequential and cadential figurations (showing tenor notes 39-45).
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Example 8. Two anonymous four-part settings from around 1475-1500 (showing tenor
notes 40-45).

combination at a cadence point, in addi-
tion to the florid figurations in the upper
voices, gives diversity to the parallel
scheme and is consistent with fifteenth-
century style.'l
Before starting to work on the music,

players should first choose the beginning
and ending pitches of the tenor (e.g., g, d,
a) as well as the approximate ranges and
registers of the upper voices — depending
upon, among other things, available in-
struments. Once this is done, it may be
useful first to improvise a harmonic realiza-
tion, or "blocking," on the tenor. The
blocking of the Spagna tune in Example 5
shows its function as a tenor part and
demonstrates the predilection for thirds
and sixths typical of English discant,
faburden, and fauxbourdon. This blocking
includes some intervals that are prob-
lematic (indicated with horizontal brackets
in the example). Ascending or descending
melodic augmented seconds, tritones, and
linear sixths are not allowed, even though
the intervals above the tenor made by such
melodic motion may be consonant. Melod-
ic figurations, however, can be discreetly
added to fill in these objectionable inter-
vals. Blocking the tenor thus provides a
guide for players by establishing possible
goals for the strong first note of every
measure. (Blocking does not have to be
notated; it may be achieved —perhaps
more beneficially—through playing or sing-
ing with others.)
To develop a melodic vocabulary, one

can study devices like the syncopes, leaps,
and scale figures found in the instrumen-
tal works of such composers as Alexander
Agricola, Josquin des Pres, Isaac, Ob-
recht, and Petrucci (e.g., "De tous biens
plaine" and "T'andernaken"). The treatises
of Tinctoris and Gaffurius also offer nu-
merous examples of the melodic language
of the period.i2 Melodic figurations can be
repeated in sequence when the tenor
moves by step. Example 6 shows a slight-
ly different blocking for the first ten notes
of the Spagna tune, with suggested figura-
tions in the extemporized parts. Although
the counterpoint of the latter is florid, it
is based on the notes of the upper parts
shown in the basic blocking.
Concerning the melodic scheme, there

are various options. The superius may be
the most active voice, or the altus may be
equally florid, exchanging and alternating
figures with the superius. In any event, the
intervals produced by all of the voices on
the first beat of each measure should be
consonant, except when cadential suspen-
sions are employed. Otherwise, dissonant
intervals above the tenor should be made
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only by passing tones.
Studying surviving polyphonic settings

and applying some cf the stereotyped
"dance figures" will also help players
develop sensitivity tc the style. Players
should follow the initial blocking until they
gain experience as an ensemble. It might
even be appropriate to establish a vocabu-
lary of figurations before attempting an ex-
temporaneous performance.
Example 7 shows a sample three-part

improvisation of the final measures of the
Spagna tune that maintains an underlying
harmonic structure based on faburden and
discant principles. The superius is florid,
and there are small flourishes of movement
in the altus.
There are, of course, other ways of im-

provising in fifteenth -century style. An
ensemble may want to place the cantus
prius factus in the highest voice, or aim for
triadic harmony in the style of sixteenth-
century falsobordone.13 In addition, a slow-
moving bassus voice might be added below
the tenor, thus requiring an alteration of
the harmonic blocking— as demonstrated
by the excerpts in Example 8.'4

NctrEs
'The following studies address various aspects of
the fifteenth-century basse dance and its music: Erich
Hertzmann, "Studien zur Basse Danse im 15.
Jahrhundert:' Zeitschrift far Musikwissenschaft 11
(1929): 401-13; Otto Kinkeldey, "A Jewish Dancing
Master of the Renaissar ce," Abraham Solomon
Freidus Memorial Volume (Brooklyn: Alexander
Kohut Memorial Foundation, 1929, reprint ed.,
Brooklyn: Dance Horizons, 1966PD; Otto Gombosi,
'About Dance and Dance Music in the Late Mid-
dle Ages:' Musical Quarterly 27 (July 1941): 289-305;
idem., Vincenzo Capirola: Lute Book (Neuilly-sur-
Seine: Societe de musique dautrefois: 1955; reprint
ed., New York: Da Capo Press, 1983) [one of the
most exhaustive studies cf the extant Spagna set-
tings]; Willi Apel, "A Remark about the Basse
Danse," Musica Disciplina 1 [formerly Journal of
Renaissance and Baroque Music] (1946): 139-43;
Manfred Bukofzer, "A Polyphonic Basse Dance of the
Renaissance," in Studies in Medieval and Renaissance
Music (New York: WW. Norton and Company,
1950), 190-216; Mabel Dolmetsch, Dances of Italy
and Spain from 1400 to 1600 (London, 1954; reprint
ed., New York: Da Capo Press, 1975); Daniel Heartz,
"The Basse Dance: Its Evolution Circa 1450-1550:'
Annales Musicologiques 6 (1963): 287-340; idem.,
"Hoftanz and Basse Dance," Journal of the American
Musicological Society 19 (Spring 1966): 13-35;
Frederick Crane, Mater:als for the Study of the
Fifteenth-Century Basse Dance (Brooklyn: Institute
of Medieval Music, Ltd., 1968); Keith Polk, "Flemish
Windbands in the Late Middle Ages: A Study of
Improvisatory Instrumental Practice" (Ph.D. disser-
tation, University of California at Berkeley, 1968);
Ingrid Brainard, "Bassedanse, Bassadanza and Ballo
in the Fifteenth Century:' Proceedings of the 2nd Con-
ference on Research in Dance, July 4,5.6,1969 (New
York Committee on Research in Dance, 1970),
64-70; idem., The Art cf Courtly Dancing in the
Renaissance (West Newton, Mass: The Author,
1981); Harry Bernstein, "Aspects of the Performance

Whether or not court or household in-
strumentalists of the fifteenth century
consciously borrowed techniques from the
sacred tradition or consulted the writings
of theorists is a moot point, since, in fact,
the basic intervallic constructions found
in surviving examples of their music are
similar to those prescribed by such writers
as Tinctoris and Gaffurius. These tech-
niques, therefore, offer us a point of depar-
ture toward the goal of further under-
standing and re-creating the art of the
musicians who played for the enjoyment
of the aristocracy in one of the most col-
orful eras in European history.

Lewis Reece Baratz studies early music at
Case Western Reserve University. The reci-
pient of a Belgian American Educational
Foundation grant, he is currently in Brussels
researching eighteenth-century Belgian
sacred music. He wishes to express his thanks
to Ross Duffin and Wendy Gillespie for their
guidance and encouragement.

Music autography by Wendy Keaton.

of the Fifteenth-Century Basse Danse" (D.M.A.
thesis, Stanford University, 1977).
'On the various genres of the basse dance see Gott-
bosi, 'About Dance and Dance Music" and Dot-
metsch, Dances of Italy and Spain.

3Guglielmo Ebreo's two-part Spagna appears under
different titles in two sources. The setting preserved
in the Perugia Biblioteca comunale Augusta (MS.
M431, folios 105v-106) is inscribed "Falla con
misuras"; the concordance in Bologna's Civicc
Musico (MS. Q 16 [ohm 109], folios 59v-60) is en-
titled "La Bassa Castiglia." Michel de Toulouse's in-
cunabulum, art et instruction de bien dancer (before
1496) includes the tune under the title "Casulle"
(Castille?) la nouele:' For a summary of nomenclature
and the use of the Spagna tune in the sixteenth and
seventeenth centuries, see The New Grove Dictionary
of Music and Musicians, s.v. "Spagna:' 17:782.
'The sources are, respectively: Guglielmo Ebreo,
De pratica seu arte tripudii (Paris, Bibliotheque Na-
tionale, fonds it. 973; concordant to a work by "Gio-
vanni Ambrosio"- perhaps Guglielmo's assumed
Christian name-preserved in the Bibliotheque Na-
tionale under the shelf listing fonds it. 476); Ccr-
nazano, Libro dell'arte 6.el danzare (Rome, Biblioteca
Vaticana Apostclica, Capponiano 203); and Tou-
louse, tart a instruction. For a complete bibliography
of concordant manuscript sources, as well as facsimile
and modern editions, see Crane, Materials.
'English discant, faburden, and fauxbourdon are
discussed in several mid-fifteenth-century English
treatises. One of the most straightforward is De
preceptis anis musicae of the (Italian?) theorist
Guillelmus Monachus, published, in modern Latin,
in an edition by Albert Seay, in Corpus scriptorum
de musica 11 (Rome: American Institute of Musi-
cology, 1965). Excerpts of the treatise in translation
are included in Ernest Trumble's Fauxbourdon: an
Historical Survey (Brooklyn: Institute of Medieval
Music, 1959): 43-60. See also Brian Trowell's arti-
cle on "Faburden" in The New Grove Dictionary,
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6:350-54, and his study "Faburden and Fauxbour-
don; Musica Discipina 13(1959): 43-78. For discus-
sion of other theorists with complete bibliographical
citations see Bonnie.). Blackburn, "On Compositional
Process in the Fifteenth Century:' Journal of the
American Musicological Society 40 (Summer 1987):
210-84.
611is sequence, for the Feast of Mary Magdalene,

is found in its entirety in Trent Codex 87 Trento,
Museo Provinciale d'Arte MS. 87, folios 67v-69r).
The example is given here in modern notation
without text.
7Tinctoris' treatises have been translated and

edited by Albert Seay. Liber de arte contrapuncti was
published by the American Institute of Musicology
in 1961 and Proportiale musices by the Colorado Col-
lege Music Press in 1979. Seay edited a Latin edi-
tion of Tinctoris' theoretical oeuvre, published by the
American Institute of Musicology in 1975 (Corpus
scriptorum de musica 22). Note that this edition's
table of contents lists Proportiale musices, but the text
is not presented.
8Gaffurius' Practica musicae appears in English

translation with transcriptions, edited by Clement
A. Miller and published as Musicological Studies and
Documents 20 by the American Institute of Musi-
cology, and in an edition by Irwin Young for the
University of Wisconsin Press. Miller's music ex-
amples include incipits drawn from the original
publication.
6This is not to suggest that Tinctoris and Gaffurius

are the only relevant theorists. Monachus' explana-
tion of the improvisatory devices, particularly the
English style, is of prime importance. Other impor-

SELECTED DISCOGRAPHY
"The Art of Courtly Love: Early Music
Consort of London, David Munrow,
director (Seraphim, 1973; SIC-6092). In-
cludes one of the four-part settings
preserved in Bologna Q18 and the
three-part Spagna found on folio 63v of
the Leipzig Universitat Bibliothek MS.
1494 ("Nikolaus Apel Codex"), which
is concordant to the "Agnus" of Isaac's
Missa La bassadanza.

"The Art of the Netherlands," Early
Music Consort of London, David
Munrow, director (Seraphim, 1976;
SIC-6104). Contains the five-part
Spagna setting by Josquin des Pres and
excerpts from Isaac's Missa.

"Bassadanze, Balli, e Canzoni a la Fer-
rarese" rItalienische Instrumentalmusik
der Frahrenaissance"1, Alta Capella und
Cithare der Schola Canto= Basilien-
sis (EMI, 1985; IC 065 16 9558 1). In-
cludes a Spagna setting attributed to
Cornazano.

"Dufay: Music from the Court of Burgun-
dy: Musica Reservata, John Beckett,
director (Phillips, 1973[1; 6500085).
Two-part Spagna attributed to Gugliel-
mo Ebreo and a four-part setting from
Bologna Q18.

"La Baxa danza y la alta" ("History of
Spanish Music: vol. 22), Instrumental
Ensemble "Pro Musica Hispaniarum:

tant authors are Goscakus, Bartolorne Ramos, Pietro
Aaron, Nicolo Burzio, and Giovanni Spataro.

101 purposely avoided the term res facta to describe
polyphonic settings as it seems to imply a simulta-
neously conceived work that would exclude cantus
prius fact us procedure. For a thorough discussion of
this important concept — and its relation to super
librum — see Ernest T Ferand, "What is Res Facta?"
Journal ce the American Musicological Society 10
(Spring 1957): 141-50; Margaret Bent, Resfacta and
Cantare Super Librum," ibid. 36 (Winter, 1983):
371-91; and Blackburn, "On Compositional Process."
',See Albert Seay's edition of Liber de arte contra-
puncti.
"Much of this repertory is accessible to the
modem performer in facsimile and modern editions.
See, for example, the editions of Dufay, Agricola,
Brumel, and Busnois in the American Institute of
Musicology's Carpus Mensurabilis Musicae series; A.
Smijer's Van Ockeghem tot Sweelinck; Helen Hewitt's
edition of Petrucci's Odhecaton A; and the Dufay,
Lhomme arme, and TAndernaken anthologies pub-
lished by Ogni Sorte Editions.
"On this topic see Murray C. Bradshaw, The
Falsobordone (Neuhausen-Stuttgart: American In-
stitute of Musicology, 1978).
"Both of these examples are found in Bologna Q18
(folios 48v-49 and 49v-50, respectively; the first ex-
ample has been transposed down a fourth). Complete
transcriptions are included in Gombosi, Vincenzo
Capirola: Lute Book and in London Pro Musica Edi-
tion's The Art of the Netherlanders, vol. 2, edited by
Bernard Thomas. Gombosi's transcription erroneous-
ly indicates an octave transposition of the altus.

Roberto Pia, director (Hispavox; re-
released on Musical Heritage Society;
MHS, 1977; 3322). This important col-
lection includes Spagna setting t at-
tributed to Piacenza, Cabezon, Canova,
Constanz, Cornazano, Guglielmo,
Kochsperger, de la Torre, and others, as
well as several extemporizations by the
performers. Critical commentary (trans.
John Palmer) is extensive, but not
always accurate.

"Instrumentalvariation in der Spanischen
Renaissancemusik," Ricercar, Michel
Piguet, director (EMI Electrola, 1973;
IC 063 30116). Includes de la Torre's
three-part "Alta" based on the Spagna
tenor.

"Pleasures of the Court," David Munrow
et al. (Nonesuch, 1976; H-71326). In-
cludes Guglielmo's two-part "Falla con
misuras"/"La Bassa Castiglia."

"A Renaissance Revel," Calliope (Elek-
tra/Asylum/ Nonesuch, 1982; 9
79039-2). Includes de la Torre's 'Alta"
and Spagna settings attributed to Gugli-
elmo and Isaac.

"La Spagna: XV-XVI-XVLI Centuries:
Atrium Musica de Madrid, Gregorio
Paniagua, Director (Bis, 1986; CD-163).
This monumental recording contains
forty-one Spagna settings by more than
twenty composers.
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Memories of Hans Ulrich Staeps
1909-1988

It seems as though I've known Hans Ulrich
Staeps as long as I've played the recorder (some
twenty years) through h:s many fine composi-
tions for our instrument. His Das Tagliche Pen-
sum was one of my first technique books, and
his Choric Quintet was among the first consort
pieces I performed. My favorite teaching pieces
include Staeps' Nine Bcsic Exercises for Alto
Recorder and Music for the Bcss Recorder, along
with the duet collection Zu zwein durch den
Tonkreis, the trio book Trilud.i, and Sieben Flo-
tentanze for recorder quartet.
My husband and I met Professor Staeps in
October of 1983, when we went to his home
in Vienna to receive the manuscript of Min-
strels (reviewed in the February 1988 issue),
which had been commissioned by the Colorado
ARS Workshop. We were welcomed with
warm hospitality by the composer and his wife,
Antje, who served us tea and delicious apple
cake with a large bowl cf Schlag. Afterwards
Professor Staeps explained this new work and
played excerpts on his grand piano. Then, at
our rec uest, he told us about and played the
recorders on his wall: an alto in F made by
Johann Christoph Denner (c. 1773) and a quin-
tet of Renaissance-style recorders made by
Peter Harlan early in the twentieth century.
This very pleasant afternoon ended with
Staeps playing piano music to welcome us to
Vienna —The Rakoczy March and improvisa-
tions (in the style of Ravel) on a Viennese
waltz. The following evening we had dinner
with Professor and Mrs. Staeps at the Griech-
enbeisl, a five-hundred-year-old inn where
Augustine is said to have composed the song
Der liebe Augustin.
In an interview with Eugene Reichenthal in

the Fehruary 1980 issue, Staeps reminisced
about his life and musical goals. Born in nor-
thern Germany, he found himself "on most in-
timate terms with the piano" by the age of five.
Paul hEndemith, his teacher and friend, strong-
ly influenced his compositional style (e.g., the
Choric Quintet), as did J.S. Bach (whose con-
trapuntal craft is emulated :n the duets) and
Debussy and Ravel (Staeps artfully transferred
the latter's impressionistic style to recorders in
such works as Aubade und Tanz).
Staeps acquired his first recorder—an alto in
D by Harlan (one of the se: on his wall)—in
1932, after a Swiss doctor suggested he play

Constance M. Primus

a soft wind instrument ("Please, no trumped")
to help him recover from an attack of pleurisy.
In 1940 he moved to Vienna, where he taught
recorder, piano, harpsichord, and theory at the
Conservatory for thirty-five years. He came to
the United States in 1965 to teach at the
International Recorder School in Saratoga
Springs, N.Y.; to commemorate this occasion,
he composed Saratoga Suite for three recorders.
To Reichenthal, Staeps noted, "In the hands

of qualified players the recorder can certainly
become a significant concert instrument. . . but
it is much more important to see it as a vehi-
cle. . . with which to help music lovers obtain
a conscious and active perception of melody
and harmony:' He went on to say that "music-
making groups are the last bulwark against the
chaotic supremacy of the mass instinct:'
Staeps travelled to Taiwan in 1976 and again

in 1977 to teach four-month-long courses for
children and teachers. While there he studied
traditional Chinese music, a further influence
on his compositional style, which is evident in
such works as Thon Bun. In the courses he
used recorders (from Japan), Orff instruments

Very quiet

t '
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(from Vienna), and Chinese instruments (from
Taipei). Because of his work, the recorder
became the official basic instrument in the
Taiwan pdolic schools.
This past March I received from Professor

Staeps the manuscript of a piece entitled East-
West, "a quasi 1988 present for you and a
perhaps existing circle of recorder players round
you:' He cescribed it as "a short dialogue be-
tween soprano recorder solo and an accompa-
nying ensemble: two altos, tenor, bass, and
guitar:' adding: "Its idea is to express in sounds
the difference of music elements East and
West but at the same time to find a common
language' Fie referred to "this last composition
of mine" as a "a secret farewell to America,
which gave —in the area of recorder players —
such a pleasant echo of my working through so
many years:' Staeps concluded, "Thanks to you
all for the proof that an ocean never can be too
large for a lasting friendship:' The premier per-
formance of East-West was given at the Col-
orado Recorder Festival, three days before the
composer's death. An excerpt from the soprano
recorder part follows:
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For those who deliihtjn at A 415 and A 440, oboes

Renaissance and Baroque

authentic sounds Moeck offer

and Bamaba Grassi at A 440,

after Jacob Deaner at A 415

instruments (recorders, flutes, soprano shawm after Jacob

crumhoms, comamuses, curtals, Denner. For twenty years

dulcians, shawms, corn etti, 
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Moeck Rottenbtugh Recorders

oboes, bassoons, racket, etc.) have been the most widely

Just released: newly designed purchased solo recorders for

alto and soprano recorders students, pupils and recorder

after Jan Steenbergen at A 415 players throughout the world.

and A 440 with its charact- The playing characteristics

eristic high narrow windway • and accuracy of tuning have

producing a unique and refresh- been steadily improved over

ingly different recorder tone.

CD 

the years to become near per-

Renaissance soprano recorder fection. Moeck School and

with a range of 2 octaves after Tuju recorders have become

Kynseker. Also available a the leading instrument in

new transverse flute after primaly school music

Godefroid Adrien Rottenburgh education.

1110ECII
superlative recorders and historical woodwind

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

oresarIzariaaNvmrTkaiN
ie

a generation of experience in the art of making
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RECORDER in EDUCATION

From teething to tonguing: the birth of our
Junior Recorder Society

Betty Ann Parker

"My tooth! My tooth came out in my brown-
ie!" Screams. "Let me see i:r More screams. "Is
it a canine? Mine came out last week. It's go-
ing to feel funny at first:' The "polite" conver-
sation during refreshment time at the monthly
meeting of the Santa Fe Junior Recorder Socie-
ty continues . . . .
This fledgling organization evolved from a

desire to provide young students with group
occasions for enjoying the recorder. I am not
a professional musician and do not intend to
pass myself off as such, though I did minor in
music in college. I do, however, have a lot of
training and experience in teaching young chil-
dren, and as a member of our local ARS chap-
ter, I began teaching a nine-year-old a couple
of years ago. Today I have nine students, ages
six to ten, and find working with them so re-
warding that I would gladly add more to the
number.
Teaching children requires more planning

ahead cf time and more emotional energy dur-
ing the lesson than teaching adults—at least for
me. I enjoy it more, too, and perhaps this per-
sonal preamble is a way of saying that I never
wanted to grow up and so I appreciate the
"adult" excuse for playing children's games that
this activity provides.
The guidelines I use for teaching recorder are

those published by our ARS education com-
mittee and a willingness to be flexible. Length,
frequency, and content of lessons all depend
on each child and the amount and availability
of time parents have for getting children to and
from my house. Some children come in groups,
others individually; some have three one-hour
lessons a week, while others have one thirty-
minute lesson a week. They seem to learn
quicker and more thoroughly and enjoy it more
with hour lessons in which music games alter-
nate with actual recorder playing. When a
child begins to study the recorder, there is a
lot to absorb all at once, and i: can be discourag-
ing to spend thirty minutes trying to learn
legato tonguing or to make three fingers go up
and down rhythmically. It can be fun, though,
to spend five minutes four five times during
an hour lesson on these techniques, inter-
spersed with marching, playnig "Mother, May
I" with various note values, and spelling words
on a large chalk staff drawn on the sidewalk.
In the Santa Fe public schools, children may

take band as an elective when they reach the
fourth grade. Some of my students began re-
corder lessons because :hey were too young for
band, and their parents wanted to give them
a head start. As they began to read music and
play the recorder, I discovered I did not want
to give them tic to clarinet or oboe or whatever,
and began to ponder what I could do to keep
them interested in the recorder. At the same
time the children themselves were asking, "Can
we come to ycur house just to play with you
sometime?" and "Wouldn't it be fun to sleep
over at your house some night?" and "Where
can we go to play recorder with other boys and
girls?" Thus was born the Junior Recorder
Society.

I did not know then, nor do I know now, if
there is another such organization in this coun-
try, but Connie Primus asked me to share my
experiences, so here I am doing what Connie
says, as always. In June of 1987 I timidly an-
nounced the charter meeting of the Santa Fe
Junior Recorder Society for a Saturday morn-
ing from 10 to 11:30. I was teaching four stu-

dents at the time, and they all came, and we
made a big event of each one signing the charter
announcement that we were a real entity.
After more than a year of monthly meetings I
am now confident in declaring that we are an
enthusiasti:, active group and probably will re-
main so as long as I am willing to sponsor,
direct, and produce our activities. Today our
membership includes twelve students of three
teachers. NVe continue to meet at my house on
the seconc Saturday morning of the month.
Each meeting includes business, refresh-

ments, a nusical activity, ensemble playing,
and individual performance. I will try to de-
scribe our procedure and explain why we
follow it.
1. Business. We try to act like a society.
When the children arrive, they draw names of
early-music composers. The one who draws
Dolmetscl-. gets to be the master of ceremonies
for the day. That person is given an order of
activities and announces each to the rest of the
group. He or she calls on Chedeville (who
throws a lettered block on the floor and leads

The Junior Recorder Society with the Waverly Consort.
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The Santa Fe Junior Recorder Society.

the group :n playing the scale that begins on
the letter appearing on the top of the block),
van Eyck (who plays a short sequence of notes
with back turned to the rest and then chal-
lenges the group to play the same tune by ear),
Hotteterre who chooses a (Inge: progression
and leads the group in slow-fast f ngering
calisthenics on that progression), Arbeau mho
recalls what we did at the previcus meating:.,
and Praetornis (who prepares the refresk
ments). Ta..is is the timekeeper (A kit:hen
tImer is hung around Talus' neck, and Tains is
instructed y Dolmetsch to set it for the num-
ber of min_tes to be used for business, re-
freshments, and other activities.) There is also
Anonymous, who rests for the day and does
not have any official duty.
2. Refres:ments. We usually have a s lacK

early, since having it last would fill ever.rone
up right bd.:re lunch. Members take turns pro-
viding refreshments, and this seems to be a
matter of pride with them.
3. Musical activity. The activity is some-

thing that can be considered a game but has the
added value of teaching some aspect of musi-
cianship. We have used blueprint paper ir the
sun to make: posters of musical symbols and
played "Musigo" (a bingo-type game I made
with flash cards of sharps, staffs with rotes on
various lines and spaces, note values, etc
Students have to identify the symbol before
covering that space on their cards). One lime
we jumped rope in rhythm. We have dressec
up and danced a pavan, and last October we
played a Halloween haunted house board game
with such extra music-related instructions as
"Left your recorder at home . . go back tc
Start" and ?racticed all your lesson 3 times
each day.. . ;.,o ahead 10 spaces." Once we ciled
re:orders. L February our activity took the
whole meeting time: we went as a group to
hear the Waverly Consort.
4. Ensemble playing. This has beer. the big-

gest challenge and the children's greatest ac-
ccmplishment. We adults sometimes forget
what it was like when we first tiec to play
with someo:e else. The children tell me .t is

distracting when I first play duets with them.
Imagine how they must feel when we try three
parts, or four! They have to develop confidence
in their inner metronomes, they have to sight-
read music, and they have to listen to everyone
else —and you should hear the groaning and
grumbling: "She plays too slow, and I know how
to play it fast:' "He won't let me see the music:'
"She's making her recorder squeak." When we
tried "Fanfare for Russian Horns" from Walter
Bergmann's First Trios—nine measures in 3/4
time with lots of rests and, truly, each part
playing only one note all the way through —it
was a disaster. I believe it was the third meeting
before we actually played the whole nine
measures with everyone resting and playing at
the right time. When that happened we all
jumped up and down and cheered ourselves.
As in our local ARS chapters, it is not easy

to keep a group of varying ability and ex-
perience challenged. In our Junior Recorder
Society we have children who have played for
two years and some who have played for two
months. I try to introduce new ways of involv-
ing everyone at each meeting, such as starting
the more advanced students on tenor and alto,
or having them play the pavan while the rest
dance it. So far we are meeting our goals of pro-
viding an opportunity for group playing and
keeping students interested in recorder even
after they have joined the school band. Not one
student has given up the recorder, and I believe
the Junior Recorder Society is responsible. Not
one of our members would willingly miss a
meeting.
5. Performance. We try to end each meeting

by giving everyone an opportunity to play in-
dividually or with someone else something he
or she wants to share. There is no pressure to
do so. Some want to, others don't.
Finally, here are a few other comments that

may be of interest to anyone who wants to get
involved in an endeavor like ours:
1. Membership. Only students of ARS mem-

bers have been invited to join our Junior Socie-
ty. One reason is that I have been responsible
for the whole operation myself, and there is a

limit to what I feel our house will bear in num-
bers of children, music stands, and general
noise level. Also, I want to have some idea
of the musical training of the children who
come. For instance, because we do a lot of sight-
reading at our meetings, children who play only
by ear would have difficulty fitting in. Lynn
Newland Lawlor, another teacher from our
local chapter, has recently joined me in spon-
soring the group. We are able to accomplish
much more, particularly in ensemble playing,
with her help.
2. Fees. The children and I decided on a fee

of $5 per year to be used in purchasing music
and materials. (The stipulation was made by
the children that this was contingent on the
parents providing the $5!) Though this does
not pay all the expenses, it helps.
3. Problems. Unfortunately, pedagogical aids

for recorder teachers of children are far behind
those available to teachers of other instruments
—piano, for example. This in practice means
that the recorder teacher has to have imagina-
tion and ingenuity to find attractive, effective
ways of helping a five- or ten-year-old learn the
feel of a quarter-note and how to read the treble
clef. Fortunately, methods of teaching recorder
technique to children are multiplying. Surely
if the present trend continues, note spellers and
theory workbooks for recorder students should
be appearing soon.
4. Rewards. It's been a joy to see five

students pass the ARS Level One and watch
others as they approach the time when they
will be ready for that milestone. Having the
support of our local chapter is a great encour-
agement. Its members have recycled used
recorders for the use of the students and pro-
vided a willing audience when our young Socie-
ty gave a concert. During this program, they
joined the children and their parents in per-
forming Herbert Hersom's arrangement of
Ralph Vaughan Williams' "March-Past of the
Kitchen Utensils' Six-year-old Annette, when
the concert was over, grabbed my hand,
squeezed it, and said, "Betty, I just love play-
ing the recorder!"
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BOOK REVIEWS

GARY TOMLINSON. Monteverdi and the End of
the Renaissance. Berkeley and Los Angeles:
University of California Press, 1987. Published
with a subvention from the American Musi-
cological Society. xii & 280 pp.; S42.

This handsomely des_gned and beautifully
printed book is one of the finest I have recent-
ly encountered: illuminating, clearly conceived,
thoughtful, and, excepting the final pages, con-
vincing. This is not a work based upon original
archival investigation of new resources. It is,
rather, a perceptive reconsideration of the
music of Monteverdi informed by a quite ex-
ceptional comprehension not only of the poetry
the composer set to music but also of the
poetry in general of his era To this sensitive
erudition is added an extensive knowledge of
modern historical analyses of the music and of
writings abou:: aesthetics, especially poetic, in
the sixteenth and early seventeenth centuries.
However, Prof. Tomlinson has prcduced more
than a synopsis of the daunting literature on
his subject: he presents a consistent view of it
that is original and refreshing. Musical stylistic
analyses, no matter now clever, are rarely a
pleasure to read, but here the descriptions of
how Monteverdi set the texts are quite divert-
ing. To single out an example, the analysis of
the nature, structure, and content of Marino's
":mage-laden syntax" in "Tcrnate, o cari baci"
and Monteverdi's musical setting, with its
redirecting of the poetic substance, manages to
be instructive to musicians, poets, and scholars,
as well as a model of linguistic style.
The work proceeds in chronological order

from the publication of the first book of madri-
gals through the last oceras. Prof. Tomlinson
punctuates his succession of analyses with
essays interpreting the relationship of Monte-
verdi's styles to aesthetic and social history;
these are entitled "The Perfection of Musical
Rhetoric; "The Emergence of New Ideals; and
"The End of the Renaissance; There are also
two digressions, called Excursis I and II. In the
first he attempts to assign a compositional order
to the madrigals of Books IV and V upon the
basis of style. The second, introduced by a
skillful survey of the "Oppositions in Late-
Renaissance Thought; is a detailed exposition
of how two styles—Petrarchan (or humanistic,
heroic, dramatic, epic) and the contrasting epi-
grammatic, imagistic style of Guarini and
Marino— are reconciled in the Sestina of Book
VI.
There are few things to criticize in this ex-

cellent volume. The au:hor's style of writing
possesses unusual forcefalness that is ultimate-
ly founded upon a strong conviction of the

rightness of his argument and upon his con-
fidence in his understanding of Monteverdi's
intentions, aspirations, successes, and failures
in setting his texts to music. He alters this style
with agility, even virtuosity, as he responds to
whatever passage he is analyzing, frequently
matching it to the poetry described. For exam-
ple, he mocks Busenello's "most bizarre" poetry,
in which the librettist gives vent to "Nero's
passion-drunk wish" to be transformed into air
so that he might enter Poppea's alimentary
canal to reach her heart, with an equally bizarre
comment: "an overdose of scholastic physiology
seems to have narcotized the hallowed Neo-
platonic notion of the eyes as the gateway to
the soul;
One could wish he had paid some attention

to the shift from music to be played in private
salons by amateurs, to entertainments to be
performed before a passive audience by pro-
fessional musicians— a change that at least par-
tially explains some of the phenomena he de-
scribes. He touches upon it in a passing
reference to the tre dame of Mantua but does
not seem to reflect that some of the alterations
in the setting are better perceived by a listener
outside the ensemble than by the performer
within.
A more serious flaw originates in the very

conviction, elsewhere a virtue, with which he
invests his entire work. He seems unable to
escape the view that as Monteverdi's style
evolved it degenerated, or, at best, that the
composer compromised humanist ideas in a
struggle to adjust (or overcome) the barren and
aesthetically impoverished taste of the seven-
teenth century. In a remarkable dismissal of the
entire Italian Baroque era, he declares:

"Musical Marinisms': . . found their fullest ex-
pression after 1700, in the midst of a decisive
repudiation by Italian literati of Marino and his
pursuit of meraviglia . . The Arcadian revolt
barely began to thaw the icy emotions of seven-
teenth-century verse. Not until the midday sun
of romanticism melted the ice did Italian music
regain the fluid oratorical passion it had lost at
the end of the Renaissance.

Until this stunning conclusion, Prof. Tomlin-
son's prejudice in favor of humanism does not
intrude upon the argument, though it does
peek through such dicta as "Humanist dram-
ma per musica [i.e., Oleo] has been supplanted
by spoken drama that happens to be set to
music [i.e., Poppea and 11 ritorno). Aware, as he
says himself, that "it would be unjust to finish
on this negative note; he attempts to retrieve
his argument in the final three paragraphs—

but without success, because he really does not
perceive in Marino (and Monteverdi) the foun-
dation of the passionate grandeur of the Italian
Baroque. He therefore must concede that "the
contradictions in Monteverdi's works arising
from his Petrarchan and Marinist impulses re-
mained unresolved and, probably, incapable of
resolution; After so much brilliant exegesis, it
is difficult to accept such myopia. But this final
negativism should not blind the reader to the
author's very considerable achievement in the
body of the book.

Robert L. Weaver
University of Louisville

Frescobalci Studies. Edited by Alexander Sil-
biger. Durham, N.C.: Duke University Press,
1987; 398 pp., $52.50.
This is a collection of articles based on

presentat ons and ensuing discussions at the
International Frescobaldi Conference at the
University of Wisconsin at Madison in 1983,
where scnolars from throughout the world
gathered :o celebrate the four hundredth an-
niversary of the composer's birth. It is a valu-
able contribution, not only to Frescobaldi
scholarsh.p, but also to the understanding of
seventeenth-century Italian music in general.
The editor's introductory essay surveys Fresco-
baldi's compositional development with an em-
phasis on instrumental styles and genres, and
summarizes contributions to Frescobaldi
scholarsl- ip since the conference. Shorter
essays introduce each of four sections of ar-
ticles: or Frescobaldi and his patrons; his
predecessors, contemporaries, and followers;
compositional procedures and rhetoric in his in-
strumental music; and performance practice
and original performing conditions.
The firs.t section begins with Frederick Ham-

mond's uodate to his exceptionally fine biog-
raphy of the composer (1983). Claudio Anni-
bale's fascinating account of the relationship of
Frescobaldi to one of his Roman patrons fol-
lows. Frescobaldfs brief sojourn in Mantua has
evoked speculation concerning his relationship
to patrons there; Susan Parisi's discussion of
the court at Mantua between 1612 and 1615
provides some enlightenment on this subject.
The articles concerning Frescobaldi's prede-

cessors offer much new information on the
roots of his work. It seems increasingly clear
that composers from Ferrara, the city of Fres-
cobaldi's oirth, exerted the most powerful in-
fluence stylistically on his keyboard composi-
tions. Anthony Newcomb examines a group of
neglected or recently discovered works that of-
fer a model, probably Ferrarese-Mantuan, for
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"Wide-ranging, entertaining, well informed."
—Christopher flogwood

(IIIP) THE EARLY MUSIC
R VIVAL, A History

k (it By HARRY HASKELL11111_40s,

Haskell offers the first comprehensive historical study of the early
m usic revival. Based on extensive original research, as well as
interviews with leading artists and scholars, his account scrutinizes
major figures and trends in the revival, and assesses the remarkable
impact they have had on mainstream musical life. 46 illustrations.
$29.95

A Selection of the Performing Arts Book Club
At t)ookstores or call 800-233-4830.

THAMES AND HUDSON INC. 500 Fifth Avenue, New York 10110

PETER
NOY

MAKER OF WOODWINDS
AFTER HISTORIC ORIGINALS 

RECORDERS
• Medieval sets

• Bassano

• Renaissance consort

• Bressan alto and tenor

• Haka soprano

RESTORATIONS & REPAIRS
8 First St.. Ward's Island. Torcnto. Ontario. Canada

M5J 2A6 (416)363-0397

TRANSVERSE FLUTES
• Renaissance

•G A. Rottenburgh

•Griesling and Schlott( 5-key)

DOMIN1K
ZUCHOWICZ

ea,

Violins, Violas,

'cellos; modern
and baroque.

Violas da gamba
Expert restoration

Contrabasses, modern
• and baroque

Enquiries welcome:

130 Hamilton Ate., N.
Ottam.a, Ont.,
Canada KIY IC2
(6131 729-0580

New from the

PROVINCETOWN BOOKSHOP EDITIONS

JEWISH FESTIVAL SONGS
Set by David Goldstein for Recorder Trio (SAT). 23 holiday pieces lovingly
harmonized for recorde• sonority; arranged by festival, including 4 lively
Yiddish Wedding Songs
PBE-8. Playing Score $4.95

SUITE CANADIANA
8 British- and French-Canadian tunes, artfully set by Andrew Charlton for
Recorder Trio (SAT)
PBE-10. Score and 3 Paris $ 6.00

A GERMAN SONG-FEST
6 Favorites plus a Waltz-Medley, freely set by Andrew Charlton for Recorder
Quartet (SATB)
PBE-9. Score & 4 Parts $6.95

The Provincetown Bookshop, Inc. 246 Commercial Street Provincetown, Mass. 02657

A good source for your early music needs.

Frescobaldi's Fantasie of 1608. In his biograph-
ical sketch and survey of the vocal music,
Richard Shindle also points to Ferrara, and to
Frescobaldi's older contemporary and predeces-
sor in both Ferrara and Rome, the enigmatic Er-
cole Pasquini.
For models of Frescobaldi's accompanied

vocal chaMper music, John Hill turns to com-
posers in Rome, not Florence, as scholars have
previously done. Victor Coelho, pointing to a
cross-pollination of musical style, repertories,
forms, and compositional technique between
keyboard instruments and the lute during the
first half of the seventeenth century and to
Frescobaldi's extended contacts with promi-
nent lutenists, suggests that research on the
origins and impact of Frescobaldi's keyboard
music could be greatly augmented by investi-
gating lute music. In a fascinating sojourn into
new territory, Sergio Durante examines a body
of Frescobaldi's compositions once associated
with an older style of music and connects it
rather with fashions contemporary with the
composer. Finally, Friedrich Riedel points out
Frescobaldi's considerable influence on Ger-
manic composers through the end of the eigh-
teenth century.

In an investigation of Frescobaldi's in-
strumental music, James Ladewig studies the
all-important variation canzona and again
points to Ferrara and Ercole Pasquini. John
Harper considers Frescobaldi's compositional
process as revealed in ensemble canzonas re-
worked over a period of almost twenty years.
Of particular interest to performers is Emilia
Fadini's discussion of the importance of rhetoric
to seventeenth-century composers, and her in-
depth analysis of a portion of a toccata. Also
valuable to performers are discussions of
rhythm by Etienne Darbellay and Margaret
Murata, and James Moore's investigation of
original performance conditions for the organ
in the liturgy at St. Mark's; with respect to that
liturgy, Moore suggests a different use of Fres-
cobaldi's Fiori musicali from that previously
assumed.
By and large these articles embody an unu-

sually high level of scholarship in a field where
little was done until the past twenty-five years.
Much of the material here is highly original and
demands some knowledge of this field. The
handsome publication, complete with illustra-
tions, tables, and music examples, includes a
bibliography of printed collections containing
exclusively works by Frescobaldi, as well as an
index of names, terms, and some manuscripts.
The main omission is a brief biographical sketch
or calendar of the composer's life, which would
have helped orient the reader. But for any
scholar and/or performer of seventeenth-
century Italian music, this book is of utmost
value.

Eleanor McCrickard

Dr. Eleanor McCrickard teaches music history
and literature at the University of North Carolina
at Greensboro. She is a specialist in the music of
Stro,della and currently, with Carolyn Gianturco,
is completing a thematic catalogue of his works.
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Music Programs for Home Computers

In the last five years, many of us have dis-
covered how easy a computer makes it to write
letters, maintain mailing lists, and carry out
many other tasks. Now, a number of programs
are available that will allow us to print music
on a home computer. Others take the "music-
minus-one" concept to new heights. There are
even programs that will coach us in ear train-
ing. Several of the first twc types of programs
are introduced in the following reviews.
The best way to plan fo: the purchase of a

computer or a specific program is to draw up
a list of what you need and want it to do. Be-
cause no program does everything equally well,
be sure to decide which of your needs are most
important. Here are some cf the questions you
should be able to answer:
• How do you enter notes and other symbols

into the computer? From the keyboard? By
clicking with a mouse? Frcm a MIDI? (These
terms are explained below.) Are beams and
slurs produced in a fairly automatic way? How
easy is it to reverse the direction of the stems
on notes? (This can be important in groups of
sixteenth-notes.) Are notes spaced automa-
tically? Does the program align the notes in a
score vertically, or do you have to manipulate
them one at a time?
• How many symbols are available? (Besides

notes, are there articulation signs such as slurs
and accents, dynamic markings, expression
marks, etc.?) Can you enter ficta or continuo
figures?
• How does the program handle rhythms?
Does it give you full contrcl over what rhythms
you assign to notes, or is there a list of rhythmic
values from which you must choose?
• Will it write out music in all the clefs you

need?
• Does it transpose (can you print out parts

in the keys of F, G, or A, for example, from the
same original)? Does it know the difference be-
tween D/t. and Eb? (If not, computerized trans-
posing may create some startlingly chromatic
scores.)
• How does it combine text with music?
How much control do you have over the place-
ment of words, and how cumbersome is the
process? How will the final printout differ from
printer to printer?
• What kind of control do you have over the

amount of music that is displayed at any given
time on the screen, and over the size of the
printed version?
• Will it print out parts from a score? How
many staves can it accommodate? Can it make
and implement good cecisions about the
number of measures in each system, and the

number of systems on each page? What sorts
of printer font or fonts (see below) can you
use — i.e., what will the finished product look
like on paper?
• Once you've entered a line of music, can

you play it back through :he computer? Do you
need this capability? How flexible are the play-
back options? Does it play at only a few specific
tempo settings, or can you adjust the speed?
Can you slow it down for careful scrutiny of
a passage? What sort of computer-generated
sound will you have?
• If a similar passage occurs more than once

in a composition, can the program copy the
block of music, so that you don't have to enter
all the symbols again?

A word on printers and fonts
Because music printing involves many dif-

ferent symbols in many different sizes, daisy
wheel printers will not work with music soft-
ware programs. Instead, you will need either
a dot matrix or laser printer. Both produce the
images using groups of dots. Dot matrix print-
e:s typically empoy from eight to twenty-
four dots for each character, while laser printers
have up to three hundred. The more dots per
character, the smoother and more solid the
image.
Today's dot matrix printers produce far bet-

ter copy than those of a few years ago, but for
best results one must gc to laser printing. Laser
printers, which in general require special soft-
ware and lots of memory, are expensive, but
you may be able to offset the cost by sharing
the purchase —and use —with others. Also,
computer services and even some photocopy-
ing shops offer the use of their laser printers
for a reasonable fee. After preparing the music
on your machine, you have only to take the file
and program to this service.
The term "font" refers to the appearance of

letters or other symbols, as well as the spe-
cialized piece of software that produces them.
The text of this magazine, for example, is set
in a font called Kennerley Old Style. There are
special fonts that make it possible to print
music. Some computers will operate music
:fonts easily; others will require the addition of
a special graphics card to the computer's
operating system. Therefore, before buying,
find out if your computer can run the program
as is, or if it needs a graphics card or, possibly,
additional memory.

Some terms
Data file. Whatever you create with a com-

puter program—a letter, a musical composition,

or a set of parts —is stored as a data file on a
hard disk or floppy disk. When you ask the
computer to 'save" anything, it creates a data
file.
Disks. A hard disk is permanently installed

inside the computer. With it you can store
many programs and data files so that they need
not be specially loaded from separate floppy
disks each time you wish to use them. A hard
disk is expensive and fragile. A floppy disk (or
diskette) has a much smaller capacity but is not
so fragile and is easily inserted into or removed
from the computer. (Do not confuse 31/2-inch
floppy disks in hard plastic cases with hard
disks.)
Menu. A list of choices that the software

offers, which often appears in a horizontal bar
at the top or bottom of the screen. A palette
is a type of menu.
MIDI. An acronym for Musical Instrument

Digital Interface, a device that converts sound
into numbers that can be processed by a com-
puter. Using a MIDI, one can either play a
special keyboard that is connected directly to
the computer, or play other instruments (like
guitars) witli a pick-up connected to the same
processing device. Finally, there is also now a
MIDI microphone called a "pitch tracker:
which will digitize any sounds. (In other words,
you can play a recorder or contrabass rackett,
and the notes will appear on the screen.)
Playing through a MIDI is easier than the

hand-done, oote-by note entry described in the
reviews below, but one must play the notes in
a very exact way; otherwise the computer will
record a lot of rests and double dotting. Pro-
grams generally have safeguards so that rhyth-
mic values are rounded off; one should enquire
about these before buying the program.
Mouse. A small, hand-held control box with

a ball in the bottom, that can be hooked up to
the computer. As you roll it around on a table,
it controls the position of the cursor on the
screen.

Jack Ashworth, with Paul O'Dette
and Waddy Thompson

Deluxe Music Construction Set. Electronic
Arts, 1820 Gateway Dr., San Mateo, Calif.
94404. List price $99.

With this bargain-priced music software, you
can try out those twentieth-century trios none
of your friends is interested in, have a recorded
accompaniment for a Handel sonata at a speed
you can keep up with, and print out perform-
ing scores and parts.
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Hohner.
From classroom
to concert hall.
You may have left the classroom behind,
but youll never need to leave Hohner.
We offer a full line of recorders for the
skilled musician as well as the beginner.
Recorders beautifully crafted in pear-
wood, rosewood and maple. Sopranino,
soprano, alto, tenor and bass models with
Baroque and German fingerings. As a
serious musician, you owe it to yourself
to try a Hohner recorder. We're sure youll
be delighted!
For more information on Hohner record-
ers, write to Hohner, Inc., PO. Box 15035,
Richmond,Virginia 23227.

HORNER®

DAVID COOMBER
Recorder Maker

I make handcrafted copies
of original renaissance and
baroque recorders using
only the finest woods.

Much time is spent on
each instrument so that
tone, tuning, response and
appearance meet the
demands of professionals
and amateurs alike. Each
recorder therefore carries a
full guarantee.

If you are interested in
quality recorders at various
pitches then please write
for more information.

David Coomber
Recorders
P.O. Box 21-505
Auckland 8
New Zealand

Recorders—Wood & Plastic

Pam Music
18042 Gramercy Place

Torrance, California 90504

(213) 324-8444 Art Stilwell

SWEETHEART
FLUTE CO.

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

"Sweetheart" 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

DMCS is both the musical analogue of a
word processor— allowing the user to record
and manipulate notes before printing them
out — and a musical instrument in its own
right—playing back the recorded music in the
key an6 timbre, and at the tempo, of the user's
choice.
My comments apply to version 1.2, which

runs on my Commodore Amiga 1000. System
requirements include two floppy disk drives or
hard disk and at least 512K of memory
(K = kilobyte, a measure of a computer's storage
capacity).
The easiest way to enter music is by keep-

ing one hand on the keyboard to select notes
and rests and the other hand on the mouse to
position them on a staff on the screen. Even a
relatively maladroit type like myself can enter
a note every second or two. Recurring phrases
can be entered into several places in a score
with a couple of keystrokes, and transposed
with equal ease. One gets to looking hard for
chunks to cut and paste, an exercise that cul-
tivates an awareness of the structure of corn-
positions in a way no workshop lecture can.
You can choose from a palette of notes and

rests from whole to thirty-second, each of
which can be dotted. There is also a full set of
coda signs, segnos, trills, grace notes, mordents,
and such. Notes can be grouped in the usual
ways and as triplets or quintuplets. Four clefs
are possible: treble, bass, alto, and tenor.
The real pleasure of this program comes once

the notes are in. The person who has composed
or transcribed a composition can print out a
score for the conductor and individual parts for
each player (or singer: text may be inserted into
the score, though it will not appear in the
parts—you have to cut and paste). The lonely
ensemble player can turn off the soprano part
of a quartet and play along while the computer
does the AT, and B. The aspiring soloist has
an accompanist with inhuman patience and an
uncompromising sense of rhythm. For low-pitch
enthusiasts, there is a half-step-down transpo-
sition feature: whatever horrifying key results,
the computer can play it. Playback speed is
continuously variable, from one to 240 beats
per minute.
This successor to those famous eighteenth-

century automata does have its limitations.
The most serious for the early musician is that
a piece must have a conventional time signa-
ture, and only the notes and rests with the cor-
responding total number of beats will be ac-
cepted in any measure. 'Transcribing a Man-
nerist canon written in a circle is a real
challenge! DMCS will accept time signatures

up to 65/2 or 99/4, so shorter pieces can be

written as one measure. For longer or more

complicated things, one may be forced to

change time signatures every measure or two.

Another irritant is that the position of a note

relative to its neighbors is not very logical. The
notes can be respaced after entry is complete,
but it is a bother. Also, the Amiga version of
DMCS can handle a maximum of eight staff
lines, but you can only see four at a time, which
can mean a lot of scrolling up and down, as well
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as back and forth. The firs: release of this pro-
gram produced poorly printed output on a
typical dot matrix printer, but the latest ver-
sion gives much better results.
By itself, the computer can play only four

lines at a time (its sound quality is about equal
to that of a modestly priced electronic key-
board). This limits the play-along user to
quintets and leaves a pretty thin right-hand
part if the bass in a continuo part is doubled.
The four-voice limitation can be overcome by
using a MIDI, with which you can put as many
as eight staffs in a score, with two voices per
staff, and play them all through your
synthesizer.
The manual covers most of the functions well

(manipulating text and taplature is an excep-
tion), and the index is reasonably good. For
purposes of demonstration, the program disk
comes with several fully written-out pieces,
from the Renaissance "La Bombs" through a J.S.
Bach fugue to Scott Joplin's "Cleopha." The
tutorial section in the manual uses these as raw
material on which the beginner can experiment
with the editing and transposing functions of
DMCS.
This program really seems to be written by

musicians for musicians. 1t is a rich source of
diversion for the amateur player.

Emmert Clevenstine

The Macintosh versIon of DMCS, 2.0,
shares most of the features described in the
above review, so these comments generally
apply to both versions. It is fairly easy, though
a bit time-consuming, to enter a piece by using
the mouse to position notes on the staff. Once
entered, however, notes can easily be reposi-
tioned, either vertically to change pitch or
horizontally to save space or make a passage
clearer. The computer will mark notes stacca-
to—though not tenuto— and will generate
crescendo and decrescendo marks.
You may give pieces any key signature, and

any time signature from 1/1 to 99/16, and
change either or both as you go along. Any
change will affect all parts. The program will
print and play repeats and first and second end-
ings. It will not, however, allow a piece, or a
section thereof, to begin in the middle of a mea-
sure, so if there is an upbeat in the first bar, you
must add the appropriate number of rests. In
music that has a number of repeated sections,
all of which begin in the middle of the bar, this
limitation makes it necessary to add a lot of first
and second endings. (DMCS will print a piece
with incomplete bars perfectly, but when play-
ing it the program will add half-measure-long
silences after the first few notes of each sec-
tion.) You can move notes or groups of notes
either a half-step, a whole-step, or an octave
up or down, and transpose a selected section
from one key to another, either up or down.
You can print scores on the ImageWriter (a

dot matrix printer) or LaserWriter, complete
with symbols and lyrics. By using the "hide
staff' command, you can print any part or corn-

Enation of parts. Muslc on the ImageWriter
looks pretty good and is quite useable for per-
formance. It is difficult, however, to get as much
on a single page as I would wish. Music printed
on a PostScript laser printer like the Laser-
Writer with Adobe Systems' Sonata font
(which must be purchased separately) looks
almost typeset.
The latest version of DMCS is not copy pro-

tected, which means that you don't have to in-
sert the original d:sk to start it. For its price,
it is the best all-around nrogram I have seen for
the Macintosh.
A similar but more limited Music Construc-

tion Set (version 1.0), available for the Apple
IIGS, is not reviewed here.

Brian Abel Ragen

Professional Composer. Mark of the Unicorn,
222 Third St., Cambridge, Mass. 12142. List
price $495.

Professional Composer is a music printing
program for Macintosh computers. The current
version, 2.2, is capable of producing good quali-
ty scores and parts on laser printers with Post-
Script such as the Apple LaserWriter, and read-
able scores and parts on Apple ImageWriter dot
matrix printers. (Excellent quality printing can
be obtained on a LaserWriter if you have
Adobe Systems' Sonata font.) The program is
advertised as being able to run on a Macintosh
512K, but I would reccmmend at least a Mac-
Plus with an external 800K disk drive or,
preferably, a hard disk. The villancicos in the
May issue were produced on a MacPlus and
Apple LaserWriter, using Professional Com-
poser for the scores and a word processor
(MacWrite) for the titles.
The program is quite easy to learn. It comes
with a well-written manual, the first part of
which is a tutorial. The screen displays up to
five music staves, and you can choose from a
palette of available clefs, notes, and other sym-
bols. You can enter music either from the key-
board or using the mouse, or by a combination
of the two. I find the keyboard/mouse combina-
tion easiest and fastest: the right hand uses the
mouse to position the cursor on the staff, while
the left holds down the key for the appropriate
symbol. "Clicking" (pressing a button) on the
mouse enters the symbol; "double clicking" dots
a note.
Professional Composer does many things
well. It can handle note values from sixty-
fourths through breves and up to forty single.
voice staves. There are treble, bass, alto, tenor,
and transposing treble clefs; jazz, percussion,
and guitar chord symbols; time signatures, ar-
ticulation marks, dynamics, metronome marks,
measure numbers, rehearsal marks, and multi-
ple endings (up to nine). A nice feature is that
you can enter a part in alto or tenor clef, for
example, then change the clef to treble or bass
—whereupon the part is transposed automa-
tically! You can enter chords as notes on a
single stem or as :ndependent lines with stems

going in opposite directions (useful for keyboard
score reductions). You can print out transposed
partial scores or parts. Text underlay is fairly
simple, and :he words come out nicely lined up
with the notes. There are no built-in symbols
for figured bass, but you can enter the figures
as text.
Formatting the pages for printing can be time-

consuming. You can set the spacing of the notes
and, on a laser printer, play around with print
reduction or enlargement. This feature is useful
in that you :an massage the music to fit nicely
on the page or pages. Some of the spacing and
reduction combinations, however, make the
stems of b !amed notes excessively long or
short, and tie page margins will not be printed
correctly as set.
Since the program was designed as the print-

ing adjunct to Performer, a powerful MIDI se-
quencer (compositional) program, the playback
facility is limited. You can play up to four
voices, but the selection of sounds is limited,
and there are only three available tempos.
Professional Composer does some things

badly. Slurs are poorly formed, and they can
destroy the thickness of beams or overprint ar-
ticulation marks. The automatic spacing of
notes is not always pleasing; you can, however,
make adjustments by inserting spaces between
notes. If a double bar with repeat signs on both
sides comes at the end of a line, the first repeat
sign appears there, but the next line will not
have a repeat sign at the beginning. It is not
really possble to enter music with no barlines,
such as chant, since the maximum length of a
"measure" :s approximately nine whole-notes.
Printing titles and headers is best done with
a word processor. The program is copy pro-
tected, which is a nuisance.
Professic nal Composer is fairly expensive,

but the fint points of music printing are com-
plex and nct easy to program. Mark of the Uni-
corn is wo :king on a revision of the program,
and a versi Dn that corrects many of the above-
mentioned faults will hopefully be available
soon. The company is one of the few that sends
updates free to registered users, and its repre-
sentatives are most helpful in resolving prob-
lems over :he phone.

Jennifer W Lehmann

Score Desktop Music Publishing System, Version
1.22. Passnort Designs, Inc. 625 Miramontes
St., Half Moon Bay, Calif. 94019. List price
$795.

Score has existed for several years in a ver-
sion for large computers, and now Passport
Designs has adapted it for personal computers
compatible with members of the IBM family,
including the new PC/2 series. Two drives
(two flopries or one floppy and one hard), a
reasonably standard graphics system, and
almost 640K of memory are necessary. Output
can be prcduced on several 9- and 24-pin dot
matrix printers as well as on laser printers that
use the PostScript format. The program comes
on four flcppy disks, which do not use a copy
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protection scheme; piracy is discouraged, how-
ever, by appeals to morality and intimations of
legal action. Installation is simple, although a
bit of work may be required to avoid conflicts
with devices incompatible with Score needed
by other programs.
There are many methods of entering music,

but most users will work from menus provid-
ed in the main program. Almost all the com-
mands are simple and easy to remember, and
there are various ways of saving keystrokes
when a pattern is repeated. The user must
develop habits of thought that are different
from those of a music copyist, who enters a
note with all of its attributes before gcing on
to the next one. With Score, after entering a
staff or system of staves, one enters a sequence
of clefs, key signatures, pitches (including ac-
cidentals), rests, and barlines, and then a
matching list of time values. Next come marks
such as accents, trills, musica ficta, dynamics,
crescendos, and bowing signs; and finally,
beams, slurs, and ties. The user can then make
corrections with editing functions that move,
delete, copy, and alter items. Adjusting to this
mode of operation is surprisingly easy. The
music is visible on the screen as these opera-
tions are carried out, and the scale of the screen
display can be enlarged or contracted. When
the user has completed all of the above steps,
the result will be a system of up to sixteen
staves about the width of the monitor screen
(scores with more than sixteen staves have to

be entered in sections), which is then saved to
a file.
Carrying out only the above steps does not

ensure that the music will be arranged in
anything but a somewhat haphazard fashion.
The format can be improved automatically by
feeding a sequence of stored files into a separate
program (included with Score) called Page,
which does an amazingly good job of arrang-
ing notes on systems and systems on pages, as
well as aligning notes and adjusting the spaces
between them. It can also change staff size,
transpose, change clefs, and extract parts from
the completed score. Finally, the user adds text
and begins printing. The output from dot
matrix printers is surprisingly good, except for
somewhat ragged slurs, crescendos, and beams;
however, laser printing is so beautiful that it
becomes hard to accept anything else once one
has seen it.
An excellent program called Draw, also in-

cluded, can design and edit all kinds of special
symbols. Early notation devotees will use this
program to develop libraries of notes, clefs,
rests, and other marks to supplement the small
collection of items from white mensural nota-
tion that are included in Score's files. They will
then find it reasonably easy to print sixteenth-
century music—though not so easy as music in
modern notation, because Score's automatic
features will not be readily applicable. Nota-
tion earlier than white mensural with more fre-
quent and complicated ligatures presents

greater difficulties, but we believe that with pa-
tience and persistence the user can replicate
any kind of European notation.
Score can be used with various peripheral

devices. One can enter pitches but not their
associated time values from a MIDI keyboard.
A three-button mouse is helpful at several
stages, most effectively with the editing func-
tions and in the Draw program. A math co-
processor chip dramatically speeds up opera-
tions that can be sluggish on an unenhanced
PC based on the 8088 or 8086 chip. It is possi-
ble to play the final composition with the aid
of various gadgets or (one line at a time) on the
computer's own speaker.
Some of Score's other features can only be

mentioned briefly: it has several group opera-
tions analogous to cutting and pasting in word
processing. A lyrics mode facilitates text
underlay. The documentation is adequate, if
less than exemplary. Help screens are available,
but pushy user-friendliness is avoided. Bugs,
which existed in earlier versions, have been ex-
terminated, although the Draw program goes
berserk if it tries to read a file in the wrong for-
mat. Perhaps most impressive are the options
for automatic formatting that make remarkably
good decisions, but still allow the compulsive
and finicky to make adjustments to suit their
prejudices.
In our view, Score now has a supportable

claim to be the definitive music publishing pro-
gram for PCs—of the IBM type, at least. Its
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price may be too high for many private users,
but those who really want its sophisticated
features will find it a good value.

Martha Bixler
Richard Sacksteder

Music Printer. Temporal Acuity Products, Bldg.
1, Suite 200, 300 120th Ave. N.E., Bellevue,
Wash. 98005, 1987. List price $150.

This is the first serious music printing pro-
gram for the Apple family of computers; it has
no playback facilities. System requirements in-
clude an Apple computer with 48K of memory,
a monitor, one or two 51/4' disk drives, and any
standard dot matrix printer. Music Printer is
copy protected.
You can use a wide variety of printers and

interfaces with this program— though not, at
this time, laser printers—and the procedure for
setting and testing your orinter is very clear.
The heart of Music Printer is the workspace,

or screen display, which may contain either one
or two staves or be blank for extended text en-
try. A significant limitation is that any work-
space is only as long as a standard printer car-
riage, usually some eighty-five spaces. Thus
you must break longer examples into smaller
units. Doing so can be a headache, as I shall
note below. The user enters clefs, key and
meter signatures, notes, barlines, and a full
range of symbols from the keyboard with one
or two keystrokes and "enter" or "return:' The
process is a bit cumbersome at first, but the
commands are generally mnemonic: W, H, and
Qrepresent whole, half, and quarter notes, SR
is a sixteenth rest, etc. (the manufacturer has
provided a handy chart. You place notes on
the staff by using arrow keys or a mouse or
joystick. You can beam notes quite easily
within measures or across barlines, but it's hard
to unbeam them if you make a mistake: my com-
puter erases the notehead but not the beam.
Editing is simple, logical, and "user friendly," as
are such disk operations as save, delete, and
print. Printing quality is satisfactory, and if you
reduce the output size by twenty percent or
so, the end result is very good. Finally, in the
notation mode, you can add text in one of three
fonts: regular, boldface, and italic. You can also
transpose any or all of a given workspace up
or down any interval tin to a ninth.
Music Printer can produce scores of any

complexity, but the process can be cumber-
some. Since the workspace is the unit of opera-
tion, a four-page score for recorder quartet may
require saving as many as forty workspaces in
order to print out both score and parts. Still,
for the money, this is the program of choice for
those who have ready access only to Apple
computers.

John C. Nelson

Music Writer. Pygraphics, P.O. Box 639, Grape-
vine, Texas 76051, 1988. List price $595.

Pyware's Music Writer, manufactured for
the Apple family of computers, both prints and

plays back music. System requirements include
an Apple IIGS with 768K of memory, one
(preferably two) 31/2" disk drives, and a dot
matrix printer (laser printers cannot current-
ly be used). The program is not copy protected.
The Professional version (1.2), reviewed

here, has a capacity of thirty-two staves; other
versions are more limited, but all have the same
system requirements and MIDI capability.
The program is exceptionally versatile.
Menus that one 'pulls down" with a mouse
control all functions. All symbols are located
on one of eight palettes, each containing up to
sixteen musical elements. You can enter these
symbols onto the staff by using the mouse alone
or in combination with the keyboard; you can-
not use keyboard alone. A full range of rhyth-
mic values is available. It is easy to add or delete
symbols and transpose (but not foolproof: some
accidentals don't seem to transpose correctly).
You can also increase or decrease rhythmic
values and invert a melodic line. You can add
text in several fonts.
Printing capability is flexible. My preference

is for condensed printout, as standard size
yields rough notes and is distorted vertically,
so that it looks as though it was designed by
El Greco.
Several features will be of interest to people
working with early music. A full range of
meters is available, and the music can be played
back at a range of tempos. Ligature brackets are
possible. There is no provision for Men-
surstriche, however, and musica ficta cannot be
entered directly.
Two of the finest features of the program are

its playback capabilities (with recommended
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Bose external speakers, the sound is excellent)
and its built-in MIDI. Once you have entered
the notes, you can assign them any of sixteen
timbres and (with a stereo card) either of two
channels, as well as any transposition up to an
octave (great for soprano recorder Farts). You
can enter notes from any MIDI keyboard and
play them tack at any tempo from either Ap-
ple's Equiscnic chip or the MIDI keyboard. I
have found :his feature a great time-saver. One
problem is tnat the program does not recognize
upbeats.
This program does not have all the answers,

but for the Apple it represents, if not the Rolls
Royce of programs, at least an upper-end Mer-
cedes. It is worth every cent of its cost, and I
am looking foward to whatever upgrades may
be in the works.

John C. Nelson

All the above contributors are computer buffs.
Jack Ashworth also teaches music history at the
University of Louisville, Paul ODette is a lutenist
on the facu.ty of the Eastman School of Music,
and Waddy Thompson is executive director of the
ARS. Emmert Clevenstine, a recorder player in
Geneva, Szoitzerland, started off this whole pro-
ject by send:ng in a review of DMCS. Brian Abel
Ragen teaches college English, Richard Sacksteder
is professor of mathematics at the City Universi-
ty of New York, and Martha Bixler is on the music
faculty of %etchers College, Columbia Universi-
ty. Jennifer Lehmann is a recorder teacher and
former computer programmer, and John C. Nel-
son an associate professor of music at Georgia
State Unitersity.
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MUSIC REVIEWS

Key: rec = unspecified recorder; S = soprano,
A= alto, T= tenor, B=basB, A8= alto must read
up an octave; kh = krummhorn; bc =basso con-
tinuo; kbd= keyboard; pit = guitar; real = real-
ized; pc = piece; pp = pages; sc =score; pt =part.

JOHANNES KLIER. Inti Raymi. Moeck ZfS 551/
552, 1985, distr. Magnamusic; sc $5.

Inti Raymi, the Incas' traditional festival
honoring their sun god, is still performed today
in the main square of Cuzco, Peru, largely as
a tourist attraction. Klier gives extensive notes
on modern-day Inca music, rites, and festivals,
and states that this composition is "based on
autochthonous motives from Pere
The seven pieces in the suite are set variously

for one to five recorders (SATB) in different
combinations, guitar, a pair of tuned drums,
and one maraca. The music generally is of three
types: fast melodies whose rhythmic motives
suggest a kicking or leaping dance step; more

THREE
CENTURIES
OF VIOLS

Historical Viole da Camba
from Early Italian
to Late French

built by
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Send addressed envelop & 450 postage :o:
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melodic, folksy tunes in a moderate but boun-
cy tempo; and free recitatives. Monophonic
melodies predominate; accompaniments often
include instrumental as well as percussion
ostinatos.
Some of these pieces are quite beautiful. In

general, the settings for recorder and guitar are
better than those for recorder ensemble. I es-
pecially like the "Danza" and the "Baile de los
Llameros:' The closing "Ayarache," a lament for
solo alto recorder, seems the perfect touch.
Most surprising are the beautiful chromatic
harmonization of a pentatonic melody in the
"Danza del Hechicero" and the dissonant,
unresolved suspensions of the "Canto de
Cosecha."
Since teachers and amateurs interested in

this edition may be new to this kind of music,
it would have been helpful if Klier had supplied
a few simple cues. For example, he could have
indicated when a melody appears in an inner
part or switches from one part to another;
breath marks should have been given where the
phrasing is irregular, especially when the har-
mony is modal and lacks cadence. There are
some misprints, the most serious being the flat
in the key signature at the beginning of the sec-
ond section of the "Danza" (it should be a
natural, indicating a key change), and the 2/4
time signature in the guitar part of the second
section of the "Danza del Hechicero" (it should
read 6/8).

Pete Rose

ROBERT STR1ZICH. Fantasia. Erich Katz Con-
temporary Music Series, 1988, distr. ARS;
SATB, 12 pp, 4 sc & tape $16.

ROBERT STIUZIGH. Aphorisms. Erich Katz Con-
temporary Music Series, 1988, distr ARS; A
solo, 14 pp, sc & tape $10.

These fine pieces feature material that should
be quite familiar to players and fans of twen-
tieth-century recorder music: glissandi, multi-
phonics, rapid pointillistic note groups,
sustained pitch colored by vibrato fluctuations
or flutter-tonguing, repeated note patterns, and
rapid random sound configurations. Even an
uninitiated listener can follow both works with
ease; Strizich uses his material in a highly
rcotivic and analytical manner.
Aphorisms is a set of ten little solo pieces,

each built on one to four primary ideas devel-
oped simply and directly. There is just enough
contrast among the pieces to sustain interest
all the way through.
Fantasia presents a more complex situation,

since four instruments overlay the various
types of sounds listed above. Also, despite its
seven sections, the piece is a continuous one-
movement work of considerable duration. Stri-
zich handles the first of these complexities by
limiting his sound agglomerations to homo-
geneous material and by employing obvious
canonic and pyramidal structures. He takes
care of the second by using simple, familiar
forms: sections A and B have a theme-and-
variation quality and together serve as an in-
troduction; the remaining five sections form a
rondo, with a generic relationship among sec-
tions C, E, and G and between D and F.
Both editions are in reasonably legible

manuscript, with well-written instructions.
The rhythms, being mostly irregular, are
notated proportionally. Background informa-
tion on the composer is not included, but it ap-
peared with the preview of Aphorisms in the
August 1987 AR. Each edition includes a
cassette tape: Fantasia is performed by the
Longy Recorder Quartet directed by Andrew
Waldo, and Aphorisms by German recorderist
Sabine Evers. Both are well done (and both
treat Strizich's abundant time indications as
suggestions rather than literal instructions).
I question the fingerings given for some of the

multip honics. In Fantasia, e'Lg"' on alto
should be played 01-34-67, and abLbb" on
tenor should be played 012-45g. (These, inci-
dentally, are among the easiest to produce and
most widely used of all multiphonics on the re-
corder.) If the fingering given in Aphorisms for
gQg#" doesn't work on your recorder, try
0-3,-6 or 0-3,-67. You must slur into this
tricky muEtiphonic from the configuration
preceding it.
Fantasia is fairly difficult, not so much tech-

nically as in ensemble timing. Aphorisms looks
and sounds hard, but experienced players will
find it surprisingly accessible; most of the runs
fall quite easily under the fingers, and the nota-
tion is in the tradition of the established Euro-
pean avant-garde literature.

PR.

ARCHANGELO CORELLI. 12 Sonatas for Alto
Recorder and Basso Continuo, Op. 5. Vol. 1:
Nos. 1 and 2. Vol. 2: Nos. 3 and 4. Vol. 3: Nos.
5 and 6. Edited by Martin Nitz. Heinrichs-
hofen N 4091-3, 1983, distr. C.F. Peters;
$6.50, $7, and $6.50 respectively.

Corelli's twelve Opus 5 sonatas, published
in Rome in 1700 and reprinted in Amsterdam
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and London the same year, gained great popu-
larity in the years that followed. The original
publication for violin was followed by editions
for transverse flute (Nos. 1-12) and recorder
(Nos. 3, 4, 7-12). Martin Nitz has transposed
the rest of the sonatas into recorder keys, us-
ing both Corelli's violin original and the later
anonymous flute versions as models.
This straightforward edition contains limited

but clear critical comments and good typog-
raphy, and there are no page turns in either
recorder or gamba part. The keyboard part pro-
vides a suggested harpsichord realization above
the figured bass. Sonatas 3 and 4 contain em-
bellished versions of the slow movements,
taken from the anonymous edition of 1707; in
the other sonatas, the editor has thoughtfully
provided a blank staff above the slow move-
ments to enable players to write out their own
embellishments.
This is an English-language reprint of the

1982 Noetzel Verlag edition, which is in Ger-
man and is twice as expensive. Those who love
the challenge of Corelli's sonatas will welcome
this excellent and affordab!e edition.

William E. Nelson

BARTHOLOMAUS GESIUS xerc it a Duarurn
Vocum zu Zwei Stimmen aus Synopsis Musicae,
1615. Ed. Helmut Monkemeyer. Moeck
557/558, 1985, distr. Magnamusic; 2 recs,
some A8, 12 pcs, 7 pp, sc $5.

These brief duets are mucn more melodic and
imaginative than one would expect cf a set of
exercises written by a cho:rmaster (c. 1560-
1613) to teach children to sing scales. The last
six pieces, each based on a different note of the
F hexachord, are perhaps more interesting than
those based on C, but all are fun to play, fairly
easy, and excellent for sigh-reading practice.
The editorial notes include the Latin wording

of the original title page (a translation would
have been helpful) and a somewhat baffling
discussion of modes, minims, and mutations.
Several possible instrumentations for each piece
are indicated beside the range finders, the most
frequent combinations being SS, TT, SA, and
TB. Bass players must be able to read treble
clef. The printing is large and clear, with no
page turns.

Peg Parsons

ERASMUS KINDERMANN. 4 Pieces (1643). Ed.
Bernard Thomas. London Pro Musica EML
110, 1987, distr. Magnamusic, SSbc or SST, 4
pcs, 17 pp, sc, bc real, $2.25.

These cheerful, dance-like pieces sound best
played by an ensemble of two recorders, cello
or bass viol, and a continJo instrument. Al-
though the soprano and bass lines contain the
essential harmonies, the continuo is a nice ad-
dition. The realization pnvided here can be
easily played on a harpsichord; lutenists will
have to revoice some of the chords or simply

ignore the right-hand portion and improvise
from the figured bass line.
On a separate page are the bass lines writ-

ten an octave higher in treble clef, to fit tenor
recorder range. Although this transposition
makes the music playable on three recorders
alone, it brings the bottom line too close to the
top ones to sound really effective.
The well-written preface includes informa-

tion on the original source and on editorial pro-
cedures, biographical notes on the composer
(1616-1655), and suggestions for performance.
Best of all, four copies of the score are provided,
neatly printed and free of page turns. No one
has to share or resort to photocopies. This edi-
tion is a real bargain!

P.P.

JOHN R. PHELPS. Krummy Kuartet. Loux LMP
17, 1985, distr. Magnamusic; SATB kh, 1 pc,
8 pp, sc & pts $5.

Jo-Ari R. PHELPS. Krummy Rondo. Loux LMP
53, 1987 distr. Magnamusic; SATB kh, 1 pc,
5 pp, sc & pts $3.75.

VOLKER KERNBACH. KrUMMh0/11,01Uartett.
Moeck ZfS 556, 1985, distr. Magnamusic;
SATB kh, 3 pcs, 6 pp, sc $3.50.

That modern composers use the recorder
demonstrates that it isn't just an historical in-
strument but a living one capable of many mu-
sical idioms. That two of them have chosen to
write for the krwninhom shows that it, too, has
the potential for modern musical expression.
The Krummy Kuartet is a good-humored

work whose three movements are entitled Al-
legro Krummo, Lento ma non Krummo, and
Presto Krummo. The composer uses a har-
monic language atypical of the lcnimmhorn; cer-
tain phrases remind me of both Mozart and
Arthur Sullivan.
A major-minor-major ordering gives the

movements coherence. The outer two are in G
major, a key that is not the friendliest. I find
that the use of an alto in G makes them a bit
easier. An excursion into E minor in the last
movement requires careful attention to tuning.
The middle movement is the most difficult, as
the instruments must play in the very highest
part of the range, where they tend to be un-
stable. Here the tempo must be fast enough to
ensure that the phrases flow, yet not so fast as
to make them feel hurried. My ensemble pre-
fers to play this movement con sordino, which
creates a nice contrast with the outer ones.
The Krummy Rondo is in much the same

mold. Adhering to strict rondo form, it also
uses post-Baroque harmonies. This piece lacks
somewhat in partwriting for the inner voices,
which simply fill ou': the harmony. The &major
key again creates difficulties; players might con-
sider transposing the piece down a step. Do-
ing so will take away a bit of brightness but will
make the tuning easier. The parts include a nas-
ty page turn for the soprano and bass.
Both these works are difficult to play in tune

but are well worth the effort. Kernbach's three
pieces, on the other hand, seem to have been
written without regard for the qualities of the
instrument. Though each line is independent,
the cumulative effect is of an unrelieved drone.
Played on recorder the pieces sound a bit clear-
er. The first szems to work the best musically,
with its Russian turns of harmony. In the third,
the marking cf sempre staccato seems mistaken,
since the staccato bursts cover up rather than
accompany the top lines. This piece is the easi-
est, though .ts twentieth-century harmonic
idiom requires that players pay extra attention
to the tuning.
None of these works is accompanied by any

sort of introductory remarks. All three are writ-
:en for kruramhorns with upward key exten-
sions.

Larry Stark

Larry Stark is a machinist and recorder and
krummhorn player in Seattle. He was president
of the Seattle Recorder Society in 1982-83.

ROBERT CARR. The Delightful Companion. Ed.
Johannes Klier. Moeck ZfS 532, 1983, distr.
Magnamusic A solo, 5 pp, $3.50.

HUMPHREY SALTER. The Genteel Companion.
Ed. Johannes Klier. Moeck ZfS 536/537, 1984,
distr. Magnamusic; 7 pp, $5.

The pieces in these two volumes, which in-
clude a selecton of minuets, ayres, and theater
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tunes, come to us from musical life outside the
court in Henry Purcell's England. :ohannes
Klier has directed his editions especially
towards the recorder or flute player— as did
Carr and Salter in the eighteenth century—
although the music can easily be adapted to
viols or other instruments. Both editions begin
with information on the theory and rudiments
of music, including ornamentation.
The selections range from easy to moderately

difficult, depending on how literally one reads
the ornamentation. The editor has famished
each volume with a clearly illustrated table of
graces (ornaments); both serve as excellent in-
troductions to embellishments of this kind. One

F
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can first play the plain tune, then add one sim-
ple grace. When that figure begins to roll easi-
ly off the fingers, the player can add a second
kind of grace, and then a third. Using this cu-
mulative method, he or she will gradually
become comfortable with the near-mystique of
The Ornament.
I suggest a look at a good book on the sub-

ject (Robert Donington's The Interpretation of
Early Music, for example) for certain basic or-
nament groupings and names. I also advise
players to let their own taste and technical
ability guide them, keeping in mind that the
musical line with its added notes must main-
tain its proper stress and shape, and that the

amount of embellishment is not fixed and un-
changeable: each performance should be
unique.

Shirley Marcus

Correction: My apologies to Charles Nagel
and Cheap Tills publishers for an error in my
favorable review of their edition of three fugues
by Johann Pachelbel (May, p. 68). For $5 one
gets both score and parts, not merely a play-
ing score (as the review indicated). Cheap Trills
prides itself on being "user friendly; and rightly
so. —W M.
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CHAPTER NEWS

Denver: twenty-five years of recorder
playing
In 1989, as the ARS celebrates its fiftieth

birthday, the Denver Chapter will mark its
twenty-fifth with a musical party in April, for
which we have commissionec a new work for
recorders by the Colorado composer Cecil
Effinger.
Our chapter was organized in 1964 by Au-

gusta Bleys, a graduate of the Amsterdam Con-
servatory and the Royal Conservatory of The
Hague, who had recently moved to Denver.
Augusta's high musical standards and respect
for the recorder nurtured the infant chapter
and remain an inspiration for .ts leaders today.
We now have more than seventy fully af-

filiated ARS members. Monthly newspaper
and radio publicity, as well as occasional com-
munity performances by chapter consorts (such
as at the Capitol Hill People's Fair), result in
a continuous feed of newcomers. We encourage
advanced players to take leadership roles and
to continue supporting the chapter and the
ARS even when they feel they have outgrown
the monthly meetings.
Denver has several recorder teachers, each
with his or her own special expertise and fol-
lowing. For this reason the chapter does not
have a professional music director, but instead
a program director, an office filled by a knowl-
edgeable amateur. The program director invites
each teacher to conduct one meeting a year and
asks for musical advice as needed Occasionally
all the teachers work together at a special chap-
ter meeting, concert, or mini-workshop. The
remaining monthly meetings are conducted by
experienced members or musicians from outside
the chapter.
Variety seems to be the secret of our success.
We urge newcomers to attend several meetings,
if they wis.n, before joining, with the advice,
"If you don't like this program, it will be dif-
ferent next time." The program director plans
the season's offerings the summer before, using
ideas suggested at joint meetings of the old and
new board, and we send the schedule to new
and prospective members in the fall. Each
meeting has a theme, from "Ethnic music for
recorder and guitar:' to "G:ving thanks with
sacred music:' to "Giocoso, or play it like you
liked it!" We strive for varied formats: large'
group playing under professional conductors,
small-group playing with amateur leaders, and
sometimes a mixture of the two. We always in-
clude a refreshment break fcr socializing, since
many people come to meetings in order to get
to know other recorder players, and we save
business for the board meetings, with only brief

announcements at our monthly sessions and
in the newsletter. Most important, we always
remember that our members come to play—
they object to leaders who talk too much or
performers who play too long.
Our monthly newsletter lets members know

what is going on in the chapter and the local
early music world, and we urge people who are
unable to attend our meetings (even non-
reco:der players) to join our chapter just to keep
informed. Because our chapter has become so
large and metropolitan Denver is so spread out,
we experimented this year with additional
monthly playing sessions in the homes of board
members. Each member hosted one session
using music of his or her choice from the
chapter library. Because of space limitations,
we asked attendees to sign up in advance.
Newcomers to our area especially have enjoyed
these programs.
Each year we have a weekend or one-day

workshop. In the late 1960s these events fea-
tured such teachers as Shirley Marcus,
Friedrich von Huene, and Kenneth Wollitz. In
recent years we have had Martha Bixler, Jen-
nifer Lehmann, and Eva LegEne. Our 1985
workshop, which focused on the ARS educa-
tion program, was taught by Peter Seibert and
Susan Prior, education committee members,
along with Martha Reynolds, who directed the
ARS Teaching Seminar. Sometimes we have
local teachers and performers who are not
otherwise involved with the recorder, such as
Alan Luhring of the University of Colorado,
a specialist in Renaissance dance, and Duain
Wolfe, conductor of the Colorado Children's
Chorale. The chapter often sponsors a public
concert in conjunction with the weekend work-
shop — an important way of sharing our guest
artist and our love of the recorder with the
community.
In reminiscing about the past quarter cen-

tury, members seem to remember most clearly
our big productions. For several years we held
elaborate Boar's Head Feasts during the holi-
day season. Then we decided to move the big
event to a less hectic holiday, such as Valen-
tine's Day (see "The royal tea party of the
Queen of Hearts" in the February 1986 issue)
or St. Cecilia's Day. On the latter, in November,
we honored the patron saint of music with a
Cecilian Festival. We invite family and friends
to these multi-media productions, which in-
clude appropriate music performed by consorts
and the entire chapter, along with skits and
dances. Almost everyone comes in costume,
and elaborate refreshments are served amidst
equally lavish decorations.

The Denver Chapter supports the Colorado
Recorder Festival—which also celebrates an an-
lUversary, its tenth, in 1989 —with generous
donations to the scholarship fund and much
volunteer help. In return, the chapter benefits
because members who attend hone their mu-
sical skills and get to know each other much
better.
In this anniversary year our chapter wishes

to thank the na:ional organization for providing
the means of communicating with other early
musicians, sett:ng standards for teacher certifi-
cation, encouraging local workshops, and pro-
moting the recorder as both an amateur and
professional instrument in this country.

Constance M. Primus

Metropolitan Detroit Recorder Society
Programs o a William Byrd, music of the
Andes, and music of the twentieth century
were among metro Detroit's meeting fare in
1987-88, along with such traditions as holiday
music in Dece:nber, a play-in at Mike and Sue
Gaskin's home in January (concluded, as al-
ways, by mass playing of a recorder arrange-
ment of Bach's "Sheep may safely graze"), the
May Feaste, and the June picnic. Problems in
finding a meeting site and time resulted in low
attendance at several of our fall get-togethers,
but more members came out in winter to en-
joy both the programs and the socializing.
Patricia Petersen led our annual workshop.
Her topic (bthdes building recorder technique)
was German leisen, Renaissance part-song set-
tings of cantus firmus melodies such as "Christ
ist erstanden' with the refrain "kyrioleis." Sing-
ers, recorders of all sizes, viols, buzzies, and two
stray modern violas joined in various combina-
tions to explore this beautiful repertory.
Following up a successful program in 1986-

87 in which groups from the chapter learned
pieces by Erich Katz and played them for each
other, then joined to sight-read Katz's "Toy
Concerto:' our Byrd program combined lea n-
ing about the composer with playing. For this
session we returned to Windsor—our "sour 1-
ern" neighbor in Canada—and Marian and
Malcolm Johns' handsome condominium over-
looking the Detroit River and Belle Isle. The
music ranged from arrangements of dances from
the Fitzwilliam Virginal Book to fantasies, part-
songs, and a "canonic curiosity": a quadruple
crab-canon on "Diliges Dominum Deum Tuum"
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(edited by Fr. Bemard Hopk:cs,‘ in which a few
members dared to play their parts from the end
to the beginning, as origInally written, instead
of in the "sissy" modern version with the
canons realized.
Several small groups in the chapter continue
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to flourish, playing either for fun or for recep-
tions, restaurant brunches, or the Southeast
Michigan Renaissance Fair. Quite a few
members took in the splendid "Early Music
from the Netherlands" series at the Detroit In-
stitute of Arts —Loeki Stardust, the Brueggen/
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Leonhardt/Bylsma Trio, and Jaap Schroeder.
Those who took Loeki out for a late snack after
their concert report that the quartet members
claim not to have been "very good" when they
started but to have gotten where they are by
practice: consorts, take note!
We were saddened by the death last fall of

member Bob Dierks of Port Huron, whose
cheerful personality and strong musicianship
always brightened our meetings. We also
missed longtime member and mentor Mary
Johnson, who moved to Utah last summer;
happily, she surprised us by appearing at our
June picnic, ready to play as ever. The chapter
is looking forward to the 1988-89 year with a
new president, Ron Fisher, and a new, more
central location for meetings.

Suzanne Ferguson

Sacramento
The Sacramento Recorder Society completed

its sixth year in June. At members' request, we
had available at each meeting the music for the
following month, so those interested could
practice it. Selections ranged from very early
to modern, and our newsletter contained in-
formation on the various pieces and on the
techniques required.
After assembling a repertoire for public per-

formance, we rehearsed a portion of it each
month. We updated our collections of "out-
door" and Christmas music. We also exposed
members to a variety of early instruments.
Eileen Hadidian and David Barnett, two ex-

cellent teachers, led most of our meetings. We
held members' performance nights in January
as well as June, and encouraged and facilitated
consort rehearsals between regular meetings.
An all-day workshop led by Ken Johnson and
John Ricci on the music of Purcell contributed
to our growing expertise.

Virginia and Richard Janes

Pittsburgh
The Pittsburgh Chapter sponsored a benefit

concert in March to commission a piece by
member Colin Sterne in honor of the chapter's
twenty-fifth anniversary and the American Re-
corder Society's fiftieth. [Members will receive
a copy of this composition in 1989.] Sterne, a
former vice-president of the ARS, is emeritus
professor of music at the University of Pitts-
burgh and music editor of the AR. In addition
to composing for, teaching, and performing on
recorder, he has edited performing editions of
early music for numerous publishers.
The concert featured new music for recorder.

Jeffrey Stock, a graduate student in early music
at the University of Indiana, performed a re-
corder solo, "Hair Play:' by his father, David
Stock, and harpsichordist Geoffrey Thomas,
son of ARS certified teacher and member Jean
Thomas, joined Stock for a performance of
Sterne's sonata for recorder and harpsichord.
Other works on the program were by Dieupart,
Rameau, and Handel. An enthusiastic au-
dience raised sufficient funds for both the com-
mission and the performers' fees.
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LETTERS

More points of view:
The Points of View section in the May issue

should have been titled, "Why don't more
recorder players take their instrument serious-
ly?"— since performers, teachers, and many
amateurs obviously take the recorder very
seriously indeed.
Most amateur recorder players take a num-

ber of things seriously. We take family, human
relationships, and jobs seriously, as we do our
church and civic responsibilities. We take re-
corders seriously, too, but as a means of releas-
ing tension and expressing a love of music.
Richard McChesney witheringly describes

the "discouraging succession of players" whose
faults fill his paragraphs. I'm sure there are
other ARS members who, like me, feel he could
be describing them. McChesney assumes that
the only thing lacking is practice. Talent counts
for nothing. Practice makes perfect! I wish
McChesney well in his search for fellow per-
fectionists.
Stern and Wollitz deplore the attitude of
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American recorder players (here they quote
Han Tol approvingly) who do not "consider the
recorder an instrument like the violin, which
demands hours of practicing every day:' Amer-
icans, alas, do not equal Germans and Italians
in their reverence for music, Russians in their
educational zeal, or Japanese in their devotion
to the workplace. Poor Americans! You'll have
to take us as we are.
As far as technique is concerned, I have been

to many workshops where on the first day the
teacher starts the group on scales, and the stu-
dents willingly accept the instruction. In about
ten minutes, it is the teacher who becomes
bored and quits, never to resume the activity.
Stern and Wollitz stress the value of instruction
in technique over that in basic musicianship.
I find it hard to separate :hese two elements
or to rank one over the other.
I hope the ARS does nct choose to become

an association of elitist musicians. Those of us
whc take our recorders seriously enough to join
a chapter, buy a supply of music and the best
instruments we can afford, show up for meet-
ings, and, yes, practice, would be the losers.
Believe me, we will never achieve anything near
perfection, but we do enjoy playing with each
other. And we deeply appreciate those teach-
ers and good amateurs who generously play
with us and make us feel we are better than we
are, and that we are making beautiful music
together. This is serious for us.

Betty Edmondson
Fort Collins, Colo.

Why don't (some) recorder players take their
instrument seriously? I have three interrelated
observations: 1. Many amateurs do not know
how to learn. Perhaps they have not had for-
mal instruction on the recorder, or perhaps they
have had a teacher who taught them how to
play but not how to learn Ken Wollitz has a
section on how to practice in The Recorder
Book, but I suspect that very few readers ac-
tually follow his instructions. 2. Many ama-
teurs do not perform in public and so do not
try for the polish needed for performance. The
performer's constant striving for improvement
is very important. 3. A successful performing
group, whether or not its members are related,
is like a family, recognizing the strengths and
limitations of each member, accepting the
others as they are, and still trying to make prog-
ress individually and collectively.
My husband and I have found what seems

to us the best of all possible worlds as amateur

recorder players. We take lessons, participate
in chapter activities and workshops, and belong
to the CollegiLm Musicum of Hofstra Univer-
sity and our c-wn performing group, the Da-
Capo Ensemble. We love to play; we keep
learning and growing; and the more we "pay
our dues" by doing the basic work, the more
hill we have. We believe that people who "play
at" the recorder don't have nearly as much fun
as those of us who take it "seriously."
A strong three-legged stool supports my

musicianship: Frivate instruction for sound pro-
duction, articulation, and the specific styles of
periods and countries; chapter meetings for
sight-reading and more on periods and styles;
and performance-oriented playing with the
same small group over a period of time, pol-
ishing to get as close to "perfect" as we can.
Summer workshops reinforce these skills, giv-
ing us ideas that enliven the whole year. What
we learn individually we can contribute to the
playing of our ensemble.
Could ARS zhapters give special classes to

teach players how to practice, and follow up
on their progress? Could there be all-day work-
shops that wculd address the needs of un-
trained as well as advanced recorder players?
Our chapter, the Recorder Society of Long Is-
land, always has something new, with chal-
lenges for advanced players as well as help for
beginners. I hanie gotten an awful lot from the
RSLI, and I wil never outgrow it.
Perhaps the Points of View question should

be reworded: 'How can we convince more
amateur musicians that taking the recorder
seriously is really more rewarding?"

Marian S. Hubbard
Seaford, N.Y

I agree with McChesney, Wollitz, and Stern
that amateurs need to take the instrument
more seriously, and in particular to find the
time —make the time —to practice.
But amateur; need encouragement, too. I

cannot count the number of players have
known who bo-ight an instrument, worked at
it for a while, then put it aside, disheartened
because they could not keep up with those
more advanced. And I feel certain that many
of them would have continued on to enjoy the
recorder had they been urged to keep trying.
Almost without exception, the teachers I

have met at workshops are excellent musicians
and recorder payers. . but not all are good
teachers of amateurs players. You can almost
hear their thoughts by the second or third ses-
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sion with those of us who have difficulty keep-
ing in tune and time, and I don't blame them
for their despair. And yet, a few teacraers have
been able to develop us into a cohesive group
in just a weekend. We probably didn't make
music, but we sure did "play:' and that instruc-
tor's smile of satisfaction as we took our ap-
plause was worth the price of the workshop.

R.E. Allgire
Salt Lake City, Utah

We have been under the impression that the
ARS was founded to "cultivate, foster, spon-
sor, and develop love and appreciation. . . of the
art, history, literature, and uses of the recorder:'
We were also under the impression that a mem-
bership drive is currently underway. If so, why
were readers subjected to the comments of
Richard McChesney, who states at one point:
"I hope and believe that others like myself have
long since given up attending the meetings [of
the local ARS chapter—in this case Colorado
Springs] because. . .
Since his remarks may negatively influence

some membership decisions by newcomers to
Colorado Springs, let us set the record straight.

McChesney tells us that he gave up attend-

ing meetings because he was "tired of going
over the same handful of childishly easy pieces
month after month7 Since he has not been to
a meeting in four years, he is scarcely qualified

to claim that he knows what kind of music is
played. Most people would probably not char-
acterize Machaut's "Je puis trop bien" or

Dufay's "Cc moys de may" as childishly easy,
and the variety of paid professional teachers
who conduct meetings—which stress tech-

nique — do not use the same music at every
meeting.
McChesney tells us that no one with the

ability to play at his level has ever been referred
to his group by our chapter. In fact the several

good players we recommended who joined his

group all left after varying lengths of time,

usually short, because the playing wasn't all

that challenging. McChesney would have read-

ers believe that our chapter does not provide

a place for accomplished players to meet, yet

we have five ensembles that get together regu-
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larly and meet the playing needs of all levels
of players, including those advanced players
who receive fees to perform.
We all know that people take up recorder

playing for a variety of reasons and, if they are
not discouraged, join the ARS for a variety of
reasons. We all know chapter members who
may not play very well, but who pay their dues,
serve on committees, recruit new members, and
are actively involved in making the chapter
work for everyone.
We hope that in the future, the AR will

publish material that helps and encourages
players at all levels.

Nancy Ekberg, president
Richard Bradley, vice-president

John Shumaker, chapter representative
Jeanne Brush, secretary

Irene Ey, treasurer
Colorado Springs Recorder Society

Colorado Springs, Colo.

The purpose of the ARS is indeed to "cultivate
. . . appreciation. . of the recorder," as stated in
its by-laws. Each issue of the AR also contains
the following statement on the inside front cover:
"Articles and letters to the editor reflect the view-
points of their individual authors. Their ap-
pearance in this magazine does not imply official
endorsement by the ARS:"

I was a bit distressed to read the comments
on the level of skill of recorder players expressed
in the Points of View section, but on reflection
was reminded of an experience of my own. A
friend and I were asked to play with some peo-
ple in a nearby town. Our names had obvious-
ly been culled from the ARS directory (and a
very proper use, that). On arrival we were
treated to a dissertation on the only period of
time that contained any real music (not the one
we have been studying at home) and several
other pointed comments that might have been
intended to be helpful, or might have been in-
tended to establish some sort of dominance.
Deciding to play anyhow, I found myself play-
ing far below my usual level of competence.
This distressed me, but I wrote it off as a bad
day. On thinking it over later, I realized that,
effectively, I had not gotten out of the "verbal
mode" into the "musical mode:' Call it left-right
brain or what you will, when the ego is stay-
ing in charge of the quick rejoinder section, the
musical association section has trouble getting
a circuit to the fingers.
Conceivably, the inability to play well when

operating at an intellectual fight-or-flight level
means I don't take my instrument seriously, but
the group I normally perform with has played
the "Capriol Suite" and "Browning Fantasy"
and other things of that level in concert. It
seems to me, however, that it is possible to be
pushed to a level of agitation beyond that
which an experienced performer encounters on
stage, and that a seeming inability to play well
under those circumstances is no reflection on
one's level of dedication.
I have occasionally found that if I'm explain,
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ing musical matters to a group, the music is bet-
ter if I wait a few moments tc play and let the
word-dominant mode die out. That may be a
related phenomenon. It would mean, though,
that if one expected a co‘performer to do his
or her best, a non-inquisitorial atmosphere
might help. Maybe you have some experts who
could comment on this.

Lewis T Fitch
Clemson, S.C.

Mr. McChesney's question is certainly a
worthwhile one for the ARS to grapple with,
but I think he fails to recognize an important
aspect of music making.
A professional musician friend of mine

coaches his mother's recorder consort once a
year or so. Each year he listens to them play
the same pieces, and each year he gives more
or less the same advice. The players make no
substantial progress, but :hey do have a
wonderful time.
The fundamental rule that applies here is

this: as long as you are making music with a
group of people of similar musical abilities, the
music will sound good to you This means that
people at whatever level of accomplishment can
enjoy making music together. This rule makes
organizations like the ARS oossible.
A noteworthy corollary to the rule is this:

it is more satisfying to be the worst player in
a group than the best. The further one is below
the group's standard, the more heavenly it is
to play with it. The more superior one is, the
more frustrated one feels. Which brings us to
McChesney's second question: how "to find
players who already play well"?
He might consider musicians who already

play another wind instrument. Flute and sax-
ophone players learn very quickly to play
soprano and tenor recorders Clarinet players
can handle either C or F fingerings because the
lower octave of their instrument is in F and the
upper octave in C. Bassoonists quickly learn
the bass in F. Such musicians can sometimes
be lured to the recorder by all the wonderful
consort music that is available.
If one can't convert other musicians, one can

try for a mixed consort. A modern flute can
sound good on any treble clef line, and a soft
bassoon or trombone sounds wonderful on the
bass line. A viola played softly substitutes nice-
ly for a treble or tenor viol, and a cello for a bass
viol. Voices can take some of the lines. Baroque
recorder music is fine with modern instruments
joining in.

Tom Kurz
No. Quincy, Mass.

Responses to a letter:
Reluctant as lam to say it, I think that some

of Michael Prahl's criticisms (Letters, May)
make a great deal of sense and ought to be
seriously considered by the ARS.
Mr. Prahl questions whether fifteen pages

of ads are really necessary. Unfortunately, they
probably are —I work on a magazine and am

aware that it takes a great deal of money to
pub:ish one. He also suggests using a smaller
typeface for workshop reports or cutting them
significantly. This seems unwise: the type is
small enough as it is, and I'm sure many
members are curious about the various work-
shoos they haven't been able to attend.
Besides, these reports take up a lot of space in
only one issue each year.
But I have never been able to understand

why the AR's music is printed in such a way
that it cannot be easily removed. And I must
agree with Mr. Prahl that the AR does not
contain much that is of help to "local, struggling

chapters!' There is space for chapter news, but
little or nothing on the practical aspects of
building and maintaining chapters. Nor ::s there
much help at workshops for chapter leaders.
Perhaps workshop directors could schedule a
class for them, or a time when they could meet
and swap information,

I also agree with Mr. Prahl that the ARS as
a whole "appears more interested in monetary
matters than musical activity!' For example, at
last year's Amherst Early Music Workshop,
not one day passed in which participants
weren't asked t3 give to the President's Appeal
or the Scholarship Fund—either through con-
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tributions or buying mementos (photos, con-
cert tapes, T-shirts, etc.) — and this after spend-
ing hundreds of dollars on tuition, room, board,
and transportation! I don't mean to criticize the
Scholarship Fund, as it's an excellent idea and
has benefited many players, myself included —
I'm grateful for all the assistance I've received.
Just the same, I wonder whether this approach
is really necessary.
I also think that the idea of an associate

membership at a reduced price —whereby one
would receive the directory but not the maga-
zine — is a good one. Many other organizations
have such a category. Why not survey the
members to see if they support this suggestion?

D.C. Culbertson
Baltimore, Md.

As a member of the ARS for more than
twenty years, and one who has given many
hours during those two decades to chapter ad-
ministration in Santa Barbara, Columbus
(Ohio), and Detroit, as well as serving on the
ARS board for eight years, I get perplexed and
even sometimes perturbed by complaints such
as those of F. Michael Prahl.
I happen to think the AR is a classy publica-

tion far beyond the standard one might expect
for a society of 4,000 members. Mr. Prahl's big-
gest gripe about it seems to be the amount of
advertising. Yet ads, according to the financial

statement in that same issue, pay for about for-
ty percent of its cost. One has to conclude that
Mr. Prahl isn't interested in the economic reali-
ties facing the ARS. Nor does he seem in-
terested in buying new instruments (or even
seeing what's on the market), getting his
repaired, branching out into others, or going to
workshops. He doesn't like the reviews of
workshops or music, either.
As it happens, I know some members who

like the ads best, and the reviews next best, of
anything in the magazine. I personally find this
a bit odd, but it brings home a point that
shouldn't get lost: not every member needs or
wants the same thing from the Society.
If Mr. Prahl remained a member for more

than one year out of four, he might realize that
only about half of his dues go to the actual
"things" he gets in the mail, and the other half
(plus donations from people who do like the
Society) go to keep the organization running
and providing services to individual members
as well as chapters, reviewing and assisting
workshops, supporting an educational program,
and promoting the recorder and its music in the
U.S. and abroad.
What Mr. Prahl says about three Indiana

chapters folding in recent years is true, but
none of them actually asked for assistance, and,
as most longtime chapter members know, chap-
ters don't rise and fall because of what goes on
in New York or in the magazine. It takes a lot

ANTIQUE SOUND
WORKSHOP, ED'

6k)
1080 BEACON STREET • BROOKLINE, MA 02146 • (617) 734-7415

The LARGEST Selection Of
Imported Historical Instruments

In The United States

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

Every instrument is custom-serviced before delivery, and each re-
corder is voiced and tuned to our own exacting professional stand-
ards and guaranteed for the life of the instrument.

More than 450 other historical woodwind, brass, string, key-
board, and percussion instruments in stock for immediate delivery.

Send $4.00 for our complete 56-page catalogue and receive free a
three-year subscription to our customer newsletter and a discount
on your first order. Our hours are 10 A.M. to 6 P.M. Monday
through Friday. Visits to our workshop are by appointment only.

of time and effort from individuals on the spot
to make a chapter go; what the ARS can and
does provide is information (on how to build
membership, develop programs, get tax-exempt
status, etc.), moral support, and limited finan-
cial support for workshops. There is now a
Chapter Circular (new since Mr. Prahl last
belonged) that goes to chapter officers. Also
new is a program in which board members will
consult with chapters on request (the only cost
being their expenses).
As to college and university programs

folding, the ARS has worked to promote ear-
ly music in this area through our Collegium
Memberships. Many college libraries receive
AR. Beyond that, unless we're prepared to en-
dow specialized programs —which are costly—
colleges are unlikely to want our advice. (I
speak as a college administrator myself.)
I'm not saying that the ARS and even AR

can't do better, but I don't see help coming from
members who pop in and out so quickly they
don't notice what is going on.

Suzanne Ferguson
Grosse Pointe Park, Mich.

Changing fashions in vibrato:
"It [Claude Thornhill's band of 19461 was

one of the first bands that played without a
vibrato, you know. Because the vibrato had
been 'in' all the time in jazz, ever since,

:RHC:

Historical Wind
Instruments
After

Museum Originals

Renaissance: Bass Curtal, Treble,
Alto & Tenor Shawms

Baroque: Bassoon, Baritone &
Tenor Oboes after Eichentopf,
Denner, & Gedney

Classical: Bassoon after Grenser

Write for Particulars:

Robert H. Cronin

360 Marmona Drive
Menlo Park, Calif. 94025

USA
Phone: (415) 323-3436

4
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well, Louis Armstrong, you know, that vibrato.
But then Claude's band played without vibrato,
and that's what made it compatible with bebop.
Because the bebop players were playing with
no vibrato7
The quote comes from the venerable pianist-

arranger Gill Evans, interviewed by Ben Sidran
in Jazzletter of June 1988, and it casts new light
on a perennially intriguing topic. Non-vibrato
was both a strong esthetic statement by the
practitioners of bebop anc an easily recog-
nizable aspect of their expressive vocabulary—a
crucial ingredient of the "sound" that went
along with bebop's extended harmonic lan-
guage and its technical prowess.
But Evans' assertion that vibrato can be at-

tributed, like so much else in 20s and 30s jazz,
to the overpowering influence of Louis Arm-
strong, really strikes home (Can it be mere
coincidence that in the late 20s Marcel Tabu-
teau, the legendary oboist cf the Philadelphia
Orchestra, is said to have first introduced his
vibrato?
What does all this have to do with the re-

corder and historical performance practice?
Nothing concrete, perhaps. But simply know-
ing that vibrato can be as much a matter of per-
sonal style and current fashion as it can be an
article of faith or a perceived stylistic im-
perative just might have a liberating effect on
some who accept non-vibrato (or vibrato, for
that matter) as a given, originally handed down
from Mt. Sinai.

Bernard Krainis
Great Barrington, Mass.

Regarding the bass recorder:
This year's Colorado Recorder Festival of-

fered an unusual and delightful experience, one
that I will not forget for a lcng time. Every day
fourteen bass recorder players (including three
with great basses) gathered to play under the
direction ofJoan Wilson. The result: a luscious,
even, organ-like sound. Joar. had brought a sur-
prising amount of music from many periods
written or arranged for bass trios, quartets, and
quintets, as well as exercises and canons in
both bass and treble clef. The success of the
class was clearly related to Joan's being
knowledgeable and in full control, yet very
gentle.
I am writing simply to stimulate workshop

managers and attendees to offer and participate
in such events. It is highly 1:kely that everyone
will find this a most rewarding and joyful ac-
tivity, as did all of us in Colorado Springs.

Frank Plachte
Beverly Hills, Calif

I would like to call attention to a teaching aid
that may not be known to all teachers and
students of the bass recorder.
Recently, a member of our consort started to

play this instrument and asked if I had some
suitable practice material .n bass clef. I hap-
pened to find an old copy of the Rubank
ElementaTy Method for Bassoon (published by

Rubank, Inc., Miami, Fla.). To my surprise,
almost all the music is within the range of the
bass recorder. It covers elementary rhythms
and the simpler scales and arpeggios, and con-
tains technical etudes, some duets, and even
a trio. In playing through the book,! find most
of it as applicable to the bass recorder as to the
bassoon.

George W Comstock
Smithburg, Md.

Tributes to David Hart:
Years ago at Pinewoods, David taught a class

in articulation. The class was too large, and we
were all very average players.
David said, "Go ta-cla." We practiced that for

a few minutes. Then he gave us the music for
a pavan and galliard, and we discussed how to
go ta-da in these dances. After we'd practiced
them under his guidance for a couple of days,
the entire class picked up and flew: nine or ten
of us, all average players, made music together.
David Hart was a magic:an.

Wendy C. Goble
Somerville, Mass.

As a student of David Hart in both New
York and Texas, I need to thank him one last
time for all that he taught me about the music
of the past, and what playing it today is all
about.

Lewis Baratz
Brooklyn. N.Y.

More on Ganassi recorders:
Alec Loretto (Letters, August) says that in

my review of recent writings about the recorder
(November 1987) I misinterpreted his article
"When is a Ganassi Recorder Not a Ganassi
Recorder?" (May 1986. In that article he
described four possible approaches to making
a Ganassi recorder: 1. working from the known
range of the instrument; 2. working from
Ganassi's fingering chart; 3. working from the
chart and the frontispiece picture in Ganassi's
treatise; 4. working from a suitable surviving
instrument of the time. Certain phrases in his
article suggested to me that he was making a
logical progression from worst to best method,
"coming out stror.gly in favor" of the fourth. Of
approach 1 he wrote, "the chances are that,
after much effort and with a large pile of un-
satisfactory recorders, ffne maker] would give
up in despair"; of 2, "perhaps he could achieve
quite satisfactory results"; of 3, "he would have
a better chance of success"; of 4, "many of the
earlier discussed problems would disappear7 I
can accept that, as Mr. Loretto says in his let-
ter, it was not his intention to make such a pro-
gression, although I wish he had phrased his
article more carefully.
A more serious matter is his treatment of

Fred Morgan. In his article, Mr. Loretto dis-
cusses the making of a Ganassi recorder based
on a surviving instrument in the Vienna Kunst-
historisches Museum (C 8522), stressing his

own involvement with it (playing it "more times
than I can remember," and having his students
inspect and play it). Then he mentions "some
makers" (unnamed) who knew this instrument
but were unaware of its importance for the
Ganassi question, concluding with the neutral
sentence, "But today the situation is different,
and Ganassi-type recorders are an accepted
part of the concert scene' In my review I
pointed out that Mr. Loretto's fourth approach
was that talon by Mr. Morgan and I cited
Morgan's 1982 article on the subject in Early
Music. I should also draw attention to the fact
that Morgan made such a copy for Frans Brilg-
gen in 1976, made commercial copies in 1978,
and gave drawings of the Vienna instrument
to his class on recorder making in The Hague
in 1979-80, from which drawings students all
over the world began to make commercial
copies. Thus, it would appear to me that Mor-
gan deserves credit as the first maker to make
commercial instruments based on the Vienna
instrument. For Mr. Loretto to say, as he does
in his letter, ": mentioned the obvious possibili-
ty of working from the surviving original. And
if that is what Morgan does . . 7 suggests to me
that Mr. Loretto is either (still) surprisingly ig-
norant of Mcrgan's work or else trying to dis-
guise the fact that Morgan both made a
Ganassi recorder based on the Vienna instru-
ment and published an article about it before
Mr. Loretto did. I mention all this here to set
the historical record straight. If Mr. Loretto has
information to the contrary, I ask him to bring
it forward.

David Lasocki
Indiana University
Bloomington, Ind.

Guidelines: Letters to the editor should
not exceed 500 words and should be
typewritten and double spaced. They are
subject to editing and abridgement.

The Loux Music
Publishing Co.

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

12087-0C34 Tel. (518) 756-2273

Agentsfor the U.S.A. & Canada:
Magnamusic Distributors, Inc.

Sharon, Conn. 06069

Agents for the United Kingdom &
Ireland:

Alfred A. Kalmus Ltd.
38 E don Way, Paddock Wood
To-ibridge, Kent TN12 6BE

England

'Publishers offine music for the
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HISTORICAL

INSTRUMENTS

INCORPORATED

HISTORICAL WOODWIND MAKERS, SELLERS, & REPAIRERS
1152 Greenpond Road, P. 0. Box 407, Newfoundland, New Jersey 07435-0407

Telephone: (20!) 697-0535

Specialists
in
His
Woodwinds

BUILT IN OUR SHOP:
RENAISSANCE recorders, dulcians, shawms,

cornetts, flutes, rankets

B AROQUE recorders, oboes, bassoons, clarinets

C LASSICAL bassoons, clarinets

FROM OTHER FINE MAKERS:
RENAISSANCE recorders, cornetts, dulcians, krummhorns

cornamuses, rankets, and instrument kits

B AROQUE continuo organs, trumpets, flutes, recorders

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

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.

PLEASE WRITE FOR OUR FREE CATALOGUE.
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CLASSIFIED

FOR SALE: Sacbut, B-flat tenor, "Giardinelli,"
with hard case, used professionally, S350 plus
postage. Marvin Rosenberg, 5:22 Teather St.,
Springhill, Fla. 34608.

MUSIC STANDS: Custom inlaid walnut,
with recorder pegs. By B.W.M. Benn, harp-
sichord maker, 4424 Judson Lar_e, Minneapolis,
Minn. 55435. (612) 922-228C.

PIANO ACCOMPANIMENTS taped to
order: Fox Valley Recorder School is :aping ac-
companiments for study and rehearsal purposes
only. You furnish music and desired metronome
tempo(s). A keyboard professional will tape at
$3.50 pe: page (fracfions prorated), minimum
charge $10; estimates given in advance for
special difficulties. Cassette and return mail in-
cluded. 225-D Linn Court, North Aurora, Ill.
60542. (312) 896-0204.

INTERMEDIATE SAT recorder player seeks
private or class instruction, Palm Springs, Calif.
area. (619) 328-2756.

SOMETHING NEW! Mixed consort music
for the following instrumentation: folk harp,
recorders/bass viol, opticnal voices. Mainly
quartets. Some with guitar pan: and/or chords.
Includes Christmas mus:c. Send SASE for
descriptive catalog. McConnell Publications,
321 Minorca Ave., St. Augustine, Ea. 32084.

THUMB RESTS: Adhesive backing, rose-
wood or ebony, SAT sizes, $10 postpaid.
Maple, cherry, or walnut, SAT sizes, $7.50
postpaid. (N.Y. + 7%.) Seely Workshop, Inc.,
292 Barringston St., Rochester, N.Y. 14607.

BASS REST Support yot_r bass on the floor!
Write for information. Seely Workshop, Inc.,
292 Barrington St., Rochester, NY. 14607.

MUSICIANS STOOL: Adjusts from 161/2" to
183A" high. Folds with carry handle. Padded
seat. For information, write Seely Workshop,
Inc., 292 Barrington St., Rochester, N.Y.
14607.

HARPS OF LORIEN offers a large selection
of musical instruments and cassettes for the
whole family. Inexpensive out excellent record-
ers, drums, harps, pentatonic instruments, pan-
pipes, Renaissance instriments, and more.
Quantity discounts avalable. Catalogue: 610
North Star Route ARS, Questa, N.M. 87556.
(505) 586-1307.

FOR SALE: Oboe d'arnore, Eichentopf, ivory
and silver keys, brand new, $800. Ger-
man/Dutch alto flute, ca. 1720-30, brand new,
four pieces, low pitches: a'=329, 350. $600.

Vincent D. Ritzert, 209 Arlington Ave., Butler,
Pa. 16001. (412) 287-3328.

COME ON DOWN! Miami Chapter Work-
shop, March 10-12. Recorder, viol, percussion,
krummhorn, early notation, dancing, faculty
concert, warm sun, friendly folks, moderately
priced accommodations, lunch outdoors at
Clympic pool. Faculty: Nina Stern, Jack Ash-
worth, Peter Maund, Pat Petersen, Valerie
Horst, others. Tuition $60. Info and res.: call
Gisela Haynes, (305) 665-9843 or write Brigit-
ta Rose, P.O. Box 558434, Miami, Fla. 33255.
An ARS 50 Event, co-sponsored by Miami
Dade South Community College.

FOR SALE: Self-teaching Renaissance flute
manual: thirteen graded examples, solo, ensem-
ble, $7.25 +$2 S/H. Renaissance flute solos:
thirty-six pieces, easy to difficult, $7.25 +$2
S/H. Passaggi . . . Richardo Rogniono, 1592:
d:vision exercises arr. for Renaissance flute,

recorder, $7.25 +$2 S/H. Renaissance flutes
(plastic): $25 +$2 S/H. Instrument stand:
Philippine mahogany, portable, holds eight
recorders SATB, $20 +$2 S/H. Bass seat strap,
$10 +$2 Perrin, 1747 Maltman, Los
Angeles, alif. 90026.

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

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

Now in paperback

MEDIEVAL AND QENAIMANCE MUSIC
A Performer's Guide
Timothy J. MCCee

The book is attractively presented, and the clear arrangement of
chapters, along with the comprehensive index, makes it a valuable
reference work ... heartily to be welcomed.'

Scott Patterson, Music Magazine
Paper 0-8020-6729-8 $15.95

University of Toronto Press
340 Nagel Drive, Cheektowaga, New York 14225
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NEW TITLES FROM MINKOFF

BRUET, N. — Fantaisie pour flute et guitare composee et dediee
M. Camus. Opera 7. Paris, 1826. FS 40.—

A very attractive piece by a composer from Dijon. The flute part may also
be played on the violin.

DEVIENNE, F. — Six sonates pour flute avec accompagnement de basse.
Op. 68. Livre 4. Paris, 1799. FS 65.—

Sonatas in three movements, with cadenzas for the Adagios.

GAILLARD, J. E. — Six sonatas for the bassoon or violoncello with a
thorough bass for the harpsichord. London, 1733. FS 30.—

Composer and oboist of German origin who worked in London: his
four-movement sonatas are consistently charming.

PHILIDOR, P. D. — Premier oeuvre contenant VI suittes 1 2 flutes-
traversieres seules. Avec VI autres suites, dessus et basse pour les hautbois,
flutes, violons, etc. Paris, 1718. FS 75.—

The first three suites each contain a fugue, while the other three are based
on dances.

HOTTETERRE, J. — Airs et brunettes 1 deux et trois dessus pour les
flutes traversieres tires des meilleures autheurs, anciens et modernes.
Ensemble les Airs de Mrs Lambert, Lully, De Bousset, etc. Les plus
convenables I la flute traversiere seule. Ornez d'agremens par M. Hotte-
terre le Romain et recueillis par M*". Paris, ca. 1715. FS 50.—

Some of these pieces have words. Other titles include "English air for 3
flutes", "Italian duo", musettes by Rehel and Mans, airs by Bacilly and
Desmarets. The air "I pledge to drink as much as a Swiss".

HOTTETERRE, J. — Premiere suitte de pieces I deux dessus, sans basse
continue. Pour les flutes traversieres, flutes ì bec, violes, etc... (Euvre
quatriesme. Paris, 1712. FS 25.—

Allemande, rondeaux (les Tourterelles), passacaglia, gigue, these pieces
are prefaced with the following suggestion: "[when playing] on the recor-
der you should transpose up a third those that go too low. You can play
the second part on the viol, using the higher strings".

HOTTETERRE, J. — Deuxiime suite de pieces it deux dessus pour les
flutes traversieres, flutes i bet, viole, etc. Avec une basse adjoutee sepa-
rement et sans alteration des dessus... (Euvre Vleme. Paris, 1717.

FS 25.—

Pieces dedicated by the composer to his pupil, the chamberlain to the
Duke of Orleans: the titles include la Marechalle de Villars, la Saint-
Maurice, les Heureux Moments, les Contrefaiseurs.

HOTTETERRE, J. — Troisieme suitte de pieces I deux dessus pour flutes
traversieres, flutes I bec, haubois et muzettes... CEuvre VIII. Paris,
1722. FS 25.—

Fanfare, musettes, fugue, fantasia, minuet, gigue.

HOTTETERRE, J. — Pieces pour la muzette qui peuvent aussi se jouer
sur Is flute, sue le haubois etc... (Euvre posthume. Plus une suitte de pieces
par accords... En outre La Guerre piece de muzette laquelle n'a point ete
imprimee jusqu'i present. Paris, 1722. FS 40.—

"La Noce champetre" or the "Himen pastoral". The pieces "par accords"
are for two chalumeaux.

7ir

MINKOFF Ask for our specialized catalogue
8, rue Eynard, 1205 Geneva, Switzerland. Tel. 22/ 20 46 60 - Fax 22/ 20 28 57
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Are you bored playing the same music over & over?

COURTLY MUSIC UNLIMITED ANNOUNCES THE LATEST NEW ISSUES!!!

from MOECK

#589 Duette-1988, Volker Kembach for 2 altos contemporary duets of moderate difficulty in neo-classic style. $3.50

#2118 The Hobgoblin Birthday Song & other folklore SATB modern arrangements of English, Irish & Scot:ish folk songs

in the Amsterdam Loeki Stardust Quartet Series. $7.20
#2807 Pavan & Fantasie Dy Henry Purcell arranged by Daniel Bruggen for AAAB & ATB, G-B. $12.00

#2808 Zwei Canzonen-1651,Tarquinio Merula edited by Bertho Driever for soprano & continuo. $15.75

from JOLLY ROBIN PRESS (arranged by Andrew Charlton)

The Wind Consort, Vol I SATB consort p.eces for Crummhoms, Comemuses and other historical wind instruments. $22.00

IRS El Fuego by Mateo Flecha (1530-1604) SATB with optional guitar & tambourine. $19.50

from DOLCE - the newest series by LONDON PRO MUS1CA edited by Bernard Thomas music for recorder (both original & arrangements)
in the form of substantial collections.

DOL101 The Consort Collection Vol I: 39 pieces o: music from the 15th to the 17th century for 4 recorders score only. $8.00

DOL103 Easy Music of Monteverdi's Time Vol I: 9 pieces for 2 sopranos &, continuo score 61. parts. $8.50

DOL104 The Concerto Collection Vol I: 11 Baroque Concertos by Vivaldi, Telemann, Graupner, Baston, Scarlatte for alto recorder
solo part only

MUSIC OF SPECIAL NOTE...

$9.50

LPM RDB1 The Renaissance Dance Book an excel.ent volume that brings together dance material from a wide variety of sources providing
a basic repetoire of use both to dancers & musicians. We used this collection at our workshop in Maine this past summer it
worked wonderfully, brings the music to life! Includes 1) book with introduction, instructions for ea:h dance & musical
scores. 2) complete set of parts 3) tape, performed by London Pro Musica directed by B. Thomas. $45.00

Peters J.S. Bach, The complete recorder repenoire from the Cantatas and Oratorios, 94 pages offering vEluable, previously
#8203d uncollected material for all serious admi:eres of the recorder. $43.90

N2055 Boismortier, Vier Konzerte, op. 38 for 2 altos, something fun and different from the usual french suite form, the two recorder
parts act as both the orchestra and soloist in these compositions. $13.50

Four Bach Sonatas (arrangements of his 4 flute sonatas with obligato harpsichord),the study of these demanding works will be a
desirable task for the advanced player.

N4108 Sonata in C minor (BWV 1030) $8.00
N4109 Sonata in F major (BWV 1031) $6.50
N4110 Sonata in G major (BWV 1032) $6.00
N4111 Sonata in A minor (BWV 1020) $6.50

MENTION YOU SAW THIS AD FOR 10% DISCOUNT

To order any of the alcove listings call toll-free 1-800-2-RICHIE
COURTLY MUSIC UNLIMITED

Recorder and Early Music Shop
2067 Broadway, Suite 27 (bet. West 71st & 72nd St.)

New York, NY. 10023

Open Tuesday through Saturday, 9:45 am to 5:45 pm E.ST.
American Express accepted

Free advice for recorder and early music enthusiasts.. .or those who would like to be
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SHARON, CONNECTICUT 06069, TEI—(203)364-5431

Now available from your local music dealer..

BAMBERG CODEX: Three Motets for 3 voices/instruments
(3 scores)

HENRY VIII MANUSCRIPT: Three Instrumental Pieces for 3 instruments
(3 scores)

LEMLIN: Two Liecier for 4 voices/instruments (4 scores)

RICHAFORT: Two Chansons for 5 voices/instruments (5 scores)

TYE: Two In Nomines for 5 instruments (5 scores)

HAUSSMANN: Paduana & 2 Galliards for 5 instruments (5 scores)

KERNBACH: Duets for 2 altos

HAUSSMANN: Tantze Nach Teutscher und Polnischer Art, 1606
(ssat/satb)

THE PURCELL COLLECTION: Twenty Pieces for soprano recorder & keyboard
(score & parts)

EML 125 $2..2.5

EML 126 $2..2.5

EML 127

EML 12.8

EML 129

EML 130

Mz589

MZ587/588

$2.50

$1.75

$2.75

$2.75

$3.50

$5.00

DOL 105 $7.50

THE CONCERTO COLLECTION: Eleven Baroque Concertos for alto recorder DOL 104

EASY MUSIC OF MONTEVERDI'S TIME: Nine Pieces for 2. soprano recorders & b.c.
(score 8c parts)

BousquEr: Thirty-six Etudes (1851) for alto recorder Solo

LECHICER: VOM Andern Stern, 20 Epigrams for soprano recorder solo

LINDE: Browning, Fantasies on "The Leaves be Green" for 5 recorders
(score & parts)

We are US. distributors of

$9.50

DOL 103 $8.5o

M 2,1 15 $zo.z5

M z546 $13.50

M 2.549 $18.90

RECORDERS: Adler, Aura (Coolsma), Heinrich, Moeck, Schneider, and Zen-On.
HISTORICAL WOODWINDS: Moeck, Musisca. * HARPSICHORDS: Neupert.
RECORDER MUSIC: Anfor, Consort, Gamut, Hansen-Chester, Hug, London Pro
Musica, Loux, Magnamusic, Marlborough, Moeck, Muses Gardin, L'Oiseau Lyre,

Pan, Pelikan, Schott, Sweet Pipes, Tomus, and Zen-On,
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