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A.R.S. EDITIONS NEWS

Two publications have just come off the press:

Antony Holborne. Dances, Grave and Light: edited

for Recorder Quintet by Dorothy Dana and Jennifer

Lehmann (ARS Edition 58). Score, 9 pp. $1.25.

Four more pieces from Holborne's famous collection

of 5-part dances, none of them available in modern

recorder editions to the best of my knowledge. They

are a Pavan (No. 3), a Galliard (No. 32), Lullabie (a

Galliard, No. 4), and an Almayne (No. 56). They have

been edited for S,A,A,T,B. The editors, two active

members of the Princeton, N. J. Chapter, have ar-

ranged things so that there are no page turns within

any one piece.

Hans Ulrich Staeps. Sonata in C Minor in Modo

Preclassico, for Alto Recorder and Piano or Harpsi-

chord. (ARS Edition 62). Score, 12 pp.; recorder part,

5 pp. $2.50.

The latest work by Professor Staeps is a tour de

force, a four-movement Sonata "with a maximum of

late baroque expressiveness ... to serve the advanced

recorder player rather than the virtuoso performer."

The movements are 1. Andante affettuoso; 2. Allegro;

3. Adagio (a stylized Sarabande); and 4. Allegro assai

(a Gigue). The C-Minor tonality ought to challenge

players; it involves frequent moves to A-flat Major

with its D-flat, and there are a few of those fine sound-

ing high A-flats (as in Staeps' Sonata for Alto 8c Piano,

Universal Edition). Both instrumental parts are very

idiomatically conceived.

—Joel Newman

General Editor, ARS Editions.
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THE OPUSCULUM OF THOMAS SIMPSON
BY WILLIAM E. HETTRICK III

English musicians of the late sixteenth and early
seventeenth centuries found an enthusiastic audience
in the aristocratic courts of northern Europe. A desire
for their music had grown out of the popularity of
English acting troupes traveling through Germany,
Holland, and Denmark earlier in the sixteenth cen-
tury, and the tradition of employing composers and
performers from the British Isles was abandoned only
after the outbreak of the Thirty Years' War.1 Among
the English musicians who worked in Germany,
Thomas Simpson seems to have gained a special repu-
tation for his skill.
Although little is known about Simpson, recent re-

search has discovered that he was the son of a John
Simpson and was christened on the first of April, 1582,
in Milton near Sittingbourne (Kent County), located
about thirty miles ESE of London.2 He must have jour-
neyed to the Continent sometime before 1608, when
his name appears on the financial records of the court
at Heidelberg. He was married in Heidelberg in July
of the following year.3
Further information about Simpson's life must be

gleaned for the most part from the prefaces to his four
collections of music, all of which were printed in Ger-
many. In his first known publication, the Opusculurn
Neuwer Pavanen, Galliarden, Couranten, unnd V olien
(Frankfurt a/M, 1610),4 Simpson describes his profes-
sion as "Violist6 und Musicus." Although it would be
tempting to imagine him an ancestor of the later well-
known violist Christopher Simpson (d. 1669), no direct
relationship between the two English musicians has
been found.
Simpson dedicated the Opuscu/um ("Little Opus") to

his patron, Friedrich IV (1574-1610), the Prince Elec-
tor of the Rhenish Palatinate. In his preface, which he
signs "Heidelberg, the 6th of July, 1610," Simpson in-
dicates that "after having spent quite some time in the
service of various courts of princes and lords,"6 he en-
tered the service oil Prince Elector Friedrich, from
whom he had received "all sorts of grace and bless-
ing."7
Friedrich IV is known to have been a lover of music

as well as other forms of entertainment, and he em-
ployed at various times several composers and perform-
ers.8 He seems to have been popular with the peasants
because of his hunting skill and hospitality. Although
Friedrich evidently enjoyed his pleasures up to the time
of his death, there was a serious side to his character as
well. He was grea:ly devoted to his wife, Louise

Juliane, the daughter of William the Silent of Orange.

Friedrich's efforts to unite the German Protestants
reached fruition in 1608, when the Union of Evangeli-

cal Estates was formed under his direction"
Friedrich died in September, 1610, little more than

two months after the dedication of the Opuscu/um.
Following the death of his patron, Simpson evidently
left the service of the court, as his name is absent from
the official records for 1611.1C Simpson's second printed
collection of music, the Opus Pavanen, Volten und
Galliarden, appeared in Frankfurt a/M, also in 1611.
By 1615 he had travelled to northern Germany and
entered the service of the Count of Holstein-Schauen-
burg as a performer and composer.11 Simpson's last
two publications appeared in Hamburg: the Opus
Newer Paduanen, Galliarden, Intraden, Canzonen
in 1617,12 and the Tafel Consort in 1621. By 1622 he
had gone to Denmark, where he served as a performer
in the court of Christian IV.-3 Christian had also em-
ployed Simpson's countrymen, William Bra.de and
John Dowland.
The title Simpson chose for his first publication re-

veals his modesty, for the Opuscu/um is not a "Little
Opus" but a full-fledged collection of music.
It contains thirty dances fcr five instruments, printed,

according to the practice of the time, in separate part-
books. Each of the twelve pavans is followed by a gal-
hard, and three courante-voIta pairs are also presented.
Printed in what may have Leen his twenty-eighth year
and perhaps including some of his earlier music as
well, the Opuscu/um displays Simpson's competence
as a composer of instrumental music. The dances vary
in style from the simpler, light-hearted courantes and
voltas to the more serious, complicated pavans and
galliards. Simpson also included music of other British
composers in the Opuscu/urn. Three of the pavans are
attributed to John Dowland (1562-1626), two pavans
to John Farmer (fl. 1591-1599), and one to Thomas
Tomkins (ca. 1545-ca. 1627).
Concerning the performance of the Opuscu/um mu-

sic, Simpson recommends that it is "to be played in a
delightful manner on all kinds of musical instruments,
especially viols."14 According to our knowledge of the
performance practice of the time, Simpson's music may
often have been played by any ensemble of appropriate
instruments that happened to be on hand. Successful
present-day performances o±' selections from the Opus-
culum have convinced this writer that many of the
dances are well suited to a consort of recorders. Al-
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though a broken consort of winds or even winds and
strings may certainly be employed with good effect, the
predominantly imitative counterpoint generally calls
for a homogeneous ensemble.
The date of the Opuscu/um is given in a cryptic

manner on the ornately decorated title-page. Under
the name of the publisher, Nikolaus Stein, appears the
inscription:

ANNO
DoMInI IesV Christi

At first glance there seems to be little method in the
capitalization of the second line. But if the letters are
realized as Roman numerals, the resulting figure is
1,610, the date of publication. Although the incorpora-
tion of Roman numerals into a sentence or phrase to
indicate a date is not at all unusual in this period, the
example in the Opusculum seems at least notably
clever, especially since all of the possible letters that
could serve as numerals are employed.
The music of the Opusculurn has been relatively un-

known in the present day. Outside of a few selections
printed in a German dissertation,15 the only readily
available modern transcription of music taken from
the Opuscu/um is the pavan by Thomas Tomkins that
appears in the Musica Britannica series.18 In forthcom-
ing publications of Opuscu/um dances, the writer
hopes to make a worthwhile contribution to the rap-
idly growing repertoire for players of historical instru-
ments.
The Opuscu/um music falls into two distinct cate-

gories: music to be used for actual dancing and art mu-
sic based on older dance forms but no longer subservi-
ent to the dance. Thus, while the courante and the
volta were still being danced in the early seventeenth
century, the pavan and the galliard had lost most of
their former popularity. The waning of the pavan as
a dance (and hence also of its companion, the galliard)
was mentioned as early as 1588 by the French dancing-
master Thoinot Arbeau, who stated that the pavan had
not yet gone out of fashion, although in truth it was
becoming less popular.17 Christopher Simpson reported
in 1667 that the pavan had "grown up to a height of
composition made only to delight the ear."18
The pavans and galliards in the Opusculum show

elements of stylization not present in the courantes and
voltas or in pavans and galliards written in earlier peri-
ods. In contrast to the simplicity of the courantes and
voltas, irregularity in the lengths of strains,19 extended
chromaticism, and rhythmic complexity point to the
musical independence of the Opusculum pavans and
galliards.
Among the more definite indications of musical au-

tonomy, the most apparent is a change of meter within
a composition. The pavan as a dance traditionally re-
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quired music in duple meter. TWD of Simpson's Opus-
culum pavans, however, contain sections in triple me-
ter, which would certainly surprise any dancer at-
tempting to fit steps to the music. With the exception
of a difference in the basic note-values, the triple-time
sections in the two pavans are identical to the corre-
sponding sections in the accompanying galliards. As an
illustration, Examples 1(a) and 1(b) show the Canto
part at the beginning of the second strain in Pavan
No. IX and Galliard No. X.

6.1 opm,..1..", Ito. .11 , PCV4I1 E,2) Ex. 11

E1.1 b) No. 1, 6ollicer4

During the time when pavans and galliards were
danced, musicians often improvised the second dance
in triple meter from the music of the first. Two meth-
ods were generally employed: either the metric stresses
were retained and the note-values altered (Example
2a), or the note-values were kept and the points of
metric stress redistributed (Example 2b). When the
galliard was written down instead of being improvised,
it still retained a close relationship with its preceding
pavan. Thus, Thomas Morley, in A plaine and easie
Introduction to practical! Musicke (London, 1597),
described the galliard as "a kind of music made out of
the other."29
Developing out of the Tanz und Nachtanz or Tanz

isnd Proportz, as they were called, the technique of
adapting melodic material to different meters and tem-
pos continued to be employed extensively by German
composers of the seventeenth century who wrote varia-
tion-suites of four, five or six dances, all stemming from
a single model. Simpson is typical of English compos-
ers, however, in that he limited this relationship to the
traditional pair of dances.
Example 3 illustrates one of the methods by which

Simpson composes a galliard using material taken from
the preceding pavan, in this case one of the pavans
written by John Dowland. The pavan is based on Dow-
land's famous "Lachrymae" melody, which appeared
first in his song, "Flow my teares." The Opuscu/um
pavan is a version of "Lachrymae Antiquae Novae,"
the second pavan in Dowland's collection, Lachrymae
or seven Teares figured in Seaven passionate Pavens
(London, 1604).21 A comparison of the Opuscu/um
version with the original printed in Dowland's collec-
tion reveals a great similarity in the Canto and Basso
parts, but more deviation in the three inner voices.
The difference between the two versions is often sim-
ply a redistribution of lines among the parts and is
therefore more apparent to the eye than to the ear.



As Examples 3(a) and 3(b) show, Simpson expands
the first two beats of the pavan (one-half measure in
the example) into a f-ill measure of three beats in the
galliard. After this point, however, the note-values are

retained. At the beginning of the third strain, Simp-
son expands DowlanCs eight beats (two measures) into
nine beats (three measures) in the galliard (Examples
4(a) and 4(b)). The melodic figure undulating between
G-sharp and C in the Canto, Tenor, and Quinto is ex-
tended to fill two whole measures in the galliard, and
the original cadential pattern is simplified.
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The third strains of Simpson's Pavan No. XXIII

and Galliard No. XXIV are given in Examples 5(a)
and 5(b). The strain in the pavan begins with a series
of imitative entries leading into a passage whose singu-
larity has tempted this writer to give the composition
the unofficial title "Simpson's Farewell Pavan," an an-
achronistic allusion tp Haydn's "Farewell Symphony."
The parts drop out one by one, leaving the Canto
alone to play a cadential suspension figure. Unlike
Haydn's symphony, nowever, Simpson's music is not
completed at this pcint. After a quarter-rest, the ex-
pected resolution of :he suspension figure is taken an
octave lower in the Basso, which begins another series
of imitative entries extending through all the parts. A
free imitation of a descending motive concludes the
pavan.
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The five-measure passage In the pavan from the be-
ginning of the third strain :o the solitary C-sharp in
the Canto is compressed into three measures in the
galliard. The parts continue in the galliard, providing
harmony that is only implied in the pavan. The ca-
dential figure resolves immediately on a full D-major
chord. The final passage in the pavan is transferred
to the galliard in identical note-values, with the excep-
tion of a shortening in the middle by a quarter-note.
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The relationship between Dowland's Pavan No. XI

and Simpson's Galliard No. XII is more subtle. Often

only the Canto part links the dances together. In the

opening measures of the galliard the Canto retains the

melody and note-values of the pavan, as Examples

6(a) and 6(b) illustrate. The similarity between the two

parts soon diminishes, and the galliard continues as a

free paraphrase of the pavan.

Et. a) No. , Pavar

V•de No. 31C , Gaillard
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As has been indicated, each of Simpson's galliards

is based in some way on the pavan that precedes it.

Simpson may also have based some of his pavans on

pre-existent musical material as well as the titles given

to two of the Opuscu/um pavans suggest. Under the

first line in the Tenor part of Pavan No. V appears the

inscription "Sachevil's [or Sacheuirs] dolorosi." Since

the customary designation "Pavan" is printed for that

dance in the other four part-books, the title seems to

apply primarily to the Tencr part. No explanation of

the name "Sachevil" has been found, but "dolorosi"
may suggest a madrigal as the source of the Tenor part.
Another title is printed in Pavan No. XV, again only

in the Tenor part. Here the name "Glazerspavan" may
also refer to a pre-existent composition. The word

"glazer" hints that the pavan used as a model was as-
sociated in some way with a guild of craftsmen.
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The pavan entitled "Sachevil's dolorosi" contains a
modulation unusual for its time and all the more re-
markable because of the dramatic way in which it is
introduced. As shown in Example 7, the opening mo-
tives beginning on E in the Canto and Tenor suggest
the key of A major, but the feeling of tonality is miti-
gated by the rising chromatic lines in the Canto, Basso,
and later the Tenor. An unexpected eighth-rest in all
the parts calls attention to the following chordal sec-
tion that passes through B major and returns to A ma-
jor at the cadence. The enharmonic notation in the
Quinto, Alto, and Tenor in the seventh measure re-
veals that the harmonic functions of D-sharp and A-
sharp in the key of B major were not yet recognized.
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As a final example of music from the Opuscu/um,
the first two phrases from Simpson's Volta No. XXVIII
are presented in Example 8. Compared with the gal-
liards, which are written in exactly the same meter,
Simpson's courantes and voltas are far less complicated
rhythmically. In order to give the appropriate impres-
sion of a faster tempo, the present writer has tran-
scribed the courantes and voltas in the meter 6/4, with
two beats to the measure. As Example No. 8 indicates,
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hemiola (in this case the regrouping of a measure of
6/4 with two beats into 3/2 with three beats) is fre-
quent in these simpler dances. The first short phrase
up to the middle of the second complete measure is
repeated with variations. The Canto and Quinto ex-
change melodies, as do the Alto and Tenor, although
with alterations of register. The Basso repeats its line
an octave lower with a slight deviation at the begin.
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fling of the third measure. Therefore, with the excep-
tion of changes in register, the two phrases sound very
much alike, especially when played by a homogeneous
ensemble.
It may be assumed from the preface to the Opuscu-

lum that Friedrich IV was satisfied with Simpson's mu-
sic. Although Friedrich died shortly after its publica-
tion, he may already have heard music from the "Little
Opus" performed from manuscript.
Thomas Simpson's talents as a musician evidently

earned him the esteem not only of his aristocratic pa-
trons, but of German musicians as well. Simpson's col-
lection of music published in 1617 contains a dedica-
tory poem in Latin signed by Michael Praetorius. The
poem evokes muses and other mythological personages
to extol the accomplishments of the "honored musi-
cian, Thomas Simpson, Englishman."22
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THE DECLINE OF THE RECORDER
IN THE 18th CENTURY

BY DANIEL WAITZMAN

Why did the recorder become extinct in the eight-
eenth century? The answers to this question are of im-
portance not only to music historians but to all who
are intimately concerned with the recorder. All of us
want to see our instrument flourish. None would like
history to repeat itself, as far as the recorder is con-
cerned.
Several reasons are commonly given for the record-

er's decline and temporary eclipse. These are:
1. The alleged dynamic inflexibility of its sup-

posedly impersonal tone, which precluded its use in
the dynamically expressive music of the post-Baroque.1
2. The instrument's soft tone.2
3. Its limited range.3
4. The advent of the multi-keyed transverse flute.4
The first three reasons are more important as evi-

dence that the instrument was in a very sad state of de-
cline, rather than the reason for the decline itself. The
fourth is completely without foundation, since the re-
corder was virtually extinct as a serious woodwind by
the time the transverse flute acquired additional keys.
What then were the causes of the recorder's decline?

It sems likely that the following factors were respon-
sible:

1. The recorder lacked a significant class of profes-
sional players. There were many amateur recorder
players but few professional recorderists. This is not to
say that there were none. The recorder parts of J. S.
Bach's Brandenburg Concertos 2 and 4, many of Tele-
mann's works and some of Vivaldi's, notably the three
flautino concerti (which may or may not have been
written for sopranino recorder) and the Sonata for
"Flauto, Fagotto e Basso continuo," F. XV, no. 1
(which is definitely for alto recorder, not transverse
flute), demand virtuoso players. But most professional
recorder playing appears to have been done by men
whose main instrument was not the recorder. There
was no Quantz of the recorder. With very few excep-
tions (notably Majer6), treatises on the recorder reveal
no great knowledge of the instrument on the part of
their authors. Hotteterre's treatise on the recorder in
his Principes de la Fldter and Prelleur's section on the
instrument in The Modern Musick-Masters are typi-
cal. Most treatises on the recorder were written for

gentlemen amateurs. There Is no work on the instru-
ment that is even remotely comparable to Quantz's
Versuch.
Performance standards must have been terrible. In

the words of Sir John Hawkins, "...a flute [i.e., re-
corder] was the pocket companion of many who
wished to be thought fine gentlemen. The use of it was
to entertain ladies, and such as had a liking for no bet-
ter music than a song-tune, or such little airs as were
then composed for that instrument; and he that could
play a solo of Schickhard of Hamburg, or Robert Val-
entine of Rome, was held a complete master of the in-
strument...." (Does this description of music-making
on the recorder sound familiar?)
These then were the players responsible for the re-

corder's survival in the musically turbulent years of the
first half of the eighteenth century. Much was going on
during this period. The various manifestations of the
early post-Baroque — the German Ernpfindsamkeit, the
French Rococo, the graceful Italian opera buffa style
exemplified by Pergolesi — flourished, along with the
old-fashioned Baroque styles. There was, in fact, an
overlap of at least twenty-fivE years between Baroque
and early Classic. In this hectic period, operatic ele-
ments were freely introduced into instrumental music.
Woodwinds were expected to be as flexible and can-
tabile as the human voice. The relatively new oboe
became the most important orchestral woodwind.lo
With its "prodigious messa di voce,"11 it satisfied com-
posers' demands for expressivity. So did the transverse
flute, despite its inferiority in certain other respects.
Moreover, the register breaks on the flute, besides be-
ing less closely spaced than on. the recorder, in the sec-
ond octave, could be more easily mitigated than on
the recorder, with its fixed flute. Thus the flute was
better fitted for a cantabile style of playing (in which
smoothness is valued more than distinctness) than the
recorder (on which the duration of a note can be con-
trolled to an extent that is impossible on the trans-
verse flute). The flute is to the recorder what the piano-
forte is to the harpsichord. The flute is translucent,
slightly blurred, romantic. The recorder is transparent,
sharply defined, classical.
Yet these differences are not so great as to prevent
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the successful use of the recorder in the "new" style.
The recorder can achieve a messa di voce, especially if
it is fitted with a bell key. It can achieve other dynamic
effects. It can be played in a smooth, cantabile manner;
but only by those willing and able to work in order to
counteract what appear to be the natural tendencies of
the instrument. Quantz could have done so, had the
recorder been his main instrument. Telemann could
have, had he not been one of the most prolific com-
posers in history. Messrs. Paisible, Valentine and their
lesser followers could not. They could only chirp and
slurp their way through a few easy sonatas and ar-
rangements. They, more than any change in musical
style, were responsible for their (and our) instrument's
decline.

2. The recorder's true nature was not generally ap-
preciated, even at the height of its popularity. Most
composers thought it incapable of expressing any af-
fects save gentleness, meekness, back-to-naturism, and
death.12 Its very name, "flilte-douce," is indicative of
this misconception. Undoubtedly, the recorder ex-
presses such affects admirably, when used in its lower
registers. But it can also express more violent passions
—rage, fear, and the like. It is only necessary to take
advantage of its brilliant high registers and its facil-
ity in executing leaps and rapid passagework. But to
do so, one must have players who are thoroughly fa-
miliar with their instrument, including its higher reg-
isters.

Most recorder music, besides being low in quality, is
low in tessitura. The notes above d" ' are seldom used;
those above gw, almost never. Yet it is in its higher
registers that the recorder is at its best.13 Unlike the
flute, it is weak in its low register. The recorder is, in
fact, a clarino flute.

3. The high tessitura of the soloistic alto recorder
discouraged composers from writing idiomatically for
the instrument. The alto recorder is pitched a fourth
above the flute. Recorder music that really exploits
the instrument is too high to be played on the eight-
eenth-century flute or oboe. It is rather uncomfortable
on the violin. Most composers were reluctant to com-
mit themselves to an instrument without a significant
professional class of players, by writing music playable
on it alone. Given the choice of writing effectively for
recorder only or writing not so effectively for recorder
but not excluding the oboe, flute or violin, they close
to do the latter. Why not? They had to make a living.
The most famous examples of this kind of writing are
the Handel recorder sonatas.

There is another reason why the high registers were
neglected. It was evidently difficult to write a trio-
sonata for two melody instruments which were a
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fourth apart in tessitura. The two top parts of a trio-
sonata were usually written either in the same range
or veil, far apart (e.g., recorder and bassoon). Appar-
ently composers found it convenient to treat the alto
recorder as if it were nearly identical with the flute in
tessitura.14
The result was that the recorder, consistently used in

its low registers, acquired a reputation as a weak-toned,
inexpressive instrument, whose "... soft and insidious
quality. ...can easily tire ..." the listener.15
It may be asked, at this point, why the alto, not the

tenor, was the solo instrument of the recorder family,
in view of all the problems created by the alto record-
er's high tessitura. The answer to this question is that
the tenor is a weak-toned, unresponsive instrument,
useful in consort work, but unsuitable as a solo vehicle
for the expression of anything other than restrained
lamentation. There is no reason to believe that eight-
eenth-century tenors were any better. The tenor is in
need of a complete redesigning.
The only major composers who really appreciated

the recorder's true nature were J. S. Bach and Tele-
mann. In his second Brandenburg Concerto, Bach uses
the recorder together with another clarino instrument
— the trumpet. This and the fourth Brandenburg Con-
certo are well-known to recorder enthusiasts. But Bach,
on the whole, neglected the recorder. He used it only
15 times "... in his Cantatas, Oratorios, and Pas-
sions...."16 He used the transverse flute 70 times in
these works — almost five times as much.17 He com-
posed several flute sonatas, but not a single recorder
sonata. The relative neglect of the recorder by this phe-
nomenally great composer (who, if anything, was rather
conservative musically) is an eloquent commentary on
the state of recorder playing in the eighteenth century.
Telemann, on the other hand, seems to have written

more for the instrument than anyone else. He appre-
ciated the value of the high registers, going further
than Bach in this respect. In his F Major Sonata, he
uses a high c"'.'8 In his Concerto in F Major for re-
corder and strings, he uses high a' as welll19 Could
he have known how to obtain this note by closing the
bell?

4. The exploitation of the highest registers of the
recorder posed special problems for eighteenth-century
recorder makers and players. The notes f#w, a", b-
flat", c#"', etc., on the alto, are either impossible,
out of tune, or ugly, unless produced by fingerings in-
volving the closing of the bell. It is this technique that
enables some modern recorderists to command a range
of over three octaves (though in general, the notes
above b"' are not suitable for melodic passages, while
e-flat" " can apparently be obtained only by means of
a difficult artifice). Without it, even the lower half of



the third octave remains incomplete or out of tune,
and the recorder's range is unduly limited. The eight-
eenth-century flute, on the other hand, commands a
range of over two octaves and a sixth without the use
of any special technique.
This technique is not peculiar to the recorder. Simi-

lar techniques involving the bell were in use on the
tabor pipe,20 the chanter of a bagpipe known as the
Union pipe21 and on the French horn from the mid-
eighteenth century onward.22 Nowadays, an open-
standing key, controlled by the little finger of the right
hand, is used to facilitate the closing of the be11.25 That
this key was not invented in the eighteenth century is
probably due to lack of resourcefulness on the part of
eighteenth-century players. Such an improbable tech-
nique does not occur :o those who treat the instrument
casually.
Its adoption — certainly within the technological ca-

pabilities of eighteenth-century woodwind makers —
might well have enabled the recorder to hold its own
throughout the eighteenth century, by making its bril-
liant high register aavilable and providing duplicate
fingerings with great dynamic potential (a messa di
voce can be performed on a number of notes with the
aid of the bell key). In this form, perhaps with a few
trill keys added, the 7ecorder could conceivably have
survived until the appearance of the cylindrical Boehm
flute in 1847. At this point, a major redesign would
probably have been required, and, with a healthy tra-
dition of professional recorder playing, certainly car-
ried out. We would then enjoy the benefits of the ex-
perience of more than two centuries, rather than two
generations, of recorder making and playing.
5. With the rise of post-Baroque styles, there was a

lessening of interest in clarino instruments. The cla-
rino trumpet died out. The French horn became a
pedal instrument in the orchestra, rather than a me-
lodic one. Players cultivated its mellow middle register
rather than its brilliant high register.24 The violino
piccolo became obsolete. Clearly there was an increased
cultivation of instruments of the middle range of the
orchestra, at the expense of those of high pitch. The
recorder could have been affected by this, at least in
Germany, where the greatest progress had ben made in
the exploitation of its high registers. Classical compos-
ers made frequent use of the woodwinds as pedal in-
struments. For this purpose the flute, with its lower
tessitura and more sonorous low register, is better
suited than the recorder. By the time that composers
again felt the need for a high pitched flute, the re-
corder was no longer around in serious music.
6. All these factors interacted with one another, giv-

ing the recorder a bad reputation and discouraging
serious students from studying the instrument. This in

turn discouraged serious composers from writing for it.
Recorders were still being made in Mozart's time,25 yet
Mozart never used them, to our knowledge.
The whole process was probably circular in nature.

The recorder declined because of the conditions out-
lined above. Because the recorder was declining, these
conditions grew worse. And so on and on, like a snow-
ball rolling down a hill until the instrument, with its
brilliant high register, creamy middle register, tender
low register and fantastic but unrealized possibilities,
became a chameleon that popped up now and then in
the nineteenth century — as the csakan in the 1830's,26
as a marching instrument in the American Civil War,27
etc. The French flageolet and the vertical flute (or Eng-
lish flageolet) survived until the twentieth century.
The latter instrument was superseded by the recorder.28
What of the recorder today? It has more than re-

gained its eighteenth-century status, since it boasts of
a small number of extremely competent virtuosi of in-
ternational repute. But it remains predominantly an
amateurs' instrument with an abominable reputation.
This predominance of amateurs is unique among

woodwind instruments. With every other instrument
it is the professionals who take the lead and amateurs
who follow as best they can. When one thinks of the
transverse flute one calls to mind Baron, Rampal and
other outstanding virtuosi, rather than the fellow next
door who played the flute in the high school band.
This is not so with the recorder, where professionals
are forced to follow in the footsteps of amateurs.
This reversal of roles has had some strange conse-

quences. The generally recognized range of the re-
corder, as reflected in published music and arrange-
ments, still remains that of the eighteenth century,
even though it is considerably greater today. The mu-
sic itself is as low in quality as in tessitura. It is simply
riot economically feasible to publish music that ex-
ceeds the capabilities of amateurs — or what publishers
conceive of as the capabilities of amateurs.

Even the design of the instrument itself has been
held back by its amateur status. It has changed little
since its eighteenth-century days. The soloistic alto is
still too soft in its lowest octave and too shrill above
b" 1. The larger sizes of recorder are simply too soft.
A really modern recorder does not exist. Even the finest
recorder maker in the world is kept too busy turning
out neo-Baroque recorders for his predominantly ama-
teur clientele to undertake the development of such an
instrument, which, he feels, would attract only a small
number of customers. There are even a few who object
that his present instruments are too loud for use with
"lutes and viols!" Recorder makers must satisfy their
customers in order to make a living. The majority of
their customers want "historically correct" instruments.
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They consider anything that did not exist on a Bressan
or a Stanesby to be somehow unsuited for Baroque mu-
sic. They get what they want. Their instrument suffers.
Thus, appearance and tradition are given undue im-

portance. What little keywork that exists on the pres-
ent recorder is mounted in ways that were already con-
sidered inferior 120 years ago. When pillars are used,
holes are drilled into the bore to receive them. The
bore is finished with less care than the outside of the
instrument.

Professional recorder concerts are exceedingly rare.
Almost all concerts in which recorders figure are given
by amateur groups. Consequently the concert-going
public hears mostly amateur recorder-playing. A bril-
liant performance by a professional recorderist is taken
for granted by the non-recorder-playing public. This is
not surprising. The public has come to expect such
precision from professional musicians. What stay in
their minds are the many performances by recorder
players who have not truly mastered the fundamentals
of their instrument. The public, its sensibilities of-
fended by so much bad recorder playing, does not seek
to learn the reasons for its existence. It simply assumes
that the recorder is a primitive instrument, incapable
of being well-played, except by a few freaks.
To the public (and to most musicians), the recorder

is somehow set apart. This attitude is reflected in the
use of the term "recorder-player," rather than "record-
erist." Can anyone imagine Isaac Sterne being called a
"violin-player?" This attitude is also evident in ad-
vertisements, such as one which appeared in a recent
issue of this magazine, in which "recorders" and "wood-
winds and brass" were advertised. It is strengthened by
the snappy, glib articles on the recorder that appear
every now and then in the popular magazines, and by
the recorder's widespread misuse in the schools as a
"pre-instrument."
There are almost no serious students of the recorder

in this country, below the age of twenty. It is very hard
to attain mastery of an instrument after this age.
"Where will the next generation of recorderists come
from? Clearly the recorder is not attracting many seri-
ous, talented youngsters. This is alarming but in no
way surprising, in view of all that has been said above,
together with the resultant lack of a large repertoire
which uses the instrument to best advantage.
In many ways, the position of the recorder today is

similar to its position in the eighteenth century. In
fact, the ratio of amateurs to professionals is probably
greater than ever before, in this industrialized, wealthy
society.
Moreover, the "recorder movement" carries around

a burden of ideological dead weight, left over from its
beginnings in the early part of this century. In those
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days, there was a reaction against the complexities of

modern life, modern music and modern instruments.29

People saw, in the apparent simplicity of the keyless
recorder, an old-world charm that appealed to their
escapist, romantic natures.39 It was not unusual to per-
form in costume.31
Much of this fancy-dress antiquarianism is still with

us. It accounts for many of the things mentioned
above. It holds our instrument back.
Its most insidious form is that of "authenticity."
Most of us feel it our duty to become musicologists as
well as instrumentalists. Enthusiasts who cannot exe-
cute a trill know that it is incorrect to begin it on the
main note. Most of us take the past as our mentor,
rather than our own common sense. We are narrow-
minded rather than eclectic, despite the fact that intel-
ligent eclecticism was advocated by musicians such as
J. S. Bach, C. P. E. Bach32 and Quantz.33 Too many of
us prefer the bad to the good, if the former is histori-
cally "correct."
Technique is neglected. For most of us, ornamenta-

tion is a way of concealing our inability to produce a
beautiful tone. It is so much more interesting to dabble
in the study of performance practice than to sit down
and try to make our recalcitrant instrument behave.
What can we do to insure the survival of the re-

corder in serious music? We might seek to apply the
improvements in woodwind technology that have been
made in the last two centuries to the recorder. The
ARS might consider sponsoring the development of a
truly modern recorder. Perhaps this would be a suit-
able project for a foundation grant. We might become
familiar with other woodwinds and woodwind players,
especially flutists, from whom we can learn a great
deal. We might take our instrument more seriously.
Perhaps then others will, too.
Edgar Hunt has written:
"The revival of the recorder which we are witnessing is
founded on... the need for a simple means of musical ex-
pression, available for amateurs. By these standards it will
grow and flourish."34

Surely the recorder is more than this. It ought to take
its place beside the flute and oboe as "... the classic
Western instrument of the flageolet family."35 It would
be tragic if it failed to do so, lingering on instead as a
popular toy, an object of ridicule and scorn.
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FRESCOBALDI CAMONA
(Commentary on ARS Edition No. 53 )

BY COLIN STERNE

A major challenge to the successful performance of

this Frescobaldi Canzona is the form of the piece itself.

To make it convincing is not easy. What we have are

seven brief sections of music, varying in tempo and

texture, the shortest of them only three measures long,

and the longest consisting of no more than seventeen

measures. It is apparent that the serenity and grace we

associate with the Renaissance have here given way to

a dramatic effect resulting from strong contrasts. Fres-

cobaldi's changes in mood are abrupt, even nervous.

Our piece is not unique, incidentally; these are the

characteristics of the early baroque "quilt canzona."

To attempt to impose an order upon the music by

smoothing it out in performance is to deny these es-

sential characteristics.
In examining the piece you will become aware that,

although there are seven sections of music, there are
not seven diverse moods to be presented. The two

Adagios, for example, are patches on our quilt that are

obviously cut from the same musical cloth. It is as if

the two Allegros between them only serve to interrupt

their single musical gestures. They need to have the

same tempo, then, and the same abandon in perform-

ance. And the Allegro of measure 39 has its counter-

part in the final Allegro of measure 61. Both of these

will come off best if they are done at the same tempo

and with the same vigor as the opening section of the

piece. Then, too, the editorial suggestion of quarter

note equals c. 138 for this fi-_-st section permits a tem-

poral relationship between it and the 3/2 section

which follows. If one begins counting the new 3-pulse

in measure 17 (in spite of the fact that it contains a

whole-note) the transition between these sections will

Ex. I

(re... or preceding)

J

-0-- nr 
be easier to accomplish (Ex. 1 .1 The same thing should

happen in measure 39: the first half-note should be

counted in the new tempo of the second half of the
measure. The 6/4 Allegro should be a brisk one - its
dotted half-note = the half-note of the preceding sec-
tions.
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So much for tempos. A word, now, about the man-
ner of performing each section. The word "abandon"
has already been mentioned in connection with the
Adagios. They should be intense in feeling and free in
rhythm. And the ornamentation suggested editorially
for them is a bare minimum. Add whatever you wish.
(This invitation is extended for the entire piece as
well.) The 3/2 should be played smoothly and the 6/4
with sprightliness. A point of interest in the final
Allegro: it interweaves two musical ideas. The first of
these is announced immediately in the bass line. See
that your continuo players perform it broadly and
with sonority, and do so yourself when you have the
figure later. The second of the two ideas occurs first in
the recorder part. The second treatment of it should be
light, clean, and rhythmically marked whenever it oc-
curs (Ex. 2).

Ex. 2

Allegro

Minya

4—r
Ear r
cJ 

r r 7. 4 J 

r 
And finally, use ritards sparingly within the piece.

They should be there at the cadences, of course. Fresco-
baldi himself, in writing about the performance of his
keyboard toccatas, encourages us to use them. But ex-
cessive ritards will only produce an irritating stop-and-
go effect. Save the big ritard for the end of the piece.
There, if all has gone well, you can afford to bring the
piece to a triumphant conclusion.

I. The examples are reproduced with the kind permission of the
publisher, Galaxy Music Corp., N. Y.
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Recorders Recommended
and Otherwise

A Survey of A.R.S. Examiners Views

BY JOEL NEWMAN

When the professional performer and teacher is
asked about his most and least favored makes of re-
corder, he is rarely at a loss for words. Since detailed
and complicated answers are necessary, the luckiest
askers are those who can benefit from •the personal
teaching relation with the professional. Realizing how
few people interested in the recorder are allowed this
opportunity, I prepared a questionnaire for the eight-
een members of the A.R.S. Examiner's Board. Though
fully aware of the difficulties and the traps of an over-
simplistic approach, I asked them to place Recom-
mended, Satisfactory, and Unsatisfactory ratings on
nine widely available brands of recorders. Answers by
the following thirteen examiners are the basis of the
survey given below — Martha Bixler, Leo Christiansen,
Robert Clements, Lalloue Davenport, Erich Katz,
Bernard Krainis, Eric Leber, Joel Newman, Morris
Newman, Gloria Ramsey, Colin Sterne, Carolyn Wil-
hoyte, and Kenneth Wollitz. (Two others responded
but were not included, one a recorder-making exam-
iner and another who took refuge in the complexity
of it all and did not answer the queries.)
The reader is warned to approach these figures —

like all statistics — with great caution. There is cer-
tainly no question here of a "valid sampling." The dif-
ficulties in formulating pat answers to these questions
should be kept in mind. Few of the participants played
the game the same way. For some of them Recom-
mended was the only favorable response and the Satis-
factory label implied little more than rejection. For
others, the middle ground of Satisfactory meant just
what it says. Most disadvantageous is the fact that few
of those polled specified their views on all the choices
presented, especially under the Unsatisfactory heading.
In addition, opinions on some eight unlisted makes
were volunteered by some.

Accordingly, the most useful results of this survey
will be those choices where the largest number of votes
were cast for a make and size of recorder.
In order to avoid misunderstanding it should be

clear that the views expressed here are those of the in-
dividuals polled and do not reflect any official attitude
of either the American Recorder Society or of its
journal.

N.B. Italicized items were not included in the survey, but were
volunteered by a few of those polled. Crown refers only to
the Crown (NAgeli) recorder.



SOPRANO RECORDERS
RECOMMENDED SATISFACTORY UNSATISFACTORY

Dolmetsch  11 Fehr  5 Adler   7
Kung  7 Kling  4 Koch   7
Fehr  5 Adler  3 Moeck   4
Moeck  2 Heinrich  3 Mollenhauer 3
Heinrich  1 Koch  3 Kling   2
Coolsma  2 Dolmetsch  2 Heinrich   2
Aura  1 Moeck  2 Fehr  

Mollenhauer ... I Sonata   3
Crown  2
Aulos  1
Coolsma  1
Stieber  1

ALTO
RECOM MENDED SATISFACTORY UNSATISFACTORY

Von Huene  12 Dolmetsch  4 Adler   11
Dolmetsch  9 Fehr  4 Koch   8
Fehr  6 Kling  4 Kling   6
Kling  2 Moeck  4 Moeck   6
Coo/sma  2 Heinrich  3 Mollenhauer 5
Aura  1 Koch  1 Heinrich   4

Mollenhauer 1 Sonata   3
Coolsma  2 Crown   1
Aura  1
Crown  1
Stieber 

TENOR
RECOMMENDED SATISFACTORY UNSATISFACTORY

Von Huene  12 Heinrich  5 Dolmetsch   9
Moeck  5 Kling  4 Adler   8
Fehr  2 Dolmetsch  3 Koch   8
Heinrich  1 Koch  3 Kting   5
Kling  1 Moeck  3 Moeck   3
Crown  2 Mollenhauer ... 2 Mollenhauer 3
Aura  2 Adler  1 Fehr   1
Herwiga Fehr  1 Heinrich   1
(Pre-war)  1 Aura  1 Crown   1

Purcell  1 Herwiga Sonata   3
(Pre-war)  1

Stieber  1

BASS
RECOMMENDED SATISFACTORY UNSATISFACTORY

Dolmetsch  8 Dolmetsch  5 Adler   8
Von Huene  3 Kling  5 Koch   5
Kling  2 Koch  3 Kling   5
Heinrich  1 Heinrich  2 Moeck   4
Mollenhauer Mollenhauer 2 Mollenhauer 2

Moeck  1 Crown   2
Stieber  1

GREAT-BASS
RECOMMENDED SATISFACTORY UNSATISFACTORY

Von Huene  5 Moeck (new) 3 Adler   7

Stieber (No. Adler  2 Kiing   4

longer made) 5 Kling  2 Koch   2
Kling  3 Von Huene  2 Moeck   2

Von Huene   1

SO PRANINO
RECOMMENDED SATISFACTORY

Dolmetsch  5 Crown  1 UNSATISFACTORY

laing  3 Dolmetsch  1 Crown   1

Adler  1 Mollenhauer . 1

What sopranos and altos do you recommend for

children?
SOPRANOS

Dolmetsch Plastic   7
Kung   4
Fehr   3
Adler   2
Aulos   2
Aura   2
Moeck   2
Crown   1

Fehr  
Aulos  
Kling  
Crown  

ALTOS
Dolmetsch Plastic   8
Aura   3

9
9

Heinrich   1
T. Mathias   1
Von Huene  1
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A VISIT TO THE KELISCHEK WORKSHOP
BY WESLEY M. OLER

One of the faithful, making the hajj to Atlanta —
the Western Hemisphere's Mecca for replicas of his-
torical stringed instruments — finds a single entry in
the telephone directory under the prophet's name:
KELISCHEK WORKSHOP violins 386 Allendale
Drive S.E. 373-0380. The entry gives our pilgrim no
inkling of what awaits him as, footsore and powdered
with the red dust of Georgia's roads, he knocks at last
on the door of a neat, ranch-style suburban home
across from a championship golf course. The door is
opened by Rosemary Kelischek, who says, "Yes, this is
George Kelischek's workshop," and then, "George is
very busy right now." She doesn't have to look at the
clock; George is always busy, but for the interested vis-
itor he will drop everything, tour the premises, and

54

hold a lively conference on any aspect of Old Music
and Old Instruments.
George has enclosed the patio to make a long work-

room with windows "that catch the early morning
light" (the visitor notes that word "early"). Here are
a drafting table, violin benches, dozens of special
clamps, glues, templates, moulds — everything for as-
sembling and finishing the instruments. Chunks of
ivory and thin sheets of wood, mostly spruce and curly
maple, occupy shelves in one corner. A cabinet con-
tains the raw ingredients for mixing varnish, the pow-
ders, granules and liquids bearing exotic labels: sanda-
rac, mastic, elemi, acaroid, dragon's blood. Across the
carport is the other half of the workshop, the machine
room, set apart from the rest of the house because of



the noise and the piles of sawdust and wood chips. Here
one sees a wood la:he, band saw, circular saw, high-
speed router, grindstone, and all the tools needed in
the ancient art and modern science of wood-turnery.
The amateur woodworking hobbyist is thunderstruck
with the orderliness that prevails. Pegboard, files, draw-
ers, shelves, cabinets, containers, and racks are pro-
vided for the methodical disposition of tools, mate-
rials, parts, and drawings.
The attic is included in the tour. It is chiefly here

that wood is seasoned: thin sheets of curly maple, rose-
wood, and boxwood for sides and backs; spruce for
tops and sounding bpards; pernambuco for bows; rose-
wood in drilled blocks for woodwinds. Here, too, are
stacks of Geo (polyvinyl chloride) tubing for George's
recently developed plastic instruments, and still more
forms and moulds a: readiness for making dulcimers,
rebecs, hurdy-gurdies.

The living room has been converted into an office
and showroom. Here are files of music (for George is
also a dealer in music for the instruments he sells), a
half-dozen viols and fiedels and fifteen violins and
violas, and two Orff xylophones. Cases of bows are on
shelves, twenty-odd recorders and other woodwinds
stand on dowels, and ranks of drawers contain acces-
sories and replacement parts such as pegs, bridges,
strings, tailpieces, and mutes. In a corner stands Rose-
mary's desk, and on the desk is the thing that turns the
wheels — a stack of unfilled orders for instruments.
The height of this stack, and the calibre of the schools,
colleges, musical organizations, and individuals re-
questing instruments, are the measure, to a large de-
gree, of the success of the workshop.

Born in 1930, George spent his first seven years in
Upper Silesia, a corner of Germany bordering on
Poland and Czechoslovakia. Then the Kelischeks moved
to Westphalia, near the Dutch border. Although there
were no professional musicians in the family, the five
children were exposed to music from their earliest
days. George, the eldest, began violin lessons when he
was nine, and soon he was teaching recorder to himself
and the others. Constantly moved from one children's
refuge to another during the war years, George and his
brothers and sisters had little opportunity for formal
schooling. At the war's end, at the age of fourteen,
George was apprenticed to a cabinet maker. During
this apprenticeship he not only ferreted out the equiv-
alent of a high-school education but engaged in every
musical activity he could. He was particularly influ-
enced by Fritz Joede's Musikantengilde, a youth organ-
ization which offered instrumental and singing activi-
ties on a wide scale. Using materials at hand, George
began to make instruments on his own, starting with
small tympani. He sold all he could make of these, and

soon made and sold fiede13, guitars, and psalteries —
crude, to be sure, but in great demand in those days.
By the time he was seventeen and had earned his jour-
neyman's certificate as a cabinet maker, George had
chosen his calling, and he started at the bottom again,
this time as an apprentice in the workshops of Her-
mann Moeck in Celle. Moeck owned a considerable
collection of historical instruments and a fine library
of works on organology. George kept the instruments
in repair and began to make copies of them; and he
devoured every book, periodical, and museum catalog
in the library. Evenings ar_d week-ends, George took
lessons in organ playing, harmony, and counterpoint.
He traveled to neighboring towns to sing in choirs and
to learn choral conducting and in vacation time he
journeyed far to visit museums and to study their in-
strument collections. When Helmut Monkemeyer com-
missioned Moeck to build a quintfiedel, George was
put in charge of the project, and he was soon foreman
in the shop's stringed instrument section.

After four-and-a-half years with Moeck, George left
to open his own workshop in his home town of Witten,
in Westphalia. Out of his indentures at last, he cele-
brated by marrying Rosemary, whom he had met while
singing in a Lutheran church choir and who played
viol and recorder. Three years later the Kelischeks had
three children, George had earned his certificate as a
master violin maker, and his instruments were finding
their way into local as well as foreign markets; Hol-
land, Austria, Denmark, Sweden, Switzerland, and the
United States. At this juncmre the Young Man de-
cided to Go West, and he emigrated to Canada with
no plans except to learn English fast. One of his first
jobs was official violin repairman for the Interlochen
National Music Camp in 1951. While there he heard
musicians talk of Atlanta, a dream city where it hardly
ever snows and where violin; lie broken for years for
want of a luthier. With his 1950 Hudson sagging under
his family, their personal effects, and all the parapher-
nalia of his trade, George drove to Atlanta in the State
that bears his name. Before he had unpacked, a line
began to form outside his rented bungalow — a line of
musicians, each cradling in his arms an ailing instru-
ment for the master's healing touch. George has not
lacked for work since.

Nowadays, in his new home and his elegantly laid-
out workshop, George no longer goes after the repair
business. The backlog of orders for new instruments
keeps him as busy as he can manage, and — as his
name becomes known — he spends less time hustling
and promoting. Somewhat to Rosemary's exaspera-
tion, however, he now devotes countless hours to in-
strument development. He is obsessed with the possi-
bilities of new methods and new materials to make his
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instuments more dependable, rugged, musical in tone,
and more beautiful in appearance.
Five years ago George became interested in mak-

ing krummhorns. Interest lead to experimentation, de-
velopment, and finally to a major commitment — in
time, energy, invention and capital — toward the devel-
opment of krummhorns and other reed-cap instruments
made of plastic. The reed is the critical part of this
class of instruments, and George has developed plastic
reeds, of superior musical properties, that can be mass-
produced, and are uniform, dependable, and inter-
changeable. He has also designed a reed-cap assembly
to house the reed, again with standardized parts for
easy interchangeability, which traps and absorbs con-
densate, controls and tunes the reed from the outside,
and raises and lowers the staple from the outside. This

assembly can be used equally well for rauschpfeifen
and kortholte, for the members of the reed-cap family
differ only in their bore characteristics.
Playing Kelischek krummhorns, whether of plastic

or of handcrafted rosewood, is a gratifying experi-
ence; their tone is bright, range has been extended up-
ward with keys, intonation has been tamed, and they
speak easily and with less breath pressure than we had
become resigned to. If the bore of a krummhom is
smooth and perfectly uniform, especially if the bell

flares, it is a loud instrument, fully capable of outdoor

performance in the company of trumpets, zinks, sack-

buts, and shawms. Indeed, there is ample pictorial doc-
umentation for the use of krummhorns with such in-

strumental combinations. The krummhorn is easily

muted, however; it can buzz along softly, a wisp of tis-

sue in its bell, with lutes and recorders. The method

of making the characteristic curved end of the krumm-

horn — the hook-shape which gives the instrument its
name — has much to do with its sonority. If, as was

done traditionally, the bore is first drilled then steamed

and bent, the cross-sectional shape is changed from
round to oval, with loss of brilliance and loudness. If

the crook, like the exemplar in the Vienna collection,
is fitted separately and is bored by drilling three times,

in three different directions, in a wood block which is
then carved to a hoop shape, the inevitable irregulari-
ties in the bore again degrade the tone. George makes
a wooden crook by routing half the bore in each of two
blocks, the bonding them together in accurate register.
This double block is then carved to its curved contour,

the bell being shaped to suit tone requirements. Dif-
ferent tone colors can be obtained by changing detach-
able bells. A moulded or extruded plastic crook, which
can be covered with leather if desired, is acoustically
best of all.
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George has even invented a "new" reed-cap instru-

ment made in bivalve fashion by routing half of the

bore in mirror-image halves of wood (like the krumm-

horn crook just described). He bonds the two blocks

together, then turns the instrument on the lathe to

a slender silhouette. The bore is cylindrical, like a

krummhorn's; but, being convoluted, it gets twice the

the length one would expect from such a short instru-

ment. It is much like a kortholt, but with the fingering

of a soprano recorder. George feels that this simple in-

strument, readily produced in plastic, will provide the

amateur with a bass reed instrument at a modest price

and with no embouchure technique to learn.

Readers of this journal know that George conducted

a contest to name tilis ingenious new instrument. He

was astonished wher_ twenty people suggested the name

"Kelhorn." George declared them all winners and

sent each a complimentary instrument. Part of the

demand for these instruments, George feels, is a quick-

ening of interest in Renaissance and Medieval music.

To fan this flame, George has published a tutor, with

the help of Shelley Gruskin, for Krummhorn and Kel-

horn. To no one's surprise, this will be the first instruc-

tion book ever published for the Kelhorn; but some

may be surprised to learn that it will be the first for

the Krummhorn, tco.

In the last two years, George Kelischek finally licked

the delays and bottlenecks inevitable in getting into

production his plastic woodwinds. This part of the

business is now like the tail that wagged the dog. De-

mand has been brisk. Agents in several foreign coun-

tries have been franchised to handle the export trade.

The paraphernalia of this worldwide enterprise soon

filled every room in his home, and George has long

since moved his family out and into the house next

door.

George still struggles to keep up with orders for

viols, lutes, rebecs, and hurdy-gurdies. He now has do-

it-yourself kits available, (including one for the lute

with a shell of vacuum-moulded plastic), which lets

him tap the mass market. Such efforts to keep costs and

prices down are good public service, George believes,

and good business. But when someone sends him an

order for "your best viola-dl-gamba," a far-away, happy

look comes into George's face that shows he has not

forgotten his first love — the production of fine hand-

crafted stringed instruments.

Wesley M. Oler is well-known for his large collection of re-

corders and wind instruments. This article is the result of two

visits to the Kelischek workshop, one in 1965 and another this

year.

AMERICAN RECORDER SOCIETY EDITIONS

GALAXY
MUSIC CORPORATION
2121 BROADWAY NY 22

No. 41 PASTORALS Seymour Barab
(S.A.A. or S.A.T.)

No. 42 CANZON dopo l'Epistola
Girolamo Frescobaldi

(S.A.T.B.) Transcribed by Marvin Rosenberg

No. 43 HUNGARIAN FOLK SONG
SONG SETTINGS Bela Bartok
(S.A.T.) Arranged by David Goldstein

No. 44 THREE PIECES Alvin Etler
(A.A.T.)

No. 45 TUDOR TRIOS
(for Three Recorders)
Transcr. from Orig. Sources by Joel Newman

No. 46 TRIO SONATA No. 4
Laurence Powell

(for Soprano & Alto Recorders and Piano)

No. 47 FOUR LITTLE FUGUES
Fux. Caldera & Albrechtsberger

(for Recorder Quartet)
Transcribed by Angela Maria Owen

No.48 INTRODUCTION, AIR AND
COUNTRYDANCE Don Stone
(S.A.A.T.)

No. 49 SONATA Benedetto Marcello
(for Alto Reco7der & Keyboard)
Adapted by Maurice Whitney

No. 50 THREE MOVEMENTS Erich Katz
(S.A.T.)

No. 51 MUSIC FROM SHAKESPEARE'S
DAY Philips, Daman, Morley, Lupo
Transcr. from Orig. Sources by Joel Newman
S.S.T. and S.A.T.)

No. 52 CHANSONS
for Recorders ;A.T.T.B.)
Edited by Howard Mayer Brown

No. 53 CANZONA of Girolamo Frescobaldi, arr. by Cohn Sterne

No. 54 SONGS AND DANCES by John Koch

No. 55 SONATA IN D MINOR of J.-B. Loeillet, arr. by Elloyd Hanson

No. 56 SARATOGA SUITE by Hans Ulrich Staeps

No. 57 RENAISSANCE RHYTHMIC STUDIES of Heinrich Isaac, arr. by
Rev. B. J. Hopkins

Available through your music dealer
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MUSIC REVIEWS
HANS-MARTIN LINDE. Sonate in D Minor, fur
Altblockfidte und Klavier. Mainz (Germany): B. SchotCs
Sohne, 1961. (N. Y.: Assoc. Music. Pub 1.)
The majority of contemporary compositions for ac-

companied solo recorder utilize the piano rather than
the harpsichord. The obvious reason for this has been
the wider distribution of piano and pianist. During
the last few years this situation has been corrected to
the extent that performances of baroque recorder mu-
sic with piano accompaniment are rare indeed. Unfor-
tunately, contemporary sonatas conceived in pianistic
terms do not transplant well to the harpsichord. In the
few cases where the direction "harpsichord or piano-
forte" is given, as in Linde's Trio for recorder, traverso
and keyboard, or the Lennox Berkeley Concertino, the
character of the music is absolutely transformed by the
choice of keyboard instrument, much more so than is
the case with baroque music. This can lead to diffi-
culties in performance if the music has been rehearsed
with one instrument and performed with the other.

For this Sonata in D minor, Linde specifies
"Klavier" and the keyboard part is completely pianis-
tic, requiring crescendo, diminuendo, sustained chords
and so on. This at once raises problems of balance: the
frustrations of competing with a piano are familiar to
most recorderists. The pianist must therefore exercise
restraint, at least to the extent of keeping the piano
closed, avoiding the pedal (except for the two places
where its use is indicated in tthe score) and making the
staccato passages light and detached. With these pre-
cautions, the recorder player who tackles the Linde
sonata will find that he makes himself heard surpris-
ingly easily. A glance at the score shows why this is so.
Except where a theme is stated in octaves, as in the
first movement, the recorder is kept in the high regis-
ter when the piano is in its middle register; when the
recorder descends below its middle f" the piano part
is kept low, or plays sustained long notes or chords;
when the piano plays a strong rhythmic motif in the
middle or high register, the recorder's high notes can
still be heard because they are long enough to make
their effect. Heavy chords encrusted with accidentals
are refreshingly absent. Observance of these simple
ground rules, by no means a straightjacket for a com-
poser, would have rescued a number of other contem-
porary pieces for this instrumental combination.

Linde's Sonata is therefore readily performable: It
makes no virtuosic demands on either performer and
is rewarding from the point of view of ensemble. The
music is strongly tonal for the year 1961 when it was
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composed, and the first movement especially, has that
character of somber passion which we have come to
expect from D minor since Bach's time. The opening
of the first movement is very strong — the tempo indi-
cation (sehr schwungvoll — stirring, full of fire, ener-
getic) typifies the theme. There is a limit to this sort
of thing on the recorder, and it is better to "just play
the notes" and leave the mood to the piano which can
do it very well, until measure nine where a high de-
scending passage ending in an effective sweep back to
f" ' allows the recorder to contribute its share of inten-
sity. At measure 23 the recorder has a legato passage in
the lowest part of its range. This should not be forced,
because the piano texture is transparent and the lis-
tener will have heard the melody stated by the piano
immediately before. At measure 53, the term einleiten
(ushering in) designates a short bridge passage leading
to the last statement of the opening theme, and re-
quires plenty of tone and a slight ritard, from the re-
corder. The second movement, "Aria" demands ex-
pressive, sustained tone from the recorder, and enough
rhythmic conviction to hold the ensemble during the
first eight measures of quiet, rhythmically ambiguous
chords on the piano. The central section has a number
of written out mordent-like ornaments which should
be played crisply and exactly on the beat. At measure
29 the second and third of these should be played
slower, and the lower 32nd-notes tongued, reverting to
the normal slurred mordent at the a tempo (measure
30). The final d" of the recorder part is more effective
if played softly using the alternate fingering 01345(6).
I find this movement less convincing than the other
two. The last movement, "Rondo," taken at the rec-
ommended metronome tempo is not difficult tech-
nically: the staccato sixteenth-notes yield to double
tonguing and the few passages in 32nds can be
thrown off quite easily. The difficulties lie in the fre-
quent changes of time signature (eighth-note constant
throughout) and in achieving a good ensemble. For-
tunately the piano almost always precedes the recorder
with the restatement of the rondo theme, and the re-
corder must echo the piano's anapest exactly in tempo
"by ear" rather than by counting beats. The delight-
ful episode at measure 56 should be played very le-
gato, with precise finger movements to articulate the
sixteenth-notes. The melody is shared with the piano
and should be nicely balanced between the instru-
ments in style and dynamic. This movement is the
most effective and best suited to the combination, in
my opinion.

The sonata as a whole is serious and well wrought.



Although it does not appeal to me melodically as
much as some of Linde's other recorder compositions,
I would certainly place it among the four or five con-
temporary sonatas for recorder and keyboard that I
consider worth performing.

—Peter Ballinger

JACOB VAN EYCX. Der Fluiten-Lusthof. Variations
for Solo Soprano .Recorder. Edited by Hans-Martin
Linde. B. Schott's Sane, Main; 1965. (Ed. Schott
5343)

WILLI HILLEMANN (arr.). The Musical Baroque.
Duets for Descant cnd Treble Recorders. Nagels Ver-
lag, Kassel, 1965. (Ed. Nagel 1231)
ERICH KATZ (arr.). Elizabethan Trios. Madrigals
and Canzonets, arranged for SAT (or alternate instru-
ments). Anf or Music Publishing, Brooklyn, N. Y., 1966.
(RCE No. 3)

ROBERT CARR. Divisions upon an Italian Ground
for Alto Recorder and Basso Continuo, from "The De-
lightful Companion (1686). Edited by Hans-Martin
Linde. B. Schotrs Siihne, Mainz, 1965. (Ed. Schott
5344)

Jacob van Eyck (c. 1590-1657), carillonneur at
Utrecht Cathedral, was apparently an accomplished
player of the recorder. His Fluyten Lust-hof, (Flute's
Garden of Delights', (1646), contains nearly 150 song-,
dance-, and psalm-tunes with his own divisions upon
them. A surprisingly large majority of them are musi-
cally excellent, and all are valuable as technical exer-
cises and examples of the art of making divisions. (The
complete work is available in a three-volume set, mini-
mally edited by Gerrit Vellekoop and published in
Amsterdam in 1958. That edition includes van Eyck's
interesting fingering instructions for "de Hand-fluit.")

Mr. Linde has made a good and representative selec-
tion of fifteen pieces, adding very plausible suggestions
of articulation, phrasing, and ornamentation. Editorial
accidentals are clearly and properly distinguished from
original markings. The typography is particularly fine,
but it is wastefully large and widespread on the page.
The same number of pages could have accommo-
dated up to twice the amount of music. One could
wish that Mr. Linde had included one of the two sets
of divisions on the "Lachrymae Pavan," as those who
have heard Frans Briiggen's concert performance will
want to study the music. (Mr. Briiggen's version, how-
ever, is a hybrid of the two separate sets.)

Those who own Carl Dolmetsch's Universal Edition
of three of the van Eyck pieces will be interested to
know that only one of them is duplicated in the Linde

selection. Tune detectives will recognize van Eyck's
"Rosemondt" as "Tower Hill," and his "Engels Nach-
tegaeltje" as the same bin i which sings in Elizabeth
Roger's Virginal Book (1656) and in a recorder trio
arranged by Albert Hess from an English ms. collec-
tion of 1700 in Book II of Hess's 800 Years of Music
for Recorders.

Willi Hillemann has in The Musical Baroque sup-
plied a generous collection of twenty-two short duets
arranged for soprano and alto recorders from works of
English, French, Italian and German masters from
William Byrd to J. K. Krebs. The collection is de-
signed as a teaching aid, the easy top part to be
played by the student, the more demanding bottom
line by the teacher or a more advanced student. Many
of the duets sound very well on recorders; when they
do not, it is usually because the lower part is a typical
thorough-bass line of the period and sounds rather
silly on a treble instrument. Such pieces are greatly
improved by the use of a -pass recorder, with perhaps
a tenor or alto recorder playing the melodic line. The
printing is good, there are no awkward page-turns, the
measures are numbered, and the quantity of music is
a good value for the price. Ornamentation and phras-
ing have not been added.

The eight Elizabethan Trios have been arranged by
Dr. Katz from madrigals and canzonettas by Byrd,
Morley, Bateson, Wilbye and Weelkes. In the words
of the arranger, "Texts are included so that the player
will better understand the character and thereby the
approximate tempo of each piece" — a very commend-
able inclusion which doubles the usefulness of the col-
lection by making possible a performance by voices,
instruments, or a combination of the two. Dr. Katz's
selection has been guided by his expert ear for what
sounds well on our instrument, and his suggestions for
phrasing are exemplary, aiding the flow of the music
and clarifying its patterns SD well that each piece seems
like an old friend on a first playing. Suggestions for
alternate instrumentation are given, the page-turns are
conveniently placed, the measures are numbered, and
the typography is uniformly excellent. Qualitatively
and quantitatively, this is one of the best bargains ever
offered to recorder players.

The edition of "Division; upon an Italian Ground,"
from Robert Carr's The Delightful Companion (1686),
is welcome not only for itself but as a companion piece
to the divisions on the same ground published anony-
mously some twenty years later in The Division Flute,
available (with four other pieces) in the Bass Recorder
Album of Walter Bergmann (Schott 8c Co., 1960).
There are ten variations in each set, the eleventh in
Carr's work being a reprise of the first. The composer
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of the later of the two works did not copy Can's divi-

sions, but there are inevitable similarities. In one
place, Can is a bit more florid and he ornamented
freely, while the later composer made no suggestions
along this line; but any player familiar with the style

and period would probably add cadential trills and
other decorations, including the sort of division found
in measure 46 of Can, without being told to do so.

The chief contribution of each editor is, of course,
the keyboard realization of the ground itself, and their
success is fairly matched here. In both volumes the har-
monic texture is transparent and never muddy. Mr.
Linde has several happy inspirations in the movement
of his voices, but Dr. Bergmann (whose realizations
have never faded to surprise and delight this reviewer)
has a muse more consistently imaginative: the accom-
paniment to the fifth division in his book is very mov-
ing, and the imitative motion in the seventh is most
effective. As a matter of personal preference, it is felt
that the bass recorder is more suited than the alto to
the melancholy implications of the beautiful Italian
Ground.

To forestall the charge that Dr. Bergmann's work
has been reviewed under the guise of a review of Mr.
Linde's offering, let it be repeated that these editions,
though necessarily related through the Ground, are
from separate sources, and if you can afford it you
should have both in your library. Comparisons aside,
Mr. Linde's work is unreservedly recommended as a
worthwhile purchase.

—Roy Miller

HUGO ALKER. Block floten-Bibliographie (Recorder
Music Bibliography). Wilhelmshaven: Heinrichshof en's
Verlag, 1966

This book is the second and enlarged edition of a
work that was published first in 1960/61 and was re-
viewed in this magazine in May 1963 (vol. IV, 2). Un-
fortunately, the main complaint we had at that time,
namely that this bibliography almost completely ig-
nored American publications and was therefore woe-
fully inadequate from our point of view, has not been
remedied. While one could be charitable when this
happened in the first edition, it must be called un-
pardonable now. Why didn't the author more mod-
estly and truthfully title his book an anthology of
German, or at best, European recorder publications?
Or did he think his dozen or so American entries (all
of them from Hargail) would make the difference? It
is significant that the solid German book cover, in the
copy which we received for review, is hidden under a
paper cover with English title. But I am afraid this

will not do. It means sailing under false pretenses.

That every book of this kind is to some degree out-

dated even at the moment of its appearance, is natural

and unavoidable. The only safeguard against this fate

would be to limit the contents to a definite deadline

and then make the book an on-going affair by issu-

ing regular annual or bi-annual supplements. Yet it's

basic plan has to be beyond reproach and not erratic.

Hugo Alker's Anthology, according to the foreword,

wants to be a help to recorder players in guiding them

through the maze of known and unknown publica-

tions. The author attempts to give "complete" cover-

age in some of the sections, such as solo and trio so-

natas and chamber music. In others, he restrains him-

self to a choice of material that is tried and proven

(erprobt) and that is easily available through the trade.

To inject personal judgments in an enterprise of this

kind is always dangerous, even though practical con-

siderations may justify the procedure. There must be

a wide divergence of opinion about what is tried and

proven; I would disagree with the inclusion of a good

deal of utterly unimportant material, while missing

some that I would value more highly. The author is,

of course, entitled to his choice, but it is always safer

to base an anthology on more objective principles

about which there can be no question. In the first sec-

tion of the book (Quellen und Veroff entlichungen)

even a few so far unpublished manuscript items are

listed. Are these "easily available through the trade"?

If the author's bypassing of American recorder mu-

sic is not intentional — and there is no indication that

it is — then it can only be attributed to an astonishing

ignorance in this field. Among general sources, our

magazine, THE AMERICAN RECORDER, is listed as edited

by Martha Bixler, Bernard Krainis and Marvin Rosen-

berg. Obviously, the latest number which Mr. Alker

has seen, if any, dates from around 1960.

The book is very well printed and produced, and it

is surely the result of a great amount of diligent labor.

It is all the more a pity that to American recorder play-

ers (there are close to a million of them, according to

latest estimate) it is of very little value. And European

recorder players are being kept unaware of what is

done overseas.
—Erich Katz

WILHELM BRADE: Newe ausserlesene Paduanen

und Galliarden zu 6 Stimmen, 1614. Herausgegeben

von Helmut MOnkemeyer. Consortium Series 1133.
Heinrichshofen's Verlag, Wilhelmshaven, Germany

(C. F. Peters Corp., U.S.A.)
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This is the thirE set of pieces by that admirable
Elizabethan-in-exile, William Brade, to appear in Herr
Miinkemeyer's series. The set was chosen from Brade's
"Newly Selected Pavans and Galliards for 6 parts,
never before printed, to be played on any musical in-
struments, but especially on viols ("Fiolen"), Ham-
burg, 1614." Brade published these compositions after
he had settled down as Viol Player and Musician to the
City of Hamburg, -aut he tells us in a foreword that
they had served to entertain at "royal and princely
courts."

Monkemeyer has chosen four dance-pairs: three
Paduana-Galliard sets and one Paduana-Allmandi.
These thick-textured pieces make excellent playing
and study material for advanced consorts of recorders
or viols or, of course, mixed groupings. I use the word
"advanced" for two reasons, the problems of the music
itself and those of the edition, which leaves breathing,
phrasing, and articulation decisions up to the player
(whose success will be contingent on his experience in
consort playing).

These works are naturally richer than the five-part
pieces already known to us, but some of the usual
Brade mannerisms are still in evidence. He inverts the
top parts in the repetitions of the first Gaillard, an act
of thoughtfulness towards Soprano II. In two of the
Pavans he introduces rhythmically complex sections in
3/2, in 6/4, and in combined 3/2-6/4 and 6/4-0 His
customary tunefulness and rhythmic verve are every-
where.

Recorder groups will find that an SSATTB combi-
nation works, except in the Allmand; here a great-bass
is more suitable, though an alert bass recorder player
can tuck a few low E's into his range. (In measure 16,
the bass must be careful to read only the low E and
F# up an octave.) If a bass viola da gamba can take the
lowest part, the high complex of top parts will feel
wonderfully "grounded."

The editor has followed his usual policy of preserv-
ing original note-values and using regular barring by
means of his miniaturized barlines. There is one place
where I wish he had forsaken his practice of "minimal
editing," the triple portion of Paduana No. II, where
he could have helped the players over the tempo
change; the patches of combined 6/4 and later on
in the piece look harder but are fairly easy to figure
out. I caught just one printing error: meas. 30 of
Paduana III ought to have a brevis C in the bass in
both score and part.

This is highly recommended music for the large
experienced ensemble. And more Brade please, Mr.
Editor!

—Joel Newman

ROBERT STARER. Rice-fcare for Recorders (S.S.A.;
score & parts). New York: Sam Fox Publishing Com-
pany, 1963
RICHARD STOKER. Music for Two, for Descant
Recorders. London (New York): Chappell & Co., Ltd.,
1966
RICHARD STOKER. Little Dance Suite, for Re-
corder Trio (S.S./A, A/ t; score dr parts). London (New
York): Chappell & Co., Ltd., 1966
MEYER KUPFERMAN. Music from "Hallelujah the
Hills." For Flute and Piano, or Recorder and Harpsi-
chord. New York: General Music Publishing Co., Inc.,
1963
Robert Starer is a contemporary composer of some

eminence. His Ricercare for Recorders has not much
to do with contemporary music, but it is a clean and
lively little piece, quite easy and well written for the
instruments, and most suitable for schools or for re-
corder groups looking for new and undemanding ma-
terial. The music was commissioned by the Dalton
Schools in New York, and I am sure those children
have great fun with it.
Richard Stoker's Music for Two is for very begin-

ners, in 5-tone range, and if the second soprano part
were played by an alto, it would even be easier. The
mixolydian mode is insis-.ently applied and adds a
little spice to the simple melodies.
The same composer's Dance Suite is also for begin-

ners but on a slightly more advanced level. It uses osti-
nati and drones to good advantage, and the short
dances are tuneful and formally well balanced. But all
this is music for modest demands, in every respect.
The seven pieces by Kupferman belong to a very

different category. They were originally written for a
film score, and since I don't know the film, I cannot
judge how well the music may have fit in this context,
but it is quite expressive and conveys definite moods.
In style it is unabashedly romantic, with an overlay of
impressionistic harmony. From a technical point of
view, the music is certainly better suited for flute than
for recorders. The range of the solo part requires so-
prano, sopranino, alto ani tenor in turns, and even
that does not always work unless allowances are made
by adjusting the melody in various octaves. The edi-
tion specifies that the above mentioned members of
the recorder family should be used, but does not indi-
cate where and how. Players who like extreme ranges
may find this work a chat enge to meet.

—Erich Katz

SEVENTEENTH CENTURY ITALIAN DANCES:
From B. M. Royal Appendix Ms. 59-62. Edited by Joel
Newman. Pennsylvania State University, University
Park and London, 1966.
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This collection is a set of twelve ensemble dances
selected from the 44 contained in an Italian Ms. which

is now in the British Museum. Tentatively dated
around 1540, these pieces, the editor points out, are
important as rare examples of Italian contribution to
the form in the sixteenth century.

Edited for recorders primarily, these dances lend
themselves to performance on other instruments as
well. The low, close-spaced harmonies and typical
small range of parts make these pieces particularly well
suited to krumhorn. Modern krumhorns with added
keys will meet few difficulties of range (provided sev-
eral sizes are available), although early ones would
have had to do more "juggling" to make them fit.

The editor alternates "pavans and pavan-like pieces"
(No. 11, "El Todescho," is literally an alman) with
triple dances which he calls "SaItarelli" and which he
claims are ancestors of the galliard. However, the only
piece in this collection originally marked "Saltarello"
(No. 12) rather resembles the later coranto in its basic
metrical structure, as does the (originally untitled) No.
6. The rest seem to fit the structure of the galliard (or
its faster and more lightly-danced relative, the tor-
:lion), and should probably be phrased in the same
manner in performance. -

The editor mentions an interesting "quirk" in the
Ms. notation, the use of the "misleading" symbol ft at
the head of 19 of the triple dances. However, he has
not told us which (if not all) of the ones chosen for this
collection have this "misleading sign" (nor are we told
what reduction of note values has been used). Since
such mensuration signs are sometimes found to have
a tempo significance, it would seem that the informed
performer, as well as the historian, should have re-
course to this information.

Another quirk of the original notation, which the
editor does not mention, is the practice of placing rests
at the beginning of each piece to fill in the proper num-
ber of beats for the repeats. The continuation of this
practice in modern editions is confusing to the per-
former. For example, the introductory quarter rests of
Nos. 4 and 10 give a false visual impression of the
opening, galliard-like rhythm. (Both of these examples,
I feel, should have 6/4 3/2 signatures like the rest of
the triple dances). The retention of introductory rests
in Nos. 6 and 12 prevents the editor from "completing"
these dances as an early musician would automatically
have done in performance. Modern performers should
be advised to add a half-note repetition of the final
chord of No. 6 and to take the second ending both
times in No. 12, ignoring the opening rests on the repe-
tition of both pieces.
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The barring of the triple dances according to the

hemiolia patterns has the fortunate side-effect of indi-
cating, as well as modern notation can, the primary

points of climax and repose of these dances. It also has
the effect, in certain cases, of slightly obscuring the
point where one phrase ends and another begins. The
editor has attempted to remedy this problem by the
use of articulation commas; possibly a few more are
needed. Also, the accent marks used to indicate the
editor's preference in cases of ambiguous hemiolias
seem on the whole well-placed, but the mark itself im-
plies a more violent attack then is appropriate for the
recorder. Perhaps another sign, such as a tenuto mark,
might be more suitable.

By and large, however, Dr. Newman has shown ad-
mirable editorial restraint. No edition can hope to be
a short course in early music performance practice; it
can only hope not to stand in the way of a historical
and musical interpretation and to give suggestions to-
ward the realization of such an end. In this respect this
edition is a worthy addition to the commonly available
editions of Renaissance dances. I hope that the rest of
the 44 dances of this excellent Ms. collection will soon
be available.

—Herbert W. Myers

Hans Coolsma is planning the first series
of 100 alto recorders based on a Bressan
instrument of about 1720.
These recorders will be exact copies, including the
low pitch of a semitone below a' 880. The wood
will be grenadilla with ivory mouthpiece, rings and
thumbhole (the original is boxwood) and there will
be double holes for f 7' and g# (original has single
holes).

The price of this instrument is:
750, — or $210. —

Those wishing to place an order
will have a benefit of
Hfl. 125, — or $35. —

if they pay half of the sum (Hfl. 375, — or $105.—)
in advance before 7/1 /1967, to cover the initial
cost of the production.

The balance (Hfl. 250, — or $70. —) ought to be
paid one week before delivery.

Delivery may be expected approx. June, 1968.

HANS COOLSMA
Recorder Builder

305 OUDE GRACHT UTRECHT/HOLLAND



RECORD REVIEWS
ANTONIO VIVALDI: Concerto in C major for Re-

corder, Strings and Continuo (P. 79); Concerto in G

major for Strings and Continuo ("Alla rustica"), Op.

11, No. 11 (P. 143); Concerto in A major for Strings

and Continuo (P. 235); Concerto in C minor for Strings

and Continuo (P. 427); Concerto Gross in D minor,

Op. 3, No. 11, from "L'estro armonico" (P. 250). Frans

Brfiggen, alto recorder; Amsterdam Kammerorchester;

Gustav Leonhardt, harpsichord; Andre Rieu, conduc-

tor (in P. 79 and 427); Anthon van der Horst, conduc-

tor (in P. 143, 235, and 250). TELEFUNKEN (Das

Alte Werk) (S) SAWT 9426-B, $5.79; (M) AWT 9426-
C, $5.79.

If one could own but a single record of Vivaldi's mu-

sic, he could hardly do better than pick this wen-
played and recorded anthology of concertos, so varied
in style but representative of his genius. The C major
"Flautino" concerto (P. 79) has previously been re-
corded on sopranir_o recorder, as well as piccolo and

flute, and here appears for the first time performed on
alto recorder — although the English version of the
unsigned German notes on the record jacket says it is
for "Descant Recorder," a mistranslation of "Diskant-
Blockflote" (sourar. ino). The soloist, Frans Brfiggen,
gives it a brilliant performance, demonstrating marvel-
lous breath control and virtuoso technique, especially
in the dashing finale.

The other concertos are for strings — and how
Vivaldi understood and loved the violin! The outer
movements of the G major concerto, "Alla rustica," are
like a horse race along a hot country road, with a short
breather in between.. In marked contrast, the C minor
concerto is rather somber: a flowing allegro, followed
by a lovely mournful Largo, and ending with a won-
derfully inventive fugue. The A major concerto, again
so different, with the addition of a minuet could
almost pass for an early classical symphony; whereas
the Concerto Grosso in D minor reflects a much earlier
style. It is a masterwork which J. S. Bach so admired
that he paid Vivaldi the ultimate compliment of tran-
scribing it for organ (S. 596).

G. F. HANDEL: Cantata "Nel dolce dell'oblio" for
Soprano, Recorder and Continuo; Sonata in A mi-
nor, O. 1, No. 4, for Recorder and Continuo; Sonata
in E major, O. 1, No. 15, for Violin and Con-
tinuo; Aria "Das zitternde Glanzen der spielenden
Wellen" for Soprano, Violin and Continuo; Concerto
zn G major and Sonata in G minor for solo Harpsi-
chord. Annelies Huckl, soprano; Rene Clemencic, re-
corder; Eduard Melkus, 18th Century Tyrolean Ba-
roque violin; Vera Schwarz, harpsichord. MUSICAL

WESNER
Superior
RECORDERS
• The finest quality. ... INDIVIDU-

ALLY MADE OF 20-YEAR AGED
KARWOOD by master craftsmen!

• Used and Endorsed by Recorder
Instructors the world over . . .
Inchiding

SAM LESNER
CHICAGO DAILY NEWS

It is with creat personal pleasure that I repeat

after an interval of almost 10 year. an expression of

complete satisfaction with the Wesner recorder. which

I use exclusively in my recorder classes at Central.

Y.M.C.A. and in several Community groups devoted to

adult edutation.

It is now almost 20 years since / began teaching

the recorder, and frequently, student. arrive with a

motley array of recorders from various manufacturers.

I try to persuade them to switch to restore since I

have found that over long periods o: playing the

Wesners remain true to pitch and stromfor in tone.

The growing national interest _n recorder...toying

is moit gratifyfog and Ian certain that a great many

more recorder enthimiaate will disc.ver the superior

quality of the Wearier.

• MADE WITH EXCLUSIVE
WESNER LEAK-PROOF
CORK JOINTS

Expertly built. Baroque fingering. Have
rich tonal qualities . . . keep their tone
and pitch for amazingly long time .. .
handle trills and embellishments easily.
Ideal for class room, TV acd radio studios,
solo or ensemble, home or concert stage.

• 4 BASIC MODELS:
Soprano — Key of C  Each $ 6.75
Alto— Key of F  Each 15.00
Tenor —Key of C  Each 25.00
Bass— Key of F  Each 79.50

COMPLETE WITH SWAB AND BAG
INDIVIDUALLY BOXED

Al yooir favorils dealer

823 SO. WABASH, CHICAGO, ILL. 60605
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HERITAGE SOCIETY (S) HMS 722, $2.50; (M) HMS
1 722, $2.50.

This record contains a nice collection of early Han-
del works. The recorder sonata and cantata "Nel dolce
dell'oblio" will be well known to readers, but many
may be unfamiliar, as I was, with the attractive Ger-
man aria and the short one-movement concerto and
sonata for solo harpsichord, all of which are well pre-
sented. The major attraction on this record is the ele-
gant performance of the violin sonata, which features
stylish ornamentation in the violin part and an equally
satisfying harpsichord realization of the figured bass.
The soprano soloist also sings tastefully and has a
lovely voice. The recorder playing on this disk is ade-
quate, but not on a par with the rest, being marred by
a certain stiffness and occasional wobbliness in pitch.
Although the record jacket mentions "recorders" and
"recorder, sopranino recorder," and specifies "flute" in
the cantata, an alto recorder is used throughout. Stereo
sound is good.

—Dale Higbee

G. P. TELEMANN: CHAMBER MUSIC WITH RE-
CORDER — Sonatas in C major and F minor for Re-
corder and Continuo; Trio Sonata in D minor for Re-
corder, Violin and Continuo; Trio Sonata in E minor
for Recorder, Oboe and Continuo; Concerto a Tre in
F major for Recorder, Horn and Continuo. Concentus
Musicus of Denmark: Irmgard Knopf Mathiesen, re-
corder; Henrik Gotthardt Olsen, violin; Jorgen Ham-
mergaard, oboe; Hans Emil Sorensen, horn; Jorgen
Glode, viola da gamba 8c violone; Charlotte Alstrup,
viola da gamba; Johan Poulsen, violone; Aksel H.
Mathiesen, harpsichord. NONESUCH (S) H-71065,
$2.50; (M) H-1065, $2.50.

This disk includes an attractive assortment of Tele-
mann's music for recorder, acceptably performed and
nicely recorded. Side One features the C major and F
minor solo sonatas (Barenreiter HM 6), while the re-
verse side includes three works in which the recorder
is contrasted with another instrumental color, violin
(Schott HMS 210), oboe (Barenreiter HM 25), and
horn (Heinrichshofen N 3286).

In the solo sonatas, especially that in C major, the
recorder playing seems a little stiff and the bass line is
too heavy. Edward Tatnall Canby, author of the rec-
ord jacket notes, suggests a comparison of the playing
of the fine F minor sonata with that of Rampal and
Veyron-Lacroix (NONESUCH H-71038). The present
recording may be more "authentic" in terms of instru-
mentation, but I find Rampal's elegant flute-playing
and Veyron-Lacroix's imaginative continuo realization
much more satisfying.

Mathiesen's recorder-playing seems more relaxed in
the Trios, and the over-all instrumental balance is bet-
ter there too. The E minor Trio, one of Telemann's
better works in this medium, is well-played, as is the
D minor Trio Sonata, although the Adagio in the lat-
ter, which is a mere skeleton, would profit considerably
from more ornamentation. The Concerto a Tre with
horn is a pleasant little curio, and this appears to be
the only available version with recorder.
FLORENTINE MUSIC. New York Pro Musica, di-
rected by Lalloue Davenport. DECCA (S) DL 79428,
$5.79; (M) DL 9428, $4.79.

From the 13th through the 16th centuries Florence
was a center of creativity in architecture, painting, and
sculpture, and was also the scene of intense musical ac-
tivity. This fine recording, made under the direction
of Lalloue Davenport, presents nicely varied selections
of sacred and secular Florentine music in first-rate
stereo sound.

Of prime interest to recorder players will be the
anonymous 14th century dance "Istampita Ghaetta."
Exciting in its complex rhythms, it is given virtuoso
treatment with fascinating contrasts of tonal color, in-
cluding Davenport's recorder and Shelley Gruskin's
flute and Rauschpfeife. Also of special note is the vocal
duet "I' fu'ggia usignolo" by Donatus de Florentia,
beautifully sung by Sheila Schonbrun and Elizabeth
Humes, sopranos. This fine piece, with its elaborately
ornamented line over a slow-moving accompanying
voice, would probably go well on two recorders.

The Pro Musica ensemble presents a masterful per-
formance of Heinrich Isaac's "Mass Proper: In Festo
Nativitatis S. Joannis Baptistae" and the singers alone
are heard in Constanzo Festa's "Deus, venerunt gentes."
Shorter pieces include the flowing "Non piü doglie
ebbe Dido" by Andreas de Florentia, and two fine
works by Gherardellus de Florentia, "Per non far
lieto" and "Tosto che l'alba," a caccia which features
a delightful imitation of a hunting horn.

—Dale Higbee

HARPSICHORD KIT
A superb, authentic, full toned instrument for home
workshop assembly, $150. Same instrument as owned
by The Philadelphia Orchestra and RCA Victor records.
Also Clavichord kit, $100.

For free brochure, write to Zuckermann Harpsichords,
Dept. W, 115 Christopher St., New York 14, N. Y.
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J. S. BACH
Andante from Cantata No. 74 (Murray).

SA recorders & piano Set RMS 1236 1.50

WILLIAM BYRD
Sellenger's Round (Mountney-Bergmann).

SATB recorders  Score & parts RMS 1196 3.50

EDWARD MAC DOWELL
To a Wild Rose (Bonsor).

SATB recorders  Score & parts RMS 1238 2.50

GREGORY MURRAY
Petite Suite in 2 Parts.
SAATB recorders  Part I, score RMS 1182 1.10

Part II, score RMS 1184 1.10

GASTON SAUX
Quartet in G (1965).
SATB recorders
Min Score  RMS 1230 2.00

Set  RMS 1230 3.00

FRANZ SCHUBERT
14 Waltzes (Be-gmann).
SAT recorders & piano  Score RMS 591 1.75

ORAZIO VECCHI
Fantasia a 4 (Newman). SAT (or A H)

B recorders  Score & parts RMS 1180 2.50

Collectioq

MUSIC OF THE MASTERS (Kasemets), Vol. 2.
20 Easy duets '3 y Bach, Purcell, Reimeau

Telemann & others. 2 S recorders  CL 1.25

nnp

New
Publications
for

Recorder
Ensembles

Associated Music Publishers, Inc.
A SUBSICPARI OF G SCHIRMER INC.

609 FIFTH AVENUE NEW YOR K. N, Y. 10017
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PAPERBACKS ON MUSIC
BY MARTIN DAVIDSON

Herewith is presented a miscellany of titles. We put
the Pepys' first because no one has ever excelled him
in expressing the spirit of the amateur in music mak-
ing. In contrast, Boehm represents the professional of
awesome, painstaking genius. It is interesting and
ironic that in his later years Boehm deprecated to a
certain extent his design of the 3-octave orchestral
flute. He felt that the true tonal beauty of the straight
bore flute could only be achieved by limiting its com-
pass to no more than two octaves. I am indebted to
ARS member Albert H. Dell for the review of Boehm's
book. Mr. Dell is currently a student of the Boehm
flute after having mastered, in historical succession,
the recorder and one-keyed flute.

THE DIARY OF SAMUEL PEPYS ed. John D.
Jump, Washington Square Press W504, (60 cents). A
336 page edition minimizing the accounts of his official
labors as a Naval administrator, and of the political
conflicts which bore on the Navy Office, thereby con-
centrating more on personal, cultural, and social as-
pects. The musical allusions abound (over 200), and,
to my knowledge, all the famous ones are included.
Highly recommended, especially to those who have
not previously read other editions of the Diary.

THE FLUTE AND FLUTE PLAYING, by Theo-
bald Boehm, Dover Publications, ($1.75). Boehm's
work of 1871 was translated into English in 1922 by
Dayton C. Miller. The original had been published in
pamphlet form when the author was 77 years old.

The translation is a particularly sympathetic one,
since Professor Miller was an ardent flutist and col-
lector of flutes, as well as a competent physicist. His
personal collection now resides at the Library of Con-
gress in Washington, D. C. and is perhaps the largest
and best in existence. It contains many fine examples
of early instruments of the flute, flageolet, and recorder
family with examples from many lands and cul-
tures. His intimate knowledge of this family enabled
him to correct minor technical errors and misconcep-
tions appearing in Boehm's original pamphlet.
Part I of about 130 pages is specifically concerned

with the (still) modern Boehm flute, the theory behind
its evolution from the simple one-keyed flute with con-
ical bore to the present cylindrical form with sophisti-
cated key work. It contains a detailed description of
the key mechanism, tables of fingering, repair and
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maintenance of the instrument, as well as problems of
embouchure and blowing.
The second part is devoted to the development of

tone, exercises, practice methods, and musical inter-
pretation. While it is true that many of these tech-
niques cannot be literally transferred to recorder play-
ing the basic philosophy behind these methods of
learning to play would seem to be valid for any wood-
wind. Editorial annotations and appendices expand
the scope of the original work, increasing its biograph-
ical and organological interest.
FUNDAMENTALS OF CONDUCTING, Frank

Noyes, Wm. C. Brown Co., ($2.95). Mr. Noyes' instruc-
tive book is a pedagogical, undergraduate text in-
tended for the training of future conductors of high
school, college, and amateur bands and orchestras.
However, it contains a great deal of practical informa-
tion for any budding (and bumbling) conductor.
There are admirable light streak photographs of the
various beats. There are disquisitions on such matters
as the cut-off, variance of the beat, use of the left hand,
setting tempos, etc.
Until a similar work is written to cover the subject

from the small ensemble point of view this book can
serve a useful purpose in the recorder movement.
Some of its precepts: (1) "The inside player must

turn the pages." (2) "Remember that your beat may be
the cause of problems when they arise." (3) "Lead your
orchestra — do not let it lead you." (4) "Teach players
not to give themselves away after making an error."
SONGS FROM SHAKESPEARE'S PLAYS, ed. Tom

Kines, Oak Publications, CJ 2032, ($2.45). This is one
of a series of folk song collections by this publisher
comprising, in toto, over 2000 folk songs. It contains
68 songs from the plays and "popular songs of Shake-
peare's time." The music is arranged in a simple man-
ner for guitar and, as tunes, are mostly playable an
octave up on the alto recorder.
This well-printed edition is quasi-literary, contain-

ing an introduction, glossary, bibliography, and is il-
lustrated with many contemporary woodcuts.
Recommended for collectors of musical Shakespeare-

ana, and those who might want vocal-guitar versions
for concert or dramatic usage.
A Canadian, lutenist/guitarist, Tom Kines is no

stranger to the recorder world. See the May 1962 issue
of this periodical.



THE HISTORY OF ORCHESTRATION, by
Adam Carse, Dove? Publications, ($2.00) (Reprint of
the 1925 edition). An account of the subject inclining
toward popular exposition, starting with "Orchestral
instruments in the 17th Century," and concluding with
"Strauss-Debussy-Elgar." When Carse wrote, Telemann
was a composer "whose music has little but historical
significance at present ..." Such organological matters
as the demise of the recorder and lute are touched on.
From today's viewpoint 40 years later, the main defect
of the book is its lack of appreciation for the esthetic
features of early orchestration in its own right. Carse
seems to be unhappy with his subject until Berlioz
and Wagner are reached.
One can get a good insight into the many historical

factors which have mfluenced orchestral performance.
The book is at least of moderate interest to the re-
corder confraternity.

CONCERT NOTES
March 25. Philharmonic Hall, Lincoln Center, N.Y.C.
Late, Late Concerts. "The Virtuoso Recorder"; An
Evening with Bernard Krainis, rec; Barbara Mueser,
vdg; Louis Bagger, hps.

1. J. S. Bach: Sonata in E Minor for fl & b.c. (perf. on tenor
rec). 2. Handel: Sonata in G Minor for alto rec & b.c. 3. Tele-
mann: Partita No. 2 in G Major for soprano rec 8c b.c.
4. Marius Flothius: Cantilena e Ritmi for alto rec & hps. 5.
Corelli: La Folia for alto rec & b.c.

April 4. The Complete Works of Charles Dickens (a
Coffee House!), Bronx, N. Y. Daniel Waitzman, rec,
bar fl; Martha Bixler, hps; Lucille Hymowitz, yin, vla;
William Scribner, bn.

1. Telemann: Trio-Sonata in A Minor for rec, vin & b.c. 2.
Handel: Sonata in E Major for yin & b.c. 3. Vivaldi: Sonata
in A Minor for rec, bn, & b.c. (F.XV, No. 1). 4. D. Scarlatti:
3 Sonatas for hps. 5. J. S. Bach: Trio-Sonata in G Major for
bar fl, yin, & b.c. 6. S. Bach: Organ Trio-Sonata No. 6, arr.
for bell-keyed alto rec & hps. by D. Waitzman. 7. Telemann:
Trio-Sonata in F Major for rec, via, k b.c.

April 10. N. Y. C. The New School. New York Baroque
Ensemble, Howard Vogel, dir. (Bonnie Lichter, fl, bar

a summen colleqium

in eAnty music

Joseph labone

musical
61 RCMP

auq. 7 —
Sept. 1
1967

putney, venmont

winOham colleqe

For detailed brochure write to: Mr. George Soulos, Director of Music,
Windham College, Putney, Vt. 05346

Festival of Baroque Music
Skidmore College

Saratoga Springs, N. Y. 12866

JULY 16-30

Concerts, Lectures, Master Classes

GUEST ARTIST

AUGUST WENZINGER
ROBERT CONANT, Director

Send for Brochure

HISTORICAL INSTRUMENT WORKSHOP
RESTORATION AND REPAIR ON ALL MANNER OF HISTORICAL INSTRUMENTS

WIND INSTRUMENTS RETUNED AND REVOICED

HAND MADE CANE REEDS FOR DOUBLE-REED INSTRUMENTS

P. 0. BOX 181 ROOSEVELT, NEW YORK 11575
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NEW!
...ELIZABETHAN TRIOS by William Byrd, Thomas
Morley, Thomas Bateson, John Willbye, & Thomas
Weelkes. Arranged for 3 recorders (SAT) or alter-
nates by Erich Katz.

These pieces were transcribed from 3-part canzo-
nets and madrigals. The texts are included so that
the player will better understand the character and
thereby the approximate tempo of each piece.

A wonderful collection, guaranteed to give maxi-
mum playing pleasure.

ELIZABETHAN TRIOS ... RCE No. 3  $1.50

NEW!
• • •TRADITIONAL FOLK SONGS

Delightful settings in solo, duet, and trio form of
19 traditional folk songs with optional guitar or
piano accompaniment ad lib.

Young people of all ages will derive much pleas-
ure and satisfaction from this folio arranged by
Arthur Nitka.

...TRADITIONAL FOLK SONGS for soprano
recorders ...ASL No. 15  $1.00

... TRADITIONAL FOLK SONGS for alto
recorders ... ASL No. 16   $1.00

ANFOR RECORDER METHOD $1.00
7 Easy Steps for Recorder Playing by Arthur Nitka. A
well-planned practical method that gives immediate re-
sults. Widely used and endorsed by teachers and schools.
ASL No. 11

THE RECORDER MUSIC READER $ .75
by Patty Grossman. The first workbook ever published for
the recorder. An introduction to music reading for individual
or group teaching, directed especially to the young beginner.
ASL No. 13

ONE TWO THREE PLAY $1.00
American folk songs arranged by Arthur Nitka for one, two,
three or more recorders. These arrangements for soprano re-
corders are very easy and practical. A useful book for
schools, youth groups, and others. Includes optional auto-
harp, guitar, piano accompaniment ad lib by Arthur Nitka.
ASL No. 15

MUSIC OF THE RENAISSANCE __.. $1.25
Original duets from the 16th century arranged for C and F
recorders in various combinations by Erich Katz. RCE No. 5

MUSIC OF THE BAROQUE ----------
Adaptations of early 17th to early 18th century music for C
and F recorders in various combinations by Erich Katz.
RCE No. 6

THREE CANZONI  $1.25
by Philippe de Monte. Jan de Macque, Agostino Soderini.
Transcribed for Recorder Consort SATB (with Alternate
Tenor Part instead of Bass) by Erich Katz. RCE No. 1

TWO RICERCARI $1.25
by Girolamo Frescobaldi. Transcribed for Recorder Quartet
SATB by Erich Katz. RCE No. 2

ANFOR MUSIC PUBLISHING
8th Floor

17 West 60th Street
New York, N. Y. 10023

fl; Basil Reeve, ob; James Carter, yin, treble vdg; How-
ard Vogel, bn, rec; Edward Brewer, hps, chamber org;
Lee Dougherty, soprano)

1. Vivaldi: Concerto in D Minor, F XII, No. 20 for fl, ob, yin,
bn & b.c. 2. D. Scarlatti: 2 Sonatas for hps, K.3 and 513. 3.
Monteverdi: Exulta Filia for soprano & b.c.; Madrigal for so-
prano & ensemble. 4. G. Gabrieli: Canzon per sonar for fl, yin,
Eng hn, bn & b.c. 5. Corelli: Trio-Sonata in B-flat Major for
alto rec, bar fl & b.c. 6. Salamon Rossi: Sinfonie & Canzona;
G. Gabrieli: Canzon for bar fl, rec, vdg & org. 7. Handel:
Crudel, tiranno, Amor, cantata for soprano, fl, yin, yin, Eng
hn. & b.c.

April 26. Manchester, New Hampshire. Currier Gal-
lery of Art. Trio Flauto Dolce (Martha Bixler, rec;
Eric Leber, rec 8c hps; Morris Newman, rec & bn)

1. Chansons from the Odhecaton (1501). 2. Jacobean fan-
tasias (Lupo: Fantasia in D; Bevin: Browning; C. Gibbons:
Fantasia in C; Lupo: Fantasia in B-flat). 3. Russell Woollen:
Sontatina for Recorder Trio. 4. Vivaldi: Sonata No. 3 in A
Minor for bn 8c b.c. 5. Telemann: Partita in G Minor for so-
prano rec & b.c. 6. Elizabethan Virginal Music (Byrd: Pavana,
The Earle of Salisbury; Morley: Nancie; Tomkins: Pavan).
7. Rosenmiiller: Trio-Sonata in G Minor for two rec & b.c.

May 3. Montclair, New Jersey. Hillside School Audi-
torium. Hans-Martin Linde, bar fl and rec; Louis
Bagger, hps.

1. Anon. Divisions for alto rec & b.c. (Div. on an Italian
Ground; Div. on Greensleeves). 2. J. J. van Eyck: Variations
for soprano rec alone (Bravade; Questa dolce sirena; English
nightingale). 3. John Jenkins: Suite in D for sop. rec. & b.c.
4. Telemann: Sonata in D Minor for alto rec & b.c. 5. Han-
del: Sonata in G Major for bar fl & b.c. 6. Anon. Pieces for
alto rec solo (Praeludium; Aria; Lamentarola; Rondo). 7.
J. C. F. Bach: Sonata in D Major for hps concertato and
bar fl.

The following was received too late for inclusion in
the last issue:
Oct. 23, 1966. Las Vegas, Ilfeld Auditorium. The Tele-
mann Trio (Shirley Marcus, rec, vdg, yin, vielle, perc;
Gloria Ramsey, rec, kr, lu, perc; Norris Freed, hps, rec,
perc).

1. Telemann: Partita No. 2 in G Major for soprano rec .& b.c.
2. Renaissance trios. 3. Byrd: Carman's Whistle; Pavan: Fres-
cobaldi: Partita sopra La Monica. 4. Loeillet: Trio-sonata in
F Major for alto rec, yin, Se hps. 5. Rameau: Quatre pieces
pour clavecin. 6. Marcello: Sonata in F Major for alto rec 8c
hps. 7. H. U. Staeps: Saratoga Suite. 8. Quantz: Trio-Sonata
in C Major for rec, yin, & hps.

ABBREVIATIONS USED-rec, recorder. fl, flute. bar fl, baroque flute.
ob, oboe. bn, bassoon. kr, krummhorn. lu, lute. gait, guitar. yin,
violin. via, viola. vdg, viol da gamba. hps, harpsichord. b.c., basso
continuo.

THE KOCH RECORDER

HAVERHILL, NEW HAMPSHIRE

Established 1936

Illustrated price list on request
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LETTERS TO THE EDITOR
Dear Sir,

I wonder if you would give me another opportunity to answer
Peter J. Hedrick re Hotteterre? Although the letter of his
which you printed answered a few of my points, I would like
to make my position clearer over the others. I will take his items
in order.

(1) The MGG article is reliable on the subject of the Hotte-
terre family. Of course I do not hold Mr. Hedrick responsible for
the confusion in the 2Cth-century editions he cited, but I do
think he ought to have made the identity of the author of the
Principes and the reasons for the mistakes clear.

(2) It is certain that Jacques Hotteterre played the flute, bas-
soon, gamba, and muset-e, and presumably he did play the re-
corder and oboe as well. As to whether he was eminently quali-
fied on the oboe, the following passage written by an English
expert on the baroque c hoe is interesting: "Hotteterre's specific
remarks on the oboe, though far from valueless, are confined to
a short appendix [and] would scarcely merit inclusion here, but
for the fact that he is Daasionally quoted as an authority on
the subject under discussion, which is not strictly the case. Not-
withstanding the enormous influence of the Principes on the
literature of the flute ard recorder. ... it too readily assumes the
finger-technique of the oboe to be analogous with that of the
transverse flute for it to have been useful as an instruction book
for the former instrument." (Eric Halfpenny, The French Haut-
boy: A Technical Survey part I, Galpin Society Journal, VI 1953
p. 26).

Mr. Hedrick's comment "It might be noted that the recorder
was recognised as being much easier to play in tune than the
18th-century flute" glosses over the problem. When he says "in
tune" he is probably thinking of equal (or mean tone) tempered
tuning. The old fingering charts for the recorder have mean
tone tuning for the instrument, and this is relatively easy to
put into practice in the normal limited cycle of keys centering
round C major. However the "buttress-finger technique" makes it
much harder to do, and for this reason is only infrequently used
today. I have not read tie article he cites, but I realise now that
I was wrong about Hotteterre inventing this technique. Mersenne
in 1636 shows a version of it on the earlier type of recorder, and
as there was a continuous tradition of recorder playing from
Mersenne to Hotteterre he presumably got it in this way. The
technique was introduced into England along with the new type
of recorder, probably by Paisible Re Co. in 1674, and is therefore
to be found in the 17th-century English tutors. To get back to
the main point, when I said "in tune" I meant natural intona-
tion, or as near as one can get to this in practice. The 18th-century
tutors for the flute and oboe show that this tuning was expected
on these instruments, ar.d continued to be used after keyboard
instruments were tuned in equal temperament. The section on
the flute in Hotteterre's tutor is not consistent in making the
enharmonic differences required for this, but the spirit is there.
Why then should someone who plays the flute with natural in-
tonation play the recorder in mean tone temperament? I was
suggesting that he did not care enough about the recorder to do
so, especially as he "indicates his partiality to the transverse

RECORDER WORKSHOP
August 13-19, 1967

Patty Grossman Hoover, Instructor

at

Put-in-Bay Island, Lake Erie
* 9r *

for information write

DR. TFlERON R. McCLURE
The Ohio State University School of Music

1899 N. COLLEGE RD. COLUMBUS, OHIO 43210

RECORDERS

Kueng

Koch

Aura

Dolme ;sch

Aulos
Adler

Coral'

Heinrich

Herwiga

Sonata

Purcell

FRETI'ED INSTRUMENTS

C. F. Martin

Goya

Favilla
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Fender

Gretsch

Kay

Ideal

Giannini

Sekovr.
Kent
Bacon

Greco

WOODWINDS AND BRASS

Selmer (Paris)
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York

Buescher

Buffet (Paris)

Evette•Schaeffer

Bach

Holton

Getzen

DRUMS AND PERCUSSION

Leedy

Gretsell

Slhige1and

Ideal

Jenco

MUSIC

from all publishers

TERMINAL MUSICAL SUPPLY, INC.

113 West 48th St. New York, N. Y. 10036

(212) CIrcle 5-5270

School and Quantity Inquiries Invited
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take a
new
look at
RECORD
because the amazing
new Cambridge
Recorder delivers
highly accurate
intonation, plus the
pure blowing qualities
and soft, sweet voice
of the original
recorders. Authentic
Baroque fingering.
American made of
Duranite, it's
guaranteed for life
against cracking or
breaking.
Soprano-Key of C
A440-2 Octaves

the new
CAMBRIDGE
RECORDER
MADE IN U. S. A

Send this
coupon
and $1.00.
Get $3.30
value back!

HERE'S my $1. Send me a new $1.95
Cambridge Recorder, 600 cloth carry-
ing bag, plus new 75C Recorder
Method Book: Total $3.30 value for $t

Name 

School 

Address 

City State 

Zip 

Mail to Trophy Music Company
1278 West 9th Street, Cleveland, Ohio 44113
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flute," but this is pure speculation. Incidentally, as a player ot
both the recorder and the baroque flute I would say that it is
more difficult to play the recorder with natural intonation than
the old flute, particularly in keys like B major which are used
by Hotteterre in some of his preludes (see L'Art de Priluder
published by Editions Aug. Zurfluh, Paris). It is one of the
beauties of the old flute that all the intervals sound pure when
it is played by a really good player (e.g. Gustav Scheck). Admit-
tedly we read many complaints from 18th-century authors about
flutes being played out of tune, but so we would about modern
flutes if flutists were required to play with natural intonation!

(3) There are easier ways of playing trills on modern (altered)
recorders, but we should not study Hotteterre to learn how to
finger modern recorders. It is an historical document.

The French style in the baroque era is of course the most diffi-
cult to interpret for reasons well known to Mr. Hedrick. Hotte-
terre's tutor is one of many invaluable documents we have which
will help us to get some idea only of what the music of the time
was really like. There are some features of the style which we
can know very well I think, and others we can only ever guess
at. Hotteterre describes wind ornamentation and writes all the
ornaments "in the most essential places, according to taste and
propriety [so that] if you pay good attention to my remarks
I hope you will succeed in playing these pieces properly, as well
as a lot of others, since these rules are general" (Preface to
Pieces pour la flate Livre Premier). Ornamentation was in-
deed improvised, and I think it is quite possible to improvise
it today, if we bear Hotteterre's rules in mind, although most
modern players are too unadventurous (2) to do so. Ornamenta-
tion (including the flattement) is a part of the style in which we
can approach authenticity quite nearly I feel.

When Mr. Hedrick speaks of "a 20th-century style" I suppose
he really means a 1950's and 60's style. It is an oversimplification
to say that "there are two schools today, one in Europe and one
in America." Performances on modern instruments with inter-
pretations having a tinge of scholarship are common everywhere.
I am glad to say that there are some Europeans (the Schola
Cantorum Basiliensis for example) who play on old instruments
with a great deal of scholarship. But this can also be found in
America (the flutist Betty Bang of the University of Iowa for
example, one of the world's best players of the baroque flute).

(4) The actual amount of the inequality on short note values
is indeed an aspect of the French style we can only speculate
about. We do however have much more comprehensive informa-
tion than that given by Hotteterre, and we must "read between
the lines." I was suggesting that to translate pointer as "dotting"
is dangerous. I know that I am interpreting Hotteterre, but I do
not think that one should give the impression that he wanted
the amount of inequality to be as much as if the notes were
dotted. We know (see e.g. Pere Engramelle, La Tonotechnie ou
Part de noter les Cylindres, Paris, 1775) that it could vary be-
tween about 9 to 7, and 3 to 1, in proportionality.

(5) The problem of the pronunciation of the French r is much
easier than Mr. Hedrick suggests.

Mr. Hedrick says he has not had an opportunity to experi-
ment with an old transverse flute to compare the tongueing on
it with that on the recorder. I play both instruments, but will
not commit myself on this matter because my recorder is a
modern one, and my one-keyed flute a late 18th-century model.
Only by getting as close as possible to the original situation can
we answer such questions. Judging from my experience on the
above instruments I suspect Hotteterre was wrong in saying that
tongueing should be more distinctly marked on the recorder and
softer on the flute, and as eminent an authority as Gustav Scheck
agrees with me (personal interview): but I do not know for cer-
tain until I have visited a few more museums.

Finally I admit that an r used for articulation is a soft sound
but it is not really so different from a d ("to the ear it produces
the same effect as when the single tongue di is used, although
it does not appear the same to the player." Quantz, Versuch
einer Anweisung die Fliite traversiere zu spielen, chapter 6, sec-
tion 2, par. 2). However Hotteterre did not say any of this and
Mr. Hedrick's comment is "a matter of interpretation and read-
ing between the lines."

—David Lasocki, London

(An article on "The Ton gueing Syllables of the French Baroque"
by Mr. Lasocki will appear in the next issue.—The Editor)



Superb Quality Recorders
—BY—

Plith 
fiegi a

• ALEXANDER HEINRICH Recorders are known and used
the world over for their superb quality, tone, intona-
tion, authentic design and German craftsmanship.
Those recorders are available in two models: ROYAL
BAROQUE and MASTER BAROQUE, each style being
made in Sopranino, Soprano, Alto, Tenor and Bass.

• HERWIGA Recorders, another superb German line,
are famous for their true intonation, easy response,
and excellent craftsmanship. Herwiga Recorders are
offered in two of the best selling models: Choir and

Rex. Available in Sopranino, Soprano, Alto, Tenor, Bass
and Contrabass.

• CONCERTO Recorders are the finest low-priced in-
struments. They are extremely popular among students
and beginners. Also made in Germany of the finest se-
lected Pearwood. Available in Soprano, Alto, Tenor and
Bass.

EXCLUSIVE U.S.A. IMPORTERS

Worldwide Musical Instrument Company, Inc.
404 Park Avenue South, New York, New York 10016 • Telephone OR 9-3110

S PER R BAK E
HARPSICHORDS

Excellent

Dependable

Beautiful

Moderate in price

ROBERT S. TAYLOR
8710 Garfield St.,
Bethesda, Md. 20034

MOLLENHAUER RECORDERS

Handcrafted in the tradition of more than 144

of fine woodwinds by the Mollenhauer family.

Distributor for the U.S.A.:

WAYNE ANDERSON CO.
545 West 111th Street
New York, N. Y. 10025

Please write for information.

years

APPLICATION FOR MEMBERSHIP IN

THE AMERICAN RECORDER SOCIETY,
141 West 20th Street, New York, N. Y. 10011

I am enclosing $  in check ( ) money order ( ) for membership in The American Recorder Society,
Inc., to September 1, 19.

NAME: NAME: (Mr.) (Mrs.) (Miss)  

ADDRESS:  

CITY STATE  ZIP CODE 

o am not affiliated 0 I am affiliated with the   chapter.
(Please make check or order payable to The American Recorder Society, Inc.)

MEMBERSHIP DUES
Dues are $3.50 for individuals and $4.00 for families

The annual dues are applicable to the fiscal year September 1st through August 31st of the following year.

71



HAR GAIL
Specialising in Recorders and Recorder Music

FiNer

Sole U.S.A. distributor of the Finest Recorder

THE SWISS KIJENG

We are pleased to announce the new Aulos Baroque model alto recorder, one of the top
quality instruments. It is made of plastic! Its tone is unbelievably pure. Light in weight
and moisture-proofed, it is unbreakable, made of the finest ABS materials from molds as
developed by Nobuo Toyama of Tokyo. The new instruments are covered by the follow-
ing patents: No. 493699, P70382, P67554.

The Alto with a fine cloth case is  $12.00
The Soprano with a flannelette case is  3.00

Orders will be accepted on a guaranteed basis. If you are not completely satisfied we will
refund your money.

These instruments are personally guaranteed by Harold Newman. The few performers we
have contacted have tested the instruments and in each case have expressed astonishment
at the fine intonation, ease of playing, and purity of the high notes.

Dealers are invited to make inquiries.

Hunter College, Norman Singer, Administrator of the concert bureau, announces a series of
recorder concerts, beginning on October 23 with Frans Briiggen and ending on March 18, 1968,
with a concert by Hans Martin-Linde. Series tickets for four concerts are available, and, after Sep-
tember 1st, single tickets. We suggest you get your series tickets now by writing the Concert
Bureau at 695 Park Avenue, New York, N. Y. 10021. Don't miss this opportunity to hear Briiggen.

HARGAIL MUSIC, INc
157 WEST 57th STPEET, NEW yopK N, y tom 9 a 5-7946
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