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Editor's Note

This issue of American Recorder doesn't
really have a theme, but it has some
threads running through it. One is the
topic of accompanying and continuo
playing. The discussion is taken up by
harpsichordist Gregory Hayes in "Your
Accompanist and You" (page 14), is
amplified by Anthony Rowland-Jones
in "How to Do Battle with a Grand
Piano" (page 17), and is supplemented
by Howard Schott's review of Laurence
Dreyfus's Bach's Continuo Group—
Players and Practices in His Vocal Works.
Other subjects are instrument building
(David Ohannesian's 'I Couldn't Make
an Exact Copy if I Tried!"; also see the
Bazaar column, page 25), education
(Marsha Evans' "A Special Need to
Play" page 18; also, more teaching tips
collected by Eugene Reichenthal, direc-
tor of the Long Island Recorder Work-
shop, page 34), and two new electronic
instruments that make MIDI synthe-
sizers controllable by recorder players
("Wired for Sound," by Matt and Tony
Marvuglio). Music Reviews this month
is given over to a summary by Jennifer
Lehmann of available ragtime arrange-
ments; we also hear from Pete Rose on
what's up (or perhaps, what's going
down) in modern recorder playing (On
the Cutting Edge, page 29). And Pete
contributes a review o. the what appears
to be the definitive book on dynamics for
the recorder (page 22). Some of these
topics reach beyonc our traditional
mode of involvement with the recorder
as members of ARS; Constance Primus,
in her President's Message, says that if
we are aware of new tends and work to
integrate the recorder into the musical
mainstream, our little instrument can
truly have a beneficial effect on Amer-
ican society (page 3).
The next issue of American Recorder will
have a focus: the professional recorder
player. If you are making a career play-
ing the recorder (or attempting to), send
us news of your struggles and successes,
along with photographs, recordings,
flyers, etc., so that WE can let the world
know of your existence.

Benjamin Dunham
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ARS's new President makes a major statement on the
future role of the recorder in our society—and what we
should do to further its acceptance in all areas of music.

The American re-
corder movement
—what is its future?
And what can we
dc to perpetuate it
for future genera-
ticns of players and
listeners?
Looking back on

the twentieth cen-
tury, several important musical trends
have ir.fluenced the recorder movement
and recorder music. The early music
movement, the most significant of these
trends, stimulated the rebirth of the re-
corder and continues to stimulate its
popularity. A revived interest in practi-
cal and social music, similar to that in the
sixteenth century, has led to new com-
positions for amateur recorder playing.
Twentieth-century neo-classicism in its
broadest sense (the use of early forms,
modes; and textures) has also inspired
recorder music. The collecting and study
of folk music has kindled interest in the
recorder because of its roots as a folk
instrument, and innovative, influential
teachers have introduced the recorder as
an important :ool in music education.
In general, an interest in new, fresh

sounds has attracted :wentieth-century
composers to the recorder, which has
been "discovered" by the avant garde as
an important medium for extended

• techniques. According to Eve O'Kelly,
however, in The Reccrder Today (Cam-
bridge University Press, 1990), the cur-

• rent musical trend is for composers to
use these techniques more sparingly, yet
more effectively. She goes on to say
though, "Several of today's foremost
professional payers believe that the fu-
ture of the recorder lies in electro-acous-
tic music," wl-ich she defines as music
involving taped and/or electronic
sound sources
Music technology is surely affecting

the recorder movement. Even school re-
corder groups are playing music with
taped synthesizer accompaniment (for

President's
Message

instance, the popular pieces by Don
Muro). Desktop music publishing is
providing composers with an oppor-
tunity to market their pieces and re-
corder players with an abundance of
good, and not so good, lower-cost
music. On the downside, electronic key-
boards, which are competing strongly in
the markets with traditional musical in-
struments, may be luring away would-
be recorder players, but perhaps
electronic recorders, such as those being
introduced by Yamaha and Suzuki, will
attract young people and expand the
musical possibilities of our instrument.
In our preoccupation with early and

contemporary Western European art
music, we may overlook the possibility
of the recorder, with its folk-flute back-
ground, as a link with "world music" —
another important musical trend of the
1990s. In "Eurocentrism? We Aren't the
World" ( The New York Times, April 23,
1989), Jon Pareles says, "'Eurocentric'
has become a fighting word in
academe—and it's about time. ...For
some people, Eurocentrism equals
elitism, the determination to protect
what's best. In music, it's not elitism —
it's just plain ignorance." What better
instrument than the recorder to become
a "world instrument"?
In order to preserve the future of the

recorder, we must be aware of current
musical trends, use them to our ad-
vantage, and reach out into the musical
mainstream. O'Kelly comments, "Re-

corder playing is a subculture where
there are as yet few internal channels of
communication and little meaningful
intercourse with the wider world of
music. ...It is important for the survival
of the instrument that it should avoid
being pushed into a ghetto, heard only
in all-recorder programs given before
audiences composed almost exclusively
of recorder enthusiasts, as happens very
often at the moment."
Education, the economy, and leisure

time are all important in the health of the
arts. The recorder, particularly, attracts
educated and professional people, both
as participants and audiences. Accord-
ing to John Naisbitt and Patricia Abur-
dene in Megatrends 2000 (Wm. Morrow
& Co., 1990), the baby boomers will soon
be looking for rewarding leisure-time
activities. As their own children leave
home, this generation of working men
and women will have more expendable
income and leisure time, with shorter
work-weeks, more frequent vacations,
and earlier retirement. Because the baby
boomers have benefited from generous
arts education in and out of school, Nais-
bitt and Aburdene predict, "During the
1990's the arts will gradually replace
sports as society's primary leisure ac-
tivity." What an opportunity for mem-
bers of the ARS to share our love of the
recorder!
Further in the future, however, the arts
will suffer because of today's drastic
cuts in school art and music budgets.

In our preoccupation with early and contemporary
Western European art music, we may overlook
the possibility of the recorder, with its
folk-flute background, as a link with "world
music" —another important musical trend
of the 1990s. What better instrument than the
recorder to become a "world instrument"?
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President's Message (cont.)

The ARS must work together with other
organizations and with individual
teachers to support public music educa-
tion. Recorder consorts should be
promoted as a viable option to school
bands and orchestras, since the recorder
can be taught effectively in groups with
much less expense—and what a
wonderful background for lifetime
music making! Children, as well as
adults, need music, or other arts, to cope
with the stresses of life—and who
knows what stresses are in the future?
In order for the recorder movement to

remain vital into the twenty-first cen-
tury, we must expand our outlook and
outreach beyond the affluent, educated
middle classes. The ARS could become
more relevant by supporting programs

In order for the recorder
movement to remain
vital into the twenty-
first century, we must
expand our outlook
and outreach beyond
the affluent, educated
middle classes.

for teaching recorder to the hand-
icapped and to children in third-world
countries. Chapters could become more
active as service organizations for the
community by sharing musical
programs, sponsoring teachers, and
donating music and instruments for day
care centers, lower-income schools, and
retirement homes.
The recorder movement is (and will

continue to be) music—early music to
avant-garde music, arrangements of
folk music and pop music, and even free
improvisations on the recorder. More
importantly, the recorder movement is
(and will continue to be) people—adults
and young people, teachers and stu-
dents, performers and recreational
players, and, of course, audiences. The
American Recorder Society's challenge
for the future is to bring all kinds of
people together with all kinds of music
by means of the simple, yet complex,
little instrument—the recorder.

Constance M. Primus

American Recorder Society, Inc.
Honorary President, ERIC:H KATz (1900-1973)
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ArtfIR
Tidings 

Volume ;OCXII, Number 2

Concurrent Events in Boston
Include Interesting Recorder Concerts

The new Concurrent Event Guide for the
Boston Early Music Festival, for the first
time introduced as a separate publica-
tion, carries listings of more than 50
events from May 30 to June 9, and fea-
tures half-page display ads for over 40
of them. The listings represent an un-
usually rich array of concerts, many of
special interest to recorder players.
From Fort Worth, Texas, comes Brazos
Baroque, named after a river in Texas by
one of its founders, the late David Hart.
Presented by Fort Worth Early Music,
the concert, on Thursday, June 6, at 2
p.m. in St. John the Evangelist Church,
will feature recorderist David Heywood
in a sonata and cantata by Telemann and
in the C Major Handel recorder sonata.
Heywood, a recorder student of Arnold
Grayson, has a degree in flute from
North Texas State University and has

played with the Dallas Bach Society.
Artek, billing itself as "Manhattan's

N7irtuoso period instrument ensemble,"
will present Baroque music from Spain,
Italy, and Germany under the direction
of keyboardist Gwendolyn Toth. Mi-
chael Lynn will perform on recorder and
Baroque flute. Other members are Chris-
tine Brandes, soprano, Carla Moore and
Gretchen Paxson, violins, Lisa Terry,

b0-amba, Richard Stone and Grant Her-
reid, lutes, and Dongsok Shin, key-
boards. The concert is on Monday, June
3, at 11 p.m. at the First & Second
Church.
Recorderist John Tyson's offering on
Monday, June 3, at noon in Jordan Hall
is called "Renaissance, man!" and fea-
tures the former Bodky Competion win-
ner in a program of improvisations,
diminutions, and dances.

Canadian Premiere Given
Of ARS Commission

The Canadian premiere of Ezra Lad-
erman's Talkin'-Lovin'-Leavin' was given
May 23 in a performance by Natalie
Michaud and the McGill University
Faculty String Quartet ( Peter Punch and
Valerie Legge, violins, Katherine Smith,
viola, and Marcel Saint-Cyr, cello). The
work was commissioned by the ARS for
its 50th Anniversary
The concert took place in Redpath Hall

at McGill University, and in keeping
with the goal of demonstrating that the
recorder can hold its own as a solo in-
strument in a standard program, it in-
cluded works by Francesco Mancini, J.S.
Bach, Vivaldi, Haydn, Dvorak ("The
Cypresses"), and Music for a Bird by
Hans-Martin Linde.
Other regional premieres are to be

scheduled in the East by John Tyson and
in the Midwest by Eva Legene.

Thirty Years Ago in American Recorder

It's June 1961. John Kennedy is Presi-
dent, and the summer issue of The
American Recorder (Volume 2, No. 3) has
just arrived in your mailbox. You rush
with it to your favorite chair, eager to
see what's happening.
ARS dues are holding at $2.50 ($3.00

for families). Publisher C. F. Peters ad-
vertises music at prices ranging from
8.90 for an exercise bnok to a dizzy $5.00
for Ganassi's La Fogtegara. A Zucker-
mann harpsichord kit "for home work-
shop assembly" goes for $150, and in
New York City McGinnis & Marx is
offering a top-of-the-line Dolmetsch
rose-wood alto recorder with ivory,
//personally selected by Josef Marx," for
$80.
What's new? Well, Bernard Krainis

has just assumed the ARS presidency,
and outgoing president Lalloue

Davenport is thanked for having
served "despite his responsibilities as
recorderist of the New York Pro
Musica." Preparations for the first ever
ARS summer workshop, in Inter-
lochen, Michigan, are reported to be in
full swing.
What's not new? "The effect of the

flauti dolci music was, on the whole,
quaintly execrable." In quoting
George Bernard Shaw, from a review of
an 1885 concert on antique instruments
at Albert Hall, Joel Newman reminds
us that attempts at historically authen-
tic performance (among other things!)
have been around for awhile. And get-
ting out an ARS Membership Directory
is described as "one of the most for-
midable projects confronting our over-
worked Secretary."
Member Frank Plachte writes from

Los Angeles with the suggestion that
the ARS commission new music for the
recorder from the great composers of
the day; he conjures up visions of "an
ARS Edition by Stravinsky, Milhaud,
Sessions, Copland, Barber, Menotti..."
And, finally, Editor Ralph Taylor tells

us about someone he has just met in
Amsterdam:

Frans Briiggen, a tall, pleasing, extraor-
dinarily self-possessed young man of 27.
Has the typical full face and snub nose of
many Dutch people. Played for me some
tapes of his concerts. In the fast sect2ons he
displayed a spectacular technique. His per-
formances of modern works were truly
great.... A ycung man of his time, I suppose.
He teaches advanced recorder in three dif-
ferent universities and has sixteen pupils.
There is a strong possibility that he may
appear in the U.S.A. this fall for a series of
recitals.

Compiled by Valerie Horst
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Tidings 
Woodstock's Barcque Chamber Players presented six centuries of music

during a Medieval feast on March 23 at the Depuy Canal House restaurant in
High Falls, New York. Rehearsing with recorderist Howard Vogel are
Mary Leonard on crumhorn and Barbara Pickhardt on harpsichord.

British composer Malcolm Arnold (left)
was in the audience for the world premiere
of his "Fantasy for Recorder and String
Quartet," a 20-minute work in five
movements performed March 15 in
Carnegie's Weill Recital Hall by Michala
Petri and the Cavani String Quartet
(pictured below at the concert). The work,
employing sopranino, soprano, and alto
instruments, was written as part of
Carnegie Hall's Centennial
Commissioning Project. Petri praised
Arnold for "an ancient virtue in his
writing." The composer turns 70 in
October of this year.
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Kemp's world is not all recorder and the rarified world of early
music. He is also a rock guitarist. 'When asked about the future,

Kemp replied, "I don't really know right now. I may be a
classical recorder player; I may be a rock guitarist. But whatever

I do, I think I'll be doing music. Maybe I can do both."
—from the Newark Star-Ledger

15-year-old Ariel Kemp, a student of
Stephen Hammer and winner of the 1990
New Jersey Symphony Young Artists
Auditions, rehearses with Anthony
Newman and the orchestra before his
March 15 debut in Princeton, New Jersey.

MINUTES OF THE ANNUAL
GENERAL MEETING

New York City, Friday, February 8,
1991, 7:30 p.m.
Present: Louise Austin, David Bar-

ton, Martha Bixler, Valerie Horst, Mary
Maarbjerg, Peggy Monroe, Gene Mur-
row, Scott Paterson, Connie Primus,
Neil Seely (regrets from Marilyn
Boenau, Jenny Lehmann, Phillip
Stiles); Executive Director Alan Moore,
American Recorder Editor Ben Dunham;
three general members of the Society.
Minutes: The minutes of the pre-

vious meeting were approved as cor-
rected.
Gene Murrow was welcomed to the

Board.
Executive Director's report: Mr.
Moore presented his written report. So
far this year we have taken in more
memberships than expected. He
withdrew his proposal 1 (regarding his
attending the Princeton Chapter
Workshop) since his registration has
been paid by a specific donation. It was
suggested that an item be placed in
next year's budget for sending the ex-
ecutive director to workshops, but no
action was taken. Mr. Moore was
authorized to implement proposal 2
(regarding his visiting several summer
workshops) as long as it can be funded
from within the current adminstration
budget. Consideration of proposals 3
& 4 (regarding attendance at the Orff
Society meeting and the Berkeley Fes-
tival) was postponed until the budget
discussion in the fall. Proposal 5
(regarding a dues increase) was
postponed until later in the meeting.
Proposal 6 (regarding insurance for
members of the Society) was post-
poned until we can discover how
much interest there would be among
our members, particularly through
responses to a readership survey
planned by Mr. Dunham. Mr. Murrow

will take charge of negotiations with
E.C. Schirmer and various other com-
panies in regard to the ARS editions
(proposal 7).
The board expressed its thanks to Mr.
Moore and to Lora Goodridge for their
hard work and efficiency.
Financial report: Ms. Maarbjerg

presented her written report. We have
been very accurate in our budgeting
and the Society is in good financial
shape. Ms. Maarbjerg and Ms. Boenau
were thanked for their efforts in resolv-
ing the situation with Conrad Susa.
Membership committee: Mr. Barton

reported that sample magazines and
membership solicitations are being
sent to those members of the Twin
Cities, Seattle, and Washington, D.C.,
chapters who are not ARS members.
Ms. Boenau has compiled a list of
professional teachers who will be sent
similar packages. Various projects are
being considered to encourage people
to take up the recorder, such as a
"beginners kit" of a recorder and a
method book. Chapters will also be
encouraged to seek new ARS members
through programs for beginners. It
was suggested that priority be given
when awarding scholarships to those
interested in becoming group leaders.
Proven ideas fcr increasing member-
ship will be advertised in the Newslet-
ter. The membership money received
from the solicitation at the Conference
will be paid back to the capital fund.
Board members were reminded that
one of the most effective means of find-
ing new members is personal contact.
A contest was suggested to reward the
chapter that can bring in the highest
percentage of new members. The
brochure will soon be revised and
reprinted. Several proposals will be
considered for printing before a
decision is made.
The meeting adjourned at 9:25 p.m.

Scott Paterson, Secretary
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by David Ohannesian

I couldn't make an exact copy if I tried!
The Pacific Northwest recorder builder, who has never made two recorders so alike
that he couldn't tell them apart, asserts the futility of the search for the perfect instrument.

I was fortunate at the beginning of my career as a recorder
maker to learn from Bob Marvin, a remarkable builder who
combines a superb level of craftsmanship with an intensely
probing interest into questions of historical perspective. After
corresponding with him for almost two years, I visited him at
his shop, then in upstate New York. He not only generously
shared his techniques and tool designs but forced me to start
thinking in much broader terms about my goals. I especially
remember one conversation we had while driving on a wind-
ing road through the New England countryside. To Bob's
seemingly simple question, "What sort of recorders do you
want to make?", I replied that I hoped to make "perfect
instruments."
Bob kindly resisted what must have been a nearly over-

whelming urge either to break into laughter or to kick me out
of the car. Instead, he gently attempted to explain a few of the
roadblocks I was likely to encounter on the path to perfection,
and my subsequent collisions with these barriers form the
basis of this article. I hope I'll be able to show why I feel that
the most difficult part of recorder making is in answering
Bob's question. (I will also be touching upon various practical
reasons why a certain instrument might be suitable for a
particular person, though it is not my intent to write a guide
on "How to Buy a Recorder.")
Of course we could take the position that a maker need only
produce a given style of instrument and determine its worth
by how well it sells. This is called "The Magic of the
Marketplace" by those with severely limited imaginations and
would make for a very short and singularly uninteresting
article. Or we could ignore all questions of historical perspec-
tive and opt for makers expressing their styles and abilities in
whatever fashion they can. This may be our situation already,
but there are some reasons why I feel we should both en-
courage builders to make their own contributions and also to
pay regular attention to historical models. I particularly want
to explore the interaction between makers and performers and
the very basic questions of how the recorder is used.

HISTORICAL CONSIDERATIONS
Why should anyone be interested in the characteristics of the
old instruments? The history of the recorder extends back
through many centuries, but is it important to consider how
the existing historical models might differ from work being
currently produced? One difficulty is that we may not always
have an adequate cross-section represented by surviving ex-
amples. Medieval recorders are a particular problem, since
that entire period is preserved in the form of approximately
one-and-a-half instruments. There are more instruments from
the Renaissance, but we must still be careful drawing con-
clusions about "The Renaissance Recorder." To my
knowledge, for instance, there are no instruments in mu-

seums one could confuse with the Ganassi recorders now
available. This is not to say the present-day instruments aren't
well made, useful, or even necessarily different from those
Ganassi admired, but only to point out that they are largely a
product of the great inventiveness of modem makers rather
than exact copies.
But are any instruments exact copies? All modem makers

have had the experience of seeing instruments they made
many years before come back to them changed almost
beyond recognition. Would a maker from three hun-
dred years ago feel that a given instrument in a museum
today is his best work or even a representative sample?
In nineteen years I have
never made two recorders so alike that I couldn't tell
them apart, which I suppose is another way of
saying that I couldn't make an exact copy even if I
tried! Wooden instruments that had round bores
when first reamed quickly go out of round. There
is also the tendency for the wood to shrink, crack,
or warp, and all of these actions, coupled with
whatever damage an instrument may have
suffered over the centuries, will of necessity
require the modem maker to do a certain
amount of educated guessing when
attempting to build a replica.
Not only do recorders change with time

and playing; there are certain qualities
that only develop after time, even
with untouched instruments.
If we are interested in how the
original instruments sounded (and
many people are not, it should
be mentioned), listening
to them now is not neces-
sarily going to provide us
with all the answers
we seek.
String players speak
of the different character-
istics in the work
of Stradivarius
and Guarnarius,
and similar claims
are also made
regarding the
recorders of
Bressan,

8 American Recorder



It is disconcerting, to put it mildly, to design
instruments with the Hilliard Ensemble in mind,
only to hear performers attempting to imitate the
superheated atmosphere of a rock concert or the
Metropolitan Opera's helden tenor auditions.

Stanesby, Denner, Rottenburgh, and others. In discussing these
characteristics, I have encountered two problems, which may
actually be two aspects of a single problem: Not everyone
agrees on the attributes of a given instrument, and finding a
common descriptive language proves to be extraordinarily
difficult.
Once, when playing duets using two altos of the same make,

I suggested to the other player that we switch instruments.
While discussing our impressions, I said that I felt his instru-
ment had a "reedier" quality than mine. He smiled, shook his
head, and said that he had been about to say exactly the same
thing, except he thought that my recorder was "reedier." We
both recognized that the two instruments were very different,
but expressing that difference soon became an exercise not
unlike a wine-tasting in which one person's "amusing little
Chablis with hints of Kafka-esque ambiguity" is to another
"lacking structure and perhaps too overtly aggressive, yet
with a certain ethereal melancholy in the finish." Exploring the
wonders of our language is not without its rewards, but often
simple communication is not among them.
This problem is broadened when questions involving the
past are introduced. Do the historical recorders made by Ger-
mans work better for German music, or would a French instru-
ment do just as well? This would seem even more difficult than
describing just the characteristics of a specific instrument,
what with the added discussion of subtleties in the music and
the inevitable stereotyping of national characteristics. I think
there are some fairly straightforward observations possible in
this case. For instance, French Baroque music in general seems
to concentrate on a lower tessitura than German music, which
more often makes extreme technical demands on the higher
range of recorders. German music has a tendency toward more
dense counterpoint than does French music, which frequently
emphasizes rich coloristic effects. There are certain shared
similarities between French harpsichords, oboes, and
transverse flutes, in that they tend more towards a deeper,
richer qua:ity than their German counterparts. I realize I am
slipping perilously close to the dangers of "wine-talk," but one
might want to consider whether an instrument with a warm,
broad sound gets lost in a complicated fugue, or if another,
which clearly is best in its upper range, seems too bright for a
movement marked triste.
Another difficulty in discussing old instruments is deciding

0 what are significant characteristics and what are dispensable
o problems. A well-known performer told me that he had no
• interest in any alto recorder with a high C# that either sounded
.4 ▪ flat or wasn't responsive. When I asked him how he felt about
o the many priceless originals with those very tendencies, somex of which he had played on recordings, he replied that they were

different because of other, marvelous qualities. He described
E • playing on one such instrument as "skiing a slalom course,"
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We can never forget the question of finances and whether one will have to
take out a second mortgage in order to find The Proper French Sound.

in which he constantly had to be avoiding barriers—though
there was no question that the rewards made such work a joy.
I don't know in what ways this was apparent to listeners, but
the implication was that he played the older recorders in a
different fashion from modern ones, and this presents
problems for makers who deal with both antique instruments
and contemporary musicians.

PRACTICAL CONSIDERATIONS
I realize that performing artists cannot spend all their time
discussing these historical fine points. Like most people, I
would rather listen to music than talk about it, and while we
try to figure out what instruments to play, the fact remains that
we need something. Few performers now tour with original
recorders because of their ever-increasing value, the difficulty
of obtaining or replacing them, and their fragility. Touring
musicians tell me they need a durable instrument, since their
sponsors are expecting musical performances, not a descrip-
tion of how exquisite the music would sound if only the
instruments were working! In many cases this entails a real
trade-off between durability and quality of sound. The most
beautiful instruments are often in a delicate physical balance,
and changes in climate or an excess of playing will frequently
throw them out of this balance. Frans Bruggen told me a
number years ago that of the seven instruments he had
brought on tour only one was working well on that day.
Pitch standards can also be relatively straightforward. If the
harpsichord is at A=415 and your recorder is at A=440, chances
are you are probably not going to be concentrating your

Three of the
author's
historical

models: left to
right, an alto

after Bressan, a
voice flute after
Bressan, and an

alto after
Denner.

energies on capturing just the right aristocratic grace in a
stately sarabande. But whether you'd be better off playing at
A=408 or A=390, or in a different temperament, is another
question.
Of course we can never forget the question of finances and
whether one will have to take out a second mortgage in order
to find The Proper French Sound. Several people have
promised to purchase entire sets of Renaissance recorders
from me just as soon as they win the lottery, and I sincerely
wish them the very best of luck.
The list of practical problems could be extended to some

length, but Twill limit myself to just a few more. I have noticed
that the "feel" of an instrument often influences how people
think it sounds. This can be the presence or lack of resistance
in the blowing, the weight of the instrument, or even the
thickness of the beak. Some instruments are perfect for record-
ings but impossible to hear in a concert hall, and some balance
a harpsichord better than they blend with strings. Because of
this, it is always valuable to have someone else listen to the
instrument, both played by itself and in a variety of combina-
tions. And that brings me back to Bob Marvin's original ques-
tion, "What sort of recorder do you want to make?"

PERFORMERS, RECORDER-MAKERS,
AND MODERN STYLE
One of the first people to encourage me was Bruce Haynes,
who at that time was making oboes as well as performing. He
said he enjoyed this, because if one activity was going badly,
he could claim to be more involved in the other. (He didn't
advise me on what to do when they were both going badly, but
no matter.) I bring this up in order to state that I am not now,
have never been, nor ever claimed to be a musicologist, though
I have associated with a few. I am aware that questions of
performance practice have occupied better minds than my
own for years, and that one must approach that morass with
the greatest trepidation. An excellent examination of this sub-
ject is Richard Taruskin's article "The Fastness of the Present
and the Presence of the Past," published in the collection of
essays, Authenticity and Early Music. He offers cogent argu-
ments for his belief that musicians engaged in the performance
of the music from earlier times have no choice but to create
their own style, and he wonders if "...talk of authenticity might
be better left to moral philosophers, textual critics, and
luthiers."
I've already discussed the difficulties craftspeople encounter

attempting to reproduce even the dimensions of original in-
struments. The greater problem facing makers parallels that
of musicians who must attempt to combine limited and am-
biguous historical documentation with the demands of
modern performance. We can make no claim to be exactly
reproducing either historical performances or instruments,
but what evidence we have can offer us valuable insights into
both, and the interaction between the two is of central impor-
tance.
Nikolaus Harnoncourt was once asked to define what he felt
were the differences between old and modern instruments.

Continued on page 36
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WIRED FOR
SOUND
Are recorder players prepared

to enter the brave new world of
MIDI wind controllers? Two

new instruments point the way.

;7y Matt Marvuglio
and Tony Marvuglio

it has been only four years since Akai
and Yamaha introduced the first

"wind controllers" at the Chicago Ex-
position of the National Association of
Music Merchants (NAM:M). In 1987,
Akai displayed the EVVI (Electronic
Wind instrument) and the EVI (Elec-
tronic Valve Instrument), both designed
by Nyle Steiner, and Yamaha unveiled
the WX7. These instruments had seven
octave ranges. The EWI and WX7 finger-
ings were based upon a Boehm system
(similar to a modern saxophone), while
the EVI was fingered like a trumpet,
with three valves and three trill keys.
These instruments were designed to be

the wind player's link to digital
electronic music hardware—syn-
thesizers, sequencers, and other com-
puterized applications. The com-
munications standard for musical
information is called Musical Instru-
ment Digital Interface (MIDI), and up to
this time, the only way for musicians to
communicate with MIDI hardware had
been through a keyboard. Now, for the
first time, the wind player's articulation,
dynamics, and fingerings could be con-
verted into data that could drive equip-
ment that talked the MIDI language.
These new instruments offered un-

limited possibilities to the wind player.
This is because any conceivable sound
can in theory be described digitally, and
then modified, and mixed with other
sounds. Not only that, but the same lan-
guage that describes the sound can also
specify pitch, rhythm, duration and
dynamics, and this information can be
translated into a score, which can be
printed out. Wind controllers can be con-
nected to synthesizers that use "sam-
pling" techniques, so that, for instance,
melodies can be made out of the sound
of a waterfall or the breaking of glass.
The true potential of wind controllers
has never been as an electronic facsimile

of a flute, or clarinet, or saxophone, but
rather as a step beyond the world of
standard instrumental timbres into—
who knows where?
The original wind controllers took

quite a bit of practice to master, par-
ticularly the octave keys located in the
traditional left thumb position. And the
mechanisms were fussy and sensitive,
and presented opportunities for the
same kinds of glitches that plagued
typists when first switching over from
mechanical to electronic keyboards.
Some of these problems have been ad-

dressed in new models of the Akai EVVI
and the Yamaha WX7, and the EVI has
been discontinued, possibly because of
the difficulty of playing it (or maybe
brass players didn't feel a need for a
MIDI controller). Akai packs their con-
trollers with sophisticated capabilities
and maintains that they are designed for
the professional; Yamaha has taken a dif-
ferent tack by trimming down their con-
trollers to improve the ease of playing.

Now it's the recorder player's turn
to enter the world of MIDI

through two of the new wind control-
lers—the Suzuki MIDI Recorder SRW-
100 and the Yamaha WindJamm'r-EW20.
The scope of these instruments ranges
from professional use to teaching elec-
tronic music to elementary school classes
(or possibly filling out the instrumenta-
tion in a school band that is missing a
bassoon, bass clarinet, or double bass).
Two other instruments—the new Akai
EVVI-3000 and the Casio Digital Horn—
are not discussed in this article. A write-
up of the Akai EWI-3000 in another pub-
lication said that it offered recorder
fingerings, but it doesn't, and Akai has
had to correct this misinformation when
people ask. The Casio, shaped like a
saxophone, uses either saxophone or re-
corder fingerings, but its capability is
very limited and it is suitable mostly for
beginning students of saxophone.
In size, the Suzuki MIDI Recorder
SRW-100 is somewhere between a
soprano and alto recorder; it looks like a
recorder that R2D2 might play. The
mouthpiece is removable, and hard-rub-
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UNLIKE THE SUZUKI, THE YAMAHA EW-20 COMES WITH
ITS OWN SOUND MODULE—AN FM SYNTHESIZER—
WHICH MATCHES THE CLEAN, FUTURISTIC LOOK OF
THE CONTROLLER. WHEN THE SOUND MODULE IS
COMBINED WITH AN EXTERNAL SEQUENCER, YOU CAN
PLAY DUETS, TRIOS, AND QUARTETS WITH YOURSELF.

ber finger buttons replace the traditional
finger holes. A player can use Baroque
or German f:ngerings. (It is almost eerie
the way that many of the standard alter-
nate fingerings are programmed to
respond as they do on an acoustic instru-
ment.) The left thumb half-holes the oc-
tave trans.po ;Rion, just as with an acous-
tic recorder, and in addition it controls
two separa:e octave up-and-down but-
tons to expand the range to four octaves.
Located on the back of the instrument is
a panel co:lb.:ming ten little toggle
switches (clip switches). By using dif-
ferent combinations of switches, a
player can adjust the breath sensitivity
pitch bend, and transposition. The range
of these settings accommodates dif-
ferent playing :eve ls from the beginning
student to the advanced player. The
transposition switches can be set to
sound in the keys of C, F, 136, or G, and
to transpose octaves from one octave
above the scpranc recorder to two oc-
taves below. This function allows the
player to p:ay any part in the recorder
ensemble.
The SRW-10C is purchased inde-

pendent of any sound generating equip-

ment. It is designed to be plugged direct-
ly into two different kinds of Suzuki
classroom synthesizers—the E0-3000
Classroom Keyboard and the ES-2000
Ensemble Station. These alcw the con-
nection of six or seven cifferent :ontrol-
lers at the same time, no: unlike the typi-
cal set-up for an e_ectronic keyboard
classroom. The instrument is not limited
to these synthesizers. however. With an
optional Suzuki SMP MIDI adapter, the
Suzuki can be used with any MIDI
device. We tried the Suzuki on three dif-
ferent kinds of tone generator: a Roland
U220 (which uses sampling tedmiques),
a Roland M1'32 (a Lnear arithmetic syn-
thesizer), and an analog Oberheim
Matrix 1000. It worked fine en all three.
Perhaps the mos: exciting feature of

the Suzuki is its abiLty to control "pro-
gram changes" from -he instrument.
Programs are sets of instru:tions that
specify all the parameters of the sound
being generated. These are defined on
the synthesizer to which the SRW-100 is
connected. Any of one hundred such
sound combinatior s can then be called
upon "on the fly" by holding a mode
switch with the rigb t :humb while press-

ing different finger buttons. (Each finger
button is assigned a number 0 to 9, and
by using different combinations a player
can change programs from 0 to 99.) This
is a most sophisticated capability for any
wind controller. The Yamaha Wind-
Jamm'r, for instance, can only call up
such sound descriptions in sequence,
forward or backward (see below). The
Suzuki SRW-100 is being marketed
primarily to the educational market, but
despite its almost toy-like appearance,
its true potential may lie in the hands of
the best of the avant-garde recorder vir-
tuosos.
The Yamaha WindJamm'r EW-20 looks

like a sleek, black missile, and offers the
player either saxophone fingerings or
recorder fingerings (Baroque or Ger-
man), including tempered or natural
scales. The key mechanism is a firm key-
button action, similar to the Suzuki re-
corder and very different from the hair-
trigger post-and-rod Boelun-type
construction on the WX7 and newer
VVX11 models. The key-button action
lets fingers rest lightly on the keys
without glitchirtg. The three octave keys
are located in the traditional left thumb
position. These give the performer a
four-octave range in the saxophone
fingering mode (which may be extended
another octave using alternate finger-
ings). In the recorder fingering mode,
however, the player has only a two-oc-
tave range (plus the alternately fingered
lower octave). The recorder mode offers
fewer challenges to the performer be-
cause of the limited range, but creates
fewer problems for the novice musician.
Other Yamaha wind controllers make
use of a plastic reed with a sensor under
the reed to control vibrato and pitch
bend. The WindJarrun'r mouthpiece,
however, does not include this reed. In-
stead, the right thumb controls a "bend
wheel" that may be set from the sound
module either to bend notes up or down
by different intervals or to control
vibrato. This wheel slides only to the
right whether you are bending up or
down or adding vibrato and is less
sophisticated than the rocker wheels
found on keyboards and on the earlier
WX7. (I have found that it is a good idea
to begin by experimenting with the
vibrato setting, because it is easy to lean
on the wheel when it is set for a certain
amount of bend, thus inadvertently
transposing a passage.)
Unlike the Suzuki, the EW-20 comes
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with its own sound. module—an FM
synthesizer—which matches the clean,
futuristic look of the controller. When
the sound module is combined with an
external sequencer, you can play duets,
trios, and quartets with yourself. (You
can do this, for example, by setting your
current part on channel 4 and the addi-
tional channels—the ones receiving the
other three parts—on channels 5,6, and
7. This "multi-timbral" set-up lets you
record MIDI data ir.to an external se-
quencer via the MIDI-out port on the
rear panel and play back the sequence
via MIDI-in. The maximum number of
voices is eight, arranged in four parts.)
With the EW-20's sound module you
may choose from 64 fixed instrumental
and vocal sounds. There are two dif-
ferent "recorder" sounds, but neither is
likely to satisfy an experienced recorder
player. You can, however, influence
these sounds with 32 "performance
patches." These specify reverberation,
transposition, vibrato, or pitch bend,
and octave. Performance patches are set
in a certain sequence and are selected by
means of increment or decrement but-
tons on the unit or by optional foot
switches. The unit can be set to accept
breath control or volume control; this is
defined by a "power-up" sequence
when you first turn it on. This is a handy
feature if you are planning to use
another synthesizer that does not accept
breath control in conjunction with the
Wincljanun't

With the introduction of the
Yamaha WindJamm'r and the

Suzuki SRW-100, recorder players are
now able to enter the brave new world
of electronically created music at prices
comparable to the cost of a well-made
recorder. (The Yamaha WmdJamm'r
together with its sound module lists for
about $650; the Suzald SRW-100 costs
about $200 and the SMP MIDI adapter
another $50. A good synthesizer to go
with it might cost $400.) But caution is
advised. With all the sophisticated pos-
sibilities of these new instruments, your
skills relate to playing a wind controller
about as well as a typist's relate to
operating a computer. It takes time to
learn how to play a wind controller, and
you need to practice with the same
diligence that you would use with any
other new instrument. You will notice
many differences from acoustic instru-
ments: for instance, breath vibrato does

not vary the pitch of a note, only its
intensity (although on the Suzuki, you
can change this so that pitch does vary
with breath impulses!). These instru-
ments could broaden a performer's or
student's frame of reference and help
develop different kinds of musical skills.
They are useful in the recording studio,
particularly if you are a composer/per-
former. They are good tools for record-
ing and combining sequences if you
have no keyboard skills, and they offer
an expressive quality that is different
from a keyboard controller.
Most woodwind players get excited
when they first play a MIDI wind con-
troller modeled after their instrument.
But as you think about buying one, you
may want to ponder some philosophical
questions. As players of historical
woodwinds, recorder players are
naturally sensitive to the relationship
between instruments and composers.
While one can easily appreciate that
Telemann's recorder, Vivaldi's violin,
and Mozart's piano were perfectly
suited to the music written for them, it
is not always clear whether builders
were responding to the needs of com-
posers or whether composers were

responding to the potential of new in-
strumental developments. In the case of
the wind controller, it seems clear that
the new technology is handing recorder
players an instrument whose potential
is not clearly related to their demands as
performers. Recorder players may be
grateful for the opportunity but may
wonder how manufacturers decided
that it was important to include the re-
corder player into the world of MIDI.
What are recorder players going to do
with an instrument that can create
sounds ranging from a Medieval harp to
a melodic Mack truck? Are the limita-
tions of the recorder integral to its ap-
peal? Or will recorder players respond
creatively to the potential presented by
a MIDI wind controller? We look for-
ward to the answers that the next
decade will provide.

Flutist Matt Marvuglio, chair of the wood-
wind department at the Berklee College of
Music in Boston, also heads its Performance
MIDI Lab. He has extensive performing ex-
perience on MIDI wind controllers in this
country, Europe, and Japan. Tony Mar-
vuglio is the director of the South Shore
Music Production company.

THE SUZUKI SRW-100 IS BEING MARKETED PRIMARILY
TO THE EDUCATIONAL MARKET, BLIT DESPITE ITS
ALMOST TOY-LIKE APPEARANCE, ITS TRUE
POTENTIAL MAY LIE IN THE HANDS OF THE BEST OF
THE AVANT-GARDE RECORDER VIRTUOSOS.
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OMETHING'S WRONG. You are
rehearsing Baroque music for one

or more recorders and keyboard con-
tinuo, and you all know your parts. You
and your colleagues have played to-
gether before, and you are on reasonab-
ly good speaking terms with one
another. But things don't click. The
music doesn't breathe. Sections begin
and end together, but there's little sense
of ensemble. Playing the upper line, you
may feel as though you are left to fend
for yourself or are being buried within a
busy overlay of ornamental notes and
chords.
The problem, you've concluded, has to

do with the relationship between re-
corder and harpsichord. In Baroque
music, the working partnership of treble
and bass—the two omnipresent and
defining poles of its texture—is at the
core of almost any successful perfor-
mance. It can be, however, a difficult
alliance, replete with misunderstand-
ings of intent and execution. After that
first play-through or rehearsal comes
the hard part: what, specifically, does
one work on? Who says what? Where do
we go from here?
The best questions the treble player

can ask the harpsichordist may very
well also be the most dangerous and
inflammatory. They will strike at the
heart of what the accompanist is
doing—which, in all likelihood, is not
what his or her Baroque predecessor
would have been doing. The musician of
the 17th and 18th centuries learned
music much differently from the way we
do today. If the modern keyboard player
is fortunate enough to have taken any
theory courses, they probably consisted
of the analysis and practice of "tradi-
tional" harmony, often divided into in-
stallments labeled "diatonic" and
"chromatic." These often incorporate an
ample dose of Roman-numeral chord
identification and dry-as-dust exercises
in chorale harmonization and written-
out figured bass "realization," whose
dreary purpose is at best vague and at
worst non-existent. Much is quickly for-

YOU
What keyboardists

can do with a bass line,
whether they

realize it or not!

by Gregory Hayes

gotten. Some residual pain may linger.
In no case is the student prepared to
create these realizations at sight at the
keyboard.
The Baroque -apprentice musician, on

the other hand, learned figured bass and
counterpoint as a practical task. The ap-
propriate progression of chords was
learned from the bottom up, as it were,
by playing from a simple bass line with
figures below it indicating the harmony.
This part was called the continuo, or in
English, thorough-bass (through bass).
Voice-leading, the mysterious bane of
some 20th-century chorale harmon-
izers, was understood as the natural ap-
plication of contrapuntal principles. The
goal was not (as it is now) just to under-
stand the ways of music, but to make
music. This training lent itself much
more directly to the art of accompani-
ment. Once they had mastered the
straightforward (if sometimes daunt-
ing) business of playing the correct notes
from the figures, keyboard accompan-
ists were freed to adjust quickly and
with sensitivity to musical circumstan-
ces—the kind of piece they were playing
and the limitations of the instruments
being played, including their own.
The 18th-century student's job was
made immeasurably easier because
there was only one kind of music to
understand: contemporary music. This
helped to deal with elusive issue of taste,
the sine qua non identified by every
writer of the era, none more charmingly
than Francesco Geminiani:

A good Accompanyer ought to possess the
Faculty of playing all sorts of Basses, in dif-
ferent Manners; so as to be able, on proper
Occasions, to enliven the Composition, and
delight the Singer or Player. But he is to exer-
cise this Faculty with Judgment, Taste and
Discretion, agreeable to the Style of the Com-
position, and the Manner and Intention of the
Performer.
(The Art of Accompaniment, or A new and well
digested Method to learn to perform the Thorough
Bass, 1755)

In music with a continuo part—which
is to say almost everything composed
between 1600 and the 1760s—the taste-
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The title page from a 1717 reprint by
Richard Meares of a rwrough-bass method

by Gottfried Keller, a German emigre
teaching in London. It was originally
published in 1725 by Walsh & Hare.

ful accompanist needed the skills of a
part-time harmonist, composer, im-
proviser, and sympathetic listener. This
last quality is paramount—for, as Ge-
miniani goes on to warn us:

If an Accompanyer thinks of nothing else but
the satisfying his own Whim and Caprice, he
may perhaps be said :o play well, but will
certainly be said to accompany ill.

In a real-life rehearsal, however, if you
begin by expostulating to your key-
board player in this manner, you will
quickly find yourseE without an accom-
panist. None of us likes to hear about
what we can't do, and most of us were
not apprenticed as Baroque musicians.
Without the traircrig to fulfill the
mechanical requirement of figured bass
with fluency, the modern player will
have little inclination to sympathetic lis-
tening or stylistic discretion.

AS MANY A 20th-century commen-
tator has remarked, the easy

availability of written-out realizations
today is a two-edged sword. There is
comfort and security in playing from a
modern-day full score (the need to fig-
ure out chords is, of course, eliminated),
but with what is gained comes a loss—of
flexibility, proximity, and, for lack of a
better word, intimacy. Freed from the
tyranny of a written-out right hand part,
the keyboardist playing from figures
can adapt to the particular instrument—
and even the particular player—he is
accompanying. If the work is a solo
sonata, he will almost always have the
soloist's part directly above his own on
the page, and may Lkewise be inspired
to interact more sensitively with his
partner. The common choice of verb in
English for this activity—"realizing" a
figured bass—is extraordinarily apt. In
its implications of 'making real," "ac-
complishing," and "understanding
clearly," it tells more about the pursuit
than we sometimes admit.
For the modern-day accompanist

faced with little time or training and a
surfeit of numbers—as might be found
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on almost any page of figured music by
Bach or Couperin, for instance—inspira-
tion may be preceded or even sup-
planted by desperation. A retreat to the
less treacherous terrain of the published
reali7ation may be in order. If this is the
case, it should be understood that with
the alleviation of one chore (construct-
ing the harmonies) comes the burden of
a new one: discerning what it is that you
really want or need to play. This, more
often than not, will mean discarding

sew...L.144W

rather than adding. The "tyranny' o±- a
texted realization resides in the :mis-
taken) impression that we are obligated
to play what we see. And with 2oo I
reason: the well-trained classical
musician today is usually imEtied with
a deep and abiding respecT. for the
printed page (and, conversely, with
scant encouragement towards nr--
provisation). The composer's imentiors
must be respected. The catch is, of
course, that for two centuries comp :sets
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CONTINUO-ING STUDY

All roads of serious study in figured
bass eventually lead to Franck Thomas
Arnold's exhaustive The Art of Accom-
paniment from a Thorough-Bass (Lon-
don: Oxford University Press, 1931;
reprinted New York: Dover, 1965). In
two volumes totalling some 900 pages,
it contains in English translation pas-
sages from almost every important
historical source, and is unparalleled
as a reference tool. Arnold's treatise is
not, however, a good place to begin
one's study. Hermann Keller's
venerable Thoroughbass Method (a
translation, by Carl Parrish, of Keller's
1931 Schule des Generalbass-spiels; New
York: Norton, 1965) is somewhat dated
and limited in scope but is a fine intro-
ductory text with much practical ad-
vice (from the Foreword: "Play, always
play; don't write out exercises!").
Keller's presentation of preliminary
exercises is especially appealing: what
better way to learn voice leading than
by a few of the numerous figured
chorales to which the student need
only supply the interior voices?
In recent years a host of primary

sources from before 1800 have once
more become available, either as fac-
simile publications or in annotated
(often translated) critical editions.
These include works by Carl Philipp
Emanuel Bach, Jean-Henry D'-
Anglebert, Francesco Gasparirti,
Geminiani, Johann Heinichen, Nicolo
Pasquali, and Johann Quantz. All of
these are identified, along with
numerous other sources, in the "Hand-

list of Books" to Peter Williams's hand-
somely presented Figured Bass Accom-
paniment (two volumes; Edinburgh:
Edinburgh University Press, 1970).
Williams conveys a wealth of informa-
tion by way of carefully selected ex-
cerpts from those sources; volume two
is an anthology of musical examples,
along with three worked-out realiza-
tions. He does, however, presume
some previous familiarity with figura-
tion.
A simple "nuts and bolts" approach
with an especially appealing pedigree
comes via Continuo Playing According
to Handel: His Figured Bass Exercises
(New York: Oxford University Press,
1990), in which David Ledbetter
provides commentary, and offers
sample realizations, to the rudimen-
tary exercises the composer prepared
for princesses of the royal family be-
tween 1724 and the mid-1730s. If this
whets your appetite for more original
sources for basso continuo instruction
in facsimile, you might consider
Nanette Gomory Lunde's unadorned
but rich anthology The Continuo Com-
panion (Columbus: Early Music Fac-
similes, 1988).
If you've come this far, and are not

spending most of your time making
music at the keyboard with other per-
formers, beware: you're akin to the
golfer who can't graduate to the course
from the driving range. In each case,
the greatest sport—as well as the best
exercise and choicest surroundings—
can be found only on the playing field.

specifically did not provide right hand
parts for keyboard players. With eyes
g_ued to an inviolate right hand part, we
are in fact violating their intentions.

S0 WHERE TO begin? The sources
described in the accompanying

overview of instructional texts offer
much more coherent and comprehen-
sive advice than any presented here. A
reading of some—Quantz's Versuch
eiPier Anweisung die Plate traversiere zu
spielen, of course, but also C.P.E. Bach's
Versuch iiber die wahre Art das Clavier zu
spielen and Peter Williams in the first
volume of his superb Figured Bass Ac-
ccmpaniment—will benefit the soloist as
much as the keyboard player. A few

basic precepts, however—adopted by
an accompanist on his or her own, or
gently and constructively proffered by a
collaborator—might help set the course
for a musical experience as rewarding as
it is challenging.

1. Listen.
2. Play from a decent edition. For a

keyboard player, this means the original
figuration has been retained and realiza-
tion, if there is one, is modest. Remem-
ber that it is always easier to add notes
than subtract them. Your edition need
not be the most recent, nor the most
expensive: several of the economical
Kalmus publications, for instance, are
reprints from the eminently respectable

Barenreiter Hortus Musicus editions.
Countless facsimile editions covering
much of the repertoire are now avail-
able, many advertised or reviewed in
these pages. Several modern editions
(the Barenreiter editions of the Handel
flute and violin sonatas come to mind)
offer the best of both worlds: they in-
clude a copy of the solo part with figured
bass in addition to a score with texted
reali7ation. (Fight the urge to photo-
copy: in the long run, it simply removes
any incentive a publisher may have to
either bring out new materials or keep
the older ones in print.)
3. Early in rehearsal, play the left
hand alone. To the keyboardist who has
either a) finally made himself comfort-
able with the figures orb) finally learned
the right hand part, this is almost impos-
sibly difficult to do. But do do it. Your
attention will once more be focused on
the bass line, where it always should
have been. You will hear that part better,
as well as the treble lines with which
your part interacts. The wily accom-
panist, too, discovers eventually that
there is a hidden allure to this practice:
it tends to make your partners uncom-
fortable. They suddenly realize you're
listening.
4. When you begin to add right-hand
notes again, add a few at time. Try it
once without the realization—either
cover it up, write the figures in a
photocopy of the bass part, or play from
a facsimile edition. Any experienced
player of figured bass will admit to the
occasional loss of brain power in perfor-
mance. The standard—if temporary—
first resort is to play thirds above the
bass until consciousness returns. Try it:
it works (for a while, at least). At all
times, be discriminating in your choice
of notes. Discretion, here as elsewhere,
is the better part of valor.
5. Develop your own vocabulary of

styles and devices as you learn from the
sources, from experimentation, and
from hearing other players. When you
hit upon a good idea, or need to remem-
ber a particular cadential formula, don't
be shy about writing it in. You'll be fol-
lowing an honorable tradition. Some in-
triguing, if uneven, sources for informa-
tion about contemporary realizations of
Baroque music are those few original
parts that survive with the players' own
annotations scribbled in.
6. Listen carefully to the cellist, if

Continued on page 24
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HOW TO DO BATTLE
WITH A GRAND PIANO
After listening to ore too many military
briefings this winter. Anthony Rowland-
Jones was moved tc issue the following
memorandum in the newsletter of the
Cambridge Branch of the Society of Re-
corder Players.
The first rule in any impending con-

flict is to avoid it. So start by making
diplomatic approazhes to any amen-
able (probably French) harpsichord
players, or bring of:-7 a resounding coup
by forming an affiance with a lutenist
(probably Arabic). But opportunities
for such treaties are rare, and one then
either has to disengage (cowardice), or
be prepared to encounter the might of
the piano-fortissimos.
Next, you must threaten to deploy

your armor-piercing technology and
atomic capability the descant and
sopranino ranges, but this may be a
futile gesture if the conditions of the
war disallow their use, as in a sonata
stipulating treble recorder and key-
board.
So choose your terrain. Difficulties
will be reduced if you select music writ-
ten by 20th-century composers aware

of the prob-
lems of
match-
ing a
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recorder against a grand piano. Such
composers usually only permit the
enemy to unleash its fortes when the
recorder is in its most aggressive upper
register. But we also want to play
Handel and Telemann, who were bliss-
fully ignorant of the grand piano
menace. So here are five strategic prin-
ciples by which, even in such adverse
circumstances, you may gain victory
against overwhelming odds. This is
brought about by reconciling yourself
to your adversary's strengths and ex-
ploiting his weaknesses.
1. ACHIEVE AIR SUPREMACY.
You can stand up to command atten-
tion and survey the field; your pianist
is compelled to remain sitting down.
So, exploiting your air-power, breathe
big. Do it audibly as if you were trying
to persuade your (paying) audience to
breathe with you. Feel the strength of
your diaphragm and the thrust of that
column of air surging up to be impelled
forward into the recorder's windway.
Don't overdo it, for a forced tone loses
focus and control. But except in quieter
passages, play close to the upper limits
of your recorder's breath-pressure
range, so that you activate those har-
monics that give recorder tone a cutting
edge and bite. Use shading and cover
to compensate for any dangerously
prominent rise in pitch. Relish this
sound and push it out to every corner
of the theater of war, for it can dominate
the plununier tones of a modern piano.
2. SELECT YOUR TARGET AND
STRIKE UNEXPECTEDLY. Your
enemy, particularly at his left
wing, has to maintain the chordal

pulse of the music. While you
too must operate within this

pulse, otherwise
chaos will ensue on all
sides, you can select

points in the
melodic line where
you attack a note

early, or feint
by bring-
ing in a
note un-

expectedly late. You have more
capability in attack, if not in defense. So
make the most of your tactical oppor-
tunities.
3. EXPAND RAPIDLY AFTER A
BREAKTHROUGH ON A NARROW
FRONT. You have the facility to ex-
pand a note after its initial attack. Your
adversary, though well dug in, has to
accept that once he has engaged a note
it can then only diminish in sound; he
cannot reinforce its dynamic after it has
struck. So, when you engage with a
piano, draw out and strengthen your
notes more than you would in other
circumstances. Within the internation-
al Rules for Musical Interpretation in
the Baroque Era (known as the "Veil-
han Convention"), do not hesitate to
use other weapons not possessed by
your opponent, such as vibrato to in-
crease the intensity and amplitude of
notes, especially high notes where your
resources are at their strongest.
4. EXPLOIT ARTICULATED WEA-
PONRY. The enemy has heavy guns,
but you have much more variety in
devices of articulation. He is not able
easily to react to well-directed and
well-timed bursts of staccato, and you
can move more quickly than he can
from one articulatory plosive position
to another. Your opponent in his bunk-
er just has to keep hammering on, as
that is the only way his armament
operates.
5. SURPRISE WINS BATTLES. It is
you who are in control in this en-
counter, for you choose the music and
can spy out the land in advance. Use
this initiative with resource and im-
agination. Within the constraints of the
theater of war, you can decide upon
speeds and changes of speed, upon
dynamic variety (you might even
retreat into the cover of a pianissimo
and surprise by your return), and upon
expressive inflections that display the
authority of your understanding and
command of the musical situation.
Prepare your strategy through in-
formed and well-considered logistics.
Be in readiness for the real thing
through rigorous training and exer-
cises. When the crucial moment ar-
rives, you will then strike with con-
fidence and determination, and victory
will be yours.
P.S. Don't forget to keep your recorder
well oiled.
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A Special Need to Play
WHEN TEACHING recorder to spe-

cial needs students, the main
attribute you need is patience, combined
with an appreciation of the individual
needs of each student. As a recorder
teacher, you are expected to be generally
aware of potential problems and their
usual solutions, but in teaching recorder
to students with special needs, the usual
solutions often do not work. You must
be creative in finding the most effective
way for these students to learn the
necessary skills—by working with their
limitations rather than against them.
One of the most difficult habits to

break is that of categorizing students,
whether by age, grade-level, or (sup-
posed) learning capability There is no
single approach, for example, that is al-
ways appropriate for students diag-
nosed as having Down's syndrome. I
have taught several Down's syndrome
students, both in classroom situations
(mainstreamed) and in one-to-one
private instruction. The physical and in-
tellectual differences among these stu-
dents have been as varied as differences
among any students. The common factor
in teaching all of them has been patience,
together with a willingness to try new
and different approaches to dealing
with the individual's physical and intel-
lectual limitations. If it works, use it!

The first Down's syndrome student
that I taught on a one-to-one basis had
coordination problems and decreased
tactile sensitivity in her fingers. I used
rubber washers glued over the top three
holes to help her feel them and seal them
adequately. By the time we added the
right-hand, she had become accustomed
to finding the holes, and we did not need
to use washers. We were also able to peel
off the washers from the top holes, be-
cause her hand had become used to the
proper position. (Don't use super-glue,
or you lose the option of removing
them.) This student also had difficulty
articulating the "duh" at the beginning
of notes. She was quite successful, how-
ever, in using either a "huh" or a sort of
glottal click. This enabled her to articu-
late a full legato and a perfectly accept-
able staccato. She now plays in both oc-
taves with a reasonably accurate thumb
action. She hears and is able to self-cor-
rect fingering errors or misplayed
pitches without losing her place in the
rhythm, thus enabling her to play in
advanced intermediate ensembles. She
can also maintain a fairly complex
rhythmic/melodic line in one-to-a-part
performance. The physical and musical
skills she has learned over the last five
years of recorder instruction have car-
ried over into other areas of her life, such

by Marsha Evans

as improved playing skills on piano, es-
tablishing good study and practice
habits, developing poise and inde-
pendence by performing, and in gen-
eral, enhancing her self-esteem.
The second Down's yndrome student

I taught on a one-to-one basis (as well as
in her regular group music class) had
none of the coordination problems of the
previously mentioned student. She was
able to articulate "duh" adequately. Her
retention and concentration, however,
varied a lot from one lesson to another.
Again, repetition, patience, and lots of
positive reinforcement were essential.
(Remember, the student may not be
bored just because you are!) It has been
necessary with this student to use
"crutches," such as written-in note
names and beat numbers, to guarantee
success; they will be phased out
gradually as she becomes more secure in
reading from notation. On lesson days
when the memory or concentration is
simply not there, we work on playing by
rote or playing "old favorites" for fun.
Any playing is better than no playing—
and if it can't be fun as well as instruc-
tive, who needs it?
This student is also gaining strengths

in non-musical ways: she practices on a
daily schedule of her own choosing,
without, I am told, being coerced by her
parents. She has been able to play in
ensemble and as a soloist at her school,
which greatly enhanced her self-esteem.

IHAVE ALSO HAD an opportunity to
work with students who have a

variety of physical limitations, ranging
from multiple sclerosis to bone cancer to
missing digits on one hand. All of these
students have been able to play, to one
degree or another, and to enjoy making
music, alone or in company. I have com-
posed a series of pieces playable with
one hand on an unmodified soprano re-
corder, using thumb and four fingers at
the top of the instrument. Many pitches
from first-space F to A are obtainable
using the standard finger pattern, mere-
ly substituting the fourth finger for the
first finger of the other hand. There are
some hole-shadings necessary, and the
E is not obtainable in either octave, so I
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have written pieces without E's. There
are also many early dances and folk
tunes that can be transposed or have the
melodic line altered slightly to eliminate
the unattainable E. The most difficult
hurdle to overcome is the attitude,
"I/ they can't do it because of (one or
another) limitations." Find a way!
The student with multiple sclerosis

discovered that using ring-binder rein-
forcements pasted over the recorder
holes in stacks of three enabled her to
feel the holes more easily without ad-
ding as much bulk as rubber washers.
And on hot days, when her nerve impul-
ses were erratic, we worked on pieces
with sustained tones and slow move-
ments.

Astudent with cancer of the bone,
who could only use her left hand

and had little strength to support the
recorder, put her right arm on a stack of
pillows in her lap and let the recorder
rest its end on her wrist. (Another pos-
sibility would be to modify a harmonica-
holder with an extension to brace the
recorder for one-handed playing.) These
adjustments would allow anyone with
only one usable hand, even if only tem-
porarily so (as I discovered when ten-
donitis disabled my right arm for several
weeks!), to play an inexpensive, un-
obtrusive, "just-like-everyone-else's"
recorder.
As a rule, I have found that the most

effective way to help students absorb all
the necessary information in one digest-
ible bite is to teach note-name/staff posi-
iion / fingering-pattern / auditory per-
ception as a unified concept. (I have
used this same approach with most of
my students, regardless of age or other
limiting conditions. Even pre-readers,
ages 4 to 5, are interested in learning
how to read the music as well as how to
make the sounds.) For students with
vision impairment or dyslexias that in-
terfere with visual perception, however,
I have turned to playing by rote ex-
clusively. The important thing is to en-
courage people to play. In fact, one
device that I use when encouraging stu-
dents to listen to themselves play
and/or to improvise melodies is to have
them sit in a darkened room and just
"make sounds." (There is also a Braille
system of musical notation for visually
impaired musicians to learn if they wish
to work on composing or transcribing
music.)

There is no single approach that is always
appropriate for students diagnosed as
having Down's syndrome. The physical
and intellectual differences among these
students have been as varied as
differences among
any students.

A student with severe hearing impair-
ment would probably be best served by
earning a more visually-oriented in-
strument. However, the student can be
taught the proper fingerings and then to
adjust breath pressure (with visual rein-
forcement from the teacher when the
pitch is "on") to obtain the correct
sound. One way tc be sure that some
sound is coming out of the recorder is to
learn to feel the air vibrating against the
fingertips that are covering holes. Cer-
tainly enough skill could be attained to
allow the student to play in simple en-
semble pieces with peers.
The recorder has been used with
people who have a variety of respiratory
difficulties, since cor trol of the breath is
more important -.han volume or
strength. "Easy Breather" clubs (for
those with Chronic Obstructive Pul-
monary Disorder, etc.) have formed re-
c order ensembles to help people learn to
control their exhalations and to be so-
cLable at the same time! At least two of
my students have had rather severe
asthma, yet have attained an advanced
level of playing. Th237 have increased
their ability to get more air into their
lungs and to control their exhalations.
Students with Organic Brain Disorders

caused by trauma, stroke, etc., can use

Special needs student Rebecca Shriro
works with her teacher Marsha Evans
before pa:ticivating in a mainstreamed
concert a! The Montessori School
(opposite page). Playing with her in the
concert are (first row from left) adults
Gladys B!rdsall and Meredith Williams,
David Velleman., Christopher Boyd, Jade
Russoff, Sylvie Yntema, Rebecca, adult
Karen Sauer; (second row from left)
Jessica Milgnom, Rachel Tanksley, Simon
Tanksley, Elizabeth Clune, Margo
Yntema, and adult Kathy Tracy.

the recorder to practice fine-motor con-
trol and eve-hand coordination, to-
gether with the fun of making music!
Again, each student must be dealt with
on an individual basis: what works like
a charm for cne will be totally ineffective
with anothen Many of the suggestions
previously mentioned will be helpful in
these situations; mostly, you'll have to
"wing it"!

Marsha Evans teaches recorder at The Mon-
tessori School and the Community School of
Music and Arts in Ithaca, New York. With
guitarist :,ew Fitch, she publishes music
under thei....loint name of Marlewsha Music.
Her musiVOr recorders has been used at the
Long Island Recorder Festival and at the
Chesapeake Recorder Workshop.
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Books on 18th-century continuo performance and 20th-century
recorder performance are reviewed, and five items briefly noted.

Book
Reviews

BACH'S CONTINUO GROUP—
PLAYERS AND PRACTICES IN HIS
VOCAL WORKS By Laurence
Dreyfus. Cambridge, Mass. & London:
Harvard University Press, 1987. xii &
264 pp., ISBN 0-674-06030-X, $14.95
(paperback). Reviewed by Howard Schott.

The recent paperback reissue of this
reexamination of the continuo practice
of Bach and his contemporaries is in-
deed welcome. No. 3 in Harvard's
Studies in the History of Music series
(Lewis Lockwood and Christoph Wolff,
general editors), it won deservedly high
critical praise on publication in a costly
hardback edition. Now available at a
modest price to all who are involved
with Bach performance—and who is
not?—it merits a new review emphasiz-
ing its practical utility rather than its
scholarly underpinnings.
What is meant by the term continuo

group? This title gives a hint of one of
the most impo:tant conclusions
reached: the use of dual (i.e., organ plus
harpsichord) accompaniment in the per-
formance of Bach's church music.
Dreyfus has painstaxingly examined all
the surviving contemporary scores and
performing materials, especially the
continuo parts, as well as documentary
evidence bearing on this question. His
conclusion that dual accompaniment
was a norm, perhap seven the norm,
seems irrefutable, even if it is at odds
with the findings of Philipp Spitta, Ar-
nold Schering, and even more recent
Bach scholars of renown, who wished to
banish the harpsichord to the realm of
secular music exclusively and to leave
the lute as a continuo instrument totally
out of consideration. The existence of
numerous duplicate figured bass parts,
one at Chorton (i.e., transposed up a
whole tone to match the organ pitch)
and a second at Carnmerton, the pitch of
the other instruments, including the
harpsichord and possibly lutes as well,
confirms that dual accompaniment was
a constant practice at St. Thomas's in
Leipzig during Bach's tenure there.
How was the continuo bass line per-

formed? Dreyfus concludes, after ana-

lyzing the relevant evidence in fullest
detail, that these strings of whole- and
half-notes were performed in two ways.
In the case of secco recitative, speech-
like and accompanied only by the con-
tinuo group, the long bass notes were
conventionally reduced to quarter-notes
plus rests with harmonies of similar
duration. In recitatives also accom-
panied by other instruments, such as
violins, recorders, or oboes, the bass
notes were played literally as written.
Only on rare occasions and for par-
ticular reasons, notably in the St. Mat-
thew Passion, did Bach trouble to notate
the short type of accompaniment.
The non-keyboard members of the

continuo group were bassoons of
various types and a brace of string in-
struments: the violoncello, the different
types of violone, the viola da gamba, the
violoncello piccolo and viola pomposa,
and the lute. Dreyfus traces not only
Bach's use of bassoons in continuo—
more frequent in Weimar than Leipzig—
but also the changing use and character
of the instrument. "The bassoon and its
forebears...had an extended history of
accompanying sacred music long before
concerted church cantatas came into
vogue. Within this tradition, the om-
nipresent bassoonist played colla parte
with the choral basses. The new galant
bassoonist, on the other hand, seems to
have been prized for his special, elegant
timbre."
The strings playing the bass line, and

occasional obbligato parts, at 8-foot
pitch are less problematical than the
larger instruments sounding wholly or
partially at 16-foot pitch. Dreyfus dem-
onstrates how very different instru-
ments were subsumed under the head-

ing of violone. There were two types of
six-stringed viols, a smaller one des-
cending to GG and a larger going down
to DD. The latter was often referred to,
somewhat redundantly, as a violone gros-
so. In addition, and double bass players
will be surprised to learn this, four-
stringed instruments were often tuned
in fifths CC-GG-D-A, that is, an octave
below the normal cello tuning, rather
than in fourths as today. By examining
the violone parts in the Brandenburg
Concertos, Dreyfus shows that only No.
1 requires a four-string instrument des-
cending to CC. The violone part of No.
6, going down to a written low BB6
seems to call for an 8-foot pitch basse de
violon or large early type of cello tuned
in fifths above that bottom note. The
parts for Nos. 2, 3, 4, and 5 regularly
descend to DD but routinely avoid low
CC, and thus are suitable for a six-string
viol. Analysis of contemporary perform-
ing materials show that Bach had at his
disposal different types of contrabass in-
struments in the towns of Weimar,
Cothen, and Leipzig.
In sum, Dreyfus has provided a much-

needed and solidly documented correc-
tive to earlier studies of Bach's instru-
ments and performance practice. While
paying due tribute to prior scholarship,
he does not hesitate courteously and ap-
preciatively to point out deficiencies and
to correct errors. (Charles Sanford
Terry's Bach's Orchestra remains basic
reading regarding the instruments. One
must remember, however, that he ac-
cepted the homogenized Bach-Gesell-
schaft texts as gospel.) Over and above
its utilitarian value as a guide to under-
standing Bach's performance practice,
Dreyfus's book affords a fascinating

Die Dynamische Blockflote is an important
reference work—an absolute must for any serious
recorder-playing musician. Even if you don't read
German, the exercises, references, tables, etc., are
perfectly usable, and with this review in hand, you
ought to be able to make your way through the text.
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MARJORIE & JOSEPH LOUX, JR.
2 HAWLEY LANE, P.O. BOX 34
HANNACROIX, NEW YORK,
U.S.A. 12087-0034
TEL: (518) 756-2273

Open by appoint-reit nIy. Dis-
cour •ed prices or Moeck, Zen Cn
and :ther wocden and )Iastic
cordErs. Stein.copf historic wcod-
wincs. viols la gamba, harpsi-
chor:s aid -nusi:. Send four
starr ps for catalog.
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SWEETI-ILART
ruurr cc.
Baroque Flutes: ou own
"Sweethear." model

Tabor Fipes
Fifes, Fla€eole.tes, "Irish"
Flutes & Tin Whistles.

Seal for brochure and:or
antive flute list

32 Soutt. Mark Street
Enfield, CT 06032
(203) 7494491

Book Reviews (continued)
glimpse of the composer at work,
providing cantata after cantata for Sun-
day services, dealing with the variable
quantities and qualities of the perform-
ing forces at his command. After reading
it, one almost has the impression of
having actually lived through the ex-
perience. Can one ask any more of his-
toriography in any field?
Howard Schott is a musicologist and attor-

ney practicing in Boston, Massachusetts.

DIE DYNAMISCHE BLOCICFLOTE.
By Johannes Fischer. Edition Moeck
4048, 1990. 44 pp, distr. by European
American Music. $35, hardback. Re-
viewed by Pete Rose, with the assistance of
Adelheid von Goeler.

Here is a masterful, comprehensive, and
detailed thesis on the dynamic control of
the recorder, a subject that received a bit
of attention in these pages back in 1986-7
(including several letters to the editor
and an article by Scott Reiss). Its author
is a brilliant young recorderist from
Karlsruhe, Germany, who can do just
about anything that can be done on re-
corder. (But it should be pointed out that
European recorderists in general are
much more aware of the recorder's
dynamic potential and of the techniques
necessary to realize it.) Since the book is
available in German only, a synopsis of
the text is in order. I wish to acknow-
ledge the diligent work of my student
Adelheid von Goeler in assisting me
with this aspect of the review.
The book begins with an insightful
overview in which Fischer points out
that the entire 19th century, when instru-
ments of all types went through a
remarkable evolution, has been lost time
in the development of the recorder. Since
the rediscovery of the instrument in the
20th century, the main emphasis has
been in reestablishing the techniques of
production and performance that had
been developed by 1750; this has finally
been realized within the last 15 years.
With this book, Fischer wishes to further
advance the development of recorder
technique in the area of dynamics, al-
though he does realistically acknow-
ledge the instrument's limitations.
The first of the book's six chapters

briefly states the basic dynamic charac-
teristics of the recorder. Fischer differen-

tiates between aspects that are specific to
the instrument (i.e., all recorders get
louder as you go higher and/or open
more fingerholes, are softer on forked
fingerholes, are affected by the voicing,
boring, size of fingerholes, etc.) and fac-
tors that can be influenced by the player
(breath pressure, shape of oral cavity).

In Chapter 2, alternative possibilities
for dynamics are surveyed. These in-
clude the standard techniques for leak-
ing and shading with changes in breath
pressure so as to produce an in-tune
crescendo or decrescendo, use of either
vibrato or flattement (finger vibrato), al-
ternate fingerings, and varying the ar-
ticulation, as well as novel procedures
applicable to modern music, such as
"roofing" (keeping the fingers very close
to the holes while blowing harder),
various ways of preparing a recorder to
make it softer (placing a small piece of
tissue in the head joint, covering part of
the labium with fabric or tape, partially
closing the windway with tape or with
the tongue, playing the recorder into a
container), and tuning the recorder flat
("pulling out") combined with a strong-
er breath pressure to make it louder on
a specific passage or movement.
The technical problems of dynamic

control are discussed in Chapter 3. These
include various means of controlling
low breath pressure by creating resis-
tance either with special fingerings or by
leaking air from or pursing the lips, the
necessity of developing a high degree of
independent finger coordination to deal
with the complexity of using a large
number of alternate fingerings, refine-
ment of leaking and shading techniques
(for which Fischer provides many pic-
tured examples), and various uses of the
closed bell.
Chapter 4 discusses the application of

these techniques with a great deal of
insight. Fischer believes that one can
employ a lot of intonational latitude
when playing solo, depending upon a
particular instrument's natural dynamic
flexibility. Dynamic fingerings are most
useful where there are two or more notes
in close proximity that are of the same
pitch but at different dynamic levels.
However, careful attention must be paid
to the context when using dynamic
fingerings. Because they can produce
radically different timbres, the end
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result may not be musically desirable. In
duets, dynamics can be realized solely
with breath pressure, if both players
make the same dynamic changes at the
same time. In ensemble playing,
dynamic fingerings are very useful,
especially in the inner voices where fluc-
tuations in timbre would be less notice-
able. When playing with accompani-
ment, he feels, virtually any dynamic
change must be executed with techni-
ques that compensate for intonation.
Fischer then goes on to quote passages
from many historical treatises that dis-
cuss the use or shading and leaking tech-
niques to create dynamic effects.
In Chapter 5 we are presented with a

large number of technical exercises as
well as some examples of how the
various dynamic-producing techniques
can be used on passages from well-
known modem works by Andriessen,
Braun, Heider, Hirosc, and others. In the
final chapter, we are given a huge table
of fingerings at all dynamic levels for the
complete range of the alto recorder, in-
cluding notes above and below the norm
and all quarter tones.
This book is an important reference
work and an absolute must for any
serious recorder-playing musician.
Even if you don't read German, the ex-
ercises, references, tables, etc., are per-
fectly usable, and with this review in
hand, you ought to be able to make your
way through the text.

BrieflyNoted

Two 1984 volumes by Nikolaus Harnon-
court, translated into English and pub-
lished in 1989, retrace the recent history
of the early music movement from the
Concentus Musicus's first concertizing
in 1954 to 1980. This is done in a fascinat-
ing mosaic of lectures, program notes,
and other writings associated with the
Austrian pioneer's evolution as a pro-
ponent of original instrument perfor-
mance. Readers will note how early and
how often Hamonzourt steals the
thunder from Richard Taruskin's attacks
on "authentic" performance practice by
rejecting blind allegiance to literal inter-
pretations and placing faith in musical
intuition. Harnoncourt, it seems, has al-
ways sought a modem and vital perfor-

mance based on a deep understanding
of those who originally played and
wrote the music. Unlike Taruskin, Har-
noncourt always makes this search seem
worth the effort.
The Musical Dialogue—Thoughts on
Monteverdi, Bach, and Mozart; Baro-
que Music Today: Music As Speech. By
Nikolaus Harnoncourt, translated by
Mary O'Neill. Amadeus Press, 9999 S.
W. Wilshire, Portland, OR 97225. $19.95
each, hardbound.

Stephanie Judy's book, Making Music for
the Joy of It, discusses everything the
adult might want to know before
making the decision to take up the study
of music—everything except anything
specific about the joy of playing the re-
corder! This will be no loss to readers of
AR, while the actual contents will be
very helpful: choosing and working
with a teacher, organizing your practic-
ing, working within ensembles, per-
forming and stagefright, and so on. Ken
Wollitz's The Recorder Book is relied on
for many pieces of generic advice and
gets a bibliographic mention. Samuel
Pepys and Theo Wyatt are quoted a
number of times. The ARS is listed with
a woefully out-of-date address, and
Frans Briiggen comes out Frans Bragger.

Making Music for the Joy of It. By
Stephanie Judy. Published in 1990 by
Jeremy P. Tarcher, Inc, 5858 Wilshire
Blvd., Suite 200, Los Angeles, CA 90036,
and distributed by St. Martin's Press.
$12.95, softbound.

There are other excellent guides to per-
forming music of the Renaissance on
original instruments, including Timothy
McGee's Medieval and Renaissance Music
and Performing Medieval and Renaissance
Music by Fli7abeth Phillips and John-
Paul Jackson, but perhaps none so
down-to-earth as Early Music America's
compendium. This spiral-bound, type-
written volume has the advantage of
numerous contributors, each an expert
on his or her family of instruments.
Philip Levin on recorders, Paul O'Dette
on plucked instruments, and Ben Harms
on percussion are just a few of the
figures whose guidance is provided in
plain and easy explanations. Appen-
dices on copyright, publicity, and pro-
gram notes add value for the concert
presenter.
A Practical Guide to Historical Perfor-

mance—The Renaissance. Edited by
Jeffery T. Kite-Powell. Published in 1989
by Early Music America, 30 West 26th
St., Suite 1001R, New York, NY 10010.
$20.95, spiral bound.

Eileen Hadidian's translation of Antoine
Mahaut's flute tutor, published in Paris
in 1759, is of small interest to recorder
players (not even a nod to the instru-
ment by this date, as there had been in
Hotteterre's 1707 tutor), but for those
tracing the development of Baroque
flute technique and musical practice
country by country and decade by
decade through the 18th century, it will
take an important place on the shelf,
next to many others. It is always helpful
to have another contemporary writer-
player's views on trills, flattement,
double-tonguing, and the like, because
they invariably shed a little light on the
murkiness all around them.
A New Method for Learning to Play the
Transverse Flute. By Antoine Mahaut,
translated and edited by Eileen
Hadidian. Published in 1989 by Indiana
University Press, Bloomington. $17.50,
spiral bound.

If Julia Sutton's new 33-minute video on
Renaissance dance were shown on TV,
viewers would be crying out for "instant
replay." Of course, that's exactly what
your VCR will allow, so that her sweep-
ing overview of the development of
dance in the Renaissance with its many
specific references to sources of the
period may be reviewed and studied at
your own pace. Likewise, the glossary of
terms and demonstrations of dance
steps, which start simply and clearly but
build quickly into dizzying combina-
tions, benefit from the rewind button.
After the elements are shown, they are
combined in three completely realized
dances, for two and three individuals
and for four couples. Musicians backing
up the dancers include Tom Zajac (re-
corder, flute, percussion), Grant Herreid
(lute), Karen Hansen (violin), and Paul
Shipper (plucked instruments). While
production values may not be up to
Oscar standards, all early musicians
should gain from the important
knowledge imparted.
Ii Ballarino—The Art of Renaissance
Dance. Directed by Julia Sutton and
Johannes Holub. Distributed by Prin-
ceton Book Company, Box 57, Pen-
nington, NJ 08534. $44.95, in color.
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Maker of
Baroque Flutes and Recorders

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

AMERICAN RECORDER
Seeks articles on the many aspects of the recorder:

histoty, performance practice, artists and
repertoire, education, instrument building, etc.
Also, photographs and reports of news events.
Will consider artwork, poetry, riddles, puzzles.
Modest honoraria by arrangement with editor.

Inquire: Benjamin S. Dunham,
American Recorder

2586 Dranbeny Highway
Wareham, MA 02571

Phone & FAX: 508-291-0087.

Letter
Keyboard Coincidence
I recently encountered a problem which
I believe I share with a number of re-
corder players, namely acclimatizing a
quite competent keyboard player to the
special demands of recorder accom-
panying, especially in Baroque reper-
toire. I wondered if you might not like to
consider getting someone to write a
short article on the subject for American
Recorder, a couple of pages or so that
recorder players could stick in the hands
of our keyboard playing friends? Some
of the topics to include:
The philosophy of continuo accom-

paniment, polarity of bass and treble,
importance of thinning accompani-
ments written by almost universally bad
editors.
Special demands of the recorder, e.g.,
places to breathe, swallow, and blow out
windways.
Acoustic peculiarities of the recorder

(it's soft).
Rudimentary ornamentation, e.g.,

cadential trills, and mordents.
A bit about the harpsichord for those

who don't play usually play it, including
registration, touch, arpeggiation.
The organ as continuo instrument.
What to do if stuck with a piano as

your accompaniment.
A little about Baroque national styles,

affect, virtuosic improvisation, etc.
William F. Long, Ph.D., O.D.

St. Charles, Missouri

EDTTOR'S NOTE: Dr. Long couldn't have
known, when he wrote his letter, that we
had already scheduled "Your Accom-
panist and You," which deals with at
least a number of these questions (page
14). And neither he nor the editor knew
that Anthony Rowland-Jones was firing
off, "How to Do Battle with a Grand
Piano,' a war classic if there ever was
one (page 17). Readers may have war
stories from their own performing ex-
perience. Send them in!

AR welcomes letters to the editor on
any subject relating to the recorder or
articles printed in the magazine. All
letters are subject to editing.

Your Accompanist and You (continued from page 16)

you're lucky enough to be working with
a trustworthy continuo player. Note the
way the player shapes the phrases and
where string crossings or large leaps in
the bass line might imply breaks. Keep
these things in mind, especially if you
are working on your own. On a purely
mechanical basis, keyboard players
rarely have to work hard to play their
notes. Learn from those for whom the
very manner of sound production (this
includes bassoonists and bassists, as
well) necessarily gives shape to the notes
on the page.
7. Feel the ebb and flow not only of
phrases, but also of dissonance and
resolution. There's an easy trick here.
Even if you're not playing from them,
look at the figures: especially in 18th-
century music, the more numbers, the
greater the dissonance. Add more notes
(Heinichen, among other contemporary
teachers, suggests as many as six); sub-
tract them for the resolution (the root in
the bass and the third above it in the

right hand will do nicely).
8. Go more with the flow than the ebb.
A common problem for those who
primarily accompany church sopranos
is letting the tempo run down. In Baro-
que music, with its many internal caden-
ces that encourage the soloist to stretch
out the phrase, it is important for the
accompanist to reset the tempo coming
out of the cadence. As Quantz says:

Because the style of playing an Adagio re-
quires that the soloist allow himself to be
carried along by the accompanying parts
rather than lead them, it frequently seems as
if he desires to have the piece slower. The
accompanists must not be misled by this, but
must adhere strictly to the tempo.... Other-
wise they will eventually begin to drag.

8. Listen.

Gregory Hayes performs and teaches in
Western Massachusetts. A former faculty
member at Smith College he plays continuo
regularly with the Springfield Symphony
and has appeared with the New England
Bach Festival. He is the author of numerous
articles on musical topics.
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What's new in the gentle
commerce of our fzeld. Bazaar
RENAISSANCE RECORDERS.
The Prescott Workshop is getting into
Renaissance recorders. Pitched at A-
440, these are one-piece instruments
with traditional Renaissance fingering
(no fingers on the soprano second-oc-
tave D) and are designed to play with
1/4 comma meantone tuning. They
have a large diameter bore with choke
(not Ganassi-style), giving a strong fun-
damental tone. They are strongly in-
fluenced by the work of Bob Marvin,
who told Tom Prescc tt, "Just say I'm a
nice guy." Priced at $850, alto, and $600,
soprano, in stained maple. A tenor is in
the planning stage; instruments in two
pieces may be built on request. Prescott
Workshop, 14 Grant Road, Lyme, NH
03768, 603-643-6442.

WOOD-GRAIN ZE-NONS.
Ze-non is now making its Bressan alto
and Stanesby, Jr., soprano available in an
impressive reddish-brown, wood-grain,
matte finish, complementing well their
fine-detailing and historical design (or-
iginally by Friedrich von Huene). The
special manufacturing process results in
a completely individual grain pattern on
each instrument. The new Bressan main-
tains the warm, burnished sound of its
middle and lower registers, but some
players will have to adjust to the
stronger blowing demanded from c" on
up, especially on d", which seems a bit

lower than on earlier models. Priced at
S25.50 for the Stanesby, Jr., soprano, and
S50 for the Bressan alto, they are avail-
able from Magnamusic in Sharon, Con-
necticut 06069, 203-364-5431.

NEW LINE FROM CANADA.
Jean-luc Boudreau has started a new
firm, AESTHE, to market a line of solo-
quality Baroque recorders priced to
compete with mass produced instru-
ments. Designed by the eminent Can-
adian maker, these instruments are
produced with benefits of modern tech-
nology but are intended to have an even-
ness of response and purity of tone com-
parable to hand-made instruments.
Sopranos and altos in European box-
wood are available at A-415 or A-440.
For more information, write Jean-luc
Boudreau, C.P. 3044 Succursale Youville,
Montreal, Quebec, Canada, H2P 2Y8,
F.14-389-5089.

VON HUENE STAFF ADDMONS.
Von Huene Workshop has added three
new staff members in the past year.
Roxanne Layton, a member of the For
Four Recorder Quartet, is acting as a
customers' representative in interpret-
ing requests for tuning and voicing ad-
justments and in identifying new instru-
ments with the particular qualities re-
quested. "Roxanne is a very fine player
with a gift for translating descriptions of
the nuances of sound into terms that are
easily realized on the workbench„" said
Friedrich Von Huene. "With her assis-
tance, we are becoming even better at
matching the personality of each instru-
ment to the needs of the performer."
Assisting Nikolaus in the retail shop is
Eric Haas, a graduate of the New Eng-
land Conservatory and a performer on
recorder and Baroque flute. He is in
charge of music purchasing and is avail-
dole to help select instruments and
music. Carol Lewis, a gambist with Bos-
ton Camerata, has also joined the ad-
ministrative staff and is available to help
in questions of string performance.

Continued overleaf

Two New Releases from

HESPERUS
& Golden Apple Record,'

BAROQUE RECORDER
CONCERTI/Scott Reiss

Vivaldi
Telemann
Graupner*
Naudot and
Babel
*premier
recording
GAC/GACD 7550

and for the Columbus
Quincentenary.

SPAIN IN THE NEW
WORLD
Renaissance,
Baroque and
Native Ameri-
can music
from Spain
and Colonial
Latin America SP' IN „.IN MX/kV'

GAC/GACD 7552

111 DEQ.1.6' •

"programs put together with
exceptional imagination . .

irres-stible"
Washington Post

Available at fine record stores or from:
HESPERUS/Golden Apple
3706 North 17th Street
Arlington, VA 22207
(703) 525-7550
$15/CD, $10/cassette tape + $1.50 postage

The new recorder music of

Richard Eastman

for intermediate players

contemporary, melodic

For free samp:e and catalog:

House cf Porter

961 East Porter Ave.

Naperville :I_ 60540-5527

(708-355-0495)
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LEVIN
HISTORICAL
I NSTRUMENTS
INCORPORATED

HISTORICAL WOODWIND SPECIALISTS
Custom instruments made in our shop — Renaissance and baroque recorders, shamms,
17th C. fagotto, baroque and classical bassoons, baroque oboes and classical clarinets

From other makers — Recorders and other historical woodwinds by
Moeck and Kobliczek; continuo and chamber organs by Gerrit C. Klop

Our shop continues to offer over 20 years of experience
in the. set-up and repair of most historical woodwinds.

Please write for our free catalog.
Levin Historical Instruments Inc., POB 407, Newfoundland, NJ 07435 (201)697-0535

\c,0 1 i

Some 60 main concerts
over 100 other activities

(lectures, video performances,
free fringe concerts, early music fair,
workshops, organ estaphette, etc.)

in beautiful historic venues
and the perfectly suited
Vredenburg Concert Hall

Festival themes:
• Dance • Storytelling II

• 15th and 16th century English Music
• Viola da Gamba • Bach Camatas

• A little bit of Mozart

International
Viola da Gamba symposium

For detailed information write:
Holland Festival Early MusicUtrecht

Postbox 734 • 3500 AS Utrecht, The Netherlands
Telephone .. 31 30 34 C9 21

Amsterdam Baroque Orchestra
dir. Ton Koopman
Amsterdam Loeki Stardust Quartet
Appbnyi-Quartett
Les Arts Florissants
dir. William Christie
Boston Camerata
Camerata Trajectina
Cappella Figuralis
Consort of Musicke
Concerto Palatino
Ferrara Ensemble
Freiburger Barockorchester
Fretwork with Michael Chance
Gabrieli Consort and Players
Hesplrion XX
Hilliard Ensemble
I Madrigalisti del Centro Musica
Antica di Padova
11Ballarino
Locke Consort
London Baroque
Musica Antigua Koln
Musiciens du Louvre
Nederlandse Bacimereniging
Orchestra of the Age of Enlightenment
Orkest van de Achttiende Eeum
dir. Frans Braggen
Orlando Consort
Ricercar Consort
Ris et Danceries
Sequentia Koln
La Stagione Frankfurt
Tallis Scholars
Turner Qoartet
Tragicomedia and many others
Subject to change

3 0 AUGUST - 1 2 SEPTEMBER 1991

RENAISSANCE RECORDERS
Consort instruments built with the same care
in voicing and tuning as the best solo instru-
ments. 10 sizes from sopranino in g" to great
bass in F. Hear the recorders on the records of
the Amsterdam Loeki Stardust Quartet
(Decca Florilegium 414 277 and 421 130).
VAN EYCK RECORDERS after the famous
Rosenborg instruments.

TABOR PIPES • DRUMS

TURE BERGSTROM
Smidstrupvej 4

DK-4720 Praesto, Denmark

Bazaar
(continual)

STANDS WITH STANDS.
The walnut music stands of Minne-
apolis harpsichord maker B.W.M. Benn
can be inlaid with designs of instru-
ments, flowers, Bach monogram, or
whatever you choose. Of special interest
to recorder players is the optional at-
tachment on the base to hold soprano,
alto, and tenor instruments. Prices begin
at $295 for the basic stand. Write B.W.M.
Benn, 4424 Judson Lane, Minneapolis,
MN 55435, 612-922-2280.

EXPANDABLE STAND.
The adjustable music stand on the cover
of the September 1990 American Recorder
is an invention of Floyd D. Byington , a
mechanical engineer and a member of
the Polyphony ensemble in Ogden,
Utah.The hardwood
stand is com-
pletely portable
and expands to
36 inches wide.
It is available for
$132, plusshF-
ping and handling.
Write Floyd D Byington,
3088 Quincy Ave.,
Ogden, UT 84433.
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An American in Denmark makes a sparkling disc of early Italian
solo music; for more on this subject, try the Ganassi Consort disc.

Recorders
On Disc

EARLY ITALIAN BAROQUE. Vicki
Boecicman, recorders; with Finn Han-
sen, viola da gamba, and Lars Ulrik
Mortensen, harpsichord. Works by Cas-
tello, Cima, Fontana, Merula, and Fres-
cobaldi. 1990, 64'44", KontraPunkt
32059, Dist'. by Allegro Imports, 3434 SE
Mllwaukie Ave., Portland, OR 97202.

...PER FLAUTO. Ealian Recorder
Music of the 17th Century. Ganassi
Consort, Cologne. Music of Fontana,
Bartolomeo de Selma y Salaverde, Fres-
cobaldi, Virgiliano, Storace, Rognoni,
Turini, and Merula. 1988, 57'03", MD+G
3301 (Musikproduktion Dabringhaus
und Grimm, Hulsenweg 9, 4930 Det-
mold, Germany).

A number of recorder discs in the last
few years have dipped into the rich
repertoire of early 17th century Italy.
Marion Verbruggen's brilliant and wide-
ranging "The Art of the Recorder"
(Gaudeamus 113)—really, the art of
Marion Verbruggen —sampled solo
pieces by Giovanni Battista Fontana (?-c.
1631) and Giovanni Bassano (1558-1617)
before moving on to Marais and Bach.
About half of Peter Hannon's "Baroque
Sonatas and Canzorias" (CBC En-
terprises SMCD 5049', recorded with
Colin Tilney, harpsichord, and Cluistel
Thielmann, gamba, is devoted to works
by Giovanni Paolo Cima (1570-c. 1622),
Bassano, and Girolamo Frescobaldi (c.
1583-1643). A 1987 disc of Italian re-
corder music by Eckart Haupt for
Capriccio Digital (10 230, flutist with the
Dresden Staatskapelle, includes music
by Fontana and Frescobaldi. Evelyn Nal-
lon, wife of Cambridge Busker and re-
corderist Michael Copley, has a toccata
by Frescobaldi and a sonata by Castello
on her 1988 recording, "The Nightingale
in Love" (Academy Sound and Vision
CD DCA 606), and the Burmese-born
Marie-Therese Yan, a student of Hans-
Martin Linde and a wirner of the Calw
International Recorder Competition,
begins her 1988 "Italian Music of the
Baroque" (Cadenza CAD A 852-8) with

pieces by Bassano and Castello.
While none of this music is specifically

for recorder (in many cases it is specifi-
cally for violin or cometto), recorder vir-
tuosi have adopted it with gusto as the
earliest stage-worthy repertoire for the
solo performer. The young American re-
corder player, Vicki Boeckman, now
living in Copenhagen and teaching at its
conservatory, has devoted her second
recording for KontraPunkt to this reper-
toire alone (see accompanying box). As
one might expect with a student of
Marion Verbruggen (and of Eva Le-
gene) her conceptions are colorful and
dynamic; a comparison of her recording
and Verbruggen's of Fontana's Sonata
Seconda reveals many similarities: in-

cisive, rhetorical flourishes and sharp
rhythmic impulses, supported by a wide
range of appropriate articulations and
use of messa di voce. Boeckman's disc is
recorded with marvelous presence and
benefits from her close collegial relation-
ship with continuo players Hansen and
Mortensen. Together they are like Mus-
keteers, improvising feats of risky der-
ring-do. This flamboyance sweeps all
before it, even when some enthusiastic
sharpness is allowed to stand. In Cas-
tello's Sonata Prima, Book II, her ap-
proach is more dramatic than that of
Marie-Therese Ian's, although there is
no denying the musicianship in Ian's
more even-pulsed playing.
The other disc completely devoted to

A Recording in the Making
When Vicki Boeckman's new recording ar-
rived the offices of AR, it raised a number
of questions. Not about its quality (see
comments on this page) but about how this
young American player came to be making
a recording with a small classical Danish
label and what was involved in the process.
She was invited to provide this bit of back-
ground in the spirit of encouraging more
such outstanding initiatives.

"Early Italian Baroque" is my second
CD recording for KontraPunkt with
Lars Ulrik Mortensen and Finn Han-
sen. Probably all professional recorder
players have a dream of being able to
make a recording
of music that they
love at some point
or another in their
career. I consider
myself extremely
fortunate to have
been allowed to do
just that!
KontraPunkt is the classical "sister"

label to the well-known jazz label
Steeplechase, owned and produced by
Nils Winther. Nils started recording
classical music in 1986 after a long and

prosperous career with some of the top
names in jazz. Harpsichordist Lars
Ulrik Mortensen has recorded numer-
ous solo CDs for KontraPunkt, and he
suggested our trio to Nils.
Our first recording in 1988 was of six
Telemann sonatas for alto recorder and
continuo. Most producers will insist on
repertoire that features one composer
rather than many, because they feel
this makes it easier to market the disc.
For our second recording, we wanted
to do 17th-century Italian music. Nils
wasn't all that thrilled with the idea of
marketing a CD with several com-
posers, however, so we tried to keep
them to a minimum. Instead of, say, 12
to 14 Frescobaldi canzonas, we knew
we wanted to record the two Castello
solo sonatas and some of the Fontanas.
We included the two Cima sonatas be-
cause they are some of the very first
sonatas specified for solo instruments,
and the Merula canzonas came along
for fun! Even though none of these
pieces was originally specified for the
recorder (mostly it was the violin or
cometto the composers had in mind),
it was only necessary to alter a couple
of measures in Castello's Sonata Secon-
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A Recording in the Making
Continued from previous page

da, where the violin has a dramatic
arpeggiated figure going down to the
low G, to fit the range of the recorder.
In general, we chose pieces that we

already had performed several times,
rather than studying a repertoire
specifically for the recording session. (I
would recommend this very strongly
to anyone planning a recording). In
concert performances, Lars Ulrik and I
aim to be playful and spontaneous
with our diminutions, listening and
respor ding to each other. which makes
a live performance exciting for the
audience. In making this recording, we
were a bit more careful of our choices,
but it should be pointed out that there
is no 'correct" way—there are an in-
finite number of possibilities, accord-
ing to the treatises of the time. Two
weeks, or even two days, afterwards,
one might have different ideas and
think, "Why didn't I use that pattern
instea i?" or "Why didn't I ornament
that p assage?"!
My zhoice of instruments were an
Adrian Brown Renaissance-type tenor
(A-456) for the two Cima sonatas, a
specially made Fred Morgan Ganassi-
type alto in G at A-415 for Frescobaldi
and a Fred Morgan Ganassi-type so-
prano (also A=415) for Castello and
Meru:a. It could be said that these
copies are too early to be authentic for
playing 17th-century music. They are
not the only solution, of course, but
they are what worked well for me. I
needed good, strong instruments that
wouldn't tire out under the pressure of
many hours in a recording session, and
they held up their end of the bargain
beautifully.
Our Telemann CD had been criti-

cized for having an unnatural miking
technique (two Sennhelser mikes high
up and far away, plus Dne for each of
us), the opinion being that, contrary to
a concert performance, the alto recor-
der was equally as audible at the high
and low registers. We :hose with this
recording to use only two micro-
phones 40 centimeters away, one
pointed at the height of the "lip" of the
recorder and one pointed at the con-
tinuo section. I was instructed to move
into Dr away from the sound center,

depending on the recorder that I used.
Otherwise the sound is not filtered or
added to in any way.
We chose a church with a beautiful,

naturally live acoustic, rather than a
studio. There are of course pros and
cons to both: a beautiful church is very
inspiring to play in; a soundproofed,
dry studio, where the reverb is added
to afterwards, is not. But, unless the
recording sessions take place between
midnight and 6 am., in a church one
must be prepared to wait for every
little sound that the sensitive micro-
phones pick up (a distant car, airplane,
helicopter, electric lawn-mower, or
even an unexpected tour group com-
ing to look at the crypt!). Deadlines
have to be met, tempers become short,
and it always seems to be the best and
most inspired "takes" that get ruined
because of unwanted noises. We had
three days to record the 14 sonatas, so
we set a goal for ourselves: five sonatas
for the first two days and four for the
last. I think it is wise to be clear about
what one expects to get "in the can"
each recording day and to stick to it.
Choosing and editing all the takes is

a very long and tedious job that de-
mands a lot of patience. I am very glad
that Nils allowed me to be a part of it
this time (he didn't with the Tele-
marm), but it is a bit like beating one-
self over the head with a hammer! I
was given a deadline and allowed to
take copies of the DAT master tapes
home and choose the takes in my own
time, marking "in" and "out" in the
scores. (This is probably not something
that every recording engineer would
be willing to do). The editing after-
wards was done digitally with some
very refined equipment. After Nils anc.
the sound engineer were finished edit-
ing, I listened through the final tape to
hear if there were any audible cuts. The
final stages were to write the notes for
the little booklet that comes with the
CD, help with the layout for the cover,
and choose a title for the disc. Nils
prefers portraits of his artists rather
than, say, pictures of historical instru-
ments or paintings on the front cover,
so I had a session with a photographer,
and together Nils and I decided which
picture would be best. "Early Italian
Baroque" was released in November
1990, only two months after we had
recorded it.

this repertoire, that of the Ganassi Con-
sort of Cologne, gives two for the price
of one. Cordula Breuer and Eberhard
Zummach are both ideally finished re-
corder players, and their exquisite unity
of timing and intonation are a delight in
the numbers that call for two instru-
ments and continuo (with Christina
Kyprianides, cello, and Joachim Vogel-
sanger, harpsichord). With somewhat
less individuality than players like Ver-
bruggen and Boeckman, they nonethe-
less offer beautifully realized solo inter-
pretations. It is seldom that one hears
players so truly in control of their in-
tonation and attack; a matched set of
Ganassi-type recorders, made in the
same year as this recording by Andreas
Schwob in Woffenshiessen, must have
had a lot to do with this achievement. In
both this recording and Boeckman's, the
strength of lower tones on the Ganassi-
style instruments contributes to the

The exquisite unity of
timing and intonation
of the Ganassi Consort's
Cordula Breuer and
Eberhard Zummach are
a delight in the numbers
that call for two in-
struments and continuo.

kinetic energy of the swooping runs and
diminutions so typical of this music,
even if one must do a little organological
sleight-of-hand to arrive at this choice of
instrument.
A link between this recording and a

new release by The Newberry Consort
on Harmonia Mundi (HMU 907022) is
the music of Bartolomeo de Selma y
Salaverde (c. 1585-c. 1638). Called iAy
Amore!, Spanish 17th c. Songs & Theatre
Music, the disk adds Marion Verbruggen
to the group's regular players (David
Douglass, Kevin Mason, Mary Spring-
fels) and other guests (Stephen Stubbs
and Andrew Lawrence-King). She is
heard to advantage in a solo sonata by
the Spanish-born composer, who
worked in Innsbruck and was published
in Venice. The core of the disc's program
is a selection of songs by Juan Hildago
((1614-1685) in quiet, deeply felt perfor-
mances by mezzo-soprano Judith
Malafronte.

Benjamin Dunham
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On the
CuttingEdge

AMERICANS ON PARADE
I met Scott Reiss when he came to New
York City last January to give a recital on
the Courtly Music concert series
"American Performers on the Re-
corder." His highly varied presentation
included standard Baroque repertoire as
well as Medieval, folk. world music, and
the classic modem tcur de force, Gesti,
by Luciano Berio.
Gesti has always struck me as a cur-

iously paradoxical piece. While it is cer-
tainly among the most cerebral and
scientific of modern recorder works, it
somehow manages to expose a great
deal of the performers personality.
Listening to two different artists per-

form Gesti can almost seem like hearing
completely different pieces of music. Mr.
Reiss appears to me to be something of
a paradox, too, in that his obvious ener-
gy and passion for what he does seems
encased in a refined and gentle exterior
personality. That's a pretty good ana-
logue for his version of Gesti; intense at
the core, yet outwardly gentle and flow-
ing.
Reiss told me that he initially thought

about playing the piece when he was
invited to take part in a concert of 20th-
century music. He wanted to play some-
thing challenging enough to stand up to
the other music being ?resented—all for
modem instruments—and he also felt
that Berio's stature as a major composer
would lend credence to a performance
of modem music on recorder. He
worked on the piece for some time
before he felt that he completely under-
stood what it was about, and he now
feels thoroughly at home with it. Gesti is
most appealing to him in terms of its
logical, idea-based form and dramatic
impact. These aspects are both related to
the fact that the mouth and fingers func-
tion independently of each other at the
beginning and gradually become coor-
dinated as the piece progresses. Mr.
Reiss intends to begin commissioning
modem works in the near future.
In November 1990, the New York

group Breve, which features recorderists
Deborah Booth and Morris Newman,

also performed on the Courtly Music
concert series. Joining forces with pro-
prietors Richard and Elaine Henzler,
they played several jazz-oriented works
by Andrew Charlton as well as Eons Ago
Blue, the delightful classic by Robert
Dorough. I was not able to attend this
concert, but I hope to hear them do more
things like this in the future.

COASTAL WINDS
From the opposite end of the country,
California recorderist David Barnett
recently called me to say he was inter-
ested in performing Yellow Bats, an in-
triguing and highly innovative piece for
bass recorder with digital delay. Though
it may sound like music from outer
space, it is in fact the product of the
imaginative wizardry of Earthling Ben-
jamin Thom of Australia, the recor-
derist-composer I told you about in my
last column. Barnett has previously
worked with live electronics and has
commissioned a work of this sort from
Richard Fekiano.
Back on my home turf, the New York
City group Alaria —a mixed chamber
ensemble that includes recorder—has
commissioned works by composers Da-
vid Loeb, Jeremy Beck, Eric Sawyer, and
Ursula Mamlok, all moderate to conser-
vative in conception. While the pieces
display a professional degree of com-
petence, none has a strong individual
character and most show no considera-
tion for the recorder's special qualities
and/or how the instrument might best
function within a mixed ensemble con-
text. Yet the group deserves a lot of credit
for giving impetus to these modem com-
positions and for presenting them in
their concerts. If they keep at it, they may
someday wind up with some good
pieces.
I became aware of Alaria only recently
when the group's recorderist, Anita
Randolfi, sent me a package of tapes,
scores, and programs. Are you, or is
someone you know, doing interesting
things with modem recorder music? If
so, we'd like to know about it.

Pete Rose
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Music.
Reviews A summary review of available ragtime arrangements

RAGTIME FOR RECORDERS
Ragtime piano—syncopated two-steps
and cakewalks—was all the rage at the
turn of the 20th century, and Scott Joplin
was the "King of Ragtime." After the
first world war, ragtime's popularity
faded, and for the next fifty years it was
seldom played. In the early 1970s, there
was a rebirth of interest in ragtime, due
to the efforts of pianists such as Joshua
Rifkin, Max Morath, William Albright,
and William Bolcom, and in 1974 the
motion picture, The Sting, made Scott
Joplin's "The Entertainer" a top hit.
Since then, numerous arrangements of
"The Entertainer" and other rags have
been made for recorders. They are a lot
of fun to play. Their syncopated, catchy
tunes are irresistible and their chromatic
runs, arpeggios, and octave leaps are
challenging. When you play ragtime,
however, please remember Scott Joplin's
admonition:
"Notice! Don't play this piece fast.
It is never right to play 'Ragtime' fast."

SCOTT JOPLIN. The Entertainer (SA,
opt. guitar). Arr. and adapted by Gun-
ther Schuller, recorder arrangement by
Gerald and Sonya Burakoff, 1974. Bel-
wyn Mills (Columbia Pictures Publ.)
28223. 2 pp, sc, $2.50. (May be tem-
porarily out of print.)

This is may be the earliest published
arrangement of a rag for recorders. It is
an abridged version, leaving out the last
strain; however, the abridgement does
no harm. Both parts are interesting and
rhythmically challenging. Guitar chords
are supplied, but the duet sounds fine by
itself. (The piano part in Let's rag...10
Ragtimes, listed below, could be used as
an accompaniment.) This is a good intro-
duction to ragtime for any recorder
player.

SCOTT JOPLIN. The Entertainer
(SATB). Arr. Ross Winters, 1985. Nova
Music Ltd. (E.C. Schirmer) NM 321. 8
pp, sc & pts, $9.00.

KEY: S'o= sopranino recorder, S=soprano
recorder, A=alto recorder, T= tenor recorder,
B=bass recorder; pp=pages; sc=score;
pts=parts. Distributors are listed in
parentheses after the publishers.

SCOTT JOPLIN. New Rag (SAATB).
Arr. Ross Winters, 1984. Nova Music
Ltd. (E. C. Schirmer) NM 301.8 pp, sc &
pts, $9.00.

CLAUDE DEBUSSY. Le Petit Negre
(SATB). Arr. Ross Winters, 1986. Nova
Music (E.C. Schirmer) NM 329. 4 pp, sc
& pts, $6.00.

Ross Winters is well known in England
as a performer, teacher, and arranger.
His "Recorder Pack" editions all come
with score and parts or multiple scores,
and most of his arrangements have care-
fully marked articulations and breath-
ing places.
The arrangement of "The Entertainer"

is one of the best available for recorder
quartet. The top two parts have most of
the melody, but the tenor has a couple of
nice twiddles. The bass part is typical of
ragtime bass lines—a continuous suc-
cession of bouncing eighth notes—re-
quiring both agility and the ability to
breathe between notes. I disagree with
the suggestion in the preface that the
semiquavers (sixteenth notes) be
"swung," i.e., played unequally, as I feel
that this would be more suited to blues
or jazz than to ragtime.
In the "New Rag," the soprano line is

considerably harder than the others; the
player has to be very nimble in the mid-

dle section, which has high C's,
chromatic scales, and finger tangling
leaps. However, the soprano is frequent-
ly tacet, leaving plenty of fun for the
altos and tenor.
Debussy was one of many European

composers who were influenced by
American ragtime. "Le Petit Negre,"
written for piano in 1909, is a cakewalk.
In the middle section, marked "piano,"
alternate fingerings are given for the
alto, so that the notes can be played
softly. The cover rates the piece as
"moderately easy," but beware: snatch-
es of the melody are handed from part
to part; and there are octave leaps, chro-
matics, and dynamic and tempo varia-
tions, requiring skillful ensemble work.

SCOTT JOPLIN. The Entertainer
(SATB). Arr. Chris Hayward, 1990.
Zydeco Publishing (Ward's house, 95
High St., Sawston, Cambs. CB2 4HJ,
England) ZR009. Sc & pts, £3.95 (ap-
prox. $7.95).

You may have to order this arrangement
from England. I have not seen it, but it
was favorably reviewed by Paul Clark
in the June 1990 Recorder Magazine:
"Chris Hayward has spread the interest
around among the players.. .There are a
few tricky spots, mainly successions of
rapid octave leaps. Otherwise this is a
comfortable arrangement which should
keep everybody happy."

PERCY WENRICH. Dixie Blossom
(Two-Step) (S'oSATTB). Arr. Alan

In 1974 the motion picture, The
Sting, made Scott Joplin's "The
Entertainer" a top hit. Since then,
numerous arrangements of "The
Entertainer" and other rags have
been made for recorders.
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Davis, 1988. Novell° 12 0631 (Theodore
Presser). 9 pp, sc & SATTB pts (S'o plays
from Sc), $9.50.

Most of the action lies in the sopranino,
soprano, and alto parts (altos will get
some good practice playing high F's).
However, the bass part requires agility
and stamina, and the tenors have a
couple of satisfying licks. A separate
sopranino part is not included, but the
part can be played from the score. Dixie-
Blossom is an easier rag to play than some
of the others, as there are fewer octave
leaps and chromatic runs in the upper
voices. This is a good arrangement for
intermediate players and would sound
well when played by a group with
several players on a Dart.

SCOTT JOPLIN. The Entertainer (AAA
recorders, with piano or guitar and op-
tional double bass). Arr. Franz Beyer,
1983. Amadeus (Foreign Music) BP 2411.
6 pp, Sc, 2 recorder scores, guitar & bass
parts, $14.00.

SCOTT JOPLIN. The Strenuous Life
(AAA recorders, wi:h piano or guitar
and optional double bass). Arr. Franz
Beyer, 1984. Amadeus (Foreign Music)
BP 2681. 6 pp, Sc, 2 recorder scores,
guitar & bass parts, $14.00.

Both of these are beautifully printed, ex-
cellent arrangements and very playable
if you heed the tempo indication, "Not
fast." They are best payed one on a part.
Franz Beyer passes the melody around
through all the recorder parts and is not
afraid to use the top register of the alto.
The string bass (or cello) is probably not
needed with a piano accompaniment,
but would be helpful when playing with
a guitar.

SCOTT JOPLIN. The Easy Winners (SA
and piano). Arr. Brian Bonsor, 1983.
Schott (Magnamusic and EAM) Ed
12202. 8 pp, sc & pts, $4.95.

Brian Bonsor is well known for his ar-
rangements and compositions for re-
corders and piano. This version of The
Easy Winners is intended for large re-
corder ensembles with many players on
each part but is equally suitable for play-
ing one-on-a-part. TI-.e parts are of equal
interest, and the altos have a nice solo in
the second strain.

Continued overleaf
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Music Reviews (Continued)

SCOTT JOPLIN. Maple Leaf Rag (SAT
opt. S'o and piano). Arr. Pierre Koclejda,
1988. Schott (Magnamusic and EAIvI) Ed
12323. 6 pp, sc & pts, $9.95.

This is the rag that made Scott Joplin
famous. The arrangement is a simplified
version of the original. There is an op-
tional sopranirto solo in the second
strain, and the last half of the trio section
has been replaced by a repeat of the first
strain with an optional sopranino ob-
bligato. This is a good arrangement for
intermediate players.

SCOTT JOPLIN. Ragtimes (SATB). Arr.
by Christa Sokoll, 1980. Noetzel
(C.F.Peters) N 3507 (score) 24 pp, N 3508
(parts). Score $15.50, parts $12.25. (The
Figleaf Rag, The Entertainer, New Rag,
The Ragtime Dance.)

This is a fairly expensive edition if you
buy both the score and parts. The score
is not really necessary unless you are
conducting a large group. The arrange-
ments are so-so. There is frequent doub-
ling of the melody in the soprano and
alto parts, as opposed to sharing it be-
tween the two, and not much interest for
the lower two parts. However, it is cur-
rently the only edition with a quartet
version of the "New Rag" and the com-
plete "Rag-Time Dance."
The original (piano) version of "Rag-

Time Dance" is subtitled a "Stop-Time
Two Step" (stomp time?) and includes
the following: "NOTICE: To get the
desired effect of 'Stop Time,' the pianist
will please Stamp the heel of one foot
heavily upon the floor at the word
'Stamp.' Do not raise the toe from the
floor while stamping." There is no men-
tion of this in the recorder arrangement.
If you want to put the "stamps" in, there
should be a "stamp" on the first and
second beat of each measure, from
measure 56 to the end, and also on the
last eighth note in measures 66 and 70.

SCOTT JOPLIN. A Scott Joplin Album
I3). Arr. by Alan Davis, 1988.

Novello (Theodore Presser) 12 0594. 26
pp, sc & pts, $24.75. The Augustan Club
Waltz The Chrysanthemum, The Enter-

tainer, Felicity Rag, Solace (A Mexican
Serenade).

The top three parts are more interesting
and technically more difficult than the
lower three, which tend to be of the
"oompah" variety. This is not the
arranger's fault; piano rags have this
type of bass line. The nice thing about
this edition is the inclusion of some of
the less familiar Joplin works. "The
Augustan Club Waltz" and "Chrysan-
themum" are both lovely, and "Solace,"
one of my favorites, has some nice riffs
for the lower parts. The edition is expen-
sive, but in fact, you get a lot for your
money.

SCOTT JOPLIN and UWE HEGER. 10
Leichte Ragtime-Trios (SSS/TTT or
Oboes). Arr. Uwe Heger, 1989. Noetzel
(C.F. Peters) N 3683.20 pp, sc only, $9.75.

SCOTT JOPLIN and UWE HEGER.
Let's Rag...10 Ragtimes (S/ T/ Oboe and
piano, guitar chords also included). Arr.
Uwe Heger, 1990. Noetzel (C.F. Peters)
N 3687. 23 pp, sc & rec. pt, $12.50. Joplin:
The Easy Winners, The Entertainer,
Peacherine Rag, The Ragtime Dance,
The Strenuous Life, Sunflower Slow
Drag, The Sycamore; Heger: Dickie's
Rag, Little Annie's Swing Rag, Maria's
Rag.

These two publications contain the same
rags, one set arranged for trios, the other
for solo recorder with piano. The Joplin
rags are simplified and abridged to one
or two pages of score. The Heger rags,
also short, are a welcome addition to the
repertoire. The trio arrangements are
well done; all the parts share the melody
(tenor recorder players will need a low
d key). The arrangements for solo and
piano are also nicely done; the piano
part is not just an accompaniment but an
equal partner.
Both these editions are suitable for low

intermediate to intermediate players
who would like to sharpen up their
rhythm and have fun at the same time.

SCOTT JOPLIN and UWE HEGER.
Leichte Ragtime-Trios (3 flutes or alto
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recorders). Arr. Uwe Heger, 1989. Noet-
zel (C.F. Peters) N 3677.15 pp, sc and pts,
$12.50. Joplin: The Easy Winners, The
Entertainer, The Strenuous Life, The
Sycamore; Heger: Dickie's Rag.

These are slightly expanded, transposed
versions of five of the rags in 10 Leichte
Ragtime-Trios above. They are nicely ar-
ranged and suitable for intermediate to
high intermediate players. The melody
is passed deftly through all the parts, so
that everyone has a solo; articulations
are carefully marked and described in
the introduction. The edition comes
with score and parts, but all the pieces
can be played from score, as there are no
page turns. There is a minor error in
"Easy Winners" —tw o low E's in the
third alto part; two C's could be sub-
stituted.

—Consort with a Swing. Various com-
posers and arrangers, 1980. EMI Music
Publishing Ltd. (Hal Leonard*) 11648. 20
pp, sc & pts, $5.95. Fig Leaf Rag (SATB),
Red Rose Rag (SATB), The Yale Blues
(SAATB), Bach Goes to Town (SAT/ B).

—Consort with a Swing, Second
Album (mostly SATB). Various com-
posers and arrangers, 1981. EMI Music
Publishing Ltd. (Hal Leonard*) 11649. 27
pp, sc & pts, $5.95. Alexander's Ragtime
Band, Heliotrope Bouquet, The Teddy
Bears' Picnic (S'oSATB), Whistling
Rufus (described as a two-step march,
but labeled cakewalk in some of the rag-
time collections).

These two volumes contain wonderful
arrangements of ragtime and other
popular tunes. "Whistling Rufus" is my
favorite, since it has a solo for each of the
SATB parts. If you run across a copy of
either volume, grab it, since both may be
out of print.
Last, but not least, you might want to

get Andrew Charlton's, Commodious Rag
(SAATB), reviewed in the March 1990
American Recorder. This is a brand new
rag, composed for recorders, high-inter-
mediate level, and I heartily recommend
it. (1988. Jolly Robin Press JR 1. 7 pp, sc
& pts, $9.25.)

Jennifer W. Lehmann

*Note: EMI publications are normally
distributed by Hal Leonard, but these
editions are not currently listed in their
catalog.

ARS Music Publications
Available from the American Recorder Society
580 Broadway, Suite 1107, New York, NY (0012.

Please make checks payable to the American Recorder Society.

Erich Katz Contemporary Music Series

Frederick Palmer Entrevista for recorder quartet (SATB, Level II)
2 scores & 4 parts $6.00

Robert Strizich Fantasia for recorder quartet (SATB, Level II1+) 4 scores only $16.00
4 scores & demo cassette $24.00

Robert Strizich Aphorisms for solo alto (Level III+) score only $10.00
score & demo cassette $18.00

Lee Gannon SOrlatifle for 3 altos (Level III) score & parts $12.00
score, parts & demo cassette $20.00

Stanley W. Osborn

Suzanne M. Angevine

Kyrie and Vocalise For soprano voice and recorder
quartet (SATB, Level II) 2 scores & 4 rec. parts
A Short Tale for two basses (Level II) 2 scores

$6.00
$3.00

Postage and handling charges: $2.00 for Entrevista, Kyrie and Vocalise, A Short Tale;
$3.00 for Aphorisms, Fantasia, or Sonatine; $4.00 for two or more works

Members' Library Editions:
#1. Elizabethan Delights #2. Vintage Burgundy #3. Slow Dance with Doubles
(Colin Sterne) #4. Sentimental Songs (arr. David Goldstein)
$1.50 per copy. Postage and handling charges; $1.50 (1-4) copies, $2.50 (5 or more)

Last chance to join the
ARS at the old prices!

Please enroll me today as a member of the Society today,
before the rates go up in September. I'm looking forward to:

II American Recorder, four times a year
91 ARS Newsletter, three times a year
91 Members' Directory
(11 Editions of the Members' Library
91 Eligibility for the ARS Education Program examinations
91 Discounts to summer workshops endorsed by ARS, and
on ARS publications, like the new Chapter Packets

91 Mailings from suppliers of material, music, instruments
91 Advice on all aspects of playing the recorder

El U.S. & Canadian** membership $25
LI U.S. Student* membership $15
LI Overseas** membership $30
El Contribution $ 

NAME 
ADDRESS 

CITY ST ZIP PHONE( ) 
CHAPTER AFFILIATION, IF ANY

LI Do not list my name in Directory
LI Do not release my name on mailing lists

*Enclose proof of full-dine enrollment. Student rate not applicable to family memberships
**Paid In U.S. fuads by check on U.S. bank, or by international money order

AMERICAN RECORDER SOCIETY
580 BROADWAY, SUITE 1107
NEW YORK, NY 10012-3223
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David Kortier
• Viols of all types,

Baryton, Vio lone

• Early Violins, Violas, Cellos

• Historical Harps

Wepair worksiven prompt and
careful attention

Beautiful Wooden Music Stands
$195.00

1804 E. 3rd Street
Duluth • Minnesota 55812

Phone (218)724-7222

Restoration, Repair,
and Maintenance
of Fine Instruments

Collins and Williams
Historic Woodwinds

5 White Hollow Road
Lakeville, CT 06039
(203) 435-0051

All our work carries
a guarantee of

your satisfaction.

MAKER OF WOODWINDS
_AFTER HISTORIC ORIGINALS 

RECORDERS TRANSVERSE FLUTES
•Medieval sets • Renaissance
• Bassani) •GA. Rottenburgh
• Renaissance consort •Griesling and Schlon (S-key)
• Bressan alto and tenor

• Haka soprano

RESTORATIONS & REPAIRS
8 First Si.. Ward's Island. Toronto. Ontario. Canada

M5.1 2A6 (416)363-0397

An occasional column on
methods of teaching recorder

Teaching Tips
Circumstances conspire. My article in
the June 1990 American Recorder advo-
cated holding off recorder instruction
until the fourth grade. On the very week
it appeared, I was presenting a recital of
recorder-playing kindergartners to an
enthusiastic audience. I did have, and
still do, two reasons for recommending
the delay: 1) although four and five-
year-olds are physically able to manage
the instrument, children generally attain
a sudden spurt of digital control at nine,
and 2) in the best of all possible worlds,
everyone will learn to read music vocal-
ly before starting a musical instrument.
But we don't live in that world. I know

teachers in England who begin children
of kindergarten age and bring them
along to artistic levels. Inquire not too
searchingly into my reasons; I'll simply
say that an unusual situation at the little
private school where I now teach in-
duced me to take on this entire class of
kindergarten children, that it was an ex-
hilarating experience for all of us, and
that a year later they are competent with
eight or nine notes and several songs.
This school year I have started a new

batch of kindergartners, and I would
like to share with you some of what I
learned in the process.
You may remember Geraldine Strom-

berg's idea of the cardboard dummy re-
corder with dots for preparatory finger
placement. For my pupils I used what
I'll call my new and improved model:
tongue-depressors to which I glued just
four dots (cut out of cardboard with a
hole puncher) to represent the positions
of the left hand thumb and three fingers.
This simpler version proved effective
with my tinier tykes because there was
no confusion about which end was up
and which side front. Four or five short
sessions sufficed for pre-instrument
preparation. I taught the fingerings of B,
A and G and indicated at the blackboard
where these notes are on the staff. I gave
out sheets of paper imprinted with one
very large staff and had the children
practice writing the three notes.
(By the way, these are not inordinately
gifted children. None of them could tell
me what word the letters B A G spelled.
There is one boy in the class at the third

grade reading level, but I teach him pri-
vately. Cautionary note: consider how
well children read before investing in
method books.)
A teacher who allows children to blow

into their recorders as a first step is likely
to have immediate cause for regret. I
was especially happy to follow Gwen
Skeens suggestion quoted in an earlier
article. Her little act of regimentation
works particularly well with kinder-
gartners, who think it's great fun. Before
they put the recorder to their lips—and
I warn them that I will take it away if
they do—I tell them to hold the very
lower tip of the recorder in their right
hand (illustrating with my left for the
mirror image) and, on a signal, to swing
it under their left arm. We do this several
times before proceeding; it has to be
well-established if it's to serve as a
guarantee of swift, effortlessly-pro-
duced silence.
Methods of tonguing and breathing

for pleasant first tones have been cov-
ered in previous articles, but more can
be said about placement of the right
hand. Unless we give explicit instruc-
tion, right hands wind up anywhere but
where they should. I have written of
Mrs. Stromberg's "Right Hand Thumb
on the Dot" chant; since then two other
suggestions have come in, either of
which may be even more effective.
An outstanding British instructor and

performer, Marion Scott, is a strong ad-
vocate of having the right hand little
finger support the recorder whenever it
is not covering a hole. She demonstrates
that, with the recorder resting on one's
lip, the placement of the thumb and little
finger are all that is necessary to estab-
lish a firm grip of the instrument, com-
pletely freeing all other fingers to move
freely without gripping.
I inquired about the young children

she teaches, and she told me that she
starts them the same way. Despite mis-
givings, I taught this position to my
present batch of tots, and they are taking
to it surprisingly well. With the little
finger as a brace, the thumb falls natural-
ly into position. There is no need for a
dot, which in any case may be wrongly
placed for a particular hand, and which
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furthermore is out of sight while the
instrument is being played.
The other suggestion came to me from

Ben Dunham so recently that I've had no
time to try it with pupils, but its value is
so self-evident that I almost cried
"Eureka!" when he mentioned it. He
merely has the student cover all the
holes at the beginning and then remove
those fingers not applicable. This puts
both hands into normal playing position
without recourse to clots, chants, or
other mnemonic devices.
A future article might concern publish-

ed material for schoolchildren. One who
furnishes such music, Marsha Evans,
has sent a piece on teaching recorder to
special needs students, which appears
elsewhere in this issue. She is a remark-
able teacher who not only works with
the handicapped but writes and pub-
lishes considerable music for their spe-
cific needs. During the past year, two
good students of mine, each of whom
had the use of only one hand, made
copious use of the material I solicited
from her. She publishes a Teacher's
Pack, which includes thirteen tunes for
beginners called "Baker's Dozen"; "Re-
cital Pieces for One Hand," a surprising
variety of melodious pieces considering
their self-imposed limitation; a tape of
all the selections with guitar accompani-
ment followed by the accompaniments
alone; and voluminous notes for the
teacher. These notes could serve as a
music course for adults learning from
scratch. Those interested should write to
Marlewsha Music, Box 99, Ithaca, NY
14851.

Eugene Reichenthal

Mr. Reichenthal and the kindergarten
class at the Hewlett School, Long Island.

earzly music at

St. scholastic°

N ow in its second decade, this intense program of perform-
ance and historical studies is in a congenial and stimulating

atmcsphere where students and faculty closely work togethei. Alumni
are currently performing with America's leading ear:y music ensembles
and teaching in various positions throughout the country.

The College of St. Scholastica offers the Bachelor of Arts degree and
graduate courses in Early Music Stalies.

Early Music Faculty

William Bastian, voice; Shelley Gruskin, recorder, flute; LeAnn House,
harpsichord, fortepiano; Sr. Monica Laughlin, clarinet, recorder; Edward
Martin, lute; Penny Schwarze, viol, violin.

For information contact: Penny Schwarze, Chair, Department of Music,
The St. Scholastica Center for Early Music, 1200 Kenwood Avenue,
Duluth, MN 55811, 218-723-6194. LI

Kelischek Workshop for
Historical Instruments

Susato Press
Edit ions

Early Music
Editions

Baroque Violins - Viols - Lutes - Harps - Hurdy-Gurdies
Moeck - Mollenhauer - Zen-On - Aulos - Yamaha Recorders

Early Music Shop of England Kits & Instruments

Yamaha set of 5 recorders, Sopranino to Bass: only $299.50

Rt. 1, Box 26, Brasstown NC 28902 Tel: 704-837-5833

filaW 
Fine handmade Renaissance and baroque recorders by

David Ohannesian
You can't judge a set of renaissance recordus without
hearing them played as a consort. Send $3.50 for a
short tape and compare the beautiful sound of these

instruments with any others. Price deducted from
future orders, repairs or voicing.

Write to: David Ohannesian
106 N.W. 104th St., Seattle, WA 98177 (206) 781-8517
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usic

illage orkshop
212-242-4087
914-679-6249

Howard Vogel, director

Recorder • Viol • Harpsichord
Ensembles for intermediate and advanced players.

Individual instruction available for beginners.

Classes begin September 12, 1991
Registration is by mail from August 20 — Sept. 10
24 Horatio St. • Studio B • New York, NY 10014

kforders Transverse Flutes

Illustrated brochures are available upon request for $3 each. A credit of $10 will

then be given toward the first purchase. Please specify recorders or flutes.

VON HUENE WORKSHOP, INC.

65 Boylston Street
Brookline, Massachusetts 0246

U.S.A.

TELEPHONE (617)277-8690

A New CHARLTON Piece and 3 Charlton Classics in New Dress
mi. ea, uk• :it. alt. N1.•

SUITE AMERICANA
9 Free arra, igements. For 3 Recorders. $4.95

IDYLLWILD SUITE
1989 Revision. For 4 Recorders. $7.95

CHA CHA DOLCE
For 4 Reccrders & Optional Percussion. $5.95

AYRE CONDITIONED
1989 Revised version. For 4 Recorders & Optional Percussion. $5.95

UP Pt. AIL 4, di, de, ?It AL

Available from the
PROVINCETOWN BOOKSHOP EDITIONS

246 Commercial St. Provincetown, MA 02657

I couldn't make an
exact copy if I tried!
(continued from page 10)

One distinction he suggested was a dif-
ferent orientation of the makers. The
modern approach often seems to be one
of identifying all the problems, then
methodically setting out to remove
them. In consequence, the resulting
product tends to work efficiently and
easily but without the depth of character
so often found in the antique instru-
ments. The old makers, on the other
hand, seemed to have imbued their best
instruments with a strong and interest-
ing personality, even if it meant putting
up with some problems, which recalls
the "slalom course" analogy mentioned
earlier. Harnoncourt clearly preferred
those instruments that compromised in
the direction he identified with the ear-
lier instruments, even while acknow-
ledging the concessions he was forced to
make because of the difficulties they
presented.
Implicit in any examination into the
nature of an instrument, then, is the idea
that how it is made will influence the
way in which it is played. The converse
is also true, with present-day per-
formers having a distinct influence on
the design of instruments. (This was true
in the past as well. Bach, for example,
was often consulted by the organ
builders of his day) It therefore becomes
fascinating to explore extant instru-
ments as an aid in creating a living per-
formance style rather than solely as the
basis for purely abstract historical or ar-
chival argument. Determining and
describing both the nature of the instru-
ments and the way in which they are
played is the problem, as one brief ex-
ample will demonstrate.
Sylvestro Ganassi, in his famous 1535
method book La Fontegara, defines the
aim of the recorder player thus: "Be it
known that all musical instruments, in
comparison to the human voice, are in-
ferior to it. For this reason, we should
endeavor to learn from it and to imitate
it." He later states, "Concerning the
breath, you should be guided by the
human voice which is emitted with
medium strength." A difficult question I
prefer to avoid here is that of historical
vocal technique, but I have two observa-

36 American Recorder



lions. First, I think one of the most pleas-
ing sounds now being produced in "the
early music movement" is that of the
Hilliard Ensemble, a British vocal group.
And second, while I don't know if they
sound like any real ensemble from a past
century, I notice that they generally sing
at a medium strength. This is in contrast
to many recorder players, who not only
consistently use a breath pressure
higher than "mediun-. strength," but fail
to even attempt an imitation of the
human voice, at least if the subtleties of
speech patterns and the use of articula-
tions that mimic speech are used as
criteria.
Certainly this is subjective, but I bring

it up as one maker who has had to
wrestle with decisions of designing in-
struments for actual performers. It is dis-
concerting, to put it mildly, to design
instruments with the Hilliard Ensemble
in mind, only to hear performers at-
tempting to imitate the superheated at-
mosphere of a rock concert or the
Metropolitan Opera's heldentenor audi-
tions. I exaggerate, of course, but a few
of the unrelentingly driven performan-
ces I have experienced seemed no less
exaggerated in their overstatement,
with a "medium strength" nowhere in
evidence. I am not simply expressing a
preference for one style of playing over
another. The problem in those perfor-
mances was that the instruments, which
were conceived and designed with
Ganassi's advice in mind, were not the
most effective tools for presenting such
a radically differing approach.
Other makers could use different ex-

amples or draw different conclusions.
The point is that there are still many
unresolved questions to be answered.
The nature of the field in which both
performers and makers are engaged re-
quires that each be open to suggestion
from the other, with th exploration and
enjoyment of the music as a shared goal.
The "perfect" recorder doesn't exist, be-
cause there will always be players with
divergent styles, a variety of halls to
cope with, different tunings with which
to experiment, changing combinations
of tonal color, and a wealth of literature
to perform. The design of instruments
and the evolution of performing styles
are as linked as they have always been,
and the challenge is to consciously
develop the fusion of those elements
that, at least in a given situation, can
make a recorder seem to be perfect.

NEW on CD from ebs
Baroque Music from England and Scotland 

Music of Oswald, Purcell, J.C. Bach, tunes from 'The Beggar's Opera" and more
performed on recorders, lute, voice, flute, harpsichord and viol by

MUSICK FYNE
"...very agreeable, especially when played with the obvious affection and

enthusiasm shown here." Early Music

* * *

A Curious Collection for the Common Flute 
Works of Telemann, Corelli, Philidor, Finger and others

Alison Melville, recorder; Valerie Weeks,harpsichord;
Margaret Gay, cello; Terry McKenna, lute; Peter Lehman,theorbo; Colin Savage,recorder

* * *

U.S.$21 per disc (includes s&h) ($24 in Canada)
To order send a cheque or M.O. payable to Musick Fyne to

316 Concord Ave., Toronto, Ont. Canada M6H 21'6

Essential reading...
A Practical Guide to Historical Performance: The Renaissance
Edited by Jeffery Kite-Powell
Spiral bound, 236pp., illustrations, tables, and musical examples
$20.95 ($22.95 in Canada; $24.95 all other countries)

Originally conceived as a handbook for collegium directors,
this invaluable compendium is a vade mecum in the tradition of
performance-practice manuals. Each article is written by an ex-
pert and addresses fundamental issues. From instrumentation to
tuning, solmization to pitch, the Practical Guide covers the
gamut of Renaissance performance practices.
Contributors include Philip Levin (Recorder), Herbert Myers

(Renaissance flute), Fred Gable (Basic Style & Interpretation),
Paul O'Dette (Plucked Instruments), Martha Bishop (Viola da
Gamba), Ross Duffin (Tuning and Temperament) and thirteen
other authorities in the field.

Early Music America, 30 West 26th Street, Suite 1001R, NY, NY 10010

Workbook for ARS Level ll Exam
Conceived, developed and produced by
Northern Virginia Recorder Society © 1990

The workbook includes:
• Basics of Music Theory

• Practice Exercises with Answer Key
• ARS Prepared Repertoire List

Cost - $12/copy (incl. ship/h). Checks payable to NVRS.
To order, or for information, please contact:

Deborah Roudebush, 4410 Mariner Lane, Fairfax, VA 22033.

Developed as a study guide for the ARS Level II exam (Education Level
Program Levels I, II, and III (2nd Revised Version-1987 ARS)
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100 TUNES TO PLAY

A series of 10 books
each containing ten easy tunes
by a famous composer for
recorder with piano
accompaniment.

Basic repertoire for beginning
players. Play the melodies of

Bk. 1:
Bk. 2:
Bk. 3:
Bk. 4:
Bk. 5:
Bk. 6:
Bk. 7:

Mendelssohn
Grieg
Brahms
Handel
Schubert
Beethoven
Haydn

Bk. 8: Bach
Bk. 9: Tchaikovsky
Bk. 10: Mozart

Besides the piano
accompaniment,
in each volume you will
find 3 solo instrumental parts:

fTreble clef in C
(suitable for recorder)
fTreble clef in B-flat
fBass clef

All volumes are $7.95,
except Bach volume
which is $9.95.

Music is available at all fine music
stores. SPECIAL OFFER!
Good through July 31, 1991.
We will sell single copies of the
above at 20% discount.
Check for $6.36 each ($7.96 for
Bach) must accompany your
order.
Please enclose this advertisement
and write Dept. AR.

Music Department
OXFORD UNIVERSITY PRESS, INC.
200 MADISON AVENUE, NEW YORK, NY 10016

In Jacksonville, Florida,
England's Roy Marks
coaches the recorder

ensemble of St. Mark's
Lutheran Church.

NeCwhapters Chapters host workshops, offer conducting
opportunities, cheer on degree candidates.

WORKSHOPS EARN HIGH MARKS.
Members of the Jacksonville Chapter
participated in the January workshop
given by Roy Marks, music director of
the London Chapter of the Society of
Recorder Players, England. His ten-part
arrangement of Bach's Jesu Christ, Meins
Lebens Licht featured a quartet of soloists
and a six-part choir. Barbara Oliver
writes, "The chorale tune was accessible
to beginners on either soprano or alto, so
that players of all abilities were able to
participate."
Pete Rose's February 9 workshop on
20th-century music for the Pittsburgh
Chapter received rave reviews from
Carolyn Peskin, editor of the Cleveland
Chapter's Continuo newsletter. She
made the trip for the workshop and to
hear the concert by Loeki Stardust (who
were giving the American premiere of
Rose's Tall P). Wrote Peskin, "I am con-
vinced that Pete Rose's firm but patient
approach can work wonders with any
group of players interesteE in exploring
modern recorder music."

CONDUCTING AND PERFORMING.
The Somerset Hills (NJ) Recorder
Society gave chapter members an op-
portunity to conduct the combined ad-
vanced and intermecLate groups
through one or two pieces of music.
Florence Ortman, Nancy Pottash, Kim
Magnell, and Andrew Koenig con-
ducted, Nancy and Kim conducting for
the first time in their lives.
The Haydn "Toy" Symphony was a

highlight of the January 6 play-in of the

Aeolus Recorder Konsort of Central
Arkansas. In December, the members
played at nine madrigal dinners
presented by the University of Central
Arkansas.
Skylark, an ensemble of the Hawaii
Chapter, performed in February at Res-
taurant Row. The report in Kaleo Mele
goes on: "Irene Sakimoto's keyboard
and Mary Miller's gamba were both
plugged into amplifying equipment,
and with microphones for the recorders,
everybody was audible in this outdoor
setting. The program was varied, from
Renaissance to contemporary Haw-
aiian."

MASTER'S RECITAL.
Andrea Macintosh, a member of the
Orange County Recorder Society, gave
her master's recital on March 23 at the
University of California-Riverside.
Members of the Los Angeles Baroque
Orchestra accompanied, and many
members of the chapter were in atten-
dance. Ms. Macintosh is planning to go
on for her doctorate.

PUT AR ON YOUR LIST!
If your chapter activities don't appear
here, do you wonder why? Only 28 of
the more than 90 ARS chapters send
us their newsletters or other mailings.
We enjoy reading this material and
often get ideas for future news fea-
tures and articles. Photographs and
news may be set to American Recorder
or to the ARS headquarters.
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PRESIDENT'S APPEAL 1990-91
THE BOARD OF DIRECTORS OF THE AMERICAN RECORDER SOCIETY EXPRESSES ITS SINCERE
APPRECIATION TO THE FOLLOWING CONTRIBUTORS TO THE 1990-91 PRESIDENT'S APPEAL.

CONTRIBUTIONS ARE USED TO SUPPORT MANY OF THE SOCIETY'S ONGOING SPECIAL PROGRAMS,
SUCH AS THE PUBLICATION OF MUSIC IN THE MEMBERS' LIBRARY EDITIONS AND EDUCATIONAL

ACTIVITIES INCLUDING SCHOLARSHIPS. AS OF APRIL 30, SLIGHTLY OVER $13,000 HAS BEEN RECEIVED.

BENEFACTOR
Michael Zurnoff & Judith

Wink

SPONSOR
Gene Murrow

DONOR
Hank Anderson

Dr. & Mrs. G.W. Comstock
Marsha Evans

Dr. Douglas G. Martz
Carolyn Peskin
Anonymous (3)

PATRON
Mary Jane Auerba:her
Daniel R. Bechtel
Martha Bixler &
Richard Sacksteder
Katherine Bracher
Katharine Bradley
Bernice Chen

Barbara V. Duey
Mary Ann Franson

Jane Furth
Cyril & Carolyn Garrett

Pamela Grigg
Elizabeth Guiher
Patricia A. Hanley

Inge C. Hollingsworth
Walter E. Knapp

Pat & Raphe LaBduve
Miriam S. Laster

Jennifer W. Lehmann
Robert C. Lisk

Mary & John Maarbjerg*
Eiji Mild

Bruce Nelson*
Patricia H. Petersen
Constance Primus

William E. & Georgians
Rudge

Marie-Louise Arnaud Smith
Mr. Ralph Taylor

MameHine & Charles S.
Todd

Frank Wallding
Preston L. Wilds
Joan B. Wilson
Anonymous (5:

SUPPORTER
Dr. David H. Archer*
Dr. David M. Barnert
Mary Blocher
Frances B. Bull
Harry Ca •

Margaret E. Cawley
David H. Collins
Benjamin Dunham
Richard M. Eastman

Hope Elm
Mrs. Jules Enrich

MATCHING CORPORATE GIFTS
CHUBB
IBM

MARTIN MARIETTA
PITNEY BOWES
READERS DIGEST

UNITED TECHNOLOGIES
WESTINGHOUSE

Michael C. Finn
David W. Fischer
Shelley Gruskin

Peggy Hammerling
A. Carolla Haglund
Helen Hermes

Lawrence Johnson
Kay Jones

Phyllis & Don Kahn
Dennis Leipold & Jane Shear

Marvin Levine
W. David Malcolm Jr.

John C. Nelson
Ruth Pass

Martin K. Payne
Marilyn Perlmutter
Amanda Pond
Patsy Rogers

Sylvie Romanowski
Neil & Liz Seely
Deborah Segel
Richard L. Spittel
Monte Swartzman
Ellen Whitnack

Mr. & Mrs. Thomas H. P.
Whitney

Sarah Wolfe
Dr. Gideon Zikel
Anonymous(10)

FRIEND
Kate Abbott
Lois C. Abbott
Neale Ainsfield
Gretchen Anex
Violet Carroll

Beatrice A. Asken
Doris R. Asmundsson
Mary Jane Auerbacher

K. Batsis
Mary Bennett
Mary F. Berk

Hilda Borcherding
Delphine B. Bowers
Richard C. Bradley
Peter Braunfield
Rachel Burdeau*

Arno & Barbara Cahn
Janet M. Callender
Violet Carroll
Mrs. M. Chovil

Mrs. William E. Clark

Shirley Coon
Lionel Davis
Helen Z. Demby

David & Lynn Donaldson
Miles G. Doolittle

J. Christopher Doran
Miss Robin Ann Dow
Dr. Jess Edward
James P. Ferreri
Ellen R. Fisher

Jack Fisher & Elaine Yontz
Lewis T. Fitch
Jan French

Betty Gallagher
Ms. Rebecca Gerber
Adele Goldman

Adila S. Goldman, MD
Bernard Goldstein
Samuel Granick

Mr. Richard Helfman
Marcianne Herr

Frances A. Heyman*
Bockett Hunter
Robert Hyland
Lone Ishimatsu
Ray Kellman

Marianne Weiss Kim
Mr. & Mrs. Harry ICroesen

Norman Lampert
Ursula Lerse
Mary Leonard
Helen Mallet

Milton S. Mautner
Mel Mendelssohn
Mrs. Nancy Merjos
Sally Mitchell

Ms. Katherine C. Modisett
Gilbert Monet
Sharon Moore
Julia Mount

Joan M. Mullhaupt
Katherine Ormston
Betty A. Parker
Mary Lou Paschal
Helmut Penner
Margaret Peterson
Richard Phillips
Wendy Powers

Clementine Rabassa
Mary A. Rarick
Bill & Eileen Rees
Gene & Cynthia

Reichenthal
Martha Reynolds
J. Norman Rossen*
May L. Saxe
Mary Scott
Naomi Shiff

Donald R. Shumaker
John R. Shumaker

I. Sigel
Katherine Sinclair
Michael Singer

  Gerald P. Sinlciewicz*
Dinah M. Sours
Diana Sutherland
Muriel H. Teague

Margriet Tindemans &
Richard G. Templeton
Kathleen Todd

Ellen Rider Tomlinson
Dorothy Vining
Dr. John Waite
Betty Wauchope
Mayneal Wayland
Judith B. Welles

Charles D. Whitford
Bev & Derek Wills

Royce & Cynthia Wilson
Mr. & Mrs. George Wolfson

Richard S. Zelley
Anonymous (21)

OTHER
Isabel Appleroth
Frieda J. Behlen
Gloria Berchielli

Peggy & Bruce Boss
Timothy Broege
Robin Carlberg

Charlaine A. Coburn
Karen A. Crotty
Thomas Gutnick
Frances Hankinson

Julia Herron
Alice E. Hudders
Frances MacDonald
Alice Maguire
Ruth Manchester
Carol G. Marsh
M. J. Modlin
W. S. Peery

Susan & Norman Pointer
Lieschen Redelin
Herbert & Mollie
Rubenstein

Virginia Rylands
Irwin M. Schor

Jayne Sokolow & Laurie
Savely

Ivabel Spaulding
David T. Stanley
Joan M. Williams
Anonymous (11)

*-MATCHING GRANT
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Classi ied Where the haves and the have-nots
of the recorder world can find each other.

Classified rate forAmerican Recorder: 504
per word, ten-word minimum. 'Tor Sale"
and "Wanted" will not be counted but
should always be included in the copy. ZIP
code counts as one word; telephone num-
ber as two words. Payment must accom-
pany copy. Classified advertisements will
not be billed. Send copy plus payment to
the American Recorder Society, 380 Broad-
way, Suite 1107, New York, NY 10012.

THUMB RESTS: Adhesive backing, rose-
wood or ebony, SAT sizes, $12.50 ppd.
Maple, cherry, or walnut, SAT sizes, $8.50
ppd. (N.Y. + 7%). Seely Workshop, Inc.,
292 Barrington St., Rochester, NY 14607.

ORIEL LIBRARY: Recorder ensemble
music published in England; 76 titles in
print, 16 are new for 1991; for 1991
catalog write: Alexander Breed, 50 Rut-
land St., Watertown, MA 02172.

FOR SALE: Large (over 600 titles) early
music library. Will separate. Ser d 294
stamp for list. G. Schmeltekopf, 1043 Gar-
field, Oak Park, IL 60304.

Studies in Early Music at

Lkl WESTERN
• Wide range of undergraduate &
graduate degree programs, to the
PhD level (Systematic Musicology)

• Music library ranked among the top
six in North America, includiig an
extensive collection of 18th century
manuscripts and first editIons

• Fine collection of early
instruments; Early Music Studio

Distinguished faculty specializing
in early music include: Terence
Bailey (Western Chant and
Liturgical History); Philip Downs
(Pre-Classical instrumental music);
Sandra Mangsen (Harpsichord,
Italian Baroque); Richard
Semmens (Woodwind instru-
ments, French Baroque, 17th &
18th century dance); Robert Taft
(Lute, Renaissance Music, 17th
century English song)

Information: Admissions, Faculty of Music,
University of Western Ontario, London,
Canada N6A 3K7 Phone: (519) 661-2044

FOR SALE: Self-teaching Renaissance flute
manual: thirteen graded examples, solo,
ensemble, $7.25 plus $2 S/H. Renais-
sance flute solos: thirty-six pieces, easy to
difficult, $7.25 plus $2 S/H. Ren. flute
duos/trios, $10.00 plus $3 S/H. Passag-
gi...Richardo Rogniono, 1592: division ex-
ercises arr. for Renaissance flute, recorder,
$7.25 plus $2 S/H. Ricercate—Passaggi et
Cadentie...G. Bassano, 1595, arr. for
Renaissance flute, recorder, $7.25 plus $2
S/H. Recorder music newly arranged. His-
torical Renaissance wooden flutes avail.,
inq. Renaissance flutes (plastic), $35 plus
$4 S/H. Baroque plastic flutes avail., in-
quire. Perrin, 1747 Maltman, Los Angeles,
CA 90026, 213-660-8475.

WALNUT MUSIC STANDS, Custom in-
laid, fully adjustable. Photos available.
B.W.M. Benn, Harpsichord maker, 4424
Judson Lane, Minneapolis, MN 55435.
612-922-2280.

MUSIC FOR RECORDERS! Early music
arrangements plus original compositions.
Send SASE for catalog. Andrew Cordle,
Box 511, Springfield, MA 01101-0511.

BASS REST: Say good-bye to neckstraps or
sore ankles! Support your bass on the
floor. Removable for storage with Velcro®
fastening. Model FV for flat-bottomed bas-
ses, Model RV for nonflat-bottomed bas-
ses, $35 -ppd. (N.Y.+ 7%). Seely
Workshop, Inc., 292 Barrington St.,
Rochester, NY 14607.

FOR SALE: Large collection (35+) of
Medieval/Renaissance instruments. Su-
perb copies by Korber, Moeck, McCann,
Monk, Weber, Crocker, etc. Send SASE
for list. Instruments, 4514 Makyes Rd.,
Syracuse, NY 13215.

FOR SALE: Frederick Morgan alto, Bressan
replica, a=415, boxwood, hard case. Su-
perb soloist's instrument, revoiced by
maker. $1100. 303-447-1589.

FOR SALE—RECORDERS: Moeck Rotten-
burgh tenor, $300; Silverstein tenor, $250;
Dolmetsch soprano, SN 15864, $225;
Dolmetsch alto SN 17701, $300; Hopf
soprano and alto, $250 for both; Moeck
tenor crumhorn, $400. Call for details:
216-688-2226.

MUSICIAN, HEAR THYSELF: Beautifully
hand-lettered, framed, 8 1/2 x 11, perfect
for studio, office, gifts. $9.95. Chambers
Musics, Box 632, East Rochester, NY
14445.

PLAY DUETS WITH YOURSELF! Beautiful
hardwood double ocarinas with two
chambers in F and C. Highly finished,
finely tuned, $80. Single ocarinas, from
$20. Hind Family of Ocarinas, Dept. AR,
149 Tiny Greer Rd., Honea Path, SC
29654,803-369-1436.

WANTED: New or used portative. 619-
292-4006. R. Heritage.

FOR SALE: Collier Renaissance Tenor Re-
corder: one-piece, mint condition, superb
lower register. $750. 212-735-8174 Days,
718-274-0664 Home.

HARPS OF LORIEN offers a large selec-
tion of musical instruments and cassettes
for the whole family: inexpensive but ex-
cellent recorders, drums, harps, pentaton-
ic instruments, panpipes, Renaissance in-
struments, and more. Quantity discounts
availab e. Catalog: 610 North Star Route
ARS, Questa, N.M. 87556. 505- 586-
1307.

Advertisers
AESTHE 20
ANTIQUE SOUND WORKSHOP, LTD.  31
TURE BERGSTROM 26
GARY B•LAISE  24
THOMAS C. BOEHM 2,24
JEAN -LL C BOUDREAU 22
BOULDER EARLY MUSIC SHOP 2
COLLINS & WILLIAMS 34
COURTLY MUSIC UNLIMITED  IBC
EARLY MUSIC AMERICA 37
EARLY MUSIC SHOP OF LONDON  32
EUROPEAN-AMERICAN MUSIC I FC
GOLDEN APPLE RECORDS 25
HOLLAND EARLY MUSIC FESTIVAL 26
HOUSE OF PORTER 25
CLARENCE JAMES  29
KELISCHEK WORKSHOP 35
KOCH RECORDER 32
DAVID KORTIER 34
LEVIN HISTORICAL INSTRUMENTS 26
KEITH E. LORAINE  32
MAGNAMUSIC DIST, INC.  BC
MUSICK FYNE 37
NO. VIRGINIA RECORDER SOCIETY 37
PETER NOY 34
OLD MANUSCRIPTS & INCUNABULA 32
OXFORD UNIVERSITY PRESS 38
PAM MUSIC 24
PROVINCETOWN BOOKSHOP  36
RECORDER SHOP  22
COLLEGE OF ST. SCHOLASTICA 35
SWEETHEART FLUTE CO.  22
SWEET PIPES  29
MARSHA TAYLOR  24
VILLAGE MUSIC WORKSHOP  36
VIOLA DA GAMBA SOCIETY/USA  24
VON HUENE WORKSHOP, INC  36
UNIV. OF WESTERN ONTARIO 40
WICHITA BAND INSTRUMENT CO.  2
YAMAHA 31
DOMINIK ZUCHOWICZ  29

40 American Recorder



MOZART on the RECORDER? YES!
Recorderists — Celebrate Mozart's Bicentennial

Here are some of the best arrangements of Mozart's music

RECORDER—SOLO
H-28 Mozart Opera, 15 songs from The Magic Flute, Don Giovanni &

The Marriage of Figaro — Alto    raiHr_I FI ir r cr 

withPIANO
RMS325a SerenaCe I Eb major from Divertimento #3 K166 alto & piano $ 8.95
RN1S325b SerenaCe II F major from Divertimento #8 K2I3 alto & piano $ 8.95
RMS325c SerenaCe III Bb major from Divertimento #9 1(240 alto & piano $ 8.95
RMS325d SerenaCe IV Eb major from Divertimento #I0 1(252 alto & piano $ 8.95
RMS325e SerenaCe V Bb major from Divertimento #I4 1(270 alto & piano $ 8.95
RMS325f SerenaCe VI Bb major from Divertimento #4 K439b alto & piano $ 8.95

DUETS
N4065 Easy Pieces for the Young with historical background and pictures S & A

Easy Pieces for the Young S & S lower intermediate $ 4.70
ECS2035 12 Original Duets from K487, Alto & Tenor, 3 of the 12 are from a Viennese manuscript with no

instrumentation listed, another lists a variety ""'"'"    $ 7.45
of instruments. Charming and Challenging!

TRIOS
RMS865 Trio — Allegro, Adagio Minuetto & Rondo arr. by Hart for SAT fun, challenging, substantial

arrangement of original work score only $ 8.95
RIvIS127 Selected Movements arr. by Walter Bergman for SSA, a variety of pieces from various chamber

works and operas, lower Intermediate, score only $ 6.95
SP2315 Allegro from Divertimento #1 K229 arr. by Eugene Reichenthal for ATB (nice instrumentation) score & parts $ 4.25

QUARTETS
Z507216 Recorder Quartet #6 Great fun! for various combinations of SATB Arias from The Marriage of Figaro,

The Magic Flute, Don Giovanni, The Abduction from Seraglio. 75 pages, score only $19.95
MZ220 Quartet Pieces from Horn Duets, Pt 1 SATB, from 12 Duos K487, it is delightful to compare the duet

version with the transformation for quartet offered here, score only $ 3.50

4i Cl/ Lf.r LLL

$ 3.25

$ 4.70
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NOW YAMAHA WOOD RECORDERS!!!
You liked the plastics - you'll love the woods

"Many small factors blend together in determining the final sound that any instrument will deliver. Indeed, every part contributes in some
way to the sodnd of the instrument. It is this sorting of variables, this searching for subtleties, that has allowed Yamaha to be a leading name
in musical instruments fcr almost 100 years." In the recorder, Yamaha's dedicated engineers and craftsmen worked on every detail to produce
the best recorders possible. CMU is proud to offer these select recorders.

SOPRANOS LIST CMU
YRS43 maple, urethane finish, straight windway, double holes, 3 pieces $130.00 $104.00
YRS61 boxwood, 1-and crafted, hand rubbed oil finish, curved windway, double holes, 3 piece construction $300.00 $240.00
YRS82 kingwood, handcrafted, hand rubbed oil finish, undercut tone holes, curved windway, simulated ivory

rings, 3 piece construction $575.00 $460.00
(Also in rosewood and ebony - call for prices and availability)

A LTOS
YRA43 maple, urethane finish, double holes, straight windway, 3 pieces $135.00 $108.00
YRA61 boxwood, I-andcrafted, hand rubbed oil finish, curved windway, double holes, 3 piece Construction $415.00 $332.00
YRA82 kingwood, handcrafted, hand rubbed oil finish, undercut tone holes, curved windway, simulated ivory

rings, 3 piece construction $1000.00 $800.00
(Also in rose wood and ebony (400), boxwood Denner model at 415 - call for price and availability)

TENOR
YRT43 maple, urethane finish, straight windway, 3 pieces, D-D# double hole, C-C# keys $230.00 $184.00

to order any of the above items call us at: 1-800-2-RICHIE toll FREE
or write: COURTLY MUSIC UNLIMITED

,41140 2067 Broadway, Suite 27, New York, N.Y. 10023
Minimum shipping charge $3.00 
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  nammicTigributors, Inc.

C1.

SHARON, CONNECTICUT 06069, TEL. (203) 364-5431

Now available from your local music dealer:

THE DOWLAND COLLECTION for 4-5 recorders,

ed. Bernstein

THE RAMEAU COLLECTION for soprano recorder

and keyboard

DUFAY: 4 Italian Songs for 3 voices/instr.

HOLBORNE: 2 Fantasies for 3 instruments

RICHAFORT: 2 Chansons for 4 voices/instr.

Rossi: 2 Sonatas for z soprano instr. & continuo

FARMER/SIMPSON: Pavan & Galliard for 5 instruments

GABRIELI: Chiar' Angioletta for 8 voices/instr.

DOL '14 $8.5o

DOL 115

EML 191

EML 192,

EML 193

EML 194
EML 195

EML 196

$8.5o

$5.00

$3.00

$3.50

$3.50

$4.00

$8.00

COME VISIT US at The Boston Early Music Festival Exhibition, booths 84
and 85. As always, we will have music galore, historical woodwinds, and

our regular line of quality recorders. In addition we will have new instruments
available for the first time in the USA! We look forward to seeing you.

coe za?

We are U.S. distributors of
RECORDERS: Adler, Aura, Coolsma, Heinrich, Schneider, and Zen—On.

HISTORICAL WOODWINDS: Renaissance und Barockinstrumentenstudio, Musisca.

RECORDER MUSIC: AllfOr, Berandol, Broken Consort, Consort, Dolce Edition,
Dovehouse, Early Music Library, Gamut, Hug, Jolly Robin Press, London Pro Musica,

HARPSICHORDS: Neupert.

L'Oiseau Lyre, Loux, Magnamusic, Marlborough, Muses Gardin, Pan,
Pelikan, Schott, Sweet Pipes, Tomus, and Zen—On.
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