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INTRODUCING

Flaw° Leggero is Moeck's

new series of mid-priced

recorders for ensemble playing.

They have Baroque fingering

and are designed with a simple

functional shape reminiscent of

instruments by Thomas

Stanesby Jr. (1692-1754). The in-

ner bore and finger holes, wind-

way and labium have been

designed with all modern

developments in recorder design

in mind, and offer a response

and tone normally associated

with far more expensive in-

struments. Flauto Leggero

replaces the Tuju series.

The series is constructed from

sycamore, a close relative of

maple. Its characteristics are that

From the craftspeople at

NECK

it has a hard, even density with

a very fine texture. It has a

specific density of approximate-

ly .65 with sound characteristics

that are relatively soft and rich

in fundamental frequencies.

The instruments are supplied

with an attractive and practical

linen bag which enables the

recorder to dry out well. Bass

recorders are supplied in cases.

The bass recorder has a wind-

cap which is specially shaped on

the inside and has a bocal which

makes it comfortable to play. -

Available models:

Sopranino / soprano / alto / alto with

double keys / tenor with single

key / tenor with double keys / bass

with single key / bass with double keys.

Exclusive Representative:

European American Music Distributors Corporation
Valley Forge, Pennsylvania



Editor's Note
When I went back to school to study mu-
sicology at the age of 27, I was pretty
much starting from scratch, except for
early violin lessons, a lot of choral singing,
and some facility on the recorder. I picked
a school with two six-week summer ses-
sions that allowed me, before registering
in the fall, to take "Introduction :o Music
Theory" in the first session and "Graduate
Review of Theory" in the second—quite a
leap! Readers of the last issue, with its in-
troduction to French style by Anthony
Rowland-Jones, may experience the same
kind of breathless insecurity as they dive
into Patricia Ranum's exposition of her
new theories about the intricacies of 17th-
century tonguing syllables (page 9). We
are no longer in a world of generalized
adaptation of the somewhat unfamiliar,
but rather the most particularized applica-
tion of the specific sounds and lyrics
known and used by members of the
French aristocracy. Ms. Ranum asks us to
throw out our preconceptions. She helps
us along with examples of what she means
in modern American English and provides
illustrations reproduced from her own
working papers. Will her ideas be ac-
cepted by performers? Will we notice a
real difference if they are? We look for-
ward to hearing from readers who put
these ideas into practice.
With the recorder, frontiers of technique

are always receding and expanding at the
same time. In Karlsruhe, in the eyes of our
correspondent Pete Rose, performances
continue to expand the boundaries of
modern recorder technique (page 6). Fi-
nally, we learn through the writing of
Sheila MacRae of the contributions of
Jenny Lehmann, who meant so much to
so many in the recorder world. Even in
her passing, Jenny has enriched our reper-
toire: the Members' Library insert, her
own arrangement of Anton Bruckner's
Ave Maria, was performed by all attend-
ing her memorial service in Princeton on
November 15.

Benjamin Dunham
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President's Message

Recently I had an in-
teresting conversation
with one of our new
members. She told me
that she had decided
to learn to play the re-
corder after attending
an inspiring concert
by a professional re-

corder group. To find out more about the
instrument, she consulted her local li-
brary, which led her way to the American
Recorder Society. She promptly joined
and received our New Member Packet,
which contains the American Recorder,
ARS Newsletter, the Membership Direc-
tory, Education Program, and other mate-
rial. Through the ads and other informa-
tion in our magazine, she made some de-
cisions about what type of recorder to pur-
chase and where to order it. Then she
looked in the ARS Directory, but found
only a few members listed in her state
(who do not live near her) with no chapter
and no teacher. So she asked me how to
get started.
This story is what the ARS is all about—

communication! Professional performers,
communicating nrasically through their
concerts and recordings, motivate many
to play the recorder and to play it better.
ARS business and workshop affiliate
members communicate their offerings to
recorder players through listings in the
Newsletter, ads in American Recorder,
and use of the ARS mailing list. ARS mem-
bers communicate with other recorder
players, teachers, and chapters by means
of the Directory, and all are only a phone
call away from the ARS office.
One of the pleasures, of being ARS pres-

ident is communicating with our members
at workshops, conferences, and festivals.
At the recent national conference of the
American Orff-Schulwerk Association in
Minneapolis, I had a breakfast date with
another new member of the ARS, Jo Ella
Hug, who was awarded the 1992 ARS
President's Scholarship. This scholarship
is made possible through donations to the
President's Appeal and is presented to an
outstanding applicant who demonstrates
leadership ability and the potential for
sharing his/her musical accomplishments
with others.
Ms. Hug is a music teacher in a middle

school in Missoula, Montana. She uses the
recorder in her classes and coaches a
children's recorder ensemble. She also

Continued on page 30
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1993 National Play-the-Recorder Month
Is Sequel to Day-long Event in 1992
This year March comes in and goes out
like a lamb, because it is National Play-the-
Recorder Month, when the sweet sounds
of the recorder will be heard throughout
the United States and Canada. Shopping
centers, clubs, street displays, cable televi-
sion, and other venues where the public
can be reached will be serenaded with the
delicate tones of the Ilauto dolce.
Through the activities of ARS chapters
and ensembles, thousands of people will
be introduced to our favorite instrument,
and many will be encouraged to become
more seriously involved by joining the
American Recorder Society. All wno join
during March will receive an Aulos so-
prano recorder, courtesy Df Rhythm Band
and a method book courtesy of Sweet
Pipes. A raffle prize of $50 of music has
been donated by European American

Music. Other leading music businesses
will be represented in the program.
The headquarters office is keeping a
master calendar of promotional events
scheduled for National Play-the-Recorder
Month. A mailing describing all the de-
tails of the event, with recommendations
for chapters and ensembles planning
events, will go out after the beginning of
the year. Typical of the events already
listed is a presentation on March 19 by
three recorder ensembles from the South
Wir.dsor, Connecticut, school system at
the Music Educators National Conference
regional meeting in Springfield, Massa-
chusetts. Susan J. Riley, leader of the en-
sembles, notes that such educational pre-
sentations are especially appropriate,
since March is also Music in Our Schools
Month.

Showings of Tous les Matins du Monde
Attracting Larger Audiences for Early Music
Tous les Matins du Monde is an unusual
film with a subject that gives no hint of
explanation for its wildly enthusiastic re-
ception in Europe. Based loosely on the
lives of Mann Marais and Monsieur de
Sainte Colombe, the film is a period
drama about the two outstanding gam-
bists of the 17th century, their mentor-stu-
dent relationship, and the choices they
make in life, love, and
music. The film is on tour
in the United States (see
accompanying box).
Directed by Alain Co --

neau and starring Gerard
Depardieu as the elderly
Marais (and his son Guil-
laume as the younger
Marais), the film is not the
customary public televi-
sion docu-drama, but a
full-length film that won

seven Cesars (French Oscars), including
Best Film, Best Director, Best Supporting
Actress, Best Sound, and Best Music (well,
here they had an advantage!).
For early music aficionados, interest is

heightened by the use of a soundtrack
performed by Spanish gambist Jordi
Swvall. The soundtrack was released as a
disc on the Auvidis Valois label ('14640)

and distributed in the U.S.
by Harmonia Mundi. An il-
lustrated teachers' guide is
available from Harmonia
Mundi (3364 S. Robertson
Blvd., Los Angeles, CA
90034) with background in-
formation on music of the
Baroque era, the history of
the viol, the age of Louis
XIV, Mann Marais, Sainte
Colombe, and Jordi Sava11

Continued on page 38
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ARS and AR
On the Move
In a move to conserve expense, the Amer-
ican Recorder Society is relocating its of-
fices, effective January 1, to New Jersey.
The new address is 236 West County Line
Road, Jackson, NJ 08527, and the phone
is 908-363-5656. Phone and mail to the
old office will be redirected for a reason-
able period.
Like so many other associations and of-

fices, the ARS no longer requires or de-
pends upon a physical presence in a met-
ropolitan setting. Computers, modems,
fax, and express delivery services, not to
mention the trusty telephone and postal
service, handle 99.9% of the communica-
tion of the Society. Except for dealing
with different area and zip codes, ARS
members should experience no changes
in office procedures, once the transition to
the new headquarters is complete.
The office of American Recorder is also

scheduled to relocate, effective February
15, 1993. The new address will be 472
Point Road, Marion, MA 02738. Mail sent
to the current address will be forwarded,
if necessary, as will phone calls.

Recorders Featured
On Concert Series
The fifth season of American Performers
on the Recorder, presented by CMU Pres-
ents will beg;ri January 24, 1993, with'a
concert by Judith Linsenberg. Anita
Randolfi will play in February, and ltchie
and Elaine Henzler will perform in April.
Hausmusik opened its sixth season No-

vember 1 in Albany, California, with a pro-
gram featuring six centuries of recorder
music, including Richard Felciano's Alle-
luia to the Heart of Stone, with David Bar-
nett performing an electronically rever-
berated version that he developed with
the approval of the composer. It was orig-
inally written for Frans Bruggen to play in
the live acoustics of Grace Cathedral.

December 1992 3
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AR Interviews Aldo Abreu-
A Conversation about Competitions
Last May Aldo Abreu, the young
Venezuelan recorder player living in
the United States, became the first
recorder player to win the Concert
Artists Guild Award since Daniel
Waitzman in 1971. His New York
debut concert at Weill Recital Hall, part
of his prize, has been scheduled for
February 23, 1993, at 7:30 pm.

How does it feel to win a major compe-
tition?

It feels wonderful! Not only for me per-
sonally, but also because I know this
might make the road easier for recorder
players in the future.

Have you any advice for someone who
wishes to enter a competition?

Yes, I do. There are several stages to go
through. First, find out as much informa-
tion as possible about the competition be-
forehand; it is even advisable to attend
without participating, so as to have a
good idea of the standard. Second, make
a very honest assessment of your abilities,
and decide how long you personally will
need to prepare for such a competition.
Third, get yourself in shape technically
and musically, keeping an intense practice
schedule (my own practice fluctuated be-
tween four and seven hours a day). Fi-
nally, practice performing the competition
pieces as much as possible.

How does one best prepare musically
and psychologically?

Assuming that you already have had or
are getting proper training (studies with
important teachers), you must prepare a
variety of repertoire that both conforms
to the requirements of the competition,
and shows what you do best. If you are
studying with a teacher, perform for the
teacher and let him or her offer construc-
tive and honest criticism as to the effec-
tiveness of your performance. If you are

VCAVC.29.2SAVMAVAWNOCAVOOWAX.X..

not studying, you must do that job your-
self, as I did. I found it very helpful to re-
cord my playing at regular intervals and
to listen to it objectively. Another piece of
advice I can offer is to memorize the en-
tire program, whether memorization is re-
quired or not. Playing from memory is not
only impressive to the judges, but it gives
an extra edge to the performer. Also, be
advised that many judges will expect you
to play standard repertoire from memory.
For example, a recorder player who uses
music for the Bach partita may be com-
pared unfavorably with flutists who play
the same piece by heart.

It is important musically to concentrate
on giving your absolute best at all times,
but it is important psychologically not to
put yourself down if a performance is not
perfect. Perfection, in the absolute sense
of the word, is unattainable, but one
should have a musical ideal and work to-
wards it over a period of time. It will not
come overnight. When practicing per-
forming, never look back while you play.
In other words, do not focus on missed
notes, and never repeat passages. (Do not
practice on stage!) Keep your mind on the
music and maintain the intensity of your
performance all the way through.
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Suppose you are eliminated in the com-
petition. How do you best handle that,
and what if anything can be gained?

A competitor should enter a competition
with a positive but realistic attitude. If he
or she is well prepared, there is a chance
of winning. However, it is important to re-
member that the odds of winning are not
high, and losing should not put your tal-
ent in doubt. My advice is to consider the
competition first as a chance to improve
your paying and second as an opportu-
nity to win. If you don't win, don't take it
personally. Just move on to other pro-
jects. When competing, concentrate on
giving a beautiful performance and do not
think about the prize.

Have you any special anecdotes about
your experience in the Concert Artists
Guild competition that you would like to
share?

After I finished the competition, I went
off to Venezuela to make a recording and
play some concerts. When I called my wife
the day after I arrived in Caracas, she told
me that she had received three phone
messages from relatives telling the joke:
"How do you get to Carnegie Hall? Prac-
tice. practice."

CAG is unusual in that it manages the
winners of its own competitions. Have
they started booking you for engage-
ments yet, and if so, where?

Yes they have. They have arranged per-
formances in New York, Boston, Atlanta,
Evanston, Illinois, and Pasadena, Califor-
nia, and are working on others.

Is there any place you would especially
like to perform?

There are three: Weill Recital Hall in
New York, Wigmore Hall in London, and
the Concertgebouw Kleine Zaal in Am-
sterdam.

What are your plans for the cash prize
you were awarded?

Some went to cover expenses and some

4 American Recorder



The Niagara Falls High School Recorder Quartet must have been
one of the earliest recorder consorts in the United States.
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is going toward a new instrument by Ri-
cardo Kanji.

Have you decided who Is going to write
the work you get to commission?

Since the commission is not specifically
for the debut concert, I still have time to
make the decision. I haven't chosen the
composer, but I will announce the name
when I do.

Have you any ideas about where new
recorder music will be going in the near
future?

I hope that modern recorder music,
while branching out in all possible direc-
tions, also retains the quality of being ac-
cessible to audiences who do not neces-
sarily specialize in contemporary music.
Some examples of pieces that are written
in very different styles, but also engage all
types of audiences are Mario Lavista's
Ofrenda, Berio's Gesti, and Pete Rose's
The Kid from Venezuelc.

ARS Ad Appears in
Concert Directory
Hitting the stands each year in December
is the massive annual Musical America
International Directory of the Perform-
ing Arts. This year, for the first time, one
of its 776 pages is devoted to professional
recorder soloists who are members of
ARS.
The ad, subsidized in part by the Profes-

sional Affairs Program of ARS, allows
recorderists pursuing a career to be seen
in the company of the Pz.varottis and Perl-
mans of the concert wor.d. More than sev-
enty players were invited to take space on
the page.at reduced cost. The result is re-
printed in this issue on page 20. Only four
other recorder players are advertised in
the International Directory: Aldo Abreu
(who appears in the CAG ad), Dan Laurin,
Michala Petri, and Benedikta Bonitz. It is
hoped that the ad will create opportuni-
ties for ARS member soloists and increase
awareness of the recorder.
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An Early American Recorder Consort

IT
mem..

he Niagara Falls High School Recorder
uartet must have been one of the earli-
st recorder consorts in the United
tates. It was formed as the result of the
enerosity of an unusual man named
idbury. He was the chief executive offi-
er of the Oldbury Chemical Company,
ne of many that used the electric power
rom the Falls to produce industrial
hemicals. An amateur astronomer who
ad an observatory built into his home,
e was also an enthusiastic and talented
usician. As the director of the Niagara

?alls Symphony Orchestra in the early
1930's, he did such things as purchasing
iccolo trumpets from Germany for a
erformance of the Bach B Minor Mass.
-learing about the Dolmetsch family in
ngland, he obtained a quartet of their

-ecorders in 1930 or 1931 and loaned
them to four high school students, three
:larinetists and a flutist.

In those days, many civic and fraternal
Drganizations wanted dinner music.
The Recorder Quartet and a 10-piece Lit-
:le Symphony were organized by the
nigh school to meet the demand, playing

ri- 1
• ft rie

-11

_

The Niagara Falls High School
Recorder Quartet in May 1932. The
members are Fred Gey, soprano, Paul
Guinther, alto, George Comstock,
tenor, and Paul Marsh, bass.

in various locations throughout Niagara
County, New York. Conversation was
prized then and the Little Symphony
was often hard put to play softly enough.
The Recorder Quartet had a different
problem—finding music for these almost
unknown instruments. Our selections
were culled from song books, hymnals,
and piano compositions, with occasional
arrangements by our high school band
d:rector. A favorite was "Pop Goes the
Weasel,* first in a major key, then in
minor, modulating into a few bars from
Pagliacci, and finally back to "Pop Goes
the Weasel" in its original major key.
The photograph was taken in May

1932 at a rural church. This was proba-
bly the final performance of the group,
since three members graduated the next
month.

George W. Comstock

••••.,X,
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The International Recorder
Symposium in Karlsruhe: A Diary
One participant's personal observations
by Pete Rose

So there I was—two years later—heading
off to Karlsruhe, Germany, once again to
play a recital at the International Re-
corder Symposium. I'd made so many
great friends there last time, and looked
forward to seeing :hem again.
The neighborhood where I stayed, an

outlying area of Karlsruhe called Rup-
purr, is characterized by narrow tree-lined
streets with symmetrical white cement
houses, each decorated with its own color-
ful front garden. Schloss Gottesaue, the
Hochschule building where the sympo-
sium is held, and Stephansaal, where the
evening concert series open to the general
public is located, were only a short ride
away thanks to Karlsruhe's wonderful net-
work of trolley cars. Because I was often
practicing for my own recital, I can't re-
port on everything that took place, but a
lot of what I did hear will be of interest, I
hope, to American readers.

Sunday, August 30th
I attended the opening session of the

symposium, which offered a pair of over-
view speeches—one by Hochschule direc-
tor Prof. Fany Solter, the other by Prof.
Gerhard Braun—as well as some good
music. A group of Robert Ehrlich's pupils
began the program with a rendition of So-
nata a 7 by Johann Heinrich Schmelzer.
Their fine interpretation and intonation
made the music seem as if it were emanat-
ing from a single polyphonic instrument.
So polished was their performance that it
took me a while to realize that I was listen-
ing to an easy piece that amateur re-
corderists could get through. Three of
Gerhard Braun's stJdents also performed.
Their first selection was the classic Trio by
Paul Hindemith done in the higher ver-
sion with the unusual combination of
altos on the two top parts and tenor bn
the third. The group displayed a beautiful
sense of interpretation and a fine control
of both dynamics and intonation. Next
they played the premiere of Mr. Braun's
own Holzwege for :hree prepared record-
ers. It was constructed episodically and
contained many effects, including various
kinds of clusters and a great deal of micro-

tonality. Toward the end, the three
recorderists were all producing airy tim-
bres by covering their windways, when
suddenly, the totally unexpected sound of
a harmonica was heard.
After the performance, I spoke to Ulrike
Witt, who played the top part in the
Hindemith piece. She said the group had
tried playing it on different combinations
of recorders and liked the sound of that
particular voicing. "Playing the top part
on alto up is difficult," she told me, "espe-
cially regarding articulation." Witt, it
turns out, also played the stealth harmon-
ica in Holzwege. It was the tiniest one I'd
ever seen, and she said she worked very
hard to conceal it from the audience.
While jet-lag prevented me from hearing

Gerhard Braun's presentation of a new
work for solo alto recorder written for
him by composer Matthias Spahlinger, I
did arrange to examine the score later in
the week. It is a monumental work, with
special fingerings for virtually every single
note in it.
By evening I felt better adjusted and
made the trip to Stephansaal to hear
Swiss recorderist Conrad Steinmann, ac-
companied by harpsichordist Johann
Sonnleitner. The first number of the eve

Gerhard Braun, director and
guiding spirit of the International
Recorder Symposium in Karlsruhe.

fling was Steinmann's personal transmu-
tation of a 14th-century solo melody by
Lorenzo da Firenze. It started with the
tune played in some strange kind of into-
nation, then suddenly segued into an end-
less repetition of two multiphonics. After
that, we heard the same tune once again.
The next day, Steinmann explained to me
that he had altered the tritone interval in
the scale of the 14th-century work by rais-
ing the lower tone and lowering the upper
one each a quartertone. As to the re-
peated multiphonics, he believes that
after hearing this newly-composed middle
section, the audience will have a deeper
perspec:ive of the sound colorations he
uses when he interprets the old music.
Next on the program came a peculiar al-

ternation of the movements of an 18th-
century work called Premiere Suitte des
Elements by Andre Cardinal Destouches
(played on alto recorder and the lower
manual of a two-manual harpsichord)
with the movements of another work
called Musica genialis by Johann Melch-
ior G_etle. The latter piece, a conventional
composition from the 17th century, was
performed quite unconventionally on a
Steinmann invention called the "under-
tone flute." This instrument is roughly the
size of an alto recorder, but in its highest
register—similar to the upper register of a
sopranino—it plays in just intonation. To
play the continuo, the upper manual of
the harpsichord was accordingly tuned in
just intonation. The music that resulted,
with its totally familiar melodic, rhythmic,
and textural contours on the one hand,
and Ls totally unfamiliar gamut of pitches
on the other, was very surreal. Whether
you liked it or not, you couldn't help
being ut:erly amazed at how meticulously
in tune the two instruments were to each
other.
More :nnovations followed as Stein-

mann played his own composition paula
on two different versions of the ancient
double pipe, the aulos, using a pair fitted
with recorder-like headjoints in the first
movement and another pair fitted with
reeds on the second. He told me that the
generally held perception of the aulos as
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Pete Rose, American recorderi3t,
was invited to return to Karlsruhe
ir, 1992 to perform a solo recital.

a reed instrument is pure speculation be
cause :he sound generating mechanism of
these instruments has never been un-
earled. The composition is completely
wri:ten out for the left hand p.pe and com-
pletely improvisec for the right, except
where Steinmann chooses b p-ay both
pipes .n unison. The evening wound up
with a no-frills sorata by J.S. Bath. While
I had reservations about the concert, I be-
lieve Steinmann is no doubt one of the
greatest players out there right now, and
he is a man of many unique and interest-
ing ideas. He also seems like a N.ery nice
persor., and, though somewhat say, he is
easy to approach about his music.

Monday, August 31st
I practiced for my recital during the
morning and attended the afternoon
events. At 12:30 there was a concert by
Duo Caprice Stuttgart with Bruges Festi-
val competition-winner Matth.as Maute on
rec3rder and Micnael Spengler on viol.
Their delightful and wonderfully played
corcett included the Handel Opus 1 g
minor sonata, bea Aifully conceived adap-
tations of works by Haydn and Erik Satie,
anc a few original compositions .3y Mr.
Ma _Me This pleasant young fel ow is a
charter member o the post-Fink Panther
generation. His music is a mil- of Mancini,
the Beatles, Frenth music between the
wars, and a little Vivaldi thrown in. I think
he's going to be pretty hot stiff.
Following that concert was the second

session of the opening round of :he re-
corder competition. Contestants here to
prepare a 17th-century work of their own
choosing. a transcription of a Handel vio-

Lai sonata, and either Big Baboon by Paul
Leenhouts or The Voice of the Crocodile
by Benjamin Thorn. The jury for the com-
petition included Kees Boeke, Robert Ehr-
lich, Hans-Maria Kneihs, Clas Pehrsson,
and Conrad Steinmann, with Gerhard
Braun moderating.
First to play was 17-year-old Martin

Schmending, who impressed everyone
with his strong presence and fine tech-
nique. His control of the instrument was
amazing for someone that young, and he
had his dynamic techniques down pat.
Next came Belgian player Janne Erikson,
a student of Walter van Hauwe. He played
with a lot of soul, but those who have
heard him before said he was "off" that
day. At the competition's cutoff age of 30,
Karlsruhe's own bac. boy Johannes Fi-
scher was the oldest player in the contest.
His wild, Elvis-like, hip-gyrating version of
The Voice of the Crocodile was a com-
plete knockout, but he also played the old
music with a similarly aggressive aban-
donment. Fischer's one-time pupil Isolda
Langst, now living and studying in Hol-
land, was next. She made a good impres-
s ion with her fine performance of Big Ba-
poon but also was not as comfortable in
the old music.
Later, the Swedish recorder quartet Re-

gina Ensemble, led by Clas Pehrsson, gave
a delightful concert of Nordic recorder
music. The quartet numbers by Daniel
Hellden, Ladislaus Muller, Bernard K.
Evensen, and Peter Lyne were well played
and of good quality, but academic in style
and language. More unusual was Pani
:ntervalo by Estonian composer Arvo
Part. This was Western European music
reduced to its most asic elements. The
piece is static, or at least very slow mov-
ing. I was reminded of one of those slow-
turning color-wheel spotlights that are
projected at Christmas trees in store win-
dows.
Also on this program was a tiny little

work for children commissioned by a
music school. What made it special was
the name of the composer: Carl Nielsen'
For me, however, and I think for most of
the audience, the highlight of the concert

KARLSRUHE
COMPETITION
CRITERIA
An inside look at the jury's mandate

Although the members of the jury were
not given a strict fill-in-the-blanks type
of form, their instructions were
nevertheless quite explicit about what
they should be looking for: "The
evaluation should measure how the
young artist presents himself on stage
rather than how gifted a student he is."
Three areas were to be considered:
technical ability, musical presentation,
and artistic personality.

The performers were to be graded on a
point scale from 0-25 with each piece
they played evaluated separately.
Students of the five voting members of
the jury were not allowed as
contestants and the jurors were
forbidden to speak to the people in the
competition at any time during the
symposium.

Translated and paraphrased from the
written instructions to the jury.

Continued on page 31

December 1992 7



44ow to make professional
quality recorders at affordable prices?

Advanced automation techniques
used in turning and shaping Aesthe
recorders allow master maker Jean-Luc
Boudreau to concentrate on what
really makes a difference: voicing and
tuning.

Aesthe recorders are voiced and
tuned with the same meticulous care
characterizing Boudreau's world-class
hand-made recorders, but they are
less than half the cost.

AESTHE

5425 BORDEAUX, SUITE 1 14A, MONTREAL, QUE. CANADA H2H 2P9
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A Fresh Look
at French Wind Articulations
by Patricia M. Ranurn

Marc-Antoine Charpentier, together
with a singer, showing the seated
Duchess of Guise a new menuet
(from the royal almanac of 1682)

In the late 1680s a Parisian recorder play-
er and teacher named Etienne Loulie
made an intriguing remark in a recorder
method he was writing:

Everyone who teaches the recorder uses tu
and ru, and they find that mixing these two
syllables alternately in certain passages
makes the tonguing less harsh, and the per-
formance more flowing; but the manner of
placing these syllables is not very consistent,
for each teacher has his individual manner,
and often a single masician will sometimes
use tu ru tu tu and sometimes tu ru tu ru
(u. All these ways can be good, but the pupil
who has a good teather should adopt his
master's way of tonguing. (Loulie, fol. 200)

This brief paragraph refers to several
widespread performance practices: 1) tu
and ru are the tonguings "everyone" uses;
2) "alternating" these two syllables makes
a passage less "harsh"; 3) within a musical
phrase, tu's and ru's are not always
"placed" on the same notes; 4) despite this
lack of consistency, many of these tongu-
ings are "good"; and 5) if the teacher is
skilled, the pupil should imitate him.
At first reading, Loulies acceptance of

the tonguing patterns used by his col-
leagues in Paris and at the court of Louis
XIV seems to suggest that each player let
impulse, imagination—nay, sheer virtuos-
ity—determine the phrasing of a piece.
Viewed in the context of Loulies other
writings and those of his contemporaries,
this statement assumes a different mean-
ing. Earlier in his recorder method, the
muslcian commented that the recorder
"imitates the voice." Imitates the voice:
that is to say, imitates the singer's tech-
nique and phrasing. A generation or so
later, Jean-Baptiste Dupuits presented
singing as the model for all instrumental-
ists. The instrumentalist must, he as-
serted, imitate the singer's phrasing and
declamation because "there are no words
under the notes in instrumental music to
show you the stress and expressiveness
that they should receive."

In French musical culture, where the
word was the absolute monarch and mel-
ody and musical meter were its servants,
instrumentalists strove to imitate the
phrasing and declamation of the operas
performed at the Royal Academy of Music.
This presented no great challenge for an
experienced musician. During the 1670s
and 1680s, composer Jean-Baptiste Lully
and Philippe Quinault, his librettist, had
developed a technique for setting French
speech to music that proved to be so mas-
terful—and so seemingly natural in its
phrasing and declamation—that several
generations of French composers re-
frained from casting the Lully mold aside.
A decade of research on word-music re-

lationships has permitted me to discern
the predictable contours of the Lully mold
that shaped French music for a century
and a half (Ranum, 1985 and 1992). As an
amateur recorder player, I was therefore
intrigued by Loulie's assertion that a van -
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Et 1 - Hotteterre's phrasing of dance rhythms

A Gavottes and bou-ees

• •

2
I )

T u tu • ru
AO/ qu'on e-
Quoi?/ tu pre-

Quand le
Ban- nis-

Les
11

B Menuets and sarabands

11, 

is tu ru tu tu ru
Y i -) to
tends/
ciel/ not pro- pice/ i nos
sons/ les sou- pirs/ de ces
b iens/ quo noun oF-/ Fre le
Nut/ nous ai- mer,/ ma Sil-

tu

I 4
•

/1/

Is tu ru is tu ru to to ru to
Le ros- sig- nol/ sous ces ten- dres null- la(qes)///
Qu'ils snot tea- reud/ noun pou- yons/
-mour/ est pour nous,/ cent no vain/

C Gigues and loures

•

to ru tv tu ru tu tu to
Les plai- sirs,/ les a- mours,/ at Ins
Les cm- veux/ de Psy- che/ re- In-
Sans le seir/ du re- pus/ noun bra-
Quand l a- noun/ you- 1st etre/ a- mour-

tu
jeux///
vant///
inns/
reux///

ety of tonguing pat-_erns existed circa
1690, at a time when the phrasing of song
was so monolithic. Were wind players an-
archists? Or did their playing fit the Lully
mold, despite the tonguing nuances that
distinguished one master from another?
To answer these questions, I compared a

variety of tonguing patterns found in
three French Baroque handbooks for
wind players with the syllable patterns of
songs by Lully and his followers.

The sources
Two of these handbooks—the manu-

script method written by Loulie circa
1690 and Jacques Hotteterre's Principes
de la flute traversiere... published in
1707—were penned by wind players who
worked for influential Parisian nobles or
for the king himself. Loulie's manuscript
shows 19 patterns and Hotteterre's book
15. At first glance, the previty of Loulie's
examples (no pattern is more than two
measures long) makes their interpretation
problematic. When, however, these mea-
sures are superimposed on Hotteterre's

longer examples, the two authors prove to
be very much in agreement. In short, be-
tween the1690s and the first decade of the
18th century, the wind players at the
court of Louis XIV and those of the capital
observed more or less the same perfor-
mance practices.
The third source for recorder tonguings

is La Veritable Maniere d'apprendre
jouer en perfection du haut-bois, de la
flute et du flageolet published in 1700 by
Jean-Pierre Freillon-Poncein. Although he
presents two pages of tonguings, their
usefulness is reduced by the fact that
many of the patterns are set to little-used
musical meters and do not resemble
Loulie's and Hotteterre's examples. Are
Freillon-Poncein's tonguings based on the
fanfare-like music he performed at out-
door events, as an oboist attached to the
royal stables? Was he less word-oriented
than Loulie and Hotteterre, who per-
formed regularly with vocalists?
The better to grasp the intentions of

these three authors, I looked for contem-
porary lyrics set to each rhythmic pattern.

Since Loulie played recorder for the Pari-
sian composer Marc-Antoine Charpentier,
I searched the latter's works for lyrics set
to the brief rhythmic patterns that Loulie
included in his manuscript. For Hotte-
terre, I turned to the works of the domi-
nant court composer, Lully. As it turned
out, both Charpentier and Lully used vir-
tually the same musical rhythms to con-
vey the stylized poetic rhythms of French
song. (And both of them avoided some of
Hotteterre's more repetitious patterns,
which are pleasing on instruments but
would have stilted the lyrics.) Snippets
from Charpentier's and Lully's lyrics were
assembled beneath Hotteterre's tongu-
ings; but Lot_lie's patterns were compared
solely with words set to music by
Charpentier. Finding lyrics to compare
with Freillon-Poncein's tonguings proved
very difficult. Indeed, so few of his rhyth-
mic patterns appear in the operas and
popular songs of his day that, in the end,
he was omitted from the analysis.
Marking the verse structure of songs

and operatic recitative beneath Loulie's
and Hotteterre's tonguings showed
clearly that French Baroque wind articu-
lations are indeed patterned on the phras-
ing of Lully's song. Studying these
tonguings and comparing them with the
phrasing of the lyrics made it clear that,
by grouping our wind syllables tu-tu-ru,
we Anglo-Saxons usually create a break in
the middle of the key words of the line.
For example, if Ex. IC is phrased tu-ru,
tu-tu-ru, tu-tu-tu, tu (with an implied
comma or slash after each syllable group),
it is tantamount to phrasing the lyrics:
Les plai-/ sirs, les a-/ mours et les/ feta.
The effect is as unsettling to French ears
as saying "I'll get re-, venge on re-, sent-ful
Ro-, bert" is to English ones.
Have we been playing our French music

with a foreign accent? This possibility
prompted an imaginary conversation that
took place during one of the real music
lessons that Sieur "Hauteterre" gave four
Bavarian musicians who had come to
Paris in the early 1680s to perfect their
performance of French music and dance.

A lesson with Hotteterre
Wearing his new French-style wig and

his expensive new lace collar and cuffs,
Herr Schmidt begins to play a gigue:
"Too-too-doo, too-too-doo, too-too-doo."
Sieur Hotteterre stops him at once: "Non,
non! Monsieur, please remember that we
do not say 'oo' in France. When I marked
the tongue strokes under the notes of this
gigue yesterday, I wrote tu and ru, not tou
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and rou. Remember, s'i/ vous plait, what
Sieur De la Pierre, your language teacher,
has told you about pronouncing our
French u."
Schmidt begins again, using the

"pointed" French u, out Hotteterre stops
him after a few measures. "Monsieur
Schmidt, you are phrasing that dance like
a German! You keep breaking the line in
mid-word. Can you not remember that in
France we say tu-ru-tu, not tu-tu-ru?"
"Ja, uuh, oui, Monsieur," stammers the
Bavarian. "But in Munich, the French
dancing master told me you people say tu-
ru, so...."
"True," interrupts Hotteterre, "we do
say tu-ru for notes inegales, but we do not
phrase slower notes and quick ones the
same way. What mayhem you are wreak-
ing on that lovely sung gigue! Imitate the
words. Cease phrasing the piece so
strangely: Les plai1/4irs, les a-/mours et
les/ jeux.... Such bad taste! Why can't you
remember that in France we group our
notes across the bar:ine? If you phrase the
line that way for M3nsieur Lully, he will
rap your knuckles, for he cannot tolerate
the least distortion of the lyrics."
Taking a deep breath in a vain attempt

to regain his self control, Hotteterre then
bends toward his perspiring pupil and
comments, with barely concealed sarcasm,
"Monsieur Schmidt I see you have a fine
new French wig. Could you perhaps order
a pair of French spectacles? They might
help you to play our music correctly."

A pair of French glasses, and how to
interpret what you see
We Anglo-Saxons. it turns out, have not

been doing any better than poor Herr
Schmidt did three hundred years ago. The
errors that Schmid: committed during his
lesson with Hotteterre are the ones most
of us commit when we play French Ba-
roque music.
For players who accept the hypothesis

that French wind articulations mimic the
phrasing of lyrics and who have the cour-
age to toss away their Anglo-Saxoi
glasses in favor of French ones, I have pre-
pared a set of corrective lenses. They wil_
make you feel dizzy at first, but the re-
ward—a clearer view of the intentions o:
long-dead composers, joined with a
proper French accent—is there for the
player who persists.
Several words of warning before you

don these glasses:
1) Stop referring to the phrasing tu-tu-

ru. Talk instead o tu-ru-tu. Indeed, try t3
erase from your mental blackboard every-

thing you have learned up to now about
French articulations
2) Don't yield to the temptation to wear

your comfy old J. J. Quantz designer lens-
es when you are working on a French
piece. Nothing but confusion will result
from comparing Loulie's or Hotteterre's
syllables to the patterns provided by
Quantz and his Germanic contemporaries.
3) Keep in mind that Lessons I, II and

III, which follow, are not about notes
inegales but abou: the slower "equal"
notes and their dotted or subdivided
forms. Only Lesson IV discusses notes
(negates.
All right, put on your new glasses.

Ready, set,  go!

Lesson I—Pronouncing tu and ru
The English language has no vowel akin

to the French u, which is shown by the
phonetic sign [y]. We therefore tend to say
"too" for tu and "roo" for ru. The sounds
"too" and "roo" exist in French (they are
written tou and rou), but French wind
players rejected them. Why? Was it be-
cause this vowel places the tongue too far
back in the mouth? In that position, the
tongue articulates both the t and the r on
the ridges of the roof of the mouth. Since
a minimal shift in tongue position is re-
quired to alternate between "too" and
"roo," the articulation silence created by
the two consonants is almost identical.
Nor did the French use the consonant d,

which is virtually as brief as the t and just
as firm. They could have tongued their
music tu-tu-du-tu-du or tu-du-tu. But they
didn't. Was t because these two conso-
nants were too much alike? In other
words, our make-shift "too-doo" was one
of the options available to 17th-century
wind players, but this option was rejected,
apparently because it was too homoge-
neous. Not until the mid-18th century
would the d gain acceptance among wind

We tend to assert that
French wind treatises
instruct us to group
eighth notes into "pairs."
These sources do not
however speak of "pairs."
Loulie says that one
should use tu and ru
"tour a tour," that is,
"alternately."

players.
Whatever their motives, 17th- and early

18th-century French wind players settled
on the syllables tu and ru, which are
formed at the very front of the mouth and
create two very distinct articulation "si-
lences." Both syllables use the "pointed"
French u [y]. To pronounce this u, push
your lips into a point, as if you are about
to blow out a candle—or have just eaten a
sour pickle. Your muscles will feel very
tense and, at first, downright cramped.
Relax them for a moment. Then, put the
tip of your tongue behind your front teeth
and, grinning broadly, say "eee" as in
"eek!" or "tee." While you continue mak-
ing this sound, move your lips into the
sour-pickle position. The final, "pointed"
sound that comes from your mouth will be
a French u [y].
Move from "eee" to [y] several times,

until you no longer need to launch the [y]
with an 'eee." (Be careful not to relax
your cheeks or the back of your tongue.)
Now, try to articulate a tin front of your
[y]. Keeping your mouth in a point and
the tip of your tongue just behind your
front teeth, say "tee, tee, tee" over and
over. You are now saying tu-tu-tu like a
Frenchman.
Next, pluck up your courage and try a

French ru, using the 17th- and 18th-cen-
tury "lingual" r in which the tongue
leaves the front teeth, flips rapidly up to
the ridges behind the upper teeth and
then is pushed back into the "pointed" po-
sition by the air flow. (The "uvular" r,
which is gargled in the back of the throat,
existed in the 17th century but was con-
sidered so uncouth and rustic that its use
by Loulie and Hotteterre can be ruled
out.) With your lips and tongue in the
sour-pickle position, say "tee, tee, tee" a
few times and then add a "ree" (as in "re-
turn") followed by a "tee": "tee-ree-tee, tee-
ree-tee." At all times keep your throat and
lips in that odd position and the sides of
your tongue glued to your upper back mo-
lars.
Formidable! You are now tonguing

these crucial syllables in the manner of
Loulie and Hotteterre. Even better, your
are creating two very distinct articulation
silences. The silence created by the t is
brief and clear-cut; the silence created by
the r is longer and its edges are blurred by
the small amount of air that leaks around
the tip of the tongue as it flips back and
forth. Example 4, which Prof. Henri Mor-
ier graciously authorized me to reproduce
here, portrays the contours of these con-
sonants graphically. He shows the air flow
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Ex. 2- Phrasings involving a pair of quick notes

A Hotteterre

T v to to ru
/ de- vois-

YOS

///

to to ru tu tu ru to to ru tu to ru to

tu/ fa- mais prendre/ u- ne chai-/ ne nou- eel-/ It..

traitsl/ Us ont leis/ dons don coeur/ u- ne cru- el- le filed)/

jours/ d'hon- no- pa-, bits ha- sards,/ vous au- rex/ a codp- ter/

13 Loulie

•
•

I I I I

Li 1 u
to tu no to to ru tu
-dais/ les ja- loud/ de so gloi(re)/
..no*/ re- ten- tir/ l'u- ii- vers/
-lash/ que eon ide/ tot at- teinIte)/

for the vowel a as a gray ribbon of sound.
(For our purposes, this ribbon evokes an
unarticulated note played on a wind in-
strument.) The instantaneous consonant p
(a close cousin of the t) cuts off the air-
completely during the duration (tenue) of
the articulation, but it does so less rapidly
that one would imagine. The p begins at
the left-hand dotted line and spends 10
percent of the articulation "silence" creat-
ing sufficient tension to stop the flow of
air. The decrease in tension at the end of
the consonant uses the another 10 per-
cent of the total time elapsed. The crisp-
ness of this articulation is evoked by the
sharp angle that cuts through the dotted
areas. By contrast, the articulation of the
consonant f is perceived as gentle, be-
cause, as the angle shows, it is less abrupt
than the p. Like r, an f is a continuous
consonant (but it allows two-thirds more
air to escape than an r does, thereby per-
mitting you to make a strong sound on
your instrument while you hold your
tongue in position behind your front
teeth.)

Lesson 11-Phrasing
The phrasing of French music cast in the
Lully mold is so predictable that an instru-
mentalist has only to imagine a diagonal
slash after the first note of each measure,
whatever the value, and voila, his melodic

line is subdivided into the equivalent of
word groups. Slashes of this sort have
been added to the lyrics appended be-
neath each example. Above the examples
three different types of slashes are shown:
1) Triple slashes V//) follow the rhyme,

which is always one of the two important
words of the verse.
2) A single slash (A shows a mid-verse

break imposed by the poetic conventions
of the time. This break is preceded by the
other important word of the line.
3) A dotted slash indicates the end of a
word that is of secondary importance to
the meaning of the line. In phrases that
begin on the downbeat (Ex. 1A and B), the
first dotted slash occasionally coincides
with the end of an exclamation: Ah!, "Ah!"
or Quoi?, "What?" Far more often, the
first syllable of a line is an unimportant
lead-in word such as "if" or "the." Unless
you wish to begin a phrase emphatically,
disregard the dotted slash after the first
downbeat note and treat that note as
barely worthy of your attention.
Square brackets have been placed over

each barline and in the middle of mea-
sures with more than four notes. These
brackets represent the "relays" of the
singer's thoughts, the key words he abso-
lutely must make intelligible. These brack-
ets remind you to phrase your line across
the beat, tu-ru-tu. Learn to think of them

Ex. 3 - The saraband rhythm of Ex. 1B, written in "equal" notes

3 

1

A

Un

Les

Des

On

tendre a- mour/ on

plus grands dieux/ sort

qu'on corn- mew/ a

ne sau - rail/ le

ne

(011-

se

chas-

peut/ se def- fen(dre)///

traints/

fai-/ re sen - tir///

ser/ de son

as signa:ing a "re-lay," a ru-tu, a sonorous
and important word that flows across the
beat in two long sounds. Don't be trou-
bled by the emphasis that this places
upon the ru's that occupy the so-called
"weak" or "bad" notes of the measure.
The French language places the root syl-
lables of its important words on these
weak notes; and it gives many of these
beautiful but supposedly weak syllables
an "oratorical accent," that is, a raised
pitch. (For further information on phras-
ing, relays, and oratorical accents, see
Ranum, 1985 and 1992.)
Using Ex. as an exercise, chant tu-ru-tu

aloud while tapping each beat with your
foot. Tell yourself that ru is beautiful and
expressive. Think of each slash as a punc-
tuation mark or a place to grab a quick
breath. Repeat this simple exercise until
you feel comfortable with the new and
rather dizzying verbal rhythm that at first
seems to conflict with the strong beats of
the musical measure. Keep telling your-
self that, in French, the strong beat of a
measure is not perceived as the beginning
of a word (as it usually is in English or in
poor Herr Schmidt's native German), but
as the goal that the syllables of the previ-
ous measure have been striving to reach.
In other words, aim for the ru-tu that will
"re-lay" you to the next strong beat.
A musical phrase written entirely in

Ex. 4 - Morier's schematic representation of
the wind flow in the vowel a, and the conso-
nants p and f

a

a a

  f a

From II. Morier, Dictiorrnaire de poetique el de rheorique,
p. 216, with permission of the author
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"equal" notes and, for Hotteterre, articu-
lated with tu's, is phrased in exactly the
same way. Chant Ex. 3 a few times, group-
ing the tu's according to the slashes.
As a final step, play these examples on

your instrument until the phrasings have
become second nature. These phrasings
apply to at least 75 percent of all French
musical phrases, even notation that looks
Italian on paper. For example, the French
did not attempt to be cosmopolitan and
adopt an ltalianate tu-tu-ru phrasing for
the notational rhythm in Exx. 1A and 2:
they articulated this pattern with their
usual tu-ru-tu. Nor do leaps, repeated
pitches, dotted figures, or divisions into
quicker values substantially affect the
phrasing. Why? Because leaps, repeated
pitches and dotted figures express pas-
sions, and passions affect the harshness or
gentleness of a singer's articulation but
rarely tamper with poetic conventions. To
express strong, assertive feelings, the poet
weaves assertive c3nsonants into his

bly involve a clever rhetorical ploy. The
delayed slashes in Ex. 2A, cruelle, "cruel,"
and in Ex. 6B, changer, "change," are
:ases in point. They imply the prolonga-
:ion of the situation being discussed and,
therefore, a delay in the arrival of an im-
portant word. (It is no accident that
changer is followed by toujours, "always,"
and that it causes "changes" in :he phras-
ing of the line.) Conversely, a slash occur-
ring a note earlier than expected is virtu-
ally sure to convey haste or brevity. In
Ex.7B, set to notes inegales, the prema-
ture slash after tard (the final word of the
group "sooner or later") expresses Char-
on's eagerness to ferry passengers to the
land of the dead as promptly as possible.
"Sooner or later, everyone rides in my
boat," he chortles.
The oscillations on the "mingogram"

that Morier has likewise authorized me to
reproduce (Ex. 5) will help you form a
mental image of the basic wind group tu-
ru-tu. Indeed, it is this basic speech pat-

Ex. 5 - A mingogram showing the contours of a hree-syllable word group

se mettzukrisa cham 1-gt Y"

i lilIl iI

t sh
H I—
to sh a I ay

Erom II. Morier's research -naterials, with permission of the au-hor

L_

verse. (This doubtlessly is why Hotteterre
recommends tu's for leaping passages and
repeated pitches.)
Judging from the way lyrics were set tc
music in France for well over a century, a
player had little freedom as far as the
phrasing of a instrumental piece was con-
cerned. He was expected to adapt to the
Lully mold. Any shifts in the placement of

or brackets had to be justified by
the content of the line, that .s, by the pres-
ence of an emotion so strong that poetiz
rules could be thrown to the wind. Excep-
tions to the rule (which tend to occur two-
thirds of the way through a piece) inevita-

tern that wind tonguings seem to be imi
tating. The upper row shows the contours
of the three syllables in the group a chan-
ter, "to sing"—or, to be more precise, "ta
chan-ter" (In French, a word that starts
with a vowel borrows a launching conso-
nant from the end of the preceding word.)
The articulation 'silence" created by eacIl
consonant creates a flat line, while the vi-
brations of the vowel trace a bead-like
oval. In French the letters ch represent a
single consonant that is continuous, like
the r, and that sounds like the sh in the
English word "hash." (Most of the relays
in songs begin with a continuous conso-

nant such as ch, 1, m, n, v, or r that can be
lengthened or "doubled" to emphasize
passionate thoughts. For more on "dou-
bling," see Ranum, 1985, p. 55, and 1992,
p. 116.) In other words, this mingogram
shows a typical three-syllable word group
that, if simplified into syllables akin to
those used on wind instruments, would be
articulated "ta-sha-tay."
We are not concerned here with the

vowels but with the consonants. In the
bottom part of the mingogram, they trace
a distinctive pattern of articulation "si-
lences": short consonant + long conso-
nant + short consonant. The wind group
tu-ru-tu is based upon the very same pat-
tern, for t is intrinsically short and cannot
be lengthened without creating a percepti-
ble comma-like break, while r is intrinsi-
cally long and can be spun out for dra-
matic effect. To make French Baroque
lyrics intelligible, a singer must lengthen
the initial consonant of every syllable that
a wind player articulates as a ru.

In sum, Loulie's and Hotteterre's tongu-
ings were designed to help instrumental-
ists mimic the way singers declaimed a
relay word. Their unit tu-ru-tu creates the
equivalent of a lead-in preposition or arti-
cle (a in the mingogram) followed by two
tightly linked syllables that flow across
the barline without a perceptible break
(chanter).

Lesson 111—The Passions:
"Harshness" versus "Sweetness"
Loulie, as we have seen, recommends
mixing tu and ru to make "certain pas-
sages" less 'harsh," more "flowing." Hot-
teterre makes a similar statement. Using a
ru, he asserts (p. 26), "softens" or "sweet-
ens" a passage. And he adds: "It is taste
that should decide"; one should use the
tonguing "that is most agreeable to the
ear, withoLt paying attention to the ar-
rangement of the notes or to the different
time signatures." In other words, tasteful
tonguing is determined less by slavish at-
tention to musical meter and notational
patterns than by "taste"—an expression
that was an integral part of early 18th-cen-
tury discussions about poetics.
A 17th- or 18th-century instrumentalist

doubtlessly felt less at sea than we do
when faced with Hotteterre's challenge to
le: "taste decide." This does not mean that
failure is inevitable. Lessons I and II
taught the rudiments of "tasteful" phras-
ing, and this lesson provides insights into
two other practices that seem to have
been familiar to every experienced player
of the French Baroque.
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Ex. 6- Loulies "tasteful" use of ru

tu - ru - ru

Tu tu ru ru tu
m oi,/ Bin- sez _moi/ re-
Hon,/ je ne l'ai-/ me
Aid/ di- sons- le/ cent

B Eu - it/ - ru

iu
ver/
pas/
Fois/

tu tu tu
voeux/ s'in- te-
...est/ mon se-
chart- ger/ tou-
gloire/ et l'a-

C lu - ru - Eu - lu

ru
res(sent)/
jour/
joursi
our/

‘3r r r 1.

tu ru tu tu
ten me- con- tents///
ten dres cap- tifs///

I) Itt - tu - ru ltt - Itt

1 1 
tu tu ru tu tu
sou- ve- rain/ d'fir- gos///

sez,/ dons/ de Flo(re)///
C ent le temps/ d'e- clo:rer)/
ty- ra- nigue Em- pi(re)///

First, the syllables tu and ru convey dis
tinct and very different emotional mes
sages. Morier ("Consonne," pp. 246-297)
demonstrates that the initial consonant of
a syllable is inextricaliy connected with
the concept being expressed. A quick
glance at a French dictionary shows bat
words starting with the syllables ta-, te-,
ti-, to-, or tu- express bright, assertive con-
cepts (tick, tock, cut, bruise, stub, collide,
tap, pull, shoot, poke, thunder, kill, tu-
mult, and so forth). By contrast, words be-
ginning with the syllables ra-, re-, ri-, ro-,
or ru- convey tender, gentle thoughts
(ruby, dream, ribbon, residue, rose, to
tone down, to redeem, to root, to redo
something, to rest) and the concept of du-
ration—plus a few aggressive and passion-
ate words (rear up, dash off, ruin, rupture,
ruse) that rarely appear in French lyrics of
the period. In sum, the harshness involved
in articulating a tu (shown graphically .n
Ex. 4) goes hand in hand with an assert-
ive, masterful concept; ar_d the blurred ar-
ticulation of a ru is associated with Ian-

guid, expressive statements.
Second, experience had taught French
Baroque wind players that, in the songs
they accompanied, dotted figures, quick
notes and leaps expressed passionate out-
bursts, while passages set to "equal" quar-
ter notes were reserved for demonstra-
tions of self control. It is certainly for this
reason that Hotteterre tells his readers to
use tu for runs of quarter notes and to
reserve ru for dotted figures and for pat-
terns of two or more consecutive quick
notes. His and Loulie's tonguings are
clearly based upon the notational clues
that composers used to capture emotions
on paper (Ranum, 1992).
You will recall that the phrasing of a

French song or dance remains extremely
predictable, regardless of the rhythmic no-
tation: slashes, brackets, and key words
cling steadfastly to their fixed position.
The lyrics set to "equal" notes and added
beneath Ex. 3 speak of self-defense, of
being freed, of imposing oneself on oth-
ers, of chasing love away. And so, when
playing "equal" quarter notes, the instru-
mentalist that follows Hotteterre's advice
will tongue each note tu and make the
phrasing coincide with the imaginary
brackets and slashes. A phrase thus artic-
ulated creates a "harsh" and quite assert-
ive effect, akin to singing Ex. 3 to the En-
glish words "but to contain, to contain, to
contain," where all three syllables start
with instantaneous consonants similar to
those in the wind articulation tu-tu-tu.
Like the message and the sound of these
English words, a run of tu's is perceived
as an expression of self-control and of
mastery over one's surroundings. For this
reason you would do well to think of pas-
sages written in equal notes as expressing
your "self-containment."
When dotted figures or pairs of quick

notes replaced these equal notes, the Ba-
roque player read this change in notation
as evidence that the piece had become
more emotional and that a singer would
begin to "double" the consonants to ex-
press heightened emotion. The instrumen-
talist now articulated his three-syllable
groups tu-ru-tu; that is, he delayed the
start of the relay by the equivalent of
vocal "doubling" and in so doing made his
phrasing sound more expressive and in-
trospective. The process is much like sing-
ing Ex. 1B with these English words: "Ah!
to retain, to retain, to retain!" and trying
all the while to convince the listener, by
the languor of your r's, that you want to
hold on to something as long as you can.
By making the relays start languidly in

this way, the musician betrays his desire
to prolong, to "retain" his current sensa-
tions or activity.
Tu-ru-tu was the basic three-syllable

grouping that Hotteterre was prepared to
share with the growing number of ama-
teur players who sought specific answers
to the simplest phrasing problems. Loulie
went a bit farther in his unpublished
method, for he was addressing teachers
who needed deeper insights into musical
rhetoric. 1

In Ex. 6A, Loulie disregards one of
Hotteterre's basic rules. "Do not pro-
nounce ru on two consecutive notes, be-
cause ru should always alternate with tu,"
asserts Hotteterre (p. 26). Loulie tongues
tu-ru-ru and sends an affective message
similar to the English group "to restrain,"
where the two final syllables begin with
languid consonants or consonant groups.
He is mimicking the words and emotions
that Charpentier set to this rhythmic nota-
tion: the singer wants to continue dream-
ing, detesting her lover and telling about
her love cent lois, "a hundred times"—as
if, in her struggle to "restrain" the exter-
nal forces with which she must cope, she
holds back her consonants.
Example 6B, where a tu-tu-ru places a ru

at the rhyme, causes the relay to begin as-
sertively but end languidly, as in the En-
glish group "to constrain." (The group tu-
tu-ru does therefore exist, but it is
reserved for special effects and does not
occupy the notes on which we have been
placing it for so many years.) Here Loulie
creates a phrasing akin to Charpentier's
lyrics, which place a continuous conso-
nant (r, j, m) on the note that Loulie
tongues ru and reveal the singer's force-
fulness and his conviction that his per-
sonal gain (interet), his sojourn, his glory

Jacques Hotteterre
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and his love will last—or else will changer
toujours, "keep changing forever." In
short; Loulie evokes the desire to prolong
something, to exert "constraint" upon the
world about him.
Example 6C is set to equal notes, which

Loulie declines to tongue tu-tu-tu-tu in the
manner of Hotteterre. He tongues them
tu-ru-tu-tu. If Loulie inserts a ru into this
phrase, it is less to el minate the "harsh-
ness" that would otherwise characterize
this passage than to highlight the begin-
ning of an assertive word or word group:
mecontents, "discontent," or (ten-)dres
captifs, "tender captives." His phrasing
resembles the rhythm and message of the
English "tis retentive." Note the parallel
between the lyrics and the wInd tongu-
ings: each group begins with a continuous
consonant, m or dr, then moves to instan-
taneous ones, t or C.
At first glance, Loule's tonguing in Ex.

6D resembles the phrasing in Ex. 6C. Not
so. Here the musician clearly was thinking
of the rhetorical device that I call the "P.S.
clausula." That is to say, one creates the
impression that a phrase has ended on the
V chord, then tacks on a pair of less emo-
tional syllables that move to the tonic (I).
In other words, Loulie tongues this line as
if he were going to end with tu-tu-ru, that
is, with a "to constrain" akin to the impe-
rious concepts Charpentier set to the V
chord: souverain, "sovereign," tyran-
nique, "tyrannical," c'est le temps, "it's
time" and naissez, dons, "be born, gifts."
He then closes the line with tu-tu, the in-
strumental equivalent of the matter-of-fact
d'Argos, "of Argos,' de Flora, "of Flora,"
d'eclorer, "to bud out," Empire, "empire."

In sum, Hotteterre's rather categorical
rules were intendec for the amateur and
for the provincial player who wanted to
learn more abou: practice at court.
Though he himself did not play in this sim-
plistic way, he had ittle freedom as far as
creating a "personal" interpretation was
concerned. Poetic conventions obliged
the player to keep the imagined brackets
and slashes in their predictable positions.
As Loulie's tongu ngs show, the player
nonetheless could vary the harshness and
the sweetness of be articulations of any
syllable group. HE scrutinized the nota-
tion, the harmony, and the melody for
clues to the passions being expressed and
adapted his tonguing to mimic vocal rhet-
oric (Ranum, 1992).

Lesson IV - "Notes inegales"
Runs of quick notes, the so-called notes

inegales, obey a logic that is quite differ-

Ex. 7-Lyrics set to Hotteterre's notes inegales rarely form two-syllable feet

A

lu ru to ru to ru to ru tu
U u u u

NOUS Fe- ROHS TOUS/ NO- tre de- BURN/
.../ DIS- b y tout/ cc clue je SEISM

ES- POIR/ de
je SUIS/ ac-

ne PER- DUNS PAS/ UN SEUL no- MENT/// DIM

RUELS GOUF-/ Fres OS-/ vrent SOUS NOS P151//I QUELS
VU- IONS,/ VU- VOHS/ QUEL DOUX suc- CiS///

to ri to ru tu to

IL no M EN- TEND PUS/// DIEU/ pro-

5)15/ MOH BER- GER/ KRIS/ he-

/ clue LES UNS/ PAR LEURS

TURD/ IL HUT pas- SER/ WINS in

43' I I

/,
a

ru to to ru tu to

HORS al- IIER/ et de VOUS
COU- tu- Ai/  SEll-
JOUR/ SO HUY et SI CHAR-
GlUF-/ Fres AU-/ vrent SOUS HAS

ru 1U

P1(cc)

LOS,/
COWS/

BRR(que)/

ru

In tu ru tu tu tu ru in PU

U

HEU- REUX/ qui PERT/SEN-ga-
Ire) de- HUN-/ dent que sap- PRI-

EST TEMPS/ de HORS up- RES-
... VENCE/ UN TRIP JUSTE en-

to to to to

VOIR///
TIR///
IffINT///
PAS!///

ent from the phrasing of slower notes.
This is to be expected, for these notes ex-
press haste or excitement. Notes inegales
places relays across the pulse, in the man-
ner of equal notes; but these relays are
tongued (u-ru instead of ru-tu. Like Herr
Schmidt, we have been grouping these
notes correctly, but a deeper understand-
ing of three aspects of word-music rela-
tionships will benefit our performance.
1) Long versus short—Beneath each

tonguing in Ex. 7 the "short" (U) and
"long" (—) symbols used in poetics have
been added to show which syllable would
be brief and which would be long if the
convention called notes inegales were
nothing more than a relentless alternation
of shorts and longs. The syllables of the
lyrics that are undeniably long according
to poetic and rhetoric treatises (and that,
according to these sources, can "never"
be shortened) are set in capital letters.
How often the capitalized syllable falls on
a tu! And conversely, how often an intrin-
sically short syllable coincides with a ru! If
a singer alters the length of the syllables

to fit these short and long signs, he dis
torts the prosody of the language. A
French ear would be pained by hearing
Ex. 7 performed as runs of iambs (U —).
2) Paired syllables—We tend to assert

that French wind treatises instruct us to
group eighth notes into "pairs." These
sources do not however speak of "pairs."
Loulie says that one should use tu and ru
"to'ur a tour," that is, "alternately" (fol.
200). Hotteterre talks of notes that are
"au nombre pair" and "au nombre im-
pair," that is, "even- or odd-numbered"
(pp. 22 and 26). Does the notion that
notes inegales group into a run of "pairs"
come from confusing the two related
French words, pair, "even" and paire, "a
pair"?
The lyrics in Ex. 7 reveal that lyrics

rarely group in pairs. Indeed, it is impossi-
ble to sing these words as paired syllables:
the text does not make sense. Nor would
a Baroque instrumentalist who was famil-
iar with vocal music have been likely to
perform these notes as a run of eight
paired syllables. To the French ear that
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would be akin to exclaiming, "Come now!
come now! come now! come now!" For, in
French, a speech unit composed of two
syllables is reserved for a command or an
assertive concept (voyons, "let's see," or
qui peut, "who can"), a name (Argos,
"Argos"), or an extremely intense one (si
doux, "so sweet," propice, "propitious,"
heureux, "happy," quels gouf-/fres s'ou-
/vrent..., 'what chasms open"). Instead of
using this assertive phrasing, French
poets preferred to subdivide rapid state-
ments into groups of four syllables, and
composers routinely placed the final two
syllables of each group where a bracket
and a slash were to be expected. Example
7A typifies this practice. For special effect,
a few one- or three-syllable groups would
be woven into a run of notes indgales.
3) Bad versus good—We hear a great

deal about the "short," "bad" notes and
the "long," "good" notes of notes inegales
and assume that the tu's are unattractive
because they fall on metrically "weak"
notes, while the "strong" ru's are highly
desirable. Yet French Baroque treatises
make it clear that the notes on strong
beats are only described as "good" be-
cause they are the appropriate place for
the final, downbeat syllable of a word
group and the brief pause V) that follows
this "repose." This long and reposeful syl-
lable tends to be rather uninteresting:
more often than not it is a suffix, like the
English "-ly," "-ness," "-ty," "-ing," that has
little meaning on its own. In order to un-
derstand the relay word, the audience
must understand the meaningful syllable
on the "bad," off-beat note, as in the En-
glish "chang(ing)," "good(ness)," "tast(y)."
In notes inegales the "bad" and suppos-
edly "weak" syllable tu therefore plays the
crucial role that ru plays in slower pas-
sages. Its assertive (launches the relay.
Singing treatises tell us that this upbeat

syllable cannot be shortened in song. Mor-
ier has observed the same phenomenon in
spoken French. He has demonstrated that
the French inevitably lengthen the final
two syllables of any group. (This phenom-
enon is shown clearly in Ex. 5, where, if
the length of the consonant is added to
that of the vowel, the two syllables of
chanter turn out to be almost equal in
length.) Is this lengthening a twentieth-
century innovation? Surely not. Intrinsi-
cally long syllables abound in the relays of
songs (see Ex. 7), as if the poet were deter-
mined to force the singer to obey this fun-
damental law of French speech.
This apparent conflict between the

"shorts" and "longs" of notes inegales

Ex. 8 - A word group from Ex. 7A
with the "doubled" consonants shown
as in a mingogram

ce clue je sais

cce clue jje sais

• PP
ft tELL

and the two long relay syllables of songs
can be resolved if inequality is viewed
through French glasses. When Baroque
instruction books told readers to play
runs of notes inegales as if they were dot-
ted, they apparently meant that the instru-
mentalist should imitate the way a singer
"doubled" the first consonant of a relay.
French consonants are articulated before
the note, and vowels begin on the note. In
other words, singers must borrow time for
each consonant from the preceding note.
(Contrast this with English, where the ini-

tial consonant is pronounced on the beat
and the vowel occupies the remainder of
the note.) How can one express this bor-
rowing of time for a "doubled" consonant
in musical notation? By comparing it to
dotted figures: the doubled consonant
would be pronounced during the time of
the dot, as in Ex. 8. Instrumental notes
inegales imitated this doubling technique.
Mimicking a singer, players would articu-
late their t during the imaginary dot and
allow the u to coincide, more or less, with
the imagined sixteenth note.
Rapid statements set to notes inegales,

with their predominantly four-syllable ar-
ticulation pattern, contrast markedly with
the calmer and basically three-syllable
units of slower statements. The sound of
their relays is also very different. Despite
the haste they convey, the relays in notes
indgales end languidly, much like the En-
glish words "hurry" or "delay." Passages
set to a run of notes inegales (for exam-
ple, Ex. 7A, which begins with the com-
mand Voyons, "let's see," and which min-
gles two-and four-syllable groups) create a
varied rhythmic effect not unlike the Eng-

Continued on page 39
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The Four Seasons of Amherst Early Music
(A full /ear of workshops and special events)

WINTER
Winter Weekend Workshop - Presidents' Day Weekend
Friday, February 12, to Monday, February 15, 1993
Early music classes for recorders, reeds, and viols at Russel Sage College. Troy, New York

SPRING
Memorial Day Weekend Workshop - Friday, May 28, to Monday, May 31, 1993
Recorder and viol h a giant old Masonic Home in historic Tappan, New York
Faculty of ten will include Marion Verbruggen

SUNMER
THE AMHERST EARLY MUSIC FESTIVAL 1993

consisting of

The Amherst Early Music Institute
Sunday, August 1, to Sunday, August 15, 1993
Music of England
200 students, international faculty of fifty
Classes in all instruments, voice, dance

Early Brass Festival - Friday, July 30, to Sunday, August 1
Join colleagues from around the world

Great New England Outdoor Double Reed Rally - Sunday, August 1
Shawms, curtals, camaraderie

Historic Harp Conference - Saturday, August 7, and Sunday, August 8
Internationally knDwn artists and histo-ians

Early Music & lostrument Exhibition - Saturday, August 7, to Sunday, August 8
Makers, dealers, publishers, antiquarians

Amherst Early Opera Institute - Saturday, August 7, to Sunday, August 15
Procuction Direcon Paul Echols Music Directcr: Julianne Baird
Coaching ano rehearsals leading to three public performances of Durcell's "Dido and Aeneas'
Amherst Barocue Academy - Saturday, August 7, to Sunday, August 15
Director: Paul Leanhouts
I nteisive, top-level instruction for the professional and pre-professional
Amherst Medieval Institute - Sunday, August 1, to Sunday, August 8
with the Newber-y Consort

FLASH!
A Day with the Amsterdam

Loeki Stardust Quartet, Sunday,
February 21, NYC. Master

classes for soloists
and groups, group playing,

concert, party. Cheap rooms for
out-of-towners. Call

N. or write below.

A UTU
Columbus Day Weekend Workshop
Friday, October 8, to Monday, October 11, 1993
Wagner College Staten Island, New York

Detailed information about a I our programs may be had by writing or calling
Valerie Horst, Amherst Early \lusic, 65 West 95th Street, Suite 1A, New York, New York 10025;
phone 212-222-3351; FAX 212-222-5512.



According to a Chinese proverb, sim-
plicity of character is the result of

profound thought. Jennifer Wedgwood
Lehmann was a truly outstanding incivid-
ual. Her intelligence, complexity, am_ tal-
ent were always in the background; in the
foreground were her gentleness and easy
friendship with people. A mathematician
and computer programmer by training,
she moved as easily in the worlds of pro-
fess. 3nal and amateur musicians as in ten-
nis circles, in business as in academia; she
was as comfortable at fashionable Prince-
ton larties as in the casual settings of
Phil_ips, Maine, or Pinewoods in Massa-
chusetts. Equally refined at serving dir ner
on si_ver dishes and adept at fixing the low
F key on a bass recorder, Jenny was both
elegant and practical. A perfectionis: in
ever/thing she did, she was tolerant of the
insufficiencies of her students, whose ef-
forts she understood as part of a necessary
learn_ng process. A giver rather than a
taker she radiated energy, curiosity, 13ve
of learning, and a cocky sense of fun as
she played new instruments, d_scove-ed
manuscripts, and made arrangements of
music, which were shared with unfail ng
generosity with everyone around her.
Jenny's transcriptions and arrangements

of music span almost three decades. Her
interest in early music can be traced to an
acquaintance with the Dolmetsch fain ly,
whom she met at Dunhurst, England, 3e-
tween 1936 and 1939. By the 1961:s she

Jenny
Lehmann:
A Tribute

by Sheila M. MacRae

was teaching the recorder.
Working with Joel and Morris
Newman and others in the Pro-
vincetown Collegium, she pre-

pared her first handwritten edition
of early music transcriptions in

1963; it was not long before she was
teaching the beautiful calligraphy that

is her trademark. There followed a series
of Princeton Recorder Society editions,
which included collections of works by
Franck and Demantius; a volume of
dances by Brade, Sommer, and others;
Christmas carols; and chorales by Bach,
Eccard, Walter, and others. A number of
her transcriptions or arrangements have
been published by the American Recorder
Society. They have appeared as individual
publications (an edition of Holborne
dances in collaboration with Dorothy
Dana); as collections (Recorder Samplers,
Volumes I and II, prepared with Joel New-
man); and as publications of the ARS
Members' Library, an idea of Jenny's that
disseminates enjoyable, playable music to
the entire membership. As an editor, she
was meticulous. Her knowledge of the
repertoire was astounding. She kept up to
date on everything, including early music,
jazz and rock, recorder and tape, and
music published in England. (In the1980s,
her familiarity with computers allowed
her to master digitally produced notation
long before others.) It seems that Jenny
undertook to know everything about
music for the recorder so that she could
make it accessible for all.
A "Renaissance person," Jenny corn-

Dined many talents. In the 1970s she re-
:urned to the study of music to earn an
MFA from Sarah Lawrence College. The
beautifully illustrated program she de-
signed for her final degree performance in
1976 reveals her combination of visual,
musical, and organizational abilities. Typi-

cally, the selection of music she tran-
scribed and/or arranged for that concert
appears to have been based on her appre-
ciation of the textual wit and upbeat qual-
ity of the pieces. The programs for con-
sort nights of the Princeton Recorder
Society were similar gems, both visually
and musically (at least in/by design).
While at Sarah Lawrence and afterwards,
she came into contact with well-known
musicians, including, to mention only a
few, Bernard Krainis, Richard Taruskin,
Lalloue Davenport, and Shelley Gruskin.
Through contact with Judith Davidoff she
became immersed in the viol and attended
many viola da gamba workshops. Her con-
tinuing interest in the instrument was re-
flected in her membership on the board of
the New York Consort of Viols. She stud-
ied the bassoon and subsequently played
in the Chamber Symphony Orchestra of
Princeton and in an alarming number of
community orchestras and bands. She
had a wonderful collection of instru-
ments, which she was always willing to
share. At Pinewoods, which was a special
place for her, Jenny worked closely with
Grace Feldman and Marshall Barron,
planning, teaching, and playing recorders,
viols, early reeds, and recently, an elec-
tronic wind instrument. Her creativity is
(humorously) reflected in the fact that at
one Princeton Recorder Society meeting,
Jenny organized and/or played percus-
sion on pots and pans from the church
kitchen. (She is the only adult I know who
said she played Nintendo while recover-
ing from chemotherapy.)
Jenny's con:ribution to recorder teach-

ing will continue to be of importance. She
was active at the Westminster Conserva-
tory of Music, at the Princeton Adult
School, and at ARS, CDSS, Rider College,
and other workshops throughout the
Northeast and in Colorado. Her sensitivity
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to students and consort members seemed
at times to border on ESP. She responded
to the needs of others with a wonderful
generosity, creativity, sense of timing, and
nurturing support, whether they were
music directors, faculty, friends, or stu-
dents. In addition to serving on the ARS
Music Publications Committee and assist-
ing with the Katz Competitions, she be-
came director of the Education Commit-
tee in 1990. In that capacity, she was a
quiet and constant worker, revising the
Education Program requirements to make
them more realistic and compiling a Study
Guide Handbook as well as a Certification
Program for Teachers. (The latter was
completed in April 1992, even as she was
struggling with cancer.) Her own recorder
chapter, the Princeton Recorder Society,
has flourished from 1965 to the present,
evolving with her and setting high stan-
dards for workshop quality and convivial
playing.
Her contribution to the amateur re-

corder player has been enormous. She un-
dertook to make the musical repertoire,
including non-tradi-.ional categories, ac-
cessible to as many people as possible.
Working with indivf duals, she divined in-
nate abilities and provided the nurture
that encouraged mt.sical and personal de-
velopment. With groups, she set a pattern
for sensitive interaction among members,
emphasizing non-competitiveness and mu-
tual support. She shaped the teaching of
the recorder in the United States by col-
laborating with music editors and publish-
ers, by training teachers, and by strength-
ening the ARS Education Program. Her
influence will be especially widespread be-
cause of the Members' Library, as well as
through the availability of her transcrip-
tions and arrangements of accessible
music.
Her death on September 6, 1992, has

left a huge sense of loss. Even as WE
mourn Jenny, however, we know that her
legacy as an outstanding individual.
teacher, artist, and musician provides a
cornerstone on which we can all build fo-
the future.

For their contribution and help, the at.-
thor would like to thank the following
people: Dr. Emil W Lehmann; also Mar-
shall Barron, Martha &der, Debora.'t
Booth, Gerry Burakoff, Judith Davidoff,
Grace Feldman, Shelley Gruskin, Phoebe
Larkey, Alan Moore, Edith and Win fried
Mroz, Gene Murrow, Joel Newman, Mo.--
ris Newman, Cornie Primus, Marie Lib
Stewart, Joan Wrson, and Judith Wink

Left, Jenny Lehmann, 1972. Below,
at left with Pinewoods faculty and
students. Bottom, Jenny and her
family make music together.

NOTE: The music Jennifer W. Lehmann ar-
ranged and/or transcribed is being col-
lected. Please send a copy of arrangements
you have :played or know about, either hand
wri-..ten or computer generated, to Sheila M.
MacRae, Box 652, Princeton, NJ 08542-0652.
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American Recorder Soloists
Members of the American Recorder Society*

For more information about the American Recorder Society
and its programs for professionals and for amateurs, write ARS at its new address,

236 West County Line Road, Jackson, NJ 08527, or call 212-966-1246.

EVA LEGENE
"Miss Legene's sinuous phrasing made
something truly delightful of Sammar-

tini's Concerto in F"—The New York Times

Indiana University, School of Music
Bloomington, IN 47401

PETE ROSE
"Remarkable control of the tricky

recorder, with a winning vocabulary
of sounds, attacks and effects."

—The New York Times

13 Rutgers St., Maplewood, NJ 07040
Phone: 201-762-0431

JUDITH UNSENBERG
Featured soloist with Philharmonia

Baroque and Musica Sacra. "Buoyant
performance!"—San Francisco Examiner

833 Walker Ave., #A, Oakland, CA 94610
Phone: 510-444-4113

NINA STERN
"A virtuoso of the recorder." La Liberta
"Stern played with confidence and fi-

nesse....Delightful!" — The New York Times

165 Carroll Street, Brooklyn, NY 11231
Phone: 718-643-6683

VICKI BOECKMAN
"Irresistible musical pleasure and

outright jcy ripple from her
jubilant tone."—Politiken, Denmark

14920 Hesby St., Sherman Oaks, CA 91403
Phone: 818-784-1842; FAX: +45 3174 1042

GWYN ROBERTS
"Striking virtuosity, spiced

with explorative skill."
—The Washington Post

212A Carpenter St., Philadelphia, PA
19147. Phone: 215-3394067

SCOTT REISS
Expert in baroque, medieval, American
folk, world music and blues. Scott Reiss
is "mind-boggling."—The Washington Post

3706 N. 17th Street, Arlington, VA 22207
Phone: 703-525-7550

AUSON MELVILLE
"Remarkably expressive." —Globe & Mail
"A performance full of style and
panache."—Hamilton Spectator

316 Concord Avenue, Toronto, Ontario
Canada M6H 2P6. Phone: 416-588-4301

MICHAEL LYNN
"The extraordinary flute and recorder
virtuoso showed again his unsurpassed
mastery of the art."—Ann Arbor News

Oberlin Conservatory, Oberlin, OH 44074
Phone: 216-6474016; FAX: 216-647-2657

DAVID BARNETT
From Machaut to modern, recorder play-
ing "as compelling as anything since the
pied piper."—San Francisco Chronicle 

2183 31st Ave., San Francisco, CA 94116
Phone: 415-753-0361

ROXANNE L AYTON
American Gramaphone Recording Artist.
"...Excellent instrumentalist."
—Richard Buell, The Boston Globe

172 Colon St., Beverly, MA 01915
Phone: 508-927-1491

MARK DAVENPORT
Solo & ensemble, incl. performances with
NY Pro Musica. Student of Lalloue Daven-
port (father). Grad. student at UC Boulder.

2300 Arapahoe Ave., #151
Boulder, CO 80302; Phone: 303-786-0268

The ARS makes this listing available to member recorder professionals without endorsing or recommending any indivic ttal player.



A book on violin music that helps us identify new repertoire for the recorder
and another that deepens our knowledge of our own repertoire—the works of Van Eyck

JACOB VAN EYCK'S DER FLUY7'EN
LUST-HOF. By Ruth van Baak Griffioen.
Vereniging voor Nederlanse Muziek-
geschiedenis (Box 1514, NL-3500 BM
Utrecht, The Netherlans), 1991. 467 pp.
ISBN 90-6375-151-6. $68 (hardcover,
postage & handling included). Reviewed
by Judith Linsenberg.

Jacob van Eyck's Der Fluyten Lust-hof, a
set of 150 tunes with several hundred
variations, must surely be a staple of any
recorder player's library. Comprising
music that ranges in d fficulty from the
simplest of tunes to the most virtuosic of
variations, the collection has significance
beyond the world of recorder. It is the
largest single collection of music for a
solo woodwind instrument in the history
of European music. Its enormous popular-
ity in modern times (:t has sold over
100,000 copies in the past 30 years) evi-
dently mirrors its success in the 17th cen-
tury, when its multiple editions saw large
publishing runs and copies made their
way as far afield as the King of Portugal's
personal library.
Ruth van Baak Grifficen has provided,

for the first time, an invaluable guide to
understanding and performing Van
Eyck's music. She answers important
questions about the meanings of the
seemingly obscure titles, the origins and
background of the tunes themselves, what
the original texts of the melodies were,
and what sorts of cultural associations the
tunes may have had for the middle-class
Dutch public that was Van Eyck's audi-
ence. This information can help the mod-
ern recorder player determine the affect
and style of the pieces, resolve phrasing
ambiguities, and "reconstruct" a sort of in-
timacy with the music that Van Eyck's
contemporaries would have had, in addi-
tion to solving the many printing errors.
The opening chapter presents an inter-

esting account of Van Evck's life, his role
in society, and his place in history. Born
into a noble family in Heusden, Jacob van
Eyck (c. 1590-1657) was blind from birth.
After moving to Utrecht in 1623, he was
hired as the carillon-player of the Dom ca-
thedral and was soon charged with the

care and tuning of most of the major bells
and carillons in the city. Endowed with an
extraordinary sense of hearing and other
special talents, Van Eyck is credited with
revolutionizing the entire science of bell-
making and tuning. (Rene Descartes, in a
letter to Mann Mersenne in 1638, men-
tions Van Eyck's unusual ability to make
any partial of a bell sound just by standing
close to the bell and whistling the exact
pitch.)
Van Eyck's virtuosity as a recorder

player was also widely praised. In 1649 his
sa:ary as carillonneur for the Janskerk
was raised, provided that he continue his
custom of playing the "flute" in the eve-
ning for people strolling in the Jans-
kerkhof, a favorite gathering place for lov-
ers that came to be known as a "Lusthof"
or pleasure-garden. (The term "LusthoP'
at this time also had general connotations
of Arcadia or an idealized, pastoral world.)
It is most likely material from these
summer evening improvisations that was
published, first as Euterpe oft Sped-
Goddinne in 1644 and then, with addi-
tional material, in 1649 as Part I of Der
Fluyten Lust-hot (Pa-t II was actually
published before Part I in 1646).

In a chapter on the printing and publish-
ing history of Der Fluyten Lust-hot it is
noted that the quality of the editions pub-
lished by Paulus Matthysz, Amsterdam's
most important music printer in the 17th
century, varied greatly; Van Eyck's books,
unfortunately, are some of the most care-
lessly done—all five editions have errors,
and although some errors in earlier edi-

Ruth van Baak Griffioen's
book is an eloquent and
impressive study of Van
Eyck's work. It will
be an indispensable
resource for any recorder
player wishing to under-
stand or perform this
music with confidence.

tions were corrected in later ones, new er-
rors arose, since new type was set for each
edition. Being blind, Van Eyck dictated
his pieces and, of course, was unable to
proofread them directly. Griffioen points
out these errors in her essays on the indi-
vidual pieces, and this alone would make
her book a valuable resource.
The major portion of the book consists

of entries on each of the tunes in Der
Fluyten Lust-hot Through the author's
impressive research into over 300 17th-
century popular Dutch and Flemish song-
books and collections of vocal and instru-
mental music from Holland, France, and
England, she has been able to trace the
origin, dissemination, and familiarity in
the Netherlands of all but 16 of the tunes
used by Van Eyck. The entry for each of
these tunes (listed alphabetically) includes
the incipit from the original and a page
reference to the modern facsimile edition
of the Lust-hot an informative essay on
the history and socio-cultural context of
the tune and its treatment by Van Eyck; a
list of cognates, i.e., original sources and
later uses of the same melody grouped by
country; song texts, when available, with
English translations; and a musical exam-
ple from a standard songbook version of
the melody (to compare it with Van Eyck's
often differing version). An additional and
especially interesting feature is the inclu-
sion of the tune and any available bass
lines or polyphonic settings from contem-
porary Dutch sources.
While the extensive lists of cognates for

each tune may perhaps appear daunting,
they do show at a glance, by the number
of a tune's appearances in other sources,
just how well-known and widespread the
tune was. Further, because some of the
sources are available in this country, the
lists would be of value to those perform-
ers wanting to program different settings
of one or more tunes.

I found this section of the book really
engrossing. The essays were all succinct,
cogent, and easy to read. A few examples
are noteworthy:
Batali: This is an excellent essay on the

genre of battle-imitation pieces, with each
battle motive identified and explained,
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and similarities to individual motives in
other sources noted. A printing error in
the first modern edition of the Lust-ho f
(1957/58 lxijzet) resulted in measure 12
being transposed down a third, thereby
eliminating the only high d" in the collec-
tion.
Malle Symen: The earliest settings

found of this popular tune were based on
an English tune called "Mal Sims," which
did not mean "crazy Simon" or "simple
Simon," as some would have it; rather,
"moll" is a woman's name. While the En-
glish nursery rhyme "Simple Simon" can
be made to fit the first half of the tune, the
second half does not fit. No words have
been found, and the title and its origin re-
main obscure. Several Dutch songbook
settings use this melody for dialogue be-
tween a man and a woman because of the
octave echo effect. There are also many
keyboard and lute settings that divide the
octave echo between the treble and bass,

.•••••••••••••••••••••••••••••.•••••••••••••••••••••••••••••••••

T I I• 
RECORDER SHOP

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

Open by appointment only. Dis-
counted prices on Moeck, Zen-On
and other wooden and plastic re-
corders. Steinkopf historic wood-
winds, viols da gamba, harpsi-
chords and music. Send four
stamps for catalog.

••••••••••• •••••••••••• •••••

SWEUTIALART
FLUTE CC.

Baroque Flutes: our own
"Sweetheart" model

Tabor Pipes
Fifes, Flageolettes

"Irish" Flutes & Tin Whistles
Send for brochure and/or

antique flute list.

32 South Maple Street
Enfield, CT 06082
(203) 749-4494

each accompanied by chords.
Engels Nachtegaeltje: There are words

for this most instrumental of melodies!
Psalm 150: Van Eyck's compositional

treatment of the psalm tunes was funda-
mentally different from his treatment of
secular melodies. The variations on secu-
lar melodies often stray from the actual
notes of the tune, while the sacred melody
is treated more like a cantus firmus, the
variations using every note of the original
tune and almost always, on the strong
beat of the measure. Tracing the psalm
tune through the variation reveals that a
printing error reversed m. 6-7 with m. 4-5
in Modo 4; this is miscorrected or uncor-
rected in several modern editions.
An informative chapter on the variations

places Van Eyck's style in the context of
the diminution tradition as exemplified by
the Italian, English, and Dutch styles of
composition. A brief section on perfor-
mance covers aspects of articulation,
tempo, and accompaniment. (Regrettably,
the issue of slurring is not addressed.) In
a chapter on the appropriate instrument
for Van Eyck's music, the author presents
convincing evidence from contemporary
recorder tutors, iconography, and the
music itself to support her contention that
a soprano instrument was intended, not a
tenor. Of 103 recorders depicted in 100
mid-17th-century Dutch paintings, 88 are
sopranos, and not one is a tenor or larger.
Furthermore, she concludes that the most
probable instrument used to play Van
Eyck's music was "a wooden one-piece so-
prano recorder, with an inner design al-
lowing for strong low notes and a respon-
sive high range reaching to c" and even
to d"," i.e., a transitional instrument be-
tween Renaissance and Baroque styles.
An extensive bibliography and three ap-

pendices, including one of related edi-
tions, recordings, and compositions, sup-
ply the resources necessary to delve
deeper into Lust-hof or related topics. Nu-
merous footnotes and citations through-
out the text also provide additional infor-
mation; many of these I found as
interesting as the main text itself.
Ruth van Baak Griffioen's book is an el-

oquent and impressive study of Van
Eyck's work and its place in the context of
17th-century music in general. It will be
an indispensable resource for any re-
corder player wishing to understand or
perform this music with confidence. At a
price of $68, however, it may be beyond
the reach of many of those for whom it
would be so vital. I hope a paperback edi-
tion will soon be forthcoming.

ITALIAN VIOLIN MUSIC OF THE SEV-
ENTEENTH CENTURY. By Willi Apel.
Edited by Thomas Hinkley. Indiana Uni-
versity Press, 1990. 320 pp., $45.00 (hard-
cover). Reviewed by Eric Haas.

As recorder players seek to expand the
repertoire beyond the solo sonatas of
Handel and Telemann, there has been re-
newed interest in music from both sides of
the 18th century. Viennese salon music
(originally composed for a keyed relative
of the recorder called a czakan) has been
popularized by Michala Petri and Piers
Adams, and ensembles such as La Dada
(Han Tol, recorder, David Mings, bassoon,
and Patrick Ayrton, harpsichord) and La
Fontegara Amsterdam have explored the
vast body of 17th-century Italian solo and
chamber music.
While many players are aware of the

solo and ensemble music of Frescobaldi,
perhaps Castello and Fontana, and
Corelli, there remains an enormous and
largely untapped repertory of Italian mu-
sic, mch of which is ideally suited to (and
sometimes even intended for) the re-
corder. Because comparatively little of
this music has been printed in modern edi-
tions, most players haven't even heard of
the composers, let alone the imaginative
and innovative compositions they pro-
duced. Willi Apel's Italian Violin Music of
the Seventeenth Century serves as an ex-
cellent introduction to this repertoire.
Professor Apel's book describes the
music of sixty Italian composers from Gio-
vanni Gabrieli (1557-1612) to Tomaso Al-
binoni (1671-1751), examining aspects of
form and compositional innovations as
well as issues of performance practice.
Each composer is accorded a thumbnail
biographical sketch for historical perspec-
tive, followed by a brief survey of his
music. (P.C. note: Isabella Leonarda, one
of the most prolific and widely published
composers of 17th-century Italy, is merely
listed in the appendix!) Each printed col-
lection is examined in chronological se-
quence, listing the works for violin and de-
scribing in general terms the various
genres. More detailed treatment is pro-
vided for the most prolific and/or impor-
tant composers, often including an
"analysis" of one or more representative
compositions. This usually consists of a
schema that gives the number of mea-
sures in each section (a device I did not
find useful) and tantalizingly brief musical
examples.
Apel raises (but rarely resolves) many in-

teresting questions of performance prac-
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ARS FINANCIAL STATEMENTS

HOWARD A.TANZ
CERTIFIED PUBLIC ACCOUNTANT
350 NORTHERN BOULEVARD
GREAT NECK, NY 11021

To the Officers and Board of Directors of
The American Recorder Society, Inc.

We have examined the balance sheet of the Ameri-
can Recorder Society, Inc., as of August 31, 1991,
and the related statements of support, revenue, ex-
penses and changes in fund oalance, and changes
in financial position for the year then ended. Our
examination was made in accordance with gener-
ally accepted auditing standards and, accord-
ingly, included such tests of the accounting re-
cords and such other auditing procedures as we
considered necessary in the circumstances.
In our opinion, the financial statements referred to
above present fairly the financial position of The
American Recorder Society, Inc., as of August 31,
1991, and the results of its operations, changes in
fund balance and changes in financial position for
the year then ended, in conformity with generally
accepted accounting principles.
Howard A. Tanz
Certified Public Accountant
February 20, 1992

THE AMERICAN RECORDER SOCIETY, INC.
BALANCE SHEET-AUGUST 31,1991

ASSETS
Current Assets
Cash
Investments
Money Market Accounts (Note 4)
Accounts receivable
Prepaid expenses
Total Current Assets

Fixed Assets (Note 2)
Furniture and fixtures
Office equipment

$1,748
19,919
21,667

Less: Accumulated depreciation 16,737
Net Fixed Assets

Other Assets
Security deposits
Total Assets

LIABILITIES AND FUNr BALANCE

Current Liabilities
Accounts Payable
Deferred Income

Total Current Liabilit:es

$8,383

74,643
1,594
200

84,825

4,930

2,411

Organization dues 95
Members' expenses 1,110
Miscellaneous 2,123
Total Expenses 146,147

Excess of Support and
Revenue Over Expenses (3,204)

Other Support, Revenue and Expenses
Interest and dividend revenue 4,497
Depreciation expense (1,212)

3,285
Net Excess of Support and Revenue
Over Expenses 81

Fund Balance - beginning of year 76,908
Fund Balance - End of Year $76,989

STATEMENT OF CHANGES
IV FINANCIAL POSITION
FOR THE YEAR ENDED AUGUST 31, 1991

7inancial Resources Were Provided By
Net excess of support and revenue
over expenses $81

Items not requiring use of working capital -
Depreciation 1,212

Financial Resources (Used)
Provided by Operations 1,293

Financial Resources Were Used For
Purchase of fixed assets 2,241
Increase (Decrease) in Working Capital ($948)

Summary of Changes in Working Capital
Increase (decrease) in current assets:
Cash $5,080
Investments (253)
Accounts receivable (2,445)
Prepaid expenses (1,055)

Total Current Assets 1,327

Decrease (increase) in current liabilities:
Accounts Payable ($4,770)
Deferred Income 2,495

Total Current Liabilities (2,275)
Increase (Decrease) in
Working Capital ($948)

NOTES TO FINANCIAL STATEMENTS
AUGUST 31,1991

$92,166 Note 1 - Nature of the Organization -
The American Recorder Society, Inc., qualifies as a
tax-exempt organization under Section 501(c)(3)
of the Internal Revenue Code and, therefore, has
no provision for Federal Income Taxes. In addi-

$9,735 tion, the Society qualifies for the chari:able contri-
5,442 bution deduction under Section 170(b)(1)(A) and

has been classified as an organization that is not a
15,177 private foundation under Section 509(a)(2).

Contingent Liabilities and Commitments (Notes)
Fund Balance 76,989

Total Liabilities and Fund Balance $92,166

STATEMENT OF SUPPCRT, REVENUE, EX-
PENSES AND CHANGES IN FUND BALANCE
FOR THE YEAR ENDED AUGUST 31,1991

Support and Revenue
Membership dues $99,088
Donations,(Note 5) 15,138
Magazine Income (Note 6) 24,886
Mailing list rentals 1,686
Educational program 787
Miscellaneous income 1,358
Total Support and Revenue 142,943

Expenses
Magazine (Note 7) 49,577
Office and administrative (Note 8) 65,654
Other publications (Note 9) 11,169
Board expenses (Note 10) 14,414
Scholarships (Note 11) 2005

The American Recorder Society, Inc. was founded
in 1939 and incorporated in 1959 as a not-for-
profit organization. The Society seeks to cultivate,
foster, sponsor and develop an appreciation of the
recorder and its music. It publishes educational
materials for its members, most of whom are ama-
teurs. It also provides them with opportunities to
meet through its more than 90 chapters and the
workshops it endorses. All chapters and work-
shops are independent organizations, many of
which have not-for-profit status.

Note 2-Summary of Significant Accounting Poli-
cies -
(a) The statements are presented on the accrual
basis of accounting.
(b) Furniture and fixtures are stated at cost.
Depreciation is provided for on the straight-line
method in accordance with the Internal Revenue
Code Modified Asset Recovery System.
(c) Dues are payable on a quarterly cycle. Such
dues are included in income within the quarter
that they are due to be received.

Note 3 - Commitments -
The American Recorder Society, Inc., has entered
into a sub-lease agreement for the period begin-
Kling September 1, 1990, extending through Au-
gust 31, 1995. Minimum rental commitments are
as follows:

Year Ending
August 31, 1992 $9,160

The lease provides for rent escalation based upon
increase in real estate taxes and in certain costs in-
curred by the lessor.

Note 4- Investments - Money Market Accounts
Separate Money Market accounts have been
established for the following specific projects:

$23,773
16,522
33,021

Andrew Are Scholarship Fund
Erich Katz Memorial Fund
Capital Fund
Emergency Fund- 2nd year
member's dues

Note 5 - Donations -
Unrestricted - President's Appeal
Unrestricted

Note 6 - Magazine Income -
Advertisements
Subscriptions
Back issues and royalties

Note 7 - Magazine Expenses -
Salaries - editor
Printing - AR
Typeset/graphic
Maikng costs
Art director fees
Postage - magazine
Editorial expense
Honoraria
Payroll tax expense - editor
Health insurance - editor
Miscellaneous expense

1,327
$74,643

$14,633
505

$15,138

$19,650
429

4,807
$24,886

$16,135
16,530
5,246
2,385
130

4,400
2,192

2
1,224
1,176
157

$49,577

Note 6 - Office and Administrative Expenses -
Salaries - executive director $30,000
Salaries - other 9,967
Rent expense 8,190
Office supplies and expenses 2,423
Postage 3,404
Payroll tax expense 3,058
Health insurance - executive director 2,854
Accounting expense 2,000
Telephone 1,952
Insurance expense 572
Executive director expense 189
Utilities 694
Bank charges 351

$65,654

Note 9- Other Publications Expenses -
Directory expense
Newsletter

Note 10 - Board Expenses
Meetings
Workshop committee
Education committee
Chapter relations
Professional affairs
Recording
Regional premieres
President's appeal
Miscellaneous

Note 11 - Scholarships
Weekend scholarships
Chapter development
President's scholarships

$4,633
6,536

$11,169

$5,322
123
807
127
198
2,000
1,000
1,754
3,083

$14,414

$190
800

1,015
$2,005
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Resonance
Yamaha makes a complete variety of recorders to meet a wide

range of musical talent. Whether for students or professionals, plastic
or wooden, each recorder is designed for optimum resonance of tone.
From soprano to bass, our wooden recorders are made to the highest,
most exacting standards. So ask for Yamaha recorders at your local
music store — and play the very best you can.TM

Yamaha Corporation cf America • Band & Orchestral Division
3445 East Paris Avenue, SE • P.O. Box 899 •Grand Rapids, Ml 49512-0899

YAMAHA®
ACCESSORIES

WICHITA
BAND INSTRUMENT C9

2525 E. Douglas
Wichita, Kansas 67211

FINE RECORDERS
New and Used

MOECK — KONG
ROSSLER — MOLLENHAUER

ARIEL — AULOS
FRIEDRICH VON HUENE

repairs and re-voicing

Cases and Accessories

Approvals available on all instruments.
Lowest prices.

PHONE
1-800-835-3006
1-316-684-0291

tice. He touches upon the thorny problem
of proportion and tempo relationships be-
tween duple and triple sections, but his
conclusions seem contradictory and musi-
cally unconvincing. For example, in dis-
cussing a Castello sonata, he decides that
"from the context" the first of two triple
(3/2) sections should be played slowly
and the second quickly, but offers no rea-
soning for this conclusion. An explanation
of the proportio sesquialtera is particu-
larly confusing. Another intriguing prob-
lem concerns basso continuo parts in
Castello, Fontana, Marini, and others that
are notated in partitura (score) with both
bass and solo parts. Apel says, "Modern
players will...reject such an interpretation,
but certain facts indicate beyond doubt
that the violin indeed was doubled by a
suitable register of the organ." This seems
quite unlikely, given the florid nature of
the solo writing in these pieces.
The most frustrating aspect of the book,

particularly for recorder players, is the
rather perfunctory treatment of the infor-
mation necessitated by its scale and scope.
While works for unspecified canto are in-
cluded, compositions that specify fiauto,
sopran, or other instruments are scarcely
mentioned. Interestingly, Apel identifies
sopran as "probably recorder" rather
than a generic treble instrument (al-
though the range of the parts would seem
to indicate that this is not necessarily the
case) and omits all but a handful of the
sonatas of Dario Castello. Fortunately,
most of the repertoire (especially from the
first half of the book) is not idiomatic for
violin. Indeed, nearly all of the original
publications include the words "per ogni
sorte d'istromenti" (for all kinds of instru-
ments), and much of the music that calls
for violin works quite satisfactorily on so-
prano recorder.
The editor Thomas Hinkley has thought-

fully included what will prove for recorder
players the most interesting and useful
part of the book—a bibliography of origi-
nal sources and selected modern editions
(including facsimiles). A few of these com-
positions have recently been published in
modern editions by London Pro Musica
(Cima, Falconiero, Riccio, Rossi, Turini,
Uccellini, and more), A-R Editions (vol-
umes of Castello and Marini), and others.
For the intrepid performer, much more is
readily available in facsimile reprints from
Studio per edizioni scelte and Arnaldo
Forni, or from the libraries. While the $45
price tag may be daunting, the book is
nevertheless a valuable tool for unlocking
this exciting repertoire.
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Alec Loretto writes about the vagaries of recorder design, and a
new member pipes up abour the joys of alfresco recordering

A Maker's Perspective
May I make a brief comment on "The Prin-
ciples of Recorder Design" (June 1992
AR, p. 7)? A great deal can be learned by
making two contrasting recorders,

a) one with an absolutely cylindrical
bore from blockline to the end, and
b) one wits an abso.utely straight taper-

ing bore from blockline to the end.
If both instruments are very accurately

tuned diatonically over the first ninth
(lowest note to d" on the soprano, for ex-
ample) and f both recorders are tuned to
respond to exactly the same fingering pat-
tern (Dolmetsch, say). then some interest-
ing characteristics become clear:
c) because only a r.inth has been tuned

on both recorders, most of their octaves
are not well enough in tune, and
d) octaves that are inaccurate on the cy-

lindrical model are inaccurate on the con-
ical model, but in the opposite manner. To
put it another way, an octave that is too
small on one recorder is too big on the
other, and vice versa
To obtain a good Baroque bore with

true octaves it is necessary to introduce
some cylindrical parts into the conical
bore, or make a compromise and modify
the rate of conicity. The problem facing a
recorder maker is to know exactly where
the cylindrical sect.ons must be intro-
duced and exactly where and by how
much the conicity must be modified. Even
slight errors will prc duce a recorder that
might not play well enough in tune. There
is a somewhat less-than-direct similarity in
the design of recorder bores up to the size
of alto. But from keyless tenors and big-
ger, in which finger holes are moved to
their maximum comfortable span (and
thereafter, left and right hands move fur-
ther apart), any direct similarity becomes
less and less. Because the bore shape also
has considerable effect upon the sound
the recorder produces, recorder makers
soon discover the delicate balance that ex-
ists between a bore that gives a full and
resonant sound and a bore that gives
good intonation. Into these problem areas
throw other important variables (wind-
way, chamfers, window, labium, finger-
holes, undercutting, and wall thickness, to
mention a few!), and readers will appreci-

ate some of the problems facing the re-
corder maker. The countless different
ways in which these variables can be inter-
related produce recorders with playing
characteristics and sounds that differ as
much as the makers themselves. Probably
even more!

Alec V Loretto
Auckland, New Zealand

A New Member's Reflections
As a recent member of the American Re-
corder Society, I would like to share the
following thoughts with you:

I am an avid ethnomusicologist involved
in composing and writing. The recorder is
a lovely friend to have along on those
trips and journeys to the ocean, desert,
mountains, or woods. Playing the re-
corder can become a form of personal
meditation, and on the road, it is often-
times the most direct way to get in touch
with your inner self at the close of day.
The next time you want to commune with
that sunset, do it with your recorder. It is
a simple matter of removing your soprano
recorder from your backpack, finding a
comfortable place to sit or stand or lean,
and playing the instrument. A plastic so-
prano recorder is virtually indestructible,
compact, and lightweight; it is the ideal
musical instrument to have in the wilder-
ness. It can become a perfect tool for com-
municating with nature, a sound bridge
between human and nature. A recorder
for all seasons.

Harold Lee Prosser
Springfield, Missouri

ED. NOTE: While the 17th-century English
diarist Samuel Pepys had no plastic re-
corders, he also enjoyed playing music in
the outdoors: "And so went to Mr. Gun-
nings's to his weekly fast, and after ser-
mon, meeting there Monsieur L'Im-
pertinent, we went and walked in the park
till it was dark. I played on my pipe at the
Echo, and then drank a cup of ale at
Jacob's." February 17, 1659/60.

AR welcomes letters to the editor on
any subject relating to the recorder or
articles printed in the magazine. Let-
ters may be subject to editing.

New Music for Recorders
"East-West" (S solo + AATB & Guitar),
by H.U. Staeps $12($1
Six Thumbnail Sketches (easy-moderate
duets for AA), by Freda Burford $2(504)
Five Poems by Emily Dickinson (Soprano
voice and A), by Carol Herman $10($1)
Three Aspects (5 recorders),
by Peter Ballinger $10($1)
"Orplie descendant aux Eqfers"(Countertenor,
2 bassm2 violins, A Recorder, Flute 81 B.C),
by M-A. Charpentier (ed. Houle) (enquire)

Still available:
Two Quartets (SAAT & ATIB),
by Ann McKinley $8($1)
Sonata (SA/73),
by Francis Poulenc (arr. PRB) $12($1)
Mosaics (Viol quartet + SATB),
by Martha Bishop $12($1)
Carousel S A/Si773), and Shoreline Suite
(SAA1), by Leonie Jenkins ea. $9($0
Maacania Trio (Am),
by Ridgway Banks $8($1)
*Mailingitrefor mins totalling $100 or morr

PRB PRODUCTIONS, 963 PERALTA,

ALBANY, CA 94706 (510) 526-0722

for Student / Teacher / Performer
• Recorder method books, solos, and ensembles
• Music for recorder & prepared tape
• Critical editions of early music
• Classroom, ensemble, solo, & historical recorders
• Recorder accessories, prints, and note pads

Send for your FREE catalog

‘501,00(
23 Scholar Lane • Levittown, NY 11756
Tel: (516) 796-4140 • Fax: (516) 735-8678
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Recoders—Wood & Plastic

Pam Music
18042 Gramercy Place

Torrance, California 90504

(310) 324-8444 Art Stilwell

SUPPORT THE
PRESIDENT'S

APPEAL

Ben Bechtel
Historical :nstruments
Harpsichords, Harps, Unicorn

Gemshorns & more. Call or write:

4715 Olentangy Blvd.
Columbus, Ohio 43214

(614) 447-8750

Vth-kt
a‘. tamliet
croctht,

e:Americet

For membership information write•

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

New compositions by

RICHARD EASTMAN

for intermediate players

contemporary, melodic

For free sample and catatog:

House of Porter
961 East Porter Ave.

Naperville IL 60540-5527
(708-355-0495)

Wherein you read about
the latest fashions in recorder playing

. :

•

Mentor
Last summer, Eva Legene performed sev-
eral modern works at the Berkeley Festi-
val. Considering the early music slant of
the event, this was a bold move both for
her and for the producers of the event.
Among the new works was a solo tenor
piece called Tarde, una nubem Lenta,
rosea, created for her by Gerardo Dine, an
Argentine who recently completed his
Ph.D. in composition at Indiana Univer-
sity and is the director of IU's Latin Amer-
ican Music Center. Since Dine plays the
recorder, he had pretty much worked out
the various effects before submitting the
piece to Ms. Legene. It's a rather eclectic
mix, including melodic and rhythmic ma-
terial taken from Villa-Lobos's Bachiana
Brasileira No.5, imitations of bird sounds
and primitive flute playing from South
America, and chains of multiphonics used
in the manner of a chorale.
Also on the program was Alleluia to the
Heart of Stone by American composer
Richard Felciano. Employing an echo-pro-
ducing digital delay mechanism, the piece
electronically overlays a series of brief de-
clarative musical proclamations. Legene
greatly enjoys playing the work, describ-
ing it as "a beautifully conceived composi-
tion" with a "psalm-like, religious feeling."
Though it was written for her teacher,
Frans Braggen, she only become aware of
the piece through a performance by Cali-
fornia recorderist David Barnett.
Legene has also performed many of the

standard modern repertory pieces, includ-
ing Gesti by Luciano Berio (her favorite),
the difficult Sweet by Louis Andriessen,
and two of the classic Japanese works,
Fragmente by Makato Shinohara and
Meditation by Ryohei Hirose. She has
been talking to composers both in and out
of Indiana University (where she teaches)

.590.4.05

about writing works for recorder, and
composition students at the school have
on occasion composed pieces for some of
her students. On her programs Legene
tries to integrate the presentation of old
and new music in a way that demonstrates
parallel compositional ideas (the Felciano
was coupled in Berkeley with Hotteterre's
Echos). She believes that early music is
and will continue to be an inspiration to
modern composers, and that concepts of
playing and singing early and modern
music are similar. "It is important for re-
corder players to play new works," she
told me, "because they must do that to be
a part of their own time."

And Disciple

While conducting a workshop in Cleve-
land, Ohio, last year, I was told of a fine
recorderist named Frances Blaker who
was originally from California and had
just moved to the area. Ms. Blaker spent
six years studying with Eva Legene at the
Royal Danish Conservatory while acquir-
ing a degree in pedagogy, followed by an
additional seventh year to get a second de-
gree in performance. During that time she
now and then traveled to Holland to study
with Marion Verbruggen and, on one oc-

Legene believes that early music is and will continue
to be an inspiration to modern composers, and that
concepts of playing and singing early and modern
music are similar. "It is important for recorder
players to play new works," she told me, "because
they must do that to be a part of their own time."
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casion, with Michael Barker, an American
recorderist living ir Holland for many
years. At the time, Mr. Barker was work-
ing on a. sophisticated electronic appara-
tus connected to a Paetzold square-bored
contrabass recorder, and Frances remem-
bers being treated to a fascinating demon-
stration of this device during her lesson.

In October 1991, Maker moved to Cleve-
land, where she taught privately and at
nearby Youngstown State University. At
one of her concerts in Cleveland, she
wowed the audience by performing a ver-
sion of Fragmente. Her repertoire also in-
cludes a number of modern chestnuts like
Meditation, Gesti, and Hans-Martin Lin-
de's Music for a Bird. Blaker was in fact
the first of Eva Legene's students to per-
form Gesti on a final exam, and Eva told
me that she more ot less set the standard
for high level perfcrmance at the Royal
Danish Conservatory. Blaker also speaks
glowingly of her former teacher, whom
she described to me as a real mentor in
terms of moral support as well as teach-
ing. Frances hersel.' has in turn had the
opportunity to teach some very good play-
ers. Among her best students in Cleveland
were Deborah Kirk and Cathy Palcza. (I
did meet Ms. Palcza at the workshop in
Cleveland. Recently, she sent a tape of
Modal Studies by .ocal composer Lewis
Phelps, a pleasantly delightful work she
has performed a number of times.
Palcza's playing on this tape is of high
quality.)

I asked Blaker what her future plans
were as far as modern music is concerned.
She told me she is currently working on
Schtei by Ulrich Gasser, a monumentally
difficult piece for solo tenor recorder.
Written in the post-Webern idiom, Schtei
makes a point of integrating verbal
sounds derived frpm the title, thereby
opening up a wide spectrum of interesting
timbres. It is that element of the piece that
Frances finds especially attractive. A list
of the modern worics she would most like
to play in the future includes the classic
Black Intention by Maki Ishii, Australian
recorderist Benjamin Thorn's Voice of the
Crocodile, and the severely difficult Pas-
torale by Japanese woman composer
Kikuko Masumoto.
Last June, Frances Blaker moved again

this time to Atlanta, Georgia. She is devot
ing a good deal of her time these days tc
writing a recorder practice handbook
which is slated to be published by PRE
Productions in Berkeley, California.

Pete Rose

8th INTERNATIONAL HAENDEL ACADEMY KARLSRUHE 1993
i n collaboration with the State Music High School Karlsruhe and the Baden State Theatre Karlsruhe

February 15-27, 1993

Artistic Director: Generalirtendant Giinter Konemann

COURSES
Bob van Asperen, Harpsichord/Figured Bass Realization

Ingrid Bjoner, Singing Masterclass; Gerhart Darmstadt, Baroque Cello
Louis Devos, Baroque Singing; Paul Esswood, Countertenor

Reinhard Goebel, Baroque Violin; Helmut Hucke, Baroque Oboe/Oboe
Konrad Hunteler, Transverse Flute; Friedemann Immer, Natural Trumpet/Trumpet

Walter Stiftner, Baroque Bassoon; Han Tol, Recorder

SYMPOSIUM
"MUSICAL ARRANGEMENTS OF SCENES IN OPERAS FROM MONTEVERDI TO HANDEL"

February 20, 1993

WORKSHOP
SCENIC AND MUSICAL WORKING OUT OF SCENES FROM HANDEL'S "TAMERLANO"

February 19-23, 1993
DEMONSTRATION OF THE SCENIC-MUSICAL WORK WITH THE ACADEMY PARTICIPANTS

February 24, 1993

Subject to changes

For further particulars please contact: INTERNATIONAL HANDEL-ACADEMIE, Geschaftsfiihrer
Wolfgang Sieber, Baumeisterstr. 11, D-7500 Karlsruhe 1, Germany; Tel. 721-376557.

Kelischek Workshop for
Historical Instruments

Susato Press
Editions

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

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
tDecca Florilegium 414 277 and 421 1301.

VAN EYCK RECORDERS after the famous
Rosenborg instruments.

TABOR PIPES • DRUMS

TURE BERGSTROM
Smidstrupvej 4

DK-4720 Prwsto, Denmark
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1598

DOMINIK
ZUCHOWICZ
violin and viol maker

Violins, Violas, 'cellos

and Ccntrabasses in

modern and early styles

Violas da gamba

in all sizes after

historical models

Enquiries welcome:

130 Hamilton Ave., N.,
Ottawa, Ont.,
Canada KlY 1C2
(613) 729-0580

E. Perrin

Renaissance Flutes
1747 Maltman Avenue

Los Angeles, California 90026
(213) 660-8475
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Taking a look at a facsimile of Telemann's Methodical Sonatas,
two pieces for three recorders, and two new EML batches

GEORG PHILIP? TELEMANN. Sonate
Metodiche a Violino Solo o Flauto
traverso, Opera XIH (facsimile). Peer,
Belgium: Alamire, 1992. ISBN: 90-6853-
066-2. Introduction + 35 pp. $12.00.

In the June issue of American Recorder I
reviewed the fine new Dolce edition of
Telemann's twelve Sonate Metodiche for
alto recorder and basso continuo. This is
wonderful music, and the pieces fascinate
because of the composer's own careful or-
namentation of the adagio movements.
Here we are presented with a facsimile

of Telemann's original 1728 publication,
which includes the first six sonatas, pub-
lished as Opera XIII (the second six were
published separately in 1732 and are not
included). The music of the facsimile is, of
course, in the original keys, which are
ideal for violin and flute but uncomfort-
able for recorder. In addition, Telemann's
original was published only in score with
an unrealized-although fully figured-
bass. Thus most recorder players will find
it difficult to use the facsimile for perfor-
mance and may wish to play from the
Dolce edition. [This may be as good a time
as any to learn to read flute music as if it
were written in the old French violin clef
with the G on the bottom line. Try think-
ing bass clef, and make the necessary key
signature adjustment-Ed.]
The facsimile, however, is complemen-

tary to the Dolce edition and attractive in
its own way. In viewing Telemann's hand
(the plates were engraved by Telemann
himself), one comes to feel very close to
the composer. What is more, 18th-century
musicians had slightly different ways of
notating music, and these are easy to see
here. This edition is certainly valuable for
verifying Telemann's articulations and for
comparing these with modern editions.
Furthermore, the facsimile gives one a
feeling for Telemann's era.

Alamire's publication is straightforward
and attractive. High-quality paper is used,
and a brief introductory note by Jan de
Winne is helpfil in providing background
for the music. In a few places the print is
a bit light, probably because it is thus in
the original; in all cases the music is com-
prehensible. So use this facsimile for
study and to get close to the source. The
price seems quite reasonable.

J.S. BACH. "Komm, kite mich," Aria for
Alto (Mezzc Soprano) Voice, with Three
Alto Recorders (Flutes), and Basso Con-
tinuo, from Cantata 175, "Er rufet seine
Schafen mit Namen," edited by Andrew
Charlton. Provincetown Bookshop Edi-
tion 13, 1990. Sc, 12 pp, 3 recorder pts
and gamba pt, 2 pp each. $7.95.

BIAGIO MARINI. Passacalio, for Three/
Four Instruments. London Pro Musica
Edition CS15, (Magnamusic Distributors,
Inc.), 1990. Sc: 4 pp, 4 pts: 1 p each.
$5.00.

"Komm, eite mich" (Come, lead me) is a
beautiful Bach aria with three recorder
obbligato parts. While many Bach arias
exist with obbligatos for one and two re-
corders, very few require three instru-
ments. Thus this piece is quite special. It is
well edited here by Charlton, who pro-
vides a singable English translation (in ad-
dition to the regular German text) and
suitable, tho agh probably too thick, real-
ization of the keyboard continuo. The aria
requires approximately five minutes to
perform.
Articulations are carefully done, and

parts are clean and easy to use. A separate
part for the singer is needed for perfor-
mance. I do wish that Charlton had in-
cluded the brief recitative that precedes
"Komm, leite mich," as it is quite extraor-
dinary, too. But this can easily be found in

The facsimile of Telemann's Sonate Metodiche is
complementary to the Dolce edition and attractive
in its own way. In viewing Telemann's hand
(the plates were engraved by Telemann himself),
one comes to feel very close to the composer.

28 American Recorder



the collected works of Bach and included
by the adventurous. A nize addition to the
available recorder repertoire.
Though probably intended for stringed

instruments, Biagio Marini's Passacalio
sounds fine when played by three record-

ers (SAT), harpsichord, and viola da
gamba. This is Italian :nusic from 1655
and it is very attractive. The usual har-
monic repetitions of a passacaglia are not
apparent, and the music has a strong
rhythmic and dance-like drive that is quite
different from the Bach aria. It might be
used as a complementary piece when

three recorder players are assembled to

play the Bach. Time for performance is
three to four minutes.

GILLES BINCHOIS. 3 Chansons for 3
voices or instruments. London Pro
Musica Edition, EML 215. 3 sc of 8 pp
each. $5.50.

WILLIAM BYRD. The Consort Music for
3 instruments. London Pro Musica Edi-
tion, EML 216; 3 sc of 7 pp each. $5.50.

5 Anonymous Villancicos (Cancionero
de Palacio) for 4 voices or instruments.
London Pro Musica Edition, EML 217. 4
sc of 4 pp each. $3.75

CLEMENT JANEQU:N. 2 Chansons for
4 voices or instruments. London Pro
Musica Edition, EML 218. 4 sc of 4 pp
each; $3.75.

MELCHIOR FRANCK. 2 Pavans for 6

instruments. London Pro Musica E6i-
tion,EML 219. 6 sc of 4 pp each. $4.25.

GIOVANNI GABRIEL'. Sonata pian e
forte for 8 instruments in 2 choirs. Lon-
don Pro Musica Edition, EML 220. Full sc
of 8 pp; 8 single choir sc of 4 pp. $8.50.

Distributed by Magr.amusic Distributors,
Inc.

Early Music Library series from London
Pro Musica is now well into publishing its
second hundred editions of music, and
this latest batch of six publications of sec-
ular music maintains its usual high stan-
dard. These six represent six different na-
tionalities and encompass about two hun-
dred years of music nistory, from the early

KEY: S'o- sopranino re:order, S-soprimo
recorder, A-alto recorde-, T-tenor recorder,
B-bass recorder, GB-great bass recorder;
pp-pages; sc-score; pts-parts; kbd-keyboard. Dis-
tributors are listed in parentheses.
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1/3 page
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 $450 Circulation: 4,000+, including the member-

ship of the American Recorder Society, librar-
 $330 ies, and music organizations

Published four times a year:
 $275 March - June - September - December

Reservation deadlines:
 $200 January 15 - April 15 - July 15 - October 15

$165 Rates good through December 1993. Please
inquire about discounts on multiple-issue con-

$125 tracts, inserts, or other special requests. Extra
charges for typesetting, layout, halftones,

$ 95 and size alterations. Bleeds (full pages only)
10% additional. 133-line screen recorn-

$ 70 mended. Advertising subject to acceptance.
by magazine. First-time advertisers must in-

1 column inch $ 40 clude payment with advertising order.

For more information, contact Benjamin S. Dunham, Editor,
2586 Cranberry Highway, Wareham, MA 02571

Phone & Fax: 508-291-0087

e-aaly music at

St. scholastica

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

atmosphere where students and faculty closely work together. Alumni
are currently performing with America's leading early 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 Studies.

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

NEW ISSUES from PROVINCETOWN BOOKSHOP EDITIONS

DAVID GOLDSTEIN Sonata for Bass Recorder & Keyboard
At last, something good to play on your Bass! A 3-movement piece
with both instruments equally "intermediate" grade.

$6.00

ANDREW CHARLTON 4 Russian Popular Songs. Freely set for SATB Recorders
Score & Parts $6.95

Great sounding fantasias with the key changes and
part interplay you'd expect from Charlton.

Sentimental Songs & Well-Loved Hymns. Set by David Goldstein for
3 Recorders (in various combinations) Playing Score $6.95
8 Songs like Long, Long Ago" & "Skye Boat Song"
and 7 Hymns including "Slane" & "As with g;adness men of old."

From THE PROVINCETOWN BOOKSHOP
246 Commercial St. Provincetown, MA 02657

or your friendly, local music shop
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REED
• manual SERVICE
• supplies
• reed tools
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station for Moeck and Wood

KEITH E. LORAINE
787 LIBEETY ROAD
PETALUMA, CA 94952

707- 763-3981

Be Early Musk Shop
for Europe's
largest selection
of recorders...

...and
the best

after sales
service.

'ibu won't find a finer
choice or better value. We

offer an 'On Approval' scheme
with complete corfidence and

natually we have a specialist
worksiop for repairs and service.

For furrier details write or phone today.

(0274) 393753 (UK dialling code: 44).

38 Manningham Lane, Bradford,
West Yorks, BD1 3EA, ENGLAND.

Old Manuscripts & Incunabula
Specialists in Facsimile Editions

PO Box 6019, FDR Station
New York, NY 10150

Telephone (212) 758-1946
Telefax (212)593-6186

Playing from the original? Write
or call us for our 1992 recorder &
flute listing of facsimiles.

Renaissance to the early Baroque. Three
are strictly for instruments; three are for
voices, but instruments can substitute for
any of the vocal parts.
All EML editions include playing scores

for each part, and all have the now-famil-
iar blue-and-white cover with explanatory
notes, translations of texts, and other per-
tinent material. Page layouts are well-
planned visually, and page turns within in-
dividual movements conveniently occur
during rests. The printing is clear and the
paper is sturdy and of good quality.
Prices, considering what one gets, are sur-
prisingly low.
Most important, however, is the uni-

formly excellent quality of the music,
some of it quite well-known and some of it
delightfully new. This music is not diffi-
cult, particularly when one has a feel for
Renaissance rhythms. Texts are wonder-
fully playful, and melodies and musical
textures are very rewarding.

If you have played earlier EML editions,
these new publications are self-recom-
mending. If you have not tried the EML
editions, you owe yourself the satisfaction
of exploring this wealth of music.

3 Canonic Songs of the 14th Century,
for 3 voices or instruments. London Pro
Music Edition, EML 209, 1991. 3 Sc, 8 pp
each. $5.50.

JOHANNES GHISELIN. 5 Instrumental
Pieces, for 3 instruments. London Pro
Music Edition, EML 210, 1991. 3 sc, 8 pp
each. $5.50.

VINCENET. 2 Songs, for 4 voices or in-
struments. London Pro Music Edition,
EML 211, 1991. 4 sc, 4 pp each. $3.75.

ROLAND DE LASSUS. Matona mia
cara, for 4 voices or instruments. Lon-
don Pro Music Edition, EML 212, 1991. 4
Sc, 4 pp each. $3.75.

THOMAS TOMKINS & THOMAS SIMP-
SON. "Chromatic" Pavan and Gaillard,
for 5 instruments. London Pro Music
Edition, EML 213, 1991. 5 sc, 4 pp each.
$4.25.

LUDOVICO GROSS! DA VIADONA. La
Padovana, for 8 instruments in 2
choirs. London Pro Music Edition, EML
214, 1991. Sc 11 pp, 8 pts, 4 pp each.
$8.50.

All edited by Bernard Thomas. Distributed
by Magnamusic Distributors, Inc.

Because I have written a great deal about
this series in past reviews, I will write here
only a brief note. This batch from the
Early Music Library is very similar to pre-
vious issues and a subsequent one de-
scribed above. Again we have six varied
publications—each one represents a differ-
ent genre of music history.
As before, scores are provided for each

performer. The attractive and familiar
blue-and-white covers contain introduc-
tory notes explaining the musical con-
tents, and text translations are provided
for the vocal pieces. The music is gener-
ally interesting and worth investigation.
All is carefully edited, although in this set,
there are bad pages turns in several pieces
(only a nuisance to correct). Since exact
instruments are not given, performers
must make their own assignments. Most
of this music provides many attractive al-
ternatives, and the orchestrations should
not be cause for worry. Rather, it is in-
structive for all. Prices in the series are
very modest.
Once again, I recommend these pieces

highly.
Gordon Sandford

President's Message (corn'.)

teaches recorder to teachers at Orff Certi-
fication Courses in St. Paul, Minnesota.
Ms. Hug was thrilled to receive the ARS
scholarship to the San Francisco Early
Music Society Recorder Workshop, be-
cause "living in Montana has certain ad-
vantages, but one disadvantage is the iso-
lation from specialty teachers." She went
on to say, "If I do not inspire the best play-
ing in my students, both young teenagers
and adults, a great opportunity will have
been missed to improve their lives and the
lives of those they touch."
Talking with these two new members re-

minded me of the needs of the 1,500 ARS
members who are not affiliated with active
chapters. The ARS may be the non-chap-
ter members' only communication with
the recorder world. Our publications in-
form them about instruments, music,
books, and recordings. The ARS also en-
courages musical travels—to concerts and
workshops in other cities, to special meet-
ings of nearby chapters, and to music-
making with other ARS members wher-
ever they may be going. Furthermore, the
ARS provides information and support as
these unaffiliated members become ready
to form a chapter in their own community.
Best wishes for the Holiday Season!
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International Recorder Symposium continued from p. 7)

was a set of Swedish folk tunes played
solo by Mr. Pehrsson on the spilapipe, a
folk fipple-flute with an intonation close to
meantone. An unusua, feature of this in-
strument is that its low register is diatonic
and its upper one chromatic.
While I missed the evening concert by

Italian virtuoso Paolo Capirci, I was told,
was a highlight of the symposium.

Tuesday, September 1st
Because translation services were un-

available, I am able to report only on the
lecture of Robert Ehrlich, who gave me an
English version of it to read. Ehrlich com-
pared the recorder zultures of Britain,
Holland, and Germany to establish his
main hypothesis: "The health of the re-
corder as a serious instrument is uniquely
dependent upon the resources devoted to
music education in a given society."
Practicing for my recital took up much

of this day, and I was unable to attend the
evening concert by La Dada Amsterdam,
Han Tol's wonderful group. I would
surely have liked to have heard them, but
I felt I had to pace myself carefully.

Wednesday, September 2nd
I practiced most of the morning and
made sure I got to the afternoon session
of the competition because my friend Se-
bastian Borsch was playing. lie has been
concentrating mainly on clarinet at the
Hochschuie in Hamburg, though he is still
taking recorder lessons with Ulrich
Thieme. I've heard him sound better on
other occasions; he didn't seem to be con-
necting with the audience. Kornelius Un-
ckell gave a fine performance of Big Ba-
boon but had intonation pro'plems on the
Baroque stuff. Wiebke Muller, a petite
young woman, played a not-too-musical
yet quite dramatic Baboon. Next came Su-
sanna Borsch, Sebastian's younger sister.
At 17, she is quite musical though some-
what inexperienced for this competition.
She was in her element on Big Baboon.

I was eagerly looking forward to hearing
Dan Laurin in conzert, but he was ill anc
unable to appear.

Thursday, September 3rd
In the afternoon I went to a concert of
modern music by a group called Ensembl e
In-Quarto led by Patric Blanc. It began
with Blanc's not particularly interesting
quartet arrangement of the Batati by Val

Eyck. Then came Profondus by Bon Woo
Xoo, an interminable piece of dissonant
minimal music. Blanc's own composition
.4-Linea offered more minimalism. At this
point, I turned to the woman sitting next
to me and said, "What do you think of
those two modern compositions?" She an-
swered with Teutonic exactitude: "I
thought the first piece was very bad, and
the second one was bad." She had a point!
I stayed for one more piece and split—first
time I ever walked out of a concert

Friday, September 4th
I practiced in the morning as usual. Dur-

ing a break, I ran into two of the semifinal-
ists in the competit.on and chatted with
them. Martin Schmending said he pre-
pared meticulously, taking the time to
learn the continuo parts of the Baroque
pieces. Sixteen-year-old Kerstin de Witt,
the youngest contestant, said she was al-
ready a veteran of many competitions but
that this one would probably be her last.
Why? Because the competitive attitude of
the contestants toward one another was
too fierce.
Finally, I got to play my concert at 2

o'clock. While it was generally very well
received, I do believe that I might not
have been fully meeting the expectations
created by my first recital in Karlsruhe:
the experiences of the last two years had
turned me inward and led me toward
music with more color, even if of less
overtly dramatic appeal. I guess this is a
common complain: of artists who become
typecast because of certain strongly pro-
filed performances. But I was myself, as of
that moment, and it was the only concert
I could honestly present.
That night I wen: to Stephansaal to hear

a concert by The Cambridge Musik with
Robert Ehrlich on recorder. Their pro-
gram of old English songs and arias and
excerpts from cantatas by Handel and,
Telemann was not my cup of tea, but in
the opinion of others they played and
sang well.

Saturday, September 5th
There were three finalists in the compe-

tition: Martin Schmending, Isolda Langst,
and Ulrike Petritzki, a student of Han Tol
whom I had met but not heard play. For
the final round they were to perform the
severely difficult Atembogen by Gerhard
Braun and two pieces of their own choos-

VON HUE\ E

OERro,

soprano recorder at a=415

The soprano recorder on
which our Terton is modeled
is noted both for its beautiful
appearance &elegant tone.
Our copy features the same
craftsmanship &attention to
detail. Its powerful tone,
exceptional range &ease of
articulation make this the

choice of many professionals.

VON HUENE
WORKSHOP, INC.
59-65 Boylston Street
Brookline, MA 02146 USA
(617) 277-8690 Fax (617) 277-7217
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International Recorder Symposium (cord )

ing. Schmending played the unaccompa-
nied Ricercata per fiauto in Battaglia aus
"Ii Dokimelo" by Virgiliano showing a
brilliant technique on this flashy piece of
little substance. His performance of Atem-
bogen was outstanding. Schmending was
particularly excellent at the beginning and
end, giving the composition a real arc. For
his second optional piece he chose Varia-
tions brilliantes by Krahmer, which again
showed off his technique and strong per-
formance abilities. The audience snick-
ered at this silly music.

Isolda Langst began with Atembogen,
but she had difficulties in conceptualizing
it. Her option pieces were two chestnuts:
van Eyck's Pavane Lachryme and La
Follia by Corelli. Both were performed
very musically and with a fine technique.
Ulrike Petritzki also began with Atem-
bogen. Her performance worked, but she
had some technical difficulties and I
would question some of her interpreta-
tional decisions. She then played a
straightforward transcription of a violin
sonata by Bach and ended with her own
composition Episoden, which alternated
long tones with brief moments of mobility.
There were no winners, and the three fi-

nalists were each given consolation prizes
in equal amounts.
Out of pure curiosity, I next attended a

workshop on pop, jazz, and folk music
given by Gerald Schwertberger. To my
surprise this was a real "workshop" in our
American understanding of the term: ev-
eryone participated. Mr. Schwertberger
seemed to do an unnecessary amount of
explaining and demonstrating, but it may
have just appeared that way to someone
who is familiar with the musical idioms
but doesn't speak German.
Later in the afternoon, Trio Dolce, a

group of three young ladies from The
Hague, gave a program of modern music
by two American composers living in Hol-
land, plus a piece written specially for
them by John Cage. Steps by Ron Ford

began with sustained pitches at intervals
of a second. As the piece progressed the
intervals became wider and the durations
or the notes shorter. Jeff Hamburg's
Ronde was more interesting. It had a re-
frain based partly on music by Machaut
and lively contrasting sections. Three by
Cage offered no more than a bunch of iso-
lated sustained pitches and the visual
spectacle of the performers constantly
changing instruments.
The evening concert by the Amsterdam

Loeki Stardust Quartet was outstanding.
The first half contained only old music in-
cluding some of their chestnuts like La
Spagna by Ghislin and the 16th-century
Batalla Famossa, as well as a trilogy of
duo and quartet works by Diego Ortiz.
Their playing combines virtuosic bril-
liance with unqualified beauty and ran the
gamut from pathos to humor—something
for everyone.
Their second set featured new music

from Holland and Japan. Bart de Kemp's
Lieto (Light) featured fast flurries of notes
over a crone that was sustained by pass-
ing it from one instrument to another.
The classic Lamentation by Ryohei
Hirose came next. En paard met vyf
poten (A five-legged horse) by Chiel
Meyerling is a strong piece with many
contrasting sections. This composer, I was
told, writes component parts that may be
removed from one composition and in-
serted another. The last piece on the
program, Tristan Kevris' Passeggiate, was
a lengthy developmental work based on a
lyrical motive. It held my interest for a lit-
tle while but then kept going on. The au-
dience really loved the concert and
cheered the group back on stage for four
encores, ncluding my own Tall P.

Sunday, September 6th
Trio Dirito, a group that won the presti-

gious Cam competition in July, started
their program with the same Cage piece
I'd heard the day before and it was just as

Matthias Maute, the Bruges Festival competition-
winner, is a charter member of the post-Pink Panther
generation. His music is a mix of Mancini, the Beatles,
French music between the wars, and a little Vivaldi
thrown in. I think he's going to be pretty hot stuff.
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uninteresting. A composite mass of 14th-,
15th-, and 16th-century settings was OK,
but the ensemble wasn't spectacular. The
final number, Weltzeit by Andreas Poth,
was, if I understood the program cor-
rectly, supposed to be influenced by jazz.
It wasn't. The identical opening and clos-
ing sections consisted of rhythmically stiff
noises. A slow, interminable middle-sec-
tion was equally uninteresting.
After the round-table session, moderated

by Ulrich Thieme, I intrcduced myself to
him and made I made a tongue-in-cheek
suggestion that I said was inspired by
some of the modern music I'd heard at the
symposium. "Why not have a special day
in Germany when recorder players can
put out in front of their houses the mod-
ern recorder music they are not interested
in playing. The music would then be col-
lected by the town, ch3pped into small
pieces, and sold by the kilo to composers
interested in writing new recorder
works." Mr. Thieme only turned his head
at a slight tilt, like a dog that thinks you're
acting strangely. I have no idea what he
meant by that, if anything.
The afternoon ended with a solo concert

by Kees Boeke. Boeke's improvisational
piece The Circle was the only work on the
program, and this version lasted about 40
minutes. It consisted of. all possible trans-
positions of all the moues of the following
scale: DEFA B. The scale itself sounds
Oriental, and Boeke rends to play ges-
tures that are reminiscent of Oriental idi-
oms. His interpretation is sensitive and
feeling, and he possesses a wonderful
sense of timing in the way he moves from
one episode to another.
Many musical cultures outside of West-

ern Europe have traditions in which ex-
tended improvisation is the norm. The
ways in which these improvisations are
structured evolved over a long period of
time through the experience of trial and
error. To make up for their lack of such
traditions, Western European classical
musicians wishing to create such sus-
tained improvisations have utlized forms
based on such things as rational propor-
tion, statistics, and random generation
Sometimes these methods work, some-
times they don't.
For me, the problem with Boeke's pre-

sentation was not musical but environ-
mental. An audience should feel free to ex-
perience this kind of lengthy meditation
at different levels, zoncentrating heavily
at times, less so at others. In a normal con-
cert setting with rcws of chairs facing a
stage, one feels forced to pay attention. If

Hi stogy Comes Alive
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Paul Arma DIVERTISSEMENT 1600 Rec. quartet (Billaudot 524-04969)  $21.75
81avet1Sanvolsin ALBUM MICHEL BLAVET Sop. rec., hpschd. & v4
(Billaudot 524-04967) $20.00
Charles Fouque 13 PRENOMS POUR 13 NOTES Sop. rec. (2 pn.
(Billaudot 524-05036)   $15.00
M. Mabilat CHANTS POPULAIRES DU HONGRIE Sop. rec. (Zurfluh 524-04419) $11.00
Marais! Veilhan SONNERIE DE ST. GENEVIEVE Sop. & alto rec.
(Leduc 524-02861)   $20.25
Max Mtreaux 3 DANSES SACREE 3 Alto rec. (Billaudot 524-05033) $6.25
Claude Pascal 3 INVENTIONS Rec. quartet (Zurfluh 524-04949)  $42.50
Vincent Persichetti LITTLE RECORDER BOOK, OP. 70 Sop. & alto rec.
(Elkan-Vogel 464-00039)  $2.50
P. Picard FLUTILEGE 2 Sop. rec. (Zurfluh 524-04477)  $7.75
Peter Schickele MUSIC FOR MARY Alto rec. & pn.
(Elkan-Vogel 164-00192)   $15.00
H.J. Zander VARIATIONS ON "THE WINTER IS PAST" 4 Rec.
(Schauer 494-01742)   $17.00

Available through your dealer.
ra,)

For FREE catalog, senc. your name and address to Dept. 1AR at the address below.

Prices subject to change.
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1 Presser Place • Bryn Mawr, PA • 19010

International Recorder
Symposium (cont.)

you catch yourself tuning out for a little
while you feel guilty about it, and that
shouldn't be. Boeke told me he would
have preferred to present this work in a
darkened room with a spotlight on him. I
agree.
The last evening concert at Stephansaal
was designated to be a recital featuring
the winner of the competition. Since there
was no winner, the three finalists were al-
lowed to share the bill. They were all tired
and probably wanted to go home. They
each sounded as if they were just going
through the motions, which was quite un-
derstandable under the circumstances.

Once Again from the Heart
I would like to thank so many people for
making my trip to Karlsruhe possible: first
and foremost, Symposium director Ger-
hard Braun, who invited me to come, and
Symposium coordinator Susanne Laug-
witz, the most dependable, proficient, and
considerate person I've ever dealt with.
Special thanks to the many wonderful

people here in America who contributed
money toward my transportation ex-
penses; to Judith Wharton and Martha
Bixler for allowing me to give fundraising
concerts in their homes; and to Sheila
MacRae and Marilyn Knego for handling
the details for the fundraising concert in
the Princeton area.
A big thank-you to Ants and Anne
Kippar for allowing me to stay in their
home during the Symposium and seeing
to my every need, and to Ursula Hammer-
ling, an amateur recorder player from
Gladstone, N.J., and a member of the Som-
erset Hills Recorder Society, for translat-
ing my program notes into German. And
I'd like to thank my friend Paul Leen-
houts for coming a day early to hear me
play and the members of the Amsterdam
Loeki Stardust Quartet for playing my
piece once again at Karlsruhe. Many,
many thanks to my former student Julie
Aldinger and her father for making the
four-hour trip from Munster to hear me
play and for presenting to me as a gift the
1930's vintage Hernsdorf soprano re-
corder in B that they had lent me to play
on my recital. Last but not least, I want
thank the many people I don't know and
will never see again who helped me at the
airport and train station.
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Note every store carries these interesting releases from North American ensembles

Unable to rely on established recording

companies, many North American ensem-

bles market their own discs or demo

tapes. Often they are worthy of a wider au-
dience.
It is not easy to record a Christmas tape

in July, edit it, produce the accompanying
material, and arrange for promotion in

time to capture the seasonal market, but
"In Nova Cantica," a holiday offering
from Eileen Hadidian's Hausmusik orga-
nization, will still be available next season
(from Hausmusik, 1060 Solano Ave.,
#517, Albany, CA 94706, or Continuo
Marketplace, or the Boulder Early Music
Shop). The repertoire was chosen the way

so many of our groups assemble holiday
programs—with an eye on entertainment
rather than sacred purity: secular "New
Year's" music by Dufay and generic in-
strumental dances by Simpson, Dowland,
Holborne, etc., surround the traditional
English and Spanish carols and German
chorale settings. The performances are

often beautiful and never less than engag-
ing, and the forces (Elisabeth Engan, so-
prano, Neal Rogers, tenor, Eileen Hadid-
ian, flute and recorder, Shira Kammen,
vielle, violin, harp, alto, Kit Robberson,
vielle, viola da gamba, and David Tayler,
lute, Baroque guitar) are both talented
and not untypical cf what may be avail-

able for your next holiday concert. Space
has been found for biographies and lyrics
on the tiny cassette liner.
Two more tapes involve performers or-

ganized by Thomas Axworthy. The more
recent is "Musical Traditions of the
Sephardim," with Canto Antiguo, re-
corded in January 1992 (Canto Antiguo

001). Including John Magnussen, Shirley
Robbins, mezzo Bonita Nahoum Jaros,
and guest oud player John Bilezikjian, the
tape is a flowing program of numbers in a
familiar Near Eastern/Medieval style,
both atmospheric and exotic, and different
in feeling from the albums of The Voice of
the Turtle. While the vocalism seems a lit-

tle "off-mike," the instrumentalists have a
pleasant immediacy, and there is clean, in-
tune recorder playing from Axworthy and
Robbins and imaginative percussion frorr
Magnussen. A complementary tape, re-
corded four years ago, involves Axworthy
as director of tha Southern California
Early Music Cons Drt (SCEMC 001). The

wind band takes us through a selection of
enaissance standards, including
?raetorius's Terpsichore and the dances
Df Anthony Ho!borne, again benefiting
from the well-considered percussion of
Magnussen. Other players are Stephen
Coyne, Ronald Glass, Stephanie Gude-
man, and Scott Wilkinson. Unlike the
Hausmusik tape, there is little documenta-
tion, except for the names of the perform-
ers and pieces performed. Both tapes are
available from Southern California Enter-
tainment, 16123 Orsa Drive, La Mirada,
CA 90638 ($11 each, including postage
and handling).
AR's music review editor Gordon Sand-

ford reports on a new disc from Ensemble
Capriole, "De la musique a voir" (SNE-
576-CD, available from Ensemble Capri-
ole, 70 Salaberry South Blvd., Château-
quay, Quebec, Canada J6J 475; $20). This
is a young Canadian ensemble from a sub-
urb of Montreal with the unusual make-up
of six recorder players, cello, and harpsi-
chord (see AR, December 1990, p. 10).
Music of Dietrich Becker, Schickhardt,
Mainerio, Pezel, Gaston Saux (1886-
1969), and Arnold Cooke (b. 1906) is in-
cluded along with Telemann and Vivaldi.
Sandford praises the ensemble's "good
feel for the various eras," and notes that
"blend and intonation are excellent, and
the total sound is pleasant" (on low-pitch
recorders by Jean-Luc Boudreau).
Other fine albums to explore include

two featuring the recorder playing of
Scott Reiss. "For No Good Reason At All,"
GACD 7553 (from Golden Apple, 3706 N.
17th St., Arlington, VA 22207) illustrates
Hesperus's guiding philosophy of equiva-
lency among traditional European early
music and traditional American folk and
popular music. Rags, fandangos, blues,
and saltarellos are thrown together (some-
times practically on top of each other) in
an inviting mix, performed by Reiss, Tina
Chancey, and Bruce Hutton. "Divisions on
an Ayre," shows off baritone William
Sharp and the Folger Consort (Reiss, Rob-
ert Eisenstein, and Christopher Kendall)
in lute songs and instrumental music circa
1600 (Bard BDBC 1-9005). The Folger
displays the polish gained from perform-
ing together since the late 1970's, and
Sharp has surely one of the most opulent
voices on this continent or any other.

The same period is heard on the Balti-
more Consort's wonderfully documented
"Watkins Ale" (Dorian DOR-90142, from
Dorian Recordings, 17 State St., #2E,
Troy, NY 12180). It is a delight to listen to
soprano Custer LaRue backed by plucked
and bowed string players Mary Anne
Ballard, Mark Cudek, Larry Lipkis, Ronn
McFarlane, Webb Wiggins, Howard Bass,
and Ann Marie Morgan in the superb
acoustics of the famous Troy Savings
Bank Music Hall. But listening to flutist
Chris Norman is nearly a revelation!

Benjamin Dunham

Jean- uc
ooudreou
FACTEUR DE FLUTES

RECORDER MAKER

C.P. 3044 succ. Youville

M ontreal (Quebec)

Canada H2P 2Y8

TOL: (514)524-1872

ORDER T-SHIRTS FOR

"NATIONAL PLAY-THE-RECORDER
MONTH"

There will be plenty of occasions during
National Play-the-Recorder Month to wear
the official T-shirt. And it is sure to stay in
style throughout the year—no summer

workshop wardrobe Is complete without it.

Printed in two colors and made of the finest
100% cotton, each T-shirt costs $12.50, but

quantity orders (10 or more) received
before February 1 will be discounted 10%.
Chapters and ensembles can buy T-shirts
for themselves or to sell them as part of

fund-raising efforts.

Contact the ARS office (236W. County Line
Rd., Jackson, NJ 08527; 908-363-5656)

for details.
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Educational activities and concerts mix with workshops and field trips

Holiday Activities
December 5 was not only the date of the
Monterey Bay Recorder Society's annual
Christmas concert but also the official
date commemorating the post-earthquake
reopening of downtown Santa Cruz. The
group has an ongoing relationship with
Jane Hancock's fifth-grade music class at
Vine Hills School. Recently Mary Zweig
and Bart Snyder, playing the roles of Mr.
and Mrs. Johann Sebastian Bach, visited
her class, and last year Gabrielle Stocker
and Janet Vanderhoof joined Jane in a set
of recorder trios, played for the students
to "show them the possibilities for their
instruments." Meanwhile, Ron Emery is
creating a music library database on his
computer to help members locate music
for specific combinations of instruments.
The Round About Lansing (MI) Re-

corder Players gave an informal holiday
concert at the Williamston Depot on De-
cember 6. The Sacramento Recorder So-
ciety played a concert of Christmas music
in Florin Mall December 15 under the di-
rection of guest conductor Paul Allen.
The chapter's January 16 workshop will
present Frances Blaker, Frances Feldon,
and Eileen Hadidian in "Music from Re-
naissance and Baroque Italy."

String Bands
The playing session of the Seattle Re-
corder Society's December meeting fea-
tured Biber's Sonata pro Tabula for ten
voices, divided as SSATB recorders, and
TrTrTT/BB viols. Extra copies of the
music were supplied by John's Music,
which also supports the chapter's newslet-
ter through advertising. The group was
fortunate to have a full complement of
viols attending, and in fact, a new local
viola da gamba society has been formed,
launched with a $1,000 seed-money grant
from the Seattle Recorder Society.
At their October meeting, members of

the Twin Cities (MN) Chapter were intro-
duced to the pleasures of playing viola da
gamba by Julie Elhard, Ann Barclay, and
Kathleen Merfeld. After hearing an intro-
ductory talk, members were given lessons
on a consort of five gambas, most of which
were on loan from St. Olaf College.

Fall Round-up
October 2 was the date of the Somerset
Hills (NJ) Recorder Society's traditional
October Fair, .marking the twentieth anni-
versary of the chapter. Performers in-
cluded Kris and John Lamb, Andy Koenig,
Madelyn Aubin, Virginia Kenney, and
Doris DelaCruz, Caroline Pottash, and
Susan Smith. The event was widely publi-
cized in local schools and libraries in the
hope of attracting a diverse audience.
The May concert of the Cleveland Chap-

ter was a gala affair marking the chapter's
twenty-fifth anniversary. Fourteen mem-
bers and six guests took part; high points
were Catherine Palcza's performances of
a Vivaldi sopranino concerto and Modal
Studies by Ohio composer Lewis Phelps
and a selection of music from the time of
Columbus presented by the Rosewood
Consort (Marcianne Herr, Linda Hill, Jane
Kintz, and Jim Kintz.)
The two recent mini-workshops of the
Westchester (NY) Recorder Guild were
well received. One was on "Alto Up" with
coach Karen Snowberg, and the other was
on "Sephardic Music" with Tom Zajac.
Suggestions for other mini-workshops
range from "Settings of T'Andernaken" to
"Japanese Traditional Music."
The Rockland Recorder Society held a
Holiday Recorder Workshop on Decem-
ber 12 at the Stony Point Center, Stony
Point, New York. Music from the Christ-
mas and Chanukah traditions was sup-
plied by Richie Henzler of Courtly Music
Unlimited, and the faculty included Tom
Zajac, Karen Snowberg, Rosamund Mor-
ley, and Valerie Horst.
The members of the new Fort Collins

(CO) Chapter met each month through-
out the summer, with increasing atten-
dance. The chapter has a group of begin-
ners that works separately for half the
session and then joins the main group for
ensemble playing.
Cynthia Koppelman has succeeded Mar-

ilyn Boenau as concert coordinator of the
San Francisco Early Music Society. Dur-
ing Ms. Boenau's three-year tenure, con-
cert attendance more than doubled, at-
tracted by innovative programs, such as
"Jewels of the Sephardim," special Christ-

mas concerts, and performances of works
by women composers.
ARS Musica Montreal is getting in-

volved in offering recorder lessons to chil-
dren, age 7-12. Classes will be led by Julia
Miller, an Orff-trained teacher.
The Denver Chapter sponsored Eva
Legene in an all-day workshop on October
9. That evening she presented a solo re-
corder recital called "Sounds, Echoes, and
Variations in the Past and Present," in
which she repeated two of the contempo-
rary works she played at this summer's
Berkeley Festival (see On the Cutting
Edge, page 26, for more on Felciano's Al-
leluia to the Heart of Stone and Gerardo
Dirie's Tarde, una nubem lenta.)
On October 13, Stan Richardson, a pro-

fessional shakuhachi player, presented a
program to the Dallas Recorder Society.
The shakuhachi is an ancient Japanese
end-blown flute made of bamboo, with five
holes and a three-octave range. Mr.
Richardson's program reflected the wide
variety of music performed on the shaku-
hachi, from classical to jazz.

R.S.C. to Attend Yale
Membership in the Recorder Society of
Connecticut has grown to seventy and a
trip to the Yale University Collection of
Musical Instruments is planned for Janu-
ary 1993. The R.S.C. gathered in Sharon
on the first weekend of October to enjoy
the glorious New England foliage and
browse for music at Magnamusic Distribu-
tors. Later in October, the R.S.C. held its
annual workshop. Among the featured cli-
nicians were Sheila Beardslee and the
R.S.C.'s music director Susan Iadone.

News from Monadnock
Tricinium, an active recorder trio in the
Monadnock, New Hampshire, region, was
active this past summer, playing concerts
in the Peterborough Methodist Church
and in the Community Church in Fitz-
William. Their repertoire includes Tricin-
ium, their signature piece, by Gunther
Koschig. Tricinium players are Billie Cole-
man, Lee Henry, and Traudl Thompson,
members of the Monadnock Chapter,
which published its first newsletter in Au-
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gust 1992. The issue announced two new
activities for the 1992-93 year: profession-
ally coached classes and members' meet-
ings, at which small groups can perform
for Chapter members. Proficiency levels
have been worked oLt by Chapter mem-
bers with advice from ARS.
Level 1: Lower Intermediate. Bring and

be able to play one or two instruments;
know fingering for 1 1/2 octaves; play
easy rhythms.
Level 2: Middle Intermediate. Bring and

be able to play any two or three instru-
ments; know complete fingering for 1 1/2
octaves; play more difficult rhythms.
Level 3: Upper Intermediate (self-

coached): Bring and be able to play three
or four instruments; be able to play alto
"up"; know fingerings for two octaves;
play cut time and tricky rhythms; seldom
get lost.
Level 4: Advanced (self-coached): Bring

and be able to play SATB; other criteria
for Level 3: Be able to play bass clef music
on tenor recorder; almost never get lost.

In Remembrance
The Atlanta Chapter will hold a memorial
concert in March for Crete] Dunsing
(1905-1992), one of the four.ders of the
Chicago Chapter of the ARS, a friend of
Hans Ulrich Staeps who arranged Ameri-
can tours for him, and a resident in later
years of St. Petersburg, Florida, where
she built up a wide circle of students and
players. Gretel and her husband Paul
came to the United States in the late
1920's, having been involved in the Ger-
man Youth Movement, where they
learned the joys of folk dancing and folk
music.
A memorial fund to establish a scholar-

ship to recorder wcrkshops in the name
of Jennifer Lehmann is being established
by the Princeton Recorder Society. The
fund will be administered as a joint effort
of the ARS and the Country Dance and
Song Society. Contributions were to be
sent to Chuck Free, Princeton Recorder
Society Treasurer, 103 Bradford Lane,
Pennington, NJ 08534.
The British Columbia Recorder Society

has recently published a new composition
for SATB recorders, Fancy No. 2, in
memory of Frank Gamble, by James
Whittaker. An arrangement of "Eatin'
Time Rag," the work is dedicated to Mr.
Gamble, whose 30-year involvement in re-
corder education and amateur music-mak-
ing touched hundreds of adults and
school children in British Columbia and
beyond.

I'd like to join
the ARS

Please enroll me as a member of the Society, I'm looking

forward to:

91 American Recorder

I ARS Newsletter

91 Members' Directory

Editions of the Members' Library

91 Eligibility for the ARS Education Program examinations

I Discounts to some recorder workshops, and on ARS publi-
cations, like the new Chapter Information Packets

91 Mailings from suppliers of material, music, instruments

Advice on all aspects of playing the recorder

ClU.S. membership $30

Canadian** membership $35

U.S. Student* membership $15

o Overseas** membership $40
o Contribution $ 
Please charge to my VISA/MASTERCARD:
 Exp. Date:

NAME 

ADDRESS 

CITY ST ZIP PHONE( 1 

CHAPTER AFFILIATION, IF ANY

o Do not list my name in Directory
o Do not release my name on mailing lists
*Enclose proof of full-time enrollment. Student rate not applicable to family
memberships
**Paid in U.S. funds by check on U.S. bank, or by international money order

AMERICAN RECORDER SOCIETY
236 West County Line Road

Jackson, NJ 08527

A copy of the latest Annual Report filed by the American Recorder Society, Inc., with the New
York Secretary of State may be obtained upon request from ARS, 236 West County Line

Road, Jackson, NJ 08527 or the New York State Department of State,
162 Washington Ave., Al)any, NY 12231.
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ARS Music Publications
Available from the American Recorder Society

236 West County Line Road, Jackson, NJ 08527

Please make checks payable to the American Recorder Society.

Erich Katz Contemporary Music Series

Suzanne M. Angevir e A Short Tale for two basses (Level ii) 2 scores $3.00

Peter Ballinger

Cecil Effinger

Lee Gannon

Stanley W. Osborn

Frederick Palmer

Robert Strizich

Robert Strizich

Double Quartet for Recorders (SATB+SATB, Level
score and parts

Dialogue and Dance (SATB, Level

$8.00

score and parts $8.00

Sonatine for 3 altos (Level Ill) score & parts
score, parts & demo cassette

Kyrie and Vocalise for sopr. voice and recorder quartet

(SATB, Level II) 2 scores & 4 recorder parts

Entrevista for recorder quartet (SATB, Level 11)
2 scores & 4 parts

$12.00
$20.00

$6.00

$6.00

Fantasia for recorder quartet (SATB, Level 111+) 4 scores only $16.00
4 scores & demo cassette $24.00

Aphorisms for solo alto (Level 111+) score only $10.00
score 6r demo cassette $18.00

Postage and handling charges: $2.00 for single copies, plus $1.00 per cassette; $4.00

for two or more copies

Members' Library Editions:

#1. Elizabethan Delights
#2. Vintage Burgundy
#3. Slow Dance with Doubles (Colin Sterne)
#4. Sentimental Songs (arr. David Goldstein)
#5. Los Pastores (arr. Virginia N. Ebinger)

$1.50 per copy. Postage and handling charges: $1.50 (1-4) copies, $2.50 (5 or more
copies)

Other Materials
from the American Recorder Society:

Chapter Information Packets:

I. Recorder Care, by Scott Paterson
2. American Recorder Music, by Constance Primus
3. Music for Mixed Ensembles, by Jennifer Lehmann
4. Improve Your Consort Skills, by Susan (Prior) Carduelis
5. Playing Music for the Dance, by Louise Austin
6. The Burgundian Court and Its Music, coordinated by Judith Whaley

Each $10, members; $20, non-members, plus $2 postage and handling ($5 for 3 or 4
packets, $6 for 5 or 6 packets).

Educational Program:

Study Guide for Levels 1,11, and III (3rd revision, December 1991) - no charge
Study Guide Handbook (with Music Lists & Reference Materials for Levels I, II,
& III) -$10; plus $2 postage and handling

Neva Discography of the Recorder in 1989
Compiled by Scott Paterson and David Lasocki - $20.00, members; $25.00,
non-members. Price includes discounts on updates. Postage and handling, $3.00.

American Recorder Society
236 West County Line Road

Jackson, NJ 08527
908-363-5656

Screenings of Tous les
Matins du Monde
Attracting Larger
Audiences for Early Music
(cont

and suggestions for curriculum links and
discussion points.
After a screening in New York City, Pa-

tricia Neely, a founding member of Par-
thenia, a Consort of Viols, and a faculty
member at Mannes College of Music, re-
viewed the film in the Early Music News-
letter of the New York Recorder Guild.
She wrote:
"When Gerard Depardieu, as the aging
Mann Marais, looks back on his youth at
the beginning of the film, he struggles to
find the words which might express what
it is like to speak passionately through the
viola da gamba. Although the film is a to-
tally fictitious account of the relationships
among Ste. Colombe, his daughters, and
Marais, the philosophy behind why one
can feel fulfillment through music is the
key and what makes this film so beautiful.
The music of Ste. Colombe and the few
pieces we hear of Marais are superb com-
positions, beautifully executed by Jordi
Savall. Ste. Colombe's Les Pleurs is haun-
tingly pervasive. One can immediately see
that this genre stands alone as its own
narrative, but the film director, Alain
Corneau, fortifies it with his own visual
concepts, and the result is an historically
accurate account of life as it might have
been in be late 17th century.
"Jordi Savall recorded the music for the

film and was assisted by his group, Con-
cert des Nations. Savall, in an interview,
said that after working on the film, he
feels that he now plays French music with
even more passion. At the end of the
movie, Marais is finally able to express in
words and through the viol what the
meaning of mLsic is to him through the
teachings of his mentor Ste. Colombe.
"There are several obvious flaws in the

film; the most obvious is the lack of talent
in shooting the actors miming their way
on the instrument. If attention had been
deflected away from their fingers and con-
centrated more on their expressions, the
film would not have lost as much credibil-
ity technically with me as it no doubt will
with other musicians who view it. Never-
theless, it is a film we should all see, if not
for support of early music, then for the
message it conveys to all of us who play
any kind of music."
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TOUS LES MATINS DU MONDE
OPENINGS BY STATE

Arizona: Scottsdale, 3/5, Galeria-Cineplex
California: W. Hollywood, 12/22, Laemmle
Sunset 5; West L.A., 12/22. Goldwy-Land-
mark; Costa Mesa, 12/22, S. Coast Village;
San Diego, 12/30, Hillcres:-Landmark; Santa
Barbara, 1/22, Riviera; San Jose, 2/12, Cam-
era 3; Tiburon, 2/12, Playhouse; Palo Alto,
2/12, Aquarius; Berkeley, 2/12, Act; San
Francisco, 2/12, Clay; San:a Cruz, 2/18, Nick-
elodeon.
Colorado: Denver, 1/8, Esquire-Landmark.
DC: Washington, 12/23, Key.
Florida: Coconut Grove, 2/12, Cocowalk;
Miami, 2/12, Amco(?); Maitland, 2/12, Enz-
ian; Sunrise, 2/12, Fox Sunrise; Pinellas
Park, 3/5, Movies at Pinel.as; Tampa, 3/5,
Muvico Britton.
Georgia: Atlanta, 1/15, Screening Room.
Illinois: Chicago, 12/25, Music Box.
Kansas: Mission, 1/22, Fine Arts.
Louisiana: New Orleans, 2/12, Prytania.
Massachusetts; Boston, 12/25, Nickelodeon;
Northampton, 2/12, Acadmy of Music.
Michigan: Birmingham, 2/26, Maple.
Missouri: St. Louis, 12/25, Tivoli.
North Carolina: Chapel Hill, 2/12, Varsity.
New York: New York, 11/13, Lincoln Plaza
Cinemas; Westbury, 12/25, Westbury;
Rhinebeck, 2/26, Upstate Films.
Ohio: Columbus, 2/5, Drexel.
Pennsylvania: Philadelphia, 1/8, Ritz.
Rhode Island: Providence, 2/5, Avon.
Tennessee: Knoxville, 3/12, Terrace.
Utah: Salt Lake City, 2/12, Broadway.
Virginia: Williamsburg, 1/11, Williamsburg.
Washington: Seattle, 12/30, 7 Gables.

•

Si

Si
Si

A Fresh Look at French
Wind Articulations (cont.)

lish, "Delay, delay, I shall delay," or,
"Hurry! Hurry! Do not delay." This vari-
able rhythm reflects poetic conventions,
where three-syllable units express self-con-
trol and mixtures of two- and four-syllable
units hover on the frontiers of the exclam-
atory and the emotional.
The words "delay" and "hurry" once

again reflect the message of the lyrics.
When a run of unequal notes is intro-
duced into a song, the singer is either dis-
cussing time or has become so emotional
that he had got ahead or behind the ex-
pected phrasing and, in order to get back
into step, must adjust the speed at which
he is speaking in music. Oddly enough,
these rapid statements often involve the
rhetorical figure called "antithesis": in a
flood of rapid syllables the singer tells of
being "constant" or of his desire to
"delay" an event. These two words can
serve as a mental guide to the perfor-
mance of notes inegales, for they begin
with a brief consonant and finish with a
languid one, in the manner of the French
articulation, tu-ru.

In conclusion, no two French Baroque
wind players articulated a given piece in
exactly the same way, yet each would have
phrased the music according to the Lully
mold developed in the 1670s and 16805.
That is, they would have imitated song.
These four lessons open the door to a

fresh interpretation of French wind tongu-
ings based on word-music relationships.
Questions and objections are sure to fol-
low-bu: I trust that Monsieur Lully's
ghost won't return to rap me on the fin-
gers.

Patricia M. Ranum is writing a book on
the rhetoric concealed in the notation of
French sung dances. She has coached
William Christie's Les Arts Florissants
and is the author of Methode de la pro-
nonciation latine dite "vulgaire" ou "A la
francaise" (Arks: Actes Sud, 1991). She
writes: For their very helpful comments
and questions, I am indebted to James
Bell, professor of musical acoustics at the
Johns Hopkins University and Peabody
Conservatory; Henri Morier, "ami loin-
tam " and professor emeritus of the Uni-
versity of Geneva, Switzerland; Betty
Bang Mather, pioneer in French perfor-
mance practices; and Hugo Reyne, re-
corder player and director of the Paris-
based Symphonie du Marais.

. .

)3oulder Zatiq Music *hop
Store Hours: Monday through Saturday, 10:30-5:30

Recorders - Historical Flutes - Cornetts - Crumhorns
Viols - Lutes - Baroque Violins - Harps - Dulcimers
Psalteries - Bagpipes - Tabor Pipes - Percussion
Instrument Kits - Bows - Strings - Accessories
Extensive Inventory of Sheet Music - Gift Items

prompt Mail Order g5eruire
Write for Free Catalogs - Specify Areas of Interest

2010 Fourteenth Street
Boulder, Colorado 80302 (303) 499-1301
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CHAMBER MUSIC AMERICA

The national service association
for everyone involved
with chamber music—

Ensembles, presenters, festivals,
training institutions, concert-goers,

composers, artist managers,
enthusiastic amateurs...

Among the good things we offer:

Chamber Music Magazine,
keeping you abreast of

what happens in your favorite field.

Chamber music advocacy of all kinds.
Residency & commissioning programs.

Instrument insurance.
Health & liability policies.

Low-cost long-distance phone service.
Technical assistance.

And, as they say, much much more.

Write for information
about our publications,

programs and membership.

Chamber Music America 
545 Eighth Avenue

New York, New York 10018
Phone: 212/244/2772
Fax: 212/244/2776
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Where the haves and the have-nots
of the recorder world can find each other
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Classified rate for American Recorder:
504 per word, ten-word minimum. "For
Sale" and "Wanted" will not be counted
but may be included in the copy. Zip code
counts as one word; telephone number as
two words. Payment must accompany
copy. Classified advertisements will not
be billed. Send copy plus payment to the
American Recorder Society, 236 West
County Line Rd., Jackson, NJ 08527.

THUMB RESTS: Adhesive backing, rosewood
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.

FOR SALE: Self-teaching Renaissance flute
manual: thirteen graded examples, solo, en-
semble, $7.25 plus $2 S/H. Renaissance flute
solos: thirty-six pieces, easy to difficult, $7.25
plus $2 S/H. Ren. flute duos/trios, $10.00 plus
$3 S/H. Passaggi...Richardo Rogniono, 1592:
division exercises 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. Perrin, 1747 Maltman, Los Angeles, CA
90026, 213-660-8475.

RENAISSANCE FLUTES: Individually hand-
crafted from the finest hardwoods. Descant,
alto, tenor, bass, great bass. Quite reasonably
priced. Satisfaction guaranteed. R.M. McNulty,
RD#1, Box 358, Centre Hall, PA 16828, 814-
466-7709.

YOUR HISTORICAL TRANSCRIPTIONS, ar-
rangements, or new compositions profession-
ally typeset and printed. Brochure with sample
and fees. Quilisma Music, P.O. Box 8122, Lex-
ington, KY 40533, 606-277-2389

BASS REST: Say good-bye to neckstraps or sore
ankles! Support your bass on the floor. Remov-
able for storage with Velcro® fastening. Model
R/ for flat-bottomed basses, Model RV for non-
flat-bottomed basses, $35 ppd. (NY + 7%).
Seely Workshop, Inc., 292 Barrington St., Roch-
ester, NY 14607.

FOR SALE: Ganassi Alto in G, made by Fred
Morgan. Pitched at either A466 or A440,
maple, with a hard case. $2,000. Beautiful in-
strument. Call Owen, 617-625-2014.

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

THE TACTUS PRESS. Historic percussion
books. Castanets, tambourine manuals avail-
able. Inquire, P. 0. Box 9704, Dept. AR, Austin,
TX 78766-9704.
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YVES ALBERT FEDER HARPSICHORD WORK-
SHOPS. We're currently working on two Tas-
kin-derived French Doubles. If interested,
please visit our workshop and play two of our
"concert circuit veterans." Glad to discuss fin-
ishing options. Also classic Flemish single and
double designs and virginals. Zuckermann/D.
Jacques Way Associate since 1976. YVES AL-
BERT FEDER HARPSICHORDS, Box 640,
Killingworth, CT 06417, 203-663-1811.

TUNE HISTORICAL TEMPERAMENTS with
Widener Engineering Electronic Tuners. Full
range of models specifically designed for his-
torical temperaments. Factory Distributor
Widener Engineering. YVES ALBERT FEDER
HARPSICHORDS, Box 640, Killingworth, CT
06417, 203-663-1811.

CONTINUO Magazine of Old Music, a de-
lightful collection of regular columnists for
Strings, Woodwinds, Recorder, Organ, Perfor-
mance practice, as well as reviews of record-
ings. Included is Marketplace, the mail order
service for recordings and books. Send for a
FREE sample. P.O. Box 327 Hammondsport,
NY 14840, USA, or phone 607-569-2489.

STRINGED INSTRUMENTS by Joe Baker. Viols,
Baroque and modern violins and violas, vielles,
rebecs, student viols. Brochure, price lists, pho-
tos available. Box 332, Monterey, MA 01245,
413-528-9385.

FOR SALE: Harpsichord by Martin Skowro-
neck 1962 after Dulcken, 2 manuals (eb-
ony/ivory), 8'8'4' Lute (nasal), Compass: FF-f"
with double transposition (392/415/440),
Price: 23,000 $US. Harpsichord by Rejean
Poirier 1978 after Moermans, 1 manual
(bone/ebony), 8'4', Compass: BB-f", transpos-
ing (415/440), Price: 8,000 $US. For more in-
formation, contact Rejean Poirier or Margaret
Little at 514-521-9654.

HISTORIC HOME FOR SALE. National Regis-
ter-eligible 18th-century central-chimney farm-
house with original floors, fireplaces, trim. Near
historic Tremont Nail Co. in Wareham, MA.
Zoned commercial for office, crafts, antiques,
retail with comfortable residential quarters.
Near beaches. Call 508-291-0087

FOR SALE: Folkers Rottenburgh Baroque flute,
boxwood, lovely warm sound, excellent into-
nation, A-415; $900. 508-291-0087.

HARPS OF LORIEN offers a large selection of
musical instruments and cassettes for the
whole family: inexpensive but excellent record-
ers, drums, harps, pentatonic instruments, pan-
pipes, Renaissance instruments, and more.
Quantity discounts available. Catalog: 610
North Star Route ARS, Questa, NM 87556.
505-586-1307.
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NEW ISSUES
Bernard Thomas, editor of LONDON PRO MUSIC, has been busy, reprinting
old series and developing new ones, we think you'll enjoy them all!!!
LPM THESAURUS MUSICUS is being reissued in a new improved format which includes two full scores
instead of one. The following are now available:

TM 20 12 Villanella, 1584, Luca Marenzio, 3 instruments or vcices SATB $5.75
TM 37 8 Balletti, G.G. Gastoldi, for 5 instruments or voices SSATB $5.75
TM 51 English Ballad Tunes, 1600 in pclyphonic settings quintet S,S/A8va,ATB $5.75
TM 63 Balletts, 1595 Thomas Morley, selection I for 5 instruments or voices SSATB $5.75

LPM DOLCE EDITIONS

DOL 119 Extraordinary ENCORES, Vol. 1 an. by Piers Adams, real show pieces such as Chopin's Nocturne in Eb to CZARDAS, Monti's
violin masterpiece — lots of fun!!: solo recorder (S,A, 'nino) and piano, upper intermediate to advanced $12.50

LPM DOLCE ENSEMBLE MUSIC — all come complete with score and parts.

DOL 310 Trio Op 83/V, James Hook, Bernard Thomas himself arranged these classical pieces for three altos, upper intermediate. $6.00
DOL 307 BERGAMASCA, G. Frescobaldi, his magnificent arrangement of this well-known dance tune based on the simple ground

G-C-D-G. This transcription follows the original almost literally, 2 sets of parts are provided one up a fourth for SATT (SAAT)
and one at original pitch for SATB, upper intermediate $6.00

DOL 308 Fuga alla breve e staccato, JS Bach, originally for organ, but with its long energetic theme it is a tour de force and transfers well
to recorders, it is fast and lively, with clear articulation quartet SATB (optional great bass part) upper intermediate $6.00

DOL 309 Allabreve, JS Bach, written in a more old fashioned style of the 17th century with expressive harmony, arrangement follows
original closely quartet SATB (optional great bass part) irtermediate $6.00

DOL 302 Toccata, 1626 Giovanni Cavaccio, originally for keyboard but with its frequent suspensions and rich harmonic language seems
most appropriate for winds of strings quartet SATB intermediate $3.75

LPM DOLCE SWEET RHYTHMS — a series of jazz, ragtime, blues, swing, rock, world music

DOL 401 Recorders in Rhythm by Don Bateman Amazing Grace arranged in jazz and rock styles, Danny Boy in waltz and swing, you'll
find rhes2 energizing! For quintet SATTB upper intermediate/advanced $9.50

DOL 403 Solos in Swing, Don Bateman at his best!!! Selections in blues, swing, spiritual, Latin styles and more soprano or tenor and piano
upper intermediate/advanced our students loved this collection! $8.00

DOL 404 Jazzin' Around, Andy Harris, a rag and blues for recoxler ensemble SSAATT, piano and percussion, intermediate level.  $8.50

BOOKS TO READ •Sz PLAY
America' Folk — playable on soprano/tenor or alto (up an octave)

AM86342 The Paul Simon Complete Volume One: 1957-1981 $19.95
AM87466 Bob Dylan - GREATEST HITS $14.95

Historical

0P42480 BACH by Tim Dowley, a biography of one of histories most outstanding composers written for both the general reader and the
specialist   $11.95

217450 Orchesography, 1589 by Thoinot Arbeau, translated by Mary Stewart Evans, this classic treatise remains the most detailed and
valuable document on 16th cen:ury dance and its music. Written in the form of a dialogue in which Arbeau instructs the young
Capriol in the art of "ballroom" dancing, includes such dances as the basse dance, pavan, galliatd and more $8.95

Technique

DK10016 The Art & Technique of PRACTICE by Richard Provost for players of all instruments includes general guidelines, preparation,
technique, memorization, visuaization, note-reading, interpretive practice, problem solving, repertoire maintenance, develop-
ing reading and listening skills  $14.95

ED12270 The Modern Recorder Player Volume 3 by Walter van Hauwe, discusses all the techniques needed in new music such as har-
monics, circular breathing, various articulations, vibratos etc $25.00

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

2067 Broadway, Suite 27, New York, N.Y. 10023 4Ito,
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JtlagnammicTiffributors, Inc. 
P.O. BOX 338, 74 AMENIA UNION ROAD • SHARON, CT

TEL. (203) 364-5431 FAX (203) 364-5168

Now available from your local music dealer:
J. S. BACH: Presto from Brandenberg Concerto No. 4

for recorder quintet

J.S. BACH:Concerto from Cantata 142 "Uns ist em n Kind geboren"
forSpSAATTB

BARBIREAU & BARBINGNANT: 5 Secular Pieces for 3 instruments

Crumhorn Collelction for Crumhorn/Recorder quartet

DALLA CASA & BASSANO: Divisions on Madrigals I for A & continuo

Companion edition to the above

HAUSSMANN: Paduqn & Galliard "Go from my window" & others
for 5 instruments

ISAAC: Five Instrumental Pieces for 4 instruments

JOSQUIN DES Pius: Four Chansons for 5 instruments

MENDELssoHN: Lift Thine Eyes from Elijah for SSA

MOZART: Dona Nobis Pacem from Missa Brevis in D K. 104 for AATB

NEUBERGER: More Ancient Carols for SATB

PHELPS: More Carols for Krummhorns or Recorders for SATB

SENFL: Vivo ego, dicit Dominus for 5 instruments

SIMPSON: Pavans & Galliards from Opusculum (161o)
for 5 instruments

TELEMANN: Duet in G for Soprano Recorder & Violin

VIADANA: Sinfonia "La Bergamasca" for 8 instruments in 2 choirs VIV120

and DOLMETSCH RECORDERS in Pearwood, Boxwood and Rosewood

We are U.S. distributors of

06069

PP59 $5.50

JRI 2 $7.00

EML222

PP56

REPI4

REPI4a

EML 225

ANI3

AN8

PP57

PP6o

LCC7

LCC8

EML224

TM6o

$5.50

$5.75

$12.75

$4.25

$4.25

$8.75

$8.75

$2.00

$2.75

$12.95

$12.95

$4.25

$5.75

PP58 $3.25

$7.75

RECORDERS: Adler, Aura, Coolsma, Dolmetsch, Heinrich, Schneider, and Zen-On.

HISTORICAL WOODWINDS: Renaissance und Barockinstrumentenstudio, Musisca.

HARPSICHORDS: Hannover, Neupert.
RECORDER Music: Anfor, Avondale Press, Berandol, Bosworth, Broken Consort, Cheap Trills,

Dolce Edition, Dovehouse, Early Music Library, Gamut, Hug, Jolly Robin Press, London Pro Musica,
L'Oiseau Lyre, Magnamusic, Marlborough, Muses Gardin, Pan, Pelikan, Polyphonic Publications,

Schott, Sweet Pipes, Tomus, and Zen-On.
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