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Block.Flute.

At the Moeck workshops in the beautiful medieval town of Celle, Germany, exquisitely beautiful
and subtly fragrant ray,. blocks of European maple, Honduran rosewood, Indian ebony, Venezuelan boxwood,
Grenadilla blackwood, olivewood, and pearwood are selected, stored, and aged until they are ready to be
transformed by Moeck's unsurpassed craftsmen into the finest recorders :n the world.

The inherent sound qualities of each wood are the perfect complement to the design of Moeck
recorders including the Rottenburgh series designed by Friedrich von Huene and the Renaissance, Steenber-
gen, Tuju and School models. To the craftsmen and women at Moeck, every recorder is a unique instrument
which evolves organically from the original wood and which does not leave their hands until complete
satisfaction is assured.

Pictured here is Moeck model 439, the alto Rottenburgh made of Honduran rosewood along with the
original blocks of wocd used to produce this beautiful instrument with its unequaled richness of tone.

Moeck Verlag + Instrumentenwerk
Exclusive United States Agent:

European American Music Distributors Corporation
Valley Forge, Pennsylvania



Editor's Note

I don't usually remember my dreams. Last
night, though, I dreamed that I was being
interviewed about the joys of playing the
recorder on New York's WFAN-AM, the
clear-signal all-sports station that is my
personal alternative to classical music pro-
graming. Just how I got there, I don't re-
member, but imagining what it looked like
wasn't hard, since my fIther had managed
a TV station. The studios were under con-
struction (last week, Robert J. Lurtsema
was apclogizing on WGBH-FM about con-
struction noise in the background). Mike
(Francesa) and the 'Mad Dog" (Chris
Russo) were getting ready to go on the
air—presumably it was a slow day in the
sports world—and they decided to inter-
view me about the ins and outs of import-
ing American sports events to Japan.
(Dreams don't have to make perfect sense,
and anyway, I still haven't recovered from
the President's last trip overseas!) Natu-
rally, they asked me about my occupation,
and that opened up a dialogue on classical
music and sports. They were surprised
and pleased to learn that many, many well-
known musicians are sports fans (you can
start with Itzhak Penman, and of course,
the late William Schuman, composer of
Casey at the Bat). I told them that I had
improved my recorder playing in the late
1960's by practicing for 9 or 10 hours at
a stretch in front of the triple-header foot-
ball marathons that began after noon on
the East Coast, switched to a Dallas or
Kansas City game around 4 pm., and fin-
ished with a West Coast feed that didn't
end until 10 at night Distracted by the
football, I could do trills, scales, and fin-
ger-twisters for hours and hours without
wilting. (Bob Marvin once told me that
turning on the TV helped intonation by
providing a kind of sound matrix in the
background—if I understood him right.)
Mike and Chris were incredulous, I
dreamed, and they pressed me on the sub-
ject of the recorder with a string of their
patented run-on questions. WFAN listen-
ers are besieged with commercials for
"Hooked on Phonics," the most funda-
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President's Message

One of my greatest
joys and challenges as
a recorder teacher is a
beginning class of
adults. What a variety
of people with a vari-
ety of musical inter-
ests and backgrounds!
What a variety of in-

struments—from plastics recovered from
childhood classroom experiences to fme
wooden recorders, often gifts from loved
ones. And what a variety of facial expres-
sions—reflecting the eagerness to learn,
the frustration at technical problems, the
feelings of accomplishment, and most of
all, the joy of making music with others.
Each beginning recorder class is actually
like a rebirth of the ARS!
In this month (March is "Music Aware-

ness Month"), the ARS hopes to welcome
many beginning recorder players. Every-
one who joins the ARS on National Play-
the-Recorder Day (March 28) will receive,
courtesy of some of our business mem-
bers, a Zen-On soprano recorder and a
method book (The Sweet Pipes Recorder
Book). New members who are more expe-
rienced players may wish to give their re-
corders and books to friends or to their
chapters to cultivate even more begin-
ners.
For those new to the recorder, and par-

ticularly those new to musical notation, a
recorder and a book, however, are not
enough. These beginning recorder players
will need much help and encouragement
from the ARS, our chapters, and our indi-
vidual members. One does not learn
music from books alone—music is an aural
art. Musical skills must be taught, at least
in part, by imitation and observation in a
teacher-student relationship. Even those
who come to the recorder from modern
woodwind instruments are challenged by
the recorder's seemingly limited tech-
nique, and means of expression. So our
first goal as ARS members and friends of
these newcomers should be to guide them
toward qualified instruction.
Just in time for this influx of new mem-

bers, the ARS Education Committee has
completed the third revision of our Study
Guide for Levels I, II, and HI, with sepa-
rate Handbook, and our new Level II and
newly revised Level III Teacher's Certifica-
tion Program. (For information about
these new publications of our Education

Continued on page 37
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NEA Makes Touring Grant
To Recorder-Harpsichord Duo

Stanislava Svecova, recorder, and Michael
Bahmann, both graduates with master's
degrees from the New England Conserva-
tory of Music, have received a coveted "In-
dividual Project Gran:" from the National
Endowment for the Arts to support costs
associated with the preparation and per-
formance of a series of duo recitals in the
United States in 1992. Ms. Svecova and
Mr. Bahmann have been performing to-
gether as the duo "Toccare" since 1989,
giving concerts in France, Holland, Ger-
many, Czechoslovak.a, and the United
States.
"The programs we are going to present,"
said Bahmann, "will primarily include
17th century Italian music, music by
Bach, and contemporary music. So far, we
are scheduling recitals in New York, Chi-
cago, Boston, and Providence., and we are
looking for additiona: sites."
Stanislava Svecova began her musical

studies at the Charles University in her na-
tive Prague. She recaived the bachelor's

degree with academic honors from NEC in
1985 and master's degree with academic
honors in historical performance in 1990.
In 1987 and 1988, she studied at the
Sweelinck Conservatory, participating in
the master class led by Walter van Hauwe.
She has performed with the Chorea
Bohemica of Prague and the Boston
Opera Company and at the Boston Early
Music Festival and Symphony Space in
New York City.
Michael Bahmann studied piano with
Karl Engel at the Hochschule far Musik in
Hanover before continuing his studies at
the San Francisco Conservatory, where he
began his interest in harpsichord and for-
tepiano. In 1988, as a student of John Gib-
bons, he received his master's degree with
distinction in performance from NEC. He
has performed with Chicago's Music of
the Baroque and the Tempo Barocco En-
semble of Marseilles and at the Radio Fes-
tival France and Le Printemps Musical de
Aix-en-Provence.

Keeping Abreast of
Coming Festivals

^0O

The first performance in the United States
by the Telemann Chamber Orchestra of
Japan has been added to the list of fea-
tured presentations at the Berkeley Festi-
val & Exposition, sponsored by Cal Per-
formances in cooperation with Berkeley's
department of music and the San Fran-
cisco Early Music Society, The Festival
takes place June 7-14, 1993.
Among the concerts presented by

SFEMS is an AIDS-benefit program con-
ducted by Phillip Brett (Bach Cantata 106
and Blow Ode on the Death of Purcell)
and a performance of the Bach cello suites
by Elisabeth LeGuin. Symposia and lec-
ture topics include "Bach in History: His
Significance from the 18th to 20th Cen-
tury," "Bach and the Concept of Perfec-
tion," "The Bach Legacy in the Age of
Technology," and an "Introduction to
Bach's Sacred Music." A special panel ses-
sion on how musicians survived in Bach's
day, and how this relates to today's oppor-
tunities for early musicians, will be co-
sponsored by Early Music America and
the Berkeley Festival. Early Music Amer-
ica will also offer a series of morning
workshops on the practical aspects of pre-
senting and performing early music. ARS
members will be offered a discount to a
program by Eva Legene.

Bruges
The 29th Early Music Festival in Bruges
will take place from July 7 to August 8,
1992. This year's program features the
harpsichord and fortepiano, virtuoso
works for strings, Bach, Spain in the New
World, and Lorenzo "the Magnificent."
Concerts by the Ensemble Caprice Stutt-
gart (including recorder), the New Lon-
don Consort, Ex Tempore, Bartold
Kuijken and Gustav Leonhardt, the
Locatelli Trio, Ensemble La Reverdie, The
Tallis Scholars, and Joshua Rifkin's Bach
Ensemble (with Ann Monoyios). For more

Continued on page 37
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Incredible Recorder
Weekend in NYC

The "Incredible Recorder Weekend" was
sponsored by Amherst Early Music, Inc., to
take advantage of a constellation of re-
corder stars in New York City (Amsterdam
Loeki Stardust and Marion Verbruggen)
during the February 7-9 weekend. It drew
more than 70 participants from nine
states, including Massachusetts, Rhode Is-
land, Pennsylvania, North Carolina, Illi-
nois, and Florida, as well as New York,
New Jersey, and Connecticut.
Festivities started with the Loeki Star-

dust concert at Weill Recital Hall on Fri-
day evening, which most enrollees heard
from the balcony where the sound has a
special presence. The program mostly al-
ternated between early repertoire (Pale-
strina, Bach, Parsons, and Byrd) and mod-
ern works, some written for Loeki (Chiel
Myerling, Frans Geysen, Bart de Kemp,
Paul Leenhouts, Tristan Keuris, and
Ryohei Hirose), and added Pete Rose's
Tall P as an encore.
The next morning, undaunted by the bril-

liance of the previous evening, a soloist
and three ensembles submitted themselves
to the observations of the Loeki Stardust
members in a master class setting. In gen-
eral, those performing received the benefit
of the kind of thinking that goes into
Loeki Stardust interpretations. Pat Peter-
sen and Douglas Young, playing a Tele-
mann duetto, were advised not to let play-
ing together be their only goal. Rather,
said Karel van Steenhoven, it is important
for the parts to act out roles, in this case,
that of ruler and subject. A duet, to him,
becomes a struggle between the first and
second parts, and the leader has to be care-
ful to give the follower a chance every now
and then, so that there is not a rebellion!
In the "Adagio ma non tanto" from the
Bach F Major sonata (original in E Major),

Top, Paul Leenhouts leads the recorder
orchestra in his jazz work. Above left,
Valerie Horst (right) congratulates
Marion Verbruggen after Music Before
1800 concert. Above, the Amsterdam
Loeki Stardust Quartet: from top:
Bertho Driever, Karel van Steenhoven,
Paul Leenhouts, Daniel Briiggen. Left,
Joel Newman begins tour at the
Metropolitan Museum of Art.

4 American Recorder
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Sarah Cantor was encouraged to keep
the "whole story" in mind while playing
the opening phrases.
Often, the Loeki Stardust members

pointec out the dangers of linking dy-
namics and pulse, even in a minuet
movement, where a slur on the first two
notes of each measure was more than
enough to suggest the rhythm, without
any extra emphasis. Tae habit of getting
louder as the music goes up and softer as
it goes down was also discouraged. Gen-
erally, the Loeki Stardust members
opted for the less cbvious interpreta-
tions, as Daniel Briiggen put it: "Reserve
space for the unexpected...the special
guest that might be coming."
After lunch, Paul Leenhouts rehearsed

the participants, assembled as a recorder
orchestra, in a finger-snapping jazz num-
ber composed by him Later, the quartet
unpacked more than 40 instruments and
demonstrated how :hey orchestrated
their highly praised interpretations. A re-
ception and a dinner at the popular
Upper West Side restaurant Bahama
Mama concluded the lay.
On Sunday, participants gathered at

the Metropolitan Museum of Art, where
Joel Newman steered them past many of
the most notable Old Masters that pic-
ture historical instruments, ending up in
the musical instrument display room.
Later that afternoon everyone showed
up at the Corpus Christi Church to hear
Marion Verbruggen and John Gibbons
join in a splendid recital of music from
the 17th and 18th centuries. In Ver-
bruggen's hands (and breath) van Eyck's
Pavane Lachryme was a spell-binding
experience. The second half of the pro-
gram was given over o two Bach trio so-
natas for organ (BWV 525 and 530),
transcribed for recorder and harpsi-
chord. The audience, which included
many of New York's best-known early
music practitioners, let the artists go
only after more, and more, Bach.

Generally, the Loeki Stardust members opted for the less obvious
interpretations, as Daniel Briiggen put it: "Reserve space for the

unexpected... the special guest that might be coming."

AMERICAN RECORDER SOCIETY
CELEBRATES THa Ei1ST

1/016"4'..paytia

Peettn a,
V 47

MARCH 28,1992

What will you be wearing
on March 28?
Those who got their order in early enough will flaunt the
official National Play-the-Recorder Day T-shirt as they
demonstrate the recorder to the general public and encourage
people to take up the instrument and join the American
Recorder Society. Magnamusic, Sweet Pipes, Collins and
Williams Historic Woodwinds, and the Theodore Presser
Company are Corporate Sponsors of National Play-the-
Recorder Day. Raffles and incentive prizes are part of the
promotion. A Zen-On soprano recorder and the Sweet Pipes
Recorder Book go to those who join ARS on March 28.

March 1992 5



A Photo Scrapbook from
Domincan College

•  ̂0}2“00,,,P.:

Instrument Building
At a SFEMS Seminar

Top right, faculty and students at last summer's San
Francisco Early Music Society Instrument Bulling Seminar.
Top left Alec Loretto demonstrating a technique. Above,
Gerry Greer and Joanna Bramel Young measuring and
marking tone-hole positions. Left, student Tim Heatn
using a lathe to smooth the body of a recorder..

6 American Recorder
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THE AULOS 500 SERIES..,
A TRADITION OF EXCELLENCE

rafted with precision and pride, Aulos

presents its 500 Series — the matched set of

professional quality plastic recorders for solo

aril ensemble playing. Offering beautiful Baroque

styling, accurate inzonation, excellent resonance and

evenness of tone throughout the register, these are the

instruments of choice for serious and discriminating

recorder players.

NEW: The Haka 703W Sc9rano and 709W Alto historical recorders!

For price and ordering information, contact

.sweeteipez
INC

23 Scholar Lane • Levittown, N.Y. 11756
Tel: (516) 796-4140 • Fax: 1.516) 735-8678
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A chance discovery of a clay ocarina
leads the author to research a musical world
we can imagine but Never hear.

The Lost World of
Pre-Columbian
Flutes During a visit to Costa Rica two years ago,I happened to stop at the National Mu- quest

seum in San Jose. On the sidewalk in front 

a thousand years before the Spanish con-

Flutes were the chief melody instru-
of the museum, I bought a little clay tou- ments of the American aborigines. (String
can-shaped ocarina that I thought would instruments were unknown before Euro-
make an attractive conversation piece. pean contact) A large number of pre-Co-

by Carolyn Peskin The young man who sold it to me (for the lumbian flutes have been unearthed in
ridiculously low price of $2.500 said his Peru and Mexico. These instruments are
father had made it and modeled it after a of various types depending upon period
pre-Columbian instrument in the mu- and locality. Many are now housed in mu-
seum. seurns, and some of them have been
My ocarina has four symmetrically played and studied by ethnomusicologists.

placed finger holes, two on each side of
the bird's body, and a vent hole under the Peru
tail. By blowing through the tail and coy- A series of Indian civilizations flourished
ering zero, one, two, three, or four finger in Peru beginning with the Chavin culture
holes, I can easily play a pentatonic scale. (1200-400 B.C.) and ending with the Inca
Half-stopping produces additional tones, empire, which fell to Spain in 1532 A.D.
enabling me to play a number of simple By studying museum specimens, ethno-
tunes. musicologists have been able to trace the
Although that little ocarina is currently evolution of Peruvian flutes during that

perched on one of my living room book- long period. Four types have been un-
shelves as part of a lifelong collection of earthed: (1) quenas (notched flutes), (2)
animal figurines, I consider it far more antaras (panpipes), (3) globular flutes (oc-
than just an ornament or a musical toy, arinas), and (4) transverse flutes. Quenas
for it has also stimulated me to learn more and antaras, which are still played in Peru
about pre-Columbian Indian flutes and as folk instruments; were abundant in
flute music. most of the ancient Peruvian cultures. Oc-
Long before the arrival of Christopher arinas and transverse flutes, however, did
Columbus, the hills and val.eys of the New not appear until about 1300 A.D. (Chimu
World were alive with the sounds of and Chancay cultures) and were less pop
music. Archaeologists working in Latin ular than the notched flutes and panpipes.
America have discovered many ancient The quena is an end-blown flute but is
musical instruments as well as vases and not a fipple flute. (Fipple flutes were not
figurines depicting aboriginal musicians. brought into Peru until after the Spanish
Paintings of Indian dancers and instru- conquest) The player directs his breath
mentalists have also been found on tern- against a beveled notch cut into the upper
ple walls and in bark-paper manuscripts, end of the tube. He makes an embouchure
These discoveries indica:e that music by placing his lower lip against the open-
played an important role in indigenous ing of the tube, nearly closing it
American cultures flourishing more than The oldest surviving Peruvian notched

March 1992 9



Flutes from Peru

a . •
Fig la. An ancient bone quena (Chavin culture, C. 400 B.C.).

• • •

Fig. lb. A modern bamboo quena.

Fig. 1c. A Peruvian notched flute of clay from the
Chancay period (1300-1438 A.D.). Photograph courtesy
of the Museum fiir Volkerkunde, Leipzig, Germany.

Fig. 2. Nazca antara. Photograph courtesy of the
Pitt Rivers Museum, Oxford, England.

flutes, found in Chavin burial sites, are
made from llama or pelican leg bones.
They have semicircular notches and three
equally spaced finger holes (see Figure la,
opposite). Surviving quenas from later
pre-Columbian periods are made of bone,
clay, or cane and have up to eight un-
equally spaced finger holes. These instru-
ments are quite similar to modern bam-
boo quenas, except that the latter have
square rather than semicircular notches
(see Figure lb). Clay quenas from the
Chancay culture (1300-1438 A.D.) are
beautifully decorated with white designs
on a black background (see Figure lc).
Panpipes were associated with most of

the ancient Peruvian cultures beginning
with the Paracas culture (400 B.C. to 400
A.D.). Some of the surviving antaras have
a single row of tubes. Others have two
paired rows, the second row having been
added presumably for increased sonority.
(If the tubes in both rows are closed at the
bottom, corresponding tubes sound in
unison. If one row is closed and the other
open, corresponding tubes sound an oc-
tave apart.) Antaras from the earliest cul-
tures usually have six tubes per row. Later
instruments have up to fifteen.
The most skillfully crafted antaras were

the clay instruments of the Nazca culture,
which flourished in southern Peru from
400 to 1000 A.D. Figure 2 shows a twelve-
tube, single-row Nazca antara. Such in-
struments have been used by ethnomusi-
cologists to investigate ancient tuning
systems. The occurrence of semitones and
microtones between adjacent tubes in
some of the Nazca panpipes indicates that
music of that culture was based upon
scales of considerable complexity.
How were ancient Peruvian flutes

played and what kind of music was played
on them? Those questions can be partially
answered for the late Inca period thanks
to chronicles compiled by two 16th-cen-
tury historians, Garcilaso de la Vega and
Felipe Huaman Poma de Ayala, both of
whom had Indian mothers. (The Inca em-
pire was the most powerful empire in pre-
Columbian America. The Incas conquered
territory along the Peruvian coast belong-
ing to tribes that boasted a far older and
more advanced culture than their own.
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Inca civilization reached its peak in the
late 15th century ani continued to flour-
ish up to the time of the Spanish con-
quest.)
According to Po:na de Ayala, Inca

notched flutes were Lsed as "band" instru-
ments and as solo instruments. Large
groups of quena players would gather in
the capital city of Cuzco during major ag-
ricultural festivals, and the wife of Em-
peror Huayno Capac was said to have em-
ployed a band of more than a hundred
quena players and drummers to accom-
pany :rier private dancers. The solo quena
was played both by members of the Inca
nobility and by herdsmen and tillers of the
soil. It was an ideal instrument for playing
love songs, dirges, and pastoral melodies.
According to Garcilaso de la Vega, pan-

pipes of different lengths were played to-
gether as ensemble instruments. Antara
quartets used to perform in the palace of
the Inca emperors, much as recorder or
viol consorts performed in the royal
courts of Renaissance Europe. The four
antara sizes had roughly the same ranges
as soprano, alto, tenor, and baritone
voices. The players did not, however, per-
form -polyphonic music prior to European
contact. Instead, a wide-range mono-
phonic melody would be divided up
among the musicians, who answered one
another antiphonally. (The big quena
bands mentioned in the previous para-
graph may also have played in that man-
ner.)
Quechua-speaking Indians, descendants

of the ancient Incas still inhabit the An-
dean highlands of Peru. These robust
peasant villagers still play the quena and
antara but now also play various kinds of
whistle flutes and transverse flutes.
Quechua music includes song and dance
tunes believed to be rooted in pre-Colonial
tradition. Most Quechua melodies are
based upon the pen :atonic scale without
semitones, usually in a minor mode. Since
ancient Inca flutes Lave been found that
are tuned to that scale, it is believed to be
of pre-Columbian origin.
About Peruvian music dating before the

Inca period we know next to nothing. The
aborigines had no written language or sys-

tem of musical notation. Their tunes were
memorized and passed down from one
generation to another through oral tradi-
tion. Studies involving Nazca antaras indi-
cate that Nazca music was based upon
scales more complex than the Inca pen-
tatonic scale, but we have no further infor-
mation about that music. We cannot re-
construct melodies played by pre-Inca
flutists. Theirs is truly a lost world of flute
music.

Mexico
Pre-Columbian civilizations comparable to
those in Peru also blossomed in southern
Mexico. The most advanced Indian civili-
zation of all was that of the Mayas, whose
Mexican territory included the states of
Campeche, Chiapas, Tabasco, and Yuca-

Long before the arrival
of Christopher
Columbus, the hills and
valleys of the New
World were alive with
the sounds of music.
Archaeologists working
in Latin America have
discovered many
ancient musical
instruments.... Flutes
were the chief melody
instruments...

Further reading...
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No. FE 4539, 1966.
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d'Harcourt, Raoul and Marguerite. La Musique des Incas at ses Survivances.
Paris: Librairie Orientaliste Paul Geuther, 1925.
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Flutes from Mexico

Fig. 3. A Classic Maya ceremonial flute.

Fig. 4a. A Classic Maya "goiter" flute.

IMO
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Fig. 4b. The same seen in cross-section.

Fig. 6. A typical Aztec flute.

tan. The Mayas also exerted a strong influ-
ence on Gulf Coast cultures in the state of
Veracruz.
During their Classic period (c. 250-900
A.D.), the Mayas excelled in the arts and
sciences. They built magnificent temples
and pyramids, created a complex hiero-
glyphic written language, and developed
sophisticated systems of arithmetic and as-
tronomy.
Their musical instruments were sophisti-

cated, too. The inventory of Classic Maya
instruments includes vertical drums made
from hollowed out logs, vase-shaped and
kettle-shaped clay hand drums, tortoise-
shell drums beaten with deer antlers,
gourd rattles, notched-bone raspers, long
wooden conical trumpets, and flutes made
of bone, clay, or cane.
The flutes of Classic Mexico were quite

different from contemporaneous Peruvian
flutes. The notched flute, so abundant in
Peru, was unknown in Mexico, and pan-
pipes were uncommon. The principal
flutes of Classic Mexico were fipple flutes,
and these came in a variety of sizes,
shapes, and ingenious designs.
Figure 3 is a sketch of a ceremonial clay

whistle flute with a plug-type mouthpiece,
which probably antedates the more
streamlined beak type. This flute, dating
from the 7th century A.D., was found in a
tomb on the island of Jaina in Campeche.
It is nine inches long, has six unequally
spaced finger holes, and is said to produce
a complete diatonic scale. This instrument
is now housed in the National Anthropo-
logical Museum in Mexico City.
Figure 4a depicts another flute located

in the same museum. This esoteric instru-
ment is an "oscillating air chamber" flute,
also known as a "pressure" flute or "goi-
ter" flute. Figure 4b shows a side view in
longitudinal cross section. Air blown into
the tube is deflected by two diaphragms
through the goiter-shaped protuberance
on the animal's neck, producing a reedy,
oboe-like timbre. Curious flutes of this
type, dating from the 6th to 8th century
A.D., have been unearthed on the Island
of Jaina and in Tabasco.
The crowning jewels of the Mexican
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Fig. 5. A Classic Maya quadruple flute.
Photograph courtesy of the

Museum of the American Indian,
Heye Foundation, New York, NY

Classic period were the double, triple, and
quadruple clay whistle flutes of the type
found on the island of Jaina and in Vera-
cruz. Figure 5 shows a quadruple flute
dating from about 700 A.D. This instru-
ment is 22 1/2 inches long. It can pro-
duce fifteen different tones and a number
of four-note chords. The longest tube
must have functioned as a drone bass, the
four-hole tubes as melody tubes, and the
two-hole tube as a harmony tube.
A triple flute of the same vintage, un-

earthed in Tenenexpan, Veracruz, and
now housed in the National Anthropolog-
ical Museum is capable of producing the
following sixteen three-note chords:

V;

6 11 66

P̀ 

4E,

0-1

The chords are said to be well in tune,
indicating that the maker of this flute was
familiar with the natural harmonic series.
Such multiple flutes are very significant

from the standpoint of music history, for
they seem to imply that Maya Indians in
Mexico were playing polyphonic music
two hundred years before the develop-
ment of polyphony :n Europe. All pre-Co-
lumbian Indian music was previously
thought to be monophonic.
For reasons still not fully understood,

the Mayas abandoned their cities one by
one during the 9th century, marking the
end of the Classic period. Science and
learning subsequently declined, and the
art of fine flute making was irretrievably
lost
The most advanced civilization of post-

Classic Mexico was that of the Aztecs, who
flourished in the Central Valley during the
13th and 14th centuries and had spread
through much of southern Mexico by the
time of the Spanish conquest in 1521.
Music and dance played an important role
in the lives of the fanatically religious Az-

tecs, but drums and other percussion in-
struments precominated over melody in-
struments. The typical Aztec flute was a
four-hole fipple :lute with an unusually
long windway and a flower-shaped bell, as
shown in Figure 6. Surviving flutes of this
type produce van ous five-tone scales, and
a higher register can be obtained from
some of them by overblo wing. These in-
struments are mediocre in comparison
with the remarkable f utes of the Classic
period.
Readers neec to be warned that any de-

scriptions of 'scales" with reference to
pre-Columbian flutes s'iould be taken with
a grain of salt for we do not know how
the instruments were fingered. Were the
holes uncovered in sequence, or were
other fingering patterns used? Were addi-
tional tones produced by half-stopping?
Modern researcLers tend to finger and
blow ancient irstrumeats in such a way as
to obtain "wet: tuned' scales based upon
the natural harmonic series, but pre-Co-
lumbian Indian musicians might have fin-
gered the sarre instruments in different
ways and usec different breath pressure,
yielding untetnpered scales. (Sixteenth-
century Span sL missionaries reported
that Aztec flutes sounde:l out of tune.)
Panpipes are be only -flutes that yield un-
ambiguous pi-cLes. Studies with Nazca
panpipes indicate tha: scales in that cul-
ture were quite different from modern dia-
tonic and chromatic scales and did, in-
deed, involve nic rotonal relationships.)
My little ocarina has ntroduced me to an

intriguing world of ancient flute music.
Can any of that lost music 'oe retrieved? In
recent years, eoigraphers nave made great
strides in deciphering Lie Maya hiero-
glyphic alphabet Perhaps, someone some-
day will discover a f -agment of a Maya
song or dance tuie, pcssibly in the form of
a flute tablature, among the arcane in-
scriptions carved or stone-slab monu-

ments and temple lintels or written on the
pages of surviving Classic Mava manu-
scripts. In the meantime, we can only imag-
ine what melodies those ancient flutists
played and take comfort in the words of
John Keats: "Heard melodies ere sweet,
but those unheard are sweeter."

The author, an active member of the
Cleveland Chapter oft! e ARS and edkor
of its Continuo qewslefter, received Fer
master's degree in muec history and Lie-
ory from Cleveland State in 1985.

On the next page are printed three
monophonic Quechua melodies
adapted for recorder by Carolyn
Peskin. Quechua Indians,
descendants of the ancient In.ms,
inhabit isolated mourtain regions of
Peru and neighboring countKes. No.
1, "Llanto" is a dirge—"llanto" is
Spanish for "weeping." A slig.itly
different versicn was published in
Lima as 'Funeral Music for
Atahualpa"; he was the Inca emperor
captured and ransomed for a room
full of gold by Pizarro in 1532 (then
Pizarro executed him anywab!). The
huayno Ls a lively pre-Colonial
dance; tne triste is a flower melody
played on the quena. No. 2,
"Huayno-Triste" is a hybrid,
combining elements of both. No. 3,
"Baile" is a ceremontal dance,
played auring a Quechua
agricultural festival i-i July. The
author hopes that recders wir find
them subble to include, along with
Spanish Renaissance pieces, 9n
Columbus quincentenary programs.
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Three Quechua Indian melodies from the Peruvian Andes
Arranged by Carolyn Peskin
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The indicated drumbeat pattern should be played on a tabor or other small hand drum.
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THE RECORDER IN PRINT: 1989-90
WHAT'S BEEN WRITTEN ABOUT THE RECORDER
IN OTHER PUBLICATIONS AROUND THE WORLD

This report, the third in a series, covers
books and articles published in the last
two years that advarce our knowledge of
the recorder, its makers and players, its
performance practice and technique, its
repertory, and its depiction in works of art
in the past or present. To save space, most
articles about modern players and makers
have been omitted, as have articles that
appeared in American Recorder. A few
previously unreported items from earlier
years are also included. The author asks if
readers could let him know (c/o Ameri-
can Recorder) of significant items he may
have overlooked.
An accompanying box gives abbrevia-

tions used in referring to publications, as
well as addresses fpr publications that
readers may want to reach directly. For
items that readers can probably obtain
through lbraries (either in person at a
large music library or from their local li-
brary via interlibrary loan), text references
are given or completed in square brackets.

Repertory - Old and New
Van Eyck's Psalm Tunes, French
Baroque opera, the Marcello brothers,
fiauti d'echo, Hande!, Vivaldi,
Telemann, Mozart, cnd several moderns

In Tibia Thiemo Wind presents a com-
prehensive "history, analysis, and inter-
pretation" of the psalm variations in Jakob
van Eyck's well-known collection Der
fluyten lusthof (1646-49), discussing such
topics as finding mistakes in the original
text, adding missing accidentals, the
tempo relationships between the psalms
and their variations, and the three types of
variations (theme and variations without
rests; theme with rests, variations without
rests; theme and variations with rests).
["Die Psalm-Variationen Jacob van Eycks,
Geschichte, Analyse, Interpretation,"
Tibia 15 no. 1(1990;: 22-32]
Edmond Lemaitre summarizes the use

of the recorder in French opera after the
death of Lully. The szores mostly use the

The author, a music librarian at Indiana
University, writes about woodwind instru-
ments, their history, repertory, and per-
formance practices. He is collaborating
on a forthcoming book about writings on
the recorder in the 20th century.

vague term "flate[s]" and have parts in the
range g' to c", which fits both the alto
recorder and the transverse flute. Some-
times the terms "flute d'Allemagne," "flute
allemande," or "flate-traversiere" distin-
guish the transverse flute; only rarely is
the recorder indicated by the terms "flute
bec" or "flilte douce." Lemaitre goes on

to discuss which sizes of recorder were in-
tended. Like the violin family, recorders
carried the vocal designations "dessus,"
"hautecontre," "taille," "quinte," and
"basse." He argues that these should be
equated with the sopranino, soprano, alto,
tenor, and bass (or great bass) recorders,
respectively. The sopranino was some-
times also called "petite dessus de flfite"
or "petite flute." Lemaitre whets one's ap-
petite to see the scores he mentions by
Bourgeois, Campra, Charpentier, Colasse,
and Destouches. ["L'Orchestre dans le
Theatre Lyrique Francais chez les con-
tinuateurs de Lully 1687-1715," "Recher-
ches" sur la musique francaise dassique
26 (1988-1990): 83-131]
Eleanor Selfridge-Field has just pub-

lished a useful thematic catalog of the
works of the Marcello brothers, Al-
essandro and Benedetto, both of whom
wrote for the recorder. Curiously, for the
catalog numbers she chose the prefixes A,
B, C, D, E, and Z, which could easily be
confused with the customary initials of a
cataloger's name (as in H for Hoboken on
Haydn, K for Kochel on Mozart, and D for
Deutsch on Schubert). Alessandro's
unique "Concerto di flauti"—a four-voice
work scored for two soprano recorders
doubling muted violins, two alto recorders
doubling muted viola, two tenor recorders
doubling muted viola, and bass recorder
doubling violoncello—now bears the num-
ber D945. Benedetto's twelve sonatas for
alto recorder and continuo, first published
by Sala in Venice in 1712 and reissued by
Roger in Amsterdam around 1715, be-
come numbers C759-760, C762-768,
C771-772, and C774-775, rather than
Opus 2, Nos. 6, 9, 2, 8, 4, 1, Ciaccona
(which follows 12), 12, 5, 3, 11, 10, and 7.
The missing numbers in this sequence be-
long to Z761, a doubtful sonata from a Ve-
netian manuscript, and C769, C770, and
C773, three doubtful sonatas for "flauto"
(title page) or "flautino" (recorder part)

BY DAVID LASOCKI

from a manuscript in Herdringen. (As the
prefix Z stands for "spurious" composi-
tions, should not Selfridge-Field have
used C for 761, or perhaps Z for all four
of these works?) There is a typographical
error in the description of the Ciaccona in
F major, "which is identified as a separate
piece in the original print [and] was appar-
ently intended to be the final one of C763
[in D minor]." The intended work is C767
(Sonata No. 12), which is indeed in F
major but ends with a slow movement in
D minor. Selfridge-Field errs in saying
that Benedetto's sonatas 'constituted the
earliest published set of works expressly
for recorder." Perhaps she meant in Italy?
The catalog cites some, but not all, mod-
ern editions (e.g., the first edition of
Alessandro's concerto [ed. D. Lasocki,
London: Nova Music, 1980] is absent).
[The Music of Benedetto and Alessandro
Marcello: A Thematic Catalogue with
Commentary on the Composers, Reper-
tory, and Sources (Oxford: Clarendon
Press, 1990)]
In The Recorder, the journal of Aus-

tralia's Victorian Recorder Guild, John
Martin, Fred Morgan, and Malcolm Tatter-
sall tackle the perennial question of what
J.S. Bach meant by the designation fiauti
d'eclio in his Fourth Brandenburg Con-
certo. To my mind, the most interesting
part of their debate is Martin's suggestion
that the "echo flute" played by the French
expatriate recorder player James Paisible
in England in the early 18th century
might have consisted of two recorders,
one loud and one soft, fastened together.
The London woodwind maker Samuel
Drumbleby showed the famous diarist
Samuel Pepys how to do this trick with
flageolets in 1668. Nevertheless, any con-
nections between Drumbleby and Paisi-
ble, and between Paisible and Bach, are
only conjectural. [John Martin, "Echoes
from the Past," The Recorder 9 (February
1989): 13; Fred Morgan, John Martin, and
Malcolm Tattersall, "Echoes Resounding,"
10 (December 1989): 19-24]
Echo flutes are mentioned in passing in
Ernst Kubitschek's revealing survey of
the use of the recorder and flute at the
Viennese court in the late 17th and early
18th centuries. He reports that Giovanni
Bononcini, an Italian composer working
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An example from an article about Handel's borrowings, by John H. Roberts

Fig. 1: Keiser, Arsinoe (Minerva), "Fonte, che stilli," bars 14
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Fig. 2: Handel, Acis and Galatea, "Heart, the seat of soft delight," bars 1-4
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in Vienna, called for "2 Flauti" and "2
Flauti Eco" in an aria in his onera /lore
delle eroine (1704). "While both [sets of]
Flauti are used with the singer, the Flauti
Eco always imitate the phrase endings of
the normal recorders. The identical range
(a2-d3, notated in treble clef) allows one to
think that all the recorders are the same
type of instrument and that the designa-
tion Flauti Eco is to be understood also as
a manner of use. This designation in the
score can possibly even be imagined as a
separate location, perhaps on stage [as op-
posed to in the orchestra pit]." ["Block
und Querflote im Umkreis von Johann Jo-
seph Fux—Versuch einer Ubersicht," in Jo-
hann Joseph Fux und die barocke
Bliisertradition: Kongressbericht Graz
1985, ed. Bernhard Habla (Tutzing: Hans
Schneider, 1987), 99-119]

In a recent book on the instrumentation
of Handel's operas, Dirk Moller surveys
his use of the recorder. He rightly points
out that for Handel the recorder was not
a standard orchestral instrument but one
produced for certain affections and for
pastoral and slumber scenes. Sometimes
the orchestration is unusual: recorders
are mixed with pizzicato or muted strings,
with transverse flutes, and with oboes.
Möller assumes that by "flauto piccolo"
Handel always meant the flageolet, al-
though the evidence suggests that the in-
strument could just as easily have been a
sopranino recorder. He argues that the
"basso de[i] flauti" in Giustino are in fact
bass recorders, not bassoons as has some-
times been suggested. [Besetzung und In-
strumentation in den Opern Georg
Friedrich Heindels (Frankfurt-am-Main:

Peter Lang, 1989), 44-50]
In recent years, John H. Roberts has

been stimulating heated debate among
Handel scholars by his numerous discov-
eries of works from which the composer
"borrowed." (For more on this subject,
see the article "Learning to Ornament
Handel's Sonatas Through the
Composer's Ears" by David Lasocki and
Eva Legene in the February 1989 Ameri-
can Recorder.) In his latest article in the
1990 Heindel-Jahrbuch, Roberts shows
that the air "Heart, the seat of soft de-
lights"—as he puts it, "the crowning glory"
of the masque Acis and Galatea (1718)
and of course containing one of the finest
recorder obbligatos ever written—is based
in part on an aria from Reinhard Keiser's
opera Arsinoe (1710) that had probably
made its first appearance in Keiser's lost
opera Minerva (1703). The texts of both
arias concern the beauty of fountains. Yet
Roberts shows how, formally and expres-
sively, Handel transforms Keiser's mate-
rial: "What had been in Minerva and
Arsinoe a charming evocation of a
fountain's 'limpid silver' became in Acis a
moment of supreme tenderness, at once
amorous and elegiac. With powers
scarcely less miraculous than Galatea's,
Handel invested Keiser's phrases with a
sublimity undreamt of by their original
creator." ["Keiser and Handel at the Ham-
burg Opera," Handel-Jahrbuch 36 (1990):
63-87] [Figures 1 and 2]
New evidence continues to be brought

forward on the question of which works
Antonio Vivaldi originally, or subse-
quently, intended for the flute rather than
the recorder. Jean-Pierre Demoulin begins
by noting, "It is known that the [flute] was
introduced to Venice only around 1725-
28," that the first flute teacher at the Pieta
was installed only in 1728, and that the
celebrated flutist Johann Joachim Quantz
met Vivaldi in Venice around 1726, in
which year the composer's first dated flute
piece was written, the C minor aria "Sol
da te mio dolce amore" from the opera Or-
lando Furioso. He goes on to ask the
question whether "the mature works com-
posed after 1725 and designated by the
word 'flauto' are not destined for the
flute." These works include the C minor
concerto (RV 441)—which Demoulin dates
ca. 1728 because of what he alleges to be
its resemblance both to the Orlando
Furioso aria and to the violin concerto in
C minor, Opus 11, No. 5 (RV 202)—the A
minor sonata for "flauto," bassoon, and
continuo (RV 86), and the group concerto
in C major of 1740 (RV 558). He cites two
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further pieces of evidence. First, Vivaldi or
his copyists sometimes wrote "flauto
traversier" on a first flute part or title
page, but merely "flauto" on the second
part or second movement, when clearly
the same instrument was intended. Sec-
ond, some of Vivaldi's works "necessitat-
ing the soft sonority of the flauto dolce
employ a much lighter accompaniment:
two violins soli or mt.ted violins (RV 108,
RV 87, RV 442, the aria "Ombre care"
from Juditha, first aria of the Salve Re-
gina RV 616)." ["A propos de Vivaldi,
quelques reflexions sur l'interpretation
actuelle de la music ue ancienne et ba-
roque," in Nuovi studi vivaldiani: edi-
zione e cronologica critica delle opere,
ed. Antonio Fanna Si Giovanni Morelli
(Florence: Leo S. Olschki, 1988), 703-11]
Demoulin's argument has many holes in

it. To start with, he apparently ignores
that Vivaldi wrote many works for places
other than Venice, :nost relevantly the
Dresden court orchestral and chamber en-
semble and Cardinal Pietro Ottoboni's or-
chestra in Rome, both of which had fine
flute (and recorder) players. Thus Vivaldi
almost certainly wrote flute pieces before
1725-28. Second, the C minor "flauto"
concerto—probably be most technically
difficult work of the Baroque era for the
recorder—would strike fear into the heart
of any Baroque flutist, on whose instru-
ment it would make even greater techni-
cal demands. Moremer, the range of the
solo part in the concerto is g' to r", good
for the alto recorder, but too high for the
flute (on which f" is a poor note). The
range in the aria is d' to eb", which would
fit the flute perfectly. The range of the
"flauto" part in the trio sonata with bas-
soon is f' to f", perfect for recorder.
Third, the recorder pieces that he cites as
having a reduced accompaniment are a
mixed bag. RV 87 and RV 108 are both
chamber concertos, in which a small
group of solo instruments make their own
ritornellos and share in the episodes. Cer-
tain other chamber concertos are clearly
marked for flute (including RV 104, which
is scored for "flauto tra:", 2 violins, bas-
soon, and continuo). In RV 442, the con-
certo in G major from which Op. 10, No. 5,
was arranged, the accompaniment is not
for solo violins but Violins I and II. More-
over, the flute could also be accompanied
by muted strings, as witness the very aria
from Orlando Furioso that he cites. Thus,
the "dolce" argument also fails to hold up.
We can conclude, therefore, that recorder
players can hang on to RV 86 and RV 441.
One Vivaldi puzzle that we thought was

solved turns out to have a different solu-
tion. In my review of writings about the
recorder published during 1985-86 (Am-
erican Recorder, November 1987), I men-
tioned that the six sonatas for musette,
vielle, flute (recorder), oboe, or violin with
basso continuo, Ii pastor lido, published
in Paris as Vivaldi's Opus 13 (1737), seem
to have been composed by their publisher,
Jean-Noel Marchand, a local "maitre de
musique," partly using themes by Vivaldi
and other composers. Philippe Lescat,
however, has now turned up, in a Paris
archive, a notarized declaration by Mar-
chand that it was in fact the musette
player Nicolas Chedeville who composed
the work in 1736-37; then, "wanting to
publish this work, and having particular
reasons why it should not appear under
his name," Chedeville persuaded Mar-
chand to obtain the necessary publication
privilege and gave him money for both
that and the engraving costs (see Figure
3). Curiously, Chedeville obtained his own
privilege two years later entitling him to
issue musette and vielle transcriptions of
all Vivaldi's published works. Lescat has
promised to return to the obvious ques-
tions: why Chedeville attributed II pastor
fido to Vivaldi and why he wanted Mar-
chand to publish it. ["II Pastor Fido', une
oeuvre de Nicolas Chedeville," In-
formazioni e studi Vivaldiani 11(1990):
510; see also Peter Ryom's preface, "An
Authentic Case of Falsification," for the
new facsimile of Ii pastor
fido published by C.D.
Facsimiles, Le Vaud, Swit-
zerland]
Heino Schwarting, a pro-

fessor of harpsichord and
music theory in Freiburg,
takes a close look in Tibia
at the two modern recon-
structions of the lost basso
continuo part to Tele-
mann's Sonatinen for re-
corder and continuo in A
minor and C minor. After
criticizing both versions—
by Claus E. Maynf rank and
Winfried Michel—on har-
monic grounds, he con-
cludes that the optimum
bass has not yet been
found. Perhaps a third edi-
tor or team of editors will
come forward to produce a
more authentic version. In
the meantime, both editors
are to be thanked for giv-
ing life and currency to the

Sonatinen. ["Zwei Altflotenstimmen such-
en ihren verlorenen Bass—haben sie ihn
gefunden? Zu zwei Rekonstruktionen
eines Basso continuo fur zwei Sonaten
Telemanns," Tibia 14, no. 2 (1989): 412-
18; see also the letter by Maynfrank in 15,
no. 3 (1990): 253-54]
It is now well known that the recorder

survived to the end of the 18th century, so
we might reasonably suppose that at least
some of the flauto piccolo parts in Classi-
cal works were written for soprano or
sopranino recorders. Yet there also ex-
isted various sizes of flageolets, and the
true piccolo—a small flute in d"— is heard
of as early as ca. 1739 (Michel Corrette's
flute method), so researchers need to dis-
play caution. Unfortunately, in his article
"Mozart and the Recorder" (RM, Decem-
ber 1990), Edgar Hunt throws caution to
the winds, declaring quite erroneously
that "the transverse piccolo seems not to
have been used in the orchestra until the
time of Beethoven" and claiming virtually
all Mozart's flauto piccolo parts for the re-
corder. The approach of Lenz Meierott in
his important study of the small sizes of
the flute family was far more realistic. He
quotes Mozart himself notating on the
score of his 6 German Dances (KV 509),
written for Prague: "N.B. As I don't know

Fig. 3: The first page of Jean-Noel
Marchand's declaration that Nicholas
Chedeville composed II pastor fido.
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what kind of flauto piccolo is here [i.e., in
Prague], I've set [the part] in its natural
key; it can always be transposed." Clearly,
different instruments were played in dif-
ferent places. On the basis of key and
range, Meierott concluded that most of
Mozart's parts were written for piccolo,
some for flageolet, and only a few perhaps
for recorder. [Die geschichtliche En-
twicklung der kleinen Flotentypen und
ihre Verwendung in der Musik des 1Z
und 18. Jahrhunderts (Tutzing: Hans
Schneider, 1974), especially 246-49, 252-
55]
Turning to the 20th century, the English

recorder player Alan Davis describes in
Recorder and Music Magazine (June
1989) some recorder works that he com-
missioned: John Casken's Thymehaze,
Colin Hand's Aubade and Dancing Day,
John Joubert's The Hour Hand, Edwin
Roxburgh's Constellations, Cohn Touch-
in's Antiphonia, and Philip Wilby's
Nightes Blacke Bird and Breakdance. Of
particular interest is Breakdance, "a solo
recorder piece based on the characters,
both musical and personal, of some of the
great stylists of jazz saxophone play-
ing....The musical language...is eclectic,
combining the blues-based jazz-rock style
of the 70s with the gradual thematic trans-
formations of the Minimalist school."
Other sections imitate the paying of Ben
Webster and Ornette Coleman, "and as
the work moves to its climax, references
to Fred Astaire and Artie Shaw invoke the
exuberance of the Swing Era."
A young French composer, Patrice
Challulau, won a second prize in the com-
position competition lcare 88 at Le
Bourget for a recorder quartet entitled
"La otra macumba." In an interview with
Jean-Joel Duhot, Challulau reports that he
had already written for recorder—an un-
published solo, in homage to van Eyck. To
prepare himself for writing a quartet, he
bought himself four recorders and ex-
plored their properties. The piece was in-
fluenced by the book Macumba by Serge
Bramly and the ritual quality of Pierre
Boulez' composition Repons. [FBIA 28
(July 1989): 46]

Performance Practice and Technique
Bach a la Briiggen, When is a Slur?

Surprisingly few authors have attempted
to discuss the interpretation of recorder
compositions in the light of their musical
structure. Sylvie Dolmergue is therefore
to be applauded for taking on such a task
for a movement from one of J.S. Bach's

solo violin partitas, the allemande from
the Partita No. 2 in D major (BWV 1004),
edited by Frans Brtiggen, especially as
this movement presents the additional dif-
ficulty of how the recorder should deal
with the transcription of a string original
containing some polyphony and a wide
melodic range. Briefly, but helpfully, she
covers rubato, breathing, form, harmonic
structure, how to give the impression of
harmony, melodic line, and rhythm.
("Jouer les partitas de Bach a la flute a
bee: Essai autour de l'allemande de la par-
tita no. 2 en re mineur," Crescendo 33
[recte 34] (September-October 1990): 24-
30]

In The Recorder, Malcolm Tattersall
asks the pertinent question "When is a
Slur not a Slur?" The basic answer, of
course, is when it's a tie or a phrasing
mark. He gives guidance on how to tell a
true slur from a phrasing mark, as well as
which slurs can be ignored. [The Re-
corder 11 (June 1990): 1316]

Modern Recorder Makers,
Making, and Design
The von Huenes, Tuning a Recorder,
Contact-Free Measuring, Scaling Up
and Down, Boudreau, Woods and
Plastic, Makers of Switzerland

The February 1989 Continuo features
an interview with Ingeborg von Huene,
the wife of Friedrich, the famous recorder
and flute maker. She discusses their life
and work, including the role that she and
her children have played in the family
business. The August 1989 issue reports
that Friedrich has created an unusual
quartet of Baroque-style recorders (at A =
415 Hz) for the Amsterdam Loeki Star-
dust Quartet. They consist of an alto in g',
a tenor in c', a basset in g, and a bass in c.
The intention was "to approximate the
sound and to adopt the repertoire of a
string quartet." As the article points out,
"A regular recorder quartet (SATB),
sounding at 4' pitch in organ terminology,
is an octave too high." The new grouping,
however, "is pitched an augmented fourth
lower, much closer to 8' pitch."

In The Recorder Magazine (the succes-
sor to Recorder and Music Magazine
now edited by Eve O'Kelly), Alec Loretto
briefly introduces nine means of tuning a
recorder: (1) making the instrument
longer, (2) making it shorter, (3) modify-
ing the bore, (4) drilling small holes in the
head, (5) raising the height of the walls,
(6) changing the angles of the walls, (7)
moving holes, (8) undercutting holes, and

(9) changing the visible shape of holes. He
goes on to discuss the ramifications of
modifying the holes, emphasizing that all
such modifications have multiple results.
A sample chart shows which holes have
great, moderate, and little effect on partic-
ular fingerings. [RM, March and June
1990] Loretto's article complements Ed-
ward L. Kottick's book Tone and Intona-
tion on the Recorder (New York: Mc-
Ginnis & Marx, 1974). In the next issue of
The Recorder Magazine (September
1990), Loretto presents "A New Angle on
Finger Holes"—a brief explanation of why
fingerholes may be drilled at an angle: (1)
to place the holes in more convenient po-
sitions for the hands, (2) to avoid drilling
into a socket, and (3) to influence the
instrument's tuning.
I n FoMRHI Quarterly, Bernhard

Schultze describes his invention, "A Con-
tact-Free Woodwind Bore Measurement
Tool," which has the desirable result of
measuring the bore of early instruments
without the chance of damaging them.
Toon Moonen points out that surviving
examples of early woodwind instruments
are not always made to a convenient stan-
dard modern pitch (such as "modern
French Baroque," 392 Hz; "modern Ba-
roque," 415 Hz; "modern Classical," 430
Hz; or "modern Renaissance," 466 Hz).
Copies of them must therefore be scaled
up or down, accordingly, although makers
"do not publicize" the fact. In Tibia he
sets out a method for working out the
scaling factors, based on the principles of
organ building. [Bernhard Schultze, "A
Contact-Free Woodwind Bore Measure-
ment Tool," FoMRHI Quarterly 59 (April
1990): 2627; Toon Moonen, "Das Um-
rechnen von Holzblasinstrumenten,"
Tibia 15, no. 1(1989): 347491 One mod-
ern maker who does own up to scaling
and its consequences is the Canadian
Jean-hue Boudreau, as reported in his in-
terview with Douglas Kirk in the April
1990 Continuo. Boudreau no longer
tries to produce "authentic copies" of
original instruments, but rather recorders
that will suit the demands of modern play-
ers for register balance, reliability, and "a
certain resistance" in the blowing.
Peter Kuhweide has contributed two ar-

ticles to Das Musikinstrument on the
properties of two kinds of wood: box-
wood, the classic wood for recorders in
the Baroque era, and cedar, nowadays
used extensively for recorder blocks.
["Cedernholz far den Flotenblock," Das
Musikinstrument 39, no. 11 (November
1990): 22-23; "Une precision accrue: he
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buis et les 'bois de buis," Das Musik-
instrument 39, no. 11 (November 1990):
8990] As for modern materials, Theo
Wyatt has published 'Which Recorder? A
Consumer's Guide to Recent Plastic In-
struments" (RMM, December 1989), an
updated version of an article that ap-
peared in the June 1983 American Re-
corder. Using a mechanical blowing de-
vice that incremental y increases the wind
pressure as the scale rises, he judges each
model by its tone and intonation, showing
each note on a bar graph as a percentage
flatter or sharper than the tempered pitch.
The recorder makers of Switzerland are

briefly surveyed by Annemarie Geissman
in Tibia. After paying homage to the Ba-
roque makers Christian and Jeremias
Schegel (see my review in the November
1987 American Recorder), she notes the
modern firms of Kiing, Huber, and Fehr,
and the "private" makers Santi Occorso,
Olivier Delessert, Andreas Schwob, Ernst
Meyer, Andreas Schoni, and Dieter Graf.
Her finishing statement that "one must
not forget that there exists no literature
on recorder making" is of course exagger-
ated. ["Der Blockflotenbau in der
Schweiz," Tibia 15, to. 1 (1990): 43-441

Historical Makers and Instruments
The Bassanos, a "van Eyck" recorder?,
La Couture Boussey, Recorders in c",
the Mathematics of Baroque Recorders,
the Wijnes, Heitz, Recorders in
Nuremberg, and Townsend

In my last review I reported a flurry of
activity surrounding the instrument mak-
ing of the Bassano family, who flourished
in Venice and Londm in the 16th and
17th centuries. My own theory that the
"rabbit's feet" mark found on 121 surviv-
ing woodwind instruments could have be-
longed to this family has found some ac-
ceptance among researchers. Douglas
Kirk has made a study of the cornetti with
this mark, taking into consideration "the
present location of the instruments, their
collection or locale of origin, and anything
known about their Lse or original own-
ers." His preliminary conclusions are that
instruments with the single mark (!!) were
made by the oldest known member of the
family, Jeronimo I (d. 1545?), those with
the double mark (!! !!) by his Venetian de-
scendants, and those with the triple mark
(!! !! !:) by his English descendants. We
look forward to seeing the arguments that
led to these conclusions. Certainly the sin-
gle mark seems to be about the right age,
as it is found on recorders in Verona that

had been acquired by 1544. ["Cornetti
and Renaissance Pitch Standards in Italy
and Germany," Journal de musique an-
cienne 10, no. 4 (Summer 1989): 16-22]
Irmgard and Aksel Mathiesen are inter-

viewed in Flute a bec & instruments an-
ciens by Jean-Joel Duhot about their dis-
covery of a "van Eyck recorder" in a
Danish castle in 1985. [FBIA 27 (March
1989): 9-11] Judging by the style of the
case of this small ivory recorder, the in-
strument dates from 1630-1650. Accord-
ing to Aksel Mathiesen, it plays with the
fingerings from the recorder methods that
accompanied Eyck's Der truyten lusthol
So far so good, but then come two prob-
lems. First, when Duhot comments, "It is
therefore just the type of recorder which
van Eyck used and for which he wrote,"
Mathiesen replies, "Absolutely." Yet, as
Ruth van Baak Griffioen points out in an
unpublished dissertation, "It is convenient
to speak of 'van Eyck fingerings' and of a
'van Eyck recorder,' but we must remem-
ber that the [methods] in question are sep-
arate publications, found in some but not
all copies of van Eyck's music, written by
others [i.e., the collection's publisher Pau-

Continued on page 38

Sources and Where to Find Them
Concerto. Six issues yearly. Postfach 420 157, D5000 Köln, Germany.

Continuo: The Magazine of Old Music. Six issues yearly. Box 327,
Hammondsport, NY 14840.

Crescendo, formerly Fliite a bec SE instruments anciens [FBIA]. (Approximately)
six issues yearly. 17 rue Pascal, F75005 Paris, France.

Early Music [EM]. Oxford University Press, Pinkhill House, Southfield Road,
Eynsham 0X8 1JJ, England.

FoMRHI Quarterly [FoMRHIQ]. Quarterly. Fellowship of Makers and
Researchers of Historical Instruments, Jeremy Montagu, Hon. Secretary, c/o
Faculty of Music, St Aldate's, Oxford OX1 :DB, England.

Journal de musique ancienne. Quarterly. 3575, boulevard Saint Laurent, bureau
422, Montreal H2X 2T7, Canada.

The Recorder: Journal of the Victorian Recorder Guild. Approximately twice
yearly. Subscriptions Manager, Victorian Recorder Guild Inc., 27 Manica Street,
West Brunswick, VIC 3055, Australia.

Recorder Magazine, formerly Recorder and Music Magazine [RM, RMM].
Quarterly. Maganamusic Distributors, Inc., Route 41, Sharon, CT 06069.

Tibia. Quarterly. Hermann Moeck Verlag, Postfach 143, D3100 Celle 1, Germany.
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CHARTING YOUR COURSE
THROUGH THE 1992 SUMMER
RECORDER WORKSHOPS
This year's feature on summer workshops is altogether new. No longer is the American Recorder
Society "endorsing" workshops. Listed workshops are "Workshop Members" of the Society, and the
qualifications include having a faculty of at least three recorder teachers. Summer workshops are
more than an enjoyable way to improve your playing skills. They are truly one of the best reasons for
playing the recorder—your instrument becomes your passport to a wonderfully stimulating vacation!

AMHERST EARLY MUSIC FESTIVAL

Amherst College, Amherst, MA
August 9-16 and 16-23
The Amherst Early Music Festival is the largest
workshop in the Western Hemisphere and a great
place for a recorder player! Participants gather
from 35 states and 10 foreign countries to play
together, hear faculty and student performances
and lectures, and study with terrific teachers.
Classes are truly for all levels except absolute
beginner—we have doubtful new intermediates,
ambitious pre-professionals, teachers, Sunday re-
creational players, accomplished and dedicated
amateurs. Some take classes all day, then go to
lectures, concerts, country dancing, then stay up ,
half the night playing informally; others take two
classes, spend the rest of the day at the pond, and
retire early. This year's historical focus is Music of
the Mediterranean Countries, with a sub-focus on
Ensemble Music in 1492. There are also full pro-
grams in viol, voice, loud winds, and harp. About
creature comforts: the food is really good. We have
our own private dining room and picnic tables
under the oaks (one year we had 23 straight meals
outdoors!). Rooms are single unless you requests
double. Please join us! If you've got questions, we
will be really glad to talk to you; just call Valerie
Horst or Dana Haviland at the number below.
Contact Amherst Early Music Festival, 65 West

95th St, #1A, New York, NY 10025; 212-222-3351.

CANTO ANTIGUO

Thacher School, Ojai, California
August 9-15
Canto Antiguo's twenty-third annual workshop
will present "Gems from the Age of Discovery,"
music of the 15th and 16th centuries. The work-
shop is designed to broaden the performance skills
of experienced students and introduce Renais-
sance instruments to beginners and newcomers.
Students at all levels will participate in the chal-
lenge of instrumental, vocal and dance instruction
as well as performance. The program includes:
Recorder (beginning, intermediate, and advanced
levels), Percussion, Vocal Ensemble (beginning
and intermediate), Renaissance Reeds, Sackbut,
Renaissance Dance, Viola da gamba, Ornamenta-
tion and Notation, Crumhorn, and Alexander Tech-
nique.
The workshop will take place in the foothills of

the Sespe Mountains overlooking the Ojai Valley.

The campus has a friendly blend of spectacular
views and historic architecture in a ranch-like
setting. Workshop studios are air-conditioned. Re-
creational facilities include pool, tennis courts, and
a gym.
Co-directors: Thomas Axworthy, Ronald Glass,

Shirley Robbins
Contact: Canto Antiguc, 16123 Orsa Drive, La
Mirada, CA 90638; 714-6264322, or 310-399-
0238.

CHESAPEAKE WORKSHOP

Johns Hopkins University, Baltimore, MD
June 21-27
The Chesapeake Workshop, now located on the
beautifully landscaped Homewood Campus of The
Johns Hopkins University, presents its ninth sum-
mer workshop. Enjoy the comfort of Georgian-
style residences complete with luxurious air-
conditioned suites, practice lounges, sports
facilities including swimming and tennis, delicious
meals catered by Seilers Food Service and many
other amenities to ensure the pleasure of your
workshop experience.
A diverse and multi-talented faculty offers a

unique opportunity to explore the recorder from
traditional and progressive perspectives. Recorder
technique at all levels, repertory, performance
practice, musicianship, and the ARS Education
Program will be emphasized. Faculty: Tina
Chancey, Paula Hatcher, Patricia Petersen, Scott
Reiss, Gwen Skeens, Terry Yount, Tom Zajac.
Graduate credits through Peabody Conservatory

for music educators. Electives in viol, harpsichord,
Renaissance band, mixed consorts, choral ensem-
bles, percussion, English Country Dance, and Sym-
phonic Recorder Choir. Modern idioms and the
recorder—Fusion, Jazz, New Age, and Crossover.
Share original works in Composer's Forum. The
Early Music Shop of New England in residence.
Tuition includes an evening cruise of the Balti-
more Inner Harbor and Chesapeake Bay!
Contact: Gwen Skeens, 2524 Londonderry Rd.,

Timonium, MD 21093; 410-252-3258.

COLORADO RECORDER FESTIVAL

Colorado College, Colorado Springs, CO
July 8-12
The eleventh Colorado Recorder Festival under
the artistic direction of Constance Primus invites
you to a feast of early music for recorders, viols,

harpsichords, and guitars with guest artists Scott
Reiss, Tina Chancey, and Bruce Hutton of
Hesperus Early Music Ensemble, Judith Linsen-
berg, recorderist, and Edward Parmentier, harpsi-
chord.
Partake of technique classes, sample master

classes, lunch with consorts, snack on folk music,
indulge in private lessons. For dessert you'll have
concerts .oy Judith and Edward and Hesperus and
for evening snacks, impromptu consort playing.
Visit the exhibit shops at the festival for extra
treats. Whether you're a beginner recorder or
other instrument player or advanced, you'll find
activities to broaden and enrich your playing.
Housing and meals at Colorado College in Col-

orado Springs are comfortable and affordable and
the location at the foot of the Rocky Mountains is
an ideal place to vacation. Join us for a non-stop
banquet July 8-12, 1992.
Contact: Jeanne Brush, 2509 Shalimar Dr., Col-

orado Springs, CO 80915; 719-597-7714,

LONG ISLAND RECORDER FESTIVAL
SUMMER WORKSHOP

N.Y. Institute of Technology, Central Islip, NY
June 28-July 4
The setting is a serene corner of a college campus
with single-room dormitories (a few doubles), our
own clubhouse cafeteria with a copious salad bar
at lunches and dinners, friendly cooks who cater
to special requests, spacious classrooms, our own
shop that discounts prices on all music (some
drastically), a pool, tennis courts, a golf course, all
in a compact, pastoral area, easily reached from
the three major NYC airports.
Six levels of technique courses are offered daily

by John DeLucia, Patricia Petersen, Stan Davis,
Ken Andresen, Dorothy Olsson, and Gene
Reichenthal, with many additional sessions on
individual problem-solving for all corners. There
are twice-daily ensemble sessions at four levels,
daily Renaissance dancing, nightly folk dancing,
daily theory, loarpsichord, gamba and guitar ac-
companiment by Barbara Kupferberg, Jill Samant,
and Lew Fitch. Other available options include
madrigal singing, Renaissance wind band, solo
critiques (every level), bass recorder ensemble,
important alternative fingerings, percussion, early
notation, one-to-a-part ensemble, and conducting.
Three in-service credits are available for school
teachers.
The campus staff is warmly accommodating and
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1992 SUMMER RECORDER WORKSHOPS
ALL INFORMATION SUPPLIED TO ARS BY WORKSHOP DIRECTORS

AMHERST CANTO ANTIGUO CHESAPEAKE IOLORADO LIU MIDEAST AIDES PINEWOODS WAS
BAROQUE

5FEM5
MEDIEVAL

SFEMS
RECORDER

5FEMS
RENAISSANCE

CUSI/WLEK $590 $450 $525 $356 • $465* $450 ' $355* $450* $565 dbl * $565 dbl* $565 dbl * $565 dbl *

ARS DISCOUNT $15 NO $15 NO $15 NON-ARS EXTR $10 NO $10 $10 $10 $10

DATE 8/9,8/16 8/5 6121 7/8 6/28 8/2 545 7/18 6/21,6/28 7/26 7/19 7/5

11 FACULTY 50 10 7 12 9 8 7 20 5, 14 9 6 9

It STUDENTS 2001WK 55 55 45 55 50 42 100 40,60 51 32 44
DAYS OF CLASSES 5 7 5 4 6 5.5 5 6 6 7 6 6

CLASSES/DAY 4 6 4 10 8 8 4+ 5 4/5 4 5 4

CLASS LEVELS B,LI,HI,A,VA,P B,U,HI,A,VA B,LI,HI,A B,LI,HI,A,VA,P B,LI,HI,A,VA,P B,LI,HI,A,VA,P B,LI,HI,A,VA,P B,U,HI,A,VA L1,HI,A,VA,P A,VA,P B,U,HI,A LI,HI,A

SPECIAL
CLASSES

B,N,M,MR,R,T
111,20C, 0

N,MR,RO,T,0 B,M,MR,RO,T
20C

B,M,MR,RO,T
11/111,20C,0

B,N,M,MR,R0
1,11/111,20C,0

B,MR,1,0 B,MR,RO,T
11/111,20C,0

B,N,MR,1,11/111 0 BA1,11/111 N,M,T,0 B,N,MH,H0,1
20C,0

N,MR

NON-RECORDER
CLASSES

C,D,S,T,V,W,0 C,D,P,S,T,V,W 0 C,D,P,S,T,V,W S,V,0 C,D,P,1,W,0 C,D,P,T,V,W,0 W C,D,S,V,W,0 C,D,S,V,W,0 NOT
ALL EACH WK

C,IB,P,S,T,W 0 C,IB,V,W,0 C,D,S,T,V,W,0

CONCERTS F,S,L F,S F,S,L F,L F,S,L F,S,L F,S,L F,S,L F.S.L F,S,L F,S,L F,S,L

ACTIVITIES D,G,P,S,T D,S,T D,FT,S,T G,P,S,T D,P,S,T D,P D,P,S,T,W D,P,S,W D,P,S,T D,P,S,T D,FT,P,S,T D,P,S,T

PUBLIC TRANSPORT 8,1 B T,TR B,T B,T PICKUP PICKUP B,T B,T B,T B,T B,T

MILES TO AIRPORT 35 45 28 8 10 25 20 50 26 26 26 26

FAMILY & GUESTS YES YES YES YES YES YES YES YES YES YES

ROOMS S,D S,D S,D,Suites S S,D S,D 5,0 S,D,C D, S extra D, S extra D, S extra D, S extra

BATHS P P PVT P P PVT P P SPVT SPVT SPVT SPVT

FOOD C G C C F C F F C C C C

LEGEND
COST: Per week for single occupancy, unless otherwise noted. Includes tuition, room & board, plus other fees. * Indicates commuter arrangements possible.

DATE: Date workshop begins.

# FACULTY, # STUDENTS: Average of last two years.

DAYS OF CLASS: Actual days with classes.

CLASSES/DAY: Number of classes per day over 1 hour in length.

CLASS LEVELS: B-beginner, LI-low intermediate, Hl=high intermediate, A-advanced, VA=very advanced. P=private lessons available, possibly at extra cost

SPECIAL CLASSES: B=Baroque ensemble, M=master class, MR-mixed Renaissance ensembles, RO=recorder orchestra, T=technique class, 111111-preparation for ARS exam,

20C-music of 20th century, 0-other

NON-RECORDER CLASSES: C=choral, D=dance, IB-instrument building, P=percussion, S=strings, T=theory, V=viols, W=other winds

CONCERTS: F=faculty, S=student, L=lectures

ACTIVITIES: D=dancing, FT-field trips, G=gym, P=organized informal playing, S=swimming, T=tennis, W=waterfront/beach

PUBLIC TRANSPORT: B=bus, T=taxi, TR=train, PICKUP-workshop arranges pick-ups at airport

FAMILY & GUESTS: YES-family and guests welcome

ROOMS: S=single, D=double, C=cabins

BATHS: P=public, PVT-private, SPVT=semi-private

FOOD: C=college style, F=family style, G=gourmet



helps us maintain our reputation for friendliness
and attentive consideration to individual concerns.
Contact Eugene Reichenthal, 20 Circle Dr., East

Northport, NY 11731; 516-261-2027.

MIDEAST WORKSHOP

LaRoche College, Pittsburgh, PA
August 2-8
This year's topic is "Evolution of the Chanson and
Dance Music: Styles and Influence of Chanson and
Dance Music Through the Middle Ages, Renais-
sance, and Baroque." Enroll for recorder (all levels
including nov.ce), viol or voice; with flute, harp,
capped reeds, percussion, viol, voice, recorder as
electives. Emphasis on technique & musicianship
for both ensemble and solo playing. The schedule
also includes special topic classes, lectures, En-
glish Country Dance, viol for novice (no instru-
ment necessary); voice for instrumentalists; faculty
& student concerts; large & small ensembles,
music/instrument display. All this and more in the
congenial setting of a small college campus with
air-conditioned facilities. Dormitory rooms ar-
ranged in suites of 1 or 2 rooms, 1 bath and sitting
room per suite. Easy access from interstate high-
way and public transportation terminals. Join us
for a week of study and playing with an outstand-
ing faculty: Peter Becker, Martha Bixler, Marilyn
Carlson, Eric Haas, Ben Harms, Mary Johnson,
Patricia Neely, Chris Ramsey, Kenneth Wollitz.
Contact Marilyn Carlson, 1008 Afton Road, Co-

lumbus, OH 43221-1602; 614-457-1403.

MIDWEST RECORDER WORKSHOP

DeKoven Center, Racine, WI
August 5-9
Unique! This word best describes our workshop.
Three private lessons afford a great opportunity to
address your favorite problem, get help with a
specific work, or learn a new technLque.

In addition to the private lessons, classes will
focus on a variety of subjects including ensemble
coaching, one-on-a-part coaching in all levels and
Baroque flute instruction upon request
Unique! A new home for our workshop. The

DeKoven Center in Racine, founded in 1852 as a
college, has beautiful buildings that inspire music
making. Tree-shaded grounds overlooking Lake
Michigan with a building (Taylor Hall) all our own.
All facilities are in the building. Our own dining
room with home-cooked meals, meeting rooms,
and guest rooms. If you are tired of the college
"dorm" atmosphere and distractions galore, our
new location will be the solution.
An extensive lending library of music—all varie-

ties for solo through large ensemble—is available
for use during the workshop.
Our excellent faculty—Shelley Gruskin, Sue

Prior, Louise Austin, Irmgard Bittar (and more to
come) look forward to seeing you. Contact Louise
F. Austin, 706 N. Main St, Lake Mills, WI 53551;
414-648-8010.

PINEWOODS EARLY MUSIC WEEK

Pinewoods Camp, Plymouth, MA
July 18-25
Experience the magic that is Pinewoods—one of
America's oldest and best-loved early music work-
shops. Enjoy the personal attention offered by a
top-quality staff chosen for their strength as teach-
ers, as well as their professional distinction, a
strong sense of community that has been fostered

se.vere,,,,vegvave.w.vez.vezez.,..,,,,,,,mexerezeweroxezezez.v...x.ww..

SUMMER WORKSHOPS

during more than 30 years, an extraordinary rustic
setting in a pine forest between two crystal clear
ponds, English country and court dancing taught
by nationally recognized leaders with live music,
an informal atmosphere, integration of staff and
students in all aspects of the program, a lively
social schedule amidst serious music-making, and
much more...
Our theme this year is "Crossing Over," referring

not only to the quincentennial of Columbus's
voyage but also to the results of the encounter of
one musical culture with another. We'll exp:ore
music from the Age of Discovery, British music in
Appalachia, Sephardic music, the international
musical phenomena of the Renaissance... New and
experienced players, singers, and dancers will par-
ticipate in carefully graded classes, mixed consorts,
informal concerts, and an all-workshop final ex-
travaganza.
Contact Country Dance & Song Society, 17 New

South St, Northampton, MA 01060; 413-584-9913
(day), or 914-762-8619 (eve.).

SFEMS BAROQUE WORKSHOP

Dominican College, San Rafael, CA
June 21-July 4
This workshop is held at Dominican College in San
Rafael, California. Participants can either stay in
the gracious Victorian residence, Meadowlands, or
commute from other points in the San Francisco
Bay Area. First week, mornings: one-on-one reper-
toire classes and technique, in recorder, harpsi-
chord, voice, viols and dance. Afternoons: Dance
for musicians and ensembles for musicians and
dancers. Second week: recorder, harpsichord,
voice, viols, violin, flute, oboe and cello, in chorus
and orchestra in addition to one-on-one repertoire
classes, technique and ensembles. Dancers in the
first week will prepare dances from Campra's
"Fetes venitiennes," which will be performed the
second week.
Faculty: Marion Verbruggen, Eva Legene, Fran-

ces Blaker, Bruce Haynes, Mary Springfels, Arthur
Haas, Anna Carol Dudley, Jeffrey Thomas, Michael
Sand, Angene Feves, Kathleen Kraft, Phebe Craig,
Carol Herman, and Dick Sparks.
A student comment from last year: "This was one

of the most fulfilling and enriching experiences in
my musical studies. Music making was as it should
be—people joining and playing for sheer enjoy-
ment"
Contact Eileen Hadidian, Box 15024, San Fran-

cisco, CA 94115; 510-524-5661.

SFEMS MEDIEVAL MUSIC WORKSHOP

Dominican College, San Rafael, CA
July 26-August 1
Relive the birth of Western music, from England
to Byzantium, from plainchant to the Burgundian
chanson. Curriculum includes 35 technique and
ensemble classes, including English Mass, Notre
Dame Polyphony, Hildegard, Instrumental Dance,
Improvisation, Troubadour Masterclass, The Min-
nesingers, Liturgical Drama, plus six new courses
for voices and instruments in the music of Italy.
The workshop is designed for two sorts of stu-
dents: those already skilled in aspects of Medieval

performance; competent performers of later reper-
toires looking for an intensive introduction to the
Medieval idiom. Advanced technique for harp,
vielle, psaltery, shawm, slide-trumpet, recorder,
and percussion. Basic technique for shawm, trum-
pet, psaltery, percussion. Modern recorders accept
able; Medieval winds and strings available for
rental. Recorder faculty: Kit Higginson, Robert
Dawson, David Hogan Smith. Voice: Karen Clark
Young, Harlan Hokin, William Mahrt In residence:
Ensemble Alcatraz. Concerts and lectures every
evening, plus banquet/dance.
Contact Robert Dawson, 127 Downey St., San

Francisco, CA 94117; 415-566-9610.

SFEMS RECORDER WORKSHOP

Dominican College, San Rafael, CA
July 19-25
Weeklong opportunity to explore full range of
recorder literature from Medieval to modern. En-
sembles one on a part, classes no larger than five,
low faculty/student ratio of 1 to 6. Primary focus
on recorder music/technique for the amateur in a
friendly, intimate atmosphere. Schedule: morning
technique class, including basics from breathing
and articulation through extended 20th-century
techniques; morning and afternoon ensembles
from Machaut and Medieval dances to Italian can-
zoni, Elizabethan part-songs, Renaissance orna-
mentation, 20th-century repertoire, and daily Re-
corder Orchestra led by Eve. Special features:
elective classes in bass recorder, Renaissance flute,
Baroque flute, viol, early notation, instrument
building; evening activities including country
dancing, salmon feast and croquet party, star-gaz-
ing; concerts by faculty and Bay Area ensembles;
special lectures and seminars on recorder mainte-
nance and historical topics; and informal group
playing facilitated by faculty. Faculty: Frances
Feldon, Director; Eileen Hadidian, Assistant Direc-
tor; Frances Blaker; Ken Johnson; Larry Lipkis;
Eve O'Kelly.
Contact Eileen Hadidian, Box 15024, San Fran-

cisco, CA 94115; 510-524-5661.

SFEMS RENAISSANCE WORKSHOP

Dominican College, San Rafael, CA
July 5-11
Come and spend a week on an idyllic Californian
campus, exploring the fabulous music of Spain
with an inspiring faculty of Renaissance specialists.
This workshop is unique in the U.S., being the only
one to concentrate on the repertoire of the 15th
and 16th centuries.
This is a perfect summer event for you, whether

you wish to bring just a sackful of recorders with
you, or choose to also sing and/or tuck a couple
of extra instruments in your suitcase (Renaissance
winds, brass and strings).
Every day offers the all-workshop collegium and

three classes of your choice. Pre-class placement
ensures matched ensembles. Classes for recorder
will include consorts for both Renaissance and
modern instruments (faculty: Marilyn Boenau and
Herbert Myers), improvisation, broken consorts,
and opportunities to work with singers.
One free afternoon has been scheduled for ex-

ploring the area: wineries, missions, state parks,
etc. There will also be a full evening program of
concerts, informal playing, dance classes, faculty
lecture/demos, and performance opportunities.
Contact Eileen Hadidian, Box 15024, San Fran-

cisco, CA 94115; 510-524-5661.
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Pea tired Arti;is

The FreiburgEr
Barcckorchester
A meTican Det:mt

La Fontegara
Amqerdom
recorder ensemble

Michael Schopper
baritone

Fortuna Des rerata
Boston C:ctnizrata

Texas Bat-oq.ie Ensemble

Carterata Trajectina

Jennifer S. Paul
harpsichc rd

La Fontegara

Arie Abbenes
can lion

Leo van Do selaar,
Wyneke jordans &
Ma-ia Rose
forwpi a ni itS

Les petit" violet's

La Z:apil.a
de la Nu nfa Espafia

Edgar& Lopez Banzt
harDsichord — Spain

...-o-sponsor_4 by
Goei he In ;tit on_
Holland Fsstiyd Early
Vlus_c Utrecht

Programs s;tbjeattc, change

Scenic & Theatrical
Productions by
The Royal Conservatory
at The Hague
Eight costumed singers
and eight musicians
performing in the Missinn
San Jose cloister ruin.

Ex Machina
"Prohibited by the
Orthr of the King"
A theatrical concert
with dance composed
in 1749 at the
San Antonio Seminary
in Cuzco, Peru.

EXHIBITION

Now accepting applicaon,
from:

Insv-ument Builders
Rec 3rd Companies
Music Publishers
Accessory Makers
Music Societies
Craltspersons

SYMPOSIUM
San Antonio's
cult 7fral heritage—
Mezico, Spain and
Get man '1

SAN ANTONIO
EARLY MUSIC
FESTIVAL

GlorioNs Week of Music
April 27 =o May 3, 1992

The first San Antonio
Early Music Festival in the
StYring of 1990 offered

panicipants more than 80
events :n six short days. From
confer.!s. in Spanish mission
chaiches and palaces, to

ii7for:na; concerts floating
down th ? San Antonio River
on a barge, to symposium

lec!ure_s., masterclasses by the
greats of music and an
exhibiticn, a glorious time

zas had by all.

..)-c:n .is for the 1992
San Antonio Early Music
Festiva n d experience the
magic :;.,f eai'ly music in one of

indes nd most historic
citi:.-:s in the Southwest.

For TL-ket; an2 Applications, cad or write:
SAN ANTONIC EARLY MUSIC FESTIVAL.

1]0 BROADWAY, SUITE 230
SAN ,ANTONIO, TEXAS 78203 USA -

TELEPHONE512/224-8187 FAX 512/224-1635
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Did you think you
had to be born with
Perfect Pitch?

Now 2 research studies show:
You can easily acquire Perfect Pitch at any age!

T
he debate about Perfect Pitch had

I 
he

on for decades. That is, can
you develop it, or do you have to be
born with it?
Then in March 1981 David L. Burge

revealed his surprisingly simple secret
to gain the classic hearing virtuosity of
Perfect Pitch. His easy method is fully
explained in his Perfect Pitch® Super-
Course, a home-study ear-training
program on audio cassette.
Unfortunately, no research was avail-

able to validate Burge's Perfect Pitch
method at the time he introduced it.
Even so, it quickly became substan-
tiated by thousands of musicians, of all
instruments and backgrounds, who
claimed that his simple listening
techniques really did produce the
promised virtuoso ear.
Now independent research from two

leading universities backs up Burge's
extraordinary success with new statis-
tical evidence. Here are some brief
highlights:

STUDY #1 
Students become
Perfect Pitch possessors
Research on Burge's method was first

conducted at the Ohio State University.
To make a 401-page story shorter: As

many as "three of the five subjects who
completed the training regimen actually
became possessors of Perfect Pitch"a
—despite a short time frame and other
testing constraints!
These varied instrumentalists "clearly

indicate dramatic improvement as a re-
sult of [Burge's] training. This improve-

ment was found to be significant for all
measures of absolute pitch ability."b

The experience of
Perfect Pitch:
Students at OSU commented on their

brand new Perfect Pitch skills after they
had used Burge's method just a few
minutes a day:
"What's really strange is listening to

the radio and naming the pitch.. .This has
been especially helpful in sight-reading
skills (with or without my instrument)."c
"It has improved my tonal memory

greatly. I can now tell when someone is
playing the same piece in a different key
than from when I heard it, maybe, several
days before."d

About half of
today's top concert

artists have
Perfect Pitch.
slow you too
can possess the
virtuoso ear
for music!

It's just
a matter of
listening!

"My overall ear developed; I hear
things much clearer and sharper. Pitches
[are] much more definite and focused."e
"It sharpened my ability to listen, hear

inner tones and express the overall music.
I derive more pleasure from practicing...!
"Intonation problems seem to be much
more obvious to me. When playing with
groups it is easier to detect what I need to
do to play in tune...g
A vocalist envisions an entire ensemble

whose members have taken Burge's
course: "Imagine the perfect intonation
and not having to give starting pitches."h

STUDY #2 
Perfect Pitch is like
learning to swim
A newer (and more thorough) study

was completed at the University of
Calgary (Alberta). Using Burge's
Perfect Pitch method with students for
only two months, Marguerite Nering
found these astounding results:

"Of the six highest-
ranking experimental
subjects, four show acqui-
sition of the ability at one
level or another through
training [ital. hers]?"

"Although literature has
shown the powerful associa-
tion between...early age and
Perfect Pitch possession,
this experiment has shown
that by training in the Burge
method, the ability can be
improved and even acquired
among adults.. .This im-
provement can take place in
a fairly short time, as was
the case in this experiment.
"This experiment among

others should lay to rest the
myth about Perfect Pitch
possessors being born, not
made.. .It is similar to
learning a skill such as

* 1/2 Price Celebration * 1/2 Price Celebration * 1/2 Price Celebration * 1/2 Price Celebration * 1/2 Price Celebration *
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swimming, in that one must be exposed to it
and work at it to one extent or another."J

"The greatest compcsers and musician
possess or have possessed Perfect Pitch
ability, or at the very least a high degree
of pitch acuity. This alone is enough to
attest to the value of Perfect Pitch
training.
"Music is a hearing art; a musician

can perform only as well as he or
she can hear. As aural acuity is improved,
so is musicianship. Perfect Pitch is a high
degree of aural acuity."k

Developing the ear is
the most important thing of all.
The myth of Perfect Pitch. It is not

innate but a question of practice, just
like measuring by eye. Zoltan Kodfily

on Who is a Good Musiciani

"Some of [the] benefits [of Perfect
Pitch] are greater creatvity, sensitivity,
enjoyment, better ability to tune, listen
keenly, compose, better knowledge of key,
greater language adaptability. As more
musicians acquire the ability.. .it should
become regarded as a more natural
ability that.. .always benefits [one's]
musicianship."m

"Burge deserves much credit for re-
moving a great deal of the mystery from
Perfect Pitch and for making it readily
available to the average musician. He does
this in terms any layman can understand.
By setting aside the tecanical discussions
...he has been able to get on with the
practicalities...devising a course capable
of benefitting many. Handbook lessons as
well as solo lessons on tape follow a
logical and complete sequence and are
simple to understand.
"Of importance to this study is that

through his method almost anyone, it
seems, can acquire the ability of Perfect
Pitch.. .His course seems to be an idea
whose time has come."1

(Please contact our studio if yoi. would like to receive a
copy of Ms. Nering's rather hely volume of research.)

When you consider that scholars used
to think it was impossible for any adult
to ever gain Perfect PEch, these results
become a major breakthrough in
personal talent—which we feel will have
dramatic effects for decades to come.

Your 1/2 price discount—
with 2 FREE bonus tapes:
Readers of The American Recorder

are important people. Many of you have
a number of music students.

1/2
PRICE
Celebration
for readers of The

American Recorder
expires

May 31, 1992

That's why we are eager for you to
experience Perfect Pitch for yourself.
You can help us to get this new knowl-
edge out as quickly as possible.
That's also why, for a very limited

time, you may receive your personal
Perfect Pitch® SuperCourse—at only
1/2 price! As always, you are protected
by the same 40-Day Money Back
Guarantee as others who are paying
full price (see coupon for complete
guarantee). The Course must work
for you—or return it for a full refund,
no questions asked.

We would also like to send
you not one, but two bonus
tapes—absolutely FREE.

The first is Burge's 90-minute com-
panion tape on Relative Pitch—a fascin-
ating demonstration of how your ear
hears music which you will not want to
miss. It's a $14.95 value, yours FREE.
Your second bonus tape is entitled
"Perfect Pitch for the Young or Begin-
ning Musician," and is sold regularly
for $14. It's chock full of instructions to
help you give your students the priceless
gift of hearing—with the virtuosity of
Perfect Pitch. When young ears are
opened, they are open for life.
Both tapes are yours to keep FREE

with our compliments, even if you
decide to return your Perfect Pitch®
SuperCourse for a full refund!

Are you ready to experience
Perfect Pitch for yourself?
Then hurry! Order your complete

Perfect Pitch® SuperCourse NOW at
only 1/2 price! This special offer 
expires May 31, 1992!
(When ordering by phone, you must
mention "The American Recorder,
March '92", in order to receive your 1/2
price discount with 2 free bonus tapes.)

Research references: aAn experimental investigation of the effectiveness of training on absolute pitch in adult
musicians, M. A. Rush (1989), The Ohio State University, p.212; bp. 196; e,dp. 400; ep. 397; fp. 399; gp. 400;
hp. 399; iA study to determine the effectiveness of the David L. Burge technique for development of Perfect
Pitch, Nering (1991), Lniversity of Calgary, p. 342; .ipp.355-6; kp. 356; 1p. 75; mp. 357; npp. 135-6.

* 1/2 Price Celebration * 1/2 Price Celebration * 1/2 PA

rice Celebration * 1/2 Price Celebration *
School purchase orders welcome.

The PERFECT PITCH®SUPERCOURSE is for all
musicians/all instruments, beginning and advanced.
No music reading skills required. Course includes

5 audio cassettes + easy handbook. Free 90-minute bonus
tape on Relative Pitch also included with this special offer.

For fastest service: For you--
Ca I our 24-hour Order Line NOW 11V/0
and charge your Visa or MasterCard:

(515) 472-3100 D°11LISI
FAX: (515) 472-2700

Near for yourself:

* 1/2 Price Celebration

Burge's Perfect Pitch® SuperCot.rse
is 100% guaranteed to work for YOU—
or your Course price refunded!

YES! Show me how to experience Peif..?ci
Pitch! Send me David L. Burge's complete
Perfect Pitch® SuperCourse with the full
AO-day money back guarantee.
I'll start with the handbook and first two

cassettes. I must notice a dramatic improvemer t
in my sense of pitch within 40 days or I will
return the Course for a full prompt refund, 1 2
no questions asked. • I
If I decide to keep the Course and continue CI-IL,.

my ear-training, I may open the remaining
three tapes (included) for advanced instructions.
2 FREE BONUS TAPES: Also send me both

bonus tapes described at left (a $28.95 value..
absolutely FREE! These tapes are mine to keep,
even if I decide to return my Perfect Pitch®
SuperCourse for a full refund.
Enclosed is my check or money order for

eMy499-pitts-$6-shipping.

only $49.5° + 6.°° shipping!

0 I need more info. Send me a free Perfect Pitch Report
with research which has been done on Burge's memod.

NAME

ADDRESS

CITY

STATE ZIP
Please allow 4-6 weeks for delivery. For 1-week ruah
delivery from our studio add $2 (total $8 shipping) ard
write "RUSH!" on your envelope. Foreign orders (ucept
Canada) send $3 shipping for complete FREE infor-
mation, or $18 shipping for complete Course (airmail'.
U.S. funds only. Iowa residents add 4% tax.
Make check or money order payable to: American

Educational Music. Canadians may remit bank or postal
money order in U.S. funds.

111 Please charge my

CARD if

EXP. DATE SIGNATURE
Mail to:
American Educational
Music Publications, Inc.

Music Resources Building, Dept. Special-N17
1106 E. Burlington, Fairfield, Iowa 52556
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Ardal Powell's new translation of Tromlitz's flute tutor, a modern day Baroque flute tutor,
and an impressively produced book on the recorders in the Haag Gemeentemuseum
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The Virtuoso Flute-Player by Johann
George Tromlitz, translated and edited by
Ardal Powell. Cambridge University Press,
1991. xxvi & 338 pp. $24.95, paperback;
$59.50, hardcover. (Available from
Folkers & Powell, RD3 Box 56, Hudson,
NY 12534; add $5.00 for postage and han-
dling.) Reviewed by Eric Haas.

Johann George Tromlitz's Ausflihrlicher
und grundlicher Unterricht die Fl5ter zu
spielen, published in Leipzig in 1791, is
considerably less well-known than
Quantz's Versuch einer Anweisung die
Flote traversiere zu spielen (translated by
Edward R. Reilly as On Playing the Flute,
London: Faber & Faber, 1966). However,
the Tromlitz treatise contains much inter-
esting and useful information on late-
18th-century performance practice. This
new English translation by flute-maker
and performer Ardal Powell (of Folkers &
Powell) is lively, informative, and emi-
nently readable.
Eileen Hadidian's excellent introduction

helps put Johann George Tromlitz in
proper historical perspective. Born in
Leipzig in 1725, he graduated with a de-
gree in law from Leipzig University in
1750 and joined the Grosses Konzert
(forerunner of the Leipzig Gewandhaus
Orchestra) in 1754. During his tenure
with the orchestra, he became well known
as a virtuoso flutist Following his resigna-
tion in 1776, Tromlitz became a success-
ful writer and pedagogue, publishing sev-
eral articles and three books devoted to
flute playing, of which The Virtuoso Flute-
Player is the second and most compre-
hensive. He was also an accomplished
composer and a noted flute-maker, con-
stantly experimenting with ways to im-
prove the response and intonation of his
instrument
Mr. Powell notes that "Tromlitz assumes

in the reader little knowledge either of the
flute or of music." Tromlitz models his
treatise on Quanta's Versuch (published
forty years earlier), but unlike Quanta,
who included information on performance
practice for accompanying instruments
and musical styles, Tromlitz limits himself
to aspects of flute-playing, much of which

is applicable to recorder and other wind
instruments as well (NB: While The Virtu-
oso Flute-Player greatly enlarges upon
and clarifies Quanta's treatise, readers
should bear in mind the comparatively
late date (1791) of Tromlitz's book and
proceed with caution when applying his
observations, especially with regard to ar-
ticulation and ornamentation, to earlier
repertoire). He is a thorough and practical
essayist, dealing systematically with every-
thing from how to find a good teacher and

choose an instrument to basic music the-
ory and notation. No subject is too arcane,
from the best oil for oiling the bore (rape-
seed) to a recipe for lip salve guaranteed
to heal cracked lips!
Tromlitz devotes much space to proper

tone quality and intonation, observing
that "...if an instrumentalist has a bad
tone, it is his own fault, for a good sound
is entirely the result of his skill; although
it is true that a great deal also depends on
the instrument" It is important to note

Quotable Quotes from Tromlitz
Because Tromlitz was argumentative by nature, he often contrasted his methods
with those of others. This helps modern players make intelligent choices from a
range of contemporaneous practices. -ED.

P 241: Some people think the trill should begin from above, and consider the
upper notes at this fast speed as simple appoggiaturas, consequently putting the
weight on them, and treat the second note, which is supposed to be the main
note, as the passing-note, on which for my feeling the weight ought to come.
Anyone who wants to do it like this may do so; for me it is impossible, and
unnatural to my feeling.

P. 243: Quanta says: when you are playing in a large hall where there is a lot of
reverberation, you must not make fast trills because the notes will get confused
with one another. But I say: if notes of a fast trill get confused in a large room,
the note of the passages in a quick movement will certainly also get confused; to
prevent this fast pieces should not be played in a large hall.

P. 94: Putting dotted notes under...triplets to be played at the same time...is in my
opinion not a good idea, for it is quite contrary to correct and natural feelings;
and this is the reason why people cannot agree on the performance of these and
similar figures. One person wants the short note to come after the triplet, and
another insists that the short note should be played together with the last note of
the triplet according to this last method you would get three whole quavers out
of the dotted figure. These two kinds of figure, then, are seldom—I might well say
never—executed correctly, in such a way that the short note of the dotted figure
comes just after the last note of the triplet; and even when it is done properly it
makes such an unfavorable effect that I would gladly condemn such a style of
composition as mistaken except that great Masters have used it

P 215: I remind you once again that on the flute the flattement may not be made
with the chest, because if it is one can very easily get into the habit of wobbling,
which results in miserable execution.... A chief beauty of the flute is a firm,
clean-cut and even tone; although it is difficult to bring about on this instrument,
and is therefore rare, one must still try to achieve it, and in the attempt make the
chest firm and strong so that it positively does not shake.
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the considerable emphasis placed on dif-
ferenti= between enharmonic pitches
(e.g., _ ). While it may not be espe-
cially practical for modern wind players to
develop a good ear by learning to tune a
harpsichord, developing pure intonation
is essential.
Of particular interest to recorder players

will be the chapters on articulation.
Tromlitz recommends ta and da over
Quantz's t and di because the broader
vowel "makes the tone fuller, rounder,
and brighter." He also mentions more
than once that " those who cannot pro-
nounce ra with the tp of the tongue (i.e.,
almost like a rolled r), but speak it in the
throat like most people in Lower Saxony
[and Americans], must make use of da in
its place...." Tromlitz's thirteen rules for
determining proper articulation include
much useful information and some rather
unusual surprises. He distinguishes care-
fully between strokes (indicating separate
articulation) and dots (staccato) over
notes, noting that ccpyists do not always
observe this distinction. Concerning dot-
ted rhythms, he writes, "All these figures
are played...as though the dotted note had
two dots, so that the short one can be
made really short..." Interestingly, consid-
erable emphasis is placed on slurring
notes of equal values in pairs (sustained
separate tonguing is treated as an excep-
tion to the rules), and he suggests mark-
ing tied notes and syncopes "with a gentle
aspiration similar to an h." The chapter in-
cludes a "test-piece" (130 measures) with
the articulation marked according to
these principles for each note. It seems
clear, however, that Tromlitz intends
them primarily as guidelines for tasteful
articulation rather than hard and fast
rules, since he then proceeds to catalog
the "exceptions" and repeats the example
with completely different articulation! An
entire chapter is devoted to "the tech-
nique for executing fast and very fast pas-
sages clearlymimprooerly called the 'dou-
ble-tongue," including excellent practical
instructions for learning to double- and
triple-tongue.
Also useful are the extensive chapters

on ornamentation. Like Quanta, Tromlitz
devotes separate chapters to the "essen-
tial" ornaments (appoggiaturas and re-
lated ornaments, thcugh he also includes
the flattement or finger-vibrato as well as
a discussion of dynamics in this chapter),
the trill, cadenzas, and what Mr. Powell
translates as "the discretionary orna-
ments; or how to vary a simple melody...."

Continued overleaf
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The author advises strongly against chest
vibrato because "one can very easily get
into the habit of wobbling...." He discusses
the duration and performance of long and
short appoggiaturas, noting that there is
particular disagreement concerning the
interpretation of the passing appoggiatura
that fills the interval of a third (tierce de
coule). Quantz wants them played before
the beat, while Tromlitz prefers these (and
most other) short appoggiaturas to be
played on the beat. He concludes by sug-
gesting that composers should write out
all such passages in standard notation to
avoid ambiguity. Tromlitz also describes
the glide (portamento or glissando) of one
or two notes, an ornament "very prevalent
at the present time," although it is clear
that he does not care for it ("I call it a
monstrosity...")!
Tromlitz calls the trill "the most splen-

did ornament" and considers it an integral
part of good performance practice. His ob-
servations regarding its execution are
quite interesting. For example, he writes,
"The characteristic of a good trill is that
the beats are made as equal to each other
as possible...fitting to the tempo of the
movement." The trill is "always dependent
on [i.e., follows] an appoggiatura from
above or below, or on a preceding note
taking the place of an appoggiatura"; but
Tromlitz is quite insistent that the weight
of the trill should fall on the main note,
rather than the dissonance. Apparently,
excessive ornamentation was fairly wide-
spread, as Tromlitz writes, "People trill so
much these days that they trill on stepwise
ascending and descending sequences, by
whole tones and semitones, and on leap-
ing sequences, on good and bad notes, so
that there is no end of trilling"! The au-
thor addresses breathing and proper

Tromlitz 's thorough
and uncompromising
approach to flute-
playing, combined with
Ardal Powell's eloquent
translation and
insightful critical
annotations, has
produced a volume that
should prove invaluable
to scholars and
performers alike.
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phrasing, and at one point suggests that if
a player cannot manage a long passage of
running notes in a single breath, he or she
may leave out a no:e in order to make
time to breathe. The chapters on cadenzas
and "discretionary ornament" provide
useful examples of late-18th-century im-
provisation, including typical bridges and
lead-ins, and a 51-measure adagio with
original and skeletal melodic lines and
three imaginative variations.
The Virtuoso Flute provides important

insight into performance practice of the
late 18th century. Tromlitz's thorough
and uncompromising approach to flute-
playing, combined with Ardal Powell's el-
oquent translation and insightful critical
annotations, has produced a volume that
should prove invaluable to scholars and
performers alike.

Briefly Noted
Peter H. Bloom's A Practical and Tuneful
Method for the Baroque Flute aproaches
the instrument in a light-hearted, yet
down-to-earth manner. The basic elements
of embouchure are discussed, a fingering
chart is included, znd the method pro-
vides 41 enjoyable teaching duets for the
practice of trills, fingerings, and articula-
tions. It would have been helpful to have
a more detailed discussion of use or non-
use of vibrato, scale practicing, and how
to predict and control out-of-tune notes,
but all-told this is a good introduction to
playing Baroque flt_te and certainly less
daunting than the historical treatises.
Available from Peter H. Bloom, 29 New-
bury St, Somerville, MA 02144; 617-776-
6512.- ED.

Dutch Recorders of the 18th Century.
Rob van Acht, Vincent van den Ende,
Hans Schimmel. Pub. 1991 by Moeck Ver-
lag. Reviewed by David Ohannesian.

This beautifully produced book provides
detailed information on 17 recorders in
the Haag Gemeentemuseum. After an in-
troduction by Frans Briiggen and a histor-
ical survey of Du-_ch recorder-making,
each instrument is described by means of
a color photograph, an X-ray photograph,
measurements of both the bore and out-
side, and information on intonation. There
are also short biographies of the makers,
comments on the physical condition and
playing characteristics of each instrument,
and a short discussion of the methods and
approaches used in documenting the in-
formation. (At the end of the book, there
is a section listing the instruments by
Dutch recorder makers in private and
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Pam Music
18042 Gramercy Place

Torrance, California 90504

(213) 324-8444 Art Stilwell

Ben Bechtel
Historical Instruments
Harpsichords, Harps, Unicorn
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G A R Y • L A I S E

Clavichords &
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New compositions by

RICHARD EASTMAN

for intermediate players

contemporary, melodic

For free sample and catalog:

House of Porter
961 East Porter Ave.

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

Music Reviews
public collections. It lists two basses, not
one, by Boekhout in a North American
collection [see AR, May 1989, P. 66.], and
lists a Terton alto, previously unidentified,
in a "Leendertse" collection in the U.S.A.
The text throughout is presented in Ger-
pan and English.-ED.)
The 17 instruments representing the
work of eight makers include one
sopranino, five sopranos, nine altos, one
bass, and one instrument that is most
likely a third flute (an instrument in a', a
third above the alto in f'). Of the seven-
teen, only one (the famous Terton so-
prano) is judged by the authors to have
both superior tone and intonation, while
three others are rated as having good
tone, and two are largely problem-free in
their intonation.
One cannot help admiring the lavish for-

mat of this book (12" x 17") even while
retaining questions as to its overall useful-
ness. At 260 DM (around $165), it is not
likely to become an addition to every re-
corder-player's library, and even makers
will probably have to think twice as to
whether the amount of useful information
justifies the price. There is no claim made
by the authors that this particular collec-
tion is any more significant or intrinsically
valuable than a random sampling of sur-
viving instruments from the late 17th to
mid-18th century, except that it represents
the work of makers from a single country.
There are also no attempts made to gener-
alize about whether any shared character-
istics emerge to define a typically Dutch

style of recorder, in what ways such an
instrument might be well-suited for a
given style of music, or indeed, whether
we can draw any conclusions about how
these particular instruments could influ-
ence a performance style. Possibly the
three instruments with good intonation
can tell us something about tempera-
ments, and it's worth noting that the aver-
age pitch level is approximately A--403.
The authors acknowledge that the mea-
surements of intonation were probably in-
fluenced by the ways in which the instru-
ments were played, but only as a passing
comment on the inherent subjectivity of
such situations. No information is offered
on such specifics as whether, for instance,
the player who tested the instruments fa-
vored a generally high breath pressure or
to what degree he opened the thumb-hole.
These comments are not necessarily of-

fered as criticism, because the authors
state quite clearly what their intentions
were, and for the most part, they have
managed to realize those intentions admi-
rably. It cannot have been easy to acquire
the funding necessary to mount such a
project, and one can only hope that the
success it achieves within its specific pa-
rameters will encourage a broader survey
in the future, even if in a less polished pre-
sentation.

Measurements for a Van Aardenberg
sopranino in the Haag Gemeen-
temuseurn, as presented in Dutch
Recorders of the 18th Century.
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Wherein you read about the latest fashions in recorder playing
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This edition of "On the Cutting Edge"
focusses entirely on musical compositions
and not at all on performers. Discussion
of published music is usually the domain
of the Music Review section, but the
pieces described here are not available in
the U.S. and therefo:-e not eligible for re-
view. They are, however, among the finest
new works for our instrument and should
certainly be given some attention.

German and Germane
Gerhard Braun's Atembogen, subtitled
Monologe IV (Hanssler Edition 11.409), is
the Erst European
work to feature the
circular breathing
technique. Its title is
a compound word
meaning either
"Breath-bow" or
"breath-arc," and
both meanings are
applicable. Bowed
instruments can sustain a pitch indefi-
nitely, an effect that can only be achieved
on a wind instrument if the performer is
skilled at circular breathing. The manner
in which the breath is employed in this
eleven-minute-long, single-movement com-
position changes thrpughout, evolving to-
ward circular breatiing and then away
from it in a large arc form. Other aspects
of the work—type of material, level of en-
ergy, size of recorder being played—are
similarly arranged in arcs, but none of
these arcs is symmetrical and they do not
peak at the same time. The result is a kind
of musical multiple exposure.
Atembogen begins with a few sighing

low f's on the bass recorder that are col-
ored by flutter-tonguing and vocal sounds
at the same pitch. These are at first punc-
tuated by strokes or a gong—also among
the instruments tc be played by the
recorderist (see Example A)—then later by
breatn inhalation (indicated by a V in Ex-
ample B). As the piece gradually pro-
gresses over a period of time, a singing
melody begins to emerge. The gong, not
sounded since the very beginning, is
struck just once to signal a change from
bass to alto recorder. The singing melody
continues to be heard on the new instru-

ment for a few more bars; then, quite sud-
denly, the mood changes to a fast, techni-
cal, toccata-like pointillism (Example C).
This section is protracted in a static, al-
most trance-like manner until the gong,
struck very suddenly with the bell of the
alto recorder, again signals an instrument
change, this time to sopranino.
Whether intentional or not, the frantic

sopranino section seems quite bird-like,
but it also contains some non-avian vocal
interjections, both into and out of the re-
corder (Example D). At the end of this sec-
tion, the recorderist has the tricky task of
sustaining a note on the sopranino while,
without any break in the sound, inserting
the alto in his mouth to play a harmony
note. A brief rhythmic fanfare on the two

Atembogen - Example A
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Atembogen - Example D
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instruments introduces the next section.
Here the gong, played in a variety of ways
and with several kinds of utensils (metal
beater, bass recorder swabbing brush, felt
mallet) takes over as the main solo instru-
ment with the alto recorder providing a
sustained drone accompaniment on low
c". To be truly realized, this section will
require circular breathing, but Braun
does offer some points—mainly where the
gong is most active—where a breath can
be sneaked (clearly meant as an ossia,
however).
This climactic, otherworldly section ends

with a dead-center whack at the gong,
breaking the spell and taking us back to
planet Earth. The next part of the compo-
sition features the alto in a non-literal re-
capitulation of the singing melody occa-
sionally interrupted by bits of the
toccata-like material. A final stroke of the
gong (with the knuckles!) marks the con-
cluding section for bass recorder and the
piece slowly winds back down to the sobs
and breath-inhalations it began with.
Originally written as a solo vehicle for

the brilliant young virtuoso Johannes Fi-
scher, known for his masterful treatise
Die dynamische Blocktilite, (Edition
Moeck 4048), Atembogen has now been
selected as the required modern work for
the final round of the recorder competi-
tion at the 1992 International Recorder
Symposium in Karlsruhe, Germany.

A Masterpiece from Mexico
Mario Lavista's Ofrenda (Editiones
Mexicanas de Musica #55), one of nine
solo works commissioned by Horacio

Franco, ranks among the best pieces for
tenor recorder. Although the New York
firm Peer/Southern distributes some Edi-
tiones Mexicanas de Musica publications,
they do not carry this one in their catalog.
Perhaps they will as the piece becomes
better known.
Ofrenda is a large single-movement com-

position of about nine minutes duration.
Though passionate in many moments, its
mood is predom-
inantly medita-
tive. Its content
is a perpetual
chain of melody
that slowly un-
folds a large,
scroll-like intu-
itive form. While
it does not call
for much in the
way of fast fingers and tongue, Ofrenda is
nevertheless quite demanding in that it re-
quires a great deal of variational play with
dynamics and timbre. Lavista clearly indi-
cates where these fluctuations are to
occur and gives special fingerings in many
cases. However, a large percentage of his
fingerings either don't work at all or are
peculiarly awkward. The experienced
player will find his own dynamic and timb-
ral vocabulary and apply it effectively.
The opening phrase reveals the essential

character of the work (Example E) but is
followed by an impassioned outburst com-
manding attention at once (Example F).
The partial interval-inversion relationship
between these two initial statements is
quite atypical, for the material is rarely

manipulated in so purely rational a man-
ner. An allusion to the opening phrase ap-
pearing somewhat after the midpoint of
the piece is more typical (Example G). To-
ward the end, the composition seems to
transform itself into something quite dif-
ferent. First, there is a series of multiphon-
ics marked "Statico, distante" (Example
H). Ultimately, the recorderist sings into
his instrument, producing multiple sonor-
ities of a very different quality. These pas-
sages are quite appropriately labeled "or-
ganum" (Example I), for they do indeed
resemble the ancient practice. The piece
ends quietly with the notes c' and g' pre-
dominating (Example J). (I wish to thank
my colleague Susana Plotquin-Szriftgiser
for her assistance in communicating with
Editiones Mexicanas de Musica.)

Hot Stuff from Holland
A superb unpublished work has been
making its way around Europe via the
photocopy machine. Simply called Largo,
it was written for Walter van Hauwe by a
composer named Guus Janssen. The piece
is extraordinarily monistic, consisting or
three-and-a-half pages of a very slow sus-
tained melody interrupted by lightening-
fast pointillistic ornamentation. The mel-
ody, which is rhythmically simple and sit-
uated for the most part in the lower regis-
ter, has an extremely static quality. But a
sense of direction and increasing intensity
is created through the ornamentation,
which starts out simple and becomes phe-
nomenally complex as the piece pro-
gresses. (Unfortunately, we have not been
able to contact Mr. Janssen to get permis-
sion to show examples from the score.)
Toward the very end things do calm

down again, and the ornamentation be-
comes simpler. Largo is a very difficult
work requiring great control of the instru-
ment. It is unique in its extreme dichot-
omy and nearly simultaneous presenta-
tion of turmoil and inertia and in its total
abstinence from the use of special effects.

And a Happy Ending
Congratulations to Benjamin Thorn of

Australia, a young fellow whom you have
read about before in this column. His bril-
liant bass recorder opus, The Voice of the
Crocodil has been published by Moeck
(Edition Moeck 2561). It has also been se-
lected as one of a choice of two required
modern works to be performed in the
opening round of the recorder competi-
tion at the 1992 International Recorder
Symposium.

Pete Rose
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Offrenda - Example E
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New Doke editions for recorder ensembles, instrumental dances from the Middle
Ages, a couple of jazz numbers, and a significant new work from Holland
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Ensemble Music for Recorders
Girolamo Frescobaldi. 3 Toccatas for 4
Recorders (SATB). 1991. Dolce (DOL
301). 16 pp. $5.00.
Henry Purcell. 4 Pavans for 2 Treble
(alto) Recorders, Bass Instrument and
Optional Harpsichord. 1991. Dolce
(DOL 303). 15 pp. $5.50.
Georg Philipp Telemann. Concerto for 4
Alto Recorders Senza Basso. 1991.
Dolce (DOL 305). 24 pp. $6.50.
Giovanni Gabrieli. Sonata (1615) for 3
(alto) Recorders and Continuo. 1991.
Dolce (DOL 306). 15 pp. $5.00.
Wolfgang Amadeus Mozart. Diverti-
mento (after K. 439b) (ATB). 1991. Dolce
(DOL 304). 24 pp. $6.00.
All with sc & pts. Edited by Bernard

Thomas. (Available from Magnamusic Dis-
tributors, Inc.)

This new series of pieces for various re-
corder ensembles is indeed attractive.
Each is supplied with an informative pref-
ace (in both German and English), is well
edited for recorders, and is handsomely
presented by the publisher. Most impor-
tantly, all of the music is substantial and
of excellent quality. All of the composers
represented are well-known, yet the partic-
ular selections published here are fresh
and certainly not overly performed by re-
corder players. And the price is right
Frescobaldi's Toccatas come from his
Fiori musicali, published in 1635; they
were originally for organ and :ntended for
use in the church. The lines are quite in-
dependent and interesting for all. Because
the music has so few breaks, the editor
has happily provided phrase (breath)
marks for this edition.
Purcell's Pavans were probably written

for violins, yet the composer did not spec-
ify any particular instrumentation in his
original manuscript. In certain ways the
pieces resemble trio sonata style, and a re-
alized continuo part for harpsichord is
handily provided by the editor.
The Telemann Concerto was originally

for violins, yet Thomas's edition suits re-
corders admirably. Here the music has
been transposed to a very comfortable F
major.
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Gabrieli's Sonata was also for violins
and has here been suitably transposed for
recorders. Each part has considerable in-
terest, and the piece is a winner for an en-
semble of three alto recorders. Keyboard
and viola da gamba parts are supplied and
are probably essential for performance.
This is not difficult but certainly reward-
ing music.
The Mozart Divertimento has been se-

lected and assembled from a large collec-
tion of pieces for bassett horns. Each part
contains many articulations and dynamics
from the original sources, and the edition
is a wonderful study in the Classical style
of the composer. This is for mature play-
ers.
I welcome this new series from Dolce
Editions and look forward to greeting new
additions frequently.

Gordon Sandford

Matthias Friederich. Enigma Blues for
recorder trio (SST). Moeck ZFS 622 (Eu-
ropean American Music, distributor),
1991. Perf sc 4 pp. $7.95.
Brian Bonsor. Jazzy Recorder 2 for so-
prano recorder and piano. Universal Edi-
tion 19364 (European American Music,
distributor), 1991. Piano sc 22 pp, re-
corder pt 10 pp. $9.95.

Recently there seems to be a considerable
interest in adapting popular music idioms
for the recorder, especially in Europe. Per-
haps this is because it is more of a novelty
in Europe; after all, a whole generation of
American recorder players grew up with
Eons Ago Blue. The two present editions
offer a sample of what one might encoun-
ter in this newly revived popular idiom.
The snappy little Enigma Blues is hardly

enigmatic, since it is obviously an attempt

 4454 WO, O. 0.4

to integrate the twelve-bar blues with so-
nata form. Friederich's melodies are
cliché-ridden and uninteresting, and his
harmonic sense is nil. Still, there is some-
thing infectious about his music, and I
think many will enjoy the piece despite its
shallow content.
The five little pieces in Bonsor's Jazzy
Recorder 2 are another matter. Closer in
concept to Broadway music than to jazz,
this music is nicely done and shows a
great deal of taste. Though designed for
young players, these pieces are really not
suited for beginners. A familiarity with the
rhythmic feel and phrasing of jazz, the
ability to deal with its syncopation and
meter changes, and the command of a va-
riety of articulations are required.
Both editions are nicely printed, al-

though Enigma Blues does have two bad
page turns (unusual for a ZFS edition).

Pete Rose

Three Centuries of Monophonic Dances
(12th through 14th Century), for re-
corder, viol, voice, krummhorn, and other
early instruments with optional percus-
sion. Edited by Joseph A. Loux, Jr. Loux
Music, LMP-116 (available from Mag-
namusic Distributors, Inc.), 1991. Perf sc
26 pp. $10.95.

Instrumental dances of the late Middle
Ages supply recorder players with a reper-
toire very different from their usual Re-
naissance polyphony. While these single-
lined melodies can be enjoyed for their in-
trinsic beauty, they certainly invite ensem-
bles to compose their own creative ar-
rangements. One can play the dances on a
variety of instruments and add spice with
a variety of percussion instruments and
harmonic drones.

Jan Rokus van Roosendael's Rotations,
a unique work from Holland, is one of the
finest new pieces of recent times. This is
extremely difficult music, but it certainly
merits the attention of an experienced player.
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This new collection provides a broad
sampling of the repertoire and makes an
excellent introduction to the genre. The
dances are chiefly instrumental, but the
editor has included some vocal dances as
well. Some of the music is very familiar,
some less well-known. The ranges vary
from one piece to another, and players
will be challenged to find the most com-
fortable instruments for each piece. The
pieces are short, and each is easily printed
on a single page.
The editor has written a short introduc-

tion containing background material and
definitions of the Medieval musical terms
employed. He also includes performance
notes, with ideas for applying drones to
the single lines of music. Authentic tomb-
stone rubbings make an attractive cover
design for this very practical edition. I was
surprised by the spelling of "saltarello" as
"salterello," but there is probably a prece-
dent in some early manuscript.

Gordon Sandford

Jan Rokus van Roosendael. Rotations,
for alto recorder. Donemus Amsterdam
(distributed by Theodore Presser Com-
pany) , 1988. Performance sc 12 pp; study
sc 9 pp. $18.75.

This unique work fro:n Holland is one of
the finest new pieces of recent times.
Thouga it is cast in a continuous single
movement lasting about nine minutes, its
form is very fragmented. Musical frag-
ments are of twelve distinct genres, and
for performance, each fragment has a sep-
arate page and separate music stand. To
illustrate the positioning of stands the
composer supplies a zomplex drawing of
two hexagons—an inner and an outer.
While performing the player moves from
one stand to another, thereby physically
illustrating the form.
Van Roosendael carefully labels each

fragment to help the performer develop a
concept of his materials (titles are his):
1) Signal motive—a rapid blast of notes

in the manner of a signaling trumpet initi-
ates and sometimes also punctuates a soft,
sustained, and quasi-Oriental im-
pressionistic melody.
2) Points—a sparse !lots of rests), myste-

rious, post-Webern pointillism.
3) Melody—atonal but romantic, remi-

KEY: S'o= scpranino recorder, S-soprano
recorder, A-alto recorder, 1-tenor recorder, B-bass
recorder, GB-great bass recorder; pp-pages;
sc-sco -e; pts-parts; kbd-keyboard. Distributors are
listed in parentheses after the publishers.

4CSbr- CONSERVATORY OF MUSIC se?

OBERLIN COLLEGE

20th Anniversary

Baroque Performance
Institute

or9.

June 21-July 5, 1992
James Caldwell, Artistic Director

America's Premier Summer Workshop for
Baroque Instruments & Voice

• Beginning to Advanced, Amateur &
Professional Levels

• Masterclasses & Coached Ensembles
• Lectures & Concerts

This Summer's Theme:

Music of Bach & His Circle
featuring an Encore Performance by

August Wenzinger

For information, contact:

Dr. Beverly Simmons, BPI Administrative Director
Conservatory of Music, Oberlin College

Oberlin, OH 44074
(216) 775-8268

THE 1992
RECORDER SUMMER SCHOOL

30th July to 6th August (Thursdays) at Trinity and All Saints' Colleges,
Horsforth, nr. Leeds.

Contact: Miss Sandra Foxall
113 Birchwood Rd., Marton, Middlesbrough

Cleveland TS7 8DE, England, (0642) 310628 (after 6 p.m.)

Tutors: Brian Bonsor (Chairman), Mary Bonsor, Paul Clark, Robert Ehrlich,
1—erbert Hersom, Lyndon Hilling, Edgar Hurt, Eileen Silcocks and Moira Usher.

Classes and ensembles for Recorders in all grades including beginners,
Renaissance Band, Viols, Baroque Trio-Sonatas, Lectures, Concert and

Music Shops.

THE RECORDER IN EDUCATION SUMMER SCHOOL
Regd. name Established 1948
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Restoration, Repair,
and Maintenance
of Fine Instruments

Collins and Williams
Historic Woodwinds

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

All our work carries
a guarantee of

your satisfaction.

THE RECORDER
By Nick Rossi

A multimedia teaching unit
providing instrument history
and a global look at fipple
flutes.

For Grades 3-8

Kit includes:
filmstrip with soundtrack
listening examples
teacher guide
full-color poster

Now available from:

KEY EDUCATIONAL SYSTEMS
P.O. BOX 622
BELMONT, MA 02178

E. Perrin

Renaissance Flutes
1747 Maltman Avenue

Los Angeles, California 90026
(213) 660-8475

Music Reviews (continued)

niscent of Alban Berg.
4) Sixteenth-note pattern—actually no-

tated in 32nd notes with the eighth note
having the beat. Even groups of notes in a
mechanical and pointillistic style.
5) Singing bird—typical bird imitations.
6) Multiphonics—four are employed;

very sustained.
7) Calling—a plaintive falling minor

third, played with an airy tone.
8) Murmuring—soft flurries of notes in

small intervals (usually 2nds).
9) Melody—a re-examination of type 3
materials.
10) Ascending pattern—a sudden in-

crease in dynamics and tempo leads to a
high, single-note fanfare.
11) Ostinato pattern—with bird-like

characteristics.
12) Blowing/singing—organum.
The manner in which this diverse mate-

rial is manipulated is surprisingly consis-
tent and can be classed in five composi-
tional procedures:
A) Extension, often carried out by incre-

Midwest Premiere of L
Given in November by

The Midwest premiere of Ezra Lader-
man's Talkin-Lovin'-Leavin; written to
celebrate the 50th anniversary of the
American Recorder Society, was given by
Eva Legene on November 23, 1991, as
part of an Indiana University faculty-stu-
dent recital in Bloomington, Indiana. The
quartet for the performance consisted of
Olga and Daniel Nodel, violins, Frauke
Tometten, viola, and Odile Gabrielli, cello.
Other works on the program were per-
formed by faculty and students of the
Early Music Institute at Indiana and its
pre-college early music program. Fred
Morgan copies of the narwhal tusk record-
ers discovered by Eva Legene in Den-
mark's Rosenberg Castle were used to
play Thomas Morley's Canzonets to Two
Voyces "Lamento" (see page 38).
Talkin'-Lovin'-Leavin; whose title re-

flects a Recitative - Aria - Finale structure,
was premiered March 9, 1990, at the Met-
ropolitan Museum of Art by Michala Petri
and the New World String Quartet.

ment through several enunciations.
B) Slight variation of rhythm and/or

pitch.
C) Transposition.
D) Change of tessitura.
E) Reduction to the most basic idea (also
most often carried out by increment as
with extension).
Frequently more than one of these pro-

cedures is applied to the same material,
and it should also be noted that adjacent
fragments are often manipulated by the
same procedure so as to share a common
thread. In this manner the composer cre-
ates a secondary form, an arc of tension
and dynamics that peaks near the middle
of the piece.
Rotations is published in two versions,

one for performance, the other for study.
The later is particularly useful in the ini-
tial stages of preparation. This is ex-
tremely difficult music, but it certainly
merits the attention of an experienced
player.

Pete Rose

aderman Commission
Eva Legene

Editor's Note (cont.)

mental of mail-order self-improvement
schemes, and so I felt comfortable recom-
mending the recorder to their listening
audience as an avocation that would open
up at least as many new worlds as learn-
ing to read. I was just about to tell them
about National Play-the-Recorder Day on
March 28, a day when thousands of peo-
ple will be introduced to the recorder for
the first time...and then I woke up.
The moral, I guess, is that we should al-

ways be dreaming up new ways to encour-
age people to play the recorder.—ED.

AMERICAN RECORDER
Seeks articles on the many aspects of the

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

Inquire: Benjamin S. Dunham, American Recorder
2586 Cranberry Highway, Wareham, MA 02571

Phone & FAX: 508-291-0087.
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President's Message (cont.)

Program please contact the ARS office.)
The Teacher's Certification for Level II
has been developed with the hope that
more people will become qualified to
teach beginning and intermediate re-
corder to children and adults in schools,
community classes, and privately. Until
the expanded Teacher's Certification Pro-
gram gets underway, however, members
should consult the ARS Directory for
names of teachers currently certified and
others actively teaching the recorder.
Also, the ARS Office can suggest addi-
tional ways to find teachers in your area.
Moreover, the ARS eicourages chapters

to develop programs for beginners. Some
chapters sponsor beg-nning classes that
meet weekly (once a month at chapter
meetings is not enough!). To reach further
into the community, chapters could also
promote or cosponscr recorder classes
through local colleges, parks and recre-
ation districts, churches, Y's, and other
adult education programs.

It is important always to keep our chap-
ter doors open and tc make visitors and
new members of all playing levels feel wel-
come. A buddy system works well for
some chapters—members who live near
newcomers volunteer to take them to
meetings, help them with the music (if re-
quested), and invite them to their homes
to play duets or with a consort.
Let's all celebrate ot.r ARS membership

and love of the recorcer, not only on Na-
tional Play-the-Recorder Day but also in
the future, by inviting our friends to take
up the recorder, encouraging them to en-
roll in classes or lessons, and urging them
to join the ARS for active involvement in
music making!

Constance M. Primus

Coming Festivals (cont.)

information, write Secretariaat/Office
Festival van Vlaanderen, C. Mansionstraat
30, B-8000 Brugge, Belgium.

San Antonio
More than 80 events are packed into the
six days of the San Antonio Early Music
Festival, April 27-May 3, 1992. The pro-
gram will take advaniage of the historic
sites in San Antonio including concerts in
Spanish mission churches and concerts
on a barge in the San Antonio River. It is
co-sponsored by the Goethe Institute and
the Holland Festival Early Music Utrecht.

ANTIQUE SOUND
WORKSHOP, Lm.

1080 Beacon Street
Brookline, MA 02146

(617) 734-7415

Offers The LARGEST Selection Of
Imported Historical Instruments

In The United States

Over 700 models of medieval, renaissance, baroque, and modern
recorders by Fehr, Huber, Kiing, Coolsma, Dolmetsch, Mollen-
hauer, Rossler, Moeck, Yamaha, and other fine makers.

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

More than 500 other historical woodwind, brass, string, keyboard,
and percussion instruments in stock for immediate delivery.

Send $7.00 for our complete 60-page catalogue and receive free a
three-year subscription to our customer newsmagazine and an
introductory discount on your first order. Our hours are 10 a.m.
to 6 p.m. Monday through Friday. Visits are by appointment only.

f/ALLMS THE BEST RECORDERS IN THE WORLD!

PAY A LITTLE MORE FOR THE BEST QUALITY
AVAILABLE! SEE, HEAR AND FEEL THE DIFFERENCE!

All have curved windway, accurate intonation
& a lifetime warranty against breakage.

ONE-PIECE SOPRANO RECORDER for First Year Players
A 103N Baroque Fingering S3.75

TWO-PIECE SOPRANO RECORDER for Intermediate Players
A 203N Baroque Fingering S4.95

ORDER FROM:
RHYTHM BAND INSTRUMENTS

P.O. BOX 126,
FT. WORTH, TX 76101
PHONE TOLL FREE
1-800-424-4724

THREE-PIECE SOPRANO RECORDER for Intermediate &
Advanced Players
A 303N Baroque Fingering S6.50

AULOS HAS THEM ALL - SOPRANOS, ALTOS, TENORS, BASS,
SOPRANINO, GARKLEIN, PAN FLUTE, BAROQUE FLUTES.

Call or write for a complete color catalog 'listing all our fine Aulos
recorders and over 600 other musical products.
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kforders 6.3P Transverse Flutes-. T..
Illustrated brochures are available upon requyst for $3 each. A credit of $lo will .3€
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). then be given toward the first purchase. Please specify recorders or flutes.

VON HUENE WORKSHOP, INC.

65 Boylston Street
Brookline, Massachusetts 02146

U. S. A.

TELEPHONE (617)277-8690

eaaly music at

st. scbolastica

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.

At.

7

HELP for Practice & Performance!
12 Professionally arranged American and British folksongs,
with 20 minutes of taped instrumental accompaniment to

help you Practice and Perform!

Send $12.88 (CA. Residents add Appropriate Tax) plus $3.00 to cover Shipping and
Handling (Check or Money Order) to:

D.W. ARTWORKS
DEPT. R • P.O. BOX 90789 LONG BEACH, CA 90809-0789

NAME 

ADDR=SS 

CITY 8 STATE 

ZIP PLEASE ALLOW 4 TOO WEEKS FOR DELIVERY

1

Recorder in Print
(continued from page 19)

lus Matthysz and the Gouda organist
Gerbrand van Blanckenburgh], and in-
tended in the first place for other publica-
tions by Matthysz." [Jacob Van Eyck's
"Der Fluyten LustHof" (1644-c1655)
(Ph.D. dissertation, Stanford University,
1988), 4261 The Danish recorder is clearly
of a type that was used during van Eyck's
lifetime, but unless a historical document
is discovered that tells us exactly what
type of recorder he used, we will never
know.
Second, when the interviewer com-

ments, "It is a totally unique example," Ir-
mgard Mathiesen replies, "To our knowl-
edge there does not exist another of them
in the world." Yet a few similar recorders
seem to have survived. The most widely
publicized of these are the two "Rosen-
borg recorders" made of narwhal tusk,
discovered in 1980 by Eva Legene in an-
other Danish castle, the Rosenborg Castle
in Copenhagen. The Australian maker
Fred Morgan originally made copies of
them in maple. Legene and Morgan both
wrote articles about the Rosenborg re-
corders and their suitability for playing
the music of van Eyck in the May 1984
issue of American Recorder. A recent ar-
ticle in Continuo by Penelope Mathiesen
(an American author, no relation to the
Danish Mathiesens), bringing us up to
date on these instruments, describes
Legene's receipt of a narwhal tusk from
Jens Rosing, the author and illustrator of
a book on narwhals and Eskimo culture,
and Morgan's new copies made from that
tusk. The article also discusses a painting
made in 1672 by Cornelis Norbertus
Gijsbrecht, a painter at the Danish court,
that includes four recorders (two similar
to the Rosenborg instruments) and some
other instruments, all apparently from the
royal collection. ["Nature, Art and Music:
The Rosenborg Recorders," Continuo 13,
no. 4 (August 1989): 22-24]
The celebrated Normandy town of La
Couture Boussey—home of the Hotteterre
family in the 17th century and later of
many other important instrument makers
such as Godfroy, Noblet, Buffet, and
Thibouville-Martin—is the subject of a
"Sunday walk" by Gilles Thome in Cre-
scendo. He introduces us to the mayor of
the town, its history, the local boxwood
("Boussey" is derived from "buxum," the
Latin word for the wood), and finally its
instrument museum. In a recent article in
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Early Music on the development of the
oboe in the second half of the 17th cen-
tury, Rebecca Harris-Warrick corrects the
common belief that the Hotteterre family,
or even one member of it, were alone re-
sponsible for the transformation of the Re-
naissance woodwinds into the Baroque
types. The well-known contemporaneous
statement on the subject credits "the
Philidors and the Hotteterres" with that
honor. [Gilles Thome, "Promenade ba-
roque: Un dimanche a La Couture Bous-
sey," Crescendo 32 (March-April 1990):
25-29; Rebecca Harris-Warrick, "A Few
Thoughts on Lully's Hautbois," Early
Music 18, no. 1 (February 1990): 97-106]
Peter Thalheimer points out in Tibia

that in the 16th and 17th centuries instru-
ment makers experimented with various
forms of recorder-like instruments pitched
above g". The earliest extant true re-
corder (7 + 1 finger holes) of such a small
size has now come to light in the Musei
Civici, Modena. It sounds in c" (at A=435
Hz) and was made around 1670, probably
in Nuremberg, by a maker signing himself
only "M"—perhaps a member of the Maze!
family. Lacking knowledge of the histori-
cal models, some makers in the first half
of the twentieth century "invented" the
sopranino and themselves experimented
with higher-pitched instruments. An in-
strument in c" (5 + 2 finger holes) made
by the firm of Carl Kruspe in the 1930s
once belonged to F.J. Giesbert and is now
in Thalheimer's own collection. The first
modern recorder in c" was made by Rai-
ner Weber in 1947-48 from bamboo; two
years later he turned one from wood. Re-
corders of that pitch are now made by sev-
eral makers, based on different principles:
cylindrical and soft (Weber, Junghanel,
etc.) or conical and loud (Paetzold,
Kobliczek, etc.). ["Aspekte zur Geschichte
der Blockflote in c"," Tibia 15, no. 3
(1990): 202-05]
Manfred Brach has been opening up

new territory for our understanding of
early recorders and flutes in a series of ar-
ticles devoted to the proportions of the in-
struments and the mathematical thinking
behind them. Such proportions are diffi-
cult to see if the measurements are made
in millimeters, as is customary nowadays.
Using the contemporaneous linear mea-
sures, Brach first looks at recorders from
Frans Briiggen's collection made by
Thomas Stanesby, Senior (English foot),
Peter Bressan (Burgundian foot), and Jo-
hann Heitz (Saxon foot), showing how the
lengths of the various parts of the instru-
ments follow strict ratios. In each case the

foot is divided into inches, then lines
(12ths of an inch). For example, the
sounding length of Stanesby's recorder is
exactly 18 inches, or 216 lines; he "made
his instrument. with stupendous accu-
racy: there are no tolerances at all!" The
lengths of the head joint, middle joint, and
foot joint are in the ratio 16:13:25. "The
position of the central point of the six fin-
ger holes is exactly 8 inches (i.e., 4/9
sounding length); the position of the first
finger hole is exactly 5/8 sounding
length." Did Stanesby end to use two
squares (16=42; 25=52) and a cube
(216=63)? Brach goes on to show that
Bressan and Heitz based their sounding
lengths on different numbers with equally
interesting properties.
Second, Brach looks at the measure-

ments of two further recorders by
Bressan, which have significant properties
when measured in other ancient French
units (aune and toise), and a recorder by
Thomas Stanesby, Junior (old Amsterdam
foot [voet]). Is this stretching the argu-
ment too far? In any case, if Brach is cor-
rect, his findings lead to a great many
questions, which he is the first to ask. Was
the maker free to pick out a linear mea-
sure that would produce a recorder at a
required pitch and also yield useful pro-
portions? Did woodwind makers use ruler
and compasses (as string makers did) in
addition to calculating measurements?Are
the mathematical proportions ultimately
derived from Renaissance Pythagorean
thought? Given that the surviving record-
ers by Bressan and the Stanesbys are
"without tolerances at all," does this mean
that these instruments have undergone
no longitudinal shrinking over time? I
look forward to reactions and questions
from modern makers and scholars. ["On
Three Well-Proportioned Alto Recorders,"
FoMRHI Quarterly 60 (July 1990): 35-40;
"How to Design a Recorder," FoMRHI
Quarterly 61 (October 1990): 40-47; see
also his "Alte Traversfloten mallianalytisch
untersucht," Tibia 14, no. 1 (1989): 331-
40]

Bouterse's study of the transverse
flutes made by Robert and Willem Wijne
in the FoMRHI Quarterly includes the
revelation that joints of some of the
Wijnes' oboes and recorders were bored
with the same reamers used for their
flutes. He writes that they "(and perhaps
other makers) did not always design a
new instrument with new reamers, but
tried to save time and money using exist-
ing reamers. I think that this trial-and-
error method resulted sometimes in bad

LONG ISLAND RECORDER =ESTIVAL
20 CIRCLE DRIVE
EAST NORTHPORT, NEW YORK 11731
(516) 261-2027

Lessons, and Practice and
LIRF,

But the greatest of these is
LIRF.

Though I possess the
greatest recorder in the world,

I am but as a tweetling
Garklein if I have not

LIRE

LIRF happens once a year,
In the Northern Hemisphere.

For one brief week
they gather round
And join to make

an awesome sound.
I have this thing about

LIRF,
like a surfer loves the Surf.

The finest players
gather there,

And make great music
fill the air.

Like a groundskeeper
loves his turf,
I love LIRF.

From Renaissance to
Modern Jazz,

With stops at Bach
and razz-ma-tazz,
These tooters have
a shot at each,

Sometimes peach,
sometimes screech,
Sometimes just
within their reach.

Of all the things on Earf,
I like LIRF.

Lew Fitch
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Kelischek Workshop for
Historical Instruments

SINCE 1955

Susato Press Early Music
Editions K 411VV 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

gbc  COLORADO RECORDER FESTIVAL •• Ird2leCIC& Waeff&

Constance Primus, Artistic Director
Celebrate with us the Eleventh Colorado Recorder Festival

Colorado Springs, Colorado, July 8-12, 1992

Artists-in-Residence:
Scott Reiss, Tina Chancey, Bruce Hutton of Hesperus

Judith Linsenberg, Recorder
Edward Parmentier, Harpsichord

Performance classes in recorder, viol, guitar, harpsichord, folk music
Seminars — Master classes — Young People's program — Private lessons
Adjunct faculty concerts — "Jam sessions" — ARS Level II-III classes

Formal concerts by Hesperus, Linsenberg, Parmentier

For information:
Jeanne Brush, Colorado Recorder Festival

2509 Shalimar Dr., Colorado Springs, CO 80915
phone: 719-597-7714

NEW from PROVINCETOWN EDITIONS

BACH "Komm, leite mich," Aria from Cantata 175, for Alto Voice, 3 Alto
Recorders & B.C. Ed. by Aidrew Charlton (Score and 5 Parts) $7.95

HENRY COWELL Sonata-Duet. Four Pieces for 2 Players on 3 Recorders
(Playing Score) $5.95

More of the simple "birthday pieces" that Cowell wrote for his wife.

RICHARD BUSCH Sonatina for 3 Recorders and Piano (or Harpsichord), 1986.
(Score & 3 Parts) $12.95

The first major work for recorder in a long while, characterized by lots of wit, gritty
white-note dissonance and jolly interplay. The three movements comprise a
neo-baroque opener with Stravinskyan undertones, a bittersweet Antique Minuet a la
Ravel, and a rowdy set of 7 1/2 Variations on the well-loved children's hymn, Grand
Isle ("I Sing a Song of the Saints of God")

Available from your local MUSIC SHOP or from the

THE PROVINCETOWN BOOKSHOP
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or 'difficult' instruments." ["The Flutes of
Robert and Willem Wijne," FoMRHI
Quarterly 55 (April 1989): 29-36]
Martin Kirnbauer and Dieter Krickeberg

survey the life and work of the Berlin
maker Johann Heitz (or Heytz) (ca. 1672-
1737), fourteen of whose signed recorders
survive (thirteen altos and one bass).
Most of these have the unusual construc-
tion of a boxwood body with a tortoise
shell coating and ivory ornamentation.
Only one other maker is known to have
used tortoise shell technique, the London-
based Frenchman Pierre Jaillard Bressan,
at leas.: one of whose recorders is almost
identical to one of Heitz's. Could Bressan
have been Heitz's teacher? The authors
speculate that three of the surviving un-
signed instruments in tortoise shell ivory
technique (five recorders and one flute)
may also have been made by Heitz; in the
others the tortoise shell technique is too
clumsy to be his. ["Musikinstrumentenbau
im Umkreis von Sophie Charlotte," in So-
phie Charlotte und die Musik in Lietzen-
burg (Berlin: Staatliches Institut fur
Musikforschung Preussischer Kultur-
besitz, 1987), 47-60]

In Tibia, Kirnbauer, a restorer at the
German National Museum in Nuremberg,
quickly surveys the historical woodwind
instruments in its celebrated collection, in-
cluding recorders by Schrattenbach,
Kinsecker, Johann Christoph and Jakob
Denner, Gahn, Staub, Oberlender, Schell,
Zick, and Eichentopf. He cites a further
study of the recorders in the collection
that has been published only locally. [Mar-
tin Kirnbauer, "Historische Holzblas-
instrumente in der Sammlung des Ger-
manischen Nationalmuseums in NUrn-
berg," Tibia 14, no. 2 (1989): 424-29;
Kirnbauer and Dieter Krickeberg, "Un-
tersuchungen an Niirnberger Blockfloten
der Zeit zwischen 1650 und 1750," in An-
zeiger des German ischen Nationalmu-
seums 1987 (Nurnberg, 1988), 245-81]

In the June 1990 Recorder and Music
Magazine, David Blanchfield, an assistant
of von Huene's, writes about a soprano re-
corder auctioned recently by Sotheby's in
London. It bears the stamp of John
Townsend, a musical instrument dealer
and maker active in Manchester, ca. 1816-
69. Blanchfield suggests that it was in
fact made by an apprentice of Townsend's,
for the workmanship and tuning are poor.
Yet although the recorder is "not very mu-
sical, the teeth marks on the mouthpiece
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and the well-worn thumbhole attest to the
fact that this was a much played and loved
instrument."

Players and Teachers
A Medieval Juglar, Bcrsanti, the
Viennese Court, the Dresden Court,
Linde, Briiggen, Ehrlich, van Hauwe,
and ALSQ

Researchers seem to be little nearer fig-
uring out which Medieval terms apply to
which members of the flute family. In the
meantime, archival work is producing in-
formation on players of such instruments.
For example, Andres Descalzo's re-
searches on musicians at the court of
Pedro IV, "El Ceremonioso," in the mid-
14th century have turned up one Pere
Abril Latzaro, "juglar de flauta."
["Mtisicos en la code de Pedro IV El
Ceremonioso (1336-1387)," Revista de
musicologia 13, no. 1(1990): 81-122]

Ian G. Sharman offers "a fuller biogra-
phy" cf Francesco Barsanti, the Italian
oboist, recorder player, and composer
who settled in England in the early 18th
century. Sharman takes for granted what
Sir John Hawkins reported about
Barsanti's early life, although I argue that
he probably should riot. Sharman's new
material is on Barsanti's life from 1735
onwards, by which time he probably had
little use for the recorder. Readers who at-
tach importance to dates will be pleased
that Sharman has finally established that
in all probability Barsanti died around
May 1, 1775. [Ian G. Sharman, "Francesco
Barsanti: A Fuller Biography and a Dis-
cussion of his Concerti Grossi (Op 3),"
Brio 26, no. 1 (Spring/Summer 1989): 4-
10; David Lasocki, "More on the Life of
Francesco Barsanti " 27, no. 2 (Au-
tumn/Winter 1990): 78-79]
Herbert Seifert looks at the Viennese

Court's wind players curing that era, iden-
tifying those oboists who are known to
have also played the recorder: the Glatzl
brothers (Franz, Roman, and Xaver),
Gottfried Muffat, and Ludwig Scholl. In
addition, the organist and theorbist Georg
Reutter was said to play the recorder "to
perfection." ["Die Blaser der kaiserlichen
Hofkapelle zur Zeit on J.J. Fux," in Jo-
hann Joseph Fux und die barocke
Basertradition, 9-23]

In a stimulating Early Music article
based on an extensive survey of archival
documents, Ortrun Landmann discusses
"The Dresden Hofkapelle During the Life-
time of Johann Sehastian Bach." The
Saxon court spent a small fortune on both
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I'd like to join
the ARS

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

forward to:

9[ American Recorder

9[ ARS Newsletter

cl[ Members' Directory

9[ Editions of the Members' Library

91 Eligibility for the ARS Education Program examinations

(1[ Discounts to some recorder workshops, and on ARS pub-
lications, like the new Chapter Information Packets

91 Mailings from suppliers of material, music, instruments

9[ Advice on all aspects of playing the recorder

CI U.S. membership $30

El Canadian** membership $35

El U.S. Student* membership $15

CI Overseas** membership $40

El Contribution $ 

Please charge to my VISA/MASTERCARD:
 Exp. Date:

NAME

ADDRESS

CITY ST ZIP PHONE( ) 

CHAPTER AFFILIATION, IF ANY

1=1 Do not list my name in Directory
I=1 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
580 BROADWAY, SUITE 1107
NEW YORK, NY 10012-3223

A copy of the latest Annual Report filed by the American Recorder Society, Inc., witn the New
York Secretary of State may be obtained upon request from ARS, 580 Broadway, Suite 1107,
New York, NY 10012, or the New York State Department of State, 162 Washington Ave.,

Albany, NY 12231.
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ARS Music Publications
Available from the American Recorder Society

580 Broadway, Suite 1107, New York, NY 10012-3223.
Please make checks payable to the Amertan Recorder Society.

Erich Katz Contemporary Music Series

Suzanne M. Angevine A Short Tale for two basses (Level II) 2 scores $3.00

Peter Ballinger Double Quartet for Recorders (SATB+SATB, Level II-111)
score and parts $8.00

Cecil Effinger Dialogue and Dance (SATB, Level

Lee Gannon

score and parts $8.00

SO/Wine for 3 altos (Level III) score & parts $12.00
score, parts & demo cassette $20.00

Stanley W. Osborn Kyrie and Vocalise for sopr. voice and recorder quartet
(SATB, Level II) 2 scores & 4 recorder parts $6.00

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

Robert Strizich

Robert Strizich

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

Aphorisms for solo alto (Level III+) score only $10.00
score Et 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

Each $10 (members); $20 (non-members), plus $2 postage and handling ($5 for 3 or 4
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 1,11,
& 111) -$10; plus $2, postage and handling

American Recorder Society
580 Broadway, Suite 1107
New York, NY 10012-3223

(212) 966-1246
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sacred and secular music, in particular
building up what seems to have been the
largest orchestra in Europe: about 22 in-
strumentalists in 1709, rising to 48 by the
middle of the 18th century. Moreover, un-
like almost all other court orchestras, the
Dresden players were expected to special-
ize on one instrument, a state of affairs
that naturally led to high technical stan-
dards. Landmann's chart of positions in
the orchestra shows two recorder players
in 1712-16 and one in 1717, although she
does not identify them; there were appar-
ently no recorder players before or after.
In addition to the orchestra, the court
housed the Kleine Cammer-Musique (Pol-
ish or small chamber ensemble) of about
twelve musicians and several groups of
trumpeters and Pfeifer. The chamber mu-
sicians, unlike the orchestra, had to create
and develop their own repertory, of which
the court library eventually acquired only
a few private collections, such as the im-
portant one of the co-concertmaster Jo-
hann Georg Pisendel. This accounts for
the survival of a number of well-known re-
corder works by Quanta, Telemann, and
others. [Early Music 17, no. 1 (February
1989): 17-30]
Hans-Martin Linde turned 60 years old

in May 1990. As Ulrich Thieme asks in a
tribute to him in Tibia (15, no. 3, p. 199):
can this energetic musician be "already
60?" An interview with Linde in the
July/August 1989 Concerto includes an
amusing, and revealing, anecdote of Frans
Braggen's visit to his house, apparently in
the late 50s or early 60s. Bruggen
brought a copy of Robert Donington's
The Interpretation of Early Music with
him to the breakfast table. Linde asked
him: "My God, are you already reading in
the early morning?" Briiggen replied: "We
must study, study!" Linde goes on to ex-
press relief that, although study of the
sources is important, the days of musi-
cians sticking to chapter and verse are
happily over, for we must find our own
way with early music. Elsewhere in the in-
terview Linde describes how he moved
from being a junior member of the Ba-
roque orchestra Cappella Coloniensis
(second flute; his teacher, Gustav Scheck,
was first flute) to the orchestra's conduc-
tor. As for why Linde has transformed
himself largely from a woodwind player
into a conductor these days: "I was lucky
to be able to begin something new in the
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middle of my life, instead of teaching Han-
del recorder sonatas and, in the best
cases, Mozart flute concertos for the next
25 years."
In two recent interviews, Briiggen him-

self takes a similar tack. Asked by Ross
Winters in Music and Musicians why he
began to combine conducting with re-
corder playing, Bruggen replies that it
was "the real lack of solo repertoire for
the recorder which leads one to other per-
spectives.... You can live with recorder
playing all your life, if you are in love with
the instrument, but the literature is not
fully satisfying." [Music and Musicians
37, no. 7 (March 1989): 29-321 In an inter-
view with Judit Peteri, Briiggen begins by
saying that "the literature of the Baroque
recorder and even that of the transverse
flute is so poor that after a while you start
longing for a larger repertoire." But he
confesses, "I still give 70 concerts a year
on average as a recorder player. Perhaps
it is just the programs that have changed
a little. For example, I don't play Handel
sonatas any more; before I used to play
them very often." ["A Conversation with
Frans Briiggen in Budapest," Hungarian
Music Quarterly 1, no. 2 (1989): 13-18]
In light of these confessions, it seems

ironic that Robert Ehrlich names
Bruggen, and the "Dutch recorder
school" which followed in his wake, for es-
tablishing that almost uniquely twentieth-
century animal, the professional recorder
player—defined as "someone who earns all
or most of his or her living from playing
and teaching the reco -der." Ehrlich's per-
suasive and engagingly written tour de
force in The Recorder, based on his Cam-
bridge University master's thesis, argues
that "the emergence of a substantial num-
ber of professional recorder players in the
last thirty years, concentrated in Northern
Europe and particularly in Holland" is "a
phenomenon very mu:h the consequence
of modern marketing techniques and the
educational and welfare policies of the
Dutch government." These new players
"have succeeded in emancipating their in-
strument from its traditional, subservient
role as the doubling instrument of the pro-
fessional flautist or oboist For the first
time since the 16th century...we have a
really detailed knowledge of how to play
the recorder as a first instrument" Ehr-
lich examines in detail the role of the re-
corder in the Baroque era as well as the
three branches of recorder playing in the
20th century: amateur, school, and profes-
sional. He concludes with a personal
credo about why he calls himself a profes-

sional, how he freely adopts and adapts
his repertory, and why he wants to learn
to play the instrument even better. Highly
recommended. ["Prejudice, Practice and
Pride: How to be a Happy Recorder
Player," The Recorder 12 (December
1990): 15; 13 (July 1991): 5-13]
In two articles that complement
Ehrlich's, his former teacher Walter van
Hauwe describes having worked to get
the recorder taken seriously in Holland,
the salutary effect that learning Berio's
Gesti had on Briiggen's playing, the vastly
increased virtuosity of recorder students
in the last fifteen years, the new impor-
tance of ensemble work for professionals,
the need for better recorder repertory,
and what kinds of features we might rea-
sonably expect in a truly modern recorder.
His star(dust) students, the Amsterdam
Loeki Stardust Quartet, who have been
the prime movers in extending the re-
corder quartet, are the subject of an inter-
view in Tibia. They discuss the origin of
their group, solo versus ensemble playing,
practicing as an ensemble, the limits of
what can be arranged for the recorder, the
difference between American and Euro-
pean recorder students (the former "al-
ways want to play everything immedi-
ately"), and the future of the instrument
[Walter van Hauwe, "Towards a Modern
Recorder Technique," The Recorder 12
(December 1990): 20 22; "Pladoyer fur
eine Akzenverschiebung im Blockfloten-
unterricht," Tibia 15, no. 2 (1990): 128-
31; Reinhold Quandt, 'Das Amsterdam
Loeki Stardust Quartet," Tibia 14, no. 4
(1989): 587-91]

Depictions in Works of Art
Medieval Altarpieces, a Trecento
Catalog, Darer, and Titian

Jordi Ballester i Gibert's catalog of 141
altarpieces dating between 1350 and 1525
from the ancient kingdom of Aragon de-
picts vertical flutes ("flauta recta") in eigh-
teen of them and double pipes ("flauta
doble") in five. As in Howard Mayer
Brown's catalog, mentioned in an earlier
review, the black and white reproductions
are unfortunately too small to enable us
to see any of these instruments clearly.
["Retablos marianos tardomedievales con
angeles mtisicos procedentes del antiguo
reino de Aragon. Catdlogo," Revista de
musicologia 13, no. 1 (1990): 123-201]
Brown, incidentally, has now published
the fourth installment of his catalog of
14th-century Italy art, "Catalogus: A Cor-
pus of Trecento Pictures with Musical

jean-luc boudreau
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MAKING & RESTORING

Wine for free brochure:

C.P. 3044 Succ.ursale Youville
Montreal (Quebec) Canada, H 2P 2118
Te (514) 389-5089

.111••••• =PPP*

HF • •

•••••••••Mi• • ••-••• • •••••• •••••

•••• e 
RECORDER SHOP

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

Open by appointment oily. Dis-
co_inted prices on Moeck, Zen-On
and other wooden and plastic re-
co-ders. Steinkop his- oric wood-
winds, viols da gampa, harpsi-
chprds and music. Senc four
stamps for catalog.

•••••••• ••••••••••••••••••••••••••••••••••••••••••••••••••••••Nly

SW M-WILMA
IFILUI-E CC.
Baroque Flutes: our ow
"Sweetheart" mo: el

Tabor Pipes
Fifes, Flageolettes, "IrisL"
Flutes & Tin Whis Les.

Send fo: brochure and/or
antique flute lir.

32 South Maple Sit eel
Enfield, CT 06082
(203) 749-440

March 1992 43



Recorder in Print

Subject Matter." His index reports re-
corders in fourteen of the paintings and
double recorders in no fewer than 75.
[Imago musicae 5 (1988): 167-241; ear-
lier installments in 1 (1984): 189-243; 2
(1985): 179-281; 3 (1986): 103-87]
The cover of the March 1990 Recorder

and Music Magazine reproduces an Al-
brecht Darer woodcut (1497-98) of a
men's bath house. One of the bathers is
playing a recorder which, as Alec V.
Loretto points out in a letter to the editor

(September 1990), "is one of the clearest
fifteenth-century pictures of a Ganassi
type recorder—certainly clear enough to
be measured, enlarged and the informa-
tion used to construct a copy." Herbert
Hersom, RMM's associate editor, com-
ments: "In the bath, singing is probably
more widely practiced than recorder play-
ing, and indeed, wooden recorders might
not take too kindly to the humidity, but I
have no doubt that it goes on some-
where."

In the December 1990 Recorder Maga-
zine, Edgar Hunt briefly discusses a few
paintings by Titian (ca. 1487-1576) that
depict recorders, noting that "in Renais-
sance times the recorder took over from
the [ancient Greek] aulos as a symbol of
love." Titian's paintings were analyzed at
far greater length by Emanuel Winternitz
in his classic book Musical Instruments
and their Symbolism in Western Art (2nd
ed., New Haven: Yale University Press,
1979). Winternitz, in puzzling out the
symbolism of the recorder for the reader,
commented: "Still, our problem of the eti-
quette of the flute [recorder] was dis-
cussed at length, with humanist trim-
mings of course and yet with a half-hidden

smile and in most elegant, suggestive lan-
guage, by a great connoisseur of mores,
Baldassare Castiglione [II cortegiano, Bk.
II]: 'The appropriate time at which one
can make use of that kind of music [the
pipes] is, I believe, when a man finds him-
self in private and dear company and
when he is not concerned with any other
pursuits; but above all in the presence of
women, because the appearance of these
instruments softens the listener and
makes her penetrable to the sweetness of
this music and, at the same time, arouses
the spirits of the one who makes the
music.... But let it be understood that all
this must be accompanied by tact and
good judgement, for it is, after all, impos-
sible to imagine all the things that can
happen....'"

I would like to thank the following for
their help and support during the
preparation of this review: The
American Recorder Society, Carol
Crowley, Richard Griscom, Andreas
Giger, Catherine Lasocki, Michael
Marissen, and my colleagues in the
Indiana University Libraries, especially
David Fenske and James Neal.
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I've heard the term "circular breathing,"
and though I have a vague idea of what
it is, I can't for the life of me figure out
how to do It. Is it difficult, and is it
use ful?—R.G.B., Eden Prairie, Minnesota

Pete Rose responds:
Circular breathing is a technique

through which a wind instrumentalist can
continue to play for a long period of time
without stopping to take a breath. While
playing in the normal manner, the circular
breathing musician stores air in the oral
cavity. When air is needed, the musician
closes the back of his -..hroat, expels the air
stored in the mouth, and inhales through
the nose, all at once. The most difficult as-
pect is the reconnecting of the normal air-
stream without a break.
Several detailed articles have been writ-

ten on the subject: The best are a pam-
phlet titled Play and Enjoy the Didjeridu
by Peter Kaye, published by ISBN, Box
1900, Cairns, North Queensland, Aus-
tralia, and an article called Circular
Breathing for Wind Players by Michele
Gingras, which appeared in the May 1990
edition of The Instrumentalist.
The art of circular breathing probably

predates history and exists as an estab-
lished tradition in many parts of the
world. The most developed exists in the
pan-Islamic world, particularly in North-
ern Africa and the Middle East. The first
musician to make it widely known in the
West was the jazz saxophonist and flutist
Rahsaan Roland Kirk.
Though I have no absolute documenta-

tion, I feel pretty safe in saying that the
first recorder piece tc employ the circular
breathing technique was Music for Re-
corder and Tape, wr tten for me in 1977
by New York composer Jude Quintiere.
The German recorderist Johannes Fischer
is a master of the technique, and Gerhard
Braun has written the composition
Atembogen for him (see "On the Cutting
Edge," page 31). Canadian recorderist
Peter Hanon also does it and has written
some music, though I know of his work
only by reputation.
Aldo Abreu of Venezuela is the only

other circular brea=hing recorderist I
know, and the only one attempting to

Two questions on technique, one advanced, one very basic

apply it in a historical music context, par-
ticularly on some Bach transcriptions.
Circular breathing has its limitations: it

can't be used with articulation and is most
easily done on a trill or a fast stepwise
slurred passage. As to when one should
apply it, I'd like to relate an anecdotal
story. When I was at the International Re-
corder Symposium in 1990 I had the op-
portunity to hear Walter van Hauwe's re-
cital. After the concert, I spotted him
sitting alone at a table in an outdoor café
and asked if I could join him. We chatted
a bit and I let him know at an appropriate
point that I would be most interested in
coming to Holland to play at the next 20th
Century Recorder Festival. He gave me a
"maybe" but also related the usual uncer-
tainties: financial considerations and what
not
Later in the evening we were joined by
many others and the mood turned light
and festive. Suddenly, in what seemed an
incredible non-sequitur, Walter said,
"Pete, what is your philosophy of circular
breathing?" The party came to a hush and
all eyes were on me. Being too naïve to
recognize that I had been set up, I re-
sponded quite off the cuff that I didn't
have a pat philosophy about it, except that
it shouldn't be used indiscriminately.
Since breath is a part of the musical ex-
pression, I added, circular breathing
should only be used where it would not
violate that aspect of the music. New
pieces with a syntax appropriate to this
manner of playing would have to be writ-
ten. Above all, I stated, circular breathing
should not be used as a gimmick or
grandstanding stunt
At that point, Mr. van Hauwe's face lit

up with an ear-to-ear smile: "Pete," he
said, "you are coming to Holland."

My recorders continually seem to clog
up. What's a good way of dealing with the
moisture that collects in the mouthpiece?
—B. W., Tucson, Arizona

James Tanguay, who writes the "Dear
Georg" advice column for the Tucson Re-
corder Society, responds:
Mouthpiece condensation is an age-old
menace to recorderists. It accumulates

quickly on a cold, humid day, causing the
cedar block to swell and the tone to grow
weak. Arched windways, anti-condensa-
tion drops and hand warming of the
mouthpiece prior to playing alleviate the
problem significantly. But even with all
this, the instrument can still become
nearly impossible to play. How do you get
rid of the moisture? The wrong way is to
blow it out with a quick harsh breath.
Even if you learn to avoid the accompany-
ing shriek, this technique only serves to
neatly deposit water droplets all over the
wedge and on the inside of the head joint,
thus making the instrument harder to
manage.

You could use the alternate blowing
method: Hold the recorder to your mouth
as if it were a transverse flute. Then, blow
the moisture from the aperture out
through the mouth end of the mouthpiece
and onto a cloth. This is perhaps the most
graceful means of solving the condensa-
tion problem, but it's not ideal. Sometimes
it is simply not fast enough.

The art of circular
breathing probably
predates history and
exists as an established
tradition in many
parts of the world.

Imagine if you will, playing in that
group of yours that gets together every
now and then to tootle. You're playing
along, getting ready to show off with that
big solo phrase—Wait! What's this?!—the
mouthpiece is clogging up. Oh, no! If
you're lucky, you'll make it to a quarter
rest before the recorder stops playing alto-
gether. But this doesn't leave you with
much time. So what do you do? Draw the
moisture into your mouth. If done cor-
rectly, this not only clears the windway, it
gives you enough breath for the next
phrase. The idea of drawing the moisture
might take a little getting used to, but in
its practiced form, this method has no bet-
ter substitute.

March 1992 45



There's always something
special going on at....

Eighth Early Brass Fett val

Amherst Baroque Academy

Recorder Virtuoso Prog..am

Seventh Double Reed Rally

Early Music and Instrumert
Exhib t (many recorder makers!

Concerts, concerts, concerts!

New! Second Week Only—

Intensive full-time program in

recorder consort playinc fcr

individuals and established

consorts, Inquire,

65 West 95th St., lA
New York, NY 10025
212-222-3351

A record of 40 participated in the Fulh Annual Texas Krummhorn Konidave, part
of the 16th Texas Early Music Festival, held November 21-24 in Palestine. Texas.
pfore th:-..n 120 people attended Me 'Texas Toot." Tom Zajac headed the faculty.
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Under the name "La Dolce Vita,' mem-
bers of the Jacksonville Charter have
been maki:ig regular appearances a: the
area's For: Caroline National Memorial
Elosia Matson, the new chapter represen-
tative repo-ts that La Dolce Vita':; f rs-:per-
formance at the fort was in December
:990; since then the group has Leen in-
vited back every three months to help il-
lustrate be historical period of be sort
which was occupied by the Frerch in the
mid-150)s. In September, La Doke Vi-2
perbrmad at be St. John's Relaissance

...S..- ‘1. 44“0.4

Faire in Jacksonville's Metropolitan Park
tc help set the mood for free theatrical
performances of Shakespeare's Twelfth
Mg& Another group, a tric called the
Windjammers, played at the Riverside
A -ts Festiva:, where they charmed addi-
ences with their krummhorn renditions of
cowboy ballads. As the new :lead of the
chapter, Robin Carlberg has been hole:ng
weekly sessions for people who are learn-
ing new instruments.

La Doke Vita in action.
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HiIce Staniulis, caapter representative for
the Chicago Chapter, reports on the suc-
cess of the r Composition 'Contest "We
st2 rted our first recorder composition con-
test in 1989, as part of the ARS 50th an-
niversary. The composition could be for
any number of recorders or mixed ensem-
ble and any member in good standing was
eligible. Dick Eastman won for his Good
Memories. We decided this would be a bi-
enn:al contest, so we had or second one
in 1991. Entries could be trios of any com-
bination of recorcers, 3-5 minutes in dura-
tion. playable by intermediate to upper-in-
termediate players; they would be judged
on musical interest, attractheness, idiom-
atic use of recorders, and playability at the
defined level. Chapter members from
Michigan, I adian, and Wis:onsin could
participate. The winner was Pat O'Malley
for his composition: Grant Park, Full
Akan, Smore Curls."

De5orah Booth conducting 2 class at
the Santa Fe Recorder Society's
November workshop on "The Golden
Age of English 2nd Spanish
Renaissance MilSiC." On Co:umbus
Day, Eileen Iladidian led a :vorkshop
in .7;USiC ranging from monophonic
dances to Staeps's Flotentanze.

Leff b right, Laura Sanborn Kraegel,
Louise At.s.tin, and Pam Wiese pose
with Patrick O'Malley, winner of the
Chicago Chapter's ;991 CompcsiCon
Contest.

Fo_r members of the new Upper Valley
Early Music Society performed on No-
vember 23, 1991, for res:dents of Kendal
at Hanover, a retirement home. The musi-
cia:-.s were coacheC by Bob CostEllano
and Da Swayze. The chapter represents
recorder players from isolated and rural
areas in Vermont and New Hampsn ie. Its
first meeting h September broughz out 35
recorder players, and subsequent -neet-
ings. have been very well attended. On De-
cember 15, the UVEMS joined fcrzes to
perform a prcgram that included record-
ers harp, krummhorn, and lute

It has become a tradition: the January
meeting of the Twin Cities Chapter (MN)
is called "Cabin Fever Reliever." Me:nbers
bring Rer.aissance dishes like milled
c:der, bread "trenchers," St. John's rice,
"Chess pyE,' and twc kincs of gruel They
perform in consort end then are led in a
group of Renaissance dances. Ell: :-cing-
Smith  rzs it was 'an event to make us
forget tnis year's record snowfall "

PUT AR ON YOUR LIST
If our chap-..er actvities don't appear
he:-e, do you wonder why? Only 23 of
the more than 90 ARS zhapters send
us their newsletters or other mailiags.
We enjoy reading this material end
aften get ideas for future news fea-
tures and articles. Photographs and
news may be sent to American Re-
:order or to :he ARS.

RECORDER MUSIC
& RECORDERS

for
STUDENT
TEACHER

PERFORMER

Send for
FREE

catalog.

&Deaf czpets
23 SCHOLAR LANE, LEVITTOWN, NY 11156

(516) 796-4140

C.JCIMCS
woodwind

shop
BAROQUE

RECORDERS & FLUTES
AFTER

DENNER %-...,‘•••—%GRENSER
ROTTEN BURGH & HAKA

FINE HANDCRAFTED INSTRUMENTS
AT MODERATE PRICES

PLEASE WRITE
1352 CASTLETON RD N
COLUMBUS, OHIO 43220

SINCE 3974

DOMINIK
ZUCHOWICZ
violin and viol maker

Violins, Violas, 'cellos
Tenor Viol

after Jo'tn Rose

15911
and Contrabasses 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
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Classified rate forAmerican Recorder: 506
per word, ten-word minimum. "For Sale"
and "Wanted" will not be counted but
should always be included in tie copy. ZIP
code counts as one word; telephone num-
ber as two words. Payment must accom-
pany copy. Classified advertisements will
not be billed. Send copy plus payment to
the American Recorder Society, 580 Broad-
way, Suite 1107, New York, NY 10012.

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, 1 747 Maltman, Los Angeles, CA
90026,213-660-8475,

BASS REST: Say good-bye to neckstraps or sore
ankles! Support your bass on the floor. Remov-
able for storage with Velcro® fastening. Model
FV 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: Complete workshop for making
recorders and flutes. All mac-lines, tools, de-
signs, materials, etc. Will train. Terms negotia-
ble. 614-451-5381. C. James Woodwind Shop,
1352 Castleton Road, N., Columbus, OH
43220.

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: Elegant cherry mus c stands, fully
adjustable. 3-page easel, photo available, $200.
King's Musicke, 803-279-8340 (evenings).

FOR SALE: Moeck tenor kortholt, Monk cor-
netto. For prices call 212-744-3E48.

FOR SALE: Gothic Harp, 4 octaves, sharping
levers, walnut. $525. 609-451-1475.

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; N.M. 87556.
505-586-1307.

Where the haves and the have-nots
of the recorder world can find each other

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

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 0641 7, 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.

FOR SALE: Moeck 259 Rottenburgh Bass, 840
Renaissance tenor. 703-560-3593.

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.

FOR SALE: Harpsichord, Zuckerman, single
manual. Walnut case. 1965. Terrific continuo
instrument. $900. Schwartz: 215-635-4292.

FOR SALE: Kortholts, Moeck, soprano, alto,
tenor, bass. $2,000 set. Rarely used. 609-451-
1475.

FOR SALE: Kobliczek Praetorius Renaissance
tenor recorder. Practically new. $450. 609-451-
1475.

FOR SALE: Folkers Rottenburgh Baroque flute,
boxwood, lovely warm sound, excellent into-
nation, A=415; $875. Moeck Rottenburgh alto
recorder, palisander, tuned and voiced by von
Huene, A=440; $225. 508-291-0087.

FOR SALE: 16th century style hurdy-gurdy,
guitar bodied, chromatic, 4 drones including
trompette, hard case, $1,800. King's Musicke,
803-2 79-8340 (evenings).

ORIEL LIBRARY: Recorder ensemble music
published in England by Theo Wyatt; low price
of twelve cents per page; 75 titles in print; for
catalog write: Alexander Breed, 50 Rutland St.,
Watertown, MA 021 72.

FOR SALE: The Renaissance Recorder Player's
Tune Book; 21 olde tunes from Germany,
France, England, and Italy, plus helpful hints
and a source list, available for soprano or alto,
with guitar chords. Send $6.00 plus $2.00 for
shipping and handling to Greenblatt & Seay,
PO Box 671, Avoca, Nebraska 68307.

FOR SALE: Bass Krummhorn by Moeck
Steinkopf, $650. Jon Matason H: 213-322-
7072. W: 213-643-8307, ext. 220.

FOR SALE: Hand-turned Renaissance flutes,
$125/up. SASE/$1 for photo/brochure.
Rhoads, Rt. 3 #3090, Cedarcreek, MO 65627.

FOR SALE: Baroque oboe, Vas Dias, Denner
copy, ivory rings, stained boxwood, a'=415,
reeds by Vas Diaz and Sand Dalton. Perfect
condition. $1,300. 619-569-0526.

FOR SALE: Large early music library. About
350 titles left of over 600. Will separate. Send
506 stamp for list. G. Schmeltekopf, 1043 Gar-
field, Oak Park, IL 60304.
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„ CELEBRATE anytime with NE Wmusical selections
from SCHOTT PUBLICATIONS

Schott The Recorder Player's Handbook, Hans-Martin Linde. This thoroughly revised and newly-
ED 12322 translated edition will be indispensable to recorder players at all levels of interest and

ability. The book is a comprehensive survey of the instrument, its history and its music with
advice on breathing, tone production, fingering, articulation, practice and performance.
  $29.95

One of the greatest musical pleasures for recorderists is playing consort music (trios, quartets, quintets).
The satisfaction that can come from playing a well-crafted piece of Renaissance polyphony exactly together
and in tune is considerable and good results can be achieved without a virtuoso technique. In these six
volumes, editor Bernard Thomas has tried to include as many different kinds of music as possible that
are suitable for recorder consort from the 15th to the 17th centuries. All the material is organized accor-
ding to country or origin and in more or less chronological order. The extensive introduction in vol. I
gives advise on consort playing techniques and ornamentation, each volume contains source notes on
each piece and contains 25 to 35 pages.

ED 12387 The Schott Recorder Consort Anthology Vol. I Fifteenth Century Music.. . . $15.95

ED 12388 The Schott Recorder Consort Anthology Vol. II French & Spanish Music. . . $15.95

ED 12389 The Schott Recorder Consort Anthology Vol. III Italian Music $15.95

ED 12390 The Schott Recorder Consort Anthology Vol. IV Dance Music $15.95

ED 12391 The Schott Recorder Consort Anthology Vol. V German & Dutch Music. . .  $15.95

ED 12392 The Schott Recorder Consort Anthology Vol. VI English Music $15.95

**Order the entire set (six volumes) for a special price of $85.00**

THE ROLAND HARPSICHORD "CLASSIC” C-20
NOW ON SALE (while supply lasts) ONLY $592.50 with stand, originally sold for $2,000.

The perfect instrument to accompany recorder.
Today's development in electronic musical instrument
technology have allowed Roland to re-create the unique tone
of the harpsichord with incredible accuracy. This instrument
features the traditional sound of Baroque era instruments plus
the benefits and conveniences of modem, state-of-the-art
technology. Prices much less than accoustic harpsichords and re-
quiring no rout _ne maintenance or tuning.
Featuring:
• 8 different preset tones - five harpsichord voices,

two pipe organ voices, and one string voice.
• Five alternate tunings.
• Built-in amplification and speakers.
• Built-in digital reverb.
• Full MIDI compatibility. Bench not included

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

Minimum shipping charge $3.00



NaZagRW,,,TROgRZaaRlag,

,}via namusic Tiffributors, Inc.
S HARON, CONNECTICUT 06069, TEL.(203) 364-5431

Now available from your local music dealer:
LONDON PRO MUSICA

is proud to announce the publication of its first Musica Practica edition:

Christopher Tye's Complete Consort Music.

The score is $17.50, and seven part books are available at $6.00 each.

Christopher Tye
COMPLETE CONSORT MUSIC

Christopher Tye is the only composer of what we call the early Elizabethan period

whose instrumental music has survived in any quantity. It is very different from the

more familiar late Elizabethan music, being full of fascinating rhythms and original

touches. A particularly astonishing piece is his Sit Fast, which must be among the most

rhythmically inventive pieces of its day.

Many of the pieces are In nomines, but no two are alike, so varied and original is

Tye's treatment of this form. The collection also contains some remarkably beautiful

motet-like pieces, such as the lovely Rubum quem. Excellent for recorders or viols.

LPM MP 1.

Other new titles of note:

CHARLES NAGEL: PartitallforATB   AvP#12 $5.50

J. S. BACH: Canzona (arr. Paul Palmer) for SATB   AvP #11 $4.50

SCOTT JOPLIN: Rags, Volume 1, 7 Rags for S & Pf   DOL 402 $8.50

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

HISTORICAL WOODWINDS: Renaissance und Barocicinstrumentenstudio, Musisca.

HARPSICHORDS: Neupert.

RECORDER MUSIC: Anfor, Avondale Press, Berandol, Broken Consort, Consort, Dolce Edition, Dovehouse,

Early Music Library, Gamut, Hug, Jolly Robin Press, London Pro Musica, L'Oiseau Lyre, Loux, Magnamusic,

Marlborough, Muses Gardin, Pan, Pelikan, Schott, Sweet Pipes, Tomus, and Zen-On.
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