

































































1970-74

Tui St. George Tucker’s jazz-influenced
recorder trio Prelude and Blue for
Erich utilizes a few extended tech-
niques and makes interesting and
highly theatrical use of the perfor-
mance space,. Its language is

extremely eclectic and the composer
shows a great sense of humor in her
quotation and imitation of popular mu-
sical idioms.

| EUROPE

Media: Solo works still predominate,
but there is a growing attraction to
sizes of recorder other than alto.

Major trends:

1) There is a sudden rediscovery of the
recorder’s historical repertoire and, by
extension, the entire history of West-
ern European classical music as a possi-
ble source of inspiration, generation,
and ironic humor in avant-garde re-
corder music.

2) With the all-inclusive acceptance of
this history, there was also a corre-
sponding acceptance of even its most
traditional elements that had been con-
sidered idiomatically taboo and there-
fore deliberately excluded in the avant-
garde recorder music of the previous
decade. Many of the works from this pe-
riod display a wide spectrum of sound,
for these traditional elements were
being brought into a music still heavily
affected by the imprint of post-Webern-
ism and nurtured by the extraordinar-
ily adventurous developments of the
1960s.

3) Humor becomes a strong central
issue during this period.

Representative works: Gerhard Braun,
Minimal Music I, Nacht Stiicke; René
Clemencic, Bicinia nova; Martin
Gumbel, Drei kleine Studien; Hans-Mar-
tin Linde, Amarilli mia bella, Musica
da Camera; Rolf Riehm,
Gebrauchliches.

ELSEWHERE
ARGENTINA: Eduardo Alemann com-
poses Spectra for the Conjunto Pro
Arte de Flautas Dulces of Buenos
Aires. This pioneer ensemble piece
uses microtonality and other extended
techniques. World and minimal music
influences are there as well as sound-
mass formations.

1975-79

Some of Bob argolis' compsitions mply extended techniqes.
1) Fanfare, a relatively accessible solo work requires the playing of two recorders at once.

2) Recorder Quartet, which despite its title may be played by any number of recorder players above four, features an improvisational
text-source that gives only vague directions and exact timings. The details of each performance must be worked out by the players. No
matter what is decided, the end result will be an eclectic set of sound-mass blocks.

Avant-garde recorderist Pete Rose connects with the “Downtown” scene in New York City. Adapts works by several of its John Cage-
and minimalist-oriented composers to the recorder:

1) Philip Corner’s Sproutings for solo instrument or voice has a score consisting of Japanese-styled brush strokes printed on little
pieces of transparency. These are placed on manuscript paper by the performer as a theatrical aspect of the presentation. When
played, the music consists entirely of glissandi; even the shortest sounds must have a degree of pitch flexibility.

2) Daniel Goode’s composition The Thrush from Upper Dunakyn is a transcription of a tape recording of a bird. Originally scored for
alto flute, it was adapted for bass recorder at the composer’s request. The half-hour-long meditative “bio-music” is microtonal, very re-
petitive, and contains many long periods of silence.

3) Sound-poet Jackson Mac Low composes A Vocabulary Gatha for Pete Rose, an improvisation-generating score that looks more like
a crossword puzzle than music.

Jude Quintiere composes the first circular breathing recorder works for Pete Rose.

1) Music for Recorder and Tape features an opening cadenza for tenor recorder in which all of the ideas in the piece are exposed.
These ideas are then extended by sustaining or repetition, both in the recorder part and on the tape, which contains sounds generated
on a Moog synthesizer.

2) Roseland for amplified soprano recorder and tape makes use of a wide range of extreme extended techniques in the recorder part.
The tape, which contains four minutes of sustained trills on SATB recorders, forms a static backdrop of sound-mass for the live perfor-
mance.

Colin Sterne’s Meadowy/Hedge/Cuckoo uses quotation in an obvious and theatrical way, as well as in a furtive structural manner. Its
rhythmic and melodic contours show a post-Webern influence, and it uses a number of extended techniques.

Media: Solo works other than for alto recorder, especially for soprano, become more common. The first European avnt—garde
ensemble works are composed. There is a new interest in and understanding of the possibilities for combining recorder and piano.
The period also gives rise to the first significant works for recorder and percussion.

Major trends:

1) There is a move away from allowing the performer to make critical composition-oriented choices (through
improvisation or mobile form, for example) toward strictly notated scores that give the player few if any options.

2) There is also a move away from using extended techniques to produce episodic novel sounds and toward
their use as fundamental compositional building blocks and/or means of developing and varying the essential
material of a work.

3) Minimal and world-musics begin to have an impact.

4) The new ensemble and recorder/piano works employ sound mass and timbre modulations.
5) Extended techniques appear in easier works suitable for amateurs and/or children.

6) Many works show an extreme eclecticism in both language and style.

7) The historical recorder tradition continues to be of interest.

Representative works: Louis Andriessen, Melodie; Gerhard Braun, Acht Spielsiiicke, Inmitten der Nacht;
John Casken, Thymehaze; Reinhard Febel, Sechs Bagatellen; Frans Geysen, Periferisch-Diagonaal-Concentrisch;
Martin Gumbel, Fljtenstories, Konrad Lechner, Traum und Tag.

Other important works: Roland Moser,
Alrune; Kazimierz Serocki, Arrangements.

JAPAN: Tere isa prliferation of new works displayig srog fusion tradiioal aanee as well as terworldmusc elements )
with European avant-garde idioms.

A partial list: Ryohei Hirose, Lamentation, Ode I, Meditation; Kikuko Masumoto, Pastorale; Maki Ishii, Black Intention.
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1980-85 1985-89

_USA

Comletely improvised works by Pete Rose show a strng minimal and

In Transitions, Pete Rose applies clearly defined evolutionary formal poce-

world-music influence and prominently feature microtonality and circu- dures to improvised pieces that are otherwise similar in direction to his works
lar breathing: of the early 1980s.
1) Right Hand Pentachord Variations utilizes a prepared soprano re- Works by Robert Strizich employ many extended techniques.

corder to produce extraordinarily dense sound-mass formations from a

X . 1) Fantasia makes developmental use of
single instrument.

sound-mass.
2) Medley: Signals/Limits makes extreme use of circular breathing, the
highest pitches, and loudest obtainable volume to a dangerous point for
both performer and audience.

2) Aphorisms for solo alto re-
corder employs a language
that generally resem-

3) Music for Non-Weslern Instruments offers a set of 28 text scores that bles the post-Webern

may either be read and imagined as concept pieces or realized through European works of the
improvisation. Rose’s realizations are mostly performed on ethnic fipple 1960s. But Strizich
flutes. uses special effects as

fundamental sub-
stances and his manner
of manipulating mate-
rial is more clearly ap-
parent to the listener.

Yehuda Yannay’s Nine Branches of the Olive Tree is commissioned by
Milwaukee recorderist Ed Gogolak. This large work for recorder, bass
clarinet, guitar, and percussion combines post-Webern and minimal
music configurations and requires many extended techniques.

EUROPE

Medi: or the first time, the focus shifts from solo to ensenble works.

_ EUROPE

Media: The ephasis swings back to solo works.,

Major trend: Eclecticism. Major trends:

Minor trend: Requiring the recorder player(s) to double on percussion in- 1) Minimalism.

struments.
2) Works are either totally written or totally improvised.

Representative works: Helmut Bornefeld, Concentus; Gerhard Braun,
Schattenbilder; Konrad Lechner, Lumin in Tenebris; Herbert Nobis,
Kontraste; Wolfgang Witzenmann, Bordun II1. 4) Strong influence of world-music and jazz.

3) Eclecticism.

Other important works: Louis Andriessen, Ende. 5) Interest in creating music for fipple flutes other than recorder.
6) Microtonality.
Amsterdam Loeki Stardust Quartet 7) The “New Romanticism"—emphasis on melody, warmth, subjectivity.
8) Transmutation of old music to a 20th<century idiom.
Representative works:

Gerhard Braun, Afembogen; Regina Erman, Melody; Charles Fox, Winds of
Heaven; Guus Janssen, Largo; Paul Leenhouts, Big Baboon, When Shall the
Sun Shine?; Konrad Steinmann, xero-xero-xero; Paul Termos, Vuoto
osseso; Jan Rokus van Roosendael, Rotations; Karel van Steenhoven,
Wolken. (To this list must be added the improvisational ™
works of many performers as well as the

transmuted interpretations ? on ata Labium anssugen ks
of old music.)
"
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AADA: Works by Peter Hnnan show sron
trends.

 ELSEWHERE

¢ minimalist and world-music

MEXICQO: Music commissioned by Horacio Franco fuses European avant-
garde and world-music traditions. Some of these works are very melodic and
warmly subjective in feeling in the manner of the “New Romanticism.”

AUSTRALIA: Benjamin Thorn’s compositions combine elements of European
avant-garde and world-music idioms,
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CONTINUES TO BE THE BEST

PLAYS IN TUNE « SUPERB QUALITY « DELUXE
APPEARANCE - LASTS A UFETIME -
FULL CONSORT AVAILABLE

ONE-PIECE SOPRANO RECORDER
FOR FIRST YEAR PLAYERS

Built in thumb rest places right hand

correctrelaxed position - Single holes for
low C and D provide ease of playing in AUI'OS HAS
lower register - Accessories: carrying  bag THEM ALL

and fingering chart

AIO3N  Baroque Fingering $4.45
ATIO2N  German Fingering  $4.45

SOPRANOS, ALTOS,
TENCRS, BASS,

SOPRANINO, )
GARKLEIN, PAN FLUTE, H
BAROQUE FLUTES

TWO-PIECE SOPRANO RECORDER
FOR INTERMEDIATE PLAYERS

Includes C# and D#* holes -

Accessories: cleaning rod, carrying bag and
fingering chart

A203N  Baroque Fingering $5.45
A202N  German Fingering $5.45

THREE-PIECE SOPRANO RECORDER
FOR INTERMEDIATE AND

ADVANCED PLAYERS

Includes C# and D# holes - Movable foot joint
Accessories: cleaning rod, carrying bag and
fingering chart

A303N Baroque Fingering $7.25
A302N GermmanFingering $7.25

AST]
TENOR

RHYTHM BAND

INSTRUMENTS

ORDER FROM:

Rhythm Band  Instruments,

P.O. Box 126, F Worth, TX 76101
ORDER BY PHONE:

TOLL FREE: 1-800-424-4724

Call or write for a complete
color catalog listing all our fine:
Aulos recorders and over

600 other musical products.




by David L. Burge

T ALL STARTED 1n ninth grade as a sort
I of teenage rivalry.

I would practice the piano for
about five hours daily. Linda didn’t

practice anywhere near that amount.

But somehow she always seemed to
have an edge which made her the
star performer of our school.

It was frustrating.

What does she have that I don’t? ]
would wonder.

Linda’s best friend, Sheryl, sensed
my growing competition. One day
she bragged on and on about Linda,
adding more fuel to my fire.

“You could never be as good as
Linda,” she taunted. “Linda’s got
Perfect Pitch”

“What’s Perfect Pitch?” T asked.

Sheryl gloated over a few of
Linda’s uncanny musical abilities:
how she could name any tone or
chord—just by ear; how she could
sing any pitch she wanted—from
mere memory; and how she could
even play songs after only listening
to them on the radio!

“They laughed when
I said they could have

Perfect Pit:

Luntil I showed them

the secret!”

My heart sank. Her fantastic EAR
is the key to her success I thought.

How could I ever hope to compete
with her?

But later I doubted Sheryl’s story.
How could anyone possibly know F¥
or Bb just by listening? An ear like
that would give someone a mastery
of the entire musical language!

It bothered me. Did Linda really
have Perfect Pitch? I finally got up
the nerve and point-blank asked
Linda if the rumors were true.

“Yes,” she nodded to me alootly.

But Perfect Pitch was too good to
believe. I rudely pressed, “Can I test
you sometime?”

“OK,” she replied cheerfully.

Now I couldn’t wait to
malke her eat her words...
My plan was ingeniously simple:
I picked a moment when Linda
least suspected it. Then I boldly
challenged her to name tones for
me—1by ear.

I made sure she had not been play-

ing any music. I made her stand so
she could not see the piano key-
board. I made certain that other
classmates could not help her. I got
everything just right so I could
expose Linda’s Perfect Pitch claims
as a ridiculous joke.

Nervously, I plotted my testing
strategy. Linda appeared serene.

Nith silent apprchcmion I select-
ed a tone to play. (She'll never guess
an Fi!)

[ had barely touched the key.

“Ft” she said.

I was astonished.

I quickly played another tone. She
didn’t even stop to think. frstantly
she announced the correct pitch.

Frantically, 1 played more and
more tones, here and there on the
keyboard, but cach time she knew
the pitch—-without effort. She was
SO amazing—she could identity
tones as easily as colors!

“Sing an E»” T demanded, deter-
mined to mess her up.

With the barest pause she sang the
proper pitch. [ had her sing more
tones (trying hard to make them
increasingly difficult), but still she
sang each one perfectly on pitch.

I was totally boggled. “How i1 the
world do you do it?” 1 blurted.

“I don’t know;” she sighed. And to
my great dismay, that was as much
as I could get out of her!

The dazzle of Perfect Pitch hit
me hard. My head was dizzy with
disbelief, yet from that moment on
I knew that Perfect Pitch is real.




Perfect Pitch method proven by research at TWO leading universities!

T couldn’t figure it out...

“How does she DO 1?” I kept ask-
ing myself. On the otaer hand, why
can’t everyone recognize musical
tones by ear?

Then it dawned on me that most
musicians can’t tell C from C¢, or
A major from F major—Iike artists
who brush painting after painting
without ever knowing green from
turquoise. It all seemed so odd and
contradictory.

I found myself even more mysti-
fied than before.

Humiliated and puzzled, I went
home to work on this problem. At
age 14, this was a hard nut to crack.

You can be sure I tried it myself. I
would sweet-talk my drothers and
sisters into playing tones for me so I
could guess each pitch by ear. My
many attempts were dismal failures.

So I tried playing tke tones over
and over in order to memorize them.
[ tried to feel the

Soon I too could recognize the tones
by ear! It was simple. I could hear
10w Ff sounds one way, while Bb has
a different pitch color sound—sort
of like “hearing” red and blue!

The realization hit me: THIS IS
PERFECT PITCH! This is how
Bach, Beethoven, Mozart, Debussy
and scores of others could mentally
2nvision their masterpieces—and
.dentify tones, chords and keys just
dy ear—by tuning in to these subtle
nitch colors within the tones.

It was almost childish—I felt that
anyone could unlock their own
Serfect Pitch by learning this simple
secret of “color hearing.”

So I told my best friend Ann (a
-lutist) that she could have Perfect
2itch too. She laughed at me.

“You have to be born with Perfect
2itch,” she asserted.

“You just don’t understand how
lerfect Pitch works,” I explained.

“highness” or
“lowness” of each
pitch. I tried day
after day to learn
and absorb those
elusive tones, but
nothing worked. [
simply could not
recognize the
pitches by ear.
After weeks in
vain, [ finally gave
in. Linda’s gift was
indeed extraordi-
nary. But for me,
it was out of reach.

Then came the realization...

[t was like a miracle. A turn of fate.
Like finding the lost Holy Grail.

Once [ had stopped straining my
ear, I started to listen NATURALLY.
Then the incredible secret to Perfect
Pitch jumped rlght into my lap.

I began to notice faint “colors”
within the tones. Not visual colors,
but colors of pitch, colors of sound.

They had always bezn there. But
this was the first time I had ever really
“let go”—and listenea—to discover
these subtle differences within the
musical tones.

“How in the world d> you do it?” 1
blurted. I was totally boggled.

It s easy!”

[ showed her
how to listen.
Timidly, she con-
fessed that she
too could hear
the pitch colors.
Soon Ann had
¢lso acquired
Perfect Pitch! We
became instant
school celebrities.
Students tested
us in amaze-
ment. Everyone
was awed by our
Virtuoso ears.

Way back then I would not have
dreamed that [ would later explain
my discovery to college music pro-
-essors. When [ did, many of them
‘aughed at me at first. You may have
guessed it—they told me you had to
be born with Perfect Pitch.

But once I revealed the secret to
Perfect Pitch—andthey heard for
‘hemselves—you’d be surprised how
cast they would change their tune!

As I continued my own music
studies, my Perfect Pitch allowed me
to progress far faster than I ever
thought possible. I even skipped over

Autumn 1970

P

Research r efer €nces: Aseudy to determine the effectiveness of the David L. Burge technique for development of Perfect Pitch,
M.E. Nering (1991), The University of Calgary; An experimental investgation of the effectiveness of training on absolute pitch in adult
musicians, M.A. Rush (1989), The Ohio State University. We will include research summaries with yotr FREE Perfect Pitch Lesson #1.

two required college courses. Perfect
Pitch made everything much easier—
performing, composing, arranging,
sight-reading, transposing, improvis-
ing—and it skyrocketed my enjoy-
ment as well. I learned that music is
definitely a HEARING art.

And as for Linda?

...Oh yes—well, time found us at
the end of our senior year of high
school. I was nearly 18, and it was
now my final chance to outdo her.

Our local university sponsored a
high school music festival each
spring. That last year, [ scored an A+
in the most advanced performance
category. Linda only got an A.

Sweet victory was mine at last!

(I‘oday, thousands of musicians and two
university studies have confirmed the
effectiveness of my Perfect Pitch method.

Now I'd like to show YOU how to discover
your own Perfect Pitch—whatever your age!

[ hope you won’t laugh as you picture
yourself with various Perfect Pitch skills—
like naming tones and chords by ear with
laser-like precision! Of course, you might
be surprised at how simple—and how very
valuable—Perfect Pitch really is!

'l show you! Just call or write TODAY to
request your FREE Perfect Pitch Lesson #1!

For fastest delivery, call 24 hours:

(515) 472-3100

FAX: (515) 472-2700

I N I B S ..

I Perfect Pitch
[ Lesson #1!

dYES! Please rush me my
FREE Perfect Pitch Lesson #1!

Show me how | can gain Perfect Pitch

I for myself—AND discover deeper
levels of my own musical talent.
I [am a: J teacher Q musician

d parent of musical child

NAME
ADDRESS -
any
STATE zip -
Mail to:
I American Educational

Music Publications, Inc.
Music Resources Building, Dept. N18
1106 E. Burlington, Fairfield, IA 52556
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Tyson feels the primary place of change should be
in the public schools, and the main thrust at the
middle school level. “Teen-cge students,” he said,
“should be encouraged to play whatever they like
on the recorder, so they can use the instrument to
connect with the music that they best relate to.”

ing melodies, mak:ng them integral to
his—rather than customary to the—jazz
performance.

Second, while he is capable of great fire,
he often unleashes :he full fury of his in-
tensity right from the very first note of his
improvisations, givir g them an incendiary
quality. He also sustains this level of inten-
sity through to the last note, so that his
jazz solos seem to stop rather than end.
He could be more effective, I feel, if he
would shape his playing to a greater de-
gree, economizing ¢t the beginning and
building to a strong climax. But [ have a
feeling that both these faults are due
largely to the fact that he just doesn’t get
enough work opportunity to fine-tune
himself.

After the concert i asked Joel how he
evolved into sometking as unique as a
jazz recorderist. He told me that he began
studying recorder at a very early age with
Charlotte Rosenberg, a local Philadelphia
teacher, and later studied with Bernard
Krainis. The turning point for him came in
high school, where many of his friends
were both interested and talented in play-
ing jazz. No doubt, Levine already had a
remarkable command of the instrument
by this time. That, plas his extraordinary
natural gifts—a brillient and quick mind,
fantastic ear, and a great sense of time—
enabled him to make the conversion and
develop quickly.

And More!

A month earlier,

CMU presented a

fine concert by John

Tyson, another ma-

jor American player,

who gave us—among

many other things—a

masterful perfor-

mance of Maki Ishii’s

classic work Black Intention. It was only
the second time he hed performed it, for
he just recently became aware of the piece
when one of his students introduced him
to both the score and a superb recording
of it by Walter van Hauwe.

Tyson's favorite modern piece is another
great Japanese composition, Fragmente
by Makoto Shinolara. Of the contempo-
rary European works, he particularly fa-
vors Hans-Martin Linde’s Music for a
Bird, and he also has an affinity for the
music of American recorderists/compos-
ers Colin Sterne and Tui St. George
Tucker. Tucker’s Romanza, he told me, is
especially well appreciated by Parisian au-
diences, who relish its jazzy quality.
Tyson’s new CD for Titanic contains the
premiere recorded performances of works
by Arnold Coose and Alan Hovhaness.

After the concert, | spoke with John a bit
and found that he has very strong views
about the recorder’s future in America.
He believes the key to its survival is
mainstreaming the instrument, and he is
attempting to have it moved from the area
of early music to the woodwind depart-
ment at New England Conservatory,
where he teaches. But he feels the pri-
mary place of change should be in the
public schools, and the main thrust at the
middle school level. “Teen-age students,”
he said, “should be encouraged to play
whatever they like on the recorder, so
they can use the instrument to connect
with the music that they best relate to.”
An interesting statement in view of what
Joel Levine told me of his evolution into a
jazz recorder player.

Tangential News from Abroad
Maki Ishii has now written another re-
corder composition. Simply called Tenor
Recorder Piece, but intriguingly subtitled
“east - green - spring,” it is one of the
hardest works for the instrument. It was
commissioned by the Symposium at Calw,
Germany, as a required performance num-
ber on the second round of this year’s so-
loist competition. Believe it or not, the
first round required the competitors to
play their own divisions on a madrigal by
Cipriano da Rore, a Vivaldi concerto, and
Gesti by Luciano Berio. Such is the state
of the up-andcoming generation of re-
corder players in Europe.

Pete Rose

MAIJORIE & JOSE=PH LOUX, JR.
2 FAWLEY LANE P.G.BOX 34
HANNACROIX, NEW YORK,
U.S.A. 12087-0€34

TE .- (518) 756-227:=

Opsen by appo atment only. Dis-
counted prices or Moeck, Zen-On
and other woodz2n and plastic re-
corders. Steinkzpf historic wood-
wirds, viols dz garrba, harpsi-
cro-ds and musc. Send four
stamps for cataiog.

SWEETHEALRT
FLUIECO.

Baroque F'utes: our own
“Sweetheart” molel
Tabe- Fipes
Fifes, Flageclettes
“Irish” Flutes & Tin Whistles.
Send for brochire aad/or
antique fluie lis:.

32 South sape Street
Enfieid, CT 06082
(2€3) T19-4494
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