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INTRODUCING

Flauto Leggero is Moeck's

new series of mid-priced

recorders for ensemble playing.

They have Baroque fingering

and are designed with a simple

functional shape reminiscent of

instruments by Thomas

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

ner bore and finger holes, wind-

way and labium have been

designed with all modern

developments in recorder design

in mind, and offer a response

and tone normally associated

with far more expensive in-

struments. Flauto Leggero

replaces the Tuju series.

The series is constructed from

sycamore, a close relative of

maple. Its characteristics are that

From the craftspeople at

MOM

it has a hard, even density with

a very fine texture. It has a

specific density of approximate-

ly .65 with sound characteristics

that are relatively soft and rich

in fundamental frequencies.

The instruments are supplied

with an attractive and practical

linen bag which enables the

recorder to dry out well. Bass

recorders are supplied in cases.

The bass recorder has a wind-

cap which is specially shaped on

the inside and has a bocal which

makes it comfortable to play.

Available models:

Sopranino / soprano / alto / alto with

double keys / tenor with single

key / tenor with double keys / bass

with single key / bass with double keys.

Exclusive Representative:
European American Music Distributors Corporation

Valley Forge, Pennsylvania



EDITOR'S
NOTE

When they talk about a "global economy,"

they shouldn't leave out the recorder,

which is as close to a aniversal instrument

as can be imagined. With the introduction

of the plastic recorder, there is one sophis-

ticated musical instrument that can be af-

forded by all the peoples of the world, and

its generic classification as an end-blown

aerophone connects A to folk and histori-

cal instruments in many, many cultures.

In addition to Robert Ehrlich's in-depth

analysis of the relationship of recorder ed-

ucation in certain European countries to

the support of recorder playing as a pro-

fession (page 7), this issue presents a sam-

pling of reports from other countries—Is-

rael, France, Japan—collected for Ameri-

can Recorder by our contributing editor

for education, Gene Reichenthal. Pete

Rose not only contributes a world-wide

collection of interesting composers in

Cutting Edge, but also an interview with

composer Gerhard Braun about recorder

playing, composition, and education in

Germany (page 12). From the U.S.A.,

where Robert Ehrlich's ideals seem even

more foreign than they do in Great Britain,

Suzana Cooper describes her approach

with young children and wonders if and

how we can provide opportunities and

motivation to talented recorder students

so that they stay with the recorder after

elementary school (page 16). In her

President's Message, Connie Primus tells

the history of the ARS's ongoing education

program for individual achievement. (In

the March issue, she announced the new

Class Program of the :unior Recorder So-

ciety, which is reaching out to assist class-

room teachers and music specialists.) And

from Bloomington, Ir_diana, we learn of

further initiatives to promote recorder

teaching (Tidings). We hope that readers

in different countries will nominate them-

selves as correspondents to let us know

how the climate for :reorder education

compares in other parts of the world.

Benjamin Dunham
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PRESIDENT'S
MESSAGE

An important confer-

ence on "Teaching the

Recorder in America"

was held at Indiana

University in July. I was

given the honor to

chair this conference

and was also asked to present a paper on

"The American Recorder Society Educa-

tion Program."

In preparing this paper, I learned to ap-

preciate the active role the ARS has taken

for over fifty years in helping our members

play better, encouraging those who teach

the instrument to children and adults, and

educating the public about the recorder.

Actually the ARS was organized with ed-

ucation as its primary purpose. In 1939,
three pioneer American recorder teach-

ers, Suzanne Bloch, Margaret Bradford,

and Irmgard Lehrer, brought their stu-

dents together to teach them how to play

in tune—thus the ARS was born' At these

early meetings members speculated on

the possible use of the recorder in schools.

As the ARS expanded from a handful of

recorder players in Suzanne Bloch's New

York apartment to many members and

chapters throughout North America, the

Society's educational efforts also ex-

panded. Concerts were given to introduce

the public to the recorder, the American

Recorder was created to disseminate arti-

cles on recorder technique and literature,

and national workshops were sponsored

for teachers and players of all levels.

At the first of these workshops, held at

Interlochen, Michigan, in 1961, an exam-

ination for an ARS Teacher's Certificate

was initiated. Many American recorder

teachers are recipients of this early certif-

icate, which was awarded until 1976, and

their names are listed in the ARS Directory

with a "Ti". An updated Teacher Certifi-

cate (indicated "T3" in the Directory) was

established in 1985 for those who passed

the Level III examination of the ARS Edu-

cation Program and attended pedagogy

classes at workshops. This year the

Teacher Certification Program has again

been revised and expanded to two levels.

In order to promote more and better

teaching of children and novice adults, a

new teachers' examination is offered to

Continued on page 34
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TIDINGS

Early Music America Appoints Beverly Shnmons
Executive Director; Moves to Cleveland, Ohio
Early Music America has announced the
appointment of Beverly Simmons as exec-
utive director and a move of the organ-
ization's office to the campus of Case
Western Reserve University in Cleveland.
A native of Denver, Colorado, Ms. Sim-

mons earned her B.A., M.A., and D.M.A.
from Stanford University, where she spe-
cialized in performance practice. At the
University of California, she did post-grad-
uate work in choral conducting.
While she taught at the university level

for four years and was an announcer at
Cleveland's classical music station WCLV-
FM for two years, she is best known in the
early music field for operating a successful
management agency specializing in early
music artists from 1979 to 1992.
Recently, Ms. Simmons was the adminis-

trator of the Baroque Performance Insti-
tute at Oberlin College and managed a con-
cert series, "Chapel Court & Countryside:
Early Music at Harkness."
She has served on the Presenter/Touring

Panel of the Ohio Arts Council, the resi-
dency panel of Chamber Music America,

and was newsletter editor for the Interna-
tional Congress on Women in Music. She
is a member of the American Musicologi-
cal Society and the International Society of
Early Music Singers. She was a member of
the Steering Committee that founded Early
Music America in 1985 and a board mem-
ber from 1986 to 1993. She and her hus-
band, Ross W. Duffin, Kulas Associate Pro-
fessor of Music and chair of the music de-
partment at Case Western Reserve, have
two children.
Early Music America, an organization of

ensembles, presenters, scholars, busi-
nesses, individual performers, and others
active in the field, was founded to expand
the audience for historically informed per-
formance of music in North America,
through programs in the areas of educa-
tion, communication, development, and
performance.
The headquarters offices, which had

been in New York City and were briefly
located in Boston, will be at 11421-1/2
Bellflower Road, Cleveland, OH 44106.
Phone: 216-229-1685; FAX: 216-229-1688.

A recorder ensemble at the 1993 Early Music Festival
in Whitewater, Wisconsininne 4-6.

Recorder Teachers
Group Proposed
During the North American Recorder
Teachers Conference, held July 21-4 at In-
diana University in Bloomington, a plan
was prcposed to begin an "American Re-
corder Teachers Association." Among the
goals of the organization would be to "fos-
ter communication among recorder teach-
ers, fac_ Rate recorder pedagogy in the
schools, and encourage the development
of professionalism in recorder teaching
and performance." A pamphlet summariz-
ing the association's goals and containing
abstracts of the papers presented at the
conference was to be prepared. Catherine
Hawkes was chosen chairpersonpro tern,
and she Igreed to serve as a clearinghouse
for information and communication (1308
No. Maple, #21, Bloomington, IN 47404).

Hadidian Wins
Citizen's Award
Eileen Hadidian is this
year's recipient of the
Citizen in the Arts
Award, ?resented an-
nually to honor a signif-
icant contribution to
the arts in Albany, Cal-
ifornia. The award rec-
ognizes Ms. Hadidian's
work in establishing the Hausmusik series
in 1987. Starting with small concerts in pri-
vate homes, the series this year moved
into the parish hall of St. Alban's Episcopal
Church, an acoustically live space reminis-
cent of an English manor house. In 1992,
Hausmusik musicians produced their first
recording: In Nova Cantica, A Celebra-
tion of Christmas (see AR, December
1992, p. 35). Under a grant from the Ala-
meda County Art Commission, Hausmusik
also was able to do educational outreach
programs in an area elementary school.
This year's Hausmusik series begins No-
vember 6 with a performance by the re-
corder ensemble, Tonal Havoc (David Bar-
nett, Dav- d Braaten, Michael Brogan, Amy
Haskell, and Jennifer King).
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TIDINGS Some makers noted that the ARS
program had attracted a lot of

recorder players early in the week
who seemed to be in a buying mood.

ARS Showcase Concerts Attract Recorder Players
to Boston Early Music Festival in June
Except for the expanded activities of the

American Recorder Society, the Boston

Early Music Festival, held in June at Har-

vard University in Cambridge, Massachu-

setts, showed only a tangential interest in

the recorder—a little tootling by doublers

Bruce Dickey (cometto) and Christel

Thielmann (gamba) in the production of

Monteverdi's L'Orfeo, and some appear-

ances among the numerous Concurrent

Events like the gala dinner concert of the

Arcadia Players, which included Emily

Samuels on recorder, or the concert of the

Boston Renaissance Ensemble, which in-

cluded Roy Sansom.

Two of the big names in European re-

corder making had instruments on dis-

play: Hans Schimmel and the firm of Kanji

and Sorel. The Pacific Rim was repre-

sented by Michael Griraer, a lesser known

maker from Australia, Japan's Hiroyuki

Takeyama, who advertised specially de

signed instruments for handicapped play

ers, and Alec Loretto, from New Zealand.

Left, Roy Sansom leads the dance at
an educational outreach program;
below, Michael Grinter adds a new
client; bottom, Rob Gilliam-Turner
entertains as Jacob van Eyck in the
Swedenborg Chapel church yard.

North American builders Friedrich von

Huene, Thomas Prescott, Philip Levin,

Peter Noy, and Jean-Luc Boudreau were in

attendance, and some makers noted that

the ARS program had attracted a lot of re-

corder players early in the week who

seemed to be in a buying mood. While the

overall number of exhibitors was down,

the smaller scale of Harvard's Memorial

Hall disguised this fact nicely. In general,

attendees seemed pleased by the campus

location, enjoying the relative proximity

of the concert sites and the atmosphere of

Harvard Square.

During the showcase concerts spon-

sored by the American Recorder Society

at the Swedenborg Chapel, a truly collegial

atmosphere took hold. Players strutted

their stuff and then showed up in the au-

dience to lend their support to others.

Most of the players included modem

music in their programs, and the range of

style was great, from the spare texture of

David Stock's Hehplay, to the concentra-

tion of Roland Moser's Alrune (performed

hypnotically by Judith Linsenberg), to the

eclectic iconoclasm of Pete Rose's music,

which showed up not only in his own

tour-de-force program of modem classics,

but also on the programs of Roxanne Lay-

ton (as an encore) and Judith Linsenberg.

The enthusiastic audiences swelled to

standing-room only for the closing pro-

gram of John Tyson's "Renaissonics."

The list of the performers included:

Rob Gilliam-Turner, who appeared as

Jacob van Eyck in the Swedenborg Chapel

yard each day, in addition to performing a

recital of Renaissance and Baroque music

using historically appropriate instruments

that he built;
Nina Stern with Arthur Haas, harpsi-

chord, and guest artist Michael Lynn,

doing a program of Italian music from

1550 to 1750;
Pete Rose, presenting a program of con-

Continued on page 25
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Indiana's Recorder Academy
for Young People, July 18-24

"I made eleven new friends and got

to work with some of the best musi-

cians I've ever met I was challenged."

"I especially liked the private lessons."

liked "the people and the teachers

you could learn from and the exposure

to other recorder players that took it

seriously."

These are some of tie comments received

on the evaluation forms at the end of the

first Indiana University School of Music Re-

corder Academy for recorder players,

grades 7-12.

Twelve young recorder players, ages 11-

17 and coming from New Mexico, Massa-

chusetts, Maryland, Wisconsin, Michigan,

Florida, and Indiana, came to Blooming-

ton, Indiana, July 18-24, for an intense

week of work and fan focusing on several

aspects of music making.

Created and directed by Marie-Louise A.

Smith, the Recorder Academy included

two private lessons during the week with

instructors Eva Legene, Shelley Gruskin,

and Marie-Louise Smith. Two master

classes attended by the whole group al-

lowed everyone to near comments about

technical and musical aspects of playing

that could apply to everyone. In addition,

the students attended three technique

classes that isolated important elements of

playing such as articulation, finger dexter-

ity, tone production—and how and what

to practice. Every day students had two

hours of supervised practice.

The group was divided into three ensem-

bles that worked on pieces to perform at

the concluding concert. Ensembles were

led by Marie-Louise Smith, Clara Legene,

and Catherine Hawkes.

All these activities helped the students

with traditional music making— reading

music, executing a variety of articulations,

fingering correctly and cleanly, playing

with clear, full tone and expression appro-

priate to the music.

A multi-media project allowed the stu-

dents to "work without a net" to improvise

and express themselves with their own

musical ideas as well as through move-

ment, art, and film-making. Gerardo Dine

guided these activities with the help of

Clara Legene. These student projects were

a change of pace from the more structured

activities and gave the students a chance

to work as a single large group.

Other breaks from the week's intensity

included a mid-week swimming party and

picnic; two evenings of Renaissance danc-

ing with counselors Tim Johnson and Jann

Cosart; and a visit to the Lilly Library to sec
a display of materials about the recorder

and early music printing from a rare book

collection that includes a first edition of

Hamlet and Samuel Pepys's diary.

Evening activities included a faculty re-

cital, a pizza party, and a concert by the ILI

Festival Orchestra—not to mention the

Academy's own concluding recital.

A student testimonial
The teachers were absolutely
amazing. During my ensemble class
with Clara Legene, I learned patience
and how to work together to fix
mistakes. I also learned that "the
show must go on." My private

lessons with Mrs. Smith and my

master class with Eva Legene gave
me new insight into the solo I was to

perform. They helped me give it
character and emotion. During my
private lesson with Eva, I learned to
get rid of the pressure and
nervousness that comes along with
any performance. I learned

spontaneity and improvisation with
Gerardo Dirie, and Shelley Gruskin

taught us techniques we'll be able to
use to help other, newer recorder

students as well as ourselves.

I left the academy reluctantly. I'd
made so many new friends in such a
short time and learned some glorious

things. I had even become
accustomed to the hectic schedule
packed with playing. I was exposed
to ideas I might never have known if

I hadn't come to the academy.

Alexis Brown, age 16

The level of playing was very high at this
first Recorder Academy, and organizers
were encouraged by the enthusiasm of the
young players. The week made clear to
them that they are not alone in their ability

to excel in playing the recorder. They

learned from their teachers and from their

newly-made friends; they returned home

with renewed enthusiasm and commit-

ment.

The program would have been impossi-

ble without the support of the Boulder

Early Music Shop, Courtly Music Unlim-

ited, The Encore Cafe, Perennial Designs,

Sweet Pipes, TIS Bookstore, and The

Viewpoint.

Plans call for a 1994 Academy in July in

Bloomington.

Students at the first Indiana
University Recorder Academy,
left to right, front row: Thea
Smith, Hannah Nievelstein,
Tamar Lelkes, Michal Spechler,
Marthe Bourdon, Anne Timber-
lake; back row: Alexis Brown,
Karen Smid, Jessica Maynard,
Alison McLennan, Camilla
Richmond, Melinda Kroneman
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Our Recorder Culture:
A Pyramid Built on Sand?
by Robert Ehrlich

Speaking at the 1992

Karlsruhe Symposium,

the British recorderist

compares the recorder

cultures of England,

Holland, and Germany

and hazards some

thoughts about the

stability of our field

FOR AN EVENT such as the Karlsruhe
Symposium to take place, three con-

ditions have to be met. First, a sufficient
number of people must be interested
enough in the recorder to want to come.
Second, participants must have enough
background at the appropriate level.
Third, sponsorship must be available to
cover the inevitable deficit between what
the conference earns in participation fees
and what it costs to run.
This Symposium could not take place in
Great Britain, for example. The British re-
corder scene essentially consists of adult
amateur playing and the use of descant re-
corders for primary mass education (al-
most invariably by teachers with no spe-
cialist recorder training). In fact, there is

very little demand for profession-
ally trained recorderists, and
very few people study the In-

strument at Hochschule
level. Therefore, only a

tiny number of Brit-
ons have the neces-

sary level of

knowledge to make them wish to attend a
Symposium such as this, or to enable them
to discus3 the themes that will dominate
this week—themes emerging from a lively
culture of professional recorder teaching.
Furthermore, in the current British cli-
mate of depressed economic activity and
reactiona:y politics, it is unthinkable that
any state agency or private sponsor would
foot the hill.
In the Netherlands, there would be

plenty of delegates, and lots to discuss.
Since the 1960s, the liberal cultural and
educational policies of the Dutch Govern-
ment hay: created a substantial demand
for professional recorder teaching. Al-
though 11311and's population is only one-
fifth that of Germany, there are today over
200 recorder students at Hochschule
level.

There are, however, worry-
ing signs that this most
lively of recorder cul-

tures may be
under threat

because of

Govern-
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ment cutbacks. The Hochschulen are hav-
ing to shorten their courses; arts subsidies
are being slashed. To give just one partic-
ularly painful example, the most impor-
tant international recorder event of the
coming year, the second Amsterdam In-
ternational Festival of Contemporary Re-
corder Music, planned for January 1993,
has been cancelled because its venue and
principal sponsor, the long-established
lisbreker concert hall, has lost its state sub-
sidy. It's a fair bet that if this Symposium
had been planned in Holland, it would not
have taken place.
I'd like to suggest that Germany is the
only country in the world today in which
all three conditions for holding an event
like this could be met: sufficient partici-
pants, an appropriate level of knowledge
and interest, and financial patronage. In-
deed, the liveliness of the professional re-
corder scene in Germany at present is
such that this summer has seen not only
the present Symposium but important re-
corder festivals and conventions in Rus-
selsheim and Calw as well.
Britain, Holland, and Germany have per-

haps the three most mature traditions of
recorder playing in the world. In this talk,
I will focus on the demand for professional
recorder teaching as an indication of the
health of the recorder culture of these
countries. I have an overtly political hy-
pothesis: that the health of the recorder as
a serious instrument is uniquely depen-
dent upon the resources devoted to music
education within a given society.

THE STRUCTURE of the music profes-
sion is a bit like the great pyramid of

Chephren at Giza in Egypt. Seen from a
distance, we are most struck by the pyr-
amid's smooth cap. As we approach, how-
ever, the mass of the central portion is
such as to place the peak into its proper
perspective. Standing finally next to the
pyramid's lowest stones, we are over-
whelmed by the immense volume of its
base—the relatively tiny volume of the

apex now seems inconsequential.
Each instrument has its star performers,

and these are the apex of the pyramid.
These few elevated musicians appear on
TV, make records, and tour the globe.
Their life-styles, repertoire, working con-
ditions, even the very instruments they
play on, often bear little resemblance to
those of the great mass of professional mu-
sicians. Anne-Sophie Mutter, Frans Briig-
gen, James Galway—whether they play a
Stradivarius violin, Bressan recorder, or a
solid gold flute, doesn't matter. The gen-
eral public, looking at the music pyramid
from afar, tends to perceive what they do
as typical of a professional musician's
work.
You and!, surveying the pyramid with a

closer, more critical eye, arc aware that
under the apex arc the "real musicians,"
the great mass of professionals who may
never play a concerto or make a CD, but
who nevertheless earn their living from
music. It is at this level, rather than at the
pinnacle of success, that a major differ-
ence between professional recorderists
and other instrumentalists becomes clear.
The typical professional violinist earns a
substantial part of his or her living from
playing in orchestras, chamber ensem-
bles, and recording sessions; from the
opera, the ballet, the cafe dance band, and
popular music. The typical professional
recorderist, however, is profoundly differ-
ent: someone who teaches to earn a living,
and maybe plays an occasional concert on
the side. The recordetist is uniquely de-
pendent upon teaching—for income, con-
tact with colleagues, something to do be-
tween mealtimes.
As we walk closer still to the recorder

pyramid, we can recognize how new it is.
The British recorder pioneer Edgar Hunt
has proposed a model of the 20th-century
recorder revival divided into three move-
ments. Writing in The New Grove Dictio-
nary, he explains that the recorder is used
firstly by adult amateur players in
Hausmusik and mass-playing contexts,
secondly for the primary musical educa-

The structure of the music profession is a bit like
the great pyramid of Chephren at Giza in Egypt.
Seen from a distance, we are most struck by the
pyramid's smooth cap... Standing finally next to
the pyramid's lowest stones, we are overwhelmed
by the immense volume of its base—the relatively
tiny volume of the apex now seems inconsequential.

tion of children, and thirdly as a profes-
sional concert instrument in its own right.
Until the late 1960s, only a few people ac-
tually earned their living from the re-
corder. The professional recorder pyra-
mid was actually only a tiny molehill. A
few deeply committed individuals fol-
lowed their own path and played the re-
corder as a concert instrument, but they
were isolated: one here, two there. The
recorder was widely played, but by mem-
bers of Hunt's other two categories, chil-
dren and adult amateurs, usually without
the benefit of professional instruction.
In 1962, three recordings of the Handel

recorder sonatas were issued, by Hans-
Martin Linde on Hannonia Mundi, Ferdi-
nand Conrad on Deutsche Grammophon
Archiv, and Frans Briiggen on Telefunken.
The man or woman in the street would, I
expect, perceive all three as being musi-
cians near the apex of the recorder pyra-
mid—concert artists making records for
big record labels. What we see from our
closer viewpoint, however, is that in 1962
this apex hung in mid-air: there was no
mass culture of professional recorder play-
ing to support and give perspective to
their achievement.
Contrast the recorder culture from
which Linde, Conrad, and Briiggen
emerged with that which produced
today's recorder lions, the Amsterdam
Loeki Stardust Quartet. Their recordings
for DECCA/Florilegium and their interna-
tional tours make them artists at the apex
of the pyramid. But unlike their predeces-
sors only 20 years before, they benefited
from a true professional recorder training
before emerging into a culture where
what they do matters. Graduates of Walter
van Hauwe's large recorder class in Am-
sterdam, now respected and envied by
their many less successful contemporar-
ies, they merely do very well what many
hundreds of us spend many of our waking
hours doing: they play the recorder.
A lively professional recorder culture

helps us to maintain our faith in what we
are doing in the face of apathy or hostility
from anti-recorder elements (parents,
friends, whomever). Being part of a com-
munity of recorder players allows us to
compare our achievement with that of
others, to develop shared concepts of rep-
ertoire and awareness of the gradual estab-
lishment of a canon within that repertoire.
It facilitates the rapid assimilation of im-
portant new trends in technique and in-
strument technology: for example, the
new Ganassi-type recorders, which have
been much more enthusiastically taken up
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by the thriving Hochschule classes of Hol-

land and Germany than by the compara-
tively small and demoralized British ones.

In short, being part of a gang gives mean-
ing to what we do. While other musicians
find this perspective in the orchestra, the

jazz band, the pop group, the choir, the
string quartet, the continuo section, we

must look for it in the Hochschule class.

Now we are standing at the base of the

recorder pyramid. :ust as the middle gave

perspective and support to the apex, we
can now see how the immense base sup-
ports the middle. In terms of the German
recorder scene, this foundation is the
Mustkschule system, which offers em-
ployment to Hochschule graduates, who
for their part pass on their expertise, rais-
ing the standard of playing in the wider
recorder culture. I believe that without
this base, it would be inconceivable that
the population of recorder students at Ger-
man Mustkhochschulen would be as large
as it is.
If the health of the recorder as a serious

instrument is uniquely dependent upon

the resources devoted to music education

within a given society, professional re-
corderists will tend to prosper in good
times for music teaching. In bad times they
will tend to suffer. These changes of for-
tune affect the professional recorderist
more than the professional violinist, be-
cause the former is so heavily dependent
upon income from teaching.

If I am right, then a country in which the
recorder's amateur, school, and profes-
sional roles are established, but which
merely spends more money on music ed-
ucation than Germany, ought to have an
even more flourishng professional re-
corder culture. Conversely, a country that
spends less money on music education, all
other things being equal, should have a
weaker professional recorder culture,
without necessarily having fewer adult
amateur players. To defend my hypothe-
sis, I will examine recent trends in two of
the world's most mature recorder cul-
tures, those of the Netherlands and Brit-
ain.

THE EXPLOSION of :reorder teaching in
the Netherlands can be dated back

to 1962, when Frans Briiggen was ap-
pointed to teach recorder at the Royal
Conservatory in The Hague. Although he
had been awarded the first recorder di-

ploma in Holland, at the Muzieldyceum in
Amsterdam ten years previously, his ap-
pointment at The Eague marked the

recorder's full recognition as a legitimate

For Dutch citizens in the 1960s and 1970s,
sources of work and state support removed most
financial barriers front studying the recorder
and made it possible, perhaps for the first time
in the instrument's history, for large numbers
of musicians to treat the recorder as their
first, or even their sole, instrument.

first study within the Dutch music conser-
vatory system. Although there were iso-
lated examples in other countries of con-
servatories where the recorder was taught
as a concert instrument, Briiggen's class at
The Hague was the first in the world
taught by a virtuoso with an international
reputation, within a comprehensive sys-
tem of state support for both student and
professional musicians.
Institutionalization within the Dutch

conservatory system was a major factor in
the development of a culture of profes-
sional recorder playing in Holland. Once
the instrument was officially accepted as
a legitimate first study, the proudly lavish
state provision for education and the arts
of 1960s Holland was extended to the
training and protection of professional re-
corder players. It was not that a special
case was made for recorder players,
merely that they were allowed to take ad-
vantage of subsidies and benefits available
for all officially sanctioned cultural activi-
ties in Holland at the time. Generous study
grants for extended courses (lasting six
years or. even more) were freely available
to Dutch nationals, and shorter-term
scholarships were awarded to foreigners.
Selected Dutch musicians, including
many recorder players, were promoted
abroad by the state (from 1960 until 1976,
for example, the Dutch embassy in Lon-
don promoted annual recorder concerts
in prestigious and expensive venues like
the Wigmore Hall). The state also subsi-
dized the significant contribution of mod-
ern Dutch composers to the recorder rep-
ertoire by its financial support both of
composers themselves and of the
Donemus publishing house.
Like other citizens with professional

qualifications, all Dutch holders of re-
corder diplomas were guaranteed gener-
ous unemployment benefits through the
uitkering system. Furthermore, the re-
corder's acceptance in leading conserva-
tories led other institutions, including
music schools catering primarily to chil-

dren and adult amateurs, to appoint re-
corder teachers, creating a demand which
was not fully met until the 1980s. For
Dutch citizens, these sources of work and
state sur port removed most financial bar-
riers from studying the recorder and made
it possible, perhaps for the first time in the
instrument's history, for large numbers of
musicians to treat the recorder as their
first, or even their sole, instrument.
As the 1960s progressed, the recorder

even came to be seen as a clever career
choice. One Dutch recorder teacher I in-
terviewed in 1989 told me that she had
initially ben training as a pianist in the late
1960s, until her teacher advised her to
study the recorder instead; this was an in-
strument with a bright future on which, it
was thoLght, there would be a better
chance for her to make a successful career.
The demand for qualified teachers to fill

recorder-teaching jobs at Dutch conserva-
tories anc music schools meant that stu-
dents had the prospect of a steady job at
the end of their study as the worst possible
outcome for their efforts. Their dream,
however, was to emulate Briiggen's glam-
orous solo career. The great mass of the
recorder pyramid aspired to the condition
of the apex, with good reason. After all, as
a Telefunken record sleeve from 1970 had
explained:

A recorder soloist is by no means over-
shadowed by more popular soloists
like violinists, pianists, or cellists.
Briiggen: "Financially, certainly not! I
earn more money than I can spend!"

By 1973, there were over 50 recorder
students at the Royal Conservatory in The
Hague. The recorder had, in short, be-
come a hot tip.
Over the past 20 years, the overall trend

in the Netherlands has remained buoyant.
In 1989, for example, there were over 200
recorder students at Dutch conservato-
ries, 54 of :hem at Utrecht Conservatory
alone. It was in 1989 that I conducted de-
tailed interviews with 22 recorder stu-
dents from the conservatories in Amster-
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Adult amateur playing is the dominant element
of the recorder culture in Great Britain... Very
few students apply to study recorder at the London
music colleges... The reason for this sad state
of affairs? There simply isn't anything for
recorder students to do with Hochschule diplomas.

dam and Rotterdam, the results of which
clearly demonstrated that most students
were taking the opportunity to immerse
themselves in a recorder-centered culture:
allowing the instrument to dominate al-
most every aspect of their life.
Some of my findings were predictable: A

clear majority of the 22 students whom I
interviewed said they normally practiced
alone for more than 20 hours every week,
and all additionally rehearsed regularly
with various types of ensemble. The stu-
dents chose overwhelmingly to listen to
recordings of music by "recorder-friendly"
composers like J.S. Bach, Corelli, and
Telemann. Virtually nobody had listened
to Verdi, Wagner, or popular modern clas-
sics by Andrew Lloyd-Webber or Philip
Glass in the month preceding my survey.
Perhaps more surprisingly, the recorder

also provided the focus for much of the
students' social and cultural activity. Over
two-thirds of those students who reported
living in a stable sexual relationship had
another recorder student as their lover. Al-
most as many shared accommodation
with other recorder students. Only one in
six stated that they counted no recorder
student among their five closest friends.
"So what," you might say. "They are

studying the recorder; what is surprising
about all this?"
My point is that recorder students in
Dutch conservatories are able to move in
a real "recorder world"—a culture of sup-
port for concentrated, sustained study,
and a culture that helps to maintain belief
in the value of such study. It is easier to
practice 20 hours a week if your friends
are recorder students, with the same con-
cerns and problems as you, than if they do
not appreciate the importance of what
you are doing. It is much easier to practice
20 hours a week if you are living in a house
with other recorder students or have a re-
corder playing boy friend or girl friend.
Another indication of the richness of the
Dutch conservatory recorder culture at
the time of my fieldwork in 1989 was the
extent to which the student groups from

Amsterdam and Rotterdam expressed dif-
ferent views when asked the same ques-
tions. For example, the two groups di-
vided their time differently between prac-
ticing technical exercises, studies, and
repertoire, far more time and effort gener-
ally being devoted to "technique" by stu-
dents in Amsterdam. Significant differ-
ences were also evident in ideas about the
composition of the recorder repertoire
and canon and in students' preferences in
developing their personal repertoire.
Clearly, the culture of the specific institu-
tion affected the way these recorder stu-
dents studied and perceived their instru-
ment and its music. As Michael Barker,
who teaches at the Royal Conservatory in
The Hague, suggested to me in an inter-
view in 1989, it appears that far from there
being a unified Dutch recorder school,
there are in fact several distinct coexisting
traditions.

THE CONTRAST between the Dutch
and British recorder scenes could

not be more acute. Like Holland, Great
Britain has a mature recorder culture.
Uniquely, however, its roots go back as far
as the end of the last century. In 1898,
Christopher Welch delivered the first of
his lectures on the recorder to the Musical
Association, while in 1903, Arnold Dol-
metsch acquired his first Bressan treble re-
corder. In 1919, when his eldest son Carl
left that instrument on a platform on Wa-
terloo railway station in London, he built
the first modern recorder as a replace-
ment. Under the direction of Edgar Hunt,
Trinity College of Music, London, became
the first music conservatory in the world
to grant diplomas in recorder in the late
1940s. More recently, Britain produced
the recorder virtuoso David Munrow,
widely acclaimed as one of the most dy-
namic musical communicators of the
1970s.
This noble history is one of individual

achievement in the face of adversity and
scepticism, however. The apex of British

recorder playing still hangs in mid-air, un-
supported by a professional recorder pyr-
amid. The recorder culture of Britain is es-
sentially one of music in the home and
massed, quasi-orchestral playing. Take the
annual Recorder Summer School in Leeds,
for example. Founded in 1948, its current
tutors include Edgar Hunt, and past guest
tutors have included Kees Otten, Frans
Bruggen, Ferdinand Conrad, Hildemarie
Peter, Hans-Ulrich Staeps, and Michala
Petri. If that sounds good, try this: the
course is self-financing and was fully sub-
scribed this year three months before the
closing date for applications. An admin-
istrator's dream.
Yet the Recorder Summer School natu-

rally reflects the peculiarities of the British
recorder culture; its strengths and its
weaknesses. Although many who came to
the course described themselves as re-
corder teachers, I did not meet one who
had dedicated him or herself to the instru-
ment as a first study at an institution of
higher education or who had aspirations
to do so. The majority of ensemble ses-
sions were massed ensemble playing in
which a piece had to be sight-read, re-
hearsed, and played through within an
hour, making in-depth work impossible.
My morning tutorial, one of two tech-
nique classes described as "advanced,"
consisted entirely of adult amateur players
in the age range of 40-80. While most had
the technical facility to play a Baroque so-
nata, all lacked what Walter van Hauwe
has described as the "basic knowledge" of
recorder technique—how to hold the in-
strument, how to breathe, and how to
tongue.
Adult amateur playing is of course an im-

portant element of most recorder cul-
tures, and this is as true for Holland and
Germany as it is for Britain. I have no wish
to be rude about people who gain great
pleasure and personal satisfaction from
their hobby, and I genuinely enjoy con-
ducting 150 people in the Gabriel Sonata
Plan' e forte with four contrabass record-
ers in the second choir. My point is that in
my country this is the dominant element
of the recorder culture. Very few students
apply to study recorder at the London
music colleges. In the whole of Great Brit-
ain there are roughly the same number of
first-study recorder students at Hoch-
schule level as there are at just one of the
larger German Musikhochschulen—say
twenty-five. The reason for this sad state
of affairs? There simply isn't anything for
recorder students to do with Hochschule
diplomas when they get them.
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Examining the provision of music educa-
tion from Hochschule level downwards, a
pattern of systematic under-funding
emerges. The supply of all higher educa-
tion in Britain is more strictly rationed than
in Germany. A first degree at a British uni-
versity normally takes only three years.
After this, only a very small number of stu-
dents, with the very best examination re-
sults, are eligible for state financial sup-
port to study further. Even those that dc
must pass a Masters degree examination
after one further year and a Doctorate after
another two years. Therefore, the tiny mi-
nority of British students considered tal-
ented enough to s:udy through Doctoral
level must finish their Bachelors, Masters,
and Doctorate within the ludicrously
short span of six years, unless they are able
to pay the full cost of tuition and mainte-
nance privately.
Very little public money is available for

the musical education of children. There
is, for example, no British equivalent to
the Musikschule system. The nearest we
get, the provision of peripatetic music
teachers by local government, has been se-
verely restricted since the onset of the cri-
sis in local government finance brought
about by Thatcherite reforms in the 1980s.
Professional music teaching is increas-
ingly perceived as a privilege rather than
a right, and music lessons are more and
more becoming a lucury for the children
of the rich.
Although music has been included in the

core school curriculum under the latest re-
organization of primary education, all this
means for most British children is that they
will be taught some basic conceptual skills
(rhythm, pitch, notation), often by a non-
specialist teacher. Specialist music teach-
ing is normally arranged privately with a
tutor by parents. Some children are lucky
enough to be in the right school at the
right time, but typically, state-subsidized
music education is now only available to
the most talented children in the largest
towns. Even London's prestigious Centre
for Young Musicians, at which exception-
ally gifted children can receive subsidized
music lessons, is run on a shoe-string. CYM
is only open on Saturdays, and takes place
in the science laboratories and geography
classrooms of a normal day-school in
Pimlico.
Britain is a much more centralized coun-

try than, say, Germany. The nation's cul-
tural and economic activity is concen-
trated in London to a degree that as-
tonishes most foreigners. London has a
very lively and accessible concert life,

which makes it relatively easy for talented
young musicians to gain performing expe-
rience. This is, however, obviously of
more relevance to the violinist than to the
average recorder player. Dependent as we
are on income from teaching, the outlook
for us is bleak.
My own story is perhaps instructive: in

the academic year 1989-90, when! already
had two degrees from Cambridge Univer-
sity, a performer's diploma from Trinity
College of Music, and had won a string of
competitions, I earned half my income by
teaching soprano recorder to classes of
nine- to eleven-year-old beginners in state
primary schools (a job for which I was to-
tally unqualified). There was virtually no
individual teaching available, and of
course, there were no Musikschule jobs.
But I was lucky. In the three years since
the introduction of the notorious Poll Tax,
most of the London town councils have
become so poor that they are simply firing
instrumental teachers. HI were looking for
recorder teaching jobs in London now, my
best bet would be to try private fee-paying
schools for the sons and daughters of the
wealthy.

IN MY DISCUSSION of the recorder cul-
tures of Britain and the Netherlands, I

have tried to demonstrate that the health
of the recorder as a serious instrument is
uniquely dependent upon the resources
devoted to music education within a given
society. I have also suggested that the av-
erage professional recorderist will only
prosper if there is a high level of demand
for recorder instruction in his or her soci-
ety, a condition ultimately determined by
state educational policy. Clearly, demand
for gratified recorder teachers at school
and Musikschule level dictates whether
there are jobs for Musikhochschule grad-
uates. I think that if there are few such
jobs, few people will choose to study re-
corder at a Hochschule. Without a lively
professional recorder network based
around the Hochschukn, a recorder cul-
ture will essentially consist of a few very
dedicated specialists and many amateurs
who have no formal training. If I am right,

these theories go some way towards ex-
plaining the widely differing recorder cul-
tures of European countries with mature
traditions of recorder playing, such as Brit-
ain, Holland, and Germany.
This Symposium is taking place because

the present values of German society
allow us to exist, allow us space to pontif-
icate about our existence, and encourage
public and private sponsors to pick up the
bill. Beware: these values can and do
change. If it can happen in Holland, if De
Ifsbreker can have its subsidy removed,
maybe it could even happen here. Is it con-
ceivable that, due to large political and
economic forces beyond our control, pro-
fessional recorder playing and teaching in
Northern Europe may be coming to the
end of a renaissance, and that this Sympo-
sium may mark not so much a point on an
upward curve of playing, teaching, and
composing, but the high point of an excit-
ing period of expansion that may now be
about to go into decline? Is it thinkable
that, having opened their doors to the re-
corder as a serious course of study, requir-
ing highly qualified teachers, the Musik-
schulen might be forced to close them,
even part of the way? And if part of the
base of the recorder pyramid were re-
moved in this way, what would happen to
the whole recorder world it has been sup
porting?

Robert Ehrlich studied with Walter van
Hauwe in Amsterdam after taking de-
grees in music and ethnomusicology at
King's College in Cambridge, England.
Prizes in the ARD International Music
Competition in Munich and the Moeck
UK Solo Recorder Competition have led
to an active performing schedule, often
with his ensembles The Cambridge
Musick and the Ehrlich-Hess-Egarr Trio.
After three years teaching recorder in
Karlsruhe, Germany, he was appointed
professor of recorder at the Hochschule
far Musik und Theater in Leipzig, Ger-
many, in 1993. This text is adapted from
a talk given at the International Re-
corder Symposium, Karlsruhe, 1992,
and published in a volume with other
Symposium lectures by the European Re-
corder Teachers Association. (ERTA).

Is it conceivable that, due to large political and
economic forces beyond our control, professional
recorder playing and teaching in Northern Europe
may be coming to the end of a renaissance?
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Gerhard Braun on the
Recorder and Education in Germany
Gerhard Braun is professor of flute

and recorder at the Staatliche
Hochschule far Musik in Karlsruhe,

Germany. As a performer, composer
editor for Edition Moeck, Hannsler,

and Universal Edition, joint editor of

the woodwind magazine Tibia,
teacher, and advocate of new music
for the recorder, Mr. Braun has made
a decisive impact on the recorder
scene in Europe. He was interviewed
by Pete Rose at the 1592 Inter-
national Recorder Symposium in

Karlsruhe, Germany.

Is there a connection between the

professional and amateur recorder

scenes in your country?

There is a big gap, and great efforts will
be necessary to bridge it. This will in-
volve special classes, seminars, and the

development and provision of an ade-
quate literature.

Is there a prejudice against re-

corder in the professional and edu-
cational worlds in Germany?
Yes, but more and more it is being done

away with thanks to many outstanding
performers who are giving recitals and
malting recordings.

How do the professional standards
of recorder playing in Germany
compare with those of modern or-
chestral instruments?
At music academies, the recorder is

gradually attaining the same standard as
other woodwinds. The problem is in the
music schools for children where it is still

largely considered an entry-level instru-
ment with hardly any potential.

Where are the major centers for

studying the recorder in Germany?
There are both regular and master

classes in recorder at almost all music
academies in Germany. The most signifi-
cant ones are in Cologne, Hanover,
Frankfort, and Karlsruhe.

What career opportunities are
available for someone who gradu-
ates from one of these institutions?
Most of the students are working to-

ward a diploma to teach recorder. But

there are also many possibilities for them
to become performers as a soloist, in a
recorder ensemble (which has a big fu-
ture potential), or in a Baroque orchestra.

Will the reunification of Germany
have an impact on the recorder
scene?
There are good recorder players in the

former GDR, though they perhaps have

a deficiency in regard to new music. But

now all the music academies there are in
the process of enlarging their recorder
departments and bringing them up to
Western standards.

What changes would you like to see
in recorder education in Germany?
The recorder must leave the ghetto of

infantile and primitive usage. Its image as
a sound-producing pacifier must be trans-
formed into that of a normal—profes-

sional—instrument.

Are the performance practices of
the past at all applicable to the per-
formance of new music?

To a limited degree. However, it is far
more probable that some of the playing
techniques developed in the perfor-
mance of new music, especially those in-
volving dynamics, might, under certain
circumstances, be successfully applied
to the interpretation of old music.

Are you trying to interest other com-
posers to write new music for the
recorder?

Yes, it is important to keep trying to in-
terest good composers to write for it. It
would be wonderful if we could get more
pieces from Berio or something by Hel-
mut Lachenmann. Recently, I have suc-
ceeded in getting Matthias Spahlinger to
compose a large and significant work for
alto recorder. It implies a new outlook
toward aesthetics and technique that
points to the 21st century. Other players,
like Frans Briiggen, Hans-Martin Linde,
Walter van Hauwe, Michael Vetter, Se-
bastian Kelber, and the Loeki Stardust
Quartet have contributed a lot to the de-
velopment of the recorder as a concert
instrument.

Are there any aspects of your ap-
proach to performance that are spe-
cifically recorder-oriented?
No. In fact, I am opposed to that. A good
musical interpretation must overcome
the restrictions of an instrument. That
would apply as well to a more main-
stream instrument—the piano, for exam-
ple. One should go to a concert to hear
"music," not "recorder."

Recorderists today
ing virtually every
imaginable.

I have no preferen:es as tc *law: a
reeorderist should 07 shouldn't play I
like listening to good and interesting per-
formances of good music.

One of the most common percep-
tions about the recorder is that it is
dynamically 'inured. Yet your
protégé Johannes Fischer has writ-
ten a comprehensive book on its dy-
namic possibilities.

llopefully the image of the recorder as
a dynamically helplesa instrumerr will be
done away with. The-re are two reasons.
First, there are the new playing t h-
riques for :special effects in avant-garde
rrusic. These often produce extremely
lcud or soft sounds. Second, there are :he
nr:tv blowing and fingering techniqles
that are extensively catalogued in Fisch-
e:.'s book. Taken ti ether these tech-
niques resu:t in a relatively broad dy-
namic range. What has essentially ::-.ap-
pened is that the instrument's sound pos-
s: bilities have been greatly enlarged. The
competent professfonal recorderist of
today must be able play each ton: on
the instrument in at least ten different
shades of expressio::

Do you think the recorder will ;lay
a significant role in the musica, de-
velopments of the 21st century?
No, but we will have to keep pace with

events as they happen or our instrument
will be relegated tc a pedagogical crov-
ince. There will certainly be further prog-
ress in the construe:ion of re ccrders for
the performance of' modern music. But
our expec:ations should not be too aigh
If the instrument i5 to remain a true re-
corder with that very specific soun:-..

seem to be play-
kind of music
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THE RECORDER A ND EDUCATION
AROUND THE WORLD

In Israel
BY JOAN DVORA LEVY The story of the re-
corder in Israel is a long one, going back
to the early days of the settlement of the
country. Orchestral instruments were a
luxury and not many could afford them.
But the recorder, even then locally made,
was available to every schoolchild and
many learned to pipe away at least the
local folk songs. Some of those early re-
corders (German fingerings) are still
"alive" and being played.
With the development of better record-

ers and a new generation of excellent
teachers, the level of recorder activity has
risen tremendously. The new generation
of teachers—almost all Israeli-born—has
been organized by the Israeli Recorder So-
ciety into giving regular workshops, many
of which are aimed at the improvement of
teaching.
The Recorder Society was founded in

1981 during a visit of the artist, Frans
Briiggen. Briiggen gave a master class
using the Israeli recorder quartet Mor-Li to
demonstrate his ideas. The enthusiasm
was so great that Close present declared
the immediate establishment of the Re-
corder Society in order to perpetuate such
meetings. The Society runs many single-
day workshops throughout the year and
then, at the end of the year, during the
Channukah holiday, they hold an annual
three-day workshop. The days are full of
playing from morning to evening, with
concerts in the later evening given by the
teaching staff. The past two years, this an-
nual workshop has been held in a kibbutz
guest house on the shores of the Sea of
Galilee.
The organization is run as a non-profit
organization by a volunteer staff and a
shoestring budget. A few times during the
year, a newsletter is published that pres-
ents articles of interest to recorder players
and news of the recorder world.
A few of our outstanding teachers (al-

most all of whom have spent some time
studying in Holland) are doing extensive
concertizing in Europe. Naomi Rogel has
performed several concert tours with two
different instrumental groups and was in-
vited this summer to teach at the Amherst

Early Music Festival. Michael Meltzer, who
is on the staff of the Rubin Academy at the
Hebrew University in Jerusalem, has con-
certized with two of his outstanding pu-
pils, Eyal Lerner and Sang Scla. Eyal Lerner
was one of the winners of the prestigious
Francoise Shapira competition a few years
ago. Leom Vinick concertizes in Israel
with the accompaniment of a guitar—a
magical combination—and runs work-
shops on the subject. Several of the young-
er generation of players have been honor
students at various conservatories in Hol-
land. University degrees in the recorder
can be earned at the two academies affili-
ated with the universities in Tel Aviv and
Jerusalem.
Our locally produced recorders are
made in the Kibbutz Gevim factory, which
produced the well-known And line. Euro-
pean sales have increased tremendously in
the past few years, and the factory keeps
improving its technology.
As for "native-grown" music, we also

have a growing library. The blind com-
poser Ram Da-Oz has written several

lovely ensembles that are played even by
children's recorder groups, and several
medleys of Israeli folk songs. There are
several short pieces published in the well-
known book edited by Ephraim Marcus,
Roni Halilit, Books IV A and B. For those
in:erested in a more modern idiom, com-
poser Meir Mindel has written a bit for re-
corder ensembles, too. All of this music is
available from Tatslil, 5 Derech HaYam,
Hata, 34631, Israel.

The author is a graduate of Ar. Y. C. 's High
Sc.iool of Music and Art and Syracuse
University. She emigrated to Israel in
1556 after marrying an Israeli scientist.
Since then she has taught instrumental
music and recorders, raised two chil-
dren, and was one of the founders of the
Israeli Recorder Society. She is the author
of :wo soprano recorder books with titles
and instruction in Hebrew, and in the
words of American Recorder's contribut-
ing editor for education, Gene Reich-
eniha4 they are "among the most useful
and certainly most musical of the many
dozens of such methods I've reviewed."

The Renanim Youth Recorder Ensemble
Ephraim Marcus, mentioned in the re-
port from Joan Dvom Levy, is the leader
of the Renanim Youth Recorder Ensem-
ble. Members of the ensemble, ranging
in age from 12 to 17, all study with Mr.
Marcus in a graduated, disciplined
course, using matched sets of recorders
and plenty of work with a metronome.
The result is a well-integrated sound, in
tune, with good rhythm. More advanced
students are encouraged to perform one-
on-a-part using Baroque pitch recorders.
As a matter of principal, Mr. Marcus does
not conduct, but rather sits in with his
young students. The ensemble, founded
In 1953, performs regularly and has
toured Europe and the United States. A
recent CD, called simply "The 'Renanim'
Ensemble," includes Renaissance, Ba-
roque, and Classical music, as well as He-
brew traditional melodies and original Is-
raeli selections. An enjoyable 45-minute

video, called "A Concert in a Sculpture
Garden," marries the ingratiating perfor-
mances of the Renanim Youth Recorder
En=mble with lovely glimpses of the
scu pturc of ICaete Ephraim-Marcus
(1892-1970). More information about
obtaining the CD and video, which may
be recommended as a motivational tape
for young people, is available by writing
Lia Starer Levin, 6360W. 6th St., Los An-
geles, CA 90048 (see p. 36).
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In France

BY CECILE MICHEIS Pierre Boragno, Sebas-

tien Marq, Patricia Lavail, Magali Imbert,
Pierre Hamon, Sylire Domergue, Hugo

Reyne in Paris; Clair Michon in Poitiers,

Marc Arinenguad in Toulouse, Frederique

Thouvenot in Villeurbanne, Isabelle

Feraud in Lyons, Nicolas Stroesser, and
Suzie Mohlmeyer in Grenoble—these are

just a few of the new generation of tal-
ented French recorder players and teach-
ers. Most of them studied with pupils of
Frans Briiggen or went to Switzerland and
Belgium to obtain their diplomas.
Since the musical possibilities of the re-

corder are becoming more widely known
through the work of these "missionaries,"
the demand for recorder teachers is in-
creasing. Nevertheless, no recorder clas-
ses exist in the Paris and Lyons Superior
Conservatories of Music. Even though
France has offered state diplomas for re-
corder teachers—the Certificat d'Aptitude
and Diplome dEtat—since 1980, the last
occasion to obtain one of them was three
years ago; the next opportunity will come
in 1995. The Early Music diploma is also
of interest to recorder players who want
to land a permanent job in a music school.

In Japan

ITSUNII KATO Shortly after World War H,
some Japanese music teachers, using a
German-fingering instrument of wood,
found the recorder helpful in music edu-
cation. Plastic recorders, also designed at
first only with German fingering, were in-
troduced in the mid-fifties, but music
teachers, especially those living in cities,
didn't show much interest then in the re-
corder, regarding it as of little use.

In 1958, the Ministry of Education made
it compulsory to use send-blown flutes"
(the recorder included) for music teach-
ing in the elementary schools beginning in
the fourth grade, but teachers still used the
German-fingering recorder.
In the 1970's, the recorder became
widely popular not only among children
but among adults. Excellent players, such
as Hans-Martin Linde and Frans Bruggen,
visited Japan one after another and played

Renaissance and Baroque music in historic

style and on historic instruments. Japan-
ese musicians who studied the recorder
seriously in Europe returned to begin ca-
reers playing and teaching recorder. Their

But there is no official announcement for
that diploma at the moment. (Most other
instruments have more regular examina-
tions.)

A level below the schools in Paris and
Lyons are the Conservatoires Nationals
tie Region in Paris, Lyons, and other larger
cities. Here, potential recorder teachers
can follow the normal school curriculum
and specialize in music; quite a few of
them have early music workshops. With-
out the state diplomas offered at these
schools, teachers can only fill temporary
jobs in the music schools.

A third group of schools are the Ecoles
Nationale de Musique. These are primar-
ily for amateurs, but the better schools
sometimes provide professional training.
Amateurs can find recorder courses in
most of the music schools in the villages
and towns, sponsored by the local coun-
cil. A school in this category is generally
called Ecole de musique municipale. In
Paris, only ten of the neighborhood
schools have a recorder class. The cost of
lessons in music schools varies from one
to the next depending on the amount of
subvention provided by the local or re-

activities popularized the recorder
throughout Japan and influenced groups
of ardent amateurs to play recorder and
form ensembles. As a result of this activity,
instrument makers were inspired to im-
prove their methods and produce good
quality recorders of wood and of plastic.
The recorder's popularity among the

general public encouraged its use in the
schools. Young, energetic teachers led
study meetings and meetings for reading
research papers both regionally and on a
nationwide scale. Teachers got valuable
information about the recorder and re-
corder education through these meetings.
In 1989, the Ministry of Education

changed the term "end-blown flutes" to
"recorders" in the revised course of study
for the elementary school, thus acknowl-
edging the recorder as the primary instru-
ment in music education in name as well
as in fact. While it is proudly claimed that
nearly all of Japanese elementary schools
use the recorder, the German-fingering re-
corder is still dominant!
How is the recorder used in music edu-

gional council.

Some districts have more private re-
corder teachers than others. Paris, Lyons,
Strasbourg, Grenoble, Aix-en-Provence,
Toulouse, and to some extent Brittany and
northern France are where you arc more
likely to find good teachers.
Most recorder teachers are guided by

repertoire lists made up by an accrediting
organization (FNUCMU) for three levels of
examination. After two or three years of
instruction, students would be asked to
play the first allegro of the Handel F Major,
Op. 1, recorder sonata or Cappriccio No.
4 from the Divertimento of E. Werdin
(Doblinger).
The second level would require the third
movement, theme and variations, of
Sarnmartini's Sonata in g minor (Nova NM
183), and the Fourth Caprice of Hans-Mar-
tin Linde.
Professional training begins after the sec-

ond level examination. After three or four
years of training, the player is eligible for
the Diplome de Fin d'Etudes. Pieces per-
formed for this diploma include the first
two parts of Hirose's Meditation, Sonata
In B6 by Hans Ulrich Staeps, and the g

cation of Japanese elementary schools
now? Let me cite the example of the
Sennari Public Elementary School in Na-
goya City, which lies nearly in the middle
of the Main Island.
My friend, Mrs. Takako Morimiya, is a

full-time music teacher there. She takes
charge of music lessons from the third to
sixth grade as well as the recorder club
activity. The music curriculum consists of
singing, listening, playing (including re-
corder playing), devising short melodies,
and music theory. In her teaching, Mrs.
Morimiya uses the recorder with singing
or other instruments (the organ, accor-
dion, drum, etc.). Sometimes she com-
bines recorder with singing, having the
children sing the melodies first, then play
them on the recorder, then perform a duet
of voice and recorder. When she uses the
recorder with other instruments, the re-
corder takes charge of melodies, with the
other instruments providing harmony.
She also has children write simple pieces
of music. The recorder is very useful for
encouraging composition, since all chil-
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minor fantasie of Telemann.
The FNUCMU program has two other

levels that may be achieved: "superieue
(soprano: Dalla Casa's ornamented ver-
sion of Alix avoit, or alto: the third move-
ment of a sonata by Sollima); and "excel-

lence" (alto: Muzick voor altblokfluit by
Rob DuBois, or soprano or tenor: varia-
tions from Marais' Folies d'Fspane).
There are a number of special contests,
workshops, and festivals of interest to re-
corder players. The "Lucien Wurinsee
contest, organized by teacherJoseph Grau
has been held in March for the past five
years. This year a pupil of Patricia Lavail,
Mine Vuillermet, won with her convinc-
ing interpretation of Castello's Sonata
Primo, a Bach sonaza, and a contemporary
work. In May, amateurs and school re-
corder ensembles meet in Besancon for a
"Recorder Festival," which includes a con-
test for students up to the age of 21.
During the summer there are courses in
Beaune, Auxerre, Arms, Moncontour,
Dieppe, and Aix-en-Provence, among oth-
ers. More information about recorder
courses and workshops is available from
the Centre National d'Action Musicale, 11-

dren have recorders of their own and can
use them to ascertain pitches. Club activi-
ties are elective and are done after school.
The Recorder Club has twenty members,
drawn from the fourth grade up. They
practice twice a week now. The teacher
chooses four-part (SATB) Renaissance or
contemporary musx from the recorder
textbooks. The members practice hard for
the recorder festival held once a year.
In 1992, I had an opportunity to ask a

series of questions of recorder students
both at Sennari Elementary and, with the
help of music teacher Mrs. Barbara Hurley,
at Northside Elementary School in Farm-
ingdale, New York. wanted to find out if
the students enjoyed playing recorder
and compare the results with what we
know about the numbers of students that
continue playing the recorder through to
adulthood. More than half of the sample
said they did enjoy the recorder (almost
two-thirds at Sennari), and in both coun-
tries students cited that recorder playing
was fun, that they liked the tone of the
recorder, and that it was easy to play.

13, rue de l'Escaut, 75019 Paris.
Among the recent French compositions

for recorder are K for two recorders and
tape (1987), and Assonances, for recorder
and guitar (1989) both by Bruno Giner;
Level for recorder, flute, saxophone, and
tape (1991) by Francois Rome; Styx for
solo alto recorder (1992) by Thierry
Lancino, and Pirouette for alto recorder
and harpsichord (1992) by Etienne Rolin.

Cecile Michels was born in Holland in
1960, did her musical studies in Tilburg
and Amsterdam, and established herself
in France, where she has taught recorder
in the areas of Paris, Grenoble, and Bur-
gundy since 1985.

Among the negatives cited by the students
were that mistakes made them ashamed
(Japan) and that the instrument was too
small (U.S.).
So it is strange to me that very few people

in Japan keep playing recorder as they
grow up. Can minds overcrowded with
work not receive music? Can a love of the
recorder flourish where there is no tradi-
tion of playing the recorder?
There is a tendency in Japanese elemen-

tary education today to emphasize drill
and memorization. Unfortunately, this is
true in music education, as well. Rather
than teach music by rote, I think it is im-
portant to awaken a love of music in
school children and to work toward the
development of individual talent.

Itsumi Kato teaches recorder at the col-
lege level in japan and has attended the
Long Island Recorder Festival Workshop
on a number of occasions.

From the American Southwest,
Nancy Soltero's class at Gonzales
Elementary School in Santa Fe,
mostly of Hispanic and Native
American children, assemble
under portraits of the "great
composers" to learn thumb
postion on the soprano recorder.

There is a tendency in

Japanese elementary

education today to

emphasize drill and

memorization.

Unfortunately, this is

true in music

education, as well.
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Where Do All the Young Recorder Players Go?
A chapter musical director has success in introducing young children to
recorder, but wonders how to keep interest alive through the teenage years

by Suzana Cooper

IHAVE BEEN TEACHING recorder for eigh-
teen years. Aside from individual stu-

dents, children as well as adults, I teach
groups of adults, both beginners and ad-
vanced, and children's classes from third
through sixth grades at a local Montessori
school. About half of my students are chil-
dren. Typically a child will begin in third
or fourth grade, although children as
young as six or seven can have the re-
quired motor coordination and attention
span. I teach my children to read music
from the very beginning, no matter how
young they are; it makes it easier for them
to become good sight-readers later on.
They are introduced to Renaissance and
Baroque literature right after the first
method. Children respond well to dance
music, and books such as Renaissance
and Baroque Debut are fun for every-
body. The alto recorder is introduced as
soon as they are familiar with playing and
reading the upper notes on soprano. The
tenor is added as soon as their hands are
big enough, to give them more versatility
in ensemble playing.
Once a month there is a sight-reading ses-

sion for children. There are three different
groups that overlap, giving each child a
chance to be with players both below and
above his or her level of ability. The begin-
ning group, usually composed of second-
year students, might be able to play simple
two or three-part music. The more ad-
vanced group reads four and five-part
music with one person to a part. These
sessions are very popular because they
give children a chance to socialize, to play
jokes on one another (and on the teacher),
and to enjoy the feeling of playing just for
fun. It also gives parents an opportunity to
meet other people whose children love
early music. (I find it important, when
teaching a child, to get the parents in-
volved as well.)

I encourage children to share their music
with others, not exclusively parents.
Twice a year we perform at local retire-
ment or nursing homes or a residence for
the handicapped. It is good to see the
young people's pride in their accomplish-
ments as they bask in the applause of their
audience. In our latest program, we ran

the gamut from simple folk duets to move-
ments from Telemann solo and trio sona-
tas, Morley canzonets, van Eyck variations,
and a five-part arrangement of a 17th-cen-
tury English ballad. On other occasions we
have played Venetian double choir music,
as well as an array of contemporary pieces.
When the students find performing op-

portunities on their own, their achieve-
ments—playing in church, at a homeless
shelter, in summer camp, at the school tal-
ent show—are listed in the annual newslet-
ter I send to parents. I also try to incorpo-
rate their other artistic talents into our per-
formances. We have had some lovely
music for voice and recorder, and last year
we danced a bransle at one of our pro-
grams. Some of the older students sewed
their own Renaissance costumes!
When two students achieve a certain

level of proficiency on both soprano and
alto, I pair them off for one ensemble les-
son a month. The children are usually very
enthusiastic and will spend quite a bit of
time practicing ensemble pieces in addi-
tion to the usual technique, theory, and
repertoire lessons. Playing ensemble
music really sharpens their rhythmic
skills. They become quite adept at han-
dling Renaissance polyphony, and they es-
pecially enjoy contemporary music.

BOUT SEVEN YEARS AGO I formed an
nsemble made up of my best young

students. This consort, named Blowout, is
now in its fourth or fifth generation. De-
pending on the number of advanced stu-
dents in a particular year, we might have
a four- to seven-recorder ensemble. At
least one student will learn bass each year.
We have played at local libraries and for
church services. Everyone agrees that
Blowout sounds as good as a good adult
amateur group.
In order to foster a spirit of camaraderie

and a feeling of belonging to a community
of recorder enthusiasts, I try to bring to-
gether children and adult recorder players
and their families at least twice a year. In
the winter we usually arrange to go to a
concert featuring the recorder or an early
music group, such as Michala Petri, Loeki
Stardust, the Folger, or the Waverly Con-

sort. In June, there is a giant picnic in con-
nection with a rehearsal for the children's
performance, and we all eat wonderful
food and converse with like-minded souls,
while the children run around in the park.
This intergenerational connection is ben-
eficial for everyone.
I have found it very gratifying to follow

some of my children's musical develop-
ment through high school and sometimes
beyond. One talented young woman is
now taking recorder for credit at Swarth-
more. When possible, she gets together
for a playing session with another alumna
studying at Bryn Mawr. One of my more
creative students, now a sophomore at the
University of Maryland, has joined a soci-
ety for Medieval crafts and trades and plays
the recorder at their events. Another for-
mer student is majoring in music at
Simon's Rock and just gave his first re-
corder recital this spring.
In the local public schools, recorder is

taught in the third grade. Even though
most teachers do not go beyond the basics
and essentially treat the recorder as a pre-
band teaching tool, some children are in-
trigued by the instrument.
Most parents, however, share the

schoolteachers' views. Their own experi-
ence with recorder (or tonette) may have
been roughly the same as their child's,
which means they do not consider the re-
corder to be much more than a beginning
instrument.
Recorder students, for their part, can't

help feeling isolated when students who
play other instruments are able to join
school and extracurricular activities such
as band, orchestra, and youth orchestra. I
sense the frustration of the parents of my
Montessori children, for example. By the
end of the sixth grade, some of their chil-
dren are playing in the school recorder en-
semble. They are quite proficient and
highly motivated, yet when they enter ju-
nior high school they will have to choose
a new musical instrument and begin all
over again. The parents would like to see
some continuity in their children's musi-
cal education, and the recorder as it is
treated in this country does not lend itself
to that.
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As MUSICAL DIRECTOR of the Washing-
on Recorder Society, I thought we

should try to address this problem. Why
not organize a Junior Washington Re-
corder Society composed of young play-
ers from age thirteen to eighteen? Surely,
with all the children in the area who had
been introduced to recorder in grade-
school, there would be an enthusiastic re-
sponse from teenagers who were some-
what proficient, and would like to get to-
gether with others of their own age to play
recorder. Flyers were sent to a number of
schools as well as private recorder teach-
ers, and a word-of-mouth publicity blitz
was begun. But the results were disap-
pointing. Aside from my own students,
only one other person showed an interest:
a young man who was not a product of the
American school system.
An informal survey revealed that even

though some private schools offer re-
corder through the sixth grade and some-
times even form small recorder ensem-
bles, none of this is kept up when students
go on to junior high school.
It seems to me that unless we can per-

suade some public school systems to im-
plement a recorder program that goes at
least through sixth grade followed by the
opportunity to join recorder ensembles or
a Collegium Music= in junior high
school and in high school, we will always
be faced with the "recorder gap," those
lost years between grade school and later
adult years. [Perhaps the American Re-
corder Society's Junior Recorder Society
can help teachers keep recorder programs
alive in the public schools and foster a
sense of identity among student recorder
players that will carry over to the teenage
years.-ED.]
As it stands, it is still up to the individual

recorder teacher to keep those pipers pip-
ing. We do it out of love for the recorder
and its musical possibilities. And, natu-
rally, we all hope that young players will
return to the recorder at some point in
their lives, as many of us have done.
III had but one gift to offer every student

I have had, it would be the sense of fulfill-
ment that comes with acquiring the phys-
ical skills that allow one to create music.
The feeling of joy that follows, the free-
dom to explore musical possibilities, the
spirit of adventure and fun, more than
make up for the effort involved, and will
last a lifetime.

Top right, some of Ms. Cooper's
older students perform in

costume. Lower right, the poster
announcing the Junior WRS.
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Music Directo-, WashinEton Recorder Society
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Aukcs THESEBEESFET VALUE AL LAVAIR ABLE THEDIN RECORDERS

A-323 BAROQUE FINGERING AULOS
THREE-PIECE SOPRANO RECORDER

Recommended for first year players.
• Accurate intonation.
• Detachab e thumb rest for placing right

hand in correct, relaxed position.
• Includes C# and D# holes.
• Construct3d of super strong ABS plastic.
• Distinct appearance with ivory color.
• Ideal for solo or group playing.
• Ease of playing in all registers.
• Accessor es: Carrying bag and fingering chart.

FREE SHIPPING
ON ORDERS OF
100 RECORDERS

THE ONE AND
ONLY SOPRANO
WITH A BUILT-IN
THUMB REST.

$545

ONE-PIECE SOPRANO RECORDER
A-103N - BAROQUE FINGERING
A-102N - GERMAN FINGERING

This unique recorder plays in tune, is built to last
and has many outstanding features not available
in other recorders.
• One-piece construction with accurate intonation.
• Built-in thumb rest places right hand in correct,

relaxed position.
• Curved windway.
• Single holes for low C and D provide ease of

playing in lower register.
• Constructed of super strong .ABS plastic.
• Deluxe appearance.
• Perfect for solo or group playing.
• Ease of playing in all registers.
• Accessories: Carrying bag and fingering chart.
• Lifetime warranty against plastic breakage.

tit
RHYTHM BAND
INSTRUMENTS

ORDER FROM: Rhythm Band Instruments, • P. 0. Box 126, Ft. Worth, TX 76101 • Order Toll- Free 1-800-424-4724
Cal or write for a complete color catalog listing all our fine Aulos recorders and other musical products.

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



BOOK REVIEWS
A college workbook on Baroque performance practice that works for the

general reader as well, and an overview of instruments by Anthony Baines

PERFORMING BAROQUE MUSIC. By
Mary Cyr. Amadeus Press, an imprint of
Timber Press, Inc., 9999 SW Wilshire,
Suite 124, Portland, OR 97225, 1992. 256
pp., 31 musical examples and 11 musical
scores. ISBN 0-931340-49-7. $34.95 (plus
$3.75 shipping/handling for the first
book, and $1.25 for each additional), com-
panion cassette tape, $10.00. Reviewed
by Dale Higbee.

This attractively primed book represents
a new development in writings about Ba-
roque music and what has come to be
called performance practice—its institu-
tionalization in our colleges and universi-
ties. What was once the field of specialists
and the intellectually zurious has now be-
come part of the mainstream.
I had the unusual experience of begin-

ning my music-making in the sixth grade
on a ten-keyed conical-bored wooden
flute (which I played for three years, along
with a six-keyed wooden piccolo, before
acquiring a silver Boelun system flute
which seemed to play almost by itself) and
was not really aware until years later that
I had been playing a "period instrument."
I was playing flute sonatas by Handel and
Bach before there was such a thing as
"early music." In college afterWorld War
II, I encountered Arnold Dolmetsch's
book, The Interpretation of Music of the
XVIlth and XVI1Ith Centuries, but his was
a voice in the wilderness for many years. I
wrote a review of Thurston Dart's little
book The Interpretation of Music, which
appeared in the July 1959 issue No. 37 of
the ARS Newsletter (before there was an
American Recorder), and later read care-
fully and wrote reviews of the detailed
books by Robert Donington and Frederick
Neumann, as well as numerous others.
The quarterly journal Early Music made
its first appearance in January 1973, fully
twenty years ago. What was once a fantasy
of mine, to hear Bach, Handel, and Mozart
played by virtuoso ensembles on period
instruments, is now widely accepted and
almost taken for granted. Where does this
book fit into all this? The answer lies in my
opening sentence.
Mary Cyr taught for fifteen years at Mc-

Gill University in Montreal, and in 1992
moved to become chair of the music de-
partment at the University of Guelph, On-
tario. While at McGill, she developed a
workbook on Baroque performance prac-
tice, and this book is intended as a text-
book for undergraduate and graduate stu-
dents, as well as a guide for listeners and
performers. While it is designed for use in
an academic setting, it can be read with
profit by anyone wishing to gain more
knowledge about the subject.
The main text is divided into eight chap-

ters, each of which has biographical notes
and a well selected list of books and jour-
nal articles for further study. Topics in-
cluded in these eight sections are: perfor-
mance practice and Baroque sound;
tempo and spirit; dynamics; pitch, tuning,
and temperament; the basso continuo; ar-
ticulation; rhythm and notation; and orna-
mentation. Following this are scores of
eleven works (by J.S. Bach, Buxtehude,
Campra, Corelli, L. Couperin, Handel,
Lully, Monteverdi, and Ramcau), many in
facsimile, to encourage the reader to be-
come familiar with different conventions
of earlier notation. As a Handel lover, I was
especially glad that the example of his
music is an excerpt from one of his operas,
Flavio. The accompanying cassette tape
includesexpert performances by an inter-
esting variety of leading performers of
these works. Finally, the book includes ap-
pendices of bibliographies and general
studies of performance practice; pre-1800
sources cited; a list of credits for music ex-
amples; and an index. This book is a useful
introduction and overview of a largeand
complex subject It should prove espe-

cially valuable in undergraduate college
teaching. It is well-written, nicely laid-out
and printed, and seems carefully proof-
read. I did notice on page 118 that Prof.
Cyr states that Corrette's flute treatise was
published in "1773" (which is in fact the
date of the secondedition), although "the
examples he includes are chosen from
works of some thirty years before that
date," but in her Appendix at the back of
the book she correctly lists the date of the
first edition as "ca. 1740." In discussing
rhythmic alignment of triplets on page
119,1 think it would have been interesting
to show differences of expert opinion by
mentioning that C.P.E. Bach and Quantz
disagreed about the alignment of dotted
rhythms with triplets; in fact, Quanta ex-
pressed the view that "if you were to play
all the dotted notes found beneath the trip-
lets in accordance with their ordinary
value, the expression would be very lame
and insipid, rather than brilliant and ma-
jestic." J. J. Quanta, On Playing the Flute,
translated ty Edward R. Reilly, second edi-
tion, Schirmer Books, 1985, p. 68.)
A special strength of this book, it seems

to me, is the inclusion of scores in the Ap-
pendix and taped performances of repre-
sentative instrumental and vocal music. In
each case the source of score and record-
ing arc given, plus text translations, on the
page immediately preceding the printed
score. For discussion of the works, how-
ever, one is referred to the main text,
sometimes on several widely scattered
pages. It would seem much more useful to
me, since presumably the whole point of
the musical examples is to make specific
illustrations of various matters, if future

While at McGill, Mary Cyr developed a work-
book on Baroque performance practice,
and this book is intended as a textbook for
undergraduate and graduate students, as well
as a guide for listeners and performers. While
it is designed for use in an academic setting,
it can be read with profit by anyone wishing to
gain more knowledge about the subject.
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BOOK REVIEWS (cont.)

editions of this book included a brief dis-
cussion of what the author intended each
work to illustrate, printed immediately be-
fore the scores. For the novice in score
reading, it might be useful also to explain
briefly the several different clefs used.

THE OXFORD COMPANION TO MUSI-
CAL INSTRUMENTS. By Anthony Baines.
Oxford University Press, 1992. xii + 404
pp. $45.00 (hard cover). Reviewed by
Howard Schott.

This year Anthony Baines is celebrating his
eightieth birthday! A mere listing of his
works on musical instruments would es-
tablish his right to be described as the
most distinguished British writer on the
subject, as the book's jacket has it. Many
readers of American Recorder will be fa-
miliar with and grateful for his Woodwind
Instruments and Their History and Brass
Instruments. These classic works are but
two of his many valuable publications.
Such more specialized works as, for in-
stance, his catalogue of the bagpipes in the
Pitt Rivers Museum in Oxford, or the arti-
cle in The Galpin SocielyJournal translat-
ing the famous standard Sachs-von Horn-
bostel classification scheme for musical in-
struments, also rank as major contribu-
tions to organology.
What sets Dr. Baines apart from most

other authors in the organological field is
that, in addition to scholarly qualifications
and accomplishments, he is a musician of
broad experience. He not only plays many
instruments, but also knows how to main-
tain and repair them. I recall seeing him
doing just this during his years as curator
of the Bate Collection in Oxford. He has
taught them as well, especially the wood-
wind and brass varieties on which he has
written the authoritative works cited. His
experience as an orchestral player and
bandsman lends particular authority to his
writings, for he understands how in-
strumentswork not only in isolation but
also in an ensemble.
The present work grew out of the arti-

cles Baines and his collaborators, whose
contributions are duly acknowledged,
provided for The New Oxford Compan-
ion to Music, edited by Denis Arnold and
published in 1983. However, it must be
added that those articles have been care-
fully revised and all bibliographical refer-

ences updated. There was no more need
to rewrite every single word than there
would be to reinvent the wheel. The
scope of the volume is broad, taking in
Western and non-Western instruments of
every sort save only the electronic, which
are the subject of a separate work by Rich-
ard Dobson also published by Oxford. Ar-
ticles on such related matters as tempera-
ment, overblowing (and fingering) of
woodwind instruments, reeds, tonguing,
pitch, and a host of other ancillary topics.
Charts, tables, musical examples and
many illustrations clarify as well as embel-
lish the text.

There are works of primary reference,
the first into which we look for informa-
tion on a subject. It is in this sense that The
Oxford Companion to Musical Instru-
ments is conceived. For many, indeed
most, purposes, it will offer sufficient in-
formation about any musical instrument in
itself as well as on collectivetopics, like Re-
naissance instruments or brass bands. If
the reader wishes to delve further into any
subject, then the list of Works Cited, a
comprehensive and very up-to-date bibli-
ography, will lead to more detailed stud-
ies. The obvious choice for a secondary
reference, the next level up in the re-
search hierarchy, would be The New
Grove Dictionary of Musical Instru-
ments in three volumes, each more than
twice length of The Oxford Companion,
with far longer and more detailed articles
contributed by Anthony Baines and a host
of other scholars, including this reviewer.
Beyond that, one turns to the journal arti-
cles, especially those in The Galpin Soci-
etyJournal and The Journal of the Amer-
ican Musical Instrument Society. To
praise The Oxford Companion is not to
denigrate some of the other dictionaries
and histories that also offer enlightened in-
troduction to the study of particular musi-
cal instruments and practices of earlier
times. The solid contributions of Sibyl
Marcuse and Curt Sachs, for instance, re-
main valuable and useful in supplement-
ing what Anthony Baines and his collabo-
rators have so ably put into a mere 400
pages.

The Oxford Companion to Musical In-
struments can be confidently recom-
mended to the readers of American Re-
corder. At $45 a hardbound copy, it qual-
ifies as a veritable bargain!
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BRIEFLY NOTED

Perhaps the ideal baedeker for amateurs
involving themselves more deeply in the
performance and enjoyment of Baroque
music, Schirmer's Companion to Ba-
roque Music approaches the period from
any number of angles—biographical, geo-
graphical, chronological, philosophical—
and ties them all together with cross-refer-
ences and footnotes galore. Some may
feel that by attempting so many tasks,
achieves none of them perfectly well
(The article on ornamentation by David
Fuller, for instance, provides an ideal sum-
mary of the issues and debates in this area.
but will help no one unravel any specific
ornament.) But in cases where appetites
are whetted but not satisfied, the reader is
generally guided to the best sources avail-
able.

The unusual anc orginal design of the
book, devised by compiler and editor Julie
Anne Sadie, encourages one to use it for
both reference and general reading, and it
is almost impossible to dip into it without
being diverted by enticing little paths.
Most of the material is presented in geo-
graphical divisions, with overview arti-
cles, biographical sketches, and, most ap-
preciated, maps showing the multitudi-
nous musical centers of this time. While
the perspective is naturally Eurocentric,
there is a chapter on "The Iberian Penin-
sula and Its New World Colonies." Three
other divisions treat Baroque Forces and
Forms, Performing Practice Issues, and a
year-by-year Chronology (yes, 1600-
1750!). A thorough index and up-to-date
bibliography of books in English complete
the contents. Although there are illustra-
tions, this is by no means a picture book.
In his foreword, Christopher Hogwood
makes good use of the opportunity to pres-
ent a defense of historical performance
practice (a defense echoed by Stanley
Sadie in his article on "The Idea of Authen-
ticity"), concluding, "I have to confess to
an old-fashioned preference for Handel
the color he started off. You may rightly
ask how can one be so presumptuous as
to know' what that was, but I would
rather make some progress along such a
line of thought, even with difficulty and
experiment, than sell out to the school of
obligatory italics and car-chases which
presupposes that waatever color he was,
it wasn't good enough."
COMPANION TO BAROQUE MUSIC,

ed. Julie Ann Sadie. Schirmer Books, 1991.
xviii + 549 pp., hardbound, $50.
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NEW ISSUES from PROVINCETOWN BOOKSHOP EDITIONS

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

$6.00

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

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

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

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

or your friendly local music shop

eaalg 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 leadin3 early music ensembles
and teaching in various positions thrcughout 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, Chai-, Department of Music,
The St. Scholastica Center for Early Music, 1200 Kenwood Avenue,
Duluth, MN 55811, 218-723-6194.
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New publications!
The Recorder Player's Companion

by Frances Blaker

A new method for recorder players that concentrates
on the fundamentals of breath.ng, blowing, fingering
and tonguing. Profusely illustrated, with helpful
diagrams, exercises, and useful advice, this is a
beautifully produced book (42 pages, 12 by 9 inch
format). $19.00 ($2.00 mailing")

A Cotswold Suite
by Freda Burford

Prelude and three exhilarating dances for SATB,
based on Morris tunes (moderate).
Score & parts: $12.00 ($1)

Also by Freda Butfird:

Seven Ghostly Fancies
for SAT (moderate): Playing score: $3.50 ($0.501

Sympathetic Introspection
by Suan Guess-Welcker

Trio for ATB (easy-moderate)
Playing score: $0.60 (0.501

*Check or Visa/MasterCard

Send for new catalog of over 70 editions
for recorder, voice, viol, keyboard.

PRB PRODUCTIONS
963 PERALTA AVENUE ALBANY

CA 94706 (510)-526-0722

MUSIC REVIEWJ
Folk songs from Turkey and around the
world, and selections from the Baroque

ROELCKE, CHRISTA, ed. Folklore In-
ternationaL For two treble recorders (vi-
olins, flutes) with 3rd part ad. lib. Univer-
sal Editions HE 19 804, LIE 19 805, HE 19
806, and HE 19 807, 1991. 4 Vols. 20 pp
each. $8.95 per volume.

Bright yellow, red, and green covers and
inclusion of tunes such as "Ten Little Indi-
ans," "London Bridge," and "Polly Put the
Kettle On" disguise the challenge these
short pieces offer a duet or trio of players.
Though some may be adapted for chil-
dren, beginners of any age will need expe-
rience with sophisticated rhythms and
high register fingerings to sight-read them.
Small children, who would find the nur-
sery rhyme, camp-song material interest-
ing, would normally be unable to play
these pieces easily. Older children who
could master the technique required,
would probably be embarrassed to play
"Hey Diddle Doo" and "Billy Boy." On the
other hand, a consort of adults will find
these arrangements interesting and could
use them in recorder demonstrations for
elementary schools. Many of the short ar-
rangements can be strung together to
make a medley for programs. The adult
trio that critiqued these books found
"John Jacob Jingleheitner Schmidt" de-
lightful and plan to add it to their reper-
toire, using sopranino and two altos.
The collection spreads about 85 short
pieces into the four volumes, which do
not seem to be graded. They include many
tunes not often seen in American folk song
collections. Israel, Poland, England, USA,
Denmark, Greece, Russia, and Ecuador are
a few of the countries represented. There
are even a few "Red Indian" tunes. (We
prefer "Indios Colorados.")
Some markings for violin and guitar
might have been explained in the editorial
notes to non-string players, but the overall
printing is sharp and spaced for eyes
young and old.
In summation, these four volumes are

fun to play, particularly for consorts that
like to play around with different combi-
nations of instruments. They can also be
used as complementary tune books to ac-
company recorder method books.

Betty Parker

HENRY PURCELL,. In Nomine, for 6 re-
corders, edited by David Katz. Dolce 313.
Sc 4 pp, pts 10 pp. $4.00.

HEINRICH SCHUTZ. Du Schalks-
knecht, for 7 recorders, edited by Bernard
Thomas. Dolce 314. Sc 8 pp, pts 7 pp.
$6.50.

JOSEPH BODIN DE BOISMORITER.
Concerto op. 5/2, for 4-5 recorders with
optional continuo, edited by David Katz.
Dolce 315. Sc 16 pp, 6 pts of 4 pp each.
$9.00.

JOSEPH BODIN DE BOISMONITER.
Concerto O. 5/5, for 4-5 recorders with
optional continuo, edited by David Katz.
Dolce 316. Sc 16 pp, 6 pts of 4 pp each.
$9.00.
All published by Dolce Editions, Brigh-

ton, Great Britain, in 1992 and distributed
by Magnamusic, Sharon, CT.

Once again Dolce Editions presents us
with an attractive batch of music edited
specifically with recorder ensemble in
mind. As has become customary with their
previous publications, Dolce introduces
the music to us via clear and informative
prefaces. Upon delving into the music, it
is obvious that the editors have an excel-
lent feel for the recorder. The (by now)
familiar covers are very attractive as well.
While this music was not originally in-
tended for recorders, it fits the instru-
ments very satisfactorily and is fun to play.
The "in nomine" is an English contrapun-

tal form using a specific plainsong melody
as foundation for the composition. Pur-
cell's In Nomine (dated 1680) is a very late
example of the genre and is well known
to viol players. Here it is arranged for 2
soprano recorders, an alto, 2 tenors, and a
bass. This is music of high quality and a
fine study in legato playing.
Du SchaDuknecht (1648) is a motet
based on a text (supplied here in German
only) from St. Matthew. The editor has
transposed Schiitz's music up a fifth to fit
AA ITIBB recorders. This range is proba-
bly not suited to voices, but viols would
provide a rich lower texture in an instru-
mental performance. This is gorgeous
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music of a smooth and sustained nature
and should sound beautiful when playe

with appropriate doublings by a very large
orchestra of recorders.
Boismortier's concertos (1727), each in

three traditional movements (fast-slow-
fast), were written for flutes and are herr,
transposed up a third for recorders in the
accepted Baroque convention. While the
music can be played either with and with-
out continuo, four alto recorders and con-
tinuo would seem to be the most satisfac-
tory combination This music is delight-
fully showy and fun for all. Although there
is much here to challenge even the best,
these concertos are very accessible to
most experienced recorder players.
In sum, recorder ensembles will find a

great deal of variety and satisfaction in
these four new publications from Dolce.

Gordon Sandford

SULEYMAN IS10ENDER. Turkish Folk
Songs for soprano recorder solo. Moeck
MK 00632 (European American Music Dis-
tributors), 1992. S 4pp, $6.95.

Recorder players today seem increasingly
interested in transcribing and performing
the music of other cultures. Partly this de-
rives from new interest in the open-hole
flute-playing traditons of the world, tradi-
tions that provide fascinating and beauti-
ful musical contexts for effects and nu-
ances applicable both to new composi-
tions and to interpretations of historical
music. The inclusion of world music in re-
corder repertoire can also be viewed as
part of the broader and developing field of
ethnomusicology generally.
The four delightfal monophonic dances

of this edition are chain-like, linking short
and unrelated melodies to form a larger
work. Three of the four have unifying re-
frains that are repeated after each contrast-
ing section. The exotic modes of these tra-
ditional compositions often change from
one section to another. The melodies gen-

erally feature stepwise intervals, even
phrasing, and straightforward rhythms.
Meters vary from ordinary 4/4 and 6/8 to
a more unusual 10/8 to be sub-divided 3+
2 + 2 + 3. The music requires players of at
least upper intermediate ability and calls
for a few microtones and a note or two
above the normal soprano recorder range.
The edition, which is nicely printed and

has no problem page turns, is far from
problem free. Although the preface sup-
plies quite a dissertation on Turkish music,
we are told absolutely nothing specific
about dealing with this music. There are
no indications or even suggestions regard-
ing articulation, for example, and while
we are told that two unusual accidental
marks indicate lowering a pitch by one
ninth and four ninths of a tone, we are
given no recommendations as to the spe-
cific fingerings that might be employed.
Still worse, the edition has no tempo mark-
ings, so we can only guess what might be
appropriate in the unfamiliar territory. In
spite of the editorial shortcomings, this
collection is worthwhile for anyone who
might find the music of interest.

Pete Rose

MICHAEL EAST. The Muses. Three-
Part Fancies from "The Seventh Set of
Bookes (1638)" for Recorders (1113) or
Viols (Tr, Tr, B), ed. by Charles Nagel.
Cheap Trills TR16 and TR17 (Magnamusic
Distributors), 1992. 2 vols, each with sc 8
pp and 3 pts 3 pp. $7.00 each.

Michael East (1580-1648) published seven
collections of music in his lifetime, an
enormous quantity considering how little
music reached print in his day. East's pub-
lications represent a broad view of evolv-
ing styles in early 17th-century England.
The seventh book, entirely instrumental in
content, includes sets of duets and quar-
tets in addition to the present nine trios.
In the new edition, three trios are included
in each volume; the third (as yet unpub-

Recorder players today seem increasingly
interested in transcribing and performing the
music of other cultures. Partly this derives from
new interest in the open-hole flute-playing
traditions of the world that provide fascinating
and beautiful musical contexts for effects
and nuances applicable both to new compositions
and to interpretations of historical music.

VON HUENE
i.-tErtrok

soprano recorder at a=415

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

chpice of many professionals.

VON HUENE
WORKSHOP, INC.
59-65 Boylston Street
Brookline, MA 02146 USA
(617) 277-8690 Fax (617) 277-7217
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SEND FOR FREE CATALOG

RECORDER MUSIC
from Theodore Presser Co. and affiliates

Blavet/Sanvoisin ALBUM MICHEL BLAVET Sop. rec.,hpschd. & vdg.
(Billaudot 524-04967)  $20.00
J.B. de Boismortier SONATES 1 & 2, Op. 27 Rec., kbd., opt. vc. or vdg.
(Billaudot 524-05171)  $15.25
Charles Fouque 13 PRENOMS POUR 13 NOTES Sop. rec. & pn.
(Billaudot 524-05036)  $15.00
Michael Jacques SOUNDS GOOD Sop. or alto rec. & pn. (Assoc. Bd. 494-01834) $9.25
M. Mabilat CHANTS POPULAIRES DU HONGRIE Sop. rec. (Zurfluh 524-04419) $11.00
Marais/Veil/tan SONNERIE DE ST. GENEVIEVE Sop. & alto rec.
(Leduc 524-02861)  $20.25
Max Mereaux 3 DANSES SACREE 3 Alto Rec. (Billaudot 524-05033)  $6.25
Claude Pascal 3 INVENTIONS Rec. quartet (Zurfluh 524-04949) $42.50
Vincent Persichetti LITTLE RECORDER BOOK, OP. 70 Sop. & alto rec.
(Elkan-Vogel 464-00039)  $2.50
P. Picard FLUTILEGE 2 Sop. rec. (Zurfluh 524-04477) $7.75
Alan Ridout CONCERTO for Treble Recorder, Strings & Percussion Sop. rec.
& pn. red. (Emerson 524-05105)  $25.75
Peter Schickele MUSIC FOR MARY Alto rec. & pn. (Elkan-Vogel 164-00192) $15.00
H.J. Zander VARIATIONS ON "THE WINTER PAST" 4 Rec. (Schauer 494-00192) $15.00
Doimetsch Plastic Recorders are distributed exclusively through Theodore Presser
Company and sold through music dealers nationwide. SOPRANO (578-00116) $8.95;
ALTO (578-00117) $45.00; TENOR (578-00118) $75.00
Available through your dealer. Prices subject to change.

• • •
For FREE catalog send your name and address to Dept. 2AR at the address below.

HEOOORE PRESSER COMPANY
1 Presser Place • Bryn Mawr, PA • 19010-3490
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AMERICAN RECORDER
Seeks articles on the many aspects of the
recorder: history, performance practice,

artists and repertoire, education,
instrument building, etc.

Also, photographs and reports of news
events. Will consider artwork, poetry,
riddles, puzzles. Modest honoraria by
arrangement with editorinquire:

Benjamin S. Dunham,
American Recorder
472 Point Road
Marion, MA 02738

Phone: 508-748-1734
FAX: 508-748-1928

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

TABOR PIPES • DRUMS

TURE BERGSTROM
Smidstrupvej 4

DK-4720 Praesto, Denmark

MUSIC REVIEWS (cont.)

fished) volume will presumably contain
the final three trios.
East assigned each trio the name of a
Greek muse, but there seems to be no rea-
son why a particular muse is coupled with
a particular composition—it was merely an
entertaining gesture on East's part. The
musical style remains uniform through-
out. The title page, printed in facsimile in
the score of volume 2, tells us that the
music is for "...two treble Viols, and a base
Violl," and "must be plaid and not sung,"
clearly a designation of instrumental
music. While the recorder is not men-
tioned by East, the trios fit the recorders
very comfortably.
The musical texture resembles the devel-

oping trio sonata texture in that we have
two treble parts supported by a bass voice.
However there is no indication in East's
music that a keyboard part is appropriate.
Each part is of similar difficulty, and there
is plenty of playful imitation among the
three parts. Bass players will appreciate
the interesting and somewhat challenging
accidentals in their very melodic voice.
The edition is attractive yet not ostenta-

tious, a product of desktop publishing at
its best. We are conveniently given both
score and parts in an uncluttered printing.
The editor wisely adds barlines and mea-
sure numbers but (I think appropriately)
no dynamics or articulations. A few cor-
rections have been made and duly noted
in his informative preface. The price for
these volumes is modest, and early musi-
cians will find a great deal of pleasure in
getting to know this music. We have long
needed a new publication of this music.

Gordon Sandford

East assigned each trio
the name of a Greek
muse, but there seems
to be no reason why
a particular muse
is coupled with a
particular composition
—it was merely an
entertaining gesture
on East's part.
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BOSTON EARLY MUSIC FESTIVAL front.)

temporary recorder music from Japan,

Germany, U.S.A., and Australia;

Gwyn Roberts with Richard Stone,

archlute, performing Baroque music and

the premiere of three movements from

Richard Brodhead's Diversions from a

Modal Theme;

Jeffrey Stock with Ann Marie Morgan,

viol and cello, and Vivian Montgomery,

harpsichord, presenting mostly Baroque

music with the N.E. premiere of David

Stock's Heirplay;
David Barnett, performing solomusic

of six centuries, including Richard

Feliciano's electronically reverberated Al-

leluia to the Heart of Stone and the Hans-

Martin Linde classic, Music for a Bird;

Richard &Elaine Henzler, performing

Renaissance, Baroque, and contemporary

(Dan LocIdair's Lydian Fantasy) duets;

Roxanne Layton, with Michael Beattie,

harpsichord and piano, performing Cima,

Bach, a snappy Fantasie and Variations on

The Carnival of limice, and a spoof duo,

Behind the Scenes, with Roy Sansom;

Second Wind (Roy Sansom & Rox-

anne Layton, recorders) with La

Sonnerie (Eric Haas, recorder & flute,

Janet Haas, viol, Mark Slawson, harpsi-

chord), performing music of Morel, Fasch ,

Telemann, and Boismortier;

Ellen Delahanty with Dongsok Shin,

harpsichord, performing music of Cord!,

Bach, and English country dance tunes;

Mark Davenport with Jelena Mathys •

harpsichord, performing music of Vivaldi.

Telemann, Scarlatti, and Bach;

Judith Linsenberg with Charlotte

Mattax, harpsichord, performing 17th-

20th-century music, including the N.E.

premiere of Pete Rose's I'd Rather Be in

Philadelphia;

Scott Reiss with Tina Chancey, viol, per-

forming "The Born Again Recorder,'

music from Mac haut to Appalachian

Blues, including Hirose's Meditation;
Renaissonics rjohn Tyson, with

James Johnson, violin, Jacqueline Schwab,

virginals, and Reinmar Seidler, cello), per-

forming "Renaissance Dance Band" reper-

toire.

Thematically, the Festival was organized

around the music of William Byrd and

Claudio Monteverdi, but in a practical

sense, the program was constructed with

the cast and orchestra for the production

of L'Orfeo. Performers from the opera di-
vided up and recombined all during the
week to present most of the major events,

including master classes and symposia.

The wind band from Orfeo showed up as
Concerto Palatino, under the direction of

Bruce Dickey, for a rich program, "Affect

and Effect in Seventeeth-Century Instru-

mental Music," which lacked only a few

examples of the spectacular solo cornetto

sonatas of this era. The string band re-

vealed itself as The King's Noyse, David

Douglass, director, in a bracing late-night

program of "ballads for voice and violin

band" with Ellen Hargis (who shamed the

exhausted audience with her verve in re-

serve, coming directly from "The Phoenix
and the Oracle," a program of vocal and
instrumental miscellany organized by Paul

O'Dette and Andrew Parrott. This concert
employed singers from the Monteverdi
cast and the continuo section of the or-

chestra. Other concerts featured soloists
from the band, harpsichordist Elizabeth
Wright, lutenist Paul O'Dette, and harpist
Andrew Lawrence-King, whose recital
was the topic of much admiring street talk.
As for the opera itself, there was much

to admire. The beautiful, opulent orches-
tral textures and the generally impressive

level of singing were to be praised, even if

Sanders Theatre proved to present an al-
most impossible challenge to the scenic
designers.

The program also included concerts by
Boston's Handel & Haydn Society Chorus
and the Boston Camerata with Schola Can-

torutn, as well as harpsichordist Colin

Tilney and any number of chances to catch
up with Tons les matins du monde.

Early Music America added to the pro-

ceedings by sponsoring a lecture on Wil-
liam Byrd by Philip Brett in addition to its
usual workshops, annual meeting, and
symposium (on "Marketing Early Music—
Inspiration, Advocacy & Promotion").

It has been brought to the attention of
AR that the light-hearted item called
"Lesson 2: Eileen Hadidian's Painless
Practice Methods," reprinted in the
June issue ("Chapter Newsletter Sam-
pler," p. 17) from the Monterey Bay
Chapter's The Rede, was that newslet-
ter editor's own tongue-in-cheek adapta-
tion and not fully representative of Ms.
Hadidian's teaching philosophy, which
is grounded in relaxation, breathing
techniques borrowed from yoga, and
the creation of a wide resonating cham-
ber inside the mouth. Evidently, some
teachers, reading literally, thought that
Ms. Hadidian was recommending that
the recorder be played between
gritted teeth!

Recorders—Wood & Plastic

Pam Music
18042 Gramercy Place

Torrance, California 90504

(3101324-8444 Art Stilwell

CLAVICHORDS
ITALIAN HARPSICHORDS

CLAVICHORD KITS

GARY LAISE
314 12t-i Sc San Francisco, CA 94103, 415-5521934

H P
HOUSE OF PORTER

offers compositions by

RICHARD EASTMAN

contemporary, melodic

For free sample and catalog:
961 East Porter Ave.

Neperville IL 60540-5527

VI:Web

a‘&arnoa

croci

e:Xrizepia

For membership information write:

John A. Whisler
130E Jackson Ave.
Charleston, Ill. 61920-2242

Yiryzafre4ap
..2°6yalsafaiepa.:Jepi
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PRESIDENT'S APPEAL 1992-93
THE BOARD OF DIRECTORS OF THE AMERICAN RECORDER SOCIETY EXPRESSES ITS SINCERE
APPRECIATION TO THE FOLLOWING CONTRIBUTORS TO THE 1992-93 PRESIDENT'S APPEAL.

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

EDUCATIONAL ACTIVITIES, INCLUDING SCHOLARSHIPS.

BENEFACTORS
Zumoff, Michael, Judith Anne Wink

SPONSORS
Martz, Douglas G.
Murrow, Gene
Primus, Constance

DONORS
Anonymous (1)

PATRONS
Anderson, Hank
Anderson, Jack
Bechtel, Joan & Dan
Comstock, G.W. (Dr. and Mrs.)
Davidson, Cleone
Farrell, Ellen
Johnson, Lawrence J.
Maarbjerg, Mary & John
Mild, Eiji
Petersen, Patricia H.
Rawlins, John A.
Southern California Recorder Society
(IMO Frank Plachte)
VanBrundt, Nancy
Whaley, Judith
Anonymous (2)

SUPPORTERS
Barnett, David M. (M.D.)
Bixler, Martha
Borcherding, Hilda
Bracher, Katherine
Bradley, Katharine
Cunningham, Roger & Shirley
Delano, Louise & Jack Waller
Donaldson, Lynn B.
Dunham, Benjamin
Franson, Mary Ann
Frederick, Nancy
Furth, Jane
Gruskin, Shelley
Hamilton, Frederick
Hammerling, Peggy Ekberg
Hays, Richard & Raquel
Hollingsworth, Inge (Chris)
1Carraker, Celine
LaBauve, Pat and Raphe
Levine, Marvin
Lisk, Robert D.
Mallet, Helen Moler
Nelson, John C.
Perlmutter, Marilyn
Rogers, Patsy
Rudge, William & Georgina

Seely, Neil
Swartzman, Monte
Taylor, Ralph
Todd, Charles S.
Walkling, Frank
Wilds, Preston Lea
Wilson, Joan

FRIENDS
Abbott, Kate
Anselone, Joan
Blocher, Mary G.
Bossier, Ruth S.
Cagin, Harry
Coon, Shirley
Doob, J. L.
Doolittle, Miles
Eastman, Richard
Ehn, Hope
Enrich, Jules (Mrs.)
Ferreri, James P.
Finn, Michael C.
Fischer, David W.
Goldman, Adila S. (M.D.)
Haglund, A. C.
Hudson, Carlos & Mary
Ishimatsu, Lode
Koneman, Elmer
Lashinsicy, Philip
Leipold, Dennis and Jane Shear
Malcolm, W. David
Merjos, Nancy
Messina, Joe
Parker, Betty A.
Paterson, Scott
Penner, Helmut
Phelps, Frances R.
Samuelson, Miriam
Singer, Michael
Smith, E.L.
Smith, Susan A.
Vining, Dorothy
Whitnack, Ellen
Wolfe, Sam and Sarah
Anonymous (4)

OTHERS
Abbott, Lois C.
Ainsfield, Neale N.
Asmundsson, Doris
Austin, Louise
Briel, Dorothy
Clark, Mrs. William E.
Dodson, Virginia
Dodson, Virginia E.
Doran, J. Christopher
Dye, Elisabeth

Edward, Jess
Erion, Carol
Fitch, Lewis
Granata, Elaine
Granick, Samuel
Grubb, W.T. (Mr. and Mrs.)
Helfman, Richard
Hunt, Robert R.
Hyland, Robert & Barbara
Jones, Kay
Jones, Leota
Kahn, Donald
Kellman, Ray
ICroesen, Harry, Mr. & Mrs.
Kusek, Helen
Lampert, Norman J. (M.D.)
Laster, Miriam S.
Mendelssohn, Melvin
Monet, Gilbert P.
Muller, Herriet
Mullhaupt, Joan M.
Myers, Rita Koors
Pass, Ruth
Piranian, Louise
Powers, Wendy
Rees, Bill and Eileen
Reichenthal, Eugene
Reynolds, Martha, Dr.
Rolfe, Eva
Rossen, J. Norman
Rubenstein, Mollie A. & Herbert
Scott, Betty
Scott, Mary
Shiff, Naomi
Shumaker, John R.
Skeens, Gwendolyn
Smith, MarieLouise
Smith, R.
Sours, Dinah
Sutherland, Barbara
Sutherland, Diana
Waite, John H. (M.D.)
Wauchope, Betty
Williams, Janice
Winters, Edward
Wolfson, George & Florence
Ziewacz, Agnes
Zikel, Gideon C. (M.D.)
Zukof, Lawrence
Anonymous (2)

CORPORATE SUPPORT
Chubb
IBM
Pitney Bowes
United Technologies
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RESPONSE
What we can learn from early sources,

where we can locate contemporary music,
and who founded Chicago U. 'S first collegium

Contemporaneous Sources
In his article "Recorder Slurring I: Renais-

sance and Early Baroque" (June 1993, p.
9), my friend Anthony Rowland-Jones has
performed the valuable service of collect-
ing together what is found about slurring
in Renaissance and early Baroque recorder
and other methods. But I can't agree with
his conclusions on two basic questions: 1)
What can we find out about how early
music was performed in its day? and 2)
How should we play early music today?
The answer to the first question is: "Not
much." Methods and treatises are just
crumbs from the tahle of professional mu-
sicians, who learned their trade as appren-
tices through oral instruction, not from
methods. Methods were written for ama-
teurs and children, to whom professionals
would never have given away their trade
secrets. Yet, Anthony makes bold state-
ments, such as, "Before 1600, slurring was
regarded as a fault attributed to slovenli-
ness or poor technique," or "Real slurs
were not otherwise part of the perfor-
mance practice vocabulary of the Renais-
sance period." In my view it would have
been better to say, "The few writers (for
amateurs and children) whose work has
come down to us regarded slurring as a
fault, etc.," or "In the sources (intended
for amateurs and children) that have come
down to us real slurs are never men-
tioned/advocated." We will never know
how even those authors really played, and
we certainly have r_o information about
the thousands of other musicians from

those periods who never wrote a method.
My answer to the second question
would be: "Any way we please." There is
no moral compunction to use historical
evidence in interpreting early music, al-
though many people in the early music
movement seem to believe there is. Even
if we make use of all the historical evi-
dence we can find, we still know relatively
little about how early music was per-
formed in the past, so we couldn't recon-
struct it if we tried. Inevitably, we play the
music in a modern fashion, according to
our modern taste (which may include
making use of some historical elements
and playing historical instruments, if we
like). Yet, here's Anthony telling us:
"Never use real slurs in playing Renais-
sance music"; "In these Wet-Ur sections,
the soloist must exploit all the capabilities
of his instrument, including slurring"; "In
music up to 1600, recorder players should
not slur"; or "Extended passages of orna-
mentation should, as in the Renaissance,
be played with each note separately artic-
ulated."
In his recent book Playing Recorder So-

natas (p. 194, fn. 20), Anthony cites the
symposium Authenticity and Early Music
(edited by Nicholas Kenyon) as being
"strongly recommended and thought-pro-
voking... [particularly] Richard Taniskin's
strictures about 'the composer's inten-
tions.— To read Anthony's article on slur-
ring, one wouldn't know that Taruskin has
stirred up an enormous debate in early
music circles over the last decade or so.

What can we find out about how early music was
performed in its day? The answer is: "Not much."
Methods and treatises are just crumbs from the
table of professional musicians, who learned
their trade as apprentices through oral
instruction, not from methods. . .We will never
know how those authors really played, and we
certainly have no information about the thousands
of other musicians who never wrote a method.

1.••••••••••••••••••••••••••• OOOOO ••••••••••••••••••••••••••••••••
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RECORDER SHOP

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

Open by appointment only. Dis-
counted prices on Moeck. Zen-On
and other wooden and plastic re-
corders. Steinkopf historic wood-
winds, viols da gamba, harpsi-
chords and music. Send four
stamps for catalog.
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Baroque Flutes: our own
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Tabor Pipes
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"Irish" Flutes & Tin Whistles.
Send for brochure and/or

antique flute list.

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

Put basically, let us not confuse research

(including "performance practice") with
performance.

Now for two research questions. First,

Anthony assumes that the slur over a dot-
ted quarter-note and three ornamental six-
teenth-notes in his unnumbered example
("0 Dieux!") was intended to mean that
only those four notes be slurred. Yet long
slurs were difficult to indicate in the type-
setting of the day, so engravers generally
made do with shorter ones. We therefore
cannot rule out that all eleven sixteenth-
notes notes under the syllable "0" were
intended to be slurred to the dotted quar-
ter, and the same is true of the ornamental

passages in his Example 1.

Second, Anthony states that "no 17th-
century writer deals specifically with re-
corder playing until Bismantova in 1677"
(see also Mark Davenport's "Recorder
Pitch: Always Throwing Us a Curve"
[March 1993] on Bismantova: "to my

knowledge, the oldest-known recorder
method for the Baroque recorder"). They
may not be aware of "Tutto ii bisognevole
per sonar il flauto da 8 fort con pratica
et orecchia"(Biblioteca Marciana, Venice,
Mss. Ital. CI. IV. No. 486), an anonymous
Venetian manuscript method, which its
scribe dated 1630. It seems to be ad-
dressed to the amateur who knew some-
thing of singing, or at least the well-known
tunes of the day. The author depicts a re-
corder in three joints with Baroque turn-
ery at each tenon, although the bore still
appears to be cylindrical. For the first time,
the fingering chart is for a recorder in f,
showing fingerings up to g— (including

although curiously not f—) with sup-
porting-fingering technique. If this meth-
od really was written in 1630, we need to
revise our notions of the development of
the recorder in the 17th century; it may
turn out with further research, however,
that the method dates from the third guar-

ter of the century. Readers who would like
to learn more about the method should
see Nikolaus Delius' article, "Die erste
Flotenschule des Barock?" [The first re-
corder method of the Baroquel , Tibia 1,
no. 1(1976): 5-12.

David Lasocki
Bloomington, Indiana

ED NOTE: The colorful opinions of Richard
Taruskin and some others, while helpful
to keep in mind, may also be regarded as
correctives to the way the term "authen-
tic" was uncritically applied to many early
music recordings and concerts in an effort
to sell them to a wider public. Anyone
thoughtful enough to be actually pursuing
historical performance practice knows in-
stinctively that "authenticity," in its literal
sense of being an exact realization of the
composer's intentions, is an unreachable
goal. But unworthy? Too often, the Tanis-
kin point of view is also quoted back to
serious original instrument performers to
justify the prevailing "know-nothingism"
of mainstream music-making. While there
is no "moral compunction to use historical

•-•

/Boulder Zattig Music *hop
Store Hours: Monday through Saturday, 10:30-5:30

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

prompt Mail Order 6 eruice
Write for Free Catalogs - Specify Areas of Interest

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

..... , • - • • • • •
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evidence in interpreting early music,"

there is certainly no reason not to. For

many of us, trying to understand a

composer's intentIons through the study

of contemporanecus sources is what en-

livens our personal involvement in making

music. If you fundamentally believe that it

is fruitless to try to apply the lessons taught

in the old treatises to your performanccs

of early music, Mr. Rowland-Jones's arti-

cles (including "Recorder Slurring II and

DI," to come) are not going to be your cup

of tea.

Contemporary Source
I read Pete Rose's article in the June issue
("What Pieces Would I Recommend to

Someone Who Wanted to Begin Playing

the Recorder?," p. 18) with pleasure—a

good article and helpful to all sorts of folks.

But fortunately, Erich ICatz's Miniature

Suite is not out of -print—we have loads of

copies. And we have represented Hug in

Zurich ever since! can remember, so read-

ers should have no trouble getting Moser's

Alrune. If readers would like a catalog of

our offerings, they should write to us at

the address on the back cover.
Madeline M Hunter

Sharon, Connecticut

Original Collegium
In the excellent obituary for Howard

Mayer Brown (June 1993, p. 5), it would

have been more correct to say that he re-

vived the University of Chicago's Colle-
gium Musicum in 1960. As indicated in the

New Grove Dictionary of American

Music, "The Yale collegium was not the

first established in the U.S.A." Sigmund

Levarie began a cc llegium at Chicago "as

early as 1938, directing it until his depar-

ture in 1952."

My older brother sang in the collegium

in 1940, and I attended many of the con-

certs in the period 1945-1948 under the

direction of Prof. Levarie, who is still alive,

well, and living in Brooklyn. For many of

us who were undergraduates in that era,

the Chicago Collegium provided the first

introduction to thc kind of early music

that we still.know and love.

This small correction, of course, does

not diminish the accomplishments of

Howard Mayer Brcwn in any way.
Richard Sacksteder

New York city

AR welcomes letters to the editor on
any subject relating to the recorder or
articles printed in the magazine. Let-
ters may be subject to editing.
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Historical Woodwind Specialists
Makers of reprod 4ctioi recorders, oboes,
clarinets, bassoons, shawms and dulcians.

Dealers in recorders and other woodwinds by
Moeck and other fine ir ternational makers,

and chamber organs by Gerrit Klop.

Instruments built by L.FLI. can be heard on recordings
by the following ensembles, among others:

Academy of Ancient Music, Hogwood
American Boychoir, Litton
Amor Artis, Somary
Aulos Ensembk
B.E.M.F. Orchestra, Parrott
Bach Collegium, Newman
Bach Ensemble Rifkin
Brewer Ensemble, Palmer
Concert Royal, Richman
Handel & Haydn Society, Hogwood
Hanover Band, Goodman
Hesperus, Reiss
Les Nation Ensemble, Verbruggen
Levin Baroque Ensemble
Philadelphia Wind Band
Philharmonia Baroque Orchestra, McGegan
Smithsonian Orchestra

REPAIRS
L.H.I. is the oldest and most Experienced repair
facility in the U.S. for recDrders and other historical
woodwinds. With nearly 30 years in the repair
business, we are known by professional players and
teachers everywhere for expert and ethical service.

Levin Historial Instruments Inc.
POB 407, Newfoundland, NJ 07435
201-697-0535 • 1-800-283-3714

Announcing the publication of the new

JUNIOR RECORDER SOCIETY
CLASS PROGRAM FOR BEGINNERS

A program for teachers of second, turd, Dr fourth-grade students

• "Introducing the Recorder" by Gerald and Sonya Burakoff
• Goals for Beginning Classes
• Music and Reference Materials
• Reprints of educational articles from American Recorder
• Worksheets
• Informaion about the ARS Resource Teacher Program, and more

Total cost: $19.95. 'Contact the ARS office at 908-363-5656 for information.
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FOUR DIVERSIONS -John Turner
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Examples printed by permission of Forsyth Brothers Ltd. 126 Deansgate, Manchester M3 2GR, GB.

CUTTIN •

EDGE

Wherein you read about
the latest fashions in

recorder playing

For the second time, Cutting Edge will de-
part from its usual performance-oriented
format to focus entirely on a set of musical
compositions. Though not easily avail-
able, all the profiled works deserve to be
more widely known and appreciated.
They are extremely diverse in both lan-
guage and style, yet each is interesting in
its own special way.

From islands across the Atlantic
Our general awareness of modern British

recorder music probably presents an in-
complete picture. For the most part, we
are familiar with the solo and ensemble
works put out by major publishers such as
Schott and Oxford University Press and
those that have been recorded. But I have
come to suspect that there is a large body
of modern English recorder music that is—
at least from our distant perspective—un-
derground.
Two such works—one conservative, the
other more daring—have recently come to
my attention. The conservative work,
Four Diversions for soprano recorder and

John Turner
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piano, was written by John Turner, a for-

mer member of David Munrow's Early

Music Consort, and is published by For-

syth Brothers in Manchester. It is an abso-

lutely delightful piece in the Vaughan Wil-

liams tradition, witt. sonorous, often par-

allel-moving harmonies and melodies that

are thoroughly British in personality.

All four of its short movements are organ-

ized in ternary form. The opening "In-

trada" is based on a descending motive de-

veloped in a free manner (Ex. la) and re-

appears later on in the piano part (Ex. lb).

The second movement, a fast waltz, is the

least complex, both in its melodic and ac-

companying elements. Movement three,

entitled "Aubade," combines attractive

triplet rhythms in tit:: melody with equally

attractive harmonies (Ex. lc). The final

"Hornpipe" features a rhythmically inter-

esting melody (Ex. 1d) that becomes a bit

more tricky as the piece evolves (Ex. le).

All the movements will be accessible to

reasonably good amateur players.

Forsyth Brothers lists a large number of

modern recorder works, including many

by well-known British composers as well

as some by less familiar names. Most intri-

guing is the description of a work entitled

Melisma by Denis ApIvor, which is said to

evoke "the Indian subcontinent by its sub-

tle use of rasas and inflected pitches.")

As to the more adventurous work, it

came to me directly from its composer,

Donald Bousted, who studied composi-

tion at the Colchester Institute and the

Royal College of Music. Objectively titled

Four Pieces for two alto recorders, it at-

tempts an eclectic mix of Medieval, mini-

mal, and jazz elements.

We begin with "Sonorities," which

slowly awakens with sustained major and

Donald Bousted

WICHITA
BAND INSTRUMENT C°

2525 E. Douglas
Wichita, Kansas 67211

FINE RECORDERS
New and Used

MOECK — KONG
ROSSLER — MOLLENHAUER

ARIEL — AULOS
FRIEDRICH VON HUENE

repairs and re-voicing

Cases and Accessories

Approvals available on all instruments.
Lowest prices.

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

ANTIQUE SOUND
WORKSHOP, LTD.

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, Ming, Coolsma, Dolmetsch, Molten-
hauer, Rossler, Moeck, Yamaha, and othe_- 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.
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Kelischek Workshop For Historical Instruments
Rt.1, Box 26, Brasstown, NC, 28902

Tel: (704) 837-5833 Fax:(704) 837-8755

Send or charge $ 2.00 for our complete 1993 catalog!
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FOUR PIECES - Donald Rousted
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minor seconds interrupted occasionally
by wider, more consonant intervals,
which are surprisingly jarring (Ex. 2a). It
is followed by "Hocket," a strange yet de-
lightful movement with fascinating rhyth-
mic shifts. The "hockets" in this case oc-
curring in the mind when rests in the top

recorder part expose a sustained note in

the lower part (Ex. 2b). Some pretty heavy
virtuosity and rhythmic precision is re-
quired to play the third movement, "Moto

Perpetuo," an extended minimal exercise
that could be rewarding if executed well
(Ex. 2c). A repeated and slightly varied
two-measure jazz bass line is featured in
the closing "Jive," but the composer's in-
sistence on a strict duple-meter ("egal") in-
terpretation makes it feel more like rag-
time than jazz. It is, nevertheless, both in-

teresting and attractive. At this writing Mr.
Bousted has a few additional recorder
works in progress.

From a continent in the Pacific
Australian recorderist/composer Benja-

min Thorn has been an important force in
the unleashing of the bass recorder, trans-

forming it from low man on the totem pole

32 American Recorder



to an exciting and dynamic solo instru-

ment. In addition tc his now well-known

Voice of the Croccdile, Thorn has also

composed a work combining the bass re-

corder with either digital or analog elec-

tronic delay. Entitled Pipistrelli gialli

("Yellow Bats"), it is an appropriately flit-

ting and somewhat bizarre tour-de-force in

three movements. Unlike the majority of

recent live electronic works that have a

consonant, passive, "New Age" orienta-

tion, Pipistrelli is aggressive and bold in

nature. Furthermore, Thorn does not use

the electronics in the usual surrogate-ca-

thedral manner; he gives them an active

role, frequently changing the amount of

delay and cutting the mechanism on and

off in a way that is totally integrated with
the material.

Because the written score rarely reflects

the actual sound of tie music, the two ex-

amples (overleaf) have been provided just

for the purpose of displaying the general

look of the score.

The first movement begins with a few

widely spaced chattering sounds that

quickly develop into a barrage of noises of

ever-increasing intensity. More pro-

nounced wilder calls emerge out of the

general confusion, these also increasing in

frequency and character from sustained

multiphonics to screeches and screams.

Quite dramatically, the music suddenly

stops and a brief, purely acoustic inter-

lude—quite shocking in its simplicity—is

heard. The wild confusion returns in mod-

eration is all dies down to nothing.

In the second movement we are given a

simple ternary form, consisting of elec-

tronic collages of multiphonics at the be-

ginning and end, a cuiet, acoustic mono-

Benjamin Thorn
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I'd like to join
the ARS

Please enroll me as a member of the Soc_ety, I'm looking
forward to:

91 American Recorder

I ARS Newsletter

91 Members Directory

91 Editions of the Members' Library

91 Eligibility for the ARS Education Program examinations

c11 Discounts to some recorder workshops, and on ARS publi-
cations, like the ARS Information Booklets

I Mailings from suppliers of material, music, instruments

9[ Advice on all aspects of playing the recorder

0 U.S. membership $30

O Canadian** membership $35

0 U.S. Student* membership $15

0 Overseas** membership $40

O Contribution $ 

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

NAME 
ADDRESS 

CITY ST ZIP PHONE( )

CHAPTER AFFILIATION, IF ANY

0 Do not list my name in Directory
0 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
Box 1067

Jackson, NJ 08527

A copy of the latest Annual Report filed by the American Recorder Society, Inc.,
with the New York Secretary of State may be obtained upon request from ARS,
Box 1067, Jackson, NJ 08527 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

Box 1067. Jackson, NJ 08527
Please make checks payab'e to the American Recorder Society.

Erich Katz Contemporary Music Series

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

Peter Ballinger Double Quartet for Recorders (SATB+SATB, Level 8-110
score and parts

Cecil Effinger Dialogue and Dance (SATB, Level

Lee Gannon

$3.00

$8.00

score and parts $8.00

Sonatine for 3 altos (Level Ill) score 6c 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 II)
2 scores 6t 4 parts $6.00

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)
#6. Bruckner's Ave Maria (arr. Jennifer W. Lehmann)

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

Other Materials
from the American Recorder Society:

ARS Information Booklets:

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

(Formerly called "Chapter Information Packets")
Each $10, members; $20, non-members, plus $2 postage and handling
($5 for 3 or 4 booklets, $6 for 5 or 6 booklets)

Educational Program:

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

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

American Recorder Society
Box 1067

Jackson, NJ 08527
908-363-5656

PRESIDENT'S
MESSAGE (cont.)

qualified applicants who have passed

Level II, as well as to those who have
passed Level III.

The Study Guide for the ARS Education
Program was first published in 1981 in
order to provide broad, practical goals for

recorder players and to set standards for
well-rounded musicianship. The third and
latest revision (1991) is currently available
to members free of charge; also, a supple-
mentary Handbook with Music Lists &
Reference Materials can be purchased
from the ARS office.

The Education Program is divided into

three levels: Level I is for those who have
recently begun playing either the soprano
or alto recorder; Level II, which can be
pursued by either individuals or small
groups, focuses on developing ensemble
skills on both F and C recorders with an
introduction to solo playing; Level III is for
individuals seriously studying the solo
recorder repertoire and preparing for
knowledgeable consort leadership. Be-
cause of the amount and level of material

to accomplish in Level III, it is divided into

two sections: Ill-A (suggested items to
work on first) and III-B (those suggested
for later). Please note, however, that the
Level III examination covers material in

both III-A and III-B.

Each of the three levels is divided into
the following sections: A. Technique; B.
Musicianship; C. Sight-reading; D. Pre-
pared Repertoire & History. Activities in
the Technique and Musicianship sections
relate to the real world of recorder play-
ing. For instance, theory questions corre-

late with scales and arpeggios suggested
for each level, ear training activities help
develop intonation and ornamentation
skills, and rhythmic exercises can be used

to accompany dance tunes. Sight-reading
and Repertoire recommendations for Lev-
els II and III cover all periods of recorder
literature. Memorization of one piece is re-

quired for each level— everyone should be
able to demonstrate the recorder without

searching for music!

Examinations for each of the three levels
of the ARS Education Program are avail-
able but entirely optional. The exams for
Levels I and II are intended to be adminis-
tered and evaluated locally, whenever
possible, under the supervision of the ARS
Education Committee. The Level III exam
may be administered by any qualified and
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CUTTING EDGE (cont.)

phonic solo in the middle. The third move-
ment is arc-like, featuring ghostly wails at
the beginning and end, with a midsection
that alternates wild electronic jumbles of
sound with intense acoustic solos.
Thorn has also written ensemble works

for recorders in various combinations and
with other instruments. My favorite
among these is a piece for eight recorders
and large pipe organ that bears the highly
appropriate title, Much Cuckoo. Imagina-
tive stuff from one of the most creative and
unique personalities in the recorder
world.

Pete Rose

PRESIDENT'S
MESSAGE (cont.)

reliable musician approved by the Com-
mittee; it is tape recorded and subse-
quently graded by three evaluators. A
practice exam for Level III is also available
for unofficial use by students and teachers.
To date, twenty-two recorderists have
passed the Level 111 exam, and many have
passed Levels I and II.! hope that you will
follow in their footsteps and structure
your musical goals for the 1993-94 year on
the ARS Education Program, keeping in
mind that:

While the Education Committee recog-
nizes that some individuals learn best
when they are working toward the
concrete goal of an examination, we
would like recoreer players to have as
their real goal the ongoing process of
the study, exploration, and making of
music.

Constance M. Primus

BAROQUE AND
RENAISSANCE RECORDERS
Hand crafted instruments in A4I5 & A440
after — J. Steenbergen, R Halm, J. Denner,
P. Bressan, T. Stane3by, Ganassi in G & C.

BAROQUE FLUTES
after Rottenburgh.

ROMANTIC FLUTES
after Ingram-Rudall & Rose, H. Wylde

For further information please contact

Michael Grinter
Elintree Lane,

Chewton, Victoria
AUSTRALIA

Ph. 054 723990
Fax 054- 705896

PIPISTRELLI
First

Third

GIALLI - Benjamin Thorn
movement: note high A:flat in the second system, a prGnounced "wild call"
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MUSIC BEFORE 1800
NINETEENTH SEASON 1993-94

Sunday afternoon concerts will include
Anonymous 4

ARTEK

Ensemble Rebel
Music Before 1800 Pro6uctions

The Sixteen
Marion Verbruggen 8c Jacob Lindberg

"The Music Before 1800 series has presented a stunning
array of American and European early-music groups

over the last 17 years. "—THE NEW YORK TIMES

"The singers and players benefited from the bright
acoustics of Corpus Christi Church, a wonderful place

to hear early music."— T.HE NEW YORK TIMES

For information: Music Before 1800, Corpus Christi Church,

529 West 121st Street, New York, NY 10)27 212/666-0675

LOUISE BASBAS, DIRECTOR
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E. Perrin

Renaissance Flutes
1747 Maltman Avenue

Los Angeles, California 90026

(213) 660-8475

Old Manuscripts & Incunabula

Specialists in Facsimile Editions

PO Box 6019, FDR Station

New York, NY 10150

Telephone (212)758-1946

Telefax (212)593-6186

Playing from the original? Write
or call us for our 1993 recorder &
flute listing of facsimiles.

EARLY
DOUBLE

REED
• manual SERVICE
• supplies

• reed tools
• custom made reeds
• instrument stands

• instrument builder
• repairs/modifications
• authorized factory service

station for Moeck and Wood

KEITH E. LORAINE
787 LIBERTY ROAD

PETALumA, CA 94952

707 - 763-3981

-f •

Tenor 17.1 t
ofterJohn Rose I
1598

DOMINIK
ZUCHOWICZ
violin and viol maker

Violins, Violas, 'cellos

and Contrabasses in

modern and early styles

Violas da gamba

in all sizes after

historical models

Enquiries welcome
(please note our
new address):
35 Kenora St.
Ottawa, Ont,
KlY 1C2 Canada
(613) 729-0580

CLASSIFIED
Where the haves and the have-nots

of the recorder world can find each other

Classified rate for American Recorder:
504 per word, ten-word minimum. "For
Sale" and "Wanted" will not be counted
but may be included in the copy. Zip code
counts as one word; telephone number as
two words. Payment must accompany
copy. Classified advertisements will not
be billed. Send copy plus payment to: ARS,
Box 1067, Jackson, NJ 08527.

THUMB RESTS: Adhesive backing, rosewood
or ebony, SA or T sizes, $12.50 each ppd.
Maple, cherry, or walnut, SA or T sizes, $8.50
each ppd. (N.Y. + 71/2%). Seely Workshop, Inc.,
292 Barrington St., Rochester, NY 14607.

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.

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 800-231-2489.

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

FOR SALE: Music stand in cherry with 3-page
easel. Sheraton tripod base. $200, incl. ship-
ping. Also crumhorns, cornamusen from $180.
King's Musicke, 208 W. Martintown Road, N.
Augusta, SC 29841.

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 + 71/2%).

Seely Workshop, Inc., 292 Barrington St., Roch-
ester, NY 14607.

HARPS OF LORIEN offers a large selection of
musical instruments and cassettes for the
whole family: inexpensive but excellent record-
ers, drums, harps, pentatonic instruments, pan-
pipes, Renaissance instruments, and more.
Quantity discounts available. Catalog: 610
North Star Route ARS, Questa, NM 87556;
505-586-1307.

NEW ARRANGEMENTS of Christmas music
for recorder ensembles and choral groups. Un-
hackneyed selection, imaginative settings. In-
termediate level. Ten pieces, score and parts.
$15, including postage and handling. Write or
call Carolyn Peskin, 3559 Strathavon Road,
Cleveland, OH 44120; 216-561-4665.

TEACH RECORDER. Easy and fun with Piping
Songs, first year workbook (soprano). 3,000
happy customers already. $11.00 (US) post-
paid from Priscilla Evans, 6526 Waegwoltic,
Halifax, NS B3H 264, Canada.

WORKSHOP: Friday, October 29-Sunday, Oc-
tober 31st. The Texas Mountain Chapter of
ARS presents a workshop at Indian Lodge in
West Texas. Topic: Music of Medieval and
Renaissance England. Faculty: Deborah Booth
and Morris Newman. Information: 212-864-
6490, or 915-837-5745.

ORIEL LIBRARY has reduced its prices! Re-
corder ensemb'e music now ten cents per
page postfree. Published in U.K. by Theo
Wyatt. For 1993 catalog write Alexander
Breed, 50 Rutland St., Watertown, MA 02172.

NEW AND DIFFERENT. The Renanim Re-
corder Ensemble of Israel, direction Ephraim
Marcus, plays music of the Renaissance, Ba-
roque, the Classics, and Israel. Concertos by
Vivaldi and Baston (specially arranged for the
ensemble); Themes and Variations by Pach-
elbel, Haydn, and Mozart; Dances by Morley,
Rossi, Bach, and Y. Braun, as well as Hebrew
Traditional Melodies. CD $14 ppd (Cal. +
71/2%). Lia Starer Levin, 6360 W. 6th St., Los
Angeles, CA 90048.

ADVERTISERS

ANTIQUE SOUND WORKSHOP 31
ARS  29, 33, 34
TURE BERGSTROM 24
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HOUSE OF POR—ER 25
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Richie (St Elaine
Henzler

Will be performing
Thurs. June 17th

6 PM
Swedenborg Chapel
as part of the ARS
Recorder Recitals
Marathon at the
BOSTON EARLY
MUSIC FESTIVAL
Hope to see you
there! Be sure to
stop by and visit
our booth too!!!

DS6120 Pearwood soprano, 2 pieces, double holes 
DS61223U Boxwood soprano, 2 pieces, double holes 
DS6124P Rosewood soprano, 2 pieces, double holes 

DOLMETSCH
The World's First Name in Recorders
q es Now Available in the U.S.A.

COURTLY MUSIC UNLIMITED 
Richard and Elaine Henzler

2067 Broadway • Suite 27 • New York City 10023

The Dolmetsch Academy series of fine recorders is of-
fered in pearwood, boxwood, and rosewood. Designed
for the advancing player's rehearsal and performance
needs, Dolmetsch's consistent high quality and
reasonable prices make these instruments the best but
in today's competitive recorder market.High quality at an affordable price

DOLMETSCH ACADEMY SERIES
List Price
$100.00
$195.00
$220.00

DA6130 Pearwood alto $230.00
DA6132BUBoxwcod alto $360.00
DA6134P Rosewood alto $430.00

DT6140 Pearwood tenor $580.00
DT6142BU Boxwood tenor $740.00
DT6144P Rosewood tenor $835.00

Included with eazh Dolmetsch Academy recorder is a durable hinged case,
a swab, and cork grease. Baroque in style, a=440, Baroque fingering.

CMU PRICE
$80.00
$156.00
$176.00

$184.00
$288.00
$344.00

$464.00
$590.00
$668.00

THE BEST IN PLASTIC!
Beautiful WOOD GRAIN LOOK with an excellent warm tone and fine tuning.

List SALE
YRS Yamaha Rottenburgh Soprano Recorder $27.00 $21.60
YRA Yamaha Rottenburgh Alto Recorder $43.00 S34.40

Get Both Recorders for Only $49.95
0K63743 The Recorder Guide. The BEST instruction method for learning both soprano and alto including folk melodies

from around the world $14.95

Despite last year's price rise to us, we are holding the line on the price to you on the
Yamaha 302B Rottenburgh Series with glossy finish

THE YAMAHA ROTTENBURGH RECORDER SERIES IN PLASTIC
NEW LIST

YRN302B Sopranino   $16.25
YRS302B Soprana $19.00
YRA302B Alto $36.00
YRT302B Tenor   $80.00
YRB302B *Bass   $335.00

Order the complete consort for only

CMU PRICE
$11.84
$14.04
$26.36
$58.36
$195.00

$295.00
*YRB302B Yamaha Rottenburgh BASS-can't play the tenor? With its bent neck and key system this bass is easier to play

than any tenor, suitable even for folks with small hands.
BASS PEG RV We suggest you use a BASS PEG for most ease in playing $35.00

Ask about our comp!ete line of wood recorders by COOLSMA, MOECK, YAMAHA, ZEN-ON as well as AM2 (Brazil), ROBERT
GILLIAM TURNER. Plastic recorders by 'YAMAHA, ZEN-ON, AULOS.
Because we are professional performers and teachers, we know there is a variation among wood recorders, so we personally select only
the best, checking each for tuning, attack and tone quality. There is more to choosing a fine wood recorder than just price. gf

call Richie toll-free 1-800-2-RICHIE and speak to him personally about your needs.



Jlioignamusic TiHributors, Inc. 
P.O. BOX 338, 74 AMENIA UNION ROAD • SHARON, CT 06069

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

Now available from your local music dealer:

6 Rondeaux from the Wolfenbtittel Chansonnier for 3 instruments EML233 $5.50

BEETHOVEN: Duet No. II for AT PP69 $3.00

Blum': 4 Arie di corente for 4 instruments EML235 $3.75

BYRD: This Sweet and Merry Month of May for SSATTB PP7o $3.50

CHARLTON: The Charlton Method for the Recorder -
A Manual for the Advanced Recorder Player
new edition, revised and spiral bound JRMETH $27.50

DES PRES & SUSATO: Mille regretz/Les miens aussi for 4 instruments EML 234 $3.75

EAST: The Muses— Three-part Fancies from the Seventh Set

of Bookes (1638) for TTB Recorders or Tr, Tr, B Viols
Vol. 1 TR' 6 $7.50
Vol. 2 TRI7 $7.50
Vol. 3 TRI8 $7.50

LE jEUNE: May fait les bois for 8 instruments in 2 choirs EML238 $8.50

PoscH: Intradas & Courantes for 4 instruments EML236 $6.00

2 Hoftiinz from the Hessen Books for 5 instruments EML237 $4.25

SUSATO: Danserye (1551) for recorder quartet, includes four scores

and commentary by Bernard Thomas LPMIoIA $19.50

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

HISTORICAL WOODWINDS: Renaissance und Barockinstrumentenstudio, Musisca.

HARPSICHORDS: Hannover, Neupert.

RECORDER MUSIC: Anfor, Avondale Press, Berandol, Bosworth, Broken Consort, Cheap Trills,

Dolce Edition, Dovehouse, Early Music Library, Gamut, Hug, Jolly Robin Press, London Pro Musica,

L'Oiseau Lyre, Loux, Magnamusic, Marlborough, Muses Gardin, Pan, Pelikan,

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