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EDITOR'S
NOTE

Almost thirty years ago, when the Orff
Schulwerk was first receiving serious at-
tention in music education circles in this
country and it was not yet clear how per-
suasive and pervasive Orff's ideas would
become, I penned and then filed away a
limerick that expressed the sentiment of
the day:

We don't have the word on Carl Orff.
He's a giant, or else he's a dwarf.
Using notes pentatoric
In an age supersonic,
He's open to question, of courfe.

How interesting now to read in Mark
Davenport's article (page 7) that the con-
nection between the recorder and Orff
Schulwerk goes beycnd the purely musical
and has roots in the common experience
of Carl Orff and Erich Katz. Isabel Carley's
piece about the recorder in Orff Schulwerk
(page 16) talks abou: the "layered ostinati"
that are typical of the Orff Ensemble; in
like manner, the Orff-Katz correspon
dence is a "layered ostinato" providing
background to our understanding of cur-
rent reforms and innovations in music ed-
ucation.
"Of courfe," the recorder is employed in

other educational approaches, as well. The
Waldorf schools build the recorder (and
recorder surrogates) into their integrated
curriculum (page 18); the Suzuki Method,
a producer of miracles in string training,
now has a curriculum for the recorder
(page 19). We begin to realize how well the
recorder adapts to a variety of otherwise
mutually exclusive educational approach-
es, making it the common factor among in-
novative "methods" that attempt to involve
large numbers of young people in instru-
mental music.

And Orff? No qi_estion about it.. he's a
giant.

Benjamin Dunham

CORRECTION: A courle of sharp-eared read-
ers have noted that the title translation of
Pixinguinha's chow "Vou vivendo," re-
printed from The Flutist Quarterly on page
15 of the January 1995 AR, might have
sounded like "I keep on leaving" when spo-
ken but is more properly "I keep on (or "I
go on") living."
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PRESIDENT'S
MESSAGE

HELP WANTED. Artic-
ulate, intelligent, cre-
ative, friendly, record-
er-playing individuals
to join a hard-working,
well-focused, efficient
Board of Directors. Experience with fi-
nance, grant proposal writing, profession-
al membership organizations, or comput-
ers a plus. Help determine the future of a
venerable arts organization. Challenging
work, stimulating discussion, some travel,
no pay.

It doesn't take long to discover that in
any organization — membership society,
commercial business, non-profit advocacy
group, educational institution—it's the peo-
ple that make the difference. Whatever the
laws, by-laws, policies, procedures, etc.,
happen to be, an organization stands or
falls on the quality of its people. Certainly
the organization's structure and rules
count, but most significantly to the extent
that they encourage or discourage good
people within the organization to do their
jobs or carry on their roles effectively and
enthusiastically.

For the American Recorder Society,
much of the work is performed by a paid
full-time Executive Director with a part-
time office assistant, and a part-time Edi-
tor of our magazine and newsletter. A sig-
nificant amount of creative, enjoyable, pro-
ductive work is also done by our Board
members. Board members administer and
award scholarships and chapter grants,
maintain and expand our educational ma-
terials, arrange and manage our increas-
ingly large presence at the national early
music festivals, administer our Junior Re-
corder Society program, maintain contacts
with the business and professional music
worlds, among many other roles.
Most importantly, the Board deter-

mines what activities the Society will pur-
sue and sets its overall direction. In the
coming years, we are facing a number of in-
teresting challenges. Among the questions
we must consider are:
How can we best accommodate and

serve our various constituencies, which in-
clude recreational amateurs, serious ama-

Continued on page 31
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TIDINGS
Recorder works by Bernstein and Goldstein are given premieres,

while the Flanders Recorder Quartet welcomes a new member from Japan

Bernstein Work for Recorder
Premiered at Tanglewood Festival
A work written by Leonard Bernstein in
late 1988 for recorder and cello was given
its world premiere in a version for flute and
cello by Doriot Anthony Dwyer and Yo-Yo
Ma at the Tanglewocd Festival in Lenox,
Massachusetts, July 23. The Variations on
an Oct atonic Scale were composed by Bern-
stein for Helena, the daughter of his friend,
film director Humphrey Burton, while
Bernstein was on holiday in Key West,
Florida. Ms. Dwyer formerly principal
flutist of the Boston Symphony Orchestra,
secured the premiere rights to her own per-
forming version for flute and cello from
publishers Boosey & Hawkes, and the
event took place as part of a gala concert
celebrating round-number birthdays of
Seiji Ozawa (60), Itzhak Perlman (50), and
Ma (40), as well as the historic return of
Leon Fleisher as a two-fisted pianist.
Originally, Bernstein had intended

Helena to play the work on either sopra-
no or alto recorder, "or both alternately,"

as the manuscript suggests. A read-
through of the work, consisting of four
short variations and a coda, was given
by three members of the New World
Symphony (flute, alto flute, and cello)
during a January 9, 1989, party after a
rehearsal of the orchestra in Miami. An
expanded version of the Variations be-
came the second movement, "Mixed
Doubles," of his Concerto for Orchestra
(available on DGG 429 231-2).

The octatonic scale alternates half-
steps and whole steps, fitting an extra
interval into the octave and converting
every interval of a fifth into Bernstein's
characteristic tritone. A fuller article on
the work by Charlie Harmon, including
a page of Bernstein's manuscript, will
be published in a future issue of Ameri-
can Recorder. Mr. Harmon is vice-presi-
dent of Jalni (an acronym built on let-
ters in the names of Bernstein's chil-
dren) Enterprises, Inc.

Long Island Recorder Festival Workshop director Gene Reichenthal,
ARS president Gene Murrow, conductor Rachel Begley, and composer David
Goldstein, following the July 1 premiere performance of Goldstein's new
work for recorder orchestra and narrator, Isaiah 2:2-5, Goldstein himself
narrated the work, which calls for sopranino, soprano; alto, tenor, bass, great
bass, and contra bass recorders. Both players and audience members were
reported to be "thrilled by the work's beauty and power." The commission
and premiere were funded by Meet the Composer with support from the Edward
John Noble Founitation, Inc., and the New York State Council on the Arts.

Vier op 'n Rij
Adds Japanese Member

Fumiharu Yoshimine, a 32-year-old record-
erist trained in Japan and Brussels, has
joined the Flanders Recorder Quartet (Vier
op 'n Rif) taking the place of Geert Van
Gele, who left the group last April.
Originally, Van Gele was to be suc-

ceeded by Peter Van Heyghen, but Mr.
Van Heyghen's busy schedule as a
soloist and professor of historical per-
formance practice at the Royal Conser-
vatories of Antwerp and Brussels soon
came into conflict with the heavy tour-
ing obligations of the Quartet. When
Van Heyghen was unable to join FRQ for
a tour of Japan this past summer, Mr.
Yoshimine filled in.
"The success and musical bond with

Mr. Yoshimine was such that the deci-
sion was made to accept him as the new
member," the Quartet's U.S. agent, Va-
lerie Bernstein, stated. Other members
of the group are Bart Spanhove, Joris
Van Goethem, and Paul Van Loey.

Fumiharu Yoshimine has a bache-
lor's degree in education from Tokyo
Gakugei University and a high diploma
with great distinction from the Brussels
Royal Conservatory. He received a first
prize in 1993 from the Lemmensinsti-
tute and a special prize the same year for
the best performance of a Flemish work,
the "Orpheus Prijs '93 Antwerp." In
1982 he won the All Japan Recorder
Competition.
The new make-up of the Flanders Re-

corder Quartet recalls that of the Tokyo
String Quartet, who invited Peter Ound-
jian in 1981 to become their first non-
Japanese member.
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TIDINGS
Wayne Evan Hanhin's "Anything but a Recorder" concert

employed flutes, ocarina, gemshorns, flageolets, pipe, and clarina in a
fascinating attempt to achieve not authenticity but rather something truly authentic

Many Voices of the Sweet Flute Heard
At 1995 Boston Early Music Festival
The opportunities for recorder at a Boston
Early Music Festival headlined by Purcell
were bound to be greater than at some pre-
vious events, but extraordinary coopera-
tion between Festival management and the
ARS Special Events Committee ensured a
remarkably full program for recorder en-
thusiasts during the week of June 12-16.
The contribution of Dutch virtuoso

Han Tol to the 1995 Festival could hard-
ly be overestimated. Tol added the
sparkle of the Sammartini Concerto in F
Major (and an obbligato in Thomas
Arne's cantata The Morning) to the "Mu-
sic from the London Pleasure Gardens"
BEMF orchestra concert. He also
teamed with Andrew Lawrence-King
(harpsichord, organ, and harp) for a
recital of divisions, diminutions, and
variations on grounds from the 17th
and early 18th centuries—works by Fin-
ger, Marcello, Uccellini, Croft, Keller,
and the lesser-known Notarl, Corradini,
and Berardi—in the cavernous Em-
manuel Church. It was filled with peo-
ple, but perhaps not sufficiently with
sound, although those in the front rows
were aglow with impressions of Tol's
subtly nuanced playing. While the
fastest passaggi might have been blurred
in the back, Tol's singing tone, spun
with a fine thread of silver, floated clear-
ly if faintly through the building.

For the ARS, Tol led a well-attended
Recorder Orchestra session that con-
centrated on improving ensemble tech-
nique and a revelatory Master Class in
which accomplished players Roxanne
Layton, David Heywood, and Adeline
Sire presented themselves for inspection
in difficult repertoire by J.S. and C.P.E.
Bach. Time and again, Tol came up with
practical practice techniques (not keep-
ing the air flowing through passage-
work? Try blowing and fingering your
way through the notes with the barrel of
the recorder rotated 1800, while listen-
ing for pitch fluctuations), or suggested
a meaningful metaphor (the spinning
tone so characteristic of Tol's playing he

likens to throwing a frisbee out over the
heads of audience members).
Tol and Aldo Abreu joined other Fes-

tival artists for a program of Henry Pur-
cell's Symphony Songs in which their
plummy tones and close ensemble were
well coordinated, especially in the
sprightly, syncopated opening of "How
pleasant is this flowery plain and
grove," Z543. Abreu gave his own con-
current recital during BEMF, accompa-
nied by harpsichordist John Gibbons.
Among many felicities, a solo perfor-
mance of the ciaconna from Bach's violin
Partita No. 2 stood out. The fearsome
technical demands of Abreu's transcrip-
tion were mastered imaginatively, but
his phenomenal efforts to bring off the
rapid "polyphonic" arpeggios threat-
ened to turn a tour de force on the violin
into a stunt on the recorder.
Other concurrent concerts that fea-

tured the recorder included Ex Um-
bris's exploration of the melancholic
mood, subtitled "Down in the Dumpes
in Elizabethan England," an ingratiat-

ingly witty program performed entirely
from memory. Seldom are we lucky
enough to hear a group whose presenta-
tion skils match superb vocal and in-
strumental accomplishments. Karen
Hansen, Grant Herreid, Paul Shipper,
and Tom Zajac, all of whom play record-
er in addition to other instruments,
were joined by soprano Shannon K. An-
derson. Some of the same flavor (and
some of the same performers) also en-
riched the delightful Nottingham Fair
theater piece for children, a cleverly
scripted skit that introduced Renais-
sance instruments, songs, and dances.
During the week, Boston recorderists

Roxanne Layton and Roy Sansom
joined the orchestra for Purcell's King
Arthur, BEMF's centerpiece production
under the musical direction of Peter
Holman and Paul O'Dette.
David Heywood's unaffected, natur-

al style was heard to good effect in the
concurrent concert of Brazos Baroque
sponsored by Fort Worth Early Music,
while Kim Pineda's extroverted, almost
promotional enthusiasm characterized
his contributions on flute and recorder
in the concert of his Benevolent Order
for Music of the Baroque (BOMB.).

Lalloue Davenport Presented
With ARS Distinguished
Achievement Award

ARS President Gene Murrow presented the ARS
Distinguished Achievement Award to Lalloue
Davenport at a reception, Friday, June 16, in the
First Expressions Gallery underwritten by Mag-
namusic, the Von Huene Workshop, and anony-
mous support. Mr. Davenport offered some brief
remarks from which these words are excerpted.
"I would like to say that the ARS has turned out pretty much the way I hoped it

would. It may come as a shock to hear, but in the early days there was some dis-
agreement, and even some tension, over the direction the organization should take.
One faction thought it should be a service organization devoted primarily to the pro-
motion of professional concerts and players, while the other and eventually dominant
group, to which I belonged, felt that it should promote amateur playing as an avoca-
tion, and the recorder not only as a tool in music education, but as a serious instru-
ment in its own right. I am very pleased that both those approaches seem to be thriv-
ing mightily at the moment, and want to take this opportunity to urge you to keep up
the good work, and offer my help in whatever capacity might be useful."
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Other concurrent concerts involving re-
corder, but not heard by AR because of
scheduling conflicts, were given by
Owen Watkins and Jesse Lepkoff, Cita
Galhano's Belladonna, Phoenix (Jen-
nifer Barron Soutlicon, Julian Cole,
Lisle Kulbach, Jay Rosenberg, and Chris
Rua), and "Bewitched, Bothered & Be-
wildered," with Gwyn Roberts.
Roberts, though, was heard in the

concluding event of the ARS Recorder
Relay concerts, which offered a new re-
corder soloist or ersemble every hour
on the hour starting at Noon on Thurs-
day and Friday. Her well-modulated in-
terpretations and beautifully shaped
tone graced cantatas by Telemann and
Handel (the classic Net dolce dell'oblio)
and Handel's Trio Sonata in F Major,
Op. 2, No. 4.
The Relay was kicked off by a cele-

bration of the voice flute in the hands of
Eric Haas. He was accompanied in mu-
sic of Hotteterre, Corelli, and Bach by
his wife Janet Haas, gamba, and Olav
Chris Henriksen, Baroque guitar and
archlute. (Henriksen and his wife, gam-
bist Carol Lewis, had joined Benjamin
Dunham and his wife, flutist Wendy
Rolfe the previous Sunday in a program
of music from the time of Emanuel Swe-
denborg, donated to the Boston Church
of the New Jerusalem in gratitude for
their allowing ARS and EMA to use
church facilities during BEMF.)
Wayne Evan Hankin's "Anything but

a Recorder" concert employed flutes,
ocarina, gemshorns, flageolets, pipe,
and clarina (a fingered, harmonic
mouth-reed that he used to realize the
12th-century Reis glorios, eyes closed,
dancing expressively) in a fascinating
attempt to achieve not authenticity but
rather something t-1-uly authentic.
The following zoncert by duettists

Richie and Elaine Henzler took the prize
for best programming by sandwiching
movements of Philbert de Lavi-
gne's Flowers, Op. 4, with Ryohei
Hirose's Ode 1 (1979) and Ode 11 ___
(1981) and mixing in David Gold-
stein's Southwest of Baroque (1976)
and Telemann's Gulliver Suite.
With its "Lilliputshe Chaconne,"
"Brobdingnagische Gigue," and
"Furie der unartigen Yahoos," this
easily adapted violin duet is a win-
ner (Hortus Musicus 11).
Thursday's Relay concerts con-

cluded with the impressive debut
of the American Recorder Quartet,

Continued on page 30

Scenes from the 1995
Boston Early Music Festival
At right, Friedrich von Huene demonstrates a
newly designed modern recorder at the recorder
makers' panel session (report in November AR).
Below left, Israel Stein and 11-year-old Ned Cam-
eron (who began reading music in September)
share a stand during Han Tot's Recorder Orches-
tra session; below right, members of the Ameri-
can Recorder Quartet after their Recorder Relay
debut (from left, Judith Linsenberg, Roy Sansom,
Corinne Hillebrand, and Roxanne Layton).

At left, virtuoso Han Tot shows
12-year-old Andrea Carney the
array of recorders used in his
recital with Andrew Lawrence-King.

Above, Wayne Evan Hankin's
Relay concert used everything but
a recorder, including a toy clar
Left, John Tyson ts surrounded by
mikes, speakers, fellow musicians,
and a capacity audience at his
concert of improvisations.
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Aulos is the best value available in recorders.
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ning students. Carrying bag and fingering chart are
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n Correct, Relaxed Position
• Includes C# and D# Holes
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Al 02N - German Fingering
• One piece Construction
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• Curved Windway
• Single Holes for Low C and D Provide Ease of

Playing In Lower Register
• Dark Brown with Ivory-colored Trim
• Lifetime Warranty Against Plastic Breakage

tr. Order From:
w i> Rhythm Band Instrumentst

P.O. Box 126
Fort Worth, TX 76101

ORDER TOLL FREE 1-800-424-4724
TOLL FREE FAX - 24 Hours a Day

1-800-784-9401
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NATIONAL MUSIC

S-ANDARDS

FREE

RS

RECORDERS

Call or write for a ccmplete color catalog listing all our fine Aulos recorders and other musical products.
Aulos has them all -Sopranos, Altos, Tenors, Bass, Sopranino, Garklein, Panflute, Baroque Flutes.
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Newly translated correspondence between Erich Katz, founler of the American Recorder Society,
and composer/educator Carl Orff, whose birth centenary is being observed this year,
reveal a close personal and working relationship

The extent of the personal and working
relationship between Erich Katz and Carl
Orff has only recently been uncovered.
Mark Davenport, who is presently working
on the biography of Ka Lz, has now located
and collated 92 letters between the two
from the period 1929 to 1973. Winifred
Jaeger, Katz's long time companion and
honorary Vice President of the ARS, has
been assisting Davenport in the translation
of the letters as well as numerous articles
written by Katz. This crticle examines the
events that led Katz and Orff to cross paths
and details their relationship between 1929
and 1935 under the increasing pressure of
living in Nazi Germany. All illustrations
are printed courtesy of the American Music
Research Center, University of Colorado,
College of Music.

Erich Katz should be a familiar name to
the readers of these pages. It was Katz,

after all, who was responsible for turning a
floundering New York Recorder Society in-
to a prominent national organization. His
legacy is equally impressive in his numer-
ous publications of early music, for which
he served as arranger and editor. As a
teacher, Katz has influenced literally hun-
dreds of active performers and teachers, a
number of whom have developed success-
ful musical careers. His compositions,
both choral and instrumental, continue to
gain interest and recognition.

Both of my parents studied with Katz at
the College of Music in New York City,
back in the 1940s, and so my work as a re-
corder player and teacher stems directly
from his influence. I came to know Katz as
a youth, and he remains an intriguing part
of my childhood memories. My interest in
Katz was heightened when I moved to
Boulder, Colorado, in 1992, to study musi-
cology at the University of Colorado. Just
two years before, the Erich Katz Archive,
which now contains most of Katz's papers,
original manuscripts, letters, and docu-

ments, had been established at ihe Ameri-
:an Music Research Center there.

I have spent almost three years, on and
pff, working with the Katz Archive. Much
of that work has concentratee. on. Katz's
early years in Germany, before he was
forced to flee the Nazis just befit the out-
break of World War II. What I have found
:s, in many ways, a very different man than
the one people came to know after his ar-
rival in New York in 1943. Katz's painful
memories as well as his modesty urged
him to keep much of this early part of his
life in darkness, even from nis closest
friends and associates.
What emerges, after pasting many

small parts together, is a vivacicus, driven,
and extremely intelligent young man on
the verge of a brilliant career as a respected
musicologist, highly innovative educator,
music critic, and composer. As circum-
stances dictated, however, becaase he was
a Jew living in Nazi Germany, his career
and life took a dramatically different turn
tnan his budding associate and good
friend Carl Orff. While Katz was being
stripped of his work and driven from his

by Mark Davenport

native land, Orff was finishing his spectac-
ular Carmina Burana and preparing music
for the now famous 1936 Olympics in Mu-
nich. But I'm getting ahead of myself.

Befom moving to Boulder, I had heard
that Eri:h Katz and Carl Orff knew each
other. I presumed they were simply ac-
quaintances. Certainly no one had made
much of the relationship except Wini
Jaeger, who assured me they had been
quite close. Constance Primus, in her arti-
cle on Katz, noted 23 letters from Orff to
Katz in the Katz Archive. (Ref. 26, p. 18)
Once in Boulder, = located those letters and
soon found several more. There was little
question that the nature of the letters from
Orff to Katz indicated a very close rela-
tionship. How frustrating that the Archive
contained no letters from Katz to Orff.

I had contacted the Orff Centers in
Salzburg and Munich hoping to find addi-
tional letters. Finally, after several months,
the Orff Forum in Salzburg wrote me
telling of some 49 letters between Katz and
Orff and just three weeks later, the Orff
Zentrum in Munich sent a package of 62
letters—a researcher's dream come true!
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The University of Freiburg, where
Erich Katz studied from 1922 to 1926.

The job of checking for duplica:e letters
was relatively easy All told, there are 92 let-
ters between Erich Katz and Carl Orff writ-
ten between 1929 and 1973. The task of
making German to English translations
has taken place over the past year and
Winifred Jaeger gets full credit for the final
translated versions cited in this a-l-ticle.
Without her assistance I woulc still be
struggling.
To -anderstand the importance of the

details contained in the letters, I feel -.t is
necessary to sketch the main points of the
lives of the two men because they were, in
many ways, cast in the same mcld Their
similarity is especially evident in the field
of education—Katz, with his Music Sem-_-
nary—and Orff, with his Schulwerh. Hee is
their story.

Erich Katz in Berlin and Freiburg
From 1918 to 1921 Katz studied com-

position at the Hochschule filr M'JSik in
Berlin, and musicology, art histo-_-y and
plulosDphy at the University of 3erlin.
Katz kept company with a nun-13er of fel-
low students there, including musicolo-
gists Willi Apel (1893-1988) and Erwin
bodky (1896-1958), and composes Kit-t_
Weill (1900-1950) and Ernst Krenek (b.
1900). Among Katz's professors were Jo-
hannes Wolf (1869-1947), Hans Mers-
mann (1891-1971), Georg Schiitemann
(18841945), and Curt Sachs (1E81-1959).

Johannes Wolf was one of the leading
pioneers in musicology and was especially
devoted to source work in Medieval ar.d
Renaissance music studies. Katz particu-
larly looked up to Hans Mersmann as an

MIMI/

Freiburg i. B.,bei cer Universit-M

importam figure in his life, (Ref. 21) and
the two would soon find themselves in a
long association together through their
work at the music periodical Melos which
Mersmann edited from 1924 to 1934%
Georg Schiineman7, "ane cf the founders
of German music educatior.," (Ref. 27) ad-
dressed many of the emerging issues re-
garding elementar education and estab-
lished a number of .nnovative programs at
the Hochschule in er1ia pe-aaining sbecif-
ically to music educator_ Studying with
Schiinemann wou_d supply Katz with
much-needed grpundwp-± for his work lat-
er in the decade when he and Erich Doflein
founded the Freiburger Kurse fur Musik-
theorie (7reiburg Course for Music Theo-
ry) for the purpose pf trainiag music teach-
ers—eventually nar.-..ed the Music Seminary
of the City of Freib-arg.
Curt Sachs was probably Katz's most

intense and influential -professor at the
University of Ber.n up until that time.
Sachs was a pioneer in ethnomusicology,
working in this -.-..nexplored field before the
term was even cot:ed. Sachs believed that
beyond the study DI _-nusical conteht
(melody, harmony and rhyihm), one could
further realize the unique quality DI an-
cient music, and at the same time trace the
history of music _:seif, by examining old
instruments. Amcag Katz's personal pos-
sessions (not included in his cffic-.al
archive) is a wonderful record collection of
"exotic music," what today is simply called
world musics. These Did sound recordings
would later be used by Katz in his music
history courses. (There are announce-
ments in the Enc.- Katz .4-chive of seve-_-al
lectures by Katz at the Music Seminary in
Freiburg in the early thalies where he
spoke and played records from Asia, Per-
sia, India, Java. Siam, China, Turkey, Am-

bia, and East and West Africa). (Ref. 8)
In 1922, at the age of 22, Katz enrolled

at the Musicological Institute at the Uni-
versity of Freiburg to study with the
well-known musicologist Wilibald Gurlitt
(1889-1963), himself a protege of the
renowned musicologist Hugo Riemann
(1849-1919) of Leipzig. It was an exciting
time in the world of German musicology
and Katz benefited greatly from it. Impor-
tant new scholarly groundwork was being
presented on a regular basis, as were
demonstrations on reconstructed early in-
struments. Katz was part of Gurlitt's Col-
legium Musicum at Freiburg University
from its inception in 1922. His dissertation
Conceptions of Musical Style in the 17th Cen-
tury, from this period, was well received by
the academic community

In 1925 Katz became Gurlitt's assis-
tant. His duties entailed locating and
preparing early music arrangements for
performances in the Collegiurn. The field
of early music was still small, but Katz was
in good company. In addition to Gurlitt,
another Riemann student, Hermann Erpf
(1891-1969), lectured in music theory
there. A number of Katz's fellow students
also became leading early music special-
ists. Gustav Scheck (b. 1901) became the
foremost German performer and teacher
on the recorder and Heinrich Besseler
(1900-1969), who completed his disserta-
tion at Freiburg on the German suite in the
seventeenth century (1923), taught there
as a lecturer in musicology. Among
Scheck's more prominent recorder stu-
dents were Hans Conrad Fehr and Hans-
Martin Linde. (Ref. 17, p. 150) Many of
Besseler's students also became outstand-
ing figures in musicology including Ger-
son-Kiwi, Manfred Bukofzer, and Edward
Lowinsky. (Ref. 23, pp. 499-502)

Freiburg provided Katz with more than
a chance to perform early music, however.
It was an-exciting world of historical chal-
lenges and opportunities to explore con-
cepts, theories, and repertories both old
and new. Whereas Besseler directed most
of his concentration towards early music,
Katz set no such limitations. Although
Katz is considered among the early music
pioneers it would be inaccurate to think of
him strictly in this sense. His tastes had
been too strongly influenced by the enor-
mous activity in new music, and he was
swept along by the emerging wave of young
innovative German composers.
Most influential during these early

years was Paul Hindemith (1895-1963),
who had, by the late 1920s, established
himself as the leading composer of Ger-
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many. Hindemitlis reputation as a com-
poser was launched in large part by the
avant-garde chamber music festivals
which took place at Donaueschingen be-
tween 1921 and 1926, just a short distance
from Freiburg. Katz attended these festi-
vals where he also became aware of works
by Krenek, Alois Halm (1893-1973) and
Philipp Jarnach (1892-1982).

Gebrauchsmusik
The term Gebraucismusik began to ap-

pear in these musical circles during the
early 1920s. Hindemith is credited with
coining the term, but Besseler, in a
Freiburg lecture in 1925, is responsible for
clearly defining it. Besseler became the
spokesman for Gebrauchsmusik and in his
hands the idea became, in essence, a theo-
ry, which he expanded and refined. Bessel-
er attached an aesthedc philosophy to Ge-
brauchsmusik reflecting the reaction of a
population humiliated by war and a soci-
ety which questioned the very foundations
of their world.

For Besseler's group of young German
musicians, Gebrauchsmusik represented
an artistic paradigm that signalled a pro-
found split from the pervasive older Ger-
manic traditions that had increasingly af-
fected several centuries of music-makers
and music listeners. Besseler and others
firmly believed that this tradition had, in
effect, led to a sepa:ation of the people
from the art, both in a physical and spiri-
tual sense. There was physical isolation in
traditional concert çerformances, which
had long-since lost ar_y drawing room inti-
macy. Participation in post-Wagnerian art
music was confined t3 those elite few who
had attained the technical abilities to per-
form it. This, then, was at the heart of what
Gebrauchsmusik stood for—a breaking
away from the Classical and Romantic tra-
ditions and the reconnecting of music to
the masses. Besseler wrote:

One would presuppose fundamentally dif-
ferent approaches to music where the. . . es-
sentially concert-deter mined characteristics
were missing. Perfecion or reproduction
would count as inessential, the listeners
would not constitute a limitless crowd taking
in what is performed in passive devotion, but
would approach the music as a genuine com-
munity of like-minded individuals with an
active attitude and in active expectation.
Such art would therefore always correspond
to a concrete need, it would not have to find
its public but would grow out of it. Such an
art is Gebrauchsmusik. (Ref. 1, p. 38)

The somewhat radical view expressed
by Besseler also pays homage to the pro-

found influence of Gurlitt as a teacher and
to the brilliant philosopher Martin Hei-
degger, a professor at the University of
Freiburg who expounded "a total transfor-
mation of the intellectual climate, having
lasting effects in nearly all academic disci-
plines." (Ref. 14, p. 157) For Besseler and
Katz, both students of Heidegger, this
would certainly seem to have been true.
With Katz, what seemed to be a di-

chotomy of interests in early music and
modern music, now, with Gebrauchsmusik,
was brought under the same roof. It is not
coincidental that many of the young, mod-
ern German composers were publishing
dissertations in early music. Early music,
in fact, represented an example of the kind
of aesthetic ideal that new music com-
posers were striving for. Katz fitted this
mold perfectly. ,Evidence can be found in
his "neoclassic" compositional direction,
in his use of early instruments, and in his
organization of concerts, where he pre-
sented a fluent combination of old and
new music. The spirit of Gebrauchsmusik is
also evident in his own progressive teach-
ing philosophy that would materialize over
the following decade and be used later in
England and America.
Others, such as Carl Orff, who will be

discussed in more detail, and Paul Hin-
demith, who was perhaps the first to per-
form new music on old instruments,
would follow similar paths. Ironically, Hin-
demith's composition students at the
Hochschule ftir Musik in Berlin in the late
twenties used krummhorns, cornetts, dul-
cians, and other old instruments not for
recreating Medieval and Renaissance mu-
sic, but to perform contemporary student
compositions. (Ref. 2, p. 21) Hindemith
would later bring some of these ideas to
Yale University in the forties and early
fifties, when, ninety miles away in New
York City, Katz was involved in very similar
activities.

Freiburg provided Katz

with more than a chance

to perform early music,

however. It was an ex-

citing world of historical

challenges and opportun-

ities to explore concepts,

theories, and repertories

both old and new.

The deeper meanings of Gebrauchs-
musik promulgated by this group of musi-
cians were not fully understood or at least
not shared by the community at large.
Even as late as 1936 the large German mu-
sic publishing company B. Schott's Sons
was at a loss to define Gebrauchsmusik,
noting: "It is not an official description,
such as might be found in a catalogue.'
(Ref. 28, p. 572) The best they could do
was to describe what it was not: "Its oppo-
site would be art music, concert music, ab-
solute music." (Ref. 28, p. 572)
The term was adopted by other groups

who altered the initial ideas. Some took the
term too literally, relating it with utility mu-
sic or music for use. The National Social-
ists sloganized the term and incorporated
it within the Jugendbewegung (the German
youth movement) for their propaganda ef-
forts, while in musical circles it became as-
sociated almost entirely with amateur mu-
sic, taking on superficial, even pejorative
connotations.
This led Hindemith to disassociate

himself from the term entirely, preferring
instead Sing-und Spielmusik. Likewise,
Katz preferred simply, Spielmusik (his
Spielmusik 1[1927] and Spielmusik fur Stre-
icher [1931], for example). The widespread
abuse of the term led even Besseler to
change Gebrauchsmusik to Umgangsmusik.

But if the name had changed, the philo-
sophical ideal had not. With Katz, this ide-
al is reflected in his compositions, which
detest self-indulgent expression and em-
phasize clarity of line, texture and form.
His affinity with Medieval and Renais-
sance music and texts would remain a
source of inspiration for his compositions,
and his use of small, intimate chamber en-
sembles clearly demonstrated his desire to
bring people back into the world of music.
Although he developed and expanded on
these ideas, as did Hindemith, Besseler,
Orff and others, Katz basically adhered to
this philosophical and aesthetic concept
throughout his life.

Freiburger Kurse Ftir Musiktheorie:
Breaking New Ground
in Music Education

Several years before Katz finished his
dissertation at Freiburg, he had begun to
work as a music critic, reviewing music,
concerts, reports of meetings, music festi-
vals and other newsworthy musical events
He also provided numerous scholarly arti-
cles on a gamut of musical topics. (Ref. 4,
pp. 91-95) Katz first wrote for Melos ir
1924, after Hans Mersmann became editor
Melos was a music journal that specialized

September 1995 9



in all aspects of modern music. Katz was
attracted to its contemporary focus and
many of his articles concentrate on this
area. He also wrote for a number of similar
publications, including the Neue
Musikzeitung, Anbruch, Die Musik, Frei-
burger Theaterbleitter and a local newspa-
per, the Freiburger Zeitung. Even with this
staggering output of writing he found time
to explore other areas of interest as a com-
poser and teacher.
To become a private music teacher in

Germany and receive the State Diploma, it
was necessary to pass certain national ex-
ams. Part of the function of the German

music conservatory was to prepare stu-
dents for these exams, as well as to train
those planning careers in higher education
at universities, such as the ones at Berlin,
Heidelberg and Freiburg. During the dev-
astating period of inflation in Germany
between 1918 and 1923, Freiburg had suf-
fered along with the rest of the country. Al-
though Wilibald Gurlitt was able to launch
the Musicological Seminary at Freiburg
University in 1920, other institutions were
not so fortunate. By the time Katz com-
pleted his PhD. there, Freiburg still lacked
a conservatory of music, as it had since the
end of World War I.

Teaching Philosophy of Erich Katz

The main source for the information on Erich Katz's teaching philosophy is proviL-
ed by a series of three articles titled "Lehrgemeinschaft im freien Seminar" (Teach-
ing Community at the Free Seminary—A Progress Report) by Erich Katz, which ap-
peared in the Deutsche Tonkiinstler Zeitung" (German Newspaper for Musical Arts),
Editions 21, 22 and 23. These were all translated into English by Winifred Jaeger.
The nineteen-page typed manuscript of this translation is yet to be catalogued in
the Katz Archive. Page numbers cited are for the translated manuscript. The origi-
nal documents are not dated but Katz refers to the Freiburg Seminary in Music The-
ory as having existed for three to four years. Since the Seminary began in 1927, it
can be assumed that this report was published in 1930 and not 1931, because after
1930, it became officially incorporated within the city of Freiburg and the name
was changed.
For years, those close to Katz, especially former students, have considered

Katz's teaching methods to be highly improvisatory; many have wished his meth-
ods had been written down for posterity. Now, this newly translated report docu-
ments in a very concise way, the foundations and essence of Katz's teaching philos-
ophy. What Katz and his fellow instructors were developing foreshadows by thirty
years what many contemporary educationalists have been tackling and attempting
to codify for the better part of the twentieth century. By "internally derived deduc-
tions" for example, Katz is making reference to self-instituted learning, a topic
about which many educationalists have been concerned since the 1960s. Katz's
method of connecting "musical doing" with "observation of the doing" is certainly
emphasized by current educationalists. Psychologist Carl Rogers, for example, also
stresses that "much learning is acquired through doing, through placing the stu-
dent in direct confrontation with actual problems."
The same musical approach presented here by Katz could also be applied to the

increasingly popular American technique and philosophy for teaching music
known as Comprehensive Musicianship (CM), emerging in the early sixties. CM is
a concept about teaching and learning of music based on the premise that all facets
of music study should be integrated and related. Its three-pronged approach em-
phasizes performing, listening and composing, precisely that found in this Katz
quotation.

Similar types of innovative institutions were cropping up in America during the
thirties, such as Black Mountain College in North Carolina, but these were isolated
cases. Edward Lowinsky was one of those who landed at Black Mountain College
and he was just one among hundreds of prominent German Jewish immigrants
coming to colleges across the United States. It would be another thirty years, how-
ever, before the progressive types of teaching found in Katz's Freiburg Seminary
would begin to take hold in the United States, and of these most were centered in
secondary education. In the context of today's American universities, these kinds of
ideas would still be considered innovative and controversial.

Consequently, for a number of years,
Freiburg had been losing music students
to other neighboring cities such as Karl-
sruhe, Basel, Stuttgart and Munich, much
to the detriment of the Freiburg music
community. Katz recognized this, as did
others including Erich Doflein (1900-
1977), a German music teacher and musi-
cologist. Like Katz, Doflein studied under
Gurlitt and Erpf at Freiburg University,
where the two became well acquainted. In
1927, they discussed plans to establish an
institute for private music teachers in the
city of Freiburg. From this beginning, the
Freiburg Seminary in Music Theory was
founded. One other music educator and
former Gurlitt student, Ernst Kaller
(1898-?), provided the final partnership for
the Seminary.

From the start, this program broke with
tradition and moved towards a holistic ap-
proach, an idea sounding conspicuously
familiar to late-twentieth-century Ameri-
can music education. Rather than center
learning activities on individual lecture
courses in areas of specialization, the aim
was for the instructors, Katz, Doflein and
Kaller, to share the teaching responsibili-
ties among the courses and students, what
Katz defined as a "unified approach to mu-
sic teaching." (Ref. 19, pp. 2-3)

The principle of sharing the work has peda-
gogic benefits that should not be underesti-
mated. The naturally occurring and con-
stantly diverging viewpoints of those who
teach, and variations in their opinions and
methodology, prevent one-sided develop-
ment of the student, give him the chance to
develo? his own opinions on the material,
and awaken early on his critical judge-
ment—something one should stimulate and
foster and not, as so often happens, sup-
press. (Ref. 19, p. 3)

This student-oriented approach was
stunningly innovative and quite daring on
the part of the instructors. For this idea to
work, all participating professors would
have to be in tune with each other's meth-
ods. Katz called this "focused instruction."
The goal of such an approach was clear:

What really matters is the liveliness, the liv-
ing quality of music education which should
not lead to the handing along of the 'materi-
al' of knowledge, but again and again to the
independent and preferably creative involve-
ment with the only 'material' we are con-
cerned with, namely music itself. (Ref. 19,
p.3)

Besides creating an exciting classroom
atmosphere for the students, such teach-
ing collaboration widened the musical
scope (and probably the interest) of the in-
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structors as well. This, in conjunction with
a limited class size of ten students (except
for the supplementary courses), made the
possibility of drawing the student into ac-
tive participation more plausible.

Another interesting aspect of the
Freiburg Seminary was that it was not con-
fined strictly to future music professionals
but opened its doors to younger students
and laymen alike. (Ref. 12) This diverse
group of students reouired certain course
differentiations addressing the individual
needs and interests of each student. The
tailoring was accomplished by dividing the
curriculum into three sections: "supple-
mental courses," "main courses," and
"special courses," each serving a particu-
lar function.

The "supplemental courses" were
two-fold, designed to either introduce or
expand on the material presented in the
"main courses." The "special courses" pro-
vided full-time students with the possibili-
ty of more extensive work in special areas
outside the required course of study and
were also meant to atract interested mem-
bers of the community. (Ref. 13) For these
"special courses," Katz, Doflein, and
Kaller were augmented by professional col-
leagues within the community.

For the more intrcductory courses, the
emphasis in their teaching philosophy was
built upon several fields of musical learn-
ing beginning wi:h "hearing" and
"singing" which Katz refers to as "the heart
of our work. . . Only that which is derived
through such perception is effective as be-
ing 'evident." (Ref. 19, p. 5)

From "hearing" and "singing" is the
recognition of "movement" "as a funda-
mental fact of every thing musical, the
acoustic tone being only a medium to
make music accessible to the senses." (Ref.
19, p. 5) The concepts of musical space
and time are presented, from which "inter-
nally derived deductions" can be made re-
garding musical form, melody and
rhythm. (Ref. 19, p. 6) Only after these
fundamental concepts are learned is musi-
cal nomenclature in:roduced to the stu-
dent and then in a purposefully incidental
fashion.
This way of learning—sound before

symbol—was completely contrary to what
was normally practiced in German music
teaching, where the very first order of busi-
ness was written nctes, time signatures
and intervals. With Katz, the emphasis
was on evoking student interest through
active participation while at the same time
introducing and combining elements of
music theory:

This student-oriented

approach was stunningly

innovative and quite

daring on the part of

the instructors. For this

idea to work, all

participating professors

would have to be in

tune with each other's

methods. Katz called this

"focused instruction."

The working method toward gaining under-
standing utilizes all possibilities at the same
time and side by side, always as a musical do-
ing connected with the observation of the
ac tIg: singing and listening to what one has
sung; playing and analysis of the simplest
kind; also dictation as a control for the ca-
pacity of listening and observation; exercis-
es in relating something perceived to musical
notation; finally and importantly, creation of
little melodies utilizing a given set of func-
tions, given forms, and given text—and in the
reverse, spelling out rhythms and recogniz-
ing functional aspects of melodies and struc-
ture of basic forms, etc. (Ref. 19, p. 6)

Finally, thrcughout the course work,
class discussion in which students were
encouraged to draw from their experience
in all areas of study played a prominent
role. As psychologist Carl Rogers believes,
a holistic type of teaching philosophy,
"learning whic is self-initiated and involv-
ing the 'whole person—both intellectual
and feelings—results in learning which is
most lasting and pervasive." (Ref. 3, p.
262) As Katz was surely aware, "learning
under these conditions is highly personal,
creative, and results in the interaction of
both cognitive and effective components."
(Ref. 3, p. 262)

This same fundamental approach was
then applied to the "main courses" with
certain modifications, because these
courses were designed and directed to-
wards students seeking professional ca-
reers in music teaching or those moving on
to institutes of higher learning. The "main
courses" presented a more in-depth, sys-
tematic program of study. Katz moved
away from the traditional lecture-type
course centered on research and recogni-
tion, towards a hands-on approach to the
material, supplemented with class discus-
sion and focused independent study.
Music making was considered of ut-

most importance and students had the op-
portunity to sing and play the music they
were studying in course work through a
supplementary course "Sessions For Mak-
ing Music," what Katz describes as "a kind
of collegium musicum." (Ref. 19, p. 8)
Where biographical study took a back
seat, the history of style was stressed. Aes-
thetic and philosophical questions were al-
so considered, as Katz noted:

Contemplation of the history of human
thought, within a framework larger than the
study of music history, touches on the in-
ter-relationship of basic artistic and cultural
trends of a given period (through pictorial
materials, reference to concurrent lifestyles,
literature, etc.). (Ref. 19, p. 9)

The "special courses" comprised the fi-
nal part in the organization of the Freiburg
Seminary program. For these courses out-
side teachers were brought in (like Carl
Orff) in order to add variety and fresh mu-
sical material for study. The "special cours-
es" also included classes for children. Each
semester thirty to forty children, between
the ages of five and fifteen, took part in
singing, making music and learning theo-
ry all within the context of "play." The goal
was to nurture and educate the young gen-
eration, giving them a head start and in-
stilling a "more accepting and natural atti-
tude toward music and music making than
the average student." (Ref. 19, pp. 16-17)
The extent to which Katz and his fellow

instructors worked towards improving and
expanding the scope of music education is
astonishing, even by today's standards.
What may seem to the student to be a free,
improvisatory approach to learning, we
find, in actuality, was extremely well orga-
nized and thought out. At the same time it
left plenty of room for the instructor to ap-
ply his or her own individuality and in-
sight. The instructors themselves were ex-
ploring and learning together through this
process, which also gave vitality to their
teaching style. From Katz's statements it is
clear that their method was something
they understood and believed in:

The process of our continuing to learn to-
gether with others. . . we find to be positive
values in our work. And I believe that this is
the most important thing for today's music
teacher to internalize—actually any teacher...
if he is mentally young. What matters more
than new ways of teaching the discipline
(which many too easily pass along as a com-
pleted ̀ system') is the honesty and intensity
with which a music teacher for himself
works up new methods of education, step by
step, and the degree of clarity of his own in-
sight into the material he passes along. (Ref.
19, p. 17)
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The teaching of music in this manner is
understood by these teachers to be, as Katz
concludes, "teaching that will not hinder
the creative process but rather serve it."
(Ref. 19, p. 18)

Hannah Katz has said of Erich:

Music was a professi3n only peripherally—it
was his language, the expression of being
alive, of joy and of sadness, of the whole
range of feelings, of erotics, and of the sa-
cred. Music was action, it was singing and
dancing, and it was teaching. (Ref. 22, p. 4)

For Katz, this was certainly true, and it
was through his work at the Freiburg Sem-
inary that he was able to develop his in-
valuable ideas and enthusiasm for teach-
ing. From the results of the students at the
Freiburg Seminary, many of whom suc-
cessfully passed the national exams given
in Baden, its reputation and prominence
were such that in 1930 it was nationally
recognized by the Baden Cultural Minister
and officially named the Musik-Seminar
der Stadt Freiburg 1.8 . (Music Seminary of
the City of Freiburg). (Ref. 6) This type of
college, specifically directed towards the
training of private music teachers, was al-
so the only one of its kind in southern Ger-
many.

Association With Carl Orff
The theories and teaching philosophies

used by Katz and his colleagues at the Mu-
sic Seminary were years ahead of their
time. It is no wonder that when Katz came
in contact with composer Carl Orff (1895-
1982), in 1929, they would have so much in
common. Many of the same influences
that helped shape Katz's early career are
found in Orff's early period and several
parallels can be drawn between the two.

Like Katz, Orff became heavily in-
volved in early music beginning in 1921
when he studied with composer Heinrich
Kaminski (1886-1946). (Kaminski studied
composition with Wilhelm Klatte, as did
Katz, at the Stern Academy of Music in
Berlin in 1921.) Orff moved almost com-
pletely away from contemporary music
and began exploring the music of Renais-
sance masters. The harmonic texture and
rhythmic variation in early music is evi-
dent in many of Orff's works. While Katz
was under Gurlitt's inspiring musical guid-
ance at Freiburg University, Orff was ex-
posed to the exciting and progressive
movement in ballet centered in Miinch-
en-Schwabing, especially with dancers
such as Mary Wigman. Of this time in the
twenties Orff wrote:

Orff's Schulwerk came

to the attention of Katz,

who subsequently

invited Orff to the Music

Seminary in Freiburg

to give "special courses,"

as he had already

done with a number of

prominent composers

and performers.

A new feeling for physical activity, for the
practice of sport, gymnastics and dancing
had seized the youth of Europe. The work
and ideas ofJaques-Dalcroze that had spread
all over the world helped considerably to pre-
pare the groundwork for new interest in
physical education ... Rudolf von Laban was
without doubt one of the most important
dance teachers and choreographers of his
time . . . The highly gifted Mary Wigman,
pupil of Jaques-Dalcroze and Laban, created
a new kind of expressive dancing. The work
of both these had considerable influence in
artistic and educational circles and it was at
this time in Germany that many gymnastic
and dance schools were founded. All these
enterprises were of great interest to me, for
they were all closely connected with my work
in the theatre. (Ref. 25, p. 2)

Orff was just beginning his involve-
ment with music education in the early
twenties and was very much influenced by
Emile Jaques-Dalcroze (1865-1950). Their
shared interest in gymnastics and the new
kind of modern dance during that time
was coupled with a mutual interest in the-
ater. They also shared a desire to move
away from the realm of traditional music
teaching methods into exploratory areas.
(It would not be surprising if Katz was fa-
miliar with the work of Jaques-Dalcroze
though there is no documented indication
to confirm this. Jaques-Dalcroze's method,
especially his earlier work at the Conser-
vatory of Music in Geneva in the 1890s,
has many strong similarities to the teach-
ing philosophies used by Katz at the Music
Seminary in Freiburg).

A milestone in Orff's career came in
1924 when he met and collaborated with
Dorothee Gunther in the founding of the
Giintherschule. The initial objective of the
Giintherschule was the unification of
dance and gymnastics in which Orff was to
inject and link his musical ideas. This, of
course, proved to be fertile ground for
Orff's development and experimentation

in this area leading to the first of his Schul-
weriz publications five years later.

Das Neue Chorbuch
It was during the late twenties, when

Orff had been working at the Gunther-
schule for five years and was just begin-
ning his Schulwerh, that he and Katz be-
came acquainted. In addition to articles
and music reviews, Katz wrote or edited
several larger publications. One of the first
of these was the ten-volume series Das
Neue Chorbuch, a set of modern choir mu-
sic published in 1931 by Schott. As editor,
Katz collected choir settings by some of
the most prominent contemporary com-
posers. Indeed, it was largely at Katz's in-
stigation that these pieces were composed.
(Ref. 5, p. 118) The volumes contain
church hymns, spiritual songs, serious
songs, dance and fun songs, modern
songs and children's songs (very much in
line with the philosophy of Gebrauchs-
musilt).
The list of contributing composers

reads like a "Who's Who" of German com-
posers. The many familiar names include,
besides Katz himself: Paul Hindemith,
Heinrich Kaminski, Matyas Seiber, Julius
Weismann, Erich Doflein, Karl Marx,
Ernst Pepping, Igor Stravinsky and, of
course, Carl Orff. (Absent from this list is
the more radical musical element found
with Schoenberg and his followers. Katz
was perfectly aware of their activities. At
the very time Schoenberg was formulating
his twelve-tone method 1c. 19231, Katz was
experimenting in similar atonal directions
represented in his own works String Quar-
tet II, [1924] for example. With the idea of
Gebrauchsmusik, however, Katz and
Schoenberg moved in opposite directions.
Schoenberg's extreme atonalism and
seemingly cerebral compositions embod-
ied the antithesis of the philosophies born
in Katz's group where musical accessibili-
ty and simplicity were stressed).

It is in connection with Das Neue Chor-
buch that Katz and Orff first come in con-
tact. At Erich Doflein's suggestion, Orff
submitted several of his compositions to
Katz for consideration in Das Neue Chor-
buch. Katz, in response (and in his first let-
ter to Orff) replied:

Thank you very much for the choral pieces....
I am pleased to have established contact with
you in this manner... I would like to ask you
to let me keep the following four: 'Media Vi-
ta,' Spottlied,"Bewar mich got' (both with
new text), and 'Ach Sorg for further consid-
eration for Das Neue Chorbuch. (Erich Katz,
letter to Carl Orff, 9 January 1929 IS-43)

12 American Recorder



Later, when Das Neue Chorbuch neared
publication, Katz became more specific
about Orff's compositions and questioned
several aspects regarding text and nota-
tion—suggesting that Orff halve the note
values:

Now to the question of new texts for your
choral pieces. Wouldn't it be simplest if you
wrote appropriate new words for the "Spot-
died [mocking songF. . . Yet another ques-
tion that I would like to discuss with you. . .
has to do with the method of notating your
choral pieces. Since the tempi are intended
to be somewhat quick, on the average, I
would opt for note values of J and J ,rather
than and J . I assume that you have fun-
damental reasons lb: the way you notate
music in long note values. But it seems to me
that by a division into J and J ,visual clari-
ty and the flow of voices are preserved best.
(I definitely also agree that j) or even small-
er subdivisions shou_d be avoided). (Erich
Katz, letter to Carl Orff, 30 January 1930
[S-421)

So began a relaticnship of constructive
criticism and feedback that would work
both ways, to the advantage of each. Fol-
lowing the publication of Das Neue Chor-
buch Katz asked Orff for a critique of the
Chorbuch, its individual volumes and
pieces:

I am asking because, first of all, an open dis-
cussion about it with those who stand in the
forefront of the movement seems necessary
and desirable for me personally. In addition,
when it comes to further expansion of this
project, I would like to have some objective
backing vis-a-vis the cublisher's demands for
compromises. I woLld also like to know
whether you (or your friends and collabora-
tors in Munich) have already had practical
experience with pieces from the Chorbuch
with choirs, singing groups, unions etc.
That, in particular, would be of crucial im-
portance to me. (Erich Katz, letter to Carl
Orff, 27 October 1930 [S-361)

Orff was quick to reply:

Surprises for me in the Chorbuch were the
excellent small choral pieces by Seiber and
Erpf; I was already acquainted with Former
and similar composers. On the negative side:
Kaminski, Lendvai; particularly incompre-
hensible Roseling; a total failure also Hin-
demitlis ̀Bastellied...' You and I do not need
to discuss Slavensky and Stravinsky. Very
good also Fortner's `Chor der Frauleins'
[Chorus of Young Women], which conflicts
with the purpose of me book only insofar as

Erich Katz, fifth from right, con-
ducts an informal group of students
at the Music Seminary in Freiburg
(c. 1931). He is holding his newly

published Das Neue Chorbuch.

this piece is suited purely for performance,
concert, possibly even cabaret. Some other
time, more about my experience with choirs.
(Carl Orff, letter to Erich Katz, 1 November
1930 [S-35])

Friendly criticism aside, the edition re-
ceived a good deal of attention. Among
over a half-dozen favorable reviews or arti-
cles pertaining to it in the Katz Archives,
one called the collection, "an excellent in-
troduction to modern music." Another ex-
claimed, "finally the long-awaited wish for
contemporary folk literature has been ful-
filled." (Ref. 7)

Orff's Schulwerk
and "Special Courses"
at the Freiburg Music Seminary
With Orff's work at the Guntherschule

and the publication of his first edition of
Schulwerh called Rhythmic-Melodic Exercis-
es, in 1930, came interest from the educa-
tional world. As early as 1931 there were
plans to incorporate Orff's Schulwerh into
the Berlin primary schools. This activity,
as with Orff's compositions, came to the
attention of Katz, who subsequently invit-
ed Orff to the Music Seminary in Freiburg
to give "special courses," as he had already
done with a number of prominent com-
posers and performers. (The composers
Matyas Seiber and Alois Haba for exam-
ple.) Katz writes:

Both Doflein and I are eager to have you here
as our guest scmetime soon. A lecture about
the ideas behind your work in rhythmic
training could form the basis. . . and you will
probably also be interested in Frefourg and
our enterprise. (Erich Katz, letter to Carl
Orff, 27 October 1930[S-36])

The beginnings and development of
Orff's Schulwerh, however, were not always

so well received. Here, Orff complains
about a performance of Schulwerh in Mu-
nich:

The performance of the Schulwerk here was
an absolute flop and was totally misunder-
stood. I really had assumed somewhat more
understanding for such an undertaking.
Partly, the audience went along with it well.
Ninety percent of the press wrote 'The
Schulwerk has proven itself to be unsuited
for the concert hall.' I don't want to write
more about these things in order not to break
my good typewriter. (Carl Orff, letter to
Erich Katz, 1 November 1930 [S-351)

Another letter to Katz shows the in-
creasing frustration Orff was experiencing
with the periodical Die Musik. His candid
remarks from June 7, 1931:

I would be grateful to you if you could cram
a short explanatory letter down the throats
of those gentlemen about what the Gunther-
schule is and stands for. . . If you enjoy writ-
ing argumentative letters as much as I do, I
am now giving you a chance, since you know
the School from your own vantage point.
(Carl Orff, letter to Erich Katz [EK A-26,
M-57])

Katz's ability to review and write about
Orff's compositions and activity at the
Giintherschule through Katz's work at
German music periodicals was part of the
basis of their relationship. Katz was totally
sympathetic with and understanding of
Orff's work, and arrangements were soon
forthcoming for Orff to present a "special
course" at Katz's Music Seminary.
Orff's course in Freiburg was a great

success. An older, long-time friend of
Katz's, Olga Westphal, gives this colorful
account of those times including a recol-
lection of a similar course given by Orff in
Stuttgart:

September 1995 13



Von der Freundlichkeit der Welt Ruf
Bra. Tau

41-1W

C., OrIF

Ed. Katz

J 
L
LEL •
LOW
&Mee

J
die
me
Le
der

Br •
Yr.
Welt

de
seek
Le

eel -
4r wit
IA nth
eel ler

J
41 • .•
el. be • /I.
or WAY adteld:
41 • Ws Wu. L Vle

.P 4
-

4' 4 4
-

4 r 

S. tub el - le
L eLl au bed .•
IL . ear b. sea.
CLabe Le ell be •

Ye Ma erak•. ELL
. Ge•IFLIL

11.4 ...ben wed Lea.

J
hie •1.11 Pd. 14
Ler ad ir • dee

lon. f r(JJ 
. L • • be al- le Lek

tows Ot• o • M, - koat
Lew& Via .11.1.61•0L
...1. IS V. r • ILI,

,

. .1 4
Le els ILL .1.1
I. . bleas nil
'Le • le • - Ye
won ie. lbw evel

1 .1 j .1 .1
el • me INe.41 s....
Lemb U. ea ler •••11.
.1a • La I • Ler nelL
Um - do 11 .1. ro...

-ThJ I I i

1 4 A 44

"' trd' t.p.

, .

be wIr le • beet / Wean Ler • dee IRA-- .r • 40 /

11.•  abed

Compositions by Carl Orff and Erich
Katz side by side in Volume 8 of the
10-volume edition of Das Neue
Chorbuch, edited by Katz in 1930.

Orff came to Freiburg several times around
1930 and gave marvelous courses in impro-
visation ... It was a wonderful time, so alive,
active and youthful. In Stuttgar:, Orff put on
a terrific 'happening. . . . These improvisa-
tion sessions by Orff are simply unforget-
table. Everyone was given an instrument;
everything was there—gongs, triangles, cym-
bals, xylophones. No one needed to have pre-
vious experience. Everything was impro-
vised. Orff was highly gifted and swept us all
along. Erich found himself in the right place;
he was himself tremendously gifted in im-
provisation. Being of an older generation, I
felt somewhat inhibited. Many times Erich
laughed when he found that I could loosen
up when I had imbibed just a little alcohol.

Those were the days! . .. Many young, mod-
ern composers. Alois Hain with his quarter
tone music—my head was spinning with it
all. Erich enjoyed all of it to the fullest. (Ref.
29)

Orff seems to have greatly enjoyed him-
self at Freiburg as well, as he writes:

You people in Freiburg have sure made a hit
with the Orff course. . I hope that the
Freiburg 'affair' will be the beginning of all
sorts of joint and exchange projects. I had
much too good a time there not to want to
come again. (Carl Orff, letter to Erich Katz,
29 November 1931 [EKA-25, M-53])

Soon after, when Katz did invite Orff
again to Freiburg, Orff replied: "I was de-
lighted that you wrote to me about a new
Freiburg course. Of course, I'd love to
come, because it means a few days of feel-
ing pampered." (Carl Orff, letter to Erich
Katz, 31 January 1932 IEKA-23, M-48]) In

reference to the Music Seminary's unique
teaching approach, Orff assured Katz that
he enjoyed the progressive interrelation-
ship between teacher and student:

You must not think that the last time in
Freiburg was a strain on me, it was more like
recreation. I absolutely want to be guided by
the participants in the course. I am used to
the commotion, I can take a lot, but I don't
want to unduly tax the participants in the
course. Teaching has never yet been strenu-
ous for me. It is only all the other to-do that
I have to put up with in Munich that makes
me nervous. When the lessons are served to
me [on a silver platter] as they are in
Freiburg, that is an ideal situation for me.
(Carl Orff, letter to Erich Katz, 31 January
1932 [EKA-23, M-48])

On a lighter side, Katz was an avid mo-
torcyclist. He and Orff constantly wrote of
trips they might take on Katz's motorcycle.
There is even a clause in the "letter of agree-
ment" between Orff and the Music Semi-
nary:

3. In addition, we offer you for the whole
time of your visit, lodging, modest cooking
(three to four meals daily, including bever-
ages), and free transportation by motorcycle
within the city, according to your choice of
Ziindapp or DKW. Additionally, weather per-
mitting, short motorcycle excursions into the
surrounding area will be provided. (Un-
signed Letter of Agreement between Carl
Orff and the Musik-Seminar Der Stadt
Freiburg I.B., 1 August 1931. Sent with note
from Erich Katz, same date [S-29, M-55])

Erich Katz riding his motorcycle with
Carl Orff hanging on the back must have
been quite a sight!

Prelude to Terror
Up until this period, Katz's life and ca-

reer were moving well. He was married

with two beautiful young children, his ed-
ucational work at the Music Seminary was
a recognized success, he had gained the at-
tention of the musicological world through
his numerous reviews and articles, he was
in demand as a lecturer, and his composi-
tions were being published on a regular ba-
sis. Katz had also established a supportive
and prominent circle of colleagues made
up of former professors and classmates, as
well as new associates such as Carl Orff. It
all must have seemed very promising to a
young man still in his early thirties.
Drastic changes, however, were sweep-

ing through the German lands. The in-
creasingly turbulent political climate be-
came more apparent as the twenties came
to a close. The anti-Semitic arm of the Na-
tional Socialist Party was demanding at-
tention, and its increased social and politi-
cal clout was being felt in all parts of the
country.

For Katz, the signs were everywhere.
However, Katz attached little significance
to his Jewish heritage. He identified him-
self foremost as a German citizen and on-
ly incidentally as a Jew. As vocal and pre-
sent as the Nazi Party was, the Germans
still thought of themselves as a very liberal
society—liberal enough to allow such racist
rhetoric. Unfortunately these were not just
words. It may have been possible to ignore
the virulent propaganda for a time (it had
been heard before in pre-World War I Ger-
many), but the Nazis, as they later proved,
were not content with simply appropriat-
ing the wealth of the Jewish people. They
sought the elimination of the Jews from the
German society altogether, and it would
not be long before they forced their way in-
to Katz's world as well.

As early as 1928 the Nazis organized
the Kampf bund fur deutsche Kultur (KfdK),
the "Fighting League For German Cul-
ture," just one of many such organizations
created for the furtherance of their cause.
This right-wing group was bent on attack-
ing what it felt was the "Jewish-Marxist
control of cultural institutions, education,
and the press." (Ref. 24, p. 12) Among their
prime targets was composer Franz Schrek-
er, who knew Katz from Berlin, and musi-
cologist Georg Schunemann, Katz's for-
mer professor at the Hochschule fur Musik
in Berlin. Simply to be associated with ei-
ther of these two men could now cause
considerable problems.

The Neue Chorbuch Incident
During the years 1930 to 1933, person-

al attacks on Jews and other racial or polit-
ical non conformists became increasingly
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common. People from all walks of life not

aligned with Nazi philosophy were singled

out and discredited. Atonalists, jazz-lovers,

and Jews were all tarred with the same

brush as degenerative modernists bent on

the corruption of good Germans. This as-

sault was brought to Katz's doorstep near

the end of 1931 when his recently pub-

lished (and previously well-received) Neue
Chorbuch was public:y attacked. Appear-
ing in the Nazi Party paper Alemannen in
November, 1931, was an article condemn-

ing the publication as well as the activity of

the Music Seminary. (Ref. 9) They accused

Katz's Neue Chorbuch of being used to im-
properly teach young children and Katz,

himself, as director of the state subsidized

music college, of using the college to foster

"one-sided atonal music." (Ref. 9)

The published attack provoked a series

of letters in which Katz's colleagues, Erich

Doflein and Julius Weismann (1879-1950),

immediately replied to both the paper and

the Freiburg Oberbiirgermeister, Dr. Ben-

der. (Ref. 10) In their letter to Alemannen
they categorically denied the accusations

saying, among other taings, that:

1) It is not true that Katz is the director of the
College; rather Doflein and Weismann are
directors. 2) It is not :rue that Katz's Neue
Chorbuch is entirely used for teaching chil-
dren. The book is an anthology of choir and
ensemble pieces of many kinds. Each indi-
vidual exercise is different from the others
with only one designed for youth. 3) The
book is not pedagogical or designed specifi-
cally for use at the Music-Seminary. (Ref. 10)

Doflein and Weis:nann go on to say

that Alemannen shoull state the truth in a
future article using the correct informa-

tion and further, that they intended to

bring these claims to court because of the

"insults made against their colleague."

(Ref. 11)

Alemannen quickly responded, print-
ing the Doflein/Weis:nann letter side by

side with their additional commentary.

Printing the exchange openly in the public

press presented a facade of fairness and

truth. In fact, the matter had already been

decided against Katz. Shortly after, the

Minister of Culture and Teaching, in a

four-page document dated January 30,

1932, picked apart each of the ten volumes

of the Chorbuch, denouncing individual
pieces. An objection was made to the jazz

elements. The songs were said to lack

taste. Some were "too provocative" or con-

tained "political content." Others were

"part of a movement of extreme atonality."
(Ref. 11) In conclusion, the mayor stated

that "Erich Katz's personality and manner

of the Chorbuch is not in its ̀ proper' place
to be used on impressionable youth . . .

Naturally the use of this book in schools in

my district is to be excluded." (Ref. 11)

A final letter from the mayor to Doflein

and Weismann summarizes the problems

with the Chorbuch stating that since its

first publication they had received com-

plaints about the nature of its contents. He
warned them that there would be conse-

quences for the Music Seminary if the

book continued to be used. (Ref. 11)

Whether the mayor was buckling to exter-

nal pressure from the Nazis or reflecting

personal sympathy for the Party from with-

in the city government, it was clear to all

that straying from the new political course

would not be tolerated.
These matters are what Katz refers to

when he writes Orff:

You want to know how I am doing other-
wise—let's not talk about it. The Trauleins'
[Katz's reference to the officials who were at-
tacking him] are gradually turning into a
scourge on the land, enough to frighten little
children away. Soon I will not be able to show
myself on the street in Freiburg anymore
without having all the good people point
their fingers at me. Even the Seminary is now
getting it—you could hardly imagine all the
papers we have had to work up. But since I
have nothing else to do all the long day, that
is just fine. (Erich Katz, letter to Carl Orff,
n.d., [probably late December, 1931, as Katz
wishes Orff a "Merry Christmas"] [S-27,
M-52])

And, again, the next month, this time
with biting sarcasm: "According to certain
reports, I will be a candidate not only for

minister for elevation of public morality,

but also for warden of art in the Reich."

(Erich Katz, letter to Carl Orff, 3 January

1932 [S-26, M-511)

Things had not been so rosy for Orff ei-

ther, as he responds:

I had to take my little girl to a sanitarium for
lung diseases in Switzerland. On the way
home I had somewhat of a relapse of my

The new, strict political

ideologues found all

kinds of problems within

the music world and

even identified parts of

Orff's Schulwerk as

"undesirable," preventing

the use of his publication

in the Berlin schools.

cold, and besides, I have so many debts and
am so broke that I barely know where my
head is. (Carl Orff, letter to Erich Katz, 21
January 1932 [EKA 24])

With increasing money problems and
political unrest, plans for a third "Orff

Course" at Katz's Music Seminary were

never realized. Katz writes:

A real course, even a small one, is at this mo-
ment totally out of the question since from
one day to the next we do not know whether
the Seminary is going to cease to exist. But
we are all in agreement that you should nev-
ertheless definitely come here, first of all for
recreation, secondly to have a thorough dis-
cussion with us about our entire situation...
You can again stay with me; after all, the
whole month of April is a vacation. (Erich
Katz, letter to Carl Orff, n.d. [5-13, M-36])

Work Under Nazi Domination

As bad as things were, the political situ-
ation worsened. The new, strict political

ideologues found all kinds of problems

within the music world and even identified

parts of Orff's Schu]werh as "undesirable,"
thus preventing the use of his publication

in the Berlin schools. The beginning of the

end of Katz's Freiburg years came in Janu-

ary of 1933, when the National Socialist

Party was elected to power. Within months

they had successfully reorganized most as-

pects of governmental affairs. For Katz, the
consequences came swiftly. In April, all

Jews were dismissed from their jobs and

barred from fuure employment. Katz
could no longer work at Freiburg Universi-

ty where he had spent the last ten years as

a student and professor. The Freiburg Mu-

sic Seminary, his creation, was taken from

him completely. No periodical was allowed

to publish his writings.

It is not hard to imagine how this must

have devastated Katz, although he was cer-

tainly not alone in being persecuted. As in

other areas, the German music field was to

lose many of its finest members, Jew and

non-Jew alike. In Katz's circle these in-

cluded Gerson-Kiwi, Willi Apel, Erwin

Bodky, Franz Schreker and his good friend

Hans Mersmann who, along with Melos,
came under sharp criticism:

Melos stood for all that which the Nazis were
to replace. It was the object of coordinated at-
tack in the music profession soon after the
takeover ... At this time, in May [1934] Mers-
mann was dismissed from his post as chief
editor. Mersmann was also pressed to leave
his post at the German Broadcasting System,
being condemned in various articles for his
'propagation of atonal music.' (Ref. 24, p. 30)

Continued on page 34
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THE RECORDER IN EDUCATION

THE OUT APPROACH
Paralleling the relationship of Erich Katz and Carl Orff is the relationship of the recorder
and Orff Schul-werk, one grounded in deep musical principles

EVER SINCE CURT SACHS suggested to Carl
Orff that he add the recorder to his en-

semble of pitched and unpitched percus-
sion instruments in the Giintherschule
days, and persuadec him to order a full set
of recorders from Peter Harlan, the record-
er has been an integral part of the Orff
Approach.

All Orff teachers are expected to be able
to play the recorder well enough to teach
songs or instrumental melodies to their
students by rote; to improvise over the lay-
ered ostinato patterns their classes are ca-
pable of playing; to play the more difficult
solos in the Schulwerk over their class en-
sembles; and to teach their students to play
the recorder well enough to be able to use
the wide variety of repertoire available in
the basic five volumes of the Orff Schul-
werk and its many supplements and in the
many other American and foreign publica-
tions for recorder and Orff ensemble.
Why this emphasis on the recorder? Let

me suggest the following reasons:
• It is the only melodic instrument in

the Orff ensemble eta can provide a lega-
to line, akin to the human voice.

• It is one of three major melodic re-
sources in the ensemble and provides a
welcome change of timbre, range, and tone
quality from the glockenspiels and singing
voices.

• It effectively doubles the voice an oc-
tave higher, reinforcing and enriching the
melody, and is used effectively in descant
song settings.

• It promotes music literacy in an ap-
proach that emphasizes rhythmic security
and aural memory before cultivating read-
ing skills.

• It is relatively simple to play and is in-
expensive and readily available, while at
the same time is a real instrument, not pre-
anything. It belongs to a family and, as
skills develop and the larger instruments
are introduced, opens the world of cham-
ber music to young players, both with the
Orff ensemble and in consorts.

• It brings music history alive with its

wide range of repertoire at every level from
the Middle Ages until today.

• Its very construction and technique
fit the Orff progression perfectly, since we
begin with the pentatonic scales of C, G,
and F and their related modes, usually in
that order, and by so doing, avoid the need
of cross-fingerings in the initial stages. By
the time hexatonic scales are introduced,
fa and ti are introduced separately, but are
already familiar. For example, when mov-
ing to C hexatonic with ti, the B is already
familiar as mi in the G pentatonic scale;
when moving to C hexatonic with fa, F is
already familiar as do in F pentatonic. And
once both hexatonics have been intro-
duced, all the notes of the full diatonic
scale are already known and need only to
be recognized and used. From here on, it is
simply a process of "filling in the holes" to
build whatever scales and modes we
choose to use.

THE RECORDER IS THE IDEAL instrument for
melodic improvisation over the Orff

Ensemble. The combination is mutually
flattering, and the underlying, continuous
"carpet of sound," to use Orff's phrase,
supports and gives confidence to the play-
er as unaccompanied assignments in im-
provisation never could.
The techniques of improvisation devel-

oped in teaching the recorder can readily
be transferred to other instruments in the
ensemble, but they can best be cultivated
with the recorder, since every child has one
and doesn't have to wait for a turn at one of
the bar instruments.

Since it is a wind instrument, the re-
corder depends on a skillful use of articu-
lation to make phrasing and musical form
clear against the continuous layered osti-
nati of the ensemble. These ostinati are de-
liberately constructed to camouflage the
natural breaks in the melody. In singing,
we follow the punctuation of the words al-
most automatically, as we are accustomed
to do when reading, whereas in playing the
recorder, we must understand musical

by Isabel McNeill Carley

style and form to communicate.
I will not take the time to go into how

Orff teachers introduce notation, since
Orff deliberately left that open. There is no
general agreement, except for the prior
need for large muscle movement to secure
a steady beat, in place, with body percus-
sion, and with carefully sequenced loco-
motor movement.

BASICALLY, ORE? TRAINING begins with
melodic echo-play on one or two notes.

I like to start with G and E for young chil-
dren who need to use both hands from the
beginning, or second-octave C and A for
adults. At first, the echo patterns are very
short and rhythmically simple, for the
whole class to respond to at once, but it's
not long before the length of the pattern
grows, the range expands, and the
rhythms become more complex. The
teacher must be prepared either to repeat
the pattern as often as necessary until it's
right or to go on to a new one with no in-
terruption of the rhythm. Soon, the echoes
are directed to each child in turn and tai-
lored to that particular child's level, so that
success is almost guaranteed. But when a
child makes a mistake it's understood that
the whole class plays on the repeat so no
one need be embarrassed. The impro-
visatory warm-ups are, of course, supple-
mented with reading and learning pieces
at the same level.
Each new note is introduced in the

same way, through echo-play, until its fin-
gering combinations with already familiar
notes are secure. Slurs, staccatos, double-
tonguing, etc., are also introduced in echo-
play before they are discovered in notation.

The next step is to introduce Question-
Answer play. The Question is taught
through echo-play; then everyone answers
at once with an improvised phrase the
same length and using the same notes. (In
a pentatonic scale, it sounds quite accept-
able.) When most of the class is comfort-
able with this assignment, we move on to
individual responses to the same Tutti
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question, all around :he class. Those who
are insecure may pass until they feel ready
to take a turn. It may also be done with so-
lo questions and tutti answers until the
children are ready for either role.
When students are comfortable with

simple Question-Answer improvisation,
we can put two sets together—Q-A; Q-A
—over the ensemble, making clear that the
four phrases now Eelong together and
must make sense musically. A break be-
tween the sets, with cnly the ostinato pat-
terns continuing, makes it much easier for
the class to remember what happened and
discuss it later. Which sets were most ef-
fective? Why? What carried over from the
question to the answer? From one set to the
next? What tells us that the players are
"talking on the same subject"?
When this stage is reached, longer

forms become possible: a Rondo, using a
class Q-A set as the theme with improvised
episodes; a little dance for the class to work
out in small groups; a short prelude to an-
other piece in the same key; a set of related
Q-A pairs or sets, etc.

For variety, it's fur to play PASS-IT-ON
all around the class, with each child play-
ing one phrase over the teacher's ostinato
on a xylophone or ha ad drum to keep the
improvisation moving though any inter-
ruptions or jumbles. Or, with a small class,
allow each child to :mprovise a melody
and "follow it where i-. wants to go," to use
Orff's phrase, holding the last note until
the next player takes over. There need be
no rule about length Dr tonality when the
class reaches this stage.

Such exercises in improvisation pro-
vide the best training in both technique
and musicianship, since the students are
learning to think music for themselves.
Though progress is shw at first, the skills
accelerate as the pro zess continues, and
it's far more rewarding for all to make their
own music than simply to work through an
instruction book, necessary as that is.

UNFORTUNATELY, TI-E VAST NUMBER Of de-
lightful pieces for recorders and Orff

ensemble in the five volumes of the Schul-
werk and its supplements are available on-
ly inside these fat and ncpensive books, ex-
cept for a very small book edited by Mar-
garet Murray, Eighteeh Pieces for descant
recorder and Orff-instruments and in my
Carols and Anthems from the Schulwerk I
and II, many of whic a require recorders.
Both are published by Schott. But these are
only the beginning. I urge those of you who
have access to the books to look through
them and find for yourselves some of the

treasures for recorder with one or two ac-
companying bar instruments, for recorder
and drum; for SS, SA, or SAT recorders
alone or over the ensemble. I find the small
pieces with one or two instruments the
most useful, the students love them, and
they're always much appreciated in perfor-
mance.
There are, however, four books for re-

corders by Gunild Keetman, Orff's
life-long collaborator, published by Schott.
StUcke für Block floten a and b are ideal for
intermediate students who are fairly se-
cure on sopranc recorders but have recent-
ly moved to alto and tenor. The lower voic-
es play many ostinato patterns and some
simple melodic parts. No bar instruments
are scored, but there are three very exciting
pieces for recorders and hand drums at the
end of book b. These are quite sophisticat-
ed, designed for young people and adults.
My favorites are Keetman's two books

for recorder and hand drum, Stucke für
Flote und Trommel, Ed. 3625 and 6587.
Book 1 begins with a very simple drum
part, but the parts increase in difficulty
very quickly, involving two or three differ-
ent techniques. They are chock-full of
imaginative, enormously varied little
pieces and challenging canons for two re-
corders and two drums. Drum technique
is not spelled out at all, so I advise getting
my book For Hand Drums and Recorders
(Musik Innovations), if you're interested.
Some of these pieces are among the most
effective ones we've ever used in concert,
and they provide a welcome change form
the usual consort fare.

Let me also call your attention to the
English edition of Keetman's setting of
Orff's text to The Christmas Story (Schott),
for children to act out, sing, and play. It
makes extensive use of recorders in con-
sort and in various combinations with
voices, strings, and the Orff ensemble. Let
me recommend a new video tape by the
Greeley Children's Choir under the direc-
tion of Kay Copley, a stylish and impressive
production complete with 2,000 sheep in
the Rocky Mountains. It is available from
the Rocky Mountain Chapter of AOSA for
$25.00.

Isabel McNeill Carley is the first American
honor graduate of the Orff Institute, one of
the founders of AOSA, and editor of the Orff
Echo for fifteen years. She has written many
Orff-related books and articles for Schott,
Brasstown Press, Loux, and Musih Innova-
tions. Mrs. Carley's five new Suites for so-
prano recorder are to be published this fall by
Waterloo.

The recorder is the ideal
instrument for melodic
improvisation over the
Orff Ensemble. The
combination is mutually
flattering, and the
underlying, continuous
"carpet of sound," to
use Orff's phrase,
supports and gives
confidence to the player
as unaccompanied
assignments in improv-
isation never could.

September 1995 17



THE RECORDER IN EDUCATION

NOT MT
BUT WALDORF
by Patricia Bolnick

I F A MUSIC TEACHER from a standard cur-
riculum were to enter a Waldorf class-

room, he or she would notice that although
familiar instruments might be in evidence,
there are some surprises. Les take a tour
of a Waldorf grade school.

In first grade, the children are singing a
hello song and responding to a sung roll
call. They might then take out a beauti-
ful pipe-like instrument (see illustration)
called a CHOROI interval flute.
The simplest of these instruments plays

two notes, generally in a fifth. They are ide-
al for teaching little fingers to find the
holes easily. Teachers can line up the chil-
dren so those who have the same note play
together after the teacher sings a song for
the children. Today the teacher is playing a
game with the children: Each is given a
flute with a different note and must find
others who have the same note. Imagine
the excitement when they recognize kin-
dred tones! Then the song can begin. The
songs which are sung in a Waldorf first
grade are nearly always pentatonic and in
"the mood of the fifth."

THE PENTATONIC SCALE used on CHOROI
instruments is d, e, g, a, b. The mood of

the fifth is a combination of these pitches
that does not define a key, in this particu-
lar scale E minor or G major, the only tri-
ads that can be formed with these pitches.
The Waldorf curriculum is designed to
parallel the historical development and
evolution of humanity. The youngest chil-
dren can "float" without landing onto the
earth of our modern music with the tonic.
They are able to remain in a type of music
experienced in the youth of mankind by
Native Americans, Laplanders, Eskimos,
and some African cultures. What better
way to give children an appreciation of oth-
er cultures than by allowing them to expe-
rience gently that they too have developed
in this way?

We move next door to second grade.
Much is the same, but now the children
have moved on to the pentatonic flute,
which has the notes D, E, G, A, B , D, E.
Many children's songs contain only these
notes, "Old McDonald," for example. The
children have already been taught to use
the correct embouchure, "lion's mouth," in
which they position their tender, forming
mouths in a relaxed and open way, giving a
perfect singing position. The more formed,
tight recorder embouchure is saved for
when the bones and cartilage are more
formed. The children have been taught to
control the airflow, to use "angel's breath"
and to exhale as if to keep a lit flame from
flickering. What joy to hear a group of chil-
dren singing in an unforced and natural
way in a range suited to their young voices,
all from a simple daily practice on a CHOROI
pentatonic flute.

If we visit the third grade in mid-winter,
we might notice a very different atmos-
phere from that of the second grade. Al-
ready well into their ninth year, these chil-
dren are larger, more aware, more formed
and more demanding than their younger
neighbors. They play their flutes with dex-
terity, to learn songs quickly and to com-
pose their own, with ostinato patterns to
go along with their creations. The curricu-
lum asks the teacher to bring to the chil-
dren the creation myths and Old Testa-
ment stories. Many songs can be sung and
played with the mood of the peoples of the
Middle East.
Rounds with the pentatonic notes still

capture the children's interest and are
sung and played on the flutes with groups
trading off singing and playing. In the third
grade, note reading is introduced, using
songs the children already know. Writing
notes is presented in story form, using
characters who were the first to write down
music. The "bones" of music in notation
and form are brought to these third graders

who are engaged also in the nitty-gritty of
farming, house-building, and instrument
making.
The children are prepared for the more

abstract concepts of fractions and time sig-
natures in the fourth grade by experiment-
ing with different methods of musical mea-
surement. The leap of cognitive develop-
ment between third and fourth grades is
remarkable. We now behold the complet-
ed transition from the expansive pentaton-
ic mood to the diatonic, through use of the
"C flute." This is similar to the pentatonic
flute, but contains the possibility of being
played quite beautifully in the keys of C, G,
and F. The embouchure for open singing is
maintained. The ear-piercing pain of twen-
ty-five children learning on the recorder is
happily avoided by using this transitional
instrument while teaching the rudiments
of notation and sight-reading. The skills of
fingering are easily transferable in the fifth
or sixth grade to the recorder.

THE CURRICULUM follows the course of
history through Norse legends,

Greece, and Rome in the fourth and fifth
grades. In these years, children are intro-
duced to Icelandic folk tunes of the Kale-
vala and can use their home-made instru-
ments to accompany memorized and then
chanted legends.
The study of acoustics is introduced in

the sixth grade, where the monochord
principles of Pythagoras are explored. Vis-
iting Class 6, we might find the enterpris-
ing teacher leading a discovery of how to
apply the same mathematical principles to
the proper placement of the holes in a re-
corder to obtain the correct pitch. History
lessons continue through the Middle Ages
and Renaissance, and into the Modern Age
by the end of eighth grade. Throughout
this time children are brought into full re-
corder consorts, SATB. The instruments
are used not only as they were for a morn-
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THE RECORDER IN EDUCATION

SERVED SUZUKI STYLE
Developed in Javan by Shin'icki
Suzuki (now 96 years old), the
Mother Tongue method, as it is

known, introduces the rudiments
of instrumental technique to

young children by utilizing their
natural imitative ability.

Intrigued by the playing of par-
ents, grandparents, or other

care-givers who provide an initial
model and a stpportive atmos-

phere, hundreds of thousands of
very young students have gone on
to master the daunting technical
requirements of violin, learning

in groups by example without
reference to written notes.

by Mary Halverson Waldo

ing "warm-up" in the early grades but also
for music class, festivals, and plays.

Aside from the obvious musical bene-
fits of this simple yet comprehensive pro-
gram, the Waldorf phi.osophy works with
the social development of the students,
such as the teamwork and sensitivity need-
ed to perform together. It is worth noting
that teachers-to-be experience the same
growth and connection in a more con-
densed way, giving them a basis to guide
their young charges inn a full appreciation
of the joys of music through recorder
playing.

Patricia Bolnick teaches music at the Wal-
dorf Institute of Sunbridge College in Spring
Valley, New York. She received an under-
graduate degree in music education from the
University of Massachusetts, Amherst and
her Master's of Music from the University of
Portland, Oregon. She has performed all
styles of music in both Europe and the United
States and has published articles in journals
on topics in music education and the philos-
ophy of music.

S0—IS THERE NOW A SUZUKI METHOD for the
recorder? The answer to this question is

a resounding "Yes, at long last!"
Dr. Suzuki's philosophy holds that

learning an instrument is no more difficult
than speaking our native language, if ap-
proached in the same manner. As a result,
it embraces students of a very young age.

But how well do Dr Suzuki's innovative
ideas transfer to teaching recorder to chil-
dren as young as three? While the recorder
is a relatively easy, accessible instrument
for school-age children and adult begin-
ners, playing it well requires a complex set
of skills, including the production of a
beautiful tone and the development of
good intonation These accomplishments
require a relaxed, natural posture, well-
supported and carefully regulated breath
control, and a wide variety of precisely
placed tongue articulations—not to men-
tion hand position and finger coordina-
tion that allow for accuracy in covering at
least eight open holes.

THE SUZUKI METHOD for recorder has
been developed by Katherine White, a

San Francisco-area teacher and musician
who received a Certificate of Graduation
in 1975 from Suzuki's Talent Education In-
stitute in Japan. Having studied with Dr.
Suzuki himself and with flute mentor
Toshio Takahashi on the application of
Suzuki's philosophy to woodwinds,
Katherine White stays as close to the Moth-
er Tongue method as possible. One of the
most surprising aspects of her Suzuki
method for recorder is that it introduces
the right hand before the easier left-hand
notes. Although this is not a completely
new pedagogical concept (its benefits be-
ing obvious for establishing good breath
control and proper position for both hands
early on), it normally risks frustration for
all but the most patient and disciplined
students. Ms. White's teaching, however, is
done in traditional Suzuki style—taking
small, attainable steps, with repetition to
ensure solidity and polish—and avoids the
usual accompanying frustrations of leak-
ing finger holes and overblowing.
The first Recorder Teacher Training

courses endorsed by the Suzuki Associa-
tion of the Americas (SA A) were offered in
August 1994 at Holy Names College in
Oakland, California, under the direction

of Katherine White. Her initiative is in-
deed a welcome development for both the
recorder and the Suzuki communities be-
cause of the potential for mutual enrich-
ment. The benefits that the recorder com-
munity will see as a result of this new
association with the SA A and the Interna-
tional Suzuki Association are many. One of
the most obvious is access to a venerable
educational philosophy with a world-wide
support network. Indeed, the recorder
teacher trainees at the Holy Names College
course were an international group. Also,
because the Suzuki method is designed to
make the most of the natural talents of very
young students, there will be a whole new
group of students playing the recorder be-
fore long, and playing it very well.
Under development at Warner Broth-

ers, Inc., is a series of Suzuki Recorder
School books and listening tapes. The cas-
settes will feature the acclaimed Dutch re-
corder player, Marion Verbruggen, per-
forming the soprano and alto repertoire of
Volumes 1-4. These materials make avail-
able an excellent collection of pieces, from
lovely folk tunes to works of Purcell, Han-
del, and Bach.
The development of a Suzuki Recorder

Method is one of the few connections be-
tween the world of Suzuki teaching and the
early music movement. Many of us who
play and teach the recorder have learned
how to make the language of ancient mu-
sical traditions come alive using available
resources (early treatises, etc.). Historical
temperaments, ornamentation practices,
and dance styles all affect performance
practice. These influences will undoubted-
ly become an integral part of any teaching
philosophy we adopt, including that of Dr.
Suzuki. It is exciting to imagine the oppor-
tunity to incorporate discussions about
early music performance styles at future
Suzuki institutes and conferences.

Mary Halverson Waldo is a "Suzuki parent"
of three boys who play viola, cello, violin, and
recorder. She has a bachelor's degree in mu-
sic from the College of St. Scholastica and a
master's in performance of early music from
New England Conservator and has taught in
public and private schools for more than
twenty years. This article is adapted from
one that appeared in the Winter 1995 Amer-
ican Suzuki Journal.
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Waroque ciWusic tAstival
Celebrating the music of Henry Purcell

October 6-9, 1995

Ballads by the BALTIMORE CONSORT, sumptuous viol consorts by

the SMITHSONIAN CHAMBER PLAYERS, festive birthday odes and Blow's

"Ode on the Death of Henry Purcell" by CAPRIOLE, Restoration theatre musicke by

the PURCELL CONSORT, vivacious country dances by HESPERUS ,

sacred motets and anthems by ANIMA ANTIQUA, and music of French & Italian

contemporaries by THE GOVERNOR'S /V1USICK, all performed in intimate historic spaces

including the 17th-century Wren Building. Complete the experience with a visit

to the historic buildings & gardens of Colonial Williamsburg!

For information and reservations, call (804) 220-7645,

or write to Colonial Williamsburg Foundation, Historic Area Presentations and Tours,

P. 0. Box 1776, Williamsburg, VA 2318Z

•

)3oulder arL 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

rompt Mail Order OSeruire

Write for Free Catalogs - Specify Areas of Interest

2010 Fourteenth Street, Boulder, Colorado 80302
(303) 449-9231 or (800) 499-1301

FAX: (303) 449-3819 E-Mail: r1h1939@aol.com



TEACHING
TIPS

A New Yorker story by John Updike, in-
cluded in his collection The Afterlife, tells
of a suburban group of adults who, after a
slow start, congregate regularly for three
years and make enough progress to give a
heady, well-received concert performance
for the Golden Agers of the local church—
the apex of the group's achievement (fol-
lowed, we learn in the last sentence, by its
dissolution, which had been foreshadowed
by marital rather than musical discord).
The concert program had not been an

easy one to pull off: Byrd's "The Leaves Be
Green," two "sure-fire" Bach fugues, a "bit
of Bartok and Hindemith" (the Ploner
Musiktag Trio? What else did he write for
recorders?), pieces by Claude Le Jeune,
"Three Ayres" by John Adson, "Music to
Dioclesian" by Purcell, "chock-full of flats
and dotted sixteenths," and several other
staples of the standard repertoire. In the
story there is a great deal of detail demon-
strating Updike's personal involvement
with the recorder: tides of familiar lesson
books, makes and types of wood of the re-
corders played, struggles with the thumb
position, etc.—and yet veteran recorderists
will sense something awry.

For a group that a ttempts this level of
music, it's amazing that only two of the ten
players ever ventured to work on more than
one size of recorder: a lady who had the
temerity to exchange her soprano for a
bass and a man who decided to go to the
soprano from...a tenotl "You're sure you're
up to it?" his wife asks.

Switching from soprano to alto is just a
small part of what a passably good record-
er player is expected to accomplish. Let's
think for a moment what fingering a play-
er uses when reading a note on the middle
line of a staff, even without consideration
of sharps or flats, not to mention the dou-
ble sharps and double flats beloved of so
many modern composers. If it's soprano
music, of course, it's one fingering, if alto,
another, still another if the alto is reading
up an octave, as it must in many editions.
The bass recorder uses another fingering;
still another if reading up an octave, and
another if reading from the treble clef (but

The switch from soprano to alto, among other feats
of clef juggling, is sometimes easier done than said

that's like alto). The great bass, a mar-
velously versatile instrument, requires one
to read from the bass clef with C recorder
fingerings. Mind-boggling. But one of my
fourth-grade pupils, who managed all the
above transposItions with apparent ease,
played my great bass in the advanced adult
ensemble at a Long Island Recorder Festi-
val a few years ago.

The Recorder Society of Long Island
(RSLI) is our local chapter of the ARS. The
RSLI Newsletter, in announcing a recorder
orchestra organized by Kenneth Andresen,
specified: "Requirements for membership
include a desire to attend regular re-
hearsals and a willingness and ability to
play any of the parts." At the first concert,
each member was assigned four or five dif-
ferent instruments. During the first few
months of rehearsals, ten members suc-
cessfully negotiated the great bass.

I know that the adjustment to a new fin-
gering system is terribly confusing at first.
It has been to me. And it's galling to see
how easy it is for some others, like the
fourth-grade student! mentioned: I've had
several students who were almost as facile.
I once was transcribing a clarinet part for a
grade-school pupil to play in the orchestra
on her recorder. I'd written only a few
notes when she glanced over my shoulder
and stopped me. "Just down one step? Nev-
er mind."

I once sat in on a seven-session course
offered for BrItish classroom recorder
teachers to see whether their concerns
were similar to ours. A good bit of time was
spent discussing how to teach the switch

I once was transcribing a
clarinet part for a grade-
school pupil to play in the
orchestra on her recorder.
I'd written only a few
notes when she glanced
over my shoulder and
stopped me. "Just down
one step? Never mind."

from soprano to alto. The instructor, Brian
Bonsor, is the author of two large Schott
editions, From Descant to Treble, Part 1
($12.95) and Part 2 ($19.95), designed to
transport aspirants from the first toddling
steps to mastery. As with everything he
does (I have known him for more than thir-
ty years), he has put meticulous though-.
into the process. I recommend the books
without reservation—but never use them.

I have one magical solution for any
such difficulty: it's motivation. When a
child—or an adult, for that matter—urgent-
ly wants to proceed from soprano to alto,
hand that prospect a sheet of manuscript
paper. On it in the key of C are the notes to
"Twinkle, Twinkle, Little Star" with the fin-
gerings diagramed underneath, just once
for each note newly introduced. Beneath
that is a variation of the tune containing all
the chromatic tones in the octave, again
with the fingerings under the new notes.
My instructions are simple: "Learn this
over the weekend."

After that, I make sure the student has
plenty of interesting material to reinforce
the work done. I don't mean to minimize
the mental effort involved, but those of us
who have seen children manipulate com-
puters have no misconceptions about their
potential.

For what it's worth, here is my own sys-
tem for undertaking a new reading pat-
tern. I zero in on one note somewhere in
the middle of the instrument and concen-
trate on getting the correct fingering for
that as I read through some easy music of
limited range. Then I do the same with a
note at the upper extremity and one at the
lower, and I keep reading as much music as
I can until it all falls into place and comes
naturally. For the switch to alto, Bonsor's
books offer copious material. A less ex-
pensive option for an ingeniously orga-
nized painless start is the two-volume set
from Hargail, Sonya and Gerald Burakoff's
The Beginners Method for Soprano and Alto
Recorders, Book 1 ($4.95) and Book 2
($5.50). With these books, two learners
can begin together alternating parts.

Gene Reichenthal
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MUSIC
REVIEWS

ARCANGELO CORELLI. Six Sonatas
from Opus 3 (1700), ed. Gwilym Beechey
(A bc). Vol. 1 (Sonatas 1-3), Schott ED
12303, 1993, sc 29 pp, rec pt 13 pp, bc pt
10 pp; Vol. 2 (Sonatas 4-6), Schott ED
12304, 1993, sc 32 pp. rec pt 16 pp, bc pt
14 pp. $19.95, each vol.

Arcangelo Corelli's Twelve Violin
Sonatas, Op. 5, were among the most in-
fluential works written during the Baroque
period. Corelli's "classical" style refined
and focused the exuberance of the early
Italian Baroque and quickly became the
epitome of the "Italian style" in the same
way that Lully's music was held up as the
epitome of the "French style." Another im-
portant element in the success of these
works was their masterful exploitation of
the capabilities of the violin, a factor that
did not prevent their being issued within a
few years of their original publication in
arrangements for flute and recorder. In
these two volumes, Gwilym Beechey pre-
sents a slightly revised edition of an anony-
mous arrangement for recorder of the last
six sonatas of Corelli's collection pub-
lished by John Walsh in 1702 in London.

It is no accident that the 18th-century
arranger chose to set only the second six
sonatas. The first six are in a more serious
style and are generally more idiomatically
conceived for the violin, with fugal allegros
and sparsely written slow movements that
were filled out with improvised ornamen-
tation in performance. The second six
sonatas, however, are really dance suites
with very little in the way of double stops
or virtuoso figuration. The one important
exception to this observation is Sonata No.
12, the famous set of variations on "La Fol-
ha," which has been for some time a part of
the recorder's standard repertoire.

Beechey's Preface explains that there
are certain problems with the 18th-century
arrangement. While all six sonatas are pre-
sent and accounted for with their move-
ments intact, they were published in an or-
der different from Corelli's (9, 10, 7, 8, 11,
12—an order that Beechey has retained)
and in transpositions that reduced Corel-
li's careful use of sLx different keys to a

Corelli, Bach, Foster, and Desmond are among the composers
featured, along with the introduction of musical "shareware"

mere three: G minor (3 sonatas), G major
(2) and C major (1). As well, the arranger
took liberties with the placement of the
bass part, often setting it an octave lower
than in the violin version. Beechey has re-
turned many of these passages to their
original form and has corrected some er-
rors that the arranger took over from the vi-
olin print. (All of Beechey's changes are de-
tailed in a critical report.)

Beechey's edition is respectful of both
the 18th-century arrangement (which is,
in the main, quite well done and idiomatic
for the recorder) and of Corelli's original
violin version. Editorial slurs and trills
have generally been added sparingly and
are clearly marked. The "basso continuo"
part features the bass line along with the
figures, but it is too bad that Schott has not
followed the lead of publishers such as
Universal and taken the extra step of print-
ing the upper line along with the unreal-
ized bass and so reproducing the appear-
ance of the original print. The continuo
part is realized in the score, of course, but
in a very busy manner. This is a pity, since
it is always easier to elaborate on a skeletal
realization than it is to take away from an
overly full one.

Those in possession of Martin Nitz's
1984 Heinrichshofen edition of these same
18th-century arrangements (as part of a
complete edition for recorder of the Opus
5 collection in six volumes) will find that
Nitz has made more editorial emendations
but that his continuo realization is more
discreet
These seminal pieces should be in the

repertoire of every serious recorder player,
and Beechey has provided a thoughtful,
up-to-date edition through which to make
their acquaintance.

Scott Paterson

KEY: rec=recorder; S'o-sopranino; S=soprano;

A-alto; T=tenor; B=bass; gB=great bass; cB= contra

bass; cirt=quartet; pf=piano; fwd= foreword;

opt-optional; perc=percussion; pp= pages;

sc=score; pt(s)=part(s); kbd=keyboard; bc=basso

continue; he=harpsichord

ALAN DAVIS. 15 Studies for Treble Re-
corder. Schott ED 11480 (European Amer-
ican), 1981. 14 pp. $10.95.
ALAN DAVIS. 15 Studies for Descant or
Tenor Recorder. Schott ED 12432 (Euro-
pean American), 1994. 14 pp. $8.95.

A "study" or "etude" is a musical piece
composed to address a specific instrumen-
tal technical challenge, whereas an "exer-
cise" is usually shorter, based on scale and
arpeggio patterns, and not a formal com-
position Frans BrUggen's 5 Studies for Fin-
ger Control (Broekmans & Van Poppel
BP712) and (despite its translated title!)
Hans-Martin Linde's Modern Exercises
(Schott 4797, RMS 1014) are well-known
examples of 20th-century etudes for the al-
to recorcer. Familiar examples of exercises
for the recorder are in G. Rooda's Dexteri-
ty Exercises and Dances (Hargail HRW3
and HRVV4) and Hans Ulrich Staeps's Nine
Basic Exercises for Alto Recorder (Consort
CM1004). Both etudes and exercises, as
well as basic scales and arpeggios, are in-
valuable technique builders for all record-
er players, but because etudes are like solo
pieces they can improve one's expressive
musicianship as well.
The composer of these books of etudes,

Alan Davis, began studying the recorder in
the 1960s, and he has been teaching it, per-
forming on it, and writing about it in Eng-
land ever since. His 15 Studies for Treble Re-
corder is presumably intended to follow
his metHod book for more experienced
players, Treble Recorder Technique (Novello
2840-71), which reviews basic technique
by means of graded exercises, technical
studies, and excerpts from early music,
then briefly introduces historical and
avant-garde techniques.
Each of the first ten etudes in 15 Studies

for Treble Recorder covers a specific prob-
lem in conservative modern technique,
such as slurred chromatics, arpeggios
built on fourths, half-holed notes, and
measured trills. Each of the last five etudes
concentrates on a particular avant-garde
technique: aleatoric rhythmic crescendos
and diminuendos of groups of notes based
on a tone row, vocalizations while playing
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the recorder, microtones, multiphonics,
and glissandos. Suggested tempos indicat-
ed by metronome marks provide chal-
lenges that are entirely possible with prac-
tice, but Davis stresses that "accuracy
rather than speed should always be the pri-
mary objective."

Some thirteen years after publishing
his etudes for alto recorder, Davis fulfilled
the need for a simila: book for C recorders
with his 15 Studies fcr Descant or Tenor Re-
corder. A glance at catalogs will show that
there are few collections of etudes for so-
prano recorders, the most comparable be-
ing Guus Haverka:e's Twelve Advanced
Studies in Recorder- Technique, Books I and
II (Broelunans & Van Poppel BP1085 &
BP1249). It is interesting that Davis does
not address avant-garde techniques in his
later book, although notes in the third oc-
tave of the soprano recorder (Cil, El', E, and
G) are utilized. The fingerings suggested
for these high notes may not work on all re-
corders, however, so experimentation with
other fingerings may be necessary. The
etudes are based on :hromaticisms, penta-
tonic scales (transposable to seven sharps
or flats), tone rows, altered chords, unusu-
al intervals, or other means of obscuring
tonality. Rhythmic challenges include
hemiolas and duple groupings in triple
meters. The collection terminates with an
intensive trill study -n 7/8 meter.
These two volumes of etudes provide a

wide variety of technical and musical chal-
lenges in a wide variety of 20th-century
styles. Some of the pieces are melodious
enough or interesting enough to include in
a solo recital. My on.y wish is that the com-
poser had added a commentary for each
etude, giving its specific purpose and
some practical advize. (For instance, it is
not clear whether slurs are to be taken lit-
erally or as phrase marks.)

So if you are ready to experiment with
modern recorder music and broaden your
technical skills, I would suggest that you
enhance your daily practice with these in-
teresting studies!

Constance M. Primus

Echo Editions
Kenneth Hufford's Echo Editions, as he
says, "offer a variety of interesting and en-
joyable music in attractive and challenging
versions." His computer music printing
program is generally good, but in some
cases the dots next to notes are too close to
the slurs, which are too close to the staff
lines. Each work tut only has score and
parts but, in many cases, extra parts for al-
ternate instrumentation.

HYMNS AND SPIRITUALS, arr. Hufford
(SATB). Echo Editions FR-0 (7538 E. 35th
St., Tucson, AZ 85710; 602-290-1514),
1994. Sc 16 pp. pts 6 pp each. $10.00.
These arrangements of well-known

hymns are good for performance by inter-
mediate players at churches and retire-
ment homes. "Amazing Grace" and "Swing
Low Sweet Chariot" have especially inter-
esting rhythms and nice harmonies. "A
Mighty Fortress is Our God," "Old Hun-
dredth," and "Rock of Ages" seem easy but
are good for listening and chord tuning.
"Beautiful River" has very low tenor and
bass parts so doubling them would be ad-
vised. The last section of "Abide With Me"
is great fun for the bass player.

KENNETH HUFFORD. Bass Recorder
Album I (BBBB or TTBB). Echo Editions
MR-1, 1993. Sc 20 pp, pts 34 pp total.
$10.00.

It's nice to have another collection of
all-bass music. The two canons, "Bell
Tones" and "Little Canon," are fun and
tuneful with some lively parts. Our group
thought "The Prescott Rag" was the best,
but the top part is better played on the
tenor because it goes very high. "Suziette"
and "Blue Mist" are a good contrast of fast
and slow pieces. "Kords" works well on
four bass recorders but was also composed
as a trio using only the top three voices.

80 FOLK SONGS, arr. Hufford (A or B
with guitar symbols). Echo Editions FR-4a,
1994. 18 pp. $10.00.
This collection is long overdue. Much

folk music has been published for the so-
prano recorder but not a lot for the alto, let
alone the bass. These familiar tunes have
been arranged to use most of the two-oc-
tave range of the alto. They are fun to play
and good for learning the alto or, better yet,
the bass (if you just think of it as a big alto
because the melodies are in the treble clef).
This is a lot of music for the money!

LONDONDERRY AIR, arr. Hufford
(SAATTB). Echo Editions FR-3, 1994. Sc 4
pp, pts 1 p each. $5.00.

After a short introduction, this lovely fa-
miliar tune is played by the lower three
voices for two phrases; then they are joined
by the other parts in homophonic style
The second time the melody comes
around, the top voice is doubled at the oc-
tave by Tenor II, and the harmonies be-
come more contemporary until near the
end, where they become again more tradi-
tional. Note from the publisher: "...the
arrangement of 'Londonderry Air' was in-

VON HUENE
tTEFtro4f

soprano recorder at a=415

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

choice of many professionals.

VON HUENE
WORKSHOP, INC.
59-65 Boylston Street
Brookline, MA 02146 USA
( 617) 277-8690 Fax (617) 277-7217
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RR 1, BOX 301
HAVERHILL

NEW HAMPSHIRE 03765

Tel. (603) 989-5574

Illustrated Folder on Request

Established 1936

SWEETHEAITIF
MAE CC.

Baroque Flutes: our own
"Sweetheart" model

Tabor Pipes
Fifes, Flageolettes

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

antique flute list.

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

LEV  1 N
HISTORICAL
INSTRUMENTS
INCORPORATED

Historical Woodwind Specialists
Makers of reproduction recorders, oboes,
clarinets, bassoons, shawms and dulcians.

Dealers in recorders and other woodwinds by
Moeck and other fine international makers,

and chamber organs by Gerrit Klop.

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

Academy of Ancient Music, Hogwood
American Boychoir, Litton
Amor Artis, Somary
Aulos Ensemble
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 recorders 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.
FOB 407, Newfoundland, NJ 07435
201-697-0535 • 1-800-283-3714

MUSIC REVIEWS
(cont.)

spired by the Glenn Miller arrangement of
this tune back in the 1940s....So it includes
the famous "Miller voicing" of tight four-
part harmony with the melody doubled at
the lower octave......

STEPHEN FOSTER. Nelly Bly, arr. Huf-
ford (AABB or SATB). Echo Editions AR-8,
1990. Sc 4 pp, pts 12 pp total. $5.00.
This arrangement of the familiar pretty

tune is quite straight forward, with each
part getting a solo section and the top two
parts a duet. As with these other editions,
the availability of alternate parts enables
most groups to play it.

STEPHEN FOSTER. Beautiful Dreamer,
arr. Hufford (BBBB or BBBgB). Echo Edi-
tions AR-9, 1990. Sc 4 pp, pts 2 pp each.
$5.00.

I've enjoyed using this arrangement in
my classes and performances. All parts are
interesting with lots of variety, and it is very
suitable for the lower voiced recorders.

Joan Wilson

Joan Wilson, an ARS certified teacher, is a
member of the faculty of Westminster Con-
servatory and also teaches privately in
Princeton. She has taught at and conducted
workshops for the ARS and performs on re-
corders and violas da gamba with the Engel-
chor Consort.

IN OLD NEW YORK, arr. Hufford
(SATB). MusicShare #1(7538 E. 35th St,
Tucson, AZ 85710; 602/290-1514), 1994.
Sc 2 pp, pts 1 p each. $5.00.
With this edition, the first in a new se-

ries of recorder publications entitled "Mu-
sicShare," longtime desktop publisher
Kenneth Hufford introduces a new con-
cept in music distribution similar to com-
puter "shareware." MusicShare
tions are distributed free to interested buy-
ers for a fourteen-day trial period, after
which they are asked to submit their pay-
ment, along with a registration form, if
they would like to add a piece to their li-
brary. But if they prefer not to keep the mu-
sic, they need not return it or pay for it but
are asked to pass it to someone else for tri-
al under the same arrangement or destroy
it. Registered owners of each MusicShare
edition have permission to copy it for their
own use and may distribute copies as long
as an instruction sheet and registration
form are included.
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The first Music5aare edition, In Old
New York, is similar to Hufford's other
arrangements for recorder, which he has
published during the past seven years as
"Echo Editions." They reveal his love of the
bass recorder and his background in 19th-
century American music as a former mem-
ber of the Great Wes:ern Rocky Mountain
Brass Band, in which he played El, soprano
cornet and historic instruments—an 1840
keyed bugle and an 1855 El, soprano sax-
horn. For Old New Y3rk Hufford has com-
bined arrangements of three well-known
songs about the Big Apple ("The Bowery,"
"Sidewalks of New York," and "The Streets
of New York") into a non-stop piece. The
melodies are distributed among the four
sizes of recorders, breaking up the monot-
ony of playing the `um-pah" accompani-
ments appropriate to this style of music.
Members of the Denver Chapter really

enjoyed playing In Old New York at a recent
meeting featuring American music. Easy
to sight-read, it works well for recreational
playing by a large group, and the Music-
Share agreement legalizes multiple photo-
copying. Several Denver Chapter members
took copies of In Old New York, along with
the registration form, to share with their
consorts. Well-arranged for recorders, it is
fun, nostalgic music for informal perfor-
mances!

Constance M. Primus

THREE TRADITIONALS, arr. Teschner
(SATB). Moeck ZFS 650 (European Ameri-
can), 1993. Sc 8 pp. $7.95.
This is a set of three traditional

melodies: "Scarborough Fair," "All My
Trials," and "Vre Haralambi" (from
Greece). The selections are packaged in
Moeck's usual easy-to-read format for re-
corder quartet, leaving no doubt about
what instrumentation to use. The simple,
straightforward presentation, however,
grudgingly serves up untraditional har-
monies for the familiar melodies. These

MusicShare publications
are distributed free to
interested buyers for a
fourteen-day trial period,
after which they are
asked to submit their
payment, along with a
registration form, if
they would like to add
a piece to their library.

MOM
The finest recorders in the world.

Alltde in Germany from
rosewood, boxwood, pearwood, and

ebony. i.vailable in several fmciels to
siii every stile and bgdg:.,t.

Pl.ase zi....rit5 for a free full-color poster, catatcg, and list :fautb7riz.q
European American Music D.stributors Corporation — P.O Lic 850 — Vtlley Forge, PA 19+82

pieces are suited more for one-on-one up-
per intermediate quartets than for mass
consumption in a mixed group of multi-
level players
"Vre Harala -n131". was the favorite of our

groups, prcbat ly because the harmony is
more traditional. Some explanatory notes
about this song would have been welcome,
however. Ccmments from our players on
the other two pieces were that the intro-
ductions are not pleasing and the intervals
between parts _nye a too-open feeling.
Moeck has _ncluded an extra page with

the set to avoid an inconvenient page turn.
This is a big i-nprovement in music pub-
lishing and a b D011 for musicians who need
extra pages for performances. Thank you,
Moeck!

Betty Parker

MEDIEVAL TO MODERN MUSICAL
CAMEOS, arr Buckton (SA). Sweet Pipes
5P2353 (Magnamusic), 1994. Sc 15 pp.
$2.95.

Roger Buckton, author of recorder
method bcoks published in New Zealand,
has arranged twelve pieces into easy so-
prano-alto liters representing composers
from Adam de la Halle tc Bartok and in-
cluding such favorites as Humperdinck's
"Children's Prayer" from the opera Hansel

and Gretel and he "Largo" from Dvorak's
Symphony No. 5 M E Minor ("From the
New World"). Bach, Haydn, and Mozart
are also represented in this cclle :don of
songs and dances dating from -.he 13th to
20th centuries, bu: missing from this his-
torical parade are the 1,th anc 15th cen-
uries.
Thougl-. the se duets were probably

arranged for young players, the use of both
soprano and al:0 recorders makes them a
pleasant supplement to :nethod aoks for
adult beOners who are learn_ng to read
music as well ES t3 play the rezorder, but
who may alk at "Mary Had a Little Lamb"
and "Hot :Joss Buns." The pieces are each
one page long and are easy :o read, in
much :he -same clear format of other Sweet
Pipes but -icatims

A short paragraph under each arrange-
ment puts the music in historical perspec-
tive and gives suggestions for perfor-
mance. This may be the best s elling point
of the collection. Much music is available
for purchase tc dai, but very little has his-
torical information easily absorbed on the
same bag with the music.
To play all twelve selections a person

must lmcw soprano fingering from low C
to high A plus F#, cit, and Bb. Some of the
pieces, however, require only five notes. Al-
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PROVINCETOWN BOOKSHOP EDITIONS
New Issues

"Jesu, Joy of Man's Desiring" from Bach's Cantata 147.
Ingeniously arranged by Andrew Charlton for 2 Alto
Recorders and Keyboard $5.95

"Hymn Preludes for Four." Set by David Goldstein for
SATB Recorders or others. A dozen free paraphrases of
beloved tunes (2 Playing Scores) $6.95

THE PROVINCETOWN BOOKSHOP
246 Commercial St. Provincetown, MA 02657

if Benefits for teachers who join
the American Recorder Society
• Adult Education Program, c systematic way to improve your playing

-A- Information about workshop scholarships

• Junior Recorder Society Class Program for Beginners (ARS members, $19.95), with goals for
beginning recorder classes, resource lists, worksheets, free ARS Resource Tender
consultation

i e JRS Club Program (teacher/leader must join ARS, student club members, $5),
wi-h sample meeting plans, consort playing tips, activity sheets, "Merlin"
bages

* Discounts on ARS publications covering recorder care to repertoire

• American Recorder, plus other ARS benefits

Annual ARS membership: $30 U.S., $35 Canada
American Recorder Society
Box 631, Littleton, CO 80160 • 303-347-1120

1

eaMy music at
st_ scholastic°

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

atmosphere where students and faculty closely work together. Alumni
are currently performing with America's leading early music ensembles
and teaching in various positions throughout the country.

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

Early Music Faculty

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

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

to players will need similar fingering skills.
This book received good marks, both

from young members of the Santa Fe Ju-
nior Recorder Society and adult beginners.

Betty Parker

Polyphonic Publications
Ken Andresen's "Polyphonic Publica-

tions" are a good example of the fine qual-
ity of printing and arranging by recorder
specialists now available to us at low
prices through desktop printing. His cata-
log (available from Magnamusic) lists over
100 titles, mostly arrangements for record-
er ensembles of music from various peri-
ods and in various styles. Scores for each
player, or a score and parts, are presented
in a distinctive black-bordered white fold-
er. Lacking in these editions, however, is
informatIon on sources, editorial policy,
historical background, and suggested per-
formance, all of which are now expected in
good modern editions.

J.S. BACH. Badinerie from Orchestral
Suite No. 2 in B minor, arr. Andresen
(SAAB). Polyphonic Publ. PP116 (Magna-
music), 1994. Sc 2 pp, pts 1 p each. $3.25.

For consorts with a fast-fingered sopra-
no player, this is the piece for showing off!
The frolicking melody with rapid passage-
work in the top part leaps to and from high
C's and B's, yet it fits the recorder amaz-
ingly well. The two alto parts move in stac-
cato eighth-notes, harmonizing over a
bouncing bass line that occasionally
mocks the soprano's 16th-note patterns.
This piece, an arrangement (transposed
down a step to A minor) of the last move-
ment of Bach's suite for transverse flute
and strings, should be familiar to many au-
diences, but they may miss the richness of
the original five parts supported by basso
continuo. A harpsichord realization would
surely enhance this arrangement for four
recorders. The rhythmic structure of this
badinerie reminds one of a gavotte, and it
should be played quickly to reflect the
meaning of its title, "teasing" or "playful."
Most of the appoggiaturas (printed in this
edition as grace notes) should be played
quickly but right on the beat. The trill on E
in the top part of Measure 7 should begin
on F-sharp, not F-natural as indicated by
the key signature. The group that worked
on this piece liked it well enough to buy it
and include it in their performing reper-
toire. What better recommendation?
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THOMAS TOMKINS. Adieu, ye city-
prisoning towers, arr. Andresen (SSATB).
Polyphonic Publ. PF101 (Magnamusic),
1994. Sc 3 pp, pts 1 p each. $3.75.
Tomkins (1572-1656) was a conserva-

tive composer for his time who wrote litur-
gical and instrumental music as well as
madrigals such as this one which was pub-
lished in his Songs of 3, 4, 5, & 6 Parts
(1622). In "Adieu," Tcmkins uses a variety
of textures, such as rising parallel scales
("Birds on every hedge sit singing") and ba-
roque "contrast moti::s" ("Hark, how they
chirp"), which make the piece fun to play
and listen to, even without the words. Be-
cause the initial duple meter changes twice
to triple and back to duple, it would help
the players if the suggested proportion
were indicated (presumably a measure
equals a measure). Only the top part of the
score is texted, so payers have no verbal
clues as to phrasing, and accidentals are
not indicated as to editorial or original. My
group enjoys playing this piece, and I will
enjoy sharing it with others.

MICHAEL EAST. Quick, quick, away,
dispatch!, arr. Andresen (SSATTB). Poly-
phonic Publ. PP102 (Magnamusic), 1994.
Sc 3 pp, pts 1 p each. $4.00.
MICHAEL EAST. No haste but good!,
arr. Andresen (SSATTB). Polyphonic Publ.
PP103 (Magnamusic), 1994. Sc 3 pp, pts 1
p each. $4.00.
Many recorder players have been intro-

duced to Michael East (c.1580-1648)
through his trios from The Fift Set of
Bookes, Wherein are Songs full of Spirit and
delight (first modern edition published by
Provincetown) and his quartets, "Ayerie
Fancies," from The Seventh Set of Bookes
(early recorder edition published by
Schott: RMS 700, 702, 704, 706). Newer
editions of music from these early collec-
tions have been published by London Pro
Musica: LPM 94, 95, 97, 98 (trios) and
LPM 83, 84, 85, 86 (quartets). Although
East suggests that tnese trios and quartets
are "...as apt for Vyols as Voyces," they
seem to be intended for instruments be-
cause there are no texts, and they work well
on recorders as welt as viols.
Now Ken Andresen introduces us to

two of East's vocal works, which, because
of their parallel light-hearted texts, make a
good pair for performing together. In fact,
the words for the second section of both of
these pieces are the same and are set to ex-
actly the same music. The group of ladies
in Santa Fe who read through these pieces
with me thoroughly enjoyed them because
of the variety of light textures. But as with

other Polyphonic Publications, I miss fully
texted parts, suggestions for meter
changes, and historical information.

Constance M. Primus

STEPHAN CHANDLER. Recorder Stud-
ies 5 (SA ATB). Loux Music RS-5, 1994
(Magnamusic). Sc 11 pp, pts 4 pp each.
$13.95.
ROBERT W. BUTTS. Gargoyles (SATI3).
Arcadian Press, AP 046, 1994. Sc 10 pp, pts
3 pp each. $4.95.
PAUL DESMOND. Take Five (A ATB),
arr. Stan Davis.. Arcadian Press, AP 007,
1994.. Sc 4 pp, pts 2 pp each. $3.95.
Music for amateur recorder ensembles

not only continues to flourish, but also to
grow in quantity and diversity. Taken col-
lectively, these editions, all of which would
require fairly advanced ensembles, de-
monstrate the point.
The three pieces that comprise Stephan

Chandler's well-crafted Recorder Studies 5
show the influence of minimal music in
their narrowly defined content and high
degree of repetition, and of neo-Classical
thinking in their forms. Texture, the most
eclectic aspect of Chandler's writing,
varies from the simple chorale-like ho-
mophony of the opening "Desert Sun-
down", to the Gamelon-like "Rondo for
Shanti," to the polyphony of "Fugue for the
Birthday of Louise." (Other works by
Chandler have been published in the ARS
Members' Library.)
Gargoyles, a set of five brief movements

by my fellow New Jerseyan Bob Butts, has
a more thoroLghly neo-Classical bent for
the most part. Butts's strong points are his
good ear for harmony within a pan-diaton-
ic framework and his solid contrapuntal
technique. Both are very evident here.

Least orthodox is Stan Davis's adapta-
tion of Paul Desmond's Take Five, a big jazz
hit for the Dave Brubeck Quartet in the ear-
ly 1960's. More an arrangement than adap-
tation, the edition contains harmoniza-
tions of parts of the original melody and
brief written-out jazz solos for each of the
players. These touches by Davis are per-
haps the weakest aspect of the music,
which is otherwise based on a strong and
durable artistic source. Yet Davis must be
commended for offering a workable pre-
sentation of this attractive and pleasing
music and adding it to the recorder en-
semble repertoire.

All three editions are computer printed
and easy to read. There are no page-turn
problems on any of the parts. They all are
worth looking into.

Pete Rose

For membership information write:

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

DOMINIK
ZUCHOWICZ

Violas da gamba

Violins, violas,
'cellos;

modem, classical
and baroque.

Violones and other
contrabasses.

Expert restoration

Enquiries welcome at:
35 Kenora St.
Ottawa, Ontario
Canada KlY 3K7

(613) 729-8956

Recorders—Wood & Plas:ic

Pam Music
6329 Malachite St.

Alta Loma, California 91 737

(909) 980-9397 Art Stilwell

Paul Whinray
Baroque and Renaissance
Recorders and Flutes

in box, ebony, & indigenous
New Zealand woods.

For information please write to.
Box 95108, Swanson,
Auckland 8, New Zealand.

or Fax: + 64 9 8109130
email: whinray@iconz.co.nz
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Ka!lista, a recorder quintet of senior citizens within the
Monadnock Chapter (NH) gave its first public performance May 9

in Peterborough's All Saints Church as part of Senior Focus,
a division of Monadnock Family Services. Seated, from left:

Allison Kaufhold, Shirley Bingham, and Kay Moore. Standing:
Helen Hammond and Harlow Richardson.

CHAPTERS
& CONSORTS

QUALITY OF LIFE Gainesville, Flori-
da, placed first on a list of the 300 best
American cities in which to live. Is there
a connection between that fact and the
existence of an active early music group
at The University of Florida under the
leadership of Jack Kitts? Theron Mc-
Clure thinks so, and also cites his own
Bradenton Early Music Society as an
asset of the Sarasota-Bradenton area,
which placed fourteenth on the list. In
fact, McClure writes, "these communi-
ties on the Gulf Coast just south of Tam-
pa Bay are rife with early music. Re-
corder and viol players can find a group
to play with almost any day of the week
during the winter. Viol players are en-
couraged and supported by viol makers
Linda Shortridge, George Cooper, and
Tony Parisi. Shortridge organizes play-
ing sessions in the Tampa area, and
Cooper and Parisi make their viols avail-
able on a rent-to-buy basis."

GOOD PUBLICITY Paul Somers, a re-
porter visiting the MayFaire open house
put on by the Somerset Hills (NJ) Re-
corder Society, was amazed at the
number of "dedicated fipple-flute ad-
dicts." To readers who "wouldn't know a
fipple if it jumped up and bit them," he
explained, "it works the other way. The
player is closer to biting the fipple."
Somers praised The Eclectic Consort
(Kris Lamb, John Lamb, and Andy
Koenig): "They let fly with a piece by El-
way Bevin filled with sophisticated
cross rhythms and technical display. At
the end, their unison was in perfect
tune." Somers also said that the ensem-
ble Topaz (Frankie Smith, Susan Smith,
Lynn Goldthwaite, and Bob Butts) "im-

Celebrations, anniversaries, new programs and
ensembles, and the quality of life on the Florida Gulf Coast

pressed in getting through the difficult
chromatic fingerings of Robert Butts'
P̀assacaglia in Red and Orange' with its
neo-Baroque modernity." Somers was
reporting in the Newark Star-Ledger, the
state's major newspaper.

NEW COLLEGE PROGRAM A Re-
corder Consort program has recently been
started at the University of South Caroli-
na at Aiken by Geoffrey E. King. Spon-
sored by the Fine Arts department as Inde-
pendent Study and offered for credit, the
program has attracted former high school

band players as well as studen:s with cc
prior musical experience. In order to give
students a meaningful experience of group
playing within one semester, the approach
has been to outline recorder technique,
rhythm, and musical notation and then
immediately start into three- or four-part
music. solving :echnical problems as they
arise in the music. Repertoire that is
arranged for krummhorns or other one-oc-
tave instrumen-s has been helpful in the
initial stages. Informal performances at
various sites around campus have been
well received.

Kalamazoo Chapter Turns Twenty-One

On April 30, the Kalamazoo Recorder Players pre-
sented a "coming of age" concert to commemorate 21
years as a chapter of the American Recorder Society.
Under the direction of Judith Whaley, the program in-
cluded works for large and small recorder ensemble, a
krumrnhorn quartet, and a hudy-gurdy. The chapter's
"founding father" and first p-esident, Edwin Meader,
acted as Master of Ceremonies.

Members of the Kala-
mazoo Recorder Play-
ers pose at the April
30 celebration of

their majority as an
ARS chapter. Inset,

from left, Judith Wha-
ley, music director,

Edwin Meader, found-
ing president, and
Marie Blankenship,
current president.

28 American Recorder



DELIGHTFUL STORY Judith Conrad's
Delight Consort played at the August 26-
27 Renaissance Weekend sponsored by the
new Renaissance Gallery in Fall River,
Massachusetts. The group is named after
the flagship of a 1583 expedition led by Sir
Humphrey Gilbert in search of the North-
west Passage. Gilbert brought along a
group of musicians to charm the natives,
and when the ship went down, "like the
swan that singeth before her death, they
continued sounding the trumpets with
drums and fifes..., and in the end their jol-
lity left with the ringing of doleful knells."

The Pittsburgh Chapter's 14th Annual
Midwinter Banquet was held Febru-
ary 18 at the home of Isla and Dan
Stefanovich. Music director Chris
Ramsey contributed a new piece for
the occasion; he was accompanied by
Ann Valdez, electronic piano, and Bob
Brunner, viol. Joe Levine offered his
traditional hurdy-gurdy music, Cecil-
ia Kruger conducied the attendees in
rounds and other vocal numbers, and
Esther Cohn coordinated a spread of
Medieval morsels.

At the annual picnic and members'
concert on June 3, president Elise
Jaeger, right, and music director Su-
san Iadone present Helen Hermes,
left, with a plaque honoring her as a
founding member of the Recorder
Society of Connecticut. She also re-
ceived a Japanese maple for her yard.

San Diego's Junior Recorder Festival—
A "First
Annual"
Smashing
Success

The first annual Junior
Recorder Festival spon-
sored by the San Diego
County Reccrder Soci-
ety took place on June 2 ir :he excellent
acoustics of the Granger :Nriusic Hall in
National City, California. More than 100
children from eight elemer tary and mid-
dle schools participated, performing
thirteen numbers ranging from the
Brahms "Lullaby" to Henry Mancini's
Pink Panther theme. The program in-
cluded "The Lion Sleeps at Night" (used
in Disney's Lion King), 'Scarborough
Fair," and "Zumba," a Spanish folk song,
and ended with a massed performance
of the "Ode to Joy" from Beethoven's
Symphony No. 9 directed by Sally Price.
The program began with welcom-

ing remarks from Lynn Llpetsky, pres-
ident of the San Diego County Re-
corder Society, and a selection of mu-
sic performed by Dr. Lexis Peterman,
Paula Peterman, and Sally Price. A
performance of an anonymous pa-
vanne gave all students an opportuni-
ty to learn the Renaissance dance step.

Students came from:uarez-Lincoln
Elementary and Kate Sessions Ele-
mentary (Dance West 'Rood and Vi-
vian Berkova, directo-s), the com-
bined recorder clubs from Barnett,
James Dukes, and Ramona Elemen-
tary (all directed by Pamela Allen), the
Coronado Village School (Christine
Shaulis, director), S:livela Middle
School (Lavinia Tikasingh, director),
and the National City Middle School
(Eric Adams, director).

It was Mr. Adams's phone call last
October to Phillys B. Eurns that en-
couraged the SDCRS to develop a pro-
gram for young people. As a band di-
rector in a typically unc:.erfunded Cal-
ifornia school district, Mr. Adams
wanted to know if the Society could
provide a demonstration for some of
his students who were interested in
the recorder. Mrs. Burns leapt at the

opportunity, went personally to his
AEvancec Band class with four sizes
of recorder and some F_enaissance mu-
sic on CD, and came away with an in-
vitation to return with a performing
ens.mble . Already, Mr. Adams had
bco:_ght two bass recorders and two
terrors, and the success of the demon-
stration :oncert insp red him to buy
more, -anti he had about 15 students
rehearsing Renaissance music after
school, coached by Mrs. Burns. Word
go: arouad, and she received similar
calls from an elemen:ary school near
the Me).ican border and a middle
sc-:_ool in San Diegc. She then pro-
ceEded to put the Festival toge:her in a
few short months as a showcase for
these programs and others.
As a music educator, Mrs. Burns is

thrilled at these developments: "If tax-
payers oculd observe Eric's students
rehearsing in our program, they
would be convinced that music is not
a frill but must be included in all
scaools Recorders—accessible and in-
expensiae—can be the way to a richer
IVe, aiC. early music can be appealing
tc all students."
After the Festival. ?am Allen wrote

to Mrs. Burns from the Ramona Ele-
mentary School, saying, "We thor-
oughly enjoyed our day of delight at
the firs: annual Junior Recorder Festi-
val. Near the end of the program, one
of my girls leaned over to whisper,
'How much longer? I wish it could go
.-:n all day!' On our way home, the
araduating sixth graders were trying
to figure out a way to stay in our Re-
corder Club next year."

Already, two additional schools
have irEicated their Interest in partic-
ipating in the "Second Annual" Junior
Recorder Festival.
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JEWISH FESTIVAL SONGS. M. Lepow S.A.T.B. recorders and/ 0.
or voice and piano. Score & Parts $8.00 ie.
FOUR DUTCH CAROLS OF THE 17TH CENTURY arr. •
J. Koulman for S.A.T.B. recorders. Score $2.95 Parts (set) $2.50. °
"De Herdertjes Lagen Bij Nachte; "Daar Dreigen De Donkrre Walken" •

••"Nu Sift Willecome " and "Er Is Een Kindeke Geboren Op Aard" ••CAROLS FOR KItUMMHORNS OR RECORDERS arr. J. Phelps
for S.A.T.B. (with opt. percussion) Score $5.25 Parts (set) $4.50. •

"Silent Night";: "Divinum Mysterium"; 'God Rat Ye Merryy Gentlemen"; "Sing Earth and Angel"; "It Came
Upon A Midnight Clear"; "Rosa Mystica"; "Vent Emmanuel" and Yingle Belk" lid

LCG3 CAROLS FOR RECORDERS arr. J. Koulman for S.A.T.B. Score ri•
$5.25 Parts (set) $3.50 ••

"Lo. How A Rose"; "Rocking"; "What Child is This"; "The Coventry Carol". "Good King Wenceslas"; "Mid-
Winter"; "0 Sanai.csima"; "Child Jesus Came To Earth Today"; "A Fourteenth Century Carol"; "We Wish .4

You A Merry Christmas" and "I Saw Three Ships." •
••

0 LCG4 ANCIENT CAROLS arr. H. Neuberger for S.A.T.B. recorders (with ••
• opt. percussion) Score $6.50 Parts (set) $4.50

i Tannenbaum"; "resonet in Laudibus"; "Nowell ryng we"; "C,anzone d'i Zampognari-; "Susses die Gloken nie •
"II est ne le Divin Enfant"; "Un Flambeau, Jeanella, Isabella"; "Kommet ihr Hirten"; "Diva natalicia"; 0 .04,,,,,, klingen" and "Maria durch ein'n Dornwald ging." •on LCG5 CHRISTMAS CONCERTO OP 6, NO. 8 (1710) A. Corelli edited ••

•• JFS-1

•
A
•
••

•0 
• LCG2

•YP1
Pari

• •

by J. Koulman & M. DeMarsh. A.A.T.B. recorders. Score & Parts (with ••• • •• cadenza) $7.95
• LCG6 RUF ZUR MARIA J. Brahms edited by J. Koulman. S.A.T.B. re-••• corders. Score & Parts $2.95

LCG7 MORE ANCIENT CAROLS arr. H. Neuberger for S.A.T.B. re- •
corders or krummhorns (with opt. percussion). Score & Parts $12.95

"Kling. Glockcher; Kling-aling-aling"; "0 Abel 0 Freud"; "StiR still"; "Am Weihnacbtsbaum die Lichter •
brennen"; "Auf dem Bergs da sachet der Wind"; "Lich Nachtigall roach auf'; "Macht troth die Tur"; "In dulci

jubilo"; "Vom Himmel hoch"and "Les Anger dans nos campagna"
LCG8 MORE CAROLS FOR KRUMMHORNS OR RECORDERS arr. ire

••
• J. Phelps S.A.T.B. (with opt. percussion) Score & Parts $12.95

pin
4111/

••
• •

0..

LCC-1

"Jsry To The World"; "0 Sanaissima"; "Unto Us A Boy Is Born"; "While Shepherds Watched Their Flocks";
"list Kirrderlein kommer; "0 Come All Ye Faithful";
The Herald Angels Sing" and "0 Little Town of Bethlehem."

GOOD KING WENCESLAS: THEME & VARIATIONS. S. Price
for S.A.T.B. recorders. Score & Parts $7.00

LCGIO TWO EUROPEAN CAROLS arr. D. Music for SAT. recorders.• 4113, • •
• Score & Parts $6.25

"0 Leave Your Sheep" and "On Christmas Night." •
•

•

LCG9•

•
•
xi LCG11 YULETIDE FAVORITES arr. J. Phelps for S.A.T.B. recorders or

• 
krummhorns (with opt. bells) Score & Parts $13.50 •

Iwo "While Shepherds Watched Their Flocks By Night"; "The Holly And The Ivy"; "Away In A Manger"; "There's 

0
A Song In The Air" and "Now Yield Ye Thank rAnd Praise"

LCG12 FOUR EUROPEAN CAROLS arr. J. Phelps for S.A.T.B. record-
ers or krummhorns (with opt. percussion). Score & Parts $8.50 •• •

"The Shadows Are Falling"; "Carol"; 'Here Twixt Ass And Oxen Mild" and "Christian; Awake," 00
• LCG13 NOEL NOUVELET. S. Price for S.A.T.B. recorders. Score & Parts •
• • ••$5.00
0. LCG14 WE WISH YOU A MERRY CHRISTMAS. S. Price for S.A.T.B. e0
• recorders. Score & Parts $5.00 •

•Yj LCG15 A LA VENUE DE NOEL C. Balbastre edited by G. Beechy for 6_202
Pori A/flute, bass viol/cello & keyboard. ScP. $6.50. pin

LCG16 A CHRISTMAS TREASURY arr. J. Clemens for S.A. recorders. $7.00
"We Three Kings Of Orient Are"; "I Wonder As I Wander"; "Joseph Lieber, Joseph Mein and Orientis Partibr4 .1

II "What Child Is This?" "BringA Torch, Jeanette Isabella"; Coventry Carol"; "Lo, How A Rose E'er Blooming"; • 111
"Wassail Song"; "Good King Wenceslas"; "Angels We Have Heard on High with Boar's Head Carol and Ding •

. DongMerri0 On High"; "0 Come 0 Come Emmanuel"; "God Rest You Merry" and "In Dula Jubilo." •
t% LCG17 CHRISTMAS DUOS arr. J. Clemens for S.A. recorders $8.00 i
• • "Away In A Manger"; "Deck The Halls With Boughs of Holr; "Fum, Fun; Fuml"; "Hark! The Herald 

% 
AngeLs ••

• Sing"; "11 Est No, Le Divin Enfant"; Yew.; levet Rest Your Head"; "JD  To The World"; "0 Tannenbaum"; ir
"Silent Night"; "Sasser Carol"; 'Twat In The Moon of Wintertime"and 'We Wish You A Merry Christmas"

• 10% discount on orders over $30. Music shipped postpaid. Largest music inventory in •
• the northeast! We stock a complete inventory of recorders, historical woodwinds, kits, •

fiip
percussion, harpsichords, etc. Write for catalogues and state area of interest. N.Y. Resi-
dents add applicable sales tax. •• •

7• THE RECORDER SHOP, 2 Hawley Lane, Hannacroix, NY 12087-0034 USA • ••  Telephone and Fax (518) 756-2273. • •
i.‘l Ai listi oil igig far IStf :Ord; idipliSp oiew k • •
•INTM.016:111..•sin re;•.11.1N. AZ.: •.`A rt: VINIL W. al! : :An :•;11L,D,N,

•

•

•

SWEET FLUTE
AT BEMF front.)

which demonstrated great potential in
works by Purcell, Isaac, Hirose, Rore,
Casa, Simpson, Paul Desmond, and Vi-
valdi (a polished rendition of the Ams-
terdam Loeki Stardust's arrangement of
the C major sopranino concerto, RV
443). It seemed that only the lack of
more time together and chests of
matched instruments could keep them
from comparing with the best European
ensembles.

Friday's Relay started with Pat Pe-
tersen's recital of major Baroque clas-
sics, including Telemann's trio sonata
for recorder and gamba (with Brent Wis-
sick) and Quantz's trio sonata for re-
corder and flute (with Eric Haas), which
concluded with a work by Matthias
Maute discussed by Pete Rose in Cutting
Edge. (Works performed at Roxanne
Layton's following Relay concert are al-
so described in Cutting Edge, as well as
other contemporary performances
heard during BEMF —including the first
American Jazz Recorder Festival.)
Perhaps the musical climax of the

two-day event occurred when Judith
Linsenberg showed up Friday after-
noon with her constellation of early mu-
sic stars known as Musica Pacifica. In
collaboration with Elizabeth Blumen-
stock, violin, Gonzalo Ruiz, Baroque
oboe, Wendy Gillespie, viola da gamba,
and Elisabeth Wright, harpsichord, Lin-
senberg treated the audience to scintil-
lating performances of music from 17th-
century Italy and the Baroque, includ-
ing a selection (BWV 530) from her
recording of transcriptions of Bach trio
sonatas for organ, to be released in Feb-
ruary on the Virgin Classics label.

Benjamin Dunham

PASSING NOTE
Thomas Binkley, the American who had a
revolutionary impact on the performance
of Medieval music in the 1960s and '70s
through the Arabian-influenced improvi-
sations of his Studio der fruhen Musik,
died April 28 at the age of 63 in Blooming-
ton, Indiana. After spending two decades
in Europe in Munich and Basel, Binkley
had returned to teach at Indiana Universi-
ty, where he established the school's Early
Music Institute. Memorial contributions
may be sent to the Thomas Binkley Schol-
arship Fund, School of Music, Indiana
University, Bloomington, IN 47405.
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PRESIDENT'S
MESSAGE (cont.)

teurs, pre-professionals, instrument mak-
ers, music business proprietors, young
school children, instmment makers, pub-
lishers, composers, concert artists, profes-
sional teachers (to name a few)? We all
share a dedication to the recorder and its
music, but each group has some unique
needs that the ARS cm and should meet.
How can we make sense of our mem-

bership structure? We have Chapters and a
national organizatio:i. People enjoying the
benefits of both are free to belong to one
and not the other, neither, or both. Some
acquaintances of mine in other well-run
membership societies find this hilarious at
best. Is there a better way of securing the fi-
nancial and membership foundations of
both?
How can we obta.n adequate funding to

pursue some important musical and edu-
cational projects, an especially critical
challenge in this time of cuts in govern-
ment support for a:ts and education? To
my knowledge, the ARS has not applied for
any significant grant money in its 56 year
history. It's about time we did.
Our Board currently represents a broad

cross-section of oui membership and our
geographic reach. We work very well to-
gether, both in person and over the Inter-
net to which we are all connected (recall
that our February Eoard meeting was held
via e-mail and conference call). Many
members must step aside, however, fol-
lowing two full terms of service. We are
looking for new people to join us. If you
find that the challenges noted above stim-
ulate your thinking, please consider plac-
ing your name or that of a qualified ac-
quaintance in front of the nominating
committee or, joining the nominating com-
mittee itself. Contact the chairperson, Mar-
ilyn Perlmutter, at 2847 Westowne Court,
Toledo, OH 43615-1919, or mperlmu@-
opie.bgsu.edu.

In the ARS, you can make a difference.
Gene Murrov,

NOTE: Mr. Murrow wants to alert ARS mem-
bers to the fact that his telephone number is
listed incorrectly in the "Alphabetical List of
Members" in the current (1995) ARS Direc-
tory. The correct ni-mber is 914-762-3619, as
it appears on page 4 of the Directory, under
"Board of Directors and Staff" He regrets
any inconvenience caused by this erTor.

WICHITA
BAND INSTRUMENT C9

2525 E. Douglas
Wichita, Kansas 67211

FINE RECORDERS
New and Used

MOECK — KONG
ROSSLER — MOLLENHAUER

ARIEL — AULOS
FRIEDRICH VON HUENE

repairs and re-voicing

Cases and Accessories

Approvals available on all instruments.
Lowest prices.

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

ANTIQUE SOUND
WORKSHOP, ISD•

70 Lakewood Drive
Plymouth, MA 02360-1921

phone (508) 833-3979
fax (508) 833-3760

Offers The LARGEST Seledion Of
Imported Historical Instruments

In The United States

As many as 700 models of medieval, renaissance, baroque, and
modern recorders by Fehr, Huber, Kling, Coolsma, Dormetsch,
Mollenhauer, Rossler, Moeck, Yamaha, and other fine makers.
Service is our unique stock in trade; each recorder is custom-voiced
and tuned in our workshop to our own exacting professional
standards and guaranteed for life.
We also have more than 500 other historical woodwind, brass,
string, keyboard, and percussion instruments in stock for immediate
delivery to our customers world-wide.
La us assist you in choosing just the right instrument for your
needs, taste, and budget. Send $8.00 for our complete 60-page
catalogue and receivefree a three-year subscription to our customer
newsmagazine Chrestologia and an introductory discount on your
first order. Our hours are 10 a.m. to 6 p.m. Monday through Friday.
Visits to our home workshop are by appointment only.
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ON THE
CUTTING EDGE

The Boston Early Music Festival would
seem an unlikely place to find out where
the recorder might be going outside the
context of historical performance. Howev-
er, four concurrent events at BEMF—a
workshop at the Berklee College of Music,
a recital by John Tyson at New England
Conservatory, many of the recitals in the
two-day Great Recorder Relay sponsored
by the ARS, and an amazingly well-attend-
ed "American Jazz Recorder Festival" con-
cert at the Berklee College—were clearly
oriented toward illustrating the recorder's
capacity to function in the modern world
at large. As a participating performer,
composer, and teacher in these events and
as an auditor at most of what was offered,
it seemed to me that these programs sug-
gested four clearly formed postulates:

1) The recorder could potentially be a
viable instrument for jazz. 2) The recorder
has an interesting potential as an instru-
ment for present-day musical idioms other
than jazz. 3) The recorder and recorder-
type instruments can be successfully em-
ployed in new types of ensembles along
with modern instruments and live elec-
tronics. 4) The special techniques once ex-
clusively associated with avant-garde re-
corder music have now become a standard
part of the professional recorderist's vo-
cabulary and the best modern works
should be accepted as part of the instru-
ment's standard repertoire.
The degree to which these postulates

were substantiated by the events in Boston
will be examined in this column and its se-
quel in the November Issue.

THE RECORDER AS A VIABLE
INSTRUMENT FOR JAZZ

The evidence for Postulate No. 1 was in-
conclusive in my opinion. Though the
term "jazz" was used inclusively in head-
lines (especially for the Berklee events)
most of what was presented wasn't strictly
jazz. The workshop at Berklee immersed a
group of about a dozen amateur recorder
players in a day of one-hour educational
sessions (lecture-demos, participatory
workshops, a panel discussion, an open re-

The role of recorder in jazz and other modern idioms
was on display at the Boston Early Music Festival

hearsal, etc.). But only one of these offered
specific entry-level developmental experi-
ences in modern jazz improvisation.
Nor was jazz, in the strictest sense, a

staple at the concerts. The billing for John
Tyson's recital, for example, highlighted
New Age and rock music—although he did
include a well-played rendition of my com-
position Wayfaring Stranger. This work,
based on a familiar spiritual of the same
name, features a written-out virtuoso solo
in a jazz idiom associated with John Col-
trane performed over a percussion back-
ground and an electronic drone. My own
performances in the jazz idiom were also
pre-planned rather than spontaneously
improvised. They included pianist Horace
Parlan's blues Wadin' and my Bass Burner,
performed at the Relay, and Coltrane's Bes-
sie's Blues, which was heard on the Berklee
concert.

Stan Davis's ensemble adaptation of
Paul Desmond's Take Five, which has, a
few brief written-out modal solos, was
beautifully executed by the American Re-
corder Quartet (Corinne Hillebrand,
Roxanne Layton, Judith Linsenberg,
and Roy Sansom) at their Relay debut, but
the only high-level improvised modern
jazz to be heard in any of the events was a
set at the Berklee concert by master musi-
cian Joel Levine, accompanied by a
rhythm section of noted Berklee faculty
artists (Larry Baione, guitar; Rich Apple-
man, bass; and Jon Hazilla, drums). De-
spite the fact that Levine had never played
with his accompanists except for a brief

Galhano captivated the
audience at Berklee,
not only through the
liveliness of the music
but with her warm,
dynamic stage presence,
charismatic charm, and
close rapport with her
accompanying musicians.

sound check right before the concert, his
outstanding artistry single-handedly
made a strong case for the recorder's via-
bility in this difficult and complex music.
Historical jazz from the 1920s got a

showing, too, through the performance of
Scott Reiss's group Hesperus (Reiss, re-
corders; Tina Chancey, historical strings;
Mark Kuss, piano). Reiss also organized
and designed the workshops and concert
at Berklee in cooperation with Berklee
wind department chairman and jazz
flutist Matt Marvuglio.

THE RECORDER AS A
VIABLE INSTRUMENT FOR
PRESENT DAY MUSICAL IDIOMS
OTHER THAN JAZZ

Boston seems to be something of a lo-
cus for the realization of this postulate; the
idea is being explored independently by
two of the city's top professionals—John
Tyson and Roxanne Layton.

At his own recital and also at the
Berklee concert, Tyson, appearing with a
unique-sounding and highly amplified en-
semble (Audie Bridges, steel-string guitar;
Peter Clemente, classical guitar; Claire
Garabedian, cello; and Bob Stoloff, percus-
sion) performed music especially written
for this group by composer Steve Tapper.
Tapper's The Philosopher, the Shaman, and
the Visionary featured pleasant modal im-
provisation within a soft-rock context.
Sunrise, another Tapper work, was in a
similar mold, but also had a spacey New
Age introduction and ending played solo
on tenor by Tyson with the halo of a digital
delay echo. Similar live electronic New Age
fare was offered by Roxanne Layton in her
own work, Canyons, which she featured in
both her Relay recital and her lecture-
demonstration at Berklee.

Tyson and Layton are also investigating
the popular music of Latin America. Coin-
cidentally, both happened to give delight-
ful renditions of a recorder-guitar tran-
scription of Argentinian composer Astor
Piazzola's Nightclub 1960. Layton also per-
formed Celso Machado's Algodao Doce, a
beautiful samba tune on which she includ-
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Flanked by Matt Marvuglio, chairman
of Berklee College's Woodwind De-
partmmt (left), and bassist Rich Ap-
pleman (right)jazzrecorderist Joel
Levine poses after the American Jazz
Recorder Festival concert,June 14.

ed a modal improvisation. At the Berklee
concert, she offered a version of Chick
Carea's Spain, with the customary intro-
duz.tion borrowed from the second move-
ment of RoCrigc's guitar concerto.

3ne of the highlights of the Berklee
concert, Brazilian recorderist Clea Gal-
hano who is music director of the Twin
Ci-_ies ARS Chapter, and who once S.tudied
in 3oston at New England Conservatory)
played_ a 20-minute set that included popu-
lar music Font her native land. (Interest-
ingly, she played a relatively conservative
thougn challenging program of 16th-
through 18:h-century music on her Relay
re:ita., departing only with a fine render-
ing of Coin Sterne's lovely but rarely
played Sonata fcr recorder and harpsi-
chord.) Galhar.o captivated the audience
at Berklee, not only through the liveliness
of the nius.c but with her warm, dynamic
stage presence, charismatic charm, and
dose rapport with her accompanying mu-
sicians, guitarist-composer Jimmy Kachu-
lis (whose Maracana, written for Galhano
'was premiered on this occasion) and per-
c-._ssbnist Ralph Rosen. In her lecture-
demonstration, s:ae discussed and played a
:ape of a unique "Third Stream" recompo-
5-ion of Thelcnious Monk's Ash Me Now,
in which she used the great jazz pianist's
tune as a linear cantus firmus (i.e., without
reference to its chord progression) in an
abstract duet for recorder and violin.
A fusion of a different sort was given by

Keiss's Hesperus, as they intermingled the
12th-century Reis Glorios with traditional
jazz and blues elements. Most of this set

mixed early jazz with concurrent and an-
tecedent idioms; Reiss's lecture-demon-
stration at the workshop focused on the in-
fluence that traditional blues singers and
harmonica players had on his musical con-
ception.

Another antecedent of jazz, ragtime,
showei a strong influence on two modern
European works heard at the Boston Early
Music Festival. Dutch composer Willem
Wand!. van Mieuwkerk's Kadanza for three
recorders (performed by Layton on her Re-
lay recital with the assistance of Roy San-
som a ad Judith Linsenberg) employed rag-
time-Pke melodic and rhythmic shapes in
a minimal music context. More substan-
tive was German recorderist Matthias
Maute's Once there was a child for recorder
and harpsichord. which was given an air-
ing a-. Pat Petersen's Relay recital. This
work when played with accompaniment (it
may also be performed solo) adopts an
aesthetic posture close to Stravinsky's 1918
Ragtime for 11 instruments.

All of these musical idioms, different as
they may be, are a product of or have their
primary following in pop-culture circles.
Collectively, they represent a swing of the
pendulum in the opposite direction from
the severe avant-gardism that character-
ized much of the recorder music of the past
few decades. On the whole, the performers
of this eclectic repertoire in Boston seemed
to be having a good time, and their audi-
ences found it fun, too. Perhaps that is the
bottom line for those who have chosen this
direction. However, it should be noted that
for 1-te most part, these various musics—
unlike jazz, with its extremely complex
language and highly evolved artistic stan-
dards—require only minor adaptations of
the skills most professional recorder play-
ers already have.

To be continued....
Pete Rose
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CARL ORFF: THE KATZ CONNECTION front.)

Even Gurlitt came under attack and
was dismissed from Freiburg University in
1937 simply because his wife was Jewish.
Others, like Orff and Hindemith, were
caught somewhere in the middle, neither
embracing nor rejecting the new regime.
Both accepted financial help from various
new cultural programs. Orff composed
music for the 1936 Olympics but never
joined the Nazi Party.

Besseler became involved in several
Nazi sponsored groups but privately
risked helping many of his Jewish students
to complete their studies. (Ref. 23, pp.
499-502) Some musicians became staunch
Nazi supporters, like Julius Weismann,
who composed music for state functions
and music festivals. (Ref. 24, p. 109) One
can only guess at the exact circumstances
behind each person's thoughts and rea-
sons for doing what they did.
Katz was simply resigned to create

what he could for himself with what few
options remained available. Determined
not to give in, he managed to continue writ-
ing for several publications using a num-
ber of aliases: Otto Zeller; Heinrich Soltau;
Max Eberhard Wolff; and Adelheid Katter-
mann.

If Katz had not embraced his Jewish-
ness before, he was now forced to it, when
he found work at the Freiburg Synagogue
as organist. Over the next several years he
gave numerous lectures through the Jewish
Kulturbund and at the Judisches Lehrhaus
der Gemeinde Freiburg (Jewish College).
He continued to compose and his music
was performed within the Jewish commu-
nity by such notable performers as violin-
ist Stefan Frenkel: His Die abendlichen
Lieder (1936) won fourth prize at the
Hausermann Competition in Zurich.
Katz's concerns about the future, how-

ever, become increasingly evident in his
correspondence to Orff, as this letter from
July 22, 1933 demonstrates:

What will become of me... I do not know. It
does not look as if I will be able to remain in
Germany in the long run, not only for rea-
sons of existence, but because as a
Nicht-Volksgenosse' [Nazi term for someone
who is not part of the people] (who lies when
he writes in German), I have no business be-
ing in this country anymore; and since I can-
not, at 33 years of age, let myself be buried
alive, so to speak, intellectually and musical-

ly.' am sure you are aware how happy foreign
countries are to take someone in who does
not have any money—for instance Switzer-

land, which would come to mind first for
me. In a nutshell, there remains—hanging.

In the Seminary, things unfortunately look fi-
nancially so bleak that I cannot expect any
help from there, in spite of the best inten-
tions of my colleagues. (Until the end of July
I am entitled to 90 Marks per month as 'com-
pensation' for my leaving.) This is how we
learn to be economical. (Erich Katz, letter to
Carl Orff 5-10])

As dark as things had become for Katz,
he always maintained a level of optimism
and graciousness. In the same letter, Katz
continues:

Your room at our place is presently inhabit-
ed by a student who spends the whole day
enthusiastically playing on my interestingly
out-of-tune piano. But a sleeping sofa for you
is still available if you want to come! Beyond
that, it is still really as beautiful in Gunterstal
as possible and we have enough friends here
who will not let us sink to the bottom entire-
ly. (Erich Katz, letter to Carl Orff, 22 July
1933 15-101)

After being forced to resign from his
own Music Seminary, Katz lodged a subtle
protest in continuing to use the official
Music Seminary letterhead to write on:

Dear Orff, this letter stationery from better
days, and I still have hundreds of them,
sometimes gives my timid heart a bit of plea-
sure. However, for purposes of saving, and
since it is such good paper, (and sometimes
also to make certain people with poor mem-
ories angry, in particular my mentioned col-
leagues [Erich Doflein and Ernst Kaller] —a
totally un-Christian reason): I will now use it
up. (Erich Katz, letter to Carl Orff, 11 June
1934 [S-6, M-29])

Orff, meanwhile, could only offer a
sympathetic ear:

it is pointless to say anything about the last
months; on the whole, things were terribly
bad. . . Now please write me soon, and join
me in having faith that by fall, many things
will take a turn for the better. (Carl Orff, let-
ter to Erich Katz, 2 August 1933 [S-9. M-331)

Of course, things did not get better, but
life went on, even under these abnormal
circumstances. Increasingly, Orff looked
to Katz and Doflein as sounding boards for
his continuing development of the Schulw-
erk, asking Katz: "Has Doflein shown you
the 'Clapping Rhythms' etc.? I have asked
him for your joint opinion. I suggest you
give him a bit of a push." (Carl Orff, letter
to Erich Katz, 21 January 1932, [S-24,
M-50]) Katz's response:
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To me, the pedagogic value seems so self-ev-
idently large that it hai not occurred to me
that I needed to acknowledge it! I will, in any
event, continue to utilize this way of teaching
to its widest extent and will tell you, in more
detail, about my exper.ence. (Erich Katz, let-
ter to Carl Orff, 21 February 1932 [5-20,
M-43])

As early as Octo.3er, 1932, Katz had

mentioned writing an article on Crff's

Schulwerk. By July, 1933, still not having all
of the Schulwerk volmes, he had yet to
publish the article. A :etter from July 22 ex-

plains:

Today I have an urgent request (urgent in
your interest). I have so far kept putting off
the article I am supposed to write for the
Schweizerische Musikzeitung about the
Schulwerk because I am missing some vol-
umes. But since, as 7 have heard, Schott is
now definitely willing to complete printing

of the work within the next three months and
has also put its promotion into action, it does
seem to me that... it is necessary to bring out
the review very soon. . I ask you to please:
provide me with manuscripts, particulars
plan (as presently formulated) or whatever
else I can refer to. (Erich Katz, letter to Carl
Orff, 22 July 1933 Em-101)

Orff was quick to respond: "I am very

pleased that you are writing for the

Schweizerische Musikzeitung [Swiss Jour-

nal of Music] ar.d will try to let you have as

much material as possible." (Carl Orff, let-

ter to Erich Katz, 2 August 1933 [S-9,

M-33]) To which Katz happily replies:

"Thanks for your letter! Now, finally, I am

at least somewhat in the picture." (Erich

Katz, letter to Carl Orff, n.d. (1933) [S-8,

M-32])

Katz became a staunch advocate of the

philosophies in Orff's Schulwerk, where
the objective was to break down both mu-

sic and movement to their most elemental

parts. Elemental, in this case, not to be

confused with elementary. Orff describes

this concept as music not by itself but as a

unity of movement, dance, and speech.

The ideological similarities found in Orff's

Schulwerk and Gebrauchsmusik are strik-
ingly apparent. Here is Orff's own descrip-

tion of his work.

It is music that one makes oneself, in which
one takes part not as a listener but as a par-
ticipant. It is unsophisticated, employs no
big forms and no big architectural struc-
tures, and it uses small sequence forms, os-
tinato and rondo. Elemental music is near
the earth, natural, physical, within the range
for everyone to learn it and to experience it.
(Ref. 25, p. 4)
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It is also very close -o the "living quali-
ty" which Katz emphasized in his Music
Seminary in Freiburg. Ferhaps this is why
Katz understood it so well when his article
"Carl Orff and his ̀ Schil.werk' "was final-
ly DU shed in 1933 ef. 20) Interesting-
ly, as an introduction -o tits article, Katz
writes of the "movement for amateur mu-
sic," where there is ar. _nimediate sense of
disillusionment. Had Katz been writing
about the amateur mus_c movement only a
decade before, he would have expressed an
urgency and excitemen: with le idea that,
at the time, was so closely reia:ed to their
philosophies of Gebraufksrausik. By 1933,
however; many of thcse initial ideas had
deterbrated into divide:: circles of interest
anc self-serving ideologies. The new move-
ment n ad inevitably begun to attract fad-
dists and shallow pract.tioners. In hind-
sight i: is clear now wht Katz was writing
about:

Except for its lir-. ited aescciatiori with early
must, the movement fox amateur music of
recent years has made n-.0e progress with re-
scect to growth in numbers rather than
depth. Much was writtzt abcut :he move-
ment, good as w211 as Ill iOCTE in quality;
there was hardly a young czinco ser who did
nct take a stand In its favor, hardly a teacher
who ii .d not become invol.'ed in it trying to
USE it In some way in ha pedagogical prac-
ticss. Eu: much of this inwlvement was inci-
dental, and frequently there was a lack of in-
sight lab the possibilities availatle to the
'amateur' to make real music, CT a lack of
clear s:arting points that -A-ould eventually
led to such an accomrl-shment. (Ref. 20,

p.1)

And .t is in Oaf's Sch-Awerk that Katz
finds ft. ture hope for the loundering ide-
ology of amateur musiz previously ex-

pressed in Gebrauchsmusik. Orff's Schulw-
erk, Katz exclaimed, provides "a serious
and in-depth analysis of the new amateur
music, and beyond that, perhaps even a
new basis for the entire concept of music
education." (Ref. 20, p. 1)
Katz found a working methodology in

the work Orff began at the Giintherschule
and developed in his Schulwerk. He be-
lieved the idea that art should be ap-
proached through body movement and
simple improvised musical elements
rather than intellectualization and analy-
sis:

This 'primitive' music, created from move-
ment, is in no way antithetical to our music
as art; on the contrary, it is a preparatory step
to all music as art; in it, the laws of organi-
cally developed music—often no longer ap-
parent. to the student who is using material
that is intellectually or technically more com-
plicated and stylistically more abstract—are
still pure and can be clearly seen and felt.
They are understood, not through intellectu-
al dissection or analysis, but through direct
involvement in the musical movement, in
musical activity. Improvisation, be it free or
ruled by laws, thus becomes a method where
rhythmic as well as melodic feeling is devel-
oped, the ability to hear is trained, and the
essence of things musical is realized without
effort. Through the nature of the material as
well as the teaching methods, all technical in-
hibitions fall by the wayside... Some essential
musical event always occurs in the exercise,
no matter how simple. (Ref. 20, p. 2)

In connection with the Schulwerk arti-
cle, Katz writes: "Here you have my short
article. . . I hope I have not written any-
thing too dumb, except for the places
where I lied and praised you—but natural-
ly I did that only to please Schott." (Erich
Katz, letter to Carl Orff, n.d. (1934) [S-6a,
M-30])

Not too long after, Katz wrote a
brochure promoting Orff's Schulwerk,
about which, in typical Katz humor, he
writes:

. . . I have, however, sufficiently emphasized
the unique aspect of the Schulwerk. General-
ly, and particularly with regard to the para-
graph on applicability, I think I have done my
utmost and suppose I can expect from Schott
royalties of at least 20% of sales as compen-
sation (and from you a free stay for recre-
ation in the castle at the foot of the Zugspitze
that you are going to have built for yourself
from your income). (Erich Katz, letter to Carl
Orff, n.d. (1935) [5-3, M-26])

Top left, Erich Katz in the 1940s.
Right, Carl Orff and friend in a photo

sent to Erich Katz in 1973.

Unfortunately, their relationship from
this point on grew more distant, no doubt,
due to the relentless tactics of the Nazis. At
one point Katz even writes: "Maybe you
don't even want to see me—if so you may
feel free to tell me in writing!!" (Erich Katz,
letter to Carl Orff, 11 June, 1934 [5-6,
M-29]. By the mid-thirties many of Katz's
Jewish colleagues had emigrated to other
countries. Katz also wanted to leave but
still hesitated. Although he was already
"inwardly separated" from his wife Heidi
(Ref. 21), he was reluctant to give up the
life he had worked so hard to attain and re-
fused to believe things would not somehow
get better.

Any hopeful ideas were dramatically
shattered in the early morning hours of
November 10, 1938, during the infamous
Kristallnacht. Freiburg was not spared the
Nazi-organized pogrom and the synagogue
where Katz worked was set on fire and de-
stroyed, as was the case in over one hun-
dred other synagogues in cities throughout
Germany. (Ref. 18, p. 452) In Freiburg, the
Gestapo, which went into the basement of
the synagogue searching for documents,
barely managed to get out through the
burning flames. (Ref. 15, p. 330) That
same evening, the Gestapo rounded up
137 Jews and transported them to Dachau
concentration camp. Katz was among
them.
The unthinkable had happened. There

could be no more denying the reality of the
situation. Katz was thrown into a living
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hell. Hannah Katz later recalled:

He was there at least two months and that
made a deep, deep impression on him. Year
in and year out he hid nightmares about
Dachau. Erich would scream in his sleep and
I wculd say 'Erich what's the matter?' I was
thinking again of Dachau.' (Ref. 21)

The Nazis let many of the Jews out with
orders to leave the ccuntry. Exile was not
an easy prospect to contemplate for Jews
who had built their lives in Germany and
Jewish immigrants were not welcomed in
many countries. For those without money
conditions were particularly hard. When
Katz was finally released from Dachau in
early 1939, he went immediately to his
good friend Hannah Labus in Berlin and
stayed with a cousin there. Katz eventually
procured an exit visa to England, just days
before Germany invaded Poland.
The first half of Erich Katz's life had

come to a dramatic end. What had once
been a world of limitless possibility was
now one of shattered hopes and dreams.
Katz could look Eack with a certain
amount of pride at what he had achieved.
In the twelve years bllowing his disserta-
tion at Freiburg he had established himself
as a respected music journalist, musicolo-
gist, composer and, perhaps most impor-
tantly, as an educator.
The experience Katz had acquired dur-

ing these years would consistently serve
him in his future work in England and
America. His studies with Gurlitt in an-
cient musical literature gave him the re-
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KATZ CONNECTION
(cont.)

sources he needed to develop and expand
his interest in early music. The philoso-
phies founded in his musical circle, par-
ticularly Gebrauchsmusik, would provide
Katz with an aesthetic ideal that remained
with him throughout his life. The innova-
tive ideas he had initiated at the Music
Seminary in Freiburg had influenced a
generation of young minds. Also, in his as-
sociation with Carl Orff, he helped devel-
op and expose the world to Orff's Schul-
werk, which continues to be a source of in-
spiration for students and teachers alike.
To the very end, Freiburg remained close
to Katz's heart. In a deep sense, Freiburg
was his first love. Katz's Freiburg would
always hold memories of deep pain, but al-
so of great joy and accomplishment.

Postscript

For almost fifteen years, from 1938 to
1952, contact ceased between Katz and
Orff, but the relationship did finally rekin-
dle. Through a renewed correspondence
they grew closer than ever before, a fact
quite evident in their final letters to each
other. Winifred Jaeger recently pointed out
how amazing it was that Katz was even
able to write letters to Orff during his last
few years as he was severely debilitated by
a stroke:

Erich was not capable of doing any reading
or writing during that time, even though he
dictated a few short letters. He was too weak-
ened and constantly tired. We had him sit-
ting up in the wheelchair only for meals, but
otherwise he was bedridden. It is almost in-
conceivable how he managed to write these
letters by hand, being the only writing Erich
produced during that whole time. It seems as
if his memory had zeroed in on what may
have been the happiest time of his life.
(Winifred Jaeger, letter to author, 18 June
1995)

In a moving letter to Orff in the last year
of his life, Katz finally lets his feelings
about Orff be fully known:

Years ago I saw a piece by the German poet
Behr Hofman [which) made a lasting impres-
sion on me. It was called 'Jacob's Dream' in
which the Biblical Jacob, still a young man,
wanders alone in the night and everything is
speaking to him—the spring next to where he
is standing—the stone on which he is sitting.
. . But then he falls into a deep sleep and
dreams that the archangels step down to him
and he has an exchange of words with them.
Finally they become impatient and say to
him: 'You dumb youngster, before you speak
with us you must first learn modesty.' And
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the answer he gives seems like a 'Leitmotif' of
your whole life and creativity. He answers:
'How can he whom God has chosen be mod-
est?' You, Carl Orff, have been chosen and
can, and must, not be unassuming and will
continue your conversation with the
archangels. (Erich Katz letter to Carl Orff,
12 February 1973 [M-9])

As Katz predicted, Orff's Schulwerk did
result in newly defined principles of music
pedagogy. Many of these principles were
similar to the work Katz was doing in
Freiburg at the Music .Seminary. Both Katz
and Orff shared a teaching philosophy and
approach that emphasized the discovery
process and encourapd creativity. It was
an approach that was adaptable to individ-
ualized instruction and stressed the
teacher as facilitator rather than director.
Orff recognized their shared views and,

over the years, looked to Katz for input and

advice. Many years later, when Katz was
near the end of his life, Orff acknowledged
their earliest collaboration when he wrote
to Katz about an African edition of Schul-
werk presented at the University of Ghana:

The people there understand what it is all
about. They understand in 20 days more
than many people in my own dear homeland
understand in 20 years. But I am sure you
will be pleased, because after all you were
among the very first pioneers who began the
struggle and prepared the way. It is also your
success. (Carl 0:ff, letter to Erich Katz, 11
February 1973 [EKA-5])

Several months later, on July 30, 1973,
Katz died, just one day short of his seven-
ty-third birthday. They never did see each
other again. In his eulogy to Katz, Orff
spoke of their relationship, writing an elo-
quent closure to their lives:

Dear Erich, it was, after all, not meant to be
that we see each other again in this life and
you have gone before me. Thus you will re-
main in my memory exactly the way I knew
you from our younger days. I owe you so
much: your human and artistic understand-
ing for my work, especially in the field of ed-
ucation, which you were one of the first to
clearly recognize, and you made it, as it were,
your own mission-in the unforgettable days
in Freiburg along, long time ago. (Carl Orff,
letter to Erich Katz, 25 September 1973
[EKA-11. Letter was mailed to Winifred
Jaeger in response to a request for contribu-
tions to the memorial issue of American Re-
corder 14 [November, 19731)

Mark Davenport, a performer on Baroque
and Renaissance woodwinds, has worked as
a composer, cellist, singer/songwriter, and
instructor at the State University of New
York, College at New Paltz. He is a doctoral
degree candidate at the University of Col-
orado, Boulder.

Katz / Orff Connection: Letters and Correspondence 1929-1973
EKA = Er-_ch Katz Archives, American Music Research Center, University of Colorado at Boulder

S = Orff-Schulwerk Forum, Salzburg, Germany

No.a: from-to: date EKA#: S#: M#: 46. K-0 ?/?/35 03 26
47. O-K 6/29/35 02 25

1. K-0 1/9/29 43 48. K-0 7/9/35 01 24
2. K-0 1/3C/30 42 49. O-K 12/31/38 22
3. K-0 2/14/30 41 50. O-K 6/26/52 21 23
4. K-0 2/22/30 40 51. 0-K 1/15/53 20 22
5. K-0 3/25/30 39 52. K-0 2/15/53 21
6. K-0 ?/?/30 38 53. K-0 8/24/53 20
7. K-0 ?/?/30 37 54. K-0 5/24/54 19
8. K-0 10/27/30 36 55. O-K 6/23/54 19
9. O-K 11/1/30 35 56. K-0 8/6/54 18
10. K-0 12?/ 8/30 34 57. 0-K 8/20/54 18
11. K-0 ?/?,31 33 60 58. 0-K 1/12/55 17
12. 0-K 5/39[sic]/31 32 59 59. K-0 8/3/56 17
13. K-0 6?/7/31 31 • 58 60. 0-K 8/10/56 16
14. 0-K 6/7431 26 57 61. K-0 9/8/56 16
15. K-0 6/10/31 30 56 62. O-K 11/6/56 15
16. K-0 8/1'31 29 55 63. K-0 12/27/56 15a
17. K-0 " ' 28 54 64 K-0 15b
18. 0-K 11/29/31 25 53 65. O-K 2/6/57 14
19. K-0 12? '?/31 27 52 66. K-0 12/15/61 13a 14
20. K-0 1/3/32 26 51 67. 0-K 1/7/62 13
21. O-K 1/21/32 24 50 68. O-K 8/28/62 12
22. K-0 1/25/32 25 49 69. K-0 10/27/64 13
23. 0-K 1/31/32 23 48 70. 0-K ?/?/65 11
24. K-0 2/5/32 24 47 71. O-K ?/7/65 10
25. O-K 2/c/32 23 46 72. O-K 9/19/72 09
26. K-0 2/7/32 22 45 73. K-0 9/25/72 12
27. O-K 2/14/32 21 44 74. O-K 10/21/72 08
28. K-0 2/21/32 2D 43 75. K-0 10/30/72 11
29. K-0 7/3/32 19 42 76. O-K 12/12/72 07
30. 0-K 7/9/32 1.3 41 77. K-0 12/25/72 10
31. K-0 7/25/32 17 40 78. O-K 2/11/73 05+06
32. K-0 8/18/32 16 39 79. K-0 2/12/73? 09
33. K-0 10;15/32 15 38 80. K-0 2/20/73 08
34. K-0 10;25/32 14 37 81. K-0 2/27/73? 07
35. K-0 ?/?/33 13 36 82. K-0 3/22/73? 06
36. K-0 1/22/33 12 35 83. K-0 4/16/73 05
37. O-K 4/25/33 11 34 84. 0-K 4/23/73 04
38. K-0 7/22/33 10 85. K-0 4/28/73 04
39. 0-K 8/2/33 09 33 86. K-0 6/11/73 03a
40. K-0 8/?/33 08 32 87. O-K 6/20/73 C3
41. 0-K 8/18/33 07 31 88. K-0 6/27/73 03
42. K-0 ?r/34 06a 30 89. K-0 7/4/93 02
43. K-0 6/11/34 06 29 90. O-K 7/15/73 02
44. K-0 6/19/34 05 28 91. K-0 7/19/73 01
45 K-0 7/23/34 04 27 92. 0-K 9/25/73 01
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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 L:BEITY Rzmx
PETALUMA, Cu, 94952

707. 763.3981

Jean-ILK
ooucreou
FACTEUR DE FLUTES
RECORDER MAKER

▪ 2 (1 s, Sunny s ide
R osemere(Quebec)
C anada J7 A I N7
Tel.: (514) 979-6091
Fax: (5l4)979-455!

CONTINUO
Magazine and Marketplace

FREE woodwind catalog of CD's,
cassettes, music and books.

FREE sample issue of CONTINUO

Call toll-free
1-800-231-2489

lBen Bechtel •arsichords
2906 Clermont cl•Columbus, OH 43209
(614) 239'7187 Spivey Finalist

CLASSIFIED
Where the haves and have-nots

of the recorder world can find each other
THUMB RESTS: Adhesive backing, rosewood
or ebony, SA or T sizes, $12.50 each, ppd.
Maple, cherry or walnut, SA or T sizes, $3.50
each, ppd. (NY+8%). Seely Workshop, Inc.,
292 Barrington St., Rochester, NY 14607.

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

139 RECORDER DUETS, Rhythm-It's Easy. So-
prano/alto, or two altos, with 320 page text-
book for teaching all rhythmic fundamentals,
and software which makes the Mac computer
a duet partner. College educators call it "an in-
genious rhythmic teaching tool." From LLongs,
714-640-5664; 369 San Miguel, #320, New-
port Beach, CA 92660. $59. ARS members
$49.

AMERICAN RECORDER seeks articles on the
many aspects of the recorder: history, perfor-
mance practice, artists and repertoire, educa-
tion, instrument building, etc. Also, pho-
tographs and reports of news events. Will con-
sider artwork, poetry, riddles, puzzles. Modest
honoraria by arrangement with editor: Ben-
jamin S. Dunham, 472 Point Road, Marion, MA
02738. Phone: 508-748-1750 (bus. hrs); FAX:
508-748-1928.

FOR SALE: Self-teaching Renaissance flute
manual: thirteen graded examples, solo, en-
semble, $10. Renaissance flute solos: thirty-six
pieces, easy to difficult, $10. Ren. flute
duos/trios, $13. Passaggi...Richardo Rogniono,
1592: division exercises -for Renaissance flute,
recorder, $10. Ricercate-Passaggi et Caden-
tie...G. Bassano, 1595, for Renaissance flute, re-
corder, $10. Add 8.25% tax in California; add
$2 S/H. Fine Hand-made Renaissance flutes.
Request Brochure. Perrin, 1747 Maltman, Los
Angeles, CA 90026; 213-660-8475.

FOR SALE: Fehr soprano, Dolmetsch altos, Dol-
metsch soprano. All rosewood with ivory. Mod-
em pitch. From 60's. Gorgeous collecto-'s
items. 608-274-1413.

FOR SALE: Vas Dias Stanesby Sr. Oboe. Used,
excellent playing, good condition. $1,050. 404-
633-1917.

WANTED: Alto recorder by Stieber. Hardy
Geer, 212-222-5873.

Classified rate for American Recorder:
601$ per word, ten-word minimum. "FOR
SALE" and "WANTED" may be included
in the copy without counting. Zip code
is one word; phone and email are two.
Payment must accompany copy. Clos-
ing deadlines are one month before is-
sue date. Send copy plus payment to:
ARS, Box 631, Littleton, CO 80160.

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.

WANTED: Sabathil harpsichord parts, particu-
larly plectra. Marguerite Clarke, 609 William,
River Forest, IL 60305.

MUSIC BY RICHARD EASTMAN: Contempo-
rary, melodic. For catalog, free sample: House
of Porter, 961 East Porter, Naperville, IL 60540.

FOR SALE: Beautiful cherry Renaissance harp
with soft case. 2 1/2 octaves, nylon strings. $500,
obo. Anita Tehennepe, RRI Box 243, Ranklin,
ME 04634. 207-565-0989.

SQUARE GREAT- & CONTRABASS recorders
by Paetzold. Modeled after an organ pipe,
these high quality, inexpensive instruments
have an unusually strong sound and a two-oc-
tave range. Bill Lazar, 1377 Bluebird, Sunny-
vale, CA 94087. E-Mail: jblazar @aol.com.

FOR SALE: Moeck Renaissance alto recorder,
new, $300. Aulos plastic Baroque bass, perfect
condition, $200. 503-485-8678. E-mail:
tjt@efn.org.

RENAISSANCE RECORDER ENSEMBLE of Is-
rael is offering a highly professional perfor-
mance of Renaissance, Baroque, and Classical
music, as well as contemporary music of Israel.
Some works were specially arranged for this
group of young players by Israeli composers.
Musical director Ephraim Marcus has created
an excellent ensemble of pure sound. Highly
recommended. Available now: 4 CDs (specify
vol. 1-4) $12.75 each, pp. Order from Lia Star-
er Levin, 6360 W. 6th St., Los Angeles, CA
90048.
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AESTHE

NOUVELLE ADRESSE

VEUILLEZ PRENDRE NOTE QUE L'ATELIER EST MAIN-
TENANT DEMENAGE. POUR CONTINUER A BIEN
VOUS SERVIR NOUS GARDONS UN POINT DE SER-
VICE A MONTREAL, SUR RENDEZ-VOUS SEULEMENT.
MAIS VOUS ETES TOUT DE MEME BIENVENU(E) POUR
UNE VISITE A L'ATELIER !

LA NOUVELLE ADRESSE POSTALE:

205 SUN NYSIDE
ROSEMERE, QUEBEC

CANADA
J7A 1N7

TEL : (514) 979-6091
FAX : (514) 979-4551

NEW ADDRESS

WE HAVE MOVED THE WORKSHOP. YOU ARE WEL-
COME TO VISIT THE NEW SHOP OR TO MEET WITH
US IN MONTREAL, ON APPOINTMENT.

PLEASE TAKE NOTE OF THE NEW POSTAL ADDRESS
ABOVE.

• ...alio recorders, too.•
Yamaha makes a complete variety of recorders to meet a wide range of

musical talent. Whether for students or professionals, plastic or wooden, each recorder
is designed for optimum resonance of tone. From soprano to bass, our wooden

recorders are made to The highest, most exacting standards.

0 1993 Yamaha Corporation of America, Sand & Orchestral Division, O. Box 899, Grand Rapid;, MI 49512-0899
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,AIagnamusic fliffributors, Inc.

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

TEL. (203) 364-5431 FAX (203) 364-5 16 8

Now available from your local music dealer:

16th-Century Scottish Fantasies & Dances SATB MP6 15.00

Altenburg: Puer natus in Bethlehem SSAT & ATTB ADCI8 7.50

Bassano: Deus qui beatum Marcum SATB & SATB ADC24 8.00

Bassano: Hodie Christus natus est SSA & SATB ADC26 7.00

Byrd: The Four part Consort Music SATB LPMEMED 12.75

Finck: Greiner Zanner 5 insts LPM2o2 5.25

Gabrieli: Amor, dove mi guidi SATB & SSAT & ATTB ADC3o 12.50

Gabrieli: Angelus ad pastores ait SSAATT & ATTBBB ADCI9 10.50

Gabrieli: Deus qui beatum Marcum SATTB & SATTB ADC27 9.50

Gabrieli: Surrexit Pastor Bonus SSAAT & ATTBB ADC2o 10.00

Grillo: Canzon Terza SSAT & ATBB ADCI7 8.50

Lappi: Canzon Decimaquinta, L'Arborea SSA & ATTB AD C22 7.00

Lappi: La Mon teverde SSAT & SATB & SATBB ADC3i 10.00

Lassus: Que dis tu que fait tu SATB & SATB ADC25 8.00

Ortiz: 3 Recercadas A & keyboard DOL6oi 5.50

Parsons: The Song called Trumpets 6 insts LPMEMI3 6.75

Philips: Three Trios 3 insts LPMEMI2 8.25

Picchi: Canzon Decimasettima SATB & SATB ADC23 9.50

Priuli: Canzone Prima SSSA & TTBB ADC29 8.00

Priuli: Canzone quinta SSTB & SSTB ADCI6 8.00

Rovigo: Canzon Decimaottava SSAT & SSAT ADCI4 7.00

Viadana: La Bresciana SSAT & ATTB ADCI5 8.50

Viadana: La Parmigiana ATTB(SATB) & ATTB(SATB) ADC28 7.00

Viadana: La Venetiana SATB & SATB ADC2i 8.00

oiswarzzazoniumrelaN
:\+/:


