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EDITOR'S
NOTE

Welcome back, readers, from a summer
filled, I hope, with rich musical experi-
ences. The Tidings section (page 4) reports
on the June Berkeley Festival, and Gene
Murrow's President's Message (page 3)
discusses his personal experiences at the
Amherst Early Music Festival.

In this issue we continue Scott Pater-
son's helpful series on performing some
staples of the recorder repertoire. This
time he seeks guidance from Aldo Abreu,
Cita Galhano, Alison Melville, and Morde-
cai Rubin on interpreting the Handel can-
tata Nel dolce dell'oblio (page 9). While
players of this calibre may have little to say
about what I remember as my mundane
concerns when I first performed Net dolce
("How the heck am I going to get through
those arpeggiated runs in the last move-
ment?"), I wish I could have benefitted
then from their sage aivice on so many
other aspects: articulaton, phrasing, and
collaborating with a vocal artist.

It has always seemed to me that in chid-
ing early musicians for falsely asserting
the achievement of authenticity in their
performances, Richard Taruskin may have
been imputing his own sense of self-confi-
dence to others. My memory of the early
music scene in the 1970s, before this de-
bate got started, is that musicians who
dared to explore Baroque and Classical
music on original instruments were careful
to express only their enthusiasm for the re-
vealing sounds and insights playing "au-
thentic" instruments imparted. They made
no assertions about the. "authenticity" of
the performances themselves; in fact, from
their researches they were more aware than
most mainstream performers how con-
flicting the historical sources could be.
(Example: when found in the sources, does
a prohibition against a practice argue in fa-
vor of adopting the pra :lice as a common
feature, or the reverser. It is interesting to
read in James Richman's point-of-view
piece (page 15) that this notion of authen-
ticity may have had its roots in the rough-
and-tumble of rehearsals in which Tarus-
kin was involved.

Benjamin Dunham
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PRESIDENT'S
MESSAGE

How on Earth did you get that grass
so smooth, green, lush, and flat?

It's like a piece of silk velvet!"
The very British groundskeeper at the

Cambridge University college to whom I
addressed this question as a naive new
homeowner some years ago slowly
turned away from his mower at the edge
of the cricket pitch. "Well," he answered,
"you prepare and till the soil thoroughly,
plant the seeds at the proper depth, wa-
ter them carefully, weed and mow dili-
gently, and.., and this is the key point...
you roll it regularly" Just as I mumbled
some acknowledgment, he added, "For
250 years."
He wasn't kidding. Of course, I im-

mediately realized my patch of lawn
back home could never look like that,
but the sense of awe and even inspira-
tion outweighed my disappointment.
Though I couldn't do it, I was thrilled
that it could be done, and seeing the re-
sults of such effort and talent gave me
great pleasure. The same thrill and plea-
sure experienced by the legions of back-
yard baseball players watching Mark
McGwire close in on Roger Mars's home

Participants in the Virtuoso Recorder
Program at the 1998 Amherst Early
Music Festival pose with faculty
Sakia Coolen (fourth from left, back
row) and Han Tol (reclining on left).

Recorder and the art of lawn maintenance

run record. The same emotions experi-
enced by us recorderists, amateur and
professional, in the audience at Amherst
College's Buckley Recital Hall on August
4th listening to the recorder trio La
Fontegara Amsterdam,
There is no way I will ever be able to

play like trio members Saskia Coolen,
Peter Holtslag, or Han Tol. Sometimes in
the face of dazzling technique I get re-
sentful or discouraged—Why are they
showing off like that? What's the point
of this pyrotechnical display? Why do I
bother trying to play and teach this frus-
trating instrument? Not so with La
Fontegara Amsterdam.
Their extraordinary technical skills,

artistic intelligence, thorough prepara-
tion, and subtle humor were all in ser-
vice to the music and to their listeners.
Familiar settings of "T'andernaken," "0
Venus Bain," and "Browning" sounded
new, revealing beauty and structure not
heard before. The flurry of notes com-
prising the trio's original divisions on
"La Follia," "La Gamba," and a 14th-cen-
tury estampie went by so fast and so ef-
fortlessly that the effect was that of
clouds drifting across the sky, slowly
morphing from one familiar shape to an-
other. The last of many encores was
Isaac's "Venus" setting, which left tears
in the eyes of many of us.
The communication among the three

players was like watching a beautiful love

scene, whether they
were standing far
apart on opposite
sides of the stage to
heighten antiphonal
effects or hunched
close together over a single music stand.
I asked Han how they achieved such
tight ensemble , especially at a distance
where acoustic delays could play havoc
with fast passagework. He answered,
"we've developed visual cues, and we re-
hearsed those pieces carefully...for 19
years!" Should have known.
This trio from the Netherlands taught

hundreds of us at the Amherst workshop
much about true musical virtuosity It is
a level of playing that reveals and creates
beauty that mere expertise leaves un-
touched. It is so overwhelmingly effec-
tive and seemingly effortless that the awe
and inspiration it provokes leaves no
room for resentment, envy or discour-
agement. It makes us feel proud and it
sets a direction for our own efforts. It is
achieved only by exceptional talent and
long years of hard work and preparation.
Perhaps I should add generosity to

the definition, for La Fontegara not only
led master classes and recorder orches-
tra and coached consorts but served as
faculty for the young people enrolled in
the Virtuoso Recorder program. All three
trio members (plus featured American
virtuoso Pete Rose) conveyed their spe-
cial knowledge to nine students from
around the world: Teresa Hron (from
Czechoslovakia via Canada), An-Chi
Huang (Taiwan), Gunter Janoschka
(Germany), Maria Jimenez (USA), Risa
Kawabata Uapan via USA), Doris Leclm-
er (Austria), Alejandra Lopera (Peru), Ju-
lia Miller (Canada), and Fania Schwebel
(Canada).

These young people are on the long
road to virtuosity. One night I was about
to turn in when I heard several of "the
kids" downstairs in the dorm common
room. They were eager to continue play-
ing following a late night rehearsal with
Saskia Coolen, so I brought down some

Continued on page 38
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Above, at the Boulder Early Music
Shop booth, Berkeley Festival atten-
dees could try out strings and winds
and search for new editions. Below,
left to right, members of Decima:
Louise Carslake,Joanna Brame!
Young, Frances Blaker,Judith Linsen-
berg, Eileen Hadidian, Vida Bateau,
Letitia Berlin, Frances Feldon, Han-
neke van Proosdij, and Rachel Begley.

Above: Kathryn Bennetts and Peter
Bowman after their Recorder Relay
performance of Donald Bousted's
microtonal Journey Among Travellers.

Berkeley Festival in June Presents
Old Friends and Bay Area Talent
The program for the fifth Berkeley Festival
and Exhibition, held June 6-14, offered a
feeling of consolidation: familiar faces and
local ensembles in a well-balanced display
of high-quality early music-making. Pro-
duced by Cal Performances, the event was
planned with the assistance of the Univer-
sity of California's Department of Music
and the San Francisco Early Music Society.

Below, left to right: Glen Shannon,
Sophie Petersen, Marion Verbruggen,
Jenny Semet, and Howard Na after
the Verbruggen Master Class. Below
right, from left: arts consultant Bar-
bara Barclay, Nottingham Fair's Betsy
Blackly, and ARS President Gene
Murrow talk at the ARS reception.

Given the success of the recorderist-led
11 Giardino Armonico at the 1996 Festival,
it seemed natural to invite Judith Linsen-
berg's Musica Pacifica to perform a fea-
tured concert this year on Friday after-
noon. The bubbly, high-energy style of the
Bay Area ensemble, asserted in the open-
ing Sonata in D Minor for recorder, two vi-
olins, and continuo by Francesco Mancini,
was later balanced nicely by a simple,
songful Largo by Alessandro Scarlatti and
a sweet adagio Sarabande by Nicola Mat-
teis. Music by Domenico Scarlatti, Em-
manuele Barbella, and Pergolesi was cho-
sen to show off the individual abilities of
harpsichordist Byron Schenkman, cellist
Elisabeth LeGuin, and violinists Ingrid
Matthews and Elizabeth Blumenstock.

Back again after her engagements in
1990 anc:. 1994, Marion Verbruggen had
the stage all to herself for a Saturday after-
noon concert. Her spontaneity came into
play when competition from an unruly
hearing aid caused her to repeat the open-
ing Telemann fantasia, this time with total-
ly reconceived articulations and ornamen-
tation. Having put the audience at ease,
she then lavished her musicianship on
pieces by Boismortier, Marais (the same
Folies d'Espagne played by Dan Laurin in
1996), van Eyck, and Bach (the cello suite,
BWV 1009). Taking the kind of chances
that work against note-perfect playing, she
enriched the music with enlivened tone,

4 American Recorder



organic phrasing, and a use of vibrato that
matched the skills of a good jazz singer.
The concert was followed by an ARS re-

ception, hosted by Harmonia Mundi
USA, Judge Marie Bertillion Collins, and
ARS President Gene Murrow, at which
plans for the A.R.S. Nova 2000 campaign
were announced. Members of the East Bay
Junior Recorder Society entertained.

Four young and talented players partic-
ipated in the Verbruggen Master Class.
Composer Glen Shannon ornamented the
slow movements o a Bononcini diverti-
memo with imagination, but elsewhere,
Ms. Verbruggen pointed out, the notes
needed more time to tell a story. The orna-
ments for the Corelli sonata Sophie Pe-
tersen played were by Corelli himself, but
Ms. Verbruggen wanted her to play them as
if they were her own. Jenny Semet played a
sonata from 11 PasEor Fido and received
some unusual advize on hand position:
Your teacher is always wrong—only you
know what is comfortable! The youngest
of the four was Howard Na, whose ability
to internalize suggestions from Ms. Ver-
bruggen augured well for his future. His
Telemann fantasia arrived as a tabula rasa,
but by the end it was full of character.
Perhaps the most remarkable recorder

music heard in Berkeley was brought from
England for the Friday session of the ARS
Great Recorder Relay: Kathryn Bennetts'
and Peter Bowman's American premiere of
Donald Bousted's microtonal Journey
Among Travellers for :wo alto recorders was
totally gripping anc convincing. In nine
movements (Curve, Colours, Melody,
High, Sonata, Double, Still, Descent, and
Racket), the piece explores intervallic,
rhythmic and structural relationships.

Earlier in this event, Rachel Begley and
Jennifer Griesbach, harpsichord, collabo-
rated on a program that repeated works
from their Thursday recital: two "new"
Handel pieces, a sonata in F major and a
chaconne in G major arranged from vari-
ous sources, and a set of "patriotic divi-
sions" worked up by Ms. Begley, herself.
(The Thursday recital also included sets of
17th-century Spanish and Italian music
and works by Peter Phillips and Nicola
Matteis.) The voluminous acoustic of the
St. Mark's Episcopal Church beautifully
supported Begley's fl did passagework, as it
had enriched the shifting microtones of
the Bousted premiere.

Judith Linsenberg, with Yuko Tanaka,
harpsichord, opened the Saturday session
of the Great Recorder Relay, starting with
La Luciminia Contenta by Marco Uccellini

Continued on page 24

Indiana Academy
Expands to Two Weeks

In its sixth year— and is first with a two-
week program—Indiana University's 1998
Recorder Academy hosted 22 s-.udents,
ages 11-17, from ten states, Canada, and
England Taireen students were returning
and nine attending for Lie firs: time.

In previDUS years students hac indicat-
ed on evaluation forms that ore way to im-
prove the Academy woulc: be to make it
longer. The resulting two-week program

meant that the days were a bit more relaxed
and that the suggestions made in lessons
and other classes had longer to sink in. The
feeling a: the end of the Academy was that
the longer program was just right, al-
thpugh cne student said on her evaluation
that it should be "a year long."

In addition to a daily schedt le o tech-
nique classes, private lessons, practice, en-
se:nbles, theory, c3 aducting, and master
classes, the Kude Its attended faculty con-
certs, went bowling, canoeing, swimmIng,
had a gong show. produced a newspaper,
and performed in a concluding concer t.

The Adler Has Landed!
On July 11, 1998, at 11:40 am on a sod farm in ncrthern Minnesota, the rec3rder as
an art form was propel_ed to new heights. High powered rocketry enthusiast Phi Mar-
tin successfully launcl-ed an Adler tenor recorder to an esdmatecl height of 4,303 feet
and a top speed of 400 mph. The Adler, which Tanslates from the German to 'Eagle ."
was affixed as the nose cone to a
rocket named "Pipe Dreams"
measuring 5 8", weigEir.g 8.3 lEs
and us:ng a j-275 motcr. The pro-
ject was inspired by Brad Wright
and Dave Brown (the recorder
donor) i the Twin Mies Re-
corder Guild. The light culmi-
nated r.early two years of design.
assembly, and several scrubbed
launch attempts.
During parachu-.e deploy-

ment, the recorder unexpectedly
separate 1 at the boton joint,
causing the main body- and the
head sections to fall directly to
earth, while the botmm section
and the rest of the rocket returned
via parachute. As a testimonial to
the durability of the instrument,
the recorder was essentlally un-
damaged upon recovery and was
still playable.
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TIDINGS
Under the rainbow,

the cast of Noye's Fludde

Britten's Noye's Fludde Provides Instructional
Challenge for Recorder Players in Baltimore
Benjamin Britten's one-act opera Noye's
Fludde afforded a challenging musical ex-
perience in early May for eleven recorder
players representing The Society for Ear-
ly Music of Northern Maryland.

The lavish dramatic production com-
bined the recorder players with soloists
and youth and adult choir members from
Baltimore's The Church of the Redeemer,
directed by Henry Lowe, organist-choir di-
rector of The Church of the Redeemer, and
also involved the audience in congrega-
tional singing.

Britten created the work for presenta-
tion by a community of musicians, both
amateur and professional. The accompani-
ment is scored for string orchestra, piano
(four hands), organ, bugles, percussion—
even "slung mugs" (the suspended tea
mugs are reminiscent of the tuned bottles
of childhood). An ensemble of descant and
treble recorders introduces a vibrant tim-
bre to the orchestral sonority.

Beginning in early March, we began be-
gan rehearsing the recorder music, scored
for descant I, II, treble solo, anc ripieno tre-
ble recorders. Initially, everyone
felt challenged by Britten's ex-
ploitation of the highest tessitura
of the instruments. The use of high
notes, frequent chromaticism, and
trilling sent players scurrying to
their fingering charts.
Our first ensemble rehearsal

proved to be frustrating, as we
squeaked and squawked our way
through the score; however, our
players were determined to im-
prove. In some instances, plastic
instruments responded more de-
pendably than expensive wooden
instruments. Players discovered
how varying breath pressure, sup-
port, and precision of directing the
breath stream affected successful
production of high notes. The
problems were unique to each
player and instrument and could

only be eliminated through patient experi-
mentation and individual practice.
When the players gathered for the next

rehearsal, there was an audible improve-
ment, allowing time to address proper
phrasing and dynamics.
One week prior to the opening perfor-

mance, the recorder ensemble joined
forces with the other orchestral players. Al-
though each recorder player had previous-
ly studied the vocal score while listening to
a tape, entering "on cue" after many mea-
sures of rests proved to be nerve-wracking
and challenging.
Two additional rehearsals with the en-

tire cast and orchestra prepared everyone
sufficiently to present three extraordinary
performances. The overall effect was over-
whelming as well as individually gratify-
ing. In the storm scene, the recorder en-
semble was especially riveting while tonal-
ly painting the lapping of waves, rising
water, and turbulent winds. Following the
storm, a dove seeks signs of land. This
scene was accompanied by a virtuosic alto
solo in triple meter performed expressive-

ly by one of our chapter's technically pro-
ficient players, Tanya Torres. The long
florid solo phrases, interspersed with flut-
ter tonguing, required a player with agility
and superior breath control.
After the final performance, ensemble

members were unanimous in voicing their
appreciation for having had the opportuni-
ty to be a part of such a magnificient pro-
duction. They had conquered fear of the
highest notes of the recorder registers and
hoped other recorder enthusiasts would
have an occasion to "go to extremes" in a
performance of this inspiring work.

—Gwen Sheens,
Musical director, Northern
Maryland Chapter (ARS)

After the deluge: back row from left—
Michael Allman, Angela Tanner,

Harriet Luck, Nancy Larson; front
row, from left—Tina Tra pane, Franca

Barton, Kent Shakelford, Tanya
Torres, Elizabeth Day, Gwen Skeens
(Elise Meyer-Bothling not pictured).
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Trio by Vaclav Nelhybel Premiered
By Ensemble in Atlanta, GeOrgia
The famous Czech-
American composer
Vaclav Nelhybel pub-
lished hundreds of
works in his prolific
lifetime: operas, sym-
phonic works for or-
chestra and band,
choral pieces, and a
large number of mis-
cellaneous compositions including dra-
matic productions and ensembles for a
wide variety of instruments. After his
death on March 22, 1996, his widow,
Dorothea, undertook the mammoth pro-
ject of organizing his catalog of works,
among which were over 160 unpublished
works—one of them a recorder trio!

Since I was a close friend of Vaclav and
Dorothea for over 30 years, she contacted
me about the trio. She knew that I had been
very interested in recorder music and per-
formance since 1990. With her encourage-
ment, I undertook the project of editing the

Alan Drake

trio, which consists of six short but sepa-
rate pieces, actually a little suite of only five
minutes. It had been largely unmarked. I
decided that the top line would be played
on the alto recorder, the middle line pri-
marily on tenor with one piece on alto, and
the bottom line on either the tenor or bass.
Having formed a trio in Augusta, Georgia,
with Peggy Williams and Quentin Kuyper,
I rehearsed it with them and then sched-
uled the first two performances: in Atlanta
for the ARS Atlanta Chapter Consort Day
on March 15, 1998, and in Augusta on
April 26, 1998, for the Harry Jacobs Cham-
ber Music Society Hausmusik program.
Since Nelhybel had given it no title, I de-
cided to call it simply Six Short Pieces for
Three Recorders. It was very enthusiastical-
ly received.
The trio is challenging musically, but it

is not technically difficult for experienced
players (about Grade 3 or 4). The music
shines through in the recorder medium—
beautiful lyrical passages, a theme with

Von Huene Delivers
Contrabass Recorders

This spring, Daniel Brueggen ac-
cepted delivery of the Amsterdam
Loeki Stardust Quartet's new A-415

contrabass recorder from maker
Friedrich von Huene. In June,Joris
Van Goet hem picked up a second

contrabass instrument for the Flan-
ders Recorder Quartet. The third in-

strument in the series is going to
the Dutch ensemble Brisk.

The Transition
Begins at Amherst
Director Valerie Horst looks
over plans of associate director
Gwyn Roberts as it was an-
nounced that Roberts will be-
come director of Amherst Early
Music when Ms. Horst retires
from the post in the year 2000.

Vaclav Nelkybel

varia don, lively episodes, and good hu-
M07. We found that the more we rehearsed
it, the subtleties came to the surface and
various difficulties in ensemble, rhythm,
style, and imonation became more appar-
ent. It proved to be a very rewarC.ng expe-
rience tc give the first performances of this
fine piece.
We hope that it can become an impor-

tant part of 20th-century recorder ensem-
ble li rature. Mrs. Nelhybel has granted
the ARS permission to publish the tric
with no royalties or fees in the hc-oe that it
will receive the wide attention Mat i: de-
serves. The work will be made availarole
through the ARS's Erich Katz Ccntempo-
rary Music Series.

A:an H. Drake

Bits and Pieces

Bob Bergin of Rhythm Band has received
the Distinguished Service Award from the
MENC Music :ndustry Council. Carlotta
Wilsen has been named executive chrector
of the Concert Artists Guild.

Racio International's This Amer-
ican Life included a segment of a show
called "Music Lessons" in which Sarah
Vowell described her study of music in
high school. She talked about her bye of
the recorder and, in particular. how much
playing in a consort meant to her. Visit tie
web site: <:ntp://www.thislife.crg, for
more infcrmation.

Recorderist and flutist Dale Higbee's
Carolina Baroque ensemble ccmpleteC its
10:h anniversary season with a ccncert in
Salisbury North Carolina, on March 22.
Since 1938, the group has performed
throughout North and South Carol:na,
Georgia, and Virginia, as well as on public
radic and television.
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THE MUSIC STORE

A Division of Music Music Inc.

ANNOUNCES its new recorder department featuring quality professional
and student recorders and recorder sheet music.

Moeck
Dolmetsch
Heinrich
Coolsma
Aura
Yamaha
Gill

Music of all publishers
Instruments and accessories
Instrument rentals
On-site repairs
THE FLUTE CENTER of NY

44 West 62nd New York, NY 10023
on Columbus Avenue across from Lincoln Center

212-541-6236 • 212-541-6630 (fax) Monday - Saturday, 10-6

AESTHE

NEW MODELS
A CONVERTIBLE ALTO, A-440-415,
THAT REALLY WORKS. You ONLY HAVE TO
CHANGE THE BODY AND FOOT JOINTS,
KEEPING THE SAME HEAD JOINT, TO
"SWITCH" FROM ONE PITCH TO THE OTHER.
You GET TWO INSTRUMENTS AT A FRAC -
TION OF THE PRICE!

WE HAVE ALSO ADDED AN A-440
SOPRANINO TO THE LINE.

AESTHE
205 SUNNYSIDE

ROSEMERE, QUEBEC
CANADA, J7A 1N7

TEL: (5 1 4) 979-6091
FAX: (514) 979-4551

TOLL -FREE LINE: 1-888-979-6091
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PERFORMING...
Handel's Cantata
Net dolce dell'oblio
The third in a series examining favorite works

by Scott Paterson

for recorder with the help of some experienced players

GEORGE FR1DERIC HANDEL is no
stranger to recorder players. In fact,

his sonatas are perhaps the best loved
Baroque works for die instrument. Howev-
er, like J.S. Bach, some of Handel's finest
writing for the recorder is to be found in
his vocal works, primarily his operas (see
David Lasocld's article "Handel's Original
Recorder Music: A bibliography" listed in
Sources). While the opera arias involving
recorder often require full orchestral re-
sources to perform, the cantata Nel dolce
dell'oblio, HWV 134 offers many of the re-
wards of the larger works but is written for
the modest ensemble of soprano voice, al-
to recorder, and continuo. This article will
offer advice on the performance of the can-
tata from ARS professional members Aldo
Abreu, Cita Galhano, Alison Melville, and
Mordecai Rubin in order to assist readers
with the rewarding experience of perform-
ing this work.

Handel in Italy
The story of Handel's career after his ar-

rival in England is generally well known.
However, his earlier years, and particularly
his sojourn in Italy, are less familiar to the
average musician. Handel was born in the
town of Halle in Germany in 1685. Neither
of his parents was musical and, like Georg
Philipp Telemann (whom he met and be-
friended early in life), he was initially dis-
couraged from performing or composing
in favor of study toward a legal career. Also
like Telemann, he managed to work at his
music in secret until his talent was recog-
nized by a patron in Handel's case the
Duke of Saxe-Weissenfels) and his parents
were convinced to support his musical
studies. In 1702, he entered the University
of Halle and simultaneously took on the
position of organist at the Calvinist Cathe-
dral. When his prcbationary year at the
Cathedral was over however, Handel de-
cided to leave Halle to seek his fortune.

He headed for Hamburg, home
of the only commercial opera
house in Germany, where he began
as one of the second violinists in
the opera orchestra alongside the
young Johann Mattheson. Within two
years he saw the production of his first
opera to great critical success. A second
opera was not as successful, however, and
Handel seems to have fallen out of favor
with Reinhard Keiser, the director of the
company. At the end of 1706, therefore, he
left Hamburg and made his way to Italy to
seek his fortune.

Italy was the center of the musical
world at the time, and Handel quickly
made a name for himself composing op-
eras, oratorios, Latin church music, and
dozens of cantatas. The years spent in Italy
enabled Handel to hone his craft by work-
ing with the finest composers and per-
formers of the age, such as Alessandro and
Domenico Scarlatti and Arcangelo Corelli.
At the same time, he was able to make the
social contacts that led to his eventual res-
idence in England. He left Italy in early
1710 as an accomplished composer poised
on the verge of international fame.

The Cantata in Italy
The term "cantata" first appeared in

Italy in the early 17th century as a catch-all
name for any kind of extended solo vocal
piece. By 1700, however, the cantata had
taken on the character of an isolated oper-
atic scene with alternating recitatives and
arias, though it was still most frequently
written for solo voice and continuo accom-
paniment.
Handel composed almost all of his 150

or so cantatas in Rome, many for the Mar-
quis Francesco Ruspoli, who held weekly
cantata concerts involving the foremost
figures in both music and high society.
These performances were an important
part of Rome's thriving musical life at the

time
(a Papal
ban on o-oera was cir-
cumvented by regukr performances of
cantatas an: oratorios). The concerts also
frequently involved members of the Arca-
dian Academy, a literary society of nobles
and artists who were :nspired by classical
ideals and who exmll ed the simple life of
the shepherd in their art in contrast to the
more mannered style which was prevalent
at the time.

Nel dolce
One of Han id's six surviving cantatas

written for sob voice, solo obbligato in-
strument, and comin-ao is Nel doice der-
oblio, or In S!cep's Sweet Oblivion (as it is ti-
tled in Nor man Plat's translation for the
1952 Schott editon), also known as Pen-
sieri notturni di Fill, or Phyllis's Thoughts
by Night. The work has been dated to 1707
and is in the standard format of Recitative-
Aria-Recitative-A:ia, but, like many can-
tatas of the time, it has a somewhat un-
usual key scheme and some unconven-
tional melodic writing. These features
reflect the unsettleE emotions portrayed in
the text and form part of a long tradition of
unorthodox harmon.c practices in the
cantata, mu:i as had been the case with
the madrigal some generations before.

The text cf the cantata (by an anony-
mous poet) is rather obscure. Platt's tran&-
lation presents the work as the description
of a woman whose lover is imprisoned far
from her and whom she visits in her
dreams. This nerpretation takes some lth-
erties with the text, however, which is
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Rubin and Melville
both point out that the
writing for recorder in

Nel dolce is rather lower
in tessitura than in

similar German
repertoire by composers

such as Telemann or
Bach. Melville feels that
this is a reflection of the
playing characteristics of

contemporary Italian
recorders by makers such

as Anciuti, which still
feature the strong low

register and weaker high
notes of the late

Renaissance recorder.

much less dramatic in its literal form. The
poem would actually seem to be a subtle,
multi-layered depiction of a woman unsure
of her love even as she sleeps at the side of
her beloved. Galhano characterizes the
work as a depiction of the tension between
dream and reality.

The cantata begins with a recitative in
the voice of Phyllis's beloved, who is
watching her while she sleeps. (The name
Phyllis, or Filli, associates the work with
the pastoral, Arcadian tradition.) He notes
that her sleep is disturbed, but he ascribes
this to the depth of her love for him. The
first aria is presented from a perspective
that allows us to know what the sleeping
Phyllis is really thinking: that she is en-
chained by her love. The following recita-
tive seems to revert to the perspective of the
beloved, who is convinced that Phyllis's
sighs come from the depth of her devotion
to him (the flowery language with which
he expresses this delusion is perhaps a jab
at the mannered style despised by the Ar-
cadians). The concluding aria seems again
to be in the voice of an omniscient observ-
er, who draws a moral: while it might seem
easier to Phyllis for her to continue to pre-
tend to be in love, she will eventually be
painfully awakened from that delusion.
The complex mixture of moods in the

cantata raises some questions about tone,
especially in regard to the role of the re-
corder. Galhano observes that the recita-
tives always comment on the beautiful part
of love while the arias comment on its
dark, untrusting aspect. The recorder
parts in these arias, however, are predomi-
nantly bright and cheerful (although Gal-
hano also finds a note of anxiety in them).
Rubin and Melville explain this character
in part by the traditional lightness, even
playfulness of the pastoral tradition (Mel-
ville notes that the first aria is in the tradi-
tional pastoral key of F major, also the
home key of the recorder). It is also worth
noting that in both arias the A sections,
which use the recorder most extensively,
are written in a major key and set a positive
statement in the text, while it is the B sec-
tions which turn to the minor and refer to
the darker emotions. Galhano observes
that the use of the recorder effectively rein-
forces the contrasts in the text.
The use of the recorder as the obbligato

instrument calls up images of love and
sleep, two of its traditional associations,
along with the pastoral associations. Ru-
bin and Melville both point out that the
writing for recorder in the work is rather
lower in tessitura than in similar German
repertoire by composers such as Telemann

or Bach. Melville feels that this is a reflec-
tion of the playing characteristics of con-
temporary Italian recorders by makers
such as Anciuti, which still feature the
strong low register and weaker high notes
of the late Renaissance recorder. She also
feels that singing has increased in volume
generally over the centuries, which puts
the modern recorder player at an even
greater disadvantage. However, she notes
that Handel has often been very clever in
balancing the parts and sensitive perform-
ers should be able to overcome the prob-
lem. Rubin observes that it is helpful if the
singer has a light, sweet voice.
Winton Dean suggests that the original

soprano could well have been Margherita
Durastanti, later one of Handel's principal
singers in London. Colin Timms notes that
none of Handel's surviving Italian can-
tatas is set for tenor, but that it was a com-
mon practice to sing an appropriate sopra-
no work an octave lower. This could easily
be accomplished here (though, of course,
it would change the sonority of the work),
since the singer is, at least at the beginning,
Phyllis's beloved. Rubin notes that the part
could even be sung by a suitable coun-
tertenor voice.
Melville feels that harpsichord and bas-

soon would make an effective continuo
group as an alternative to the standard
configuration of harpsichord and cello.
Rubin recommends a bassoon as well, par-
ticularly in conjunction with guitar as a
chordal instrument.
Melville warns against the use of bass

recorder as a continuo instrument, howev-
er, because of the fact that the instrument
actually plays an octave higher than other
bass instruments. She does suggest that
recorder players can try the piece for their
own amusement as a trio of alto, tenor, and
bass (transposing some bass notes up an
octave when the line goes below low F).
This arrangement also helps to emphasize
the difference in texture between the can-
tata (which does not use all three voices
consistently) and a trio sonata (which em-
ploys a denser texture).
Melville feels generally that the work,

although early for Handel, is still quite
worthy of its composer and is a significant
item in the literature of the recorder. She al-
so warns that the cantata is more difficult
to perform than it looks, though Rubin
notes that it is invariably a crowd pleaser.

Aria I: "Giache sonno a lei dispinge
la sembianza del suo bene"

Since the short recitatives do not in-
clude recorder, they will not be considered
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in detail here. Hcwever, Galhano points
out that, as usual, the two recitatives con-
vey the dramatic aspects of the cantata and
should be sung with a strong sense of char-
acterization.
Melville points out that preparing a

piece with a vocalLst entails some special
considerations, noting that most Baroque
instrumental treatises prominently men-
tion how important it is to emulate good
singing. Specifically, she and Abreu both
suggest that it is helpful to consider breath-
ing and phrasing with the text of the aria in
mind. Melville even suggests having the re-
corder player sing or recite the text in order
to appreciate as many of its rhythmic sub-
tleties as possible. As well, even if the exact
meaning of the wcrds is not clear, any ap-
propriate mental image can be substituted
to help set the mood.
Galhano also strongly recommends

that the instrumeatalists should be con-
stantly aware of the mood of the words as
they interpret the music, and she offers a
quotation from J Quantz on this topic:

Musical execution may be compared with
the delivery of an orator. The orator and the
musician have at the bottom the same aim in
regard to both the creation and the final exe-
cution of their productions, namely to make
themselves masters of the hearts of their lis-
teners, to arouse or still their passions, and to
transport them now to this sentiment, now
to that. Thus it is advantageous to both if
each has some knowledge of the duties of the
other.

Melville feels that it is particularly im-
portant to be aware of the recorder's
changing role within the piece: sometimes
the leading line, sometimes part of the ac-
companiment. She points out that the vo-
cal line should always take precedence if
there is any doubi , because of the impor-
tance of the text.
Galhano suggests a tempo of J= 118 for

the first aria. She feels that it that it has a
lively, flowing character and could be
marked "Andante mosso". Melville, too,
recommends a light, cheerful character but
suggests a slightly slower speed of =116,
noting that much of the decision about
tempo must rest with the singer, since a
movement such as this is often much hard-
er to sing than it is to play. The recorder
player may then need to adapt to the
singer's tempo, for instance by making the
articulations or the rhythmic shadings
more energetic. Abreu recommends a
slower tempo still, =100, though he, too,
recommends an overall character that is
light and graceful.

Abreu and Melville both note that, al-

BIOGRAPHIES
ALDO ABREU has toured throughout the U.S., Europe, New Zealand, Central

America and his native Venezuela. First Prize Winner of the 1992 Concert Artists Guild
New York Competition, and laureate of the Concours Musica Antigua (Belgium) and the
Premio Flauto Dolce (Germany), Abreu has performed at the Ambassador Auditorium
in Los Angeles, Isabella Stewart Gardner Museum in Boston, the Spivey Hall in Atlanta,
and the Metropolitan Museum of Art and Weill Recital Hall at Carnegie Hall in New
York. He has been featured at the 1993 and 1996 Spoleto Festivals in the U.S. and Italy,
the OK Mozart Festival, the Boston Early Music Festival, and the Festival Music Society
in Indianapolis, and has been a concerto soloist with the Illinois Chamber Symphony,
the West Shore Symphony, the Savannah Symphony, and the American Bach Soloists.
Abreu is on the faculties of the New England Conservatory, the Boston Conservatory,
and the Amherst Early Music Festival and Institute. He has recorded for Arte Vision and
Koch International.

CLPA GALHANO studied recorder and early music as a scholarship student at the
Royal Conservatory of the Hague, and at the New England Conservatory in Boston on a
Fulbright scholarship. She records and performs as a soloist, with the ensemble Bel-
ladonna, and as part of the Galhano/Montgomery Duo. She is a member of the ARS
Board of Directors and is Chair of the Special Events/Professional Outreach Committee.
She teaches recorder and early music at the University of St.Thomas and at the
MacPhail Center for the Arts, St.Paul-Minneapolis.

Toronto-born ALISON MELVILLE has performed as a soloist, chamber and orches-
tral musician with various ensembles across Canada, the USA, Japan, Iceland and in
Europe. A member of the Toronto Consort, she also appears frequently with the Tafel-
musik Orchestra and was a soloist on their Juno Award-winning recording of Bach's
Brandenburg Concertos. She has recorded for ebs, Sony Vivarte, Narada, ibs, Dorian
and SRI; a CD of mid-20th-century repertoire is due for release within the coming year.
Recent highlights include playing for the soundtrack of Atom Egoyan's The Sweet
Hereafter, a program of Scandinavian and Scottish traditional music for the 1997
Northern Encounters Festival in Toronto, and her participation in Soundstream's
Canadian debut performance of "Living Toys" by English composer Thomas Ades.

MORDECAI RUBIN studied recorder initially with Lalloue Davenport and
Friedrich von Huene followed by work in Basel, Switzerland, with Hans-Martin Linde.
He played with and directed a number of early music ensembles from 1965 to 1982, in-
cluding The Virtuosi da Camera, the Quadro Barocco, and the Manhattan Baroque En-
semble, all comprised of both instrumentalists and singers. With these groups he made
twelve tours of Europe (including the Salzburg Festival) and fourteen of South America.
Rubin is currently executive director of the New York Recorder Guild.

Melville feels that it is particularly important
to be aware of the recorder's changing role within
the piece: sometimes the leading line, sometimes
part of the accompaniment. She points out that the
vocal line should always take precedence if there
is any doubt, because of the importance of the text.
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though the piece is written in 3/4 time, the
constant use of triplets gives it a 9/8 char-
acter. They recommend that the dotted-
eighth sixteenth figures be played as quar-
ter-eighth compound-time figures. Melville
likens this to movement one of Handel's A
minor recorder sonata and recommends
that even the straight eighth-note figures
should generally be tripletized. Galhano
recommends that the dotted figures be ar-
ticulated "tu-dur" (the "r" a soft "d").

Abreu and Melville point out that, in
imitation of the vocal part, the phrasing of
the triplet figures should usually be two-
and-one. Melville feels that this could be
realized with an actual slur over the first
two notes of the triplet or with a "tu-ru du"

tonguing. Abreu more generally recom
mends alight, legato tonguing with no dry
staccato notes. He also feels that the
triplets in bars 24 and 25 should be slurred
in groups of three following the phrasing
of the vocal part.
Galhano sees the last two beats of bar 3

as being one gesture, leading into the ca-
dence, while Abreu suggests an alternate
fingering of 0124567 for the C in bar 4 (and
its repetition in bar 36', that allows the
phrase ending to taper somewhat. In con-
trast to Abreu and Melville, Galhano rec-
ommends playing the dotted figures liter-
ally in the bass in bars six and eight as a re-
flection of the conflicting emotions in the
text (see Example 1).

Also arising out of the text, Galhano
sees the long scale figure from the second
beat of bar 20 to the first beat of bar 22 as
a single gesture and she points out the spe-
cial texture created in bars 24 and 25 by
the absence of the bass and by the parallel
motion of the top two lines. She suggests
that the triplet groups be slurred in groups
of three notes here, but in such a way as to
make one long gesture of the passage.
Again, Abreu suggests an alternate finger-
ing (034) for the F in bar 26 to bring the
phrase to a gentle close. He also suggests
that the rising scale figures in bars 38 and
40 should be played elegantly and without
any hint of rushing.
Melville notes that the B section has a

more complicated rhythmic structure that
is more like a true 3/4 time. Galhano
points out that this reinforces the change
of mood in the text, along with the fact that
the bass takes a more active role rhythmi-
cally in supporting the voice. Melville feels
that the eighth rhythms could be straighter
here, though without necessarily being lit-
eral, something in the manner of the
French inegal technique. By contrast,
Abreu feels that the eighth notes in this
passage should be played equally.
Melville feels that if there is going to be

some flexibility it is important that the
group members make their decisions to-
gether. She points out, though, that it is
quite possible in the excitement of perfor-
mance for the agreed-upon arrangements
to be altered or simply forgotten by one of
the performers. It is then up to the other
members of the group to follow the change
in course in order to keep the integrity of
the performance intact.
There is a strong dissonance in bar 49

and in the following bars, and both Abreu
and Melville caution that the singer should
sustain the tied note and that the recorder
player should enter strongly to make the
most of the effect. Galhano sees the pas-
sage as a musical depiction of the chains
mentioned in the text and recommends
that the whole passage be performed with-
out vibrato in order to draw the ear to the
harmonic colors. Melville advises that in
bar 56 the singer will have to be especially
careful not to cover the low notes of the re-
corder.
Melville feels that ornamentation is ap-

propriate on the da capo of the A section in
the recorder part, especially if the singer is
ornamenting. She feels, though, that the
ornaments have to be carefully chosen,
since Handel's original line is quite com-
plete, and that it is easy to overdo the or-
namentation to the point of tastelessness.
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She suggests several possibilities for orna-
mentation: vary the rhythm of the running
triplet figures, fill out some of the dotted
figures with another note of the chord, add
neighbor notes, fill in wider intervals, or
simply add short trills. She notes that even
small touches can have a good effect, such
as varying the character of the quick-note
runs in bars 38 or 40 by starting one or the
other a little late (see Example 2).

Aria II: "Ha l'inganno il suo diletto
se i pensier mossi d'affetto"

Abreu characterizes this second aria as
being energetic aid lively and recom-
mends a tempo of =108. Galhano agrees
with this conception, describing it as an
'Allegro Moderatq." However, she prefers a
slower speed of = 92, pointing out tha
the rhythmically active bass helps create
the lively effect. Melville suggests a mid-
range tempo of J = 96, although she sug-
gests that a slower tempo is possible and
may be more appropriate for the singer,
since the text is syllabic and difficult to
sing quickly. She also points out that all the
phrases in the text end on weak syllables
and that it is very important for the con-
tinuo players to be aware of this fact and
not to overemphasize cadential notes.
Melville feels ihat the opening figure

should be played flexibly but with good
strength in the fingers to give an effect of
clarity, especially in the descending six-
teenths in bars 4 and 5. She notes once
again that a clue to the phrasing in the
opening bars can be found in the text, es-
pecially in the accent on the downbeat for
"diLETto" in bar 7 (Melville points out that
Handel's setting of Italian is generally
much more idiomatic than his setting of
English!). Similarly, Abreu recommends a
"tu-tu-ru" pattern for the eighth and two-
sixteenth figures in the first complete bar
and slurring the last four notes of the first
complete bar in pairs to prefigure the
grouping in the voice part in bar 7.
Melville feels that even the repeated C's

in the opening pickup bar can take some of
their character frcm the text in the corre-
sponding bar of the vocal part (bar 6).
Abreu and Galhano both recommend a
staccato approach to those repeated notes,
and Galhano emphasizes that they must
have clear forward direction.

Both Abreu and Galhano recommend
that the many passages of oblique motion
(e.g., the sixteenths in bars 2 through 5) be
articulated with a distinct staccato, em-
phasizing the changing notes (A-G-F-E-D-
C-B-A-G in bars 4 and 5, for instance). Gal-
hano further recommends that the first

DISCOGRAPHY

The following recordings are those listed as being currently available in
the Schwann Opus catalog, except for the recording by Mary Enid Haines, for
which Alison Melville has supplied the information.

Elly Ameling (soprano), unidentified instrumentalists. Deutsche Harmonia
Mundi 74321-26613-2.

Julianne Baird (soprano), Philomel Baroque Chamber Orchestra. Dorian
DOR 90147.

Mary Enid Haines (soprano), Alison Melville (recorder), Margaret Gay
(cello), Valerie Weeks (harpsichord). ibs IBS 1003.

Christina Hiigman (soprano), I Quattro Temperamenti. BIS CD 403.
Maria-Cristina Kiehr (soprano), Armonico Theater Ensemble.
Accord ACD 204212.

SOURCES

Music
Eric Haas of the Early Music Shop of New England has kindly supplied

the following remarks about the currently available modern editions of
Handel's Nel dolce dell'oblio:

Doblinger GKM28. The continuo part is realized for continuo.
Girolamo Verlag G11.001 (ed. Miiller-Busch). The continuo is a bit thick but

the parts are beautifully laid out, with two copies of a soprano voice/alto
recorder score for coordination, and the vocal part included with the bas-
so part for the recitatives.

Zimmermann ZM1114 (ed. Schlenger). This edition has a rather thick, old-
fashioned continuo part and lots of articulations added to the voice part.

The cantata is also printed in both the 19th-century complete edition, G.F.
Handels Werke (volume 52B), and the modern Hallische Handel-Ausgabe
(series V, volume 4).

The old Schott edition (5662; ed. Bergmann-Hunt) is now, unfortunately, out
of print but may be available in libraries.

Books
The following books and articles give a good general background to

Handel's cantatas:

Winton Dean: The New Grove Handel. W.W. Norton & Company, 1983.
Christopher Hogwood: Handel. Thames & Hudson, 1984.
David Lasocki: "Handel's Original Recorder Music: A Bibliography" in The
Recorder Education Journal, No. 3 (1996).

Colin Timms: "Cantata: Handel" in The New Grove Dictionary of Music and
Musicians. Macmillan Publishers, 1980.

Johann Joachim Quantz (trans. Edward R. Reilly): On Playing the Flute. Faber
and Faber, 1985.

There is surprisingly little research specifically regarding Handel's can-
tatas, but the curious can consult the following annotated bibliography:
Mary Ann Parker-Hale: G.F. Handel: A Guide to Research. Garland, 1987.

Humor
Carol Herman has written a humorous contrafactum of Nel dolce dell'oblio

entitled Obliterate that Obbligato, beginning: "Is this the music chosen?
I do not like it, for it has a recorder in it, playing a lot!" The music is avail-
able from the author and selected music retailers.

September 1998 13



Nel dolce dell'oblio, Aria II

Example 3: bars 1-6, showing possible adjustments
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Example 4: bars 21-25, showing possible ornamentation
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In Aria II, Galhano
suggests that a slower
tempo is possible and

may be more appropriate
for the singer, since the

text is syllabic and
difficult to sing quickly.
She also points out that

all the phrases in the text
end on weak syllables

and that it is very
important that the

continuo players not
overemphasize
cadential notes.

three sixteenths in the pattern (e.g., the
second beat of bar 2) be slurred. For
Abreu, the echo effect between bars 2 and
3 can be brought out with softer fingerings
(for instance, E at the beginning of bar 4:
023 or 02456; following D: 013456) and/or
with shorter articulations, while Galhano
recommends that the final long sequence
in bars 4 and 5 be kept strongly directed
without a ritard to prepare the entry of the
voice (see Example 3).
Melville warns that in bars 15 through

17 it is important to dovetail the voices
carefully since the part which is ending a
phrase will be inclined to hold back slight-
ly while the part that is entering will be in-
clined to be early. She feels that there is
room for some ornamentation in bar 17 in
the recorder part on the last of the repeti-
tions, and that the figure could even be
played in a Lombardic short-long rhythm
at least once in the course of the move-
ment. Abreu recommends either paired
slurs or an articulation such as "tu-rut" on
the sixteenths, while Galhano feels that the
figure should be played very lightly in il-
lustration of the text (which refers to the
delights of love), especially the two eighths
at the end of the figure.

In bar 18, Melville recommends that the
repeated thirds be clearly articulated in or-
der to be heard in balance with the vocal
part, while Abreu recommends an alter-
nate fingering (0124561) for the last C in
the bar to help taper the phrase.
Melville feels that the short figure in bar

19 should be placed carefully in order to ef-
fectively bridge the vocal phrases, though
she emphasizes that it is important for the
recorder player to realize that it is not as
important here for every note to predomi-
nate as is the case in a solo sonata. She sug-
gests that a good analogy would be the in-
terjections from a chorus that add color to
a soloist's line without predominating.
Melville warns that in bar 20 the re-

corder player should consult with the
singer about a breath before her high A. If
this is necessary, the recorder player
should pause slightly before the last three
sixteenths to stay together with the voice.
Melville emphasizes that the B section

should be prepared by the instrumental-
ists, especially the recorder player, in bar
25. She feels that both the singer and the
instrumentalists have to be clear about the
placement of the final cadence of the A sec-
tion so that the B section can begin
smoothly. The same is true in reverse for
the return to the da capo at the end of the
B section.
Galhano points out that the beginning

of the B section is a very important mo-
ment in the text because the tone darkens.
She recommends that the passage be pre-
sented by the singer with real feeling, al-
most in the manner of a recitative. If pos-
sible, this character should be maintained
right up to the very last note of the B sec-
tion, which hangs in the silence of the rest
before the return of the lively recorder fig-
ure at the beginning of the repeat of the A
section.

Again, Melville recommends some
carefully chosen ornaments on the da
capo, while Galhano recommends a cou-
ple of closing gestures. At bar 21 of the da
capo an expressive ritard marks the final
notes of the vocal part. Then, at bar 23, the
recorder player can play the final three six-
teenths of the bar somewhat hesitantly be-
fore proceeding down the sequence with
extra energy (Example 4).
Scott Paterson is a recorder teacher and

ensemble coach at the Royal Conservatory
of Music of Toronto, where he is also chair
of the wind and percussion department
and coordinator of the Baroque Ensembles
Program. He is an active freelance per-
former on recorder and Baroque flute and
a record reviewer for several magazines.
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Point of View

Taruskin Agonistes:
Text and Act Reconsidered

Now that the well-known commentator is once again addressing the subject of early music
in The New York Times, a former colleague explores the origins of his ideas

by James Richman

S A PA17ICIPANF IN the New York early music scene,
I have always felt :hat the body of Richard Taruskin's work
has never been adequately appraised. Ever since his negative
articles on early music started appearing in The New York
Times, the unanswered question has been why a gambist/mu-
sicologist would devote so much energy to disparaging the
field of original instrument performance practice.
Taruskin was alarmed by what he saw as an "hegemony of

original instruments." But in New York City, for example,
there is no longer a living to be made in the field, at least not
without a lot of travel. Indeed, Taruskin's success in disparag-
ing the field has been beyond his wildest expectations. Along
the way, The New York Times has lost all sense of shame, feel-
ing comfortable comparing the estimable Handel & Haydn
Society of Boston to an orchestra of kazoos.
Taruskin's criticisms of early music performances aren't

always invalid, blit they are always destructive in their tone.
With a nascent field, this is problematic in the extreme. Is
Taruskin be pleased that our new countertenors now give
recitals accompanied by a modern piano in order to avoid be-
ing associated with harpsichords or early music? Early music
hegemony, indeed.

John Butt tried. to make sense of Taruskin's arguments in
his review of Text and Act (Oxford University Press, 1994, 382
pp.) for Early Music magazine in 1995. But he found it diffi-
cult to discover a consistent and considered intellectual con-
struction in Taruskin's writings. The reason, I suspect, is that
Taruskin may have borrowing post-modernist structures to
fashion a weird sort of revenge on those who rejected his per-
formances in the diverse and active musical scene that char-
acterized New York City in the 1970s.

As a performer of Renaissance and Baroque music, Tarns-
kin was widely viewed as hopelessly Romantic, disregarding
information that liad been wrung from the original sources
and producing performances of Ockeghem and Couperin
that could have been mistaken for Stokowski outtakes.
When he finally understood that his colleagues didn't

care to justify the-_r basic attitudes at every rehearsal, Tarus-
kin's responded with, "If I'm not authentic, none of you can
be either." Marshalling 15 years of stored-up debating points
as ammunition, he found it a simple matter to produce

scorching journalism when the opportunity arose in The
New York Times.
Taruskin himself refers to these years at the beginning of

Text and Act, in the form of a fable.

Some years after I had moved away from New York City and left
my performing activities behind, I learned that a fable lived on
there about a self-serving choir director who used to give dreadful-
ly unauthentic (sic) performances of Renaissance music and who.
when this was pointed out to him, resolved not to reform but in-
stead to wreck the whole idea of authenticity. 'And that," the fable
concludes, "is why we can no longer use the word."

Taruskin asks us to dismiss this fable as fiction, but just
how painful it was for him to be judged "inauthentic" by his
peers is evident on many a page. He opens his long article for
Nicholas Kenyon's anthology Authenticity and Early Music by
reviling the very definition of "authentic" in the Harvard Dic-
tionary of Music: "historically appropriate to the music being
performed.'
What frustration he feels!

Here it is at last in all its purloined majesty this word that simply can-
not be rid of its moral and ethical overtones (and which always carries
its invidious antonym in tow) being used to privilege one philosophy
of performance over all others.

He feels trapped.
One simply cannot dissent from the concept when it is defined this
way. One is hardly free to say, "I prefer inauthenticity to authenticity"
or "I prefer inappropriateness to appropriateness'—at least if one is in-
terested in maintaining respectability with the crowd that swears by
the Harvard Dictionary.

While any number of fine musicians play exactly the way
they want to without a care in the world for the Harvard Dic-
tionary, as would any decent postmodernist, Taruskin had
no such freedom. For a man of essentially rabbinical charac-
ter, it was unbearable to be outside the canon. Taruskin be-
lieves deeply in research and knowledge in a way that no de-
cent postmodernist would ever admit. Had history revealed
that Bach played his music in a Wagnerian manner, he would
have taken his place in the forefront of historically accurate
performing. The evidence simply came in against him. He ex-
pected, I'm quite sure, to have his predilections vindicated
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over time, but this was not to be. To
save his self-esteem, the only path avail-
able was to dismiss the entire process
as pointless and nowhere near as im-
portant as being true to oneself.
Of course, there is no particular con-

tradiction between being true to oneself
and respectful of the composer and his
context, but for Taruskin there has to
be, by definition. And therefore per-
formers in the early music field are to
be condemned for subjecting their own
personalities to the composers'. Sadly
for him, this is a problem only if your
taste and self-interest are very much at
odds with the composers'. As with love,
many are delighted to submit where
others find only discomfort and disgust.

And of course, no one prominent in
early music in those days ever used the
word "authentic" either in the prescrip-
tive sense that Taruskin attacked or in
any way other than to suggest a goal
that would always be imperfectly real-

No one prominent in
early music in those days

ever used the word
"authentic" in any way
other than to suggest a

goal that would always be
imperfectly realized. Even
publicity blurbs usually
said something about how
one "didn't use original
instruments in search of
museum-like authenticity,
but rather because they
were the best means for
making the music
vibrantly alive."

ized. Even publicity blurbs usually said
something about how one "didn't use original instruments
in search of museum-like authenticity, but rather because
they were the best means for making the music vibrantly
alive."
Taruskin's advice to the players in our ensemble, Concert

Royal, was inevitably "don't worry about period practice, etc.,
just play it my way." In chamber music, one plays the other
members' way as a matter of course, but Taruskin's "ideas"
were so predictable and his defense of them based on such
meager scraps that the situation soon became impossible. He
left us when the members refused to surrender the right to
pursue our impossible dream. Our (and others') rejection of
his preferences didn't seem to bother him at the time, but I
think that as he became more and more isolated, and as more
and more evidence came in that left him on the wrong side of
the facts, he may have become bitter.
By the 1981 convention where the first paper in Text and

Act was read, he was not at all "among friends" as he claims.
By then he had realized how serious was the widespread re-
jection of his approach. By 1984 he was taking advantage of
Nicholas Kenyon's "sensationalist" debut at Early Music mag-
azine to make real trouble, sticking a dirty finger in the eye of
the whole notion of historical musical inquiry, while mount-
ing a passionate defense of himself and his ways. His self-jus-
tification is already to be found in this piece, although the fi-
nal section where it appears has never drawn much attention.
It is here that we find his definition of "real" authenticity. He
points out that over the course of fifteen years conducting
Renaissance music

I seem to have built up quite a collection of specific performance
practices, as 1 learnt recently when some members of my choir
Cappella Nova presented me with a treatise they had compiled
from our week-to-week doings in rehearsal. Hardly a one of them
is historically sanctioned, but taken as a whole, they are what give
our performances authenticity... An authenticity of this type has
tremendous moral force and is, regardless of the gabble, what
keeps our movement alive and gaining ground.

Here is Taruskin's story, virtually
complete in a few sentences. And
please note that in 1984 it was still
"our movement." He then proceeds to
talk about his choral conducting and
his award from the AMS, establishing
his bona fides yet again as a performing
musician.
While Taruskin says many sensible

things along the way in Text and Act,
none of them is particularly notewor-
thy. It was his "authenticity" gold mine
that propelled him into the limelight. I
can always get sweet reason out of Ta-
ruskin by editing him a little or by
looking in the unimportant or less am-
bitious pieces. He actually often winds
up saying something like, "Historical
performance is all right and even com-
mendable in the right hands." But
there would have been no headlines in
The New York Times were this his
message!
This book, and this career, are really

about "Beethoven Lite" and the "Spin
Doctors of Early Music"—instrumental playing, not choir
practice. The New York Times and the commercial music in-
dustry for that matter could care less about Renaissance
choirs. Taruskin's zingers are aimed at instrumental perfor-
mance, at the Hanover Band and Christopher Hogwood, not
at the Gothic Voices or the Tallis Scholars. Even his excep-
tions are suspect and suggest other agendas. In an absolutely
hagiographic essay on Les Arts Florissants for The New Re-
public (not reprinted in Text and Act), he assures us that
"their orchestra and chorus have precisely the size and make-
up of the originals." Such a claim is nonsense, no matter how
well they play. Their signature program early on was an oper-
atic double-bill of Marc-Antoine Charpentier's Acteon and
Rameau's Anacreon, both of which were performed with an
orchestra of some 22 players, even though the first was
scored originally for six or eight musicians and the second
for an orchestra of 45 or 50. (This incongruity is admitted in
the liner notes to the Charpentier CD.) Imagine if Christo-
pher Hogwood had accepted this kind of compromise! And
why does Taruskin even bother to assure us that everything is
all right musicologically if "authenticity" has nothing to do
with that sort of thing? What does he really believe?
Taruskin's essays in Text and Act are for the most part not

scholarship but rather highly personal reviews of other per-
formers, written while wearing a scholar's hat for effect.
Included are various short critiques his writings have pro-
voked—along with his rebuttals, which neatly give him the
last word. He has to be nervous about all the damage he has
in fact done to people's lives. "I didn't entitle the piece 'Spin
Doctors of Early Music," he blusters. That was the Times. "I
called it 'It's Not Historical, It's Much Better Than That." If so,
one might ask, why is it published in Text and Act under the
much less flattering title, "The Modern Sounds of Early Mu-
sic"? No one would derive the purported original title from
the actual piece. "Spin Doctors of Early Music" is a very ap-
propriate headline, and Taruskin could surely have predicted
something like it. He admits to being in a vicious mood when
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he wrote the article, after being treated as the local curmud-
geon at a conference in Berkeley.

In Text and Act he indicated that this was it for him on the
subject of early music, claiming with this opus "to reply gen-
tly to a few of his critics and take tender leave of the topic."
But articles in The New York Times this summer have proved
that he cannot resist continuing to offer a "thumbs up" or
"thumbs down" from his pseudo-scholarly perspective.

Like a Creationist or any other Fundamentalist, whose
point of view is not to be disturbed by any contrary facts, his
tactics are to bluster and threaten, and generally create all
kinds of difficulties for those whose views prove to coincide
more closely with reality than his own. Like the Creationists,
he is willing to use any and every rhetorical trick in the at-
tempt to hold whatever ground is left against the encroach-
ments of a consistent and powerful world-view that is anti-
thetical to his own. "Darwin's science is no longer accepted
as true," and "Galileo was wrong about the world being a
sphere," say the Creationists. Of course, these statements are
true in the narrowest sense, but as to whether the world is ba-
sically round or flat, basically in motion or stationary there
is no doubt.

ANALYSIS OF TWO EPISODES in Text and Act, one of person-
ality and one of art, will I hope serve to illustrate the preju-
dice found in Taruskin's world view

I recognized myself on page sixty of Text and Act even
though my name wasn't there. (Oddly enough it's in the in-
dex for that page.) I knew I had to be the "New York harpsi-
chordist announcing that his would be the first New York
performance of the Goldberg Variations from the Neue Bach-
Ausgabe." Not what! announced of course, but a Taruskinian
point needed to be made! He goes on:

This kind of thing is the performer's analogue to what is regret-
tably becoming a pair of recognizable types among scholarly pa-
pers—the kind that merely lists variants between versions or
sources, and the kind that makes an exhaustive physical descrip-
tion of a sketch.... This is preparatory work offered as the sub-
stance of scholarship. Similarly, a performance that merely sets
out to demonstrate that Bach was Baroque represents preparatory
work, not the substance of performance.

What is Taruskin saying? Papers
like those are more useful than he ad-
mits, although they admittedly do not
rise to the level of heroism demanded
by the late Romantic school. Likewise,
even a performance that did nothing
beyond honestly offering newly discov-
ered music would not be totally with-
out redeeming value. Taruskin's as-
sumption that playing all the notes
would somehow limit my performance
is indeed bizarre. The advertising
"come-on" certainly did not in any way
limit my performance and was
preparatory" only in the sense that we
all try to get as many of the right notes
as possible into our recitals!
The thicker (to use the sociological

term) truth of the matter is much more
interesting. In 1973 or thereabouts, a

remarkable discovery was made quite inadvertently by the Al-
satian musicologist Paul Blumenroeder, who sent his first
edition copy of the Goldberg Variations for rebinding. In the
old binding a page with fourteen canons on the Goldberg
theme was discovered, and the proximity of the handwriting
on that page to that of the many red-ink corrections in the
book itself led to the immediate recognition that this copy
had to have been Bach's own, into which he had put his cor-
rections and emendations.
Now this was indeed a marvelous find! Among other

things it resolved once and for all the variant readings, while
adding unimaginable decoration and several "obvious" right
notes. In effect, it became overnight the unique source for the
work The new notes and changes were not only instructive
and revealing; they were very pleasing to the musical sense. I
found them delightful, as have most people who are intimate
with the work. Why would Taruskin find it somehow de-
meaning to pursue this newly discovered, better, version
(which, by the way, was not in the NBA at that point)? The on-
ly possible reason, besides ignorance, is a blind prejudice
against the fruits of musical research and discovery.
Thus, the grist I provided for Taruskin's mill proves upon

closer examination to have implications that make him look
bad, not me. I was not limited by playing the right notes; nor
was I limited by using the harpsichord. It seems that he can
see only the details of performing, and when he finds a detail
morally questionable he pounces. What satisfies him as a kill
is usually no such thing, even out of context. And how inter-
esting is is that he felt free to characterize a performance he
didn't hear!
Taruskin bewilders me in that I have no way of knowing

this kind of detail in the myriad other examples he provides
to score points, and I suspect a lot of them are duds like the
case of my recital brochure.

MY SECOND EXAMPLE is Taruskin's dissection of perfor-
mance ideals in Bach's Brandenburg Concerto No. 5, which is
to be found in his essay for Kenyon's anthology several years
after the 1984 issue of Early Music containing the first "sym-
posium." In this remarkable piece, Taruskin compares Wil-

helm Furtwangler's piano performance

Why would Taruskin find
it somehow demeaning to

pursue this newly
discovered, better, version
(which, by the way, was
not in the Neue Bach-
Ausgabe at that point)?
The only possible reason,
besides ignorance, is a
blind prejudice against
the fruits of musical

research and discovery.

of the Fifth to several harpsichord
recordings, ranging from Bruno Wal-
ter's to Christopher Hogwood's. He
prefers Furtwangler, which as a critic
he has every right to do. I myself greatly
enjoy Furtwangler as a paragon of au-
thentic Romantic interpretation (sorry I
can't resist), and his musicianship is
such that I'm sure I would prefer his pi-
ano Brandenburg to Rudolf Serkin's, for
example. But Taruskin is out for blood.
The principal reason the other perfor-

mances fail for him is because they lack
weight and are too fast, and most of all,
because they have a steady rhythmic
sense rather than a flexible beat, which
works so well in late Romantic music
and which Taruskin would have us use
in Baroque music as well.
Now pretty much everybody agrees
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that there was a steady beat in the so-
called Baroque period, which gave way
in the 19th century to a much more
flexible beat. Chopin is described as
playing tempo rubato the old-fashioned
way, with the left hand keeping a steady
beat while the right varied the rhythm
expressively. This is the way Mozart
played, and he bragged that the right
hand got so far from the left that the au-
dience thought they would never be re-
united. Bach's rhythm was praised as
being as steady as a mill wheel. Of
course there was the whole universe of
freewheeling fantasias and preludes,
but dances, concerti, and the like were
quite evidently played with a steady
rhythm. From our own group I have
vivid memories of Taruskin pausing for

I have vivid memories of
Taruskin pausing for
effect, a la Isaac Stern,

after the two quarter-note
upbeats to the gavotte,
and I always wondered
what the dancer was

supposed to do on these
little hops while the

musician took time. Wait
in the air, perhaps?

effect, d la Isaac Stern, after the two
quarter-note upbeats to the gavotte, and I always wondered
what the dancer was supposed to do on these little hops
while the musician took time. Wait in the air, perhaps?
But Taruskin mocks the whole idea of steady rhythm—to

him it is the closest correspondence music makes to geome-
try, and he quotes at length somebody named Hulme, who
made a contrast between vitality and geometry. For him, Fun-
wangler = vitality and all the rest = geometry And this goes
on page after page, dragging in Karl Marx, Landowska, Orte-
ga y Gasset, Theodore Adorno, Castiglione, Ezra Pound, T.S.
Eliot, and all manner of nonsense and confusion conflating
Stravinsky's neo-classical "sewing machine" with its oppo-
site—good Baroque performance—just to prove that Christo-
pher Hogwood is a bad musician!
One would think that in the process of constructing all

these air-castles Taruskin might have deigned to look at the
score in question. If he had, he would have noticed that Bach
writes for solo harpsichord, solo flute, solo violin, violin° in
ripieno, viola in ripieno, violoncello in ripieno, and violone
in ripieno, a total of seven lines, three soli and four ripieni.
Taruskin describes the records he despises for their lightness,
speed, and thinness as follows: "in Reiner's recording there
was a ripieno of two players to a part (for a total of ten) in ad-
dition to the soloists; in the Collegium Aureum version there
were solo ripienists, and the violin soloist was also the first
violin of the tutti, so that only seven players in all participat-
ed." Of course, in the latter case the solo violin didn't in any
way play the tutti line, as this is simply not possible. Rather,
each of the seven lines had an individual executant. In the in-
dex to these recordings, Trevor Pinnock's also grows an extra
ripieno line, and the soloist is again credited with the impos-
sible, playing both the tutti and solo lines: "The English Con-
cert (ripieno: l[plus solo], 2, 2, 1, 1)."

In addition to setting him straight on the orchestration,
the score would have enlightened Taruskin about the variety
available to "geometry" (musical example, bars 61-110, first
movement of the Fifth Brandenburg). While the late-Roman-
tic period has very little use for the art of patterns, referred to
as "arabesque" in art history, it is a technique that is found in
many if not most artistic cultures all around the world. It is
prominent in Baroque music, which is one of the salient dif-
ferences between the Baroque and Romantic periods. In his

essay, Taruskin cites a rather unin-
spired bit of Bach "geometry" from the
Violin Concerto in D minor and then
drags in similar uninspired writing in
Stravinsky's Concerto for Piano and
Winds, which he doesn't like any bet-
ter. What this has to do with proving
that Bach should be played in Roman-
tic style is never made clear, except that
Taruskin finds this "geometrical" kind
of writing wanting in general.

In Bach's Fifth Brandenburg, on the
contrary, the use of arabesque is stun-
ning in its beauty. This is surely be-
cause of the prominence of the harpsi-
chord, with its inability "to swell and
diminish the sounds," in Couperin's
words. As anybody knows, the harpsi-
chord's particular beauties are not of
the romantically expressive kind. This

is of course why orthodox Romantics today have so little use
for the harpsichord, but if one accepts it as a valid musical in-
strument one must also accept beauty of an entirely different
kind from the rugged espressivo of the late Romantic. What is
surprising here is that one of the most glorious examples of
arabesque to be found in Western music seems totally lost on
Taruskin, a gambist.
Taruskin's main point is that, for Furtwangler, Bach is

part of an organic tradition—Wagner in Bach, Bach in Wagn-
er, the presentness of the past, and the pastness of the pre-
sent—not just a pasting of Wagnerism on Bach, as we early
music philistines would allege. For Taruskin it's not histori-
cal merely to learn from history—one has to embody it. But
this is not possible, since we have no direct tradition from
Bach's time. The Fifth Brandenburg came into the repertoire
after Tristan did; it was "interpreted" on the piano to please
the taste of late-Romantic audiences while providing a dose
of history. There is no tradition here, and the orthodox
school has no more claim a priori than any other.

Such artificial "tradition" is the basis of so-called modern
or mainstream performance. As Nikolaus Harnoncourt is
quoted elsewhere in Text and Act on the topic of Baroque ver-
sus modern, "The kind of performance you have in mind is
not modern. It's a compound of 19th-century training, unre-
flective geniality, and ignorance." The fact that Furtwangler is
incapable of playing unmusically is what affects Taruskin,
and the fact that the others have done a little study and have
altered how they approach the work as a result is an abomina-
tion for him, mostly because he prefers the Wagnerian way,
and prefers not to be obliged to put what he learns from his-
tory into practice when it displeases him aesthetically.
The only reference to an 18th-century idea in this whole

conflation (which does however contain eleven pages on
Stravinsky) is a quotation from Edmund Burke, of all people,
taken from his 1757 "Philosophical Enquiry into the Origin
of Our Ideas of the Sublime and the Beautiful."
While its connection with Bach is a stretch, Taruskin uses

it as a touchstone:

Sublime objects are vast in their dimensions, beautiful ones com-
paratively small: beauty should be smooth and polished; the great
is rugged and negligent...Beauty should not be obscure; the great
ought to be dark and gloomy; beauty should be light and delicate;
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the great ought to be solid and even massive. They are indeed
ideas of a very different nature, one being founded on pain, the
other on pleasure.

This is indeed an evocative passage, which would perhaps
serve as a basis for a theory of Romantic aesthetics. But in
this context would you, gentle reader, associate the Fifth
Brandenburg Concerto—as opposed to the Johannes-Passion
for instance—with the beautiful or with the sublime? Does
the Fifth Brandenburg stem from pain or pleasure? Which
would Bach have chosen, do you think, had he been faced
with such a dichotomy? For Taruskin, as for my old teachers
at Juilliard, Bach is Bach and is thus always sublime, never
merely beautiful. Thus, the Fifth Brandenburg has to be mas-
sive and rugged, dark and gloomy. If our performances are
smooth and polished, light and delicate, we must be devalu-
ing the work, not treating it as sublime in Burke's sense. If we
assert its pleasurable nature and try to humanize it by restor-
ing its reality Taru skin feels that we are dehumanizing it, i.e.,
taking away the acaetions people have added to it.
Taruskin's whole argument falls apart if "beautiful" is ex-

actly what the Fifth Brandenburg is, with the Johannes-Passion
carrying the ball mcely for "sublime" in this context. But Ta-
ruskin's word games are not played with a theoretical fairness
in mind; he has a point to prove. As for the rest of us, we need
to get deeper into the music, whether or not he approves; at
the very least we can give out the right number of parts to our
players.

BY NOW IT IS CLEAR that this appraisal is not addressing the
well-known "Taruskin Theory"—that historical performance
is akin to modernity, that it amounts to our modern style.
John Butt demonstrated how Taruskin uses self-contradictory
evidence to "prove'. his theory. But I would say the theory is
beside the point, since Taruskin belies it himself with his cri-
tiques. The word "theory" implies a standard applied evenly
to all, but Taruskin picks and chooses, in the most capricious
way, who will suffer the bad publicity from an application of
the Taruskin Theory.
The field of early music has a great

deal to improve on, and many of its
"documents" are not its strongest
points; it is the first, unbaked, perfor-
mance of anything that gets on disc. My
sentiments about Flogwood's recorded
Beethoven aren't much different from
Taruskin's, but a live performance he
gave at Lincoln Center with a pick-up
period band was among the best
Beethoven I've ever heard. The sadness
for me rests in Taruskin's inability to be
generous in any way with regard to the
field. Back in the first, 1981, essay, he
expressed what is a quite elegant for-
mulation, to wit:
Research alone has never given, and is nev-
er likely to give (aga .n for obvious reasons),
enough information to achieve that whole-
ness of conception and that sureness of
style—in a word, that fearlessness—any au-
thentic, which is to say authoritative, per-
formance must embody. ... [The] historical

reconstruction of Messiah can only evoke the pastness of the past,
and will therefore appeal not to the esthetic sense but merely to an-
tiquarian curiosity—unless it derives its sustenance not only from
whatever evidence musicological research may provide, but from
imaginative leaps that will fill in the gaps research by its very na-
ture must leave.

Bravo! Everyone making music who cares about the "com-
poser's intentions," the "historical text," the "contemporary
performance practices," or whatever other clichés are used to
characterize what is simply the attempt to produce the most
thorough live representation of a work, would certainly
agree.
The problem is that I am editing Taruskin with my ellipsis,

and what I leave out undermines the rest. Where the dots ap-
pear, Taruskin discusses the difference in "authenticity" (his
quotes) between an historical reconstruction of Messiah and
the "Three Choirs Festival performance." Which is more au-
thentic, he asks. Indeed! We are then given the usual choice,
between a "good" modern performance and a boring "au-
thentic" one, where "as long as the reconstructionist holds
himself to the same strict standards of accountability we
rightly demand of any scholar, his efforts will be bent not on
doing what the music was meant to do, but on simply 'getting
it right,' that is, on achieving what the mainstream performer
takes for granted. He will end up, if he is lucky; with what the
mainstream performer starts out with."
But who ever held such standards? This is where Taruskin

goes wrong, with his own straw men, and this wrongness in-
forms everything he writes afterwards. He is impelled by his
attitude to set up an impossible duality for the historically in-
formed artist. Depart from what is "known" and you are dead
meat: "What does Early Music have to do with history? In
theory, everything. In fact, very little." Slavishly follow exact-
ly what is known, and you are equally dead meat, an anti-
quarian with nothing musical to offer. There is no succeeding
here, as it is well known (to Taruskin) that there will never be
a performance even remotely close to that which actually
took place, and even if there were, we wouldn't want it, or en-
joy it, anyway. As to whether replicating the excitement as-

cribed to the actual performers by pen-

Does Taruskin really
think that his benighted
tribe of Early Musickers
have never imagined .
that the past can have
many different, even

contradictory, properties?
Does he really think one
can spend one's life in
this field without being

obsessed with the
possibilities of 18th-
century Furtwanglers

and Toscaninis, Heifetzes
and Szigetis?

od writers would be authentic, better
not ask him!
As for the reconstructionist winding

up where the mainstream performer
begins—very wrong indeed. In the very
best Couperin on the piano, there is
something dreadfully wrong, a lack
that is felt and has been felt by the
greatest pianists—they simply don't
play Couperin. On the other hand,
even the blandest harpsichord perfor-
mances offer a proper sound, which
gives some enjoyment. I would say that
these two approaches are comparable
in their worth. But the harpsichordist
who has the musicality that I think de-
fines and characterizes a performer im-
mediately soars to a higher plane,
whether or not he plays exactly as
Couperin did.
Does Taruskin really think that his

Continued on page 38
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BAZAAR

Recorder players who have entered the
world of computers in order to exchange e-
mail and "surf" the Internet may find they
already have the capability to run many dif-
ferent kinds of music software that can en
rich their playing experience.

Sequencers allow you to input music
primarily for the purpose of playback
through the MIDI sound-language. The
parts may be entered by step-time (playing
one note at a time ) or in real-time (playing
to a tempo, which can be varied so that
faster passages may be entered cleanly at
lower speeds). Once the composition is en-
tered, it can be edted, allowing sections to
be altered, duplicated, cut, and pasted.

Sequencer programs can be used to de-
velop accompaniments. With a keyboard
and MIDI interface, you simply play in the
keyboard part note-by-note (you don't have
to have a lot of keyboard skills) and edit.
Playing along with the computer develops
pitch and rhythmiz accuracy. You can set a
tempo to suit your current ability and in-
crease speed as your dexterity increases.
And you can assign different instruments
to your accompaniment for timbral con-
trast. Of course, with a sequencer you can
also compose entirely new music.
Notation programs are typically used

to generate printed music; they have so-
phisticated formatting that produces pro-
fessional-looking scores and parts, and
some can deal with early music clefs, time
signatures, and notation. Larger than nor-
mal print for distant viewing on stage or to
help players with sight problems is possi-
ble with the push of a few buttons. Trans-
positions to match limited ranges, or to
combine instruments of old and new
pitch, are a snap. Last-minute editorial
changes can be printed out quickly. While
notation programs can usually import and
export MIDI sound files, they typically de-
pend upon unique graphical formats to
achieve their imptessive print-outs.
Other software, used with a scanning

device (even a low-cost scanner will do),
can capture written scores and parts in dig-
ital form, allowing ornaments, transposi-
tions, page-turn fixes, and variations and
repeats to be generated for performance
situations. Software is also available to
help you develop your theory and key-

A sampling of available music software,
and some advice for getting started with this new technology

board skills and to improve your knowl-
edge of music history and composition.

Sequencing Software
FREESTYLE 2.0—has a fea-
ture called SenseTemp
that allows you to enter
notes without fitting
them to a metronomic
beat. It is easy to use,
and you see your music
on the screen as it will

appear in print. It is available for both the
Mac and PC. Cost is $175 from Mark of the
Unicorn, Inc., 1280 Mass Ave., Cam-
bridge, MA 02138; 617-576-2760.
CAKEWALK HOME Salm—provides a

good basic Windows package for sequenc-
ing by amateur musicians. It can be up-
graded to advanced packages that have a
high level of respect among professionals.
It's $99 from Cakewalk (5 Cambridge Cen-
ter, Cambridge, MA 02142; 888-225-9255)
and included free with MIDISCAN.
MUSICSHOP—is an easy-to-use sequencer

for Windows and the Mac. It has a lot of
features, and is quite economical to pur-
chase. You can record, print, and play in
regular notation, fix your mistakes and
quantize (align notes that may have been
played slightly before or after the desired
beat as you initially keyboarded the piece).
Price $150 (Mac), $99.95 (Win), from Op-
code (which also makes the more elaborate
and expensive VISION sequencers), 3950
Fabian Way, K-suite 100, Palo Alto, CA
94303; 800-557-2633, Ext. 149.

Notation Software
FINALE— is one of the

most powerful and well-
known packages for both
Mac and PC. It is espe-
cially valuable to the ear-
ly musician for its almost
unlimited control of
staves and clefs and its ability to handle
historical notation. The downside of this
flexibility is the steep learning curve. FI-
NALE 98 ($545) comes with SMARTMUSIC
software (see below). FINALE ALLEGRO is a
streamlined version that costs approxi-
mately $199. Both programs are available
from Coda Music Tedmology, 6210 Bury

Dr., Eden Prairie; MN; 800-843-2066.
LIME—developed by the CERL Sound

Group at the University of Illinois, im-
ports/exports NIFF files, a newly devel-
oped format for transporting both the
sound and the appearance of the music
(FINALE is limited to its own format, ETF,
and MIDI), and if you have the right sound
card, you can play back microtones and
historical temperaments. After download-
ing a copy from the CERL site, you can reg-
ister it for $65. Be sure to print out the man-
ual, since there is no on-line help, and the
program has its own elegant but non-stan-
dard conventions. CERL Sound Group,
1906 August, Champaign, IL 61821.
OvERTuRE—allows Mac (and soon PC)

users to compose, arrange, and publish
professional music scores. Its combination
of usability and high-quality output pro-
vides an excellent vehicle for both novices
and professionals, including studio musi-
cians and composers. Developed by Op-
code, it is now available for $375 from
Cakewalk (address above).
Three notation programs developed for

both Mac and PC by Passport Designs—EN-
CORE, RHAPSODY, and the simpler Mustc-
Tua—were bought this summer by G-Vox
Entertainment, which will be marketing
and supporting them in the future.

Miscellaneous Software
SMARTMUSIC Si-um—used to be called

Vivace. Available for the PC, Mac, and
Atari platforms, it can accompany a per-
former as he or she plays into a micro-
phone, observing speed changes, fer-
matas, and various tempo subtleties.
While there are no accompaniment pack-
ages specifically for recorder, there are a
number for flute and oboe (at about $25),
and there is a free transposition package
that lets accompaniments for other instru-
ments be utilized by the recorder. Available
from Coda (see address above) for $9.95
(software only) or $99.95 (with micro-
phone, foot pedal, and accompaniment
package).
MUSIC TUNER—is an on-screen image de-

vice (using Windows 95, a sound card,
and a microphone) with which you can ei-
ther check your intonation or listen and
tune as notes are played back. The note be-
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Music Software and Information on the Web
Cakewalk: <www.cakewalk.com/>
Coda Music Technology: <www.codamusic.com/>
Electronic Courseware Systems: <www.ecsmedia.com>
Electronic Musician:

<www.e-musician.com/emusician/owa/search.emu_searchform>
Electronic Musician Article Archives:

<www.e-musician.com/Excite/AT-Artide_Archivesquery.html>
G-Vox Entertainment: <www.gvox.com>
Keyboard On-line: <www.keyboardmag.com/>
Lime: <http://datura.cerl.uiuc.edu>
Midi Classics: <www.midi-classics.com>
Mark of the Unicorn: <www.motu.com/>
Musitek: <vvww.musitek.com/midiscan.html>
Opcode: <www.opcode.com>
PG Music: <www.pgmusic.com/bandbox.htm>
SoundTree: <www.soundtree.com>

mg played is displayed below the meter. As
you play, or sing, if you are close to the
pitch (+/- 10 cents), a light is illuminated.
Pitch can be set at A-436, 438, 440, 442,
and 444 (but not A- 415). Price is $29.95
and the tuner is available from Electronic
Courseware Systems, 1210 Lancaster Dri-
ve, Champaign, IL, 61821; 800-832-4965.
MintscAN—scans print-

ed sheet music into MIDI
files, even large scores of
16 staves, 24 pages at a
time. While the program
boasts 90 to 98 percent
accuracy practice sug-
gests that much "cleaning up" usually
needs to be done. Once in MIDI format,
the pieces can be played back and trans-
ported to other programs for further pro-
cessing (MiDiscAN supports the NIFF for-
mat also used by Lime). Version 2.5.1 is
$299 from: Musitek, 410 Bryant Circle,
Suite K, Ojai, CA 93023; 800-676-8055.

BAND-IN-A-Box—develops an accompa-
niment of bass, drums, piano, guitar, and
strings from chord symbols that you type
in. This program is a lot of fun, since it can
be used to provide backgrounds for impro-
visation and to accompany compositions
for which you may have no accompanist.
There are over 100 accompaniment styles
available. You can obtain it for Mac, PC,
and Atari. Various add-on style disks are
available. Anew feature allows for the com-
puter to develop solo lines over the chord
symbols you enter, becoming, in effect, the
composer of melodies to harmony you se-
lect. First time purchase, $88 (includes
Styles Disks 1,2 & 3, Harmonies Disk 1 &
Soloist Disk Set 1). Upgrade to Version 7
via purchase of an UltraPAK is $189. From
PG Music Inc., 200 Elmwood Avenue, K-

suite 111, Buffalo, NY; 1-800-268-6272.
TIMESKETCH EDITOR— (Windows 3.1 or

95) allows you to develop an interactive,
multimedia time-line analysis of a compo-
sition played on a CD. You can diagram the
structure of a piece and provide notes and
information for someone to view while it is
played. Price is $59.95 from Electronic
Courseware Systems (see address above).

Where do! look?
If you have an Internet connection,

there are many sources where information
on music software may be found (see box).
The magazine Electronic Musician has a
searchable site where you can obtain the
URLs of various manufacturers. Keyboard
On-line also has a good manufacturers hot-
link. Electronic Musician and Keyboard also
have well-written critiques of various soft-
ware packages. Electronic Musician Article
Archives lets you type in a topic and access
back articles.
Of all the different web sites, MIDI Clas-

sics seems to be among the most complete,
with a searchable catalog containing list-
ings of a vast army of software and hard-
ware, many with descriptions of features
and links to companies for more in-depth
information. Teachers will want to visit the
site of SoundTree, which discounts soft-
ware and hardware for the educational
community or contact them at 800-963-
8733 to get their Resource Guide.

Finally, try to find someone who has
music software installed on his or her com-
puter so you can familiarize yourself with
the basics. What you need is the time to do
some leisurely experimenting with the
help of someone who really knows the
package.

Fred Kersten
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RECORDERS
ON DISC

Discs that represent activity in Australia,
Italy, Belgium, Germany, Austria, and Philadelphia

Some pretty intemsting recorder play-
ing/composing is heing done in Armidale,
NSW, Australia, under the auspices of Or-
pheus Music (<http://www.iinet.net.au/
-nicld/orpheus>). Three discs released by
this organization present the work of Rod-
ney Waterman and Zana Clark, along
with the latter's ensemble of teenagers,
Batalla Famossa. Batalla Famossa's The
Great Emu War (0M101, available through
the ARS CD Club) takes its name from the
opening number by Benjamin Thorn (who
admits to a certain "emuey"-ness in the
music but denies any direct reference to an
attempt by the army to control an emu
"plague" with machine guns in 1931). The
disc also includes ensemble music by Glyn
Marillier and Lance Eccles. Very well
trained, the players sound best in the
Thorn works, where the ear is asked to be
open to any possibility Is there enough
room? is an intrigtzing exploration of spa-
tial flexibility and Purple Pavane Perhaps
winds up with a jazzy solo for bass re-
corder. The Eccles works are pleasant ver-
sions of folksongs from China, Korea, and
the Ukraine in which the chordal settings
hew closely to the zonal palette of the orig-
inal text. Of the pieces by Marillier, Every-
one Sang and the Christmas Cantata are in-
strumental versions of choral works, while
the Lorne Concerto for solo sopranino, re-
corder orchestra and continuo was inspired
by the summer camps of the Victoria Re-
corder Guild held in Lorne, on the coast
southwest of Melbourne.
Zana Clark's own solo CD, Dreams In-

side the Air Tunnel (0M301) is a collection
of 14 of her deeply felt slow-moving rumi-
nations, most of them involving vocalized
duetting and miles and miles of reverbera-
tion. Drawing on the music of the did-
jeridu and shakullachi, they are beautiful
and hypnotic, but the sustained mood
needs to be experimced in portions.
Rodney Waterman's Agua e Vinho

(0M201) consists mostly of Brazilian mu-
sic by Hermeto Pascoal and Egberto Gis-
monti, recorded in duo with guitarist
Doug De Vries. Pzeces by Waterman, De

Vries, Anibal Augusto Sardinha, and Diego
Ortiz, along with four Catalan folk songs,
fill out the CD. Waterman's playing revels
in the freedom and improvisatory nature
of the Brazilian music, but seems con-
strained by the historical Ortiz pieces. His
Zana is a tribute to Zana Clark's interest in
using the Ganassi recorder in contempo-
rary music, and the sparkling Ade is dedi-
cated to the Australian jazz recorderist Ade
Monsborou gh.
A number of new recordings featuring

recorder have been released in the "Musica
Antica" series by Dynamic (imported by
Qualiton), most of them performed by the
Collegium Pro Musica led by Stefano
Bagliano, a fluid recorderist who counts
Briiggen, Boeke, van Hauwe, and Memels-
dorff among his mentors. CDS 75 is given
over to instrumental music in Genoa in the
17th century; CDS 77 is devoted to tran-
scriptions of Bach sonatas (including two
of the organ trio sonatas, BWV 527 and
529) for recorder and harpsichord obbliga-
to; CDS 155 is a set of sonatas by Benedet-
to Marcello; CDS 156 is a collection of Vi-
valdi chamber concerti; and the most re-
cent, CDS 186, has concertos, arias, and
sonatas by Fasch, Graun, and Graupner
(including the Concerto in F Major intro-
duced to American audiences by Scott
Reiss). Often playing recorder with the Col-
legium Pro Musica is Lorenzo Cavasanti,
and another Dynamic disc (CDS 198) pre-
sents his group, Tripla Concordia, in as-
sured performances of music by J. B. Bois-
mortier and Antoine Dornel with Cavasan-
ti on both recorder and flute.
The second volume in the Vox Tempo-

ris series on contemporary Flemish re-
corder music is a solo album by the former
member of the Flanders Recorder Quartet,
Geert Van Gele (VTP CD92 031, available
through the ARS CD Club). Two of the
composers—Frans Geysen and Jan Van
Landeghem—were also heard on Volume I
of the series recorded by FRQ. In addition
to Geysen's humorous Geproesterol
("Snorterole") and Van Landeghem's 11-
minute, shakuhachi-inspired Jobutsu ("En-
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lightenment"), we are introduced to Jan-
Pieter Biesemans through Five Slovak
Pieces and to Boudewijn Buckinx through
Three Pieces for Pear in form of "Three Pieces
in form of a Pear." The Biesemans pieces
imagine a Slovak shepherd boy improvis-
ing on the fujara and flutes and employ
sputato tonguing, vocalization, harmon-
ics, uvular trills, and "the fujara effect, a
cascade of natural overtones." The Buck-
ix, wouldn't you know, actually numbers
five concentrated miniatures, written in
1984 for Carine Rinckes, a recorder player
from the city of Peer ("Pear"). Throughout,
Van Gele's playing is riveting.

Joining the list of ensembles led by re-
corder players is the Philomel Baroque
Orchestra, an active Philadelphia-area en-
semble co-directed by Elissa Berardi.
Their new recording of Telemann works
(Centaur CRC 2366, available through the
ARS CD Club) features Berardi in the A mi-
nor suite, Berardi and Dennis Godburn in
the double concerto for recorder and bas-
soon, and David Miller in the G major con-
certo for viola. The recording is atmos-
pheric but well-etched and shows the ex-
cellent soloists off to advantage.
Ulrike Volkhardt and Rahel Stoell-

ger, the recorderists of Camerata Moder-
na are heard playing Fred Morgan re-
corders in a disc devoted to the chamber
sonatas of Elisabeth-Claude Jacquet de la
Guerre,the child prodigy harpsichordist of
Louis XIV's Chapelle Royale (MDG 605
0807-2, imported by Koch). Originally for
violins, this music adapts well to the re-
corder; its spontaneity stands out in the
sea of 17th-century French music.
Mosaik is a disc put out by the very

adept Blockflotenensemble Wien ("Vi-
enna Recorder Ensemble"). Available
through the ARS CD Club, it mixes histor-
ical music by Hilton, Pachelbel, Reichardt,
Demantius, Morley, Mozart, and Montever-
di with modern works by Micha Kaser, Di-
etmar Schermann, and Willem Wander
van Nieuwkerk, whose positively winning
Kadanza you wish could go on forever.

Benjamin Dunham
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Modeled after an organ pipe,
four sizes are now available:
bass in F, great bass in C,
contrabass in FF, and
sub-contrabass in CC.
These relatively inexpensive
instruments have a unique
design and an impressively
strong, rich tone, even on the
lowest bottom notes, with a
quick and light articulation
over an easy two-octave
response.

Bill Lazar
Paetzold Exclusive
US Distributor
1377 Bluebird Ct.
Sunnyvale, CA 94087
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Baroque Flutes: our own
"Sweetheart" model

Tabor Pipes
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BERKELEY FESTIVAL
(Cont.)
on a plummy sounding soprano, continu-
ing with a driving, pulsing performance of
a Bach sonata (in G major, after BWV 1031
in El, major), and concluding with Tele-
mann's Concert VI in A Minor, whose final
Allegro assai, with its devilish descending
passages, was stunning.
Ms. Linsenberg then joined nine other

outstanding Bay Area women recorderists
in a performance by Decima. The musical
achievements of this ensemble made the
inevitable rehearsal schedule difficulties
all worthwhile! A newly delivered chest of
Renaissance recorders by Adriana
Breukink was unveiled in "T'Andernaken,"
and music by Domenico Scarlatti, Hein-
rich Schutz, and Hanneke van Proosdij
(Nabja, "birdspeak A 9") was performed.

Two of the players in Decima, van
Proosdij and Linsenberg, also participated
Tuesday in the finals of the American Bach
Soloists Young Artists Competition. Mich-
ael Sponseller, the harpsichordist for their
up-tempo performance of the Bach Con-
certo in F for two recorders and harpsi-
chord, BWV 1057, carried off the top prize.
Most of the talk at the Festival was

about the American premiere of Rameau's
farcical Platte in a production directed and
choreographed by modern dancer Mark
Morris. As in its Edinburgh Festival pre-
miere under the auspices of the Royal
Covent Garden Opera, the pitifully unpre-
possessing nymph, Platte, was played by
diminutive French tenor Jean-Paul Foucht-
court, but the period instrument orchestra
and the chorus were local—Philharmonia
Baroque and the UC Berkeley Chamber
Chorus. Judging from the musically alert
result (under the direction of Nicholas
McGegan), it was easy to believe that the
performance was even more satisfying in
Berkeley than it had been overseas.
The Berkeley Festival has never been

known for providing the appurtenances of
a true West Coast early music festival—no
name tags, centralizing social events, etc. —
but the abandonment of an overall Festival
booklet in favor of a Stagebill handout and
separate program notes, as well as the scat-
tering of the exhibits in different concert
hall lobbies, reinforced the "there's no
there there" feeling and placed the empha-
sis even more on the concert schedule.
Other Festival concerts I attended were

the "Golden Age of the Baroque Violin"
with Michael Sand and Phebe Craig, in
which Sand's deft handling of ornamenta-
tion more than made up for some awkward

Bri tt Ascher, left, of the East Bay
chapter wit,- ARS executive director
Gail Nickles5 at the ARS reception.

Rage business and come-as-you-are appar-
.1; 'Catalan Music from the Romanesque
lo :he Barocp_ e," with perennial favorite
Hesperion XX and La Capella Reial de
2atalunya, a sumptuous feast of instru-
meltal and vocal music led by gambist Jor-
di F...avall; two Bach concertos and a Handel
3or ata from a concert by the Seattle Bar-
que Orchestra Soloists directed by Ingrid
Matthews and Byron Schenkman; and
`Misica Son," a musical portrait of Fran-
:esco Landini and his time by Medieval
Str-ngs (Karer Clarke, John Fleagle, Shira
(ammen, ar.C. Margriet Tindemans).
Fri -ige concer:s involving recorder includ-
N1 one on Sunday by Musica Coelorum
-.vim Robin H31ston, one on Monday by
Zo:-icertinc Armonico with Owen Watkins
and Geoffrey Burgess, and a solo concert
py Elanneke van Proosdij on Wednesday.
During the Festival, the ARS held its tra-

ditional "Pan-Pacific Play-In" —a sight-read-
rig session ccnducted by Gene Murrow —
and a roundta:i.e discussion for ARS chap-
:er leaders Early Music America hosted
:opical round! ables and peer forums and
3pc nsored an education forum. While not
as -nany recorder makers were exhibiting
as might have been expected, attendees
-xere able to hear Tonal Havoc's demon-
ration of nea., Renaissance instruments

Dy Thomas Prescott (and see Howard
Wilgs music s:ands in use).
During my flight home, the musical

:iches continued on United's "Baroque
Era" channel: 3 Telemann recorder sonata
:Troll Vicki Boeckman's Kontrapunct re-
coding with Finn Hansen, gamba, and
1.ars Ulrik Mortensen, harpsichord. Bravo
3oeckman! Bravo United!

Benjamin Dunham
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CHAPTERS
& CONSORTS

Play-the-Recorder Month events
maize news for chapter and consorts

The organizers of a governor's proclama-
tion designating "Play the Recorder Week-
end" took the Most Creative Project prize
for the sixth annual ARS Play-the-Recorder
Month held last March.
The Twin Cities (MN) Chapter sched-

uled performances in many churches, syn-
agogues, and other houses of worship on
the weekend of Marzh 28-29, and then con-
vinced Minnesota State Governor Arne H.
Carlson to designate that weekend as a
special event honoring both Play-the-Re-
corder Month and the important role of the
recorder and early music in the state's arts
tradition.

And, proving that adding one new
member can make a difference, the Great-
est Percentage Increase award went to the
Gainesville (FL) Chapter. That one mem-
ber increased the chapter membership by
a whopping 10%. Responded Gainesville
presiding officer Russell D. Moore, "As a
small chapter, we never even thought we
would have a chance again the large met-
ropolitan chapters around the country"

Both winning chapters received a pack-
et of ensemble music to be added to their
chapter libraries, generously contributed
by Kelischek Workshop/Susato Press and
Magnamusic Distributors, Inc.
Other chapters heard in church perfor-

mances for Play-the-Recorder Month were
Riverside (CA), Sacramento (CA) and
Tucson (AZ). Later in March, Riverside
took their program, featuring both an ele-
mentary adult anE an advanced recorder
group, on the road to several local schools.
Sacramento members also participated in
a workshop and several manned pledge
drive phones for the local NPR radio sta-
tions.
Two Arkansas chapters also were on the

air with their local radio stations: Bella
Vista Consort convinced its local radio
station to feature recorder music all
month, and Aeolus Konsort members
were interviewed during a special two-
hour fundraiser and recorder spotlight on
a Little Rock public radio station. Besides
being on the air, Aeolus members were al-
so in the open air, sponsoring an outreach

performance during the annual book fair
and fundraiser for popular family spot Pin-
nacle State Park.
A fairly new ARS chapter, Albu-

querque (NM) used its local classical ra-
dio station to publicize an hour-long book-
store performance of Renaissance and
Baroque music played by its Entre Nous
consort, which was well-attended despite
snowy weather. Repeat performances at
Borders bookstores were also offered by
San Diego County (CA) Chapter groups,
for their second year, and by Greater
Cleveland's third annual March
Marathon. San Diego provided a picture
of chapter members to the North County
Times, which ran the photo with notice of
their program.
Two recorder events, one for playing

and one for listening, highlighted activities
at the Music Center of the Northwest,
where Seattle (WA) and other area mem-
bers participated in a Recorder Play Day
workshop for both large groups and small-
er ensembles. For listening, a free concert
included performances by Music Center
students, guests and faculty
Outreach to different populations was a

theme in several chapter performances.
The Navesink (NJ) Chapter had about 40
residents of Blythe House, a retirement
community, playing small percussion in-
struments and singing to accompany the
group's recorder program of Renaissance,
Baroque, and folk music. "Music in Colo-
nial America" was the theme of an Austin
(TX) ABS Chapter program for the Austin
Colony Chapter of the Daughters of the
American Revolution. Music of Lully,
Marais, Purcell, and Handel was per-
formed.

“..1.1"E'REAS: Minnesota has a tradition
rich in the arts-music, dance, theater-
and supports that tradition through
education, performance, and associa-
tion; and

LIabeREAS: Minnesota's Early Music
community is a vital part of that tradi-
tion; and

(1.1.beREAS: The Twin Cities Recorder
Guild plays an important role in the
Early Music community through its
performances, its school education
programs, and its association for
amateur lovers of muisc and profes-
sional musicians; and

I33.bERCA.S: The American Recorder
Society has declared March to be "Play
the Recorder Month"; and

7.111,E'ReAS: The Twin Cities Recorder
Guild, a chapter of the American
Recorder Society, will be performing in
many churches, synagogues, and other
houses of worship on the weekend of
March 28-29, 1998;

noua, cbeR(rame,1, Arne H.
Carlson, Governor of the State of
Minnesota, do hereby proclaim March
28-29, 1998 to be

PLAU CI-Ye RecoRocR
kuee-Kcoo Ur) cntnnesocA.

In witness whereof, I have hereunto set my
hand and cuased the Great Seal of the State
of Minnesota to be affixed at the State
Capitol this twenty-eighth day of March in
the year one thousand nine hundred and
nmety-eight, and of the State the one
hundred thirty ninth.

The Adirondack Baroque Consort of
the Hudson Mohawk (NY) Chapter were
featured performers for the Society of Cre-
ative Anachronism Banquet and Ball. A
Spring Musicale program in March with
the Bird in the Bush Consort and the
Strings of the Albany Medical College a:so
led to an April performance at Albany
Medical Center. Another outreach perfzr-
mance by 16 members of the Northern
Virginia Chapter was part of a program
promoting awareness of chronic fatigue-
/fibromyalgia.

In a late observance, a dozen members
of the Greater Knoxville (TN) Chapzer
joined with Shepard's Pipes of Oak Rioge
to present 'An Evening of Early Music" on
April 24 at the Tennessee Valley Unita: an
Universalist Church. A special feature of
the program was the premiere perior-
mance of Four North American Song Birds,
composed for the occasion by Charter
member Thomas Robertson. With rmni-
mal coaching, members of the audience
imitated two-note bird calls on proviced
recorders, while the performers cove:v:1
the other four parts.

Members of the Gainesville Chapter,
winners of the Greatest Percentage
Increase award in the ARS National
Play-the-Recorder Month celebration.
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Kynseker-Renaissance
nach Hieronymus F. Kynsek.er, 1636 - 1686 in Nurnberg,
Drechsler, Fagott- und Flotenmacher in der Periode unmittelbar vor der Schaffenszeit von
Johann Christoph Denner
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•mollenhauer
Handmade recorders

Please write for our catalog and a list of dealers.
Conrad Mollenhauer GmbH, P.O. Box 709, D-36007 Fulda/Germany
http://www.mollenhauer.com e-mail: Mollenhauer@t-online.de

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

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

prompt Mad Order 6Seruice
Write for Free Catalogs - Specify Areas of Interest

3200 Valmont Road, Suite 7, Boulder, Colorado 80301
(303) 449-9231 or (800) 499-1301

FAX: (303) 449-3819 E-Mail: r1h1939@aol.com
http://www.bems.com



BOOK REVIEW

THE QUARTER-TONE RECORDER
MANUAL, BY KATHRYN BENNETTS, DON-
ALD BOUSTED, AND PETER BOWMAN. Celle:
Edition Moeck No. 2084, 1997 (Magnamu-
sic). 44 pp + pull out fingering-chart. Soft-
bound, $15.00.
Microtones are seemingly everywhere

these days, at least in New York City. There
was a time not long ago when few knew
what was meant by the term "microtonal,"
and now it's a buzz word. The allure of mi-
crotones is primarily the specific sensa-
tions derived from distinctive intervallic
relationships, often delicious-sounding in
their gestalt. There is already a pantheon of
microtonal virtuosi including Robert Dick
(flute), Heinz Holliger (oboe), and Pete
Rose (recorder). Beyond New York, there
are regular microtonal concerts in musical
capitals like Amsterdam, Los Angeles, Lon-
don, and Paris featuring a range of diverse
tunings.
Now, a trio of British recorderists—

Kathryn Bennetts, Donald Bousted, and
Peter Bowman—have decided to pool their
ideas to create a method book for learning
how to play a particular species of micro-
tone: the quartertone. The fracturing of the
whole tone into quartertones, which forms
the structural basis for much of Middle
Eastern music, and which appears as an
occasional guest in 20th-century "new mu-
sic," is achieved quite easily on the re-
corder. The pioneers of quartertonal writ-
ing (Alois Haba, Ivan Vishnegradsky,
Charles Ives) arrived too early, however, to
be interested in the possibilities of the
instrument.
Until recently, there hasn't been much

demand on recorEerists to learn to play
quartertones, or any other microtonal sys-
tem with the possible exception of mean-
tone tuning. Alan Hovhannes's Orbit I cer-
tainly romps with that prince-of-all quar-
tertones, the "right index finger down with
left hand B" guar terflat, but it is by its
lonesome. This work was written for Tui
St. George Tucker, whose own quartertone
lullaby recorder trios and solo recorder
sonatas are virtuosic diving boards for
quartertone prowess.
The first available chart of recorder

A gradus ad Parnassum for recorder
players who want to experiment with quartertones

quartertone fingerings was published in
tablature-style by Tucker on the back of
her Sonata and Romanza for solo recorder
(Anfor Publications, 1970). The current
Manual includes a plastic-coated fingering
chart (caution—be careful not to lose it be-
cause it is not attached) that uses the
method employed by Bob Margolis in "The
Recorder: For the Composer" in the book
Pitch (American Festival of Microtonal Mu-
sic, 1990). Numbers 0-7 specify the fin-
gered open holes of the recorder, with the
thumb hole as "0." Perhaps because I am
familiar with Tucker's tablature, this new
chart seems clumsy; I am sure one could
get used to it over time. Also cluttering up
the chart are extra fingerings that vary the
timbres of pitches. Perhaps they could
have been presented more effectively on a
separate chart.
Overall, however, Bennetts, Bousted,

and Bowman have put forward a beautiful-
ly produced manual. It is the first of its
kind for recorder, though there have been
quartertone methods published for other
instruments. Don Ellis wrote Quarter
Tones: a Text with Musical Examples, Exer-
cises and Etudes (Harold Branch Publish-
ing, 1975), which offered nine studies in a
blues style. While primarily composed for
trumpet (though it contains a quartertone
saxophone chart), the etudes are delicious
and apt for any instrument. They are, how-
ever, simplistic in comparison to the jaunts
provided by the authors of the Manual.

It was Bruno Bartolozzi's New Sounds
for Woodwinds (Oxford University Press,
1976) and all its spin-offs (Sergio Penazzi's
1981 Metodo per fagotto, Lawrence Singer's
1985 Metodo per oboe, both published by
Zerboni) that informed the musical world

that quartertones were here to stay. Tuck-
er's tuning chart and a 1990 article by
Tucker entitled "Composing with Quarter-
tones" have even been reprinted (Pitch,
AFMM, New York, 1990), serving up quar-
tertones in her own tradition.

At the core of The Quarter-tone Recorder
Manual are 30 studies that gradually dole
out individual microtonal fingerings.
These present the player with a powerful
path towards a mastery of the quartertone
dimension of sound—a beautiful dimen-
sion, especially for its melodic depth. The
studies test the mettle of even the most ad-
venturous player and actually help estab-
lish a quartertonal repertoire for the re-
corder. But sometimes the acidic rhythms
in awkward meters seem to be at cross-pur-
poses with learning the new quartertones
most easily. For example, Donald Boust-
ed's concluding Study in Transforming
Curves begins in 5/16 and continues 9/16,
5/16, 1/4, 2/4, 11/16, 3/16, 6/16, 3/32,
6/32, etc., in the rhythmically complex
style of Brian Ferneyhough. (This piece
was performed by Kathryn Bennetts at the
ERTA/UK Conference in May 1977.)

Ideally, in order to find necessary quar-
tertone pitches, one merely needs to look
for obvious fingering combinations, and
they present themselves to be archived and
memorized. No written work improves up-
on the actual internalizing of quartertonal
interval relationships by being emotional-
ly involved in their creation, verily produc-
ing them out of thin air.

Johnny Reinhard

Mr. Reinhard, a composer, conductor, re-
corderist and bassoonist, is the director of
the American Festival of Microtonal Music.

At the core of The Quarter-tone Recorder Manual

are 30 studies that gradually dole out individual

microtonal fingerings. These present the player

with a powerful path towards a mastery of

the quartertone dimension of sound—a beautiful

dimension, especially for its melodic depth.
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OPENING MEASURES

In the last issue 1 talked about trills and
gave suggestions for beginning the process
of acquiring the skills to make yours per-
fect and enchanting. This month, 1 will
continue the discussion.
When you find that you need to trill on

a particular note (noticing what key you
are in, and therefore wilat your upper aux-
iliary — the appoggiatura — will be), look
up the trill on a trill fingering chart. If on-
ly one or two fingers will be used, with just
regular, or easy alternate, fingerings, prac-
tice it as suggested in last issue's Opening
Measures. If it is a more difficult trill, don't
use it until you are good at playing simpler
trills. It is much better to leave a trill out
than to play it badly.
After all, your aim is to make a pleasant

and beguiling sound.
Not every trill can be executed using

two regular fingerings; for those that can't
we must find a way to play the two notes in
rapid and smooth succession. There are
two ways to do this: we must either use an
alternate fingering for one or both notes of
the trill, or use regular fingerings until the
speed of the trill is too quick, at which time
we switch to some other movement.

As you see, we end up with three types
of trill fingering combinations:

Simple trills—combinations without al-
ternate fingerings;

Alternate trills—combinations using
one or more alternate fingerings;
Historical trills—uslng regular finger-

ings for both notes and then continuing
the trill with some other finger, creating a
somewhat out-of-tune trill. I call them his-
torical trills because these are the finger-
ings found in trill tables from 18th-century
recorder books. (1 have just mace up the
names for these three types of trills. I only
name them in order to talk about them in a
more organized manner.)

More Simple Trills
I talked about the simple trill fingerings

in last issue's Opening Measures. You can
practice other trills using simple finger-
ings yourself (for a few, see figure 1), look-
ing them up on a trill fingering chart if you

need to. Some of these simple trills move
just one finger, while others move two or
three fingers at a time.

Alternate Trills
These trills include one or more alter-

nate fingerings. Some are easy, as the F/E
trill (C/B on C instruments) in the low oc-
tave; some are more difficult, as the A/G
trill (E/D on C instruments) in the second
octave.

Begin practicing these trills by playing
the two fingerings veryslowly, so that
your mind and fingers learn the combina-
tions thoroughly.

If you don't take a little time to do this
in the beginning, the trill will never come
naturally to you—you will always have to
do extra thinking about it in the middle of
your playing. So begin by playing the two
fingerings in a long chain of slow notes—as
long as your breath lasts (hey, this is a great
blowing exercise at the same time!). Keep
an even speed. Next, play another chain of
the two notes, this time beginning very
slowly, and gradually increasing speed.
Don't play any faster than is comfortable
for your fingers. Do this step over and over
(how about three times a day for a week?)
until the movement feels free and flowing.
(Of course, you can also repeat this step for
an hour, and become fluent in one day, but
this may not be the most interesting way to
use your precious practice time. Also, you
will remember the combination of finger-
ings better by asking your muscles to re-
peat the motions over several days.) Do the
trill exercises listed in my last column.

Alternate fingerings have a different
tone color than regular fingerings, usually
more thin in sound. Actually, there are
many ways to finger almost every note on
the recorder. Over time, however, players

More trills, fewer spills

have chosen the most resonant and stable
fingering to be the "regular" fingering for
each note, all the others being relegated to
the status of alternate fingerings. To hear
this difference, play - 2 ,then 1 2 3 4
5 6 7 (on alto, regular g" and alternate g").
Close your eyes and listen to the character
of each sound.
Alternate fingerings can be used for

their special tone colors, or to make a com-
bination of notes easier to play. (I avoid the
second use of alternates except in extreme
cases, because I don't like a sudden change
of tone color in a chain of regular-fingered
notes—unless that sudden change is my
musical point.) When alternate fingerings
are used in trills, it is to make the combi-
nation of notes easier, in tune, or some-
times just plain possible. If you use trills
with alternate fingerings, expect a thinner
tone color. But the notes will be in tune,
and the movement will be easy once you've
learned it.

Historical Trills
Historical fingerings stem from a dif-

ferent aesthetic. The emphasis in these fin-
gerings is on an appoggiatura and a main
note with good resonant tone (and to that
end, regular fingerings). But in many cas-
es, one cannot get to a very rapid speed us-
ing regular fingerings—try trilling on an al-
to between F and E in the low octave (C
and B on soprano) using regular finger-
ings. In these cases, the trill is continued
by "cheating": using one trilling finger to
approximate the appoggiatura's pitch.
This gives trills that begin in tune but con-
tinue out of tune. Even though the main
note of the trill upon which you will land
usually stays in tune, the distance between
the main note and its appoggiatura is often
too wide for modern ears.

Figure 1
Alto

J4,tr
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These trills also have the advantage of
being easy to remember, since you just use
regular fingerings for both notes, then trill
with a convenient finger.
For all historical trills: repeat the two

regular fingerings as many times as you
can, changing to the "cheating" fingering
only when the movement of the trill be-
comes too rapid. ?ractice! Begin slowly,
making a gradual ir.crease in speed, incor-
porating the fingering changes to form one
beautiful, smooth and flowing motion.

In short, the modern aesthetic dictates
trills in which both notes stay in tune, at
the expense of tone color/resonance; the
historical aesthetic dictates trills in which
both notes begin in tune and with full res-
onance and, when speed insists, change to
an easy finger movement retaining the reg-
ular fingering of the main note, at the ex-
pense of intonation within the trill, but
ending on a pure and resonant main note.
From this one can naturally see that it is
appropriate to use historical trills in
Baroque music and alternate trills in 20th
century music, thcugh you may use any
fingering in any mt_sic you choose.

You (or your teacher for you) must de-
cide which type of trill you will use.

You can decide for all trills in general,
or by individual case. Best of all is to learn
all the trill fingerings well, so you can
choose in the blink of an eye which sound
or movement you wish to use—an ad-
mirable goal, most effectively reached by
beginning simply with a few commonly
encountered trills, gradually adding more
complex trills as you are ready for them.

I will now discuss just a few cases of
trills that tend to plague recorder players. It
is up to you to use these methods (and the
exercises from last ssue) to work on other
trills.

This is the number
one bothersome
trill mentioned by
recorder players
everywhere!

There are three ways to do this trill—
two alternate trills and one historical trill:

a) Alternate trill, using A without
thumb and index finger and alternate G.
Begin with regular A: 0 12345 - -, go to
-123456 7, then trill with 6 and 7 to-
gether. End with fingers 6 and 7 down.
Practice very slowly without changing

speed until the beginning and continua-
tion of the trill are integrated into a flowing
motion. Pay attention to the movement of
fingers 6 and 7—they must move as one
finger.

b) Alternate tril., using alternate A and

alternate G, 01234-67 to -1234567,
trilling with finger 5. End with finger 5 on
the recorder.

Again, practice to attain an integrated
flow from the beginning to the end of the
trill. We -don't want to hear one fingering,
another fingering, then a trill!
You can also begin this trill with one

regular A, going to alternate G and trilling
with finger 5.

c) Historical trill, using A without
thumb and index finger and regular G with
extra fingers (to make the movement easi-
er):

--2345-- to - - 2- 45 - -, trilling with
finger 3. End with finger 3 in the air, re-
moving also 4 and 5 to end in tune.
(You can also trill with fingers 3, 4 and

5 to stay in tune all the while.) This trill
makes a funny noise because it crosses
back and forth over the register break.
Many people don't like this sound. I like
this trill just fine when it has been prac-
ticed well, so that it flows.

There is no Alter-
nate fingering for
this trill. The only
way to do it is the
historical way:

01234-67to012345--,thencon-
tinue the trill with finger 5.
Combine these steps to form a flowing

whole. Blow fully at the beginning of the
trill, and make a small decrescendo as you
begin trilling with finger 5.

a ) You can do this
trill in the same
manner as above,
an historical trill:
0 12 3 4 - 6 - to

012345- -, continue trilling with finger
5. Blow in the same way as above.

b) Or you can use this alternate trill:
0 1234- 6- to 0 1234- 67, using 7 to
trill with. End with finger 7 down for your
final A.

Alto Soprano a) Alternate trill:

ir tr 0-2 to 0 -2 3
- - - -, trilling with
finger 3. End with
finger 3 down.
 to 01 
finger 1. End with

Alto Soprano

ir IT
,M1111111•111111111,
.8•11.1/1111 /.
/ .1 fI. NO

Alto Soprano

5 J tr tr
1 =11W

I

b) Historical: 0 -2
continue trilling with
finger 1 on the recorder.

NOTE ABOUT FINGERING: I use 01 23 to
indicate the left hand fingers (thumb = 0,
index = 1 etc.) and 4567 to indicate the
right hand fingers (index = 4, middle = 5,
ring = 6, etc.). A dash indicates an uncov-
ered hole, and a slash indicates a half-
opened hole.

Frances Blaker

EKING
A WARM,
COLORFUL
SOPRANO?

Write, call or fax
for our

free catalog
describing all

our instruments.

PR! SCOTT WORKSHOP
— Makers of Recorders —

14 Grant Road
Hanover, NH 03755 USA
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RECORDER MAKER

2 () 5 , u y s i e
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MUSIC
REVIEWS

PARTITA MARIETTA, By TIMOTHY
BROEGE. Polyphonic Publications No. 159
(Magnamusic), 1997. Recorder Ensemble
(see below), sc, 9 pp., 4 pts, each 3 pp.
$10.25.
Commissioned by the McCleskey Mid-

dle School Recorder Ensemble of Marietta,
Georgia, and premiered at the 1997 Boston
Early Music Festival, Part ita Marietta
struck everyone in the audience as a little
masterpiece. Each of its six movements is a
separate treat; yet there is also a clear-cut
structural cohesiveness that unifies the en-
tire work. The minimum ensemble needed
consists of eight players, two each on SATB
recorders. There is only one line of music
for the bass but that is to be doubled; all
other parts contain divisi sections.

The opening Entry and Bergamasque of-
fers a slow/fast combination movement
with very nice harmonies. Chromatic
Ground is deceptively titled, for Broege's
ground bass melody is actually in the mi-
nor mode. However his harmony is very
chromatic and quite fascinating. High
Dance features the soprano and alto sec-
tions playing a four-part perpetuum mo-
bile in pandiatonic harmony.

At this point the piece reverses itself.
Low Dance features the tenors and basses
in a Gershwinesque blues. Diatonic
Ground presents the antithesis of move-
ment two. Finally, in the Ravelian Song with
Variations, a sweet melody (one that could
almost pass for a slow movement from
Staeps' Sieben FlOtentiinze) is transformed
in its final variation into ragtime.

Early Music Library editions and other
Renaissance works, Brazilian choros, some contemporary

music from Germany, and the hit ensemble piece from BEMF 1997

This music is easily accessible to ama-
teurs but of very high quality nevertheless.
The edition is in folder form with loose
pages printed on one side only.

Pete Rose

THE RENAISSANCE RECORDER, ED.
BY STEVE ROSENBERG. Boosey & Hawkes
10524, 1997. S kbd, Sc 35 pp, pt 19 pp.
$9.95.
THE RENAISSANCE RECORDER, ED.
BY STEVE ROSENBERG. Boosey & Hawkes
10525, 1997. A kbd, Sc 36 pp, pt 19 pp.
$9.95.
Here are two useful collections by

Steve Rosenberg, who compiled the pop-
ular Recorder Consort series. These two
books, one for soprano and the other for
alto, contain different pieces instead of
transpositions of the same pieces, as in
most collections of this type. Intended to
acquaint intermediate-level players (par-
ticularly those who may not have the op-
portunity to play in ensembles) with
repertoire from the Renaissance period,
the material ranges from easy to quite
difficult. Most of the melodies are in the
original keys—good practice for future
consort playing. The soprano book con-
tains dance tunes and songs, ending
with a free arrangement of "Green-
sleeves to a Ground." The alto book has
mostly Susato, masque, and English
country dance melodies but also three
challenging recercadas by Ortiz. Both
volumes give examples of Renaissance
divisions, but it is not indicated whether

Commissioned by the McCleskey Middle School
Recorder Ensemble of Marietta, Georgia, and
premiered at the 1997 Boston Early Music Festival,
Partita Marietta struck everyone in the audience
as a little masterpiece. Each of its six movements
is a separate treat; yet there is also a clear-cut
structural cohesiveness that unifies the entire work.

they are from original sources or com-
posed by the editor. Meter changes are
well-marked with tempo relationships.
As with other Rosenberg collections,
there is no background or source infor-
mation—even composers' dates would
be useful for many students. The key-
board accompaniments, realized by
Dana Ragsdale, are not difficult but leave
room for improvisation. Unlike most
solo-keyboard editions, the keyboard
part has a paper cover while the recorder
part(which is presumably used more)
has a durable glossy cover.

THE THIRTEEN COLONIES, BY
DAVID GOLDSTEIN. Polyphonic Publica-
tions PP 149 (Magnamusic), 1996. SATB
or viol quartet, sc 11 pp, pts 5-6 pp each,
notes 1 P. $15.25.
When I saw the title of this piece, I

thought it would be ideal for school re-
corder ensembles, particularly in con-
junction with studies in American his-
tory. Looking at the score, however, I re-
alized that most of the movements are
well beyond the capabilities of many el-
ementary and middle school groups.
High school ensembles, however,
should find it fun to play, and the adult
consort that sight-read it with me was
very enthusiastic and planned to order it
immediately.
The composition opens with a rous-

ing "Overture" and ends with a finale
entitled "Departure." In between are
thirteen short contrasting movements,
each dedicated to one of the colonies.
The work as a whole requires at least
four players, but not all play on all
movements. "New Hampshire" is a trio
describing "the serene beauty of the
White Mountains." "Massachusetts," in
the form of a "fugueing tune," starts
with a duet, followed by a trio, and ends
with the fall quartet. "Connecticut" is a
quartet based on the rhythm of a sea
chantey. "Rhode Island," a two-part
"Round for Roger Williams" (the
founder of Providence), is texted and is
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most effective when the other two play-
ers sing. "New York" is a three-part "Bar-
carolle" (gondola song?) for the Hudson
River! "Newiersey" uses the entire quar-
tet in an exhilarating "March to Tren-
ton," followed by an ATB "prayer" for
"Pennsylvania" sub-titled "Valley
Forge." For "Delaware," which was orig-
inally called "New Sweden," there is a
four-part round based on a Scandina-
vian Christmas carol. "A Lullaby from a
Lost Village" honors an archeological
discovery in "Mary.and." For "Virginia,"
of course, there's a "Reel!" "North Car-
olina" is a white spiritual, "Lo, the Spar-
row Has Found Her a House," and
"South Carolina" is a black spiritual,
"We will cross that mighty river one day,
Lord." For "Georgla," which was origi-
nally a prison colony, there is a somber
Agnus Dei.
The only problem with this edition is

that the eleven-page score is printed on
loose single pages instead of folded 11"
x 17" sheets—a catastrophe just asking
to happen!

Constance M. Primus

SONATA A 4, OP. 10/18 (1673), BY GIO-
VANNI LEGREN71, ed. David Katz. Dolce
Editions 335 (Magnamusic), 1996. ATTB
or SATB (one tone higher), sc (ATTB) 4
pp, pts (ATTB and SATB) 2 pp each.
$6.00.
CAPRICCIO SOPRA LA GIROMET-
TA, BY GIROLAMO FRESCOBALDI, arr.
Bernard Thomas. Dolce Editions 334
(Magnamusic), 1996. SATB or AATB, sc
7 pp, pts 2 pp each. $7.50.
CAPRICCIO SOPRA LA SOL FA RE
MI, BY GIROLAMO FRESCOBALDI, arr.
Bernard Thomas. Dolce Editions 333
(Magnamusic), 1996. SATB or AATB, sc
7 pp, pts 2 pp each. $7.50.
LUDI MUSICI (PRIMA PARS): PAD-
UANA, GALLIARDA, COURANTA,
ALEMANDE, INTRADA, CANZON-
ETTO, UT VOCANT, QUATERNIS &
QUINIS VOCIBUS, BY SAMUEL SCHEIDT,
ed. Bernard Thomas. London Pro Musi-
ca Edition LPM MP7 (Magnamusic),
1996. Various combinations of 4 and 5
pts with bc, sc 86 pp. $19.50; separate
pts available @ $8.00 each.

Legrenzi's Sonata a 4 is one of two
pieces (not just one, as Katz claims) he
originally composed for a consort of
viols. Why did Legrenzi write for an en-
semble that by 1673 was decidedly old-
fashioned? Stephen Bonta, in the preface
to his edition of sonatas from Opus 10,
suggests that it was because the Conser-

oin the thousands who are maki
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Ben Bechtel • Harpsichords
Ben Bechtel is Ben Bechtel Harpsichords is Harps & Historical Instruments is historical building•restoration•repair
& tuning •consulting & appraisals •rental for all occasions .builder of fine historical instruments for early music in
cluding •goltric harps • bray harps orebecs • vielles • giftems • step psalteries •di porco psalteries • trapezoidal
psalteries • wing psalteries •hurdy gurdies • Unicorn resin gemshoms *bows •lyres *custom instrument cases.
Harpsichord bui!ding includes many varieties and styles including spinets, virginals and clavichords -
based on historical examples from Italy, Flanders, France, Germany & England by famous
makers of the period such as Taskin, Stehlin, Bianchet, Hemsch, Grimaldi, Ridoffi
Vatter, Miefice, Haas, Ruckers, Dulcken, Couchet Vaucry, Hitchcock,
Keene, Kircicman, Shudi and more by a prize winner in the
Spivey International Harpsichord Competition. In
addition to the above, special custom design
orders are always welcomed. Agent for
historical winds - including recorders
of all styles and sizes, krummhoms,
comamuses, shawrns, bagpipes,
sackbuts, etc. inquiries are wel-
comed. if we don't have it we
can advise you of best sources.

Harps &
Historical Instruments

2906 Clermont Road • Columbus, OR 43209 • (614) 239-7187

WorbWinbs
12 Recorder Ensembles from Pan American Folk Music
Music of The Andes, Mexico, Brazil, Bolivia, Peru, Chile, Ecuador

SS, SA, AT, SSA, SpSA, SSTT, SSATT
• Full score and four student books; guitar & percussion accomp.—$ 18.95

Carol King

The Tropic& Recorder
12 Pieces with a Caribbean Splash for 1-3 Sopranos

• Full score and student book; Orff inst. or guitar/perc. accomp .—$ 13.50

Jim Solomon & Mary Helen Solomon

Memphis Musicraft Publications • 800-595-6732 (Visa, MC)

Early Music in Hawaii!
•

A weekend workshop on the Big Island
at The University of Hawaii, Hilo

November 6-8, 1998
><><><><><><><><><><><><><><><

faculty includes:
John Tyson: advanced recorder, masterclass

Martha Bixler: intermediate recorder, loads

Andrea Macintosh-Lee: intermediate recorder, madrigals

Dr. Richard Lee: beginning recorder, Icrumhorns

><><><><><><><><><><><><><><

* relax and play in a tropical setting * enjoy diverse seminars
* perform in the Aloha Concert

$120- regular; $110- ARS members, $100- Early Bird Special (must be received by Oct, 3)

to apply please call (808) 968-6419 or emailLeericha@hawaii.edu

MUSIC REVIEWS
(cont.)

vatorio dei Mendicanti, where the com-
poser later worked, acquired a consort
of viols in the same year. Legrenzi, who
was maestro di cappella at St. Mark's, is
a composer worth getting to know, but
this sonata is a quirky piece. It does not
work well in the ATTB recorder version
because the top two parts are too high; f"
on an alto (like the c" in the tenor) is fine
in solo wcrk but risky for ensemble play-
ing. The piece has five sections—Allegro
assai, [Allegro], Adagio, Allegro, Adagio.
The second and third adagios are very
short but with a sustained character that
suggests the "slurred tremolo" bowing
emulating the sound of the organ tremu-
lant —not an idiomatic effect for the
recorder.

Bernard Thomas probably has edited
more music for recorder than anyone on
this planet, and he does it extremely
well. In general, though, his editorial
work for Dolce Editions is less careful
and less consistent than that for LPM.
The two Frescobaldi works, originally
for keyboard, are well-suited to re-
corders, though Thomas allows that he
has tweaked them just a bit in order to
adapt them to a different medium. They
are not easy, but they are great fun to
play. The "Girometta" in particular of-
fers a delightful combination of sophis-
ticated counterpoint and a perky "popu-
lar" tune. Accomplished bass players
will take great delight in the runs and
chromatic passages. The piece has two
excursions into triple time, and for the
benefit of the uninitiated, some sort of
tempo equivalence would have been use-
ful in both spots. Standard proportional
relationships should be taken as a start-
ing point here, even though the issue is
complicated both by the relatively late
date of the music and, in the case of the
last triple-meter section, the "allegro"
marking. One misses here, too, the range

KEY: rec-recorder; S'o=sopranino; S-soprano;
A-alto; T-tenor; Br-bass; g13-great bass; cB= contra
bass; qrt=quartet; p1-piano; fwd- foreword;
opt-optional; perc-percussion; pp= pages;
sc-score; pt(s)-part(s); kbd-keyboard; be-basso
continuo; hc-harpsichord.

Multiple reviews by one reviewer are followed
by that reviewer's name.
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finders and the incipits in original nota-
tion customarily provided in Thomas's
London Pro Musica editions.
The Capriccio scpra La sol fa re mi is

more learned than the "Girometta" and
also (at 174 vs. 103 measures) consider-
ably longer. The subject, derived from
solmization syllables, appears through-
out the piece, and even though the piece
is extremely well-crafted, it could be-
come a bit tedious in a concert situation.
I think that individual sections of the
piece could stand alone, as Frescobaldi
himself recommended for his toccatas.
The piece has three excursions into
triple meter. Interestingly, Thomas indi-
cates tempo relationships for the second
and third of these (.3 = .), but not the
first. He recommends a G alto for the top
part, but he provides an alternate ver-
sion for soprano recorder.

Scheidt's Ludi musici invites compar-
ison with LPM's boxed sets of Holborne,
Brade, and Simpson. (This is not a boxed
set, however; the score only was avail-
able for review, and parts, in an appro-
priate variety of clefs, are available sepa-
rately.) There are thirty-two instrumen-
tal works in all, some in four parts, some
in five, all with continuo. Many of them
are absolute gems, though admittedly
Scheidt's compositional prowess suffers
occasional lapses—a case in point being
the utterly banal passage in mm. 107-117
in "Canzon a 5 voc. Super Cantionem
Gallicam." Only two of the works bear
specific designations for instruments:
no. 18 is for four cornetts, and no. 32 is
for two clarini and three trombones.
From the look of it, most of the remain-
der of the collection is violin band mu-
sic. Many of the pieces work well on re-
corders, but some of the effects—particu-
larly the repeated sixteenth-notes in "0
Nachbar Roland" —are not idiomatic to
our instrument. A personal favorite of
mine is the "Intradam Aechiopicam" —a
challenging piece, with lots of imitation
and virtuoso figuration. A minor quib-
ble: the collection lacks a really usable
table of contents. Thomas's Commen-
tary contains a list of the pieces in order
of their appearance, but it is somewhat
awkward to use because it contains so
much additional—albeit useful—infor-
mation. As a whole, though, the preface
is quite useful, and Thomas's back-
ground notes are intelligent and suc-
cinct. This is a collection every early mu-
sician should own.

Stewart Carter
Wake Forest University

0 MELHOR DE PLYINGUINHA ("THE
BEST OF PLXINGUINHA"), COMPILED BY
MARIA JOSE CARRASQUEIRA. Irmaos Vitale
S/A, Sao Paulo, Brazil (Flute World, Box
250248, Franklin, • MI 48025; 248-855-
0410), 1997. 124 pp. $35.00.
Don't be deterred by the gold statue of

a saxophone-playing Pixinguinha on the
cover! This 100th-anniversary collection of
Brazilian choros and more by the great
master of the genre is a gold mine for re-
corder players. From the poignant "Naque-
le Tempo" to the rousing "Um a Zero"
(written after a soccer match), the volume
is filled with tunes heard in cafes, gardens,
plazas, homes, and on the airwaves all over
Brazil.
Pixinguinha, born Alfredo da Rocha

Viarma Filho in 1897, died in Rio de
Janeiro in 1973. He learned his craft play-
ing flute with his father and friends (Villa-
Lobos among them) who gathered at their
home to play old choros. Pixinguinha went
on to master the saxophone and began to
compose and conduct. He traveled exten-
sively outside the country with his group
"Os Oito Batutas," including a six-month
stay in Paris, but until now, it has been dif-
ficult for players in the United States to
find more than an isolated example of his
melodious music.
This collection contains 76 of Pixin-

guinha's choros, modinhas, polkas, waltz-
es, and more, presented in a beautiful edi-
tion that has clear, easy-to-read type and
sturdy paper and binding. Pianist Maria
Jost Carrasqueira comes from a prominent
Brazilian musical family; she includes a bi-
ography and (in Portuguese) an homage to
"Pixinguinha, meu amigo...." from her fa-
ther, flutist Joao Dias Carrasqueira, in the
introduction. Her brother, eminent flutist
Antonio Carlos Carrasqueira, edited the
melodies, and Edmilson Capelupi translat-

This 100th-anniversary
collection of Brazilian
choros and more by
Pixinguinha is a gold
mine for recorder
players. The choro
serenata "You Vivendo"
and the waltzes "Rosa,"
"Uma simples lem-
branca," "Tico," and
"Dininha," are especially
suited to the instrument.

ed Pixinguinha's uniq' ue harmony mark-
ings into standard chord symbols (a "real-
ized" version of these choros is in prepara-
tion).

Because of their range, some melodies
work best on C instruments; others are
suited to the alto reading up an octave.
Most can be negotiated by transposing a
few passages of extended range or by em-
ploying some "kneed" notes in the third oc-
tave, Some, such as the choro serenata
"Vou Vivendo" (published in AR, January
1995) and the waltzes "Rosa," "Uma sim-
ples lembranca," "Tico," and "Dininha,"
are especially suited to the recorder. You
can use them as teaching etudes on synco-
pation or chromatics, or just get together
with friends and jam. (It helps to have
some Brazilian friends who play guitar and
percussion, but any guitarist with some
jazz experience will know what to do with
the chords.) I guarantee you'll never tire of
these tunes! And when you go to Brazil,
you'll find a country full of fellow choro
lovers just ready to play and sing with you.

Wendy Rolfe

Wendy Rolfe is professor of flute at the
Berhlee College of Music in Boston, Massa-
chusetts. She taught at the Escola de Musica
International Summer Course in Brasilia,
Brazil, in 1997 and 1998, and has twice
toured the country, giving master classes and
recitals.

DUETS FOR TREBLE RECORDERS
FOR BEGINNERS, ED. BY JANOS MAUNA.
Editio Musica Budapest Z.1410 (Boosey &
Hawkes), 1996. AA, sc 22 pp. $9.95.
Contrary to the title, this collection of

duets is not appropriate for the beginning
recorder student. Not only do the pieces
use the full range of the alto recorder, but
they also demand a level of rhythmic read-
ing skill that is more appropriate for the
intermediate/advanced player.
There are other drawbacks to this col-

lection. No sources are listed for any of the
pieces. Approximately half of them are
from vocal duets and the rest are from oth-
er sources transposed up to accommodate
the range of the alto recorder. As a result,
the duets lie in the upper register of the re-
corder, posing a problem for both players
and listeners. The collection spans a peri-
od of 750 years, and the beginner cannot
be expected to know how to execute the in-
dicated ornaments. The editor provides
no assistance in this regard.
The intermediate student who is inter-

ested in playing the vocal transcriptions
would benefit by going to the original
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Order your recorder discs
through the ARS CD Club!

The ARS CD Club makes hard-to-find or limited release CDs by ARS
members available to ARS members at the special price listed (non-
members slightly higher), postage and handling included. Ar updated
listing of available CDs may be found at the ARS web site:
<http://ourworld.compuserve.com/homepages/recorder>.

 I.S. BACH: TRIO SONATAS Judith Linsenberg, recorder; Elizabeth
Blumenstock, violin; Elisabeth Le Guin, cello; Edward Parmentier, harp-
sichord. Six works arranged by Linsenberg from the trio sonatas for or-
gan, BWV 525-530. Supported by the 1992 ARS Professional Recording
Grant. Virgin Veritas. $17 ARS/$20 others.

BLOCKFLOTENENSEMBLE WIEN Irmtraut Freiberg, Karin Heinisch,
Susanne Jurdak, Eva Maria Kaukal, and Prisca Loeffler, recorders.
Ensemble music for three-five players (sopranino in g" to great-bass in
F); compositions by J.Chr. Demantius, J. Hilton, M. Kaeser, Monteverdi,
Morley, Mozart, W.W. van Nieuwkerk, Pachelbel, Reichardt, Scher-
mann. $17 ARS/$20 others.

CIRCULO MAGICO (MAGIC CIRCLE) Clea Galhano, recorder.
Brazilian and American contemporary music for recorder and various
instruments. $17 ARS/$20 others.

DANCE!: RENAISSONIC.S John Tyson, recorder, pipe & tabor;
James Johnston, violin; Reinmar Seidler, cello; Douglas Freundlich, lute;
Jacqueline Schwab, virginal. Renaissance dances and improvisations.
Titanic. $17 ARS/$20 others.

ENGLISH CONSORT MUSIC: BROWNING MY DERE Marion Ver-
bruggen and Flanders Recorder Quartet (Bart Spanhove, Paul Van Loey,
Joris Van Goethem, Geert Van Gele). Subtitled work by Henry Stonings,
"The leaves be greene" by William Byrd, other 16-17th century consort
works. Qualiton. $17 ARS/$20 others.

FLEMISH CONTEMPORARY RECORDER MUSIC, VOL II Geert Van
Gele, recorder. Former Flanders Quartet member records his first solo CD
"live," with support from the Flemish Government. Works by JanPieter
Biesemans, Boudewijn Buckinx, Frans Geysen, and Jan Van Landeghem.
Qualiton. $17 ARS/$20 others.

THE GREAT EMU WAR Batalla Famossa, an ensemble of nine
young players, records the first CD of diverse Australian recorder en-
semble music. Sopranino to bass concertos, arrangements of Chinese,
Ukrainian and Korean folk songs. Composers include Thorn, Eccles and
Marillier. Orpheus Music. $17 ARS/$20 others.

LANDSCAPES David Bellugi, recorders; Ali Tajbakhsh and Chris
Hayward, percussion. "Virtual" orchestra of recorders created single-
handedly by Bellugi. Three centuries of ethnic music, including music
by Encina, Brouwer, Ortiz, Bartok. :rame. $17 ARS/$20 others.

MARIN MARAIS: PIECES EN TRIO (BUDGET 2-CD SET) Judith Lin-
senberg, recorders; Elizabeth Blumenstock, violin; Gonzalo Ruiz, oboe;
Roy Whelden, viola da gamba; Michael Eagan, archlute; Byron
Schenkman, harpsichord. Marais' complete works for two treble lines
and bass, with varied instrumentation and orchestrations. CD of the
Month, Atte A4usik Aktuell. Angel/EMI. $24 ARS/$28 others.

ROMANCES AND VILLANCICOS FROM SPAIN AND THE NEW
WORLD Carlos Serrano, recorders, plus the four other members of
Musica Ficta. Performances of some of the oldest music in the New
World, showing the evolution of the two most important genres in
Renaissance Spain, the romance and the villancico, into the most popu-
lar genre in colonial Latin America, the Baroque villancico. Program
notes in English/Spanish/French. MF (Colombia). $17 ARS/$20 others.
SUZUKI® RECORDER SCHOOL (FOUR VOLUMES) Marion Verbruggen,
recorders; Mary Springfels, viola da gamba; Arthur Haas, harpsichord.
Recordings to accompany the Suzuki® Recorder School method books,
performed by an ensemble of internationally acclaimed early music in-
terpreters. Warner Bros./Summy-Birchard, Inc. $17 ARS/$20 others, for
each single CD, or $33 ARS/$40 others for any two Suzuki® CDs:

Vols. 1 & 2 for Soprano: folk and children's songs, Baroque dances...,

Vols. 3 & 4 for
Soprano: Handel,
de la Guerre, others

Vols. 1 & 2 for
Alto: folk and children's
songs, Baroque dances

Vols. 3 & 4 for Alto:
Handel, J.S. Bach, Purcell,
others

TAMPA BAY EARLY MUSIC CONSORT
Walter Bitner, recorders; Theresa Villani, viola da gamba; Carl Klein, or-
gan & harpsichord. 17th and 18th-century-music by Cima, Frescobaldi,
Uccelini, Hotteterre, Couperin, Telemann, and Handel. Performed on
historical instruments. Seven octave music #wtc3. $17 ARS/$20 others.

TELEMANN: CONCERTO FOR RECORDER AND BASSOON,
VIOLA CONCERTO IN G MAJOR, SUITE IN A MINOR Features Elissa
Berardi, recorder,in duo concerto (with Dennis Godburn, bassoon) and
in suite; Philomel Baroque Orchestra. Also features violist David Miller
in viola concerto. Centaur. $17 ARS/$20 others.

ALSO IN STOCK:
BEYOND...CELESTIAL WINDS David young, recorder, and others.

$17 ARS/$20 others.

BLISS David Young, recorders; Christine Tulis, celtic harp; MB
Gordy, percussion; John Philip Shenale, keyboards/bass. Universe Mu-
sic. $17 ARS/$20 others.

CELESTIAL WINDS I David Young, recorders: Lisa Franco, celitc
harp. $17 ARS/$20 others.

CHRISTMAS MORNING David Young, recorders; Lisa Franco, celtic
harp. $17 ARS/$20 others.

HANDEL THE ITALIAN YEARS El ssa Berardi, recorder &
Baroque flute; Julianne Baird, soprano; Philomel Baroque Orchestra.
$17 ARS/$20 others

OCEANS OF LOVE David Young, recorders; Lisa Franco, celtic harp.
$17 ARS/$20 other

ORCHESTRA DEL CHIANTI David Bellugi, recorder; Orchestra del
Chianti. $17 ARS/$20 others.

PERGOLESI: LA SERVA PADRONA Elissa Berardi, recorder;
J ulianne Baird, soprano; John Ostendorf, bass-baritone; Philomel
Baroque Chamber Orchestra. $17 ARS/$20 others.

ISHMAEL (2-CD SET) Elissa Berardi, recorder; plus five
singers and the Brewer Baroque Orchestra. $33 ARS/$40 others.

SOMETHING OLD, SOMETHING NEW John Tyson, recorders; $17
ARS/$20 others.

Please indicate above the CDs you wish to order,
and print clearly the following:

Name Daytime phone: (.___) 

Address: 

City/State/Zip:  

Check enclosed for
single CDs x $ = $ 
2-CD sets x $ = $ 

TOTAL =$..............

Please charge the above amount to my MasterCard or Visa:

  Exp. Date:  

Cardholder's signature:  

Mail to: AMERICAN RECORDER SOCIETY, P.O. Box 631, Littleton, CO
80160-0631, U.S.A. You may fax (with handset down) or call in your
credit card order to 303-347-1181.
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MUSIC REVIEWS (cont.)

sources. There the player would find a
valuable asset that is not included in this
collection, the text. The words are invalu-
able in determining the phrasing of the
parts, as well as in e stablishing the mood
of each piece.
There is a defini:e need for more duet

material at the beginning level for alto re-
corders. We hope t1 at more attempts will
be made, but better ones than this.

Matthew Eisenhower

Matthew Eisenhower received his B.A. in
music therapy from State University of New
York-New Paltz in 1995, his M.A. in music
education from Teathers College, Columbia
University, in 1997, and his Orff Teacher
training Level I from the Bloomingdale
House of Music in 1398. He holds the posi-
tion of director of instrumental ensembles
at P.S. 87 in Manhattan.

7 VENETIAN DANCES OF THE EARLY
16TH CENTURY. London Pro Musica
EML 309 (Magnamusic), 1997. 4 instru-
ments, 4 Sc, 4 pp each. $4.50.
AVE VERA CARO CHRISTI (c. 1500),
BY ANONYMOUS. London Pro Musica EML
294 (Magnamusic), 1996. 4 voices or in-
struments, 4 sc, 4P? each. $4.50.
2 CANZONI DA SONAR (1600), BY AN-
TONIO MORTAR°. London Pro Musica EML
302 (Magnamusic), 1996.4 instruments, 4
sc, 4 pp each. $4.50.
5 CHRISTMAS SETTINGS, BY MICHAEL
PRAETORIUS. London Pro Musica EML 300
(Magnamusic), 19c6. 3 voices or instru-
ments, 3 Sc, 8 pp each. $7.00.
NU KOMM DER HEYDEN HEYLAND,
By SAMUEL Sammy. London Pro Musica
EML 304 (Magnamusic), 1996. 8 voices or
instruments (2 choirs), 1 full Sc, 8 pp; 4 sc
Chorus 1, 4 pp each; 4 sc Chorus II, 4 pp
each. $9.50.
PHILLIS, I FAIN WOULD DIE NOW, BY
Dumas MORLEY. London Pro Musica EML
316 (Magnamusic). 1997. 7 voices or in-
struments (2 choirs), 1 full sc, 11 pp; 3 sc
Chorus I, 3 pp each; 4 sc Chorus II, 4 pp
each. $9.50.
These are some of the recent publica-

tions by London Pro Musica in their Early
Music Library Series that I have used suc-
cessfully with workshop classes and ARS
chapters. The EML series, edited by
Bernard Thomas, consists of over 300 edi-
tions to date. Its special feature is that each
edition provides :he same number of

scores as there are parts in the piece (so
that each performer has a copy), and the
prices are very reasonable. Editorial notes
include sources, translations, perfor-
mance suggestions, and other useful infor-
mation. Many teachers and consorts sub-
scribe to the whole series; for further in-
formation, contact Magnamusic (860-
364-5431).

The 7 Venetian Dances are selected from
a keyboard manuscript and arranged by
Bernard Thomas in four-part ensemble set-
tings similar to those found in early
sources. Some of the dances are based on
popular tunes from the villotte or frottole
repertoire; others are found in later en-
semble settings. This collection, which is
ideal for those new to ensemble playing,
contains examples of saharellos and gal-
liards (which the editor distinguishes from
saltarellos by their hemiolas) along with
two duple-meter dances, including the fa-
miliar "Pavana in passa e mezzo."
Ave Vera Caro Christi, a motet published

by Petrucci in 1502, is useful for groups
without a bass recorder, but it's definitely
not for beginners because the rhythms are
quite challenging. It is both interesting to
play and to listen to because of the variety
of textures, which vary from four-part ho-
mophonic phrases to duets in parallel
thirds to solo episodic passages.
Mortaro's canzoni are well-crafted and

fun to play because of the independence of
parts. "La Pozzobonella," the first in this
edition, is somewhat easier than the sec-
ond, "La Malvezza," which ends with a
flurry of hocket-like figures and a quote
from a familiar dance tune.

This selection of Praetorius's three-part
settings of three familiar Christmas
chorales shows the diversity of his compo-
sitional techniques. In the first of two set-

tings of "Vom Himmel hoch" the melody is
played in sustained notes in the top part,
whereas in the second setting it is elabo-
rated and distributed among all of the
parts. "In dulci jubilo" is truly joyful in this
trio, in which the familiar melody alter-
nates between sections of imitative duple
meter and homophonic triple meter. The
first setting of 'Puer natus in Bethlehem"
also alternates duple and triple meters, but
with a more homophonic texture. Its sec-
ond setting, in 6/4 throughout, has the
melody in the middle part with simple
counterpoint above and below it for the
first two verses; for the third verse, the top
two voices are embellished with divisions.

For those who prefer reading from
scores rather than parts, the Early Music
Library split scores for double-choir pieces
are most welcome. Scheidt's Nun homm
der Heyden Heyland ("Now comes the sav-
iour of the heathen") is a setting of an ad-
vent chorale, the original melody and
words of which are included in the editor's
notes. With the choirs sometimes joining
together and sometimes opposing each
other, this piece is a good example of the
Italian concerto style. There are tricky
triple groupings and challenging "contrast
motifs" where bits of phrases are tossed
back and forth. The bass parts extend to
low E so two great bass recorders are need-
ed if only recorders are used.
Morley's Phillis I Fain Would Die Now is

a fanciful Arcadian "dialogue to seven voic-
es." The three-part Chorus 1 (SSA8 re-
corders) speaks for Phillis, whereas the
four-part Chorus II (A8TTB) speaks for the
shepherd Aminta. The dialogue continues
for over 100 measures, when the choruses
finally overlap, singing "No no no no,
dear," and the piece concludes with the full
seven parts singing together. Highly rec-
ommended!

Constance M. Primus

Continued overleaf

The special feature of the Early Music Library

is that each edition provides the same number

of scores as there are parts in the piece

(so that each performer has a copy), and the

prices are very reasonable. Editorial notes include

sources, translations, performance suggestions,

and other useful information. Many teachers

and consorts subscribe to the whole series.
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ALBUMBLATTER, BY GERRARD BRAUN.
Edition Moeck 1584 (Magnamusic), 1997.
A, Sc, 6 pp. $12.00.
FLAUTO APERTO, By GERRARD BRAUN.
Heinrichschofen N-2429 (C . F. Peters),
1998. S, Sc, 5 pp. $17.00.
DREI PERSONLICHE EMPFEHLUN-
GEN, BY WERNER HEIDER. Edition Moeck
1585 (Magnamusic), 1997. A, Sc, 6 pp.
$12.00.
Here are three solid new works in the

post-Webern idiom. Their style is general-
ly characterized by atonality, wide interval
leaps, irregular rhythms, and lack of repe-
tition. But each of these compositions has
its own individual characteristics as well.

The three movements of Alhumbleitter
('Album Leaves") by Gerhard Braun,
which may be played separately or as one
large piece, are all statements of extreme
contrast. Strong passages of passionate,
rhythmically decisive music are countered
by soft, furtive, mysterious moments. The
piece requires much from the performer in
the area of dynamic control (via leaking,

shading, alternate fingerings, etc.) and is
generally quite challenging.

Less challenging—though by no means
easy—are the six little sketches in Braun's
Flauto Aperto (literally "Open Flute," but
probably meaning something like "Unhar-
nessed Flute"). These pieces may also be
played separately or together, but a further
option of selecting several from the bunch
and arranging them in different orders of-
fers a wide range of choices. There is one
exception: if the sixth piece is used, it must
be played last. This movement is the most
unique of the lot, requiring that the per-
former plays two instruments at once and
that one of the soprano recorders be pre-
pared to produce a gamut of microtonal
pitches.
Werner Heider's Drei person liche

Empfehlungen ("Three Personal Recom-
mendations") is difficult, but more acces-
sible than any of Heider's previous re-
corder pieces. Most akin to his other com-
positions is the first movement, which he
calls Gliichsprung (a compound word that

Memories of Richard Conn

"I'd like to meet Hans Ulrich Staeps when I'm in Vienna," Dick said over lunch,
"I could talk with him about composing a piece for the Colorado Workshop."

That conversation resulted in the premiere performance in 1984 of Staeps's
Minstrels, which was the first of several compositions that Richard Conn was
involved in commissioning, including: Dialogue and Dance by Cecil Effinger
(for the 25th anniversary of the Denver Chapter ARS in 1989), Transcendence
by Clare Shore (premiered the same year by the Colorado Recorder Festival for
ARS 50), and Hill Songs by Sam Lancaster for the 1994 Colorado Recorder Fes-
tival. In 1986, as a trustee of the ARS Katz Memorial Fund, Dick helped estab-
lished the Erich Katz Composition Competition, and as a judge for this compe-
tition, he called upon a group of his Denver friends to read through piles of
submitted music. His longtime interest in modern, as well as early, music for
the recorder has resulted in numerous witty reviews for AR.
When Dick moved to Denver from Phoenix in the early '70s, he came to our

chapter meeting looking for a "three-legged quartet." Since then he had been
an active member, serving more than once as president and program director.
An avid "workshopper," he joined the board of directors of the Colorado Re-
corder Festival upon its incorporation in 1988 and was co-director of its 1994
workshop. Dick, the ultimate amateur (though very accomplished!) recorder
and viol player often reminded us that "amateur" means "love."
Dick will be known, however, for much more than his love of music and

support of the ARS. He recently retired as Curator of Native Arts at the Denver
Art Museum, where, according to his successor, his "innovative installation" of
the collection "has been emulated by museums across the country, and his
many books are basic references in the field today." Dick died at age 69 on July
13, 1998, in New Orleans where he was visiting as a consultant for the New Or-
leans Museum of Art. We will surely miss him!

Constance M. Primus

means something like "Jump for Joy"). The
second movement, Beige, features long
tones with rapidly changing dynamics—a
really tough challenge in its own way. The
last movement, Mini-Rock, does not sound
too much like rock music of any kind.
Throughout this movement a metronome
is set to ticking away the tempo, and Hei-
der employs a simpler rhythmic language.

The editions are well prepared and
problem-free. Instructions are in both Ger-
man and English (French, too, in Album-
bleitter) though rather minimal in the Hei-
der piece There are many works in this
genre for our instrument; these are among
the better ones.

DER HECHT, BY AGNES DORWARTH. Edi-
tion Moeck 1582 (Magnamusic), 1997.
AAAA, 3sc, each 6 pp. $18.00.
DAS GROSSE LALULA, BY AGNES DOR-
WARTH. Edition Moeck 1574 (Magnamu-
sic), 1997. AAAA, 3sc, each 8 pp. $20.00.
GESPRACH EINER HAUSSCHNECKE
MIT SICH SELBST, BY AGNES DORWARTH.
Edition Moeck 1575 (Magnamusic), 1997.
A, sc, 4 pp. $10.00.

These compositions are an outgrowth
of experiments the composer conducted
with her recorder class at the Hochschule
in Freiberg combining playing, speaking,
singing, and movement. Each piece is ti-
tled after and based upon a poem by Chris-
tian Morgenstern. Parts of these works are
specific; other parts are improvised with
varying degrees of notational input.
Der Hecht ("The Pike") is the most ac-

cessible both to play and to follow, since it
is based on the only one of the three Mor-
genstern poems that conveys ideas in a
narrative way. To paraphrase (the poem is
in German), a pike seeks moral guidance
from St. Anthony (the patron saint of ani-
mals) and is advised to go on a strictly veg-
etarian diet. The pike obeys, but its diges-
tive system is not designed for this and it
becomes ill;It develops a terrible diarrhea,
which pollutes the water and kills five hun-
dred fish!
When the pike reports this, St. Anthony

obliviously replies "Holy, Holy, Holy."
The text of the poem is recited by the

four recorderists in bits and pieces
throughout the work. Dorwarth provides
descriptive musical episodes that are at
times hilarious. In the minimalist-style
opening sections, the recorderists, when
not playing, are chanting "blubb, blubb,
blubb, blubb" in even eighth-note rhythms.
When the part of the poem about the diar-
rhea is recited, it is followed by a free im-
provisation based on several little frag-
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mentary motives, one of which instructs
the recorderists to pay into the body of the
recorder (minus headjoint) in the manner
of a trumpet. Anyone who has tried this
will realize the scatological connection
with the text (the sounds are very bath-
roomy!). At the end, St. Anthony's oblivi-
ous closing statement is ironically set to
music that may be a quotation from or is at
least fashioned to sound like a traditional
hymn. It is sung in four-part harmony by
the recorderists.
Das grosse Lalula ("The Big Lalula") is

based on a poem of nonsense syllables and
is therefore more abstract. The music is
more consistently minimalist-style and
harder to play. Embedded in the second re-
corder part is a long quotation from the
last movement of Hans Ulrich Staeps's Vir-
tuose Suite. Throughout the piece the play-
ers must change tlieir stage positions ac-
cording to diagrams provided in the score.
Doing this will require the work to be per-
formed by memory The final page of the
score contains two improvisational sec-
tions: one played cn the instruments, the
other sung.
Dorwarth's solc piece ("A House-Snail

Talking to Itself") relies upon performer
virtuosity to carry it along more than do
the quartets. As in the other pieces, the text
of the Morgenstern poem has been frag-
mented and is recited as an integral part of
the work.
There are both good and not-so-good

things here. Dorwarth displays a wonder-
fully creative imagination in her response
to the Morgenstern poetry her integration
of material, and use of the performers and
performance space. In addition, her outra-
geous sense of humor is a delight. And yet
there is not a single moment in any of these
compositions where the music itself rises
to a level of artistry or, for that matter, even
to a level of good c:aftsmanship.

The editions are beautifully printed
and problem-free, out the instructions are
in German only. That is a throwback to the
1970s and early 1580s for Edition Moeck,
which in recent times has published the in-
structions in their editions in English and
French as well. But it should be noted that
these pieces are best suited to German
speaking audiences because of the poetry,
which really can't 'De translated.

Pete Rose

Nom: The recorder (soprano or alto) and
accompaniment parts for the Suzuki Re-
corder School, Vol. 2, are now available,
($6.95 each, from Warner Bros.) See re-
view in the January 1998 AR.

ARS Membership Enrollment and Renewal
Please enroll/renew me as a member of the Society. I'm looking forward to:

1:c American Recorder, ARS Newsletter, and the Members' Directory

• Members' Library musical editions

• Eligibility for the ARS Education Program examinations

* Discounts to some recorder workshops and on ARS publications

* Mailings from suppliers of materials, music, instruments. (ARS list is made
available only to purveyors of goods and services for recorder players.)

* Information on all aspects of playing the recorder

U.S. membership: IJ one year $30, two years $55

Canada** membership: p one year $35, LI two years $65

U.S. Student* membership: Li one year $15, l=1 two years $30
Please inquire about dues amounts for foreign and Canadian students.

Foreign** membership: fp one year $40, P two years $75

Workshop membership: p one year $50 Business membership: D one year $100

L) Address and/or phone information has changed in past year.
Li Do not list my name in Directory.

*Enclose proof of full-time enrollment.
**Paid in U.S. funds by check on U.S. bank, or by international money order.

Family members residing at the same address may share a membership. However, the
student rate is not applicable to a shared family membership. For an additional listing in
the ARS Directory under different surnames at the same address, add $5.

Please check to be included on the ARS list of LI Teachers and/or Li Professional
performers. (Since your recorder activities may change, you must indicate on each
renewal if you want to continue to be listed.)

LI I wish to contribute $ to help sustain the work of the Society.

Please charge to my VISA/MASTERCARD:
 Exp. Date: 
Cardholder's signature 

NAME PHONE ( ) 
ADDRESS 

E-MAIL
CITY STATE ZIP 

CHAPTER/CONSORT AFFILIATION, IF ANY:  

OPTIONAL INFORMATION:

Chapter officer or committee member? Yes (officer/committee:  
LI No Li Have served chapter in the past

Age:  For how many years have you played the recorder? 

Level of recorder playing: Li Amateur 1:1 Semi-professional Li Professional

Annual income: Under $10,000 LI $10,000-30,000 lj $30,000-50,000
:I $50,000-75,000 ID $75,000-100,000 CI Over $100,000

Portion of your income derived from music: All C) Some None

Portion of music income derived from the recorder? LI All Li Some IJ None

If all or some, what kind of recorder activities are involved? (Check all that apply.)

Li Teach privately LI Teach/lead workshops U Teach elementary school music
ZI Performance Ei Recorder maker Musical director/coach
1:1 Other  

What type of recorder music do you play? (Check all that apply.)
LI Medieval/Renaissance F.] Baroque Li Modern/pop 1p Folk Li Solo
1p Recorder Orchestra LI Chamber music with other instruments (such as
trio sonatas) U Broken consort with other instruments (such as a collegium)
[:) Consort involving three or more recorders playing one-on-a-part 1:1 Grand consort
(format used in many chapter meetings, with several recorders playing on each part)

AMERICAN RECORDER SOCIETY
P. O. Box 631, Littleton, CO 80160-0631, U.S.A.
Fax (with handset down) or call in credit card renewals to 303-347-1181
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ARS MUSIC PUBLICATIONS
Erich Katz Contemporary Music Series Members Non-Members

Suzanne M. Angevine, A Short Tale for two basses (Level II) (2 scores) $ 5 $ 8
Peter Ballinger, Double Quartet for Recorders Level II-III) (score & parts) $10 $18
Cecil Effinger, Dialogue and Dance ISATB) (Level II-III) (score & parts) $10 $18
Lee Gannon, Sonatine for three altcs ,Level III) (score & parts) $14 $26

(score, parts & demo cassette) $23 $43
Stanley W. Osborn, Kyrie and Vocalise for soprano voice and

recorders ISATB) (Level II) (2 scores & 4 recorder parts) $ 8 $14
Frederic Palmer, Entrevista (SATB) (Level II) (2 scores 614 recorder parts) $ 8
Sally Price, Dorian Mood (SATB) (Level II) (score & parts) $10 $18
Jeffrey Quick, Picnic Music (SATB) (Level II) (score & parts) $ 5 $ 8

Musical Editions from the Members' Library:
Edited by Martha Bixler and John DeLLcia
Available to ARS members only: 1 copy-$3; 2 copies-$4.50; 3-$6; 4-$7.50; 5-$10; 6-511.50
The ARS is happy to provide photocopied enlargements of any Members' Library edition
at the same prices listed. Please specify "Members' Library Enlargement"

Elizabethan Delights Vintage Burgundy
Slow Dance with Doubles (Colin Sterne) Sentimental Songs (arr. David Goldstein)
Los Pastores (arr. Virginia N. Ebinger) Bruckner's Ave Maria (arr. Jennifer W. Lehmann)
New Rounds on Old Rhymes (Erich Katz) Three Bantam Ballads (Ann McKinley)
Different Quips (Stephan Chandler) Other Quips (Stephan Chandler)
Three Cleveland Scenes (Carolyn Peskin) Two Bach Trios (arr. William Long)
Poinciana Rag (Laurie G. Alberts) Trios for Recorders (George T. Bachmann)
Two Brahms Lieder (arr. Thomas E. Van Dahm)Dancers (Richard Eastman)
Tracings in the Snow in Central Park (Robert W. Butts)

Other Materials
from the American Recorder Society

ARS Information Booklets:
ARS members: 1 booklet-$13, 2 booklets-$23, 3-528, 4-$35, 5-541, 6-547; 7-552
Non-members: 1 booklet-$18; 2-booklets-$33, 3-$44, $4-55, 5-$66, 6-$76; 7-586

Recorder Care (Scott Paterson)
American Recorder Music (Constance Primus)
Music for Mixed Ensembles (Jennifer W. Lehmann)
Improve Your Consort Skills (Susan Carduelis)
Playing Music for the Dance (Louise Austin)
The Burgundian Court and Its Music (Judith Whaley, coord.)
Adding Percussion to Medieval and Renaissance Music (Peggy Monroe)

Education Publications (available to ARS members only; prices indicated)
The ARS Personal Study Program in Thirteen Stages to Help You Improve Your Playing (1996).

Free to ARS members.
Guidebook to the ARS Personal Study Program (1996). Containing material formerly published in the

Study Guide and Study Guide Handbook, plus additional resources. $11.
ARS Music Lists (1996). Graded list of solos, ensembles, and method books. $8.

Package deal: Guidebook and Music Lists ordered together. $15.
Junior Recorder Society Club Leaders Guide Free to ARS members wishing to form a Club;

Student individual dues when Club is formed - $5 per student
fRS Class Program (includes Gerry and Sonya Burakoff, Introducing the Recorder) - $19.95

ARS Discography Project

Discography of the Recorder in 1989 (Vol. I)
Compiled by Scott Paterson and David Lasocki ARS members $23/non-members $28

Discography of the Recorder, Vol. II (1990-1994)
Compiled by Scott Paterson ARS members $23/non-members $28

"Two-for" package: ARS members may buy both Discography volumes for $40

All prices are in U.S. dollars and include U.S. postage and handling. For Canadian or foreign surface
postage, please add an additional Si Der item; for Canadian or foreign air mail, please add an additional
$3 per item. When ordering five or more items (excluding free items) to be shipped anywhere at the same
time, ARS Members may deduct an extra $2 on top of the discounted members' price. Please make
checks payable to the ARS. VISA/MasterCard also accepted.

American Recorder Society
P.O. Box 631, Littleton, CO 80160-0631, U.S.A.

303-347-1120

PRESIDENT'S
MESSAGE (cont.)

consort music and sat in so Saskia could
get some needed rest. It was truly awe-
some to be surrounded by such a con-
centration of immense talent and to ex-
perience virtuosity in the making: to wit-
ness the effortless negotiation of tricky
passages at sight, to be in the middle of
the lightning-quick non-verbal commu-
nication that had already developed
among the group to supplement musical
Italian and basic English, to join in the
outburst of giggles that followed the silly
mistakes cut short by the intense seri-
ousness of bringing the next phrase of
music to life. This virtuoso experience,
too, made me proud to be a recorder
player.
As I was leaving Amherst at the end of

my week of teaching and coaching, one
of the students, Alejandra Lopera, asked
me to add my signature to those of her
teachers and friends on her workshop T-
shirt as a souvenir. She then excitedly
gave me a gift that I know I will treasure
and enjoy for a long time. It is her own,
original composition: a brilliant and
beautiful duo in four movements for re-
corder and violin. I hope to be able to
play it well. In 250 years.

Gene Murrow

TEXT AND ACT
RECONSIDERED (cont.)

benighted tribe of Early Musickers have
never imagined that the past can have
many different, even contradictory,
properties? Does he really think one can
spend one's life in this field without be-
ing obsessed with the possibilities of
18th century Furtwanglers and Toscani-
nis, Heifetzes and Szigetis? Does he real-
ly believe that historical instruments
don't matter much at all to our under-
standing of music?

As long as Taruskin has the ear of The
New York Times he will have power, and
the New York early music scene will con-
tinue to suffer and decline. Let us hope
that this hegemony of his ends soon, for
the good of everyone else, audience and
players alike.

Harpsichordist James Richman is
music director vf the Dallas Bach Society
and director of Concert Royal, the New
York-City-based Baroque orchestra and
opera company.
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ON THE
CUTTING EDGE

Last spring, the Austrian chapter of the Eu-
ropean Recorder Teachers Association
(ERTA) through its president, Hans Maria
Kneihs, invited the American musicologist
David Lasocki and American recorderists
Joel Levine and myself to appear at its
fourth annual Kongress. Lasocki came to
give several lectures including the opening
session of the event. Levine and I were as-
signed multiple duties including class ses-
sions with ERTA participants, a concert
shared by both of us, and; in my case, a lec-
ture on the interpretation of my published
works. While therejoel and I were also giv-
en the opportunity (again through Prof.
Kneihs) to teach classes at the Vienna
Hochschule fiir Musik.
David has been to Europe many times;

I've been there less, but all of my composi-
tions are published in Europe (including
many by Universal Edition of Vienna) so I
am a familiar name. But this was Joel's
maiden voyage to Europe and it proved to
be an important one for jazz, for the re-
corder, and for those with whom he came
in contact.
Our concert was unique by any stan-

dards, For one thing, it didn't take place in
a concert hall, church, or school, but in a
jazz club. In fact, it was given in Vienna's
most revered club, Porgy and Bess, which
is located right in the center of the city and
often features world-renowned jazz musi-
cians. I performed a solo set first, then Joel
played a second set with a local Viennese
rhythm section. What was truly surprising
is that the concert drew heavily from both
jazz and recorder constituencies. The 250
seats in the club were sold out more than a
week in advance, and the standing-room-
only space was packed so densely that you
couldn't move. In addition, more than 100
people were turned away at the door. It
proved beyond a shadow of a doubt that, at
least under the right circumstances, the re-
corder could be a viable draw in such a
venue, and that a jazz club owner could
make a profit by featuring the recorder.

Joel's classes at the Hochschule were
oriented toward the practice of jazz impro-

visation. Using the Jerry Bergonzi method,
Levine had each member of his class im-
provise to music from a CD. The recording
had an accompanying rhythm section
playing a very slow-moving progression of
chords to a moderate Latin beat. On a
blackboard, Levine had the chord symbols
written out along with the notes of an ap-
propriate pentatonic scale for each chord.
Each student had to improvise with the CD
while Levine pointed to the corresponding
chord and scale. This gave the students
both aural and visual guidelines. In anoth-
er class session, the students were taught
the blues progression utilizing a similar
correlation of chords and scales. However,
this time they had to perform with a live
rhythm section made up of students from
the Hochschule's jazz department. This
meant that the recorder students had to re-
act and interact spontaneously with the
other musicians.

Throughout, Levine was patient and
displayed a naturally warm and open per-
sonality that the students could easily
bond with. It may well be the first time that
such very high-caliber recorder students at
a world-class European institution were
brought into direct contact with jazz per-
formance practice in a formal way. It is al-
so notable that these very successful class-
es were taught by a musician equally
versed in both jazz and the recorder. I was
truly amazed at how far Levine had
brought the students in such a short time.
It was a positive short-term sign—if not a
long-term proof—
that jazz improvisa-
tion could be taught
to recorder players.

If these students
never again approach
the study of jazz im-
provisation, they will
nevertheless have
been greatly en-
riched in their musi-
cal insights by partic-
ipating in Joel
Levine's class. Jazz

Americans in Austria

improvisation is a highly structured form
of spontaneous playing, more structured
than any other type of improvisation these
students might otherwise encounter. It
forces them to listen with much greater in-
tensity, because the ear, rather than the eye,
becomes the primary musical guide.
There were two other events at the

ERTA Kongress involving 20th-century
music. Gerd Lunenburger, a talented
young virtuoso player, performed a very
successful recital of avant-garde music uti-
lizing live electronics. And, at the end of
the Kongress, a large number of students
from the Vienna Hochschule (including
members of the classes that I had coached)
performed a concert that contained two of
my ensemble pieces, a wonderful perfor-
mance of Berio's Gesti, and quite a bit of
Renaissance and Baroque music as well.
The level of their playing was high and
their presentation was a delight.

It would not be fitting to close this col-
umn without acknowledging the fact that
the members of the American contingent
to this event were treated with great respect
as professional musicians. I should also
mention that all of the events we partici-
pated in were extremely well organized
and coordinated thanks to Prof. Kneihs.

Pete Rose

Left to right, David Lasocki, Pete
Rose, and Joel Levine at the ERTA
Kongress in Vienna, Austria.
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VON HUENE

GANASS I soprano
recorder at a=440

Based on Renaissance originals,
our versatile Ganassi soprano has
a strong low register, clear top d'
excellent intonation. Its range of
over two octaves (using standard
fingerings) will accommodate the
most demanding repertoire of
the 16th 6.17th centuries.
Made of maple in one piece.

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

CLASSIFIED

Where the haves
and have-nots of the

recorder world
can find each other

TEACH YOURSELF alto recorder with RE-

CORDERS OF UNIVERSAL PEACE. Exquisite book
with two companion cassette tapes of beautiful,
meditative music. Each melody has introductory
lesson. $35.00 plus $3.50 postage. Anahata
Iradah, P.O. Box 75537, Seattle, WA 98125-0537;
www.wpo.net//anahata/.

FOR SALE: Many classical music records. Many
rarities from 1899-1990. Postcards, needletins.
Want-lists welcome. Russia, Saint-Petersburg,
191119, P.O. Box 74; tel/fax: +7-812-15709 53;
e-mail: 7Iine220@nevsky.net.

BASS REST: Say good-bye to neckstraps or sore an-
kles! Support your bass on the floor. Removable
for storage with Velcro® fastening. Model FV for

flat-bottomed basses, Model RV for nonflat-bot-

tomed basses, $35 ppd. (NY + 8%). Seely Work-
shop, Inc., 292 Barrington St., Rochester, NY
14607.

FLORIDA WEST COAST EARLY MUSIC.
<www.dnetnet/earlymusic>.

AMERICAN RECORDER seeks articles on the
many aspects of the recorder: history, perfor-
mance practice, artists and repertoire, education,
instrument building, etc. Also, photographs and
reports of news events. Will consider artwork,

poetry, riddles, puzzles. Modest honoraria by
arrangement with editor: Benjamin S. Dunham,
472 Point Road, Marion, MA 02738. Phone: 508-

748-1750 (bus. hrs.); fax: 508-748-1928; e-mail:

dunhambgfour.net.

SCHOLARSHIPS for recorder players to attend
recorder/early music weekend workshops
throughout the year. Apply two months before
funding is needed. Weekend workshop scholar-
ships are made possible by memorial funds set up

to honor Jennifer Wedgwood Lehmann and

Margaret DeMarsh. Contact ARS, Box 631, Little-
ton CO 80160-0631, U.S.A.; 303-347-1120;
e-mail: recorder@compuserve.com.

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 e-mail 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.

Consider advertising in:

A MER I C AN

REC ORDER
Full page $500
2/3 page $365
1/2 page $300
1/3 page $240
1/4 page $180
1/6 page $140
1/8 page $105
1/12 page $ 75
1 column inch   $ 45

Circulation: Includes the membership of the
American Recorder Society, libraries, and
music organizations.

Published five times a year: January, March, May,
September, November.

Reservation Deadlines: December 1, February 1,
April 1, Au:gust 1, October 1.

Rates good through November 1999. Please
inquire about discounts on multiple-issue contracts,
i nserts, or other special requests. Extra charges for
typesetting, layout, halftones, and size alterations.
Bleeds (full pages only) 10% additional. 133-line
screen recommended. Advertising subject to
acceptance by magazine. First-time advertisers
must include payment with order.

For more information, contact
Susan P. Groskreutz, Advertising Representative
1355 Westminster Ln., Bourbonnais, IL 60914-1633
815-937-9858 (bus. hrs.); Fax: 815-937-9252
E-mail: suegrkrtz@keynet.net

ADVERTISERS
AMERICAN ORFF-SCHULWERK ASSN. 

AMERICAN RECORDER SOCIETY  34,

31

37, 38

JEAN-LUC BOUDREAU 8,29

BOULDER EARLY MUSIC SHOP 26

COLLINS & WILLIAMS HISTORIC WOODWINDS 22

HARPS & HISTORICAL INSTRUMENTS 32

KELISCHEK WORKSHOP 31

KOCH RECORDER  24

KEITH E. LORAINE 22

MAGNAMUSIC DISTRIBUTORS BC

MEMPHIS MUSICRAFT  32

MOECK VERLAG 20

MOLLENHAUER RECORDERS 26

THE MUSIC STORE 8

MUSICWORKS 22

HERBERT PAETZOLD SQUARE RECORDERS 24

PRESCOTT WORKSHOP 29

PROVINCETOWN BOOKSHOP 31

RHYTHM BAND, INC.  IBC

SWEETHEART FLUTE CO.  24

VON HUENE WORKSHOP, INC 40

YAMAHA CORPORATION IFC

DOMINIK ZUCHOWICZ 22
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The Best Value Available In Recorders
'V% VIMMAYee

m.Aulos Lasts A Lifetime!
Introducing

Two New Models

Great Models For Every Budget!

NEW!
TWO-PIECE SOPRANO RECORDER
• Ivory color

• Single holes for low C and D provide $3 95
• Detachable thumb rest

ease of playing in lower register •
• Accessories: cloth carrying bag,

fingerinc chart, and cleaning rod

A203A BAROQUE FINGERING
A202A GERMAN FINGERING

NEW!
THREE-PIECE SOPRANO RECORDER
• Ivory color
• Detachable thumb rest
• Includes C# and D# Holes
• Accessories: cloth carrying bag,

fingering chart, and cleaning rod
A303A BAROQUE FINGERING
A302A GERMAN FINGERING

CLASSIC ONE-PIECE
SOPRANO RECORDER
• Dark brown with Ivory-colored trim
• Built-in thumb rest places right

hand in correct, relaxed position
• Curved w ndway
• Single holes for low C and D provide

ease of playing in lower register
• Accessories: vinyl carrying bag

and fingering chart.
A103N BAROQUE FINGERING
A102N GERMAN FINGERING

order from mt.

t>

$4.5°

$6.5°

RHYTHM BAND
INSTRUMENTS

P.O. Box 126, Fort Worth, TX 76101

MEM

• •

4
•

A203A A303A

ORDER TOLL FREE PH. 1-800-424-4724 • FAX 800-784-9401 • 24 HOURS A DAY
e-mail RHYTHMBAND@aol.com
RBI'S WEBSITE http://www.rhythmband.com
Call or write for a complete color catalog listing all our fine Aulos recorders and other musical products.
Aulos has them all - Sopranos, Altos, Tenors, Bass, Sopranino, Garklein, Panflute, Baroque Flutes

A103N

FREE
SHIPPING
ON ORDERS OF
100 OR MORE
RECORDERS



Big News
at

Magnamusic Distributors !

We have a new Home Page!
Come and visit us at

www.magnamusic.corn!

Read about Mollenhaur's NEW Modern Alto recorder. Truly a "modern" instrument in that
the bore is straight, the foot longer — resulting in a 3 OCTAVE range with pure, clear high notes

and a rich, powerful lower register.

NEW RELEASES FROM LONDON PRO MUSICA!

di Lasso: Motetti et Ricercari a due voci 2 instr. LPMRM06 $10.25
Simpson: Opus newer Paduanen, Galliarden, Intraden,..(1617) 5 instr. MP09000 $12.50
Krahmer: Original Pieces, Op. 25 2= recorders D0L0703 $ 7.50
Hotteterre: Complete Duos: Op. 1,4,6 & 8 2 altos D0L0706 $12.50
Brade: Neue Lustige Volten, Couranten, Balletten...(1621) 5 instr. LPMDM17 $11.25
Kapsbergerlibro Primo de Balli Gagliarde et Correnti (1615) 4 instr.(Bc) LPMDM20 $ 9.25

Do YOU have your new 1998-99 Complete Music Catalog yet?

All of Magnamusic Distributors's inventory is available at your local music store... or call for a dealer
nearest you today! (860) 364-5431 Fax: (860) 364-5168

Email: magnamusic@magnamusic.com 

74 Amenia Union Road * Sharon, CT 06069


