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EDITOR’S
NOTE

As a product of the American early music
awakening of the 1960s, and as someone
who still remembers the tingling thrill of
hearing Frans Briiggen for the [irst ime on
a Telelunken sampler disc (“What is that
wonder{ul sound?! Can I really try to do
that!™), and who loosely and somewhat
unrealistically counts himsell as a second-
generation student of Briiggen's, I thought
it was a [orgone conclusion that this men-
toring figure woulc emerge as “Recorder
Player of the Century." But it was a revela-
tion to see the sprezd in the voling among
a wide range of important [igures, and to
see the impact that younger virtuosos have
made on the recorder movement in suc-
ceeding decades.

It would be so interesting to know who
the “Recorder Player of the Twenty-First
Century” will be, and in what directions
this person (and his or her colleagues) will
take us. Will the recorder serve as an elec-
tro-acoustical or digital vehicle for produc-
ing as-yet unheard sounds? Will its charac-
teristic timbre and double-edged technical
limitations cause it to fade and reemerge as
it did in the past? Will we [inally see the re-
corder realize its potential as a pathway (or
millions of people trying their [irst steps as
amateur musicians?

For the time being, American Recorder
can only sit and wait and report on its bi-
monthly basis the incremental develop-
ments that take place. We rely on our read-
ers, the members ol the American Re-
corder Society, to help us record this
unfolding story by sending in news re-
ports, opinion pieces, and information
about events. activities, and new develop-
ments.

Benjamin Dunham

CoRrrecTiON: Some dates in captions o
the illustrations fer Anthony Rowland-
Jones’s “The First Recorder...” (November
1999) were garbled: Illustration 4, 1389,
not 1239; Illustration 6, 1408-9, not 1308-
9, and Illustration &, 1390, not 1300, We
regret the confusion.
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ALABAMA

Birmingham: Martin K. Payne
(205/979-6430)

Central Alabama: Mark E. Waldo
(334/263-1727)

ARIZONA

Phoenix: Donald Harrington
(602/956-1344)

Tueson: Seott Mason (520/721-08<6)

ARKANSAS

Aeolus Konsort: Louisa Rollelson
(501 /225-4846)
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(301 /855-3623)

CALIFORNIA

Cemral Coast: Jean McNeil
(805/541-60RG)

Fast Bay: Glen Shannon
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(B31/423-8309)
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South Bay: Joanna Woodrow
(408/266-3993)

Southern California: Nell Holland
{310/4978-0024)

WVillage Festival Recorder Orchestra:
Richard Geisler (530/477-2293)

COLORADO

Boulder: Robert Keep (303/651-2639)

Colorido Springs: Richard Wood
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Denver: Bd Taylor (303/763-2852)

Fort Collins: Edith Held
(970/226-0632)

CONNECTICUT

Connecticut: Dorothy Vining
(203/267-6313)

Eastern Connecticun: Joyee Goldberg
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DISTRICT OF COLUMBIA
Washingion: Jayme A. Sokolow
(301/933-3989)

DELAWARE
Bramdywine: Roger Matsumoto
(302/456-6503)

FLORIDA
Gainesville: Russell D. Moore
{352/ 378-0567)
Miami: Par Coons (305/598-7201)
Sarasina: Valerie Sizemore
(941 /484 -9350)

GLEORGIA
Atlanta Glenn Middleton
(770/448-T168)

HAWAIL
Hawaii: Irene Sakimolo
(BOH/ 734-3909)
Hilo: Diane Mallory (BOB/966-4442)

ARS Chapters

ILLINOIS

Chicaga: Jeanettz Ertal
(773/248-3310)

West Suburban: Eric Sierm
(708/594-9243)

INDIANA
Indianapolis: Alberta Richmand
(317 /873-2930)

KANSAS

L&L Early Musiz Ensemble: Liz Low
(913/727-355+4)

Topeka: Cheryl Myers (7H3/233-2233)

LOUISIANA

Baton Rouge: John Waile
(504/925-0502)

New Orleans: Chris Alderman
(504/862-0969)

MARYLAND
Northern Maryland: Gwendolyn Skeens
(410/252-3258)

MASSACHUSETTS

Boston: Charles Wibiralske
(617/739-9651)

Worcester Hills; Alan Karass
(308/892-8239)

MICHIGAN

Ann Arbor: Valerie Lalinsky
(734/971-0013)

Kalamazoo: Richard Johnson
(616/657-3460)

Metropolitan Detrait; Ronald Hertz
(248/548-6823)

Muskegon; Clieve Hendrick
(616/744-3065)

MINNESOTA
Twin Cities: Jean Fagerstrom
(612/T22-4967)

MISSOURI
St. Lowis: Norman Stwecker
(314/532-3235)

NEW HAMPSHIRE

Monadnock: Priscilla Watson
(603/835-6708)

Upper Valley: Ei cen Rawnsley
(603/643-3706)

NEW JERSEY

Bergen County: Mary Comins
(201 /489-5695)

Highland Park: Bob Buus
{201/625-04545)

Navesink: Lori Goldschmidt
(732/7147-4813)

Princeton: Sheila Fernekes
(908/THR-0522)

Somerser Hills: Walter MacWilliams
(YOH/ T66-3394)
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Rio Grande: Suzanne Blanchard
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Santa Fe: Jane Miller (505/984-0851)

NEW YORK

Bullalo; Charles Hall
(716/835-3573)

Hudson Mohawk: Emmy Grubb
(318/377-1532)

lihaca/Finger Lakes:
Mary Jalle (607/273-1897);
Natasha Tall (607/277-4403)

New York City: Michael Zumoll
(212/662-2946)

Long Island: Margaret H, Brown
(516/765-1867)

Rochester: Ginny Reynolds
(716/473-2946)

Rockland: Lorraine Schiller
(914/429-8340)

Wesichester: Carol B. Letbman
(914/241-3381)

NORTH CAROLINA

Triad: Donna Yaniglos (336/292-9995)

Triangle: Michael Emptage
(919/489-1508)

OHIO

Greater Cleveland: Edith Yerger
(440/B26-0716)

Toledo: Marilyn Perlmutter
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OKLAHOMA
Tulsa: Jean Lemmon (918/582-8904)

OREGON
Oregon Coast: Corlu Collier
(341/263-5910)

PENNSYLVANIA

Philadelphia: John R Priest
{610/ 3688-1574)

Pittsburgh: Karen Lukas
(412/731-T411)

South Central: Rick Graham
(717/854-6415)

RHODE ISLAND
Bhode Island: Will Ayton
(401/272-1908)

TENNESSEE

Greater Knoxville: Ann Stierli
(423/637-6179)

Mashwville: Marcus Mendenhall
(61534837078}

TEXAS
Austing Susan Page (312/467-7520)
Dallas: Bill Patterson
(214/6490-4892)
Houston: Barbara Duey (713/531-0050)
Fio Grande; Suzanne Blanchard
(505/521-1725)

VERMONT
Upper Valley: Eileen Rawnsley
(B603/643-3706)

VIRGINIA
Morthern Virginia: Edward Frivdler
(T03/425-1324)

WASHINGTON
Moss Bay: Mary Lingel (425/483-3403)
Seattle: Kim Pineda

(206/517-4418)

WISCONSIN

Milwaukee: Pat Brankle
(414/342-4351)

Southern Wisconsin: Gary Rosenshield
(HOR/233-2009)

CANADA
Toronio: Bertha Madont (416/488-1538)
Montreal: Diane Koch (514/672-8308)

Please contact the ARS office
to update chapter listings.
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PRESIDENT’S

MESSAGE

his music is better than it sounds.”
I first heard that remark back in col-
lege in defense of an arid, uninteresting
composition of bleeps and bloops per-
formed in a concert of avant-garde music,
There was a note ¢l condescension in the
prolessor’s voice as he tried to inject some
academic logic into a statement that had
been ironic when Mark Twain said, “Wag-
ner's music is better than it sounds,” but
struck me as mean.ngless in the context of
the twelve-tone system.

So 1 was surprised to [ind myself think-
ing the very same thought last week during
a recording project for which 1 was playing
recorders,

My fellow trio members (a violinist and
pianist) and I werz in the siudio control
room during the mixing phase of produc-
tion ol a forthcoming CD of music [or Eng-
lish country dancing. We had already
recorded all the piezes (a collection of 17th-
and 18th-century tunes), and had already
selected the best “1akes.” We had even in-
dividually re-recorded short sections to fix
wrong noles, intonation problems, or har-
monies that had gcne astray.

During mixing, one listens to the
recording with intensity and clarity not
possible in the heat of doing the actual
takes. The idea is (o create a final product
that sounds as gond as possible through
repeated hearings. It had been a very long
lime since I had listened to a high fidelity
recording of my cwn playing with such
care, and it was no: a pleasant experience.

As many of you do, I play and perform
regularly, and receive my fair share of com-
pliments. It’s probably true that when play-
ing for a hall filled with dancers, or a room
full of diners enjoying a holiday meal, or at
an obviously undzr-rehearsed workshop
concert, my performances sound [ine. My
musicology degree, prolessional training
as an oboist, and experience give me con-
fidence that I understand the repertory |
am performing and the standards cf good
performance. But what | was hearing on
thatrecording wasn't fine at all, and 1 knew
that the music was truly better than it
sounded!

The problems veere subtle, and techni-
cal, but they added up. Listening to my al-

to recorder playing, 1
could hear a small, del-
initely audible and
fairly consistent
squeak during the
transition [rom the A above the stall (o the
G anote below it. It's the transition “across
the break” where nearly all your fingers
down for the A must be removed cleanly
and crisply. It wasn't clean enough. On my
big wood tenor, when playing in unison or
octaves with the piano, several notes
sounded out of tune—slightly but notice-
ably. One should be able to play a tem-
pered scale, in any key, in tune, on a good
quality modern recorder. The scprano
sounded shrill in places, and the quality of
tone wasn'l consistent between (ke low
and high registers. Or all the instruments,
there were subtle varialions in volume
among the notes, inconsistent with the de-
mands of the musical phrase. In many cas-
es, alternative [ingerings would have
solved the problem, but 1 was unaware. In
my head and heart, 1 heard the music as it
should sound, and 1 believed it was coming
out that way. A first-class recording studio
proved otherwise,

In a previous column, [ wrote of the
artist within each ol us, and how we all can
create worthwhile music for ourselves, re-
gardless of the degree of our musical tal-
ent. | still believe that, yet it's another mat-
ter when we wish 1o communicate the pro-
found and subtle values of music across
time or space to another listener. What we
hear in our own heads isn't sullicient; sig-
nificant technical skills must be available
for a faithful transmission.

If you perform at any level, you have a
responsibility to be aware of and 10 im-
prove those technical skills. From t:me to
time, make a good recording ol yoursell
and listen very carefully. I wish 1 had done
that before agreeing to do a CD! Better yet,
find an accomplished, sensitive, and eriti-
cal teacher who can help you identily prob-
lems and show you how to solve them. Re-
move all the obstacles to the communica-
tion of the beauty you feel and hear.

Alter all, music is only as good as il
sounds.

Gene Murrow

SCHOLARSHIPS

For recorder players to attend

recorder/early music

SUMMER
WORKSHOPS

applicatior:s must be
postmarked by April 15

for recorder players to actend

recorder/early music

WEEKEND
WORKSHOPS

throughou: the year,
apply two months
before funding is needed

Weekend workshop scholarships
are made possible by memorial
fundsestablisned to honor
Jennifer Wedgwood Lehmann
and Margaret DeMarsh.

Box 631, Littleton CO 80180-0631, US.A,
303/347-1120 - 303/347-1181 (fax)
e-mail: recorderitompuserve.com
the organization for recerder players since 1939

ARS LOGO MUGS!

16 oz. foamdinsulated mug
fits most drink holders

Ambidextrous
drinking through

The Closer ™)
100% spill-
proof lid. Wine
or dark green
with white
ARS logo

e |

Order yours

now for $9

including
postage.

ARS
Box 531
LitHeton, CO 80160
303-347-1120
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TIDINGS

The candidate receiving the most votes as

“Recorder Player of the Century” was the figure that probably
excited the the greatest number of individuals as they discovered
the world of recorder playing and early music during the 1960s and 1970s

Frans Briiggen Picked
As “Recorder Player of the
Century” by AR Readers

As the votes for “Recorder Plaver of the
Century” were counted on the last day of
the old millenium, it seemed clear that
readers of AR were willing and able to de-
fine the term in the way that pleased them
the most—no monolithic or ethnocentric
or gender-biased approach could be dis-
cerned in the spread of votes.

Fourteen musicians associated with
the recorder received support. Among the
nominees printed in the November AR,
there were votes for Martha Bixler, Frans
Briiggen, Arnold Dolmetsch, Friedrich von
Huene, Edgar Hunt, Bernard Krainis,
Hans-Martin Linde, Michala Petri, and
Marion Verbruggen. Write-in votes were
recorded for René Clemencic, Eva Legéne,
David Munrow, Eugene Reichenthal, and
Steve Rosenberg,

The candidate receiving the most votes
as “Recorder Player of the Century” was
the figure that probably excited the great-
est number of individuals as they discov-
ered the world of recorder playing and ear-
ly music during the 1960s and 1970s:
Frans Briggen, the 66-year-old virtuoso,
who studied recorder with Kees Otten,
flute at the Muzieklyceum in Amsterdam,
and musicology at the University of Ams-
terdam. At the age of
21, he was appointed
professor of recorder
at the Royal Conser-
vatory, The Hague.
His early recordings
on Telefunken’s “Das |
alte Werk” series with
Gustav  Leonhardt,
Anner Bylsma, and
others electrified lis-
teners and inspired
players in this coun- f,
try and abroad to !
take up the recorder
as an entry to the
world of early music.

4 American Recorder

His encourage-
ment of the in-
strument as a
vehicle for ad-
vanced avanl-
garde repertory
opened up pos-
sibilities  that
were  largely ===
unrecognized at the time. (Once Luciano
Berio had composed Gesti for Briggen, it
was impossible for any composer to dis-
miss the recorder as an unworthy instru-
ment in the 20th century.) His later tours
as a member of Sour Cream with disciples
Walter van Hauwe and Kees Boeke, his res-
idencies as Erasmus Professor at Harvard
University and Regents Professor at the
University of California, Berkeley, and his
many lectures, workshops, and private
lessons created a following in this country
that is now producing a third and fourth
generation ol technically phenomenal
players.

With time, as happens with so many
surpassingly accomplished soloists, Briig-
gen grew less interested in performing on
his main instrument and delved into the
world of conducting. In 1981, he founded

the Orchestra of the Eigh-
. teenth Century, which con-
sists of some 60 members
. from 19 dilferent coun-
' tries. Three times a year the
orchestra assembles to go
on tour. In October 1992,
Frans Briggen became the
co-principal guest conduc-
tor, with Sir Simon Rattle,
ol the Orchestra of the Age
ol Enlightenment. Since
the 1998-1999 season, he
has been principal guest
conductor, together with
Christoph von Dohnanyi,
of the Orchestre de Paris.

Bits & Pieces

The Amherst Early Music Festival has
announced that the University of Con-
necticut in Sterrs will be the site for its
2000 Festival, July 30 to August 16. The fo-
cus this year will be on English music.

Early Music America has developed a
new Online Concert Calendar. Using a
special password, EMA members them-
selves pos: information to the calendar,
filling in specilic entries. Although not
many concerts are currently listed, readers
may log on to EMA's web site (<www.early-
music.org>) and get a sense of the potential
of the system, which is fully searchable by
date, locat:on, performing group, etc. The
Calendar is a direct expression of EMA’s
mission to help support early music per-
formers as well as to expand the early mu-
sic audience.

Calliope Renaissance Band has an-
nounced thatit will retire at the conclusion
ol the 2000-2001 season. lts present mem-
bership includes Lucy Bardo (strings), Al-
lan Dean (cornetlo, recorders), Ben Harms
(percussion, winds, strings), and Steven
Lundahl (sackbut, recorders). The group
won the Naumburg Chamber Music
Award in 1975 and performed in all but
three ol the 50 states, as well as in Canada
and Mexico, during its 30-year career. The
ensemble has made six commercial record-
ings and was a pioneer among early music
ensembles in consistently commissioning
living composers to write [or its period in-
struments. Composers commissioned in-
cluded Hugh Aitkin, Arnold Black, Alvin
Brehm, and Peter Schickele.

Piffaro, The Renaissance Band, re-
ceived a grant in Chamber Music Ameri-
ca's Music Performance Program [or its
performances exploring the role and reper-
toire of professional wind bands during
the Medieval and Renaissance periods.
Funding comes from the National Endow-
ment for the Arts, the Andrew W. Mellon
Foundation, and the William and Flora
Hewlett Foundation.

Judith Linsenberg performed with 11
Giardino Armonico and singer Cecilia Bar-
toli in California in early January.


https://music.org
www.early

In Arkansas

There has been much discussion in the
past few years about the growing senior
population and thz potential appeal of re-
corder playing as  challenging and enjoy-
able pastime for them. Many older adults
studied a musical instrument in younger
days but did not continue with it as their
jobs, families, and other occupations took
up more time. In their retirement years,
they are open to trying new hobbies and
building on their previous experiences.

One remarkable example of the attrac-
tion of older persans to the recorder is a
group started at Parkway Village Retire-
ment Cemmunity .n Little Rock, Arkansas,
about three years ago. Jane Sentell, a re-
tired teacher, enjoys music and has learned
to play several musical instruments
throughout her life. Upon moving [rom Al-
abama to Little Rock about ten years ago, to
be near her daugh:er, she joined a recorder
class, became a member of the Aeolus Re-
corder Konsort and the American Recorder
Society, and attended the Mountain Col-
legium workshop in North Carolina [or
several summers. She posted a notice at
Parkway Village inquiring whether other
residents would like to learn and play re-
corder with her. Before long, a group of five
or six had formed, many of them never
having tried recorder. Jane taught them the
fundamentals anc coached them through
weekly practice sessions. Eventually they
became conlident enough to volunteer to
perform at chapel services and social gath-
erings among the residents. Jane says their
repertoire consists mostly of familiar folk
tunes and hymns, especially the ancient
melodies that are so well suited to recorder.

Donya Dees, aztivities director at Park-
way Village, commented about the group,
“It's important for seniors to try new
things and to keep active. The whole vi-
lage has benefited from the programs pre-
sented by the reccrder group.”

Recently, the group made its [irst “of:-
campus” appearance—to play music for an
awards reception held by the Retired and
Seniors Volunteer Program (RSVP) of Cen-
tral Arkansas at the Governor's Mansion in
downtown Little Rock. They reserved a
Parkway Village van to take them to the

evert and made their way thrcugh the
Mar.sion’s reception area and into the large
tent erected in the back yard for the recep-
tion. Even those rely:ng on canes or walk-
ers showea cheerful faces and enthusiasm
as they made their way in. The sizase au-
dier.ce appeared to enjoy the mus.c played
by t1e group. Vicky Foli, execulive director
of RSVP, called them an inspiraticn to oth-
er sen.ors.

Alter this performance, the recorder
group decided not to disband for the sum-
mer, @s thzy had done ia previoas vears.
They continued weekly meetings [or those
members who were not away and made
plans for an October srogram at ke Village
and music for chapel se-vices during the
Christmas season.

Thez ages ol the Par<way Vilage Re-
corder Group run [rom around 70 to the
mid-80s, and the fu~ they have playing to-
gether is evident to znyor.e watching them.
They have all had rich, full lives and are

“It’s important for
seniors to try new things
and to keep active. The
whole village has
benefited from the
programs presented by
the recorder group.”

At lejt, the Parkway Village Recorde-
Group, left to right: Howard Knutson,
Donvna Knutsor, Jane Sentell,

Lise McGuire, Ardis Austin, Cissy
Brandon, Beth Rowden. Above, their
perjcrmance at the Governor’s Man-
sion :n Little Rock, Arkansas, for re-
tired and senior volunteers.

continuing to learn new things. Jane Sen-
tell < currently teaching a weekly music
class to a group ol home-schooled chil-
drer. Ardis Austin, the [irst person to re-
spond 1o Jane's call for recorder players,
had studied piario, but had never played a
wind instrument belore. She said she
wanted to try something new. Howerd
Knutson is a retired college dean who Fad
played clarinet in groups for many yezrs.
He decided to take up recorder after hear-
ing the Aeolus Recorder Konsort give its
annuaal concert at Parkway Village. His
wile, Donna, had years ol experience as a
chu-ch organist, and while not playing re-
corcer, she has accompanied the recorder
players on autoharp and serves as a knowl-
edgeable critic of their performances. Lise
McGuire never studied music until sne
turred 60. She started to take pizno
lessoas, but did not have a good teacher
and cid not persist. However, her son v ho
plays a number of instruments, encour-
aged her 1o try recorder and to join .ne
Parkway Village group.

I addition to those mentioned, who
have been part of the recorder group for
three years, Betl Rowden and Cissy Bran-
don joined two years ago. At this point,
Howard and Lise have joined Jane as mem-
bers of the Acolus Recorder Konsost,
whiz rehearses twice a month and has an
active performirg schedule.

Shelley Wold
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GREAT
RECORDER
FACULTY!

From Abroad

Bart Spanhove
Han Tol
Geert Van Gele
Joris Van Goethe
Paul Van Loey

Marion Verbrugpen
Reine-Mavie Verhagen

Our Own

Aldo Abren
Sheila Beavdslee
Rachel Begley
Letitia Berlin
Martha Bixler
Frances Blaker
Deborah Booth
Stewart Carter
Judith Linsenbery
Gene Murvow
Patricia Petersen
Wendy Powers
Gwyn Roberts
Pete Rose
Hanneke Van Proosdij
Tom Zajac

FOR FURTHER
INFORMATION

Valerie Horst, Dirvector
Awnherst Eay iy Music
05 West 95th Street #1A4
New Yovk, NY 10025-6796
Phone: 212-222-3351
Fax: 212-222-189%8
E-mail:
amherst@contpuserve.com
Web:
www.best.com/~aens

Join us this summer for. . . )

THE AMHERST EARLY
MUSIC FESTIVAL

AT UNIVERSITY OF CONNECTICUT
STORRS, CONNECTICUT!

Jury 30-AUGUST 6 ano AUGUST 6-13, 2000
MUSIC OF ENGLAND

Frequently asked Q:
“Am 1 (tremble) veady for Amberst?”

A: Do you own a recorder? Do you know a few fingerings? Do you
read a few notes? Do you want to have fun? If so, you are definitely
ready for Amherst, and we're ready for you! We offer classes from
basic to highly advanud from mellow to rigorous. You tailor your
program entirely to your own needs and wishes.

Here’s what’s in STORRS for YOU...

Classes: Recorder consorts; Renaissance-recorders consorts; Baroque
ensembles; contemporary recorder, mixed-instruments ensembles,

technique dmu, master classes. All-Workshop Collegium with
Philip Brett.

Opportunities: Learn a new instrument. Take up early notation. Try a
new recorder or get your old ones repaired; shop for music and acces-
sories (see below). Hear many truly wonderful concerts. Meet other
friendly-recorder lovers from around the country - and the world.

Concert Series 2000

Week I: Flanders Recorder Quartet; “Thanks, Kiwi, with best wishes
from Henry Purcell” (lecture/demo by Alec Loretto and friends);
Purcell/Gershwin program for voice and viols; Masque of the
Gypsies; Les Voix Humaines.

Week I1: Fortune’s Wheel (medieval); Baroque Academy Soloists
with Marion Verbruggen, M atthew Locke’s opera The meur more.

Awngust 5 & 6: Music & Instrument Exhibition.
Von Huene Workshop: in residence both weeks.

About UConn

Central New England location

Van service from Hartford, Boston, Providence airports
Peaceful country setting

Wide variety of rooms, budget-share to private a/c
Dorms near classrooms (many with a/c)

Beautiful 450-seat concert hall

Homemade ice cream!




THE GROWING
WORLD OF WOOD

Throughout music history,
both makers and players
have selected the wood

for their instruments

for a variety of reasons

by Carlos Serrano Marquez

THE CONSTRUCTION CF REPLICA wood-
winds for the re-creation of early
music was initially taken up by Euro-
pean and American makers. Today it is
possible to find good makers in many lo-
cations throughout the world—Canada,
Japan, Latin America, not 10 mention
Australia, of course, and New Zealand.
The sources of wooc for making in-
struments have followed a similar devel-
opment. Since the time when European
colonial powers were first exploring new
territories, there has always been interest
in testing the qualities of new woods,
particularly from tropical regions. It is
not surprising, then, that many of the
woods presently standardized for the
production of certain weodwinds are na-
tive to tropical territories in Alrica,
South America, and Asia. This is es-
pecially true with instrumeuts re-
flecting the Baroque period and
alterwards, when trade between
European powers and their trop-

ical colonies reached its height.
For the most part, woodwind
makers today continue to use
the same woods popular in the
Renaissance and the Baroque.
Boxwood, in fact, has been used
4 for the construction of woodwinds
since Roman times, (Zadro I, 1975).
The French theorist Marin Mersenne,
in his treatise on musical instruments,
Harmonie Universelle (1636), describes
cherrywood and plum as useful and
easy to work for the construction of
woodwinds. Boxwood, hawever, seems
to be the most frequently used wood.
Pearwood and maple are mentioned as
useful for the construction of large in-
struments. The first exotic wood to be

mentioned is ebony, of African origin.
The date of Mersenne’s trealtise is al
the beginning of the Baroque period,
when artists were beginning to use new
expressive devices, such as exaggera-
tion, drama, contrasts, surprise. Conse-
quently, musical instruments had to

change, too. In the Baroque, conical
bores and ornamented exteriors became
the norm. Such features were easier to
manage using hardwoods like boxwood.
Boxwood became a popular wood for
the construction of Baroque oboes, bas-
soons, flutes, and recorders. The situa-
tion is quite dilferent from that of the Re-
naissance, when instruments grouped
in families had members of very large
size. The mostly cylindrical bores of Re-
naissarnce instruments were easier to
ream, and their exteriors had fewer or-
naments, For these reasons, Renaissance
makers [avored the use of smooth and
light woods [or most instruments (as do
contemporary makers of replicas), espe-
cially il they were large. Such woods in-
cluded cherrywood, plum, pearwood,
and above all, maple.

As woodwinds became increasingly
complex during the Baroque and Classi-
cal periods, hardwoods remained in
greater demand. Only hardwoods pro-
vided the physical integrity that would
allow the application of the increasing
number of keys found on Classical
[lutes, oboes, and clarinets. Cherrywood
and maple were no longer favored, and
at the same time, recorders went out of
fashion. Boxwood remained in use, but
harder woods became more important.
Among these very hard woods, grenadil-
las and ebonies were the most promi-
nent—brought fron: the New World as
well as from African and Asian markets.
(When lighter softwoods were used, they
were tinted with dark colors or bathed in
acids. The resulting dark colors imitated
those of hardwoods—deep browns and
black as ebony.) The use of “elegant”
tropical woods such as palisanders, rose-
woods, and satinwoods actually dates
only [rom the beginning of the 19th cen-
tury (Zadro 1975. 1), so the construction
of early woodwinds from exotic tropical
woods is as recent as the modern early
music movement itsell.

Not only did the hardwoods aid in
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the construction of complex wood-
winds, but the reflective properties of
their smooth hard surfaces may have
contributed to the production of instru-
ments with an even more penetrating
sound. Johann Joachim Quantz, flute
maker and virtuoso in the court of Fred-
erick the Great, described ebcny as the
wood capable of producing the clearest
and most beautiful sound (1752). This
was precisely the type of sound favored
by Baroque and then Classical music—
the sound of the soloist contrasted with
the ensemble, instead of a blending
sound, without so much individuality,
that was [avored in the Renaissance. The
changes of taste implied changes of
woodwinds and their woods. Long gone
were the families of woodwird instru-
ments with limited registers typical of
the Renaissance. The only survivors
were selected representatives of these
families, now with larger ranges and vir-
tuoso capabilities.

Woodwind makers normally list only
the common names of the wood species
they utilize. This limited information is
probably provided to makers by their
suppliers. The use of common names,
however, can generate confusion among
makers and their customers. For exam-
ple, “ebony” is a common name applied
to species that can be quite different
from each other and that taxonomically
belong to different genera. The opposite
problem may also happen. For example,
the genus Dalbergia has several common
names, such as palisander, rosewood,
and blackwood. If would be better if
wood suppliers and woodwind makers
avoided the use of common names and
identified their woods with the scientific
names that apply to different species.

The use of “elegant”
tropical woods such as
palisanders, rosewoods,
and satinwoods actually
dates from the beginning
of the 19th century,
so the construction
of early woodwinds
from exotic tropical
woods is as recent as the
modern early music
movement itself.

If there is confusion regarding nom-
enclature of temperate forest species,
things get worse with tropical species.
The tropics are characterized by a con-
siderably greater number of plant
species than those found in temperate
regions. However, as is well known by
ecologists, a greater variety ol species
does not imply a greater number of indi-
viduals. In fact, the tropical forest has
few individuals ol each species. This dif-
fuse diversity, and the fact that the tax-
onomy ol tropical species lags behind
that of temperate species, provides even
greater confusion regarding their classi-
fication and nomenclature. The lesser
knowledge about tropical species ex-
plains their lack of common names in
several languages.

Since hardwoods are [avored [or the
construction of Baroque woodwinds,
and since most of these are tropical, it is
not surprising to see a new group ol re-
corder and woodwind makers emerging
in South America, particularly in Brazil,
Many tropical woods offer physical char-

The mostly cylindrical bores of Renaissance instruments were easier to
ream, and their exteriors had fewer ornaments. For these reasons, Re-
naissance makers favored smooth and light woods (as do contemporary
makers of replicas), especially if the instruments were large. Such woods
included cherrywood, plum, pearwood, and above all, maple. In the
Baroque, conical bores and ornamented exteriors became the norm.
Such features were easier to manage using hardwoods like boxwood.
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acteristics that are similar to those of
their temperate counterparts, and Euro-
pean makers have been working with
them [or many years.

The celebration of the 500th anniver-
sary of the “discovery of America” in
1992 provided an opportunity to start or
renew research into artistic expressions
produced by the blending of the Euro-
pean and American cultures. Among the
results of this initiative has been an in-
terest in the music performed in Colo-
nial times, which we can now hear from
several ensembles and recordings. It is
equally important to study the instru-
ments constructed in the New World. It
is quite natural that native forest species
were used for the construction of wood-
winds in the Americas. Some of these
woods were so successful for woodwind
construction that European makers
soon started to use them. In present
times, for example, Dalbergia cearensis,
the Brazilian palisander, is among the
best woods for the construction of early
woodwinds because of its water repel-
lence, moderate weight, and reflective
acoustics (Levin, 1986).

Wood characteristics cannot be de-
termined just by comparing the genetic
characteristics of the wood. Only if the
tree undergoes a normal life cycle and
reaches maturity in good health, will its
wood present those characteristics. But
environmental factors may well dimin-
ish the potential to reach good wood
production. Soil deficiencies, lack of
water or light, pathogens, pests, and
physical stresses can all be detrimental
to growth. This may alter wood density,
color, texture, brightness, and total pro-
duction.

Environmental variability may gener-
ate doubts about the wood's identity.
The best way to identify a wood species
is in the field, an obviously difficult al-
ternative for instrument makers and mu-
sicians. When only a sample is available,
chemical and physical tests, together
with microscopic observations, may
yield appropriate results, This might not
be very useful, however, if our only sam-
ple is the instrument itself! That is why,
once again, it is a good idea to keep
nomenclature clear from the beginning,
that is, from the field.

The recorder and woodwind per-
former must pay attention to several
wood characteristics, particularly if the
repertory to be played is either Renais-
sance or Baroque. Based upon personal
and educational experiences, the follow-



ing wood charactesistics are worth men-
tioning:

Density and weight. Woods with
higher density seem to allow the pro-
duction of instruments that are more res-
onant—desirable for recorders playing
Baroque solos. Lower densities seem Lo
produce a less penetrating sound —desir-
able for blending in Renaissance con-
sorts. Large woodwinds made ol high
density woods can be too heavy and
cumbersome to handle. Consequently,
woods of lower density are preferred for
bass recorders, bass Renaissance wood-
winds, and Baroque bassoons.

Porosity. Porcus surfaces absorb
sound; non-porous will reflect it. Non-
porous woods will produce more reso-
nant instruments, desirable for Baroque
repertory. Porous woods will better ad-
dress the need for Renaissance ensemble
instruments, witheut soloists,

Texture. Fine textures let the maker
perform minor finishing for precise tun-
ing and stability, particularly desirable
in small instrumer.ts. The elaborate exte-
riors of Baroque instruments may also
require fine texturas.

Capacity to absorb humidity. Soft-
woods usually can absorb more humidi-
ty than hardwoods. This will change
their tuning (correzted by pulling out the
joint of the recorder and/or changing
breath pressure). But instruments made
from such woods ere better suited for in-
termittent use, such as in Renaissance
ensemble playing, where humidity and
temperature changes often take place.
Hardwoods, since they do not zbsorb
much moisture, are subject to more rad-
ical temperature changes, which may
cause cracks in the windway. To avoid
this problem, hardwood recorders
should be warmed up an extra amount
of time before playing.

Carlos Serrano Marquez is professor of
botany and music history at the biology
and music departments of Universidad
Javeriana in Bogoid, Colombia. He per-
Jorms early woodwinds and directs Musica
Ficta, a Colombia: ensemble of Renais-
sance and Latin American Baroque music.
Using a wide range of sources, Prof. Serra-
no has prepared tws tables listing the most
important forest species native to temper-
ate zones and to tropical zones, showing
their characteristics and the relationships
of their scientific and common names.
Readers may send a self-addressed,
stamped envelope co American Recorder
to receive a copy of these tables.

AFRICAN BLACKWOOD CONSERVATION PROJECT

The blackwood tree is called the “Tree of Music” because it is extensively
used in the manufacture of woodwind instruments. Below, a cross-section of
a mpingo (blackwood) log and a photo showing Mama Mariamu with a six-
month old mpingo seedling at Sebastian Chuwa’s conservation farm in
Tanzania. There is increasing concern among conservationists about the
future of African blackwood because of continued commercial harvesting
and increasing local population pressures in the areas in which it grows.

Chuwa'’s efforts are supported by The African
Blackwood Conservation Project, a non-profit,
volunteer-staffed organization seeking support for
replanting and educational efforts in behalf of this
valuable species. The group hopes to keep African
blackwood from suffering the trade restrictions
that have befallen
other music woods,
such as Bragzilian
rosewood, which has
been placed on the
Endangered Species
list. To learn more
about this project,
contact: ABCP, Box
26; Red Rock, TX
78662; 830- 839-
4533, or visit the
website at
<www.blackwood-
conservation.org>.
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Mr. Solowey’s Opus

by Fred |. Solowey IT WOULD BE ALMOST IMPOSSIBLE Lo emerge

"My real-life colleague
was a good teacher;
that the film makes him
out to be incompetent
and silly is too bad.
That’s the main thing
that bothered me."
—Roberta Guaspari
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{rom a theater alter viewing the louch-
ing and inspirational Meryl Streep [ilm
Music of the Heart without hating the req-
uisite villain. Throughout the movie,
which ostensibly tells of Roberta Guas-
pari's heroic and successlul struggle to
build and delend the East Harlem Violin
Pragram [or public school children, a sin-
gle teacher pops up repeatedly as the evil
presence who represents everything that is
wrong in our schools.

Our hatred is shaped quite early as the
burned-out, cynical and sour music
teacher at Central Park East 1—the actual
public school in New York's East Harlem
where Guaspari began her program—
shows disdain for the capacity of his stu-
dents to learn music.

“Their atlention span doesn’t get by
‘do, re, mi,"" he tells Streep when he [irst
learns of her intention to teach ghetto chil-
dren 1o play the violin. “On a good day we
get them to ‘fa.’™

A few minutes later, we see this carica-
ture of a public school teacher entering
grades inslead of really trying to teach his
recorder class. Who wouldn't want to get
rid of this despicable lout?

Since this movie is presented as a true
story (Streep's character is Roberta Guas-
pari, the name Central Park East 1 is
[lashed on the screen, and an update on
Guaspari's program is scrolled as the
movie ends), there’s no mistaking who the
music teacher as villain is supposed to be
There's been only one [ulltime music
teacher in the 25-year history ol Central
Park East 1—a school known and celebrat-
ed throughout the country by those in-
volved with progressive education reform.

His real name is Barry Solowey. He's
probably the most committed teacher I've
ever mel, He's also my brother.

Movie-makers would no doubt say that
they've taken artistic license with the facts.
that supparting characters are composites,
that no slurs are intended. But small-print

disclaimers don't carry the weight of a
large-screen, purportedly “real life” [ilm.
And in the process, the stereotype of a
burned-out public school teacher harms
not only my brother, but also the legions of
others who are every day heroes in the
classroom.

Barry has poured all of his life force in-
to music and into teaching. It's what and
who he is. He's adapted major operas [or
his children to perform. Much of his time
out ol school is spent working on the next
concert or collecting exolic instruments.

Just this year, 1 attended two concerts
performed by his mixed chorus of young-
sters in grades 3-6, for which there is no
auditioning, He believes all children can
learn Lo sing (even dillicult classical mu-
sic). He accepts all willing to commit them-
selves and stretch and grow.

The first concert—everything from clas-
sical to pop and lolk—was offered with The
Gregg Smith Singers, a renowned profes-
sional adu.t choral group at Manhattan's
St. Peter's Lutheran Church. Thanks in no
small part lo Barry's work, Gregg Smith
and his group have been working with the
students on an ongoing basis under a pres-
tigious Annenberg Arts Partnership grant.

The second concert, ironically, was at
the very site wnere Music of the Heart cli-
maxes, Carnegie Hall. There, on March 13,
the Central Park East School Mixed Cho-
rus sang on stage with the New York
Choral Society belore a packed house.

My brother would be the [irst Lo say that
the great injustice of Music of the Heart is
nol the hatchet job performed on him, but
its failure to credit the amazing education-
al model that is Central Park East 1.
Founded ir: the 1970s by one of the leading
lights of American education, Deborah
Meier, it has flourished and become a sym-
bol of how public education can work in
inner cities. At its core is a committed
group of teachers who work as a team with
strong involvement from parents. Grades
are out (even in recorder class). A beliel



that all children can learn is in. Great edu-
cation and achievement have been the re-
sults.

As a long-time union editor and labor
activist, in the past | often admonished my
brother for not being active in his union,
the United Federation of Teachers, and lor
olten being oblivious to contract details or
how many extra hours (and days) he
worked regularly at no extra pay. He since
has come to understand that winning the
fight to defend quality education is only
possible through his union. As always,

though, for Barry and his thousands cf

UFT colleagues, ‘he children come flirst.
Barry knows that being part of a wonder-
ful group ol teachers working together
every day makes it all possible.

“It’s the schoo. and its philosophy and
the incredible environment created by a
group of teachers working together that
made possible waat both Roberta and 1
have been able to accomplish in our music
work,” my brothe:- explained.

I's too bad that Music of the Heart
couldn't tell the real story of what a group
of dedicated teachers can accomplish to-

gether.
Atthe St. Peter s Church concert, [ chat-
ted with some young children. “I'll be old

enough to join the chorus next year.”
beamed ore.

“When I'm older, 'm joining Barry’s
chorus Loo," adde another child, no older
than 5. Somebody ought to make a movie.

Fred ]. Solowey is a Washington-based
writer and co-chairman of the Washing-
ton,D.C., local of the National Writers
Union. His “Point of View” first appeared in
the New York Teacher.

MR. SOLOWEY SPEAKS OUT

I am the actual music tezcher at Central
Perk Easi School 1 in East Harlem, New
Yerk. My colleagues and 1 have taken
part in the real history Music of the Heart
portends to portray.

Wher 1 was asked 1o join the faculty
ol CPE in 1978 by Deberah Meier, she un-
derstood the potential of the recorder for
teaching music. It was an inexpensive
and virtually indestructble instrument
an elementary school ckild could learn
and hold with ease. It was a real instru-
ment and could become a vehicle [or
teaching the [ull scope of music, includ-
ing read.ng, harmony, solo, ensemble,
expressiveness, etc. At thz time [ was not
a recorder player, but 1 had swcied the
clarinet. 1 welcomed the chance 10 learn
tke instrument and have enjoyed playing
it (Pianc is my main ins:rument.)

The rzcorder is taught as an elective
class. W2 have four levels ol study, be-
ginning with the soprano offered to
third- and [ourth-graders. By the filth or
six:h grade, depending on the skill and
application of the particular group ol
students the alto is bzgun. Tenor is
played early on, as soon as some of the
children’s hands can maxe the stretch.

We tave unison, duets, and often
trios at cur concerts. “he range ol styles
ircludes folk music from this country
and around the world, Renzissance
dances, Baroque duets, and jazz, Over
tke last 20 years, I've used the recorder in
p-eces with our mixed chorus, as well as
with the violins!

Al the heart of the recorder instruc-
tion is the cancept that a note is just a
symbol on a page, wiereas a tone is a liv-
ing sound. Thus, playing well must in-
clude both expressicn and good tone, as
well as accurate pitch, rhythm, etc. Since
we have a very strong singing program in
the school, | emphasize that there is an
“inner singing” that soth singing and re-
corder playing emanate [rom, and it is to
this that my efforts a-e directed in all mu-
sic classes.

The children play with clear tone and
beauty. Their expertise is demonstrated
not only in their skill and their sensitivi-
ty in phrasing but by their poise at Lhe
conceris.

The study of the ~ecorder is a very se-
rious concern at CP= 1. In fact, it was in
place several years before Roberta Guas-
pari arrived. We've also had and still
have a fabulous art program, and lately
we've initiated classes in dance and
movement, too. What a pity the promise
of these programs was maligned in the
[ilm’s negative imagzs, its inconsistency
even with the Small Wonders documen-
tary, and the misrepresentation of what
has been rot only a wonderful music
program at CPE 1 but an overall success-
ful scheol that sees the arts as essential
to every child's education.

Our school is all about working to-
gether, and 25 yeers have proved ils
worth.

Barry Sclowey, music teacher
Central Park East 1
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LANOUE DAVENPORT

A SON’S RECOLLECTIONS...

GRDW[NG UP IN THE DAVENPORT house-
hold meant growing up with music.
Il asked, I doubt that any of his f[our sons
could likely tell you when the first lesson
came. Musical involvement predates our
earliest memories. Recorders, oboe, piano,
cello, guitar, drums, and singing, all found
their way into the family music making,
The joy ol music was the ultimate gift a fa-
ther could give his son, and a connecting
link between generations—he had been the
youngest member of a family band led by
his own [ather. Music was also a path o
spiritual awareness in a home devoid of
any kind of organized religion. Call it what
you will, music was
certainly the life
force that brought
meaning o my [a-
ther's world as a per-
former, teacher, edi-
tor, father, and hus-
band. Music
sustained him until
the very end.

My [ather's story
began in Dallas,
Texas, January 26,
1922, His musical
career started on the
trumpet, playing in
small jazz bands. He
attended Texas
Christian Universi-
ty on a basketball
and music scholar-
ship before enlisting
in the Navy and
serving in the South
Pacific during
World War II. Dur-
ing the War he was
recruited from his
ship to play trumpet
in Claude Thorn-
hill's band, which
toured from ship to
ship in various the-
aters of operation,
offering musical en-
tertainment to offi-
cers and crew mem-

bers. Immediately following the War, he
moved to New York City where his older
brother, Pembroke Davenport, a well-
known musical director (Kiss Me Kale),
helped him acquire work as a performer
and arranger in pit bands and Broadway
shows including Look Ma, I'm Dancin’,
with Nancy Walker, and the comedy Hell's
a Poppin’.

The turning point in LaNoue’s musical
career came in 1948, when he enrolled in
the New York College of Music. There he
met German composer, musicologist, and
teacher Erich Katz, essentially becoming
his protége. My father once said, “In every
life there must be one person, teacher or
otherwise, who somehow exercises the de-
cisive inlluence in that life’s development.
For me, that person was Erich Katz, and |
am supremely grateful.” Kalz introduced
my father to early music and the recorder,
although Katz was more the musicologist
than the performer, and learning to play
the recorder, in particular, presented a
unique learning experience. There were
few prolessional American recorder play-
ers in the 1940s, let alone recorder teach-
ers, and those breaking new ground, such
as my [ather and Bernie Krainis, were sim-
ply lelt to their own intuition, musical ap-
titude, and ability to put what they had
read in historical musical treatises into
practice.

Contrary to what might be viewed as
discontinuity between LaNoue's early in-
volvement in jazz and a life in early music,
I always [ound these to be in direct musical
accord. Both LaNoue and Bernie originally
played brass instruments and were skilled
in the art of improvisation through their fa-
miliarity with jazz. The ability to improvise
is what joined mv father's interest in jazz Lo
his later lile in early music.

As 1 was sifting through some of my fa-
thers old photos and papers several weeks
after he passed away, | came across a large
folder of old concert programs and news-
paper clippings—tributes to the astonish-
ing amount of work he was involved in dur-
ing the '50s &nd '60s. There is, [or example,
the program for the inaugural concert of

Continued on page 14
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AND THOSE OF OTHERS

LaNoue Davenport was the most influ-
ential person in ry life in early music. 1
will never forget the day, probably in the
summer ol 1953, when 1 [irst heard him
play the recorder. It was at a rehearsal of
the Musicians’ Workshop, of which 1
was a member, and which he was then
conducting. This was at the time primar-
ily a singing group, but we had agreed
that we would bring our recorders to that
meeting. I had a hideous instrument; al-
though I was already a “trained” musi-
cian, [ hadn't the least idea of how to
make a good sound on it. LaNoue's
sound was so incredibly beautiful-the re-
corder could do this?-that 1 quietly put
my instrument away in its ratty case and
vowed never to bring it out again in pub-
lic until I had studied with the master,

So study with him I did, and the rest
is (my) history. What fascinates me is
that LaNoue was able, on the strength of
a sound he creatzd in his own head, to
make the recorder sing like a bird, when
everyone else was only chirping. It was a
very important turning point in the his-
tory of recorder playing in modern
times, and consequently in the early mu-
sic movement.

As a teacher LaNoue was extraordi-
nary. He was never gentle; he simply
showed his great malaise with anything
he heard played cr sung that wasn’t real-
ly good, and he somehow willed his stu-
dents to play better—not just better—
magnificently. Many of his students have
gone on to becore professional players
themselves; certzinly not one of them
could have been successful in his or her
career without him. His extended family
goes around the world, and I am proud
to be a member of that family, and to
have had him as a mentor for so many

years.
Martha Bixler, Past President, ARS

LaNoue Davenport came to the Idyllwild
School of Music and the arts in 1972 1o
teach, perform, and conduct in the Early
Music and Recorcer Workshop. The pro-
ject was to introduze a major vocal work, to
be sung by all the workshop students. The

work was Josquin’s Missa |8
Pange Lingua. Some recorcler p
and viola da gamba students §#
voiced their dismay... “I came
to play not to sing!” We held
fast and the [inal concert was a
memorable experience for the
students and the audience. The
next 25 years allowed everyone
to become acquainted with Du-
fay, lsaac, Byrd, Machzut,
Bach, and Finck and others.
both as singers and instrumen-
talists,

LaNoue brought the pas-
sion he felt for the music and
inspired us all. His insistence
brought eventual devotion to
early notation and improvisa-
tion, even [rom the most recal-
citrant players. Qur wind band,
60 players strong, increasingly
involved shawms, sackbuts,
cornets, crumhorns, and gam-
bas. His contribution to South- |
ern California Early Music |
making was, and still is, vital.
We loved LaNoue for his spirit,
his knowledge, his friendship
and loyalty. It was our great for-
tune to have his influence for
25 incredible years.

Shirley Robbins, Canto Antiguo

LaNuue was a charismatic teacher
who inspired people to perform in ways
they would not have thought possible.
During a summer workshop many years
ago at Idyllwild in Southern California, it
was LaNoue’s ambition to lead everyone
through Josquin's Missa Pange Lingua,
singing! In those days, people loved to
play but were loath to sing. Bu: LaNoue
persuaded us. First he asked for a D.
Easy. Then D to E, then D to C then up
and down the C scale. Nothing 1k-reaten-
ing so [ar.

Next he swiltly divided us into three
groups, and had us sing the scale in
canon. We [ound ourselves making
beautiful sounds with our voices.

Continued cn page 15

Top. LaNeue Daver port at lefi with
New York Pro Musiza members,
preparing for The Play of Daniel.
Middle, LaNoue wi'h friends ai tke
Canto Antiguo wortshop in Celifor-
nia. Above, LaNoue with Paul Godby,
a fellow one-handed recorder player.
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“The striking single
feature of the evening was
the performance on the
recorder by LaNoue
Davenport. If ever the
recorder justified its
return to life in the music
of our time it was during
last night’s performance
of the Bach cantata. This
was artistry of a high
order from a musician
with the soul of a singer.”

—Louis Biancolli, music critic

14 American Recorder

A SON'S RECOLLECTIONS

the New York Pro Musica Antiqua at the
New School for Social Research on April
26, 1953. Although he took part in the en-
semble’s début performance and one of
their first recordings, he did not join the
Pro Musica permanently until 1960, Play-
ing recorders, shawms, krummhorns,
sackbut, and tenor viol, he toured and
recorded extensively for the ensemble
throughout the 1960s. During this time he
became the Pro Musica's assistant director
in charge ol the instrumental consort and
Renaissance Band. Following the death of
Noah Greenberg in 1966, he became inter-
im director beflore forming his own group,
Music For A While, in 1970 with [ellow Pro
Musica members Sheila Schonbrun (a so-
prano and his second wile of 36 years), vi-
ola da gambist Judith Davidofl, and
lutenist Christopher Williams. They were
later joined by woodwind specialists Phil
Levin and Steve Silverstein.

Also in the old [older are reviews ol
recordings by the Pro Musica and the Man-
hattan Recorder Consort, the group he
founded in 1957, which included members
Martha Bixler, Shelley Gruskin, Bernard
Arnold, and Bob Dorough (all on re-
corders). My mother, Patricia Davenport,
also performed with the ensemble (treble
viol and harpsichord), and at various
times, viola da gambists Barbara Mueser,
Martha Blackman, Grace Feldman, and
Robert Kuchn accompanied the consorl.

What I lound the most meaningful in
this tattered [older were the numerous re-
views ol LaNoue's playing found in clip-
pings from newspapers as diverse as The
Herald-Tribune, The New York Times, and
the World-Telegram & Sun. One critic,
Louis Biancolli, reviewing a Dorian
Chorale concert (directed by Harold Aks)
held at Town Hall in November 1958, had
this to say:

There was smooth and expressive singing of
solos by members of last night's group, but
the siriking single leature of the evening was
the performance on the recorder by LaNoue
Davenport. Il ever the recorder justified its
return to lile in the music ol our time it was
during last night's performance of the Bach
cantata. This was artistry of a high order
[rom a musician with the soul of a singer.

Throughout his performing career,
LaNoue actively sought to expand the role
ol the early music performer. In addition
to early music, he made a point to include
contemporary compositions in the Man-
hattan Recorder Consorl's repertoire, in-

cluding works by Paul Hindemith and Ben-
jamin Britten. For their recording of Eng-
lish, Irish, and American folk songs, he re-
cruited the talents of folk legend Jean
Ritchie. Collaborating with jazz artist Bob
Dorough, he, Shelley Gruskin, and Martha
Bixler, made the earliest jazz recorder al-
bum called The Medieval Jazz Quartet, in
1959, backed by a three-piece rhythm sec-
tion. In 1967, when his eldest son Darius,
a drummer, landed a major recording deal
on RCA Records with his band Autosal-
vage, LaNoue accepted his invitation to
make a guest appearance, enthusiastically
introducing the world of art rock to
krummhorns and sackbuts,

Since the early 1970s, LaNoue served
on the faculty at Sarah Lawrence College in
Bronxville, New York, where he estab-
lished a graduate program in Early Music
Performance. Many of his students, such
as recorder players Tom Zajac (Pilfaro) and
Scott Reiss (Hesperus), lutenist Grant Her-
reid (Ex Umbris & Pilfaro), and singer Jo-
hanna Rose (Anonymous 4), among oth-
ers, have gone on to become some of Amer-
ica's premiere early music performers.

An arranger and editor of early music
publications as well, LaNoue edited the Re-
corder Librery Series for Magnamusic Edi-
tions in the 1960s and later became gener-
al editor for the Recorder Consort Editions,
published by Anfor Music Publishing. Af-
ter a stroke in 1989 hampered his per-
[orming abilities, he devoted much of his
time to teaching and editing early music
editions [or recorders and other early in-
struments. In 1997, we formed a music
publishing company together, LaNDMark
Press, mainly for the purpose of publish-
ing our recorder editions. I'm grateful for
the time we were able to spend working on
that project together. We both acknowl-
edged that I would likely be publishing his
recorder music long alter he was gone—
and 1 will!

My father’s alliliation with the Ameri-
can Recorder Society also began soon alter
he first met Erich Katz in 1948, LaNoue be-
came a slaple as a director of early music
workshops for chapters across the country.
He edited the ARS Newsletter during the
1950s and became the Society's [irst na-
tional pres:dent (1960-62). Many were
present when he was awarded the Society's
Distinguished Achievement Award in 1995
at the Boston Early Music Festival, after
more than <5 years of leadership and sup-
port for the organization. Thalt award
meant a lot to him, though his modesty

Continued on page 32
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“Okay,” said LzNoue, “lets sing the
Mass. And we al did, gladly and grate-
fully. I have never forgotten the elegant
economy by which La Noue achieved
this miracle.

Ken Wol'itz, Past President, ARS

I‘m just one o- the many who were
touched by LaNcue Davenport. Starting
at Idyllwild, CA, in the 70’s until his re-
cent death | was pleased to know him
and be his [riend. Like LaNoue several
years before, 1 had a stroke which left me
unable to play the recorder. 1 received
and learned to play a one-handed re-
corder and, knowing LaNoue was in a
similar predicament, gave him a similar
instrument. We played together several
times, even perfcrming in public, where
it was 1 who missed a repeal, not
LaNoue.

At his last workshop in Calilornia in
1998 he played with Mark, his son and
the other faculty, and I know it was a very
emotional exper.ence for him. Although
not old by today's standards, he was
quite [rail. He hzd stopped, but years of
cigarette smoking had extracted a toll
and a pneumonia several years ago had
further weakened his lungs. An enlarg-
ing aortic aneurysm forced surgery. His
doctors were careful and he had good
pre-op care and evaluation. At surgery
he was found to have signilicant arterial
narrowing in the legs and a larger than
expecled gralt was needed.

Post-operatively we were hopelul, but
the recovery process proved too much
for LaNoue.

He was a wonderful teacher. I think of
this kind and ir.telligent man a lot and
will miss him.

Paul Godby, MD

Peaple noticed LaNoue. Maybe not in
blase New York, but everywhere else - at
airports, hotel lobbies, the Sarah lawrence
campus, and certainly when he was on
stage. His bearing, his easy gait, which 1 al-
ways attributed to his Texan background
and those wide cpen spaces! His sartorial
style, colorful yet understated. And ol
course his persona. He did not enjoy being
told that he looked like Father Christmas,
but he had a good sell-image.

When he plaved the recorder, people
took notice too. Before 1 met LaNoue in
New York, I had played with some [ine re-
corder players in Boston, but what struck

me about him was that sound—[ull and
easy and clear, and always audible. As |
look back on the many rehearsals and con-
certs we shared, it is LaNoue's tone that |
can still hear. I also remember that he
rarely il ever wrote anything on his music.
This is remarkable when you think of
those programs with so many pieces, tem-
pi, chanson routes and transpositions o
remember. Was it his jazz background?
Whatever the reason, his memory was im-
pressive,

Judith Davidoff, New York, NY

The image ol LaNoue that [ carry with
me was a view I had of a television broad-
cast when the Philharmonic and the Pro
Musica demonstrated how Bach's sec-
ond Brandenburg Concerto sounded al-
ternating modern flutes with recorders.
LaNoue and Shelley Gruskin came [orth
to stand at the front of the stage with
their wooden recorders, rather simple,
drab looking instruments as compared
with the silver [lashes from the elaborate
key-work ol the Philharmonic's players.
LaNoue was tall, bearded, white-haired,
thin as a rail and looked as il a breeze
might carry him off; Shelley was small
by comparison, and they made an inter-
esting visual contrast with each other.
When the music began, the Philhar-
monic's sound was so rich, the perform-
ers so assured, the music so smooth that
I began to fear for the thinness of the old
instruments and whether it would really
be possible for the recorders to navigate
their way through those difficult parts.
Of course the playing was [lawless and
the contrast of the clear brightness of the
recorders to the loud [luffy sound of
flutes seemed a triumph for early instru-
ments. Perhaps the pride we all have for
these lovely sounds was embodied by
LaNoue and Shelley's performance that
day.
George Houle
Jormer director, New York Pro Musica
Professor Emeritus, Starford University

Il was [or more than a decade that 1 lis-
tened to, worked, talked, performed and
traveled with LaNoue, within the various
projects and programs ol "Music For A
While.” In my current quest I find it ob-
vious that a lot of how and what 1 listen
to, and how I interact within groups has
direct reference 10 my experience in
those years.

I suspect that the ARS readership
does not need further description of

someone they already know to have been
heroically kind, and a visionary. Howev-
er 1 do have a [ond recollection of sever-
al incidents. That same man once per-
formed with his usual aura of great dig-
nity as a [limsy theater set began to teeter
and [all upon him, while he shouted in a
stage whisper [or me to help prop it up
as he continued to play. 1 prefer to live
with, not just remember, the family at-
mosphere at rehearsals, the [abulous
meals, and traveling. There was another
moment 18 years ago when this giant
stood on the peak of my roof with an FM
antenna in one hand, concerned eyes
and balance and concerned focus so that
neither of us should fall as we attempted
to attach it to the chimney. And some
years earlier he literally caught his
youngest son as he [ell from a porch
above. In the same way, LaNoue caught
so many lives on the [ly and set them in
dilferent directions.

Steve Silverstein

Stony Point, NY

To think of LaNoue is to find myself
again during the early 1950s at the week-
ly meetings of the Musicians’ Workshop.
At the apartment of LaNoue and Patsy
on New York's Eastside, the group,
founded by Erich Katz, would sing and
play early and contemporary music, re-
cent arrangements by Erich, LaNoue's
latest compositions, such as “Imagine
Inventing Yellow™ on words by M.C,, or
LaNoue's settings ol haiku.
Performances al the tower studio of
the city’s radio station WNYC, occasion-
al concerts including annual events of
the ARS, the unforgeuable program at
the Circle in the Square. Several years
later, LaNoue took over the Workshop
entirely, went on tour with the group,
and gave some of us a beginner's chance
on a niew set ol gambas. Rehearsal days
spent at the Davenports' house in Stony
Point, where we listened [rom the up-
stairs gallery 1o LaNoue playing his alto
recorder with that incredible, smooth
tone he had already developed. Next to
his keen musical sense, the best part was
his direction of the musicians he had
chosen for his group. He was demanding
in the extreme but energized his singers
and players with his conducting and
leadership. There was something electri-
[ying about the way he worked with peo-
ple that made them rise above their own
expeclations.
Winifred Jaeger
Honcrary Vice President, ARS
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Please—don'tlaugh
when | sav YOU can have

Perfect Pitch!

Just lend mz your ear and I
show you the simple secret ...

» [earn to recagnize EXACT tones and chords BY EAR!

The true story behind the
#1 best-selling musicians series

by David Lucas Burge

It all started in ninth grace as a sort of teenage . alry

[ would slave at thz piano for five Thours da I+ Lis ui.l
practiced far less. Yet somehow she always se>red to
have an edge that made #er the star performer >f our
schoal, It was frustrazing.

What does she hav2 that [ don't? 1d wonder

Lindas best friend, Sheryl, sensed my internal com-
petition. One day she bragged on and on abo.t Linda,
adding more fuel to ry fire.

‘]i’” could never 1IL as “nm‘ as Linda,

me. “Lindas got Perfect Fitch

“What's i'LriLLE Pitch?” I asked.

Sheryl gloated ove-a few of Lindas uncanry abili-
ties: how she could name exact tones and cherds—
by ear; how she coulc sirg any pitch—from 1zemon y;
how she could play songs -—.mu just hearing them!

My heart sank. Her fastastic EAR is the key t her
sticcess. How could | ever n::}k to compete wich her?

But later I doubtec Shzryls story. How cowdanyone
possibly know F# or Bb just by listening? An ecr like 1h‘h
would give you a maszery of the entire musical aguege!

It bothered me. Did ste Hn’f'll have Perfect P: hﬁ I
finally got up the nerve, epproached Linda, anc asked
her point-blank if it was -rue,

“Yes;" she nodded -0 me aloofly.

But Perfect Pitch was too good to believe. I radely
pressed, “Can [ fest you sometime?”

“OK." she replied chee-fully.

Now she’d eat her words ...

My plan was ingensously simple: [ picked a moment
when Linda least suspected. Then I boldly chellenged
her to name tones for me—by ear.

I made sure she had not been playing any music, |
made her stand so she cauld not see the pianc key-
board. I made certain thet other classmates could not
help her. I set everything up perfectly so [ coulé expose
her Perfect Pitch claims as a ridiculous joke.

she taunted

Ihe tension mounted as I plotted my strategy. Linda
appeared serere Then, with silent appmhmsinn.l
selzcted a tone to play. (She'll never guess F!

I had barely touched the kes:

‘F4) she said. | was astonishad.

! played ancther tone. She cidn't even stop to think.
Instantly she anrounced the ccrrect pitch.

frantically
plaged more tenzs, ,.L_’.,.
skioping here end T
there all over the ~2%

keyboard. But
sorehow she
knew the pitch
¢ach time. She was
AMAZING—;ke
knew tones as
easily as colors!

“Sing an Eb;" 1
demanded, deter-
mined to mess her up. She sanz a tone. I checked her
on the keyboard—she was righ: on!

Now [ started to boil. [ callec out more tones, trying
hard to make tiem increasinglv difficult. Still she sang
eac note perfec-ly on pitch,

was Inln”}' hi !g:.ﬂt‘d_

“How in the world do you do 17" 1 blurted.

“Tdon't know? she sighed. And to my dismay, that
was all | could get out of her!

The dazzle of Perfect Pitch kit me like a ton of
bricks. My head was dizzy with disbelief. Yet from that
moment on, 1 krew Perfect Pitch was real.

. .
| couldn’t get it. ..

“How does she DO it?™ | kep: asking myself. On the
othzr hand, why can't everyone recognize tones by ear?

“How ir the world do you
do it?" | blurted. | was totally
boggled. (Autumn 1970)

It dawned on me that most musicians can't tell a simple

C froma C#, or tae key of A ma'or from F major!

I thought about that. A musician who can't tell tones
by car?! That’s as strange as an artist not knowing the
rairbow colors o~ paint on his palette! It seemed odd
anc contradictory,

I found mysal- even more mystified than before,

An amazing discovery into
your persona talent

e sing tones without
a starting pitch

know tones by ear
perform with confidence

COMPOSe music
in your head

play by ear

sight-read and sight-
sing with precision

enjoy richer perception,
finer music appreciation

“umiliated and puzzled, | went home to work on
this poblem. At age 14, this was a hard nut to crack,

You can be sure | tried it for myself. [ would sweet-
tall: my three brothers and two sisters irto playing
tones for ~1e; [ would try to rame them by ear. But |
found it was a guzssing game [ just couldn’t win,

I tried hard to feel the “highress” or “lowness” of
each pizch I played tones over and oer -0 get them to
stick in m¥ head. Day after day | tried te memorize
thesz e usive tones, but nothing worked. After weeks of
pute notaing, | still couldn’t get it.

1ad to admit that Linda had an extraordinary gift
~he ultimate ezr for music, a master key to many
talerts. [ wished | had an ear like thet. Fut 1 realized it
was wav beyond my reach
S0 finaly, I gave up.

Then it happened . ..

it wes lixe a mivacle. A twist of fate Lise finding the
lost Holy Grail . . . Once I had stoppe st-aming my ear,
[ stivtad to ll\[cn NATURALLY. Then the incredible
secet to Perfect Fitch jumpec right ivto my lap.

I begar: to notize faint “colors” within the tones. Not
z.wr'h 2,025, but zolors of pitch, colo=s of sound. They
kac always been there, But this was the first time | had
eve” “let 20™—and reallv listened—tc discover these
subtle cifferences.

Socr —to my own disbelief—I teo ceuld recognize
tire fores b ear! It was simple [ could hear how F
sounds ore way, while Bb has a differant sound—sort of
like “Fea-ing” red and blue,

"he -ealization struck me: THIS I3 PERFECT
FITCH. This is how Bach, Bezthover, and Mozart
could mencally envision their masterieces—and
knevs wores, chords, and keys all by car—by runing in
to tnesz subtle pmhu}uh'm.rmr the torzs.

I- was almost cildish—1 felt sure that anyone could
unlack Fer own Perfect Pitch by lea-nirg this simple
secret b7 color hearing”

Bursing with excitement, | went to te | my best
friend. Aan (a flurist). But she linghed a- me.

“Your heve to be born with Perfect 2itca;” she gently
assertec. “fou car’t develop it
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New!

Just released!
Version 2.0

The long-awaited brand new
Perfect Pitch™ Ear-Training
SuperCourse—totally revised,
expanded, and updated...
after 19 years!!

“You con't ur.cerstand what Pe-fect Pitch is—
or how it works * T countered. e uldn't recognizz a
single noe befoe, Now its easy.” | showed her how to
listen. Timidly, ske confessed that sae too could hear
the pitch cclors, With this jump start, Ann soon rzal-
izec she had als» acquire: Perfect Pitch

We bezame instant celebrities. Classmates made us
sing tones on ccmmand; -hey plaved tones and chords
for us to ~ame by zer; they asked us the keys that songs
werz in—endlessly fascirated with our “supernatiral”
powers. “et to Arn and me, Perfect Pitch wasn't super
natural—just natural,

Way back ther 1 never dreamed | would cause such
a stramorg college music teache=s. But as [ stared to
explain my discary to the academic world, many
proessors faugkez 2t me. “You mst be born with
Perfect P tch,” they said, “you can't develop it

I'would listen ~olitely. Then I'd reveal the simple
secret—22 they could hear it for themselves. Youd be
surprisec Fow fast they would change their tune!

As | continuec my college studies, my so-called
“perfect ea=” alloved me to progress faster than |
thought possible. = even skipped o er two required
music co.irses. 2erfect Pitch made everything easier—
periormig, comzosing, arranging, sight-reading
(because you can el the notes you'e playing witFout
looking), transpcsing, improvising—and my enjoy-
ment of rusic skvrocketed. 1 learned that music is
definitely a HEARING a-t.

As for Linda? Oh yes—T'll have ta backtrack . . .

It was now nzer the end of my senior year of Figh
school. I was almos: 18, In my threz-and-a-half yzars
with Perfect Pitct. my piano teacher insisted Id made
ten years o- progiess. And | had. 3ut, driven by youth-
ful ambition, 1 <t1] wasn't satisfied. I needed one more
thing: o beat Linga. Anc now was my final chanee,

“he Universizy of Delaware hosted a music festival
each spring, comclete with judges end awards. To my
horror, thev scheduled miz as the “ast person to play—
the grand fnale of the entire even.

"he fateful day arrived. Linda gave her usual sterling
performeze. She would e tough to match, But my
turn finaly came, and | went for *t.

Now on CDs for the first time!
v’ DCOUBLE the content
v Strzamlinec, simple, and EXCITING

v’ Now includzs 8 audio CDs plus new
Handbook (or 8 audiotapes lus Handbook)

v/ Now conlains 24 Master Classes with
complete step-by-step Solo Techniques,
plus persomalized tips gathered from
leaching musicians over two decades!

¥ Proven by research at TWO
leading universities (ses web site)

v Full 40-Day Money Back Guarantee

Slin<ing 1o the stege, I sat dowr. and played my
heart cut _ater, 01 the bulletin baa-d, [ discovered
[ 2zd scoed an A+ in the most advanced parformarce
cetegory Linda crly gotan A,

Swezt vector, was music (0 my cars—ninz at last!

Now it's YOUR turn!

For 19 vears now, theusands ef musicians around
the worl 4—plus research at two ‘eading universities
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The ARS CD Club makes hard-to-find or lim-
ited release CDs by ARS members available to
ARS members at the special price listed (non-
members slightly higher), postage and han-
dling included. An updated listing of available
CDs may be found at the ARS web site:
<http://ourworld.compuserve.com/
homepages/recorder>.

RECENT ADDITIONS:

____AGUA E VINHO Rodney Waterman, recorder,
Doug DeVries, guitar. Brazilian jazz/folk music
Orpheus Music. $17 ARS/$20 others.

____BAROQUE RECORDER CONCERTI Scot: Reiss
and Hesperus. Golden Apple. $17 ARS/$2C others.

CELTIC ROOTS Scott Reiss, recorders, whistle,

winning Scottish fiddler Bonnie Rideout; Philippe
Varlet, Irish fiddle; Bill Taylor, harps; Grant Her-eid,
lutes, guitars, recorder; Tina Chancey, viol, Irish fid-
dle, recorder. 17th- and 18th-century Scottish, Irish,
English and American traditional and parlor music
from the earliest written sources. Maggie's Music.
$17 ARS/$20 others.

____ACURIOUS COLLECTION FOR THE COMMON
FLUTE Alison Melville and Colin Savage, recorders;
with ather members of Musick Fyne: Valerie Weeks,
harpsichord; Peter Lehman, theorbo; Margaret Gay,
cello. Baroque recorder music of Finger, Prilidar,
Telemann, others. $17 ARS/$20 others.
____DISTRIBUTION OF FLOWERS Cléa Galhano,
recorder; Tony Hauser, guitar. Latin CD featuring
works by Argentinian accordion virtuoso Astar
Piazzolla. Ten Thousand Lakes. $17 ARS/$20 others.

___FOLIAS FESTIVAS 17th- and 18th-century folias
from Spain, Italy, and France. Belladonna Baroque
Quartet: Cléa Galhano, recorder; Margaret
Humphrey, Baroque violin; Rebecca Humphrey,
Baroque cello; Barbara Weiss, harpsichord. Ten
Thousand Lakes. $17 ARS/$20 others.

__ FRUIT OF A DIFFERENT VINE Alison Melville,
Natalie Michaud, and Colin Savage, recorcers;

A. Hall, piano. Works by Berkeley, Genzmer,
Hindemith, Leigh, Staeps, and others. Supportad by
the 1994 ARS Professional Recording Grant. 5.R.I.
$17 ARS/$20 others,

___| LOVE LUCETTE Scott Reiss, Tina Chancey, and
|ane Hershey, recorders and other early instruments;
Rosa Lamoreaux, soprano; Howard Bass, lute.
Charming, bawdy, and sentimentzl music frem the
French Renaissance theatrical tradition. Koch
International. 17 ARS/$20 athers.

___AJOURNEY AMONG TRAVELLERS (CD SHORT)
Peter Bowman and Kathryn Bennetts perform
Donald Bousted's 26-minute quarter-lonal p ece for
two alto recorders. $12 ARS/$14 others.

____LUMINOUS SPIRIT: CHANTS OF HILDEGARD
VON BINGEN Scott Reiss and Tina Chancey,
recorders and other early instruments, plus Rosa
Lamoreaux, soprano. Fourteen chants by the famous
12th-century German abbess, musician, and mystic.
Koch International. $17 ARS/$20 others.

—_MINSTREL, MINNESINGER, MUSIKER Fighlana
Park Recorder Society & Chamber Orchestra, Robert
W. Butls, conductor. German music of the Ren-
aissance and Baroque, in live concart performance.
EO Music Publishing. $17 ARS/$20 others.

-

hammered dulcimer; and Hespearus, featuring award-

Order your recorder discs
through the ARS CD Club!

___ MUSICK FYNE Alison Melville and Colin Savage,
recorders, and members of Musick Fyne, Barogue
music from Scotland and England, including Purcell
and Oswald, and arrangements of music from The
Beggar's Opera by Pepusch. $17 ARS/$20 others.
___MUSICK FYNE PLAYS MUSIC OF THE ITALIAN
BAROQUE Alison Melville and Colin Savage,
recorders; with other members of Musick Fyne
(voice, harpsichord, lute/theorbo) and W. M. Gay,
cello. 17th and 18th century duos, trio sonatas, arias,
diminutions. Upbeat Classics. $17 ARS/$20 others.
____ NEO-MEDIEVAL Tina Chancey, Grant Herreid,
and Scott Reiss. Medieval improvs for a postmodern
age, Dorian Discovery. $17 ARS/$20 others.

__ SHINE AND SHADE Piers Adams, recorder;
Julian Rhodes, harpsichord, Works of Morman Fulton,
Edmund Rubbra, York Bowen, Lennox Berkeley,
Edward Gregson, Stephen Dodgson, Donald Swann.
$17 ARS/$20 others.

ALSO IN STOCK:

J.5. BACH: TRIO SOMATAS with Judith
Linsenberg, recorder. $17 ARS/$20 others.
____BEYOND...CELESTIAL WINDS with David
Young, recorder, and others, $17 ARS/$20 others,
____BLISS with David Young, recorders. $17 ARS/$20
others.

___ BLOCKFLOTENENSEMBLE WIEN $17 ARS/$20
others.

____CELESTIAL WINDS | with David Young,
recorders. $17 ARS/$20 others.

___ CIRCULO MAGICO with Cléa Galhano,
recorder. $17 ARS/$20 others,

_ DANCE!: RENAISSONICS with |ohn Tyson,
recorder, pipe & tabor. $17 AR5/$20 others.
____DREAMS INSIDE THE AIR TUNNEL Zana Clarke,
recorder and composer. $17 ARS/$20 others.

___ EARLY AMERICAN ROOTS Scott Reiss,
recorders, hammered dulcimer, flageolet; Tina
Chancey, viol, Baroque violin; Mark Cudek, cittern,
Baroque guitar. $17 ARS/$20 others.

___ENGLISH CONSORT MUSIC: BROWNING MY
DERE Marion Verbruggen and Flanders Recorder
Quartet, $17 ARS/$20 others.

____FLEMISH CCNTEMPORARY RECORDER
MUSIC, VOL. Il Ceert Van Gele, recorder. $17
ARS/$20 others.

___ FORNO GOOD REASON AT ALL Scott Reiss,
Bruce Hutton, and Tina Chancey. Golden Apple. $17
ARS/$20 others,

___THE GREAT EMU WAR Batalla Famossa, a young
Australian ensemble, $17 ARS/$20 others.

__ HANDEL; THE ITALIAN YEARS with Elissa
Berardi, recorder & Baroque flute. $17 ARS/$20
others.

___LANDSCAPES with David Bellugi, recorders,
$17 AR5/$20 others.

____MARIN MARAIS: PIECES EN TRIO (BUDGET 2-
CD SET) with |udith Linsenberg, recorder. $24
ARS/328 others,

__ OCEANS OF LOVE with David Young, recorders.
$17 ARS/$20 others.

ORCHESTRA DEL CHIANTI with David Bellugi,
recorder. $17 ARS/$20 others.

____PERGOLESI: LA SERVA PADRONA with Elissa
Berardi, recorder. $17 ARS/$20 others.

___ PRIEST

ON THE RUN with

Piers Adams, recorders.

517 ARS/$20 others,

____RECORDER BRAVURA with Piers Adams,

recorders. $17 ARS/S20 ohers.

____ROMANCES AND VILLANCICOS FROM SPAIN

AND THE NEW WORLD with Carlos Serrano,

recorders. $17 ARS/S20 others.

____ SCARLATTI: ISHMAEL (2-CD SET) Elissa Berardi,

recorder; plus five singers and the Brewer Barogue

Orchestra. $33 ARS/$40 others.

___SOMETHING OLD, SOMETHING NEW |chn

Tyson, recorders, plays Barogque and contemporary

music. $17 ARS/$20 others.

____SPAIN IN THE NEW WORLD Rosa Lamoreausx,

soprano, with Scott Reiss, Tina Chancey, Mark

Cudek, Robert Eisenstein, and Peter Marshall. $17

ARS/$20 others.

SUZUKI® RECORDER SCHOOL (FOUR VOLUMES)

Recordings to accompany the Suzuki™ Recorder

School method books, with Marion Verbruggen,

recorders. $17 AR5/320 others, for each single CD, or

$33 ARS/$40 others for any two suzuki® CDs:

____Vols. 1 & 2 for Soprara: folk and children’s songs,
Baroque dances

___Vols. 3 & 4 for foprano: Handel, de la Guerre,
athers

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

___Vols. 3 & 4 for Alto: Handel, |.5. Bach, Purcell,
others

___ TELEMANN: CONCERTO FOR RECORDER AND

BASSOON, VIOLA CONCERTO IN G MAJOR, SUITE

IN A MINOR Philomel Baroque Orchestra with Elissa

Berardi, recorder. $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 § =3

2-CDsetsx % =%

TOTAL=$

Please charge the above amount to my MasterCard
or Yisa:
# Exp, Date:

Cardholder's signature:

Mail to: AMERICAN RECORDER SOCIETY,Box 631,
Lttleton, CO BO160-0631, J.5.A. You may fax
(with handset down) or call in your credit card
order to 303-347-1181,

i
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BOOK REVIEWS

Books about Renaissance music and the French noel,
and a new softcover edition of a book on the dance music of Bach

DANCE AND THE MUSIC OF J.5.
BACH. By MEREDITH LITTLE AND NATALIE
JENNE. Bloomington and Indianapolis: In-
diana University Press, 1998 (original
hardcover version issued in 1991). 264 pp.
Soltcover, $17.95, ISBN: 0-253-21211-1.

Bach, a solic member of the middle
class but thoroughly acquainted with
courtly behavior from his visits to Celle,
Dresden, and Berlin, would have known al-
so how French dances were danced and
would have used such knowledge in his
suites. This is the argument of Litle and
Jenne in a book that quotes extensively
from German social and theoretical
sources, in particular from directories
published in Leipzig and other cities. They
show that the number ol French dancing
maslers in Germany increased substantial-
ly during the 18th century and that at least
three of them were personally known 1o
Bach himsell. This introduction to Bach's
social background is followed by a short
discussion on melter, tempo, character, ar-
ticulation and the noble style of dancing,
after which thirteen ol Bach's dance types
are reviewed in detail. Reference is made to
the dance's affect, number and length of
phrases, metricel divisions, and its gener-
ally accepted tempo; several musical ex-
amples are given, one of these being un-
derlaid with a stmple dance notation and
the names of the steps [rom French chore-
ographies, principally those of Pécour and
Feuillet. The remainder of the chapter ana-
lyzes all Bach's dances of the type, with
suggestions for performance. The alle-
mande is not treated, but special atlention
is paid to the minuet and the various kinds
of gigue. A list of all Bach's titled dances
and a second index of “untitled dance mu-
sic” by him concludes the study.

In his account of Bach's lile, Forkel
wrote: “Bach carried this branch of the art
farther than any of his predecessors or
contemporaries. He tried and made use of
every kind of meter to diversify, as [ar as
possible, the character of his pieces. He
eventually acquired such a facility in this
particular that Fe was able 1o give, even (o
his [ugues, striking and characteristic
rhythmic propo-tions in a manner as easy
and uninterrupted from beginning to end

as il they were minuets.” But, in fact, Bach's
fugues are not actual minuets, as Forkel re-
veals by the words “as if,” and the book’s
appendix ol “untitled dance music,” where
the second Well Tempered F minor [ugue is
listed under bourrées, and Quia jecit mihi
magna, [rom the Magnilicat, is assigned to
the gavottes, must be approached with
some caution, (Although the bass solo
sounds well sung in the spirit of a gavotte,
only two ol Bach's twenty-six gavotles—
BWYV 1069 and the early version of BWV
817 —are notated ir. G, rather than 2 or ¢
and neither starts on the second quarter
beat.} Similarly, the authors avoid the
question ol whether any of Bach's dances
were intended 1o be danced at all or
whether Bach, as a composer, was merely
filling an abstract mould that he had in-
herited. This is an area where dancers have
sometimes sought (o impose very un-
wieldy tempi on instrumentalists, espe-
cially in Bach's music,

Commenting in Contiruo magazine on
the book’s first appearance in 1991 —an as-
sessment [rom which some material in the
present review has been adapted—l ex-
pressed the hope that Little and Jenne
would throw more light on the “danceabil-
ity” ol Bach's suite movements. Beyond the
conventional accentual arid alleczive signs
of each dance type, to which Bach more or
less adheres, are the French choreogra-
phies still relevant to his love of experi-
ment and relentless inger.uity, or does his
flow of small notes differ oo widely from
the step and swing of their notated move-
ments? How can we achieve in our playing

Are the French choreo-
graphies still relevant
to Bach’s love of
experiment and relent-
less ingenuity? How
can we achieve in our
playing the grace of the
dancers we watch when
Bach just won’t stop?

the grace ol the dancers we watch when
Bach just won't step? What kind of sara-
bandes are those [rom the Sixth Partita and
the French Overture? Certainly they don't
suggest the [reedom or playfulness ol the
solo male dancer so wonderfully described
on pp. 93 and 94. But if the authors don't
(yet) answer these questions, what they
have done in correcting our faults and in-
spiring our imagination deserves our enor-
mous gratitude. Whether gavottes and
passepieds, and especially courantes, are
in your reperioire or whether you borrow
them [rom flute, violin, or harpsichord,
don’t risk the loss ol not reading this book,
especially in ils new, less expensive [or-
mal.

Colin Tilney

THE FRENCH NOEL. By Berty Bang
MATHER AND GalL GaviN. Bloomington
and Indianapolis;: Indiana University
Press, 1996. 120 pp. Softcover, $20.C0. 15-
BN: 0-253-21025-9.

Betly Bang Mather is well known to ear-
ly music specialists as the author or co-au-
thor of a series of important explorations
of the music of the Baroque, especially re-
lating 1o the Baroque flute. In this book,
Mather's inlluence is apparent in the au-
thors' scrupulous attention to the sources,
their detailed and lucid presentation of the
evidence, and the sensible recommenda-
tions they present alter [ull consideration
of the [acts.

Unlike Mather's earlier books, which
were usually [airly general in scope, this
book deals with a very specilic repertoire:
the genre of French Christmas songs
known as noels. Indeed, it [ocuses on a par-
ticular collection of 16 noels arranged [or
[lute duet and issued in 1725 by a “Mr. Rip-
pert,” probably the instrument maker
Jean-Jacques Rippert or a relative. Mather
and Gavin (a former student of Mather's)
examine the history of the noels from their
first appearance in literature in the late
13th century to their later manifestasions
in the French Baroque, most famously in
Charpentier's Messe de minuit.

The authors bring a great deal of in-
sight Lo these rather simple pieces by relal-
ing the music to its associaled text and 1o
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BOOK REVIEWS (cont.)

the dance (noels were danced in Renais-
sance). These explorations, based in part
on the researches ol Patricia M. Ranum,
bring to light patterns in the music which
are not apparent when it is examined sole-
ly [rom a musical perspective. Quite aside
[rom this information's applicability to the
noels, it is fascinating in itsell as it brings
some of the subtleties of period dance and

literature to the musician’s attention,
Such is the thoroughness of the analy-
sis here that one is left wondering whether
these little pieces (most fewer than 16 bars
long) are perhaps too slight for such in-
tense scrutiny. However, the issues raised
are thought provoking and the pieces
themselves are tuneful and approachable
even by beginning players, as was the orig-
inal intention. Many can be played as writ-
ten by two C recorders. As well as a mod-
ern edition ol Rippert's noels (though not
the other brunettes, or popular songs, con-
tained in the original print), Mather and
Gavin present facsimiles of the pieces [rom
Rippert's collection and in some cases
from earlier collections as well. Transla-
tions are provided for the first stanza of
each noel, though some have as many as 35
stanzas, which are printed here in the orig-
inal French only. The book [inishes with a

thorough bibliography and an index.
Scott Paterson

RENAISSANCE MUSIC: MUSIC IN
WESTERN EUROPE, 1400-1600. By AL-
LAN W, Atras. New York and London:
W.W. Norton & Company, 1998. 729 pp.
Hardcover, $45.00. ISBN: 0-393-97169-4.
ANTHOLOGY OF RENAISSANCE MU-
SIC. Eprrep BY ALLAN W. ATLAS. New York
and London: W.W. Norton & Company,
1998, 496 pp. Soltcover, $40.00. ISBN: 0-
393-97170-8.

It must be a tantalizing challenge for a
specialist musicologist to take on the task
of wriling a general introduction to his or
her period of specialty. Allan Atlas, author
of several large-scale studies of Renais-
sance music, including Music at the
Aragonese Court of Naples, has tackled the
challenge in a lively and innovative [ashion
in this new survey ol the music of the Re-
naissance [rom W.W, Norton & Co. Nor-
ton has a strong reputation for books of
this kind and Allas's book joins the well-re-
garded Medieval Music of Richard Hoppin
as well as books on Classical, Romantic
and 20th-Century music in the publisher's
series, Introduction (o Music History.

Aswith all of the books in the series, At-
las's text is accompanied by a separate vol-
ume ol music examples, the Anthology of
Renaissance Music. As with many books of
this kind, the anthology is largely put to-
gether from photo-reproductions of previ-
ously published editions, a procedure
which results in a variety of typelaces and
editorial styles. However, the reprinting
has been carefully done and legibility is
maintained ‘rom beginning to end. We do
not get the original editors’ notes, but
translations are provided and each piece is
discussed in context in Renaissance Music
(and a discography is available on the
W.W. Norten website). The 102 pieces
range [rom a briel Pavane and Galliard pair
by Claude Gervaise to Dufay's complete
Missa Se la face ay pale. It is worth noting
that almost every piece is playable on re-
corders and s historically valid as recorder
music, and that a traversal of the collection
over the course ol several playing sessions
with the companion book at hand would
prove an entertaining and enlightening ex-
ercise.

It should be said that Renaissance Mu-
sic is unapologetically intended as a col-
lege textbook, and this results in several
special strengths and weaknesses. Atlas
must move quickly to cover the whole of
the period in a manageable time [rame,
much as a survey course can only touch on
the high points of the period of study. He
[requently takes the tone of a college lec-
turer with lines like these [rom his [irst
chapter on English influence in the early
Renaissance: “What was this ‘English
sound’?...We will approach it from a num-
ber of angles.” He also frequently employs
a colloquial tone, for instance writing of
printer Pierre Attaingnant: “He had, in ef-
fect, ‘'made it," and his career continued to
(lourish until he died in 1551 or 1552."

The relative brevity of the book, howev-
er, has led Atlas to be pithy, and he really
does cover a wemendous amount of
ground in his 729 pages. More important-
ly, writing for college students has led Ar
las, who teaches at both Brooklyn College
and the City University of New York, 1o
take a novel approach to his task. Rather
than tracing a strictly chronological line
linking succeeding generations of com-
posers and (neir works, he has been [reer
in moving between connected ideas within
a larger topic. For instance, his chapter on
“The Virtuoso Motel” consists of the [ol-
lowing sub-headings: “Musi¢c and Text”;



“Canons”; “Symbolism”; and “The Func-
tion of the Motet ™.

On a larger scale still, he has inter-
spersed the musical discussion with shart
chapters on the broader Renaissance cul-
ture, from art and architecture through ge-
ographical exploration and even cooking,
He is also constantly attentive to day-lo-
day details, such as salaries, which give the
narrative conterrporary relevance. Anoth-
er particularly inventive touch: chapters
distributed throughout the book lead read-
ers through the process of producing a
modern edition of a Renaissance piece, in
this case Antoine Busnoys' A vous sans
autre. In the process, Atlas is able to ad-
dress questions ol performance practice
such as notation. text underlay, and musica
ficta.

The book is zopiously illustrated and
amply supplied with music examples in
addition to those [ound in the companion
anthology. Bibliographical references are
supplied in annctated format at the end of
each chapter, which makes it easy Lo [ollow
up Atlas’s general points in the more spe-
cialized literature, particularly if a good
university library is at hand. The lack ol a
unified bibliography at the back of the
book is somewhat problemalic, however, il
one is looking for a half-remembered refer-
ence. There are also not enough maps,
which is particularly 1o be regretied since
much of the musical activity in the period
involves the cross-fertilization of ideas be-
tween the many small princely courts.

The recorder receives due mention as a
consort instrumant, as part of the English
“broken” consort, and as an instrument
suitable for division playing (though Gan-
assi’s recorder treatise, Opera intitulata
fontegara, is referred to as a manual pri-
marily for flute players). The sections of
the beok devoted to instrumental perfor-
mance are concise but informative,

Atlas makes t clear that one of the re-
sults of recent rzsearch into the music of
the Renaissance has been lo bring into
doubt many previously unquestioned
ideas about the music, from biographical
details of individual composers to the typ-
ical performing forces for much of the
repertoire. However, he effectively outlines
the existing evidence [or each point and
presents a balanzed picture of the likeliesl
possibilities. Renaissance Music, then, will
best serve those 'vho have a passing knowl-
edge of the peried and would like to [ill in
more detail in light of the most recent re-
search, bul who are not necessarily inter-
ested in the fullest breadth of exposition.

Scott Paterson

Visit our Website:
www.susato.com

Our entire mail-order catalog is now on-line!

For e-mail use:
recorder@susato.com
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MUSIC

REVIEWS

Music for Chapter Meetings

5 DANCES FROM THE LUMLEY
BOOKS. London Pro Musica EML 291
(Magnamusic), 1996. 5 instruments, 5
scores, 4 pp each. $5.00.

2 ITALIAN PIECES, 8y JouN COPER-
ARI0. London Pro Musica EML 303
(Magnamusic), 1996. 5 instruments, 5
scores, 4 pp each. $5.00.

2 SINFONIE (1589), By CRISTOFORO
Marwvezzi, London Pro Musica EML 310
(Magnamusic), 1997. 6 instruments, 6
scores, 4 pp each. $5.50.

BALLO, sy ANTONIO BRUNELLL London
Pro Musica EML 322 (Magnamusic),
1997. 5 voices or instruments w:th opt.
bc, 5 scores, 4 pp each, + 1 pt, $5.00,

4 CHANSONS A 3 (1553), BY JACQUES
ARCADELT. London Pro Musica EML 305
(Magnamusic), 1997. 3 voices or instru-
ments, 3 scores, 4 pp each. $4.C0.

These recent London Pro Music edi-
tions are good examples of music that
works well for chapter meetings. The
first four 1 conducted at large-group
meetings of the Boulder and Denver
Chapters with about 15 and 40 mzmbers
present, respectively. The last publica-
tion listed, the Arcadelt chansons, [ used
at a small workshop class lor lower in-
termediate players; it would work equal-
ly well for chapter meetings that divide
players by ability. I would like to thank
those chapter members and others who
played through these editions with me
for sharing their opinions for this review.

When choosing music for group play-
ing at chapter meetings, 1 try o keep in
mind the mixed sight-reading level of

Music for chapter meetings and new
music from the United States and Australia

newcomers and more experienced play-
ers. Ideally, some of the parts should be
more challenging than others in order to
keep the advanced players happy, but it is
also important that each part be fun to
play. There should be parts for those
who play only sopranc or only alto
(without needing to read up an octave).
To avoid tuning and technical problems,
it is best il the individual parts do not
range too high. For large groups with a
balanced recorder orchestra, the music
should have at least four parts, prefer-
ably more, and for contrasts of timbre 1
look for opportunities to add other in-
struments and/or voices. LPM Early Mu-
sic Library editions are ideal for chapter
meetings and workshops because: 1)
they include as many copies of the score
as there are parts in the piece at a rea-
sonable price, 2) they are well edited and
printed, 3) they usually provide ade-
quate background information and per-
formance suggestions, and 4) they are
intended for a variety of early instru-
ments and/or voices.

This LPM selection of 5 Dances taken
from the mid-16th century “Lumley
Books" in the British Library includes
four “pavans” and one “galliard.” One of
the pavans is scored for five basses, in it-
sell worth the price of the publication!
The other dances make excellent group
warm-up pieces because the tessitura of
the parts, here in the original key, is quite
low—but a higher transposed version
(probably better [or performance) is also
available as EML 291a. The quintus part
of these four dances, which probably

The three-part Arcadelt chansons are excellent
teaching pieces for those new to recorder ensemble
playing and fun to play as well. Most of the

parts can be played on two sizes of recorders,

so there is opportunity for everyone to play all

of the parts before putting them together and

to practice changing sizes of recorders.
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was added to the other four parts as an
alter-thought, is somewhat more difli-
cult, so it can be given to the better play-
ers or omitled entirely.

Coperario's pieces, “Dolce mia vita”
and “Passa madonna,” work well with a
mixed large group because there are two
soprano parts that also can be played on
“alto up.” Even though the titles are in
Italian, there are no texts in the original
sources, so hey may have been played
instrumentally at the time of their com-
position. They do work well on recorders
and other early instruments. This edi-
tion, unlike most in the EML series, con-
tains no information on the composer
other than his dates (1575-1626), but our
chapter members were amused Lo hear
that the composer of these Italian Pieces,
Coperario, was an Englishman John
Cooper whe changed his name to the
fashionable Italian form after a visit to
Italy.

Recorder ensembles seldom get a
chance to play “symphonies,” but here
are two sinfonie composed in the late
16th century by Malvezzi. The word “sin-
fonia” comes from the Greek, meaning
“sounding together,” and in the early
17th century it was an instrumental
piece similar to the contemporary en-
semble sonata or canzona. Sinfonias
were often used as overtures, interludes,
or postludes to dramatic works, as were
these that were composed as interludes
to an intermedio performed in Florence
al a court wedding in 1589. The [irst one
is barred in 4/2 meter with scalar quar-
ter notes and eighths running through
the parts; the second sinfonia, in a con-
trasting 3/2 meter, should be played
faster and lighter. Malvezzi's sinfonias
are wonderful for chapter meetings and
workshops because of the various in-
strumental possibilities. Originally the
first sinfonia was performed on harp,
chitarrone, lire, psaltery, violin, flute,
gamba, and lutes. The ensemble for the
second sinfonia included some of the
same instruments, plus an organ. Obvi-
ously, most chapters do not have such an



array of early instruments, but itis fun to
experiment with whatever timbres are
available.

Brunelli's Ballo, which praises the
god ol love and the women of Pisa with
their golden tresses, was performed for
the Grand Duke of Tuscany in 1614. The
text is in Italian with no English transla-
tion given in this edition. The composi-
tion has three parts that are rhythmic
variations of thz same melody and har-
mony: “Ballo Grave,” “Gagliarda,” and
“Corrente.” Basically homophonic with
some added ornamentation, all of the
pieces are easy o play. Luckily for the
more advanced players, Brunelli also
made an ornamented instrumental ver-
sion of the top part over a figured bass,
which is included in this edition. It can
be played as an accompanied solo or
along with the vocal or instrumental en-
semble, with or without the continuo
part. The composer also suggested that
the compositicn can be sung [and/or
played] with one or two sopranos and
continuo. There's something for every-
one here, particularly if the chapter has
access Lo singers and continuo players!

The three-part Arcadelt chansons are
excellent teaching pieces [or those new
to recorder ensemble playing and fun to
play as well. Most of the parts can be
played on two sizes of recorders, so there
is opportunity for everyone to play all of
the parts before putting them together
and to practice changing sizes of re-
corders. The alto part of the third chan-
son has a range of only a fourth, so it can
be used as a lesson in playing “alto up.”
All of the pieces are basically homo-
phonic; there zre [ew problems in hold-
ing one’s own parl. The [irst chanson,
however, is the most challenging, be-
cause its second section involves a meter
change and some florid passage-work.

Members o: the Boulder and Denver
Chapters recommend all of these edi-
tions for your chapter’s library.

Constance M. Primus

TRIO No. 1, Op. 83, By JAmMES HOOK,
arr. Joseph A. Loux, Jr. Loux Music Com-
pany LMP-137, 1997. AAT or ATT, sc 7
Pp. pts 3 pp. $7.00.

TRIO No. 2, Op. 83, BY James HOOK,
arr. by Joseph A. Loux, Jr. Loux Music
Company LMP-138, 1997. AAT or ATT,
sc 8 pp, pts 4 pp. $7.50.

The Englisa composer James Hook
(1746-1827) showed his musical talent
early in life, giving concerts by the age of
six. He taught the harpsichord, spinet,
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MUSIC REVIEWS
(cont.)

guitar, violin, and German flute, and
was a prolific composer. Hook was in-
[uenced by J.C. Bach in that much of his
music is light and entertaining, includ-
ing the two sets of trios reviewed here.
Hook's Six Trios, Op. 83, were composed
for use at Vauxhall Gardens in London
and were published in 1797. Hook sug-
gested three English [(lutes (recorders),
three German [lutes (transverse [lutes),
three violins, or [lute, violin, and viola:
the editor also suggests that these pieces
work well on clarinets, saxophones, and
bassoons. There is excellent background
information about Hook and the pieces
in these editions.

This music sounds absolutely de-
lightful on recorders and provides a
wonderful example of Hook's style,
which is reminiscent of the early music
ol Mozart. Each set of trios has three
movements, with the second movement
being slow. The [irst movement in Trio
No. 1 is very dance-like in character, and
the second and third movements,
marked Andantino e sempre piano and Al-
legretto respectively, seem Lo be a minuet
and a gigue. Though there are some
canonic entrances, the counterpoint is
not complex. There is much emphasis
on parallel motion in thirds. Aside [rom
agreeing on the interpretation ol orna-
ments, most groups will [ind lew techni-
cal challenges.

Trio No. 2 seems a bit more difficult,
requiring more practice of tonguing and
articulation. As with Trio No. 1, the [irst
movement, Allegretto, is light and dance-
like. The second movement, Andantino
siciliano, which is in the key of Bb, pre-
sents some caallenges with the frequent
occurrence of the low Eb in the tenor
part. The third movement, Menuetto
spiritoso, although fast, presents fewer
technical challenges. As in the [irst set of
trios, these are [ull of canonic entrances
and parallel motion in thirds.

Intermediate players will find these
pieces charming and [un to play. The

KEY: rec=recorder, S'o=sopranino; S=soprano;
A=allo; T=tenor; B=bass; gB=great bass; cB= contra
bass; Tr=treble; qri=quartet; pl=piano; fwd= lore-
word; opt=optional; pere=percussion; pp= pages;
se=score; pi(s)=pari(s), kbd=keyboard; be=basso
continuo; he=harpsichord;P/H=postage and han-
dling. Muliiple reviews by one reviewer are followed
by that reviewer's name.

24 American Recorder


http://memhers,aol,com
https://jblazar@ao!.com
mailto:1939@aol.com
www.bems.com

music on the whole is cheerful, opti-
mistic, and pleasant to listen to. With
practice, these pieces could be played el-
fectively by a large group, such as at a
chapter meeting, and would be a great
addition to a chapter library.

Rose Marie Terada

Rose Marie Terada is a recently retired
public school music educator. Now teach-
ing privately, she performs on recorder
and harpsichord with La Belle Musique
and Avanti. She is active in the Boulder
Chapter (ARS) a1d Early Music Colorado.

PENDULUM, sY PeTE ROSE. Carus-Ver-
lag 11.604 (Carus-Verlag, Wannen-
strasse 45, 701€9 Stuttgart, Germany),
1998. AB, 2 sc, 6 pp each. $11.50.
MEDIEVAL NIGHTS, sy PETE ROSE.
Carus-Verlag 11.605, 1999. T recorder,
sc 7 pp. $6.70.

The two pieces by Pete Rose reviewed
here are typical of the works of this tal-
ented and witly composer. Pete loves to
write pieces with a program, he loves in-
corporating jazz licks, he loves puns and
parodies, he loves allusions to well-
known works by other composers, and
he loves stretching the technique of the
player(s) just far enough so that the
strain of performing (except [or the su-
per-pros, of course) adds just enough to
the tension alreedy in the music to make
it all the more intriguing Lo play and to
listen to.

Pendulum wes commissioned by the
gilted Bostonian duo, Second Wind. 1 can
imagine how sensational it would sound
in their capable 1ands, but 1 am also able
to attempt it mysell with a student, and
it is very gratifying to play. A one-move-
ment piece, it hes eleven sections, all but
four of which kegin with a sort of lop-
sided pendulum beat in 3/4 time. Note
values [ly around, but the “tactus” of one
measure=63 remains throughout each of

these sections. Aller an eight-bar intro-
duction, which consists of a two-bar
“pendulum" ostinato played [our times
on the bass recorder, the [irst seven sec-
tions (A-G) are a repeated 24-bar (ex-
panded 12-bar) blues. A lazy 6/8 theme
in the alto against the bass 3/4 moves in-
to a nice jazz lick, complete with “stum-
bles” [or the bass recorder (quick dou-
ble-thumps, as on a double-bass) [ol-
lowed by a dreamy bluesy tune with
“shakuhachi-like” (Pete’s words) motils
played in the low register of the alto. Pe-
te's joke here is that these tiny motils are
intimations of the theme from Bach's
Fugue No. 2 in C Minor [rom Book I of
The Well-Tempered Clavier. Bits and
pieces of this fugue are repeated
throughout the piece until it appears [ast
and [uriously in both parts in the eighth
section (section H).

Among the many quips and jokes in
this altogether charming duo are an
unannounced allusion to the [irst two
measures ol the continuo part of the
Handel G Minor recorder sonata hidden
in the piece, transposed, but exact; glis-
sandi and double stops in the alto part;
double recorders in the alto part; an imi-
tation of an African xylophone that
turns out to be related to the Bach theme;
and the wonderful juxtapositions of
rhythms,

Medieval Nights (yes, there has to be a
pun in the title) is a “quotational” piece
for solo tenor recorder, with many allu-
sions to the I4th-century ltalian dance,
Belicha. As usual, Pete Rose’s fertile
imagination makes use of the themes
[rom this estampie to bring on musings
that he transplants to an historical char-
acter, in this case one (or perhaps [our?)
of King Arthur's knights. The first move-
ment, “Night 1: Rough Session al the
Round Table,” suggests an energetic and
rather raucous discussion among the
knights, perhaps as to the merits and

Among the many quips and jokes in Pete Rose’s
charming duo are an unannounced allusion to the
first two measures of the continuo part of the
Handel G Minor recorder sonata hidden in the piece,
transposed, but exact; glissandi and double stops

in the alto part; double recorders in the alto part;

an imitation of an African xylophone that turns

out to be related to the Bach theme; and the

wonder ful juxtapositions of rhythms.

[laws of their various ladies. The secand,
“Night 2: Meditation,” is (to me) a mes-
merizing dialogue between the tenor re-
corder and the voice of the player on just
two notes, The third movement: “Night
3: Dozing OIf While Reading a Book,”
suggests exactly that, with a “white
noise” at the end thal I can't help think-
ing suggests the gentle snoring of the
knight. The fourth movement, “Night 4:
Wild Party!” also suggests exactly that,
with Pete’s ultra-high notes—high Ff on a
tenor! (Good grief—you get it by over-
blowing a high D. Or maybe you can—1
can't!)

Here the rush ol Carus-Verlag's pro-
duction schedule “esulted in some mis-
prints in this movement. They are all on
page 6, and here they are: Measure 15:
there should be a kreath mark at the end
ol this measure similar to the one at the
end ol measure 9. Measure 20: next-to-
last note should be an E, not a G. Mea-
sure 22: There should be a sign of
sostenuto and an upward glissando be-
side the high D, similar 10 the marks be-
side the high F§ in measure 24. Measure
26: there should be a sostenuto sign and
a downward glissando beside the high A.
This movement is pretty shrill, not for
the [aint of heart or ear.

All of the gimmicks, tricks, and jokes
in these two recorder pieces would be en-
tirely ineffectual, of course, il the pieces
were not imaginatively and beautifully
written, but of course they are. Pete Rose
expects sophisticated players to perform
his music. Although he gives perfor-
mance instructions for both pieces, he
does not define the jazz “stumble” in
Pendulum, for instance, or sputato, a
kind ol tonguing frequently used in
modern recorder music, in Medicval
Nights. He expec:s his performers to
know the meanings of these terms or
where to look them up.

Martha Bixler

PURPLE PAVANS PERHAPS, By BEn-
JAMIN TrorN. Orpheus OMP 011 (avail-
able from the publisher at <www.or-
pheusmusic.com.zu> or [rom Boulder
Early Music), 1998. B with SATB, sc 15
PP, pts 5 pp each. $15.00.

This work by the well-known Aus-
tralian composer Benjamin Thorn could
almost be seen as a “concerto brevis" for
bass recorder and recorder quartet. But
the composer gives no indication as to
how the whimsical title of this work re-
lates at all to the musical material, which
is divided into three movements. The
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first movement contains a variety of
melodies which are “folk-like” in nature
and includes a duet passage between the
solo bass and the quartet bass, In the sec-
ond movement, the solo bass plays over
(what the composer terms as) “alea-
toric/improvisational burbles” in the
quartet. Near the end, the quartet bass
joins in with transformations of the
movement’s main theme. The third
movement is a fast “lopsided” romp in
7/8 time and includes a cadenza for the
solo bass. The difficulty of the solo bass
part is greater than the difficulty of the
quartet parts, although it would prove to
be a moderately difficult work overall for
a group and definitely a rewarding chal-
lenge. The writing for the bass recorder
is very well done, and the piece shows it
to be a beautiful solo instrument. There
are no dynamic markings throughout,
so interpretation is left up to the per-
formers. The parts are well laid out and
easy to read; page turns present no dif[i-
culty. This work was written for the Aus-
tralian student recorder group Batalla
Famossa and has been recorded on a CD
of theirs, also available through Orpheus
Music.

Carson P. Cooman

ONE & ONLY, SEVEN FINGER STUD-
IES FOR ALTO RECORDER, BY THERA
DE CLERCK. Ascolta Music Publishing,
(Magnamusic), 1997. A, 14 pp. $11.50.
Thera de Clerck has studied recorder
with Pieter van Veen and Waller van
Hauwe at the conservatories of Tilburg
and Amsterdam in The Netherlands.
She has concertized all over Europe,
Asia, and the United States, working
with conductors such as Frans Briiggen
and Nikolaus Harnoncourt. She has
recorded for EMI, Decca, and Poly
Canyon. At the age of 23, she was ap-
pointed professor of recorder, methodol-
ogy, didactics, and historical develop-
ment at the Rotterdam Conservatory.
As a recorder teacher de Clerk has
seen many recorder students with prob-
lem fingers because of improper distrib-
ution of the weight of the instrument.
She feels that it is important to solve the
balance problems before beginning
work on finger control. Her exercise
book One & Only is a result of her analy-
sis of the motor movement of each [in-
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ger. It is quite cleverly written (and
somewhat dilficult to describe). There is
a separate study for each [inger except
for the thumb, which nevertheless will
have plenty of work to do. Each of the
seven [ingers is presented with four
types ol exercises. The preparatory ex-
ercises indicate that there are some notes
that should be fingered, but not played.
This separates feeling from hearing and
makes the student more aware of the ac-
tual finger movements. The chosen fin-
ger for each study alternately lifts and
covers on every other note, There are
other fingers moving, but the chosen [in-
ger never breaks the pattern of lift and
cover. Each exercise contains a separate
and unique set of motives. Several of the
motivic patterns must be played with al-
ternate fingerings, but these fingerings
are clearly marked. Some of these alter-
nate [ingerings don’t respond well, how-
ever, on many recorders; for example,
first-octave C4 is fingered 0134567, a fin-
gering thal requires extremely gentle
breath pressure and tonguing.

These exercises are actually fun to
play, but close your doors and your win-
dows and soundproof your practice
area. You will not want your neighbors
to hear you practicing this book! There
are many wide leaps—some as wide as
two octaves. However, after these exer-
cises are under your fingers, you will be
able to play through the whole book in
less than 10 minutes; thus, it would
make a great warm-up for a long practice
session. | definitely recommend taking
at look at this publication.

Sue Groskreutz

These exercises are
actually fun to play, but
close your doors and
your windows and
soundproof your practice
area. You will not want
your neighbors to hear

you practicing this book!

New Music for Recorder Ensemble

by Australian Composers

TOUT DE SWEET, By ELISABETH MID-
DLETON, Orpheus Music, 1998. SATB, sc
5 pp, pts 2 pp each. $11.00.
FRICASSEED FROGS FOR FELICI-
TY, By BENJAMIN THORN. Orpheus Mu-
sic, 1998, A(so0lo)ATTB, sc 10 pp, pts 3 or
2 pp each. $12.00.

SPECTRUM, sy Lancé Eccies. Or-
pheus Music, 1998, SATTB, sc 10 pp, pts
3 pp each. $12.00.

SHAANBEI: REVOLUTIONARY FOLK-
SONGS FROM NORTH WEST CHINA,
BY LANCE EccLEs. Orpheus Music, 1998.
SATBGb, sc 20 pp, pts 4 pp each. $15.00.
PURPLE NEON, By LANCE EccLEs. Or-
pheus Music, 1998. S'oSSAATTBB, sc 9
pp, pts 1 p each. $12.00.

The stated goal of the Australian pub-
lisher Orpheus Music is to support orig-
inal music centered on melody and the
creation of new repertoire for the re-
corder. In addition to publishing new
music, the company also sponsors a
composition competition and a music
festival and has a special publication
arm for composers under 25. Based in
New South Wales, Australia, Orpheus
Music focuses on Australian composers
writing new “melodic” music for re-
corder and other instruments. For more
information on Orpheus, visit the web-
site at <www,orpheusmusic.com.au>.

Difficulty levels for the publications
are listed on the web site and in the back
ol each piece, though I disagree with
some of the gradings. 1f one is thinking
of a conservatory ensemble, then the
gradings make sense; 1 will offer my own
gradings for comparison, keeping in
mind an ARS chaplter or ensemble.

In order to get a feel for this music, 1
asked players from chapters in Califor-
nia and Alabama to read through them
with me. I used the nine-part piece by
Lance Eccles, Purple Neon, for part of a
Birmingham, Alabama, chapter meeting.
1 would like to thank all those recorder
players [or helping me with this review.

Tout de Sweet by Elisabeth Middleton
was judged to be the perfect piece for
people who are afraid of or dislike 20th-
century music. While certainly not in
the avant-garde tradition, the 7/8
rhythm and jazzy feel of the first move-
ment, the rich harmonies of the second,
and the swinging third movement make
the piece an irresistible introduction to
one aspect of music of our time. Though
it is graded as moderately easy, [ think
the unfamiliar 7/8 rhythm in its first


www.orpheusmusic.com.au

movement and syncopations in the third
movement make this a moderately diffi-
cult piece but cne that would reward a
chapter or ensemble willing to put a lit-
tle time into it Too much time might
bring the cuteness [actor to an uncom-
fortable level, but as one of the sight-
readers said, it would make a great en-
core or party piece. More than one per-
son [elt that the extreme change in
character between the middle and outer
movements created a [eeling of disconti-
nuity.

Benjamin Thorn, famous for his
ground-breaking piece for solo bass re-
corder, The Voice of the Crocadile, has
contributed to the Orpheus library with
a piece for alto solo with alto, two tenors,
and bass. Like the rest ol the works re-
viewed here, Fricasseed Frogs [or Felicity
eschews extended techniques for re-
corder and instead concentrates on un-
familiar meters, rapid meter changes,
syncopations, and jazz-influenced har-
monies. The alio solo is quite difficult,
but the real show-stopper with this piece
will be the skill with which the ensemble
carries oll the rapid-fire changes [rom
4/4 to 7/8 1o 5,8, along with the tempo
changes. Interrupting the wild meter
ride is an intriguing fugal section over-
laid with Baroque [iguration in the solo
alto part.

Lance Eccles' Spectrum for [five re-
corders is in three movements. The [irst,
entitled “Infra-Red,” pits the soprano in
mysterious triplets against a steady quar-
ter-note movemznt in the other voices. It
may look difficult at first but is easy
once the players understand the division
of the measure in their parts. “Sunlight,”
the second movement, brings the bot-
tom four voices in one at a time in a lega-
lo, quarter-note slepwise movement,
while the soprano floats overhead with a
simple, beautiful melody. This move-
ment reminded one player of Indonesian
gamelan music with its repeating pat-
terns and interweaving voices. The third
movement, “Ultra-Violet,” is in 12/8 and
has lots of fun rhythmic challenges for
players who are unfamiliar with jazz id-
ioms. “Ultra-Violet” has some very high
moments in the soprano, alto, and [irst
tenor parts and can be a little hard on the
ears al [irst reading. While the top two
voices have the most activity in this
piece, all the pzrts have enough interest
to keep one's attention.

Of the three Eccles pieces, we [ound
Shaanbei the least interesting. Though
the composer is a lecturer in Chinese at

Macquarie University in Australia, 1
thought that the piece sounded some-
what hackneyed. With titles such as
“Our Leader Mao Zedong," “My Beloved
is Off to War," “Chairman Mao's Love is
Deeper than the Sea,” and “Workers and
Peasants Prepare [or Battle,” perhaps the
composer intended a slightly propagan-
distic feel. Without having any knowl-
edge of Chinese folk songs, I feel unable
to judge whether these pieces are truly
reflective of Chinese music, but as pure
music they did not inspire me to work
further than sight-reading.

Finally, Purple Neon for nine re-
corders by Eccles is graded as moderate-
ly difficult. I would give it a very difficult
rating for most ARS chapters but would
highly recommend it as a piece Lo pre-
pare for an end-ol-season recital il a
chapter has guidance [rom an experi-
enced coach. The orchestration (so-
pranino, two sopranos, two altos, two
tenors, and two basses) gives a group di-
versity in programming. Doubling weak-
er players with strong players will help
the former learn some tricky rhythms,
while giving the latter the challenges
they need (o keep from getting bored in
a chapter meeting, The difficulties come
in spots, so everyone gets a breather dur-
ing the easier parts. The driving 12/8
rhythm keeps the momentum going all
the way to the end of this single move-
ment piece.

To sum up, we felt that, with the ex-
ception of the Shaanbei, these pieces,
though not considered great music, were
fun and would make an appealing addi-
tion 0 a program, especially for audi-
ences new o the recorder. Pedagogically,
[ thought that for the most part they
would be very good for learning meters
such as 7/8 and 5/8, as well as learning
syncopaled rhythms and ensemble skills
necessary lo carry off the different
rhythms happening simultaneously in
different parts.

As a group, the composers seemed to
have had the same influences. The same-
ness ol the rhythms and harmonies grew
tiresome after a night of sight-reading,
but as single pieces we found them en-
tertaining.

These editions an be ordered from
the Orpheusweb site or from Boulder Ear-
ly Music (800-499-1301).

Letitia Berlin

Letitia Berlin is currently living in Al-
bany, California, and is a member of the
recorder quartet Sirena.

EEKING
A WARM,
COLORFUL
SOPRANO?

Write, call or fax
for our
free catalog
describing all
our instruments.

PrrscorrWorkssop

— Muakers of Rerorders —
14 Grant Road

Hanover, NH (13755 USA

60364506442 Fax 6435219

Peg Hoenack's

MusicWorks™
Music Literacy for Every Child™
FREE Programs & Products Guide
Toll-Free: 1-800-466-TOOT (8668)

www.netcom.com/~phoenack

Violas da gamba
olins, violas, ‘cellos;
modern, classical
and baroque,

Violones and other
contrabasses.

Enquiries welcome at;
33 Kenora Street
Ottawa, Ontario
Canada KIY 3K7
(0613) 729-8956
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Canto Antiguo
West Coast Early
Music and Dance

Early Music
Workshop

July 16-22, 2000

Chapman University,
Orange, CA

Classes in
Baroque Music
Recorder Ensembles
Vocal Ensemble
Renaissance Brass &
Reeds
Viols
Renaissance Dance
Collegium

Featured Faculty
Thomas Axworthy
Mark Davenport
Peter Farrell
Ronald Glass
Kathy Lear
Jim Maynard
Shirley Robbins
Claire Rottembourg
Beverly Simmons

Beautiful Surroundings
Fully air-conditioned

800-358-6567

www.suba.com/~drdesatof

Canto Antiguo
Elderhostel Recorder
Workshop
July 9-14, 2000
800-358-6567

CHAPTERS
& CONSORTS

Chapters tape a video, put members
on the podium, and provide for beginners

The Greater Denver (CO) Chapter, con-
cerned that many players and school mu-
sic teachers are not fully aware of the re-
corder’s history and potential as a musical
instrument, plans to make an educational
video. The 30-minute tapz, produced by
prolessional videographer and Chapter
member Susy Wilcox, will demonstrate
the satislaction of learning to play the re-
corder at any age, and will include [ootage
from concerts of professional players. Ma-
terial for the tape will be recorded through-
out the current season al Chapler events,
including monthly meetings, privale and
group lessons, Recorder Faire concerts,
and children's group activities. The Chap-
ter hopes 1o make the tape available 1o oth-
er ARS chaplers throughout the country
On the steering commiltee for the project,
in addition 10 Ms. Wilcox, are Mary Scott,
Bruce Nelson, and Phil Belefski,

On January 15, the Chapter hosted a

workshop for recorder ensembles led by
Linda Lunbeck. Participants could sign up
either as a pre-formed ensemble or as indi-
viduals, in whick case they were grouped
with others to form an ensemble.

The Hawaii Chapter, Honolulu, invites its
heginning members to meet an hour be-
fore the reguiar chapter starting time [or a
run-through of the scheduled repertoire.
The Monterey Bay (CA) Recorder Soci-
ety invites players “who may [eel lost at
meelings” to join its Prep Group, which
meels one evening a month.

CHAPTER NEWSLETTER EDITORS
Want to see your chapler in the news?
Check to be sure that a copy ol your chapier
newsletter gees o American Recorder, 472
Point Road, Marion, MA 02738; or e-mail
text to dunhamb@mediaone net.

Gloria Berchielli

Gloria Berchielli, the retired school administrator who died last October while
traveling with her [riend Anne Soernssen on Egypt Air F.ight 990, was remembered
by many recorder players as a person whe took initiative and donated her
administrative capabilities for the betterment of our field. She was a founder of

the Westchester (NY) Recorder Guild, helped write and revise its constitution, and
was active in it as a player and board member, Franklin Gracer, the WRG's newslet-
ter editor, recalled that she “went out of her way 1o be helpful to everyone around
her.” Lorraine Schiller remember how she “welcomed me and guided me as a
beginning recorder player in 1985, and later encouraged her 1o start the Rockland
Recorder Society. Phil Lashinsky noted her interest in opera and her participation
as a country dancer in many Pinewoods Camps. Karen Snowberg wrote about

her considerable organizational efforts in putting together the earliest WRG
workshops. Martha Bixler met Gloria in 1958 at a Pinewnods camp that Martha
attended as a recorder teacher and [ledgling English dancer. “Gloria and Anne were
expert dancers who taught me many things about the dance,” she remembered.
“They were also very welcoming Lo me, a newcomer to that environment." Gloria
was active with the Country Dance Society of New York and helped the Country
Dance and Song Society in their ollice. In November1989, when the ARS was
suddenly between executive directors, Gleria stepped in as acting administrator

of the Society. Writing in the ARS Newsletier about this urgent assignment, Gloria
said “the scope, intensity, and relentlessness of daily activity in the ARS office
proved both dumflounding and inspirational. A pleasant observation was the per-
sonal feeling that members have lor ARS.” Recognizing the need for financial
support of the Society's national efforts, she wrote back then: “I'd like to see 60
percent of ARS members contribuie to the Endowment Fund! Can't we do it?”
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Three members of the Greater Cleveland
(OH) Chapter—Cavid Beuts, Barbara
Perkins, and David ?ierce—performed fan-
tasias by Byrd and Holborne at the Broad-
way School of Music and the Arts as part of
a memorial program for Sara Barensleld.
Ms. Barensleld, who died in September,
was dean ol the School, with which all
three players had a close connection as
board member, faculty, or stall.

The Princeton (N]) Recorder Society's
Conductor’s Night has become a popular
tradition. On the schedule [or the January
11 event were Russell Almond leading
16th-century dances, Kjrsten Henricksen
conducting a chanson by Janequin, Libby
Shanefield introducing the members to
folk dances from Norway and Saudi Ara-
bia, and Adelheid von Goeler presenting a
canzona by Giovanni Cavaccio.

The fall recital of the Hudson-Mohawk
(NY) Chapter was presented November 4
at the Pruyn House. Solos, duets, and en-
semble performances by the Bleeker Con-
sort and Sweetbrier 11 made up the pro-
gram, which rangzd from 12th-century
molets to ragtime and Native American
music. Debbie Segel made the arrange-
ments lor the recital.

The November 13 workshop ol the Mid-
Peninsula (CA) Recorder Orchestra was
led by John Tyson. French Baroque music
was the locus, and Tyson made compar-
isons between jazz, soul, and French
Baroque techniques ol expression, using
subtleties ol accent and rhythmic varia-
tion. Ear-training exercises were also used.

Playing an Arcangelo Corelli trio
sonata at the October meeting of the
Albuquerque (NM) Chapter: Ray Hale
and Raleigh Williams, recorders,
Clare Wilson, harpsichord, and
Mary Bruesch, viola da gamba.

Provincetown Bookshop Editions

Four Traditional HYMN PRELUDES
Rassian Songs FOR THREE:
o By Settncs by
findraw Chariton DAVID GOLDSTEIN
No.22 for Recorder Qwartet (3ATD) No.39
$6.95 ' $8.95 Slmamn

Jark Eyes
The 3irch Tree
Meadowlands

Song of the Yolga
Boatmen

The Provincetown Bookshop, Inc.
246 Commescial Street, Provincetown, MA 02657

Play-Along CDs for recorder players O
with music 1ad performance guides -
Hours of playing enjovent with early music specialists N

THE DiscCONTINUO SERIES

PrexDiscConTINUO Tz DiscCoNTINUD DiscContinuo 1T I
Early Intermediate kitzrrediate Aduvanced Intermediate

Handel, Lully Telem=rn, Marais, Handel Bach, Philidor, Mancini N
Purcell, Corelli, Fres:ooaldi & & Even More Handel Cantata with y
Consort Music of Lassus, * sopraro Susan Rode

Dowland, Arcadelt & More HATMHT: HE Morris & Even Still Mcre U

&8
To crder postpaid, send checks for §36  *'»  per disc to KATastroPHE™ Records,
6389 Florio Street, Oakland Ca ©4618. Dr call 510-601-9631 for information.

Download Sheet Music

¢ Michala Petri — special compositions
by this Sonning Priz2 Award winner!

Exclusive fitles by zur awn Arfists!
Purchase & play wittin minutes!
Print instantly on yoJ- printer!
Large selection of ti-lez!

All genres and leve s!

Free Amazing
Metronome software!
Site designed by
musicians!

Try
Us
Now!

AMAZING

MUSIC WORLD |

www.amazingmusicworld.com

w'usic Publishers to the Werld
_PO Box 229 New Wilmingtor, PA 16142 USA » 8B8-256-1153 » 724-946-2224 + 72£-946-2509 fox
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Indiana University
School of Music

SUMMER
RECORDER
& HORN
WORKSHOPS

Recorder Academy
(Ages 12-18)

Marie-Louise Smith.
Director
J uly 8 -23, 2000

http://www.music.indiana.edu/som/
precollege_em/academy.htm!

Recorder Seminar
and Conference

Eva Legéne, Direcicr
July 12 - 22, 2000

Natural Horn
Workshop

Richard Seraphinoff,
Director
June 12 - 17, 2000

Iaquiries concerning these
programs may be directed 10
Office of Special Programs,
1U School of Music,
Bloomington, IN 47405

E-mail: musicsp@indiana.edu
Phone: (812) 855-6025
Fax: (812) 855-9847
http://www.music.indiana.zdu/
som/special_programs
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Readers have questions about the mysterious G alto
and the exciting possibilities of the electro-acoustic recorder

UESTION: I've heard that an allo

recorder in G (i.e., one whose lowest

note is g' rather than f') is sometimes used in

performing Renaissance consort music. Why

is such an instrument used? Are Renaissance

altos in G readily available? L. P., Baltimore,
Maryland

Nswer: Today, the most commonly
A used consort recorders are the C-lin-
gered soprano and tenor and the F-fin-
gered alto and bass, but that wasn't always
the case. According to the two leading trea-
lises on musical instruments published in
the first half of the 16th century, Sebastian
Virdung's Musica getutscht und ausgezogen
(Wittenberg, 1511) and Martin Agricola's
Musica instrumentalis deudsch (Strasburg
and Basel, 1528 and 1545), three recorders
were commonly used during that period:
an instrument in G (lowest note g), which
those authors called a discant, a tenor in C
(lowest note ¢’), and a bass in F (lowest
note [). The earliestknown recorder
method beok, Sylvestro Ganassi's Opera
intitulata Fontegara (Venice, 1535), men-
tions the same three instruments, Accord-
ing to Virdung, the discant and tenor had a
range ol an octave plus a minor seventh,
and the bass had a range of an octave plus
a major sixth. The top line of four-part mu-
sic was played on a discant, the two middle
lines on tenors, and the bottom line on a
bass.

The above-mentioned recorders were
developed 10 play vocal polyphony. Since
four-part music in the [irst hall of the 16th
century was sung entirely by male voices—

a countertenor (male alto) on the top line,
tenors on the two inner lines, and a bass on
the bottom—recorder players reading [rom
the vocal partbaoks could accompany the
singers. Because these recorders sounded
an octave kigher than the written notes,
they doubled the singers at the octave.

Today, histerically informed perfor-
mances of polyphonic music [rom the ear-
ly 16th century are done with the same
kinds of instruments. Since the top line is
in the alto range, we now call the recorder
in G an alto rather than a discant. G altos
can be purchased from a number of mak-
ers and dealers advertising in American Re-
corder,

During the second hal( of the 16th cen-
tury, female singers began to be employed
in the courts of western Europe. In re-
sponse to the increased vocal range, sopra-
no recorders came into vogue, and several
other sizes were also developed, enabling
recorders to be played in high, middle, and
low consorts, Michael Praetorius's Syn-
tagma musicum 11, (Wolfenbuttel, 1619),
the monumental late-Renaissance treatise,
lists and depicts a grand total of eight re-
corder sizes—the above-mentioned G allo,
C tenor, and F bass, which Praetorius
called a basset, plus [ive new ones. Three ol
the five new instruments were a klein
Floetlein (i.e., sopranino) in G, an octave
above the G alto; a discant (i.e., soprano) in
C, an octave above the tenor; and a great-
bass in F, an octave below the basset. These
were presumably used [or octave doubling
to obtain a fuller sonority. The remaining
lwo new recorders, a discant in D (a [ifth

Since instruments were tuned a fifth apart, a piece
could easily be transposed up or down a fifth.
Transposing a piece originally scored for ATTB
recorders down a fifth, for example, merely involved
playing the top line on a tenor with G-alto fingering,
the inner lines on bassets with tenor fingering, and
the bottom line on a B} bass with basset fingering.
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above the G alto’ and a bass in Bb (a filth
below the basset!, were used together with
the alto, tenor, and basset [or pitch trans-
position. Since adjacent instruments in
that group were tuned a [ifth apart, a piece
could easily be transposed up or down a
fifth. Transposing a piece originally scored
for ATTB recorders down a [ilth, for exam-
ple, merely involved playing the top line on
a tenor with G-alto [ingering, the inner
lines on bassets with tenor fingering, and
the bottom line on a B> bass with basset
fingering,

Information on this subject may be

found in Edgar Hunt's The Recorder and Its
Music (W. W, Norton, 1962), Chapter 4 of
A Performer’s Guide to Renaissance Music
(Schirmer Books, 1994) by Herbert Myers,
and David Lasacki in Chapter 7 of The
Cambridge Com.panion to the Recorder
(Cambridge University Press, 1995).
Caroiyn Peskin

about a perfarmance at the 1999 Boston

rly Music Festival on an electro-acoustic

recorder. What exactly is an electro-acoustic

recorder? Are such instruments available jor
purchase? E. F,, Frovidence, Rhode Island

QUESTION: I read in American Recorder
Ea

ANSW‘ER FROM PuiLiPPE BOLTON: An
electro-acoustic recorder is basically
a recorder with a built-in microphone.
When the microphone is in use, the re-
corder can be amplified for playing with
loud instruments (as for jazz) or [or use in
difficult conditiens (open air, etc.). It can
also be connected to any electronic equip-
ment capable of developing or modilying
the sound for usez in modern music,

The sound produced depends on the
equipment to which the recorder is con-
nected. It can range [rom a normal re-
corder sound to almost anything (reverb,
echo, chords, distortion, etc.). An expres-
sion pedal can even be used to change the
sound while playing. This can consider-
ably extend the recorder’s repertoire and
possibilities,

In the models I make, the microphone
can be unscrewed from the instrument
when not requirzd and replaced by a plug,
which screws into the same location. The
recorders can then be played in the tradi-
tional manner. An alto, a tenor, and a bass
have been developed, and a soprano will
follow soon. Th= tenor can be litted with
keys that extend its range.

More information about features and
pricing, etc., is posted at my web site,
<http://ourworld.compuserve.com/home
pages/philippe_nolton>.
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| ARS Membership Enrollment and Renewal

Please enroll/renew me as a member of the Society. I'm locking forward to:

P Members' Library musical editions

% American Recorder, ARS Newsletter, and the Members' Directory

v¢  Eligibility for the ARS Education Program examinations
¢ Discounts to some recorder workshops and on ARS publications

¢ Mailings from suppliers of materials, music, insiruments. (AR3 list is made
available only to purveyors of goods and services for recorder players.)

Y¢  Information on all aspects of playing the recorcer
U.S./Canadian membership: [ one year $40, [ two vears $75
Foreign membership: [ one year $50, (J two years $95

U.S./Canadian Student* membership: [[J one year $20 [J two yeers $40

Foreign Student™ membership: [ one year $25 [J two years $50

Workshop membership: [] one year $60 Business membership: [J one year $120

[ Address and/or phone information has changed in past year,

O Do net list my name in Directory.

*Enclose proof of fulltime enrollment.

All dues paid in U.S. funds by check on U.S. bank, or by internaticnal money order.

Family members residing at the same address may share a membe-ship. 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

[0 Recorder teachers and/or [ Professional performers. (Since your recorder activities
mav change, you must indicate on each renewal if you wart to cortinue to be listed.)

| wish to contribute $
Please charge to my VISA/MASTERCARD:
i

to help sustain the work of <he Society.

Exp. Date:
Cardholder's signature
NAME PHONE (
ADDRESS

E-MAIL
CILY: STATE ___ ZIP

CHAPTER/CONSORT AFFILIATION, IF ANY:

OPTIONAL INFORMATION:

Chapter officer or committee member? [ Yes (officer/commitiee )

[ No [ Have served chapter in the pasl
Age:

Level of recorder playing: [J Amateur [ Semi-professional [ Professional
Annual income: [J Under $10,000 3 $10,000-30,000 3 $3C,000-50,000

For how many years have you played the recorder?

[0 $50,000-75,000 @ $75,000-100,000 [ Over $100,000

Portion of your income derived from music: [JAll 1 Some _) None
Portion of music income derived from the recorder? [JAll [ Scame [ None
If all or some, what kind of recorder activities are involved? (Chec< all that apply.)

[ Teach privately [0 Teach/lead workshops [ Teach elementary school music

[ Performance [ Recorder maker [ Musical director/coact

[ Other

| What type of recorder music do you play? (Check all that applv.)

r-—-

(1 Medieval/Renaissance [J Baroque [JModern/pop [ Folk [ Solo
I [ Recorder Orchestra [ Chamber music with other instruments (such as
I trio sonatas) [0 Broken consort with other instruments (such as a collegium)
] O Consort involving three or more recorders playing one-on-a-part ] Grand consort
I (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 dowr) or call in credit card renewals to 305-347-1181

e s e B S e s, Gt )
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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 Il) (2 scores) $5 58
Peter Ballinger, Double Quartet for Recorders (Level lI-1ll) (score & parts) $10 §18

cecil Effinger, Dialogue and Dance (SATB) (Leve! II-1il) (score & parts) ~ §10 $18
Lee Gannon, Sonatine for three altos (Level 11} (score & parts) $14 $26
(score, parts & demo cassette) 523 543
Vaclav Nelhybel, six short Pieces for Three Recorders, (AA/TT) (Level 1)
edited by Alan Drake (3 scores) §8 §14
Stanley W, Osborn, Kyrie and Vocalise for soprano voice and
recorders (SATB) (Level Il) (2 scores & 4 recorder parts) 58 514
Frederic Palmer, Entrevista (SATB) (Level1ll (2 scores & 4 recorder parts) S8 $14
Sally Price, Dorian Mood (SATE) (Level II) (score & parts) 510 §18
Jeffrey Quick, Picnic Music (SATB) (Level II) (score & parts) 55 58

Musical Editions from the Members’ Library:

Edited by Martha Bixler and John Delucia

Available to ARS members only: 1 copy, §3 2 copies, $4.50 3,56 4,57.50 5,510 6, 511.50
The ARS is happy to provide photocopiec enlargements of any Members' Library edition

at the same prices listed. Please specify "Members' Library Enlargement."

Elizabethan Delights

slow Dance wich Doubles (Colin Sterne)

Los Pastores (arr. Virginia N. Ebinger)

New Rounds on 0ld Rhymes (Erich Katz)

Different 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 Elegy for Recorder Quartet (Carolyn Peskin)
in Central Park (Robert W. Butts Serie for Two Alto Recorders (Frederic Palmer)

other Materials
from the American Recorder Society

ARS Information Booklets:
ARS members: 1 booklet, 513 2 booklets, 523 3,528 4,535 5, %41 6,547 7,552
Non-members: 1booklet, 18 2 booklets, §33 3,544 54,55 5 566 6,576 7, 586

Recorder Care (Scott Paterson)

American Recorder Music (Constance Primus)

Muslc 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)

Vintage Burgundy

sentimental Songs (arr. David Goldstein)
Bruckner's Ave Maria (arr. Jennifer W. Lehmann)
Three Bantam Ballads (Ann McKinley)

other Quips (Stephan Chandler)

Education Publications

The ARS Personal Study Program In Thirteen Stages to Help You Improve Your Playing (1996),
Available to ARS members only, free.
Guidebook to the ARS Personal study Program (1996), Material formerly published in the Study
Guide and Study Guide Handbook, plus additional resources. Available to ARS members only, $11.
ARS Music Lists (1996). Graded list of solas, ensembles, and method books.
Available to ARS members only, $3.
Package deal: Guidebock and Music Lists ordered together. Available to ARS members only, $15.
Junior Recorder Society Leader's Rescurce Notebook. ARS members, $20; non-members, $40
({updates at reduced rates after initial purchase). Special rate for previous purchasers of JRS Class
Program, §15. Dues for each JRS student member sponsored by an ARS member, §5 (54 each for
groups of 10 of more). JRS student members receive activities plus "Merlin" badges and stickers.

other Publications

Chapter Handbook. A resource on chaprer operations for current chapter leaders or those considering
forming an ARS chapter. ARS members, §10; non-members, $20 (updates free after initial purchase).
One free copy sent to each ARS chapter with 10 members or more.

Discography of the Recorder, Vol. I (1989), Compiled by Scott Paterson and David Lasocki

Discography of the Recorder, Vol. il (1990-1994), Compiled by Scott Paterson
Both Discography volumes together, 540, ARS members.

American Recorder: Cumulative Index for Vols. I-XXXIII. ARS members, §13; non-members, §18.

All prices are in US. dollars and include U.S. postage and handling. For Canadian or foreign surface
postage, please add an additional $1 per item; for Canadian or foreign air mail, please add an additional

$3 per item. When ordering five or mere 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.0. Box 631, Littleton, CO 80160-0631, US.A.
303-347-1120
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LANOUE
DAVENPORT (cont.)

sometimes prevented him [rom showing it.
I noticed, however, that he practically wore
out the bright geld watch he was given [or
the award, and it became a proud conver-
sation piece at summer recorder work-
shops.

As a teacher and workshop director,
LaNoue owed much to Erich Katz, who in-
troduced him to an innovative philosophy
that Erich had developed as a founder of a
school [or music teachers in Freiburg, Ger-
many, dating back to the "20s and '30s.
Katz’s philosophy emphasized the discov-
ery process, encouraged crealivily, was
highly adaptable (or improvised), and
stressed the teacher as facilitator rather
than directcr. My father's capacity, as a
teacher and workshop director, to draw
people into music was directly grounded
in his studies with Katz. In an interview 1
conducted in 1993, 1 asked LaNoue how
much his teaching was influenced by
Erich's teaching, and he responded by say-
ing:

My teaching was inlluenced mainly because
Erich gave me a real [eeling for the impor-
tance of bringing music making 1o people
who were not necessarily professionals.... He
felt that making music on some level was a
very crucial thing in a person’s life no matter
what level that might be. An accomplished
musician could still derive pleasure and in-
spiration even [rom working with absolute
beginners o- people who were just starting to
play an instrument or starting to read music—
that real pleasure or satisfaction could be ob-
tained through that—making music for fun,
just for the sheer joy of it. Erich promoted
that idea very strongly and 1 picked that up
from him. 1 still get a lot of pleasure out of it.

As a teacher and ensemble director, it's
clear that my father’s satisfaction was tak-
en not from a perlect performance of the
music itsell. which he dearly loved, but
[rom the actual process ol music making.
The challenge of pushing each player be-
yond their [ull potential excited him and
brought him great enjoyment, especially
during the last years of his life when he
could no lor:ger perform. So I hope that it
might bring some comlort to the many
people who had the opportunity to make
music for him and with him to know how
much pleasure he derived from all those
years ol early music workshops. We'll all
miss those wonderful occasions but are the
richer for having experienced them. Good-
bye Dad.

Mark Davenport



TEACHING TIPS

There is a delightul way to trill the middle
Abto G on an alto that I'm sure many play-
ers are unaware of. I've never seen a de-
scription or a diagram of it, and don't ex-
pect Lo, because it involves a little trick that
is hard 1o describe to someone who does-
n't have an instrument in hand. So please
go get one. Otherwise you may be dilficult
1o convince.

The establishzd manner of doing the
trill has two disir.centives that impel some
performers to igrore or to artfully circum-
vent it. It's performed, if you choose to play
it, by starting with the standard 23456 [in-
gering for Aband adding 1 and 7 for the G.
One drawback 's the awkwardness for
some in synchronizing the left-hand index
finger with the right-hand pinky in a rapid
trill. Also disconcerting is the juxtaposi-
tion of the two sounds: the intrinsically
loud Ab with the dull all-fingers-down G,
often advocated as the pianissimo alterna-
tive for that tone. Besides, making a turn af-
ter that trill is something of a scramble.

A lesser-known way is simply to finger
Ab as in the lower register but with the
thumb operating as an octave key, and
then, with the thumb still venting, bring
the right-hand pinky down for the G. This
execution produces a graceful trill in some
contexts, but bcth tones may seem too
muted to create much excitement in an al-
legro, vivace, or presto movement.

For the trill 1 m suggesting, start with
the usual fingering for Ab but then, just as
you are about to trill, remove the left-hand
middle finger from hole 2 and trill with ei-
ther the right-hand index finger on hole 4
or middle finger on hole 5—either way. it's
simple to execute. A turned termination
for the trill (using F) is easily made with
the thumb.

An odd phenomenon is the stability of
the A> when you remove the finger from
hole 2. If you attack the tone with the fin-
gering 3456 it sounds indistinet, but if you
start with 23456 and then open hole 2, the
sound remains steady. This phenomenon
may be unknowr: to most teachers and per-
formers, accounting for the obscurity of
the suggested fingering. The trill produced
crosses Lhe registzr break, butitis not near-
ly as jarring as the trill [rom Aynatural to G

when normal fingerings are used for both
tones (a sound Frans Briggen himself was
not averse o producing occasionally).
While 1 would characterize the sound of
this trill as crisp and often thrilling, per-
haps it should be used only for a short trill
following a long appoggiatura or for a bat-
tement, a very rapid execution of A-G-Ab,

The mention of battement brings up
another subject in great need of airing. At
a summer course not long ago, I took part
in what was entitled “Advanced Ensemble
Techmque.” Our class worked daily on a
four-part selection and 1 was one of four
players on the soprano part, One passage
involved what could be called a battement
or mordent, the very rapid execution of B>
A-Bb (the equivalent of E~D-E on the alto,
which I hope you still have at hand). Every
time we got lo thal passage there was a
nasty finger-fumble cacophony as hole-2-
covered was exchanged for holes 1-3-4-
covered and then the process reversed.

By the third day, when my ears, which
were apparently more sensitive 10 noise
than the instructor’s, could take this no
longer, I took the group aside and asked,
tactfully I hope, why they didn't [ind a bet-
ter way. They asked how and 1 teld them
and it was a revelation on both sides—to
them because the solution was so easy and
to me because it was a wonder that players
who classified themselves as “advanced”
had been unaware ol whzt 1 had consid-
ered fairly common knowledge.

What I told them was that if they played

By the third day,
when my ears, which
were apparently more
sensitive to noise than
the instructor’s, could
take this no longer, I
took the group aside
and asked, tactfully I
hope, why they didn’t
find a better way.

Interesting alternative trills

their Bb in the usual manner, but with the
hall hole of 6 covered, then a simple [lick
of the right-hand middle finger on hole 5
would produce the desired battement.

Since you have i1 in your hand, let's go
back to the alto and discuss the B~D-Bvbat-
tement. Why, when I'm playing the B,
would I have the half hole of 6 already cov-
ered? There are many good reasons, and
before I enumerale them, please let me dis-
abuse you of the myth, often expounded,
even in these pages, that the best-sounding
tones are always Lie standard ones we
learned at the beginning from proper [in-
gering charts. In the besl of all worlds that
proposition would be true. But | urge you
to test its validity bv listening carefully as
you apply the [ollowing suggestions.

In the [irst place, the B, somewhat mut-
ed in nature because of the florked finger-
ing, is given a firmer quality by the addi-
tion of that half holz, which we'll indicate
by a slash through -he 6, thus 01346. The
D produced by covering 5 as well is a love-
ly, soft alternative when an p or a pp is re-
quired.

Remove the left-hand index finger from
hole 1 and you have a very useful F, one
that you can use for the F-Bb trill.

Go back to the B and uncover the
thumb hole; there you have 1346, an F4
that on most instruments is better in tune
than what you hear [rom the standard [in-
gering. Try il on your instrument and see il
this isn't true.

Then take the lelt-hand index finger
away and you have 346 for a G that com-
pares [avorably with the normally fingered
one—steadier, easy 1o hold longer with the
same amount of brzath, and more amen-
able 10 volume control or, if desired, to vi-
brato.

Note, then, tha: the string of tones,
starting from the top—G, F§, F, B> and the
solt D—can all be played without ever re-
moving the fingers [rom the 346 position
given above for G. F am not the first to re-
mark on how these positions improve fin-
ger balance, and how, once thoroughly
learned, they open ap innumerable possi-
bilities in ease of performance, not least of
which is performing more rapid music.

Eugene Reichenthal
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OPENING
MEASURES

[
B

Become familiar with
the weight and balance
of your instrument.

Toss your recorder

from hand to hand and
balance it (both ver-
tically and horizontally)
on one finger like a
circus performer. (Do
this at your own risk!)
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Faster fingers—part one

Have you ever been [rustrated by lack of
speed in your fingering? Do you feel held
back by sluggish fingers? Do they stumble
over one another, or swilch, on a whim, to
some other fingering (alto, or soprano)?
Do they suddenly forget how to play a Beal-
ter a C? Or do they leak, coming down
askew upon their holes?

Checking your position

There are two keys to faster,

more accurate fingers: 1)
good relaxed hand, wrist, and
shoulder position that allows [reedom
ol movement; 2) intimate familiarity with
all the lingerings on your recorder.

This may seem like a large mouthful,
but really it's just a matter of getting your
body accustomed to certain positions and
patterns of movement. A little work on
these points, one at a time, on a consistent
basis, will reap great rewards.

Fingers need to be able to move lightly,
like a butterfly flitting around; move with
agility like a hummingbird that can shift
direction in an instant.

To acquire these pleasing skills, begin
with your shoulders. We can hold a lot of
tension there, even to the point of decreas-
ing blood flow to our arms and hands. Just
think how welcome a shoulder massage is
to most people! Begin by relaxing your
shoulders, letting your arms hang [ree for
a moment. Let your shoulders melt,

Now bend your elbows and push them
just a bit forward to bring your recorder up
to your mouth, [ingering a low G (alto) or
D (soprano). There you are—good arm po-
sition! I's as simple as this.

Stand in (ront of a large mirror and ad-
mire yoursell. Look at your wrists: they
should be fairly straight (the lower wrist
will of necessity be slightly more bent than
the upper one). If your wrists are marked-
ly bent, check your elbows: they should be
hanging loosely near your body.

Il they are sticking out they will cause
your wrists to bend too much. If they are
pressing your body you won't have [ree-
dom of fingers or of breathing.

Good: elbows 3 o 5 inches from your
sides, slightly forward of your body; wrists

close to straight; lingers gently curved as
they rest on their holes—the holes are cov-
ered by the pads of your fingers, not the
tlips: your rezorder will make a 45 1o 60 de-
gree angle with your body—that is, closer
to horizontzl than to vertical.

Bad: elbows sticking out to the sides far
from your body, or pressed tightly against
your body; wrists quite bent in any direc-
tion; fingers clenched in a claw-like grasp;
recorder held close to vertical.

Become [amiliar with the weight and
balance ol your instrument. This will give
you greater freedom when you hold it—you
will not have the slightest hidden worry
that you wil. drop it.

Toss your recorder from hand 1o hand
and balance it (both vertically and hori-
zontally) or. one [inger like a circus per-
former. (Do these at your own risk of drop-
ping your rezorder! Make sure all the joints
ol your instrument [it firmly together; keep
your hands rather close together when
tossing, and when balancing, keep one
hand nearby to catch your recorder in case
ol emergency! Don't do these exercises
over a stone [loor; lind a carpet, or other
solter surface, in case of dropping. Use a
plastic recorder il you are worried.)

Find the finger holes without looking.
Put your recorder down. Now, without us-
ing your eyes, pick up the recorder and lecl
your way to the holes, covering 0123456.
Play this ncte— how does it sound? 1f it
squeaks, your fingers are slightly ofl (or
you are blowing too hard). Do the same ex-
ercise covering 0 1234567. (Note: good
hand position is based on the [ingering
0123456; a slight shilt in position is re-
quired to cover all the holes. That is why 1
suggest doing both exercises.)

Once again, find 0123456 by feel. Play
the note and notice what you [eel in your
fingers, Can you [eel the instrument vi-
brating? If so, very good; this means your
hands are relaxed. Il not, try again, squeez-
ing those holes tightly. Now relax your
hands and try again. Do you [eel the vibra-
tions yet? Tkis is a subtle [eeling, and you
may need some practice before you can
perceive it. Don't give up!

Finger movement exercise:

Here is an exercise [rom my book, The
Recorder Player's Companion. 1 use it a lot,
both for my own warm-up, and to help stu-
dents use their fingers more freely and
surely. 1 call it “Trill Movements," because
each [inger in turn makes a trilling move-
menl.

I suggest making this a way of recorder
life. Do it every day, Every time you play,



begin this way. I: only takes a couple of
minutes.

In this exercise, some of the fingerings
that result are not proper fingerings. That
is OK; we are just [ocusing on the move-
ment of each individual finger in turn.

Pay close attention to each [inger's
movement. The finger should have a gentle
curve, the pad laading surely on its hole;
make your increase and decrease in speed
as smooth as possible.

Be sure to slow down as soon as you no-
tice any loss of control, and to end each
trill with relaxed hands and fingers. Al-
though your fingers may vary a lot in their
maximum contrclled speed, don't worry.
Over time, each linger will gradually be-
come [aster.

+ Cover all the holes. Lilt and lower fin-
ger 7 (the right litle finger) repeatedly, be-
ginning slowly and gradually increasing
your speed until just belore you lose con-
trol of your finger motion. At that point,
gradually decrease your speed, allowing
your hands to relax more and more as you
slow down and finally stop.

« With fingers 0123456 on their holes,
repeatedly lift and lower finger 6, as de-
scribed above.

» With fingers 0123456 on their holes,
repealedly lift and lower [inger 5, as de-
scribed above. Ncte that this is an improp-
er, out of tune fingering. That’s ok! Just pay
attention (o your “inger movement.

» With fingers 0123456, lilt and lower
finger 4, as above.

« With fingers 0123 on their holes (the
right hand finger< hovering, relaxed, above
their holes), repeatedly lift and lower fin-
ger 3 as above.,

+ With [ingers 0123 on their holes, re-
peatedly lift and "ower [inger 2 as above -
note that this is another improper and out
of tune fingering.

+ Still covering holes 0123, trill with
finger 1 as above.

+ Once again covering holes 0123, wrill
with finger 0 (left thumb.

All this gives you the basis for [ast and
reliable fingering. Practice these things.
Take a little time for it each day, and you
will begin to notice improvement in your
playing, even il you think you are already
relaxed and already have a beautiful hand
position. We all need little check-ups on
ourselves, no matter how advanced we be-
come as recorder players,

Next month I will continue this subject
with exercises that will help you become
intimately familiar with all your finger-
ings.

Frances Blaker

_Ja Vancouver Early Music Programme & Festival 2000

The courses and workshops will coincide with the newly-founded
Festival Vancouver, which, in partnership with Early Music
Vancouver, will feature several exciting early-music even:s
including a fully-staged version of Monteverdi’'s Orfeo,

concerts by Camerata Trajectina (Utrecht), The Rose
a Consort of Viols (Britain), Concerto Palatinc (ltaly),
~and a presentation of the Monteverdi Vespers of 1610,

Of special interest to recorder players will be the wind
component of our advanced-level Baroque Programme,
(August 7-18) which features Saskia Coolen (recorder),
Bruce Dickey (cornetto), and Charles Toet (trombone) as
#  well as others such as Ellen Hargis, Ray Nurse, Pat O'Brien,

David Douglass, Elisabeth Wright & Margriet Tindemans.

Our popular Early Music Workshop (July 31 - August 4),
geared to recorder- & viol players and other participants of all
levels, features some of the finest musicians in North America.

For full details, write for a brochure: Early Music Vancouver,
1254 West 7th Avenue, Vancouver BC, Canada V6H 1B6
tel. 1604) 732-1010, or consult our web site: www.earlymusic.bc.ca

A Helge M. Stiegler
W recordermaker

HONEYSUCKLE

A for more than 20 years

reliability MUSIC
raftm i
: L er?éh P Recorders and accessories
! il precision Music for recorders and viols
5 (Rl
4 ‘1 transitional, barcque Jean Allison Olson
: and modern 1604 Portland Ave.
{ recorders St. Paul, MN 55104
i for detailed information ask

(651)644-8545

| A-3335 Weyer Miihlein 12 :
&om’e@pwneerp[anet.mﬁ.net

Wl Austria tel: 0023 7355 7649
ki) email: setzbauer@aon.at
. hitp:/'members.aon.at/recorder

J Restoration, Repair, K‘
and Maintenance
of Fine Instruments

Collins and Williams

The
RecorderMagazine

we invite you to visit the site
www.recordermail.demon.co.uk

Historic Woodwinds

EAR-Y 5 White Hollow Road
DOUBLE Lakeville, CT 06039
i i (860) 4350051
Fooonh collins@discovernet.net
Wisitokip O NP Authorized warranty
« instry rent stands repair agents for
; :;Tm‘:‘[‘i'c‘:f‘w Moeck, Zen On, Coolsma,

« nutherized factory servize Do'metsch, and other leading makers.

sation o Moeck and Waod
Keith E. Leraine  707-763-3981
787 Liberty Raad Petaluma, Ca 94952
www loraine.com

All our work carries a guarantee
of your satisfaction.
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CLASSIFIED

STEPHAN BLEZINGER
RECORDER MAKER

FINEST
HANDMADE
RECORDERS
AFTER

4 BRESSAN

4% DENNER

% STEENBERGEN
<» STANESBY

< WYNE

< GANASSI

< KYNSEKER

ASK FOR
DETAILED
INFORMATIONS!

SCHILLERSTRASSE 11
D-99817 EISENACH
GERMANY
+49-3691-212346

FAX +49-3691-212348

e-mail: info@blezingerde
http://www.blezinger.de
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Roots & Wings

Meeting the Needs of I
Every Child |

Suzuki Association of the

;-'\l Ne

WICK __IHL"‘

(o Y Conferem‘z
Cincinnati, Ohio

May 26-29, 2000

Tor infb:*uw.fim'\, conact SAA ak
(303)444-0948 Tax (303)444-0084

suzuki@pminet

<iassociation.org

Where the haves
and have-nots of the
recorder world

can find each other

FOR SALE: 1960s Moeck Masterpiece Bass. Mag:
nificent instrument. Triple-split bottom key delivers
F/F8/Ab. Make offer. Heresniak, 502 University Av-
enue #1L, [thaca, NY 14850-3869; voxnalu-
ralis@email.msn.com.

FOR_SHEK‘.niching set of four {SATBJ wooden
Kortholts by Steinkopf in hard case. Alto needs re-
pair. Price $1,000. Contact Jayme Sokolow, 301-
933-1453; e-mail: jsoko12481@aol.com.

VAN ZUILENBURG recorder compositions at
<htip://home.yebo.co.za/~loeb>. Order from 14
Oranje Ave., Stellenbosch 7600, RSA; e-mail:
loebz@hotmail.com.

AMERICAN RECORDER seeks articles on re-
corder: history, performance praclice, artists and
reperloire, ecucation, instrument building, etc. Al
50, photographs and reports of news events, Will
consider artwork, poetry, riddles, puzzles. Modes!
honoraria by arrangement with editor: Benjamin §,
Dunham, 472 Point Road, Marion, MA 02738,
Phone: 508-748-1750 (bus. hrs.); fax: 508-748-
1928; e-mail: dunhamb@mediaone.net..

SCHOLARSHIPS for recorder players lo attend
recorder/early music weekend workshops during
the year. Apply two months before funding is
needed. Weekend workshop scholarships are
made possible by memorial funds set up to honor
Jennifer Wedgwood Lehmann and Margaret De-
Marsh. Conlact ARS, Box 631, Litleton CO
80160; 303-347-1120; recorder@compuserve.com.
MUSIC REVIEWERS for AR needed. Reviews
must be submitted by e-mail or on disk. Please
send a brief bio with a list of the types of music you
are interestec in reviewing to Connie Primus, P.O.
Box 608, Georgetown, CO 80444, or CM-
Primus@cs.com.,

Classified -ate for American Recorder: 60¢
per word, ten-word minimum. “FOR SALE”
and “WANTED" may be included in the
copy without counting. Zip code is one
word; phane, e-mail, or web page is two.
Payment must accompany copy. Dead-
lines are one month before issue date.
Send copy with payment to: ARS, Box
631, Littleton, CO 80160.
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Consider advertising in:

Pl A . o s b im i Bk e i $500
3 R e

/2 page. ... ..vy TSN,

T PERE oo -con ez

Ifdpage....c.covvinss

Tfopage.......ooivuvn vk

W Bpage . .o imaaiad vy din iy s e

1/12 page
I column inch

Circulation: Inzludes the membership of the
American Recorder Society, libraries, and
Music organizations.

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

Reservation Deadlires: December 1, February 1,
April 1, August 1, Oclober 1.

Rates good through November 2000. Please
inquire about discounts on multiple-ssue contracts,
inserts, or other special requests. Extra charges for
typesetting, lavout, halitones, and size alterations,
Bleeds (full pages only) 10% additional. 133ine
screen recommended. Advertising subject to
acceptance by magazine. First-time advertisers
must include payment with order.

For more information, contact

Benjamin 5. Dunham, Editor

472 Point Road, Marion, MA 02738
508-748-1750 (bus, hrs.); Fax: 508-748-1928
E-mail: DunhamB@MediaOne.net
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A NEW
RENAISSANCE SOPRANO

NOW YOU CAN PLAY FRESCOBALDI,
VAN EYCK, ORTIZ, ITALIAN 17TH CENTURY...

AT A-440, WITH MODERN FINGERINGS AND
DOUBLE HOLES. THIS INSTRUMENT IS DERIVED FROM
THE KYNSEKER, HAS A TRANSITIONAL TYPE OF BORE,
AND PLAYS FULL 2 OCTAVES. IT IS MADE OUT OF
MAPLE WITH A METAL BAND.

PRICE IS ONLY $250.

ALL THE AESTHE INSTRUMENTS
ARE NOW AVAILABLE THROUGH
THE VON HUENE WORKSHOP.

AESTHE
205 SUNNYSIDE

ROSEMERE, QUEBEC

CANADA, J7A 1IN7
TEL:(450)979-6091
FAX:(450)979-4551

FLUTES@COLBA.NET

WWW /BOUDREAU-FLUTES.CA

AESTHE

Kynseker-Renaissance

nach Fieronymus F. Kynszker, 1636 - 1686 in Mirnberg, (
Drechsler, Fagot= unc Flienmacter in der Pericde unmittelbar vor der Schaffenszeit von )

Johan~ Christoph Jeaner
- IR ; ) Handmade recorders

s, e

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: info@mollenhauer.com



https://FLUTES.CA
mailto:FLUTES@COLBA.NET

S o R (o
%" D
Humidifiers
Thumb Rests Cork Grease
Bore Oil
Swabs Cases

Magnamusic’s GOT THEM all!

PO Box 338, Sharon CT 06069 Ph (860) 364-5431 Fax (860) 364-5168
Email magnamusic@magnamusic.com Web www.magnamusic.com

Snappy Snap-on Thumb Rests (polycarbonate)
For S/ A/T recorders, available in ivory, black, brown or clear just$ 2.00

WOODEN Thumb Rests for A/T in pearwood, boxwood, rosewood, grenadilla  just $12.00

Cork Grease (protects the joints keeping them supple, improves air seal) just$ 1.80
Duponol (helps to prevent the windway from clogging with moisture) just$ 2.50
Humidifier (helps to prevent the wood from cracking due to dryness) just$ 1.00
Woodwind Bore Oil (preservative that helps prevent checking & cracking) just$ 2.50
Moeck Maintenance Kit (for use with all Moeck recorders except pear or maple)  just $16.00
Bass Neck Strap just $10.00

Colorful Fuzzy Swabs:  Soprano $1.80 Alto $2.00 Tenor $2.50 Bass $3.40
CASES

We offer a variety of recorder cases. Please ask for a complete listing.
~ Canvas cases ~ Hard Synthetic cases ~ Luxury Black Leatherette cases ~
~ Luxury COMBINATION cases (SA, SSA, NSAT, AAAA, NSATB) ~
~ Roll Bag cases (SA, AAT, SSAAT) ~

*#** REPLACEMENT canvas cases for Adler Recorders ***

NEW! Soft brown leather cases for S/A/T with a zippered close
(S) $64.00 (A) $78.00 (T) $94.00


www.magnamusic.com
mailto:magnarnusic@magnamusic.com



