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FROM THE EDITOR

Conducting your peers at a chapter meeting is harder
than it looks, as anyone who has tried it knows. How do
you get everyone to start and stay together, let alone
sound like an ensemble? Peter Seibert, who has been
leading his chapter for seventeen years, has distilled his
experience into a two-part article that begins on page 140.
The conclusion will appear in the February issue.
Scott Reiss is a virtuoso recorder player who has

studied the articulation patterns in the historical treatises
and come up with his own applications of the various
tonguing syllables. Recorder players from beginners to
advanced will enjoy experimenting with his suggestions.
Edgar Hunt, musical director of the Society of Recorder

Players in England and editor of The Recorder and Music
Magazine, has written a short article in which he
questions the use of some of Hotteterre's trill fingerings.
Also in this issue is the second part of Mary Mageau's
composition Doubles (part I is in May), along with reports
from around the world.
Tributes to the Reverend Bernard Hopkins will appear

in the February issue. If any readers would like to have
their remembrances of him included in this special section,
please send them to the chapter news editor, Suzanne
Ferguson, by December 1.
Father Hopkins, longtime supporter of the ARS, board

member, teacher, editor, and writer, died in July following
heart bypass surgery. He frequently contributed to the
AR; some of his last music reviews, full of his enthusiasm
and gentle humor, appear on page 164.

Sigrid Nagle



Music Direction of Your Chapter
Part I

Peter Seibert

ARE YOU A CHAPTER MUSIC DIRECTOR or
consort leader? Or have you wished

that someone would take charge more
firmly at your chapter meetings to give
better focus and precision to the music'
making? If so, this article is for you.
It examines the way you and your

chapter board work together and looks
into evaluating and choosing music for
your meetings. A major part of the arti-
cle addresses getting people to play to-
gether. There is lots of practical informa-
tion on conducting and the many aspects
of ensemble work that a music director
has to deal with, such as tuning, or-
chestration, and reading problems.

Each chapter has its unique way of
operating, and while that can evolve
under your direction, you will need to
take into account existing patterns.
One thing you need to think about is
why people come to your chapter meet-
ings. There is often a variety of reasons.
Some people love playing recorder with
others. Some want companionship.
Some want to develop a new interest.
Some used to make music as young peo-
ple and want to return to it. Some love
early music and want more involvement
than simply listening to it. Some need to
express themselves. Some think they
know a lot about the instrument (or ear-
ly music) and have a need to impress
others with their achievement/knowl-
edge. And some have professional as-
pirations. If you are able to keep in mind
the diversity among your members, you
are on your way to becoming a suc-
cessful director.

You and your board

In small chapters, it is possible for one
person to organize and run things with
no help, but larger ones need a governing
body to share responsibilities for a
greater number of activities and proj-
ects. These can range from preparing
tasty refreshments and welcoming peo-
ple at the door to becoming a non-profit
corporation with tax-exempt status, per-
mitting an annual fund drive to help
underwrite costs of a workshop or con-
cert series. Any chapter that has more
than one person involved in its opera-
tions is on the way to having a board,
and both the potential gains and prob-
lems of a board come into play.
Inevitably, a few people seem to do all

the work, while others do very little. At
times the board will act when it has too
little background or information and
make what you consider poor decisions.
Despite these problems, it is important
to have a board to oversee operations
and to feel a vested interest in the suc-
cess of the chapter. The more people
with a stake in this success, the better
your overall operations will be.
When you meet with the board, it is

important to have clearly in mind what
you want to do in areas such as program
planning, the implementation of work-
shops, and the development of the chap-
ter budget. If you run the musical por-
tion of the meetings well, you will prob-
ably be given free rein in the musical
decisions and get most of your ideas ap-
proved. However, you can expect to
have financial and organizational deci-
sions reviewed, and the results may not
always be to your liking. Do not assume
that your quasi-professional point of

view must always be honored. The
board needs to be able to count on your
loyalty even when it refuses to go along
with some of your plans.
We commonly hear of "splits" in

musical communities, where one faction
refuses to speak to another. A lot of ego
is involved in such splits. In every com-
munity that endures this unfortunate
situation, artistic activities are weak-
ened. Everyone loses. As a leader in
your musical community, you can set an
example of flexibility that will be felt
both in and beyond your chapter. The
way you act can signal a style of accep-
tance that others will emulate and that
will draw people together.

Editions, instrumentation, repertory
An important function of the music

director is to choose music for chapter
meetings, or to help others do so. That
means you must be able to evalute edi-
tions from a number of standpoints.

Editorial clarity in "editions" and
"arrangements"
Older editions tend to be marked

heavily with expression and phrasing
marks. This was the normal practice
years ago, when editors with limited
background in scholarship incorporated
their ideas on how the music should be
performed in such a way that it wasim-
possible for the player to distinguish the
composer's original intentions. Some of
these editions are based upon other such
editions, further compounding the prob-
lem. Many of them served a valuable
function in their day: they introduced
both amateur and professional musicians
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to a literature hitherto unknown in
terms of practical performance.
Today's best editions present the orig-

inal work in as "clean" a form as possible,
with precise indications of any editorial
additions. For example, suggestions for
musica ficta are put above the notes, not
beside them, so it is clear that such mark-
ings didn't exist in the original music. By
contrast, it is impossible to tell whether
the slurs and dynamic indications so
prevalent in older editions of early music
were original or editorial. The major con-
cession now being made for popular con-
sumption is to transcribe older forms of
notation into modern notation. (There is
much to be said for reading from old no-
tation, but it is impractical to expect it to
work at a typical chapter meeting.)
You, as interpreter of the music, are

free to deviate from what you know to
be editorial if ycu have enough back-
ground in the field to feel comfortable in
doing so.
"Arrangements" are related to "edi-

tions," but the original form of the music
is actually altered. For example, in nu-
merous arrangements of keyboard works
for recorders, continuous lines are pro-
vided for each member of the ensemble,
whereas in the oiginal the voices may
have entered and departed as the corn-
poser felt a need to thicken or lighten the
texture. Therefore the arranger is either
composing new material or adapting ex-
isting music. Some arrangers are skillful
and have an exceptional ear for style;
others produce musically awkward
works that will be unacceptable for your
purposes. You need to consider each "ar-
ranged" piece on its own merits.
At times editors use the term "ar-

rangement" when they have done very
little to the music. For instance, when
the bass part goes below the range of a
bass recorder, the arranger sometimes
simply makes a few octave transposi-
tions. Without editorial comment, how-
ever, you cannot tell of what the term
arrangement" consists.

Editorial commentary
It is essential to know what the editor

has done to the music, and it is helpful to
know the source of the music and some-
thing about its background. To mention
just one important area, the editor
should tell you what the original time
signatures were and what reduction has
been made in the original note values, so
that you are free to disagree with any
rhythmic proportions he indicates. You,
as music director, need to read the corn-

mentary (even though no one else does)
to know what you are working with.
Any edition or arrangement that has no
commentary can now be considered ob-
solete, given the availability of good edi-
tions.

Voicing
In general, the music you choose for

your chapter should involve at least
soprano, alto, and tenor recorders.
Many chapters also have a band of eager
bass players. There are usually more
sopranos and altos than tenors and
basses, so music scored for SATTBB
will be less wel balanced than will music
for SATB or SSAATB. It is possible
that some of your members can play only
soprano, so you will not be able to delve
into the plentiful literature for ATTB.
You may have no qualms about "estab-
lishing standards" and insisting that
these people learn alto before they reap-
pear, but you do so at your peril: this ex-
clusive attitude will ultimately shrink
your ranks. Everyone needs to feel wel-
come. Some chapters successfully divide
their members into g Alps according to
playing ability; if this arrangement
works for you, you can explore the
ATTB repertory.
You must also consider the skills of

your alto players. The alto is usually
taught "at pitch" — i.e., from notes writ-
ten in the octave in which they actually
sound — but when the part is written so
that the notes appear to lie lower than
the soprano part, the altos must "read
up" an octave.
If your chapter has many alto players
who cannot yet manage the octave
transposition, choose music that will ac-
commodate them. You can also estab-
lish, quite easily, a program that will
teach them this skill. On the other hand,
mature chapters will probably have a
number of players who read up, and
their presence will keep the part musical-
ly alive.

Instrumentation
Most ensemble early music can be

enhanced by diverse instrumentation.
Adding other historical winds to massed
recorders, for example, can yield attrac-
tive results. Some, such as krummhorns,
have ranges of just an octave plus a note
or two, so you must take this limitation
into account when you assign parts.
You can encourage some of your re-

corder players to take up other wind in-
struments by letting them know that the
fingering of the main octave of most of

these instruments is similar to that of a
recorder. The problem areas are breath
control, embouchure, and tone produc-
tion.
A viol grouping that includes trebles,

tenors, and basses can cover anything
written for recorders. If you have just a
couple of viols, use them on the lower
parts. Putting them on only the upper
parts leads to harmonic and balance
problems, since viols sound an octave
lower than their recorder counterparts.'
Incidentally, you should be aware
when evaluating editions that some mu-
sic is highly idiomatic for the recorder.
Certain twentieth-century recorder
pieces, for example, do not go well on
viols. (Perhaps the viols could convene
separately on occasion in order to permit
recorders a chance to play this lit-
erature.)
If you have a choir of historical winds,

or one of viols — or enough of each so
that you can produce a choir that will
cover all the written parts — you can try
simple orchestrational effects. In music
made up of short phrases with repeats,
you can change instrumentation on the
repeats. If your players of historical
winds and viols do not show collective
confidence, drop them out in certain
places. For example, in a two-section
dance, have everyone play the first time
through, then drop out the low instru-
ments on the repeat. Start the second
section with recorders only, and add the
other instruments on the repeat to give a
full ending. If you have a secure bunch of
musicians on the low instruments, you
can use a high choir (recorders), a low
choir (other instruments), and the grand
consort (everyone). These are only two
of the possibilities. You can dream up
others.

Repertory
Your choice of music reflects philo-

sophical, educational, and economic con-
siderations. You should keep in mind
what your chapter likes, what you think
members should be working on for their
own musical growth, and what you
think you can sell them on trying. Many
groups want to concentrate on ensemble

*Soprano and bass recorders, and sometimes
altos, sound an octave above written pitch. When
the soprano recorder, for example, plays its written
middle C, it is actually playing the C above (the lit-
tle 8 above the clef sign indicates this transposi-
tion). The tenor recorder is in the same general
range as the soprano singing voice, the soprano
krummhom, and the treble viol. Recorders com-
prise what is referred to as a "4-foot choir"; krumm-
horns and viols are in "8-foot choirs."
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music from the sixteenth and seven-
teenth centuries. Since it is hard to
shake them loose from this preference,
you may as well accede to their wishes
at first. As your chapter matures,
however, you may be able to introduce
both earlier and later music. Music of
the early Renaissance and later Middle
Ages can be a satisfying challenge, as
can twentieth-century music written
especially for recorder — most of the lat-
ter being in a conservative musical
idiom. You must be especially well
prepared when conducting a piece
beyond the prevailing tastes of your
chapter.

Now that you've chosen your music,
looked it over carefully, and decided on
possible instrumentation, it's time to get
people to make music together.
Imagine that you're standing in front

of your chapter with the meeting about
to start. The room is alive with conver-
sation, and several people are "warming
up." You are supposed to be in charge.
You feel a little uncomfortable — as do all
performers before they go on stage — but
professional performers have such a
strong background in their specialty that
they can rely on technique to carry them
through the anxious opening moments.
What technique do you need? What
must you know to do the job? What, in
fact, is conducting?
To conduct is to communicate an in-

terpretation and the speed of a piece of
music. The subtle movements of players
in a chamber ensemble or consort are a
type of conducting: here all members in-
stinctively share the role as their parts
gain and lose musical importance. In
larger groups musical success depends
on the more formal type of direction a
conductor can offer. Conducting works
toward a unified, informed reading of a
piece of music through physical motions
assisted by a limited amount of verbal
suggestion.

The basic patterns of conducting
Aside from some twentieth-cent ury

avant-garde pieces, the music you con-
duct will usually be in combinations of
two- or three-beat units. In some cases
you will conduct each beat within the
unit, while at other times you will signal

only the beginning of each unit. For ex-
ample, in 6/8 time you could conduct all
six beats if the tempo were slow but
would indicate only two pulses if the
tempo were fast; in 4/4 time you could
conduct four beats or two.
All conducting patterns have in com-

mon a first beat that is made straight
down. The downbeat must be clear and
unmistakable, or else no one knows
where you are. The final beat of each
pattern is upward and gets your hand in
position for the next downbeat. Here are
schematic diagrams for the common con-
ducting patterns:

2

1

Figure 1.

2 1

Figure 3.

1

Figure 2.

3-4-2 -4— 1

Figure 4.

Figures 1-4 show the fundamental
movement of the right hand. They in-
dicate only the direction of the beats and
not the flowing motions frequently made
by conductors. Once you have mastered
the basic moves, you need to develop a
more graceful approach. This approach,
unfortunately, is more easily demon-
strated in person than in print. Figures
5-8 illustrate two of the many possi-
bilities for both the two- and the three-
beat patterns. You must learn to employ
them with precision.

Figure 5.

2

Figure 6.

Figure 7. Figure 8.

Figure 5 shows a smooth beat with a
bob on the downbeat and a second beat
that occurs high, necessitating a slight
pause at the top, whereas in Figure 6 the
pulse of both beats occurs roughly at
your waist level, providing for a
thoroughly flowing motion. Another
common rendition of the two-beat pat-
tern looks like a backward letter J.
Figures 7 and 8 show the three-beat

pattern in two possible manifestations.
The latter, in which you mark each pulse
right in front of your waist, is smoother.
Try to develop a conducting style that

flows from one beat to the next yet clear-
ly indicates where each beat occurs. Con-
ductors of later music do not always aim
for this kind of flow. They may, for exam-
ple, use short, abrupt motions to indicate
the expression of a staccato passage. In
early music, however, articulations tend
to vary within individual musical units
smaller than the basic conducting pat-
tern, so the need is for a simple, clear beat
rather than "expressive" conducting.
In general, the two- and three-beat

patterns are those most used in conduct-
ing early music. No matter what meter is
indicated in an edition, your players will
respond with a better sense of the
musical line if you conduct fewer beats
per measure. If the piece is in 4/4 time,
for example, you should try to establish
the half-note pulse. Perhaps you will
need to start off with the four-beat pat-
tern for clarity, but if you continue in
this way after the group knows the
notes, the playing tends to become
mechanical. Canzonas and pavans begin
to sound more like marches. As you
reduce the number of beats, you ap-
proach the Renaissance practice of in-
dicating only the tactus, or fundamental
beat. (When conducting from old nota-
tion, give only the tactus, i.e., make a
continuous series of downward throbs of
your hand, following each with an up-
ward bounce.)

Posture
Stand tall in front of your chapter,
with the music stand low enough so that
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you don't bump it with your hand but
high enough so that you can glance at it
quickly. You need to be above the play-
ers in order for them to see the beat.
Focus on them, not on the score. If you
have learned the music, an occasional
glance should suffice to refresh your
memory. As the saying goes, the score
should be in your head, not your head in
the score.

Arm and hand posizion
With very few exceptions, the right

arm gives the beat regardless of whether
or not the conductor is right-handed.
The left hand can at times mirror the
right hand, but it should, in general, be
reserved for cueing, as discussed in the
second part of this article. When you're
not using your left hand, let it rest at
your side, or hold it close to your waist
so that it is clearly cut of play. Your right
forearm should be approximately parallel
to the floor in its "home" position, that
is, about waist level. Your upbeat rises
from here, and the downbeat returns to
about this spot.
Your conducting beat will have more

precision if you hold the tip of your right
thumb lightly against the tip of the right
forefinger, creating a little circle or
oblong. This posItion simulates the
holding of a baton, gives you immediate
tactile feedback, and looks clear to the
players. (If you wish to get the feel of it,
try holding a pencil as if it were a baton,
and practice in front of a mirror.)
In fact, the best way to learn the

technique of conducting is to work in
front of a mirror.

Starting
You must give an anticipatory beat

before you begin to conduct the written
music. The space between the an-
ticipatory beat and the first note signals
the speed of the piece. String and
keyboard players need this beat for
musical reasons; wind players and
singers need it for taking a breath as
well.
This anticipatory or "breath" beat is

given on the beat in the conducting pat-
tern prior to the written first beat. For
example, in a 4/4 piece that starts on
beat one, the breath beat will be given
on beat four. Think to yourself "One-
two-three-four" and snap your hand up
in a commanding way on the "four." You
must be looking d:rectly at your musi-
cians, and you must look expectant.
What you are doing is commanding them
to get going.
That is the classic way of starting a

band of musicians. However, at the
typical chapter meeting, where most
people are sight-reading (and where you
are probably not coaching for a perfor-
mance), the more practical way is simply
to count out loud "One-two-three-four,"
saying the "four" with more emphasis
and snapping your hand upward as sug-
gested above. Again, be sure to look
right at the musicians as you do so.
Not all pieces begin on beat one,

however. Let us consider a piece in 3/4
that. has a "pick-up" quarter-note. To
give an entire measure, count "three-one-
two," and snap your hand outward on
the "two." That will alert your players
to come in on the beat-three pick-up
note.
In starting all pieces, as well as in

recommencing after stopping to work on
a passage, your anticipatory beat must
have authority. Again, be sure to work
on your technique in front of a mirror.
When you are in the midst of working on
a piece of music, you have already clear-
ly established the tempo. Therefore, it is
unnecessary to count off a full measure;
you can abbreviate the process. For ex-
ample, if you want to resume playing in
4/4 time, you could say, "Let's start on
the pick-up note before letter M." Place
your arm in conducting position, look
directly at the players, and say "two,
three," snapping your arm outward on
the "three." They will come right in.
An even shorter way to bring in ex-

perienced players is to say, "Upbeat to

letter M, please...and," snapping your
arm outward in the beat-three gesture.
Depending on the intensity of your
rehearsal technique, this may work well
for you, too.

Stopping
Whether you are cutting off the final

note or stopping midway to work on a
section, the standard cut-off sign is a mo-
tion that looks like the letter C.
Sometimes it is given slowly, as at the
end of a large work, and at others it is ex-
ecuted quickly, as in ending a lighter
piece or in stopping within a composition
to go over a section. In either situation
you should finish the "C" motion with a
snap and remain motionless for a mo-
ment or two to get the message across.

Part II of this article will discuss such
matters as cueing polyphonic entrances,
preparing to conduct specific editions,
and commenting tactfully on areas that
need improvement, as well as tuning
procedures, the acoustics of playing
spaces, and the typical musical problems
that confront a conductor at chapter
meetings.

Peter Seibert has been music director of
the Seattle Recorder Society since 1969
and from 1976-84 served on the ARS
board. He conducts orchestral and choral
music at The Lakeside School in Seattle,
teaches recorder at the University of
Washington, and is director of the Port
Townsend Early Music Workshop.

EARLY MUSIC STUDIES AT ST. SCHOLASTICA

Now in its second decade, this intense program of performance
and historical studies is in a congenial and stimulating atmos-

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

Early Music Faculty
Shelley Gruskin — recorders, flutes
Sr. Monica Laughlin — clarinets, recorders
Penny Schwarze — viols, baroque violin
Mark Romatz — baroque bassoon
LeAnn House — harpsichord, fortepiano
Edward Martin — lute
Paul Fletcher — voice

1986-87 Guest Artists include Jaap Schroder,
Joan Benson, Toyohiko Satoh, and The Musicians of Swanne Alley.
For more information, contact:
LeAnn House, Chair, Department of Music
The College of St. Scholastica, Duluth, MN 55811, 218-723-6194
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Articulation: The Key to
Expressive Playing

Scott Reiss

THWRE IS AS YET no complete (or shoulde say "compleat'?) method for the
recorder — one that explores all the capa-
bilities of the instrument. What follows
is an attempt to begin formulating such a
method, not for all of recorder technique
(which would be far beyond the scope of
one essay), but for an area that is fun-
damental to musical expression: articula-
tion. I have relied on the treatises to pro-
vide me with basic tools, to show me
where other players have taken — and
been taken by — the recorder. But the ap-
proach that has emerged, and the ar-
ticulations I suggest in the examples, are
my own.

Articulation — the way in which a
note is initiated and ended, otherwise
known as "attack" and "release" — helps
to organize a melody. We use articula-
tion to vary the texture of the notes, to
combine them in various ways in the ser-
vice of phrasing, and to give inflection.
Articulation helps us declaim the music
as a singer puts across a song or an orator
a speech.
In fact, articulation patterns are so
much like the inflections of speech that
the natural way of describing them is
through the use of syllables. These
syllables have been used for woodwind
tonguings at least since the Renaissance.
The earliest treatises that describe

these tonguings are by the Italian Syl-
vestro Ganassi (Opera Intitulata Fon,
tegara, 1535) and the German Martin
Agricola (Musica instrumentalis deudsch,
1545). Later writers include the Italians
Dalla Casa (whose essay "Delle tre lin-
gue principali" of 1584 is the most
descriptive on this subject), Rognioni
(1592), Rognoni (1620), Fantini (1638),
and Bismantova (1677); the Frenchmen
Mersenne (1636), Loulie (c. 1700),
Freillon-Poncein (1700), and Hotteterre
(1707); and the Germans Schickhardt
(1710) and Quantz (1752).1
As much as these writers tell us,

however, there are prcblems in working

with the treatises. The first is that the
sources are sporadic. There was no pan-
European academic agency at work from
the twelfth to the eighteenth centuries
making sure that every country with a
significant musical style produced a
treatise every twenty-five years or so, or
whenever that style changed. So there
are gaps in our knowledge. As you can
see from the above list of sources, the
only two periods in which the practice
can even be checked against other
writers are late sixteenth-century Italy
and seventeenth- and early eighteenth'
century France. If you wanted to rely
solely on the treatises in your study of
historic articulations, what would you
do with a fourteenth-century estampie?
A Dufay ballade? An English consort
piece from the court of Henry VIII? A
canzona by Scheidt? A sonata by Valen-
tine? Or a concerto by Vivaldi?
A second difficulty with the treatises

is language. Because of the inherent dif-
ferences among languages, the same ar-
ticulation is often represented by dif-
ferent syllables. The Romance lan-
guages, for example, use what are called
"imploded" dental consonants, making
the Italian "t," which is produced be-
tween the teeth, come out somewhere
between our "t" and our "th." But the
Italian palatal "r," like one flip of a rolled

— resembling an American's impres-
sion of an Englishman's "r" in "very"
("veddy")2— is not used in American
English at all. Therefore, the syllables
tin or tere in Italian are best translated
into English by tidi and tada. The two
sets of words may sound different, but
the motion of the tongue is virtually
identical. After all, the purpose of these
syllables is simply to lead the tongue, as
it were, in its production of the attack
and release of notes.
Linguistic differences also tend to

have another effect on the use of ar-
ticulation syllables: depending on the
aural structure of the language, certain
of these syllables, and the articulations

they describe, will be preferred over
others. For example, sixteenth-century
Italians rejected the gutteral articulation
(starting a note with a "k" or "g" sound).
They considered it "severe," "harsh," or
crude." Their reaction is not surprising
since the "k" sound (spelled before a
vowel with a "q" as in "quando," a "c" as
in "caro," or a "eh" as in "che," or before a
consonant with a "c" as in "cruda") is
markedly explosive in the otherwise mel-
lifluous Italian language. The softer gut-
teral, "g," is also more pronounced in
Italian. But in English, these sounds are
less emphatic and more integrated into
the texture of the language, so articula-
tions using them need not sound crude
to us at all.
Finally, a treatise presents only the ar-

ticulations its author wishes to describe.
Perhaps there were others that he sel-
dom (but not never) used. There may
have been still others that he considered
so obvious that he felt they did not need
mentioning. Ganassi says, for example:
"There are other ways of articulating I
have not given here."4
I believe that the recorder's "vocabu-

lary" of tonguings has been more or less
constant and universal throughout the
centuries. The slight variations caused
by linguistic differences or stylistic
preferences have not changed it essen-
tially. Below, I have set out to define
this basic vocabulary, including both
historically described tonguings and my
own extrapolations therefrom. I do so
without any pretensions to having dis-
covered anything new. Most of these ar-
ticulations have been described else-
where at one time or another. I attempt
this survey for recorder players seeking a
vehicle for expressing their music, that
they may have a guide to the enormous
range of articulations at their disposal.
This seemingly vast array actually

contains only three basic articulations:
single tonguing and two forms of double
tonguing — the latter being the articula-
tion of two notes with different parts of
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the mouth.

Single tonguing
This first, and primary, type of ar-

ticulation is denta!, to borrow a term
from linguistics. It is made with the tip of
the tongue on the palatal ridge, just
behind the teeth. It is described by such
syllables as tu, du, ta, da, ti, di, etc. In
each case, the articulation is produced
when the tongue leaves the palatal ridge
to allow the flow of air to escape be-
tween the lips. What are the differences,
if any, among these various syllables?
All of them, of course, are made up of a

consonant and a vowel sound. These
basic sounds (altImugh actually silent;
we do not vocalize into our recorders ex-
cept for special effect) help us to shape
our articulation, to make it sharper or
softer, more staccato or more legato, to
produce full or lighter tones. These
variables allow us to declaim our music,
and it is through declamation that we
begin to make music out of a series of
notes.
Let us first consider the consonant

sounds. The two dental consonants in
our language are "t" and "d." The "t"
sound is more percussive and will pro-
duce a sharper attack. The "d" sound, by
contrast, is more gentle, resulting in a
softer attack. With the "t," the tongue is
pointed and almost rigid; on the "d," it is
flatter and more relaxed. The "t" sound
will help us produce a staccato articula-
tion, the "d" sound a legato articulation.
We can extend the legato character of
the "d" sound by lattening the tongue
even more and bringing it forward just to
touch the teeth, producing a "dh" sound
(one that is not used in English, but
which we can easily make).
There are in fact an infinite number of

gradations from the sharpest staccato to
the smoothest legato, which the two
dental consonants cannot adequately ex-
press — a continuum from which we can
choose just the right degree of separation
and attack. You can experiment with
this continuum by starting with the
tongue very pointed and pulled back to
the edge of the palatal ridge, where the
palate goes up and away from the teeth,
then gradually flattening and lengthen-
ing it.
Vowels have a similar continuum,

which is more obvipus because there are
five basic sounds ir the language instead
of just two. "I" ("ee") and "e" ("eh") are
considered "spread vowels." To produce
them, the corners of the mouth are
pulled back as in a smile, and the tongue

is high and close to the roof, creating a
little cavity of air. This mouth formation
helps to direct a small airstream and is
therefore conducive to producing the
short bursts of air necessary for staccato
playing.
As the mouth relaxes, becoming

rounder, we pass from the "e" to the "a"
("ah") sound. In this position the mouth
will tend to produce tones of average
duration, neither particularly legato nor
particularly staccato. As the tongue is
lowered further and the corners of the
mouth are brought in, rounding the lips,
we get "o" ("oh") and finally "u" ("oo").
Since the mouth droos and the tongue is
pulled back to form these vowels, the
cavity becomes larger and longer. This
greater space inside the mouth is more
conducive to longer airstreams and
therefore to fuller and more sustained
tones.
When we combine vowels with dental

consonants, we get a range of articula-
tion syllables from the lightest staccato ti
to the most sustained legato du: ti, te, ta,
to, tu, di, de, da, do, du. If you are
wondering about seemingly contradic-
tory combinations like tu or di, think of
the syllables as the gears on a ten-speed
bicycle. The consonants are like the two
large sprockets, giving your articulation
a sharper or softer attack. The vowels
are like the rear derailleur, providing a
range of duration and weight from short
and light to sustained and broad.
An articulation like tu will produce a

note with a sharp attack and a full
sound, while one like di will give a light,
short note with a gentle attack. (These
elements of single tonguing can be ap-
plied to double tonguing as well, since
both types of the latter use a dental
stroke first.)
The release of one note is the same as

the attack of the following note, except
when the note is followed by a rest or a
separation. In these cases, the tongue
should return to the palate to stop the
flow of air. Some players advocate stop-
ping the airflow by using the back of the
throat or the diaphragm, or even by pull-
ing the recorder out of the mouth.
Although any technique that works well
for an individual is legitimate, I personal-
ly do not advocate these methods be-
cause I find them less reliable and con-
trollable than the articulated release.

Pairing
In all the systems described in the

treatises, articulations are given for pairs
of notes. This was such a universal that

we can feel confident in thinking of all
our articulations in the context of pair-
ing.
Pairs of notes are played with slightly

different articulations, usually hard-soft.
When we apply pairing to single tongu-
ing, we can produce two types: legato
pairs and staccato pairs. Staccato pairs
are simply two notes, both of which are
staccato, but with the first more em-
phasized than the second. Articulation
syllables appropriate to such a pair
would be tidi or titi. (Again, the two
dental consonants cannot adequately
describe these two attacks, which are
only slightly different.) Staccato pairs
may be used, for example, in music that
contains sequences or large leaps:

i di Li di

•

t r 
L i di Li al ii ii

G.P. Telemann, Concerto di Camera,
Minuet-Trio, m. 1-4.

The more common single-tongue pair-
ing is the legato pair. This tonguing of
two notes with little if any separation
between them was called lingua dritta,
or "straight tongue," by Dalla Casa and
Rognoni. (The Italian lingua means
tongue. Italian treatises on wind instru-
ment technique speak of the lingue, or
tonguings.) Dalla Casa describes lingua
dritta with the syllables tere. The te is
produced with a straight tongue against
the front teeth, the re, with a palatal "r."
Ganassi uses all the combinations of den-
tal consonants and vowels: Tara, tere,
tin, toro, turu, dara, dere, din, doro,
duru. Quantz and Agricola used tin i and
din i respectively.
Because of the difference in language, I

would suggest substituting tada or tede
in English. Pronounce either combina-
tion with the accent on the first syllable,
and with the softest possible "d" on the
second, and you have lingua dritta, a
legato pair. This articulation is very
useful with a string of eighth-notes at
any tempo:

c 

be de be da ta da ta da
be de be de be de be de

• W.

• • •w • w 7 r.
L a oa t, de be aa La da
Lade Lode te de cede

"Over the Hills and Far Away" (tradi-
tional).
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or with a string of sixteenths at a
moderate tempo, or on the sixteenth-
notes when you have an eighth followed
by two sixteenths. It can be an alter-
native to double tonguing whenever
notes occur in pairs, as long as they are
not too fast - in which case double
tonguing is imperative. If you can use
the palatal "r" comfortably, try various
combinations for your legato pairs:

• 
dere dere de de re de re dere
tin i tin i ti ti ri ti ri tiri

de re de re de re de dere de
ti ri ti ri ti ri ti tin i ti

Heinrich Isaac, "Mein Miiterlein," su-
perius, final cadence.

Double tonguing
The first type of true double tonguing

has not changed in five hundred years; it
is still used by modern flute and brass
players. It starts with a dental or front
stroke like those used in single tonguing:
ta or da. Since the second stroke is ar-
ticulated in the back of the mouth with a
gutteral consonant, ka or ga, I call this
gutteral double tonguing. In the Renais-
sance and early Baroque periods, it was
described by the syllables teke or teche.
Today we use taka, daga, tiki, duga, or
even dugger. Again, the difference be-
tween these syllables is one of relative
sharpness of attack (the function of the
consonant) and duration (the function of
the vowel). Tiki represents short, sharp
notes; dugu, longer, more legato notes. I
find this articulation useful for repeated
notes, arpeggios, and skips of a third or
more, as well as for staccato playing in
general:

tieCakt We tald tie to.
Lt.t.r Lr

kl 1.1 1.0

c13 ga 63ge dip da cL ctcp thp a, da qu

J.C. Schultze, Concerto in G major,
Allegro, m. 70,81-82.

The second category of double tongu-
ing is probably the most important ar-
ticulation used on the recorder. This is a
purely historical articulation and is not
employed in modern woodwind tech-
nique. Since it combines a front stroke
and a side, or lateral, stroke, I call it
lateral double tonguing. The front stroke

is identical to the dental stroke of single
tonguing, with the tip of the tongue corn-
ing off the palatal ridge just behind the
teeth (ti or di). On the second stroke, the
tongue comes back and anchors itself
behind the teeth, while its side comes
away from the upper molars. There is no
syllable in English for this stroke, but the
two strokes together resemble the word
diddle. Did'll was in fact used by QuantZ,
and this articulation is close to the
Italian lingua reversa as described by
Dalla Casa, who, like Rognoni and Ga-
nassi, used the syllables lere. The dif-
ference between the German and Italian
versions of this articulation is that in the
former the tip of the tongue anchors on
the lateral stroke, whereas in the latter
the tongue freely brushes back and forth
across the palatal ridge (a sequence of
lere's usually begins dere to give the
notes a clear beginning: dere lere...).
Note that the "r" in dere lere is the

palatal "r" and so to our ears sounds
more like a "d." Lere lere then sounds in
English like leddle leddle. Other syllables
that may be used to describe lateral dou-
ble tonguing are: tattle, duddle, teddle,
teedle, doodle, riddle, etc. Try them all,
but keep in mind that an articulation syl-
lable only suggests the actual articula-
tion. Therefore, concentrate on the al-
ternation of front and side strokes and
not on the specific word you are using as
a guide.
One further word of caution: be sure

that the second syllable is a true lateral,
produced with the sides of the tongue.
Many Americans pronounce diddle with
two identical "d" sounds, both with the
tip of the tongue. The tip of the tongue
should move only once for this articula-
tion of two notes, and it should be firmly
anchored behind the teeth during the
second stroke. Ignorance of this point
has kept many eager recorder players
from mastering this versatile articula-
tion.
Lateral double tonguing has many

fruitful applications. At a slow tempo, it
can produce a languid stream of notes:

41 
cid die

J 

7 ;t11.: 
did die deldie dedle diddletirkae

del die riddle ck•dle datite inilie

"Lamento di Tristano” (Italian estampie),
m. 2-4.

At a moderate tempo it can make strings
of short notes sound effortless:

tzoL 

did die

:4.Lr
thddic

Diego Ortiz, Recercada
16-19.

diddle didlle dkidle diddle

or:

diddle

Quarta, m.

Cr Cr Cr 
• 

diddle diddle diddle

-1=fJ7 P 
diddle diddle

•

dicille diddle diddle died].

"Saltarello" (Italian estampie).

In traditional or popular styles such as
Appalachian or Irish tunes or jazz, it can
be used to produce a lilting "swing":

• • ra' 

ditilie diddledidilediddle diddle diddle diddle diedlalidle
•

• 
a. • 

k • 
diddlediddle diddle diddle diddle diddle du

"Don Tremaine's Reel" (traditional).

Lateral double tonguing is also the
fastest legato tonguing available on the
recorder. It will enable you to spin a
series of sixteenth-notes effortlessly
(again, all these examples show my own
applications of articulation patterns):

G.F. Handel, Sonata in A minor, Op. 1,
No. 4, Allegro, m. 3-5.

It can help you produce long passages of
scalewise notes or short skips in a Ba-
roque sonata with crystal clarity. In
pieces with passage work that seems im-
possibly fast, such as late sixteenth-
century Italian diminutions, it can be
used in an extremely light and legato
way to articulate the notes.
At these tempos, the lateral pair is

contracted in such a way that the sec-
ond stroke almost disappears. Dalla Casa
and Rognioni compress dere lere into der
ler. Ganassi does the same, listing as well
all the combinations of the two dental
consonants with all the vowels. Con-
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tracted double tonguing can be applied
to Quantz's did'll din to produce a new
German lateral (not mentioned by
Quantz): or diddle'iddle.

r • r  
der ler ler ler ler ler
diddle 'iddle 'iddle 'iddle 'iddle 'iddle

r r r r I4 la Lr.r.r
ler ler 1,r ler ler ler
(ile iddlc iJoic jddjr 'iddle 'iddle

Girolamo Dana Casa, divisions on "Frais
et Gaillard," m. 8.

or:
4- A

diddle 'idclediddle'iddle diddle 'iddle

uldele'Iddle ciidle

'iddle'iddle

G.P. Telemann, Suite in A minor, "Les
Plaisfrs," Trio, m. 1-4.

This produces an articulated slur of four
notes T.: by F.oftening the tonguing
and replacing the hard dental attack
("d") on the second pair with the softer
"1" that ends the first pair.
Dalla Casa and Rognioni also mention

a further refinement on this contracted
lateral: ler ler. This articulation com-
pletely eliminates the dental stroke (al-
though it may be assumed that the first
of a long string o notes sounded in this
way will sometimes have a soft dental
'attack: der ler ler...). Agricola gives a
form of this articulation that an English-
or German-speaking player may find eas-
ier: tellellell. One could apply this con-
traction to Quantz's didll with the fol-
lowing result: Using this
extreme refinement of the legato quality
of lateral double tonguing, one can pro-
duce an articulated slur containing any
number of notes:

J

tell cli r.1 ii clii ill I tli lli

•  •
ell ell d11 11 ell ,11
'h i lt 1 111 '111 jib iii

Alexander Agricola, "Dung aultre amer,"
m. 1-4.

I recommend this type of articulated
slurring on the recorder. I never use a
true slur except when playing in an ex-
tremely improvisational style and seek-
ing to create a special effect, or on or-
naments such as trills, most kinds of mor-
dents, turns, appoggiaturas, etc. Slur-

ring does not produce the same effect on
a recorder that it does on other wind in-
struments; instead of achieving a seam-
less string of notes, you lose all clarity of
attack. The result is a weak, indistinct
line that does not project well. An ar-
ticulated slur, on the other hand, made
with legato lateral double tonguing, can
produce the intended clear string of
notes without any noticeable separa-
tion. The treatises support this position.
For example, Agricola tells us to "attack
all the notes with the tongue." 5 The
editors of a compendium of Renaissance
diminutions state:

We may infer from the statements of Agricola
and Dalla Casa that this method of playing
[i.e., Slurring} was ccnsidered to be deficient;
Dalla Casa rebukes those who, out of
laziness, play with a "dead tonguing," with
the "lingua morta," and do not "beat" it for the
diminutions.. because they had not mastered
the difficult "lingua reversa."6

Rather than playing with a "dead
tongue," we should "beat" our diminu-
tions, the masters admonish, or ar-
ticulate all our fast passages. With prac-
tice, and with the vast range of articula-
tions available on the recorder, we can
shape our phrases with any degree of
separation or smoothness, from poin-
tillistic spurts to articulated slurs.
In slower passages, we can also ar-

ticulate slurs by using legato single-
tongue pairings, or strings of legato
single tonguings. There is a great deal of
flexibility in single tonguing; try to vary
it the way you vary the inflections of the
words you speak.
To sum up: one should not ignore slurs

that were originally written into the
music; rather, one should articulate
these slurs, using single or lateral double
tonguing. These techniques should also
be employed in passages of earlier music
where slurring is not indicated but
would be appropriate. The articulated
slur is of paramount importance in the
phrasing of any style of recorder music.

Secondary articulations
To extend the range of articulations on

the recorder, one can move beyond the
primary ones and use variations on
single tonguing and on gutteral and
lateral double tonguing. Although most
of these variations are not mentioned in
any treatise, they are logical extensions
of historic techniques.
The first variants are the triple tongu-

ings. Triplets can be articulated by ex-
tending any of the primary tonguings. In
single tonguing, the patterns are ob-

vious: .77 is a legato pair plus a light
staccato, a "pair-plus-one." .7: or .7.7
are simply three notes articulated as a
group, either more or less detached,
with the first note in each grouping
given a greater stress than the others
(the same principle as pairing, but ap-
plied to three notes instead of two):

• •

ta tete " " Li g gg gg gg g
to du du tu du du

•
La do Li

"Trotto" (Italian estampie).

Gutteral triple tonguing, like gutteral
double tonguing, is the same on the
recorder as it is on modern brass in-
struments. It can be executed in triplets,
ta-ka-ta ta-ka-ta, or as alternating double
tonguings, ta-ka-ta ka-ta,ka. In the latter,
it is important to stress the gutteral ka
on the second downbeat, or else a he-
miola rhythm results:

m m
ta Ca to ha t.1 Ka

(Strictly speaking, this is not a triple
tonguing, since the articulation is essen-
tially paired.) The gutteral triple tongu-
ing ta-ka-ta ta-ka-ta is most useful in
passages where triplets contain wide
leaps, arpeggios, and repeated tones.
The third example below contains a
variant: ke-ti-de7 (or use ka-ta,ta).

• •• •• • A AA •

1
Ilkata

13
Skat.1

I akata Lakata I,Lota

Arcangelo Corelli, Sonata in F major, Op.
5, No. 4, Vivace, m. 18-20.

lw la to !,5 La ka IS to ka La

John Baston, Concerto for Consort Flute,
Allegro, m. 20-21.

ti •Km,
'IMt: 110 (lit Dia., Lie, dit Dleu, Iii cdt 111114 (11? t
Syiialaka, Li 12 IC Li 42 lo Li ao ko Li .11

• • 

to dit Dieu, qua i.e iii. Dieu Lie d lit (1110,
ct, jet to di de 10 te ii de IC IC Ill di

Anon., "Or sus vous dormez trop" (Avig-
non school, fourteenth century).
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Lateral triple tonguing is an extension
of lateral double tonguing and can best
be described by the syllables diddle-a.
Following the two strokes of the double
tonguing, a third "mute dental" stroke is
made by removing the tip of the tongue
from the palatal ridge, where it has been
anchored for the lateral stroke. This
mute dental is like da except that the
flow of air never completely stops before
the syllable is articulated. Diddle-a is a
very legato triple tonguing, so it is ex-
tremely useful for slurred triplets:

difhlp-a diddle, click:le-a didd.a.d... dieue dlic....

Antonio Vivaldi, Concerto in C minor,
RV 441, Allegro non molto, m. 16-17.

or:

43 if f-r—r r

ctrille-a cioddlo-a ddchk.-.1 63410-,1 atdle-6

cir AErs
John Baston, Concerto for Consort Flute,
Allegro, m. 56-57.

A useful variant of gutteral double
tonguing is the reverse gutteral. Just
switch the order of the strokes, putting
the gutteral on the first note of each pair
and the dental on the second. The re-
sult, ka-da, is identical to Ganassi's kara.
This is a somewhat more elegant ar-
ticulation than the normal gutteral for
passages in which lateral tonguing does
not work well. I find it particularly
useful in ascending or descending se-
quences of thirds or fourths, which are
common in the divisions of van Eyck:

, U. ....kJ, all,

k i&dik didae' iddle dithik elke da

Jacob van Eyck, "Doen Daphne D'over
Schoone Maeght," var. 3, m. 35-40.

You can also use the reverse gutteral in a
scalewise passage across the register
break; lateral double tonguing some-
times becomes weak here. Try it as well
if regular gutteral double tonguing comes
out sounding choppy or awkward-
some people find the reverse gutteral
more comfortable and easier to manage,
Another fascinating and immensely

useful group of articulations results from
combining the primary ones. For example,

the figure J-77 can be very effectively ar-
ticulated da-kadiddle, using a combination
of the gutteral stroke with the lateral pair
on the three sixteenths. This rhythm
abounds in the instrumental music of the
early sixteenth century. It occurs seven-
teen times in the top part alone of the
Tandernaken attributed to Henry VIII
(when a string of sixteenth-notes follows
the r7T7, figure, you would normally use
lateral double tonguing):

Henry VIII (attrib.), 'Tandernaken," m.
5-7.

Alternative triple tonguings can also
be used with combinations. A lateral
pair plus a single tonguing is often the
perfect way to articulate the pair-plus-
one. The syllables come out diddle-da:

1,41 dIcr .1. .

xJ1..

G.P. Telemann, Trio Sonata in A minor
for recorder, oboe, and basso continuo,
Cantabile, m. 13-15.

A lateral pair plus a gutteral stroke gives
you diddle-ka, which can also be used for
the pair-plus-one, especially when the
third note involves a skip:

• 

diddle-ka diddle-kJ diddle-ka diddle-da

• 
diddle- - ka diddle-da

Michel Blavet, Sonata Sexta, Allegro, m.
60-63 (in the customary minor-third
transposition for recorder).

Combining the gutteral and lateral
strokes gives you the compound kiddie,
which is useful for the shorter notes in
these figures: .1.7 ,

WEN.,

• .r7
kiddie da kiddie da kiddie da kiddie

4?
 •

da kiddie

•
da kiddie da kiddie da

English estampie.

or:

  dadile cradle ar daddle

Lr 
rL&I--r=r5r0 .—

da kidlie il, kiddie cla daddle thine da di du

James Paisible, Sonata in Eb major, Presto,
m. 18-19.

The gutteral-lateral combination also
works well as a triplet, kuddle-a, which
produces a legato sound with a slightly
accented initial attack, !"-•-• ; or the vari-
ant kuddle-da for the pair-plus-one ,
also well-defined and slightly accented:

(t3t1 1. 11 

42'
LLr

kuddle-a kuddle-a kiddie-a kiddie-a kuddle-a

.L1r. cis LL 
du Ka td diddle-a da di kuddle-a kuddle-a diddle-a

tr

dr •
kuddlp-a Luddle-a ua ka ta da te da

Antonio Vivaldi (attrib.), Sonata, op. 13,
No. 3, Allegro, m. 41-48.

or:

laddle-adi de lo cis kuille-ath

English organ estampie.

In a common figure in Baroque music,
the first or last of four sixteenth-notes is
separated from the other three by a large
leap: • , „ , • .. , , , • , • . • ,

,==i= =.61

The single note here is usually the
significant or melody note, the other
three forming an accompaniment figure.
You should stress the melody note and
play the other three very lightly and
legato.
When the melody note comes first, the

articulation can be made by either com-
bining gutteral with lateral double
tonguing, da-kadiddle, da-kadiddle, or
using single plus gutteral triple tonguing:
da-kuddle-a, da-kuddle-a:

fr.7 -77 
di kaliddle di di diddle da le didlie da id didile di le diddle il

da lahfle-a di landle-a da kdiile -, di

Jacob van Eyck, "En Fin L'Amour," modo
4, m. 8-9.
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or:

666 •

6 6 tiroTor' 

f 

do-kud-dlc-a dr-kuddla - a co-kuddlc-A

Antonio Vivaldi, Concerto in C minor,
RV 441, Allegro, m. 48-49.

The weight must fall on the da to stress
the melody note, and the gutteral ka
must be as light as possible. When the
melody note is the last of the four six-
teenths, the best combination is a lateral
triple tonguing plus a gutteral: diddle-a-
ka. These articulations can also be used
whenever three out of four notes are
slurred:

AL • 

As, C   LLLr  
oiddlc-a-ka diddlc-a-ka diddle-a-Ra diddleaio

G.P. Telemann, Fantasy No. 11, m. 11.

or:

trrr 
diddlc-a-ka diddle-a-ka diddle-a-:adiddlc-a-ka

•
•
• •

•- • •

LLL 
diddle-a-ka didd1e-a-4a diddlc-a-ka

Antonio Vivaldi (attrib.), Sonata., op.
13, No. 3, Alleg7o ma non presto, m.
57-60.

In general, it helps to play the note
following a large skip in a fast passage
with a gutteral articulation. And when a
long passage of fast scalewise notes has
an occasional leap of any size, it is
refreshing to insert a gutteral stroke into
the string of lateral articulations.
In all the above examples of lateral,

gutteral combinations, articulations help
to delineate phrase or motive breaks.
Also, you will be surprised how much
extra "steam" you can muster just by
varying your articulations even slightly;
the mouth becomes less fatigued by us-
ing more than one of its parts.

Conclusion
Recorder articulations are powerful

and subtle expressive devices. The
many variations and combinations pro-
vide the player with a wide array of
techniques to make his or her perfor-
mances more eloquent. In order to use
them properly, keep in mind that during
the Renaissance and Baroque periods

the human voice was considered the
model for expression. Instrumentalists
were expected to listen to and imitate
singers.
In your study of the articulations, you

should first become fluent in the primary
ones. Be flexible with single tonguing,
and practice both staccato and legato
pairs. Then become thoroughly familiar
with gutteral and lateral double tongu-
ings and their app'_ications. After that,
learn the variations and combinations
described above, carefully working them
out and practicing them one at a time. In
this way you will develop your own
vocabulary of articulations. Every
player's mouth is different, so you will
find that some will work better for you
than others.
At this point your focus should begin

to shift from making individual articula-
tions to making music. Start to articulate
phrases instead of just notes. Use the ar-
ticulations to "speak" the music, to
phrase it, to inflect it, and to give the
lines shape. Your approach to articula-
tion then becomes informed: based (in-
itially) on historical approaches; em-
pirical: making you: own applications of
the basic tonguings (and their exten-
sions); and intuitive: using your own
musical sense to make your articulations
expressive.
Taken on its own terms, the recorder

can be a flexible and poetic instrument.
A thorough understanding of articula-

tion can be your key to realizing all its
possibilities.

NOTES
'For the most concise and understandable survey
of Renaissance articulations, see the introduction
to Richard Erig 6' Veronilca Gutmann, eds., Italie-
nische Diminutionen: Die zwischen 1553 und 1638
mehrmals bearbeiteten Sittze; Italian Diminutions:
The pieces with more than one diminution from 1553
to 1638 (Zurich: Amadeus Verlag, 1979).
'This analogy was used by Betty Bang Mather in
her Interpretation Df French Music from 1675 to
1775 (New York: McGinnis & Marx, 1973), p. 34.
,Cf. Erig 6' Gutmann, Italienische Diminutionen,
p. 37.
',Opera Intitulata Fontegara, chapter 7.
5"Mit der zung alle noten applizir." Martin
Agricola, Musica instrumentalis deudsch (Wit-
tenberg, 1545). Facsimile, Hildesheim & New
York: Georg Olms, 1969, fol. vii.
6Erig & Gutmann, Italienische Diminutionen, p.7.
7Cf. Margaret Paine Hasselman and David
McGown, "Mimes::s and Woodwind Articulation
in the Fourteenth Century," in Stanley .Boorman,
ed., Studies in the Performance of Late Medieval
Music (Cambridge: Cambridge University Press,
1983), pp. 101-07.

Scott Reiss received a B.A. in music from
Antioch College and did graduate work at
New England Conservatory. He is the
founder and director of Hesperus, a Baroque
and early American chamber ensemble in
residence at Georgetown University, and co-
director of the Folger Consort, a Medieval
and Renaissance ensemble in residence at
the Folger Shakespeare Library in Washing-
ton, D.C. Mr. Reiss is on the faculty of the
Washington Academy of Early Music and
American University.
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Thoughts on Hotteterre's
Recorder Fingerings

Edgar Hunt

HOTTETERRE'S Principes de la FlUte
Traversiere, ou Plate d'Allemagne,

de la Flute Bec ou Flisae Douce, et du
Hautbois (Paris, 1707) was written
mainly as a method for the Baroque
flute. The first of its kind, it served as a
model for many other books of instruc-
tion. Its author, Jacques Hotteterre le
Romain, was himself a flautist and a
leading member of a family of French
court musicians and makers of wood-
wind instruments.
The Hotteterre family, together with

their cousins the Chedevilles, were
almost certainly responsible for the evo-
lution of the hautbois (oboe) from the
shawm, the Baroque recorder from the
Renaissance type, and above all the Ba•
roque flute from the cylindrical flutes
that had been in use up to the latter part
of the seventeenth century.
The Hotteterres can be traced as
wood turners back to the end of the six-
teenth century. Wood turning was not a
particularly lucrative trade, so they
began to specialize in woodwind in,
struments, including the musettes that
were becoming popular in French court
circles. Eventually they applied their
skills to the improvement of the in-
struments mentioned above, bringing
about changes as revolutionary as those
Theobald Boehm wrought upon the flute
in the nineteenth century.
It is true that the flute a bec (recorder)

is mentioned along with the flute traver-
siere in Hotteterre's L'Art de Preluder
(1719) as well as in Principes de la Flate,
but the fact remains that Jacques Hotte-
terre le Romain was primarily a player
of, and composer for, the transverse
flute. In L'Art de Preluder he says that
his compositions can be transposed a
third higher for the recorder, according
to the custom of the time. However,
they are primarily intended for the use of
his flute pupils and the promotion of the
newly invented Baroque flute.
In his Principes, Hotteterre devotes

nine chapters to the flute traversiere, four

to the flute a bec, and one to the hautbois.
He begins the section on the flute a bec:

LA FLUTE A BEG AYANT son
merite & ses partisans, ainsi que la Flute
Traversiere: j'ay cru qu'il ne seroit pas
tout a fait inutile, d'en donner icy un
petit Traite particulier.

Dr. David Lasocki translates this as:
"The recorder having its merits and its
partisans just like the flute, believe that
it would not be completely useless to
give here a little treatise especially for
it."1
In this section Hotteterre frequently

refers the reader back to the chapters on
the flute. He seems to be writing .i.om
the point of view of a flute player, not as
someone who has made an intimate
study of the recorder.
For example, for the trill from c" to 5' on

the Baroque flute, Hotteterre instucts the
flautist to begin the trill with the normal
fingering for c" (-23/-7)2 and then move
to the normal fingering for b' (first finger
only) and bea: that finger for the trill
(1+--! —7). (This in fact gives the trill
from cit" to b'. The player must keep the
trilling finger very close to its hole and
hope nobody will notice the out-of-tune-
ness!) For the corresponding trill — from
f" to e" — on the alto recorder, Hotteterre
simply transfers the flute fingering: he in-
structs the player to start with the nor-
mal f" (0 •2-/-6•) and proceed to the nor-
mal e" (0 1--/-6-), once again beating the
first finger (0 1+ -•/-6-) (actually produc-
ing an ft" to e" trill). Yet every child who
plays the recorder can play that trill bet-
ter in tune: 0 -23 + /••••. Hotteterre
doesn't give this trill fingering because it
is not available on the flute.
To make matters worse, he expects

recorder players to trill from f#" to e"
with the thumb rather than the first fin-
ger of the left hand — obviously paying
little attention to the actual character of
the instrument. Another trill that of-
fends the ear is that from a" to g".
Anyone with a properly designed re-

corder can play • 123/45+ 67, so why in-
flict upon listeners the rattle resulting
from Hotteterre's • -23 + /45,-? A trill
should be an ornament to the music, not
an ugly sound. Here the problem is that
the a" is produced as a harmonic,
whereas the g" is a fundamental. The air
in the tube does not like to pass quickly
back and forth from one mode of vibra-
tion to another; hence the unpleasant ef-
fect.
The same problem affects the trill from

high e" to d" if one uses the normal
fingerings for those notes, as Hotteterre
suggests. The high e" is derived as a
twelfth from a'; d" is an octave from d".
One must look for a way to produce the
high d" as a twelfth also. This can be
done by fingering e" and trilling with
fingers 6 and 7. The result so far is a lit-
tle sharp for d", but this note can be fur-
ther flattened by shading with finger 3
(which does not affect the upper note,
e"). Some compromises are inevitable on
an instrument without keys, but at least
one can avoid unpleasant sounds and
rattles.
Those who use Hotteterre's fingerings

may plead "authenticity," but they do no
service to their cause if they separate
their auditors into a small group smugly
pleased that they recognize such finger-
ings, while a majority cringes at the un-
necessary out•of-tuneness. Flautists
make every effort to find fingerings that
will minimize any charge that their in-
struments are out of tune or that they
are playing out of tune. Shouldn't re-
corder players do the same?

NOTES

'Jacques Hotteterre le Romain, Principles of the
Flute, Recorder and Oboe, trans. & ed. David
Lasocki (London, Barrie & Jenkins, 1968), p. 73.
,Recorder fingerings for this article are shown by

a zero for the left thumb and 1, 2, and 3 for the left-
hand fingers, followed by a slash, then 4, 5, 6, and 7
for right-hand fingers. Thus low f is 0 123/4567.
A dash signifies an open hole. For the flute, which
has no thumb hole, the display for its lowest note,
d', is 123/4567. A sign (+) after a number in-
dicates the finger that beats to perform the trill.
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RE PORTS

First New Zealand International
Recorder Festival and School
With its sparse population and geographical

remoteness from world centers of early music
activity, New Zealand is hardly a country in
which one would expect to find a Recorder
Festival and School of truly international
quality. That such a festival has been created
is due to the determined efforts of one man —
David Coomber. An accomplished maker and
teacher, he is also New Zealand's foremost
recorder soloist, with a thorough Dutch train-
ing to back up his natural talent. Since return-
ing to New Zealand in 1982, he has seen the
need to raise recorder performance and ap-
preciation levels. He also, very astutely,
realized that a festival in New Zealand,
organized in alternate years to the well-
established biennial festival in Australia,
could draw students from all over the South
Pacific region.
His vision of an event for players at all

levels became a reality in Auckland (New
Zealand's largest city) between 10-14 May.
Any course depends on the caliber of the
tutors. New Zealand's inaugural festival was
able to boast a top-class international staff.
From Holland came that excellent teacher
and soloist, Dorothea Winter; from Japan,
Shigeharu Hirao Yamaoka, a good maker and
a virtuosic player. His solo recital of contem-
porary works was considered by many the
highlight of the week. Australian recorder
maker Fred Morgan lent his weight (and his
not inconsiderable height) to the making and
maintenance classes that were among the op-
tions offered each morning. The English
recorder scene was represented by Paul
Clark. His infectious enthusiasm and
generosity hit the right note with every par-
ticipant. Add to this a lively array of local
tutors, spearheaded by David Coomber
himself and including makers such as Alec
Loretto and Paul Whinray and overseas-
trained professionals like Keith Sayers and
Sally Tibbles, and the scene was set for an in-
teresting few days.
Indeed, if! have a criticism, it could only be

that the event was almost too interesting. So
many fine opportunities were available that it
seemed a hardship to miss any of them. From
early morning lectures to master classes, from
the recorder used in education to massed
ensemble work, from technique sessions

through small group work and into twilight
and late evening concerts, the students were
kept on the go for a twelve-hour day. No one
could complain that he or she failed to get
value for money, but there were a few tired
faces towards the end!
"The recorder is not a toy" was David
Coomber's constant cry, and he made it clear
that the instrument was worthy of examina-
tion from many different angles. As a music
historian, I was delighted to be asked to pass
on my knowledge to one of the most receptive
audiences it has ever been my pleasure to en-
counter. Similarly, New Zealand composer
John Rimmer revelled in his commission to
write an ensemble work to be premiered by
the entire school at the closing ceremony. His
Cosmic Dances taxed the less able players to
the limit, but all agreed the effort had been
worthwhile when they heard the final result.
The success of New Zealand's first Interna-

tional Recorder Festival and School has had a
tonic effect on recorder playing in the An-
tipodes. The next festival is now being
planned, with a similarly distinguished lineup
of overseas tutors. If New Zealand figures in
your 1988 holiday plans, you might like to
add . the event to your itinerary. From this
year's evidence, you are likely to make many
friends and have a thoroughly good time.

Adrienne Simpson

Report from Brazil
Through my good fortune I happened to be

in Rio de Janeiro when an early music concert
took place this past May 19. This event was
remarkable for a number of reasons. It was
the first performance of any kind in the Casa
de Cultura Laura Alvim. The building is a
converted residence, one of the very few
single-family dwellings along the beach of
Ipanema. It was willed by the owner to the
community strictly for cultural purposes and
completely rebuilt, resulting in an attractive,
intimate hall with good acoustics and seating
for about three hundred people.
For this event, the place was filled to the

last seat, with a number of people sitting on
steps or standing. The audience was general-
ly young and obviously spellbound.
All but one of the thirteen performers were

professional musicians. Particularly impres-

sive were recorder player Helder Parente,
gambist Myrna Herzog, and harpsichordist
Rosana Lanzelotte.
The program was almost entirely devoted

to Telemann. A novelty was the use of a
soprano saxophone in a sonata that I believe
was written for oboe. No matter how in-
authentic or unorthodox, the performance by
Mauro Senise was very pleasant.
The concert ended with "Cantares," a love-

ly, gentle song by Ronaldo Miranda, a con-
temporary Brazilian composer. It was ded-
icated to and performed by Clarice Szajn-
brum, backed by recorder, gamba, and harp-
sichord.
I talked with most of the performers who,

to my delight, spoke good English and were
exceptionally warm, friendly, and eager to
please their audience. Some of them fondly
commented on Martha Bixler's visit to Rio
some time ago. I got the impression that these
good people would welcome a greater degree
of communication with an organization such
as the ARS. Myrna Herzog, in fact, is an
ARS member, as is Sylvia Hummel-Robert.
The latter did not play in this concert but

apparently has been a mover and shaker in
early music in Rio. Some twenty years ago
she introduced recorder players here to Ba-
roque fingering, and she seems to have had a
significant influence on many early music pro-
fessionals. She showed me an announcement
of a forthcoming (July 1986) early music
workshop in Rio with, among others, Helder
Parente, Myrna Herzog, Rosana Lanzelotte,
and James Caldwell (from Oberlin) on the
faculty. Myrna, I was told, founded a local
gamba society. So, all in all, early music is
alive and well in Rio de Janeiro.

Frank Plachte

Serpents assemble in Amherst
The town of Amherst, Massachusetts has

come to expect unusual sounds during the
first two weeks of August, when the Early
Music at Amherst workshop takes place, but
this past summer there was an aural treat so
rare that it has never been heard before in this
century or possibly in any other. The occa-
sion was the First International Meeting of
US (United Serpents). To players of the re-
corder or viol or almost any other instrument,
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the social prospects of a serpentist must seem
bleak and lonely indeed, but Craig Kridel —
who, of course, plays the serpent himself—
undertook to contact every owner and/or
player of the instrument in North America
with the project of joining in fellowship. US
came into being with a tidy nest of forty
members. Of these, eleven came in cele-
bration to a special workshop conducted by
the patron saint of serpentdom, Christopher
Monk, member of the acclaimed London Ser-
pent Trio and maker of highly esteemed cor-
netts and serpents.
The serpent, as most readers know, is the

bass member of the cornett family, a group of
instruments sounded by the player's lips vi-
brating against a cup mouthpiece that is at-
tached to a wooden tube with finger holes.
Since the serpent's wide tube is about eight
feet long and bent into the "S"-like curves that
give the instrument its name, its six finger
holes cannot be ideally placed (most serpents
lack keys), so their influence on pitch becomes
less than compelling. Thus the player must
"lip" the notes in tune. The plangent serpent
sound was ably exploited in The Amherst
Suite, a composition for eight serpents pro-
vided by the young English composer Simon
Proctor. He conducted its premiere at a ser-
pent recital on Friday, at which "The
Elephant" and "The Tortoise" from Saint-
Saens' Carnival of the Animals were also
rendered. Among the instruments were sev-
eral of historical provenance, including one
played by Mr. Monk and two borrowed from

Simon Proctor conducts the eleven rerpent players who convened at the Amherst Works-w.p.
Christopher Monk is second from left; to his left are Craig Kricel and &eV!! Perm
Citkowitz, fifth from right, plays an lfroric instrument.

the Kingman Collection of the Newark
Museum. One of the latter, a folded serpent
in a sharp "V"-shape with keys and a cragon's
head at the bell, was successfully negotiated
by Peter Citkowitz, who, before the US
meeting, had played only French horn. There
were several half-size serpents and a tiny
quarter-size "worm," all made by Mr. Monk.
Finally, there was a giant "anaconda, a con-
trabass constructed from large bits of plastic
plumbing by Steve Silverstein espemlly for
the occasion. This monster was brought forth

from beneath a shroud at mid•concer: for a
bathetic renclitior_ of "01' Mn Rivet" by
three performers, one to blow it and we to
hold it together ar_c. work the keys.
Players converged for the gathering from z_s

far as Cricago and Rchriond, Virgima (tbe
four-member Satutdzy Serf ent Society of
Richmond), ann in the case of Mr. Moi.e lard
Mr. Proctor, Englann.. Everyone found -le
experience exalting, and all kok forward to a
repeat of this most unusual event.

Kenneth Wclli:z

)3ouldcr Zarig usic *hop
Store Hours: Monday through Saturday, 10:30 - 5:30

Recorders by Fehr, Kobliczek, KUng, Moeck,
Roessler, Zen-On, Mollenhauer

Instrument Cases and Covers by Savage & Hoy
and Jean Cavallaro

Agent for Mander Portative Organs and Gruar
Northumbrian Bagpipes

Folk Instruments and Instrument Kits by
Leading Makers

Fiedels, Rebecs, and Hurdy-Gr_rdys by Bernard
Ellis

ExtensivE Inventory of Sheet Music and Books

Harpsichcrds by Hugh Crag

Violas da Gamba by Julier,
Plant, Shann, Kortier

Baroque (Does by
Heinz Roessler

Prompt Mail Order Service

Write for Free Catalogs - Specify Areas of Interest
2010 Fourteenth St.

Boulder, Colorado 80302
(303)499-1301
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Doubles: Dorian Pair

For recorder quartet and optional percussion

Soprano

Alto

Tenor

Bass

Mesto L66

Mary Mageau
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For those who deliihtfn

authentic sounds Moeck offer

Renaissance and Baroque

instruments (recorders, flutes,

crumhoms, comamuses, curtals,

dulcians, shawms, corn etti,

oboes, bassoons, racket, etc.)

Just released: newly designed

alto and soprano recorders

after Jan Steenbergen at A 415

and A 440 with its charact-

eristic high narrow windway

producing a unique and refresh-

ingly different recorder tone.

Renaissance soprano recorder

with a range of 2 octaves after

Kynseker. Also available a

new transverse flute after

Godefroid Adrien Rottenburgh

at A 415 and A 440, oboes

after Jacob Denner at A 415

and Bamaba Grassi at A 440,

soprano shawm after Jacob

Denner. For twenty years

Moeck Rottenburgh Recorders

have been the most widely

purchased solo recorders for

students, pupils and recorder

players throughout the world.

The playing characteristics

and accuracy of tuning have

been steadily improved over

the years to become near per-

fection. Moeck School and

Tuju recorders have become

the leading instrument in

primary school music

education.

MOM
a generation of experience in the art of making
superlative recorders and historical woodwind

Please ask for detailed information: Magnamusic Distributors, Inc.,
Sharon, Connecticut 06069, Telephone 203 / 3 64-5431
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BOOK REVIEWS

Medieval and Renaissance Music: A
Performer's Guide
TIMOTHY J. MCGEE

University of Toronto Press, 1985, xxx &
273 pp., $27.95
Thurston Dart, in his classic handbook on

early performance practice, The Interpretation
of Music (1954), wrote "The longer the
journey back into masical history, the more
treacherous becomes the ground on which
the interpreter must tread." Dart, going
through his subject in reverse chronological
order, had just reached the Renaissance.
The seasoned performer of pre-Baroque
music understands well why Dart chose this
moment, before discussing Renaissance and
Medieval music, to put up a cautionary flag.
Information about performance in these
periods becomes increasing spare: what sur-
vives tends to be concerned more with the
theory and teaching of the rudiments of music
than with interpretation; and the few trea-
tises we have on instruments or ornamenta-
tion stress techniques of execution rather
than aesthetic niceties. Little wonder that, in
the midst of a sustained and growing revival
of early musical styles, no surveys devoted
exclusively to the oractical aspects of re-
creating Medieval and Renaissance music
have appeared.
To remedy this lack, Timothy J. McGee,

professor of music at the University of Toron-
to and founder of the Toronto Consort, has
given us Medieval and Renaissance Music: A
Performer's Guide. Professor McGee, combin-
ing academic credentia:s with performance
experience, would seem just the sort of per-
son for this job. The author's statement of
purpose, set forth in the preface, is practical
and broad:

This book is addressed to those who are interested
in performing early music — by which I mean the
music of Western Europe before about 1600— as it
was performed when first composed.... I have at-
tempted to summarize the subject at its present
stage of development as I perceive it. The informa-
tion here is based on the most complete and ac-
curate sources available, both scholarly and prac-
tical, but the attitudes, the information selected,
and especially the way in which it is presented are
the product of my personal approach both to the
subject and to teaching. I have intentionally avoid-
ed the temptation to give a single solution to any
problem. The information and principles on which
the solutions should be based are stated here, but
the final choice is left to individual performers.

In other words, this book will not tell "how
it's done"; it does offer one musician-scholar's
suggestions for dealing with the problems in-
herent in any attempt at historically informed
performance of MecLeval and Renaissance
music.
McGee organizes Ills material in four large

sections: 1. The Materials, 2. The Repertory,
3. Techniques, and 4. Practical Considera-
tions. The first of these is the nuts-and-bolts
part. It talks about the music itself: how it is
represented on the page, both in original and
modern forms of notation; what information
is conveyed by the original and what has to
be supplied by the modern editor or per-
former; and some approaches the musician
may employ in searching for a stylistically ap-
propriate as well as musically pleasing result.
Here the reader will meet the basic but thor-
ny problems of musica ficta, barring or lack of
same, text underlay, interpretation of phras-
ing, rhythm and tempo, and scoring for vari-
ous combinations of instruments and voices.
Part Two presents chronological surveys of

various types of compositions, first for
soloists and group of soloists, then for larger
ensembles. This section deals mainly with the
choices of historically appropriate performing
forces for each type of composition the musi-
cian might encounter, sacred and secular,
from Medieval monophony to grand Renais-
sance ceremonial motets and entertainments.
The section on techniques describes special

skills that the performer acquires in order to
bring life and clanty to the music.— ornamen-
tation, improvisation, articulation — and how
the student might go about learning and prac-
ticing these skills, based on historical sources.
Finally, McGee's practical considerations

include helpful hints on forming an ensemble,
finding repertoire, and putting together an at-
tractive and rewarding program.
The text is supported throughout by copi-

ous music examples, charts, tables, endnotes,
and an extensive bibliography.
As the author forewarns in the prefatory

passage quoted above, much of his discussion
reflects a personal approach to the subject, an
approach that reLes heavily on performance
experience and analysis of the music itself as
well as reference to contemporary sources.
This gives us a very different kind of book
than, say, Ruben Donington's The Interpreta-
tion of Early Music (London, 1963; rev. 1974),
in which quotations from early writers

formed the substance of the book to the ex-
tent that subjects not covered in contem-
porary theoretical or performance manuals
were, in the main, not discussed. McGee, on
the other hand, tackles a broad range of topics
pertinent to the performer's task; in areas
where historical documentation is missing, he
turns to the music itself. Thus the reader will
find summaries of Renaissance "rules" for text
underlay and musica ficta alongside discus-
sions of subjects for which contemporary de-
scription is sparse or entirely lacking, such as
melodic-rhythmic flow," tempo, scoring, and
"improvising a prelude"; there is even a sec-
tion entitled simply "Style." The book func-
tions, then, as a true learning handbook for
the musician faced with the practical prob-
lems of having to bring the music to life. For
the most part, McGee's approaches to these
problems are sensible, musical, and non-
doctrinaire. Along the way, he urges the
reader to seek, by experimentation and
analysis, his or her own results. This is sound
advice that very few books of this kind offer,
and it is welcome, for just as the author's
knowledge has accrued from trial and error,
so must the student's skills and judgment be
sharpened by continually confronting prob-
lems and making informed decisions. There is
no substitute for this long, arduous process.
In light of repeated encouragements to pur-

sue independent study, one is disappointed
to find deficiencies in that very part of the
book that will help the student to do so: its
supporting apparatus. This is a problem more
of method than content and occurs most seri-
ously in the hopelessly cumbersome cross-
referencing between text, endnotes, and bib-
Lography. I shall try to illustrate various
aspects of this problem with one long but
comprehensive example: on page 118 (chap-
ter 5) we read, "The Medieval polyphonic
repertory available for instrumental perfor-
mance includes several dances." This is fol-
lowed by a reference to endnote 34. We
would like to know what these Medieval
polyphonic dances are and so turn immediate-
ly to the notes for chapter 5 and find, for note
34, "See ch. 11, section 2.4." Here the fun
starts. There are no chapter numbers in the
headings at the top of each page, only the
page numbers, which are scrunched up
against section titles so even they are hard to
read. So one must flip through the whole book
to find the beginning of chapter 11 or go back
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choosing a
wood
recorder . . .
We think that the most important
aspect of choosing a new wood re-
corder is how it sounds to you, and
there's only one way to find that out:
try it! We've found that we are one
of the few early music dealers who

actually let you try a recorder in your own home without obligation
to buy. It's quite easy, really: just call us on the phone. We'll even
send you two or three to choose from, and if you don't find one you
like, we're even willing to send a couple more, just to make sure you
get the recorder that's right for you. And if you STILL don't find one
that suits you, we'd invite you to come visit us in Wichita where you
can sit in our comfortable try-out room and play recorders to your
heart's content, choosing from literally hundreds of instruments in
our stock. Consider, if you will, the following:

• There's every chance that you'll find your "dream instrument" in
your first shipment, because before it's ever shipped to you it is
play-tested, inspected and adjusted by our service technicians. If
it's a bad instrument, we return it to the maker. It is never sent to
you.

• If you don't find that perfect instrument, call us and tell us what
problems you've found with the first batch. Chances are we can
find just the instrument for you, and we'll send it along; it's just
part of our service.

• When you do find the recorder that suits you, you buy without
worry, because our exclusive two-year warranty covers cracks,
defects, even re-voicing!

• Remember, you send no money until you have tried the instru-
ment and found it to be what you want. Also, we pay shipping
out on ALL instrument orders, and you pay no sales tax any-
where outside Kansas.

WICHITA 3AND INSTRUNENITCO.,INC
2525 E. Pa3aLAs WICHITA, KANIS4S 672.t1
(boo) 8.35 -3006

Qt\1 KAM-5NS, cALL. Col _t_PCT: (3f 6) 6M-o2.9fi

to the table of contents. Anyway, after a lit-
tle looking we find that chapter 11, called
"Sources of Literature and Editions," is at the
end of the book, and paragraph 2.4, "Dance,"
is on page 233. Now we look for our Medi-
eval polyphonic dances and see, under the
heading "Repertory," a listing of seventeen
author-title abbreviations that refer us to the
bibliography. Of course, the reader who
knows the sources for this period will recog-
nize some familiar items and will see also that
the list represents all types of dance from the
thirteenth through the late sixteenth cen-
turies. But how is the student or amateur mu-
sician without an advanced degree in musi-
cology to find out which of these seventeen
might contain polyphonic Medieval dances?
Perhaps by checking each item against the
bibliography. Imagining that we are a student
compiling a repertory list of Medieval poly-
phonic dances, we do this and find that:
• The very first citation, AOM 27, refers

to the Anthology of Music volume devoted to
"The Dance"; that's all the information given,
and the only way to find out if the book con-
tains any of our dances is to go to a library
and look. We do, and yes, the first piece in
the book is a two-voice "estampie." Put that
on the list.
• Six entries indicate the contents as simply

instrumental music a4 or a5 but happen to be
late-Renaissance dances. If you have enough
background to know that from the titles, fine;
if not you'll have to look at them all to find
out.
• Another abbreviation refers to Bukofzer's
Studies in Medieval and Renaissance Music,
which contains a classic article on the
fifteenth-century basse dance including, as an
example, one complete two-part dance. But
what about MMR 23? We see that this is a
series of twenty-three volumes devoted to
French Renaissance music both "sacred and
secular, vocal and instrumental"; none of the
titles of the individual volumes are given.
Might volume 23 possibly have some late-
Medieval polyphonic dances? Nope, it is
devoted to four-part dances by Gervaise;
cross off another one.
• The eight remaining references tell us the
manuscript or repertory covered, but three of
these indicate that the music is monophonic.
If by chance you know that the manuscript
London, British Library 29987 contains
monophonic dances, you can eliminate
another one; similarly, if you feel the fifteenth
century is too late for your list, you can dis-
count three more (and the Bukofzer as well).
That leaves Wolf "Tanze," the abbreviation
for an article in the first volume of the old
German Archly fiir Musikwissenschaft. (Hang
in there, we're almost done.) Check out the
Archiv and find, in an appendix, three two-
part dances and a textless three-part "In
saeculum." Yippee. Except one of the dances
is the same as we found in AOM 27.
So the reader using note 34 to chapter 5

goes on a chase through seventeen biblio-
graphical references that lead to three bona
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fide polyphonic Merieval dances — for which
one accurate and complete note would have
sufficed.
I would like to say that this is the only in-

stance of this sort of thing, or evep one of few.
It's not — nor are all the problems a matter of
simple "user unfrienchness." Original sources
are routinely cited without page or folio or
even chapter refererces; texts for the music
examples are not translated, even when the
example represents a complete piece (as in Ex.
2.1b); important and specific information
about lute technique (p. 206) has no docu-
mentation whatever: and, for a final example
of "referencing," p. 104 reveals that the can-
tus firmus for a wcrk like Josquin's motet
Ftecordare, virgo mate-, quoted in Ex. 5.7, "can
sometimes be identified in full by consulting
the Liber Usualis," at which point we are
directed to an endnote, which says, simply,
Liber. PI (The full reference is, of course,
given in the bibliography; but it's not very
helpful without a page number if the reader
doesn't know that Recordare Virgo is an offer-
tory, and that the Liber Usualis is indexed by
chant type.) Add to these examples typo-
graphical errors (p. 244, Musica Discipline for
Musica Disciplina), mistakes (p. 109, "Chan-
son des oiseaux" for "Chant des oiseaux"), and
more than occasion& lapses of editorial vigi-
lance (p. 18, "Many editors solve their ac-
cidental problems (s:c] by playing over the
music at the piano ...."), and one feels a
loosening of confiderce.
I have larded the comments with some

graphic detail for the benefit of the University
of Toronto Press and its editorial staff, where
a good share of the responsibility must rest.
Could a publisher design and assemble —
hastily here, it seems — a book of this kind
without considering what readers it was
meant to serve? (No: in this case, since the
publishers have specifically identified the au-
dience on the inside front flap of the dust-
jacket as "the amateur performing musician
and the serious student.") Or is this book
perhaps an extreme manifestation of the cur-
rent trend, partly eccnomic in origin, toward
production shortcuts in a book's adjunct fea-
tures — notes, bibliographies, indexes, and
other supporting materials? Properly pre-
sented, these are a reader's creature comforts,
an access to a world beyond the limits of that
one book's cover. Particularly for the student,
they should assist, direct, and illuminate.
Oversimplification, beyond a point, leads to
obscurity, confusion, and ultimately, frustra-
tion.
Should it appear that I do not recommend

this book, let me say flat, despite these flaws,
I do. Professor McGee has done a real service
in providing the first comprehensive, practical
overview of the field, and for the conscien-
tious student hoping to gain insight into the
basic principles — and problems — of perfor-
mance of earlier musical styles, his book has
much to offer. (To get over the bumps, one
may always refer to some of the fine articles
and bibliographies in the New Grove. Howard

The Loux Music
Publishing CO.

2 Hawley Lane, P.O. Box 34
Hannacroix, New York., U.S.A.

12087-0034 Tel. (518) 756-2273

Agents for the U.S.A. & Canada:
MagnamJSIC D stributors, Inc.

Sharon, Conn. 06069

We are currently considering music manu-
scripts for publication; write for our in-
struction sheet on manuscript preparation.

"Publishers of fine music for the
recorder and historical woodwinds"
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for
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FREE
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CHRISTMAS MUSIC FOR
RECORDER ENSEMBLE

William Appleby and Frederick
Fowler
CHRISTMAS RONDO
score 355 194-2
parts, each

$5.95
1.20

CHRISTMAS PRELUDE
score 355198-5 $4.80
parts, each .30

CHRISTMAS SUITE
score 355181-0
parts, each

$6.00
1.50

All of the above are based on
familiar Christmas tunes. They
have been arranged for soprano
and alto recorders, with an
optional tenor recorder part, and
piano.

Colin Hand, arr.
TWO CHRISTMAS PIECES
Handel Pastoral Symphony
Corelli Christmas Pastorale
Arranged for recorder trio (SSA)
Playing score 356921-3 $3.75

Music is available at all fine
music stores. In case of difficulty
or if approval copies are wanted,
write to us direct. Write Dept. AR

Music Department

OXFORD UNIVERSITY PRESS, INC.
too MADISON AVENUE, NEW YORK, N.Y. 10016
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Hohner.
From classroom
to concert hall
You may have left the classroom behind,
but you'll never need to leave Hohner.
We offer a fu] line of recorders for the
skilled musxian as well as the beginner.
Recorders beautifully crafted in pear-
wood, rosewood and maple. Sopranino,
soprano, alto, tenor and bass models with
Baroque and German fingerings. As a
serious musician, you owe it to yourself
to try a Hohner recorder. We're sure you'll
be delighted!
For more information on Hohner record-
ers, write to Hohner, Inc., PO. Box 15035.
Richmond,Virginia 23227.

HONNER®
Hohner Inc.. Ashland.Virginia
Hohner Canada Inc.. Don Mills. Ontario
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Mayer Brown's article on "Performing Prac-
tice" is exemplary, as is Lewis Lockwood's
"Musica Ficta" and the contributions of
various scholars to the extended exposition of
"Sources," to mention just a few.) One may
even hope for a success in the marketplace
sufficient to bring the book quickly to a new
and, let us hope, revised edition that will
realize the intention of both author and pub-
lisher in providing, as described in the ad-
vance publicity, "the book that performers
and scholars of ear_y music have been waiting
for."

Kay Jaffee

On Playing the Flute
Second Edition
JoHANN JOACHIM QUANTZ
Translated with notes and introduction by
Edward R. Reilly
Schirmer Books, 1985, xliii & 412 pp.,
$19.95 cloth, $12.55 paper
Essential to the library of any student of

eighteenth-century performance practice are
the instructional treatises of Quantz, C.P.E.
Bach, and Leopold Mozart. Although the ti-
tle of each work mentions a specific instru-
ment (flute, keyboard, and violin respective-
ly), the authors devote little space to matters
of technique. Instead, and more importantly,
they teach the player how to produce the
composer's intended feeling, or "affekt,"
through a proper understanding of the philo-
sophical and aesthetic properties of music.
These works are retrospective in the sense
that they reflect back on high Baroque music
from the viewpoint of the pre-Classic. All
have a compelling sense of time and perspec-
tive. The three authors were, of course, per-
formers themselves, which adds authority to
their writing.
The value of this publication, particularly

for wind players — but, for the reasons noted
above, for others as well—cannot be over-
estimated. Reilly's translation is excellent, his
scholarly apparatus admirably prepared, and
his bibliography so carefully and encyclo-
pedically researched that its contents provide
an in-depth introduction to all aspects of
eighteenth-century performance practice.
After the publication of the first edition in

1966, Reilly went on to publish an adjunct
volume, Quanta and his Versuch (American
Musicological Society, 1971). Here he dis-
cussed such peripheral matters as Quantz's
compositions and ;he dissemination of the
treatise on the Continent and in England. In
three appendices he identified Quantz manu-
scripts and eighteenth-century and modern
editions, and he included an updated bibli-
ography as well.
This second edition incorporates much of

the material from the adjunct volume. In light
of the imminent publication by AR Editions
of forty-two unpublished sonatas, its ap-
pearance provides an impetus for us to re-
examine the Quantz treatise. Reilly has also
added recent research on performance prac-

tice (Donington, Neumann, Mather and
Lasocki, etc.), material on the composer
himself, and supplementary data from sources
as diverse as the International Inventory of
Musical Sources (RISM) and Friedrich von
Huene. Arrows in the text direct the reader
to the appendix for further explication. The
bibliography is now in three parts: the
original, with arrows (primarily for an up-
dating of reprint editions), a new section of
"additional" books and articles, and a sup-
plementary list of Quantz manuscripts and
eighteenth-century and modern editions.
The price of the paperback puts it within

everyone's means. For those who do not own
the first edition, it is the bargain of the year.
Libraries and serious musicians who already

own its predecessor will find that it contains a
significant amount of new material.

Jane P. Ambrose

Contributions to The American
Recorder, in the form of articles, reports,
and letters, are welcome. They should
be typed, double-spaced, and submit-
ted to the editor three months prior to
the issue's publication date. (Articles
are often scheduled several issues in
advance.) Contributions to chapter
news are encotu-aged and should be
addressed to the chapter news editor.

the Ifusisca a modern variant
of the kortholt

Cortols provide the means, at minimum cost, for playing a wide
range of consort music. Well-designed of polystyrene with a
wood-like appearance, they blend well with recorders and fulfill
the needs of early music enthusiasts, soloists and collegituns.
Alto Cortol $98.00 Tenor Cortol $180.00

for further information, please write
Magnamusic Distributors, Inc.
Sharon, Connecticut 06069

ANTIQUE SOUND
'WORKSHOP, LTD

1080 Beacon Street
Brookline, MA 02146

OFFERS THE LARGEST
SELECTION OF IMPORTED

HISTORICAL MUSICAL
INSTRUMENTS IN THE

UNITED STATES

Over 350 models of fine medieval, renaissance, baroque, and modern
recorders by Fehr, Kuen& Roessler, Coolsma, Hanchet, Huber, and other
quality European makers.

More than 400 other historical woodwind, brass, string, keyboard, and
percussion instruments now in stock for immediate delivery to our
customers.

Every instrument custom-serviced before delivery. Each recorder is
revoiced and retuned to our own professional standards and guaranteed
for the life of the instrument.

We offer warranty and non-warranty repairs for every instrument that
we sell, as well as parts, reeds, mouthpieces, bows, strings, cases, and
accessories.

Our complete 32-page
catalogue is available
for $2 postpaid, and
includes a subscription
to our customer
newsletter as well.

Our business hours are
10 a.m. to 5 p.m. Monday

through Friday; our
workshop is open to the
public by appointment
only. (617) 734-7415.
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MUSIC REVIEWS

Dances from Danserye (ATTB)
TIELMAN SUSATO
Edited by Edgar Hunt
Schott 11437, distributed by European
American Music, 1983, score $4.95
Dances from the Sixteenth Century
(SATB)
SUSATO, ATTAINGNANT, PRAETORIUS
Edited by Edgar Hunt
Schott 11490, distributed by European
American Music, 1983, score $4.95
$9.90 for nineteen of the sixty-four dances

from Giesbert's 1936 edition of the Danserye
(eleven in No. 11437 plus eight in No.
11490)?
Let me reminisce. I remember buying the

two volumes of the 1936 edition for $1.10
apiece. I still treasure them, with their funny
sea-horse-shaped clefs for alto and tenor re-
corders playing at pitch, alternate instrumen-
tation, carefully laid-out pages (there are three
bad turns in No. 11437), yes, even the crazily
barred Nachtanze and galliards — errors that
were easily remedied by drawing the bar lines
in the proper places and ignoring the printed
ones.

SWEETHEART
FLUTE CO.

Baroque Flute: repro. of
Stanesby Jr., or our own
"Sweetheart- model

Tabor Pipes
Fifes, Flageolettes, "Irish
Flutes & Tin Whistles.
Send for brochure and/or

antique flute list.

32 So. Maple St.
Enfield, CT 06082
(203) 749-4494

I've checked with a local dealer who as-
sures me that the Giesbert edition is still in
print and costs (at least in his store) $9.60 for
the two volumes. If recorder-players-come-
lately cannot find it, I suppose they must
resign themselves to laying out $9.90 for a
small portion of this indispensable treasury of
Renaissance dances.

Irish Tunes
Compiled by Margit Bazilewski and
Norbert Sikora
Schott 7105, distributed by European
American Music, 1983, $12.95
Do you need/want almost a hundred jigs

and reels to play on your fiddle, &recorder,
flute, banjo, or mandolin, on St. Patrick's Day
or for some equally appropriate festival of ex-
patriate Irish folk? If so, here is your dish of
tea: two dozen 6/8 jigs, fifty-four 4/4 reels,
plus eleven equally undistinguished tunes
with fantastic titles like Patsy Touhey's, Mac's
Fancy, The Hag's Purse, Humours of Whiskey,
Drowsy Maggie, Pinch of Snuff, and Breeches
Full of Stitches.
Your music will be single-line melody (no

text), with chord-letters above for guitar, ac-
cordian, bouzouki, piano, or whatever. In
their introduction the editors confess to hav-
ing collected "little-known tunes." Small
wonder!

Mens Innovata and Other Pavans and
Galliards
ANTHONY HOLBORNE
Edited by Edgar Hunt
Schott 11436, distributed by European,
American Music, 1978, scare $4.95
These three pavan-galliard pairings are

from a 1599 collection of sixty-five dances in-
tended primarily for viols. Like previously
published Holborne dances, they come off ex-
ceedingly well on recorders, provided they
are played at the right pace and with utmost
rhythmic accuracy. Set uniformly for
SATTB, the parts generally lie in the op-
timum recorder ranges, which makes for an
opulent ensemble sound; they are particularly
suited to larger five-part ensembles of compe-
tent performers.
The printing and layout are fine, with no

within-the-piece page turns.
The reviewer came upon what seems to be

an erratum: consecutive seconds in measure
14 of Mens Innovata. The final eighth-notes
in the two top parts sound awful when
played; I would guess that the D—E in the
soprano part should be E—F.
Schott would do us amateurs a great favor

by publishing such five-part music in score
and parts, so that it would cost us somewhat
less than $24.75 for five copies, plus tax,
postage, and handling.

Bernard J. Hopkins

Twelve Chorales for Pentecost and
Trinity (SATB)
JOHANN SEBASTIAN BACH
Biirenreiter- Verlag Basel BA 8075,
distributed by Foreign Music Distributors,
1984, $3.75
These short, easy pieces are printed clearly,
with no page turns. Their simple chordal
structure presents no rhythmic difficulties.
Since the texted top lines tend to be easier
than the untexted lower ones, they could in-
troduce a beginning soprano player or singer
to ensemble music. Several chorales, notably
No. 2 (in A major), give good practice in
sight-reading accidentals. The sources of all
twelve are indicated by their BWV numbers.
Along with "Jesu, meine Freude" are some
less familiar works, all with Bach's wonderful
harmonies and satisfying to play.
This is fine as a performing edition, but the

absence of any kind of editorial notes makes
one wonder where Bach leaves off and the ar-
ranger steps in. Did the composer perhaps in-
tentionally write choral music that also fitted
SATB recorders so that his sons could give it
an instrumental run-through? If not, some
changes must have been made in the original
choral versions in order to make them fit this
combination of instruments. A serious re-
corder player wants to know if pieces have
been transposed, accidentals added, notes or
note values altered, etc. It's possible to trace
down the choral versions through their BWV
numbers and make comparisons, but couldn't
the arranger have spared us the trouble by
providing some explanatory notes in the first
place?

Peg Parsons

164 The American Recorder



Chansons: Forty-five settings in
original notation from Oxford,
Bodleian Library MS Canonici 213
GUILLAUME DUFAY
Edited by Ross W. Duffin
Ogni Sorte Editions SR4, $22.50
This computer-generated facsimile of
Dufay's white mensural notation is elegantly
printed and considerably easier to read than
the original manuscript. Yet it maintains
much of the feeling of the original, even to the
layout of parts on the page. Duffin includes
four photographs of the manuscript, so one
can compare the old with the new.
Dufay, of course, is the basic composer of

the fifteenth century, and the forty-five
pieces printed herein are basic Dufay. Two
are in four parts; the rest are in three. All
have secular French or Italian texts. They
suit recorders well and are lots of fun to play,
even though specialists continue to debate
the authentic manner of their performance.
In addition to two copies of the music, the

publication includes a separate volume of
commentary, with information on mensural
notation, musical and textual forms, in-
strumentation, ornamentation, pronuncia-
tion, ranges, transcription notes, and text
translations. There is no score in modern
notation; for this, the performer should con-
sult the Besseler edition of Dufay's music,
which is available in most public libraries. It is
instructive to compare Besseler with Duffin.
In summary, this is a carefully done edition

of some excellent music. If you are ambitious
enough to tackle the notation, I recommend it
highly.

Gordon Sandford

Music for Crumhorns No. 2
Edited by Bernard Thomas
London Pro Musica MCR2, distributed by
Magnamusic, 1985, $7
This collection includes fourteen five-part

and ten six-part pieces for various combina-
tions of crumhorns. All require a bass, and all
except No. 11 need at least one soprano; the
most frequent groupings are SSATTB and
SAATB. Most are easy to sight-read, al-
though Nos. 10, 14, and 21, for example,
have tricky rhythms that might cause ensem-
ble problems. A welcome inclusion is a
separate "turnover sheet" on which pages
have been reduplicated to eliminate page
turns in four of the pieces. The original
sources for all of them are given.
The editor chose these sixteenth-century

pieces because they could be made to fit on
crumhorns "with a minimum of tinkering."
Occasionally notes are changed or parts ex-
changed to fit the instruments' limited range,
but in general the music has been left intact.
Since few, if any, of these works were orig-
inally intended for crumhorns, they could be
played on other instruments (our group used
viols).
Musica Rara's Crumhorn-Consort An-

thology, published in the 1970s, included
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many lively instrumental pieces, most of them
French, that sounded nice on buzzies. In this
collection, on the other hand., Italian and Ger-
man works predominate, and there is only
one French piece. Nearly half of the selec-
tions have at least one texted line and could
be sung, played, or performed with a mixture
of voices and instruments. Some, like the live-
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ly, rowdy drinking songs, fit the conventional
idea of what is suitable for crumhoms. Others
are somber and religious, with texted cantus
firmi — the kind of music we associate more
with strings than with buzzies. Performed by
really accomplished crumhom players, they
might convince people that the instrument is
more than just a funny, honky noise-maker.
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Four Canzonas (1582) for Four
Instruments
FIORENZO MAsCHERA
London Pro Musica VM6, distributed by
Magnamusic, 1985, score and parts $6
The editorial notes give a brief biography of

the composer (c. 1540—c. 1580), an explana-
tion of editorial procedures, detailed informa-
tion on original sources, and suggestions for
instrumentation. The latter include Renais-
sance viols; violin, cello, and two violas; two
cornetts and two sackbuts; and recorders
SATB, SAAB, and SAAT. The last combi-
nation will not work, since the bass lines of all
four canzonas go below the range of a tenor.
A keyboard or plucked-string continuo in-
strument can be added.
Our group played these pieces on Baroque

viols, TrTnTnB. We enjoyed them all, es-
pecially the first and last. Each is about two
minutes long and fairly challenging; the
hardest thing is counting the rests correctly.
In No. 3, an editorial suggestion about the
time change at bar 11 would have been help-
ful, and at bar 14 the bass line should begin
with a whole-note rest.

Peg Parsons

Four Late 14th Century Pieces (a4)
Borlet, "Le Rossignor; Anon., "Helas je
voy," "Trop ay dure /Par sauvage";
Grimace, "Alarme, Alarme"
Edited by Ralph Harriman
Musica Sacra et Profana 4003, P.O. Box
7248, Berkeley, Calif. 94707, 1983
These songs, written in the polyphonic

style originally developed in the church reper-
toire, present different viewpoints on love.
Their rhythmic complexity and daring dis-
sonances call for players experienced in music
of this period. There should be just one in-
strument per part, or a voice possibly doubled
by an instrument. Recorder, shawm, sackbut,
vielle, viol, rebec, organ, or any of the plucked
instruments are possibilities, and within the
quartet four contrasting sonorities are best.
The alignment and spacing of the notes on

the staff are not always exact or easy to read.
However, the publication does make this
somewhat obscure music available at a
modest price.

Shirley Marcus

Sonata in D minor
JAMES PAISIBLE
Edited by David Lasocki
Earl ham Press EP1002, distributed by
Theodore Presser, 1982, score & parts $5
I had always found the little duet sonatas

that heretofore represented the published
work of Paisible rather boring, and so this one
came as a pleasant surprise. If played mainly
in the French style, it is a beautifully ex-
pressive composition: interesting bass, re-
fined solo part, dramatic and occasionally sur-
prising chordal movement.
David Lasocki has written a model preface.
The biography is brief but clear. Editorial pro-
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cedure is carefully explained and then fol-
lowed. Known sources are listed, with even a
critical annotation cf variant readings from
these sources.
A curious dissonar.ce begins in measure 21

of the third movement, between solo and
bass (C against B-flat). It apparently is found
in all the sources. Given that the dissonance
is intended, I would either not realize the bass
with a 5/3, which makes the solo sound like
the wrong note, or I would avoid playing
B-flat—C—D simultaneously, as is printed
here. As for the rest of Peter Holman's
realization, I would omit all the doublings of
the solo part; otherwise, it is pretty good.

Mock Baroque (SATB or SAT & piano)
A Suite of 20th-Century Dances
JAMES DUNCAN CARE?
Earl ham Press EP 1006, distributed by
Theodore Presser, score & parts $6.75
Cute little pieces, these. Clever, sorta

catchy, and not really difficult (though not
exactly for beginners). The movements are
entitled Tango Baroquita, Baroque Shoe
Shuffle, and Baroque and Roll. In keeping
with the popular idiom, the harmonies are
simple. The piano version is included in case
no bass recorder is available.
Like all other numbers in Earlham Press's
New Recorder Series, score and parts are
printed large and clear — something I appre-
ciate more and more as the years go by.

Peter Hedrick

Zwolf Fantasien fur Altblockflote
Solo
GEORG PHIIIPP TELEMANN
Edition Amadeus BP 425, distributed by
Foreign Music Distributors, 1984, $7.80
Recorder editions of these fantasies usually

contain six of them rather than all twelve. It is
valuable to have the complete set, however,
because in them Telemann uses such a varie-
ty of Baroque forms.
There are a few cptions in transposing

these works from the originals, which are for
flute. This edition treats us to two versions of
Fantasie No. 4, one in D-flat major for the
hardy, the other in E-flat major. Following
standard procedure for recorder transposi-
tion, the editor uses 3-flat major in Fantasie
No. 5, while other recorder editions of the
twelve use F major. Either way, there are
problems with this delightful, unusual piece:
the high range is occasionally difficult in F,
but so are the prestos and ornaments in E-flat.
Similarly, the transposition of a minor third in
Fantasie No. 12 puts It in B-flat minor, which
makes some passages unusually difficult — as
are the high F-sharps in the ecaions using C
minor.
The preface gives helpful definitions but

refers to critical commentary in the back that
is only in German. Other than that, this is a
beautifully printed and reasonably priced edi-
tion of a great collection.

Celtic Fancies
Suite for five recorders
ANDREW CHARLTON
Provincetown Bookshop Edition No. 7, 1985,
scare & parts $9.95
It's difficult to decide where to begin my

long list of reasons for adding this charming,
lyric, and beautifuly arranged set of pieces to
your music library, so rn start with the edi-
tion's only shortcoming: it lacks a preface ad-
dressing the source of the contents and giving
words to some of the songs.
With that out of the way, I'll admit that
Andy Charlton has always been my favorite
arranger for the recorder. Playing or directing
his works is a constant delight, and I'm happy
to add this new tr:umph to my collection.
This suite is for advanced players or in-

termediates who like a challenge. It begins
with Keel Row in an arrangement that ex-
pands that charming melody beyond imag-
ined limits. The tessitura for the soprano is
sometimes very high.
The next movements, Cold and Row,
Wards Brae (with a wonderful drone effect at
the beginning), and Jester's Song will be more
accessible to the intermediate player.
In Westryn Wynde the tenor plays divisions

that are then taken up by each of the other
parts. The final movement, Medley, consists
of folk tunes that are cleverly developed.
All parts are interesting and equally chal-

lenging. The score is in miniature, with
generous-sized parts provided. This is
another fine Provincetown Bookshop Edi-
tion.

Zwolf Sonaten für Blockflote und
Basso Continuo
Nos. 1-4, 5-8, 9-12
ROBERT VALENTINE
Edition Kunzelmann GM 792 a, b, & c,
distributed by Foreign Music Distributors,
1983, $11.40 each
Sechs Sonaten für Altblockflote Oder
Querflote und Basso Continuo, Op. 5
Vol. 1, Nos. 1-3
ROBERT VALENTINE
Edition Amadeus BP 332, distributed by
Foreign Music Distributors, 1984, $13.20
Robert Valentine (1680-1735), or, when in

Rome, Roberto Valentini, was a flutist
whose compositions are delightful in their
lack of predictability. They also contain ex-
quisite examples of the Italian style of or-
namentation at that time. The adagios in
Sonatas No. 6 and 10 in the Kunzelmann edi-
tions and particularly in Sonata No. 3 m the
Amadeus afford the player the finest oppor-
tunities to practice this fluid style of diminu-
tion.
All fifteen sonatas generally go up only to

the alto's high D, and all are in what one
might call civilized keys for the recorder. This
makes at least some of them accessible to
players who are just beginning to explore the
Baroque literature.
Both sets are free of editorial additions in

the solo parts and are beautifully printed.
The main difference between the two is in
the realization. The Amadeus (Willy Hess) is
simple and thoughtful. The Kunzelmann
(Walter Kolneder) is pianistic in style and fre-
quently doubles notes in the melody. It is a
shame to have to ask your accompanist to
remove one-third to a half of the right-hand
realization of these beautiful works.
These works deserve a place in the library

of every player of the Baroque sonata.
Louise Austin
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Westchester
Our second season is off to a promising

start. Three of every four original members
renewed. Response to our April membership
survey was excellent as well as candid; as a
result, we have revised our music program
and developed standards for each of our play-
ing groups that are appropriate to the diversi-
ty of the membership.
Over the summer, we held an informal play-

ing-picnic at the beautiful Ward Poundridge
Reservation on the New York/Connecticut
border. We launched a new membership
drive in mid-August, and we are in the thick
of plans for our first Saturday workshop, cur-
rently targeted for April 4, 1987. More and
more members are becoming involved in
WRG's operations. All told, we're not doing
badly for neophytes.

Claire R. Horn

Columbus
April in Columbus brings out the forsythias

and redbuds, along with friends and neigh-
bors who've kept indoors all winter; it also
brings the annual spring workshop to the Co-
lumbus Chapter and its guests. This year we

were particularly privileged to play under the
direction of our resident teacher of early
music, Marilyn Carlson, well known as the
director of ARS Mideast Workshop.
Our theme was popular tunes from the
Middle Ages and Renaissance as cantus firmi
in larger works. "L'Homme arme" was played
in two quite different settings: a martial ver-
sion by Robert Morton, and an Agnus Dei by
Guillaume Dufay, which was rendered par-
ticularly beautiful by Dan Grieser's viol play-
ing on the lowest part. Other music included
settings of the Medieval "In seculum" and
"Arentrada del tens clar," as well as an enter-
taining quodlibet by Senfl combining the
songs 'Ach Elselein, fiebes Elselein" and "Es
taget vor dem Walde." We ended the day
with a rousing performance of the double-
choir "Noi che cantando," using buzzies as
well as recorders.
Ms. Carlson allowed ample time for us to

work on technical problems and ensemble,
and she paid special attention to articulation.
With plenty to interest the more advanced
player, the day's activities also gave begin-
ners a chance to get off on the right foot (or
finger) with the recorder and early music.

Lewis T. Berman
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LETTERS

The
American
Musical

Instrument
Society is an international

organization founded ri 1911 to promote
study of the history, design, and use of
musical instruments in all ciltures and
from all periods.

The Society holds annual meetings
with symposia, papers, and perfor-
mances of interest to the membership.

The Journal, published annually,
presents scholarly articles on the
history, design, and care of musical in-
st7uments.

The issues of the Newsletter
disseminate information on worldwide
activities, book lists and comments, and
short articles of general appeal to
curators, collectors, performers, and
others interested in musical instruments.

Membership in AMIS is open to both
individuals and institutions. Dues are
$20.00 annually (including institutions):
dues for student membership are sio.00
(students must submit proof of current
enrollment). Applications for member-
ship, along with a check, or bank draft,
payable in U.S. dollars through a U.S.
bank to the Amer car Musical Instru-
ment Society, Inc.. should be sent to
the AMIS Membership Office, do The
Shrine to Music Museum, 414 East Clark
St7eet, Vermillion, SD 51069, U.S.A.

The economics of recorder teaching:
I read with interest Theo Wyatt's re-

sponse, in the November 1985 issue, to
Carolyn Woolston's mention of her chapter's
struggle to pay for first-class music directors.
Mr. Wyatt, who is the organizer of the
Welsh Early Music Week and the Irish
Recorder & Viol course, describes how dif,
ferently the recorder society is organized in
Britain, namely, that all members provide
their services without payment for society
events. Guest conductors travel around the
country and teach workshops gratis. Mr.
Wyatt thinks this is because "those active in
the amateur recorder world over here have
inherited...a tradition of altruism that leads
them to sell their services to workshop or-
ganizers for a song"
As one of those "music directors" and

"guest conductors" who is active in the ARS
and our local early music society, and who
charges for her services, I would like to point
out to Mr. Wyatt that very few of us profes-
sional musicians active in early music in the
U.S. have full-time paying positions in music
that would then allow us to offer our services
gratis to recorder society events. Many of us
rely on our private teaching and — yes —
workshops for our bread and butter. There is
very little government subsidy in the U.S. to
develop and pay for music programs that
would gainfully employ professionally trained
teachers and performers, and academic posi-
tions are few and far between. In recent
years, existing funds have been cut back even
further, putting in jeopardy the few public
programs we do have. The expectation that
the "private sector" and the individual should
pay for the conservation and development of
the arts is growing. There is also a tradition
here, particularly in the western part of the
country, of individual enterprise making up
for the lack of institutional support.
I believe that Britain has a long history of

support for the arts, and that your music
directors and instructors can afford to offer
their services for free because they have pay,
ing jobs elsewhere. Many of us would be
delighted to do the same here were we in that
position; but we are not, and in order to make
a living in music we have had to become our

own boss and organize our own music busi-
ness: private teaching, workshops, lectures,
and concerts.
Mr. Wyatt also talks about the high fees

charged at summer workshops in the U.S.
Here again, those high fees are necessary
when the recorder societies have to rent the
facilities — usually private colleges — and pay
their instructors. For many of us, summer is a
slow time in terms of jobs, and every work-
shop we teach helps some.
I hope all of this will clarify to Mr. Wyatt

the reasons for some of the differences in
organization and finances between the
American Recorder Society and the British
Society of Recorder Players.

Eileen Hadidian
Berkeley, Calif.

The recorder's dynamic range (cont'd.):
With all due respect, I can only agree with
Mr. William Wakeland that he is "too naive
to be writing this letter" (May). Let me
assure him that the recorder affords six
natural means (plus one mechanical of my in-
vention) of playing pp to f while remaining
perfectly in tune.
Two of these means are readily available to

players of moderate ability, as my students at
courses, clinics, and workshops in both hemi-
spheres can testify. In addition, it is perfectly
possible to play crescendos and diminuendos,
both ascending and descending, again with
faultless intonation.
It must be said, however, that control of

recorder tone quality and volume is still in its
infancy, even amongst the majority of players
who have achieved virtuosity in other as-
pects of recorder technique.
Since plans for my twenty-first tour of the
United States are temporarily in abeyance, I
suggest Mr. Wakeland take the next plane to
England, where I will gladly demonstrate to
him the recorder's wide-ranging capabilities.

Carl Dolmetsch
Haslernere, England
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CLASSIFIED

FOR SALE: Recorders: Moeck bass, $250;
Kiang rosewood soprano, $75. Baxter, 18
Hancock St., Lexington, Mass. 02173. (617)
862,1054.

RECORDERS: Sulstantial discounts on
finest professional and school recorders.
Hamel Music Company, Box 184, Berrien
Springs, Mich. 49103. Call toll free (800)
346,4448.

FOR SALE: Von Hi_ene alto #406, a'=440,
ivory mouthpiece and rings, excellent condi-
tion, fine example of von Huene's work, hard
case, $800. Bob Chorneau, 2127 S.W. Coast,
Lincoln City, Ore. 97367. (503) 994-9209.

FOR SALE: Unique and beautiful sixteenth-
century Italian harpsichord, rebuilt by Frank
Rutkowski in 1958. 41/2 octaves, 2 x 8', lute
stop, boxwood keys, ebony accidentals. Orig-
inal cypress soundboard, modem wrestplank
and action. Exquisite tone. Case is very dark
green with gilt scrollwork, interior is red with
gold banding. Included is custom-made, pad-
ded canvas cover. Asking $5500. Please call
Judith Kaplan at (617: 267-1228, or write 285
Clarendon St. #3, Boston, Mass. 02116.

FOR SALE: Harpsichord, Flemish, bentside,
built professionally by Glenn Giutari in 1973
from a Zuckermann kit. Single keyboard,
cherry naturals with black accidentals, 8', 4',
with coupler, divided buff stop. Resonant
tone. Excellent condition. Handsome walnut
oil-finished case with music stand. $3000.
(212) 260-2998.

MUSICAL LIMERICKS. Witty, irreverent,
by David Goldstein, just published, $3.95.
Also Andrew Charlton's latest, Celtic Fan-
cies for five recorders. Score & parts, $9.95.
Provincetown Bookshop, 246 Commercial,
Provincetown, Mass. 02657.

FOR SALE: Von Huene alto and soprano
recorders, grenadilla, ivory mouthpiece and
rings, hard cases, excellent condition, $1200
the set. Moeck alto re:order, rosewood, good
basic instrument, $125; Moeck alto recorder,
plum, good all 'round, $175; Moeck soprano
recorder, palisander, good all 'round sound,
$150. These three are good consort instru-
ments. Maijorie Bernbaum, 32 Lansdowne
St., Brockton, Mass. 02401. (617) 588-8561.

FOR SALE: Prescott Bressan alto recorder,
$575; Loretto sopranc, a' = 415, $350; Loret-
to alto, a' = 440, needs work, S250; Bosworth
shalmei in C, $325; P.O.B. 1322, Blooming-
ton, Ind. 47402.

FOR SALE: Von Huene Chevalier flute,
a'=440, boxwood with ivory fittings, hard
case, $800 or best offer. Linda Bormuth, 54
Westland Ave. #26, Boston, Mass. 02115.
(617) 437-9093.

FOR SALE: Von Huene alto recorder, Den-
ner replica, a'=415, excellent condition,
$695. (303) 447-1589.

FOR SALE: Recorders by Kiang, Rossler,
Aulos, etc., at liquidation prices, e.g., altos by
Kiing, $50, by Aulos, $10. Send for first-come
price list. Hargail, Box 118, Saugerties, N Y
12477.

FOR SALE: Self-teaching Renaissance flute
manual with thirteen graded music examples
for solo, ensembles. $7.25 plus S2 S /H. Per-
rin, 1747 Maltman, Los Angeles, Calif.
90026.

HARPSICHORD MUSIC, solo and ensem-
ble. Best editions from U.S. and European
publishers. Also books on history and per-
formance. Write for free catalogue. Zucker-
mann Harpsichords, Inc., Box 121PAR, Son-
ington, Conn. 06378.

CLASSICAL HARPSICHORDS, forte-
pianos, also sets of parts to build extraor-
dinarily fine historical instruments. Highest
standard custom instruments and kits from
authorized Zuckermann /Way agent. Lowest
factory and workshop prices. Two hours
NYC. Call or write for full details. Yves
Albert Feder Harpsichords, North Chestnut
Hill, Killingworth, Conn. 06417. (203)
663,1811.

HARPSICHORDS, clavichords, Viennese
pianos. Custom instruments and kits. Write
for free catalogue. Zuckermann Harpsi-
chords, Inc., Box 121-AR, Stonington, Conn.
06378.

QUICKLY SET any temperament with Ac,
cutrone Model 120 Tuner. Quartz accuracy,
large library various temperaments at old and
new pitches. Factory direct prices. Yves Fe,

der Harpsichords, Box 640, Killingworth,
Conn. 06417.

Classified rates for The American Recorder:
504 per word, ten word minimum. "For Sale"
and "Wanted" will not be counted but should
always be included in the copy. ZIP code
counts as one word, telephone number as
two words. Send copy plus payment to The
American Recorder, 22 Glenside Ten., Upper
Montclair, N.J 07043.

Payment must accompany copy. Classi-
fied advertisements will not be billed.

Deadlines: December 1 for February issue;
March 1 for May; June 1 for August; Septem-
ber 1 for November.

AN ADVENTURE in a VARIED and
TUNEFUL REALM o. MUSIC

20 DEMIGETFUL & CHALLENGING DANCE
MELODIES, EACH OF A DIFFERENT FOLK.
INCLUDING "TEM SALTY DOG BAG" (USA),
"FUCKING TIP STICKS" (ENGLAND), "THE
ROAD TO LISDOONVARNA"(IRELAND). &
17 OT HIM INMIGUING DANCE TUNES
FROM BRITTANY, JAPAN, MACEDONIA,
BOLIVIA, BUIGARIA, GERMANY, SERBIA,
ROMANIA, POLAND, ARMENIA, CROATIA,
ISRAEL, NORWAT, HUNGARI,
GREECE and CZECHOSLOVAZIA

ARRANGED FOR 3 & 4 RECORDERS and
MIXED INSTRUMENTS, INCLUDING VIO—
LIN, MANDOLU, GUITAR, AUTOHARP,
ACCORDION and VARIOUS PERCUSSION

WITH PICTURES, POETRI, LYRICS and
INTERESTING conizerrAr: ABOUT the
RELATIONSHIP of MUSIC to DANCES

ADDRESS RICHARD GEISISR, 15181
BALLANTREE LANE, GRASS VALLEY,
CA 95949.810 + $1 POST. (+ 6%, CA)

ALSO ASK for CATALOGUE to "MUSIC
TO YOUR FAVORITE INTERNATIONAL &
BALKAN FOLK DANCES" SEND 25a+SASE
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HARG AIL
Specializing in Recorders and Recorder Music

SINCE 1941

RECENT PUBLICATIONS

E.N.209 A. CoreIli, Recorder Trio No. 1 for S.A.T. Recorders
H.-93 Heinrich Schutz, Sinfonia for Recorder Trio, S.A.T.

Canto Sacra for recorder Quartet, SATT(B)
E.N.212 Wm. Croft, Six Sonatas for two Alto recorders, or flutes.
H.-92 Newman & Consoli, Bk. 2 "Little Works of Great Masters"-SS.
E.N.214 Read by Ear, An all-in-one Recorder Book, with a Suzuki

Approach, by Richard H. Perry
E.N.213 Westward Ho! Ho - A childrens' operetta by Mary Partlow
E.N.215 J.S. Bach, Drei Sonaten for Alto & Keyboard in F(C)

Gm(Em) and G(E, original keys).
E.N.211 Gaspar Othmayer (1515-1553) Ten Bicinia Sacra

arranged for recorder duet.
HRW-3 Rooda Book for C - recorders
HRW-4 Rooda Book for F - recorders

The Fiddle Tune Books by Peter Kennedy
B-101 Book I
8-104 Book II
8-103 100 English Folk-dance Airs by Maude Karpeles
Fid. I Praetorius, Terpsichore
Fid. II Erasmus Widmann, Galliarden und Tanze
H-129 Great Masters of the Baroque for Alto & keyboard (W. Bergmann)
H-134 4 Great Masters of the Baroque for Soprano & keyboard (W. Bergmann)
H-146 Handel Festive Pieces (W. Bergmann) SAT or SA and Piano

HARGAIL MUSIC, INC
P.O. Box 118, Saugerties, N.Y. 12477 Telephone (914) 246-9809
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