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THE MUSIC STORE

A Division of Music Music Inc.

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

Moeck
Dolmetsch
Heinrich
Coolsma
Aura
Yamaha
Gill

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

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

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

AESTHE

A NEW
RENAISSANCE SOPRANO
HAS JUST BEEN ADDED TO THE LINE.
NOW YOU CAN PLAY FRESCOBALDI,

VAN EYCK, ORTIZ, ITALIAN 17TH CENTURY...
AT A:440, WITH MODERN FINGERINGS AND

DOUBLE HOLES. THIS INSTRUMENT IS DERIVED FROM
THE KYNSEKER, HAS A TRANSITIONAL TYPE OF BORE,

AND PLAYS FULL 2 OCTAVES. IT IS MADE OUT OF
MAPLE WITH A METAL BAND.

PRICE IS ONLY $250.

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

AESTHE
205 SUNNYSIDE

ROSEMERE, QUEBEC
CANADA, J7A 1N7

TEL: (450)979-6091
FAX: (450)979-4551
BOUDRES@IBM.NET



EDITOR'S
NOTE

If you're like me, you probably find it more
satisfying to think of subjects like outer
space and human development as contin-
uums or networks without clear lines of
demarcation, defining "on-off" buttons, or
hierarchical taxonomy. Even music history
seems to be organized in incrementally
evolving inter-relationsltps that have more
to do with Einstein than with Webster or
Dewey.

But this notion is challenged by the one
moment in time when some imaginative
duct-flute maker or maker-player had the
idea of carving a hole in the back of his or
her tubular instrument in order to help the
instrument kick into the upper octave
without the surge of air previously re-
quired. That really was a breakthrough—
and think of the exciting developments in
musical literature, education, and even in-
dustry that have followed! Where explor-
ers a century ago trekked off to find the
source of the Nile, seekers today look for
the edge of the Universe or, in the case of
modern recorder researener Anthony Row-
land-Jones, the moment of transformation
that created the instrument that still brings
music into our lives 600-or-so years later
(page 10).

This sense of interconnectedness is on-
ly strengthened by the report of vertical
flutes found in a 9,000-year-old burial site
in China (page 6), by the efforts of chapter
members in central Arkansas to bring
high-quality recorder music to radio listen-
ers in their area (page 15), by an American
recorder player coaching an early music
ensemble in Cuba (page 5), and by the
Monterey Bay Recorder Society program in
which members bring the sounds of re-
corders to area schools (?age 29).

* * *
As we went to press, we learned two sad

pieces of news: the crash of EgyptAir Flight
990 claimed the lives of ARS-member
Gloria Berchielli and her friend Anne
Soernssen; and on November 4, ARS past
president Lalloue Davenport, a seminal
figure in the American recorder move-
ment, died at the age of 77. More about
these individuals who gave of themselves
so generously to our field will appear in the
January AR.

Benjamin Dunham
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Statement of Purpose
The mission of the American Recorder
Society is to promote the recorder and its

music by developing resources and standards
for the study and playing of the recorder by

people of all ages and ability levels,
presenting :he instrument to new

constituencies, encouraging increased career
opportunities for professional recorder

performers and teachers, and enabling and
supporting recorder playing as a shared

social experience. Besides this journal, ARS
publishes music, a newsletter, a personal
study program., and a directory. Society

members gather and play together at chapter
meetings, weekend and summer workshops,
and many ARS-sponsored events throughout
the year. ln 1999, the Society celebrates six
decades of service to its constituents.
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Please contact the ARS office
to update chapter listings.
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PRESIDENT'S
MESSAGE

Have you seen "the movie" yet? You
know which one. Every few years,

the industry produces a film with a music
education theme. The current offering is
Music of the Heart, about the phenomenal
success of a Suzuki-method violin teacher
in an East Harlem grace school. I went to
see it as soon as it was released last month.
The first such movie I saw, many years

ago, was The Music Man, about replacing
the sins of the pool hall with 76 trombones.
In more recent times we've had Tous les
Matins du Monde and Mr. Holland's Opus. I
applaud any favorable treatment of music
education in the mainstream media, and I
liked all of these efforts.
The formula is alive and well. The orig-

inal title for Music of the Heart was "Fifty
Violins," no doubt resonating with those
76 trombones. None other than Meryl
Streep plays the leading role, while super-
star Latin/pop singer Gloria Estefan fil:s a
cameo role that will broaden the film's ap-
peal. Our own beloved instrument has a
cameo role too, but, I'm sad to say, in what
may be perceived as a most negative light.
The story is about Roberta Guaspari,

recently abandoned wife and mother of
two young children, who talks herself into
a much-needed teaching job at Central
Park East elementary school in the East
Harlem ghetto of New York City. She hap-
pens to own 50(!) s:udent violins, and
therefore can create a special enrichment
program for the children that becomes a
great success. Of course, everything is
oversimplified. Central Park East is depict-
ed as a stereotypical ghetto school with
problems of racial tension, violence, and
incompetent teachers, saved by Ms. Guas-
paH's innovative prog:am.

In fact, Central Park East has been one
of the most acclaimed public schools in
the country for years, with a long waiting
list of applicants (including many middle-
class families outside the district), thanks
to decades of hard work by principal Deb-
orah Meier, its founder, and her dedicated
staff. Ms. Meier complained to The New
York Times that "the movie turned a chance
to tell a complex story of a good school
nurturing a fellow risk-taker into a simple
tale of good guys versus bad guys."

Bad guys, good guys

Among the bad
guys is the full-time
tenured music teacher.
To illustrate just how
bad he is, he is shown at the head of a class
of listless, bored kids tooting away on so-
prano recorders. It's painful and awful.
Just a few seconds of film, but the damage
is done.
Of course, I went ballistic. I thought of

all the creative, dedicated recorder teach-
ers working miracles in schools around the
country. I recalled the energy and excite-
ment of the participating teachers in the
Orff conference sessions I've attended, and
the enthusiasm attending the new rapidly-
growing Suzuki recorder movement. I
nearly yelled out, "What about Jody Mil-
ler's incredible recorder program at the
McCleskey Middle School in Georgia!"
On the practical side, I started doing

the math. How much does it cost to pur-
chase 50 student violins? How many ele-
mentary schools could afford it? What
about the other 100, 200, 300 children,
even if the instruments could be found?
What would the school have done if Ms.
Guaspari hadn't owned the instruments?

In my view, the recorder can be a magic
wand in music education. Very good qual-
ity, nearly indestructible instruments are
available for just a few dollars, making it
possible for any school to provIde hands-
on music making experiences tc every stu-
dent, drawing from a rich solo and ensem-
ble literature spanning nearly all genre.
Of course, almost everything depends

on the teacher, and I only hope that talent-
ed prospective elementary music teachers
aren't put off by this movie's cheap shot. In
the resulting climate, our Society's com-
mitment to children, as expressed in the
enrichment materials and programs of-
fered by our Junior Recorder Society, be-
comes even more important. Please take
this opportunity to spread the word of the
educational power and accessibility of the
recorder, and of the life-long pleasures it
can bring. Support local recorder teachers,
and help us build our JRS programs.
Don't let school life imitate stereotyped

art.
Gene Murrow

ARS LOGO MUGS!

16 oz. foam-insulated mug
fits most drink holders

Ambidextroust
drinking through
The Closer (TM)

100% spill-
proof lid. Wine
or dark green
with white
ARS logo

Order yours
now for $9
including

postage.

ARS
Box 631

Littleton, CO 80160
303-347-1120

Tbrift of
a Recorder..,
means even more when accom-
panied by a gift membership in
the American Recorder Society.

This season, make certain your
gift of music is enjoyed to the
Fullest by sending along a mem-
bership that entit.es (-our Friend,
spouse, parent, or cbIld to receive
five issues of America.i Recorder,
a directory of recorder players
throughout the U.S. and the
world, discounts on CPs, music,
and some summer workshops,
mailings about events and prod-
ucts of special interest, and
much more.

Include name, address„ and
phone number of both recipient
and donor along with your check
for U.S. $40 (U.S./Canadian
membership)
made out to
"ARS" and
send to .ARS
-gift Member-
ship, 13,az 631,
Littleton, CO
00160-0631.

A signed card
will accompany
your gift.
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TIDINGS
"Han Tol is a fantastic player," says Spanhove.

"The collaboration has turned out extremely well.
Most important is that we agreed on a musical level—

and that the talks about wine have become more frequent."

Han Tol Joins
The Flanders
Recorder Quartet
As New Member

The concerts given this past spring by the
Flanders Recorder Quartet on the Cam-
bridge Society for Early Music series in
Massachusetts marked the American de-
but of Dutch recorderist Han Tol as a new
member of the ensemble.

In September 1998, Fumiharu Yo-
shimine told his colleagues that he was
planning to return to Japan and would
have to leave the ensemble. Although Yo-
shimine didn't know at that point when ex-
actly he would leave, the ensemble mem-
bers felt that they shouldn't delay in seek-
ing a replacement. They realized that it
wouldn't make sense to continue playing
together, because new projects couldn't be
followed-up and that repertoire that
worked well on stage couldn't be recorded
with the same personnel.
"It is always hard to have to replace

someone," says Bart Spanhove. "As a group
you have a particular style, a trademark
blend of quality, creativity, and originality.
This style is the result of years of work and
hours of talks and rehearsals with the peo-
ple closely involved with the ensemble—
and there are many more people involved
than merely the playing members."
"Of course, there was a lot of searching

and pondering involved for Paul, Joris, and
myself, the remaining initial members of
the ensemble," Spanhove continues. "We
didn't see a solution within Belgium, al-
though that would have been the easiest
solution in terms of organizing rehearsals,
etc. Since Fumiharu was wiling to stand
by, we didn't have to decide under time
pressure. This gave us the chance to have
tentative talks with some internationally
renowned recorder players. Eventually we
choose to work with Han Tol, who had a lot
of experience both as a soloist and as an
ensemble player and who reacted with en-
thusiasm to our offer-80 concerts a year,
management in Japan, the States. South

Africa, France, and Belglum, as well as a
contract with the French CD firm Opus
111."
Tol is currently a professor at the

Musikhochschule in Bremen, Germany,
and member of the Freiburger Barock Or-
chester and the Baithasar Neumann En-
semble. Because of the busy calendar of
the Flanders Recorder Quartet, he had to
bring his engagemer.t with the recorder en-
semble "La Fontegara" to an end. He also
stopped teaching at the Rotterdam Conser-
vator, and limited the number of his mas-
ter classes.
"Han Tol is a fantastic player," Bart

Spanhove continues. "The collaboration
has turned out extremely well. In some
ways, our training was pretty much
alike.The Belgian music world was and is
highly influenced by musicians such as
Kuijken brothers, Paul Dombrecht, and Jos
van Immerseel. In The Netherlands, there
was a similar development with Brtiggen,
Leonhardt, and Koopman. Moreover, in
Belgium there were a few of Bruggen's stu-
dents teaching recorder, so that we were
aware of what happened in the north.
"Tol is about five years older than the

three of us, and in the recorder world that
is considered an older generation. Han
could have been our :eacher since his gen-
eration (with Kees Boeke and Walter van

The new conformation of the Flanders
Recorder Quartet, left to right:
Joris Van Goet hem, Han Tol, Bart
Spanhove, and Paul Van Loey.

Hauwe) used to teach students who often
were only a few years younger than they
were. I did, in fact, have a few ensemble
lessons from Han at the Rotterdam Con-
servatory."
The new impulse proved to be very ben-

eficial and inspiring to the other members.
After 12 years of playing together, there
was new feedback, which forced them to
question their usual way of working. "Most
important," says Spanhove, "is that we
agreed on a musical level—and that the
talks about wine have become more fre-
quent..."
The year 2000 will be a very busy year

for the ensemble—concerts in Japan, Aus-
tralia, Canada, Mexico, South Africa, Sin-
gapore, France, Germany, Switzerland,
Belgium, The Netherlands, and North
America. The group has come here annu-
ally since 1993.1n 2000, they plan to make
three separate trips—in March (to Vancou-
ver and Milwaukee), June (for the Texas
Toot and the Berkeley Festival), and Au-
gust (for the Amherst Festival)—and to re-
turn at the beginning of 2001.
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Bits & Pieces

Two recorder players were among the re-
cipients of Early Music America's summer

1999 scholarship program: Risa Kawaba-
ta, newly graduated from Bryn Mawr Col-
lege, Bryn Mawr, Pennsylvania, where she
was a student of Gwyn Roberts, attended
the Amherst Baroque Academy at Tufts
University in Massachusetts, and Alicia
Kravitz, a student at John Jay High School
in Katonah, New York, attended the Indi-
ana University Recorder Academy in
Bloomington. Each workshop received a
$500 grant from Early Music America to-
ward the tuition and expenses of the re-
spective winners. There were 10 entrants
from the U.S. and Canada, including high
school, undergraduate, and graduate stu-
dents. Judges were Mark Kroll, Sarah
Mead, and Russell Murray.
Marilyn Boenau iE the new associate

director of Amherst Early Music, a position
that will succeed to the directorship upon
the retirement of Valerie Horst after the
2000 season.
Clea Galhano was a recipient of a

Jerome Foundation Travel Grant, which
enabled her to spend 10 days in Amster-
dam to develop a reccrder repertory pro-
gram with Marion Verbruggen in prepara-
tion for a tour in the U.S.A. during the cur-
rent season. Galhano was also was a
finalist in the prestigious McKnight Artist
Fellowship program for Minnesota per-
forming musicians.
Ardal Powell has been awarded a grant

by the Society of Authors, a British writers
union, to support continuing work on a
history of the flute and flute-playing ad-
dressed to general readers as well as to
flutists and music teachers. The book, to
be published in a new series on musical in-
struments by Yale University Press, traces
threads in the heritage of the modern flute
and flute-playing that stretch from ancient
times up to the present.

Six American recorder players—David
Bellugi, Elissa Berardi, Deborah Booth,
Judith Linsenberg, Gwyn Roberts, and
Pete Rose—are participating in the annual
'American Recorder Soloists" advertise-
ment placed in the Musical America Inter-
national Directory of the Performing Arts for
the year 2000. The ad (shown on page 35
of this issue of AR) is prepared and subsi-
dized by the American Recorder Society to
make it possible for member professionals
to market themselves at reduced cost in the
"bible" for concert presenters.

1..eft to right, al the recorder 4orkshop with members of the Renaissance

ensemble Ars Longa in Hava 1-1, Cuba: Alain Alfonsc, age 24, reco -ders,

critmhorrs, voice; Aland Lopez, age 23, vihuela, lute, percussion; Teresa Paz.
age 31, director, recorders, voice; Taylis Fernandez, age 17, viola da gamba,

virile; Sarah Cantor; andJenr ifer Vara, age 18, corr etto (in training).

Recorderist Sarah Cantor Works with
Early Music Group in Havana, Cuba
In April 1999, I received official permis-
sion from the U.S. Government to go to Cu-
ba and research the early music scene
there. Looking for manuscripts by Cuban
composer Esteban Salas was interesting,
and hearing .he Story of how each early in-
strument nad fonJ its way L Cuba was
very toucning.

But the climax of my vist. was giving
master classes to the Renaiss mce ensem-
ble Ars Longa. The nine members of the
professional ensemble each receive the
equivalent of $10 a month from the Cuban
government, winch is the average salary
for Cubans.

Ars Longa was founded by 31-year-old
singer and recorder player Teresa Paz who
stuCied cnoral conducting at the conserva-
tor level. Teresa was introduced to the re-
corder in a solfege class, using a plastic in-
strument with German fingenng. In 1995,
she was inspired by an Austrian recorder
ensemble that performed in Cuba. As a fol-
-ow-up to their vlsit, and in support of Tere-
sa's nascent sense of an ear- y music mis-
sion, they sent her a set Moeck re-
corders, which Are Longa has put to good
use. The group also has three Renaissance
recorders made by Peter Kobticzek; these
were commissioned by the Cuban govern-
ment in an effort to enrich aban cultural
life and teach people about ;heir musical
roots through. Ars Longa's per rormances of
early Latin Amer: can music

All of the members of Ars Longa are

comervatcry studen:s or graduates that
Teresa has auditioned and carefully
trained. They have very li:tle access to
recordings, books, instruments, and of
course, other players. The 17-year-old gam-
ba player has only 5e.en someone play a
gamba °ride, and the rest she has taught
herself though a treatise. She went to a
gui:ar maKer with a postcard of a gamba
from a museum in Belgium. and from this
alone, the guitar maker constructed a nice
sounding, but very heavy instrument that
she plays with a cello bow The cornetto
player has been instructec by Teresa to
play only long tones for a few months. She
comes to all the rehea-sals and goes to
Teresa's house daily for supervised long-
tone practice.

In the master class, the ensemble
played scme very spirited villancicos and
divisions by Diego Ort.z with well-in-
fo-med Ganassi articulation, gleaned from
their one treasurec treatise on recorder
playing. The recorder players had devel-
oped a technique o ending notes by clos-
ing the tnroat rather than with the tongue
or by opening the mouth and stopping the
wind Elm. They were very skilled at this
throat technique, bit were thrilled to learn
and experiment wi:h o:her methods. Heft
with a ceep respect and appreciation for
what they have done with so few resources,
and I found their lcve and hunger for early
music tremendous.y ir spiring.

Sarah Cantor
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TIDINGS
"It's a reedy, pleasant sound, a little thin, like a

recorder," said Dr. Harbottle, not a player himself.

End-Blown Flutes Made of Crane Bone
Found in China at Neolithic Site
Recorder players were intrigued in late-
September by reports of a story in the sci-
entific journal Nature about flutes discov-
ered at an archeological burial site in Chi-
na. Based on carbon-14 dating performed
at the site by Garman Harbottle, a chemist
at the U.S. Department of Energy's Brook-
haven National Laboratory, the article in-
dicated that the flutes might be the oldest
playable musical instruments—perhaps
9,000-years-old.
"It's a reedy, pleasant sound, a little

thin, like a recorder," said Dr. Harbottle,
not a player himself.

Excavations in 1979 at the early Ne-
olithic site of Jiahu in the Henan province
had yielded six complete flutes, and frag-
ments of approximately 30 others, all
made from the wing bones of the red-
crowned crane (Grus japonensis Millen).
The intact flutes have five, six, seven, or
eight holes and are not fipple flutes, like
the recorder, or transverse, like the modern
flute, but rather of the open end-blown va-
riety, like the Japanese shakuhachi or
South American quena. The best-pre-
served of the flutes (second from the bot-
tom in the photo) may be heard on the web
at <www.bnl.gov/bnlweb/flutes.html>);
Taoying Xu plays part of "Xiao Bai Car
(The Chinese Small Cabbage), a pentaton-
ic folk song. This flute has seven main
holes plus a tiny hole near hcle 7 (for tun-

ing?). It has been analyzed using a strobo-
scope in tests supervised by Huang Xiang-
peng at the Music School of the Art Re-
search Institute of China. Data were re-
corded for two players blowing twice each
with their embouchures angled at 43° up
and 45° down, across the mouth of flute.
According to the Nature article, the num-
ber and spacing of the holes produce in-
tervals similar to the Western diatonic
scale, suggesting that the Neolithic musi-
cian of the seventh millennium B.C. was
interested in playing melodic music. On
the web site, the flute sounds less like a re-
corder and more like someone whistling.
The authors of the Nature article de-

scribing the Jiahu findings are Juzhong
Zhang, from the Institute of Cultural Relics
and Archaeology of Henan Province in
Zhengzhou and the Archaeometry Labora-
tory at the University of Science and Tech-
nology of China; Changsui Wang, also
from the Archaeometry Laboratory;
Zhaochen Kong, from the Paleobotany
Laboratory, Academia Sinica in Beijing;
and Dr. Harbottle from Brookhaven.

Six of the flutes discovered in jiahu,
China. The second one from the bot-
tom, measuring about 9 la inches,
may be heard in a Chinese folk song
at <www.bnl.gov/bnlweb/flutes.html>.

Winery Workshop
Held in Sonoma,
California

An innovative collaboration between the
Sonoma County Recorder Society
(SCRS', and the Bartholomew Park Winery
brought Northern California recorder en-
sembles together for a first-of-its-kind re-
corder event in Sonoma, California, on
September 12—the "Wine Country Re-
corder Workshop and Concert."
The workshop took place in the win-

ery's museum building, constructed in
1922 on the grounds of the 400-acre
Bartholomew Park. Surrounded by arti-
facts of the Sonoma Valley wine industry
dating back to the 1800s in the winery's
museum of wine country history, the thir-
ty participants first enjoyed a picnic lunch
and wine tasting. Then they began a four-
hour workshop conducted by Frances
Blaker, an intensive playing session that in-
cluded the Badinerie from Bach's Orches-
tral Suite No. 2 (arranged by Blaker), Jakob
Arcadelt's "II Bianco e Dolce Cigno," and
Glenn Miller's "Moonlight Serenade."
The post-workshop concert, held that

afternoon on the park's outdoor stage, fea-
tured (in addition to the workshop orches-
tra) the Blue Oak Consort from Grass Val-
ley, the River City Renaissance Band
from Sacramento, the Hayward Consort,
the Bona Speranza consort from Berkeley,
and the Santa Rosa Recorder Trio, all of
whose members also participated in the
workshop. The consorts introduced many
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Above,
Frances Biaker
conducts
attendees at
the "Wine
Country Re-
corder Work-
shop " spon-
sored by the
Sonoma Coun-
ty Recorder
Soclety and the
Bartholomew
Park Winery.

in the audience to the wide spectrum of
music in the recorder repertoire, playing
Amertan popular music of the early
190Cs Shaker melodies, We: sh folk tunes,
and contemporary compositions in addi-
tion to Renaissance and Baroque fare. Re-
corders were augmented by sackbuts,
crumhorns, and other "loud" instruments
when the River City Renaissance Band per-
formed selections by Holborne, Corteccio,
and Susato. In addition, oboe soloist
Daniel Celidore, who is the permanent
conductor of the SCRS, perbrmed a Tele-
mann Fantasia on oboe.

Based on the enthusiastic response to
the event, SCRS president Stan McDaniel
stated that the workshop and concert com-
bination will likely become an annual af-
fair adding a bit of the "Wtne Country am-
bience" to the rich workshop schedule al-
ready found in Northern California.

In memoriam
J.M. THOMSON (1926-1999)

The editor and writer J.M. (John Mans-
field) Thomson died September 11 in
Wellington, New Zealand, at the age of
73. John was a great friend to the re-
corder movement. He edited the British
Recorder and Music Magazine from July
1966 to May 1967 and again from June
1971 to September 1974. When his at-
tempt to turn it into a journal of wider in-
terest for early music was aborted, he
founded Early Music in 1973 and edited
it until 1983. Thanks to John's taste and
wide musical and artistic connections,
that journal became noted for its high
standards, wealth of illustrations, and
ability to appeal on several levels to
scholars, performers, and music lovers.
At Barrie and Rockliff, then at Faber &
Faber, John encouraged the publication
of books on early music as well as Faber
Music's recorder series. He wrote Your
Book of the Recorder (1968; 2nd ed., 1974)
to introduce young adults to the instru-
ment and collected fourteen of his in-
sightful biographical sketches of modern
recorder players, originally written for
Recorder and Music Magazine, into a
book entitled Recorder Profiles (1972).
Later, he edited the landmark Cambridge
Companion to the Recorder (1995) as well
as a companion Companion to the Flute
(still awaiting publication). His interest
in the visual arts led to his compiling Mu-
sical Delights: A Cavalcade of Cartoon and
Caricature (1984), drawing again on ar-
ticles originally written for Recorder and
Music Magazine.
Although John seemed a fixture in

London, he eventually returned to his
native New Zealand, where for the last
fifteen years of his life he wrote about the
country's music and cultural history. For
his services to New Zealand music, John
received an honorary doctorate from the
Victoria University of Wellington in
1991. For his services to the recorder and
early music he received no such award,
yet he was equally active and influential
in that sphere. Beyond his significant
editing and writing, he served on the ed-
itorial board of American Recorder, be-
came the founding president of the Na-
tional Early Music Association (U.K.),
edited the study The Future of Early Mu-
sic in Britain (1978), encouraged and
mentored young performers and schol-

ars, and ceaselessly promoted the music
and its musicians.

* * *

Let me add a personal note. I first met
John in 1966 when, as a chemistry stu-
dent, I had translated Hotteterre's Prin-
cipes de la flute for my own education,
and my recorder teacher, Edgar Hunt,
told John about me. As the music books
editor for Barrie and Rockliff, he saw the
value of the project and snapped it up.
John also commissioned me to write for
Recorder and Music Magazine, and later
for Early Music. Without his mentoring,
I might never have become a researcher
of woodwind instruments. John was fa-
therly towards me: kindly but firm. He
praised my ideas, but couldn't stand my
youthfully critical attitude towards the
scholarship of others and repeatedly told
me to always be positive and compas-
sionate. I noted, however, that he often
had severe things to say about certain
people in the London music publishing
business, and I understand that his ca-
reer suffered because of his bluntness.
Time and again John invited me over

to his flat and introduced me to impor-
tant figures in the early music world
such as Walter Bergmann, Howard May-
er Brown, Frans BrUggen (of whom he
was an early champion), Kees Otten, and
Hans-Martin Linde. When I complained
that Gustav Scheck, with whom I had
studied during summers, had never per-
formed in England, John promoted the
concerts and master classes himself.
Even in his forties, John was having

severe health problems, and he later had
a series of heart operations. Miraculous-
ly, he hung on and continued with an
amazing productivity into his seventies,
when he was recognized as a prophet
with honor in his own country. A con-
noisseur, a scholar, and a gentleman, he
loved all art music, anything from New
Zealand, wine, the decorative arts, good
prose, and good companionship. He did
his level best to raise the consciousness
of the recorder movement in England,
which tended to be provincial. Working
behind the scenes, he did as much as
anyone to move us towards the educated
internationalism of today. Down Under
or This Side Up, we shall all miss him.

David Lasocki
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FOCUS ON ARS BUSINESS MEMBERS

AMERICAN ORFF-SCHULWERK ASSOC.
Cindi Wobig, Executive Director, Box 391089,
Cleveland, OH 44139; 440/543-5366;
440/543-2687 (fax); hdqtrsAOSA@aol.com;
http://www.aosa.org
AOSA is a professional association of music
and movement educators whose purpose is to
promote the teachings and philosophy of Carl
Orff. The association has approximately 5,000
members and 84 local chapters, holds an
annual conference each November, and pub-
lishes The Orff Echo quarterly.

ABBEY MUSIC MANAGEMENT, Elizabeth B.
Paxson, Artist Representative, 106 Brown Lane,
Orwell, VT 05760-9779; 802/948-2856;
pax4arts@aol.com;
http://www.arioso.com/abbeymusic
Representing Apollo's Fire, Brisk Recorder
Quartet, Terra Nova Consort, The King's
Consort, and other early music groups.

BOULDER EARLY MUSIC SHOP, Ruth L
Harvey, 3200 Valmont Rd. #7, Boulder CO
80301; 800/499-1301; 303/449-9231;
303/449-3819 (fax); r1h1939@aol.com;

' hup://www.bems.com
We sell Medieval, Renaissance, Baroque, and
folk instruments, and sheet music, gift items,
accessories, books, CDs, and tapes. Store hours
are Monday-Saturday, 10:30-5:30. We also offer
prompt mail order service.

COLLINS & WILLIAMS HISTORIC
WOODWINDS, Lee Collins, 5 White Hollow
Rd., Lakeville, CT 06039; 860/435-0051;
collins@discovemetnet;
hup://windworld.com/gallery/co.lins/
Restoration, repair, and maintenance of fine
instruments. We offer authorized repair service
for Moeck, Zen-On, Coolsma, Aura, Dolmetsch,
Mollenhauer, and other makers of quality
instruments world-wide.

COURTLY MUSIC UNLIMITED, INC.,
Richard & Elaine Henzler, 3785 Main Street,
Warrensburgh, NY 12885-1623; 518/623-2867;
800/2-RICHIE; 518/623-2869 (fax);
Richie@CourtlyMusicUnlimited.com;
hup://www.CourtlyMusicUnlimited.com
One-stop shopping for all your recorder needs.
Knowledgeable, friendly service for the
recorderist, amateur or professional. Dedicated
to the Recorder Enthusiast, or those who would
like to be.

HOUSE OF PORTER, Richard Eastman, 961
East Porter Ave., Naperville, IL 60540-5527;
630/355-0495; rme@ntsource.com
Featuring the compositions of Richard
Eastman, prize-winning contemporary com-
poser. Free sample and catalog on request.

JOHN'S MUSIC INC., Margaret Swain, 4501
Interlake N. #9, Seattle, WA 98103; 800/473 -
5194; 206/548-0916; 206/548-0422 (fax);
drums@johnsmusic.com
We offer a large selection of recorder music,
Orff-Schulwerk instruments and books, and
exotic drums, winds, and strings. Mail orders
welcome.

KELISCHEK WORKSHOP/ SUSATO PRESS,
Michael Kelischek, 199 Waldroup Rd.,
Brasstown, NC 28902; 828/837-5833;
828/837-8755 (fax); recorder@susato.com;
hup://www.susato.com
Susato Press publishes recorder music and
methods, Native American music for recorder
or flute, and numerous methods and music for
folk instruments. Kelischek Workshop sells
recorder music from many publishers, and
recorders and service for Moeck, Mollenhauer,
Zen-On, Aulos, and Yamaha brand instru-
ments.

KONG BLOCKFLOTENBAU, Andreas Ming,
Grabenstrasse 3, CH-8200 Schaffhausen,
Switzerland; 4152-630-0999; 4152-630-0990
(fax); kueng-blockfloeten@hallo.ch;
hup://www.kueng-blockfloeten.ch

MAGNAMUSIC DISTRIBUTORS, INC.,
Madeline Hunter, 74 Amenia Union Rd.,
Sharon, CT 06069; 860/364-5431; 860/364-
5168 (fax); magnamusic@magnamusic.com;
http://www.magnamusic.com
Importer/distributor of recorders, historical
woodwind instruments, shakuhachi, and harp-
sichords. Magnamusic holds one of the largest
inventories of early and contemporary sheet
music available in the USA & Canada. Free
catalogs. Prompt, friendly service. Please refer
to our ad for a listing of manufacturer/pub-
lisher information.

MEL BAY PUBLICATIONS, INC., William
Bay, 4 Industrial Dr., Pacific, MO 63069-0066;
314/257-3970; 800/863-5229; 314/257-5062
(fax); email@melbay.com;
http://www.melbay.com
Mel Bay Publications specializes in music
instruction for virtually all instruments in
book, cassette, CD, and video format.

MOECK VERLAG+MUSIKINSTRUMENTEN-
WERK, Sabine Haase-Moeck, Lfickenweg 4,
D-29227 Celle, Germany; 49-05141-88530; 49 -
05141-885342 (fax); moeck.tibia@t-online.de;
hup://www.moeck-music.de. (U.S. agent: see
Magnamusic Distributors, Inc.)

PRB PRODUCTIONS, Peter R. Ballinger, 963
Peralta Ave., Albany, CA 94706-2144; 800/PRB-
0780; 510/526-0722; 510/527-4763 (fax);
PRBPrdns@aol.com

PRESCOTT WORKSHOP, Thomas M. &
Barbara C. Prescott, 14 Grant Rd., Hanover, NH
03755-6615; 603/643-6442; 603/643-5219
(fax); recorders@aol.com;
hup://www.prescottworkshop.com
Baroque and Renaissance recorders personally
crafted by Thomas M. Prescott.

THEODORE PRESSER CO., George Hotton,
1 Presser Place, Bryn Mawr, PA 19010-3490;
610/525-3636; 610/527-7841 (fax) ;
presser@presser.com

Information supplied by
business members responding

PROVINCETOVVN BOOKSHOP, Joel
Newman, 246 Commercial St., Provincetown,
MA 02657; 508/487-0964
Pioneering in recorder and viol music mail-
order since the late 1950s. We don't sell instru-
ments and can concentrate on filling music
orders. Also offer a growing list of recorder edi-
tions by Andrew Charlton, David Goldstein,
and Joel Newman.

RHYTHM BAND INSTRUMENTS, INC., Bob
Bergin, P.O. Box 126, Fort Worth, TX 76101-
0126; 800/424-4724; 817/335-2561;
800/784-9401, or 817/332-5654 (fax);
rhythmband@aol.com;
http://www.rhythmband.com
U.S. distributor of Aulos recorders, plus Sweet
Pipes recorder publications, Chromaharps,
bell sets, and a wide selection of percussion
instruments.

SCHOTT & CO., LTD., Judith Webb,
Brunswick Rd., Ashford, Kent TN23 lEH,
England; 44-1233-628987

SWEET PIPES INC., Laura Bergin, 6722
Brentwood Stair Rd., Fort Worth, TX 76112;
817/446-3299; 800/576-7608, or
817/446-0484 (fax); spmus@aol.com;
http://www.sweetpipes.com
Publishers of recorder materials for students,
teachers, and performers: method books, solos,
ensembles, editions of early music, miscella-
neous recorder items, and quality plastic
recorders.

TOYAMA MUSICAL INSTRUMENT CO., Ltd.,
Takamura Toyama, 41, Oharacho, Itabashi-ku,
Tokyo 174, Japan; 81-3-3960-8305; (U.S. agent:
see Rhythm Band Instruments, Inc.)

VON HUENE WORKSHOP/ EARLY MUSIC
SHOP OF NEW ENGLAND, Nikolaus von
Huene, 65 Boylston St., Brookline, MA 02445-
7694; 617/277-8690; 617/277-7217 (fax);
sales@vonHuene.com;
http://www.vonHuene.com
The Von Huene Workshop makes and deals in
fine Renaissance and Baroque woodwinds. Its
affiliate, the Early Music Shop of New England,
supplies recorders, flutes, reed instruments,
early keyboards, sheet music, and other items.

YAMAHA CORPORATION OF AMERICA,
Michael Schaner, 3445 East Paris SE, Grand
Rapids, MI 49512-0899; 616/940-4900;
616/949-7721 (fax); mschaner@yamaha.com
Markets both wooden and plastic recorders,
along with brass winds, woodwinds, concert
and marching percussion, and all related
accessories.

DOMINIK ZUCHOWICZ VIOLIN/VIOL
MAKER, Dominik Zuchowicz, 35 Kenora St.,
Ottawa, ON KlY 3K7, Canada; 613/729-8956;
zuchowicz.viols@sympatico.ca
Dominik Zuchowicz builds most types of viol
and violin family instruments based on inter-
esting historical examples: e.g., seven-string
bass viols with carved backs after Tielke
(Hamburg), classical cellos after Montagnana
(Venice), and violones in several styles.
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Moeck Recorders and Editions
around the World

Moeck Rottenburgh recorders

have been the world's most

popular solo recorders for the

last 30 years; their playing

qualities have continuously been

refined. Sopranino to bass.

Moeck Steenbergen recorders;

after Jan Steenbergen (1675-1728)

at a' = 415 and a' = 440 Hz.

Soprano and alto instruments.

Moeck Stanesby recorders;

after Thomas Stanesby Sr.

(1668-1734), alto only, with their

high narrow windway and

characteristic timbre, at a' = 415

and a' = 440 Hz.

Moeck Renaissance Consort:

newly designed from sopranino

to great bass in F; ideally suited

for 16th century music.

Moeck Kynseker recorders:

soprano and alto, after

Hieronimus Fran ciscus Kynseker

of Nuremberg (1636-1686).

Moeck Flauto Leggero recorders,

from sopranino to great bass,

are perfectly suited for playing

in consort.

CD

CD

Moeck soprano school recorders

of maple and pea rwood.

Moeck Fiauto 1:

an easily maintained soprano

recorder made of a special

synthetic material.

Moeck Flauto 1 plus:

head as above, but with

wooden lower piece.

Moeck Flauto penta:

a pentatonic soprano recorder

of maple, bead made of a

synthetic material to choice.

* * *

Moeck publishes more than

1000 editions of recorder music

and TIBIA, the respected

German-language magazine for

woodwind players.

MOECH
devoted to recorders and their literature

Sole agent for the USA: Magnamusic Distributors Inc., P.O. Box 338, 74 Amenia Union Road, Sharon, Conn. 06069, USA

Tel. (860) 364-5431 • Fax (860) 364-5168



THE FIRST RECORDER:
HOW? WHY? WHEN?
AND WHERE?

How, why, when and where
did the recorder come into
being?—four questions of

increasing complexity. And
they need to be asked in this

order as the continuing
process of innovation in
instrumental design is

nearly always the result of
changes in musical taste,
style, and performance

practice.

by Anthony Rowland-Jones

The search for the first recorder
appears to be a "Euro-Contest," with Germany,

Holland, France, Spain, and England competing for the prize

How? Duct flutes—this is the
term favored by the organologist

Jeremy Montagu for tubular aerophones
with finger-holes where the sound is pro-
duced by blowing through a windway onto
a labium edge—exist from as long ago as
Iron Age and Viking times. Some are soph-
isticated instruments carefully crafted to
produce a range of an octave or more with
three finger-holes. In this, they resemble ta-
bor pipes that can produce two octaves
with three stages of overblowing. The six-
holed pipe, however, known as "flageol,"
flageolet, or just tin-whistle, produces two
octaves with only one stage of overblow-
ing. The recorder has eight holes (counting
double-holes as one) including the thumb-
hole, which acts as a "speaker" hole to fa-
cilitate production of the upper octave. Be-
fore the 17th century, recorders, being un-
jointed, had paired little finger-holes, one
on each side, to accommodate players
wishing to play either right-hand down or
left-hand down, the unused hole being
sealed with wax. Angels in carvings and
paintings are about equally divided as to
which hand to have lowermost, and Vir-
dung's illustrations in his 1511 tutor show
both ways. So, the Renaissance recorder
had nine holes.

WWHY? The recorder's speaker
t  not only facilitates

the production of notes in the upper regis-
ter but enables them to be articulated gen-
tly and held softly. The overblowing re-
quired to articulate and sustain the upper
register notes of the flageolet causes them
to be louder. On the flageolet, if a note is
played in the second octave and breath-
pressure is gradually dropped, it will slip
back down across the register break to the
lower octave. In theory, it would be possi-

ble to avoid this by using the first finger in
partial venting as a speaker hole, but this
technique is tricky. On the recorder, with
the right thumbing, an upper-octave note
can be articulated softly or played loud fol-
lowed by decrescendo. As breath-pressure
decreases to bring about this change in vol-
ume, the note will of course go flat, but it
will not break downwards until pitch has
dropped considerably and the note has be-
come tonally undernourished.
The recorder, therefore, offers greater

dynamic flexibility than the flageolet.
Many players of the six-holed flageol or
pipe in Medieval times would not, howev-
er, have felt that this mattered, since the
smaller pipes were mainly used to accom-
pany dancing, often in the open air, just as
six- holed pipes are used today in folk-mu-
sic and country dancing. The strength and
penetration of the pipe's upper register is
well suited to this role. Moreover the pipe's
fingering system is much easier than the
recorder's. provided it stays in or close to
its home key; and pipes are made in a vari-
ety of keys and are seldom played from
written-out music. Their nimble-fingered-
ness would be seen as a considerable ad-
vantage, especially for playing divisions on
an oft-repeated tune.

As a boy, rather to my violin-teacher's
disgust, I enjoyed playing what was then
called a penny-whistle. My elder brother
thoughtfully gave me a wooden recorder
(an Adler) for my tenth birthday, but,
though grateful for his generosity, I
thought it was an inferior instrument,
since the fingering was far too complicated
and the top notes much harder to get. This
personal experience probably reflects the
attitude of many 15th-century pipe players
to the newfangled recorder. I was, however,
beginning to play tunes that used several
accidentals, and I then realized that, away
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from its diatonic scale, the recorder's notes
were much more satisfactory in tone-qual-
ity, intonation, and ease of fingering than
those of the six-holed instrument. So I be-
came reconciled to the recorder as my mu-
sical aspirations developed. In "The Me-
dieval Recorder.' —by far the most thorough
and interesting consideration of the sub-
ject yet embarked upon—Dr. Nicholas Lan-
der, quoting Tuschner's 1983 article in Tib-
ia 8 (3), pp. 401-6, on the development of
early woodwind instruments in the light of
the Medieval modes and the Guidonian
hexachord system, regards the greater ver-
satility provided by the recorder's cross-
fingerings as the main reason for its com-
ing into being. (The article is posted at Dr.
Lander's web site, The Recorder Page,
<www.iinet.net.au/-nickl/medieval.html>.)
Dr. Lander also comments that most

wide-bored cylindrical recorders, the usual
pattern, it seems, in the late Medieval and
early Renaissance period, have a range of
only an octave and a sixth. However, up to
the end of the 16th century, parts in writ-
ten music that may have been played on re-
corders, mainly vocal in origin or at least in
conception, rarely exceed such a compass,
although we know little about the range
used by players in the process of extempo-
rization. Nor is there much use of chro-
matic tonalities in late Medieval vocal mu-
sic. The ability of the recorder to play soft-
ly in its upper register must surely have
been an innovation as welcomed as its abil-
ity to play accidentals accurately.
During the Medieval period, instru-

ments were categor-zed as "loud" (haut) or
"soft" (bas). Haut and bas did not general-
ly play together until the later Renaissance.
Except for ceremonial occasions, includ-
ing banqueting and dancing, indoor music
was provided by the soft instruments,
which included plucked strings such as
lutes and harps, bcwed strings such as fid-
dles, and wind ins:ruments such as porta-
tive organs and flu:es (both duct flutes and
transverse flutes), generally in combina-
tion with that most important of all instru-
ments, the human voice. As far as their in-
feriority to the voice allowed, melody in-
struments were expected to imitate singing
(see, for example, Ganassi, Fontegara,
Chapter 1).

lithe evidence of Conrad von Zabem's
1474 De modo ben?. cantandi (found in Car-
ol MacClintock's Readings in the History of
Music in Performance [Indiana University
Press, 19821) can be applied more general-
ly, we know how a singer in this period was
expected to perbrm. Middle notes were
sung with moderate strength, and high

notes with a soft voice, thinner and more
delicate, like the small high pipes of an or-
gan. Changes between these registers
should be gradual, according to the move-
ment of the melody, which should be sung
with life and emotion. Fifteenth-century
composers tended to set words of sadness
or sweetness in the higher softer register.
The eight-holed duct flute cculd come
close to this singing style, which persisted
throughout the Renaissance (e.g., see
Finck, 1556, in MacClintock, pp. 62-3) and
even into Johann Mattheson's time in the
18th century. The six-holed instrument,
because of its overblown upper notes,
could not play in this manner. In England,
at least, the two instruments were seen as
being so different in their capabilities and
purposes that the former was known by a
different name. The Latin "recordari"
means to recollect, think over or dwell up-
on, and the English verb "to record" mean-
ing "to get by heart, to commit to memory,
to go over in one's mind or to repeat or say
over as a lesson" dates from as early as
1225 and was so used by Chaucer in his
Troylus (c.1374). It therefore seems likely
that the recorder derived its name from the
role for which it was primarily intended,
that is to say, in soft music with the voice as
recollecting or musing upon a melody or
phrase enunciated by a singer, imitating
vocal inflections, and weaving a gentle dec-
orative line upon a singer's verbal expres-
siveness. This is exactly what appears to
happen in music by composers such as
Dufay and Dunstable. Sensitive playing of
their three-part music with a recorder,
voice (vibrato-less), and a plucked string
instrument could well be the most effective

Illustration 1:
The Gottingen Recorder

way of understanding why a need was felt
at the time by cultivated music-lovers for
the "invention' of a duct flute with the ca-
pabilities of the recorder.

HEN? Dufay was born in
1400, and by the time he was

composing, the recorder appears to have
been in the process of establishing itself in
Western Europe as an instrument for
courtly music-making. There is good,
though not as yet irrefutable, evidence that
the recorder actually existed well before
1400, taking us back to the time of Landi-
ni and Machaut. The strongest evidence is
the discovery of a recorder (illus. 1)—
thrown away in a deep latrine because its
head had cracked, making it unplayable—
in a town that by happy coincidence is al-
so associated with Handel, the composer
of the finest recorder sonatas. This is Got-
tingen in Lower Saxony.
Details were published in The Galpin

Society Journal (XLVIII, March 1995) by
Dietrich Hakelberg (for fuller references,
see Nicholas Lander's article already re-
ferred to); it was discovered in 1987, but
dating it is difficult —Hakelberg describes
the problems—and it is therefore simply
said to be "of 14th-century origin," a time-
span in changing musical tastes and per-
formance requirements equivalent to that
between Haydn's late Masses and Richard
Strauss's Salome. The only other nearly
complete Medieval recorder is the one ex-
cavated from the moat of a large fortified
manor-house near Dordrecht, Holland, in
1940, and now in the Gemeentesmuseum
in The Hague (Illus. 2). The castle was lived

Illustration 2:
The Dordrecht Recorder
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in from 1335 but was severely damaged in
a siege in 1418 and finally rendered un-
habitable by floods in 1421 and 1423. This
time-span is only a little less than a centu-
ry, but scholars have tended to suggest a
late dating for the instrument, c. 1390 or
early 15th century. Apart from what might
have happened at the siege, it is difficult to
imagine why an unbroken instrument was,
like other garbage, thrown into the moat. It
could not have been highly valued. Was it
perhaps out of tune? (There are signs, ap-
parently, of attempted re-tuning.) Had it
been found too difficult to play in relation
to a six-holed pipe, or less versatile than
the transverse flute?

It is interesting that, while both the two
Northern European archaeological discov-
eries are clearly recorders, they differ sub-
stantially in design, as can be seen from
the illustrations. In particular, the Dor-
drecht recorder has a cylindrical bore, and
in this respect belongs to the category of in-
struments generally represented in early
recorder iconography. The Gottingen re-
corder has an inverse conical bore. This
suggests that both finds might be isolated
examples of experimentation in duct-flute
design, rather than representatives of an
established genre.
While surviving specimens must nev-

ertheless be given pride of place as evi-
dence for the early history of the recorder,
linguistic evidence is also important, at
least in English, the one language that has
distinguished the eight- (or nine-) holed
duct flute from other duct flutes by ac-
cording it a single-word name. But linguis-
tic evidence is even more sparse than ar-
chaeological evidence; only one use of the
word "recorder" has so far been found
from before 1400. If, however, we can feel
reasonably sure that this use refers specif-
ically to our instrument, this one piece of
linguistic evidence becomes very signifi-
cant, since it is securely dated to the year
1388.
Detailed consideration of this early use

of the word "recorder" appears in an article
I have written for the German juarnal Tib-
ia, but briefly, it occurs in the household
accounts of Henry, Earl of Derby, later Hen-
ry IV. The entry was described by Brian
Trowell in a Note in The Galpin Society
Journal for 1957 (pp. 83-4), but Trowell re-
lied upon a reference from a historical
work of the 1890s. With the kind help of
my wife's cousin, Christopher Whittick, a
county senior archivist who is skilled in
reading English Medieval court hand, I
have now discovered that Trowelts source
transcription was a misreading, and in-

complete. Trowell supposed that the word
was "Ricordo," which he suggested meant
a "keepsake" or "souvenir," and that thefis-
tufa (flute) referred to in this accounts en-
try was therefore a gift, possibly from an
Italian. Several later scholars, however,
have made the assumption that the word
"Ricordo" does refer to our recorder, even
though Carter's Middle English dictionary
does not list it as ever having been spelt
with an "i." In fact, the word in the ac-
counts entry is "Recordour" ("-our" being a
common spelling of our "-er"), and the in-
strument was purchased on Henry's be-
half in London, almost certainly for his
own or household use. The way the entry
is worded—fistula nomine Recordour (note
the capital R)—suggests that this was a new
and unfamiliar kind of flute, something
quite different from the six-holed pipe
played by shepherds, peasants, and jon-
gleurs. And it was expensive at "three
shillings and four pence," the modern
equivalent of around a thousand dollars.
But Henry is described by Trowell as "a
keen amateur musician"; he "brought up
his sons to appreciate music and the arts,"
and his wife, Mary de Bohun, played the
gittern. Later literary and iconographic ev-
idence shows that the recorder was pre-
dominantly an instrument for the enjoy-
ment of well-bred amateurs, often in com-
pany with plucked-string instruments. The
recorder's innovative capabilities as an ex-
pressive instrument must have appealed to
Henry's musicianship.

Very thorough work has been done on
references to the recorder in works of liter-
ature; there are also two early lexicon en-
tries (c. 1359 and 1280-1306) referred to in
Christopher Welch's 1911 Six Lectures on
the Recorder (p. 19) that need further spe-
cialist research. The earliest dated literary
references in Henry Holland Carter's Dic-
tionary of Middle English Musical Terms
(Indiana University Press, 1961) are to
1431-8 and c. 1450. The word "recorder"
does not appear in Chaucer, nor in other
14th-century English poems that describe
musical occasions in considerable detail.
Many types of flute are listed in two ro-
mances by Guillaume de Machaut from
around 1330, including "fleustes dont
droit joues quand tu fleustes," i.e., played
straight, not transverse, but none as spe-
cific as the much later 16th-century termi-
nology, "fleute a ix neufte trous," which is
descriptive of the Renaissance recorder.

Illustration 3: Carving from
inner west porch (c. 1230)

of the Frauenkirche, Nuremberg

To the question "when did the recorder
come into being?" we can, from the little
archaeological and linguistic evidence that
has so far emerged, only answer "probably
some time during the second half of the
14th century."

WHERE? Although the evi-
dence of surviving instruments

puts Germany and Holland in the lead in
our "Euro-Contest," iconographic evi-
dence for the existence of the recorder is
not in their favor; rather, it reveals other
contenders. Nevertheless, scanning the
chronological list of illustrations in Dr.
Lander's "Medieval Recorder" article (in
print-out this list runs nearly 50 pages)
shows that before 1400 there are very few
unambiguous representations of the re-
corder, but that there is a gradual increase
in frequency during the 15th century. Tak-
en overall, therefore, iconographic evi-
dence tends to support the rough dating
suggested by the archaeological and lin-
guistic findings for the coming into being
of the recorder, although it is the least reli-
able of the three types of evidence.

A two-dimensional representation of
the recorder, cannot—unless it is diagram-
matic, like Virdung's illustrations—show
the instrument's finger-holes and the
thumb-hole underneath at the same time,
and both are necessary to establish the re-
corder's identity. Nor can a carving do so,
and no sculpture I know of. Furthermore,
artists rarely have a reason to show instru-
ments with the accuracy needed to distin-
guish one form of pipe (shawm, cornett,
flageolet) from another. Although some
artists did enjoy painting detail, the para-
mount artstic effect of a picture, in which
musical instruments may be there mainly
for symbolic or decorative purposes, might
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be better achieved by tendering details in
impressionistic brushstrokes or showing
instruments half-hidden or even distorted.
Artists are just as unklowingly unkind to
organologists in depic-ing the positions of
the player's hands, fingers, lips, and cheeks
(not puffed out for a recorder), the player's
stance, and the placing of the finger-holes
(especially the paired offset little finger-
holes) and the shaping of the mouthpiece
and the labium/window area without
which the identification of a recorder is in
doubt. Even when other features are clear,
the presence of seven or eight holes, and of
paired holes for the little finger, may not
clinch identification, since small shawms
and bagpipe chanters also sometimes had
paired holes for the little finger, and Vir-
dung refers to flutes with seven, eight, and
sometimes more holes that may not neces-
sarily be recorders. So iconographic iden-
tification of recorders, especially in late
Medieval and Renaissance art, often in-
volves inspired guesswork, and inevitably
evokes controversy.

Like literary evidence, iconographic ev-
idence has importalt negative value. For
example, the van Eyoks, in the earlier 14th
century, painted musical instruments, in-
cluding groups of the family of bas instru-
ments to which the recorder belongs, with
minute care, yet no recorders appear in
their work, even in subjects such as Nativ-
ity scenes or the Coronation of the Virgin
where they may quite often be found in
15th-century art. :Howard Mayer Brown
catalogued several hundred Trecento Ital-
ian paintings with musical instruments
without locating any unambiguous re-
corders, although there are many represen-
tations of double pipes, and some of single
duct flutes. In particular, Italian paintings
that were probably intended to display a
complete instrumentarium of the period,

such as the 14th-century frescoes in the
apse of San Leonardo al Largo in Siena, do
not include a recorder. None of the entries
in Lander's list of possible recorder repre-
sentations from the 14th century is from
Flanders and Holland, although this may
be partly because there was considerable
iconoclasm in the Low Countries during
the Reformation when Catholic churches
were transformed into Calvinist temples;
the first Netherlands entry in the Lander
list is dated c. 1450 from Antwerp. Is, there-
fore. the Dordrecht recorder an isolated
phenomenon tried out but discarded?
There is little evidence that would pre-

clude the same question being asked about
the Gottingen recorder, though there is a
possible recorder in a carving among the
many angels on the inner west portal arch-
way of the Frauenkirche in Nuremberg, a
city famed for its instrument-making (see
Illus. 3). This is a whole century earlier, as
it is dated c. 1230. Lander points out that
its blowing end is somewhat reminiscent
of the Gottingen recorder, but it could eas-
ily be interpreted as the head of a small
shawm. The hands are too widely spaced,
with three holes showing between them, to
give us any useful clue. Rather later,
around 1320, what is clearly a single duct
flute appears in the hand of one of nine
minstrel-jongleurs in the page of the
Manesse manuscript in Heidelberg Uni-
versity Library depicting the great Min-
nesinger Heinrich von Meissen (known as
Frauenlob), but the pipe only shows two
finger-holes. No recorders have emerged
from my searchings among works by Ste-
fan Lochner and others of the great late-
Medieval "Cologne School" of painting,
nor in several other important German
artistic centers in this period. The
strongest evidence from Cologne, rather
oddly, may be found in southern Spain
where one, possibly two, instruments that
could well be recorders may be found in
scenes from the life of the Virgin in the fine
embossed bronze entrance doors to the
Monastery church at Guadelupe in Estra-
madura (see Illus. 4); the doors are in-
scribed "Paulus de Collonia" and "Alleman
fecit." It is possible that they were ordered
from a Cologne master and were in place
around 1389. The subject is The Coronation
of the Virgin, who is surrounded by aristo-
cratic bas instruments—harp, lute and por-

Illustration 4: Detail from bronze
doors by Paulus de Collonia (7c. 1239)
of the Monastery Church of Our Lady
of Guadelupe, Estramadura, Spain)

To the question
"when did the recorder
come into being?"
we can, from the little
archaeological and
linguistic evidence that
has so far emerged,
only answer "probably
some time during the
second half of the 14th
century."

tative organ. The soft recorder belongs nat-
urally to such an environment. It is only
the nature of the bas-relief medium, which
makes it necessary for the artist to show all
four fingers of both hands on the instru-
ment, that prevents us from telling how
many finger-holes they cover. Attention
was drawn to this artifact in a ground-
breaking article by Angelo Zaniol on "The
Recorders of the Middle Ages and Renais-
sance," translated in Continuo (November
and December 1984 and January 1985).
The first German painting that is wide-

ly assumed to represent a trio of recorders
also comes from early Renaissance Col-
ogne. It is by the Master of the Lyversberg
Passion, is dated c. 1463, and is now in the
Ake Pinakothek at Munich. The lower part
of each instrument is occluded by angels
in front. But by the second half of the 15th
century there is enough iconographic and
literary evidence to support the belief that
the recorder was by then becoming well es-
tablished as an instrument for courtly mu-
sic-making in all countries in Western Eu-
rope.

Evidence from Byzantine art shows
that single duct flutes were known in East-
ern Europe, especially played by shep-
herds. A shepherd plays such an instru-
ment, of tenor size, in a mid-11th century
mosaic in the southeast squinch of the
dome of the Katholicon Monastery of
Hosias Lukas in Greece. Mosaic is not an
easy medium for precise detail, but this
representation is very recorder-like, de-
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Illustration 5: Detail from fresco, "The
Mocking of Christ" (after 1315), church
of Star° Nagorkino, Macedonia

spite some curio-as fingering. Even mcre
tantalizing is a fresco in the church of
Staro NagoriLno in presen-_-day Macedo-
nia showing "The Mocking of Jesus" (111.
5). It is known to have been painted from
1315 cnwards. The recorder-like instra-
ment is inter.ded partly to be a phallic sym-
bol of lechery and partly to add to the
noise of mockery trade by two enormous
horns, a drum, and cymbals, a function
unsuited to a soft recorder. It is important
to the symbolism that the instrument
should be blown and fingered, and show-
ing tne three holes may be in-:ended to put
beyond doubt that tie sly-looking woman
has a symbol.c duct flute in her hands; the
length of the instrument between the low-
er hole :a the bell-end, however, although
there is no [are, is characteristic o-F
shawms. The artist has made his point ex-
tremely well, Out in is doubtful whether he
has shown us the first recorder. Neverthe-
less, it is worth reca:ling that the sugges-
tion has been made that the recorder "mi-
grated" eas-mards across Europe in the Me-
dieval period. But it has also been
suggested that it found its way to Europe
by a Moorish route, possibly via the court
of Valencia in Spain, where the viol came
into being. =he recorder had to appear first
somewhere and a native origin in Western
Europe to meet the needs of its art-music
is, in my view, a stronger possibility.

If iconograph:c evidence were given as
high a rating as actual recorder finds, the
odds in the Euro-Contest would favor Cata-
lan Spain (the Kingdom of Aragon),
France, and England. The entries in the
Lander list for the first half of the 15th cen-
tury are dominated by Catalan items, al-

Illustration 6: Bourges Cathedral, Chapel, Ste. Solange (bay 26),
angel in upper tracery stained g:ass window (130-09)

though as a compilatior. the list may not
yet present a balanced picture. Dr. Lander
and I agree that the earliest painting in his
list to which the words 'clearly a recorder"
can be applied is the cer ter panel from Pere
Serra's Tortosa altarpiece now in the Mu-
seum of Catalan Art in Earcelona. This was
illustrated and discussed in my article in
American Recorder (November 1997, pp. 7-
13), and a reference back to that artic e will
show the strength and extent of the Cata-
lan claim in our Euro-Contest. It has to be
said, however, that the - dentification of
some of the duct flutes illustrated in that
article as recorders could -De questionable,
and that :he unambiguous Pere Serra re-
corder is only dated c. 1390 on stylistic
grounds, although it cannot be later than
1399 if that date marks the end of Fere's
artistic activities (he diec about 1405.

At the end of the 14ta century, the re-
fined culture of the court of the Kingdom
of Aragon in Barcelona was, like the court
of Richard 11 in London, :much influenced
by France The main cen:ers there were
Paris in the north, Avignon in the south.
and in the east Dijon, the cultivated capital
of the powerful Duchy of Burgundy. Avi-
gnon, under the last anti-Fopes, was cos-
mopolitan and innovative in its music, an
environment conducive tc the deve:op-
ment of instruments, yet I have not so far
been able to discover any evidence for the
existence of the recorder there in the 14th
and early 15th centuries. Al :arpieces from
the Nice School show no recorders, al-
though there is one in an altarpiece bi a
Nice artist in Genoa. Recorders may have
existed in Paris by 1400, but again I have
not yet discovered hard evidence :o sup-

port this After 1400, however, French re-
corder "cossibles" begin to be recorded in
the Lander lists. The earliest is, by good
fortune, datable by neighboring armorial
bearings to 1408/9. This is an angel re-
corder player :n unrestored stained glass in
the upper tracery of a window in a chapel
of Bourges Cathedral (Illus. 6). Bourges, as
capital of Berry, was an important cultural
center, and the glass painter seems deter-
mined to tell as that the instrument he is
painting, and has presumably seen, is an
unfamiliar duct flute with more than six
holes. He misunderstands the instrument
to the extent of making the lower hand fin-
ger it from underneath, reaching around
the body of the instrument. Nine or ten
holes are visible. This confusion, and the
desire to depict a new and fashionable in-
strument worthy of its propinquity to the
arms of Aexander V, a Pope who came
from Berry itself (but he was Pope for only
a year), is reflected in an altarpiece in the
Diocesan Museum at Tarragona. Here the
painter, the Master of Secuita, shows a duct
flute with a: least ten holes; but he gets the
paired little finger-holes right, and since
the altarpiece is no earlier than 1425, he
was perhaps rather more familiar with the
puzzling new instrument played by the lo-
cal aristocracy who may have been among
his patrons. In 1410, only one year later
than the Bourges angel, a tenor recorder is
shown played by a king in Guyart
Desmoulin's Bikle Historiale, illuminated
in Paris but now in the Royal Library in
Brussels (MS.9CO2, f.223). That the re-
corder was well established in France by
mid-century is attested by the Nine Muses

Continued on page 33
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RecordersCCOn the Air"
How one ARS chapter

enriched the programing
of its local radio station

and introd-Aced the recorder
to thousands of people

by Chris Cooke

UI

II

TAKE ONE
The Aeolus Konsort is a small group of

diehard recorder players in central Arkan-
sas who manage to attract just enough peo-
ple every year to squeak in as an ARS chap-
ter. Although we get out and play in public
and receive many compliments, we don't
often attract new players. We decided that
more people needed to hear about us and
about the recorder. One of our members,
Shelley Wold, approached our local Public
Radio Station, KLRE, and wangled an invi-
tation for us to be interviewed by Ann
Nicholson on her weekly arts program,
"The Art Scene." The program would be
aired during "Play-the-Recorder Month."
We sent information about the re-

corder, the American Recorder Society;
and our local chapter to Ann ahead of time.
Bearing in mind that we're a group that
performs so much better with rehearsal
immediately prior to performance, we met
ahead of the interview and drove to the ra-
dio station together, going over our mater-
ial so it would be at the forefront of our
minds: Laurine Williams, our musical di-
rector at the time, would discuss the histo-
ry and technical aspects of the recorder;
Shelley Wold, long-time treasurer of our lo-
cal chapter and current board member of
the American Recorder Society, would talk
about these groups; and I would discuss
the joys of making one's own music and
starting recorder at a mature (sigh) age.

Ann Nicholson is a skilled interviewer.
She put us at our ease while showing us
how the equipment worked and organiz-
ing the technical side. We were fairly re-
laxed by the time we started; the interview
seemed like a continuation of the general
chit-chat. Also, it was reassuring to know
that we were not live and that Ann could
edit if needed. But when Ann asked us
what music we were currently working on,
we realized with a simultaneous gulp that
we had omitted to consider this one point.

Our group had only had a couple of ses-
sions playing through unfamiliar music to
decide which pieces tc work on that sea-
son. There was a pregnant pause before
Laurine leapt in to the rescue.

All that remained was a short perfor-
mance from the now slightly unnerved
trio. Sensibly, we had chosen a piece even I
could play from memory. When the inter-
view was aired in March, Ann included an-
nouncements of our play dates.

A highly enjoyable time was had by all.
Did we get any new members? Well.. no.
Hmmmm.

TAKE TWO
Although playing the recorder in public

and doing an interview on Public Radio
had not netted us new players, our mem-
bers were not discouraged. They decided
that the public might not have realized the
full potential of the recorder. We needed
more recorder music aired, and profes-
sionally played at that! If our group could
donate a selection of outstanding recorder
CDs to KLRE, we thcught, perhaps our fa-
vorite instrument would get more air time.
I went down to the station to review the
CDs already in then- library so that we
would not duplicate what they owned. Af-
ter going through their vast collection of
CDs, we found only three that featured the
recorder. It would be easy to triple or
quadruple their recorder holdings, but I
began to wonder if adding another 10 or
even 20 recorder discs would be noticed in
their overall programing. Perhaps a more
direct approach was needed.

If there are programs featuring guitar,
choir, church music, and organ, why
shouldn't there be a program featuring the
recorder? The answer, of course, was clear.
Now that we were broadcasting "veterans,"
Laurine Williams and I must present a pro-
gram ourselves. The response of KLRE's
program director Taylor Lewis? "Fine,
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KLAE's Ann Nicholson interviews
Chris Cooke and La urine Williams
(right)for "The Art Scene 'program.

For the past three years I have con-
tacted our PBS station and p5ked
them to play at least one selection
every cloy featuring th B. recorder dur-
ing Play-the-Recorder Month. They
have always agreed, and they've
als mentioned P-t-RM. If all chapters
did this, we could saturate the air-
waves with our message. It would
be even more effective if the contact
person was a supportir g member
of tie station.

Below is the message I sent to our
PBS affiliate:

As you may remember, March
is des gnated as Play-the-e-
corde• Month by the the Ameri-
can Recorder Society. We real-
ly appreciate your cooperation
in past years, when you played
ct least one selection featuring
the recorder each day during
the month. We do hope you
will be willing to do it again this
year! We could provide ycu
with a live group if you wish.
We are always thankful that
we live within range of KUAF,
which we have supported since
moving to this area—we listen
to it mcny hours every day.
Keep up the good workl

Bill Rees, Music Director
Bella Vista Chapter, Arkansas

show me a play list
and script."
Fine! O.K. No

problem! We can
do this! First, what
approach to take?
We could safely as-
sume that the gen-
eral public knew
next to nothing
about the recorder
beyond remem-
bering the little
"pipsqueak" they
played in school. So
we thought a "Re-

corder Sampler" was in order—to educate
as well as to ente-tain, and probably sur-
prise, the audience.
We collected a.1 :he recorder CDs from

the libraries of ow -nembers. Six! Time to
shoo. Our greate s: help in the whole
process was American Recorder. The ad for
the ARS CD Club hsts many discs, some
hard to get, along with a little caption de-
scribing the content. The service is fast
and easy. Going through back issues and
reading the Recorders on Disc department
gave more in-depth information and also
described other vendors (ARS members,
for instance, receive 3 13% discount by or-
dering through Pulite Radio Music Source
at <www. 75music.org>; 800-75-MUSIC).

Another source of information came
from the CD listings on the Barnes & No-
ble web site by searching under "recorder."
(The Barnes & Noble bookstores have
been among the mcst generous nation-
wide in hosting PlEy-the-Recorder Month
events —ED.)
Tine to listen t.) the music. What a

pleasure! Habit-forming, too. I actually en-
joyed the forty-minuleclrive to work as I au-
ditioned different CV.. As a plan for the
script, we simply used the history of the re-
corder, illustrating it with musical excerpts
that gave as much variety as possible. We
used SATB recorder •eonsorts and those
with lower instrumen; s, broken consorts,
and of course, solos for sopranino, sopra-
no, and alto with many different accompa-
nying instruments and orchestras. We
even found one piece played by five tenor
recorders. We wanted a variety of perform-
ers, bu: when some CEs weren't available,
we had to repeat a few.

In adopting an historical approach, we
had inadvertently chosen a complicated
way of eginning our b-oadcasting experi-
ence; we needed to fit 17 examples of mu-
sic intc one hour. Tha meant that every
piece had to be short! When writing the

script, we tried to avoid saying "Next we
hear..." too many times. We varied the dia-
logue; sometimes we introduced one piece
of music and other times two related
pieces. Because of the concentrated format
and short pieces of music, we did not re-
peat the tiCe of the previous piece after
each one was played.
Time to go on the air. It's a good idea to

move the jaw, tongue, lips, and hard and
soft palates around as much as possible be-
fore recording. Pre-reading the script out
loud several times is a wise precaution.
Practicing "Non perchT speri, donna" is
helpful, and how many times each day
does one say "accompanying" and "anony-
mous"? We take these words for granted,
but they can come as a shock to one's vocal
equipment when the red light is on.
During the recording session, Taylor

Lewis was infinitely patient, and fortu-
nately, we were not live; editing was not on-
ly possible but essential. I settled down
when I started pretending I was reading a
story out loud. The music was not there,
though, to guide us through the story. After
recording the script straight through, you
leave the CDs behind; the music is edited
in later by computer. I think Taylor was
pleased that our playlist included times
and track numbers. We did the same with
each CD, labeling it with the source, the
play order, and the track number. After this
promising beginning, ill health and staff
turnover prevented the program from be-
ing completed until 18 months later. By the
time the project got back on track, two CDs
had been lost, but fortunately, they were
easily replaced from the ARS CD Club. We
re-read the script, and Taylor was able to
finish assembling "Recorder Sampler."
Time to listen. Laurine and I were both

critical of ourselves and thought the other
sounded great! I've listened to the tape now
several times and have to admit that it's not
too bad for amateurs. The program went
"On the Air' earlier this year and is to be re-
peated in March (in connection with Play-
the-Recorder Month).
Taylor's comment? "It changed (favor-

ably) my point of view on what the re-
corder and recorder consort is capable of."
This was a challenging but educational

experience (my playing has improved by
listening to ;:he experts). The best news is
that we have been asked for further pro-
grams! According to Taylor, they will be
made available for broadcast by other Pub-
lic Radio affiliates.
Did we get any new members? Well, no.

Hmmmm. But I feel sure that something
good will come from our effort.

16 4meri in Recorcla



American Recorder Readers' Poll

Vote for....
"Recorder Player
of the Century"

Li Martha Bixler

• Frans BrUggen

• Howard Mayer Brown

▪ Ferdinand Conrad
• Lalloue Davenport
• Arnold Dolmetsch
1=1 Carl Dolmetsch
• Shelley Gru skin
p Walter van Hauwe

Friedrich von Huene
Edgar Hunt
Erich Katz
Bernard Krainis
Hans-Martin Linde
Kees Otten
Michala Petri
Gustav Scheck
Marion Verbruggen

U Or, my write-in candidate is: 
Mark your choice and return to:
American Recorder, 472 Point Road, Marion, MA 02738.
If you wIsh to be entered in a drawing for an outstanding recorder CD,
please fill in the blanks below. Otherwise, you may vote anonymously.

Name:  
Address:  Phone: 
City: State: Zip: 
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(Order your recorder discs
through the ARS CD Club!

The ARS CD Club makes hard-to-find or lim-
ited release CDs by .412S members available to
ARS members at the special price listed (non-
members slightly higher), postage and han-
dling included. An updated listing of available
CDs may be found at the ARS web site:
<http://ourworld.compuserve.com/
homepages/recorder>.

FOR THE HOLIDAYS
CHRISTMAS MORNING David Young,

recorders; Lisa Franco, celtic harp. Well-known
Christmas music played on recorders and harp with
other Renaissance instruments, recorded in 3D
Surround Sound. #2 Christmas recording in Canada
in 1994. Universe Music. $17 ARS/$20 others

1

LUMINOUS SPIRIT: CHANTS OF HILDEGARD
I VON BINGEN Scott Reiss and Tina Chancey.
I recorders and other early instruments, pIL s Rosa

Lamoreaux, soprano. Fourteen chants by the famous
12th-century German abbess, musician, and mystic.
Koch International. $17 ARS/$20 others.

RECENT ADDITIONS:
AGUA E VINHO Rodney Waterman, recorder,

Doug DeVries, guitar. Brazilian jazz/folk music.
Orpheus Music. $17 ARS/$20 others.

_BAROQUE RECORDER CONCERTI Scott Reiss
and Hesperus. Golden Apple. $17 ARS/$20 others.

CELTIC ROOTS Scott Reiss, recorders, whistle,
hammered dulcimer; and Hesperus, featuring award-
winning Scottish fiddler Bonnie Rideout; Philippe
Varlet, Irish fiddle; Bill Taylor, harps; Grant Herreid,
lutes, guitars, recorder; Tina Chancey, viol, Irish fid-
dle, recorder. 17th- and 18th-century Scottish, Irish,
English and American traditional and parlor rrusic
from the earliest written sources. Maggie's Music.
$17 ARS/$20 others.

A CURIOUS COLLECTION FOR THE COMMON
FLUTE Alison Melville and Colin Savage, recorders;
with other members of M.isick Fyne: Valerie Weeks,
harpsichord; Peter Lehman, theorbo; Ma•garet Gay,
cello. Baroque recorder music of Finger, Philidor,
Telemann, others. $17 ARS/$20 others.

DISTRIBUTION OF FLOWERS Clea Galharo,
recorder; Tony Hauser, guitar. Latin CD featuring
works by Argentinian accordion virtuoso Astor
Piazzolla. Ten Thousand Lakes. $17 ARS/$20 others.

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

FRUIT OF A DIFFERENT VINE Alison Melville,
Natalie Michaud, and Colin Savage, recorders;
A. Hall, piano. Works by Berkeley, Genzner,
Hindemith, Leigh, Staeps, and others. Supported by
the 1994 ARS Professional Recording Grant. S.R.I.
$17 ARS/$20 others.

I LOVE LUCETTE Scott Reiss, Tina Chancey, and
Jane Hershey, recorders and other early instruments;
Rosa Lamoreaux, soprano; Howard Bass, lute.
Charming, baway, and sentimental music from the
French Renaissarce theatrical tradition. Koch
International. $17 ARS/$20 others.

A JOURNEY AMONG TRAVELLERS (CD SHORT)
Peter Bowman and Kathryn Bennetts perform
Donald Bousted's 26-minute quarter-tcnal niece for
two alto recorders. $12 ARS/$14 others.

MINSTREL MINNESINGER, MUSIKER Highland
Park Recorder Society & Chamber Orchestra, Robert
W. Butts, conductor. German music of the Ren-
aissance and Baroque, in live concert performance.
EO Music Publishing. $17 ARS/$20 others.

MUSICK FYNE Alison Melville and Colin Savage,
recorders, and members of Musick Fyne. Baroque
music frcm Scotland and England, including Purcell
and Oswald, and arrangements of music from The
Beggar's Opera by Pepusch. $17 ARS/$20 others.

MUSICK FYNE PLAYS MUSIC OF THE ITALIAN
BAROQUE Alison Melville and Colin Savage,
recorders; with other members of Musick Fyne
(voice, harpsichord, lute/theorbo) and W. M. Gay,
cello. 17th and 18th century duos, trio sonatas, arias,
diminutions. Upbeat Classics. $17 ARS/$20 others.

NEO-MEDIEVAL Tina Chancey, Grant Herreid,
and Scott Reiss. Medieval improvs for a postmodern
age. Dorian Discovery. $17 ARS/$20 others.

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

IN STOCK:
 I.S. BACH: TRIO SONATAS with Judith
Linsenberg, recorder. $17 ARS/$20 others.

BEYOND...CELESTIAL WINDS with David
Young, recorder, and others. $17 ARS/$20 others.

BLISS with David Young, recorders. $17 ARS/$20
others.

BLOCKFLDTENENSEMBLE WIEN $17 ARS/$20
others.

CELESTIAL WINDS I with David Young,
recorders. $17 ARS/$20 others.

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

DANCE!: RENAISSONICS with John Tyson,
recorder, pipe & tabor. $17 ARS/$20 others.

DREAMS INSIDE THE AIR TUNNEL Zana Clarke,
recorder and composer. $17 ARS/$20 others.

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

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

FLEMISH CONTEMPORARY RECORDER
MUSIC, VOL II Geert Van Gele, recorder. $17
ARS/$20 others.

FOR NO GOOD REASON AT ALL Scott Reiss,
Bruce Hutton, and Tina Chancey. Golden Apple. $17
ARS/$20 others.

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

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

LANDSCAPES with David Bellugi, recorders.
$17 ARS/$20 others.

MARIN MARAIS: PIECES EN TRIO (BUDGET 2-
CD SET) with Judith Linsenberg, recorder. $24
ARS/$28 others.

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

ORCHES-
TRA DEL CHI-
ANTI with David
Bellugi, recorder. $17
ARS/$20 others.

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

PRIEST ON THE RUN with Piers Adams,
recorders. $17 ARS/$20 others.

RECORDER BRAVURA with Piers Adams,
recorders. $17 ARS/$20 others.

ROMANCES AND VILLANCICOS FROM SPAIN
AND THE NEW WORLD with Carlos Serrano,
recorders. $17 ARS/$20 others.

SCARLATTI: ISHMAEL (2-CD SET) Elissa Berardi,
recorder; plus five singers and the Brewer Baroque
Orchestra. $3 ARS/$40 others.

SPAIN IN THE NEW WORLD Rosa Lamoreaux,
soprano, with Scott Reiss, Tina Chancey, Mark
Cudek, Robert Eisenstein, and Peter Marshall. $17
ARS/$20 others.

SOMETHING OLD, SOMETHING NEW John
Tyson, recorders, plays Baroque and contemporary
music. $17 ARS/$20 others.

SUZUKI® RECORDER SCHOOL (FOUR VOLUMES)
Recordings to accompany the Suzuki® Recorder
School method books, with Marion Verbruggen,
recorders. $17 ARS/$20 others, for each single CD, or
$33 ARS/$40 others for any two Suzuki® CDs:

Vols. 1 & 2 for Soprano: folk and children's songs,
Baroque dances
Vols. 3 & 4 for Soprano: Handel, de la Guerre,
others
Vols. 1 & 2 for Alto: folk and children's songs,
Baroque dances
Vols. 3 & 4 for Alto: Handel, I.S. Bach, Purcell,
others

TELEMANN: CONCERTO FOR RECORDER AND
BASSOON, VIOLA CONCERTO IN G MAJOR, SUITE
IN A MINOR Philomel Baroque Orchestra with Elissa
Berardi, recorder. $17 ARS/$20 others.

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

Name 

Daytime phone: ( )  

Address:  

1

1
1

1

1

1

1

1

1

1

1

City/State/Zip:  

Check enclosed for
  single CDs x $ = $ 

2-CD sets x $ = $ 1
TOTAL = $  1

1

1
  Exp. Date:   1

Cardholder's signature:   1

1

1

Please charge the above amount to my MasterCard
or Visa:

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



BOOK REVIEWS

LOU HARRISON: COMPOSING A
WORLD. BY LETA E. MILLER AND FREDRIC
LIEBERMAN. New York and Oxford: Oxford
University Press, 1998. 385 pp. Includes
audio CD. Hardcover, $35.00. ISBN: 0 -19 -
511022- 6.
Lou Harrison

(born 1917) has com-
posed more music in-
tended for the re-
corder than Mach-
aut, Dufay, Josquin,
Lassus, Byrd, and
Corelli combined.
This important and
prolific composer's
body of work has been shaped by an eclec-
tic array of passions: East Asian music,
dance, improvisation, tuning and tempera-
ment, percussion -_nstruments, and game-
Ian have been important influences. Harri-
son has been particularly fascinated with
unorthodox instrumental timbres, includ-
ing early instruments such as viol, clavi-
chord, and psaltery. While a student at San
Francisco State University in the 1930s, he
regularly played recorder and harpsichord
and sang in a madrigal ensemble. Miller
and Lieberman, in this wonderfully read-
able study of Harrison and his music, list
eight known corn-positions that include re-
corder in their comprehensive catalogue of
Harrison's works. Two are lost. One was a
controlled improvisation for accompani-
ment of a modern dance. Three are youth-
ful works not authorized for performance.
Of the two that remain, only one—Serenade
for Three Recorders (1943)—has been pub-
lished (by Provincetown Bookshop Edi-
tions/Laureate Music Press) and is readily
available for performance. This small
three-movement piece, written to be played
by Harrison and his friends Henry and
Sidney Cowell, is lyrical and charming,
and leaves one hungry for more Harrison
recorder pieces.

Both Harriscn's music and his life sto-
ry are like a whiff of pure oxygen in the
world of twentieth-century classical music.
As a composer, Harrison, above all, is in-
terested in producing sonic beauty and
melodic expressiveness. In pursuit of this,

Books about two important recorder composers, Bach and
Harrison, and a valuable reference work on the Baroque

he studied Gregorian and Amerindian
chant, Medieval dance tunes, and explored
the music of Handel, as well as Korean,
Chinese, and Javanese music. He has col-
laborated with dancers throughout his ca-
reer, and many of his compositions reflect
his keen interest in French Baroque dance
music, particularly the music of Rameau.
His enthusiasm for building instruments,
best exemplified by his gamelans and
"found" instruments, led him to design
and build two clavichords for his own use.
An avid interest in tuning and tempera-
ment, fed partly by deep study of music
treatises from the Middle Ages through the
Baroque, pervades much of his music.
While Harrison could not be called a

major character in American early music,
his life story has a familiar feel for early
musicians. The number of his composi-
tions involving early instruments or styles
is relatively small among his total output of
300 works. But the openness, the desire to
collaborate with those in other fields (such
as dancers, instrument builders, and musi-
cians of other cultures), the lack of fear of
the unusual, the circumventing of the ex-
pected and the academic, and his sheer col-
legiality were all hallmarks of the Ameri-
can early music scene during the same pe-
riod (from the 1930s onward). Over and
over, Harrison set out to digest what a new
mentor had to teach him about music so
that he could incorporate these new ideas
in his own compositions. Important influ-
ences on Harrison included Cowell,
Charles Ives, Arnold Schoenberg, Harry
Partch, and Korean musicians Lee Hye-Ku
and Liang Tsai-Ping. Harrison was, to
some extent, self-taught as a composer and

scholar, and his life-long curiosity for new
areas of music may stem from his early
need for self-direction.
The book's inclusion of a CD sampling

Harrison's works is a terrific extra. Discus-
sions of Harrison's compositional tech-
niques and influences are fascinating and
thorough, although most of the book could
be read pleasurably by someone with no
knowledge of music notation. General
overviews of related issues, like tuning,
temperament, and the gamelan are com-
plete and understandable. One comes
away from this monograph eager to hear
more of Harrison's music. Indeed, Miller
and Lieberman are perhaps a bit too un-
critical of Harrison's music; it would be
hard for a newcomer to his oeuvre to get a
sense of what his major pieces are and
which pieces are less successful. Overall,
though, this book is a compelling portrait
of a non-conforming composer who in-
vented his own world of music.

Wendy Powers

J.S. BACH (OXFORD COMPOSER
COMPANIONS). EDITED BY MALCOLM
BOYD. New York and Oxford: Oxford Uni-
versity Press, 1999. 656 pp. Hardcover,
$45.00. ISBN: 0-19- 866208 - 4.

This reference work devoted to J.S. Bach
falls somewhere between the traditional
"life and works" approach and that of a
specialized dictionary. The book is pri-
marily comprised of hundreds of alpha-
betically-listed individual entries by 43 dif-
ferent scholars and performers. Although
Bach is naturally the focus of most these
articles, the subjects covered radiate out
widely from the central subject. A "The-

Lou Harrison (born 1917) has composed more music

intended for the recorder than Machaut, Dufay,

Josquin, Lassus, Byrd, and Corelli combined.

While a student at San Francisco State University

in the 1930s, he regularly played recorder and

harpsichord and sang in a madrigal ensemble.

November 1999 19



Get the new Znappy
3nap-on Thumbrests

from 3usatoTM
Snap it on, Slide it up or down.
RO Screws or tool needed!

We make the Snappy Thumbrests in six sizes to fit
most plastic or wooden recorders and pennywhistles.
Made of unbreakable Polycarbonate and available in
Black, Ivory, or Rosewood Color, or in Crystal Clear!

The Snappy is so affordable we suggest
to buy a set of all six sizes and save!

A set of all six Snappy Thumbrest sizes of same color,
fitting sopranino, soprano, alto and tenor recorders: $ 6.00

A set of three Snappy Thumbrest sizes of same color,
fitting soprano, alto, and tenor recorders: #2, 4, 6 $ 4.50

Any single Snappy Thumbrest in your choice of size
and color: No: 1, 2, 3, 4, 5, or 6 $ 2.00

Add $1.50 per order for postage

See our new snappy Thumbresta
in full color on our website:
www.susato.com
Kelischek Workshop for
Historical Instruments

199 Waldroup Road, Brasstown, NC 28902
E-mail: susato@susato.com

Tel: 828-837-5833 Fax 828-837-8755

AN
,c‘e, IN 'l E I" NATIONAL

CHRIS'l MASAcv 23 Carols
From Many Countries

In
4-Part Settings

For
Soprano, Alto, Tenor, Bass Recorders,

And/Or Voices & Viols
By

Gerald Moore
Susato Press Edition MTC99 $12.60
Kelischek Workshop 199 Waldroup Rd.

Brasstown, NC 28902 TeL: 828-837-5833

BOOK REVIEWS
front.)

matic Overview" section at the beginning
of the book lists the following five broad
categories of articles: "Biography and
Background," "The Music," "Perfor-
mance," "Scholarship, Reception, and In-
fluence," and "Technical Terms." Further
sub-categories list more specialized sub-
ject areas, from individual works (includ-
ing articles on each of the 200-plus can-
tatas) through places and buildings asso-
ciation with Bach to significant Bach
interpreters and festivals (Gustav Leon-
hardt and Nikolaus Harnoncourt receive
entries along with other such seminal fig-
ures as Wanda Landowska and Glenn
Gould). Even P.D.Q. Bach gets an entry!

Supplementing these short articles are
several photographic illustrations and a
handful of extended treatments of espe-
cially important topics such as the life and
career of J.S. Bach himself, compositional
forms such as the concerto and the fugue,
and the history of Bach's music on record-
ings. Finally, appendices present a com-
plete works list, a list of text incipits for vo-
cal movements (including information on
instrumentation), a chronology present-
ing the events of Bach's life alongside other
musical and cultural events, a list of per-
formance dates of the cantatas, a Bach
family tree, and a glossary of technical
terms not otherwise covered in the main
body of the book.
While there is no attempt to be com-

pletely comprehensive (even at 656 pages,
the book is much to short for that), the
breadth of topics covered makes the book
very helpful and in many ways a unique re-
source. The book's arrangement makes it
difficult to put together a detailed, sequen-
tial picture of Bach's career and musical de-
velopment, and the brevity of most of the
articles makes it difficult to do justice to
complex topics such as tunings and tem-
peraments (although Bruce Haynes does
an admirable job of concisely explaining
the varying pitch standards of Bach's day).
However, in compensation it allows

some important topics to come to the fore
which do not normally receive emphasis.
This is most notably true of the detailed
treatments of the individual cantatas, one
of which seems to appear every couple of
pages. These works are still little known
but they were the central focus of Bach's
musical life for a substantial portion of his
career and they contain some of his most
glorious mustc, especially in regard to the
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recorder. It is fitting that they should hold
a central place in the discussion of Bach's
life and work, as they do here. Biblio-
graphical references are attached to many
of the individual artIcles and are right up
to date, even including some web page ref-
erences.
The article on th recorder by Michael

Marissen is extensive and knowledgeably
treats of such technical topics as Bach's use
of the upper register and the implications
of varying pitch staadards. The article on
the Brandenburg Concertos, also by Maris-
sen, identifies the fiauti d'echo of the
Fourth Brandenburg as normal alto re-
corders, but the article specifically devoted
to the fiauto d'echo by David Lasocki also
presents the alternative theory that the in-
strument was a special type of recorder,
flageolet, or flute, perhaps even a double-
recorder of some kind. Recorder players
without easy access to scores or recordings
will appreciate the amount of detail pro-
vided in the articles devoted to the can-
tatas in which the recorder has a part.
This book by its nature is not really

suited to providing a fully rounded picture
of Bach's life and achievements. For that
one must turn to a standard full-length bi-
ography. However, as a reference book to

be kept beside the music stand or the
stereo, it will provide much ready assis-
tance and enlightenment.

Scott Paterson

COMPANION TO BAROQUE MUSIC.
COMPILED AND EDITED BY JUllE ANNE SADIE.
Berkeley and Los Angeles: University of
California Press, 1998. 565 pp. Paperback,
$24.95. ISBN: 0-520-21414-5.

This is the paperback edition of a vol-
ume which was first issued by Schirmer
Books in hardcover in 1991 (and reviewed
in the September 1993 issue of American
Recorder). It is just the sort of book one
would like to have in softcover, the more
easily to have it ready to hand for reference.
At 565 pages, the book could easily have
taken the form of a standard chronological
survey of the music of the Baroque. How-
ever, editor Sadie and her 12 fellow con-
tributors have used an innovative combi-
nation of narrative and dictionary-style el-
ements to present a great deal of
information as effectively as possible.

The bulk of the book is comprised of
concise overviews of the musical, cultural
and political scene in each of seven differ-
ent geographical areas of Europe (with a
section also on the New World), each fol-

lowed by an extensive biographical dictio-
nary of musicians associated with each
area. There are also thought-provoking
chapters on vocal and instrumental usage,
national styles, forms, and genres. orna-
mentation, and even the aesthetic issues
surrounding the use of period instruments
and performing styles. A year-by-year
chronology of musical events, a short but
useful bibliography (brought up to date to
1998) and an extensive index round out
the work. This arrangement makes infor-
mation easy to find and gives a well-round-
ed context when it is tracked down.

The recorder only receives passing
mention, but there is a wealth of pertinent
and accessible information on the major
figures in the history of the instrument
(composers, makers, and performers) and
the background to their work.
The only major drawback to the book is

that it is frequently necessary, despite
many cross-references, to associate a given
musician with a very specific geographical
area (say, Lombardy rather than Tuscany)
in order to find his or her biographical en-
try. This is a minor quibble, however,
about a book which is a mine of useful in-
formation in an easy-to-use format.

Scott Paterson

For Christmas (7-
j. /VV. FUZEAU
FAC-SIMILES

John Loeillet (1680-1730)
XII Sonatas in Three Parts, Opera secunda, ca. 1725
Trio sonatas for recorders, flutes, oboes, or violins
Presentation pit. Susi Mohlmeier et Frecler.queThouvenot
xviii -28-28 -28 pages [=IO2 pages] Ft 24 x 33 cm., (ref 5718)  $29

XII Solos, Six for a common flute and six for a German flute, Opera terra, ca. 1729
The first six sonatas are for recorder and continuo, the other six for flute and continuo
Presentation par Susi Mohlmeier et Freclerique Thouvenot
xviii- 50 pages [=68 pages]. Ft 24 x 33 cm., (ref 5756)  $27

Postage: $8 by parcel post, $20 by express

Orders may be placed with secure payment at: www.fuzeau.com

Or by contacting

EDITIONS J.M. FUZEAU S.A.
B.P. 6 - 79440 Courlay, France

Tel: 33 5 49 72 22 13 • Fax: 33 5 49 72 28 98

Peg Hoenack's

MusicWorksTM
Music Literacy for Every Child'

FREE Programs & Products Guide

Toll-Free: 1-800-466-TOOT (8668)

www.netcom.com/-phoenack

Dominik
howicz

Violas da punba
Violins, violas, 'cellos:

modern, classical
and baroque.

Violones and other
contrabasses.

Enquiries welcome at:
,

55 Kenora Street
Ottawa, Ontario

Canada KlY 3K7
(613) 729-8956

" after Busch
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MUSIC
REVIEWS

GOOD TIDINGS, mut. JOSEPH A. Loux,
JR. Loux Christmas Collection No. 21,
1997. Voice or melody instrument with
kbd, and/or recorders, flutes, viols, or
string or wind quartet, sc 8 pp, pts 3 pp.
$11.95.
THYMUS VULGARIS (THE SHEP-
HERDS' CAROL), ARR. JOSEPH A. Loux,
JR. Loux Christmas Collection No. 24,
1998. Voice or melody instrument with
kbd and/or SAA(T)TB recorders, viols,
or string or wind quintet, sc 3 pp, pts 1
p. $6.75.
The Loux Music Company has pre-

sented several practical and effective
arrangements of Christmas music over
the years, and these two new editions are
in keeping with those previous offerings.
Good Tidings includes straightforward
arrangements of five different carols:
"Come to the Manger," "Ms ich bei
meinen Schafen wacht," "Wassail, Was-
sail," "Past Three O'Clock," and "Dame,
Get Up and Bake Your Pie," while "The
Shepherds' Carol" is presented in a
slightly more elaborate setting.

Both volumes feature the same rather
unusual layout. The music is set for en-
semble in score and parts (four voices
for Good Tidings and five voices for "The
Shepherds' Carol") with alternate parts,
when necessary, for instruments other
than recorder. The music is also present-
ed as a melody line (with text underlaid)
accompanied by a keyboard reduction of
the ensemble parts. As a result, the key-
board part is sometimes somewhat awk-
ward to play, while performance direc-
tions in Good Tidings involving the alter-

Music for the Christmas season, suites from the French
Baroque, hits from the Middle Ages, the Renaissance, and the

19th century, Scottish folk tunes, and a new work by Matthias Maute

nation of verse and refrain are not clear-
ly spelled out in the ensemble parts.
These problems are not insurmount-

able, however, and are well worth sorting
out in order to enjoy the melody-cen-
tered yet full-bodied effect of Loux's set-
tings. "The Shepherds' Carol" uses the
most advanced harmonic language, and
it and "Dame, Get Up and Bake Your Pie"
feature short instrumental interludes,
but all the settings could easily be used
as sing-alongs for those who know the
carols. Each setting would also work
nicely in its purely instrumental guise
even for a beginner group, although
some patience may be necessary in
working out the changing time signa-
tures in "The Shepherds' Carol."
The presentation is clear and error-

free. String players will want to note that
the string quintet referred to for "The
Shepherds' Carol" is comprised of three
violins, viola (or fourth violin) and cello.
Also, wind players should note that the
wind quintet is comprised of C instru-
ments only (flutes and/or oboes and
bassoon) and that in the Good Tidings
settings the three flutes will need to be
accompanied by a bass instrument.

3 CHRISTMAS HYMNS (1597), BY JO-
HANN ECCARD, ED. BERNARD THOMAS.
London Pro Musica Early Music Library
321 (Magnamusic), 1997. 5 voices or in-
struments. 5 sc, 4 pp each. $5.00.

Johann Eccard (1553-1611), who
earned a special reputation for his
chorale settings, was a student of Orlan-
do di Lasso. The three works presented

Johann Eccard deserves his reputation, as these
three settings are simple enough for a beginning
ensemble to tackle, but sophisticated enough in
their effect for an advanced ensemble looking for
unfamiliar music for a Christmas program
(Eccard's setting of the ever-popular "In dulci
jubilo" will be especially welcome in this regard).

in this LPM edition are Christmas
chorales: "Der Tag, der ist so freudenre-
ich," "Vom Himmel hoch da komm ich
her," and "In dulci jubilo." Editor
Thomas has presented the music to al-
low some flexibility of performance,
providing full texts (though no transla-
tions) with the first verse underlaid in all
parts, but also printing the alto parts an
octave up for easy use by recorder play-
ers. As is usual with the Early Music Li-
brary editions, clearly legible scores are
provided for each player. Consorts can
experiment with different instrument as-
signments (highest and lowest notes are
shown at the beginning of each part), the
only smail difficulty being the need for
an alto player to read up an octave on the
top line of "Der Tag, der ist so freudenre-
ich."

Eccard deserves his reputation, as
these three settings are simple enough
for a beginning ensemble to tackle, but
sophisticated enough in their effect for
an advanced ensemble looking for unfa-
miliar music for a Christmas program
(Eccard's setting of the ever-popular "In
dulci jubilo" will be especially welcome
in this regard). It would be nice to see
more of Eccard's work brought forward
in modern editions.

Scott Paterson

THE LITTLE DRUMMER BOY, HAL-
LELUJAH, BY V. YOUMANS, ARR. HEIDI
BRUNNER. Universal Edition UE 30458
(European American). SATB, sc 8 pp, 4
pts, 2 pp each. $ 10.95.
Universal Editions offers recorder

players a broad selection of publications
in various styles and accompaniment
formats including jazz, folk, and Latin
American repertoire. These new works
by Heidi Brunner expand her list of pop-
ular tunes arranged for quartet. "The Lit-
tle Drummer Boy" begins with a melod-
ic duet between the soprano and alto
while the tenor and bass provide the
repetitive drum part. The latter players
are required to articulate low D and low
G respectively throughout the first 28
measures of the piece. Brunner allows
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the tenor melodic material the second
time around, but the bass player rarely
gets to jump up to the dominant and
plays only one shot melody in unison
with the soprano and alto. "Hallelujah!"
is an arrangement of a sprightly foxtrot.
It offers more variety for all players with
good contrast between the bass and
rhythmic inner parts against the sopra-
no melody. Individual parts have large
print on a single page per work. Both se-
lections are in suitable recorder keys and
are playable by young ensembles.

A CAROL CONCERT, ARR. GEOFFRY
RUSSELL-SMITH. Universal Edition UE
17350 (European American), 1997. SS,
sc 30 pp (2 copies), pts 12 pp each (6
copies), word sheet 2 pp. $ 29.95.
Geoffry Russell-Smith has arranged

this set of seven well-known carols for
unison choir, two-part soprano recorder
group, and piano accompaniment, with
indications for optional audience partic-
ipation. "Away in a Manger" is scored for
choir with piano doubling the vocal part
throughout, making it a good option for
inexperienced sIngers. The arranger
suggests omitting recorder parts if they
are too dominant or confusing for young
voices. "Oh Come All Ye Faithful," "0 Lit-
tle Town of Bethlehem," "Holly and the
Ivy," "Good Christian Men Rejoice," and
"Hark the Herald Angels Sing" all indi-
cate optional audience participation, al-
though sometimes only for a final verse.
The piano accompaniment is sensitively
written to enhance vocal and recorder
lines and rarely just doubles them. Char-
acteristic of Universal publications,
print quality is excellent, and the edition
is user friendly. In addition to two full
scores for conductor and accompanist,
the set contains a word sheet with all
verses, and six recorder scores. No vocal
score is provided, presumably because
the melodies are traditional. Some teach-
ers at the middle school level may prefer
that students have the option of reading
a score, particularly because "Away in a
Manger" and "Little Town of Bethlehem"
use the English melodies!
The recorder parts are well-written in

KEY: rec-reconder; S'o-sopranino; S-soprano;
A-alto; T-tenor; B-bass; gB-great bass; cB- contra
bass; Ti-treble; qr.-quartet; pf-piano; fwd- fore-
word: oproptional; perc-percussion; pp- pages;
sc-score; pt(s)-part(s); kbd-keyboard; bc-basso
continuo; hc-harpsichord;P/H-postage and han-
dling. Multiple rev.ews by one reviewer are followed
by that reviewer's name.
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a pleasing duet format. They stay within
the low C to high C range in comfortable
keys with limited chromaticism. Perfor-
mance suggestions are innovative, giv-
ing the conductor many options for tutti
versus solo or smaller group playing.
Middle school/junior high recorder en-
sembles will find this unique arrange-
ment of carols well worth the investment
and a versatile addition for the holiday
season.

Leslie Jane Timmons

ILLUMINATIONS: A COLLECTION
OF MEDIEVAL MELODIES, BOOK I,
ED. ZANA CLARKE. Orpheus Music OMP
017 (available from Boulder Early Music
Shop), 1998. Various instruments, sc 32
pp. $22.00.
This edition grew out of Zana

Clarke's years of experience with Canti-
gas, a Medieval instrumental ensemble
in Australia. Many of the selections in it
are also included on three recordings
made by the ensemble, which are avail-
able for purchase from the publisher.
The ccllection consists of 16 single-

line song and dance melodies and 10
duets and trios, secular and sacred, from
12th-, 13th-, and 14th-century England,
France, Germany, Italy, and Spain.
While most of the selections are anony-
mous, some familiar composers, includ-
ing Machaut and Landini, are represent-
ed. Also included is the earliest known
piece of three-part polyphony (c. 1140)
and a troubadour song by the Comtessa
de Dia, one of the earliest-known women
composers

An introductory section provides
helpful suggestions for performing the
monophonic selections. It includes in-
formation about the use of drones and
parallel perfect intervals as well as ideas
for orchestrating the melodies and im-
provising or composing solo passages
and counter melodies. Sample orchestra-
tions are given for a short song and a
multi-sectional dance. Since rhythms are
not always clearly indicated on Medieval
manuscripts, some of,the melodies have
been transcribed in free rhythms, while
others are strongly metrical. This pro-
vides a good deal of rhythmic variety.
The seven duets and three trios com-

prise various compositional styles—sim-
ple melody over moving drone, note-
against-note writing, voice exchange,
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florid melody over a simpler accompani-
ment, etc. Some pieces have two or more
parts in the same register, while others
show a clear separation of voices. En-
sembles would need to experiment to de-
termine the best instrumental combina-
tions for each piece.
This collection of accessible melodies

is well suited to a mixed ensemble
(bowed and plucked strings, winds, and
percussion) interested in exploring Me-
dieval music. Either early or modern in-
struments could be effective. Players at-
tempting historically informed rendi-
tions would, however, prefer a more
scholarly edition that includes incipits,
clearly marked editorial changes, and a
complete list of original manuscript
sources. Obvious errors were found only
in the last piece (top line in measure 4),
and a few places in the duet and trio
scores require musica ficta. Printed on
yellowish, glare-free parchment paper,
this book is easy on the eyes, and it is at-
tractively decorated with miniatures of
Medieval musicians. It would make a
most enjoyable in:roduction to music of
the Middle Ages.

MEDIEVAL & RENAISSANCE MU-
SIC FOR RECORDER, ED. ROBERT BAN-
CAIARI. Mel Bay MB96330, 1999. S and
guitar, 29 pp. $7.95.
This fake boo-s, consisting of single-

line melodies and chord symbols for
eleven Medieval and twenty-nine Renais-
sance selections, is presumably intend-
ed to introduce popular and folk musi-
cians to the wond of early music. One
would, therefore, expect to find a fairly
detailed preface, including some histori-
cal background and something about
early music performance practices. In-
stead, the editor has provided one page
of "performance notes," which are mere-
ly brief definitions, and they are so full of
errors as to be confusing rather than
helpful. "Trouve:e," "ballade," and "ron-
deau," for example, are defined as "three
Medieval French song forms," but the
two musical selections entitled "Trou-
vere" are subtitled "Ballade" and "Vire-
lai" respectively. "Lied" is defined as a
"Medieval German song," but the five
musical examples are all from the late
Renaissance, and the word "lied" is mis-
spelled twice. 'Pavane" is defined as a
"slow, solemn Spanish dance," and "pad-
uan" as a dance in "quick 6/8 meter."
Horrors!
The Medieval section consists of

French and Lalian song and dance

Two Sets of Suites from the French Baroque

COMPLETE DUOS (1708, 1712,
1717, 1722), BY JACQUES 1101 1E1 ERRE,
ed. David Katz. Dolce 706 (Magnamu-
sic), 1997. AA, sc 47 pp. $12.50.
Gathered together here in one vol-

ume are all three of Hotteterre's suites
for two unaccompanied melody in-
struments (Op. 4, 6, & 8), all of which
have been previously published sepa-
rately. This edition also contains two
unaccompanied duet pieces that Hot-
teterre included at the end of his suite
(Op. 2) for flute and continuo.

Each of the above-mentioned suites,
transcribed from the original printed
version, is a set of six to ten dance
movements. Suites I and 11 were origi-
nally designated for transverse flutes,
recorders, or bass viols, Suite III for
flutes, recorders, oboes, or musettes.
(All have been transposed up a minor
third to fit the range of the recorder.)
Most challenging is Suite H in B-flat
major, which is highly decorated with
fixed ornaments in the typical French
Baroque manner and has one move-
ment in B-flat minor. The sarabande in
that work is an excellent example of
Hotteterre's use of free ornamentation
as a variation technique. Suite III is al-
so highly ornamented. Suite I, howev-
er, is much more moCestly embell-
ished, and although some modern edi-
tions of that suite have a great many
ornaments, the editor believes those
editions are based upon a different
copy of Hotteterre's original print with
manuscript additions. One of the
pieces from Op. 2 is presented in two
versions—one from the original (1708)
print and the other from a method
book published in 1750.

An effective performance of these
duos requires a working knowledge of
French Baroque performance prac-
tices. This music is, therefore, best suit-
ed to professionals or advanced ama-
teurs. (For those unfamiliar with notes
inegales, flattement, and the proper ex-
ecution of fixed ornaments, Betty Bang
Mather's Interpretation of French Mu-
sic from 1675 to 1775 (McGinnis &
Marx, 1973) would be a useful guide.)
The print in this edition is easy to

read, and, except for two avoidable bad
page turns, the layout is good. A help-
ful page at the end contains a brief dis-
cussion of sources and other modern

editions and includes Hotteterre's own
table of fixed ornaments along with his
rules for using them. This volume
would make a welcome addition to the
serious recorder player's library.

4 SUITES (1731), BY PHILBERT DE LA
VIGNE, ed. Reinhard Matthias Ruf.
Schott OFB 178 (European American),
1997. AA (flutes, oboes, violins), sc 31
pp. $17.95.
Although recorder editions of

works by Philbert de La Vigne (his Op.
2 sonatas and Op. 4 duos) have been
commercially available for some time,
very little is known about that com-
poser other than his approximate
dates (ca. 1700 to ca. 1760) and the fact
that he was a French court musician
and a musette teacher. He isn't even
mentioned in New Grove!
The easy duos in the present edi-

tion were selected from La Vigne's Op.
1. (No information about sources or
editorial procedures is given.) Each
suite is a set of six to nine dance move-
ments, most of which are short with lit-
tle rhythmical diversity, no notes above
high D, and few ornaments other than
trills. Because these suites were intend-
ed to be playable on hurdy-gurdies,
which have C and G drone strings, all
these pieces are in the key of C or G
major, with modulations only to the
parallel minor keys. Yet, despite those
limitations, the pieces possess a good
deal of charm when played tastefully.
They could, therefore, be used to in-
troduce intermediate-level players to
French Baroque performance prac-
tices. The challenge in playing them
lies in making them sound interesting
rather than repetitious and boring by
varying the articulation in contrasting
sections and playing the passages of
notes inegales flexibly (i.e., with vary-
ing degrees of inequality). (For guide-
lines, see "First Steps in Applying
French Polish" by Anthony Rowland-
Jones in American Recorder, Vol. XXXI-
II, No, 3, September, 1992, pp. 9-13.)
The large dark notes and uncrowd-

ed pages in this volume are easy on the
eyes, and there are no bad page turns. I
would recommend this edition for a
first excursion into French Baroque
music.

Carolyn Peskin
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melodies from the 12th, 13th, and 14th
centuries. Performance instructions are
minimal. Drone chord symbols are in-
cluded with the melodies, and the guitar
player is merely told to leave out the
thirds. The main trouble with such mu-
sic played on only one melody instru-
ment and one drone instrument is that
the rendition soon becomes boring. This
book would have been much more effec-
tive had the editor suggested adding an
electronic keyboard, which could pro-
duce a variety of melody and drone tim-
bres as well as percussion sounds.
For the Renaissance selections, Ban-

calari chose homophonic songs and
dances from the late 15th through the
early 17th century The results might
have been fairly good had he retained
the original chords, but he often strays
from the composers' harmonies, substi-
tuting his own, including many domi-
nant seventh chords, which were never
used in the Renaissance. Where rapid
chord changes occur in the original, he
often omits symbols above whole groups
of notes, and symbols are sometimes
placed over the wrong notes. There are
also some gross errors. One melody
clearly in G minor is harmonized in C
minor —bitonality 300 years too early!
Another problem with fake books is

that they make correct voice leading easy
to ignore. They allow, for example, par-
allel fifths and octaves, which Renais-
sance composers were careful to avoid.
This book would have been consider-
ably better had the editor arranged the
Renaissance pieces for recorder and key-
board, with the keyboardist playing the
original non-melody lines. A guitar
could then, perhaps, double the bass
line.

Bancalari's goal of attracting folk and
popular musicians to early music is an
admirable one. Whether he can achieve
that goal with this book is, however,
questionable.

Carolyn Peskin

KLASSIK-HITS FOR 3 SOPRAN-
BLOCKFLOTEN, VOL.!, ARR. RAINER
BUTL. Schott Edition 8758 (European
American), 1997. SSS, Sc. 24 pp. $14.95.
Klassik-Hits is a collection of chest-

nut melodies such as Mendelssohn's
"Wedding March" and thematic excerpts
from Wagner's Tannheluser and Bizet's

Carmen Butz indicates that they have
been arranged for group music teaching
(ages 10-11) to open up the richly varied
world of classical music to the inexperi-
enced player. He says that as these pieces
are played, musical principles such as
"standard music notation, elements of
musical composition, and theory can be
learned." He indicates that the first and
third parts can be mastered quickly by
all players, while the second part is more
difficult and not always suitable for be-
ginners. For a complete musical experi-
ence, he suggests following up with in-
formation about the composers and
then listening to the original composi-
tions.
These arrangements are well done,

with a lot of possibilities for teaching
phrasing, staccato, accents, and other
musical elements. The ensemble of three
sopranos sounds full and the chordal
structure complete. Complementary
rhythmic lines make many of the parts
interesting, and the players must develop
independence in performing their parts
in addition to mastering ensemble at-
tacks and releases during the tutti sec-
tions.
Supposedly, these compositions are

graded according to difficulty, but I
found no such indications available.
While the score is well marked as to in-
terpretation, the varied dynamic sugges-
tions seem out of place for the recorder.
The third (lowest) part seems to me the
hardest for young players because of the
continual use of low C. Several of these
tunes could be played by those in the 10-
11 age group; I would, however, extend
the age designation upwards.
This is a very good collection, and it can

be fun for any age player who wishes to
have a collection of classical themes for
three descant recorders.

AULD SCOTS SONGS FOR DREI
BLOCKFLOTEN, ARR. RONALD J. AUT-
ENRIETH. Moeck Edition 712 (Magnamu-
sic), 1998. SAT, sc 7 pp. $5.00.
Ronald Autenrieth was born in 1959

in Weingarten, Germany. He is a teacher,
reviewer, and critic for newspapers. He
has composed a number of works for re-
corders, organ, piano, and choral music.
These six tunes, including "Comin'

Thro' The Rye," ̀ Annie Laurie," and "The
Piper O'Dundee." have no expression
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markings, allowing the players to develop
their own interpretations. There is definite
opportunity for romantic interpretation, as
well as poco viro and animato playing. It is
through such individualistic interpreta-
tion of the score that the musical nature
will come forth and the tunes will come
alive. In "Annie Laurie," we liked the use of
running thirds between the tenor and alto
and the many contrary motion figures be-
tween tenor and soprano, since this pro-
vided musical interest.

The pieces are short but can be played
as a group on a concert. Autenrieth indi-
cates they are suited for pupils and talent-
ed amateurs, and we found no technical
difficulties that were unmanageable. If you
are looking for something with a "Scottish"
flavor, lam sure you will enjoy Autenrieth's
arrangements.

Fred Kersten

IT'S SUMMERTIME, BY MA-r-nuAs

MAUTE. CARUS 11.606 (www.carus-ver-
lag.com/cvcat.phtml), 1998. S and bass
instrument, sc 8 pp, pt 3 pp. $8.50.
This composition for recorder and

bass instrument .:bass recorder, bas-
soon, viola da gamba, cello, string bass,
or trombone) was written as an homage
to American composer George Gershwin
during his centennial year, 1998, and
was inspired by Gershwin's song "Sum-
mertime" from his opera Porgy and Bess.
The first movement of Maute's composi-
tion, "Don't you cry," is based on a theme
from the flute par tita by J. S. Bach. The
second movement, "Living' is Easy," in
which the bass instrument is tacet, is a
more jazz-oriented movement but makes
allusions to the flute music of Telemann.
The third movement, "It's Summertime,"
paraphrases the material of the first two
movements and brings in a transformed
version of the Gershwin tune. The re-
corder part is moderate in difficulty and
calls for some extended techniques in-
cluding glissandi, sputato, flutter-tongu-
ing, and playing and singing a tone si-
multaneously. A "swing" feeling is re-
quired throughout. The work contains
no dynamic markings, so much inter-
pretation is left up to the two perform-
ers. As well as its allusions to other mu-
sic, this composition demonstrates the
infrequently explored "jazzy" side of the
recorder. The score is well-printed, al-
though what is called the "full score"
contains only the recorder part; there is
no actual score that shows the two parts
together.

Carson P. Cooman
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CHAPTERS
& CONSORTS

A new recorder orchestra planned in Chicago,
educational chapter meetings, workshops, and websites

Those attending the October 17 meeting of
the Chicago (IL) Chapter heard a presen-
tation by Louise Austin about prospects
for the formation of a "Chicago Recorder
Orchestra" to rehearse and perform the
newly devised repertoire for large recorder
ensemble. Other members of the forma-
tion committee include Mike Becker,
Nancy Chabala, Dave Fitzgerald, Kim Kat-
ulka, Roberta Sweet, and Mary Ann Wolff
Gardner.

Addressing the ability levels of its mem-
bers, the Sacramento (CA) Recorder So-
ciety now meets in two groups—a "more
advanced group" led by Frances Blaker
and a "less advanced" group led by Letitia
Berlin—allowing the advanced players to
do more difficult music, while the others
are also appropriately challenged (mem-
bers place themselves in the appropriate
group). Both groups join up to conclude
the evening by playing together. The Soci-
ety reports attracting new players and wel-
coming back "lost" members. It has also
benefitted from a website designed by a
member, Kathryn Canan, that has proved
successful in recruiting new members
(<www.lanset.comiddcanan/kccanan>).

In connection with his appearance with
the Atlanta Baroque Orchestra, the At-
lanta (GA) Recorder Society is planning
to present a master class on December 4
with Aldo Abreu. Members of the Society
have priority for being chosen to play in
the master class. (The Atlanta Chapter also
has a new web page at <www.atlema.org>.)
The September 10 meeting of the

Austin (TX) Chapter, organized by Chap-
ter president Susan Page, was an especial-
ly festive occasion. Invited to the program
were nine singers assembled by past music
director Frank Shirley and a number of lo-
cal gamb a players. After the vocal ensem-
ble had sung some unaccompanied Re-
naissance music, the Chapter members
and the gambists joined forces for three
double-choir pieces led by current music

Members of the Austin Chapter at
their large-scale September meeting.

director Ruth Bracher. The music was fol-
lowed by a send-off reception for member
Steve Hendricks, who was relocating to
Washington, DC.
October began with a bang for the

members of the East Bay (CA) Chapter
when talented percussionist Peter Maund
introduced techniques of historical drum-
ming at their meeting on the first of the
month. In addition to learning basic tech-
niques, they explored the application of
percussion instruments to the repertory
and how to improvise parts.
The September meeting of the Mon-

terey Bay (CA) Recorder Society focused
on Celtic and other examples of "living"
modal music and the relationship to tradi-
tional early music repertoire. The leader,
Shira Kammen, in addition to performing
with a number of Bay Area early music
groups, also appears with Trouz Bras, a
band devoted to the dance music of Celtic
Brittany.

The October 30 workshop of the Or-
ange County (CA) Recorder Society ex-
plored the world of "The Expressive Re-
corder Player." Janet Beazley, director of the
Collegium Musicum at UC-Riverside,
demonstrated how to add emotion to one's
playing without distorting the pitch or
adding too much vibrato.

At the September meeting of the Tuc-
son (AZ) Recorder Society, members had
the revealing experience of reading a work
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by Josquin from an edition without bar-
lines. The exercise in historical playing
was led by Liz Greenberg.
The board of the Seattle Recorder So-

ciety honored its long-time Hospitality
Chair, Doris Borrusch, with a Recognition,
issued August 24, "for her years of greeting
visitors at meetings, encouraging new
members and thereby furthering the cause
of recorder playing, and for faithfully
teaching the recorder at the Kirkland Se-
nior Center. Ms. Borrusch died October 6
after a two-month battle with brain cancer.
After his visit to repair and revoice in-

struments at their May workshop, Dale
Taylor was invited back by the Greater
Denver (CO) Chapter to lead members at
the September meeting in Purcell's Funeral
March for Queen Mary and a canzona, "La
Zambeccara." Formerly supervisor at
Levin Historical Instruments, Taylor
prefers now to lead a peripatetic lifestyle,
visiting ARS chapters and workshops to
provide musical and repair services. On
November 14, the Denver Chapter and Au-
gustana Arts co-sponsored a concert fea-
turing Linda Lunbeck with the Musica
Sacra Chamber Orchestra.

Five members from Oahu's Hawaii Re-
corder Society traveled to the big island
for the Hilo Recorder Society's work-
shop, November 6-7, at the University of
Hawaii. The classes emphasized musicali-
ty and ensemble playing and included a
master class given by Han Tol as well as a
late-night jazz session complete with back-
up from the Bossa Nova Boogie Band. As a
special treat, a quintet of instructors—Han
Tol, John Tyson, Miyuki Tsurutani, and An-
drea and Richarc Lee—performed at the fi-
nal concert.
The Toronto Early Music Players Or-

ganization (T.E.M.P.O.) raised over $500
from its third annual Silent Auction. Do-
nated items like new and used CDs, note
cards, gift certificates, concert tickets, etc.,
were in demand.

Last February, with the help of a grant
from the Viola da Gamba Society of Amer-
ica and the Tucson/Pima Arts Council, the
Southern Arizona Society for Early Instru-
ments staged the first annual Tucson In-
ternational Early Music Workshop at the
Casas Adobes Congregational Church in
Tucson, Arizona. Attending were 35 partic-
ipants from Colorado, Texas, Washington,
California, New Mexico, Michigan, and
Arizona. A second workshop will be held
next February 25-26 with an emphasis on
rebecs, vielles, krummhorns, kortholts,
and shawms in addition to viols, recorder,
and voice.

Taking
Recorders
To the Schools

"The single best thing you can
do is to let the kids see some re-
corder players having fun mak-
ing music together because they
want to." That's what one ele-
mentary school recorder teach-
er said to us.
Members of the Monterey Bay Re-

corder Society in Santa Cruz, Califor-
nia, took her at her word and sent trios
of players to ten elementary schools
last year. Here's how we did it.
The County Board of Education

sent a list of 27 elementary schools,
public and private, and we called them
to find out where recorder was taught.
In about 15 schools, almost 1,000 chil-
dren were learning to play recorder,
mostly third- and fourth-graders. We
added the teachers to the chapter
newsletter mailing list, and asked
them to contact me if they wanted play-
ers to come to their schools.
Meantime, I contacted experienced

players in our chapter and asked if they
would like to play at schools. We start-
ed with about seven players; the group
grew to 12. First, we identified 25 easy,
lively pieces, which! arranged in black
binders for each player (with some
"yellow stickies" for making notes),
numbered the pages, and made a table
of contents.
When a teacher contacted me, we

worked out a couple of possible dates
and specific times to play. Once three
of our players agreed on a date and
time, I confirmed this with the teacher.
The players met on that date at one of
our homes. Dress was casual. We
chose five or six pieces from the book,
decided who would say and play what,
played the pieces a couple of times,
and went to perform. As you can see,
the music needed to be easy, because
there wasn't much practice time and
we were mostly sight- reading.
Here's a typical 20-25-minute pro-

gram:
Go in, greet the teacher, smile at the

kids, set up music stands, instrument
stands, and so forth.

Play something lively, like a march
or a procession, to get their attention.
One player introduces the group,

IN/ ..._
telling a tittle about our chapter; then
we each give a little personal history,
telling how long we've played, which
instrument we like best, what kind of
music we like, favorite composer, etc.
Play another piece.
Answer questions from the audi-

ence.
Play a piece by Henry VIII and tell a

little about him. They might have dis-
cussed him in school.
Each player shows an instrument

and plays a little of "Merrily We Roll
Along" to demonstrate the sound,
Demonstrate S'noSATB, showing how
the instruments relate tc each other in
size. Sometimes we even have a
garklein to show off, secetly hidden in
a purse!
Play another piece, maybe a round.
Questions.
Play a last piece.
We've played in classrooms for

about 20 children as well as in an au-
ditorium holding 100. The program
works the same way in either case.
Depending upon the piece being

played, we sometimes asked the kids to
clap softly with two fingers or to iden-
tify the theme by raising their hands,
etc. Getting them invclved helps keep
their attention. We include a piece or
two that's familiar to children, such as
"Hot Cross Buns" or ":ingle Bells," or a
common folk song or round. One
teacher suggested that we display pic-
tures of the composers as young chil-
dren. This year we will include "La Cu-
caracha" in our binders, since we have
many Spanish-speaking children in
our community.
This turned out to be a rather easy

project, once it was organized.Who
had more fun, the players or the kids?
We're not sure. The teachers were very
appreciative, and we're doing it again
this year.

Sandy Ferguson
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ON THE
CUTTING EDGE

This is the second edition of On the Cut-
ting Edge devoted to examining what is
happening in modem recorder music at
the end of the 20th century. In this column
the overview will continue with a look at
the various compositions performed on
the recently released CD Weeds in Ophelia's
Hair (Cadenza CAD 800-911) by the rela-
tive newcomer, Julia Whybrow.
Whybrow studied recorder with Mich-

ael Schneider and Rainer Lehmbruk at the
Hochschule fur Musik in Frankfurt-am-
Main (where she now teaches) and with
Walter van Hauwe at the Sweet:rick Con-
servatory in Amsterdam. Her accomplish-
ments are quite remarkable: she placed
second in the 1994 Gaudeamus competi-
tion—a world-famous contest for the per-
formance of 20th century music, where
she had to compete with pianists, violin-
ists, etc., and she won first-prize in the
1995 International Recorder Competition
at Calw, Germany, probably the toughest
of all recorder competitions. She now per-
forms widely throughout Europe.

As one might expect, her playing is
rather spectacular and her program of mu-
sic is thoroughly uncompromising. Why-
brow's repertoire on this CD includes
three pieces from the now standard avant-
garde literature, four recently composed
works, and two compositions written es-
pecially for her. With the exception ofJohn
Casken's Thymehaze, which has piano ac-
companiment, all the compositions are for
solo recorder.
The CD begins with Luciano Berio's

Gesti. Written in 1966, it is the oldest of the
pieces on this recording but also the most

The relationship of the conventional modern
to the avant-garde as revealed in two CDs (Part II)

severe. Whybrow's intent may simply be to
use it as a calling card, but for our purpos-
es it will be necessary to understand its sig-
nificance both in relation to the other more
recent works on the CD and to what was
generally happening in its own time. To do
that we must take a step back from it and
look at the avant-garde music scene in the
1950s—the period before Gesti. Serialism
(i.e., methods of strictly controlling all or
most of the elements of a musical compo-
sition) became the dominant musical lan-
guage, its appeal being that it insured the
generation of new musical shapes virtual-
ly unaffected by the influence or memory
of anything pre-existing. This was seen as
a method of speeding up the progress of
musical development and was also a reac-
tion to the regressive neo-Classicism of the
previous era. The composers who used se-
rial methods were not interested in appeal-
ing to the emotions of their listeners but
rather to the unemotional creation of mu-
sical objects. The music of Anton Webern
with its atonality, wide interval jumps, ir-
regular rhythms, avoidance of repetition,
and color pointillism became the proto-
type for this post-Webern school.

By 1966, the year Gesti was composed,
this school was in a state of revision. The
new shapes created by serial methods had
become part of the musical memory. Music
in a post-Webem "style" could now be im-
provised by a good musician without ref-
erence to its "language" of control systems,
so that strict organization was no longer
necessary. There was also at the time a shift
from very austere writing to very dramatic
music, with the performer(s) as the center

Though this CD provides only a small and limited
sampling, it nevertheless demonstrates that there is
no central direction—no main stream—in today's
recorder music. There exists a multitude of
possibilities, and the trick for the composer is to
draw things from that reservoir and weave them into
compositions that are unique and of high quality.

of visual as well as aural attention (Gesti's
composer Luciano Berio was an important
leader in this development). With this
change, the impact of small events within a
piece took on greater importance. Two oth-
er challenges to the primacy of serialism
came from the concepts of American com-
poser John Cage (indeterminacy) and
from performing musicians who were ex-
ploring new sound possibilities with their
instrumen:s and voices. Both of these led
composers to allow performer input
(choices) to an unprecedented degree in
European classical music.
Gesti boldly exemplified all of these

ideas, but only a trace of them can be
found in the majority of more recent com-
positions on this CD. The exceptions to
this are Wind in the Channel, by Stuart
Saunders Smith, and Weeds in Ophelia 's
Hair, by Rolf Riehm—the two works specif-
ically written for Whybrow. Wind initially
introduces range and color pointillism in a
diatonic context working it into chromati-
cism. Weeds uses this style only in certain
sections. Of all the recently composed
works, only Wind in the Channel strives for
a deliberately dramatic performance in vi-
sual terms, since it requires the player to
sing, speak, play crotals, drum, and vari-
ous metal objects. I will discuss these
pieces in more detail below.
The two other compositions on this

recording that may be considered classic—
Thymehaze and Roland Moser's Alrune—
were written in the late 1970s. They reflect
what was in tne air during that time and
present a point of reference that is different
from and in many ways opposed to Gesti.
The post-Webem style is merely a trace el-
ement in Thymehaze, limited to fast pas-
sages that serve mainly as connecting tis-
sue. In Alrune, there is no reference to post-
Webernism at all. Choices left to the
performer are minimal in Thymehaze and
completely nonexistent in Alrune. Both
were influenced by Japanese shakuhachi
music (especially Thymehaze), and Alrune,
with its high degree of repetition and small
gamut of pitch material, bears the influ-
ence of American minimal music as well.

30 American Recorder



Julia Whybrow

These works differ not only from Gesti but
from each other in their Icrin: Gesti has a
unique ongoing 7.ortr during which its ini-
tia:, tin-lore-oriented scunds gradually
evolve into pitch-oriented ones by the end
of the piece; Thymehcze ()Eters a Itr:g chain
of moments, each m be savored for its
unique details and qualcly of sound; N-
rure has a form that resembles the tradi-
tional theme-and-variations, albeit with
the theme appearing in the middle of the
composition.

The two 1970s works -Joint the way for
most of the present day compositions oh
this CD to a far greater degree than Gent
(I'm statiag a common ground, not imply-
ing a direct influence). Like Alrune, Cal-
lioae Tsoupaki's Charavgi and Guhs Jans-
sen's Largo feature slow melodies that are
enhanced by color/dynamic changes but,
unlike the earlier examhle, the me.odies Li
these more recent pieces are a constantly
ongoing and evolving feature. They are al-
so :aighly ornamented, though differently
in :::haravgi, the ma:nen:anon is -,.irtually
inseparable from the melody, while Largo's
ornamemation runs on a separate track
Both have an improvisation-like character,
though taey are complexly written out
Like Thymehaze, they have a strong world
music bent, with Greek music providtng
the example in the case of Charavgi and
Scottish bagpipe music fcr Largo. Nidi II, a
powerful work by Franco Donatcni with
lots cf rhythmic dynamism, is much less
like the low-energy Air tine but may never-
theless be conceptually related :o it be-
cause of its variational form and use of col-
oration aid articulatun as variational pro-
cedures. The same may be said cf Ausser
Atem. an exciting work by Moritz Eggert

ARS Membership Enrollment and Renewal
Please enroll/renew me as a memoer of the Society. I'm lookmc forward b:

tr American Recorder, ARS Newsletter, and the Members' Directcry
tt Members' Library musical editions
* Eligibility for the ARS Education Program examinations
* Discounts to some recorder workshops and on ARS publications
* Mailings from suppliers of materials, music, instruments. (ARS list is made

available only to purveyors of goods and services for recorder players.)
* Information on all aspects of playing the recorder

U.S./Canadian membership: P one year $40, ED two years $75

Foreign membership: [I one year $50, ID two years $95

U.S./Canadian Student* membership: 0 one year $20 LI two years $40

Foreign Student* membership: P one year $25 two years $50

Workshop membership: ID one year $60 Business membership: 1:1 one year $120

Li Address and/or phone information has changed in past year.
* Do not list my name in Directory.
*Enclose proof of full-time enrollment.

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

Family members residing at the same address may share a membership. However, the
student rate is not applicable to a shared family membersaip. For an ad iitional listing in
the ARS Directory under different surnames at the same address, add 55.

Please check to be included on the ARS list of
Recorder teachers and/or 0 Professional performers. (Since your re:order activities

may change, you must indicate on each renewal if you want to continue to be listed.)

I wish to contribute S to help sustain the work of the Society.

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

NAME PHONE I 
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 E-MAIL 
CITY STATE ZIP 

CHAPTER/CONSORT AFFILIATION, IF ANY:  

OPTIONAL INFORMATION:

Chapter officer or committee member? Yes (officer/committee:
1p No (:) Have served chapter in the past

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

Level of recorder playing: l] Amateur Semi-professional lj Professional

Annual income: 0 Under $10,000 0 $10,000-30,000 C3 $30,00C-50,000
$50,000-75,000 ID $75,000-100,000 LI Over $100,000

Portion of your income derived from music: [l All 0 Some U None

Portion of music income derived from the recorder? 10 All 1:3Some U None

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

Li Teach privately ID Teach/lead workshops [I Teach elementary school music
1p Performance PRecorder maker lj Musical director/coach
LI Other  

What type of recorder music do you play? (Check all that apply.)
ID Medieval/Renaissance IJ Baroque P Modern/pop U Folk 0 Solo
0 Recorder Orchestra 0 Chamber music with other instruments (such as
trio sonatas) ED Broken consort with other instruments (such as a collegium)
U Consort involving three or more recorders playing one-on-a-part a Grand consort
(format used in many chapter meetings, with several recorders playing on each pa-t)

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

Suzanne M. Angevine, A Short Tole for EWO basses (Level II) (2 scores) $ 5 $ 8
Peter Ballinger, Double Quartet for Recorders (Level II-III) (score 6, parts) $10 $18
Cecil Effinger, Dialogue and Dance (SATB) (Level (score & parts) $10 $18
Lee Gannon, Sonatine for three altos (Level III) (score & parts) $14 $26

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

recorders (SATB) (Level II) (2 scores & 4 recorder parts) $ 8 $14
Frederic Palmer, Entrevista (SATB, (Level II) (2 scores & 4 recorder parts) $ 8 $14
Sally Price, Dorian Mood (SATB) (Level II) (score & parts) $10 $18
Jeffrey Quick, Picnic Music ISATI3) (Level II) (score & parts) $ 5 $ 8
Vaclav Nelhybel, Six Short Pieces for Three Recorders, (AA/TT) (Level II)

edited by Alan Drake (3 scores) $8 $14

Musical Editions from the Members' Library:
Edited by Martha Bixler and John DeLucia
Available to ARS members only: 1 copy, $3 2 copies, 54.50 3, $6 4, $7.50 5,$10 6,$11.50
The ABS is happy to provide photocopied enlargements of any Members' Library edition
at the same prices listed. Please specify "Members' Library Enlargement."

Elizabethan Delights
Slow Dance with Doubles (Colin Sterne)
Los Pastores (arr. Virginia N. Ebinger)
New Rounds on Old Rhymes (Erich Katz)
Different Quips (Stephan Chandler)
Three Cleveland Scenes (Carolyn Peskin)

Vintage Burgundy
Sentimental Songs (arr. David Goldstein)
Bruckner's Ave Maria (arr. Jennifer W. Lehmann)
Three Bantam Ballads (Ann McKinley)
Other Quips (Stephan Chandler)
Two Bach Trios (arr. William Long)

Poinciana Rag (Laurie G. Alberts. Trios for Recorders (George T. Bachmann)
Two Brahms Lieder tarr. Thomas E. Van Dahm) Dancers (Richard Eastman)
Tracings in the Snow Elegy for Recorder Quartet (Carolyn Peskin)

In Central Park (Robert W. Buus) Sender Two Alto Recorders (Frederic Palmer)

Other Materials
from :he American Recorder Society

ARS Information Booklets:
ABS members: 1 booklet, $13 2 booklets, $23 3,528 4,535 5, $41 6, $47 7, $52
Non-members: 1 booklet, $18 2 booklets, $33 3,544

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

54,55 5,566 6,576 7, $86

Education Publications
The ARS Personal Study Program in Thirteen Stages to Help You Improve Your Playing (1996).

Available to ABS members only, free.
Guidebook to the ARS Personal Study Program (1996). Material formerly published in the Study

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

Available to ABS members only, 58.
Package deal: Guidebook and Music Lists ordered together. Available to ARS members only, $15.

Junior Recorder Society Leader's Resource Notebook. ARS members, $20; non-members, $40
(updates at reduced rates after initial purchase). Special rate for previous purchasers of JRS Class
Program, $15. Dues for each JRS student member sponsored by an ABS member, 55(54 each for
groups of 10 of more. JRS student members receive activities plus "Merlin" badges and stickers.

ARS Discography Project
Discography of the Recorder in 1989 (Vol. 1)

Compiled by Scott Paterson and David Lasocki
Discography of the Recorder, Vol. 11)1990-1994)

Compiled by Scott Paterson

ABS members, $23; non-members, $28

ABS members, $23; non-members, $28

"Two-ter" package for ABS members only: both Discography volumes, $40

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

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

303-347-1120

CUTTING EDGE
(cont.)

that requires the performer to play two re-
corders at once. It is quite repetitious and
its form is variational.
Wind in the Channel and Weeds in Ophe-

lia's Hair not only relate more to Gesti but
to the central-European tradition in gener-
al. Wind features isolated pitches (and/or
sound gestures), range and color pointil-
lism, and sprechstimme type speech/-
singing. Its form—at least if you discount
the very heginning and end, which feature
vocal sounds and drumming—suggests a
kind of Gesti in reverse: diatonic to atonal
to noises. Weeds in Ophelia's Hair provides
a succession of indefinitely pitched whim-
pers, sighs, squeals, and slides in some of
its sections, in others a barrage of definite-
pitch notes in range-pointillism a la the
post-Webern school. The alternation of
flexible-pitch and definite-pitch sections is
its only audible formal design, but Why-
brow's comments on this piece in the CD
booklet suggest that the work is highly
structured.

Summing Up
Though this CD provides only a small

and limited sampling, it nevertheless accu-
rately demonstrates that there is no central
direction—no main stream—in today's re-
corder music. There exists a multitude of
possibilities, and the trick for the compos-
er is to draw things from that reservoir
and—no matter how similar or disparate
they may be—weave them together into
compositions that, while not necessarily
new in concept, are at least unique and of
high quality. That is what today's virtuoso
players are looking for. The best works
from the immediate past—for a young en-
fant terrible like Whybrow that means the
1960s through the 1980s—are still of great
interest and may now be masterfully pre-
sented as classics.

If we now add to our sampling the gen-
erally lighter and more humorous reper-
toire on John Turner's double CD (exam-
ined in the September Cutting Edge) that is
rooted in the neo-Classicism of the 1930s
and whcse composers have progressively
absorbed ideas from the avant-garde, pop-
ular idioms, and minimal music, we can
see that the range of expression available
for our instrument is quite broad. It will
take talented composers and performers to
fully realize this expressive potential in the
future.

Pete Rose

32 American Recorder



THE FIRST RECORDER (cont.)

illustrations from Martin le Franc's Le
Champion des Dames, showing absolutely
unambiguous representations of recorders
in both the 1441-2 and the 1451 versions.

In the perhaps unexpected absence so
far of any pre-1450 evidence from Italian
artists, we now look back to England, the
source of the 1388 linguistic reference. In

Illustration 7 (top): Angel
playing recorder, roof-beam
of St. Nicholas Church,
King's Lynn (c. 1415)

Illustra ion 8 (above): Siren
luring sailors, misericord in
St. Botolph's Church, Boston,
Lincolnshire (c. 1300)

Illustration 9 (right):
Chichester Cathedral,
mist ricord (c. 1330)

their recent book on carvings of musicians
in Medieval English churches called Min-
strels and Angels (Berkeley 1998) based on
photographs by the American enthusiast
Robert Nicewonger, Jeremy and Gwen
Montagu locate only two definite exam-
ples of a recorder. One is the Nativity Shep-
herds in the Lady Chapel at Exeter Cathe-
dral. This has an uncertain background—it
could have been a bench end from the
Cathedral, but it has also been thought to
be of Flemish origin. The earliest date now
accepted for this beautiful carving is c.
1430. The other recorder, also of tenor size,
is in the splendid angel roof of St.
Nicholas, King's Lynn, and is dated c. 1415
(Illus. 7); it has probably been subject to
restoration. It is interesting that early Eng-
lish representations of recorders are of
tenor size, whereas the earliest Catalan ex-
amples are cantus instruments. This might
suggest that King Henry IV's expensive
purchase was of a tenor recorder, and he
may have played the tenor lines of chan-
sons, which are often not texted. But there

are two earlier misericords, both unfortu-
nately damaged, that could include re-
corders. One is at St. Botolph's church
("the Stump") at Boston, Lincolnshire (Il-
lus. 8). It shows a siren trying to lure
sailors to their doom (but they have put
their hands over their ears!) with, perhaps
appropriately, an instrument that may be a
tenor recorder. It is dated c. 1390. The oth-
er is in Chichester Cathedral, Sussex; it is
much earlier, c. 1330. A section of the
tenor-size duct flute and the player's right
hand have unfortunately been broken off;
otherwise the instrument might perhaps
have been recognizable as a recorder, espe-
cially as the misericordia shows a duo with
plucked strings (see Illus. 9). Damage
again prevents certain identification of an
instrument in one of the wall paintings
(1390-1404) in the Chapter House of West-
minster Abbey, although its dating, and
that of the Boston misericord (as well as
Pere Serra's angel), are all suggestively
close to the 1388 accounts reference. This,
and a few subsequent possible recorder ap-
pearances around the mid-15th century
listed by Dr. Lander, at least declare Eng-
land to be a qualifier in the "first recorder"
contest.
The two countries in possession of ac-

tual surviving recorders must, however, re-
main favorites, especially Germany. But if
the question of the extent to which the re-
corder became established as an instru-
ment of courtly music-making during the
early years of the 15th century is added to
the rules of the contest, then France, Cata-
lan Spain, and possibly England become
close contenders, although the icono-
graphic evidence that supports this is
sparse and circumstantial—a few represen-
tations of the recorder, some doubtful, in
altarpieces and church carvings do not
necessarily indicate the extent to which the
instrument was becoming used in courtly
music-making in various parts of Europe.
Declaring an outcome of our contest must
therefore wait until further more conclu-
sive evidence, especially datable archaeo-
logical discoveries, becomes available
some time in the new millennium.

The author, a retired university adminis-
trator, is active as a writer and researcher in
the field of recorder performance and histo-
ry. In addition to numerous articles in Amer-
ican Recorder and other journals, his work
includes Playing Recorder Sonatas: Inter-

▪ pretation and Technique (Clarendon Press,
g 1992). He wishes to thank Anglia Polytechnic
a University for financial assistance towards
,9:; the research involved in the preparation of
• this article.
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If you are at an
ARS meeting
and you are
playing tenor,
let go of the
finger-holes
every time—every
time—the director
begins to speak
(unless, of course,
the director is
giving fingering or
hand position
directions).

OPENING
MEASURES

Playing large recorders:
hand, blowing, and articulation concerns

Most recorder players begin on soprano or alto, and,
except for those with the smallest hands, both
these sizes are comfortable. When a player begins

to learn a new, larger size of recorder, however,
new problems may be encountered. The most obvi-
ous one is hand position, and it is more of a problem
on tenor than on bass, because most basses have
plenty of keys that allow for a comfortable hand po-
sition.
On tenor, or Renaissance basses, the holes are both
further apart and larger. They are harder to reach
and, because of their larger size, need precise finger
placement—unless you have huge, broad finger
tips. For those with narrow fingers, a flatter finger
position is needed to completely cover a large hole.
It is important that you devise the most comfort-
able hand position possible when playing a re-
corder that requires you to stretch to reach the
holes.
The more you stretch, the harder it is to move

your fingers, because more tension and effort in
your hands is required. Hold your hand out in
front of you, palm up. Spread your fingers and
hold that position. How many seconds pass be-
fore you begin to feel an urge to relax your
hand—to let go? I can feel a small urge to relax
almost immediately. It grows stronger with
every passing second. You can see that, no mat-
ter how good your hand position, if you are
playing an instrument that requires a stretch,
the longer you keep your hands on the instru-
ment, the more tired they will become. The
more tired a hand is, the more tension and
effort is required to maintain a particular
position. Therefore, it makes a lot of sense
to let go of a large recorder as often as pos-
sible.
For instance, if you are at an ARS meet-

ing and you are playing tenor, let go of the
finger-holes every time—every time—the
director begins to speak (unless, of

course, the director is giving fingering or
hand position directions). Or if you come to
a section of rests in your part—several mea-
sures of rest—let go of the finger holes and
relax your hands for a moment before get-
ting your hands ready again to continue
playing after the rests.
Hold your hand up again and spread
your fingers apart. What shape are
your fingers in this position? Probably

straight. Obviously, it would not be easy to
move ycur fingers freely in this kind of po-
sition. Now, rather than spreading your
finger tips, spread your hand. What hap-
pens? Your finger tips still move away from
one another, but the fingers remain some-
what curved. It is much easier to move
your fingers up and down freely in this po-
sition.
(I have just tested my wording in these

two exercises using a couple of children
who happen to be having their recorder les-
son nearby even as I write. Children make
great guinea pigs for physical exercises be-
cause they have no preconceptions about
what they are supposed to do. These chil-
dren would like to see their names in print
in a national magazine, so here they are:
Thank you Mia K. and Janet G. Claire C. is
absent today, but Mia and Janet feel sure
that she also will enjoy seeing her name in
print.)
When you pick up your large recorder,

think of spreading your hands rather than
spreading your finger tips. This should
help you to cover the holes while keeping
your hands somewhat more relaxed and
give greater freedom of movement.
The greater weight of a larger recorder

can also cause hand position problems. If
you are trying to hold up the instrument
and are gripping more than normal, you
will have even more difficulty covering the
holes.
Proper angle can help by distributing

the weight Oetter. Hold the recorder out, so
that is crea:es somewhere between a 450 to
600 angle with your body (this angle will
also improve your tone). Don't "hold the re-
corder up"; just push your elbows a little
forward (not out to the sides). It is a very
simple movement that automatically will
lift the bell of your recorder, without added
effort. A thumb rest of some sort can also
help with a heavy recorder: if you are no
longer having to "hold on," your fingers
will be able to move more freely.
There are several types of thumb rest.

The most important thing is proper place-
ment. A thumb rest should be positioned
so that your right thumb is opposite the
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area between your first and second fingers
when holding the recorder. If your thumb
is above your first finger, it is too high. If
your thumb is below your second finger it
is too low. (Each of these bad positions
causes different hand problems that I will
not go into now.) I suggest experimenting
with a movable thumb rest. You can buy
plastic clip-on thumb rests (sand off any
plastic burrs using fine grit sand paper be-
fore you begin sliding such a thumb rest
around on your nice recorder).

Be sure to specify recorder size when
buying one of these. Once you have found
the ideal position you can put on a perma-
nent thumb rest, or continue to use a re-
movable one. I suggest sticking to a mov-
able thumb rest, because hand position
undergoes minute changes over time, and
should be free to do so as long as your
hands remain relaxed and free to move.
Thumb rests are not to everyone's liking.
It's up to you—if it helps, use it.

Large recorders require more air than
smaller ones, and greater air speed to
achieve good tone. Practice blowing exer-
cises on your large recorder.

Arches, long tones, etc. (see Opening
Measures, AR, November 1997) done on
different notes throughout the range will
teach you a lot abou: your recorder and
your own blowing, and will improve your
tone.
Practice high notes, too, both without

tonguing and with -.onguing. (For high
notes, you should also practice left thumb
exercises because those positions will be
different with a larger thumb hole. Playing
octaves is a good exercise.) Practice
slurred notes, both pairs of notes (any in-
terval, including large leaps) and scales.
Play a simple folk tune or minuet all
slurred, first piano, then forte, then at your
ideal dynamic level. I think you will be sur-
prised at how beautiful your playing will
sound if you do these exercises at least a
couple of times a week.

Finally, you will reed to articulate more
clearly on a large recorder. Use more Ts
than on a smaller recorder. The larger the
recorder, the longer it takes for the sound
to emerge. A crisper tonguing helps the re-
corder to speak sooner. Practice a chain of
Cs (for example), beginning staccato and
moving gradually lo legato. Do this on
many different notes (it will really help
you, especially on I- igh and on low notes).
Do it on any note that you find persistent-
ly difficult to play. Soon you will discover
how firm a tonguirg to use for any degree
of articulation you want to hear.

Frances Blaher

American Recorder Soloists
Members of the American Recorder Society

The American Recorder Society enriches rhe quality of individua! and commvnity life through
the promotion and encouragement of playing the recorder. In 1999, the Socty celebrated six

decades of service to its constituents. For more information about the ARS and its programs for
professionals and amateurs, write us at Box 631, Littleton, CO 811160, USA, call at

303-347-1120, e-mad to recorder@compuserve.com, or visit our Web site:
http://ourworld.compuserve.conilhomepages/recorder.

DAVID BELLUGI
Leo Brouwer: "Inspiring." Ennio Morricone: musical
dream." Luciano Berio: "Impressive musician."

via Q. Sella 44, Florence, Italy; +39.(0)55.666781 (fax)
bellugi@dada.it; http://bellugisuperdada.com

ELISSA BERARDI
"A really excellent recorder player."—Gramophone
"Superb flute and recorder playing."—Stereophile

Philomel Concerts, Inc., Box 41055, Philadelphia, PA 19127
215-574-0523 (phone); 215-925-1993 (fax); info@philomel.org

DEBORAH BOOTH
Recorder and flute soloist: Ensemble BREVE and Riuto d'Amore.
"Technically precise and musically expressive."—Trenton Times

311 W. 100 St. #4, New York, NY 10025; 212-864-6490
deb311@sprynet.com; www.panix.com/ -felicia/ breve

JUDITH LINSENBERG
Soloist, Philharmonia Baroque, American Bach Solcists. "Elegant...
A virtuoso."—Washington Post "Simply ravishing!"—Fanfare

833 Walker Avenue, #A, Oakland, CA 94610
510-444-4113 (phone Sr fax); linsenberg@compusene.com

GWYN ROBERTS
Recorder and traverso. "A world-class virtuoso.'—American Record
Guide "Compulsive listening - *****."—BBC Music Magazine

215-755-2848; 215-755-8776 (fax); groberts@sas.upem.edu
www.sas.upenn.edu / -groberts/

PETE ROSE
"Remarkable control of the tricky recorder, with a winning
vocabulary of sounds, attacks, and effects."—The New York Times

t 
13 Rutgers Street., Maplewood, NJ 07040
973-762-0431; peteroserecorder@hotmail.com i 0

A
&The ARS makes this listing available to member recorder professionals without encorsing ill

any individual player. Please contact these artists directly regarding their availablity.

PLEASE PATRONIZE
OUR LOYAL ADVERTISERS

The
RecorderMagazine
we invite you to visit the site

www.recordermail.demon.co.uk

EARLY
DOUBLE
REED

• manual SERVICE
• supplies
• reed tools
• custom made reeds
• instrument stands
• instrument builder
• repairs/modifications
• authorized factory service
station for Maeck and Wood

Keith E. Loraine 707-763-3981
787 Liberty Road Petaluma, Ca 94952

www.loraine.com
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Where the haves

and have-nots of the
recorder world

can find each other

WANTED: Museum library seeks back issues of
the American Recorder, Vol. 1, Nos. 1-4; Vol. 2,
Nos. 1-3; Vol. VI, No. 4; Vol. XIII, No. 3. Donations
are tax-deductible. Contact: Susan E. Thompson,
Yale University Collection of Musical Instruments,
set3epantheon.yale.edu, or (203) 432-0823.

FOR SALE: Christmas music for recorders: Ten car-
ols and a lullaby. It might make a nice present. For
details, go to: <www.dimp.com/xms/>.

FOR SALE: 1 Levin tenor, built for owner, lightly
used. Phone 843-838-3742; fax 843-838-4673; e-
mail sham@hargray.com.

FOR SALE: First four Issues of Recorder Education
Journal published by ARTA. $10 each or all four for
$32. Contact Eva Legene at 812-331-7012;
elegene@indiana.edu.

FOR SALE: Moeck Renaissance Recorders, maple,
joints reinforced with brass rings. Pitched at A-440.
Excellent condition. Soprano, $400. Alto, $600.
mipeters@tfacstaff.wisc.edu, or 608-271-6931.

FOR SALE: New Moeck #237R Alto with keys
F/F#. List $405, Sale $200. Phone: 414-384-5339.

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

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

SCHOLARSHIPS for recorder players to attend
recorder/early music weekend workshops during
the year. Apply two months before funding is
needed. Weekend workshop scholarships are
made possible by memorial funds set up to honor
Jennifer Wedgwood Lehmann and Margaret DE-
Marsh. Contact ARS, Box 631, Littleton CO
80160; 303-347-1120; recorder@compuserve.com.

MUSIC REVIEWERS for AR needed. Reviews
must be submitted by e-mail or on disk. Please
send a brief bio with a list of the types of music you
are interested in reviewing to Connie Primus, P.O.
Box 608, Georgetown, CO 80444, or CM-
Primus@cs.com.

Classified rate for American Recorder: 60¢
per word, ten-word minimum. "FOR SALE"
and "WANTED" may be included in the
copy without counting. Zip code is one
word; phone, e-mail, or web page is two.
Payment must accompany copy. Dead-
lines are one month before issue date.
Send copy with payment to: ARS, Box
631, Littleton, CO 80160.
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Bleeds (full pages only) 10% additional. 133-line
screen recommended. Advertising subject to
acceptance by magazine. First-time advertisers
must incILde payment with order.
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Kynseker-Renaissance
nach Hieronymus F. Kynseker, 1636 - 1686 in Nurnberg,
Drechsler, Fagott- md Flotenmacher in der Periode unmittelbar vor der Schaffenszeit von
Johann Christoph Denner
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'Molten ha uer
Handmade recorders

Please write for our catalog and a list of dealers.
Conrad Mollenhauer GmbH, P.O. Box 709, D-36007 Fulda/Germany

http://wvvw.mollenhauer.com e-mail: Mollenhauer@t-online.de

FOR INFORMATION ON:
• Two thoLsand reviews of music new and old, printed and recorded
• How your optometrist can help you see your music
• Tips for playing bass recorder in consorts
• The recorder in history, its players, and performance practice
• Teaching ideas and practice tips
• How music can be a matchmaker LOOK AT BACK ISSUES OF

AMERICAN RECORDER
Cumulative Index for Vols. I - XXXIII (price includes postage:.

ARS members, $13 per copy; Non-members, $18 per copy.

Back issues are available at the following prices (including postage).

Vols. V-XXVI (1964-1985): 1 copy-$5; 2 copies-$8; 3-$11; 4-$14

Vols. X XVII-X X XIX (1986-1998): 1 copy-$6; 2 copies-$10; 3-$14; 4-$18

Please inquire regarding availability of specific issues (including Vols. I-IV).
Please do not order issues not yet published. For Canadian or foreign surface postage, please
add an additional $1 per item. For Canadian or foreign air mail, please add an additional $3
per item. When ordering five or more items to be shipped to the same add-ess at the same
time, ARS members may deduct a further discount of $2 from the total

Need a copy of just one article? Search American Recorder table of contents pages on the Internet through
the fax-back service of The Uncover Company (http://uncweb.carl.org/)

AMERICAN RECORDER SOCIETY
Box 631, Littleton, CO 80160 • 303-347-1120



The Holidays Are Almost Here 
Time to gear up for your holiday recitals and performances.
Try on some of these recent Holiday pieces for size!

Bach, JS: Ruft und Fleht den Himmelan (Christmas Cantata BWV 63) SAT,Pf

Mediaeval Christmas Carols, 2 instr.

Carey: Christmas Suite, SATB

Schutz: Der Engel Sprach ze den Hirten, SATTTBB

Praetorius: Von Himmel hoch, 2 choirs SAAT, SATB

Lewin (ed): We Wish You A Merry Christmas, SAATB

Laburda: Christmas Music, SATB

Phelps (ed): Cornish Wassail, vo,S,Pf/ 5 inst: F/viols/crumhorn/str , ScP

Phelps (ed): Gloucestershire Wassail, (voicing same as HCS0004), ScP

Phelps (ed): Boar's Head Carol, (voicing same as HCS0004), ScP

A Songbag of French Carols, vo, SATB/F/VdG, opt. Pf, cm & Perc, ScP

Christmas Trios, 3 recorders, opt. vo & Perc, ScP

Walther: 2 Christmas Hymns a 5, 5 instr.

Praetorius: Nu komm der Heyden Heyland a 6,6 instr.

Ockeghem: Ave Maria a 4, 4 instr.

TR00020

HAEE006

HARA129

HARA097

HARA102

HARA112

MK00690.1

HCS0004

HCS0007

HCS0008

LCC0019

LCC0020

LPM0516

LPM0517

LPM0518

$5.00

$13.50

$9.50

$9.50

$9.50

$9.50

$8.00

$6.75

$6.75

$6.75

$12.50

$8.00

$7.00

$5.50

$4.50

Happy Holidays and Warm Wishes
from

Magnamusic Distributors, Inc.
PO Box 338, Sharon, CT 06069 Ph: (860) 364-5431 - Fax: 364-5168

www.magnamusic.com


