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The Techniques of Consort Playing

TFIB ARTICLE is based on a series of
short talks I gave fcr the first time at

the Northern Recorder Course in York,
England in 1978. In them I sought to
analyze from my own experience as a
chamber music player on cello and record-
er what were the skills that I needed and
the tricks that I used to enable me and my
friends to produce a tolerable result from
the sight-reading of a piece of music.
These skills and tricks are not to be ac-
quired simply by practicing Handel
sonatas at home or by playing with forty
others at a chapter meeting.
For each of the six talks I devised special

exercises with tape recorder and overhead
projector to demonstrate that these skills
were easy enough to learn. The exercises
cannot be reproduced here, but I describe
them briefly at the end cf each section for
the benefit of any teacher who would like
to make up his own exercises on the same
basis.

Introduction

Chamber music is primarily a social ac-
tivity. Four or five people come together
to produce by their combined efforts a
musical result that, being greater than the
sum of its parts, will afford them more
satisfaction than they could achieve by
that effort separately. So the First Com-
mandment for the chamber music player is
"Thou shalt not spoil the Music." This
has nothing to do with artistic respon-
sibility or some sacred luty to the com-
poser. It is a simple matter of social duty
towards your fellow players. If you spoil
the music you spoil thei: enjoyment. The
prime way of spoiling the music is by losing
your place. So I shall concentrate on how
to keep your place, or how to find it again
when you have lost it. You can also spoil
the music by playing i: without under-
standing, so I shall also say something
about making sense of :he music as you
play.

Reading ahead

A basic requirement is the ability to
read the notes with enough mental capaci-
ty left over to listen to the combined
sound. Only if you. can listen to all the
other parts and adjust your own perfor-
mance constantly to what you hear is
there any chance that real music will
result. And only when you can do this can
you begin to call yourself a consort player.
Now the ability to read with mental

capacity to spare is simply a question of
playing and practicing until the reflexes
are conditioned to translate the symbols
on the page without conscious thought in-
to muscular patterns of fingering, tongu-
ing, and blowing. A conditioned reflex,
however, is simply a posh name for a
habit, and you can by practice acquire bad
habits as well as good. Quite the worst
bad habit is the failure to read ahead. I
know from bitter experience that there are
some intelligent and industrious people
who make a thorough mess of their at-
tempts to sight-read because they sit, hyp-
notized like a rabbit by a snake, with their
eyes glued to the note they are playing,
until the very moment when the next note
comes up and bites them. It is a fatal weak-
ness. You must give your subconscious
time to program your fingers and tongue.
Try reading this article aloud (but if at the
breakfast table explain first to your spouse
what you are at) and note where your
eyes are in relation to your voice. Your
eyes will often have scanned to the end of
the sentence before your voice is halfway
through it. You could not make sense of
what you read if it were otherwise. And if
your brain will do this for you with the
printed word, it will do it for you with the
printed note. But because you have in
your lifetime spent only a fraction of the
time reading notes that you have spent
reading words, you may have to push
your brain a little and force your eyes for-

ward. If you practice in this way con-
sciously and consistently, I think you will
be much gratified by the improvement in
your sight-reading.
(The exercise for this required the students
to read a line of music on an overhead projec-
tor reel that was rolled forward so that what
they played had disappeared from the screen
shortly before they played it. N.B. If you try
this, employ a conductor or the music will get
faster and faster as the students endeavor to
catch up with the vanishing notes)

Rests

I find that the most fruitful disaster area
in any p:ece of sight-read music is a
measure with rests in the middle. It is
partly tha: whole-note and half-note rests
are so hard to tell apart. But there does
seem to be something special about silence
(or perha-Ds it is simply the absence of
physical :Inger and tongue movement)
that puts the player's internal counting
mechanism out of action. It is essential
that this counting mechanism continue to
function cespite the rest.
I believe that experienced players hard-

ly ever count the length of the rests as
such. They see the measure as a whole
and position the notes at the end of the
measure by, as it were, counting back from
the coming bar line. Consider this example
from Stan.ey Taylor's arrangement of The
Bells:

.tx - - :r
There is no need at all to work out the

length of these rests. It is obvious at a
glance that if you are counting in half
notes, you enter at the end of the first
measure one beat before the bar line, i.e.,
on the sixth beat; and in the second
measure you come in halfway through the
sixth beat.
(The exercise required the students to play,
against a recording, one part in a Bach fugue
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in which all the rests of whatever length
within a measure had been replaced by a
cross, so that the length of the rest could be de-
duced only by subtracting the combined
length of the notes from the known length of
the measure. Despite an almost universal
conviction that it could not be done at sight,
most students appeared to do it with ease and
a high rate of accuracy.)

Recognizing bar lines

Recognizing bar lines in what he hears is
to the sight-reading musician what map
reading is to the orienteer. Whilst he is on
the right track it gives constant feedback
confirming his position. And when he
leaves the right track it shows him the
way back. The experienced player is con-
stantly checking his bearings by lining up
the bar lines in his part with the bar lines
that he hears in the other parts, and if they
do not tally he adjusts his own part
backwards or forwards until they do tally
again.
How do you identify a bar line in a piece

of music you cannot see? There are two
quite separate clues—the rhythm and the
harmony. The first is partly a question of
simple stress, of the first note of the
measure being louder than the others. It is
also partly a question of melodic shape.
Given the two following melodies, you
would expect the bar lines to precede the
half note, would you not?

- r r r
5 ,7 r r r r

_LI 
This is because there is a tendency for

the stressed note in any group to be '_onger
than the unstressed ones. There are of
course a multitude of exceptions, but if the
stress and melodic shape do not give an
adequate clue, then the harmony almost
certainly will. Cadences resolve on strong
beats, and usually on the first note in the
measure (a major exception is a "feminine
ending" in triple time). In slow, complex
music—say a Dowland pavane—you
might well have difficulty in identifying
rhythmic stress and in distinguishing
whether it was the first or the third beat of
the measure. The cadences will usually
,sort it out for you.
How do you acquire this ability to hear

bar lines? By practice. Make a habit of
mentally conducting every piece of music
you hear. Not just "beating time" or tap-
ping your foot—anyone can do that—but
counting silently 1,2,3,4 or whatever so
that 1 always identifies the position of
major stress in the music. Who knows? Six
months of that might transform your

playing.
The obverse of hearing the bar lines in

the other parts is the ability to put them
infallibly into your own. We all have
metronomes—of varying degrees of relia-
bility—built into our brain, but some
models seem to have been manufactured
without that little bell that rings every
2,3,4, or 6 clicks. If you have this economy
model, you are at a great disadvantage and
need to have the bell fitted as an optional
extra as soon as possible. You must be able
not only to keep the ticks going steadily in
your head but to program your brain to
group them into 2's, 3's, 4's, and 6's. Then
it will become almost impossible for you to
play three or five beats in a measure of
four. If your eyes misread or the publisher
misprints the music, you will not falter but
will play the next bar in the right place as if
nothing had happened. The exercise
described in the previous paragraph will
help you to acquire this automatic sub-
division habit.
(There were two sets of exercises here. In
the first a series of extracts from sixteenth-
and seventeenth-century music were faded
in, which students in turn had to conduct—
having first been briefly instructed in the
conventions of conducting. In the second
they were required to play one line in a sim-
ple duet played the other] from a doctored
part in which many of the measures had too
many or too few notes. They had to leave out
the notes that could not be fitted into the
measure and to extend the last note when
there were too few.)

Recognizing cadences

Next in importance to the recognition of
bar lines is the recognition of cadences.
The player needs to be able to recognize
them in the music as he hears it and to
recognize them as they appear in his part.
Below are just three typical cadences.

9
a 

ae se 9

C

Note what happens to the individual
parts. In the bass the note (a) falls a fifth or
rises a fourth, (b) falls a tone, or (c) falls a
fourth or rises a fifth. The upper parts
either (d) fall a semitone and rise again, (e)
stay put, (f) rise atone, or (g) fall a tone or a
semitone. These are very far from being
the only forms that cadences can take, but
these movements, and in particular (a) and
(d), will be the telltale signs of the great
majority of cadences that recorder players
will encounter. Of course they will not in-
dicate a cadence unless they occur in
places where you would expect one, i.e.,

on a strong beat, particularly the first note
of a measure, and at the end of a phrase.
The resolution of the cadence will often be
a long note.
What is the point of recognizing

cadences? First, as feedback confirming
or otherwise the rightness of your posi-
tion when you see a cadence happening
in your part and hear it happening in the
others. Second, as an essential guide to
phrasing. The resolution of the cadence
signals a place where you can probably
breathe. The preparation of the cadence
signals a place where you may NOT on
any account breathe. If you can see these
places from afar you can take the
necessary steps to avoid running out of
breath in a place where it will spoil the
music.
(The exercise involved listening to a
madrigal by Weelkes, trying to identify the
cadence, and then listening to it in a re-
cording in which a break of a few seconds had
been introduced before the resolution of each
cadence. This was followed by study of the
second soprano and bass parts to establish the
patterns characteristic of cadences.)

Recognizing what is wrong

Would you believe that a group of in-
telligent and experienced players could go
on playing for thirty or forty measures
after one of them had become hopelessly
lost? I can tell you that it does happen; and
to me it is heartbreaking. It means that
either (a) none of them is listening to the
combined effect of the several parts; or (b)
none of them has any conception of what
it should sound like; or (c) they all lack the
courage of their convictions to a pathologi-
cal degree.
How do you know something is
wrong? It will almost always reveal itself
in disruption of the harmony. Of course
the rhythmic unity of the piece will also
be affected, but that may be very diffi-
cult to spot. So the first clue you get will
be that the harmony is not obeying the
rules of the period. With some modern
music there are no rules, and there may
just be no immediate way of telling
whether you are right. But with all music
up to this century there were rules, and
their breach can be recognized by anyone
who listens carefully, even if he could
not begin to describe the rules them-
selves. Composers occasionally broke
them deliberately, but never for very
long.
So if a new piece of old music starts to

sound to you discordant, you may prop-
erly wait a measure or two to see whether
it was the composer being extra daring. If
that hypothesis becomes untenable, you
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may wait another measure or two to see
whether the culprit can get himself back
on the right track. And it goes without
saying that all this while you will have
been examining your own bar lines and
cadences to see whether you have put a
foot wrong. But if the music is then still
discordant, you must cry "Stop"! You
may be the youngest, smallest, poorest,
shyest, ugliest of the party, but you have a
duty to forget your inadequacy and to
take the lead in bringing the music to a
halt. Of course it would be nice if you
could say what was wrong. But stop the
music even if you cannot diagnose the
fault. A wise motorist who hears dire
noises from his engine does not wait to
discover whether it is a broken piston or a
cracked block before pulling off the road.
It takes a lot of practice to tell what is
wrong even if you have the score in your
hand. But you will usually find that if the
music stops, someone will admit to having
been lost or at least to having been unsure
of his whereabouts. I have always advo-
cated that five players should not spend all
their time playing quintets. They should
spend some part of their time playing
quartets and taking turns sitting out and
listening critically to the others. By this
means each member will in time acquire a
surer feel for the distinction between
those parts which fit together correctly
and that part which does not—as well as a
greater sensitivity to questions of balance
and ensemble. It is such good advice that
no group that I know ever takes it.
(The exercise consisted of a tape recording
of a recorder quartet in which one member,
after the beginning of the piece, made and
persisted in a typical mistake, such as coming
in early after a rest, misreading the key
signature, playing C fingering on an F in-
strument, and so on. Students had to identify
the point at which the mistake became alp-
parent and to try to identify what the mistake
was.)

Ensemble

By ensemble I mean the ability of two or
more players to march in rhythmic step so
that the notes that the composer intended
to sound together coincide absolutely.
This is particularly important on the
recorder. The instrument's attack is so
clean that first-rate ensemble by itself is
capable of giving a sparkle to the music
that other instruments cannot achieve,
thus offsetting some of the instrument's
deficiencies. Conversely, of course, poor
ensemble shows up more plainly than on
other instruments.
Good ensemble is not difficult to achieve

if you put your mind to it, although the

cerebral processes involved are complex.
But it is an area in which it is fatally easy to
acquire bad habits. The most prevalent of
these is simple carelessness. I know groups
who have played together for ten years
who, especially when sight-reading, can
produce the sloppiest ensemble you ever
heard. Nag at them and they improve in-
stantly. They just have their priorities
wrong. They have not cultivated the
sheer pride in ensemble that all self-
respecting consort players ought to have.
Another bad habit is what you may call

the Japanese-wife syndrome. These
ladies, as you know, always walk (or used

to in the old days) three paces behind their
husbands. There are some amateurs at all
levels of experience and competence who
habitually play a fraction of a second
behind the others. I think of a violinist I
have known for years. She knows the
quartet repertoire inside out; she has no
trouble reading the notes; she produces a
nice tone. But she is always behind. Only
by the tiniest fraction of a second, but
behind. Because she is so nice nobody ever
tells her. Eut she infallibly ensures that no
quartet she. plays with is ever mistaken for
a professional group.
Why dces she do it? Basically, I think,
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because she is timid. She waits to hear
from somebody else where the note is to
be played before she will commit herself to
it. She quite literally follows her leader.
She is not alone. I have encountered quite
a few such players. The habit is often so
deeply ingrained that when you tell the
sufferer of his disability he looks at you in
indignant disbelief. His reflexes have
become conditioned to accepting as nor-
mal and proper a situation in which he
makes his contribution marginally after
the others.
Let us think about what is involved in

good ensemble. How do we know just
where in time to play any note? It is ob-
vious that if we wait to hear where some-
one else plays it we shall be too late. What
we in fact do is to employ a sophisticated
system of dead reckoning. We note the
distance apart in time of the preceding two
or three notes, in whatever part they oc-
cur, and on that basis calculate where the
next note ought to come. And that mar-
vellous brain of ours will do this even
when the speed changes. It can calculate
the rate of acceleration or deceleration in a
series of notes and project that rate for-
ward to forecast the position of the next
note.
The actual playing of that note is in

every case an act of faith; a leap in the
dark; bread cast upon the musical waters
with absolutely no way of guaranteeing in
advance that it will coincide with what
the other players are doing. We are to that
extent alone, though together. Each of us
in a group is severally and jointly liable for
the quality of the ensemble, and anyone
who seeks to take less responsibility than
his fellows must ruin the ensemble.
Since we calculate the position of the

WOODWIND
INSTRUMENTS

b i

CHARLES COLLIER
anO RICHARD PALM

Authentic Copies of
Extant Instruments:

RENAISSANCE and
BAROQUE RECORDERS,
MUTE CORNETTI,
RENAISSANCE FLUTES,
and RENAISSANCE
SHAWMS.

For Further Information
CHARLES COLLIER

Box 9442, Berkeley, Ca. 94709, USA
(415) 845-6389

next note from the immediately preceding
notes, it follows that we must take our
bearings from the fastest moving notes in
whatever part they occur. If we are play-
ing quarter notes against someone else's
eighth notes, we must adapt to those
eighth notes even if our part is the more
important.
Is it impossible in these circumstances to

have a leader? Not at all. But a leader's
role has to do with sight much more than
with sound. You can lead with sound only
if yours is the fastest moving part. If you
want to lead in other circumstances, then
you must rely on physical movement. I
cannot emphasize too strongly the vital
importance of visual contact and physical
movement in consort playing. Why is
Jacob van Eyck's music all for solo instru-
ment? Because a blind player is doomed,
sadly but inevitably, to being a soloist. He
can never successfully play concerted
music because, although dead reckoning
through his ears will take him so far, it has
to be supplemented by visual signals. For
starting and stopping a piece. And for all
those many places where a change of pace
is required, but where dead reckoning is
ineffective because no one part is faster
than the others. In all those places a leader
is required, he must MOVE, and he must
be looked at by everyone else.
String players have no problem. They

must move their arms to make any sound
at all. And it is easy to learn to infer from
the way a fiddler lifts his bow just when he
is going to bring it down. But recorder
players do not need to move any visible
part of their body in order to play. So they
must make up for this by deliberately
cultivating movement, at least at those
times when dead reckoning will not serve.
It need not be vigorous. A small up-and-
down movement of the end of the recorder
is quite enough. But it must be visible, and
the players must watch for it.
(The exercise consisted of a recording of an
ostinato bass part in eighth notes from Bach's
Prelude )CXIV from Book 1—of which the
speed was constantly varied, but in a
musically logical fashion. Students had to
play the other two parts, which are in
quarters and half notes, to demonstrate to
themselves that it is perfectly possible to follow
accelerating and decelerating movement.)

Intonation

Poor intonation is death to musical
pleasure, and especially so on the
recorder. There are simple reasons in
physics why a departure from pure intona-
tion on the recorder is more painful than
on other instruments. And there are sim-
ple reasons in economics why so many

recorders are manufactured out of tune.
You must have an instrument that can

be played in tune at a = 440 with the
minimum of humoring and at a pressure
that does not ruin the balance of the
group. If you have any doubts about your
wooden instrument, either get it checked
and if necessary re-tuned, or leave it in a
drawer and buy or borrow a plastic one.
That, however, is only the beginning. You
then have to play the instrument in tune.
Here one may well say that the price of
good intonation (as of liberty) is constant
vigilance. Every note of any duration has
to be checked against its context.
Bad intonation will show up most clear-

ly at the cadences at the end of sections in
the music. If there is roughness here take
the chord apart. Start with the bass and
those notes in octaves with it. Then add
the fifth. And when those are in tune add
the third. Sharp thirds are a common prob-
lem, particularly G sharps on the C in-
struments and C sharps and B naturals on
the F instruments. Shading the intonation
with extra fingers is often necessary. If
trouble is persistent, play the parts two by
two. Let the soprano and alto play their
parts while the others adjudicate. Then

. alto and tenor, and so on. But do remem-
ber that if you have to doctor a note to get
it into tune in one context, it will almost
certainly need the same doctoring when-
ever you play it. And do face up to the fact
that if any one of the players has to do
anything at all extreme in the way of fin-
gering or breath pressure to get more than
the isolated note into tune, then instru-
ment surgery or replacement is indicated.
(The exercise consisted of a tape recording
of a recorder quartet playing a number of ex-
tracts twice—once reasonably in tune and
once with one instrument deliberately out of
tune. Students had to say which version was
out of tune, which instrument was wrong,
and in which direction.)

Summary

Two words run like a thread through
almost at this good advice: "Listen" and
"Adjust." When your whole mental
equipment is taken up with reading the
notes you cannot listen. So you must prac-
tice until reading becomes subconscious.
Once you can listen, you must then devel-
op the skill to adjust. And when you have
the skill you must develop the mental at-
titude that puts adjustment to others as
your first priority. When that happy day
arrives you—and your friends—will really
start to enjoy your consort playing.

Reprinted with the author's permission
from Recorder & Music, June 1980.
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Six Canons for the Easter Season by Martin Agricola

An edition with commentary

READERS of The American Recorder
have been introduced to the theoret-

ical writings of Martin Agricola (1486-
1556) through my translations of the dis-
cussions of woodwind inszuments in his
Musica instrumentalis deuclsch (the 1529
edition in the November 1980 issue and
the 1545 edition in the November 1982
issue, to be continued in May 1983).
As a music teacher anC Cantor of the

Protestant Latin school In Magdeburg,
Germany, Agricola concentrated on in-
structional material in hIs publications,
which include his books or. musical instru-
ments and music theory. Among the latter
is a textbook entitled Dt.o 1bri musices,
published in Wittenberg in 1551. With his
usual concern for practical education,
Agricola included fifty-four textless pieces
in this book, one for each week of the year,
with a couple left over. Written mostly in
three parts, they illustrate various tech-
niques of canonic imitation and were evi-
dently designed for instrumental practice
and performance.
The six three-part canons presented

Dis[ cantus]

Soprano

recorder

Soprano
recorder

Tenor
recorder

Bass[us]

William E. Hettrick

here are assigned, respectively, to Easter
week and the five weeks that follow. The
pieces all feature strict imitation in the
two upper parts over a bass line that is
freely written, but frequently also par-
ticipates in the imitation. Several different
types of canon are illustrated: imitation at
the unison after one measure (no. 1), at the
upper fifth after one measure (nos. 2 and 4)
and after a half-measure (no. 3), at the
lower fifth after one measure (no. 5), and
finally at the unison again, but with a time
interval of three measures (no. 6). As
identified in Agricola's book, the melodic
lines of no. 6 are based on Christ ist
erstanden, a traditional German Easter
hy:nn derived from the Gregorian chant
sequence Victimae paschali laudes, found
in :he Mass for Easter Sunday.
Although the six canons may be played

by a variety of instrumental combinations,
they work especially well for soprano,
soprano, and tenor recorders, and the clefs
employed in this edition fit that ensemble.
Perhaps the final double notes in the
Bassus part of the first two canons suggest

El

1

performance by a string instrument or a
pair of instruments dividing at that point.
At any rate, when the part is played by a
single wind instrument, the higher note
may easily 1e omitted.
Standard editorial procedures have

been followed in the preparation of this
edition. Incipits at the beginning of each
piece show the original name, time signa-
ture, clef (the original presents them in
this unorthodox order), and first note of
each part (only two parts are notated in
the original, the third part being derived
from the Discantus). In addition, an
editorial indication of the range of each
part is given. Editorial accidentals are
placed above their respective notes. All
items enclosed in square brackets are
editorial, as are all except final barlines and
all measure numbers. The values of final
notes are made to conform to the require-
ments of modern notation. Notes original-
ly printed as ligatures are shown here by
the symbol

r.

'7\

0
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These pieces were performed by the
Hofstra University Collegium Musicum
in March 1982 in concerts heralding the
coming of spring, especially welcome after
a long, hard winter. The consort of
recorders and viols included Rochelle
Drucker, Laura and Michael Goudket,

Marvin Rosenberg, and Millicent Vol-
lono, to all of whom :his edition is grate-
fully dedicated. Thanks are also due
to the Faculty Research and Development
Fund of Hofstra College of Liberal Arts
and Sciences, Hofstra University, for a
grant making possible the acquisition of a

Music autography by Wendy Keaton.

microfilm ropy of the source through the
Deutsche& Musikgeschichtliches Archiv,
Kassel, Germany. The original on which
this edition is based is found in the Musik-
sammlung Stadtarchiv of Heilbronn, Ger-
many.
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BOSTON' EARLY MUSIC
FESTIVAL & EXHIBITION'

tocit'Y !Write broc
re

hu
abscriPti°11

for 
„

STAGED PERFORMANCES

Jean-Philippe Rameau's opera, Zoroczstre
Banchetto Musicale, directed "oy Martin Pearlman

Violette Verdy (Co-director, Boston Ballet), choreographer
Philippe Lanael (dir. Theatre du Nombre d'Or), stage director
featuring: Jean-Claude Orliac, Sophie Boulin, Michel Verschaeve,

Nancy Armstrong, James Maddalena

The Play of Daniel (Ludus Danielis)
The Boston Camerata, Joel Cohen, music director
Andrea von Ramm, stage director and Daniel

CONCERT PERFORMANCES

Gustav Leonhardt, harpsichordist
program featuring works of Rameau, Gibbons, and Frescobaldi

Luigi-Ferdinando Tagliavini, organist
program featuring works of Fresco-Daldi

The Musicians of Swanne Alley
Paul O'Dette & Lyle Nordstrom, lutenists and co-directors

Concert Royal
James Richman, harpsichordist and director

The Boston Museum Trio
Daniel Stepner, Laura Jeppesen, John Gibbons

and others to be announced.

M ASTER CLASSES

Luigi-Ferdinando Tagliavini Gustav Leonhardt
Andrea von Ramm Paul O'Dette

Sheridan Germann (leaure on harpsichord decoration)

COMPETITION

The z6th annual Bodky Competition sponsored by the
Cambridge Society for Early Music is open in 1983 to
players of early keyboard instruments (harpsichord, or-
gan, clavichord, fortepiano), who perform music written
before 1.791 and are under the age of 30.
Judges for final round: M. Bilson, L. Crawford, L.-F. Tagliavini

24-30 MAT 1983

EXHIBITION

A major exhibition of early instruments by present-day
craftsmen from throughout the world will be held in the
spacious exhibition hall of The Castle, a national histor-
ical landmark owned by the Boston Park Plaa Hotel.
Exhibitors will also include dealers in rare books,prints,
& manuscripts, antique instruments as well as record
companies, publishers, and accessory makers.

SYMPOSIA
Co-sponsored by friends of Early Music in honor of its zoth year.

Girolamo Frescobaldi, 40o th Anniversary
Christoph Wolff, chairman; Louis Bagger, Etienne Darbellay,

Frederick Hammond, James Ladewig, Mark Lindley,
Anthony Newcomb, Alexander Silbiger

Jean-Philippe Rameau, 3ooth Anniversary
Neal Zaslaw, chairman; Mary Cyr, Jerome de la Gorce,

Tom Green, Laurence Libin, Graham Sadler, R. Peter Wolf

Museum Musicum — Expert Views
on Historical Instruments

Howard Schott, chairman; Clifford Boehmer, Bernard Brauchli,
John Koster, Laurence Libin, Nora Post,
Robert Rosenbaum, David Rubio

GRANDE FETE CHAMPETRE

An evening of 18th-c. French cuisine and entertainment

AUCTION!

The proceeds from this exciting event (to be held in con-
junclion with the Exhibition) will be used to support the
Festival's educational programs.

For information about tickets, charter flights, &T., write or call:

Boston Early Music Festival & Exhibition
25 Huntington Avenue, Boston, Massachusetts 021 i6

Telephone: (617) 262-1240

14 The American Recorder



Degree Programs in Early Music
in the United States and Canada

Compiled by Jean W. Seiler

OVER the past months, The American
Recorder has been gathering informa-

tion from colleges and universities where
recorder is offered. In the process of com-
piling the listing we have expanded it to
include undergraduate and graduate
degree programs in recorder, other early
instruments, or early music, as well as
programs accepting these instruments
in fulfillment of the applied music
requirement.
Some of the courses, faculty, etc., may

have changed by the time this is issued. In-
terested individuals are encouraged to
contact schools directly for more details.
We plan to publish additions to the list-

ing as further information becomes
available.

Boston University
B.M. in lute/guitar (major in one, minor

in the other), also harpsichord major.
Technical mastery of chosen instrument
(lute, guitar, harpsichord, viol, fortepiano,
Baroque violin) and knowledge of its an-
cestry and offspring, and its relationship
within the family of early music instru-
ments. Intimate association of perfor-
mance skills and academic scholarship.
Collegium in Early Music.
Summer Institute cf Early Music

(started in 1979, with Thomas Binkley
and Alejandro Planchart as guest faculty).
Faculty: Thomas E. Greene (guitar);
Mark Kroll (harpsichord); Murray Leflco-
witz (viola da gamba, Collegium); Carol
Lieberman (Baroque violin); Joseph Payne
(harpsichord); Anthony Saletan (guitar).
Contact Boston University School of
Music, 855 Commonwealth Ave., Boston,
Mass. 02215. (617) 353-4241.

Case Western Reserve University
B.A. Major in Music with emphasis in

Early Music Performance Practices.
Typical program includes music theory/
history/literature, applied music, foreign
language.
M.A. in Early Music Performance Prac-

tices. This program presupposes the same
strong liberal arts training as the M.A. in
Music History, plus a strong performance
interest and background. It emphasizes
research and the application of research to
music performance.
Ph.D. in Early Music Performance Prac-

tices—highly qualified applicants may
enter the Ph.D. program directly upon
completion of a Bachelor's degree.
Collegium Musicum gives several con-

certs each year; smaller ensembles also.
Faculty: Ross W. Duffin (music history,

performance practice, Collegium Musi-
cum, ensembles); Quentin Quereau
(voice); John G. Suess (strings).
Contact Ross Duffin, Dept. of Music,

Case Western Reserve University, Cleve-
land, Ohio 44106.

College of St. Scholastica
B.A. in Music Literature with speciali-

zation in Early Music Performance. Pro-
gram includes general music history/liter-
ature/theory, applied music, language,
ensembles, early music electives (such as
history of music notation, history of in-
struments, sixteenth-century counter-
point,. specific composer courses). Because
the importance of a work experience with
faculty guidance and support is recog-
nized, the curriculum also includes a Direct
Action Project.
Music Education certification is also

available.
No graduate degree is offered, but

graduate credit is available for several
c purses.
Ensembles and performing opportuni-

ties: Abbey Minstrels—a select group of
five to seven instrumentalists, sometimes
performing with the Madrigal Minstrels,
a vocal ensemble—rehearses eight hours
weekly, tours, and records. Also viol
consort, recorder consort. Annual mu-
sico-dramatic production, using music of
a certain period and in the style of a par-
ticular genre (this year's will be a life of
St. Benedict, in the style of a thirteenth-

century liturgical drama).
Faculty: Shelley Gruskin (flutes, re-

corder, early winds, Abbey Minstrels,
annual dramatic production); LeAnn
House (harpsichord, theory); Sr. Monica
Laughlin OSB (recorder, early clarinets,
theory); Brent Wissick (early strings,
choral program). Part-time faculty: Ruth
Johnsen (Baroque violin); Edward Mar-
tin (lute).
Contact Sister Monica Laughlin OSB,
Chairperscn, Music Department, College
of St. Scholastica, Duluth, Minn. 55811.
(218) 723-6081.

Concordia University
B.F.A. Major in Music, with specializa-

tion in performance of early music. Instru-
ments include recorder, Baroque flute,
Baroque violin, harpsichord, organ. Cur-
riculum includes ensembles, performance
practices, early notation.
Faculty: Christopher Jackson, Liselyn
Adams, Wolfgang Bottenberg.
Contact Christopher Jackson, Depart-

ment of Music, Concordia University, 7141
Sherbrooke Street West, Montreal, Quebec,
Canada H4B 1R6.

Five Coleges (Amherst, Smith, Mt.
Holyoke, Hampshire, University of Mase
sachusettE)
B.A. and M.A. in Music. Instruction

in viola •Ja gamba, recorder, Baroque
violin, Baroque cello, lute, harpsichord,
organ, transverse flute, Renaissance
winds. Audition required. The masters
program at Smith provides an oppor-
tunity for graduate students to combine
serious academic background work with
first-class musical experience.
Ensembles: Renaissance winds, natural

trumpet, viola da gamba, recorder Re-
naissance mixed ensembles, Baroque
chamber ensembles, Five College Singers.
Special activities include large-scale per-

formances (some involving drama or Re-
naissance dance), winter-term instru-
ment-building workshop, historical dance

February 1983 15



classes; students of historical dance may
receive credit for participation in the
Castle Hill Early Dance and Music Week.
Faculty: Thomas Kelly, Director; Ste-

phen Hammer (Baroque oboe, recorder,
Renaissance winds); Margaret Irwin-
Brandon (organ, harpsichord, fortepiano);
Ernest May, Vernon Gotwals (organ);
Miriam Whaples (keyboard continuo);
Lory Wallfisch (harpsichord); Adrienne
Greenbaum (Baroque flute). Part-time
faculty: Marilyn Boenau (recorder, dui-
zian); Jane Hershey (viol, recorder); Peter
Lehman (lute); Philip Levin (Baroque bas-
soon, recorder, Renaissance winds);
Alice Robbins (viol, Baroque cello), Emily
Samuels (recorder). Academic faculty:
Paul R. Evans, Vernon Gotwals, Richard
Shen, Miriam Whaples, Ernest May,
Irving Eisley, Louise Litterick.
Contact Five College Early Music Pro-

gram, 215 Sage Hall, Smith College, North-
ampton, Mass. 01063. (413) 584-2700,
extension 724. For graduate program: Office
of Graduate Study, College Hall, Smith
College, Northampton, Mass. 01063.

Indiana University
B.M. and M.M. in Baroque violin,

harpsichord, recorder, lute, early harp,
viol. M.M. and D.M. in Literature and
Performance of Early Music (D.M. con-
centration in performance or collegium
directing). Ph.D. in Musicology with con-
centration in Literature and Performance
of Early Music. Auditions are required.
The Early Music Institute is an integral

part of the School of Music, with special
goals in the pursuit of teaching creative
activity and research in medieval, Renais-
sance, and Baroque music. It is building
toward a comprehensive program with
high standards in performance and in
research. Expansion in instruments
offered will proceed with the addition of
Baroque cello and Baroque oboe in fall
1983.
Some scholarships and assistantships

are available, as well as the Jason Paras
Memorial Fellowship in Early Music.
Ensembles: choral (male, mixed); gen-

eric (recorder, sackbut and cometto,
capped reeds, strings); Baroque (chamber
music; Baroque orchestra and opera,
beginning 1983); ad hoc ensembles.
Faculty: Thomas Binldey, Director (lute

and related instruments, recorder, organ-
ology); Stanley Ritchie (Baroque violin /
viola); Elisabeth Wright (harpsichord);
Allan Dean (cornetto, Baroque trumpet,
recorder); Mary Louise Smith (recorder);
Hans Tischler (medieval notation);
Thomas Noblet (Renaissance notation);
David Fenske (bibliography); Walter

Kaufmann (organology); plus music his-
tory and theory faculty. Part-time
faculty: Robert Grossman (lute); Cheryl
Fulton (triple harp); Roy Wheldon (viol /
vielle); Frances Feldon (traverso).
Contact Early Music Institute, Thomas

Binkley, Director, School of Music, Indiana
University, Bloomington, Ind. 47405. (812)
335-4088.

Longy School of Music
Senior Diploma or B.M. Major in Early
Music Performance. Senior Diploma is a
four-year course for students seeking
intensive musical training. B.M. (from
Emerson College) combines intensive
musical training at Longy with liberal
arts courses at Emerson. Students re-
ceive strong musicianship and theoretical
training, with a concentration in perfor-
mance practices and style.
Admission requirements include audi-

tion. Graduation requirements include
performance in at least one student as-
sembly program per semester, plus a full-
length senior recital. Study of secondary
instrument (harpsichord for non-key-
board majors).
Courses include music history, perfor-

mance practices, ensembles, continuo,
harmony, counterpoint, fundamentals of
musicianship, eurythmics. There is also a
Master Class series.
Faculty: Andrew Waldo, coordinator

(recorder, vocal ensemble); Sonja Lind-
blad (recorder, recorder consort); Carol
Epple (Baroque flute); James Nicolson,
Martin Pearlman (harpsichord); Jane
Hershey (viola da gamba, viol consort);
Stephanie Beal, Jean-Rodolphe Bind-
schedler (Baroque cello); Anthony Mar-
tin (Baroque violin); Stephen Hammer
(Baroque oboe); Douglas Freundlich
(lute); Jean Rife (natural horn); Kenneth
Roth (performance practices); Laurie
Monahan (vocal ensemble); Frances
Fitch (organ, continuo).
Contact Longy School of Music, One

Follen St., Cambridge, Mass. 02138.
(617) 876-0956.

Mannes College of Music
B.M. and M.M. in Early Music Per-

formance. Admission by audition and ex-
amination in theory and ear-training;
with permission, part-time qualified stu-
dents may take or audit individual
courses and perform in ,ensembles
through the Extension Division.
Study includes private lessons, ensem-

ble participation, introductory surveys of
repertory and sources, theory and trans-
cription of medieval and Renaissance
music, and reading from music sources in

black and white mensural notation. Elec-
tives in performance practice. Under-
graduates may also take the Techniques
of Music sequence in theory, ear-
training, dictation, and analysis.
Ensembles: The Mannes Camerata

(Renaissance and early Baroque vocal
and instrumental music) gives a series of
concert performances each fall and a fully
staged theatrical production each spring
(1982-83 repertory includes Schaz's
Historia der Geburt Jesu Christi and Pen's
opera Euridice). The Baroque Chamber
Ensemble and the Mannes Loud Band of-
fer several performances each year.
Lecture-demonstrations, master classes,

and recitals by permanent and guest
faculty.
Faculty: Paul C. Echols, Coordinator

(survey of repertory and sources,
Mannes Camerata); Allan Atlas (theory
and transcription of medieval and
Renaissance music); Kenneth Cooper
and Eugenia Earle (harpsichord); Dennis
Godburn (recorders, shawm, dulcian);
Valerie Horst (notation, repertory);
Joseph Iadone (lute); Bernard Krainis
(recorders); Philip Levin (Baroque bas-
soon, recorders, Baroque Chamber En-
semble); Sandra Miller (Baroque flute);
Benjamin Peck (sackbut, Loud Band).
Contact Paul C. Echols, Coordinator of

Early Music, Mannes College of Music,
157 East 74th St., New York, N.Y. 10021.
(212) 866-8189.

McGill University
B.M. and M.M. in Performance (cur-

rently harpsichord and viola da gamba;
other instruments such as recorder and
Baroque flute are possible). These can
also fulfill the instrumental requirement
for music history majors.
Collegium and small ensembles.
Faculty: Mary Cyr (viola da gamba);

John Grew (harpsichord, organ).
Contact Veronica Slobodian, Office of
Admissions, Faculty of Music, McGill
University, 555 Sherbrooke Street West,
Montreal, Quebec, Canada H3A 1E3.

New England Conservatory
B.M. Major in harpsichord, Baroque

flute, Baroque oboe, Baroque violin, re-
corder, viola da gamba, early music with
instrumental, vocal, or court dance
concentration. Sampling of early music
performance courses offered in recent
years: continuo, advanced continuo,
court dance, Renaissance performance
practice, Baroque performance practice,
improvisation, music for dance.
M.M., same majors as above. Recent

courses include: continuo, advanced con-
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tinuo, court dance, Baroque music, Ren-
aissance and Baroque w:nd instruments,
string techniques of the seventeenth and
eighteenth centuries, viol consort, im-
provisation, music for dance. In Depart-
ment of Music History and Musicology:
Baroque instrumental music, Renais-
sance sacred music, Baroque sacred
music, Renaissance dance and dance
music, Baroque dance and dance music,
performance practice 1100-1500, perfor-
mance practice 1500-1650, problems in
medieval music, problem 3 in Renaissance
music, notation of medieval music, nota-
tion of Renaissance music, research into
music history.
Ensembles include Collegium Musi-

cum (graduate and qualified under-
graduate students) and Collegium Terp-
sichore (dance group—yearly joint con-
cert with Collegium Musicum).
Faculty: Richard Conrad (voice);

Grace Feldman (viola da gam ba); Frances
Conover Fitch, John Gibbons (harpsi-
chord); Stephen Hammer (Baroque oboe);
Laura Jeppesen (viola da gamba); Sandra
Miller (Baroque flute); Daniel Pinkham
(music history); Kenneth Roth (oboe,
recorder); Daniel Stepner (Baroque
violin); Robert Paul Sullivan (lute); Julia
Sutton (court dance, musx history); John
Tyson (recorder).
Contact Daniel Pinkham, Chairman,
Department of Early Mu.5ic Performance,
New England Conservatory, 290 Hunting-
ton Ave., Boston, Mass. 02115.

New York University
Certificate in Early Music Performance,
which may be taken by itself or in con-
junction with the M.A. in Music. Qual-
ified individuals may apply for Special Stu-
dent status to register for individual
courses, with the permission of the in-
structor and the Director.
Curriculum includes seminars in the

music of the relevant periods, performance
practice, musicology, notation and editing
of early music, style analye is, history of in-
struments, history of thecry.
Collegium Musicum is offered. Special

activities include lectures, symposia,
concerts.
Faculty: Edward Roesner, Acting Di-

rector; Stanley Boorman, David Burrows,
Jan LaRue. Visiting faculty have included
Alexander Blachly, Howard Mayer
Brown, and Charles Hamm.
Contact Edward Roesner, Acting Direc-

tor, Department of Music, 268 Waverly
Bldg., New York University, Washington
Square, New York, N.Y. 10003.

Oakland University
B.M. (some students elect the B.A. de-

gree). Normal undergraduate music de-
gree with the applied instruments being
recorder, lute, viola da gamba, harpsi-
chord, or voice. Student is expected to
graduate with a solid foundation in his in-
strument, a solid grounding in theory and
history, basics of performance practice
and research techniques, as well as a good
deal of experience in performance.
Collegium Musicum includes Renais-

sance Ensemble, Collegium Singers; these
groups perform twelve to thirty-five con-
certs a year in the Midwest.
Special activities include at least one

master class or workshop per year from
visiting performers.
Faculty: Lyle Nordstrom (recorder,

lute); Enid Sutherland, Patricia Nord-
strom (viola da gamba); Ray Furguson,
Penelope Crawford (harpsichord).
Contact Lyle Nordstrom, Department of
Music, Oakland University, Rochester,
Mich. 48063.

Oberlin College Conservatory
of Music
B.M. in Performance (harpsichord, re-

corder, lute, Baroque flute, Baroque oboe,
Baroque violin, Baroque cello, viola da
gamba). Auditions required.
Designed to prepare students for

careers in performance on early instru-
ments and for the combination of per-
formance and musicology, the program in-
cludes applied study, ensemble, music his-
tory and theory, language, and relevant
liberal arts courses. Two student recital
appearances, junior recital, and senior
recital are required. Music history courses
offered are music before 1600, music in the
Baroque era, introduction to music re-
search and writing, performance prac-
tices. Theory courses include studies in
medieval/Renaissance/early Baroque/late
Baroque music, Renaissance counterpoint,
Bach analysis at the keyboard, the cantatas
of Bach.
Ensembles: Collegium Musicum, Re-

naissance Wind Ensemble, Viol Consort,
Baroque Ensemble Class.
The Conservatory offers the three-

week Baroque Performance Institute
every summer, attracting practitioners of
early music from all over the world.
Faculty: James Caldwell (Baroque

oboe); Loris 0. Chobanian (lute); Lisa
Crawford (harpsichord); Michael Lynn
(recorder Baroque flute); Marilyn Mc-
Donald (Baroque violin); Michael Man-
deren (lute); Catharina Meints (viola da
gamba); William Porter (harpsichord);
Robert Willoughby (Baroque flute); L.

Dean Nuernberger (Collegium Musicum,
theory).
Contact Oberlin College Conservatory of
Music, Oberlin, Ohio 44074.

Peabody Conservatory of Music
B.M. and M.M. Major in harpsichord

or lute (studies in recorder, viola da gam-
ba). Audition required. Courses include
theory, counterpoint, canon and fugue,
history of crgan construction, harpsichord
literature, lute history and literature,
source readings in music history, music
history/literature of the relevant periods,
sacred chcral music of the Renaissance
and Baroque, editing original sources,
harpsichord tuning, keyboard ornamenta-
tion, lute tablature, lute pedagogy.
Master classes are offered with noted
musicologists and performers.
Baroque ensemble, harpsichord ensem-

ble, lute ersemble, recorder ensemble.
Faculty: Shirley Mathews (harpsi-

chord); R oger Harmon (lute); Joseph
Turner (recorder); Mary Ann Ballard
(viola da gamba).
Contact Office of Admissions, The Pea-

body Conservatory of Music, One East
Mount Vernon Place, Baltimore, Md.
21202. (301) 659-8110.

Sarah Lawrence College
M.F.A. in the Performance of Early
Music, specializing exclusively in the
music of the Middle Ages and Renais-
sance and oriented to performance. Pro-
gram includes musicology, extensive
ensemble playing, survey courses, per-
formance workshops, mastery of a sec-
ond instrument or voice. Ensembles pre-
sent a formal concert at least once a
semester. student recitals and a related
term paper.
Concentus Laurentius consists of all

the student ensembles.
Faculty: Alexander Blachly (musicol-

ogy, survey, musicianship); the four
members of Music For A While: Lalloue
Davenport (ensembles, winds); Judith
Davidoff (bowed strings, ensembles);
Christopher Kenny (ensembles); Sheila
Schonbrun (voice, ensembles). All five
faculty members are involved in the per-
formance seminars. Adjunct faculty: R.
John Blackley (survey); Wendy Gillespie
(performance seminar); Patrick O'Brien
(lute); Steven Silverstein (recorder, cor-
netto, shawm); Joshua Rifkin, Edward
Roesner, and Mary Springfels (perfor-
mance seminar, survey).
Contact Graduate Studies Office, Sarah

Lawrence College, Bronxville, N.T. 10708.
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Stanford University
D.M.A. in the Performance Practices of

Early Music. Ph.D. in Historical Musicol-
ogy. The program, designed to produce
capable performers and articulate
teachers, combines scholarship and per-
formance. Courses include lessons, perfor-
mance technique, dance, history, research
techniques, languages, style analysis.
Performing groups: Early Music Sing-

ers, Renaissance Wind Band, Medieval
Ensemble, Baroque Ensemble.
Faculty: George Houle, Director of Ear-

ly Music Program (performance practice,
Baroque Ensemble); William P. Mahrt
(performance practice, Medieval Ensem-
ble, Early Music Singers); Margaret
Fabrizio (harpsichord, early piano);
Herbert W. Myers (Renaissance winds,
Renaissance Wind Band).
Contact Prof. George Houle, Department

of Music, Stanford University, Stanford,
Calif. 94305.

University of Arkansas
B.M. and M.M. Recorder accepted to

fulfill instrumental requirement for major
in music history or theory. Instruction in
recorder, historic winds, historic strings,
harpsichord, lute.
M.M. in Music History with emphasis

in early music performance practice will
be offered as of fall 1983.
Collegium Musicum, viol consort (con-

sisting of faculty, students, and towns-
people). Also concerts by faculty en-
semble. Rameau festival in fall 1983 will
include operas and chamber music.
Faculty: Barbara Garvey Jackson, Coor-

dinator of Music History (historic strings);
Roger Widder (recorder, historic winds);
Leonard Garrison (historic winds); Claire
Detels (harpsichord); James Greeson
(lute); William A. Nugent (bibliography);
Jack Groh (Schola Cantorum); Richard
Brothers (opera director).
Contact Barbara Garvey Jackson, De-

partment of Music, University of Arkansas,
201 Fine Arts Annex, Fayetteville, Ark.
72701. (501) 575-4701.

University of British Columbia
B.M. Major in General Studies or in
Music History and Literature, with con-
centration in historical instruments (cur-
rently harpsichord, lute, viola da gamba,
recorder, early flutes). General studies
curriculum is designed to provide a general
higher education in music and to prepare
students for professional work in such
related fields as criticism, broadcasting,
editing. Audition required. Music history
and literature curriculum is formulated for
the student planning to continue after

graduation in the area of musicology and
wishing to obtain graduate degrees in
music with the ultimate aim of teaching in
a university. The student must obtain a
wide theoretical knowledge, a compre-
hensive background in music history, a
working knowledge of piano, and a read-
ing knowledge of French and German, and
should possess an intense interest in other
musical areas, art, literature, and
philosophy.
Collegium Musicum fulfills the require-

ment for participation in small ensemble.
Faculty: John E. Sawyer (viola da gam-

ba, Baroque violin); Paul Douglas (early
flutes); Hans-Karl Piltz (Baroque violin,
viola d'amore). Sessional faculty: Doreen
Oke (harpsichord); Patrick Wedd (organ);
Peter Hannan (recorder); Ray Nurse
(lutes).
Contact John E. Sawyer, Department of
Music, University of British Columbia,
6361 Memorial Road, Vancouver, B.C.,
Canada V6T 1W5.

University of Iowa
Ph.D. in Musicology with specialization

in Performance Practice of Early Music.
The program seeks students who already
have a high degree of performance ability,
and combines practical experience and
thorough training as scholars of early
music, in the context of a strong tradi-
tional musicology program. Courses
include performance practice, period,
composer, and genre courses in medieval,
Renaissance, and Baroque music; prin-
ciples of construction and maintenance of
historical instruments; history of musical
instruments; notation; seminar in col-
legium administration. Instruction is
available on recorder, Baroque flute, viola
da gamba, and harpsichord.
The Collegium Director's Program, an

adjunct to the graduate program in Musi-
cology, attempts to impart the scholarly
information, practical knowledge, and
experience to administer a collegium. Its
purpose is to turn out first-rate scholars
who are also first-rate collegium directors.
Collegium Musicum includes wind

bands, Baroque trios, chanson groups,
madrigal groups, various consorts.
Faculty: Edward L. Kottick (early

instruments, Collegium Director's Pro-
gram); Elizabeth Aubrey (Collegium,
early instruments, voice); Sven Hansen
(seventeenth- and eighteenth-century
performance practice); Marilyn Sonville,
Department Head (musicology).
Contact Musicology Department, School

of Music, University of Iowa, Iowa City,
Iowa 52242. (319)353-3445 .

University of Missouri—
Kansas City
Ph.D. in Music History—recorder was

recently accepted for the performance
requirement. Recorder is also used in the
performance styles class (graduate and
undergraduate) and in the recorder peda-
gogy class (for graduate students who
have earned a degree in music; offered
through the division of continuing educa-
tion). Instruction in recorder, viol, lute,
harpsichord.
Collegium Musicum uses recorder ex-

tensively, as well as capped reeds and
other instruments mentioned above. It
performs for conservatory productions
and at various colleges, community func-
tions, etc. Both graduate and under-
graduate students may participate.
Faculty: Hermione Abbey (recorder,

viol, Collegium); Gerald Kemner
(harpsichord).
Contact Dr. Hermione Abbey, Conser-

vatory of Music, University of Missouri—
Kansas City, 4949 Cherry, Kansas City,
Mo. 64110. (816) 363-4300.

University of Pittsburgh
B.A. Major in Music. Recorder is one of

the instruments in which a student may
have private instruction in order to satisfy
the applied music requirement.
M.A. and Ph.D. in Historical Musi-

cology.
Collegium Musicum is open to under-

graduate majors and graduates students.
Faculty: Colin Sterne (recorder, Col-

legium Musicum); Don Franklin (per-
formance practice).
Contact Cohn Sterne, Dept. of Music,
University of Pittsburgh, Pittsburgh, Pa.
15260.

University of Toronto
B.M. and M.M. in Performance, with

recorder as major instrument; plucked
strings and viola da gamba are also a pos-
sibility. The University also offers a
Ph.D. in Medieval Studies with major in
music, through the Medieval Center.
Ensembles: medieval, Renaissance,

Baroque, vocal.
The Toronto Consort is in residence.
Faculty: Timothy J. McGee (early

music performance practices); Andrew
Hughes (medieval music and perfor-
mance); Alison Mackay, Garry Crighton
(medieval and Renaissance ensembles);
Douglas Bodle (Baroque ensemble);
William Wright (vocal ensembles), Hugh
Orr (recorder).
Contact Department of Music, Uni-

versity of Toronto, Toronto, Ontario,
Canada M5S 1A1.
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Wagner College
B.A. Major in Music. Recorder, harpsi-

chord, viola da gamba, lute, voice. Stu-
dents must pass a level 8 jury examination
and present a senior recital. Other re-
quirements include courses in compre-
hensive musicianship and music history,
and competency exams in keyboard,
voice, intervals and chords, and music
history.
Collegium Musicum includes motet

choir, consorts of recorders, viols, early
brass. There is also a guitar and lute
ensemble.
Performance Seminar in Early Music is a

one-week intensive summer course; facul-
ty includes the New York Consort of
Viols.
Faculty: Martha Baler (recorder, harp-

sichord); Patricia Neely (viola da gamba);
Edward Brown (lute); Drew Minter
(voice); Ronald Cross (Collegium Musi-
cum, music history).
Contact Dr. Ronald Cross, Chairman,

Department of Music, Wagner College,
Staten Island, N.Y. 10301.

Washington University
M.M. and Ph.D. in Historical Perform-

ance Practices. Special studies in con-
tinuo, vocal and instrumental ornamenta-
tion of the Renaissance, Baroque, and
classical periods, and :he techniques of
editing music for performance. In addition
to performance, musicological studies are
strongly emphasized.
Collegium Musicum: vocal and instru-

mental ensemble performances. Also
smaller chamber groups for recitals. Occa-
sional large-scale productions: in 1982-83
Handel's Orlando will be produced in
conjunction with a symposium on Ba-
roque operatic performance practices.
Faculty: Nicholas McGegan (flute,

harpsichord). Visiting artists teach inten-
sive courses in their particular fields.
Contact Department o;Music, Washing-

ton University, St. Louis: Mo. 63011.

THE
KOCH

RECORDER
HAVERHILL,

NEW HAMPSHIRE 03765

Tel. (603) 989-5620
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Wilfrid Laurier University
Honors B. M. with specialization in Ba-

roque and Early Music. The program, de-
signed for serious study of music in its his-
torical context, is intended for the student
who wants to begin or continue learning a
historical instrument or historical vocal
practice. Four-year study of instruments
of one historical family, one-year of second
instrument or voice. Instruments of the
faculty collection are available to
students. Fourth year includes graduation

recital o: project.
Wind ensemble, early music ensembles.
Faculty: Michael Purves-Smith (Ba-

roque w:nds, harpsichord, theory, ensem-
bles). Part-time faculty: William Kuinka
(mandolin); Paul O'Dette (lute); Susan
Prior (recorder, Baroque flute); Peggie
Sampsor (viola da gamba, theory).
Contact Carol Raymond, Faculty of
Music, Wilfrid Laurier University, Water-
loo, Ontario, Canada N2L 3C5. (519)
884,1970.

The Flute Center® , U.S.A.
"We specialize in flute and recorders"

• A large selection of quality
recorders, inclucing Moeck,
Zen-On. Ariel, Aulos at discount
prices

• Quality flutes — al l brands — at
very affordable prices.

• A large stock of recorder music

and accessories. We ship
anywhere — save time and
money. Ask about our discounts.

• Expert flute and woodwind repairs

• Send for our free catalog.

17670W. 12 Mile Rd.

Southfield, Mich. 48076

Hours: 11-8 Mon. thrJ Fri., 10-5 Sat.

(313) 424-8370

(203) 663-181 1

YVES ALBERT FEDER
HARPSICHORD WORKSHOPS

Custom Keyboard Instruments

Authorized Agent for
Zuchermann Harpsichord,
Virginal, Clavichord and
Fortepiano kits at the

lowest factory direct prices.

2 North Chestnut Hill Road
K:llingworth, Ct. 06417
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LEVI 
HISTORICAL
INSTRUMENTS
INCORPORATED

HISTORICAL WOODWIND MAKERS, SELLERS, & REPAIRERS

P.O. Box 1090, II 2 First Avenue, New York, New York 10009, Tel. (212) 674-6715

Specialists
in
Historical
Woodwinds

BAROQUE AND RENAISSANCE RECORDERS,

BAROQUE BASSOONS, BAROQUE OBOES,

TUNING FORKS, ELECTRONIC TUNERS,

BAROQUE AND RENAISSANCE FLUTES,

REEDS AND REED-MAKING TOOLS,

CORNETTI, SHAWMS, DULCIANS,

CAPPED REED INSTRUMENTS,

FULL REPAIR SERVICE,

PORTATIVE ORGANS

Our workshop is a collaboration of craftsmen and performers. The instruments we
manufacture are used and respected by professional musicians throughout the world.
Each of the instruments we sell, including those made by other makers for whom
we are agents, is thoroughly tested and adjusted in our shop before it is sold. In the
case of certain instruments, such as recorders, we request that our customers send
them back for revoicing after a number of months. We offer one-year warranties and
favorable prices. Hundreds of colleges, conservatories, and professional musicians
depend on us for the most consistent, reliable instruments and prompt, ethical
service.

cYjNAO..f..) c.Y.4\1ilti,( 044 IN.Y.) c.SCMM.N.,
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REPORTS

"Head Wench" Anna Reedy presents four-and-twenty blackbiris in a pie to "Duke" Mi:hae
Grace at the Colorado Mrkshop's closing feast.

Summer workshops and courses

Colorado ARS Workshop
The Colorado 1982 Workshop was a grand

and glorious experiertze. It attracted ninety
full-:.:me participants, half of whom came from
out of state. On the faculty were Jack Ash-
worto, Martha Bixler. Andrew Charlton,
Carol Herman, director Constance Primus,
Martha Reynolds, Kenneth Wollitz, and
Duaio Wolfe, along with special instructors
Augusta Bleys, Nancy Carr, Michael Grace,
Ruth Harvey, and Alpert Seay. A most con-
genial group, they gave freely of themselves
and their knowledge.
T ie two-hour morning classes covered

topics from "Voices a-id instruments" to viol
technique, and from Baroque sonatas to con-
temoorary music. It is not very often that one
gets to play music under the direction of its
composer, but in the latter class we played
many works arranged cr written by Andy
Cha r 1ton.
After lunch and chorus, one-shot electives

encompassed a broad range of interests. Mak-
ing a choice was difficult, since each day we
were offered eight to ten alternatives. In the
evenings we learned about "The power of the
bass line" from Herma a, assisted by Bixler and
Woritz; "Arranging for the recorder family"
from Charlton; and "The polychoral style of
Vence" from Reyno ds Dancing and other

amusements foLowed.
The last evening was unique. Rather than

class performances, we a took part, in
costume, in a "feae." We ate in -olde
English" style, with a minimum of utensil3.
After all, what do yoa need for turkey legs bt.t
fingers? The stew fit nicely into little loa wes of
bread with the tops c_it off. Toe faculty played
sackbut flourishes tc accomoany the herald s
announcements of each event. A chorus sarg
and played madrigals from the tables where
they sat, and a :uggler, bagpip.er, players, an
dancers provided entertainment. The evenir g
was capped .oy a faculty performance of some
of Charlton's music after which there was
dancing and farewell partying.
Thanks from all of us to Ccnnie a ad to

Roberta Blanc, the workshco coordinator. In
anticipation of continued excellence, I% e
already put the workshop on my 19E3
calendar.

Marilyn Perlrium ir

The Katz scholare.
Dr. Erich Katz was one cf many European

intellectuals who took refuge in the United
States before and du ring World War II. 1e ar-
rived here in 1943 and taught at the Ne..v
School for Social Research, the College of the
City of New York, a-id the New York College
of Music, where he was chazman of the Com-
position Department. It was at the Neu. York
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College that he gathered together a group of
perhaps a dozen recorder players who had
belonged to a society organized in 1939 by
Suzanne Bloch. The group had lapsed into
inactivity during the war, but Dr. Katz
breathed new life into the organization. As
Music Director of the American Recorder
Society he involved himself and it in a number
of activities, including putting out a newslet-
ter (which later developed into this journal)
and editing and publishing the ARS Editions,
as well as scheduling players' meetings and
helping chapters to form in other cities. His
range of interests was broad, but his primary
concern was music-making, whether by
amateur or professional. Through his
teaching. playing, and compositions, Dr. Katz
became one of the most important figures of
the recorder movement in the U.S. as well as
the guiding light of the Society. When he
moved to California in 1959 he was voted
Honorary President of the newly incor-
porated _ARS.
Upon the death of Dr. Katz in 1973, the

Board of Directors of the ARS established a
fund in his memory for the purpose of pro-
viding music scholarships for students, for
commiss.oning compositions, and for any pur-
poses consistent with the goals of the Society.
Funds were acquired through contributions
and benefit concerts; these have been in-
vested, with the interest being spent by the
Trustees of the Fund primarily for tuition
scholarships to ARS workshops. At its Octo-
ber 1981 meeting the ARS Board decided to
call recipients of these funds "Katz scholars."
Last summer nine members of the Society
were chosen by the directors of the six major
workshcps to receive these scholarships. All
are recorder players, but one is a professional
flutist ard another is planning to become one.
One is a countertenor. Three are college stu-
dents. C ne is at least a part-time housewife.
The recipient of the Katz scholarship at the
Colorado Workshop was Anna Reedy, from
Lakewood, Colorado, a Swarthmore College
senior, a lutenist, dancer, and drama major.
Miss Reedy took and passed the Level III Ex-
amination at the Workshop. Recorder at
Rider's recipient was Anders Schneiderman,
from Syracuse, New York, a freshman at Am-
herst College. Gulley Dunlap, Katz scholar at
the Amherst Workshop, comes from a family
of weavers living on Mt. Desert Island,
Maine. She is a flute major studying for a
masters degree at the Mannes College of
Music in New York. Miss Dunlap plays re-
corder with the Mannes Camerata (she was
recorder soloist for its acclaimed performance
of Marco da Gagliano's La Dafne last spring).
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At Amherst she did production work for the
theatre project and took classes in recorder,
flute, beginning viol, and Renaissance dance.
Jean Kershaw, a professional flutist newly

attracted to the recorder, received a Katz
scholarship at the Mideast Workshop. A free-
lance performer and teacher in New York, she
has started recorder ensembles at the Green-
wich House Music School there and at the
Interlochen Center for the Arts in Michigan.
Ann Greene, of Bloomingdale, Illinois, and
Greg Nelson, from Whitewater, Wisconsin,
were the Katz scholars at the Midwest Work-
shop. Mrs. Greene is the mother of a six-year-
old son and a consultant at nursery schools in
her area in the teaching of music to young
children. She sings in local groups performing
Renaissance music. Mr. Nelson is a counter-
tenor in his senior year at the University of
Wisconsin. His major instrument is the trom-
bone, but his primary performing interest is in
voice. He is a member of the Early Music
Ensemble at the University. He has been a re-
cent soloist with the Milwaukee Chamber
Choir and plans a solo recital in March of
1983. Charles and Michael Norton, of Smith-
town, and Regina Vicens, of Patchogue, New
York, were the Katz scholars at the LIRF
Summer Clinic.
It hardly needs to be pointed out that, with

inflation and declining interest rates, the
funds available each year do not go very far.
The above-named scholarships were the full
extent of disposable funds this past year. All
contributions are gladly accepted and should
be in the form of checks made payable to The
American Recorder Society, with the nota-
tion that they are for the Dr. Erich Katz
Memorial Fund. All contributions are tax-
deductible.

Viol seminar at Wagner
This past June thirty-five viol players from

the United States, Puerto Rico, and Switz-
erland joined with the New York Consort of
Viols for the Eighth Annual Performance
Seminar in Viola da Gamba at Wagner College,
Staten Island.
The faculty included Lucy Bardo, Judith

Davidoff, Grace Feldman, Alison Fowle, Wen-
dy Gillespie, George Hunter, and William
Monical. Among the events were a concert
with guest artist John Olund, tenor; William
Monicars lecture on the history of instrument
varnish; Damian Diugolecki's talk on the mak-
ing of strings; and George Hunter's lecture,
demonstration on the consort songs of Orlando
Gibbons.
Mornings began with warm-up sessions,

followed by three hours of consort playing. In
the afternoon there was a master class, led each
day by a different faculty member, with George
Hunter accompanying on the harpsichord.
Participants could perform a solo piece or be
coached on a continuo part. Late afternoon
classes consisted of more consort playing and
sessions in early notation, early strings, and
tablature.
At the student concert Friday evening the

levels ranged from beginner to advanced; a few
people who had arrived not knowing how to

hold the instrument were able to perform five
days later. Renaissance dancing followed, led
by Judith Davidoff and accompanied by a stu-
dent volunteer dance band.
Those who did not have to leave early Satur-

day morning took part in a mass play-in featur-
ing a twenty-three-part Gabrieli motet using
five choirs of viols, and participant David Gold-
stein's three-part composition, "I'm Gonna
Take the Ferry to Staten Island."
It should be mentioned that recorder players

also had a good time reading through quartets
during the week's few spare moments.

Mary Hawley
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Aston
Fuller.

Magna's artistic director Albert

Aston Magna
As a musical organization, Aston Magna

has existed for ten years, recreating Baroque
and early classical music on original instru-
ments. Though it started at an estate in the
Berkshires (from which it took its name),
Aston Magna is wherever its musicians,
musical director Albert Fuller, soloists Jaap
Schroder, Stanley Ritchie, Fortunato Arico,
and John Solum, and assisting artists, happen
to be. Last summer's festival in Great Bar-
rington, Mass. had a seventeen-or-so piece
orchestra and presented, on three successive
weekends, three Brandenburg concerti led
by Stanley Ritchie and three Mozart sym-
phonies (plus the Exultate Jubilate) led by
Jaap Schroder, along with various chamber
works. Among the soloists were those men-
tioned above and Judith Nelson, John Gib-
bons, John Hsu, Bernard Krainis, and Philip
Levin. The chamber works ranged from the
Marais Sonnerie and Couperin's Seconde
Leon de Tenthres to a delightful Haydn
baryton trio (baryton with cello and viola).
The Aston Magna Academy, directed by

Raymond Erickson and housed at nearby
Simon's Rock of Bard College, runs concur-
rently with the festival. For three weeks its
participants study the music of a particular
place and time in its total cultural setting;
this year's place and time was France—Ver-
sailles, in fact—during the personal reign of
Louis XIV (1661-1715). There were superb
lectures on the general history of the reign by
Eugene Cox (Wellesley), and excellent ones
on music history by Robert Isherwood (Van-
derbilt), James Anthony (Univ. of Arizona),
and Catherine Massip (from France's Biblio-
theque Nationale); art history by Princeton's
John Rupert Martin (who almost made one
love Poussin); literature by Marcel Gutwirth

John Solum and Stanley Ritchie rehearse Bach's Brandenburg Concerto No. 5.
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of Haverford (who also inspired and per-
formed in a staged reading of Moliere's Le
bourgeois gentilhomme). The moving keynote
lecture, on the relation of science and the
arts, was by Lewis Thomas; it was followed
by a stunning "personal view" of Versailles
in slides and text by Albert Fuller. Other
standouts were lecture-demonstrations (and
7:30 a.m. open classes) given by Baroque
dance specialist Shirley Wynne, assisted by
dancer Ron Taylor; David Fuller's talks on
French keyboard music; and lecture'
demonstrations by Stanley Ritchie (on
Lully's bowings), Sally Sanford (on the pro-
nunciation of consonants in the period),
Catherine and Robert Strizich (lutes and
guitar), and Shelley Gruskin (musette). The
one that proved to have broadest applicabil-
ity was John Hsu's, on gamba articulation as
described in Marais, Loulie, and other
seventeenth- and eighteenth-century French
sources. Hsu's contention that French articu-
lation frequently utilizes a trochaic pattern of
stress/release (in contrast to the more consis-
tently iambic pattern of Italian music) was
confirmed again and again in performance ex-
periments on different instruments.
Although there is no daily instrumental or

vocal instruction, the faculty takes turns giv-
ing master classes to which all participants
are invited. Particularly illuminating were
Schrader's and Hsu's, and—for the relations
they made between texts and music—Judith
Nelson's and Nigel Rogers'. The faculty are
also given to offering short, informal recitals
to illustrate various points that have arisen;
Jaap Schrader's, which included an exquisite
sonata by Elisabeth Jacquet de la Guerre,
was especially fine. Participants are encour-
aged to listen to rehearsals as well, and
Albert Fuller's coaching of the Couperin

Leon section by section, even phrase by
phrase, was a memorable one that I caught
one afternoon of the final week.
In addition to faculty there are fellows to

keep things moving; among this year's were
the Metropolitan Opera quizmaster, Edward
Downes, conductor Newell Jenkins, museum
curator Laurence Libin, harpsichordist Alan
Curtis, and a former president of the Modern
Language Association of America, Edith
Kern. Downes and Libin also parked cars for
the concerts.
Most of the fifty-odd participants were

professional musicians and musicologists,
though there was a sprinkling of humanists—
historians, literature people, a philosopher.
Jean Hakes was there, as were younger early
music singers Edmund Brownless, Susan
Brodie, and Larry Vote; Lucy Bardo par-
ticipated in the viol master class.
One aspect of Aston Magna that cannot

be ignored is the food. Chef Shipen Lebzelter
and his staff turned out one masterpiece after
another (and often received standing ova-
tions): duck a rorange, lobsters, soft-shell
crabs, couscous, sushi and sashimi, éclairs,
and, his specialty, New York Ices.
The topic for 1983 will be "European and
American Arts in the Age of Revolution: ca.
1770-1800." Inquiries should go to Aston
Magna, 65 West 83rd St., New York 10024.

Suzanne Ferguson

Upcoming classes and competitions

Colorado 1983
Bernard ICrainis will conduct a master class in

Baroque performance practice for woodwinds
as part of the Colorado ARS Workshop, July
24-30.
Each day the 31/2-hour session will be

faap Schroder conducting Mozart's Symphony in D major, K. 250.

The Boston Early Music Center
Ameri-a's Nt,E Complete Early Music Service

Now i?flerint.:
The world's .tnest plastic recorders, Zen-sins "Staneshy
Jr." soprano and "Bressan" alto, made even hater!
Refitted and -evinced with a cedar windway to othance the
sound and response, and to reduce clogging of the windway,
and refinishel to complement the original.

Custom Stareshy Jr. sop-rano: $39.50
Custom Bres,an alto: $49.50

instrument.)
einn tc)l tr-le tax (MA res. orily) and $2.50 ;hipping per

The Boston Early Music Center
P.O. Box 483

Cambridge, MA 02138

Fin, Recorders and Historical Instruments
Music-Moks•Facsimiles-Records-instruction-Repain

RECORDER
MUSIC
for

STUDENT
TEACHER

PERFORMER

Send for free catalog

Zoo e of eipez
23 SCHOLAR LANE, LEVITTOWN. NY 11756
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GEE RA VIOLAS DA GAMBA
RENAISSANCE PATTERN

—reble $790
—enor 950
Bass 975

Late Italian Renaissance cornerless viols
of cu ly maple back, sides, neck and fit-
tings, carved spruce top, bass bar and
sound post

BAROQUE PATTERN

Treble $1050
Tenor 1125
Bass 1275
7-string 1375

German baroque, cornered body of Bird's
Eye maple back and sides, arched spruce
top. bigh bridge

....... 4 3aintsCox,lutbitr,itb. __
a _
„m 429 Fawcett St. • Balto., Md. 21211

(301) 235-0344
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THEA MILLER,
SUSAN ANDERSEN

MAKERS OF ANCIENT MUSIC INSTRUMENTS

Specializing in early woodwinds &
percussion, including:

medieval recorders
renaissance flutes
three-hole pipes
tabors
nakers
tambourines

For catalogue and price-list write

P.O. Box 850
Elora, Ontario NOB 1S0

Canada
Telephone: (519) 846-5005

SWEETHEART
FLUTE CO.

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

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

antique flute list.

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

t •
* *

RECORDER SHOP

REV. J.A. LOUX, JR.
117 MAIN STREET
GUILDERLAND CENTER
NEW YORK 12085
TEL: (518) 861-5348

By appointment only. Generous
discounts on Moeck, Dolmetsch,
and other wood and plastic
recorders, Steinkopf historic
woodwinds, viols da gamba, harp-
sichords, music. Send four
stamps for catalog,

devoted to a different repertoire—early Italian,
late Italian, French, German ("International")
and unaccompanied—and each participant will
perform a solo work with continuo accompani-
ment in each of these styles. An introductory
lecture-demonstration on historical tonguings
will provide a frame of reference, and partici-
pants will consult the early woodwind treatises
to help shape an expressive vocabulary conso-
nant with the style of the music; tonguing,
rhythmic alternation, and ornamentation will
be stressed. Each participant will meet with
Mr. Krainis during the week for a private
lesson. To conclude the week Mr. Krainis will
be joined in recital by Lionel Party, harp-
sichord, and Philip Levin, Baroque bassoon.
Participation is limited to ten advanced

players of recorder, modem and Baroque flute,
oboe, and bassoon. Some grasp of harmony is
essential. Instruments may be tuned to either
a' -415 or a' -440. Participants may attend all
workshop activities, and those attending the
workshop are invited to audit Mr. Krainis's
master class. Tuition for the class is an addi-
tional $90 over workshop fees.
Applicants should submit a taped cassette

audition containing a slow and fast movement
from a solo work together with a $10 non-
returnable audition fee payable to Colorado
ARS Workshop, via first class mail, no later
than April 1, to Bernard Krainis, Pumpkin
Hollow Rd., Great Barrington, Mass. 01230.
Players of harpsichord, Baroque cello, and

gamba with some continuo experience are in-
vited to send an audition tape of their continuo
work to Mr. Krainis at the above address.
Those selected to play for the master class will
receive lodging and meals and a full workshop-
master class tuition.
For further information please write or

telephone Constance Primus, Colorado ARS
Workshop Director, 13607W. Mississippi Ct.,
Lakewood, Colo. 80228. (303) 986-0632.

Flanders Festival, Bruges
The festival's seventh international harpsi-

chord competition and first fortepiano com-
petition will take place from July 29 to August
7. They are open to performers on either or
both instruments, born after December 31,
1950; deadline for applications is May 1.
Among those on the jury are Kenneth Gilbert,
Christopher Hogwood, Gustav Leonhardt,
and Trevor Pinnock.
Details and a program of events (including

lectures by members of the jury and an exhibi-
tion of keyboards) and concerts (which con-
tinue through August 13) are available from
the Festival van Vlaanderen-Brugge, C. Man-
sionstraat 30, B-8000 Brugge, Belgium.

Recorder competition in Calw
From August 26 through September 2, the
City of Calw, in the Black Forest of southern
Germany, will sponsor a competition for
recorder players between seventeen and thir-
ty years of age. A prize of DM 6,000 (c.
$2,450) will be awarded. There is also a con-
test (no age limit) for compositions of new
works for one to four recorders. Going on con-
currently will be a recorder symposium, with

concerts, lectures, seminars, and exhibitions
of instruments. For further information, con-
tact the Musikschule der Stadt Calw, Post-
fach 1361, D-7260 Calw, West Germany.

Two celebrations

Carl Dolmetsch and Joseph Saxby's
fifty-year partnership

In October 1932 the management of the Ox-
ford Playhouse wanted an authentic Elizabe-
than band to generate the food of love for their
autumn production of Shakespeare's Twelfth
Night. So Thea Holme, who played Olivia as
well as helping manage the company, sent a
message to her uncle, Arnold Dolmetsch, ask-
ing for help, adding that they already had a
most talented young pianist who could assist if
necessary. Arnold dispatched two of his
children, Nathalie and Carl, who arrived in Ox-
ford to meet the pianist, Joseph Saxby, the son
of the noted Russian violinist, Michael
Zacharewitsch.
Saxby had trained with Fanny Davies,

herself a pupil of Clara Schumann, and already
had a career as accompanist for artists of the
calibre of both his father and John McCormack.
He readily admits that when he went to Oxford
the harpsichord family was virtually unknown
to him. However, as an accompanist he was ac-
customed to varying his touch to meet the
differing demands of each artist he worked
with, so, when presented with the virginals
that the Dolmetsches had brought along, he did
not find the different approach it required too
difficult to master. In addition, he and Carl got
along well, both appreciating the other's sense
of humor.
For fourteen performances they played
Heartsease, until commanded by Orsino to
cease and go their separate ways. However,
the following February Carl was due to give a
concert at London's City Literary Institute
when he was let down by his regular harpsi-
chordist. He recalled Saxby and sent a message
to see if he was available; he was, and so began
a lifetime partnership.
They were still missionaries at that time, for

even many serious musicians knew little about
the harpsichord or recorder. School lecture con-
certs became an important part of their work,
and there must be thousands who join me in
recalling with gratitude and pleasure the
puckish, intense Carl lucidly explaining the
history and workings of their little-known
instruments while Saxby, his stern face framed
by rimless spectacles, sat at either harpsichord
or clavichord.
Away from the platform, Saxby is rather

ebullient, with a quick, lively mind. Musically,
he says his aim has always been to put flesh on
the fingers of the skeletons irreverently used by
Beecham to describe the sound of the
harpsichord.
In 1940 Arnold Dolmetsch died. To Carl fell

the task of maintaining the family tradition, in-
cluding both the family firm, Arnold Dolmetsch
Ltd., which manufactured instruments, and
the Haslemere Festival, which had been found-
ed in 1925. In spite of these additional obliga-
tions Carl and Joseph have now completed
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Ca'd Dolmetsch and Pseph Saxoy.

some 44 tours all over the world.
The story has often been told how, in the ear-

ly 1920s, Carl lost his father's only recorder in
Waterloo Railway Station. To make a replace-
ment, Arnold had to teach himself a long-
forgotten craft. Soon he started making
recorders for others, and nothing illustrates the
tremendous impact of his work more than the
current proliferation of these instruments.
W:th the arrival of olastic it became possible to.
mass-produce them, and to date the Dolmetsch
f_rm alone has sold more than eight million,
while other manufacturers abound. Indeed, the
recorder is probably the world's most common
single instrument, a:though whether most are
played to their capabilities is another matter.
Four years ago the family firm, Arnold
Dolmetsch Ltd., ran into problems, and a major
boardroom row led to all the members of the
family pulling out and starting up individually.
However, the new management failed to make
a go of it and a year ago ceased trading. Last
March the family reacquired the major in-
terests, and now the work is carried on by two
firms, J. & M. Dclmetsch, making recorders,
and Haslemere Musical Instruments, Ltd., for
keyboards. The family tradition is continued by
two third-generation members, Carl's twin
daughters Jeanne and Marguerite. Jeanne, a
recorder player, is assistant director of the
Haslemere Festival, while Marguerite plays
both recorder anc v:ola da gamba.
3oth Carl Dolmetsch and Joseph Saxby are as

busy as ever, even dying close to one another in
Haslemere. They have greatly developed their
repertoire. When they began they were con-
fined to eighteenth-century and earlier music,
but now a considerable number of contem-
ccrary composers has written for them. This
year's Haslemere Festival included a chamoer
concerto for recorder and string quartet by
Alan Ridout, which will join works by Herbert

Murrill, Antony Hookins, Edmunl Rubbra,
Colin Ham., Arnold Cooke, Sir Lennox
Berbeley, and Gorbcr_ Jacek.
With the growing intemational :nterest in

early music today, it s inevitable there should
be varied approaches. The DolmetschRaxby
metllod, once thought controversial now
seems old-fashioned. Yet it is not long ago that
even serious musicians thought the harp-
sichord, let alone the spinet, virginals, or
clavichord, was, in czmnion with the recorder,
something to be reac. about in reference books.
The gentle Haslemere giants wrought a mighty
musical revolution.

Rodney W. Bennett

Reprinted from Music & Musicians, October
1982.

Walter B-,aginann's eightieth birthday
concert
Walter Bergmann is well known and re-

spected in tzie U.S.A. as an editor and arranger.
In tile U.K., in addi-iion, he is much loved as a
conductor and te scher. To celsbrate his
eightieth birthday and to Ecnor his contribution
to music, tne Society of Recorder Players on
Nowember 13 put or a concert of m-isic edited,
arranged, and composed cy him, anc orzanized
a ccllection throughc-ut the forty branches of the
Socety to &ve him s pre-s-nt.
He started his recorder teaching shortly after

the last war under Michael Tippett a: Morley
CoLege. It was appropriate therefore tl..at the
concert shculd be held :here. Sir Michael
Tippett had agreed make the presentation,
but on the day was u.-,well. John Aris, another
friend from early days at Morley and now well
known on radio and 7V, made the presentation
instead. This consisted cf a copy of the first
edition of Purcell's arphars Britannic-14a and a
check for £500.

FAMOUS VIOLONE

COPIED AFTER MAESTRO

GIOVANNI PAOLO MAGGINI

.BY IN BAVARIA

PLEASE DIRECT YOUR
ENQUIRIES TO

J OHANN DEHLS
BEI DEN MUHREN 70- D2000

HAMBURG 11

CABLEGRAMS. DEHLSMUSIK

February 1983 25



NEW RECORDER MUSIC
FROM MEL BAY!

400 YEARS OF RECORDER MUSIC
By Dr. William Weiss

A delightful sampling of Recorder Music
from early Renaissance through the
Baroque, Rococo, Classic and early
Romantic periods Although the pieces
are primarily for Descant or Soprano
Recorder, parts for Alto, Tenor & Bass
Recorders appear in duets, trios and
quartets

Book List—$5.95
Play a-long Stereo Cassette—$7.95

RECORDER SONGBOOK
By Larry Hamberlin

A sparkling collection of songs from the
Americas, Europe, and Australia The
book features a unique flekibility of
scoring which utilizes Soprano, Alto,
Tenor, and Bass Recorders in various
combinations

Book List—$4.95

CONCERT SELECTIONS FOR
GUITAR & RECORDER

By Larry Hamberlin & Kent Murdick
Beautiful at rangements of compositions
from the 14th through the 16th Centuries
Artistically scored for recorder and guitar

Book List—$2.95
Send check or money order plus $1.00 per
item postage and handling to:

MEL BAY PUBLICATIONS
PACIFIC, MISSOURI 63069

'fie ouler fartli
„Aiusic $11op,
(c).
A 5pecial place _or

the plaper of earlig music

recorers, historic
tuoohdnhs .5heet
ma5ic, earip .strings,
books Bn6 recor5.

write for inform-A-ion
ai•A catalop.
2037 Sirteentb butte 10

ltoiora6. 80302
(303)435-1301

Walter Bergmann with the Danesholme Recorder Quartet.

A capacity audience of r_early 400 heard a
program that included Herbert Hersom con-
ducting The Drum.me, Boy for children's chorus,
percussion, and reorders; Ilse Wolf singing
three Purcell songs edited by Michael Tippett
and Walter Bergmann, the last being Music for a
while —which in a recording with Walter
Bergmann at the harpsichord had in the 1950s
introduced the countertencr voice of Alfred
Deller to a national audience; and such original
compositions as the Chaconietta on a Purcell
ground, played by Janet Ccles (cello) and the
SRP Loncon Branch Recorder Orchestra
conducted by Nancy Winkelmann; and Pas-
torale (written for Alfred Deller), sung by
Stephen Rickards and Kathleen Stubbings.
It was a very affectionate and happy evening.

Theo Wyatt

Very early music
Echoing bronze
My story reaches halfway around the world

and goes bazk to the earliest historical records;
it involves obscure information buried in odd
places and a famous passage from a religious
text. 5o if you wit permit me to unfold the tale
as the clues appeared to me, I will outline the
history of what is probably the world's most an-
cient amplifying system.
Several years ago, i was teaching an under-

graduate course in ancient science to a mixed
group of science and humanities students. This
is a fascinating field, since we have from the
Greets an aoundance of clear and well-written
basic texts on a variety of subjects, from pure
mathematics througr. medicine to astronomy.
The curious reader will find a full statement
about this germinative scientific activity of the
Gree.-Is in George Sarton's excellent two-
volume A History of Science (Harvard U. P.,
1952).1 I was lookirg through the end of the
second volume when I ncticed on p. 352
something strange snout "sounding vases,"

which were incorporated into ancient theaters
in a way wnich Sarton did not fully understand.
A footnote passed me on to his multivolumed
Introductiai to the History of Science (Bakirrore,
1927-48), Vol. 3, p. 1569, where the subject
was pursued in more detail. No examples of
these "vases" have been discovered in remains
from the ancient world, but several have been
noticed by medieval schzlars, apparently
cemented into the vaults of :1)th through :_2th
century chasches. Sarton quotes scholars and
travelers who have seer_ and heard these vases;
many of them attest to their effectiveness in
amplifying voice and music. But he quite cor-
rectly sees problems in these reports, ncting
that we are apparently dealing with single-
frequency Helmholtz resonators which would
resonate on_y in a narrow range of frequency,
and would probably do more to distort than aid
the origina sound source. Sarton leaves us at
this point, noting that the matter is not settled
to his satisfaction.
About this time, I was re Icling with a small

group of st:dents some New Testament Das,
sages in t:e original Greek. We naturally
turned to Paul's famous "Hymn to Love" at I
Corinthian a 13, and I read no more than the
first few words before noting the term in Greek
which quite literally translated means "echoing
bronze." Tie full sentence if

Though I I:aye many things prophetic Eifts,
miraculous faith, academic knowledge, yet lack bye,
then I am as echoing brorze and resounding cym-
bal.

I immediately sensed that tits old phrase in the
Greek, echo:ng bronze, might have something to
do with Sarton's "vases." Later that year I
decided to do a careful lexical search, and
establish in my own mind the oasic concepts of
the words "echoing" or "echoer" and "bronze."
To my surprise, "bronze" was never used in

any ancient text for a musical instrument,
hence the parallelism to "cymbal" was broken
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and the modern Bible interpreter's translation
"horn and cymbal" or "drum and cymbal" could
not be correct. I was astonished that such an
important phrase, in a text that has for two
thousand years affected the lives of millions of
believers, could be so much in doubt, so I re-
checked my data and found that my first
impressions were confirmed. A "bronze" could
be a Parthian soundmaking war machine; it
could be the resonating plate behind the string
of the lyre; it could be many acoustical devices;
but it was never used for the name of a musical
instrument. Horn is salpinx, drum is tympanon,
and apparently echoing bronze is something else.
And so the question arose: Precisely what?
Later I was perusing Vitruvius' Roman

"textbook" On Architecture,2 which we know
to have been written around 30 B.C. by a prac-
ticing Roman contractor/architect, when my
eye caught in the Fifth Bcok the same terms
which one of my students had been using in his
music paper. Focusing in closer, I found in
Vitruvius a full description of the theory and
use of the "acoustic vases" which Sarton had
described. But Sarton apparently did not go to
Vitruvius, or he was appalled by the
technicalities of the involved terminology
which Vitruvius uses following the Greek
theoreticians, and went no further.
In brief, the information which has come

down through the ages from Vitruvius, ap-
parently unnoticed by Sarton, is this. Theaters
throughout Italy were originally largely con-
structed of wood, and hence had reverberative
properties suitable for sound propagation. In
case of need the actor could turn to the large
hung double doors and project his voice back to
the audience. But as wood gave way in the first
century B.C. to stone construction, the
theaters became acoustically dead, and better
ways were needed to project voices and music
over the theater. About this time most of the
cities of Italy, as well as Greece proper, adopted
resonating jars, which were large containers
cast of bronze or, in the case of poorer com-
munities, fired earthenware. These were
located in niches around the periphery of the
back of the theater. In ea.z.h of a dozen or so
niches was placed one inverted vase, its lip
resting on a set of wedges -arhich could raise or
lower the relationship of the jar mouth to the
plane directly below it. Each jar was empirically
tested for a suitable resonance, but could be
fine-tuned at the mouth as well. The jars
around the back edge of a smaller theater would
represent the tones of a standard musical scale,
whereas larger theaters boasted a triple row of
vases tuned in variant scales with minutely dif-
ferent division of the octave, thereby nar-
rowing the gaps between the chromatic reso-
nant frequencies. By locating the basic octave
around the middle of the usable human voice,
an amplifying device of fair graduation and
quite considerable acoustic subtlety was
created.
Vitruvius goes on to describe the exact loca-

tion of the tones according tc the three inter-
twined musical scales, and it was probably this
incursion into Greek harmonic theory, embed-
ded as it is in an unfamiliar vocabulary, which
caused poor Sarton to desist. But the overall

meaning is abundantly clear, and examples of
this kind of device in Hellenistic theaters—as
well as the famous second-century B.C. exam-
ple at Corinth which was removed by the
Roman governor Lucius Mummius, and sold at
public auction at Rome to raise funds—are cited
as normal for the pericd. Corinth of course
brings us back to Paul's words "echoing
bronze," which now begin to have a much
clearer meaning. We have no direct information
that the Corinthians rebuilt the acoustic ampli-
fying system in their theater after Mummius,
but the fact that Paul uses the phrase "echoing
bronze" at Corinth a hundred years later im-
plies that this was still one of the notable land-
marks of the city.
Rather than the traditional interpretation as

"horn and gong," which might be construed as
a loose reference to pagan cult, we have a
crystal-clear reference to the technical refine-
ment and sophistication of the acoustic systems

of the theater. In this case it is surprising how
much abstrazt theory had been built up before
the third century B.C., and how this was put
into practical effect by an unknown profession
of acousticians whose work was apparently
widely spread and well known in the
Hellenistic world.

William Harris
Classics Department
Middlebury College

'These volumes are now available from W.W. Norton in
paperback in somewhat reduced format: ISBN 0 39 3
005259.
2Available in a Dover reprint as well as a Loeb Classics
edition.

Reprinted with permission fromf. Acoust. Soc.
Amer., Vol. 70, No. 4(1981). ©1981 Acousti-
cal Society of America.
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Renaissance Recorders
by Levin & Silverstein

DESCANT, TREBLE, TENOR BASSETT
c and fat a' = 440; equal temperament or historical tuning
also Alto in g' and van Eyck haldfluyt in c"

These instruments were developed to meet the standards of the best professional
players and reflect the latest research in Renaissance recorders and their music.
Each is made of Northeastern rock maple in one piece (except the bassett) and
impregnated with linseed oil. They are elegant ir shape and finish, and are
extraordinarily consistent in tonal color and strength throughout their range.
Customers may choose historical or English
fingering, except for the bassett, which is
available only with historical fingering.

LEV
HISTORICAL
INSTRUMENTS
INCORPORATED

P.O. BOIL Woo, 111 First Avenue, New York. New York 10009, Tel. (212)674-6715

THE 1983
RECORDER SUMMER SCHOOL

28 July — 4 August
at 'trinity and All Saints' College,
Horsforth, nr. Leeds, England

Enquiries to Miss C. Eyre
2 Meadowhead Close, Sheffield S8 7TX

Tutors: Edgar Hunt (chairman), Brian Bonsor,
Mary Bonsor, Paul Clark, Herbert Herscm, Philip Thorby,

Andrew Watts, Margaret We ;flake ,
and Maria Boxal I (harpsict- ord)

Classes and ensembles for recorders in all grades,
concerts, renaissance band, viols, baroque
sonatas, harpsichord. and music shop.

The Recorder in Education Summer School

Regd. name Established 1948 VAT no. 174 0559. 60
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FROM MST NOTE TO
FIRST CHAIR.

You can start —and stay with—
Hohner recorders through every
stage of your musical development.
Hohner's range of fine instruments

takes you from the classroom to con-
cert hall. We are, in fact, the world's
largest producer of a full line of qual-
ity recorders.
For cver a quarter of a century
we've been crafting classic re-
corders with both Baroque and Ger-
man fingering.
All are superb precision musical

instrumen:s, and have their own
special features. They are made of
carefiAly selected and seasoned
Pearwood, Rosewood and Maple,
as well as virtually unbreakable ABS

plastic.
Highly developed finishing tech-
niques make each one as much

a delight to the eye as to
the ear. And you can
suit your needs from a
whole consort of sopra-
nino, soprano, alto , tenor
or bass instruments.
All are fully guaranteed

by Hohner to perform with
precise intonation through many
years of service.
For a free catalog on Hohner's
family of fine recorders, write
Hohner, Inc., P.O. Box 15035,

Richmond, VA 23227.

ROHNER
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BOOK REVIEWS

The Origins of Modern Musical
Criticism: French and Italian Music
1600-1750
GEORGIA COWART
UMI Research Press, Ann Arbor, Michigan,
1981, xii & 215 pp., $39.95

Changing Aesthetic Views of In-
strumental Music in Eighteenth Cen-
tury Germany
BELLAMY HOSLER
UMI Research Press, Anr. Arbor, 1981, xxiv
& 295 pp., $39.95

Not your jolly bedtime read, either of these
books, but miles above all too many of the
recycled doctoral dissertations in this series,
both in significance of subject matter and quali-

ty of the writing. If you can repress your out-
rage at the disparity between the price and the

physical aspect (for the Cowart book, over thir-

ty cents per industrial-quality page of the main

text; for both, cheap eni-notes instead of

professional footnotes), yot.. will acquire a fresh
and remarkably detailed overview of seven-
teenth, and eighteenth-century music aes-

thetics. Both books take the same approach,

essentially a critical summary of writings of the

period; both are lavish the Hosler more so)
with quoted passages in the original and in

translation, without which the reader could

receive little direct feeling for the quality of

thought of the various wri:ers
Both books are about ideas: Hosier's has no

music examples and virtually no discussion of

particular pieces; Cowart's ten examples

(xeroxed from whatever :he author supplied, in

UMTs usual slovenly manner) reflect the

sparse incidence of concrete analysis in her

sources. It must be said, however, that her own
inclinations seem to distance her even further

from real music. She prints four examples show-

ing the attempts by three composers (Lully,

Couperin, and Fux) to illustrate their own ideas

of the contrast between French and Italian

styles—the principal issue in the writings she is

examining, after all—yet her comments amount
to no more than the most superficial observa-
tions about what the composers might have

thought they were doing. Still, a lot of essential
reading is condensed into these studies, reading

that is discouragingly labcrious for anyone not
thoroughly at home in the languages and willing

to spend the time requited to pick his way
through much superfluous verbiage and fuzzy

thinking.
The history of French music throughout the

old regime can be viewed as one long struggle

with Italy. The thesis of Cowart's book is that

the polemics generated Ey this struggle gave

birth to modern critical tnought about music,

not only in France but also in England and Ger,

Dale Higbee, editor

many. The topics covered are the comparisons

between French and Italian music from the

Renaissance to the late seventeenth century;

the quarrels between the ancients and modems

that so dominated French intellectual history in

the last part of the century; the famous quarrel

between Le Cerf de La Vieville, defender of

French music, and Raguenet, advocate of the

Italian; the emergence of music criticism from

these quarrels; the attempts to reconcile French

and Italian tastes (lea gouts reunis); the quarrel

of the Lull istes and the Ramistes; the war of the

buffoons; and finally, the effect of all these quar-
rels on English and German thinking about

music. Not the least valuable feature of the

book is the bibliography of some 350 entries,
which not only supplies a comprehensive

checklist of writings on the subject, but bears

witness to the breadth of the author's reading

and her control of the field.
Cowart's great strength is her ability to draw

comparisons between one writer and another,

to show how each fits into one or another of the

great streams of traditional thought, and to

trace threads of development from one to

another. Somehow, she manages to impose on a

kaleidoscopic assortment of writings coherent

patterns, out of which the careful reader can

form a picture of a period in which fundamental

musical issues were in the mainstream of intel-

lectual history and were taken seriously by an

informed laity.
In a sense, Hosier begins where Cowart

leaves off: her second chapter describes at-

tempts to naturalize French ideas on German

soil; thus the two books may be read in se-

quence to carry one through the history of ideas

about music from before 1600 to after 1800. But

Hosler's real subject is the changing attitudes of

German writers of the eighteenth century

-:oward instrumental music. From its low estate

as poor relation to vocal music in mid-century,

Lnstrumental music rose to a position as noblest

of all the arts—the most "romantic," in E.T.A.

Hoffmann's estimation. In tracing the course of

this complete turnabout in aesthetic thinking,

she came to see that the notions of rationalism

neo-classicism or the musical Enlightenment)

versus romanticism current in modern writings

on music, based as she perceives them to be on

theories of literary romanticism and the

imitation-expression dichotomy, could not ac-

count for the musical and philosophical realities

—that the favorite music of the early romantic

writers was the classical symphony, for in-

stance, or that for the arch-priest of Enlight-

enment mimesis, Battewc, imitation meant "the

representation of the tones of passionate ut-

terance," or that imitation and expression were

"inextricably bound together" in eighteenth-

century thinking, or that musical expression

"certainly did not correspond to the romantic

poetic theory of self-expression."
The problem for the Germans was to recon-

cile their traditional view of the high worth of

music with :he rise of an abstract instrumental

music that lacked not only words but also

"meaning"; a music that confounded the unity

of affections by exploiting contrast; that

seemed to he designed to appeal to the lowest

elements in man's nature, those touched by

brilliance or sensual beauty. They solved the

problem by revising not their concepts of music,

but those cf the soul to which music was to

speak, endowing it with dynamic properties

and limitless scope, and liberating the emotions

it experienced from the earthbound "affec-

tions" of the Enlightenment. The "infinite long-

ing" of the romantics could be expressed by no

art so perfectly as by abstract instrumental

music, the art furthest removed from concrete

reality.
Hosler's book is in arch-form: outer chapters

presenting sixteen aesthetic "problems" of in-

strumental music as seen by the Enlightenment

and as resclved by the romantics; second and

penultimate chapters describing the schools of

thought at either end of her period, French neo-

classicism end the romanticism of the Frith-

romantiker; and three core chapters examining

the writings of a dozen key thinkers, showing

the progression from one pole to the other. Her

book rests on a careful re-reading of material

that musicians of the past fifty years have been

taking far too much for granted, playing catch

with pairs of opposites like "rationalism vs.

romanticism, rationalism vs. emotionalism,

head vs. heart, intellect vs. sentiment, objec-

tive truth vs. subjective intuition" without ask-

ing themselves how these might apply to real

music and what the critics were really saying.

Much familiar music history has suddenly

become dated through her efforts.
David Fuller

Modern Harpsichord Makers
JOHN PAUL
Victor Gogancx, North Pomfret, Vermont,

1981, vii & 280 pp., $37.50

Wolfgar.g Zuckermann's The Modern Harpsi-

chord (October House, 1969), which discusses

the work of just about every maker known to

the Western world, was written just when the

twentieth-century version of the harpsichord—

the pluckiag piano—had run its course; indeed,

the book nelped bring about the return to the

classical instrument. John Paul's Modern Harp-

sichord Makers has the ring of a sequel—Zucker-

mann brought up to date — but the title is less

modest than the book itself In his first

paragraph the author admits that "Some

Modem British Harpsichord Makers" might
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Why Not Learn About
Fine Baroque Recorders

and Flutes

being crafted in the

C. James Woodwind Shop

Prices are favorable
and deliveries
are prompt

For Information Write To

The C. James
Woodwind Shop

1352 Castleton Road, N.
Columbus, Ohio 43220

U.S.A.

Curtals - Dulcians
b y A. Eric Moulder
Our instruments are made with authen-
tic, air dried. European timbers. The
bores are permanently sealed, as were
the originals, so the instruments do not
have to be returned for re-reaming. The
exteriors are finished with natural
stains, oils and resins to give a durable
red-brown colour No nitric acid is used
as it seriously weakens timber. The,
(arise is 21/2 octaves in the bass to 2 oc-
taves in the soprano. There are positive
cross fingerings, including low G#
(bass) and efficient 16th century
keywork Available within 6 weeks o'.
ordering.

We also make crumhorns. cornamusen
rauschpfeifen, schryari and kortholts

For further information send SAE to.
26, Earnley Road, South Norwood,

London, SE25 hNZ, England

LATEST
P. B. EDITIONS

D. Goldstein: Bicinia on Carols; for
2 recorders or gambas.... $3.50

Palestrina (?): 11 Hexachord
Vocalises for Treble Choir; ed.
by J. Newman for 4 Recorders,
2 vols. Vol. I for AAAB...$4.95

Greensleeves to a Ground. The
only edition with an attractive
keyboard part; ed. by George
Hunter for Alto rec. & Harpsi-
chord  $4.00

Try out our expert mail-order service.
And our lists and bulletins of the latest
early music publications are still free

for the asking.

Provincetown Bookshop, Inc.
246 Commercial St.

Provincetown, MA 02657

have been a more accurate title, since his intent
was to produce "a reasonable cross-section of
the makers at present at work." Zuckermann
describes the work of the makers; Paul lets the
builders themselves speak, and they do so with
eloquence and conviction.
The book contains essays by nineteen crafts-

men, each, for the most part, writing about his
own work. An important exception, an ap-
preciation of Arnold Dolmetsch's place in the
harpsichord revival by his son Carl, is of par-
ticular interest to recorder players since
Dolmetsch was the spiritual father of all of us in-
volved in early music, and his son's loyalty to
his ideas about "improving" the harpsichord, as
wrong as we may now see them, is touching.
Another chapter is by John Barnes, curator of
the Russell Collection in Edinburgh. A restorer
and builder, Barnes contributes an invaluable
discussion, complete with checklist, of the
drawings of early keyboard instruments
available in England, the Continent, and
America.
Most of David Law's essay concerns the phe-

nomenon of the harpsichord-making class of the
London College of Furniture. This program, in-
itiated by Michael Thomas, an authoritative
builder of the generation just past, has been an
important influence on the younger makers,
providing them with the commonality of ex-
perience that many American makers got from
Hubbard and Dowd. In another chapter, Peter
and Ann Maetaggart, producers of authentic
Flemish papers and decorative restorers,
discuss their work, which is of basic importance
to the movement toward authenticity in early
keyboard instruments.
Fifteen other makers are represented, includ-

ing venerable firms such as Robert Goble and
Son and Morley Galleries, relative newcomers
such as Malcolm Rose and Mark Stevenson,
and the author himself. Apart from recounting
his own work, Paul writes a lengthy introduc-
tory chapter describing the harpsichord,
virginal, spinet, clavichord, and fortepiano from
an engineering, acoustical, historical, and social
point of view. In so doing he manages to shed
new light on the instruments and their
twentieth-century revival. Paul has his idio-
syncrasies, to put it mildly, but he has garnered
a seat-of-the-pants understanding of the
acoustics of the harpsichord that is most im-
pressive, even if not entirely consistent with
the latest experimental work from this country.
One gets the impression of a restless soul, one
who will not be content until he fully under-
stands that wonderfully vexing box of strings,
keys, and jacks.
On almost every page this book recalls the

battle that raged fifteen or so years ago be-
tween modernists and traditionalists. Few
essays omit a reference to the "bad old days" of
heavy bottomless construction, metal frames,
short bass scales with overspun strings, thick
soundboards with piano barring, 16-foot stops,
and heavy actions. John Morley calls it the
"Dark Age of Harpsichord Making"; Mark
Stevenson says, "It still seems incredible that
the twentieth-century makers got it so wrong."
On the other hand it is clear that the early
builders were responsible for re-introducing the

harpsichord to performers, audiences, and
critics who would have completely misunder-
stood the instrument had it remained un-
touched by the century of brilliant advances in
piano technology. It took the Dolmetsches, the
Pleyels, the Challises, and the Wittmeyers to
bridge the gap, to accustom the musical world
to the sound of the plucked keyboard instru-
ment, even if it was a plucking piano. Yet it
would be a mistake to consign those makers to a
transitional role. They were authentic de-
signers and builders. Granting that they pro-
ceeded from premises now seen as improper,
we must admit that they produced some amaz-
ing solutions. Whether or not we sympathize
with Dolmetsch's urge to modernize the harpsi-
chord, we must stand in awe of his fecund at-
tempts to do so.
Nowadays things are different. As with re-

corders, lutes, and gambas, we go forward by
going backward. Now almost all makers either
build copies of museum instruments or base
their designs on some historical school or
builder. Some copy precisely, others freely,
some experimentally. John Paul, who falls into
this latter category, feels that all life is change
and that harpsichords also must change. Others
are not so extreme, but all agree that the perfect
copy does not — cannot — exist.
Modern Harpsichord Makers can be viewed

as a series of essays by some randomly selected
harpsichord builders; it also tells the story of the
revival of the instruments of early music in the
twentieth century with a great deal of insight.
And finally it fulfills one of John Paul's modest
goals: to "help to define the state of the art as it
is at the moment of writing." The state of the
art was poised for change when Zuckermann
wrote in 1969; it may very well be poised, once
again, in 1982.

Edward L. Kottick

The Keyboard Concertos of Carl
Philipp Emanuel Bach
RACHEL W. WADE
UMI Research Press, Ann Arbor, Michigan,
1981, xvii & 360 pp., $49.95

C.P.E. Bach spent the early part of his life in
Leipzig and Frankfurt, where he completed
three keyboard concertos. Forty-one more
were composed in his Potsdam (Berlin) period,
and nine in Hamburg during the last twenty
years of his life. This book investigates Bach's
habits in writing concertos and the details of his
compositional process. It offers insights into the
composer's many well-known idiosyncrasies
and cites numerous examples of Bach's pen-
chant for revising his compositions, sometimes
more than once.
Wade's text includes valuable data on many

works questionably attributed to C.P.E. Bach.
She also lists all the catalogues of his music from
the first, the Nachlassverzeichniss, published
after his death but containing a numbering sys-
tem that existed in his lifetime, up to the best-
known one, by Alfred Wotquenne, published
in 1905; and she mentions a new thematic cata-
logue by Eugene Helm, which is listed in The
New Grove as being in progress. In searching
through these catalogues she discovered many
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discrepancies.
One chapter is concerned with the actual

method of transmission of the compositions.
The copying of scores and oarts became the du-
ty not only of Bach himself and members of his
family, but of a stable of professional copyists,
who had many problems stemming from the
composer's inclination to alter musical pas-
sages. Also included are information about
Philipp Emanuel's business dealings and rela-
tionships with music dealers and publishers,
particularly the firm of Breitkopf, and a valuable
listing of present-day locations of the concertos.
In the chapter titled "The compositional pro-

cess," Wade gives a brief chronological over-
view of Bach's musical training and develop-
ment: his career spanned some fifty years, and
he was involved in significant changes of
musical style. While his early education took in
all aspects of the Baroque tradition, he himself
contributed to the waning of that tradition. His
awareness of contrapuntal practices of the
earlier period is evident in the Wartemberg
Sonatas and the final chon:ses of Parts One and
Two of Die Auferstehung und HimmelfahrtJesu,
both majestic fugues—yet some of these same
keyboard works include passages of classical
proportion, balance, and symmetry.
Of much interest is the information Wade

gives concerning Bach's sequence of decision-
making while composing. His use of various col-
ors of ink, erasures, and the fading of lines of
staves make the process cf study difficult. An
example of his technique of correction and
alteration is shown in the autograph of Die
Auferstehung und HimmelfahrtJesu. Bach's has-,
ty preparation of this score often resulted in his
not erasing errors but scratching through them
with the pen, putting the correction at the bot-
tom of the page.
He rarely considered a work finished. Wade

gives examples of the many alterations found in
the concertos, including three different types:
the extensive revision of a work composed
several years previously, the elaboration of the
melody in the keyboard part, and the addition
of wind parts. The final chapter deals with bor-
rowings from his own music, as well as from
other composers' works.
This book should be of great interest to

students of the classical period, as well as
those with a special interest in C.P.E. Bach.
Its large print makes it easy to read, and the
music examples are clear and legible. About
one-third of this volume is text, the re-
mainder being notes, facsimiles, transcrip-
tions and illustrations; lists of manuscript and
early printed sources of the keyboard concer-
tos, of concertos falsely attributed to C.P.E.
Bach, and of those of questionable authen-
ticity; and copyists' names, owners of
sources, authentic cadenzas, and modern edi-
tions of C.P.E. Bach's concertos, plus an ex-
cellent bibliography.

Richard H. Brewer
Richard H. Brewer is Professor of Music and
Director of Choral Activities at Pfeiffer College,
Misenheimer, N. C. He earned his doctorate in
1964 at the University of Southern California
with a dissertation on The Two Oratorios of
C.P.E. Bach in Relation to Performance.

HARPS & HISTORICAL INSTRUMENTS

Ben Bechtel
LaMter

3952 Brotherton Road
Cincinnati, Ohio 45209

(513) 271-6336
(513) 51-2355
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ynitorns and Tither 3Inrne
D rec:or: Bob Lauer

One stop snooping for the recorder
pieyer at competiCte or;ces

Wood Recorders by: Renaissance Winds by:
Moeck Monk
J & M Dolmetsch Moeck
Kung Wood
Mollen nauer Finke
Heinrich Musisca Ltd.
Aura

Plastic Recorders by:
Dolmet3ch
Aulos
Zen-On

Over 2500 sh9et musi:: titles in stock

= Dr price l ist write: 5 Clvergate Cc u-t

Cockeysville, MD 21C30

Early Music Studies
Off ing the Bechelcr of Ars Degree in Music Literati.re with emphasis
ii Ea-ly Music, and Eeveral craduatE level courses in Early Music.

SHELLEY GRJSKIN, director

I -1Etruction in recorcers, flu-.es, harpsichord, early :-.. ar nets, lute, viols
end voice.

COLEGE Of

ST. SCHOLASTICA
For ro-e information, write Departmeri of Music, 1200A Kenwood Avenue,
Cu u- h, Minnesota 55811 or call (218. 7,23-6D81.
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RECORDERS AND
WOODWIND INSTRUMENTS OF

THE RENAISSANCE AND BAROQUE ERA

Crumhcrns • Cornamuses • Korthotts • Dulcians
Rackets • Shawms • Cornets Futes • Bassoons • Oboes

9(7— ./XtKi-eiec "n-etaie>w

MOEN
VERLAG UND V USIKINSTRUMENTENWERK

U.S. Agents: Magnamusic Distributors, Inc.
Sharon, Connecticut 06069 Tel. (203) 364-5431
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MUSIC REVIEWS

Thymehaze (A Es' piano)
JOHN CASKEN
Schott TMR #6, distributed by European
American Music, 1979, $4.25

There is much talk these days about a "new
romanticism"—not a return to nineteenth-
century musical language, but an aesthetic re-
turn to beauty and dirertness of expression.
This work by a young British composer falls in-
to this category, although in view of its title and
emotional character a better descr:ptive term
might be "new impressionism."
Thymehaze is basically a long series of static

episodes with an overall stylistic unity. For the
recorder part, Casken reLes heavily upon man-
nerisms derived from :apanese shakuhachi
music. The unifying factor ii the piano part is
the blurring effect of the sustaining pedal,
which remains down throughout most of the
piece. Casken further unifies his work by taking
an idea from one episode and using it again in
another, although these Dorrowings are rarely
developed.
Only one copy of the score is provided. Its

combination of regular page turns and fold-out

Louise A-Astin, editor

pages works perfectly. Players experienced in
this type of music will find Casken's brief, clear
explanations in the score a real joy, and they
should not have any problem handling the
piece. Novices should look elsewhere, how-
ever, because many notations that have be-
come standard in new music are here employed
without any explanaton at all.
This is an effective xork that could be quite

beautiful if performed by sensitive musicians.
Practitioners of present-day recorder music
should definitely give it a try.

Pete Rose

Pavane, Opus 50 (SAATTB, optional
GB)
GABRIEL FAURE
Arranged by Brian Davey
Novell° Publicatims, distributed by Theodore
Presser, Bryn Mcurr, Pa. 19010, 1981, $13.75
(additional parts available)

Few arrangers successfully transcribe roman-
tic music for recorders, but Mr. Davey has
managed to give this lovely, flowing melodic
work a fine, sonorous treatment. The sound is

rich and fill, and the soprano is used sparingly,
mostly in its lower register and usually doubled
by a teno:. Although a welcome addition to the
ensemble, the great bass is not essential. The
orchestral quality would probably be enhanced
by a cellc on the great bass line and a violin on
the second tenor. My group played this work
one-to-a-part, but it is also excellent for a large
recorder group, and has been so performed in
the Queen Elizabeth Hall in London.

Eugene Reichenthal

Adaptation d'airs et de danses anciens
(SAT ir_ various combinations)
Volume '7
Arranged by F. Ligiston
Alphonse Leduc, distributed by Theodore
Presser, Eryn Mawr, Pa. 19010, 1977, $3.25

These eleven tunes—two by Mozart, four
dances by Schubert, a minuet by Haydn, and
melodies from Handers Water Music—would
make a good introduction for children to this
music if cnly the arrangements had a pleasanter
sound. As with previous editions in the series,
they are Ditched high: most are for SSAT, some
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Arnold Grayson, recorders, director

Mt Sheila Beardslee, courtly dancing, recorders
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.41 Valerie Horst, country dancing, recorders Tuition, Room and Board $ 205.00
X Kathleen DeVore, flutes, recorders Register early!
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x Wayne Hankin, pipe and tabor, crumhorns Kelischek Workshop

Ai Jack Kitts, shawms, dulcians, crumhorns for Historical Instruments
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For one hundred years the Dolmetsch
family has given unrivalled quality
service and value The new 1982 Dolmetsch plastic recorders
are no exception — pitch perfect, free playing and still at 1980 prices!

DOLMETSCH DESCANT: the liveliest recorder on the market with that special Dolmetsch sound.
British made and still incomparably the best. The 1982 model is now even easier to play and maintains
the Dolmetsch reputation for secure pitch and accurate intonation.

DOLMETSCH TREBLE: the perfect match for the Dolmetsch descart with a rare tonal warmth and
excellent responsiveness. Pitch and intonation are checked electronically and every instrument is
hand finished.
DOLMETSCH TENOR: no tenor recorder is less tiring than the Dolmetsch tenor to hold and to play.
The double keys provide a low C and a low C sharp and with the lovely rich sound this instrument
rivals many expensive wooden recorders on the market today.

DOLMETSCH RECORDERS — A perfect match everytime

RETURN THIS COUPON TODAY

Jeanne Dolmetscn Marguerite Dolmetsch

I would like to be an Accredited Dolmetsch
Dealer— please send all details

Individuals— tick and return for complete
lists of retailers near you stocking the
incomparable Dolmetsch plastic recorders.

Name
Address

Phone

DOLMETSCH MUSICAL INSTRUMENTS
107 Blackdown Rural Industries, Haste Hill, Haslemere,
Surrey, England GU27 3AY Tel: Haslemere (0428) 3235

=I MN 1=1 INM IM NM OM =I IN1

Shelley Gruskin, recorder, traverso
Eva Legene, recorder
Paul Palmer, recorder

Peter Seibert, recorder, choir
Nancy Zylstra, voice

Mary Springfels, viola da gamba
Carol Herman, viola da gamba

Gayle Stuwe Neumann, Renaissance winds
Philip Neumann, Renaissance winds

Margret Gries, harpsichordist-in-residence

Early music by the Pacific tides. Elegant Victorian residences at Fort
Worden State Park Conference Center. Technique, small ensembles,
workshop choir, Renaissance band, madrigals. Beginning classes

in viol and Renaissance winds. Swimming, tennis, running,
hiking. Tuition: $135. Housing and food: single room $175;

double occupancy, twin beds, $160; double
occupancy, queen bed, $125.

Brochure: Alice Smith, Administrator
8526 S.F. 79th Place, Mercer Island, WA 98040

(206) 232-4664

July 17-22, 1983

Port Townsend
Workshop

Peter Seibert, Director

Presented by the Seattle Recorder Society
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for SSSAT, and the inner and lower parts are
often uninteresting. To be fair, I had two dif-
ferent ensembles, both of good performers, give
sympathetic readings to this book; in both cases
the reaction was adverse. It was summed up by
one player as, "This could g:ve recorders a bad
name."
The fail: is not with the misic. JIM. Ligiston
would simply compare his arrangement of the
"Hornpipe" from the Water Music with that of
Dr. Bergmann for the same instruments in the
Second Handel Album (Schctt), he might make
future editions more valuab.e.

Eugene Reichenthal

Fughetta in F (SAT)
G.F. HANDEL
Arranged by Kenneth McLeish
Oxford University Press, 1978, $3.75

This is an effective arrangement of moderate
difficulty, with interesting parts for all three
players. At the Allegro mocerato tempo that is
called for, it is four minutes in duration. Recom-
mended.
Alto and tenor parts are provided, along with

a full score from which the soprano will read.
The absence of a separate soprano part saves a
little on the cost of engravirg and printing, and
presumably the soprano player will be the
leader.

Three Early Melodies (SAT, optional voice)
Arranged by Hans Ulrich Staeps
Sweet Pipes, 23 Scholar Lane, Levittown, N.Y.
11756, $2

The first melody is the familiar madrigal by
Orlando Gibbons, The Silver Swan. Text is in
English, and the vocal line doubles the soprano
or tenor recorder part. The second, Est perdu
l'amour, is a lute piece ftom c. 1520, with
French text, and the third, Du bist von allen, is
from the Tyrol and has a German text. The lat-
ter two songs are provided with English trans-
lations, but these are just for meaning and do
not fit the vocal line.
As recorder trios, they are easy, tuneful, and

lie well for the instruments.

Six Duets in Modus Lascivus (SA)
Wn..LY Snuciu,AND
Sweet Pipes, 23 Scholar Lane, Levittown, N.Y.
11756, 1979, $1.50

These duets are arranged for intermediate
players. "Modus Lascivus" refers to experi-
mental tonalities used by Tibor Serly and other-
composers of the early twentieth century.
They sound strange to ears accustomed to ma-
jor and minor.

Maurice Whitney

THE RECORDER SHOP
We handle the best lines of

recorders and music.

415 So. Hill St. • Los Angeles, CA 90013
(213)687-3988

The following works have been edited by David
Lasocki and published by Zen-on. They are
distributed by Magnamusic-Baton, 10370 Page
Irdustrial Blvd., St. Louis, Mo. 63132.

Concerto No. 5 in C major (S)
J. BASTON

P:ano reduction by Robert Paul Block
$6.50

Editions like this one of concertos with piano
reduction usually are offered primarily for study
purposes, although since so few people have ac-
cess to a chamber orchestra, or even to a string
quartet with harpschord, the pieces are often
performed with the reduction. The piano part
of this piece will sound all right if the pianist
isn't too heavy-handed. It is certainly very dif-
ferent from a continuo accompaniment and
should not be mistaken for one; at best, such a
performance must fall short of the composer's
irtentions. Nowhere in the edition is any men-
tion made of the availability of orchestral parts.
Baston's concerto is a pleasant work, worthy

of Mr. Lasockcs efforts. It consists of three
short, very playable movements. The recorder
part is apt in range, tessitura, and melodic
figuration. Originally for the sixth flute
(soprano recorder in D), the concerto has been
transposed down a step to C major so it can be
p.ayed using the same fingerings.
The editing is well done, even down to listing

specific corrections in the recorder and bass
parts. The typography, as in all the Zen-on edi-
tions I have seen, is exceptionally clear and
readable.

Concerto in A minor (S)
F. DiEupART
Piano reduction by Robert Paul Block
$5

This concerto by Dieupart is a charming,
playful work, scarcely more than five minutes
long with repeats, of moderate difficulty, and
full of interesting dialogue between the record-
er and what are presumably the first violins in
tie accompaniment. The differences in sound

between the piano reduction and the original
orchestral version are even more marked than
in the Bastcn concerto discussed above, since
two oboes and a bassoon are called for in addi-
tion to the strings. Don't let the composer's
name fool you. That these are Italianate pieces
can be seen in the movement headings and the
eloquent bar short embellishments in the Grave
e Staccato section (Dieupart spent most of his
career in Lcndon, where Italian opera was all
the rage).
David La3ocki's preface (given in Japanese

and English, as in other Zen-on publications)
consists of a thorough explanation of editorial
procedure as well as information on Dieupart
and the background of this concerto. Mr.
Lasocki also explains why he believes the work
to be genuine Dieupart, even though the loca-
tion of the original manuscript in Dresden might
lead some to question the authorship.

Sonata in P major, Opus 3 No. 8
(A Es? BC)
J.B. LOEILLET
Continuo realization by Robert Paul Block
$7.50

This was the Jean Baptiste Loeillet who was
born in Ghent ("de Gant"), not to be confused
with cousin J.B., known as "John of London,"
or his brother, Jacques. Although other selec-
tions from Opus 3 are already available in
modern editions, this, to my knowledge, is not.
It consists of five movements: Largo,
Allemanda, Vivace, Largo, and Allegro (giga-
like, although not so marked). Interesting for its
melodic tur efulness, the work is harmonically
and rhythmically imaginative as well, although
not overly romplex. It is altogether accessible
and well written for the recorder. David
Lasocki's editorial work is fine in every way:
the preface is clear, concise, and informative;
and the musical text is clean and uncluttered.
The continuo realization is generally accept-
able, but on a few occasions I think it ranges too
close to the recorder part.

Peter Hedrick

• Wir A'fr "Mr Wir • .17'. 'Mr.  'Mr. '
" " \ " \ \ " " 4,/ " \ * \ " \ "▪ • • " \ 1

( 1
. /

/

%

Si

Oberle -"der accorde -s
by Heinz Roessler

An entirely new series of recorders modelled after instruments by]. W. Oberlender,
one of the finest recorder makers of the mid-18th cen:ury, is now available. These
attractively priced instruments have undercut toneholes, curved and tapered wind-
ways, and respond to the satisfaction of the most demanding players.
They are available in soprano, alto, and tenor sizes. Customers have a choice of
instruments built at a' = 44o with double holes, or at a' = 415 with single or double
holes; in boxwood, rosewood, or grenadilla.
At our shop, we tune and voice the instruments
before selling them, so that they play to the height of
their potential, and we guarantee them for one year.

LE 11 HISTORICAL
INSTRUMENTS
INCORPORATED

P.O. Box logo, t11 First Avenue, New York, N w York t000g, Tel (xtx) 674- 6715

Si . Si-.s stix. stit. • .V.R. stk.

:

February 1983 35



AMERICAN RECORDERSOCIETY
The American Recorder Society proudly announces a
variety of exciting workshops for the coming season.
ARS members will receive detailed brochures. For
further information on a particular workshop, write or

call the Coordinator listed. If you wish to reserve a
place at a workshop before you receive a brochure,
simply send the Coordinator your name, address, and
deposit check payable as directed.

TENTH LIRF SUMMER CLINIC
THE HEWLETT SCHOOL MANSION
EAST ISLIP, LONG ISLAND, NY

JUNE 26-JULY 2
Eugene Reichenthal, director

FACULTY
Eugen Reichenthal Patricia Petersen
Steve Rosenberg Gwendolyn Skeens

assisted by Stanley Davis and Herbert Rothgarber
accompanists: Barbara Kupferberg, keyboard

Ken Andresen, guitar

PROGRAM
"Magic of the Recorder." Technique classes and ensem-
bles at four levels, faculty rotating. Large-, small-group
and one-to-a-part playing. Renaissance band, orna-
mentation, alto for beginners, madrigal singing, Renais-
sance and country dancing.

FEES
Tuition   $135 Meals   $70
Shared room  $55 without breakfast   $60
Deposit.. . .$25 (payable LIRE; $15 refundable till June 1)

INFORMATION: Eugene Reichenthal
20 Circle Drive • East Northpo7t, NY 11731 • (516) 261-2027

RECORDER AT RIDER, 1983
at RIDER COLLEGE

LAWRENCE, NEW JERSEY
JULY 10-16

Gerald Burakoff, director

Gerald Burakoff
Louise Austin
Sonya Burakoff
Jennifer Lehmann
Steve Rosenberg

FACULTY
Sue Salmons
Steve Silverstein
Colin Sterne
William Willett
Kenneth Wollitz

PROGRAM
An exciting and varied week of recorder playing and
learning for intermediate and advanced players. Tech-
nique and ensemble classes, Baroque sonata, krumm-
horn, English country and early American dance, medi-
eval music, madrigals, major work (instrumental-vocal),
recitals, evening events. Registration limited to 60
participants.

FEES
Tuition   $150 Deposit  $25
Room & board: double . $125 (payable Recorder at Rider;

single. . . . $145 $15 refundable till June 13)
Commuter Facility Fee   $10

COORDINATOR: Sonya Burakoff
23 Scholar Lane • Levittown, NY 11756 • (516) 796-2229

Andrew Acs
Louise Austin
Bernard Krainis

ARS WORKSHOP at COLORADO COLLEGE
COLORADO SPRINGS, COLORADO • JULY 24-30

Constance Primus, director
FACULTY

Philip Levin
Constance Primus
Daniel Smelser

Jennifer Lehmann Mary Springfels
Special irstructors

Michael Grace Lionel Party
Ruth Harvey Albert Seay

PROGRAM
Krainis Master Class in Baroque Performance Practice
for modern and Baroque woodwinds (participants
chosen by tape audition*) • Daily 2-hour classes in
recorder, viol, Renaissance reeds and reed-making
Chorus with instruments for all • "One-shot" electives
• Lectures • Dancing • Mountain picnic • Recital by
Mr. Krainis with Philip Levin & Lionel Party.

FEES
Tuition  $170 ($90 additional fee for Master Class participants

Room & board $140 Deposit $35 (payable Colorado ARS Workshop refundable till July 1.)

COORDINATOR: Roberta Blanc
1218 Steele Street • Denver, CO 80206 • (303) 322-0558

*for further information, contact Constance Primus, 13607 W. Miss. Ct., Lakewood, CO 80228(303) 986-0632
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SUMMER WORKSHOPS • 1983
In-service cred:t and the ARS Level Examination
are available at all workshops by arrangement. All
workshops offer recorder classes at Levels II and III of
the ARS Education Program; some offer Level I as

well. To obtain an Education Prc gram Study Guide,
use order form elsewhere in this .ssue. ARS
membership is required of all wcrlcshop participants;
see application form near end of magazine.

MIDWEST WORKSHOP
IN EARLY MUSIC X

at CONCORDIA COLLEGE
RIVER FOREST, ILLINOIS

JULY 31-AUGUST 5

Faculty to be announced

PROGRAM
Early Baroque Music in Italy—canzonas, monody, dimi-
nutions, and early sonatas. There will be an informal
production of an intermezzo. Also, classes in later Ba-
roque suites and sonatas at all levels.

FEES
Tuition   $135 Deposit  $20
Room & board: dcuble . $138 (Payable Midwest Workshop;

si-igle . $168 refundable till July 1)

COORDINATOR: Irmgard Bittar
301 Ozark Tra 1* Madison, WI 53705 • (608) 231-1623

MIDEAST WORKSHOP
at LAROCHE COLLEGE

PITTSBURGH, PENNSYLVANIA
JULY 31-AUGUST 6
Marilyn Carlson, director

FACULTY

Marilyn Carlson Arnold Grayson
Colin Sterne Andrew Waldo
Kenneth Wollit with Mary Johnson

(harpsichord teacher to be announced)

PROGRAM
"The Golden Age of Polyphony." New instrumental
forms of the 16th century; legacy of the dance suite.
Recorder, flute, capped reeds, harp, viol, lectures,
Renaissance band, 20th-century recorder techniques,
small consorts, playing with harpsichord for all, student-
faculty concert, Les Musiciens Consort. Flexible sche-
dule, congenial atmosphere. Located in greater Pitts-
burgh, near to PA Turnpike and airport. Dormitory and
classrooms air-conditioned.

FEES
Tuition   $135 Deposit  $25
Room Si. board . . . . ca. $135 (payable Miler:1st Workshop)

COORDINATOR: Mary Johnson
25885 German Mill Road • Franklin, MI 48025

(313) 626- 0717

WORKSHOP at AMHERST COLLEGE
AMHERST, MASSACHUSETTS

AUGUST 7-21
Valerie Horst, director

FACULTY
Forty instrumentalists, singers, dancers, and musicolo-
gists from the U.S., Canada, and abroad.

PROGRAM

"The Splendour of Venice: 1550-1650"

Classes—Recorder (intermediate to advanced: consorts,
master classes, technique, beginning bass), Renaissance
flute, cornetto, sackbut, double reeds, viol, harp, lute,
percussion, voice, theory, Alexander Technique, Ba-
roque and Renaissance dance, English country dance.
Consorts, master classes, wind bands, vocal ensembles,
playing from Renaissance notatiDn.

Vocal-instrumental Collegium for all—Paul Echols, con-
ductor. First week: ceremonial motets for two, three, and
four choirs by Andrea and Giovanni Gabrieli • Second
week: sacred concertos by Claudio Monteverdi and
Francesco Cavalli.

Theatre projects— First week: Commedia dell' arte,
directed by Andrea von Ramm. • Second week: "The
Vision of the Courtier," a music-drama of 1600, directed
by Paul Echols.

Lectures on Venetian music by Alejandro Planchart.

Other— Instrument Makers' Fair, student and faculty
concerts, parties, barbecues, historic surroundings, re-
creational opportunities.

FEES

Tuition   $170 per week Rocm & board . $150 per week
(2-week students: $150 per week) (singles except on request)
Deposit   $40 per week

(payable ARS Amherst: $30 refundable till July 1)

Some tuition scholarships available: apply very early. Students may at-
tend either week or both, Established ensembles attending the work-
shop together may receive private coaching.

COORDINATOR: Elizabeth Ann Taylor
c/o Eddy • 160 West 95th Street 8A • New York, NY 10025

(212) 663-888
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."Terminal Music has the

original OUTRAGEOUS Leigh Rubin

 v1

Notable Quotes
(at terrific prices.. .you can quote me.)"

Leigh Rubin is the "enfant terrible" of the music
business — off beat(!) humor that is not only
noteworthy(!!) but sharp(!!!). (Nitka, you're a terrible
infant yourself!) You've all seen Leigh's outrageous
talking note characters in magazines, stores and in
homes of connoisseurs who love this gentle, unin-
hibited and sophisticated form of contemporary art.
Leigh's creations force you to depart from the
problems of the real world, leave you with a chuckle
that will provide a real I ft to any music lover's spirit.
What a lift, and also WHAT A GIFT! Keep that in
mind. Now, accelerando yourself to your checkbook,
in cut time, and send me an order while I still have
complete stock of mugs for your Coffee-Cantata-
hour with your zweibach, (so you play it twice) note
pads for writing great symphonic doodles in your
spare time, and The Book  that started the mania for
all Notable Quotes (or is that Quotable Notes?). Hey,
we also have litho prints for your wall.

We have...
THE ORIGINAL BOOK
(now in second printing)

Size 51/4 x81/41' Quality
paper. Durable, heavy
varnished cover, years
of use.

TERMINAL'S LOW PRICE 40 EACH (3 OR MORE44 EACH)

MUGS: High quality, white, hard-
fired ceramic, with jet black notes,
decoration and text. Now these
are really the last word. And they
are handsome! 
TERMINAL'S LOW PRICE4

PER MUG. (6667/176,7

STATIONERY: Note pads that are tres distingue,
most exclusive and cha-mant! See sample below.
Size 51/2" x 71/21 Generous number of sheets. White.
Order in sets of 3 (choose your designs).

PRINTS: Bevel-matted, 1" black border, over-
wrapped in film for protection.
Overall size 8 x 11" each. Order
in sets of 3, your choice of
subjects. See list. Hang 'em
up as is on your wall with an
adhesive hanger or frame
for a most attractive addition
to any musician's studio or
study decor

Check master list of slogans (each clearly illustrated
with note (worthy) characters) and place your order
today. TERMINAL'S LOW PRICE 3 FOR #JZSD

Letter (p S, M) before each stands for Print, Station-
ery or Mug. For example, if you choose 104, you see
PSM listed in front of the number. This means that
prints, stationery and mugs are all available in that
slogan design.

Order from this list of clever quotes:
P 100 "You wouldn't tip the scales if you weren't so fat!"
P 101 "I'm afraid your son has overdosed on disco"
PS 102 "They're good kids, but I just can't get them to eat their beats"
PSM 103 'Say, do you come to this bar often?"
PSM 104 'Well men, it looks like we're hopelessly lost at C!"
PSM 105 "Allow me to introduce you to my staff.
P 106 "Well there goes the neighborhood:
P 107 "Son, your mother and I have decided it's time to cut the chord:
PSM 108 "Well, so much for the rhythm method:
PS 109 "Look..., a couple of old timers from the swing era"
P 110 'I still don't believe in mixed marriages"
PSM 111 "I told you what rock and roll would do to you!"
PSM 112 "Come with me, you're under a rest:
P 113 "Darling why do you always get the top?"
P 114 "What was it like before stereo, Gramps?"
P 115 "Say, weren't you on that kids TV show?"

116 "Well Watson, it looks like another dead end"
1 17 "These classes in human appreciation are boring"
118 "Some say on the other side is a gold record"
1 19 "Frankly I'm a little worried about these staff cutbacks:
120 "I love you too!"
121 "And remember, old top 40 hits never die, they just

become golden oldies:
PSM 1.22 "Let me introduce you to my manager...
PSM 123 "That's funny, they don't look Jewish!"
P 124 "If you're not feeling well why don't you get a tune up?"
P 125 'So the doctor told me to take two aspirin and stay composed:
P 126 "That's no primitive tribe!, they're into punk rock!"
P 127 "Hey baby, watta say we make beautiful music together?"
P 128 'Manna score baby?"
PSM 129 "Sorry, no minors allowed in th s bar."
P 130 "He's a nice guy, he just repeats himself too Much"
P 131 "I think you're carrying this coLltry western fad too far!"
P 132 "Now you can call me RE, or you can

call me Raymond, or you can..."
PSM 133 "Oh no!, a flat at rush hour"

PS
PS
PS
PM
PS

MAIL THIS COUPON TODAY
or copy your order on a plain sheet of paper)

PeigC

"ic,e6a4tThAitiatilase e./

Please send me the following items:
(List by number and quantity desired)

I you live in New York add sales tax.
Please estimate shipping costs
Any overage will be refunded

For postage add $2

Shipping

Tax Of N.Y.)

TOTAL

TERMINAL MUSIC. Mail Order Division. Ann LARRY MYNA
166 West 48th Street, New York, NY 10036

NAME

ADDRESS

CITY APT

STATE ZIP

O My check or 0 money order for $  is enclosed

Charge to 0 VISA 0 MasterCard, ($10 minimum)

Account # Exp date: 

When current stock is exhausted carats sutlect to change *Mout noloce
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C HAPTER NEWS

Bernard J. Hopkins, editor

Columbus
The Columbus Chapter s 1981-82 year was

again full of varied activity. The monthly
meetings featured small group playing as well
as programs on such topics as early notation,
sixteenth-century diminutions, the perfor-
mance of sixteenth-century dance, and folk in-
struments of South America. The chapter
sponsored a two-day workshop directed by
Shelley Gruskin and an afternoon session by
Wendy Gillespie and Paul Elliott.
The chapter also performed in the Lenten

series of Holy Trinity Lutheran Church in
Upper Arlington, in part to express gratitude
to the church for having provided space since
1975 for our monthly meetings.
Various members were again active in the
Ohio State University Medieval and Renais-
sance Festival and the Early Music in
Columbus series, sponsored by the Capital
University Conservatory of Music and coor-
dinated by chapter member Craig Kridel.
Among the highlights of this year's series
were performances by Saelley Gruskin and
the Elizabethan Enterprise, and the presenta-
tion of a seventeenth-century masque by The
Early Interval (with assisting musicians), The
Ohio State University Historical Dance
Ensemble, and Capital University's theater
department.
The Early Interval, composed entirely of

chapter members, also had a busy year,
presenting numerous concerts, a program and
workshop at Mt. Union College, and Ron
Cook's original score for A Midsummer
Night's Dream at Capital University and The
Ohio State University Mansfield Campus.
Finally, a number of concerts were given by

the Columbus Cornetto and Sacbut Ensem-
ble, which includes chapter members Dick
Fuller and Craig Kridel, and The Augustans,
a Baroaue group whica includes chapter
member Suzanne Ferguson.

Ron Cook

North Monterey Bay
The North Monterey Bay Chapter's

monthly meetings have consisted primarily of
directed group playing sessions. In Septem-
ber Ken Johnson, director of numerous early
music workshops, led us in exploring vocal
techniques. The sixteen assembled members
first sang a four-part motet (some of us had
never sung in a choir before!), then trans-
lated the musical phrasing into our recorder
playing. Other delights followed in the same
vein, and though it was an unusually small
group, i7 was one of our :nost musically satis-
fying experiences.
October brought our chapter's First An-

nual Renaissance—Baroque Workshop, co-
sponsored with Cabrdlo College. Directors
were Robert Davison, education director of
the San Francisco Early Music Society and
director of the Pastime With Good Company
Players;•Frederick Palmer, director and con-
cert manager of the Palo Alto Telemann
Society; and Eileen Hadidian, Baroque
flautist, harpsichordist, and Renaissance and
Baroque dance specialist. The workshop
started Friday evening with a lecture—
demonstration (ir_ costume) on Renaissance
and Baroque musical styles. The twenty-four
attendees spent all day Saturday and Sunday
in classes, some of which involved prior
preparation of a solo, duet, or trio work; the
performances served as a focal point for dis-
cussions of Baroque musical style. During the
classes on Renaissance music, many recorder
players got their first taste of cmmhorn play-
ing and sorted out some extremely complex
Venetian dance rhythms. The high point of
the weekend was the Renaissance Feast,
with dance instruction and live musicians
providing proper encouragement for pavanes
and minuets. We all wore our most beautiful
costumes, ate lavishly, danced like courtiers,
and found the entire affair unforgettable!

Carolyn Woolston

The Broken Consort, Ltd.
Publishers of Recorder Music

Box 230, Howard Beach, N.Y. 11414
Send for free brochure

Beha & Gibbons
H ISTORICAL
WOODWINDS

Baroque & Renaissance Instruments

At A-411:

Stanesby Junior alto recorder in f'
Bressan yoke flute in d'

At A-440:

Rippert alto recorder in f'
Bressan tenor recorder in c'

van Eyck soprano recorder in c"
Ganassi alto recorder in g'

Renaissance flutes (also available at a-4(i6)
Renaissance consort recorders

Laura Beha Joof & Bernard A. Gibbons
630 Huron Avenue, Cambridge, Massachusetts o1138

Telephone: (617) 547-1414

Francesco Luisi
APOGRAFO

MISCELLANEO
MARCIANO

Frottole, Canzoni e Madrigali con
alcuni alla pavana in villanesco.
(Integral critical ed. by Mss. Marc.
It. Cl. IV, 1795-1798)

This is a wide ranging critical study
with 103 musical transcriptions, %
musical examples, 32 illustrations (in
black and white) and one colour
plate insert.
The book has 429 quarto-size pages
and is clothbound with gilded tooling
and a stiff paper dust jacket.

Critic analysis
The tint six chapters give details of
the dates and the typically Venetian
charaer of the repertoir.
The careful editing of the poetic and
musical texts, the indices and the 103
analytical tables all contribute to the
great musicological interest.

Transcriptions
The second part contains the corpus
of 103 compositions, mostly
Anonymous, taken from the
Marciano Codex. Francesco Violante
and
Darius Aprils are the only composers
mentioned in the original
manuscript. However, the followings
compcsers, among others, have been
identified: Marchetto Cara,
BartolDmeo Tromboncino,
Francesco Patavino, Fra Ruffino
d'Assisi,
Sebastiano Festa, Pietro da Lodi,
Giova-mi Lullino, Geronimo del
Lauro.
Among the poets, along with Ovid,
Petrarch, Dante and Ariosto, there
are Pietro Bembo, Giovanni
MuzzErelli and Dragonetto
Bonifacio.

The p--ice of the complete critical
editions is LIT. 60.000. There will ly
2000 numbered copies.
Also available is a handy edition of 3
volumes containing the entire
collection of the Marciano Codex,
including the poetic texts.
The 3 volumes cost LIT. 33.000.

Catalogues on request
HOR7IIS MUSICUS
Via Panama 14/A Rome, Italy

February 1983 39



BOARD MINUTES

Because the Board of Directors meets only
once a year, the minutes appearing below have
not been officially approved, although each
member has had an opportunity to make correc-
tions in this draft.
Note: The following committees met Fri-

day afternoon or evening, October 1: Educa-
tion, Chapter Relations, Finance, Workshop,
and Membership.
Saturday, October 2, 1982, 11:00 a.m. The

Meeting was called to order by Vice-President
Constance Primus with the following mem-
bers present: Andrew Acs, Suzanne Fergu-
son, Bernard J. Hopkins, Valerie Horst,
Patrica Petersen, Susan Prior, and Peter
Seibert. Philip Levin was ill, and excused
himself after the Friday afternoon committee
meetings. Alternate Board members Benjamin
Dunham and Helen Jenner attended Satur-
day's meeting, and Ms. Jenner stayed on for
Sunday's. Administrative Director Waddy
Thompson was present for all except salary
discussions. As in all but one of the past
several years, the meeting took place at the
home of Martha Bixler and her husband,
Richard Sacksteder, to whom the Board
voted heartfelt thanks.
After the 1981 Board minutes were dis-

cussed and approved, the new agenda was
reviewed. President Shelley Gruskin joined
the meeting, assuming the chair, and the first
item of business was the report of the
Workshop Committee. Its chairperson, Ruth
Bossier, showed the Board the packet of
materials prepared this year by the Commit-
tee for ARS workshop directors and an-
nounced plans for a packet on chapter work-
shops. She asked for discussion on the $5 per
student per workshop fee that is returned to
the national organization, and the possibility
of giving reduced rates to students sent by
chapters to workshops specifically to study
recorder pedagogy. Her report was accepted
with a vote of thanks, moved by Ms. Horst
and seconded by Mr. Seibert. Polly Ellerbe
was put on the Workshop Committee at her
own request. A budget line of $500 was
added for 1983 to extend the program of grants
to chapters to send a member to a workshop
for education benefitting the chapter. Re-
quirements for the grants will be announced
by the Workshop Committee. It was sug-
gested that, to aid planning, our schedule be
circulated to other early music workshop
directors, in the hope that they will recipro-
cate. Mr. Thompson announced that the
ARS enrolled 101 new members at summer
workshops (possibly more, as Midwest had
not yet reported). Ms. Horst requested an
exemption from the $5 per student fee for

Amherst, and the ensuing discussion cen-
tered on the hardship the fee imposes on
workshops with large transportation ex-
penses for faculty. The fee was originally in-
stituted to cover office time spent on work-
shops; it was suggested that since proce-
dures have been streamlined, it is no longer
essential. After vigorous argument, Ms.
Petersen moved to eliminate the charge and
to refund the money to this year's work-
shops. Mr. Seibert seconded the motion,
with the ensuing tie vote broken by Mr.
Gruskin. The motion passed.
Ms. Primus presented the report of the

Education Committee. The Study Guide
may have to be reprinted by spring, as the
supply is nearly exhausted. The committee
requested a spring meeting to work on the
teachers' supplement to Level III and to
revise the guide for Levels Ms. Horst
requested that Level III be divided into two
parts, less and more advanced. Ms. Prior
volunteered to review the Level III materials
and suggest divisions to the Level III sub-
committee (Ms. Primus, Ms. Bixler, Mr.
Sefoert). Ms. Primus announced the creation
of a IA Achievement Award for children
(details on Level I examinations were to ap-
pear in the fall Newsletter), the results of this
summer's Level III examinations (two of
three passed, and the third must retake just
one section), and plans for the Level IV and
V study guides. Ms. Prior will chair the sub-
committee for these guides; Michael Lynn,
Shelley Gruskin, and Jerome Kohl will also
be asked to serve, along with several ad-
visory members. The Education Committee's
priorities were discussed, with some Board
members suggesting that the lower-level
teaching program should take precedence
over the professional teacher and performer
programs. Ms. Primus said she hoped the
Committee could produce both programs this
year. She asked for suggestions for the new
programs as well as for revisions of the earlier
ones and the teacher examination
Ms Horst moved to accept the report, Ms.
Petersen seconded, and the motion passed.
Ms. Bossier left, and there was a brief recess
for lunch.
The Board reconvened at 2 p.m. for the

Finance Committee report. Mr. Seibert
turned the proceedings over to Mr. Thomp-
son, who went over the accountant's report
and the 1982 and 1983 budgets. Mr.
Dunham suggested changes in accounting
procedures: in particular, a change to accrual
basis reporting. Mr. Thompson left the
meeting, and discussion of his position and
compensation began. Ms. Horst moved that

"in view of the expanded duties and work-
load of the office manager in implementing in-
creased activities of the Society, the position
be formally retitled Administrative Director
[rather than Office Manager] and made full
time." The motion was seconded by Ms.
Petersen and passed unanimously. There
was discussion of ways to enhance Mr.
Thompson's compensation package in view
of the superb way he has reorganized the of-
fice in his short tenure. An expense account
was established for his travel on Society
business and for education, particularly in
the area of fund raising. The Society will pay
for additional insurance and award him a
third week of paid vacation.
A raise for American Recorder editor Sigrid
Nagle was also discussed, and announced to
her when she joined the meeting at 3:20 p.m.
There was widespread praise for the quality
of Ms. Nagle's work and a consensus that
the magazine continues to improve. The
Board expressed gratitude for her responsive-
ness to requests and suggestions and for her
success in holding the line on the magazine's
budget.
Mr. Dunham expressed concern about the

tax status of the magazine as a possible
"profit-making" venture of the Society, even
though a substantial part of its expenses are
in fact paid from members' dues. He and the
Office Committee will look into the account-
ing procedures of the magazine. Although
Editor Nagle wished to promote subscrip-
tions to the magazine among non-members of
the organization, Mr. Acs moved that sub-
scriptions "be available to individuals only
through membership" (AR continues to be
available to institutions).. Ms. Primus
seconded the motion, and it passed with five
pro votes, two con, and one abstention. Ms.
Petersen suggested that the editor publish a
questionnaire in order to elicit members'
perceptions of and suggestions for AR. New
columns on such topics as pedagogy and cur-
rent news in the early music field (awards,
competitions, major tours and festivals) were
proposed.
Ms. Bixler joined the meeting and gave a

preliminary report on election procedures.
She noted that by the fall of 1983 the seven
members of the Nominating Committee must
be chosen from among the chapter represen-
tatives, and that Louise Austin, who organ-
ized the last nominating committee, had left a
number of guidelines for her successors..
Among Mr. Dunham's suggestions was

the following: since the elected Board
members, although hard-working and well
qualified, are not in a position to commit or
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manage large financial resources, the by-laws
could be amended to permit adding to the
Board appointed members who would have
access to such resources. The Board agreed
to consider this idea at the next meeting.
After describing the tedious manual opera-

tion involved in the procinction of the Direc-
tory, Mr. Thompson reported on his research
into office computers. Hiring a computerized
mailing service would soon cost more than
buying our own computer. The system he
favored, from Televideo, would cost in the
neighborhood of $8,000. It would keep our
records on three floppy discs and have a
letter-quality printer. Mr. Dunham sug-
gested that it might be advisable to go to a
larger capacity, hard-disc computer now
rather than change over at a later date. He
estimated that the cost might be only
$2,000-3,000 more. Mr. Acs moved that we
"invest in a computer, to meet our present
and anticipated future needs, similar to those
in use by organizations of comparable size
and activities. The Office Committee will be
authorized to make the f nal decision on the
type of equipment to be purchased and the
type of financing." Mr. Seibert seconded the
motion and it passed unanimously. It was
noted that we would need to consider an in-
surance/service contract as well.
Ms. Petersen gave the report of the Mem-

bership Committee, which at present con-
sists of herself, Ms. Prior, and Gerald
Burakoff; she expressed the need to add
more members outside the Board. She out-
lined a number of proposals dealing with the
circulation of our brochure and contacts with
other organizations and publications. The
Committee plans to launch a membership
drive and to look into what we can offer
children. Chapters will be further encour-
aged to have all members join the ARS. Mr.
Gruskin pointed out that the ARS "radiates
benefits" through the chapters, from which
nonmembers profit. Ms. Ferguson suggested
publicizing gift memberships in AR; Mr.
Seibert suggested T,skrts. Mr. Dunham,
who had a number of suggestions for pub-
licity, such as public service advertisements
on the radio and in magazines, was added to
the Committee to work on posters and
advertising.
Mr. Acs reminded the Board that it had

not approved the proposed fee schedule,
recommended by Mr. Thompson, adjusting
foreign memberships to cover actual costs.
He moved the schedule, which raises foreign
memberships to $20.50 (Canadian member-
ships are $18; U.S. high school memberships
are $10). Institutional subscriptions to AR
will be $16 (U.S.) and $20.50 (foreign). Ms.
Petersen seconded the motion and the
schedule was passed. Tne meeting recessed
at 8:30 p.m.
Reconvening at 9:30 .a.m. October 3, the

Board continued to consider membership de-
velopment. It was decided to appoint a De-
velopment Committee of Board members and
others to assist in fund raising. We will reac-
tivate our membership in MENG (Music
Educators National Conference) and

MTNA (Music Teachers National Associa-
tion). Mr. Gruskin was instructed to call
Sheldon Pierson of Trophy Music, who has
not proceeded with plans for the "industry
council" he so enthusiastically proposed over
two years ago; in the absence of any
dramatic developments, we will write off
that relationship. Suggestions were sought
for attracting chapter members to the na-
tional organization. Fr. Hopkins suggested
premiums of old ARS Editions for those who
bring in new members; another idea was tui-
tion scholarships to ARS workshops for
chapters with one hundred percent national
membership. Ms. Horst and others urged
more frequent communication of our efforts
to the chapter representatives, as well as
asking how we can help them encourage
more active participation in the national
organization. She proposed a Chapter Cir-
cular, to be sent several times a year to all
chapter representatives. In the questionnaire
circulated last spring, a number of chapters
expressed the need for more teachers and
conductors, so Ms. Primus offered to have
her committee develop a pedagogical cur-
riculum for workshops in connection with
the Level III teachers' supplement. The
brochure was discussed and suggestions
made for changing its cover in the next edi-
tion. Another 10;000 of the present brochure
will be ordered.
Moving on to the Chapter Relations Com-

mittee report, the Board heard Ms. Fergu-
son's summary of the replies to the question-
naires sent last spring; these would appear in
the fall Newsletter. She announced that the
Committee will prepare packets for chapters
on the following topics: why form a chapter,
how to organize and administer a chapter,
what to do at chapter meetings, and how to
run chapter libraries—as well as on public
relations, membership building, fund raising,
and concerts and other activities. These
packets will be circulated to the chapters as
they become available through the year. To
encourage chapter workshops, Ms. Ferguson
proposed the establishment of a two-part
listing service: one part with each chapter's
requirements, and the other naming teachers
and workshop directors, along with their
qualifications and availability. The listing
would be published annually and, if develop-
ments warranted, updated regionally within
the year. After discussing the ARS's respon-
sibility for teachers' qualifications (none; the
chapters could investigate the teachers of
their choice by contacting previous work-
shop organizers), the Board approved the
proposal.
Mr. Gruskin reported on the publications

situation. Colin Sterne has noted that fewer
compositions are being sent him for con-
sideration; he encourages the submission of
more works and would like the Board to ar-
range for the publication of promising pieces.
Ms. Jenner, who does music autography for
Hinshaw Publications, said her employer is
interested in putting out an anthology of
intermediate-level music from different
periods suitable for various-sized groups.

Such a collection could be used for large-
group playing at chapter meetings. She pro-
posed a moderate-sized collection costing
about $10. Mr. Gruskin was one of those
who urged a larger anthology that a chapter
could use for a year or more, but other
members thought a more modest enterprise
would test the market with less risk for the
publisher and a lower price for the prospec-
tive customer. Ms. Jenner was instructed to
proceed, and she asked for suggestions for
the pieces to be included. Mr. Gruskin was
instructed to follow up with Galaxy on our
earlier discussion of a possible anthology of
reprints of the most successful ARS editions.
The Publications Committee was reconsti-
tuted with Ms. Jenner as chair. Members ap-
pointed at the meeting were Ms. Petersen
and Gerald Burakoff, with other members
from the North Carolina area to be selected
by Ms. Jenner and Mr. Gruskin.
Mr. Acs proposed that an annual meeting

of the membership be held at a different ARS
workshop each summer. After discussion,
Mr. Acs moved (seconded by Ms. Primus)
that every ARS workshop be instructed "to
hold a meeting open to all ARS members
(whether enrolled in the workshop or not) to
air their concerns. The date and time of the
meetings, and the name of the convener,
who shall represent the Board of Directors,
will be published in the Newsletter." The ma
tion passed unanimously.
Mr. Gruskin reported on the Katz Fund ac-

tivities, which have been minimal. Ms.
Primus told the Board that Dr. Gordon Sand-
ford has offered to provide a home at the
University of Colorado for the Katz papers
and manuscripts now held by executor
Winifred Jaeger. He has proposed that a Col-
orado graduate student be awarded funds to
catalogue the collection at Ms. Jaeger's home
in Washington. Ms. Primus was instructed
to report to Prof. Sandford that such a pro,
posal would have to be approved by the Katz
Fund trustees, not the Board. Mr. Gruskin
was instructed to review the composition of
the Katz Fund Board of Trustees and to
make adjustments in its membership and
chair in order to increase the visibility and
activity of the Fund. Ms. Nagle is super-
vising preparation of a report for AR on this
year's Katz scholars at ARS workshops.
After further discussion and computation,
Mr. Seibert moved the revised budget; Ms.
Petersen seconded it; and the budget, with a
surplus for the first time in a number of years,
passed. Mr. Thompson was named to in-
itiate a Development Committee, with Mr.
Dunham and Richard Conn as possible ad-
visory members. Further ideas for fund rais-
ing were discussed. The calendar for next
year's meetings was considered; they will be
held either September 24-25 or October 1-2,
depending on Board members' schedules.
This year's schedule, which allowed commit-
tee meetings to precede the full Board meet-
ing, was seen as efficient, and was adopted
for next year as well.

Respectfully submitted,
Suzanne Ferguson, Secretary
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Gentlemen:
We have prepared, on the cash basis, the Balance

Sheet of the American Recorder Society, Inc. as of
August 31, 1982 and the related Statement of Reve-
nues, Expenditures and Fund Balance for the year
then ended. Our examination was made in accord-
ance with generally accepted auditing standards, and
accordingly included such tests of the accounting
records and such other auditing procedures as we
considered necessary in the circumstances.
In our opinion, the accompanying Balance Sheet

and Statement of Revenues, Expenditures and Fund
Balance present fairly, on the cash basis, the financial
position of the American Recorder Society, Inc. as of
August 31, 1982 and the results of its operations for
the year then ended, in conformity with generally ac-
cepted accounting principles applied on a basis con-
sistent with that of the preceding year.

Faishon Bafna & Company
Certified Public Accountants

September 28, 1982
New York, New York

THE AMERICAN RECORDER SOCIETY, INC. 

BALANCE SHEET 

CASH BASIS 

AUGUST 31, 1982 

ASSETS
Current Assets
Cash in Banks (Note A) $ 7,869.58
Investments - Dreyfus liquid
Assets (Note B) 13,677.53

Petty Cash Fund 44.08
Postage Inventory (Note C) 383.85

Total Current Assets $ 21,975.0.1
Fixed Assets
Office Furniture and Equipment 1,748.33

Other Assets
Security Deposit - Rent 900.00
Loans and Exchanges Receivable 294.86

Total Other Assets 1,194.86

TOTAL ASSETS $ 24,918.23

LIABILITIES AND FUND
BALANCE
Current Liabilities

Payroll Taxes Payable $ 379.50

Fund Balance 24,538.73

TOTAL LIABILITIES
AND FUND BALANCE $ 24,918.23

See notes to the financial statements.

THE AMERICAN RECORDER SOCIETY, INC. 

STATEMENT OF REVENUES, EXPENSES AND FUND BALANCE

CASH BASIS 

AUGUST 31, 1982

REVENUES
General Membership Dues $45,152.45

Donations • American Recorder Society

Magazine Income:
610.00

Advertisements $ 17,155.00
Subscriptions 2,628.12
Back Issues 876.62 20,659.64

Royalties 185.00
Directory Ads 1,265.00
Mailing List 2,092.61
Miscellaneous Income 380.00
Workshops: Revenue (Scholarships &

Participants' Fees) 5,602.89
Less: Expenses (Scholarships) 4,795.00 807.89

Interest Income 2,007.71

TOTAL REVENUES $73,160.30

EXPENSES
Magazine Publishing Expenses:
Editor Salary 7,000.00
Editor Expenses 3,959.85
Printing 15,559.41
Art Director 2,595.50
Graphics and Typesetting 4,642.10
Postage 1,920.00
Honorariums 835.00 36,511.86

Office Salaries 12,757.00
Payroll Taxes 943.54
Rent 3,067.50
Postage 4,700.26
Office Supplies and Expenses 1,569.24
Directory and Newsletter Printing 5,608.70
Telephone 690.05
Outside Labor 1,028.30
Board of Directors Expenses 3,530.93
Accounting 750.00
Mailing House Services 1,771.50
Other Expenses 482.93

TOTAL EXPENSES $73,411.81

Excess of Expenses over Revenues ( 251.51)
Fund Balance - September 1, 1981 24,790.24

Fund Balance - August 31, 1982 $24,538.73

See notes to the financial statements.

THE AMERICAN RECORDER SOCIETY, INC. 

BALANCE SHEET 

CASH BASIS 

NOTES TO THE FINANCIAL STATEMENTS 

AUGUST 31, 1982

NOTE A - Cash in Banks
Chase Manhattan Bank $ 3,374.93
Amalgamated Bank - Checking 1,158.19
Amalgamated Bank - Savings 3,336.46

$ 7,869.58

NOTE B - Investments - Dreyfus Liquid Assets
American Recorder Society $6,787.87
Dr. Erich Katz Memorial Fund 6,889.66

$13,677.53

NOTE C - Postage Inventory
In Meter $ 223.23
In Bulk Mail Account 160.62

$ 383.85
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LETTERS

Comments on the August issue:
Frank Plachte's suggestions on how to im-

prove the ARS in the Letters section of the
August issue were fine as far as they went, but
I have a few to add:
1) Once a year, make workshops available to

all members within 250 miles of their homes.
(You must remember that some members get to
play with others only at workshops. You might
have to subsidize a worlcshoF or two.)
2) Have board meetings via telephone con-

ference hook-ups, not get-togethers that enrich
the airlines.
I endorse Frank's plea that ARS editions

again be made available at a reasonable cost.
Above all, you must remember that most of

us play for fun. You and your magazine seem to
lose sight of this fact; sometimes the articles
tend to be esoteric and appeal to only a tiny por-
tion of the membership.
As for the question on how to control

stagefright (Forum, same issue) the answer is
that you don't. A little controlled stagefright is
good; it's necessary and important for a
performance.

Henry Katz
Durham, N.C.

In support of an American Early Music
Society:
First, let me congratulate you and the editor-

ial board on the rather startling improvement in
the overall quality of the AR since the "jury"
system went into effect.
My second point concerns the letter in the
August issue from Mr. Frank Plachte, I have
been a member only since 1977, but I feel I've
seen enough of the Society to realize that Mr.
Plachte is right on target with his criticisms and
suggestions, with the possible exception of item
no. 5 on regional vice-presidents; they might
not be of much use to the average chapter. I
strongly support his item no. 8: as has been sug-
gested numerous times in recent years, the
ARS needs to broaden its base and become the
American Early Music Society. The original
focus on the recorder served a purpose, but
much of the membership has gone on to develop
wider interests in early music and instru-
ments—as is evident at any chapter meeting.
I, for one, strongly feel that the Society must

move into new areas in order to ensure its con-
tinued vitality. By becomirg an Early Music
Society it could appeal to a much wider seg-
ment of the musical fratentty and also better
serve the interests of its current members.
Perhaps the board could propose such a

change to the membership. Eapproved, it could

then develop a detailed plan for accomplishing
the transformation.
Keep up the good work with the magazine.

Your efforts are a credit to the Society.
Michael Burcke
U.S. Air Force

Tuning a consort:
Kenneth Wollitz' article on consort playing

(November 1981) was excellent, with the
exception of all that nonsense about tuning—if I
were a beginner I'd flee the recorder forever.
I've played in professional groups for five years
and taught for two, and I've yet to see the
grcup that can't be pulled together by intona-
tion and breath pressure adjustment alone.
Any recorder worth playing can be blown a
half-tone sharp or flat—a couple of minutes with
an electronic tuner shows that.
The biggest problem with the push-me/pull-

you school of tuning is that it encourages
players to think that once they've fiddled with
the head joints of their instruments, they are
playing in tune. The reality is that players must
be constantly alert to changes in the group's in-
tonation. The only way to play in tune is to
listen, listen, listen!
I realize that this point of view is a minority

one, but I wish you'd give it equal space.
Hazel Mosely

Santa Fe, N.M.

Keyboard tour, coned.:
Since Ed Kottick has renounced the joys of

playing the recorder in order to dedicate
himself to the pursuit of the perfect harp-
sichord, he failed to mention in his otherwise
excellent report of George Lucktenberg's
tour of historical keyboards (November)
details that would be of special interest to
re:order players. Most of the public collec-
tions include other instruments besides key-
boards—so we saw historic recorders in
London, Oxford, Brussels, The Hague,
Antwerp, Nuremberg, and Munich. My
only disappointment was in Chester, where
we had a sightseeing stop. I had assumed
that the famous set of Bressan recorders at
the Grosvenor Museum would be prom-
inently displayed, but they were in storage,
and I was unable to persuade the museum
officials to let me see them. It is a pity that
they are not on permanent display in a
museum that appreciates their importance
and value.

Dale Higbee
Salisbury, N.C.

Report on the ARS
Education Program

Level III Examinations

Just before the Board meeting in Septem,
ber the Education Committee met to evalu-
ate the Level III exams taped during the
summer. The evaluation process itself
proved to be a learning experience for the
committee. Even with only three classifica-
tions—unsatisfactory, satisfactory, and out-
standing—such questions arose as what
standard "satisfactory" should represent.
The committee members recognized that
fair evaluation depended on a clear idea of
the purpose of the exam and its significance
both to the candidate and to the ARS.
They agreed that since the music in the
Level III Study Guide was selected to give
an accomplished amateur player a goal and
possibly a challenge, the exam should be
judged on the basis of reasonably competent
amateur playing. The fact that there were
borderline cases forced the discussion to
become specific and helped the committee
establish firm standards. They decided that
technique need not be brilliant and flawless,
but the candidate must demonstrate basic
knowledge and competence. Sight-reading
may not be perfect but should indicate an
understanding of the music. Pieces need not
be ready for professional performance, but
the candidate must play the notes at a rea-
sonable tempo and show some awareness of
style.
The procedure of the exam, both in ad-

ministration and evaluation, was felt to be
efficient and easy to follow. Aside from the
addition of a teachers' supplement to Level
III, only a few minor changes will be made
for future exams. The committee originally
set up the Study Guides for individual use
but sees them as providing a syllabus for
exam candidates as well. Members' re-
sponse to the Guides and to the exams will
be gratefully received.

cUida
da gamba
Society

ot otmehica

For membership information write:

John A. Whisler
1536 Third St. #6
Charleston, IL 61920

February 1983 43



ADVERTISERS

ARS Workshops 36.37 Yves Feder 19 Port Townsend Workshop 34
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HANDSOME, PRACTICAL CASES
AND TOTES MADE TO YOUR
EXACT SPECIFICATIONS

— Protect a single, cherished
instrument, or carry an entire

collection —

Please write for descriptive
brochure and fabric samples.

RUTH'S WORKSHOP, INC.
Box One

Verona, NJ 07044

CARL DOLMETSCH IN AMERICA
Despite his 20 tours of the U.S.A., Carl Dolmetsch cannot always be with you. However,
his many recorded performances can be— and in your own home. Among those recently
produced in America are the following:

"LE FESTIN" ORS 76216
11:31-IN STANLEY: Sonata in F major, Alto Recorder and Harpsichord
WILLIAM LAWES: Almain and Saraband from Courtly Masquing Ayres
HENRY PURCELL: Chaconne in F major, Alto Recorder and Harpsichord
ANON 17th CENTURY: Greensleeves to a Ground, Soprano Recorder and Harpsichord
FRANC.OIS COUPERIN: Le Rassignol Vainqueur, La Linote Efarouchee, Sopranino Recorder
and Harpsichord
WILLIAM CROFT: Sonata in G major, Alto Recorder and Harpsichord
J.A. HASSE: Sonata in F major, Alto Recorder and Harpsichord
G.P. TELEMANN: Partita V in E minor, Soprano Recorder and Harpsichord
G.F HANDEL: Sonata in A minor, Alto Recorder and Harpsichord

"THE CONTEMPORARY RECORDER" ORS 74144
HERBERT MURRILL: Sonata in G, Alto Recorder and Harpsichord (1950)
ANTHONY HOPKINS: Suite, Soprano Recorder and Piano (1953)
EDMUND RUBBRA: Meditaziom sopra Coeurs Desoles, Alto Recorder and Harpsichord
CHRISTOPHER EDMUNDS: Pastorale and Bourree, Soprano Recorder and Piano (1968)
GORDON JACOB: Variations, Alto Recorder and Harpsichord (1963)
COLIN HAND: Plaint, Tenor Recorder and Piano (1971)
NIGEL BUTTERLEY: The White-throated Warbler, Sopranino Recorder and Harpsichord (1965)
COLIN HAND: Suite Champetre, Soprano Recorder and Piano (1970)

"DOLMETSCH-SCHOENFELD ENSEMBLE" ORS 73104
(Carl Dolmetsch, Alice & Eleonore Schoenfeld, Joseph Saxby)

LENNOX BERKELEY: Concertino, Recorder, Violin, Cello, and Harpsichord (1955)
ARNOLD COOKE: Sonata, Recorder, Violin, Cello, and Harpsichord (1965)
J.M. LECLAIR: Trio-Sonata in D major, Recorder, Violin, Cello, and Harpsichord
G.F. HANDEL: Trio-Sonata in C minor, Recorder, Violin, Cello, and Harpsichord

DO NOT MISS
1) 59th Haslemere Festival of great early music, July 22-30, 1983.
Write Secretary, Jesses, Haslemere, Surrey, England.

2) Dolmetsch Summer School, August 4-11, 1983. Brochure from above address.

ALL YOU HAVE TO DO IS
write to Orion Master Recordings, Box 4087, Malibu, Calif. 90265. (213) 457-3370.
Or from your favorite record shop.

44 The American Recorder
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CLASSIFIED

TEACHERS: The Workshop Committee of
the ARS is compiling a list of teachers with
group teaching experience who are available/
interested in teaching at ARS chapter meet-
ings and chapter workshops. This listing will
be updated regularly and w:ll be provided to
workshop directors, all eighty-five ARS chap-
ters, and, on request, to other groups. Inter-
ested teachers should write to the AEU, 48
West 21st St., New York, N.Y. 10010, re-
questing teacher information forms.

FOR SALE: Prescott copy of Grenser tra-
verso, $450. Write James Bailey, 2767 Ken-
sington Place, Columbus, C hio 43202.

FOR SALE: Rippert copy alto recorder by
Prescott. A-440, boxwood stained dark, full
ivory. Magnificent instrument. $1,000 (ap-
praised $1,075). Thomas Cirtin, 145 Glen-
dale, Rochester, Mich. 48063. (313) 656-
1574.

HARMONIUM NORTHWEST: a society
for single classical music lovers Write: 2442
N.W. Market St., Suite 129, Seattle, Wash.
98107.

HARPSICHORDS, FOF..TEPIANOS: Cus-
tom-built Hubbard and Zuckermann kits,
meticulously voiced and 3nished, reasonably
priced. R. Mark Rosa, Historical Keyboard
Instruments, 625 West Lakeside St., Madi-
son, Wis. 53715.

FOR SALE: Ross virginal kit, $200. Also
several beautiful, adjustable music stands,
$150—$250. Call after March 1. (516) 796-
8559. Long Island, N.Y.

FOR SALE: Eight-course lute, gut frets,
hardshell case. Excellent condition. $900 or
be.st offer. Timothy, (212) 679-5706.

FINALLY! A beautiful wood thumbrest;
instantly on, instantly off. Leaves no per-
manent marks or holes. The Broken Consort,
Ltd., Box 230, Howard Beach, N.Y. 11414.

GEORGIAN WING spnet: Unique, hand-
some "modern-day antique" recently made
with pre-industrial tools, materials, and tech-
niques, by Hubbard apprentice. Excellent for
domestic or contin-Jo/ensemble use. Fifty-
foLr notes, crow plectra, thick veneer, panel-

work lid, cast hinges, framed baluster stand,
all cabinet details from the best old examples.
Available at once, asking $5,000 FOB Bos-
ton. Please call for details. (617) 484-9547.

QUICKLY EET any temperament with Ac-
cutone Mocb:-.1 120 Tuner. Quartz accuracy,
large library various temperaments at old and
new pitches. Factory direct prices. Yves
Feder Harps:chords, Box 640, Killingworth,
CT 06417.

HARPSICHORD MUSIC, solo and ensem-
ble. Best editions from U.S. and European
publishers. Also books on history and perfor-
mance. Wri:e for free catalogue. Zucker-
mann Harpsichords, Inc., Box 121-AR, Ston-
ington, CT 06378.

Classified rates for The American Recorder
451 per word, ten word minimum. "For
Sale" and "Wanted" will not be counted but
should always be included in the copy. ZIP
code counts as one word, telephone number
as two words.

Payment must accompany copy. Classi,
fled advertisements will not be billed.
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APPLICATION FOR MEMBERSHIP

1111

1111
111
1111

NAME: (Dr./Ms./Miss/Mr./Mrs)  

1111
1111

1111
THOSE lOINING THE SOCIETY THROUGH CHAPTER AFFILIATION SHOULE PAY THEIR NATIONAL II

„T. DUES THROUGH THE CHAPTER. Please make :heck or money order payable to the American Recorder II
Society , Inc., and mail to above address.I= 

THE AMERICAN RECORDER SOCIETY
48 West 21st Street, New York, NY 10010

Enclosed is:
El Individual or Family Membership ($15.00 yearly)

Two members of a family may share a membership.
ID High School Membership ($10.00, U.S. only;
El Canadian Membership ($18.00)
El Foreign Membership* ($20.50)

Your tax-deductible contribution of any size will be most welcome.
• Must be paid in U.S. funds by a check drawn on a U.S. bank or by International Money Order.
Please print.

ADDRESS

CITY STATE ZIP PHONE

LI New member

El Continuing
Be sure to notify the Society of a change oi address.

El Do rot list my name anc address in the ARS Directory.

lionnumminnummumnimmmundi
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rnitizalA

extraordinary

ARTHUR NITKA PRESIDENT

166 WEST 48 STREET. NEW YORK. N.Y. 10036

MUSIC
WHEREEXPERT ADVISERS K MOH YOU

,04
inventory clearance
0

What's better than a sale on all wood quality recorders? An
extraordinary sale! Terminal Music's extraordinary inven-
tory clearance sale,  that's what! Why is our early-on 1983
sale so special — why can we allow our customers to save
so much? It's time-to reorder and restock, that's why! It costs
us less to clean off all our warehouse shelves at sacrifice 
prices than to replenish our stock with 3 of this voice, 10 of
that brand, etc. It simply COS'S us less to start all over again!
We may save, but you're the one who benefits — and BIG!

Nothing held back — and you can Mix 'N Match!

First, you get last year's prices (who knows about 1983
prices at this point?). Second, you get the best name
brands in the business — ncthing held back. If we've got it,
you get it! Third, as a large recorder dealer (we've been
called the world's largest) we've got a tree-mendous
selection in all woods, brands and voices. Somebody's
advertising campaign says "select don't settle!'  Well, that's 
what you do! Fourth, we'll let you mix-n-match. It's a fast way
to destroy my dealer profit — but it's great for our customers!
(And it does move larger quantities of recorders FAST!) So
we'll permit you to take the "3 price" for each recorder when
you order 3 of any combination of brands or voices. Fair
enough? (I hope so — very few dealers love their customers
enough to make this kind of sacrifice!)

Friends, these prices are LOW! 

Just cast your glims over the prices on these pages. The
first law of advertising is to concentrate your customers'
attention on very few items — in other words don't confuse
the issue with a lot of type. BALONEY! I say, my customers
are willing to spend time with an ad if it serves their best 

Saying of the Month
"All the world is a stage and all the players
have great recorders bought this month
(for pennies) at Terminal Music!" Anon.

DISCOUNTS UP TO
40% FOR A HAPPY,
HAPPY 1983

i nterest —saves hem great wads of cash! Am I right? (I' m
gambling on this now friends — help me bank on it!) (Larry,
those bad puns will get you nowhere — Ed.)

No sale like this one — first come, first served!

To sum up, you won't find a sale like this in your local 
newspaper or anywhere else except in Terminal Music's
specialized advertising to the recorder enthusiast — where
Larry Nitka loves ya, one and al l , is looking out for your
interests, and also I-as a lot of recorders to move! ("Truth s
always the best policy" — George Washington.) Some
voices in some brar ds are somewhat short in supply. First
come, first servec. All items in stock at this writing. (I dart
believe in adver-is ng what I haven't got to sell!) So,
unlimber your wrist and write me a check, tout-de-suite if
you want to get in on '83's biggest bargain opportunity! 
Great for schools, recorder clubs, associations, institutiors
or churches with limited budgets but great taste in re-
corders. A real boor for every recorder artist or purchasing
agent. Your buck NEVER bought so much beautiful sound.

A healtiy 1983 to all, atutAd-

Terminal Music's Mix'N Match feature
saves more money

It works almost like a Chinese restaurant menu
— only you pick your prices from Column A, B or
C. Here's hole. —
Select the recorders you want. If you order 3 or
more (any comoination of brands and voices)
use the Column C price for each recorder (do
you realize how much money you are saving?)
If you order 2 recorders (any combination) use
the Column B 3rice for each recorder. If you
order 1 recorcer use the Column A price (still a
substantial say rig!). (Note that when you use
Column C yot. make out like a bandit! Advice to
the thrifty, use Column C!!)



SHOP HERE FOR THE BUY OF THE CENTURY!
(Well, at least the best buy of '83!)

These prices are impossible to beat!
SOPRANINOS
Brand & Model # List A B C
GILL #52 Maple DH 24.10 16.75 15.50 12.95
ROESSLER #248 Pearwood DH 57.50 46.92 40.00 34.34
MOECK #211 Maple SH 77.00 57.75 53.85 45.97
MOECK #219 Maple DH Rottenburgh 112.00 84.00 77.80 E6.89
MOECK #810 Maple SH Renaissance

•MOECK #419 Boxwcod Palisander
DH Rottenburgh

"MOECK #519 Blackwood
DH Rottenburgh

SOPRANO'S

126.00

173.00

214.00

94.50

129.75

159.50

87.83

119.00

147.00

74.92

102 80

126.49

GILL #102 Pear Maple DH 14.95 10.45 9.87 8.38
ROESSLER #104 Maple DH 27.50 20.63 19.25 16.34
GILL #101 Concert Maple DH 28.00 17.90 15.20 13.98
AURA by Coolsma Pearl DH 28.00 19.50 18 20 14.95
MOECK #122 Maple DH
ROESSLER #254 Pearwood
DH Master

42.00

45.50

31.50

37.22

28.90

31.97

24.87

27.41
MOECK #223 Maple DH Metal Band
ADLER #19400HB Maple DH
Barokmeister with Elfinite Rings

MOECK #129 Maple DH
Rottenburgh - 2pc.

MOECK #229 Maple DH
Rottenburgh -3 pc.

47.00

79.00

82.00

110.00

34.95

59.25

61.50

82.55

31.90

54.92

56.70

76.20

27.87

31.12

48.75

65.72
MOECK #820 Maple SH Renaissance
MOECK #329 Maracaibo Boxwood
DH Rottenburgh

MOECK #429 Zambezi Rosewood,
Palisander DH Ro:tenburgh.
Ivory Rings

MOECK #529 Blackwood DH
Rottenburgh Ivory Rings

GILL #104 Washable Plastic

120.00

164.00

207.00

261.00

89.00

122.80

155.00

195.00

83.00

1 14.72

144.50

182.12

71.00

97.70

123.62

155.00

Mouthpiece, Wood Body

ALTOS

'3.95 1-9, 5.04 10 or more 3.50

GILL Maple: Pear DH 33.95 27.96 23.90 19.87
ADLER #20001DHE Birch DH 44.00 33.00 29.70 26.25
ROESSLER #108 Maple DH 49.50 37.13 34.65 29.70
AURA by Coolsma MaplelDear DH
ADLER #16210HB near DH
Barokmeister

ROESSLER #258 Pearwood
DH Master

62.00

80 00

97 50

46.25

59.00

79.16

42.80

55.00

67.99

36.97

47.00

58.28
MOECK #236 Maple DH 125.00 93.75 87.42 73.89
MOECK #239 Maple DH Rottenburgh

*MOECK #239A Maple Rottenburgh
'Old Pitch' A415

189 50

189.50

142.00

142.00

132.60

132.60

112.69

112.69
MOECK #830 Maple SH Renaissance
MOECK #339 Bubinga-Maracaibo
Boxwood DH Rottenburgh

MOECK #439 Zambezi Rosewood-
Palisander DH Rcttenburgh with
Rings

MOECK #539 Blackwood DH
Rottenburgh with Elfinite Rings

'MOECK #539A Blackwood
Rottenburgh "Old Pitch" A-415

TENORS
ADLER #1822 DNB Pearl Dbl D
& Dbl C Holes

207.00

2E4.00

378.50

472.00

472.00

76.50

154.00

212.00

283.00

354.00

354.00

57.37

134 95

197.75

263.00

329.00

329.00

53.50

123.00

'69.00

226.00

282.00

282.00

45.80

MAIL THIS COUPON TODAY
(or copy your order on a plain sheet of paper)

Please serd ma the following recorders:
(List by mcdel name and quantity wanted)

Brand & Model #
ROESSLER #111 Maple Dbl

List A B C

D Hole, Sgl Key
GILL #302 Maple Dbl D Hole,
Sgl C Key

ZEN-ON #2300B Maple Dbl D Hole,
Sgl C Key

ROESSLER #262 Pearwood Dbl

82.50

90.00

140.00

61.88

63.00

104.00

57.75

54.00

97.00

49.50

45.00

83.00

Holes. Dbl Key
ZEN-ON #25008 Cherry Dbl D

185.00 149.78 128.66 110.25

Hole Dbl Key
MOECK #242 Maple Dbl D Hole

190.00 142.50 133.00 114.00

Single C Key Metal Band
MOECK #243 Maple Dbl D Hole,
Dbl Key

MOECK #249 Maple Dbl D & Dbl

222.00

257.00

165.00

191.70

154.00

178.90

132.00

152.20

C Holes Rcttenburgh
MOECK #249A Maple Dbl D Hole

293.00 219.22 204:27 173.90

Dbl Key Rottenburgh
MOECK #349 Bubinga Maracaibo
Boxwood Dbl D & C Holes.

352.00 263.00 245.18 208.79

Rottenburgh
MOECK #349A Bubinga Maracaibo
Boxwood Dbl D Hole Dbl Key

361.50 275.00 252.00 215.93

Rottenburch
MOECK #84- Maple SH No Foot Key

420.00 314.10 293.28 250.88

Renaissance
MOECK #449 Palisander Dbl D & C

420.00 315.00 294.00 251.90

Holes, Rottenburgh with Ring
MOECK #449A Palls Rottenburgh with

481.00 360.70 336.17 287.50

Ring
*MOECK #549 Blackwood Dbl D&C hole

539.00 403.22 376.00 321.68

Rottenburgh with Ring
MOECK #840 Maple SH C Key

601.50 480.00 452.00 395.00

Fontenelle Renaissance
•MOECK #549A Blackwood Dbl D Hole

518.00 462.00 431.00 369.00

Dbl Key Rottenburgh with Ring

BASSES
ROESSLER #116 Maple 3 Keys with

560.00 534.00 485.00 412.00

Bocal
ZEN-ON #5500B Cherry 2 Keys, Dbl

275.00 206.2E 192.50 157.30

Holes Direct Blow
ROESSLER #267 Pearwood 2 Keys

440.00 329.00 307.00 262.00

One Dbl Kay with Bocal
ZEN-ON #5400B Maple 2 Keys Obl

459.00 372.25 319.76 274.68

Hole with Bocal
MOECK #252 Maple 3 Sgl Keys,
SH Direct Blow

MOECK #252A Maple same as 252
with Bocal only

MOECK #2533 Sgl Keys. Dbl Key
4 SH Direct

MOECK #253A Same as 253 with

475.00

570.00

644.00

656.00

355.25

427.00

482.10

489.00

331.90

398.00

449.00

457.00

283.00

340.60

383.00

389.50

Bocal only
MOECK #259 Maple Authentic Copy

728.00 544.00 507.60 433.00

Rottenburgh Bocal, DH & F Key
MOECK #850 Maple Renaissance F

895.00 669.00 625.00 532.00

Key with Fontenelle Direct Blow

GREAT BASS INC
MOECK #262 Maple Sgl Holes

929.00 692.1? 648.77 553.00

Low Keys Bocal 1063.00 797.0) 754.00 652.00

*Special Order

4d'ira.ota. cl,attitedz,&/acie./

TERMINAL MUSIC, Mail Order Division. Attn: LARRN NITKA
166 West 48th Street, New York, NY 10036

NAME

ADDRESS

CITY APT

STATE ZIP

If you live in New York add sales tax. Shipping  
El My check or ' money order for $  is erclosed.

POSTAGE, INSURANCE and HANDLING Charge to . VISA MasterCard. ($10 minimum)
Up to 3 recorders, add $3.50; 4-6 recoriers, Tax (II N Y )  

Account #   Exp.date. 
add $5.00; more than 6 recorders, cleasa

TOTAL • estimate postage. Overage refundec. When current stock is exhausted prices sublec to change without notice

IIN ................... MO INN I= NM OM MN NM IIIIN



Effiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffiffl

HARGAIL
Specializing in Recorders and Recorder Music

SINCE 1941

\r

by Walter Bergmann
H-129 Great Masters of the Baroque, Alto Recorder and keyboard
H-134 4 Great Masters of the Baroque, Soprano and keyboard

*H-101 CoreIli, Sonata in F Major, Alto and keyboard .
*H-128 Wm. BabeII, Concerto in C, Soprano and keyboard
H-132 Five Songs for Christmas, with Orff instr. and keyboard
H-138 First Trios for Soprano recorders
H-139 Mancini, Sonata No. 8 in G minor, Alto and keyboard

*H-142 Vivaldi, Concerto in D (P.198), Alto, violin and keyboard
H-144 Haym, Trio Sonata in G minor, altos, violins and keyboard
H-146 Handel, Festive Pieces, Soprano, alto and keyboard or SAT
H-146a Handel, Festive Pieces, recorder score only

*with David Lasocki (all above include parts)

by Peter Kennedy
First and Second Fiddler's Tune Books

by Harold Newman
HFA-22 Round and Round Again: 50 Canons & Rounds
H-125 Recorder Playing for the Beginner, soprano
H-62 The Hargail Melody Method, soprano
H-61 The Hargail Melody Method, alto
H-137 In the beginning—The Recorder, soprano
H-137 The Fol ow-up Book, soprano
H-147 Sight Reading the Masters, soprano
H-131 0 Mistress Mine (Songs-Shakespeare Plays) soprano
HCA-13 Buxtehude, Missa Brevis, 5 part: SSATB
1-I FA-2 Music of the Hebrew People, solo soprano or alto

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

@ffiffiffiffiffifflOffiffiffiffiffiffiffiffiffiffi5Bffiffl@ffiffiffiffiffiffiffl@ffiffiOffiffiffi

The American Recorder Society, Inc.

49 West 21st Street

New York, N.Y. 10010

Non-Profit Org.
U.S. Postage
PAID

New York, N.Y.
Permit No. 14610


