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PRESIDENT'S MESSAGE
1995 is the seventh year since the founding of the Historic Brass Society, and our organization can boast of some remarkable accomplishments. The HBS Journal continues to serve as an important forum for the latest research in the early brass
community as well as in the general music field. The Journal and the HBSNL have received wonderful praise from people
not only in many different areas of music but from scholars in other disciplines as well. This, of course, is very gratifying.
Our greatest effort to date will be the upcoming International Historic Brass Symposium (July 26-30) at Amherst College.
We expect several hundred musicians t o join the hundred invited leading scholars and performers to make the Symposium
the largest and most important early brass event ever staged.
These accomplishments are the result of the hard work of many individuals. The HBS Board of Directors, Advisory Board
and Editorial Board make it all happen and deserve our thanks. Continuing with their valiant labors are Stew Carter, Karen
Snowberg, Barry Bauguess, Jeffrey Snedeker, and Trevor Herbert, and I wish to again give an extra note of thanks t o them.
Preparation for the Symposium and production of our publications have been particularly expensive this year. If you support the work the HBS has been doing, please show it by sending in a tax-deductible contribution. This is the year we need
it most. Thanks also t o you, the membership of the HBS. It's your organization. I heartily encourage you to send us your
thoughts, and I hope to see many of you at the Symposium.

r

Jeffrrqr Nussbaum, President, Historic Brass Society
The Historic Brass Society

148 W. 23rd Street, #2A

New York, NY 10011 USA TeUFax (212) 627-3820

E-Mail: JJN@RESEARCH.ATI'.COM

HISTORIC BRASS SOCIETY
FINANCIAL REPORT
Fiscal Year, January 1 -December 3 1,1994
OPENING BALANCES, January 1,1994
Anchor checking account
Barclay account (£200 @ $1.492)
Cash on-hand
REVENUES (Earned)
Membership Dues, Library Subscriptions
Advertising (Journal)
Sales of Back Issues
Rental of mailing list
REVENUES (Unearned)
Contributions
TOTAL REVENUES:
EXPENSES
Journal and Newsletter printing costs
Postagelmailing
Photocopying
Office Supplies (incl. computer services)
Miscellaneous, legal, bank charges
Telephone
TOTAL EXPENSES:
NET FISCAL GAIN ($4400.07

8417.79
6858.22
1778.31
2161.25
701.97
2233.69
22,151.23

+ 7.86 change in exchange rate)

CLOSING BALANCES, December 31,1994
Anchor checking account
Barclay account (England, £2231.90 @ $1.531 4)
Cash on-hand
. ..

5024.26
341 7.93
.OO

submitted byJefiey L. Snedeker, treasurer

Response to Torelli's Early Career

Errata

In his review of the CDGiuseppe Torelli: The complete works for 1, 2, 4
trumpets..., (HBSNL #7, pg.35), Ralph Dudgeon mentions that there is
no known documentation for Torelli's early musical training. HBS member Rindaldo Pellizari has sent us a reference, which he received from
Prof. Enrico Paganuzzi, Librarian of the Accademia Filharmonica of
Verona, of a little known article by Marco Materassi which contains some
information about this period of Torelli's musical life. The article,
"Contributi veronesi alla biografia di Giuseppe Torelli", (Civiltd Veronese
No.2, Year 1, June 1985, pp.49-54) mentions documents which shed
some light on his early years. A payment record of 1676 indicates his
activities as a violinist in the Church of S. Stefano during the Day of the
Ascension. Others mention the Musical Chapal of the Duomo of
Verona, from which it is apparent that he was playing the violin there
from August 22,1683 t o July 17,1684, when he decided to move to
Bologna.

In the review of music editions by
McNaughtan Musikverlag in the 1994
HBSNL #7 (pg 45.) the address was
incorrect. The correct address is:
McNaughtan Musikverlag, Rogener Str.
11, D96450, Coburg Germany. Also, a
minor point of clarification: the edition
reviewed of the Hertel Concerto per la
Tromba in Eb (no. I) is the first edition
with score and pans. Brass Press previously published an edition, edited by Tarr,
with a piano reduction. The McNaughtan
edition of the Hertel Concerto No.3 is a
first edition.
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A Conversation with Early Brass Players Susan Addison and David Staff
by Jeffrey Nussbaum
The following interview took place Januury 1 4 1991, in
New York City. Trombonist Susan Addison and Natural
Tnmpeter and Cornetto player David S@ two founding
members of His Majesties Sagbutts and Cometts, are
among the most active bee-lance early brass players in
Europe. They were in New York performing with the
Orchestra of the Eighteenth Century under the direction of
Frans Briiggen.

JEFFREY NUSSBAUM: I'm very pleased that we were
able t o arrange this conversation. As members of the
"second generationn of early brass players, you've had
the benefit of the work of some pioneers who laid much
of the groundwork in our field.

J

DAVID STAFF: I think that in London the early music
scene was really kicked off by David Munrow in the
1970s. From a brass perspective, the dominant figure for
most of us was Michael Laird. It was Munrow who
encouraged Michael to begin playing the cornetto.
Michael had began with the natural trumpet earlier.
Michael had a great influence on us all. The sackbut players at that time with Munrow were Roger Brenner,
Martin Nichols, and Peter Bassano, so Peter was there
from the beginning.
SUSAN ADDISON: Alan Lumsden also.
DS: Yes, of course. So these people were the core in the
beginning. My trumpet professor, the late Bernard
Brown, had done a little natural trumpet playing in the
1960s. H e was a friend of Walter Holy in Cologne and
went over to Germany a couple of times to play Biber
with him. This was exceptional at the time, I believe.
However, as far as the natural trumpet and cornetto are
concerned, undoubtedly Michael Laird is very much the
"father" of it all in London.
JN: Did you grow up in London?
DS: I didn't grow up in London. I was a country boy; I
went t o college in London and stayed. I actually started
t o play both the cornetto and the natural trumpet before
I went to study in London, when I was 16 years old. I
read Don Smithers' book when I was 15 and that led to
an interest in the whole thing.
JN: Sue, did you train in London?
SA: Yes, I studied at the Royal College of Music. I came
from the brass band movement. I had very little professional training early on. So it was mainly brass band and
some chamber orchestras. I often played the cello part!
JN: It's interesting that you hail from the brass band
movement. In early music circles there is much interest
in exploring the history of music, trying to be authentic
in approach and being keenly aware of the place of various traditions. Was there any of that interest in pursuing

the traditional aspects of brass band music in that scene?
DS: Obviously there was. For me it never became as conscious as it did for early music. The British band movement has a long continuous tradition; that doesn't mean
that it lives in the past, it continues t o develop. The competition element gives the whole scene something extra to
itd just being an art form. The "football league" element
never appealed to me personally although I too started
playing music in a brass band. I was lucky; I had a very forward-thinking band master. H e divided the band into
smaller units so that we could play music for brass quartet,
quintet, and octet. So by the age of twelve or thrteen I had
the opportunity
- t o play Holborne, Gabrieli, and all sorts
of great music: this set the seeds for me. I remember one
concert at that time when we were playing Gabrieli. The
band director talked to the audience about the Gabrielis
and St. Mark's in Venice, then he described the cornetts
and sackbuts. This was the first time I had ever heard of
these instruments. Even then, I remember feeling that I
just had to know what those instruments sounded like.
-

.

JN: Sue, did you have a similar experience in playing the
early repertoire in brass quintets?
SA: No, not at all. I had a very late introduction to that
repertoire. I mainly played in brass bands, and then I went
to-the Royal ~ o l l e g eof Music in London, training as a
modern symphonic trombonist. Playing in an orchestra
was my sole aim at that time. My introduction t o playing
Gabrieli and brass quintets was at the Philip Jones Brass
Ensemble Summer School courses. I found them t o be a
great inspiration. The courses were wonderful fun. They
were of mixed standards but the courses were very well
organized and I learned so much. I remember a performance I heard of music from Sleeping Beauty, performed
by four tubas. They had transcribed the music and
rehearsed it secretly. They ~ e r f o r m e dthis music and I
couldn't believe the sound.-~ohnFletcher played the top
part, not on the tenor tuba but on a tuba. He played it
beautifully from memory. I have a tape of it, unfortunately
not a very good quality one, but all you can hear is this
amazing tuba playing, and in the background, the members
of the Philip Jones Brass Ensemble howling with laughter.
It was all inspirational to me. John Iveson was the trombonist there and he was a great influence on my playing.
H e was a wonderful chamber player who used a very delicate, light articulation that I try t o emulate in my sackbut
playing.
JN: So there was some early connection t o early brass performance, but perhaps not on a conscious level.
SA: Not really. I didn't own my own sackbut until my
fourth year of study at the College. Peter Goodwin-now
Peter Bassano-encouraged me t o take up the sackbut at
that time. H e was then playing for John Eliot Gardiner;
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Peter has been his trombonist for about twenty-five years.
I also took up the alto trombone at this time, mainly
because it helped me get out of taking piano lessons. Peter
suggested that I get a sackbut, so I bought an old "Regent"
trombone and had the bell chopped down. Not only
because it was cheaper, but also because then proper sackbuts were not as readily available as they are today. That
was in 1978. In terms of early music, there was nothing
happening at the College at all. Another suggestion that
Peter gave me was t o take up the tenor cornett. I bought
one from Christopher Monk, who was very helpful. It was
Christopher who introduced me to Jeremy West and other
players.
JN: It's interesting how often Christopher Monk is mentioned as having been a central and important person in the
musical lives of so many people.
DS: It was very different for me. I can actually tell you the
exact date that I decided to become a professional trumpeter. It was the 18th of December, 1969. That day I decided to become a professional trumpeter, and nothing would
stop me! I was eleven years old. I had been playing the
trumpet since September that same year. I was taken t o a
conckrt in the ~ 6 ~Festival
a l Hall in London by my music
teacher. It was a performance of Bach's Christmas
Oratorio, and I believe it was under the direction of Dr.
Paul Steinitz, a wonderful man who pioneered the performance of much of Bach's choral music in London. i was
lucky enough to play for him later on. John Wilbraham
was playing first trumpet, Michael Laird played second,
and the late Graham Whiting was playing third. My music
teacher, the same chap who was to introduce me to
Gabrieli when I was twelve, had thought for some reason
that I would be interested in this concert. Well, I had heard
only the first five bars or so, it was such a thrill and I knew,
absolutely with no doubt in my mind, that this was what I
wanted to do. I got home at about 2:30 in the morning and
barged into my parents bedroom, woke them up, and told
them what I wanted to do.
JN: What was their reaction?.
DS: They were surprised. Afterwards they spent years trying to persuade me to do something less complicated with
my life. They were, however, wonderfully supportive at all
times, though. From that point on, I became particularly
interested in Bach's trumpet parts. I spent a lot of time
copying out the parts. This interest in Baroque trumpet
parts ties in with an interesting little anecdote. Around this
time my grandmother moved house. She found wedged
between two floorboards, of all things, an 1858 Californian
gold dollar. It was a tiny hexagonal coin in perfect mint
condition. I sold it to a coin dealer in London and bought
my first D trumpet. It was a small-bore Mahillon D/E%
and I spent every spare moment playing Bach and Handel
on it. When I was sixteen years old I started with the cornetto.
JN: What sort of influence did you feel from the states or
from other parts of Europe? There was certainly a great
deal of activity in the Netherlands.

DS: I must say that didn't hit us very much. When I first
started t o work in Holland in the early 1980s, they didn't
seem very aware of what was going on in London either.
This was certainly true from an early brass point of view.
London has become, undoubtedly, the major center of
early brass performance. And it has been that way for some
time. For a long time our view was dominated by what was
going on at home in London. From the States, I was a
great fan of Smithers'. Both as an author and a player. For
my fifteenth birthday I was asked what I wanted as a present, I said that I wanted Smithers' book. It was probably a
strange thing for a fifteen-year-old t o ask for, but I
remember reading it in bed at night, with a dictionary as
company. Don does like long words and I didn't know
what so many of them meant!
JN: H e certainly is an important presence.
DS: Absolutely. At that time I didn't know much about Ed
Tarr's work, although I had his Hummel recording and I
still thinks it's the best. Of course, I had lots of Maurice
Andre. The big influence for me was more local. That was
Michael Laird. H e was a great influence and a great help to
me.
SA: You know, Maurice Andre was a big influence for me
also. H e seems t o have a very natural and vocal type of
sound production which I try to emulate on the sackbut.
DS: That's an important point. All the old treatises say that
instrumentalists should emulate the finest vocalists, and
Maurice Andre certainly has that ability.
JN: He's been such a great influence on many brass players. I remember the first time hearing him in concert. It
was in a beautiful setting, the ancient Greco-Roman
amphitheater in Arles. I was astounded. Some musicians,
of purist tendencies, have turned up their noses at him
because while he's a technical genius, he, apparently, has
not made an academic study of early performance practice.
DS: So he hasn't read the books. But what's interesting- t o
me is that if we were t o summarize the essence of the types
of articulation and other key things that give us a way of
identifying a particular style, then I find that Maurice
Andre does many things that are "Baroque." For example:
When he plays running passages, you hear a type of duple
articulation, not so different t o those that are "historically"
called for. H e puts shape, meter, within in the bar which is
also appropriate and brings the music t o life the way it
should be. The other thing is that he often leaves a space
before making a leap, that is when he's not delighting us
with one of his gorgeous, but very "unbaroque" "da-wee"
slurs. "Unbaroque," yes, but he does it so beautifully and
it's a real Andre trade mark. What matters most to me is
that he's a great master musician and I love the noise he
makes!
SA: The way he shapes a phrase is so natural and expressive; that is very- important.
We should remember that
when we play early music as well. It's more important to
follow the harmony and shape of the phrases than t o be
just "academic." The impression one sometimes gets from
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some of the early recordings, the brass playing in particular, is that the playing is a bit bland.
DS: There was a sort of rebellion. At first, I think the
whole scene was dominated by the woolly-socked, sandal
wearing, hairy-amateur type image. But as time went by
there was a "second-and-a-half" generation that came along
and wanted to clean up the image. They were very efficient
and spic-and-span clean, but somewhat clinical in their
music-making. That happened a lot in London because the
scene had become so linked to recording activity where
spic-and-span clean products were very important. I've
noticed a great difference in the attitudes held by colleagues in period instrument performance when I am
working with groups in continental Europe where recording has not become such a dominant feature. Both Sue and
myself are very glad to have such opportunities. We often
feel that when we come back t o the UK we come back with
a very different approach t o music making.
JN: In very general terms, are there aspects of music making that is an "early music" approach as opposed t o a more
traditional classical music approach? We were just singing
the praises of Maurice Andre as having captured much of
the essence of authentic performance practice. So, if that's
the case, what's the diffeience, because people don't think
of Maurice Andre as an "early music" person.
DS: That's an extremely difficult question to answer.
Firstly, I am not sure that I understand what an "early
music" person is. When it comes t o being a musician, I
don't really think there are always such definable categories. If we choose to make ourselves aware of the appropriate stylistic things, read the appropriate literature, learn
to understand the make up of the music and study the relevant history, then we have set ourselves a set of parameters
in which we work when we make music. I'm sure Maurice
Andrt has his own set of parameters. They may not be
those of Fantini or Altenburg. However, he still has a great
deal of relevance to me. Even when I hear him play things
which I feel to be stylistically incorrect it does not stop me
from appreciating his mastery. I wouldn't copy him, but do
appreciate him very much.
SA: I spent three years with the City of Birmingham
Symphony Orchestra. Since leaving the Birmingham
orchestra my experience with chamber music and early
music has made me realize that chamber and early music
are very much related in approach. Sometimes there seems
to be a separation, where the music is put at a distance
from the orchestral musician. In my workshops I try t o
break down that separation, but it's something in the training that causes it perhaps. I like the idea of introducing the
cham ber-music concept of working, being expressive,
being more individual in shaping the phrases, into orchestral playing.
DS: I have a pet theory about this idea that Sue is talking
about. From listening t o historical recordings, I've noticed
that there was a definite change in singing, instrumental
and orchestral playing. As recording became ever more
important, particularly with orchestral music, there was

more and more pressure on musicians t o find safe ways of
playiilg so that they could put music together efficiently
and quickly. So, playing quite literally what appeared on
the page became the way to play. Give every note a square
or rectangular shape, play every note t o it's full value, don't
accent any note within the bar unless they have written
accents, no meter to form shape unless it's written. The
result is an incredibly bland way of making music, but it
does enable large numbers of musicians t o sit down and
record very quickly, efficiently, and profitably.
Unfortunately, this has become not only the way to play
but it is taught as such. T o me, this is a foreign way of
making music because it is unmusical and shows no respect
for and breaks traditions which go back a long way. Not
only the Baroque treatises but treatises right up t o the late
19th century show the same well-founded and unbroken
traditions. Listen t o the Vienna Philharmonic. Why do
they play Johann Strauss waltzes the way they do, with
that long, heavy first beat and displaced second and third
beats? Because it has shape, style, and is a part of a tradition. In some places, some areas of music making, something has killed off this kind of approach. I like to think
that the pressures of the recording studio should take a lot
of the blame.
SA: I agree with you. That's a good point.
DS: When we play our "early music" we have t o constantly
remind our students, as well as ourselves, that we need t o
exaggerate the stylistic things we learn from contemporary
treatises in order t o get them t o come over convincingly.
Only when they become part of the way we play can we
then find a personal way of using them t o make music in
an interesting way.
JN: Being involved in the professional music scene in
London, do you have the sense that this more personal and
more musical approach, for want of a better term, is taking
hold in the orchestras ?
DS: Sue does a lot more playing with modern orchestras
than I do, but from what little I've seen, I think the period
instrument movement has had an affect on the mainstream
musical scene in London.
JN: Has it been in that there is more of this personal
approach and less of the approach that you just described ?
DS: I don't think that it would be right to suggest that the
influence was of that nature. Take the Orchestra of the
Eighteenth Century that we are playing with here in New
York. The Orchestra has had communication from the
Concertgebouw Orchestra of Amsterdam congratulating
us on our performances of Haydn, Mozart, and Beethoven
and commenting that they feel it hard to program such
works as they feel that our orchestra now represents these
composers in a way that is hard t o compete with. I can't
say that anything as dramatic as that has happened in
London, but certainly most of the orchestras in London
have tried t o engage the conductors who have made themselves famous through the period instrument movement.
JN: I remember the first time we met, David, a number of
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years ago, you were rehearsing in the Lincoln Center, and
when I went t o find your group I went into the wrong
room where a fiddle player said, with more than a touch of
animosity, "just follow the squeaky sounds." I don't think
that would be said today.
SA: I think the standards, on the whole, have come up now
to a level where we are competing on a level with modern
orchestras. There used to be a mixed standard with amateurs and professionals being in the groups. As far as the
influence of early music on mainstream orchestras, I find
that some conductors are not only aware of the early music
style but of the sound as well. For example, I'm often
employed, in a sackbut section with Peter Thorley and
Steven Saunders, with the modern-instrument English
Chamber Orchestra. This is because the conductor likes
the sound of the sackbuts. This overlap works well and I
think the reed players particularly like it because there is
such a good balance and blend.
DS: I remember during one Christmas season, I had played
a number of performances of the Christmas Oratorio on
the natural trumpet, and the last date that I did before
Christmas was on modern trumpet with the London Bach
Orchestra. During the first few bars, the same music that
started me off on all of this in the first place, I realized that
everything was head over heels! Instead of there being this
very precise timpani followed by the very solid and regal
sound of the natural trumpet, everything was back t o
front. The plastic heads on the drums hit with big furry
tipped sticks made a woofy sound and the little piccolo
trumpets making a thin squeaky "eke* sound. It was completely the wrong way around. I can understand why
Harnoncourt does what he does, using natural trumpets,
calfskin-headed timpani with the excellent modern instrument Chamber Orchestra of Europe. While it's not easy
for natural trumpets and Baroque timps t o fit into a modern chamber orchestra they do "speak the right language"
for Baroque or Classical music.
JN: D o you think that it's just a matter of practicality that
more ensembles don't go all the way, so t o speak, using
Baroque bows and early instruments?
DS: I think it's quite wrong t o try and argue that one type
of orchestra has more value than another type. I don't
believe this to be the case. As we mentioned, we're here in
New York with The Orchestra of the Eighteenth Century.
One of the orchestra's really strong points is it's woodwind section, which is staggeringly good. The woodwind
section is one area that has not always been well served in
period instrument orchestras, particularly in the classical
repertoire. Our section is hand-picked from musicians
arbund the world. Not all g o u p s can enjoy this luxury. I
think it would be really unnecessary, unhealthy, even
ridiculous if chamber orchestras felt it a requirement t o
abandon modern instruments for part of their repertoire.
Every Christmas I play Messiah in the Queen Elizabeth
Hall in London for Nicholas Kraemer, a small chamber
choir, a small band using modern instruments and very
good players who do really understand the Baroque style. I

have to admit, I always enjoy this very, very much.
JN: Sue, I'd like t o ask you something totally different. As
a woman sackbut player and modern trombonist in a maledominated field, have you come across problems because
of this?
SA: I sort of drifted into music. I took up the instrument
at the age of fifteen, but never made any conscious decision that this was what I was going t o do. So I didn't know
anything about the business, even that it was a man's
world. Most things in my career just happened and I must
say, that they have been largely very positive. I can honestly say that I've not come across too many barriers being a
female brass player. I've had a marvelous time, most of the
time. I've had lots of fun. There's great humor in the brass
section and perhaps I may have felt differently had I been
in a different section. But I've found my male colleagues to
be very supportive and some are very conscious of my situation of perhaps feeling awkward having so many men
around. I spent three years with the City of Birmingham
Symphony Orchestra and I found that t o be difficult at
times. Not because I was a female but because I found
there t o be a lot of apathy. I joined around the same time
as Simon Rattle and found myself in a section where there
was also a lot of bitterness. That was the toughest time in
my career. I was fresh out of college and eager t o go, so
that was not the best experience I might have had. It was
not because of any male-female issue though. In early
music, when I got started, there were not that many players interested in playing the instrument. A few of my colleagues at the College laughed a bit when they saw this
instrument with the bell lopped off. I mean "sackbut" even
has a peculiar name. Now, I have modern orchestral players saying they wished that they had become involved in it.
But, about the female issue, I've not really thought about it
too much. O n the whole I've just had a really good time.
Also, I'm not in such a minority any more. There are lots
of female players coming up now.
I've tried t o concentrate on the music and making
a go of my career. I try not to think, "Oh, they didn't book
me because I'm a woman." There's only been one situation,
with the BBC 'IV actually, with an early music program
they were making, I was told they didn't want a female
sackbut player because it was not historically correct. I was
not aware enough then to challenge them but now I certainly would.
JN: It's been said that the early music movement has been
losing steam in the US, in part because of the dominance
of Classical period orchestras and a lack of interest in early
periods.
DS: I think that's a great shame and feel the same t o be
true in London. The early music movement started off as a
movement to reintroduce the music and instruments of the
mediaeval, Renaissance and Baroque periods. Most groups
and directors, with the encouragement of record companies that have backed them, have joined a great race
through music history. At one point I thought that
Wagner was the finishing line, but it's been suggested that
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it might go much further than that. Now, all of this has
been very interesting for people like Sue and myself since
we have had the opportunity to play on period instruments
music written between about 1450 t o 1850! It's been the
best music history lesson imaginable. However, I wish that
not everybody had been so keen to jump on the bandwagon. I think that playing standards were often not as high as
they might have been. This was because musicians were
encouraged to quickly pick up the next set of instruments
appropriate for the next fifty-year period and get into the
recording studio. People didn't have the time to sort them
out properly. O n the cornetto, for example, I've tried so
many instruments over the last twenty years and I'm still
not sure that I have the right one. I think it all moved too
fast, and that probably hasn't always done the movement
real justice. Having expressed those doubts, I must say it's
still a wonderful place to be, because we can always go back
and start again, but this time armed with all that we have
learned. There are groups in London that are rethinking
many things and often play to a higher standard than what
went before. Groups such as The King's Consort, Paul
McCreshYsGabrieli Consort and definitely Philip Pickett's
New London Consort. Maybe, like so many subjects, one
needs an overview before one can have any depth.
JN: You are both members of His Majesties Sagbutts and
Cornetts. What's the history of the group?
DS: You have the founding members right here.
SA: That's right. I had left the CBSO, and I started to
work for Theresa Caudle. She ran a cornett and sackbut
group called The London Cornett and Sackbut Ensemble,
for which I used to deputize. I liked the music very much
and thought if I wanted to play more I ought to do something about it. I spoke to David about it and we decided
that we should form another group. That was in 1981, and
our first concert was in London during September 1982.
DS: From my point of view, I was out of college, and had
been playing cornetto since I was sixteen. I was playing
cornetto free-lance a lot. Jeremy West and I played together a lot even back then. H e was a student at the Guildhall
School of Music and left the year before I started as a student there. If I remember correctly, I heard the sound of a
cornetto coming from a practice room. I knew there were
no other cornetto players at the school but had heard
about this guy who had just left and he had heard about
me. I went into the room and we began to play together.
Something became instantly apparent ; although we had
very different backgrounds and personalities, different
mouthpieces and embouchures, we both spoke the same
musical language when we played together; it was uncanny.
The sound we made blended, as did the way we phrased. It
worked very well and that is good because in a cornett and
sackbut group it is important to have a matching pair of
cornetti as so much of the repertoire demands this.
JN: Were you self-taught
- on the cornetto?
DS: Yes. Now about the group, Sue and I organized a dinner party and invited Jeremy. We told him what we wanted

to do, and asked if he would like t o be pan of it. H e
instantly said, 'Yes, and I have the perfect name for it, 'His
Majesties Sagbutts and Cornetts'." We said "great," and so
it was. The original brass team was Sue, Jeremy, Richard
Cheetharn, Paul Nieman, Steve Saunders, and myself. We
have had one change in twelve years, and that was when
Peter Bassano replaced Richard.
JN: How did you go about developing your repertoire
since so much of this music was not and is still not very
well known.DS: In the beginning we used the repertoire
that we knew from modern brass ensembles, Holborne,
Gabrieli etc., and we developed from there. Visiting
libraries, looking further and further afield, now we have a
large repertoire. We are working on the possibilities of
putting down much more of our repertoire on disc. We are
just firming up on plans to do just that with a good company. I don't feel that the group is well enough recorded. It
should be much more accessible because I believe it has
much value.
JN: Well it's certainly one of the best of its kind.
DS: Thank you for that compliment. Within the next few
years we are planning lots of projects.
JN: That's wonderful news. I'm curious about your
approach to much of the early- 17th-century Italian repertoire, much of which is vocal, that I think is quite different
from that we know from modern brass ensembles.
DS: I remember when in the early 1980s we worked on a
long recording project for the BBC with Andrew Parrott,
we played lots of music by Lassus. I t was mostly doubling
vocal lines, but that experience had a great impact on me. It
helped me to think about the music in a more vocal way. It
was also, I remember, a good lesson in learning to think in
meantime tuning!
JN: It's interesting that you mention Andrew Parrott. H e
is one non-brass musician who so often is mentioned by
early brass players as being an important influence.
DS: Yes, that is true, but there have been many people in
London who have given us what have often been unique
opportunities. John Eliot Gardiner and Roger Norrington
really should be mentioned. Roger started with Schiitz,
Monteverdi, and Gabrieli, worked through but only really
hit it big time when he got to Beethoven and Berlioz. He's
really done a great deal and given us some great entertainment and experience.
SA: I had the opportunity to play with Concerto Palatino
early on in my career and found that to have been a big
influence on my playing. I feel very fortunate to have had
experiences like that. It might be very different now if I
were an inexperienced player. When I first started there
weren't that many sackbut players around, and certainly
not that many alto sackbut players.
JN: From a technical point of view, what did you have to
go through in making the transition to an alto instrument?
SA: I was one of those people who always found the high
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register easier than the low register and that's even more so
now because I seem t o find myself, half the time, playing
in the trumpet register!
DS: In Beethoven's 5th that we are touring now, Sue is
often higher than me on my first trumpet part.
SA: Yes, that's a prime example. Another advantage of
learning t o play the alto is that it was the first time that I
could play all seven positions! O n the tenor instrument I
needed to grow my fingernails a few inches so I could
reach the seventh position. Another thing is that as a
smaller instrument, I didn't need so much air. At last I was
able t o play longer phrases and find it a more melodic
instrument when it's scaled down. This is not because I'm
a female, because male players complain about the same
thing.
JN: You know, David, you received a nice compliment
from Bruce Dickey when he said that you were one of the
few players t o get a really beautiful cornetto sound and
play on a big trumpet-type mouthpiece. Playing both cornetto and trumpet has been a stumbling block for many
musicians. What's been your experience in figuring out
how to do it?
DS: I'm a firm believer that we will only ever produce the
sound that we have in our heads. fight from the beginning
I had a sound in my mind for the cornetto, it was and is
very different from my vision of a trumpet sound. I don't
actually use a trumpet mouthpiece either. The one I'm
using now is great, it is a fairly close copy of an ivory
mouthpiece which is stuck in an instrument in the Paris
~onseivatoirecollection. It was made for me by Graham
Nicholson and is made from a piece of Mammoth tusk
Graham had lying around. So it is around 15,000 years old!
The original is pictured and detailed in Graham's own
drawings, photos, and measurements in the 1981 Basler
Jahrbuch, which deals with the cornetto so completely.
Graham made my version slightly deeper and rounded the
rim off a bit. The backbore is identical t o the one Bruce has
on his mouthpiece. However, what you have in your head
is more important I believe.
JN: Many trumpeters feel that playing the cornetto will
mess up their chops.
DS: It is a different animal. There is a much bigger difference between cornetto and natural trumpet than there is
between cornetto and modern trumpet. There are similarities between the way I play the cornetto and the way I play
the piccolo trumpet. If you want t o produce a sweet sound
on either instrument it's no good blowing straight through
the middle of the notes. It doesn't produce a sweet sound.
O n the cornetto you have t o blow more at the top of the
notes. If you try that on the long baroque trumpet it won't
work. Also, I support the breath higher when playing the
cornetto, as one might when singing falsetto. That also
means raising the back of the tongue a little towards the
roof of the mouth, as if you were playing high on the
trumpet. This tighter setup on the cornetto produces the
plaintive tone that one expects t o hear on a cornetto, not

the raw gritty sound a trumpet set up normally produces
on the instrument. D o the same thing on the natural trumpet, you won't have any middle or low register. So, to
make the transition on the two instruments those are
things that I need t o consider very intensely. I find it very
difficult and have t o be very aware.
JN: How did you overcome the difficulty of playing on
different-size mouthpieces?
DS: By practicing it. It's difficult, though. I really hate
doubling on trumpet and cornetto in the same concert. I
play trumpet with His Majesties Sagbutts and Cornetts
when we play some anonymous Spanish pieces. The other
members of the group won't hear of us not doing them
because they think they're a nice spot in the program. We
often start the second half of the concert with them, but I
really hate it because I find myself playing the trumpet
pieces trying not t o be a cornetto player, then when we
have played those pieces, it feels as if I'm a trumpet player
trying t o be a cornetto player. The problem is air, or air
flow. I've adopted an approach with my students that if we
hit on a problem then we first look for air flow or breathing problems. I say t o them that 90% of problems are
caused by these matters. This is obviously an exaggeration,
overkill, b u t I find t o get that psycho log^ going g e m s to
be a big problem-solver. Certainly better than allowing
them to be obsessed with mouthpieces, or, God forbid,
chops!
JN: Back to the group. Once you became organized and
had this body of music t o perform, there must have been
enough work to keep it going.
DS: The group has rather muddled along for some time.
Until recently we didn't have anyone outside the group t o
manage it. Jeremy did all the work and did it very well. We
recently took on a manager and we will see the group
becoming much more active as a result. The group has
evolved naturally and, I think, in a good way. It gives us a
great deal of faith in the group because we've never had t o
promote ourselves and we've been sufficiently in demand
t o always have interest in what we were doing. We're looking forward to the future and after thirteen years everyone
is as keen, if not keener, than when we started.
JN: Frans Briiggen is such a major figure in the music
world. What has been your experience working with him
and The Orchestra of the Eighteenth CenturDS: Frans
formed the orchestra in 1981 and I was very lucky to be
asked t o get involved. Some positions in the orchestra were
obvious, such as first oboe: Ku Ebbinge is the best. For
others positions, Frans had listened to many groups and
recordings in order to learn whom t o ask. The first-ever
tour initially needed three trumpets. Frans invited Michael
Laird, Crispian Steele-Perkins, and myself. Michael and
Crispian were busy doing other things, so, I ended up
doing the tour with Stephen Keavy. I have been there ever
since. It was some years before we played repertoire that
called for trombones. Frans did the same thing again and
listened to recordings. I remember he came t o me on a bus
one day and said that he wanted an English trombone sec-
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tion and could I recommend one. I gave him Sue's number,
and Sue came along with "the section": herself, Peter
Thorley and Steve Saunders.
SA: Frans likes to work with teams of players, and Steve,
Peter and I have been working as a team ever since 1978.
JN: I take it that is not the norm.
DS: Pardon the term, but in the freelance scene in London
you often feel that you are little more than a bum on a seat!
This is a very special orchestra. Not only is it well funded
but we are also what is called in Dutch a Maatschap, that
means a cooperative. We're all members of that Maatschap
and we all get an equal share of the profits from every tour,
and that includes Frans. Sorry t o be so basic, but, that
makes for a very special atmosphere.
JN: As a recorder player his playing is so striking, not only
for the sheer technical genius but for his unique approach
to phrasing, a style that has resulted in an entire school of
recorder playing. D o you get a sense of that quality in his
conducting?
DS: Sure. Frans has basically cut his teeth as a conductor
with this orchestra, so we've seen it all. When he is on form
he is fantastic and that sense of genius that you referred t o
on the flute definitely comes through. Technically, perhaps, he has a little way t o go, but he's definitely on the
edge of becoming- a great
director.
SA: Our recordings are all live performances.
DS: I must say, playing a risky instrument like the natural
trumpet, I really feel the pressure on those recorded concerts. I remember when we made the first ever C D video
for Philips. It was a performance of the "Eroica"
Symphony in a sold-out Concertgebouw in Amsterdam.
That concert was being recorded for this C D video, broadcast live on radio and TV,and recorded for a sound CD.
JN: So, no pressure.
DS: No, absolutely none at all!!
SA: Of course the orchestra knows the music so well
before these live recordings because we've be touring it for
a month.
DS: In England if you presented the idea of an orchestra
touring the same works for a month, I think you would
have a mutiny on your hands. What's more, they would
probably rehearse for the tour in one day, and play it rather
well. The Orchestra of the Eighteenth Century will
rehearse five days before starting a tour and as the tour
goes on we will carry on rehearsing. The music matures
like an old wine. I notice that with my colleagues in The
Orchestra of the Eighteenth Century there is a good mentality. They are always looking for ways of bringing out the
finer points of the music, and they're all great fun t o be
with too. The analogy of a fine wine is a good one because
the final product has the qualities of a really outstanding
claret; no rough edges and plenty of warmth and character.
SA: We're also encouraged t o take risks when we are play-

ing. There's no pressure put on us t o make it 100% perfect.
They'd rather we take the risk to capture that special spirit.
That's what the orchestra has-spirit. Some orchestras may
be better technically, but this orchestra has that spirit that
is often driven out by the pressures of modern requirements.
DS: I remember during the first rehearsal back in 1981
Frans made the comment that he would never waste
rehearsal time talking about intonation or ensemble. H e
just assumed that the musicians would take care of that.
Perhaps that hasn't turned out to be 100% the case but it is
the way things still are the majority of the time. Frans
wants us t o feel that we are doing something fresh and
new. H e used to describe what we were doing as "avant
garde." It's a bit strange, using that term for playing old
music on old instruments. Whatever, you do come away
feeling that you have been free t o put something of yourself forward without ever getting stood on too heavily. If
you do something that Frans feels to be "over the top," he
let's you know in the nicest way. It is great to know that in
a large orchestra, you are thought of as more than just an
anonymous cog in the works. Frans also has great insight
and often has a very interesting way of describing what he
wants. I remember at the first rehearsal when we played
Bach's B-minor Mass, before we played a note, Frans said
that he wanted the trumpets to play in a special way. Not
in the percussive and even violent way that he often asks of
us in Beethoven, but he wanted the trumpets t o "sound
like fireworks bursting in the night sky-not the explosion
tinsel that floats down after the
itself, but the
explosion." I found this very interesting. Since I've been
doing a lot more playing, and on the whole, less natural
trumpet, and trying to learn what real clarino playing is, I
see that in my mind. The real clarino playing is that sparkle
of gold and silver, the other is "principale," as is called for
in Beethoven. That he made that comment indicated to me
a natural insight.
J N I know that Don Smithers has been grappling with
exactly this issue and, if I understand him correctly, he
feels that clarino playing is much lighter than we often
hear, perhaps more like a falsetto.
DS: Of course it is. Absolutely. The ~ r o b l e mwith the
question of period instrument performance, is, once again,
one of parameters. We're trying t o work in an environment
in which people have in mind the tone, volume, and types
of articulation, etc., that are possible on a modern trumpet.
So, much of the time we are being asked t o play in a way
and style that is inappropriate for the instrument, the
music, and for the type of orchestra. The use of compromised instruments with fingerholes, lead pipes, etc. has not
helped this at all either. Modern playing techniques, concepts of sound and volume are easily transferred t o such
compromised instruments, but they have little to do with
the true eighteenth-century trumpet. N o instrument in the
orchestra has changed so much as the trumpet; as a result,
concepts of what constitutes a trumpet sound are often so
totally wrong.
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JN: Sue how do you deal with those issues that David was
just discussing on the trombone-an instrument, unlike
the trumpet, that has not changed all that much over the
centuries.
SA: I feel that in many ways we've been beating down the
wrong path. Because the sackbut, in so many ways, is similar to the modern trombone, in some respects it's easy for
a modern trombonists to pick up a sackbut and play it.
O n e is brought up with a concept of sound, and it's very
difficult not t o transfer that modern concept t o the sackbut. That's exactly what I did when I began. I used a modern mouthpiece and I got what was essentially a small, but
modern, trombone sound, and it worked rather well. But
now that I've done more research and played more of this
music with other people I have come t o feel that was the
wrong path. I've been active working with makers, playing
on different copies of sackbut mouthpieces and have had
the luxury of actually playing on original instruments such
as the Huschauer of 1794 and the Schnitzer of 1594 that
you heard me play on last year at the symposium in
Edinburgh. I've been working with the player and maker
Graham Nicholson, who is in the process of making for
me four different Baroque-type mouthpieces. Baroque
mouthpieces produce a very different sound that is somewhat airier and softer. I do believe that is more the way the
sound actually was. Written accounts do often describe the
soft quality and I think modern trombonists interpret that
as a dark sound. I know I certainly did. Another thing that
I've noticed in examining Baroque mouthpieces is that
they all have a similar type of sharp throat opening. This
gives a different type of attack. It produces a bit more
front to the note, which is very appropriate, and very helpful when playing in a big church acoustic. We often get the
criticism, "sackbuts, a little more definition; match the cornetts." The small instruments carry well but it's harder for
the sackbuts t o have the same kind of definition. I find
that when I play on copies of authentic sackbuts and
Baroque-type mouthpieces, I can match the cornetts in
sound and attack.
JN: David, I believe that you have also been working with
Graham Nicholson.
DS: Yes, I have. Graham is a good friend. For anyone that
doesn't know him, he is an extremely knowledgeable man.
A wonderful craftsman, and in addition, a good player.
JN: I had the great pleasure of meeting with him last summer, and found his ideas fascinating. H e has certainly
delved down deep into the core of what makes these
instruments work.
DS: This is something that I've been busy with in the last
couple of years. Graham has been a great help. I think it
has something to d o with getting to the point in my career
where I realized that, yes, this is really what I love doing
most. Following on from what Sue said earlier, I am totally
convinced that most of us are barking up the wrong tree
when it comes t o a revival of the real Baroque trumpet. I
have spent two years working with Frank Tomes in
London on a copy of an Ehe trumpet which I am con-

vinced will take us a little closer in the search for answers
which may help us relearn some more of a whole forgotten
art. I too have been busy experimenting with Baroque
mouthpieces and play one on the Ehe copy as often as is
professionally prudent t o do so. We can play all the flashy
tunes on a trumpet with finger holes, modern lead pipes
etc., but as t o learning the true skills of the best baroque
trumpeters, I believe that here in the mid-1 990s we are not
much short of beginners. I am very keen to do a little bit
towards that end. However, I believe that all that entails is
such a complex business that it will probably take a few
generations. I feel we need t o start with instruments and
mouthpieces.
JN: What do you think might be done t o help these ideas
flower and develop?
DS: I think that one of the big problems is, again, recordings. Recording has become such an important part of
making a living as a musician and recording dictates that
everything must be clean, everything in the right place and
blah, blah, blah. Things move at a 20th-century pace and
leave little time for experimenting with things like instruments, mouthpieces, temperaments, t o say nothing of
newly rediscovered or theorized playing techniques. A lot
of it has to do with finding the right environment t o work
in. My obsession with the right set of parameters again.
Tuning and temperament must be appropriate, the volume
and the other things we have mentioned earlier. But above
all a willingness on the behalf of others to allow something
extraordinarily different t o common perception, to reemerge. T o really answer your question properly would
take all night, so maybe we should leave that for another
time. O n e thing is certain: we have a great deal of work to
do. I find that exciting. Knowing that what I think or
believe today may be completely different in six months
time.
. . It will involve a. great
. deal of willingness to change
and learn; an open m ~ n d .
SA: You've got t o keep an open mind. We're learning all
the time. There's so much t o learn and so much music t o
be discovered and played.
DS: We also both feel a great sense of responsibility t o our
students, and that means that we want t o put them on the
right path. Speaking personally, if I can put two or three
students in the next ten years or so firmly on the route to
playing the Baroque trumpet properly, then that would be
a great thrill. Chances are that they will have not only
more time t o experiment and learn but also they will find a
climate more interested in what they want to do. Anyway,
more than I will get the chance t o do. I don't think it is
possible to get back t o where a few exceptional players
were three hundred years ago, in one generation.
JN: It's certainly a wonderful and exciting prospect and it's
great that you both have that mind set. Being involved in
the HBS I can tell you that you're not alone in these views
and desires. Perhaps not all those who are sympathetic to
your views are not also in your professional circles, but it is
an attitude that's gaining ground. Many are amateurs, and I
think there is still a strong force that the amateurs have to
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give t o early music.
DS: Oh, yes, it is important t o listen t o everybody and
learn to evaluate what they have t o say, then use the good
bits. An amateur has just as much possibility of discovering
a breakthrough as a hardened professional. In some areas,
maybe more, because they are not reliant on music for
their livelihood and the restrictions that can bring.
However, I often find that there is a rift between the intellectual approach of non-playing scholars and even that of
amateurs that d o not have t o stand up and "do it" at a top
professional level. Let me give one small example: one can
read again and again that Baroque trumpeters 'lipped" certain notes into tune. That sounds simple enough, but I can
tell you that it is not. So many questions have t o be
answered first (again, parameters!). Who is going t o be
brave enough as t o define what is "in tune" in this context.
Secondly, my experience proves t o me that the "lipping"
part of the technique that will alter the tuning of, say, the
eleventh or thirteenth partial on a Baroque trumpet, is only
a very small part of a very complex technique. So it is a
very misleading term. If you're actually out there trying t o
do it, then you know that there's a hell of a lot more t o it
than that. There is often a lack of dialogue between those
holding a view of what might be the answer, a key to opening a long closed door, or even what might seem obvious

and what will actually work in context for a modern working musician. That last bit is probably the biggest hurdle
we have t o deal with.
JN: Well, that is what the HBS is all about, t o help with
that exchange and promote dialogue.
DS: I'm sure we are both glad of that.
JN: I think this interview will be really helpful t o that end.
Sue and David, thank you both.

Jeff Nussbaum, David Staff, Susan Addison

An Interview with Herbert Heyde
by Peter Ecklund and Jefiey Nussbaum
Thefollowing conversation took place in New York City,
e distinguished hiiselfas
January 26, 1991. Herbert ~ e y d has
a leading scholar in the field of organology and has made an
extensive study of brass instrumen-ts.His 1961 PhD d tsserta'
tion on trumpets and trumpet playing in the Middle Ages
(Leipzig) quickly brought him recognition in the early brass
field. In spite of relative isolation in East Germany, Heyde
went on to forge a career as a free-lance scholar and publish
many important catalogues and studies on instruments, most
notably his series of books on the instruments in the Leipzig
Musiinstrumenten Museum. In 1991 Heyde was the recipient
of the prestigious Curt Sachs Award, given by the American
Musical Instrument Society. Since 1992 he has been in the
USA working at the Streitwieser Trumpet Museum in
Pottstown, PA, and then at the Shrine to Music Museum in
Vermilion, SD. Dr. Heyde is currently on a year-long fellowship at the Musical Instrument Collection of the Metropolitan
Museum of Art in New York City ,where he is working on a
special study ofproportions in instrument design.

Meeting before that, and we had discussed the possibility
of my coming to work on that collection.
PETER ECKLUND: That's a wonderful museum. I'm
sorry it's moving. I hope it's moving to a major population
center. Where is it moving?
H H : T o Kremsmiinster, near Linz, Austria, right in the
middle of middle Europe.
PE: Are many of the instruments are returning close t o
where they were from?
H H : They have about 50% instruments of American origin, and 50% of European origin.
JN: You've finished your catalog of the Streitwieser collection?
HH: It's more of an extended checklist than a full-fledged
catalog, but it has a few drawings and basic information
about the different models. It addresses a large community
of users.

JEFFREY NUSSBAUM: Herbert, thanks very much for
giving us that tour of the Metropolitan instrument collection. It's great having you here. Was it in 1992 that you
came t o the US to work at the Streitwieser Trumpet
Museum?

JN: There'll be photographs, as well?

HERBERT HEYDE: Yes. I had met with Franz
Streitwieser at the American Musical Instrument Society

H H : Yes, it will list about 950 instruments.

H H : Yes, about twenty plates are planned.
PE: So there will be a catalog of the entire collection? That
would be wonderful.
JN: So Franz (Streitwieser) is publishing it privately?
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HH: It will be printed with support from the International
Trumpet Guild.
PE: With the publication of the catalog, people will know
what's there, and what they can find.
HH: A checklist or catalog is a way t o reach people outside
the walls and to spread the word about a museum's collection. Actually, every public museum has a commitment to
familiarize the public with its holdings, t o raise people's
cultural involvement, and to enlarge our knowledge of history.

of an instrument as sound. We still have t o learn a lot
about their mutual dependency. Yet historical organology
pursues different tasks than acoustics. Acoustics has to do
with the air vibrations that occur outside our mind.
Organology sees sound as a cultural product. Culture and
sound are materialized in an instrument, so t o speak.
Organology understands an instrument predominantly as
a witness of a certain period and culture. Measurements
may give an idea of what an instrument will sound like.

PE: Only a fraction of the material is on display at any one
time?

PE: If you have enough measurements, can you reconstruct an instrument that will give you a concept of how
the instrument that the measurements were taken from
sounded?

HH: In Pottstown more than half of the Museum's holdings are on display. Here at the Metropolitan Museum
about one sixth of approximately 4,000 musical instruments are on display. The bigger the museum, the bigger
the problem with publishing catalogs. There is a lot of
preparatory time as well as money involved.

H H : There are so many unmeasurable things that it is
actually not possible t o reconstruct an instrument on the
basis of measurements alone. It's not really possible to
make a 100% accurate reproduction. Violins have been
copied so closely you would think the sound would be the
same, but it's not the case.

JN: Tell us about your education as a child in Germany.
What were some of the developments that led you t o
music? What led you t o become an intellectual and work in
an intellectual field?

PE: So what are the uses of measurements?

PE: You may think your career is ordinary, but t o us in the
HBS it is extraordinary, particularly because your career
began in East Germany.
JN: I don't know if you realize it, but your name is very
prominent in early brass circles. You are someone whose
work is widely respected and thought about. I heard your
name at the very earliest stages of my becoming aware of
musicology and early brass, in spite of the fact that you
were relatively isolated from the West.
PE: Your books have been known in the West for a long
time.
JN: We don't mean to embarrass you!
H H : It must be from my catalogs. There are few other catalogs of collections in the region encompassing the former
East Germany that have appeared since the World War I
era. Not many people were interested in catalog-making at
the museums, so I took the opportunity t o do it.
JN: But I must say, it's not just your interest in catalogs.
The amount of information that you brought t o catalogmaking, the kind of detailed study and observation that
you gave t o the instruments, have helped the study of
organology and raised it t o a whole other level. That's very
much the way it's thought of.
H H : I started out with the idea of developing an
organological method of examining instruments, arranging
stylistic marks of related instruments on plates in order t o
compare them and assess their differences or similarities.
PE: When you understand the diameters of an instrument,
then can you understand its acoustic properties?
H H : It depends on the quantity and precision of the measurements. It is a difficult thing to interpret spatial aspects

H H : Measurements give, first, specific data of a single
instrument, allowing you t o compare one instrument with
another and assess the relationship between them and
other related instruments. You can sort instruments into
groups, you can classify them and establish characteristics
of a certain type of instrument. Further, you may identify
the dimensional characteristics of instruments made in a
certain workshop, or a particular country, or at a certain
time. These are possibilities of a scientific approach in
organology. However, organology is, in many respects,
still in its infancy.
PE: I'm curious about the connection between your field
and other quantitative historical fields, which have become
so important recently. The idea is that the hstorian,
instead of reading the documents of kings, queens, and
presidents, counts and measures small things that concern
the lives of ordinary people, and moves from the specific
to the general instead of the other way. From specific surviving materials, whether they are instruments that can be
measured or individual census documents that can tell
you, for example, how many shepherds lived in a certain
town. Then you can get a picture of cultural history by
counting and measuring.
H H : It's a chance to get something more precise by doing
measurements. For example, the conventional view is that
the trumpet and trombone have always had a more cylindrical bore, while the horn has had a more conical bore. If
you check this precisely it's actually not true, or it's an
exaggeration which is not satisfying in the long run.
Instrument making is a business which is based on dimensions. At least since the Renaissance era, makers have
based their dimensions on technical, standardized lengths.
At least from this time, it is useful for the historian t o
explore the same procedures. This is the best way t o go
back t o the time when the instrument was designed.
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JN: In a sense, it's using very precise detail t o get a general
picture, t o help focus that general picture.
PE: So if we study the measurements of instruments, can
we make certain general conclusions; for example, that
German trumpets early in the 18th century were more
cylindrical than German trumpets in the late 18th century?
I don't know if this is true, but if it is, we should have t o
say the music played on the trumpets was more brilliantsounding in the early 18th century.
H H : In principal, yes. However, the sound is a very complex thing, depending on the instrument itself, the mouthpiece, and the player. As the older instruments survive
mostly without their individual mouthpieces we cannot be
certain of the instrument's specific sound. The still-existing mouthpieces are mostly difficult t o date. A second
uncertainty is the subjective factor, since we know little
about playing techniques and the embouchure before the
19th century. So instruments can give us only a more or
less good idea of the sound of a historical period. Against
this background it is hard t o say how much and in what
way the sound of the trumpet changed between 1700 or
1800. It is easier with the horn because the bell diameter
increased drastically during the 18th century, as did the
tube scaling. The obvious difference in the evolution of
both trumpet and horn during that period reminds us t o
understand the history of instruments in its complexity.
JN: So by the whole field of organology I understand you
t o mean the study of the instruments themselves.
HH: Right, in connection with the other sources. You may
classify organology in two parts: one which starts out from
written, pictorial, and musical sources, and one that is primarily based on the examination of instruments. The last
entails an increasing number of procedures and methods,
such as tracking down the instrument ;maker's biographical data, studying the history of the instrument making
business with its changing trade laws, historical technology, or metal analysis. This specialization involves the danger of losing sight of the big questions in our field separating the two major branches of organology. Performance
practice contributes a lot t o holding both together.

was made. This includes considering the original units of
measure and coming as close to the reasoning of the
designer as possible.
JN: I'd like t o go back t o the issue of your early education,
both general and musical, that led you to the direction that
you eventually took.
HH: I grew up in a village. As i t was a Lutheran area in
Saxony there was a strong church-choir tradition. Among
these, there was a brass choir. At the age of eleven I got a
trumpet and started taking lessons from a neighbor who
was a member of this brass group. After a while I became a
member of that band. We played for funerals, parties, and
on New Year's Eve. We played choral music. This was not
jazz. It was very traditional.
JN: What village did you grow up in and what time period
was it that you played in the brass band?
H H : Its name is St. Michaelis and it is located in Saxony,
about 30 miles north of the Czech border. I played there
about 1951-1 956. My father was a farmer, and an uncle of
mine was.a bassoonist, a member of the Staatskapelle in
Dresden. When I attended high school we once made a
vacation trip to Leipzig where our music teacher took us t o
the musical instrument museum of the university.
JN: I take it that at that time the study of the instruments
themselves was not that highly developed as a field of
study.
H H : No. Actually, even now it is not properly acknowledged in musicological institutes. Musicology professors
sometimes describe musical instruments as being only
what paint and brush are to the painter. That is entirely
beside the point. Maybe the split between the actual musicology and organology is not as deep in the US as it is, for
example, in Germany.
PE: It's extraordinary that this is so. T o what extent has
organology been influence by the rise of authentic period
instrument performance? Have you found musicians interested in authentic instrument performance practice t o also
be interested in your work?

PE: Is there any way of describing easily the system that
you've developed t o analyze instruments?

H H : Musicians acted in the evolution of musical instruments as a sort of stimulus. Many performers made technical improvements, developed or called for new models.
This is true for earlier centuries as well as for our own century. Performers also pushed the development of organology. I remember that in the 1960s and 1970s in the Leipzig
museum, performers came with questions like: What did
the posthorn of Mozart's Posthorn Serenade look like, or
the trumpets for Bach's cantatas or the Second
Brandenburg Concerto? In playing older music, musicians
are frequently exposed to questions about performance
and organology. It was the performers who created a market for reproductions of historical instruments. They not
only contributed t o spur on organology but many of them
became researchers and managed t o combine both fields.

H H : Not easily. Now I try more to understand an instrument by following the way of thinking of the time when it

JN: What was the nature of your early academic education?
Was it considered a classical education?

JN: So as a recognized field of study, it seems t o me it's
fairly young, in the general area of musicology. How have
you seen it develop and what have been the major trends in
this area? Have their been recognizable trends and when
have they occurred?
HH: When I started out in the 1960s there was already a
great deal of organological knowledge, mostly based on
written sources including music. By contrast, the study of
the surviving instruments was not so well developed. There
were quite a few catalogs which, however, did not give
much information about any single instrument.
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HH: It was a broad education with the major in musicology and the minor in indology. Performance subjects were
retained only for the first two years, not mentioning a collegium musicum instrumentale and collegium musicum
vocale for the entire five-year course. We all had to have a
certain level in piano when we applied for musicology, and
during the first two years we had to study another instrument, which in my case was the cornetto. The remaining
three years were entirely theoretical subjects, such as music
history, non-Western music, music psychology, mensural
notation, and acoustics.
JN: So you had this general education. How long did you
continue with your trumpet studies?
HH: Until my university years.
PE: I have a more specific question that I am particularly
interested in. T o what extent were university studies
affected by Marxism in East Germany in light of its long
and great tradition of scholarship? After all, modern scholarship, as far as I know, was invented in Germany. Was
scholarship left relatively unimpeded, or did Marxism
greatly cast its influence during the Communist era?
HH: Every student in the academic level had to pass courses in dialectic and historic materialism, scientific communism (Marxism-Leninism), more than two years of political economy and of course, Russian. The concern of the
educational system was t o convey a communist consciousness. If you worked after your graduation in a scholarly
field, you were officially required to apply the Marxist
methodology.
PE: So it seems
that scholarship was indeed seriously
.
undermined then.
.

HH: Oh, yes, it was extremely undermined by
Communism and dogma that was required t o be followed.
JN: I understand that you suffered greatly in your own
career because you refused t o embrace Communism, and
as a result, were never able t o obtain an official academic
position.
HH: Your life and career depended very much on your
political attitude and opinion. If you did not side with the
official line you were automatically underprivileged, put at
a disadvantage. Depending on the area and level you
worked in, you might be singled out. The Communist
Party had the power t o decide about your career.
Musicians were better off insofar as their artistic excellence
is more easily measured and one could hardly afford to sacrifice a valuable talent to the ideologically correct line.
Artists were highly esteemed, and like sportsmen, used to
represent the Communist State abroad. This was not true
of scholarly professions.
JN: Were they religious convictions that led you to refuse
to embrace Communism?
HH: These were more moral things. It was not commensurable with my notions of honesty and decency and with
being a proper and straight person.

JN: O n our walk through Central Park coming here from
the Metropolitan, you asked about the attitudes that
Americans had during the McCarthy era. The answer you
just gave to my previous question makes me wonder was it
rather apparent to the average person how corrupt the
power structure was?
H H : Yes, it was very obvious. There was a strong discrepancy between what they said and the facts. This was really
disgusting, and that was a major reason the whole system
broke down. It was based on dishonesty.
JN: When you were at the University in Leipzig, you did
your PhD dissertation on medieval trumpets, which was a
relatively little-researched area. How did you come t o that
topic?
H H : Heinrich Besseler was at the Musicological Institute
and he was a very highly regarded scholar. The officials
didn't dare step into his area. They waited until he retired
and then the policy of the Museum changed. However,
during the Besseler era I was able to do a dissertation on a
topic from the Middle Ages. Besseler was, of course, a
great Renaissance and Middle Ages specialist.
PE: So something as far removed from the present age as
Renaissance music could still have an ideological cast over
it and be expected to have been taught in a Marxist way.
H H : Yes. It was an unseen scale by which your conviction
was being measured to see how faithful a communist you
were. The literature you quoted was very important and
you were expected to quote Marx even if it had nothing to
do with the actual subject under discussion.
PE: I had no idea it was that ~ervasive.
H H : Yes it was very widespread. After Besseler retired the
policy changed radically and the Institute was converted
into a real Marxist institution. The change was rather late,
but it came. Finally came the Third University Reform in
1969-1973, and then everybody was checked t o see if a person was prepared to go along with the Communist ideology and become a member of the Party. All younger people
who were not prepared t o go this way were discarded.
PE: It seems that what they must have been interested in
was simply a test of loyalty since they most likely didn't
really believe the ideology themselves.
H H : There was the element of loyalty, but actually many
did believe. They may not have been the cleverest people,
but they believed. It was always very difficult to find out if
the person really believed or if he was pretending. Many
succeeded in disguising their convictions so perfectly that
you just didn't know.
PE: It's very difficult for Americans or Western Europeans
to understand life in this type of environment because we
are so used to saying anything we want.
H H : In a way it's very dangerous for children when they
are educated in a schizophrenic way in that they are taught
to display a particular face in school and at home a very
different one.
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JN:
But you survived as a free-lance scholar in this environment.
H H : I tried t o make a niche for myself and make the best
of the situation.
JN: How did you make this work and find projects?
H H : Because all the borders were closed I couldn't escape
and defect to the West, I was very lucky t o be able start in
Eisenach to make a catalogue of the Bachhaus in 1975. The
museum's mission was t o contribute t o the development of
the communist consciousness. But how t o do it with historical musical instruments? As it was actually not possible, and the classics, Marx, Engels and Lenin, had not said a
word about this subject and Marxist interpretations relative
t o musical instruments did not make much progress, this
field remained in the shade. As a result, East German
museums sometimes published good things untouched by
communist ideology. East German museums were rather
open when it came t o making catalogs.
PE: Since cataloguing tends to be temporary work where
you could go from one university or museum or another,
did this work to your advantage?
H H : I lived mostly on the royalties from my publications.
There was a reasonable law, giving the author 10% of the
flat-rate book price. This was true even if the break-evenbalance was negative for the publisher. In those cases the
money was raised from a special fund.
PE: How many did you work on?
H H : There were catalogues for the Bachhaus in Eisenach
(1976), two for Handelhaus in Halle (1980, 1982), one for
the Viadrina Museum in Frankfurt (1989), and three for
the Musikinstrumenten Museum in Leipzig (1978, 1980,
1983).
JN: Did you find that your university training prepared
you for those projects, or did you basically need t o be
trained "on the job," so t o speak?
H H : The university course in organology was not sufficient since we were not introduced into the technical
aspects of the instruments. T o be just, I must say that in
those days there was no such a course anywhere in the
world. Even now there are only a few temporary courses in
Europe and in the US that offer some more detailed
organological training. We had a two-year course in
organology with Paul Rubardt, who was the first curator at
the museum after WW2. H e introduced us to the written
sources and taught much about the history of the organ. I
owe him very much and remember him gratefully. H e
encouraged me to deal with the wind instruments. This was
logical because Georg Kinsky had already published catalogs of the keyboard, plucked, and bowed instruments in
1910 and 1912 when the collection was still in Cologne and
known as the Heyer collection. Kinsky's catalogs were certainly the best ones for several decades.
JN: What were your connections with the West?
H H : I had extensive correspondence and people visited

me. Correspondence was sometimes difficult because part
of all outgoing mail was checked by the State Security
Service and some of my mail was confiscated.
JN: Here in the West people were absolutely astounded
when Communism fell. Many people never dreamed that
they would see the end of Communism in Russia during
their own lifetimes. Was there a similar reaction in the East
or did people anticipate it?
H H : No. N o one anticipated it. Everybody was astonished
that it would happen. There was one point of logic in the
Communist ideology that was rather convincing. It stated
that history develops in steps and will continue t o change.
There was a belief that capitalism would not be the last
economic formation in humankind. That is a central ideal
of Marxism. It is indeed a convincing idea that nothing
lasts forever. That was why people didn't anticipate that
this system would collapse. They said that the system was
bad but felt they had t o take it as it was because there was
no other choice. In the 1950s people had the hope that it
would develop into something better. But it didn't get better.
JN: Getting back to some more musical topics, Peter had
asked before about the rise of interest in early music performance practice and use of original instruments. Did you
have any active involvement with performers and their
original music projects?
H H : Not too much. Sometimes I played the cornetto. The
highlight in my episodic career as a cornetto player was in
1963 when I played with the Capella Lipsiensis, and Eterna
produced a recording of pieces by Hans Leo Hassler. In
the Sunday-morning museum tours we sometimes played
chamber music in which I mostly played the bass line on a
harpsichord. Sometimes I practiced quite a lot and I felt
that I would need t o make a decision either t o become a
performer or a scholar. I eventually made up my mind in
favor of the latter.
JN: Bringing us back to the beginning of our talk, how was
it that you came t o the US?
H H : I had heard of Franz Streitwieser and we met in 1991
at a meeting of the American Musical Instrument Society
in Bethlehem PA. H e approached me about the possibility
of my coming to work in his collection at the Trumpet
Museum. I thought it might be a good idea so I came over.
JN: It must have been a very exciting time for you.
HH: I had a very good time in Pottstown and then, in the
following two years, in Vermilion, too. Also, in
Vermilion's Shrine t o Music Museum there is, by the way,
a wonderful collection of brass instruments. It is the
largest in America and one that covers the US production
very well.
JN: You've had a taste of the American extremes from the
great bustle of New York City t o the rural life in
Pennsylvania as well as the "memorable" winter in South
Dakota. Has it been what you expected?
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HH: N o it hasn't. The US is a beautiful and diverse countryPE: Organology seems to relate t o so many things. It
relates t o performance practice, t o musicology, and t o the
design of modern reproductions of old instrument. That
seems particularly important because if we know how the
designs of the instruments had changed, it tells us something about how music changed.

point of view, I hope you ate able t o stay here with us and
continue your work in the US, but wherever you go and
whoever is lucky enough t o receive your services, I know
that the music community will look forward t o learning of
your continued research. We've all benefited very much
from you articles in the HBSJ as well as elsewhere and
want t o thank you for sharing your thoughts with us.

H H : If possible, organology should contribute its share t o
performance practice and not shrink back from criticizing
wrong developments. I am thinking of the use of natural
trumpets with conical leadpipes. Performances with such
instruments carry a wrong sound message and superimpose
wrong ideas on the 17th and 18th centuries. With a few
exceptions, such trumpets did not exist during that period.

PE: The problem is that audiences and conductors have a
certain expectation as t o the quality of the performance.
H H : Yes perhaps some conductors make too many concessions to the market and are not committed enough
toward an historically honest performance. As musicians
we should not only meet market expectations but also contribute to form the interests of the public.
JN: You know, I can hear now the sound of thousands of
musicians cheering as they read your line about conductors! Well, Herbert I must say that, from a purely selfish
-

Peter Ecklund and H e r b e r t H e y d e at the Musical
Instrument Collection of t h e Metropolitan Museum
of Art, NYC
-

A Collector's Life: An Interview with Ernst W Buser on the Occasion of his 70th Birthday
by EdwardH. Tarr
The fifty instruments and fifty engravings, water colors, methods, etc., which formed the basis of the Bad Sackingen
Trumpet Museum when it first opened on October 27, 1985,
all came ffom the private collection of Ernst W. Buser. Since
that time, thousands ofpeople have visited the museum, which
is housed in the 17th-century Trumpeter's Castle in the middle of a beautqul park on the banks of the Rhine River in
south Germany, on the Swiss border.
Buser, a Swiss, discovered his love for the trumpet at ten years
of age. He took his first lessons as a member of the Base1 Boys'
Band (Knabenmusik). During the swing era (1940-41) he
was a member of various amateur and professional dance
bands in Switzerland. Later he received important stimulation ffom the Base1 City Posaunenchor, which at that time
took a new direction: they were the fist in Switzerland (in
the late 1910s) to play Renaissance and Baroque music on
period instruments.
These musical roots were complemented by Buser's acquaintance with the market for old masterpaintings. He became a
specialist in minor Dutch painters of the 17th century. When
these works became too evenrive for him, he turned his colletting interests to musical instruments. Between 1968 and
1982 he acquired about 120 old brass and woodwind instruments, selling his trumpets to the city of Bad Sackingen in

1984. In June 1981 the undersigned was hired by the city to
look after the Trumpet Museum, first as curator, later as
director.
The interview, done on the occasion of Ernst W. Buser's 70th
birthday on February 19,1991, was made in Buser's home in
Binningen, near Basel, Switzerland.
EDWARD H. TARR: 1995 is a three-fold anniversary: 200
years ago J. E. Altenburg's treatise on the Trumpeters'and
Kettledrummers' Art was first published, ten years ago the
Bad Sackingen Trumpet Museum was founded, and seventy years ago the Museum's founder, Ernst W. Buser, was
born. Ernst, have you always been a collector?
ERNST W BUSER: No, not all these seventy years!
(Laughs.) First I learned to play the trumpet in the Basel
Boys' Band, and this gave me a lot of pleasure. Then came
the swing era, and I played with the first bands that performed in this style. I didn't collect at that time, only later.
EHT: Was it always instruments that you collected?
EWB: No, not at all. But I always took great pleasure in
brass instruments. I could forget everything and stop when
I saw a trumpet on display in a store window. A gold-plated or well-lacquered trumpet was always very impressive.
For me as a child, I liked the trumpet because it was a joy-

HBS Newsletter #8, Page 16

ful instrument. It exudes joy as long as one doesn't make
too many mistakes!
EHT: When I look around your home, I see beautiful
paintings and engravings on the wall, and then the various
brass instruments. Everything is in exquisite taste: a good
prerequisite for founding a museum.
EWB: Well, OK, but at that time I just began collecting for
myself, while I was playing in those jazz bands. That's
where my collecting activity really began, with photos and
documents about the jazz of those days. I always knew
where I had played; I just needed t o look into my album.
EHT: D o you still have those albums?
EWB: I certainly do. They are used frequently as documentary material. The radio station, television, and colleagues from those days come t o me, asking: How was it
then? I can tell with almost complete precision who was
playing, and where and when. Swiss television came and
photographed a lot of my material.
EHT: You are a real chronicler.
EWB: Yes, but I did this unconsciously. I just did it out of
pleasure.
EHT: Now, how was the relationship between your collecting activity and your job? What was it that you did?
Something has to be behind such collecting.

Ernst W Buser with o n e of his prized instruments.
Photo: Rolf Jeck, Basel.

EWB: That only came later, when I got a job in which I
could work completely independently. I traveled all over
and was paid for what I produced, not for the time I put in.
I had great bosses, and simply sold my ads for a medical
periodical. Sometimes I sold more ads than there was
space! I those days, I had relatively much free time and
could use it for my collecting. First I collected old paintings, but they soon became too expensive. Suddenly, in the
Basel City Posaunenchor, it was Dr. [Hans] Nidecker who
awakened my interest in old instruments. He was my mentor. And so I began collecting. First, of course, just trumpets. I only had trumpets in my head then. But because of
the trumpets it also came to pass that I acquired a beautiful
horn, and then an old recorder. They were side benefits.
EHT: Those who know the Trumpet Museum will only
know you as a collector of trumpets. Can you give me
examples of other instruments that you own or have
owned? For example, I remember a trombone by Kodisch
from 1701.

EHT: Can you also say that trading is important?

EWB: I got that instrument from a junk dealer. That was
the first instrument by a famous maker in my collection. I
also had a beautiful recorder from the 17th century by
Denner. It even came from Nuremberg ...
EHT: ...where Denner was working

...

EWB: ... from a collector who had even asked an expert
how much it was worth! It was absolutely within my
means. Unbelievable! It was like going to Cremona and
finding a Stradivarius violin with a private collector there.
Something like this cannot be repeated. The collector was
happy, and so was I.

EWB: It is very important. There are so many people who
want something else besides money. If you want t o trade,
you must display complete honesty towards your partner.
Neither one shall have the feeling that the other is getting
the better of him; and it requires great perceptivity to recognize what your partner's wishes are, so that you can give
him something of equal value. It is quite a delicate affair,
but very interesting. Today, more and more, trading is in.
Money alone does not suffice ...
EHT: ... you can't simply go into a store and buy a beautiful old instrument ...
EWB: Exactly. Besides, every collection has its gaps, and I
find it very interesting t o investigate this area and find
them. Just now, for example, I was able to acquire for the
Trumpet Museum an entire collection of fifteen absolutely
unique prototypes from the middle of the 19th century.
This was via trade with a well-known collector for whom
the instruments were less interesting than for us.
EHT: And you had things that he wanted

...

EWB: Right, a rare cornet, and a piccolo out of ivory, and
an ivory flageolet, and rare engravings-he certainly got
some beautiful things. Those were things he was missing,
an ideal trade. Not a cent changed hands.
EHT: It is actually not public knowledge yet, but perhaps I
can say something at this time about one of these instruments which is soon to come into the Trumpet Museum. I
recently published an article [on 'The Romantic Trumpet"
for the Historic Brass Society Journal] in which I stated that
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there were only certain types of French slide trumpet.
Well, I see that you acquired from that collector another
kind hitherto completely unknown-a unique prototype.
EWB: That was certainly a highlight. But collecting also
has its bitter disappointments. I remember one time when
I had seen a Haas trumpet in a castle. I talked with the lady
who owned the castle, and would write letters and call her
up from time t o time. One day she phoned me and asked
me t o come when I was in her area, but she wouldn't say
over the phone what was on her mind. It was a two-day
trip for me, and on the way I pondered what it could be:
maybe she promised the instrument to somebody, or lent
it out, or accepted something else in trade for it, or she
doesn't want money, just loan it, or she wants it t o be paid
in installments, in roubles, dollars, o r Swiss francs-all the
possibilities, you know-and when I arrived, she simply
told me she didn't have it any more; it had been stolen.
What a flop! Such a big flop that it's even beautiful!
Unique in its own way! (Laughs.)
EHT: Well, I imagine that there are some nice moments,
too.
EWB: Of course. Even situations which seem hopeless
which turn into highlights. Take the most beautiful trumpet of the 19th century, for example, the one in neoGothic style ...
EHT: You mean the Cerveny trumpet in German silver
and gold that's now on exhibit in the Museum?

vated price that you paid for something, but never a missed
opportunity! And you should be clear in your mind that
collecting is a kind of illness, an addiction from which you
do not want to be cured. Collectors are the prototype of a
sick well person! I also learned from him that you must
never show emotions when you want to acquire something. You should only have eyes for the object, and not
for the environment or perhaps for a seller who is unpleasant. Only the object is important.
EHT: That reminds me of the situation at auctions, when
you are not supposed t o look around, but keep your eyes
forward.
EWB: Of course, but that is well known. It is also important to be realistic. And finally, collecting is a kind of
addiction to repeat performances. As soon as you have
something, the wish for something new is not far away.
EHT: You could compare that to the Don Juan complex.
EWB: Absolutely! (Laughs.) Collecting is also a gathering
together, preserving things from destruction. Collectors
fulfill a cultural obligation. It is not an easy job, collecting,
for you must make instant decisions and choose between
things which are better or less good. Nobody helps. You
are all alone. All the books you have at home cannot help
you. And the seller-he is not a wicked person, telling you
tall tales. You have t o leave all that out and show no emotions, whether you like it or not.
EHT: What about our collecting policy for the Museum?
Every institution has t o have a collecting policy.

EWB: Right. That was a hopeless situation, completely
unexpected. And the collector asked me point blank when
I visited him how much I would offer him for it! I was able
to return home with the trumpet. You can certainly call
that a peak highlight. It is also a nice experience to buy
something when neither you nor the seller know what it is.
That's another example, the saxtuba, shaped like a Roman
cornu and made by Adolphe Sax. I just bought it because it
had a striking shape. I wrote [Lyndsay G.] Langwill,
[author of An Index of Musical Wind Instrument Makers,]
and he told me what it was. There is only one other known
in the world today, in New York.

EWB: Well, with time we have evolved our criteria, at least
one of which a given object has to fulfill. According t o
these criteria, there are three kinds of value: historical
value, musical value, and what we call "Schauwert", visual
appeal. It is also very important whether a given object fits
into the collection. It must be old, and somehow it must
be rare. In any case, we must always have the end in mind,
and not the outward circumstances. "Es geht eigentlich um
die Sache." ["It's the thing that counts."]

EHT: I would like for our readers t o know what kind of
precepts are important for a collector. I know for example
that you had another mentor, one who died recently.

EWB: Yes, I learned that later in life. (Laughs.) N o character is really complete. You can't be everyone's darling. You
sometimes have t o show tenacity, if you want something
or don't want people t o take advantage of you.

EWB: Yes, exactly. That was Fran~oisBut&. H e was one
of the greatest collectors of minor Dutch painters. H e was
a role model for me. H e said t o me that he never collected
names, just quality. H e also never paid too much, even
though he may have had the money. H e was an exemplary
collector, a serious one. H e didn't collect any stuff for
bluffing.
EHT: G o on.
EWB. I got t o know him, and we would have lonely discussions in his house on Lake Wolfgang [near Salzburg].
H e would tell me the whole night long about the psychology of collecting. Certain truths crystallized, precepts for a
collector. For example, you should be able t o forget an ele-

EHT: I would say that is a good rule for life in general.

EHT: Give me an example. I know that you can be temcious.
EWB: Yes, you have t o be, sometimes. Tough. Well, for
example, sometimes I have clothes made in Hong Kong,
and then a tailor comes t o me, yes? Here, too, I am looking for quality, even if the price is not high. The last time
the collar was too tight, you know? And I simply did not
accept it. The tailor asked, "Can I alter it?" "No," I said, "I
don't want that. I want a new shirt." And they sent me
three, free of charge! These situations can also come up in
restaurants. Once in France, I ordered an expensive wine,
and they brought me an ill-tasting one, so that I was forced
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to say, no, that doesn't suit me. As I see it, that is a kind of
test of courage. My French is not good, but the waiter
understood me and brought another wine. You don't
always have to accept everything.
EHT: These are character traits leading to success in general.

the works! If I do something, then I do it right! And concerning the price, he had said-this whole event transpired
about fifteen years ago-that I was crazy to offer him 1000
Swiss francs. So I wrote in the letter: so as not to crack the
sound barrier, I herewith offer him ,999 francs.
EHT: Unbelievable. Beautiful. (Sighs.)

EWB: That is exactly my opinion. If you want to buy
something, you have to be tenacious. And another thing:
you have to give the impulse, be insistent. Every collector
knows the situation where a potential seller says that he
won't sell. That has no significance whatsoever! Even in a
seemingly hopeless situation, in half a year he might have a
reason for selling, quite suddenly. Such a statement is never
final.

EWB: Well, he called up [my wife] Annelies, and said that
he would give me the horn, that he was absolutely defenseless. We met in Zurich at twelve noon, in a furniture store.
I came from Base1 and he from Lucerne. I was there five
minutes earlier than he. And then, through the store window, I saw him coming, with the horn over his shoulder
and a one-franc piece in his hand! We hadn't talked about
that! (He almost explodes with laughter.)

EHT: What do you do then, so it isn't final? Do you influence the situation in some way?

EHT: You two really fitted each other well!

EWB: Yes, I try t o find out in another way what could be
missing for him. I take stock. What can I do for that person? Even something which doesn't directly have to do
with music: an antique, a ticket to a sports event, or a subject about which I know something t o w 1 just come closer to him. I simply have to study the other person more
closely. I have to try to get to know that person.
EHT: That's good.
EWB: One must never give up. Take the story of the doctor with the horn, for example. H e said he wouldn't sell at
all. It was a horn from 1741 made by Jakob Plus. When I
found out about the instrument, in Base1 where it had been
restored, I visited the doctor right away, in Lucerne. The
horn was hanging off to the side. I really fell in love with it
because Plus was a Swiss, and a minor master, and even
more because it was such a beautiful instrument. The doctor said he didn't need money. I asked him what other
things he was interested in. H e said he liked [paintings by
the Base1 artist] Niklaus Stocklin and Flemish harpsichord
lid paintings. I took out newspaper ads, "Niklaus Stocklin
wanted", and only one person answered. The doctor went
t o look at that painting, but he didn't buy it. I kept on
sending him postcards, again and again. Then the moment
came. It had been two years that I had been courting him
for that instrument, and it was time to take special measures. I sat down and wrote him a letter: I formally request
him, here in writing, to turn the instrument over to me on
the occasion of our two years' anniversary. I wish to have
the instrument because it would fit so well into my collection, it being from the 18th century. It is also interesting
because its maker was a minor master. I appeal to him as a
medical doctor: without the use of any medication whatsoever he could perform a service worthy of a Nobel prize,
by healing a horn fanatic. H e had the power of healing
somebody of his collecting addiction. I had the pleasure of
including roses with my letter, not without intentions as
far as the lady of the house is concerned. And I hoped for a
favorable consideration of my proposition. That's true!
Then at the railroad station I bought
- a whole box of roses,
and sent everything off special delivery, registered mail-

EWB: That was fun! A one-franc piece! That was delightful. Another time I got a clarinet from an owner who
worked for the Swiss railroad, repairing locomotives. I
bought him an armful of books about express trains, the
Orient Express, the Arlberg Express, etc., and said, here, I
didn't need them, and he let me take the clarinet home
with me. He said, OK, we can talk later about the pricebut the clarinet was at my place.
EHT: There's a proverb: uPossession is nine-tenths of the
law."
EWB: That's true! Later I called him and said these are
only half-way measures, and would he be content with a
few hundred francs? He said that would be fine. I brought
him still more books, and we were both happy.
EHT: I think we should return to the Trumpet Museum.
Can you tell me from your perspective how it came to be
founded?
EWB: We hadn't the faintest idea of a museum. First we
made a joint exhibition, "Die Trompete".
EHT: Right. That was in 1979.
EWB: You had a seminar or something in Bad Sackingen,
and we both said, wouldn't it be nice to have an exhibition
precisely in the Trumpeter's Castle?
EHT: That's right, but I'm trying to reconstruct the
events. Dr. Nufer, the mayor, was also there. We were
together in Bad Sackingen at a restaurant with him, I think.
H e said that we should put on an exhibition to open the
trumpet seminar, and that it should be just this fall.
EWB: But the idea came first from us. You asked him
afterwards, and he agreed immediately. You weren't even
there during the crucial period of preparation.
EHT: No, I was in Australia. I remember well how I wrote
the catalogue out in longhand there in Melbourne, only
with a few books and otherwise from memory. I sent you
all these papers, which were even of different size, and
wrote: lease have this printed.
A

EWB: When I received that, I was desperate.
EHT: Me, too.
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EWB: I took the papers and threw them on the floor and
said, what does he want, anyway? But we had our exhlbition, and it was a success, and we got our instruments back
afterwards.
EHT: Right.
EWB: Only later the idea of a museum came to me while I
was riding on the train. It was so simple, so logical ...
EHT: Of course: a trumpet museum in the city which had
a legend about a trumpeter and even a Trumpeter's Castle.

make certain purchases and select highlights for exhibitions, such as those prototypes I recently bought.
EHT: O r the workshop from the turn of the century with
the pedal-driven lathe, which is being installed right now.
We have a few pretty things which we will be able t o show
in the next few years, I think. T o conclude now, can you
give any tips t o would-be collectors? O r strategies? I know
that you place ads in newspapers, "Old Wind Instruments
Wanted".
EWB: That doesn't help much any more. The best thing is
t o pay regular visits t o dealers. The whole scale of them,
from the junk dealer to the antique store, the dealer in old
weapons, from the smallest auction house t o the largest.
T o go everywhere, and never to think that you won't find
anything. O n the contrary: always fix in your mind that
you will find something.
EHT: "Self-fulfilling prophecies" ...
EWB: Quite so. You shouldn't think that you will find a
trumpet out of pure gold: that would be illusionism. Thus
always be an optimist, but a realistic one. I call myself a
realistic optimist. You will always find something, a postcard, perhaps sheet music, or something else; it could even
be another kind of instrument, like a saxophonc+we could
talk for days about this.

Ernst W. Buser (right) in discussion with John Henry van
der Meer (then director of the Collection of Historical
Musical Instruments of the Germanisches Nationalmusem,
Nuremberg and keynote speaker) in the Bad Sackingen
Trumpet Museum on opening day, Oct. 27, 1985. Photo
Credit: Studio 1 (R Matt), Bad Sackingen.
EWB: True, but that was only theory. But that way the
instruments would be in the right place. So I called the
mayor and made an appointment. After only ten minutes,
there in his office, he said: "In principle, agreed." T o the
price, too, to be paid in installments. There was only a
minor misunderstanding: I was talking Swiss francs, and he
of course thought in German marks, which at the time
were worth about ten or fifteen percent less. But the problem was solved when he asked: "How about interest?
Would you be satisfied with seven or eight percent?" I
hadn't even thought about interest, you know! So that
compensated for everything. And then came the idea that
you be involved. So you were hired, first as curator, then as
director. That was only fitting. That was the perfect combination. For ten years it has been this way. This was an
idea of which collectors like But& can only dream.
EHT: That is certainly true. A couple of years ago I got a
letter from a collector of flutes who had emigrated to
Germany from Rumania. He was looking for a city which
would buy his collection and employ him to look after it.
But where is a city for which the flute plays the same role
that the trumpet does for Bad Sackingen?
EWB: Nowhere. Not even in Salzburg would that work.
We have ideal support from the city, so that we can still

EHT: Let us come, then, to the attributes necessary for a
good collector.

I

EWB: Well, you must have the capability of seeing through
the layers of dirt. Is the instrument in its original condition? O r patched together? Not to forget the criteria we
have developed, concerning historical, musical, and visual
value, and if an instrument fits into your collection at all.

i

EHT: I know from my own experience that only over the
years have I learned to look properly. At the beginning this
was not possible. Everybody makes mistakes.
EWB: Me too. Another thing is, not to try to bring someone down with the price when it is already low. That is
unfair. Once in St. Gall I saw a posthorn in a store window
with a big tag with 95 written on it. That would easily command 1500 francs today. But I wasn't sure; it could also be
an inventory number. So I went in and asked about the
price. The owner looked at me, was silent a moment, and
then blurted out: "90 francs." H e was in the weaker position, but if I had said t o him, "Would you also sell it for
75?," that would have been immoral.
EHT: Yes, it was already cheap enough, and besides you
want to keep good relations with these people for the sake
of the future.
EWB: That's right. So I said, "Fine, pack it up." Maybe
some day I would like to return. Another thing: on a given
day, not everything will necessarily be on display the first
time you come around. It pays to return once or twice
more.
EHT: Any last precepts?
EWB: Precepts? All right: Above all, buy quality. That is
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the most important thing. G o around t o collections, public
and private, and look at the best instruments. Don't worry
about what is being said. It is true that restoration can
sometimes be expensive. Just think of quality. And look
carefully: sometimes an instrument may look old, but not
be so at all.
EHT: Yes. we have a Russian rotarv-valved cornet in our
museum with the date of 1812 on the bell garland in a
highly visible place. People fall for it and say, wow, here's a
valved instrument pre-dating the existence of valves. But
when you read further on, you see that this was a presentation instrument from the Tsar, made in 1912 on the 100th
anniversary of Napoleon's being driven out of Russia.

... indefatigable ...
EWB: ... yes, and idealistic work they have done for instruEHT:

ment-makers. Their work has always accompanied me and
saved me from many a false purchase. Too bad there isn't a
pocket-sized edition.
EHT: Well, then, thank you, Ernst, for this little talk.

J

EWB: That's a good idea. I forgot that. I've also been
fooled by that kind of thing. It's so important t o read all
the information found in inscriptions on such instruments.
And if you study old instrument-makers' catalogues, you
can also learn t o distinguish older instruments from newer
ones. It is important t o see the address, because that will
often help to date an instrument.
EHT: Yes, this is all t o be found in the collectors'
"Biblem-Bill Waterhouse's edition of The New Langwill
Index, published by Tony Bingham in London.
EWB: Absolutely. It is indispensable for learning. That is a
masterpiece. For a collector it has always offered the best
help, and there is nothing comparable to it. In this connection I would like t o offer the highest praise t o both
Langwill and Waterhouse, for the ...

Ernst W Buser (L) and Adolf Scherbaum (R) in the
Bad Sackingen Trumpet Museum (circa 1988).

Cornetto Discography
Compiled by Jefiey Nussbaurn
The following discography of over 300 LP, tape and compact disk recordings all share the fact that cornetto playing
is present. For each, I have tried to include as much information as possible. While some of the recordings-most
notably the more recent CD's, have a prominent role for
the cornetto, with many virtuoso works-the majority of
the recordings find the cornetto playing a modest and supponive role. It is hoped that the listing of performers,
composers, compositions, and ensembles will help us
understand some small aspect of the early brass field and
will help future musicians gain a fuller understanding of
performance practice of early brass music during the second half of our century.
Discographies, by their very nature, are always unfinished.
Additional and corrected information is earnestly solicited
for future updates t o this project. A question mark, in the
first several recordings, in place of the first cornetto player's name indicates that the player is not known and is not
listed on the recording. The ensemble name generally
refers t o the instrumental ensemble or name of the cornett
and sackbut group rather than the name of the more

prominent ensemble on the recording.
The discography is arranged alphabetically by the name of
the first cornetto player and adheres t o the following
form:
Player 1 through player 5
Title of recording
Ensemble
Number of recording and type of recording ( CD,
LP, Tape)
Recording company label
Date of recording
Composer and title of up t o twenty-five selections
Many people contributed information for this discography. Thanks go to: Keith Bockus, Jean-Pierre Canihac,
Bruno Cornec, David Curtis, Alan Dean, Bruce Dickey,
Carlos Escalante, Alex Fisher, Trevor Herbert, Joel
Kramme, Douglas Kirk, Dave Lampson, Tom Moore,
Herb Posner, John Roche, Edward Tarr, Jean Tubery,
Jeremy West, Nathan Wilensky, and Allesandro Zara.
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El Sigo de Oro: Spanish Sacred Mus. Ren.
London Cornett and Sackbut Ens.
2292-46003-2 (LP)
Teldec
1978

?
Cappella Antiqua Munchen
6.41 185 AW (SAWT 9456-A Ex) (LP)
Das Alte Werke
1964
Gabrieli, G. - Sonata XV a 12 (1597)
Gabrieli, G. - Canzon VI a 7 (1615)
Gabrieli, G. - Jubilate Deo
Gabrieli, G. - Nunc dimittis
Gussago, C. - Sonata La Leona

?
Getstichte Musik des Mittelalters
Capella Antiqua Munchen - Ruhland
SCGL 75891 (LP)
Christophorus
Dufay, G. - Alma Redemptoris mater

?
The Parlay of Instruments
CDA66413 (CD)
Hyperion
Telemann - Sinfonia in F

?
Instrumental Music of Middle Ages & Ren.
Musica Reservata of London
VSD 71219-20 (LP)
Van guard
i9n
Holborne - Almain
Scheidt - Corrento

Barton, Anthony
Music from the Time of the Spanish Armada
York Waits
CSDL373 (tape)
Saydisc
Anon.- La ~ o i n CelldLa
e
Shy Myze
Anon.- Staines Morris
Anon.- Dulcina/All That You Love

Liebeslieder und Tanze der Renaissance
Capella Antiqua Munchen - Ruhland
SCGLX 75941 (LP)
Christophorus
Voit, Hans - Fur all ich Kron

Barton, Anthony
Music From the Time of Richard I11
The York Waits
CDSDL364 (CD)
Saydi sc
1986
Anon. - La Spagna
Morton, Robert L'Homme Arm6
Anon. - Auf Rief ein huebsches Freulein
Anon. - Das Jaegerhorn

?
Capella Antiqua Munchen
SAWT 9439-B/6.41058 (LP)
Das Alte Werke
Dufay,G. - Kyrie Paschale Lux et Origo
Dufay, G. - Sanctus Papale, Kyrie
?
Prague National Museum of Historical
Musica Antiqua Wien & Cappella
SUA 10741 (LP)
Senfl, L. - Ich schwing mein Herz in Jammerston
Zanotti, C. - Dono licor a bat0
Massaino, T. - Canzona

Early Music Consort of London
S37449 (LP)
Angel
1974
Hassler - Intradas V & VII from Lustgarten
Susato - Basse dance dont vien cela
. .."

?
Musee Instrumentel de Brwelles
Musica Natica Wien
DNB 30.007 (LP)
M.I.B. (demo of the museum collection)
Susato - Allemande
Susato - Dansereye
Peurl, P. Paduan XXIX

Barton, Anthony
The City Musicke
The York Waits
BHCD9409 (CD)
Brewhouse Music
1993
Demantius, C. - Intrada decima
Hessen - Pavan: La Bataglia
Hessen - Pavan & Gaaliarda, Passamezzo
Hessen - Pavana: D'Eccelio
Anon. - Pavane & Gaillarde
Benicek, Bohumil
Viadana Sinfonie musicali Op. 18
Symposium Musicum Prague
VMS 2001 (LP)
Schwann-Musicum M undi
1981
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Bernard, Guy
Machicot, Jean-Luc
Missa de la Batalla Ecoulez; Motets
MN4 (CD)
Adda
Guerrero, Francisco - Missa de la Batalla Ecoulez
Guerrero, Francisco - Motets
Brandhoff, Ulrich
Hamburger Blaserkreis fur alte Musik
Pro Cantione Antiqua
2533 290 (LP)
Archiv
1974
Lasso, 0.- Penitential Psalms
Lasso, 0.- Miserere mei, Deus
Lasso, 0.- Domine, ne in furore tuo
Brandhoff, Ulrich
Hagge, Detlef
Lassus: Requiem, Magnificat, Motets
Pro Cantione Antiqua
770662 RG (CD)
Deutsche Harmonia Mundi
1971-1974
Lassus, 0.- Requiem
Lassus, 0.- Magnificat
Lassus, 0.- Motets
Bremer, Willem
In Morte di Madonna Laura
Huelgas Ensemble
SK 45942 (CD)
Sony Vivarte
1990
de'Servi, P - Crudeleacerba, inexorabile Morte
da Reggio, S. Nessun visse gia mai pui di me lieto

Bremer, Willem
de Rore: St. John Passion
Huelaas Ensemble - Van Nevel
2RC 7994 (CD)
Deutsche Harmonia Mundi
de Rore, C. - St. John Passion
Bremer, Willem
Italia Mia
Huelgas Ensemble
SK 48065 (CD)
Sony
1991
Fontanelli, Alfonso - lo piango (1603)
Bremer, Willem
Praet orius
Huelgas Ensemble
SK 48039 (CD)
Sony
1991
Praetorius, M. - Magnificat (161 1)
Praetorius, M. - Psalmer Davids (1623)

I

I

I

'I

Bryant, Ralph
Complete Cantatas JS Bach vol. 16 # 62,64
Concentus Musicus Wien- N. Harnoncourt
635306-2 (LP)
Telefunken Das Alte Werk
Bach, JS - Cantata 62
Bach, JS - Cantata 64
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
SKW 1 (LP)
Telefunken
Bach, J.S. - Cantata No. 2
Bach, J.S. - Cantata No. 4
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
SKW-7 (LP)
Telefunken
Bach, J.S. - Cantata No. 25
Bach, J.S. - Cantata No. 26
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
6 35 442
TeldedTelefunken
Bach, J.S. - Cantata No. 95
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
6 35443
Tel dec/Telefunken
Bach, J.S. - Cantata No. 99
Bach, J.S. - Cantata No. 101
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Leonhardt Consort
SKW 6 (LP) 835032ZL (CD)
Telefunken
Bach, J.S. - Cantata No. 23
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
SKW 8 (LP) 448229 MC (CD)
Teldec/Tele funken
Bach, J.S. - Cantata No. 28
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
635335 EX (LP)
Teldec
Bach, J.S. - Cantata No. 68

Bryant, Ralph
J.S. Bach Das Kantatenwerk
Concentus Musicus Wien - N. Harnoncourt
635558 EX (LP)
Teldec
Bach, J.S. - Cantata No. 105
Bryant, Ralph
J.S. Bach Das kantatenwerk
Contentus Musicus Wien - N. Harnoncourt
635578 EX (LP)
Teldec
Bach, J.S. - Cantata No. 120
Bryant, Ralph
J.S. Bach Das Kantatenwerk
Contentus Musicus Wien - N. Harnoncourt
635602 EX (LP)
Teldec
Bach, J.S. - Cantata No. 124
Bach, J.S. - Cantata No. 125
Canihac, Jean Pierre
Symphonie Sacrae 1629
Les Saqueboutiers de Toulouse
75234 (CD)
Erato
Schutz, H. Symphonic Sacrae 1629
Canihac, Jean-Pierre
Tarquinio Merula: Arie e Capricci a voce sola
E8503 (CD)
Astree
1992
Merula, T. - Folle 6 ben che si crede, 1638
Merula, T. - Su la cetra amorosa, 1638
Merula, T. - Un bambin che va alla scola, 1638
Merula, T. - Sentirete una canzonetta, 1638
Canihac, Jean-Pierre
Matharel, Philippe
Monteverdi Orfeo
Orchestre de L'Opera de Lyon - Corboz
NUM 75212 (LP) (CD reissue NUM 750292)
Erato
Monteverdi, C. - Orfeo
Canihac,Jean-Pierre
Matharel, Philippe
Machicot, Jean-Louis
Monteverdi Vespers
La Saqueboutiers de Toulouse
79336 (CD)
CBS
1981
Monteverdi, C. - Vespers (1610)
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Canihac, Jean-Pierre
Matharel, Philippe
Gabrieli Sacrae Syrnphoniae
Les Saqueboutiers de Toulouse
581245 (CD)
Adda
1990
Gabrieli, G. Suscipe clementissirne (1615)
Gabrieli, G. - 0Jesu mi dulcissime (1597)
Gabrieli, G. - Hoc tegitur (1597)
Gabrieli, G. - Canzon VIII (1615)
Gabrieli, G. - Diligam te Domine (1597)
Gabrieli, G. - Canzon prima (1615)
Gabrieli, G. - Hodie completi sunt (1615)
Gabrieli, G. - Canzon 4a
Gabrieli, G. - Canzon I11 (1615)
Gabrieli, G. -Jubilate Deo (1597)
Canihac, Jean-Pierre
Carceres, B.
Villancios & Ensaladas
Hesperion XX
E8723 (CD)
Astree
Canihac, Jean-Pierre
Fontana Sonatas
Clemencic Consort
200272 (CD)
Accord
Fontana, G.B. - Sonatas 9,14,4,1
Canihac, Jean-Pierre
Matharel, Phillipe
L'Art Del Saqueboute e Del Comet a Bouquin
Les Saqueboutiers de Roulouse
ARN 365051 Audivis AD045
Arion
Anon. - Suite Espagnole de la Renaissance
Gabrieli, G. - Canzon Primi Toni a 8
Gabrieli, G. - Canzon septimi toni a 8
Picchi, G. - Canzon XI & X
Grillo, G.B. - Canzon VII && V
Frescobaldi, G. - La Lanciona & Canzon per
Canihac, Jean-Pierre
Les sept paroles de Christ
Les Saqueboutiers de Toulouse
HMC 901255 (CD)
Harmonia Mundi
Schutz, H.- Magnificat
Canihac, Jean-Pierre
Venise au Siecle D'Or
Les Saqueboutiers de Toulouse
Rev 89001
Recidive

Canihac, Jean-Pierre
'
Villancicos
Les Saqueboutiers de Toulouse
ART 152 (CD)
Ariane

Canihac, Jean-Pierre
L'Art du Comet et de la Sacqueboute
Les Sacqueboutiers de Toulouse
ARN 36505 (CD)
Arion

Canihac, Jean-Pierre
Les Saqueboutiers de Toulouse
AV6112 (CD)
Audivis
Ingegneri, M.A. - Reponsorie

Canihac, Jean-Pierre
Matharel, Philippe
Machicot, Jean-Luc
Monteverdi - Vespro della Beata Vergine
Les Saqueboutiers de Toulouse
H M C 901247.48 (CD)
Harmonia Mundi
1987
Monteverdi - Vespers

Canihac, Jean-Pierre
Romances & Villancios
E8707 (CD)
Astree

Canihac, Jean-Pierre
Gabrieli Motets et Canzone
A D 308 (CD)
Adda

Canihac, Jean-Pierre
Guerrero Sacrae Cantiones
Hesperion XX
E8766
Astree
Canihac, Jean-Pierre
Morales Officium defunctor.
E8765 (CD)
Astree
Canihac, Jean-Pierre
Philippe Matharel
Victorfia Cantica Beatae
E8767 (CD)
Astree
Canihac, Jean-PIerre
Cancons Catalunya
E8758 (CD)
Astree
Canihac, Jean-Pierre
Cancionero Colombina
E8763 (CD)
Astree
Canihac, Jean-Pierre
Cancionero Medinacelli
E8764
Astree
Canihac, Jean-Pierre
Cancionero Palacio
E8762 (CD)
Astree

a

Canihac, Jean-Pierre
Villancicos
SCA 500 (CD)
Scalen
Canihac, Jean-Pierre
Charles D'Helfer Requiem
r s Toulouse
Les S a ~ ~ u e b o u t i ede
E 852 1 (CD)
Astree
1993
D'Helfer, Charles - Requiem Mass
L'Estocart, Pascal - D u fond de ma pensee
Lasson, Marthieu - In manibus Tuis sores meae
Canihac, Jean-Pierre
Matharel, Philippe
Ingegneri: Responsoria hebdomadae sanctae
Les Sacqueboutiers de Toulouse
AV 6112 (CD)
Auvidis
1986
Ingegneri, M.A.- Responsoria (1588)
Caudle, Theresa
Musik der Lutherzeit
069-46680 (LP)
EMI/Electrola
Dietrich - Christ ist erstanden
Stolzer - Melodia 8 (hypomixolydisch)

Canihac, Jean-Pierre
Cant de la Sibilla
E8705 (CD)
Astree
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Clymer, Richard
Klein, Linda
Herreid, Grant
Lundahl, Steven
Monteverdi Vespers and Madrigals
Grande Bande
523536W (CD)
Musical Heritage Society
1993
Monteverdi, C. - Vespers 1610
Lappi, Pietro - Canzona a 13 "La Monteverdi"
Viadana, Lodovico - Sinfonia "La Montovana"
.'

)1

Collver, Michael
Talner, Lee
Lakin-Thomas, Duane
Italia Music of the Renaissance & Baroque
The Guidonian Hand
KS 564 (LP)
Klavier Records
1976
Bendusi , Francesco - Incognita (1553)
Marini , Biagio- Sonata La Gardana (1617)
Cima, Gian Paolo - Sonata (16 10)

I

Collver, Michael
Island of St. Hylaion: Music of Cyprus
PAN
N A 038CD (CD)
New Albion
1991
Anon. Tousjours
Collver, Michael
Schutz Musikalishe Exequiem
Basel Ensemble
296342-2 (LP)
EM1
1979
Schutz - Psalm
Schutz Exequiem
.

.

Collver, Michael
Homage t o Johannes Ciconia
PAN
NA048CD (CD)
New Albion
1992
Collver, Michael
Kirk, Douglas
Biber Vespers
Studio de Musique Ancienne de Montreal
REM 31 1207 (CD)
REM
1991
Biber, H.- Dixit Dominus a 32
Biber, H. - Magnificat a 32
Tolar, Jan - Sonata V a 13
Schmelzer, Johann - Sonata XI1 a 7

I

Collver, Michael
Dean, Allan
0 Great Joy
Haward
NR 251 (CD)
Northeastern
1993
Hammerschmidt, A.
Cook, Richard
A Renaissance Christmas
Boston Camerata
TVS34569
Turnabout
Davenport, LaNoue
It Was a Lover and His Lass
New York Pro Musica
DL 9421
Decca
Peerson - Blow out the Trumpet
Dowland - Gryffith Galliard
Dean, Allan
Diversions
Calliope A Renaissance Band
D C D 112 (CD)
Summit
1987
Dufay - Rar Le Regard
Susato - Si par souffrir
Susato - Gaillarde
Dowland - Earl of Essex Galiard
Bassano - Divisions on Frais et gaillard
Dalza - Saltarello
Dean, Allan
Mase, Raymond
Alleluia: Choral Settings by M. Praetorius
New York Comet and Sacbut Ensemble
30021 (tape)
Newport Classic
1986
Praetorius, M.- Gelobet seist du, Jesus Christ
Praetorius - Von Himmel hoch
Praetorius -Puer natus in Bethlehem
Praetorius -Nun komm, der ist so fredenreich
Praetorius - Der Tag, der ist so freudenreich
Praetorius - in dulci jubilo
Dean, Allan
Calliope Dances: A Renaissance Revel
Calliope: A Renaissance Band
79039 (CD)
Nonesuch
1981
Praetorius - three voltas
Attaingnant - basse dance La Brosse
Henry VIII - Tander naken
Anon. - Basse dance Aupres de vous
Anon. - three bransles gay
Calliope (arrangement) - L'Homme Arme

Dean, Allan
Mase, Raymond
German Brass Music, 1500-1700
New York Cornet and Sacbut Ensemble
Ti-97 (LP)
Titanic
1980
Schmelzer - Music for a Carrousel
Pezel - Suite from Funffstimmigte blasende
Reiche, G - Fuga 18 & 4
Haussmann, Valentin- Suite (1604)
Praetorius - from Terpsichore
Franck, Melchior Newe musikalische Intraden
Isaac - A la bataglia
Stoltzer, Thomas - Melodia
Priuli, Giovanni - Canzona a 6
Praetorius, M. - Gelobet seist du
Brade, William - Pavane & Galliard
Dean, Allan
Mase, Raymond
Smith, Aaron
Venetian Music of the Piffari and Canzonas
New York Cornet and Sacbut Ensemble
FSM 68905 PAN (LP)
Pantheon
1983
Gabrieli, G. -Canzona a 7 #5 (1615)
Gabrieli - Canzona a 6 #3
Gabrieli - Canzona a 7 #7
Gabrieli - Canzona a 8 #12
Gabrieli - Canzona a 4 La Spiritata (1608)
Gabrieli - Canzona a 4 #2 (1608)
Grillo, Giovanni- Canzona a 8
Josquin - In te, Domine, speravi
Anon. El bisson, Galiarda, La comarina,
Anon. El Marchese di Saluzzo, la rocha fuso
Merulo, Claudio - Canzona a 5
Obrect, Jakob - Fuga
Dean, Allan
Mase, Raymond
E Viva Venezia
New York Cornet and Sacbut Ensemble
STLJ 71497 (LP)
Erato
1981
Vecchi, Orazio - E viva Venezia
Gabrieli ,Andrea- Ricercar duodecimo tuono
Gabrieli, Giovanni - Canzona a 6
Gabrieli, Giovanni- Canzona a 10
Gabrieli, Giovanni - Hodie completi sunt
Dean, Allan
Mase, Raymond
Smith, Aaron
Monteverdi Verspers
New York Cornet & Sacbut Ensemble
Ti 120-121 (LP)
Titanic
1980
Monteverdi, C. - Vespers (1610)
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Dean, Allan
P D Q Bach
Calliope
80295 (CD)
Tel arc
1991
Dean, Allan
Peter Schickele: Bestiary
Calliope
4066 (CD)
Vanguard Classics
Schickele, Peter - Quartet
Dean, Allan
Mase, Maymond
German Brass Music From the Baroque
New York Cornet & Sacbut Ensemble
N P D 85562 (CD)
Newport Classic
1992
Pezel, J. - Suite of Dances
Reiche, G. - Fuga 13, Sonatina 3, Fuga 18
Storl, J. - Sonata in D, Sonata in e
Scheidt, Samuel - Canzon on "Est-ce Mars"
Praetorius, M. - Suite of Dances
Scheidt, S. - 3 Dances
Speer, D. - Sonata in e, Sonata 4 sackbuts,
Speer, D. - Sonata 3 Sackbuts, Sonata in G
Pezel, J. - Suite
Reiche, G. - Fuga 4, Fuga 17, Sonatina 16
Brade, William - Canzon
Franck, Melchoir - Intada 78, Intrada 17
Dean, Allan
Renaissance Christmas Celebration
Waverly Consort
M34554 (LP)
Columbia
1977
Anon. - E la don don
Praetorius, M. - Corante, Volte, Philov
Praetorius, M. - In dulci jubilo
Anon. - Ein Kind Geborn zu Bethlethem
Anon. - Nun komn' der Heiden Heiland
Praetorius, M. - Est is ein Ros' entsprungen
Josquin, Des Prez - Ave Maria
Dickey, Bruce
Musicque de Joye
Hesperion XX
E7724 (CD)
Astree
1978
26 Dances and Recercares

Dickey, Bruce
Canihac, Jean-Pierre
Gabrieli-Guami Canzoni da Sonare
Hesperion XX
CDM 763141-2 (CD)
EM1 (reissue Reflex 065-45646)
1979
Gabrieli, G. - La Spiritata
Gabrieli, G. - Canzon a 5
Gabrieli, G. - Canzon VII a 7
Gabrieli, G. - Canzon XXVII a 8
Guami, Guseppe - Canzon XXIV a 8
Guami, Guseppe - Canzon La Guamina a 4
Guami, Guseppe - La Accorta a 4
Guami, Guseppe - Canzon XXV a 8
Dickey, Bruce
Canihac, Jean-Pierre
William Brade - Hamburger Ratsmusik
Hesperion XX
165-99 928/29 (LP)
Deutsche Harmonia Mundi
1983
Brade, Wm - 5 part dances and canzon 1609
Brade, Wm. - 6 part dances 1614
Brade, Wm. 5 part dances 1617
Brade, Wm. 5 part dances 1617
Dickey, Bruce
Canihac, Jean-Pierre
West, Jeremy (alto)
Vespro Della Beata Vergine - Monteverdi
Taverner Players - Andrew Parrott
DSB 3963 (LP)
EM1 Angel
1983-1984
Monteverdi, C. Vespers 1610
Dickey, Bruce
Harrison, Michael
Una Stravaganza Dei Medici: Intermedi 1589
Taverner Players - Andrew Parrott
067 EL 7479981 (LP)
EM1 Angel
1986
Marenzio, Luca - Intermedi I11 (1589)
Malvezzi, Cristofano - Intermedi I (1589)
Malvezzi, Cristofano - Intennedi V (1589)
Malvezzi, Cristofano - Intermedi VI (1589)

/

Dickey, Bruce
Affetti Musicali
Concerto Castello
1C 065-999 17 (LP)
Deutsche Harmonia Mundi
1981
Castello, Dario - Sonata decima terza 4-1629
Marini, Biagio - La Martinenga 1617
Marini, Biagio - La Orlandina 1617
Marini, Biagio - La Mama 1617
Marini, Biagio - La Soranza 1617
Castello, D. Sonata sesta a 2 -1621
Marini, BIagio Sonata seconda a 2 - 1629
Picchi, Giovanni - Canzon duodecima a 4
de Selma, Bartolomeo - Canzon sop. solo
Castello, Dario - Sonata decima quarta a 4

Dickey, Bruce
Renaissance music in Naples
Hesperion XX - Savall
7-49008-2 (CD)
Angel EM1 (reissue Reflex 1436291)
1984
Anon. - Zappay
Anon. - Viva,viva rey Fenando
Cornazano, Antonio - Figlie Guilelmin
Anon. - Amor que t'o fat hio
Ebreo, Guglielmo da Pesaro - Collinetto
Anon. - Dindirindin
Domenico da Nola, G - 0 Dio se verde chiaro
Ortiz, Diego - 1'1Re di Spagna
Ortiz, Diego - Salve Regina - Fantasia 1 & 11
Willaert, Adrian - Vecchie letrose

Dickey, Bruce
Caudle, Theresa
West, Jeremy
Nicholson, Graham
Gabrieli Canzoni e Sonate
London Cornett and Sackbut Ensemble
2533 406 (LP)
Archiv
1978
Gabrieli, G. - Canzon XI11 a 8 1597
Gabrieli, G. - Canzon I11 a 8 1597
Gabrieli, G. - Sonata Octavi toni a 12 1597
Gabrieli, G. - Canzon I1 Septimi Toni a 8 1597
Gabrieli, G. - Sonata VI Pian e Forte a 8 1597
Gabrieli, G. - Canzon I a 5 1615
Gabrieli, G. - Sonata XIX a 10 1615
Gabrieli, G. - Canzon IV a 6 1615
Gabrieli, G. - Sonata XI11 a 8 1615
Gabrieli, G. - Canzon VII a 7 1615
Gabrieli, G. - Canzon VIII a 8 1615

Dickey, Bruce
Canihac, Jean-Pierre
Samuel Scheidt Ludi Musici
Hesperion XX
065-30-943
Reflex
1978
Scheidt, S. - Intrada XXII a 5
Scheidt, S. - Paduan VI a 4
Scheidt, S. - Galliard Battaglia XX1 a 5
Scheidt, S. - Canzon Bergarn XXVI a 5
Scheidt, S. - Canzon Cornetto XVIII a 4
Scheidt, S. - Paduan 111 a 4
Scheidt, S. - Galliard XXV a 5
Scheidt, S. - Canzon XXIX a 5

Dickey, Bruce
Kammermusik am Hofe Kaiser Leopolds I
Concerto Castello
1C 069 1466971 (LP)
EM1 Reflex
1982
Ferro, Marco - Sonata VIII a 4 (1649)
Schmelzer, Johann - Sonata La Carolietta
Fux, Johann - Sonata in g a 4 K347
Ferro, Marco - Sonata XI a 4 (1649)

Dickey, Bruce
Virtuoso Ornamentation around 1600
Schola Cantorum Basiliensis
1C 165-99895/96 (LP)
Deutsche Harmonia Mundi
1980
Bassano, G. - Frais et gaillard (1591)
Bassano, G. - Susanne un jour (1591)
Rognoni, Richardo - Un gay bergier (1592)
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Dickey, Bruce
Sherwin, Doron
Heinrich Schutz - Symphoniae Sacre I (1629)
Concerto Palatino
ACC 9178/79D (CD)
Accent
1991
Schutz, H. - Symphoniae Sacrae I (1629)
Dickey, Bruce
Canihac, Jean-Pierre
Frescobaldi
Hesperion XX
9502 111 (LP)
Philips/Pol ygram
Frescobaldi, G. - Canzona 2 la Bernardinia
Frescobaldi, G. - Canzona 12 la Todeschina
Frescobaldi, G - Canzona 13 la Bianchina
Frescobaldi ,G. - Canzona 22 la Nicolina
Frescobaldi, G. - Canzona 26 la Moricona
Frescobaldi, G. - Canzona 31 I'Arnolfina
Frescobaldi, G. - Canzona 37 la Sardina

Dickey, Bruce
Sherwin, Doron
West, Jeremy & Kirk, Douglas
Dongois, William & Escher, Stephen
Morgan, Jonathan & Perry, Nicholas
G. Gabrieli: Canzonas,Sonatas, Motets
Taverner Players - Andrew Parrott
C D C 7 542652 (CD)
EM1
1990
Gabrieli,G. - Dulcis Jesu
Gabrieli, G. - Sonata pian e forte a 8
Gabrieli, G. -Jubilate Deo a 8
Gabrieli, G. - Sonata a14
Gabrieli, G. - Canzon a 12
Gabrieli, G. - Hic est filius Dei a 18
Gabrieli, G. - Sonata a 22
Gabrieli, G. - Miserere mei Deus a 4
Gabrieli, G. - Gloria Patri a 8
Gabrieli, G. - Canzon in echo duodecimi a 10
Gabrieli, G. - Auidite principes a 16
Dickey, Bruce
Sherwin, Doron
PalestrinaIBach
Concerto Palatino
CDC 754452 (CD)
EM1
1991
Pezel - Sonata a 5 (1670)
Palestrina - Missa sine nomine a 6
Reiche, G. - Sonatina #8
Reiche, G. - Fuga # 11
Reiche, G. - Sonatina #9
Reiche, G. - Sonatina #I5
Reiche, G. - Fuga #12
Reiche, G. - Sonatina #3
Bach, J.S. - Motet, 0Jesu Christ BWV 118
Pezel, J. -Sonata #12a 5
Dickey, Bruce
Virtuoso Solo Music for Cornetto
ACC9 173D (CD)
Accent
1991
Merula, Tarquinio - Sonata prima a 2
Bovicelli-Passagi on Angelus ad Pastores
Bassano - Passaggi on Caro dolce ben mio
Frescobaldi, G. - Canzona La Bernadina
Frescobaldi, G. - Canzona La Capriola a 2
Bassano, G. - Passaggi on Onques amour
Bovicelli - Passaggi on 10 son ferito ahi lasso
Fontana, G. - Sonata seconda
Rognoni - Passaggi on Pulchra es amica mea
Dalla Casa - Passaggi on Petite flew
Kempis, Nicolaus - Sonata per violin0 solo

Dickey, Bruce
Sherwin, Doron
Dongois, William
Tubery, Jean
North Italian Music for Cometto & Trombones
Concerto Palatino
ACC 8861 D (CD)
Accent
1989
Gabrieli, G. - Canzona 8 Duodecimi toni
Trombetti, Ascanio -Jubilate Deo
Usper, Francesco - Sinfonia a 6
Bassano, G. - Divisions on Tota pulchra es
Merulo, Claudio - Canzon 23 a 5
Trofeo, Ruggiero - Canzon decimanona a 8
Gussago, Cesarfio - Sonata a 4 La Rizza
Gabrieli, G. - Sonata con tre violin;
Gabrieli, G. - Canzon I1 a 6
Trombetti, Ascanio - Da pacem a 6
Viadana, Lodovico - Sinfonia La Bolognese
Gussago, Cesario - Sonata L'Onofria a 8
Bassano, G. - Divisions on Benedicta sit
Cavalli, Francesco - Sonata a 6
Gabrieli, G. - Canzon a 8 Prirni Toni
Dickey, Bruce
Sherwin, Doron
Sonate Concertate in Stil Moderno
Conceno Palatino
ACC 9058D (CD)
Accent
1990
Castello,D. - Sonata Decima Quarta a 4
Scarani, Giuseppe - Sonata Sexta a 2
Castello, D. - Sonata Ottava a 2
Scarani, G. - Sonata Decima Terza a 3
Scarani, G. - Sonata Decima Sexta a 3
Castello, D. - Sonata Duodecima a 3
Castello, D. - Sonata Decima Settima a 4
Castello, D. - Quarta Sonata a 2
Scarani, G. - Sonata Decima Quinta a 3
Castello, D. - Sonata Decima Terza a 4
Dickey, Bruce
Sherwin, Doron
La Morte d' Orfeo
Tragicomedia
8746147D (2) (CD)
Accent
1987
Landi, Stefano - La Mone d' Orfeo
Dickey, Bruce
Lassus: Patrocinium Musices
Concerto Palatino
8855D (CD)
Accent
1988
Lasso, Orlando di - Patrocinium Musices
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Dickey, Bruce
Ensalada
Hesperion XX
E7742 (CD)
Astree
Dickey, Bruce
Canihac, Jean-Pierre
Carroy, E.
Fantasies
Hesperion XX
E7749 (CD)

Dickey, Bruce
The Art of the Fugue
Hesperion XX
E2001 (CD)
Astree
Bach, J.S. - The Art the Fugue
Dickey, Bruce
Spanish Music Philip I1
Hesperion XX
Dickey, Bruce
Rappresentazione di Anima e Corpo
063-30 130131 (LP)
Reflex
1976
Cavalieri, E. - Rappresentazione di Anima e Corpo
Dickey, Bruce
Canihac, Jean-Pierre
Hesperion XX
2533468
Archiv
1981
Padovano, A. - Aria Della Battaglia a 8
Chilese, B. - Canzon in Echo a 8
Anon. - Pavana El Bisson a 4
Usper, F. - La Battaglia a 8
Gabrieli, G. - Canzon a 12 in Echo (1615)
Dickey, Bruce
Canihac, Jean-Pierre
Dongois, William
Monteverdi - Vespers
Hesperion XX
E8719 (CD)
Astree
1989
Monteverdi, C. - Vespers
Dickey, Bruce
Lope de Vega - Intermedios
E8729 (CD)
Astree

Dickey, Bruce
Libre Vermell
7-630712 (CD)
EM1
Dickey, Bruce
Sherwin, Doron
Effetti e Stravaganze
Concerto Palatino
Accent
1994
Dickey, Bruce
Schiitz - Christmas Story
Taverner Consort
067-EL2704281 (LP)
EM1
1985-86
Schiitz - Christmas Story
Dickey, Bruce
Early Music of the Netherlands vol.1
Concerto Palatino
EC 3987-2 (CD)
Emergo
1988
Obrecht, J. - Tstat een meskin
Josquin - Ut Phebi radus
Appenzeller, Bendictus - Buvons, ma comere
Sweelinck,Jan P. - Psalm 2 Pourquoi font bruit
Rore (Bovicelli div.) - Anchor che col partire
Utendal, Alexander - Tandem triumphans
Dickey, Bruce
Giaches de Wert: Musica Religiosa
Concerto Palatino
ACC 9291D (CD)
Accent
1992
de Wert, G. - Ego autem in Domino sperabo
de Wert, G. - Missa Dominicalis
de Wert, G. - Benedicta sit sancta trinitas
de Wert, G. - Gaudete in Domino
de Wert, G. - 0 Altitudo
de Wert, G. - Ascendente Jesu
de Wert, G. - Peccavi super numerum
de Wert, G. - Egressus Jesus
Dickey, Bruce
Sherwin, Doron
Early Music of Netherlands vo1.4
Concerto Palatino
EC 3984 (CD)
Emergo

Dickey, Bruce
Sherwin, Doron
Venetian Music for Double Choir
Concerto Palatino
ACC 93101 (CD)
Accent
1993
Willaert, A. - Lauda Jerusalem
Willaert, A. - Credidi, propter locutus sum
Willaert, A. - Ricercar X
Gabrieli, G. - In te Domine speravi a 8
Gabrieli, G. - Beata es virgo a 6
Gabrieli, G. - Sancta et immaculata Virginitas a 8
Gabrieli, G. - Canzon I11 a 6
Gabrieli, G. - Exultavit cor meum a 6
Gabrieli, G. - Sancta et immaculata Virginitas a 7
Gabrieli, G. - Benedictus es Dominus a 8
Gabrieli, G. - Hodie completi sunt
Dickey, Bruce
Lasso: Patrocinium Musices
Concerto Palatino
ACC 8855 D (CD)
Accent
1988
Lasso, Orlando di - Gaudent in Coelis
Lasso, Orlando di - Exsurgat Deus
Lasso, Orlando di - Confitemini Domino
Lasso, Orlando di - Ante Me
Lasso, Orlando di - Misericordias Domini
Lasso, Orlando di - Regnum Mundi
Lasso, Orlando di - Oculi Omnium
Lasso, Orlando di - Media Vita in Morte Sumus
Lasso, Orlando di - Agimus Tibi Gratias
Dickey, Bruce
Isaac: Geistliche & Weltliche Werke
Hilliard Ensemble
CDM7 63063 2 (CD)
EM1 Reflexe
1983
Dickey, Bruce
Sherwin, Doron
Mass of Thanksgiving
Tavernor Consort
49876 (CD)
EM1
Monteverdi, C. - Selva Morale (1641)
Scarani, Giuseppe - Sonate a 3 (1630)
Rovetta, Giovanni - Credo a 7 (1639)
Usper, Francesco - Sonata a 8 (1619)
Dickey, Bruce
Sherwin, Doron
Biber Vespers
Ton Koopman Ensemble
91725 (CD)
Erato
1992
Biber, H . - Vespers a 32

.

.
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Dickey, Bruce
Buxtehude Cantatas
45294 (CD)
Erato
Buxtehude - Cantatas
Dickey, Bruce
De Monte: Geistliche & weltliche Werke
Hilliard Ensemble
CDM7 63428 2 (CD)
EM1 Reflexe
1983
Dickey, Bruce
Lassus: Busspasalmen
CDS 7 4921 1 8 (CD)
EM1 Reflexe
1986
Dickey, Bruce
Staff, David
Schutz: Weihnachtshistorie/Praetorius: Motets
C D C 7 47633 2 (CD)
EM1 Reflexe
1987
Dickey, Bruce
Schutz: Der Schwanengesang
Hilliard Ensemble
CDS 7 49214 8
EM1 Reflexe
1985
Dickey, Bruce
Lasso Deutsche Lieder
Konrad Junghanel
MCB 91991 (CD)
Musica Canterey Bamberg
1991
Dickey, Bruce
Philippus de Monte en de Habsburgers
Currende Consort
1164 (CD)
Eufoda
1994
v-

Dickey, Bruce
West, Jeremy
G. Gabrieli: Symphoniae Sacrae I1
Taverner Players
Decca Flori legium
1978
Gabrieli, G. - Symphonieae Sacrae I1 1615

Dickey, Bruce
Sherwin, Doron
Biber: Missa Alleuja
Concerto Palatino
DHM 05472-77326 (CD)
Deutshe Harmonia Mundi
1994
Biber, H.- Missa Alleluja
Schmelzer, J.- Vesperae Solemnes
Schmelzer, J. - Sonata XI1 Sacro-profanus
Dongois, William
Della Madre de fiori- Scarlatti
Ryden
PCDOO2 (CD)
Prophone
Dudgeon, Ralph
Time Stands Still
Sonare
tape
Spring Tree Enterprises
1991
Dowland, John - Time Stands Till
Frescobaldi, G. - Canzona detta la Lamberta
Morley, Thomas - O h Mistress Mine
Ciconia, Johannes - Gloria
Anon. - A l'entrada del tens clar
Anon. - Virelai: Ad mortum festinamus
Dufay, G. - Donnes I'assault a la fortresse
Anon. Das Jagerhorn
Eichorn, Holger
Sonate & Canzoni
Musicalische Compagney
MTM 132 (LP)
Thorofon Capella
1974
Frescobaldi, G. - Canzona la Capriola (1628)
Frescobaldi, G. - Canzona la Bonuisia 1628
Frescobaldi, G. - Canzona la Tegrimuccia
Frescobaldi, G. - Canzona la Lucchesina
Frescobaldi, G. - Canzona la Nicolina1628
Frescobaldi, G. - Canzona la Bernardinia
Vivarino, Innocentio - Sonata quarta 1620
Cesare, Giovanni - Sonata La Giorgina 1621
Vivarino, Innocentio - Sonata prima 1620
Frescobaldi, G. - Canzona la Liparella 1628
Vivarino, Innocentio - Sonata terza 1620
Cesare, Giovanni - Sonata La Foccarina 1621
Cima, Giovanni - Sonata (2620) 1610

Eichorn, Holger
Musicali Melodie
Musikalische Comapagney
MTH 150 (LP)
Thorofon CapeHa
1975
Frescobaldi, G. - Canzona Aldogradina 1628
Bartolomeo, Padre - Canzona a due 1638
Frescobaldi, G. - Canzona La Nobile 1628
Marini, Biagio - Canzona La Foscarina 1617
Frescobaldi, G. - Canzona La Arnulfinia 1628
Cesare, Giovanni - Sonata La Gioia 1621
Cesare, Giovanni -Sonata La Augustana
Cesare, Giovanni - Sonata La Massimiliana
Frescobaldi, G. Canzona prima 1628
Cesare, Giovanni - Sonata La Hieronyma
Cesare, Giovanni - Sonata La Fenice
Eichorn, Holger
Emilio de' Cavalieri Rappresentatione
Capella Academica Wien
2708016 (LP)
Deutsche Grammophon
de'cavalieri, E. - Rappresentatione di Anima.
Eichorn, Holger
Confetti Musicali
.
Musicalishe Compagney
843112ZK ( CD)
Teldec
1985
Marini - Balletto & correnti a 3
Marini - Passacaglio a 3
Marini - Sonata prima a 3
Marini - Sonata seconda a 3
Marini - Sonata terza a 3
Cazzati - Balletto-Brando-Correnti a 3
Picchi - Canzona nona a 3
Uccellini - Sonata duodecima a 4
Fontana - Sonata no. 13 a 3
Mazzaferrata - Sonata settima a 3
Eichorn, Holger
Fiori Concertati
Musicalishe Compagney
844011 (CD)
Teldec
1983
Castello, D. - Sonata Nona a 3
Castello, D. - Sonata Ottava a 2
Castello, D. - Sonata Decima a 3
Falconieri, A. - Battaglia de Barbaso
Falconieri, A. - Passacalle a 3
Falconieri, A. - Folias echa para mi Seiiora
Falconieri, A. - Sinfonia-Gallarda-La Xaueria
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Eichorn, Holger
0 . Di Lassus - Missa Bella Super Amfitrit Altera
198476 (LP)
Archiv
1978
Lassus, 0.- Missa Bella super amfitrit altera
Lassus, 0.- Lauda Sion salvatorem
Lassus, 0.- Tristis est anima mea in Convertendo
Eichorn, Holger
Musikalishe Compagney
6.42825 (LP)
Teldec
Eichorn, Holger
Musikalishe Compagney
6.42851 (LP)
Teldec
Escher, Steve
Howard, Brian
Antonio Rigatti: Venetian Vespers of 1640
The Whole Noyse
9301CD (CD)
Skylark
1992
Grandi, A. - Deus in adjutorium (1629)
Rigatti, Giovanni - Dixit Dominus (1640)
Rigatti, Giovanni - Confitebor tibi Domine (1640)
Merulo, Claudio - Canzon vigesimaterza (1608)
Rigatti, Giovanni - Magnificat (1640)
Gabrieli, G. - Deus qui beatum Marcum (1597)
Escher, Steve
Howard, Brian
Lo Splendore D'Italia
The Whole Noyse
11 58602 (CD)
Intrada
1991
Antegnati, C. - Canzon La Maranda
Merulo, C. - Maria viro
Merulo, C. - O h se Quanto
Mortaro, Antonio - Canzon La Mortara
Frescobaldi, G. - Canzon Quinta
Guami, Gioseppe - Canzon La Guamina
Bargnani, Ottavio - Canzon decimasesta
Zanetti, Gasparo - Intrata del Marcheses
Zanetti,Gasparo - Balletto
Zanetti, Gasparo - La sua gagliarda
Zanetti,Gasparo - Gallaria d'amour e il suo Canaria
Gabrieli, G. - Canzon prima
Josquin, Desprez - De tous biens playne
Isaac, H. - La mi la sol
Rore, C. - Clamabat autum mulier
Guami, G. - Canzon La Todeschina
Merulo, C. - Canzon vigesimaterza

Hamada, Yoshimichi
Ductia
Catherina Early Music Consort
TGCS 160 (CD)
Kromhoorn (Sony)
1992
Anon. - Balam
Anon. - Lucente Stella
Anon. - Bransle

Fanciullacci, Paolo
Ischer, Robert
Lehmann, Patrick
Mandonico, Claudio
Firenze 1539
Centre de Musique Ancienne di ~ e n i v a
T C 53012001 (CD)
Tactus
1987-1988
Corteccia, F. - Ingredere
Corteccia, F - Sacro et santo Himeneo
Moschini, B. - I1 Tevero
Corteccia, F. - Ballo di satiri et baccante
Fanciullacci, Paolo
V. Ruffo: Capricci a 3 voci, 1564
Academia Strumentale Italiana
STR.33337 (CD)
Stradivarius
1993
Ruffo, V. - Capriccio 14
Ruffo, V. - Capriccio 10
Ruffo, V. - Capriccio 8
Ruffo, V. - Capriccio 20
Ruffo, V. - Capriccio 4

3

>

.

->

Hagge, Detlef
Ockeghem-Missa pro dufunctis, Josquin
Pro Cantione Antiqua London
2533145 (LP)
Deutsche Grammophon
Ockeghem - Missa pro defunctis
Josquin - Deploration sur la mort de Okeghem
Hagge, Detlef
J. Despres Missa L'Homme Arme Ockeghem
Pro Cantione Antiqua, London
415 293- (LP)
Archiv
1973& 1976
Josquin - MIssa L'Homme Arme
Ockeghem - Requiem Missa pro defuntis
Hagge, Detlef
Brandhoff, U.
Hamburger Blaserkreis fur Alte Musik
Pro Cantione Antiquae
25-21750-7 (LP)
Harmonia Mundi
Gabrieli, G. - Sonata Pian e forte
Gabrieli, G. - Three Motets (1597)
Lasso, 0.- Magnificat
Lasso, 0.- Two Motets
Hagge, Detlef
Brandhoff, Ulrich
L'Orfeo
Hamburger Blaserkreis fur alte Musik
2723043 (LP)
Archiv
1973
Monteverdi, C. - L'Orfeo

Hamada, Yoshimichi
Engel s-Gesang
Ensemble Ecclesia
F P D 0 2 7 (CD)
Tecla
1993
Anon. - Susani, Susani
Praetorius, M. - Puer natus in Bethlehem
Praetorius, M. - Es ist ein Rosentsprungen
Praetorius, M. - Dorftanz
Praetorius, M. - In dulci jubilo
Harrison, Ian
Sarband: Libre Vermell
R279080 (CD)
Mesa
1993
Anon. - From Libre Vermell
Herreid, Grant
0 Triumphale Diamante
Ex Umbris
Discobi
1995
Heyde, Herbert
Intraden
Capella Lipsiensis, D. Knolhe-Dir.
820399 (LP)
Eterna
1%3
Hassler, Hans Leo - Tantz Nr. 7
Immer, Friedemann
Bryant, Ralph
Baroque & Brass
Haarlem Trumpet Consort
6.42977M (LP)
~.
Teldec
Schmelzer, H. - Sonata a 7 (1662)
Speer, Daniel - 2 Sontatas a 5
Speer, Daniel - Sonata a 4
Immer, Friedemann
Westermann, Hans-Peter
Stradella- Sinfonie & Sonate
Capella Clementina
7313074 (CD)
Philips
Stradella - Sonata a quattro in D
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Impett, Jonathan
Trumpet Collection
Clarion Ensemble
CSAR 30 (CD)
Amon Ra
Monteverdi, C . - Et e pur dunque vero
Frescobaldi, G. - Canzona a canto solo
Katschner, Helmut
Schiitz Schwanengesang I & I1
Capella Sagittariana Dresden
10 049 & 10 050 (CD)
Capriccio
1983
Schutz, H. - SWV 482-493
Kirk, Douglas
Music in the Age of Leonardo Da Vinci
Ensemble Claude-Gervaise
MV 1022 (LP)
CBC Enterprises Radio-Canada
1987
Fogliano, G. - L'amour donna
Pesenti, M. - Dal lecto me levava
Domenico - Giloxia
Anon. - Canto di lanzi venturieri
Anon. - Canto dei capi tondi
Josquin - La Bernadina
Mouton, J. -James james
Kirk, Douglas
Nueva Espana
Boston Shawm & Sackbut Ens. & Boston
2292-45977-2 (CD)
Erato
1992
Anon. - Cum audisset Joannes
de Lienas, Don Juan - Lamentatio
Victoria, Tomas - Agnus Dei, Missa Ave Regina
Laird, Michael
Wilson, Iaan
Instruments of the Middle Ages & Ren.
Early Music Consort of London - Monrow
SBZ 3810 (LP)
Angel
Hermann ,Monk of Salzburg- Das Nachorn
Hermann, Monk of Salzburg- Der Trumpet
Frescobaldi, Girolamo - Canzone due canti
Manchicourt - Bicinium

I

I

Laird, Michael
Art of the Netherlands
Early Music Consort of London
SIC 6 104 (LP) (64215 EM1 CD)
Seraphim
1975
Isaac, H. - La Batadia
Josquin - Vive le Roy
Josquin - La Spagna
Obrecht, J. - Tsaat een meskin
Josquin - Tricinium
Josquin - La Bernadina
Obrecht - Ein frohlich wesen
Laird, Michael
Wilson, Iaan
Music of the Gothic Era
Early Music Consort of London - Morrow
415-292-2 (LP)
Archiv
1975
Leonin - Viderent omnes
Perotin - Viderent omnes
Roman de Fauvel - motets
Machaut, G. - motets
Machaut, G. - Hoquetus David
Laird, Michael
Wilson, Ian
Lumdsen (tenor)
Whiting, Graham
Monteverdi's Contemporaries
Early Music Consort of London - D. Munrow
S37524 (LP)
Angel
Mainerio - La Zanetta
Priuli - Canzona prima a 12
Grandi - 0 beate Benedicte
Laird, Michael
The Triumphs of Maximilian I
Early Music Consort of London - D. Munrow
ARG 728 (LP)
Argo (reissue Decca SA6)
1973
Senfl - Mit Lust tritt ich an deisen Tanz
Senfl - Das Glaut zu Speyer
Anon. - Turmchoral Christ ist erstanden
Senfl - Gottes Namen fahren wir
Senfl - Ach Eislein, liebes Elselein
Finck -Sauff aus und machs nit lang
Senfl - Ic weiss nit, was er ihr verhiess
Kreutzenhoff - Frisch und frolich wollin wir
Senfl - Was wird es doch

Laird, Michael
Wilson, Ian
Cristobel de Morales - Magnificat Motets
Pro Cantione Antiqua
2533321 IMS (LP)
Deutsche Grammophon
de Morales - Magnificat
de Mordes - Motet Jubilate Deo omnis terra
Laird, Michael
Wilson, Ian
Monteverdi Vespers
Early Music Consort of London - D. Munrow
SB3837 (LP)
Angel
Monteverdi - Vespro della Beata Vergine
Laird, Michael
Smithers, Don
Instruments of the Middle Ages and Ren.
VSD 71219120 (LP)
Vanguard
Holborne - Almain No. 57
Holborne - The Fairie Round No. 63
Laird, Michael
West, Jeremy
Staff, David
L'Orfeo
New London Consort- Philip Pickett
433 545-2 (CD)
L'Oi seau-Lyre
1991
Monteverdi, C. - L'Orfeo
Laird, Michael
West, Jeremy
Impett, Jonathan
Praetorius Dances
Philip Pickett New London Consort
D 153566(CD)
L'Oi seau- Lyre
1985
Praetorius, M. - Passameze CCLXXXVI a 6
Praetorius, M. - Ballet de soqu CCLIV a 5
Praetorius, M. - Volte du Tambau CXCIX a 5
Praetorius, M. - Volte CCXXXVI a 4
Praetorius, M. - Volte CCI a 5
Laird, Michael
Wilson, Ian
Music from the time of Elizabeth I
Hogwood
2 0 H 433-193 (CD)
L'Oiseau Lyre, London Decca

Laird, Michael
Whiting, Graham
J. Locke Music for his Mjesty's Sackbuts & Cor.
Academy of Ancient Music
507 (LP)
DSLO
Locke, M. - Music for His Majesty's Sackbuts
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Laird, Michael
A Florentine Festival
Musica Reservata
ZRG 602 (LP)
Ar go
Malvezzi, C. - 0 Fortunato giorno
Anon - Allemain
Anon.- Pavona : La Coretta
Anon. - Gagliarda: Giorgio
Anon. - Pavana: Forza d'Ercole
Anon. - In questo ballo
Anon. Noi ci vogliam partire
Anon. Bussa la perta
Laird, Michael
West, Jeremy
Harrison, Michael
Nieman, Paul (tenor cornett)
Danserye
New London Consort- Pickett
436- 13 1-2 (CD)
L'Oiseau Lyre
1991
Susato - Den IV Ronde
Susato - De Post
Susato - Recoupe
Susato - Tenor voer den discant
Susato - Pavane La Bataille
Susato - Den I11 Gaillarde
Susato - Le tout
Susato - La Morisqaue
Laird, Michael
West, Jeremy
Staff, David
Impett, Jonathan
Monteverdi: Vespro della Deata Vergine
New London Consort
425-823-2 (CD)
L'Oiseau Lyre
1990
Monteverdi, C. - Vespers
Laird, Miched (alto cornetto)
Lumsden, Alan (tenor cornetto)
Music of Guillaume Dufay
Early Music Consort of London
S60267 (LP)
Seraphim
Dufay - Missa Se la Face ay Pale
Mahicot, Jean-Luc
Josquin Messe Pange Lingua
Metamorphoses de Paris
68043 (CD)
Arion Am
1987
Josquin - Messe Pange Lingua

Mase, Raymond
17th c. Italian Trombone Sonatas
Ron Bonor (trombone soloist)
CD512214W (CD)
Musical Heritage Society
1989
Frescobaldi, Girolamo - La Nicolina
Matharel, Phillippe
Ars Antiqaue de Paris
S 60259
Arion
1979
Attaignant - dances
Montesi, Robert
Smithers, Don
Instrumental Music from Courts of Qeen Eliz.
New York Pro Musica
DL 9415 (LP)
Decca
Holborne, Anthony - The Fairie Round
Lupo, Thomas - Fantasia a 6
Coperario, Giovanni - Fantasia a 6
Holborne, Anthony - Galliard
Montesi, Robert
Davenport, LaNoue
The Renaissance Band
New York Pro Musica
DL 79424 (LP)
Decca
Praetorius, Michael - Suite of Dances
Isaac, Heinrich - A la bataglia
Lasso, Orlando - Hor che la nuova
Lasso, Orlando - Passan vostri triomphi
Montesi, Robert
Smithers, Don
Renaissance Festival Music
New York Pro Musica
DL 9419 (LP)
Decca
Susato, Tielman - Suite of Dances
Viadana, Lodovico - Canzon La Padovana
Gabrieli, G. - Canzon Septimi Toni a 8
Montesi, Robert
Josquin Des Pr6z: Missa Pange Lingua
New York Pro Musica
DL 79410 (LP)
Decca
Josquin - Fanfare for Louis XI1
Anon.- Heth sold ein Meisken
Anon. - Si J'ai Mon Arni

Montesi, Robert
XV Century Netherlands Masters
New York Pro Musica
DL 79413 (LP)
Decca
f
Isaac - In meinem Sinn
Isaac - La mi la sol
Obrecht - Missa Fortuna Desperata
Isaac - Donna di dentro
Montesi, Robert
Composer t o the Court & Chapel of Max. I
New York Pro Musica
DL79420 (LP)
Decca
Senfl - Wann ich des Morgens friieh aufsteh
Neunfoeffer, Frieder
G. Machault Messe de Nostre Dame, Motten
Capella anitqua Munchen - K. Ruhland
SAWr 9566-B (LP)
Telefunken
Machault - Motet, 0 livoris feritas

Otto, Joachim
Early Baroque Dance Music
Ulsamer-Collegium
2533 150 (LP)
Deutsche Grammophon (LP)
1971
Mainerio - Schiarazula Marazula
Haussmann - Tantz
Paduch, Arno
Reese, Rebecca
Alte Leipziger Blasermusik
Posaunen-Collegium Leipzig
LZ 1121 (CD)
RU.M. Records
1992
Pezel, J. - Sonata 1 (1670)
Reiche, Gottfried - Sonatina 22 (1696)
Reiche, G. - Sonatina 1 (1696)
Speer, Daniel - Sonata c-moll a 5 (1685)
Speer, D. - Sonata e-moll a 5 (1685)
Pezel, J. - Suite (No.60-64) (1685)
Reiche, G. - Sonatina No. 8 (1696)
Bach, J.S. - Choral from Kantata No. 38
Vierdanck, Johann - Sonata No. 27 (1641)
Lowe, J.J. - Canzone a 2 1664
Vierdanck, J. - Sonata No. 31 (1641)

Orlandi, Ugo
Mandonico, Claudio
Coradi, Domenico
Ottolini, Gianmario (alto)
I Guami da Lucca
Ensemble Paride e Bernardo Dusi
91F01 (CD)
Fone
1990
Guami, Gioseffo - Canzon La Lucchesina a 8
Guami, G. - Canzon Decimanona XIX a 5
Guami, G. - Canzon La Guamina a 4 (1601) ;
Guami, G. - Canzon vigesimaquarta XXIV a 8
Guami, G. - Canzon vigsimaquinta XXIV a 8
Guami, Francesco - Ricercare a due (1588)
Guami, Francesco - Ricercare a due (1588)
Padovano, Annibale - Aria della battaglia

Paduch, Arno
Resse, Rebecca
Orlando di Lasso "Viersprachendruck"
Blaser-Collegium Leipzig
C T H 2209 (CD)
Thorofon Schallplatten
1994
Lassus, 0 . - Unde revertemini a 8 (1573)
Lassus, 0.
- Quid estis pusilanimes a 4 (1573)
Honorabile est a 4 (1573)
Ein Eisel und das Nussbaumholz a 4
Audite nova a 4 (1573)
Nun guss dich Gott a 8 (1573)

Otten, Kees
Berger, Swen
Seraphim Guide to Renaissance Music
Syntagma Musicum of Amsterdam
SIC-6052 (LP)
Seraphim
Perotin - Alleluja nativitas
Anon. - Deus in adjutorium
Anon. - Ductia
Pesente - Gagliarda
Anon. - Das Jagerhorn
Machaut, G. - Motet Trop plus est belle

Paduch, Arno
Reese, Rebecca
Musik am Hofe erer von Bunau
Blaser-Collegium Leipzig
RK 9403 (CD)
Raumklang Sebastian Pank
1994
Groh, Johann - Paduana, Galliard (1604)
Hammerschmidt, A. - Paduana, Galliard (1639)
Hickmann, Esaias - Wie lieblich sind
Otto, Stephan - Siehe, meine Freundin (1648)
Selich, Daniel - Preise, Jerusalem, den Herren
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HISTORIC BRASS SYMPOSIUM
July 26-30, 1995 Amherst College, Amherst, MA
Symposium Coordinators: Stewart Carter, Jeff Nussbaum, Jeff Snedeker

REGISTRATION
FORM
S.end to: Historic Brass Society
148 West 23rd Street #2A N e w York, NY 10011 U S A
Tel/Fax (212) 627-3820 E-mail: jjn@research.att.com
Name:
Address::
Phone:

email:

Instrument:

[ I I plan to attend the Historic Brass Symposium on the following days (please indicate):
[ ] Sun, July 30
[ ] Wed. July 26
[ ] Thurs. July 27
[ ] Sat. July 29
[ ] Fri. July 28
[ I I will need housing in the Amherst dorm for the following nights:
[ 1 Tues 7/25
[ ] Wed 7/26, [ 1 Thurs 7/27 [ 1 Fri 7/28,
[ ] Sat.. 7/29
[ I $28 per night for single room
[ I $50 per night for double room
(Housing fees are payable t o Amherst College upon arrival at Symposium)

[ ] Sun. 7/30.

[ I I wish t o participate in the masterclass (list one instrument): cornetto, natural trumpet, natural horn, sackbut,
19th century brass
Name of work t o be performed:
(Music must be submitted before the Symposium)

[ I I am interested in taking private lessons (name teacher(s) you wish t o study with)
Private lessons are not part of the Symposium registrations fee, are to be arranged individually with the teacher,
and can be taken during the Free Time periods during the Symposium.

[ I I am interested in attending the week-long Amherst Early Music Workshop (July 30 - Aug.6) to study with Bruce Dickey
and Charles Toet. Please send information.
[ I I am interested in participating in the Modern Brass Session. This session will include information for modern brass players on how t o apply authentic performance practice techinques in modern brass instrument performance of Baroque
muslc.
[ I I wish t o display my instruments at the Instrument Makers Exhibition. Exhibition Fee: $50 (for full 5 days)

Symposium Fees:
[ I Symposium Registration:

[ I $50 current HBS Members, [ I $40 students members of the ITG and HBS
[ I $100 non-members
.

[ ] $30 current HBS Members
[ ]$50 non-members.
Non-Members: Join HBS now and save on the registration fee! Membership only $20, payable t o Historic Brass Society.
[ ] Special O n e or Two Day Symposium Registration fee:

Registration fee (payable t o Amherst Early Music, Inc.) is due by July 1st. After that date, there will be a $10 late charge.

[ I I wish t o make a tax-deductible contribution t o help offset the cost of the Symposium(checks to Historic Brass Society):
[ 1 $10
[ 1 $20
[ I other
Amount [ I $5
'

[ I I wish t o contribute items (music, books, instruments, CDs) for the HBS Symposium fund raising auction.
Items:
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