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PRESIDENT'S MESSAGE 

The HBS Symposium in Paris this past March was an absolute success. The concerts were spectacular, the lectures and discussion session were 

stimulating and of the highest intellectual level. However, this is not at all surprising. Quite frankly, this has become the norm at our HBS 

events. What was surprising, however, was the level of playing on the part of the students. Cornettist Jean-Pierre Canihac brought a large group 

of his students to perform early Baroque repertoire in a cornett and sackbut ensemble and the playing was just briliant! I overheard Trevor Her-

bert remark to Andrew Parrott that had he heard these young people twenty or twenty five years ago, he would have instantly signed them up to 

do concerts, recordings and radio broadcasts. They were that good. Unfortunately, Jean Francois Madeuf was unable to attend the symposium, 

but reports of his trumpet students' talents suggested a similar high performance level. The small glimpse we heard of the student horn playing at 

Hermann Baumann's masterclass also suggested the same. The teachers and students in France have much to be proud of and these developments 

speak well for the future state of early brass. It was heartening to hear such enthusiastic and skilled performances. 

Jeffrey Nussbaum 
President, Historic Brass Society 

The Historic Brass Society - 148 W. 23rd Street, #2A - New York, NY 10011, USA - Tel/Fax (212) 627-3820 
E-Mail: jjn@research.att.com 	www site: http://www.lunclahlcorp.com/hbs/ 	Steve Lundahl, HBS Webmaster 



FINANCIAL REPORT 
Historic Brass Society, Inc. 

Fiscal Year, January 1 - December 31, 1998 

Cash on-hand, January 1, 1998 

FINANCIAL TRANSACTIONS 

$120.00 

Dime Checking Account 
(plus cash transactions) 

Barclay's Account 

OPENING BALANCES $1,215.73 £2,367.01 

REVENUES (Earned) 
Membership Dues, Library Subscriptions 
(includes transfer from Barclay's) 

$15,238.07 £769.38 

Advertising Income $400.00 £72.00 
Back Issues Sales $494.00 £33.80 
Other (interest, sales items) $907.40 £59.74 

REVENUES (Unearned) 
Donations $105.00 
(Two cornetti from John McCann to Kiev Conservatory 

valued at $2000.) 

TOTAL REVENUES: $17,264.47 • £934.92 

OPERATING EXPENSES 
Journal and Newsletter costs $9,559.43 
Postage/Mailing $3,902.77 
Office Supplies and Photocopying $681.36 
Bank Fees and Charges $439.50 
Advertising $90.51 
Early Brass Festival and AMS expenses $1,957.99 
Telephone $1,294.60 
(Transfer to Dime Account) £3,062.68 
[Donation of two cornetti to Kiev Conservatory] 

TOTAL OPERATING EXPENSES: $17,926.16 £00.00 

NET FISCAL (LOSS)/GAIN ($661.69) £934.92 

CLOSING BALANCES, December 31, 1998 $198.54 £239.25 

Cash on-hand, December 31, 1998 $75.00 

Cumulative Financial Status, December 31, 1998 $273.54 $400.74 (£239.25 @ $1.675) 
$674.28 

Respectively submitted, Charlotte A. Leonard, Treasurer, Historic Brass Society, Inc. 

Note: When I took on the position of Treasurer, I enthusiastically created a column in my account books for donations. I only made two entries 
in this column. I would like members to consider making a small donation. Just a few people donating $20 each would help cushion the 
Society's finances. 
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Early Brass on the Map. 
An interview with Robert King, Paul McCreesh and Andrew Parrott 

by Susan Smith 

For the last 20 years the concert-going, 
record- and CD-buying public has 
listened to a slow but sure revolution in 
early music making. Like the Renais-
sance whose sounds inspired it, this 
modem rebirth has European roots. The 
HBS asked Susan Smith to talk to some 
key figures who now routinely use 
original instruments, especially "historic 
brass," to bring 16th and 17th- century 
music into the hearts and lives of 20th-
century listeners. She spoke to Robert 
King (director of The King's Consort), 
Paul McCreesh (director of The Gabrieli 
Consort and Players) and Andrew Parrott 
(director of The Taverner Consort and 
Players). All three have vibrant conduct-
ing careers outside the realms of early 
brass and beyond the early baroque. In 
these interviews, however, we kept 
largely to topics of direct relevance to 
HBS readers. The result is an inspiring 
collection of ideas which testifies to the 
rich variety of styles and approaches that 
make up the early music scene today. 

The comments collated in this article are 
drawn from three separate interviews -
one with each artist. On the one hand, I 
found that they share common aims, 
exploit similar opportunities, and 
encounter much the same problems; but, 
on the other hand, it is clear that they 
hold diverse opinions, have contrasting 
personalities, express a variety of ideals 
and aspirations, and possess some quite 
different ideas about their work and what 
it represents. It may be a little irreverent, 
but I hope I'll be forgiven for character-
izing the differences among them as 
follows. 

Robert King I thought of as a supremely 
talented chef, successfully combining the 
best ingredients into a dish finely tuned 
to his customers' tastes. His menu is 
stylish and imaginative, each course 
seasoned with magic and served with 
elegance and panache. 

Andrew Parrott brings to mind a highly 
specialized gardener - someone with 
immense knowledge, clear vision and 
enviable patience, preparing the ground 
thoroughly, and planting it with care. His 
creation has a life of its own: original, 
sensuous, colorful and growing richer by 
the day. 

Paul McCreesh is part architect, part 
interior designer. The gift of the architect 
is to allow new forms to escape from past 
traditions, to capture the ideas of the age 
and display them so people will notice. 
The gift of designer is to know what fits 
where and why, to begin with a big idea, 
and then search painstakingly for the 
materials, textures, images and patterns 
required to bring the room to life. 

Chef, gardener and architect: three skills 
indispensable to our understanding and 
appreciation of life; three people with an 
instinctive ability to combine shapes, 
style and colour into a whole far exceed-
ing the sum of the parts. Here's what they 
have to say about the world of early 
brass... 

What drew these key figures to the 
world of early music in general and 
towards early brass, in particular. Who 
and what had inspired them most? In 
many ways, and by virtue of their place 
in history, all three had been forced to 
plough their own furrow. 

AP: No single person or event sticks in 
my mind as a big influence on my work. 

PM: I always feel that what I've learned 
I've had to learn on the job, alongside my 
colleagues. 

RK: I am not sure that there is any 
single influence on my work... Apart 
from the fact that my parents played 
music to me throughout my childhood, I 
can't point to anything and say "that was 
the moment; that was the inspiration." 

Nevertheless, they acknowledged a debt 
to those who had gone before; and 
indeed to each other, and to those they 
work with... 

PM: One big influence on me, especial-
ly earlier on, was Andrew Parrott. When 
I set out, he was doing a lot of work in 
the field of historical reconstruction, 
which really interested me. I have huge 
respect for Andrew as a colleague —
especially his ruthlessly enquiring mind, 
and I admire his steadfast refusal to 
compromise. I suspect our musical 
personalities are quite different, as is the 
sound of our respective groups. Never-
theless, he has worked very hard on some 
fundamental issues around presentation, 
programming, pitch and so on. And I like 
to think these are issues I was in a posi-
tion to take forward. 

RK: The early 1970s were the heady 
days of David Munrow. He was on the 
radio all the time - every day, it felt like -
there were concerts and there seemed to 
be a new record coming out every month. 
So he was a huge influence. His books 
were so readable. There were a lot of 
books around at the time, but for some-
body who was 16 years old it was not 
very exciting to read a terribly studious 
tome in German, whereas Munrow's 
book - full of pictures and with records 
to go with it - was written in a very 
entertaining way, which made you want 
to go on and read more. 

Christopher Monk was also important. 
He was delightful and the bi-annual early 
music exhibition was one of the high-
lights of the year, because you could rush 
off and meet all your heroes. The people 
who made these instruments were so 
generous with their time and advice: 
Christopher Monk, Barbara Stanley, and 
Graham Linden-Jones come particularly 
to mind. My philosophy was, if you 
really want to put on a concert of Gabri-
eli canzonas, you've got to get people 
who can play the relevant instruments. 
So that's what I did, and working with 
people like Jeremy West from the very 
early days was wonderful. You learned 
so much. 

I was interested in the extent to which a 
pre-occupation with vocal music had 
paved the way towards the use of 
original instruments: 

AP: I turned to early instruments with 
the idea that they would help me learn 
more about vocal styles. Early vocal 
techniques are more elusive even than 
early instrumental techniques, because 
there is nothing concrete to go on. Some 
original instruments have survived; but 
nothing remains of original voices. 

Vocal and instrumental styles are closely 
related in the early repertoire, and I have 
never regarded them as separate domains. 
The idea was that instruments should 
aspire to the subtleties of the human 
voice, while the voice was regarded as 
the most perfect of instruments. Given 
my interest in the vocal styles and tech-
niques of this period, it seemed logical to 
turn to a group of instruments (cornetts 
and sackbuts) designed specifically to 
complement the human voice. 

PM: I also came to early brass through 
vocal music. The challenge has always 
been to make the instruments sound more 
vocal, and of course to make the vocal 
parts sound more instrumental. In the 
early days I always used to write the text 
under the instrumental parts. At first, 
people thought it was a bit over the top. 
But later, if I hadn't had time to do it, 
they would say things like "How do you 
expect us to phrase this if we don't have 
the words." The modern listener expects 
"brass" to sound loud with a lot of attack 
at the front of the note. But it's complete-
ly different when you move into the early 
repertoire (though the importance of 
vocal qualities in instrumental playing is 
not restricted to early music). It is impos-
sible to overstate the importance of 
making players aware of their vocal 
colleagues, and vice versa. 
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Once discovered, the distinctive sound 
world of original instruments proved 
decisive for all three musical directors: 

RK: I turned to original instruments to 
bring out the colors of the music. My 
first experience of early instruments was 
when I was about 12 and a chorister in 
St Johns College Choir, Cambridge. I 
was fascinated by 16th and 17th century 
instruments. I loved the sounds, and I 
loved the music, and by the time I was a 
teenager, I was totally hooked. The 
sounds are extraordinary: never bland; 
always vividly colorful. Eight sackbuts 
and a few cornetts can be so evocative: 
they can be softly sensuous or they can 
make your spine tingle and your hair 
stand on end! 

PM: The appeal of working with histor-
ic instruments for me is the possibility of 
accessing an extraordinary sound world 
that simply doesn't exist in modern 
orchestras. The sounds are unique. One 
might argue that modern trombones 
sound a bit like the sackbut, but there is 
simply no modern equivalent of the 
cornett. It makes a sound that is not 
available elsewhere. Moreover, the 
design of the instruments and the style of 
playing mean that you can create a well-
balanced and integrated ensemble. You 
can pit as many as eight or nine sackbuts 
against a single Renaissance violin, and 
you will still hear the violin. If you do 
that with modern violin and trombones, 
you are wasting your time. And if you 
work at the right pitch you can get a 
fantastic balance between voices and 
period instruments. The sounds are 
simply distinctive. 

I was pleased to learn how influential the 
cornett had been! 

AP: My first real encounter with early 
brass was in the very rare recordings of 
Don Smithers and Michael Laird playing 
cornett plus the odd live Musica 
Reservata concert (directed by Michael 
Morrow and including David Munrow). 
Although I can't say that it was early 
brass that drew me to early music, or that 
there was a particular "brassy event" that 
made me see the light, the revival of the 
cornett as an instrument played to a very 
high standard is one of the most exciting 
things to have happened during my 
career. 

Bruce Dickey's influence on the quality 
of playing has been considerable and I 
was pleased to have the opportunity to 
help get him heard in Britain. One of the 
key things is that unlike most other 
players (with the notable exception of 
Jeremy West) Bruce wasn't a trumpet 
player who played cornett as a sideline or 
with the basic techniques of trumpet 
playing. He took the cornett - both its 
practical and scholarly aspects - seriously 
in its own right. He discovered as much 
as he could about the repertoire and the 
technique, and in particular about styles 
of articulation and ornamentation; and he 

approached all this in a completely 
original way. The potential that this 
brought to the field, and which has been 
taken up by some of his students, for 
example Doron Sherwin and Jean 
Tubery, was unimaginable 30 years ago. 

Andrew Parrott (Photo: Zoe Dominic) 

PM: Right from the start it was the 
cornetto that impressed me too. I remem-
ber going to Manchester University when 
I was about 18. At the time, I was much 
more interested in 20th century music 
than in early music, which I hadn't been 
exposed to it at all. But two things 
happened to change this. One was 
discovering Renaissance vocal poly-
phony; the other was listening to the old 
Jurgen Jurgens recording (on original 
instruments) of Monteverdi's Orfeo. That 
put me onto the sound of the cornett. 
Now I have to say that cornetts were 
often played like a mating rhinoceros in 
those days. Nevertheless, there was 
something wonderfully eloquent about 
them, and when I heard the better 
players, I realized that this was an 
instrument of unique quality. My first 
memory of hearing the cornetto as a solo 
instrument is on one of Bruce Dickey's 
very early recordings where he played 
works by Castello and others. I remem-
ber thinking what a fantastically liquid 
sound he made. Then I began working 
with Jeremy West and his colleagues, 
and the rest is history. 

Reflecting on the early days makes one 
vividly aware of the challenge these 
pioneers faced. 

PM: When I was a student in Manches-
ter, there wasn't a lot of interest in 
cornetts and sackbuts, but there was the 
beginning of an interest in early music. I 
am a string player, and at first we began 
experimenting with strings. But then we 
put on the only concert in my entire 
career where I actually made a profit! 
With the arrogance of youth I risked half 
my student grant to put on Monteverdi's 
1610 Vespers with my own choir and a 
group of London players led by Jeremy 
West. After this, the Royal Northern 
College of Music became much more 

interested in the world of early brass! I 
can remember getting quite a buzz out of 
doing something as a student which 
everyone said wouldn't work, and then 
having 700 people packed into a church 
to prove them wrong. I still have a tape 
of it. It's full of things that I now regard 
as a complete travesty. But the thing 
about being 21 is that you genuinely 
believe you can do it, and that you can 
do it better than anyone else. 

About a year later we got together again 
and did a tour of North-west England 
playing Gabrieli. That was extraordinary. 
There were as many as 30 of us touring 
for a total fee of about £700. Even in 
1983, it wasn't a lot of money ... never-
theless, it enabled me to begin to develop 
work with larger groups of cornetts and 
sackbuts, together with my own choir 
(which by then was becoming male 
voice, which I think is important for this 
repertoire). This was the birth of the 
Gabrieli Consort and Players, although it 
took a further six or seven years to 
become even remotely commercially 
viable. 

RK: I was bold enough to put on a 
couple of concerts using original 
instruments when I was at school, in 
1977 or 1978. I remember writing to 
Christopher Monk and saying "I need 
cornetts for this and we can't afford 
Michael Laird and whoever the four 
cornett players in the world were at that 
time, but there must be some amateur 
players." There were; Brian Baker was 
one of them, and they turned up and 
played beautifully. 

I also remember vividly taking part in 
my first recording using period instru-
ments some six years earlier when I was 
a chorister. It was the Purcell Te Deum 
and Jubilate, and the Funeral Music for 
Queen Mary (it is still available on 
record). We used sackbuts, which were 
as near as they could get to flat trumpets 
at the time. As a consequence, just 
getting the right notes was often a 
challenge! For me, this was memorable 
not so much because people were using 
original instruments (which was, 
nevertheless, fairly extraordinary at the 
time), but because of the way these 
instruments colored the music. 

I wondered just how much had changed 
in recent years. 

AP: You will often hear it said that, in 
the early days, using original instru-
ments, especially the cornett, entailed 
greater risks than it does now. And to an 
extent that is true. However, in my 
experience, the idea that such perform-
ances were terrible and should never 
have been allowed is an exaggeration. If 
you bear in mind that these early players 
had no alternative to less-than-perfect 
instruments, and were working out both 
style and technique as they went along, 
you could argue that they were much 
better than we currently give them credit 
for. 
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On the other hand, you might say that 
p'1ayers today should be good, because so 
much of the groundwork has been laid. 
So while people often say that standards 
of playing are higher nowadays, for me, 
the key issue concerns the criteria by 
which we define those standards. It is 
easy to confuse technical fluency -
playing fast and high and not splitting 
notes, for example - with stylish, 
sophisticated playing. Technical accom-
plishment is important, but the main 
sense in which playing is better today is 
that it is more historically sensitive. 
Players increasingly understand what the 
aesthetic was that motivated a style of 
performance. 

PM: For me, what's changed in the last 
10 years is that whereas you once knew 
that putting 14 sackbuts on stage was a 
risk, now you know that you can put 14 
extremely good sackbut players on stage 
without worrying. Everyone in this field 
has worked terribly hard to raise 
standards: not just some conductors, but 
also players like Jeremy West and Sue 
Addison - both for themselves and also 
to bring on the younger players. As a 
result, there's been a great growth of 
interest in this area in Britain over the 
last decade. It's hugely exciting to see 
excellent new players emerging from the 
Colleges who can play really well, have 
appropriate role models, feel at home 
with the style, and know what to do. 

I've been working full time as a 
professional in this business for around 
I0 years. In that time, playing standards 
have undoubtedly improved but I don't 
think the best players are necessarily any 
better. You may have had to apologize 
for your cornett players in the 1960s,      but 
in the 1970s they were reasonable, and 
by the 1980s they were fantastic. What 
you've got in the 1990s is more fantastic 
players! How much better can playing 
get? 

When I first started, you could name 
perhaps three or four world-class players. 
Now you can think of, say, a dozen 
cornett players who are stunning. They 
must be as good as Bassano and his 

colleagues ever were - fantastic fluidity, 
tremendous understanding of ornamenta-
tion, glorious ability in terms of articula-
tion, speed, virtuosity. It's the same with 
the sackbuts. 

RK: I have often envied people like 
Giovanni Gabrieli and Claudio 
Monteverdi who had fantastic forces at 
their disposal and could write music 
brimming with comets and sackbuts 
because they had the players there. So it's 
tremendously exciting to be working in 
London at a time when standards have 
changed so much that I can now put 
together a 22-part Gabrieli canzona using 
local professionals who can really play 
the instruments. It's a great delight, it 
gives you more options to do things bet-
ter, and it is a process which has parallels 
across the whole of early music. 

AP: Of course, there is still a long way 
to go in some areas, for example with 
Bach and with clarino playing more 
generally. There are lots of people 
nowadays who can play these parts, but 
the basic idea of trumpets being soft in 
the high register - where they sound so 
beautiful - has not yet caught on. A lot of 
conductors, and audiences too, want 
trumpets to be loud and brassy and brash. 
That's what the public expects and that's 
what they think Bach's pieces with 
trumpets are all about. But I don't agree. 
Some players, for example, Crispian 
Steele-Perkins, understand this and are 
prepared to take risks and try new things. 
I am also prepared to take these risks, 
because experience tells me there is 
likely to be an advantage as well. For 
example, Crispian Steele-Perkins' sound 
is silky and soft in a recording I made of 
the Easter Oratorio (Virgin Classics, 
1994). I really felt with this that we were 
beginning to get somewhere. The playing 
is muscular and virile and all these 
adjectives that we like to use, but the 
sound is soft and sweet and the effect is 
magisterial. 

And clearly things will go on changing: 

PM: One of my aims is to take away the 
boundary around early music. For exam-
ple I want to do a concert of Schutz's 
Musicalische Exequien together with 
Brahms' Requiem. That's such a patently 
obvious piece of program planning -
putting together the only two German 
requiems, the later one heavily 
influenced by the earlier - that you'd 
think it would have been done a million 
times. Brahms edited a lot of the Schutz 
editions, and it is impossible to under-
stand Brahms without having a really 
firm knowledge of Schutz. Yet many 
modern conductors seem to avoid 
confronting that. Another project we did 
last year combined the music of Bruck-
ner and Palestrina. Again it is absolutely 
impossible to understand Bruckner's 
mature symphonic style, or his sacred 
music, without understanding Palestrina 
(and not just from our 20th century point 
of view, but also from a 19th-century 
perspective). This bridge-building is very 

much what I want to do. Drawing bound-
aries around early music is not the right 
way to go. You have to be historically 
aware, but this does not mean you have 
to be exclusive to a particular repertoire. 
I get annoyed when "symphonic" 
conductors regard us as the specialists -
we are the generalists! 

I couldn't resist the next question -
because I was genuinely interested to 
know - what do these pioneers of 
authenticity think about modern 
instruments. Would they be seen dead 
on stage with a 17th-century score and a 
20th-century trombone? 

RK: Good Lord, yes. I'm the most 
inauthentic authenticist. I don't use the 
word "authentic" for starters. I am the 
least hard-line person ever. I often work 
with modern instrumentalists, in 
symphony orchestras for example, who 
would think it was ridiculous if I asked 
them to use cornetts and sackbuts. I will 
be in Sweden next year doing Gabrieli 
and we will be using trumpets, 
trombones, French horns and tubas. 

To my thinking, it's much more 
important that people should play this 
music on the "wrong" instruments (by 
which I mean not so much "wrong" as 
instruments the composer didn't 
recognize) than not play it at all. The 
rather stuffy idea that if you don't quite 
know how to do it properly, you 
shouldn't do it at all, is absolutely alien 
to me. My line is "do it as well as you 
can with the resources at your disposal." 
If you can then go on to show people 
how much better it sounds when they use 
more appropriate instruments, then 
you've done your job well. 

Early music on period instruments is a 
big growth area in the music world, and 
professional players today have to be 
versatile to survive. If playing early 
music on modern instruments encourages 
this trend, it must be a good thing. 

PM: Obviously, I work with modern 
instrument orchestras. However, I've 
never done Gabrieli with modern 
instruments and I think I'd find it 
immensely tedious. It just seems to me 
that modern instruments are the wrong 
hardware - it's as blunt as that. People 
have an obsession with the "A" word -
with authenticity - but its not a question 
of whether we are authentic. It's a 
question of whether the way we play 
matches the style of the music. I spend 
my life trying to be stylish, but the 
question of being authentic doesn't pre-
occupy me in the least. We need to find 
the sounds, the styles and the colors 
which are appropriate to the music, its 
period and, increasingly for me, its 
philosophical and cultural context. 

As far as I am concerned using original 
instruments is purely pragmatic. I don't 
have any philosophical problem with 
playing Gabrieli on saxophones. The 
only problem is that, in my opinion, it is 
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very hard to get a worthwhile result. 
What I'm doing is not about authenticity; 
it is about recreating a sound world 
which is relevant to the music. If you 
play a Bach toccata and fugue with an 
orchestra, it automatically gives you a 
different historical association than 
playing it on a Baroque organ. It is the 
same with Gabrieli. If you play his music 
on modem brass you can't create a 
Renaissance sound world. The big 
paradox is that if you play your music in 
a way that is responsible and relevant to 
its historical period, then it becomes 
much more contemporary anyway. 

AP: This is an issue I feel quite 
strongly about. I do remember as an 
undergraduate performing pieces like 
Gabrieli's In Ecclesiis with modern 
instruments. At this time there weren't 
such things as cornetts and sackbuts so I 
had no choice. So, in those days I felt I 
had to compromise. However, from the 
beginning of my professional career, I 
used cornetts and sackbuts, and this 
decision relates to my reasons for being 
involved in early music, which is to learn 
more about the music and to try to 
understand it. 

It's natural for musicians to want to earn 
a reasonable living, of course, and for 
them to make compromises to this end. 
And if these were my main aims as a 
musical director, I would not object to 
the idea of using modern instruments. 
But while I hope to give pleasure to other 
people, and I do need to earn money, 
these are not the reasons why I'm in this 
profession rather than any other. I do this 
kind of work because I want to be 
involved thoroughly in the music; to find 
out what makes it tick. So if I believe 
that something was a convention of 
performance in the past, then I want to 
explore it in my own performances 
today. That's why I would not be inter-
ested in using modern instruments if a 
good group of cornetts and sackbuts were 
not available. For me personally, playing 
early music on modern instruments is a 
diversion. After all, I don't have to do the 
concert! 

I'm not saying that I never make compro-
mises. For example, the trumpets in the 
Bach recording [above] still had finger 
holes, and as long as I don't hear them, I 
don't mind; just as I don't care about an 
electric blower on an organ if I don't hear 
it. It's only when the use of finger holes 
makes everything sound too brittle, too 
focused, too crisply articulated that I 
begin to object. These modern sounds 
could not have been produced on the 
instruments heard by Bach. Yet there is 
no reason to think that Bach was any-
thing other than highly delighted with 
Reiche's playing, and this must have 
been articulated without the assistance of 
finger holes. So aesthetic judgements in 
Bach's day must have turned on other 
criteria. Bach must have been listening 
for something else - for a less distinct 
phrase; for a sound which is much more 
subtle and more allusive than that which 

at first appeals to the modern ear. It was 
not a priority to put every note under the 
microscope. The important thing was a 
gesture, an idea, the hint of something 
beautiful. 

Presenting early music to the modern 
listener, steeped in the traditions of the 
symphony and the concert hall, must be 
quite a challenge. 

AP: One reason I don't do many 
concerts in Britain is because I am 
reluctant to put early music into modern 
concert halls. We don't lack suitable 
venues here, but we do lack the 
machinery to make the right venues as 
commercially viable as the concert halls. 
I find it a positive block to my imagina-
tion to hear a sumptuous piece of Roman 
church music in the Barbican. It is not 
merely neutral: it undermines the 
experience. 

So while I've performed Orfeo in 
Flanders, France, Norway, Sweden, and 
the USA, when I was asked to do it in 
England as a Promenade concert, I 
declined, because I don't feel I can 
perform it to my own satisfaction in the 
Albeyt Hall. Orfeo was designed for a 
court room. In Norway I did it in a small 
former Masonic lodge with an audience 
of less than 200. It was the perfect set-
ting, and it proved to me that performing 
in the right context releases all sorts of 
ideas and emotions that are otherwise 
lost. You can really appreciate the 
bleakness of Orfeo's lowest moment if he 
does not have to shout "I am abandoned 
and at my wits' end" at the top of his 
voice! 

What I'm saying in effect is that the 
music itself is not enough to make a 
performance: the context in which it is 
performed and heard is crucial. As a 
consequence, I would rather make a 
recording than give a performance in a 
building which may guarantee a decent 
audience but which looks and sounds 
like a concrete bunker. With a recording 
you may be looking at the fridge or the 
cat but your mind can travel much more 
easily than when you are sitting in rows, 
needing to be quiet, not allowed out, and 
forced to watch people dressed in tails 
follow a strictly timed program with an 
obligatory drinks interval. If I am devis-
ing a performance, I want to use my 
imagination to put on an event that 
breaks out of those conventional lines. I 
want to recreate the sort of context which 
originally encased the music. This is why 
I turned to the idea of the reconstruction 
as a device to help people listen in 
context. 

While Andrew Parrott looks out for 
venues appropriate to the music, Robert 
King works to design programs around 
particular spaces. 

RK: Programming is the most difficult 
thing you do. I agonize over it. It doesn't 
matter whether it's for a classical 
performance in the Wigmore Hall, or a 

baroque program in a local church. I very 
rarely think, "Let's take this one off the 
shelf." I always think carefully about 
what I am doing, sometimes for weeks or 
months, and the promoters can't under-
stand it. But the reason is that I am trying 
to come up with a program that will 
precisely fit the limitations, the require-
ments and the expectations of the 
audience and the venue. You have to 
remember as a performer that you may 
have done a program 40 times before, but 
the public only come once, and that 
person in seat B7 has paid their money to 
see you. It may be the only time in their 
life they see you! Therefore they must go 
away having had a really good time and 
having enjoyed the performance and 
been interested by it. So we have a 
responsibility every night we go on 
stage. We are entertainers. 

A program must have a progression to it. 
It should never be like a cocktail party 
where you just have a little bit of this and 
a little bit of that, otherwise you go away 
at the end of that cocktail party feeling 
you haven't had a meal. And we should 
give people a meal! I am attracted to the 
idea of the reconstruction because it 
allows us the opportunity to do just this, 
as illustrated in my own reconstruction of 
the marriage ceremony between Venice 
and the Adriatic (Lo Sposalizio) which 
we took to the Albert Hall during the 
1998 Promenade Concerts. 

Robert King (Photo: Barney Cokeliss) 

Paul McCreesh is also ready to take 
cornetts and sackbuts into the Albert 
Hall, if it allows him to meet other 
musical goals. 

PM: To perform Gabrieli in front of 
seven and a half thousand people is a 
thrill. You have to pinch yourself. And 
even more so because we performed 
Schutz  in the first half. Normally in 
England, if you do a concert of Schutz, 
you get a couple of wizened old 
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academics, a couple of spouses of 
itinerant brass players, and your grandma 
in the audience. To have so many people 
sitting there listening to Schutz was like 
a dream, a complete miracle. 

The Albert Hall isn't the most appropriate 
venue for this kind of music, but I 
learned how to work with it. I can't 
remember how many players we had, but 
it seemed like an early brass convention, 
including 16 sackbuts, 10 trumpets. eight 
cornetts and a large choir. We had about 
80 people on the stage, which is at least 
twice as many as normal, and an offstage 
contingent too. We didn't actually double 
parts, but we had to have more players, 
and as Schutz himself suggested, we 
created additional choirs around the vast 
performing area. One simply has to be 
pragmatic - the Albert Hall is a huge 
building, and I wanted the music to work 
for people who had never listened to it 
before. 

The second half of this Promenade 
concert was the reconstruction of "A 
Venetian Coronation." So, by now, I was 
increasingly intrigued in where the idea 
of the reconstruction had come from, and 
also where it was going to. The standard 
was probably set by Andrew Parrott's 
Medici wedding project, which came out 
on record, radio and film. 

AP: Reconstructions are not necessarily 
an attempt to reproduce the ingredients 
of an entire event. The reason I have 
done, and will continue to do, recon-
structions is not so that I can say "it was 
done like that in the past." Rather it is 
because modern listeners need a context 
if they are to understand the music. A 
single piece of music - for example an 
instrumental sonata - would, in the 
Renaissance and early Baroque, always 
have formed part of a larger picture. By 
reconstructing this picture, I want to try 
and broaden my understanding of the 
background to each piece. 

Think of being in an art gallery. 
Paintings are a pleasure to look at, but 
the more you understand about why a 
picture was commissioned, who 
commissioned it, and what the story 
behind it is, the more you can appreciate 
it. The more you know about the 
circumstances in which the picture was 
produced - who it was painted for, how 
powerful they were, why they chose a 
particular subject, why that subject is 
treated in a particular way, and so on -
the more you can "see" when you look at 
the painting. This wider context teaches 
you to see the painting; it helps you 
appreciate and understand the art. This is 
the idea behind reconstructing a musical 
event. To create a richer, more historical-
ly grounded, way of listening. 

The Medici Wedding project did not, of 
course, have to be a reconstruction. The 
music survives as dots on the page. One 
could just go out there and play it. 
However the historical fact of the wed-
ding also presents us with a unique 

opportunity to listen to the music in 
context. It was a major event which 
involved some of the best composers of 
the day. It has survived precisely because 
it was such a major event. If we can 
listen to it as a major event, we are 
bound to appreciate the music more. 

Nothing you do with the program will 
affect the actual sound of the music. But 
it will affect the way you hear. We are 
very lazy these days, and expect music to 
be easy to listen to. Yet, a lot of things 

that aren't so titillating by 20
th 

century 
listening conventions are essentially what 
music from the past is about. To appre-
ciate them, we need to know how the 
music would have be played and heard in 
its day. We are always in our own time, 
but there is no reason why that has to be 
an advantage or a given. Reconstruction 
can help us change our ways of 
perceiving what something from the past 
was like. It can help train us to listen in a 
different way. This is not a dull academic 
exercise; it's an absolutely fantastic liber-
ation; a way of time-travelling in your 
mind, opening up new possibilities all 
the time. 

$o we have to rise to the challenge of 
more serious listening, and the recon-
struction is one way to tackle this. In 
particular, it is a way to ensure that 
listeners have the opportunity to 
appreciate all the music associated with a 
particular soundworld, not just the 
highlights. This means that even if one is 
"only" listening to the recording, you 
would have an idea of what,the spectacle 
was about; you would be thinking "this 
was an amazing event," not "this individ-
ual piece isn't very fast or loud or high." 

Recreating a context for listening to early 
music is not, however, as simple as it 
sounds. Contemporary descriptions 
provide details of instrumentation, but to 
interpret this is a big and scholarly task. 
Sometimes, for example, the descriptions 
were inaccurately written by amateurs of 
the time; and sometimes they were 
written by professionals who assumed a 
knowledge that we no longer have. 

The sheer logistics of putting a program 
together also creates huge problems. 
Even if you've got good performers 
doing good music with the right 
instruments and scoring and at the right 
pitches with the right style of ornamenta-
tion, you are still merely doing the 
soundtrack. My ideal was to combine 
sound with vision, and making the film 
of the Medici Wedding was an 
extraordinary opportunity to try to 
achieve this. 

Of course, you never have complete 
control over this kind of thing. We made 
certain principles as clear as we could 
and then had to leave the television 
people to get on with it. For example, in 
the 16th century, all the actors - the 
singers - would have had masks on. 
Modern producers, however, say that 

masks could never work because you 
can't see the expression on the singers' 
faces. Their approach begins with vision 
and fits the sound around it. My prefer-
ence, however, would be to think about 
what it might do for the music, for the 
aural spectacle, if the singers did have 
masks on. How did the masks function? 
Did they function in a way that didn't so 
much impede the singing as amplify it? 
What expressivity does the mask lend to 
the voice? What sort of drama does 
masking create? That's what I would like 
to have explored. 

PM: I love program planning, and 
developing the big reconstructions for 
which the Gabrieli Consort and Players 
have become so well known is the logical 
extension of that. The big secret of 
program planning is to find a vehicle that 
allows every kind of relevant piece to be 
heard - even that which is not climactic. 
One solution, especially with sacred 
music, can be reconstruction. 

The nature of this music, and the logic of 
reconstruction, began to make sense to 
me when I was looking at certain pieces 
by Gabrieli, and wondering when and 
where they would have been performed. I 
was very puzzled when I found a Trinity 
motet for instruments. You wouldn't 
expect this because the Doge was forbid-
den (for complex political reasons) to 
attend mass at the Basilica on Trinity 
Sunday. If the Doge was not there, his 
instrumentalists would also have been 
absent. The only time the instrumental-
ists, the Doge and a Trinity motet would 
have been in the same place at the same 
time was at the Doge's own Coronation, 
which, in Venice, was celebrated with a 
Trinitarian liturgy. What I had found, 
therefore, was a special Trinity motet for 
a special occasion. The idea of the 
Venetian Coronation - which was the 
first reconstruction we made - was born. 

By jumping through all these hoops, you 
gradually realize that a lot of this music 
is quite specifically part of a very great, 
very elaborate and very interesting ritual. 
And reconstruction is a device to ensure 
that we hear it in this context. Having 
said that, I have no problem at all in 
admitting that the reconstruction is a very 
good marketing tactic. We could have 
issued Venetian Coronation as Andrea 
Gabrieli's 16-part mass with selected 
motets from.... But while my mum would 
probably have bought it and maybe one 
or two of the players if they were feeling 
generous, I don't think it would have 
made its mark in the same way. You've 
got to have something that captures the 
public's imagination. 

Nevertheless, if our reconstructions work 
well, I do feel it's because I work so hard 
on the music. Although the 
reconstruction is only a small part of my 
musical personality, I like to think I have 
got a good eye for programming of this 
type. I think I understand the way that 
sacred music works; I've got a very 
strong feel for the liturgy, its forms and 
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its structures. I never ever start with a 
title and find the music to fit in. The 
theme comes from the music itself. 
Otherwise it doesn't work. 

RK: As I said earlier, I like the idea of 
reconstruction because it provides a 
program with a sense of progression. I 
have recently developed a Venetian 
reconstruction called Lo Sposalizio. We 
performed this in Vienna and France 
during 1997, and it was recorded early in 
1998. The original ceremony had two 
parts. First there would be a procession 
from the center of Venice, making its 
way, via a flotilla of boats, to the middle 
of the Lagoon. Then, after the Doge 
dropped a gold ring into the water, 
reaffirming the city's marriage to the sea, 
there would be a religious ceremony in 
San Nicolo (a church on the Lido). 

What this does programmatically is 
provide the opportunity for a 
performance with a secular first half and 
a religious second half. Moreover, it 
offers considerable flexibility. It is not a 
"set meal," so it is up to you as the 
restaurateur to choose what dishes you 
will put on the menu. The theme is 
Venetian, you know that particular 
composers were in fashion or that the 
Doge would have wanted to involve a 
particular star singer, but within this 
framework you can be imaginative and 
flexible. This appeals to me because it's 
all very well doing reconstructions but 
you have to remember that there is an 
audience which expects interest and 
variety. 

The result is that the first half of Lo 
Sposalizio is basically an alternating 
sequence of vocal then instrumental 
pieces. Here we have been as innovative 
as possible. There have been quite a 
number of these reconstructions so we 
wanted to put in some slightly unusual 
pieces which were carefully researched to 
fit the theme. The second half has a set 
order because we know the liturgical 
routines - the Kyrie comes before the 
Gloria, and so on. The whole program 
succeeds because it flows; it has a strong 
sense of direction, and this is the great 
appeal of reconstruction. 

Of all the reconstructions to date, it was 
Paul McCreesh's Venetian Coronation 
that first struck a chord with the more 
general listening public. What was so 
special about it? 

PM: Venetian Coronation put us on the 
map. It was the record of the moment. It 
was hugely successful and won several 
prizes. You can never know why a 
project like this becomes so successful: it 
was really imaginative; it broke into the 
non-specialist market; it had a concept 
which people could relate to; and the 
bottom line is that it is fantastic music. 

Although at the time the idea of recon-
struction was not new - they were doing 
them at the BBC before I was born - I 
like to think that the Venetian Corona- 

tion contained the sort of imagination 
required to bring the reconstruction out 
of the musicological closet and into use 
as a potentially exciting programming 
and marketing tool. 

The music for the Venetian Coronation 
evokes a huge ceremonial. In 
performance, however, these visual 
elements are played down. 

PM: If we were to do a full reconstruc-
tion, for example a film (which at some 
point we must), then of course we would 
put together the most fantastic ritual: a 
visual as well as an aural spectacle. We 
would get out all the relics, we know the 
costumes that Gabrieli's musicians 
played in, and we could make a wonder-
ful display. But of course you couldn't do 
all that in a concert. It would be a disas-
ter! What we do is use the buildings we 
play in to full effect, putting in proces-
sions, separating the choirs and so on. 
Apart from this, the visual element has to 
be understated, because in the end we are 
only performing one aspect of a huge and 
complex celebration. 

The Venetian Coronation is just one of a 
series of reconstructions which Paul 
McCreesh has directed with the Gabrieli 
Consort and Players. I took the 
opportunity to ask him where he felt the 
conductor or director fitted into this 
genre. After all, there is no real role in 
history for the one Paul McCreesh plays 
today, is there? 

PM: In some ways, at least during 
performance, the role of the conductor 
should be understated, if not anonymous. 
Indeed one of the things forcing me 
towards the more modern repertoire is 
that I have discovered, after about 10 
years in the business, that I really enjoy 
"real" conducting. In Renaissance music, 
much of my work is done in research, in 
program and concert building, in creating 
a style and so on. In many ways, I'd be 
happy to go home before the concert, but 
the reality is that we can't afford enough 
rehearsal time to make this possible. 

In theory, you don't need to conduct this 
music physically, but in practice, I think 
there is a strong need to interpret this 
music with a deep understanding of the 
structure, shapes and forms it fits into. 
Otherwise it can descend easily into a set 
of cliches. It needs care and love. It has 
extraordinary genius, but there are 
moments which need a shaping hand. 

Anyway, it is an early music myth that 
the conductor was invented around the 
time of Beethoven. The reality is that 
there were paid conductors at St. Mark's 
in the 17th century. They were almost 
certainly more "beat-relayers" than 
conductors, but the point is that if you 
were an instrumentalist at St. Mark's 
that's all you needed. You turned up and 
played your cornett, you had about 50 
years of repertoire to cover, and you only 
knew one style. Compare the life of those 
instrumentalists with people coming to 

do a session for me. They've got to cope 
with five other conductors over the year 
working in the same repertoire; and the 
other 200 days' work could take them 
into anything from Medieval to contem-
porary repertoire. The bottom line is that 
in that situation, I'm not surprised that 
people need the assistance of a conductor 
to work out what's stylish and what isn't. 

How much space do these big recon-
structions leave for the chamber-sized 
works that are so much a feature of 
early baroque writing? 

RK: Even in Lo Sposalizio we have some 
quite small-scale music and I am hoping 
to add more. One has to aim to balance 
everything up, for the simple practical 
reason that if the whole program is full of 
Christmas pudding with double cream 
and brandy butter you get a bit bored 
with rich food. Its a question of checks 
and balances. The thrill of driving at 150 
miles an hour (I presume - my car doesn't 
go that fast) is because it is an alternative 
to being stuck in the London traffic. It 
would cease to be exciting if you did it 
all the time. Likewise, you go skiing for 
two weeks in the year so that you can 
look forward to it for the other 50. And 
it's the same with music. A 22-part 
Canzona is thrilling, but if the whole 
programme were to be made up of 22-
part Canzonas, it wouldn't seem so 
special. 

PM: One of the weaknesses of the 
reconstruction approach is that you can 
miss out a lot of the smaller works. They 
tend to get lost in the big picture. If I 
were more active as a player, it might be 
different. Certainly, if I were a cornett 
player, I could imagine falling in love 
with Castello. As it is I'm a bass viol 
player, and the chamber end of early 
Venetian music just isn't my repertoire. It 
never will be. I find myself drawn to 
other things, and I think it's best to focus 
on what you can do, rather than move 
outside your expertise. However, I've got 
no philosophical argument against doing 
a well-planned program of extracts or of 
intimate vocal and instrumental pieces. 
There's nothing to stop us recording 
these and issuing a record of pieces we 
love but haven't yet done (which is one 
of the things we might actually do!). 

AP: Much as I love the idea of elaborate 
reconstruction, I also relish the art of 
creating good anthologies. For example, 
I have made three recordings of 
Gabrieli's vocal and instrumental music. 
In a way it's the opposite of doing a 
reconstruction. But I do think it's quite an 
art to do it in a way that doesn't simply 
result in a string of canzonas. The aim 
should be to give the anthology a sense 
of direction, to build up something that 
takes you from one piece to another. 
Additionally, in the case of the most 
recent Gabrieli anthology - which was 
linked with a symposium and designed to 
bring some of the best players of the time 
together - I wanted to create something to 
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capture state-of-the-art cornett and 
sackbut playing for that time. 

And what about the appeal of modern 
composition for early brass enthusiasts? 

RK: We have a great corpus of music 
that already exists, and it is obviously 
going to be the center of the business. If 
it so happens that modern composers 
start writing music that is good for these 
instruments, I would certainly be 
interested. My experience of most 
commissions for early instruments, so 
far, I am afraid, is very disappointing. 
There have been a few isolated very good 
pieces of work, but mostly modern 
composition has got nowhere near the 
standard of original works. Sometimes 
composers just don't know what the 
instruments do. You can get pieces that 
are virtually unplayable or so chromatic 
that they might as well go on modern 
instruments. Sometimes pieces are 
written by people who are just not very 
good composers; or if they are good, 
they haven't been inspired. It may also be 
that as a listener I just haven't understood 
what they are trying to do; but then I 
would say that the music is not approach-
able, and music has in the end to have a 
degree of approachability. 

Fretwork, the viol consort, have been 
very good at commissioning new work 
and have come up with some very 
interesting pieces by composers who 
have really got into their subject. Maybe 
if there is a composer who can really get 
into cornetts and sackbuts, and is an 
inspired person, something exciting will 
emerge. Of course, we need to remember 
that it's been the same with music 
throughout history. A lot of music has 
justly been lost. Only the good music 
was kept, and that will be the case in our 
time too. 

AP: The idea of new composition is a 
perfectly healthy one - always assuming 
that the composers concerned know the 
instruments as well as their forebears did. 
This, however, is not often the case! 

PM: I'm planning to commission a big 
piece for cornetts, sackbuts and voices. 
This is partly because I feel that the 
cornett, as a contemporary instrument, 
has so many possibilities. It can bend the 
notes in a way that no other instrument 
can.... It is also because there are certain 
generic concepts that come across in 
early brass: the marriage of vocal and 
instrumental sounds, the potential to mix 
voices and instruments, the idea of 
exploiting space and ritual. These are 
things I would think a contemporary 
composer would relish - if you can find 
the right one, you could end up with a 
very fine piece of music. And it offers 
me the chance to work with early brass in 
a very different way. 

During the course of the interviews, I 
was getting the strong impression that 
income could not be the bottom line 
where early brass was concerned So I 

asked about the commercial prospects, 
and about the highs and lows of 
working in this field 

AP: I may be able to persuade myself 
that there is no limit to my imagination, 
but I know for a fact that there is a severe 
one on my budget. 

RK: Music is a business and it's a 
market-driven economy. Early music is 
no different, although it has always been 
a particularly friendly business. The 
public is guided basically by what's on, 
so the people we are trying to reach are 
the promoters. You find out what they 
would like, you know what you are 
trying to do, and then there's this 
compromise in the middle which is what 
you offer them. I did a lot of early Italian 
music in the old days, and then there was 
a period where I did less of the cornett 
and sackbut repertoire. This wasn't a 
game plan as such. In fact, I very rarely 
plan anything to happen, because you 
cannot control the market. We have 
never not been offering early music 
programs like Schutz's Christmas story. 
If we don't perform it, it is because the 
promoters have not wanted it. Things are 
beginning to change for The King's 
Consort however, partly because the 
market place is changing and partly 
because I'm now in a position where I 
can exert at least some influence over 
what I do. 

PM: I'm fairly successful, but that 
doesn't mean I make a huge amount of 
money. The bottom line is that most 
early brass people, including conductors, 
probably do it more for love than cash. 
We can make a living out of it, but there 
are certainly easier ways of making 
money. Many players have to have other 
strings to their bow (or mouthpieces to 
their horn): teaching, instrument making 
and so on. We've made some extremely 
successful recordings but we are not the 
Spice Girls! 

One of the frustrating aspects of the early 
music business is that it is essentially a 
cottage industry with international 
pretensions. This frequently creates 
tensions. When we are on good form we 
can play this repertoire fantastically. The 
Gabrieli Consort and Players is a world 
class ensemble. But the other side of this 
is that we all have to live off our nerves 
all the time. And this is the aspect of it 
that sometimes causes my enthusiasm for 
the repertoire to wane. If you have time 
to work with the group and improve the 
performance, conducting Gabrieli is the 
greatest pleasure in the world. If you are 
there without quite the right people, and 
there isn't enough rehearsal time, and you 
are tired because you have been up since 
3 a.m.... and then if you have the oppor-
tunity to do something else that you also 
passionately believe in but which is well 
funded, there really is no contest. Under-
funding is one of the things that will pull 
me away from this repertoire. It has got 
to be funded properly. You can get too 
old for this lifestyle. 

On the other hand... 

RK: One of the big attractions of early 
music is the personalities and the atmos-
phere. We have just been on tour taking 
as one of our soloists a tenor who has 
done big work, he has sung at the 
Metropolitan Opera and everything. It 
was the first time he had been on tour 
with period instruments and at the end of 
the tour said he had had a great time. He 
actually rang up the manager here and 
said "It's the first time I've ever been on 
tour with an orchestra whose members 
were enthusiastic and weren't cynical and 
I do hope you will ask me back." And 
that's the period instrument world: by 
and large it's people who are doing it 
because they really want to do it; people 
who love playing their instruments and 
love talking about them. They don't just 
turn up at 10:30 and go away at 1:30. 
You can call Dave Staff at almost any 
time, and he will enthuse to extinction on 
fanfares. We had about two hours on the 
telephone just for three 45-second 
fanfares, and it was full of excitement 
and potential. That's what I like about 
this business and the people who work in 
it. 

PM: The rewards may be more spiritual 
than financial but they are important to 
me. Take for example the San Rocco 
reconstruction we did a couple of years 
ago. On the one hand there was the abject 
horror of trying to put on a filming pro-
ject in Venice in the middle of August 
with 70 people on nowhere near enough 
budget or time... The project was 
threatened with cancellation virtually 
every week for about nine months. When 
we eventually got there, it was incredibly 
hot and we worked immensely hard. The 
complete exhaustion meant that you 
almost forgot where you were. Then I 
remember during a performance thinking 
"Hang on Paul, you dreamed this up 10 
years ago, it's taken thousands of hours 
of preparation and you're actually 
standing here in the very building that 
Gabrieli wrote these great pieces for. 
You've just got to stop being exhausted 
and enjoy it!" 

There's always a tendency to worry about 
the problems rather than to celebrate the 
achievements. There is a lot of pressure 
in the business and it can tend to take 
over. But I had to stand back in Venice 
and say "this is fantastic, it's my dream." 
I'm not at all romantic about these things, 
but you have to force yourself to be 
focused and remember what's really 
important about making music, what an 
honor it is to play great music, how 
talented your colleagues are, what a 
marvelous venue you're in and what a 
great composer you are dealing with. 
You think you have heard it all, then 
another moment of genius, some 
fabulous feeling for color or sonority that 
you won't get anywhere else in music 
appears. And that's why we've got to 
keep performing this fabulous repertoire. 
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Cornetto and Serpent Makers Worldwide 
by Jeffrey Nussbaum 

This most recent installment in the on-going 
series on early brass instrument makers is 
the third article on cornetto makers and has 
been expanded to include serpent makers 
also. Five years have passed since my 
previous article, "A Survey of Modern 
Cornetto Makers: An Update," appeared in 
the 1994 HBSNL #6. The first of the 
cornetto maker articles was published in the 
1989 HBSNL #1 and was written by 
Douglas Kirk. A few new makers have been 
added and, of course, addresses, prices, and 
models are also updated. One maker, Tony 
Harris, has been omitted from the list as his 
current location or activities could not be 
ascertained. If readers have any information 
on Tony Harris or any other maker not 
listed, please send it to the Historic Brass 
Society. As was previously the case, makers 
were invited to send lists and descriptions of 
their instruments and, again, firms that 
make mass-produced cornetti have not been 
included. No attempt has been made to 
include subjective opinions or endorsements 
of these instruments, but, rather, the maker's 
descriptions have been included to help the 
reader. 

* Victor Aragon 
Fannacia La Teja, Carretera Trasandina, 

Sector San Rafael de Tabay, 
Merida, Venezuela 
Tel. 58-014-7415002 E-mail: 
<aragonvictor@hotmail.com>. 

Cornetto player Sandro Zara sent 
information about his fellow countryman, 
and relates that, because the workshop is in 
a little mountain village so far removed 
from modern life, visiting it is like a "near-
17th century experience." Victor Aragon 
lives near Merida, Venezuela, a beautiful 
town in the Andes with a long-standing 
woodworking tradition. Principally a gamba 
player and maker, he started making cornetti 
last year. They are based on the Christ 
Church cornetts and speak very easily, with 
a beautiful resonant tone. Aragon is experi-
menting with local hardwoods, principally 
nazareno, carreto, guatacaro, gayacan, and 
sapatero. The wood is beautiful, not at all 
slippery, and wonderfully crafted. Prices 
upon request. Messages and information can 
also be obtained by contacting Allessandro 
Zara, Apartado 14326, Caracas, 1011-A, 
Venezuela. Tel/fax 58-2-5763228. 
E-mail: <vientmus@cantv.net>. 

* Serge Delmas 
11 Rue des Primeveres, 60110 Meru, 
France. Tel./Fax 33-344-221110. 

Delmas has copied original instruments, but 
will make modifications to suit the needs of 
a player if requested. He applies his study of 
mathematics and early treatises on propor- 
tions to guide his work. He uses a wide 
range of wood including pear, apple, 
boxwood, West Indian boxwood, walnut, 
beam tree, true service tree, bubinga, 

Brazilian rosewood, rosewood, pernambu-
co, and Mozambique ebony. Instruments are 
covered either in black leather or parch-
ment. He employs a wide range of historic 
designs. Delmas makes mouthpieces of 
historical design or will make modifica-
tions. 

Mute cornetto 440 Hz: 3,500 Fr 
Comettino 440 Hz: 4,000 Fr 
Cornetto 440 Hz: 5,500 Fr 
Cometto 465 Hz: 5,500 Fr 
Alto cornetto 440 Hz: 6,000 Fr 
Tenor cornetto 440 Hz or 465 Hz: 9,000 Fr 

* Paolo Fanciullacci 
Via Machiavelli 39, Prato 59100, Italy 
Tel./Fax 39-0574-22807. E-mail messages 
can be relayed through a friend, Andrea 
Perugi, at: <perugi@dada.it>. 

In addition to his well-regarded cornetti, 
Paolo Fanciullacci is now also making a 
copy of an oboe da caccia. Prices are in 
Italian lire and do not include shipping 
costs. Delivery time is three months. 

Cornetto (in G) 440 Hz or 465: 1,800,000 
Comettino (in C) 440 Hz or 465: 1,300,000 
Alto cornetto (in F) 440 Hz or 465: 2,000,000 
Mouthpiece: 80,000 

*Henri Gohin 
16 rue Macaigne Fortier, 95650 Boissy 
L'Aillerie, France. Tel./fax 33-1-34669126 

All prices are in French francs before taxes 
(T.V.A. : 20.6%) 

Mute cornetto in A 440 Hz or 415 HZ: 2,500 Fr 
Mute cometto in G 440 Hz or 466 Hz: 2,500 Fr 
Straight cornetto in A 440 Hz or 315 Hz. 2,500 
Fr 
Straight cornetto in G 440 or 466 Hz: (alto) 
2,500 Fr 
Curved cornetto covered in leather or parchment 
in A 440 or 415 Hz: 4,500 Fr 
Curved cornetto covered in leather or parchment 
in G 440 or 466 Hz (alto): 4,500 Fr 
Straight cornettino in D 440 Hz or 415 Hz: 2,000 
Fr 
Curved comettino in D covered in leather or 
parchment 440 or 415 Hz: 4,000 Fr 
Tenor cornetto in D covered in leather 440 or 
466 Hz: 6,500 Fr 
Tenor cornetto in C covered in leather 440 or 466 
Hz: 6,500 Fr 
Mouthpieces in horn, ebony or boxwood for 
cornett in A or 0: 250 Fr 
Mouthpieces for tenor cornett: 300 Fr 
Mouthpieces for serpent: 350 Fr 

* David Harding 
56 Netherton Road, Appleton, Abingdon, 
Oxon. 0X13 5JZ England. Tel. 44-1865-
863673 

David Harding makes a plastic, molded, 440 
Hz serpent in C that is based on a French 
serpent of about 1750 (from the Shaw-
Hellier collection in the UK). The finish is 
hard but textured, and leather covering may 
be available in the future. The price of the 

serpent is £400 plus delivery costs. Delivery 
is normally from stock. 

* Jacques Leguy 
49 Avenue du Plessis, 92290 Chatenay 
Malabry, France. Tel. 33-1-43504499, 33-1-
46600706, Fax 33-1-43502100. 

Leguy is trained in the acoustics of music 
and has used this interest in his instrument 
design. He makes a wide range of Medieval 
and Renaissance wind instruments including 
cornetti. His instruments are at 440 Hz or 
465 Hz but at a slightly higher price he will 
design an instrument at any desired pitch, 
such as 415, 410, or 430 Hz, "whose 
tuning" Leguy states, "according to the 
mesotonical temperament, has been consid-
ered as 'perfect' by some." Instruments can 
be made of rare woods such as boxwood, 
lemonwood from Sri Lanka, red ebony from 
Madagascar, black ebony, or rosewood, 
according to supply. His leather design is 
described as "classical, with sheep-thinned 
skin, glued with a special glue used for 
bookbinding." The mouthpieces are usually 
made according to Mersenne's data: internal 
diameter 11.5 mm, 2.5 mm at the throat. He 
will also make wider mouthpieces up to 
13.5 mm at the client's request. Mouthpieces 
are made from horn, ebony, special 
palisander wood, or resin. A small supply of 
old ivory is available, but is not allowed to 
be exported to the USA. Prices include a 
mouthpiece in horn. Delivery time is one to 
two years according to instrument type. 
Payment is by check, in French francs, 
payable through a bank in Paris. Postage is 
additional. Of special interest to cornetto 
players might be Leguy's small 3-hole 
cowhorn, tuning in a', b', or c". Other horns 
can be made on special request. (Prices in 
French francs). 

Comettino in D' *: 6,000 Fr (lemonwood: 6,500 
Fr) 
Cornetto in A*: 7,000 Fr (lemonwood: 8,000 Fr) 
Tenor cornetto in D without key*: 12,500 Fr 
Tenor cornetto in C with key*: 15,300 Fr 
Mute cornettino in D' *: 2,500 Fr (exotic wood: 
3,500 Fr) 
Mute cornetto in A *: 3,700 Fr (exotic wood: 
4,600 Fr) 
Alto cornetto in F with key: — 5,200 Fr 

Instruments with an asterisk (*) can also be made 
at 460 Hz. 

* Philippe Matharel 
43 Rue de L'Avenir, 31500 Toulouse, 
France. Tel/Fax 33-561-262544. 

Philippe Matharel has in the past made fine 
wooden cornetts and currently is producing. 
from a mold, a plastic cornett pitched at 415 
Hz. Delivery time is two months. Price 3000 
frs (450 Euros). 
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* John R. McCann 
2938 E. 9800 St., Sandy, UT 84092 USA. 
Tel. 801 942-6173. Fax. 801 251-8031. 
E-mail: <JRMCornett@aol.com>. 
Website: <mccanncornetts.com>. 

John McCann is the only cornett maker 
living in North America. He has been 
making cornetti since 1959, and began 
making them professionally in 1975. His 
cornett in A (six-finger note) is an evolu-
tionary instrument based on historical 
examples, his own experiments, and sugges-
tions from leading players. Copies of 
specific historic instruments are also of-
fered. McCann's instruments are completely 
hand-crafted and made to the highest 
acoustic, craft, and aesthetic standards. 
Players selecting these instruments normally 
request his premium woods, either Central 
American boxwood or German plum wood, 
although black cherry and maple are 
available as a basic wood. Black cherry is 
used for all his larger instruments. The 
curved instruments are offered plain or with 
various degrees of leather decoration. The 
Venetian model instrument may be ordered 
with normal Venetian tooling or with 
elaborate Venetian tooling. These can be 
further beautified with sterling silver 
mounts for the mouthpiece and bell ends, 
although this does make the instrument 
heavy. Straight cornetts are made from plum 
and maple. Mouthpieces come in three 
styles, all made from horn; a normal acorn, 
an acorn with a slightly wider rim, and a 
cushioned rim (the last for trumpet players 
doubling in the cornett realm). 

McCann produces two instruments a month. 
He lavishes care on making a precise, 
smooth bore. He is working with Professor 
William Mathews, an outstanding cornett 
player and astrophysicist, on computer 
optimization of the cornett. Instruments 
come with mouthpieces and are at 440 Hz 
or 465 Hz. Prices are subject to change. 

McCann is currently working on a copy of 
Hamburg 203, an instrument in the Museum 
fur Hamburgerische Geschichte. Preliminar-
y results for this instrument have been quite 
encouraging, both in the original Cornett 
tone and in a Chorton. The former is a full 
step above a=440Hz; the latter a 1/2 step. 

In addition to his line of fine cornetts, John 
McCann has made fascinating specialty 
cornetts including the S-shaped. Crotalis 
Serpens, and his amazing "cornahawk." 
Changes for 1999 include the redesign of 
his cornettino, production of a mute cornett, 
production of a parchment-covered 
Venetian cornett, and the completion of his 
new Web site (see above). 

Cornetto, Venetian style, late 16th-early 17th c. 
(a-d") $780 

Cornetto, Venetian, late 16th c. A=440 Hz after 
Brussels 1208. Upon inquiry 

A=465 Hz after Vienna 4076, fingering after 
Virgiliano ca. 1600 - Upon inquiry 

Cornetto, German, 17th c. fingering after Speer, 
1697 (a-d") $780 

Straight cornetto, German 17th c. after original in 
Berlin (a-a"). $425 

Straight cometto, German early 16th c. after 
Nuremberg mural ca. 1520 (a-a"). $425 

Cornettino, German 17th c. (d-d"'). $500 
Alto cometto, German 17th c. after decorated 

original in Nuremberg (g'-g"). $1000  

Alto cornetto, 17th c. (wide bore) decorated; with 
key (f-f") $1,300 

Alto cornetto, 17th c. lysarden form (narrow 
bore) decorated, with key (f-a") $1,375 

Alto cornetto, 17th c. lysarden form (wide 
bore) decorated, with key (f-f'). $1,375 

Tenor cornetto, Venetian late 16th c. (A=465 Hz) 
after keyless, decorated original in 
Braunschweig (d-d"). $2,100 

Tenor cornetto, Venetian late 16th c. after keyed, 
decorated original in Verona (c-d"). $2,400 

Bass cornetto, 16th c. (G-a") - upon inquiry 
Special Requirements (additional cost). 
German plum wood for curved cornett ($50 

extra); Central American boxwood for curved 
cornett ($70 extra), Plum or boxwood for 
curved cornettino ($30 extra), Leather 
ornamentation for curved cornett or 
cornettino, German ($50 extra), Venetian ($70 
extra), Ornate Venetian ($100 extra). Sterling 
silver mounts - upon inquiry. 

Extras: Cornetto or cornettino mouthpieces 
(horn) ($65 extra), alto or tenor 
mouthpiece ($70 extra), nylon padded 
case for cornett (by Jean Cavallaro) 
($45), Historic leather cornett case - upon 
inquiry; hard case (several cornetts) hard 
case (tenor cornett - upon inquiry. 

* Christopher Monk Workshops, Jeremy 
West, Director, Keith Rogers, Craftsman 
30-32 Devonshire Road, Forest Hill, 
London SE23 3SR, UK. Workshop Tel/fax 
44-181-2916900. Jeremy West Tel. 44-181-
4730444. E-mail:<j.west@ic.ac.uk>. 

Jeremy West and Keith Rogers are carrying 
on the legendary work of the late Christo-
pher Monk. Keith Rogers is a master 
craftsman and Jeremy West is a leading 
cornetto virtuoso and director of His 
Majestys Sagbutts & Cornetts. All instru-
ments are pitched at A=440 unless stated 
otherwise. UK VAT must be charged on all 
sales within the European Community. 
VAT is currently 17.5% and is subject to 
change. Postage and packaging is extra. The 
Monk Workshops also makes a line of 
Baroque period oboes. 

In addition to the list of instruments below, 
in the last several months, two ivory 
cornetts of two-piece construction have 
been made at the Christopher Monk 
Workshops. One was commissioned by a 
player in Germany, and the second has been 
made for Jeremy West, who has already 
used it in part of a recording. As far as is 
known, these are the first ivory cornetts to 
be made for two centuries or more. (See full 
report in the News of the Field section.) 
Cornetti in ebony resin  - leather covered: 

Ex vat 	Inc vat 
Cornettino (c'-d"') 	£104 	£122.20 
SM Cornetto (g-d"') 	£124 	£ 145.70 
SS Cornetto (g-d") 	£134 	£157.45 
HP Cornetto (g-d"') at A=466 

£155 	£182.13 
The price of the resin instrument includes either 
3 acorn mouthpieces or 1 Michael Laird 
mouthpiece. Please specify. 

Cornetti in wood - leather covered: 
Cornettino (c'-d"') -- in preparation 
JW Cornetto (g-d') after various originals in 
rock maple or fruit wood: 

£510 	£599.25 
in English boxwood: 	£580 	£681.50 

JP Cornetto (g-d"') large bore model in rock 
maple or fruit wood: 	£530 	£622.75 
in English boxwood: 	£595 	£699.13 

HP Cornetto (g-d"') at A=466 after 17th century 
instrument formerly in the possession of the late 
Christopher Monk 

	

in rock maple or fruit wood: £510 	£599.25 
in English boxwood: 	£580 	£681.50 

AL Alto cornetto after various originals (f-c"') 

	

£595 	£699.13 

Straight cometti:  
Based on Praetorius in maple or fruit wood: 

	

£360 	£423 
in English boxwood 	£420 	£493.50 
(The price of the wooden cornetti does not 
include a mouthpiece.) 

Mute Cornetti:  
SP Mute cornett in sycamore (f-a") 

	

£270 	£317.25 
GK Mute cornett in 2 sections (g7a") in maple or 
fruit woods 	 £335 	£393.63 
in English boxwood 	£380 	£446.50 

Lysarden - leather covered: 
Tenor Cornett (C-c") usually in sycamore or 
maple 
SB Small bore after Norwich Museum 

	

£620 	£728.50 
LB Large bore after Galpin tenor with 1 key£725 

£851.88 
Serpents - leather covered: In sycamore (other 
hardwoods when available, prices on request) 
Soprano "Worm" in C (c' - c"') 

	

£ 495 	£581.63 
Tenor "Serpenteau" in C (C-c") 

	

£620 	£728.50 
BCD Serpent in D after Baudouin, c.1810 (D-d") 

£1,220 £1,433.50 
BCC Serpent in C after Baudouin, c.1810 (C-c"): 

£1,220 £1,433.50 
BCK Serpent in C after Baudouin, c.1810 (C-c") 
with 3 keys: 	 £1,380 £1,621.50 
with B key only 	£1,280 £1,504.00 
EM Military serpent in C after Pretty, c.1840 
with 3 keys: 	 £1,705 £2,003.38 
Anaconda - leather covered: In C after the only 
surviving original: 	£5,990 £7,038.25 
Crooks/bocals 
for bass serpent in C or D 	£70 	£82.25 
for tenor or soprano serpent -price on request 
How to Play the Cornett - tutor by Jeremy West 
£22 

* Graham Nicholson 
Van Hogendorpstraat 170, Den Haag, 
NL 2515NX, The Netherlands. 
Tel. 31-70-3898988. 

Graham Nicholson is a noted trumpet player 
and maker who has, on occasion, made 
cornetts. He currently makes two models - a 
copy of the Christ Church cornetts in 440 
Hz and a high-pitch version at 465 Hz. 
Nicholson has been examining instruments 
in Verona, Hamburg and other locations for 
possible reproductions. His work is charac-
terized by extremely fine craftsmanship. 
Prices upon request. 

* Bent Nielsen 
Stenbergsvej 32, Valby 2500 Denmark. 
Tel. 45- 36466686. 
E-mail: <bnil@post9.tele.dk> 

Bent Nielsen has been working on a new 
cornetto design for the past four to five 
years and reports that the result is an 
instrument that is very well in tune. He 
makes a cornetto covered in leather and 
pitched at 440 Hz as well as a comettino. 
The cornettino is also very in tune and has a 
large sound that is quite close to the sound 
and response of the regular treble instru-
ment. He uses apple or pear wood. His 
mouthpieces are made from African water 
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buffalo horn. The price is 30,000 Danish 
krona. 

*Nicholas Perry 
20 Queen Street, St. Albans, AL3 4PJ, UK. 
Tel. 44-(0)1727-866080. 

An active cornett player in the London early 
brass scene, Nicholas Perry makes a line of 
cornetts. 

1. Large bore treble cornett A=440 Hz: £350 
2. Round cross section treble based on Brussels 

1219 A= 460 Hz: £350 
3. Round cross section tenor, unkeyed, scaled 

from Rome 700, A= 440 Hz: £600 
4. Brass cornetts in two sections with chimneys 

and bassoon hand rest A= 440 Hz: £350 

Nick Perry reports that these metal cornetts 
started out partly as a way of experimenting 
with bore profiles, but it does seem to work 
very well and is closer in response to a 
wooden instrument than one would expect. 
After he made his first metal instrument 
Perry came across an article by Cristina 
Bordas in Revista de Musicolagia (Sept. 
1991) which contains a reprint of an 1892 
photograph of a very ornate bronze cornett 
without chimneys made in 1640 by Pedro 
Aldao. Aldao was the successor to Antonio 
de Selma Salaverde as curtal maker to the 
Spanish Chapel Royal. The cornett was part 
of the Barbieri Collection but was not sold 
to Brussels and seems to have disappeared. 

* Toni Romera 
C/Montsec 6, 08240 Manresa, Spain. 
Workshop Tel/Fax 34-93-8733718. 
E-mail <rb@romerabrass.com> 
Web cite: <http://www.romerabrass.com> 

Tony Romera is making custom cornetto 
mouthpieces and is working with Jean-
Pierre Canihac and Lluis Sole on mouth-
piece design. Boxwood custom cornett 
mouthpiece: 67 euros, Ox horn mouthpiece: 
73 euros. Romera is interested in working 
with players to custom design mouthpieces 
for the particular needs of the individual. He 
makes a full line of mouthpieces for natural 
horn, natural trumpet, and sackbut. Romera 
also makes mutes for modern brass 
instruments. 

*Lluis Sole 
C/Camp. Dels Cirers, 21 Baixos, 2, 08530 
La Garriga, Spain. 
Tel. 34-93-8716859. 

Lluis Sole explains that he is mainly a 
cornetto player and not a professional 
maker, but he has made a number of 
instruments, and will gladly make one upon 
request. He makes a treble cornett pitched at 
440, 460 or 415 Hz. He has also made a 
copy of an interesting double-curved treble 
cornett that is in the collection of the 
Toulouse Conservatory. Because the 
original is damaged it was not possible to 
determine the pitch of the instrument. Soles 
copy reveals that it is pitched at 460 Hz. He 
reports that the bore profile at the bottom of 
the instrument is very wide (10 cm) and the 
low notes are extremely rich and full. The 
upper register from g" and above requires 
fingering that is different from normal treble 
cornett fingerings. Prices upon request. 

* Robb Stewart 
140 E. Santa Clara Street #18, Arcadia, CA 
91006, USA. Tel. 626 447-1904. 

Robb Stewart is a noted restorer and maker 
of 19th century brass instruments many 
different keyed bugles, ophicleides, 19th-
century rotary valve and other brass 
instruments. While not the main thrust of 
his focus, Robb Stewart has made one 
model of a metal serpent that is based on the 
instrument in the Shrine to Music Museum. 

* Siem van der Veen 
Kerklaan 3, 9251 Le Burgum, The 
Netherlands. Tel. 31-511-462659. 

1. Treble cornetto, wide bore, based on the Christ 
Church instruments, bound in leather. A= 440. 
In plum wood, 960 guilders. 

2. Treble cornetto, narrow bore, based on various 
Italian and German instruments, bound in 
leather. A-110 or 466. In plumwood, 960 
guilders. 

3. Comettino in D, bound in leather. A= 440, 745 
guilders. 

4. Mute cornett in A or G. A= 440. In plum, pear 
or boxwood. 735 guilders. 

5. Alto cornetto in F (lowest note G) 1,100 
guilders. 

Mouthpieces are made in synthetic material 
or horn. Mammoth ivory is also occasion-
ally available. Delivery is from immediate 
delivery to four months. Instruments in 
boxwood 120 guilders additional. 

* Roland Wilson 
Emilstr. 35, Köln, D-50827 Germany. 
Tel. 49-221-5303180, fax 49-221-5303191. 

Cornetto virtuoso Roland Wilson is also the 
director of the ensemble Musica Fiata and 
has been involved in cornetto making since 
the 1970s. He has conducted a study of both 
playing and measuring in detail about 150 
original instruments. He explains that the 
bore designs, whether they are based on a 
particular original or not, adhere to histori-
cal principles without any compromises. All 
curved cornetts are hand-carved from air 
seasoned woods, usually plum for smaller 
instruments and pear for the larger cornetts. 
They are covered with parchment and 
tooled in the Venetian style, except for two 
models, 3 & 9, which are covered in leather. 
Delivery time is 6-12 months depending on 
the model. Special requests can be made for 
instruments at any pitch between 440 and 
490 Hz. 

Treble cornetts  
1. cometto - 466 Hz - After a Venetian 

instrument now in Hamburg. This instrument 
has a wide dynamic and sound-range but 
requires a strong embouchure - DM 1,600 

2. cornetto - 466 Hz - After a small-bore 
Venetian instrument in Vienna. Offer an easy 
high register but not as full toned as #1. DM 
1,600. 

3. cornetto - 466 Hz - A narrow-bore German 
cornett useful for late 17th-century music 
requiring continual high and loud playing -
DM 1,600. 

4. cometto - 490 Hz - A whole tone higher than 
modem pitch and a minor third above A= 415 
Hz, allowing the correct transposition of many 
late Baroque works. - DM 1,500. 

5. cometto - 440 Hz - A small-bore instrument 
after an original in Brussels - DM 1,700. 

6. cornetto - at 440 Hz - A medium-bore Italian 
cornett based on an instrument in Verona. -
DM 1,700. 

7. cometto - 440 Hz - Copy of the Christ Church, 
Oxford, instrument (large-bore). DM 1,650. 

8. cornetto - 415 Hz - The correct procedure for 
playing at this pitch is to transpose! Some 
customers have, however insisted on having a 
cornett at this pitch, and it works very well. -
DM 1,800. 

9. Renaissance cornetto - 466 Hz or 440 Hz - An 
early Renaissance instrument with a very wide 
bore and a different sound for music around 
1500-1570. - DM 1,800. 

New research shows that 16th-century vocal 
music was often performed a tone lower than 
organ pitch in Italy. Renaissance cornetts were, 
therefore, sometimes built at a= 415, so I am 
working on a Renaissance instrument at this 
pitch, although there are no surviving originals. 
Alto cornetts Wide-bore cornetts pitched a tone 
lower than trebles. These are very useful 
ensemble instruments and essential for many 
works by Schutz and Gabrieli. These alto 
instruments can be made with one or more keys 
to extend the range to F or lower. 
10. alto cornetto - 466 Hz - After an original in 

Vienna. - DM 1,800. 
11. alto cornetto - 440 Hz - After an original in 

Nuremberg. - DM 1,900. 
Alto cornetts can also be made with a key to 
extend the range to f (single curve like treble 
cornett or S-form like tenor both available). 
Cornettini - Quartzinken - scaled from an 
original instrument in Linz which plays at a= ca. 
452. 
12. at a'=466 DM 1,225 
13. at a'=440 DM 1,275 
Sekundzinken at a=440 see Nr. 4 
14. at a'=466 (=Terzzink at a= 440) DM 1,450. 
15. Terzzink at a'=466 (=Quartzink at a=415) 

DM 1,380. 
Tenor cornetts  
16. at a'=466 with a key for the low c after an 

original in Verona. DM 2,750. (keyless 
version DM 2,425). a=440 versions + DM 100 

17. tenor cornett in D (440 or 466) one tone 
higher than standard tenor (lowest note e 
without key or d with key). DM 2,550 with 
key, DM 2,225 without key. 

Bass cornett 
18. An octave lower than a treble with a key for 

low G. DM 3,600. 

* Romano Zolss 
Frankenau 7, A-7361, Austria. 
Tel/Fax 43-2615-87626. 

With the aid of x-ray photography, Romano 
Zolss makes copies and modified copies of 
instruments in the Nuremberg Museum and 
the Vienna Museum. His curved instru- 
ments are made in pear wood and covered 
in leather. The mute cornetto and straight 
cornetto are made in maple. Delivery time is 
approximately one month. The pitch of 
instruments is at A=440 or 465 Hz if 
requested. Mouthpieces are made from 
various substances including ivory (a small 
quantity is available) or so-called "nuclear 
wood" plastic. All prices are upon request. 
His main activity is currently that of organ 
builder. 

Cometto in A; Alto cornetto in G; Straight 
cometto in A; Mute cornetto in A 
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