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Three years ago, I was saddened to 
read about the death of Walter 
Bergmann, one ofthe most important 
figures on the recorder scene after 
World War II, and a man who meant 
a great deal to me in my life and 
career. It was odd to see his name 
written in the London Times obituary 
as "Mr Walter BerJ!,mann ." To the 
amateur recorder players he worked 
with so much, he was always Dr. 
Bergmann. (His doctorate was not 
in music, but in law, a subject he 
practiced for a numher of years in 
Germany before the war.) He always 
insisted on me, 45 years his junior, 
calling him Walter. The two versions 
(~r the name-the lawyer 's and the 
friend '~symholize what I valued 
mo.,,-t ahout him: on the one hand, his 
enormous knowledge, meticulous
ness, industry, c(JuraRe, and resour
ce/it/ness; on the other, his warmth, 
concern, collegiality, and mentor
ship. Others have written ahout his 
recorder classes and his involvement 
with amateur recorder players as 
teacher, conductor, arranger, and 
accompanist. Here I would like to 
emphasize his contributions as 
editor, author, and mentor. 
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I 
EDITOR 


Growing up in Germany , Walter 
studied the piano and the flute . 
When he was forced to flee to 
England in 1939, with a suitcase of 
books, music and a flute, he found his 
legal qualifications useless , but his 
musical accomplishments stood him 
in good stead. He found work as a 
packer at Schott's, the London music 
publishers, and began to learn the 
business from the ground up. Soon 
he was appointed editor in charge of 
their recorder music. From what he 
told me, he approached this task 
cautiously, testing the market to see 
what would appeal to the public and 
for ever restraining his desire to 
promote the music he loved beyond 

what the market would bear. 
In the beginning, he sometimes 

risked publishing only a few move
ments from a piece or one piece from 
a set. For example, of the set of six 
recorder sonatas of Francesco Bar
santi, which he believed to be (with 
Handel 's) the greatest written for the 
instrument , he brought out only 
three , one at a time. How disap
pOinted-no , wounded-he was 
later when another editor, Hugo Ruf, 
came out with a highly flawed edition 
of the remaining three. By that time 

(the late 1960s) Walter had retired 
from Schott 's and the market had 
changed so much that it had become 
profitable for publishers to issue sets 
of recorder works without blinking 
an eye . He surely deserves credit for 
helping to bring about that change. 

His editing principles, put into 
practice for 20 years before he set 
them down in his article "An Editor 
Explains" in 1964, reflect the highest 
standards of both musicianship and 
scholarship: "the edition must show 
clearly the original and indicate any 
editorial additions. Though opinions 
differ, I feel strongly that ornaments 
and ornamentation should be left to 
the discretion of the player and any 
comments thereon confined to the 
preface. Tastes differ considerably, 
have always differed, and will con

tinue to do so. If anyone wants to 
learn how to ornament, he should 
consult a teacher or the numerous 
sources of information rather than 
ape an editor. " If the insistence on 
distinguishing between what is 
original and what is editorial seems 
commonplace nowadays, it was by 
no means so in practical musical 
circles until relatively recently. (As 
recently as 1976, I was the lone voice 
arguing for this principle in a panel 
discussion of editing practice at the 
annual convention of the National 

Flute Association.) 
Of Walter's own editions, 

believe the most important, besides 
the Barsanti sonatas, were the "dis
coveries" in which he took great 
delight: Francis Dieupart's sonatas 
(long believed to be identical to the 
suites), Gottfried Finger's trios, and 
Johann Christian Schickhardt's 24 
sonatas in all the keys. Again, while 
Walter was bringing out the Dieupart 
sonatas individually, another editor 
brought out all six. 

For his editions, and for practical 
music-making, Walter believed he 
made the greatest contribution in 
realizing the basso continuo. His 
realizations may be too pianistic for 
today 's taste-he always composed 
them at the piano-but they are care
fully thought out in their own style 
and always musical. His articles on 
realizing the basso continuo contain 
much wit and insight. On the ques
tion of whether the accompaniment 
should be improvised: "Improvisa
tion in itself has little aesthetic value 
... what matters is the quality of the 
accompaniment, whether or not it be 
improvised. " On the essentials of a 
good realization : "an accompani
ment in accordance with the com
position, in the style of the composer, 
and in balance with, but subdued to, 
the solo part or parts. " He frankly 
preferred the piano to the 
harpsichord for accompaniment, 
citing C.P.E. Bach and Quantz as his
torical authorities to back him up, be
cause of the piano's dynamics and its 
ability to sustain: "legato playing is 
the basis of continuo playing." As to 
why he used a harpsichord in his 
public performances: "the audience 
may otherwise think I have none, and 
because I am a snob." 

AUTHOR 


Among early composers Walter was 
especially fond of the works of Fran
cesco Barsanti , Henry Purcell , and 
Georg Philipp Telemann. He began , 
however, with an article (960) ahout 
the music that John Blow, Henry 
Hall , and Jeremiah Clarke wrote on 
Purcell's death: "three remarkable 
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pieces which give us a living report 
of the emotional impact Purcell's 
death had on his musical colleagues 
and of the esteem in which they held 
him." Walter immediately disposed 
of Dr. Charles Burney's judgement on 
the Blow piece ("laboured ... wholly 
without invention or pathos ... bor
ders on bombast"), writing that 
"Every page of Blow's Ode unfolds 
new wonders: the melody when the 
nightingale-meaning Purcell
begins to sing in the close of night, 
the jarring harmonies of hell, the 
happy Purcellian duet when the an
gels send the scales of music down 
for Purcell to climb up, and the com
plexity of harmony and counterpoint 
in the lament when the singers sus

tain a second over two bars, to men
tion only a few of many remarkable 
details." Walter pointed out that the 
three pieces have two things in com
mon. First, they all require re
corders-which may be a coin
cidence, as the texts mention "pipes," 
"shepherds," and birds, all of which 
the instrument symbolizes in the 
music of the period; or a "special con
nection" between Purcell and the in
strument. Second, "the composers 
rose to the highest degree of their 
respective creative power." 
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In 1961 Walter wrote a pioneering 
article on Barsanti, the biographical 
material in which has only recently 
been extended. With characteristic 
wit and openness, Walter wrote: "For 
personal reasons I have always been 
interested in the lives of immigrant 
musicians of the eighteenth century." 
His comments on Barsanti's music are 
all too brief but Cogent. The recorder 
sonatas "not only show unusual 
knowledge of the recorder, as one 
would expect from a master of that 
instrument, but also high musical im
agination. As musical creations, they 
are not inferior to any other recorder 
sonatas, including Handel's; techni
cally, with their refined original 
phrasing, they are better." 

Walter's article on the recorder 
music of Purcell (also 1961) holds up 
well to this day. After giving the 
background to the music-the 
composer's use of the Baroque re
corder, (fairly) newly arrived from 
France-Walter discusses puzzles 
connected with some of the pieces, 
always displaying musical common 
sense. For example, of the duet 
"Hark how each tree" from the 1692 
Ode for St. Cecilia's Day, he wrote: "I 
have ... considerable doubt whether 
Purcell intended to use the bass re

corder when he composed the Ode. 
Surely he would have used it for the 
whole duet, not only for thirteen 
bars." Or again, of the duet 
"Shepherds leave decoying" from 
King Arthur: "It is unlikely that Pur
cell engaged two extra wind players 
for this one item in the complete 
work." Then Walter describes the 
uses to which Purcell put the re
corder: for its soft timbre, to evoke a 
supernatural atmosphere, when the 
text mentions "flute" or a shepherd's 
"pipe," to imitate birds, and especial
ly to portray love. Finally, who but 
Walter would have introduced his 
concl uding paragraph with the 
honest, unacademic statement: "It 
seems to me that Purcell liked the 
recorder." 

Of his other favorite composer 
Walter wrote, "No composer ever 
understood the recorder better than 
Telemann; none has written more 
works for our instrument than he 
did." The second statement is a mat
ter of verifiable fact; the first is typi
cal of Walter's courage in expressing 
his opinion and his love for music. 
Walter admired Telemann because 
he "combined the impossible: he 
was bold and clever, inspired and 
practical, modern but firm in the 
tradition; he upheld the rules which 
he instantly broke; he was serious 
and light, earnest and witty, well or
ganized, pious and rational-a 
genius." Walter also told me once 
that he had found (at least) one strik
ing feature in every piece of 
Telemann's he had ever examined. 

MENTOR 


During the 1950s and 60s, recorder 
players in England benefitted enor
mously from being exposed to the 
great players of the Continent of 
Europe, who came over from time to 
time to play solo concerts and give 
master classes in London. Walter fre
quently played the harpsichord for 
these concerts. What the public did 
not know was that he also footed the 
bill: he wanted so much to have the 
pleasure of hearing these players that 
he paid their expenses and made up 
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any deficit in receipts. To him lowe 
my first exposure to Hans-Martin 
Linde, Elly Baghuis, and of course 
Frans Bruggen (several times). When 
I wrote a rather critical review of 
Baghuis's performance, Walter took 
me aside. "When I was your age I 
might have written such a review
probably did write one. But I want 
you to know that I've never heard the 
recorder played with such a wonder
ful tone." 

Later I suggested that he should 
bring over Gustav Scheck, a major 
figure in the early music movement in 
Germany before and after World War 
II. When J .M. Qohn) Thomson, 
former editor of Recorder and Music 
and founder of Early Music, heard 
that Walter would be out of pocket as 
a result, John formed his own con
cert agency, Baroque Concerts, and 
set up concerts, master classes, and 
broadcasts that raised enough money 
to pay Walter for his services as ac
companist. Typically, Walter 
protested all the while that this was 
not necessary, and in the event he 
took us all out to dinner, so he 
probably made nothing. 

Walter was extremely encourag
ing to me when, as a teenager, I 
made my first tentative steps into the 
world of early music as a writer and 
editor. When Edgar Hunt passed on 
to him the typescript of my transla
tion ofJacques Hotteterre's Principes 
de la flute (1707), and he found that 
Schott's was unwilling to publish it, 
he recommended it to Thomson, then 
music books editor at Barrie & Rack
liff, who did indeed publish it. 
When Walter was beginning a series 
of recorder music for Faber Music, he 
remembered me and asked me if I 
had any editions to contribute. I had 
been looking for promising music in 
the British Museum (now British 
Library) and came up with some sug
gestions, many of which were later 
published with Walter's basso con
tinuo realizations by Faber-or, 
when the series was unexpectedly 
curtailed, Hargail Music Press of New 
York. 

Whenever he had something to 
discuss, Walter would invite me to 
lunch, probably reasoning that a stu

dent, especially one as slim as I, was 
not getting enough to eat. He dis
missed my protests that he didn't 
have to give me lunch with wry 
humor: "I'd rather sleep alone than 
eat alone." When I submitted some 
sonatas by "Signor Sieber of Rome," 
praising them in my youthful ex
uberance as "better than Loeillet," 
this time Walter invited me to his 
house-for dinner, of course. His 
wife, Greta, was an excellent cook 
who had once owned a restaurant. 
Walter played the sonatas through at 
the piano in a deliberate manner, 
repeating certain portions of them 
several times. Then he tactfully 
pointed out that, although Sieber 
had written passagework that gave 
the performer a good work-out, his 
work was cliche-ridden and hack
neyed. To my knowledge, Sieber's 
sonatas remain unedited to this day. 

After that, Walter always invited 
me to his house to discuss my edi
tions, playing them through, com
menting on how careful my 
transcription was, advising against 
commonly-held but four-square in
terpretations of the ornaments, point
ing out the interesting harmonic 
touches, showing me how to look for 
wrong notes and figures, and 
generally initiating me into the world 
of editorship. Walter always put 
musicianship above slavish ad
herence to rules. So he was delighted 
when the American musicologist 

Friedrich Neumann wrote an article 
making a case for starting many Baro
que trills on the main note, without 
an appoggiatura. Walter told the re
corder world about it in a little article 
with the punning title "Ex occidente 
lux." While I was working with 
him, Walter had to go into hospital for 
some weeks for a detached retina, an 
exceedingly delicate and unpre
dictable operation in those days. I 
arrived at the hospital with some 
trepidation and cautiously entered 
his room. "How is your eye?" I asked. 
"Oh, fine, fine," he replied with a 
dismissive wave of the hand. "I won't 
know for several months if I'll ever 
be able to see with it again. Now, 
about your editions.... " 

In the early 1970s, Walter wanted 
to publish an edition of the above
mentioned 24 sonatas of Schickhardt. 
Walter had given the first modern 
performance of one of them-Ab 
minor, as I recall-in London in the 
60s with Frans Bruggen. Generous
ly, and modestly, he asked Frans to 
write a preface to the edition, dis
cussing the difficulties of playing on 
the recorder in extreme keys, and the 
edition came out under both their 
names. He commissioned me to re
search Schickhardt's life, about 
which little was known, arranging for 
the publishers (Zen- On, Tokyo) to 
pay me a handsome fee for my pains. 
Figuring that I ought to justify receiv
ing such a fee, I produced a 50-page 



typescript. Walter counselled me to 
cut it down to a few pages for the 
edition, then persuaded Zen-On to let 
me publish the whole version else
where. 

The last time I saw Walter was in 
1981, just before I returned to the 
United States to live, when he and 
Greta were becoming increasingly 
infirm and impatient with their infir
mities. They apologized profusely 
and frequently for not being able to 
provide dinner. Walter went to a 
filing cabinet and pulled out a 
treasure: some notes on the life of 
Robert Woodcock that had been be
queathed to him by Helen 
whose maiden name had been 
Woodcock. Walter told me that he 
admired Woodcock's work and 
would have loved to have researched 
his life, just as he had Barsanti's 
years earlier. But now he would 
never do so. He wanted me to have 
the notes and hoped I could make 
something of them. I spent a few 
weeks checking them out in English 
archives before I left. To my regret, 
however, I had no time to write them 
up, or to investigate the claim that 
Woodcock had stolen his concertos 
from one of the Loeillets, until several 
years later. By the time I finished my 
task I learned that Walter had died, 
so I published the article as a tribute 
to him that year. I am pleased to 
have had the opportunity to publish 
a further tribute here. 

The Walter Bergmann Memorial 
Fund has been set up by the Society 
of Recorder Players in England "to 
assist young people in their 
development as recorder players, 
by offering financial assistance 
towards the cost of tuition, pur
chase of instruments, etc." Readers 
can send contributions to: 
Secretary, WBMF, 45 Granville 
Road, Barnet, Hertfordshire EN5 
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