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Abstract

This thess is the result of practideased research concernthg analysisand performance

of solo recorder repertoire composed dutimg 1990s. Its purpose is to demonstrate that
recordermmusic can support criticatrutiny, and that knowledge gained from anaysan

develop a deeper understanding of the rational and empirical aspects of both structure and
content, leading toompellingperformancegoverned by, anceflecting informed

choices

This workincludes acatalogue of solpiecesfor the recorderamposed during the 1990s
totalling 326items,from whichfive have been selected fdetailedanalysis and
performanceTheyareby: Peter CrossleyHolland; Calliope Tsoupaki; Donald Bousted;
Gerhard Braun, and Maki Ishithesepieces have beenontextuaked with reference to
some of the important aesthetic concgpts/alent inthe 1990sparticularly those
regarding conservative and progressive idéagee methods of analysis have been used
for the repertoire in focus: structural, paradigmatic, andrpatric, leading tan
understanding of the compositional procedscalh macro ath micro levels. The repertoire
demandsavast range oinstrumentatechniquesmanyrediscovered from historical
treatises as much as from avgarde style experimentatiomcluding microtones
percussiveand vocalized soungdprovidinga serious challenge to botletherformer and

the instrument. &chis discusseadvithin the context of the seltsd pieces.

The effecs of globalisatiorat theend of the twentieth centuereevidenced in the
selected composersO usilefis from many culturescluding historical references to
early Western music, as well @sthose of Japan and Indonesipe8ific reference are
madeto Derrida andliffZrance andthe influence ofhe Japanese aesthetic and structural
principles ofwabi sabiandjo ha ky .
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Introduction

The recorder as a contemporary instrument is an anachronism. Having reached a final state
of perfection during the seventeenth ceyf it was adapted during the twentieth century to

be played at A = 44(However, itretains characteristics of an earlier ideal in relation to
dynamics and tone that pertainuimevennesand the pursuit of varietyor as Quantz

wrote, Ovariety is indiensable for good execution in musicO (Quantz 1966, 173). The
phenomenal surge of interest surrounding the instrument during the twentieth century has
resulted in a dramatic increase in the numberesf compositions ensuring secure place

for therecorde in the contemporary milieu.

This thesis is the result of practibased research concerning the solo recorder repertoire
of the 1990s, with the purpose of demonstrating that this music can support critical
scrutiny and thaknowledge gained from aryais will develop a deeper understandaig

the rational and empirical aspects of both structure and cplgading to performances
governed by infaned choicesrich in detail anctultural significance.The 1990s can be
identified as a decade during whithe recorder became established as a professional
instrument with a growing interest amongst players, composers and instrument makers to
secure its future through new repertpaad the development of newly designed
instruments This was a time of emaipation for the recorder, a time when the perception
of it changed from being a OprimerQ, or amateur instrument, to the realisatiovathat i
capable of engaging with the aesthefithe decadewith a repertoire able to support the

interests of a gnwing number of professional players.

This research is importgrds very little indepth performeprienied analysis has been
undertakerin Englishabout the recorder repertoire, apart from BowmanOs PhD thesis
(Bowman 2014)At present few English recondplayers are involved in the performance
of solo contemporary recorder music, an observation borne out by the nationality of

finalists of the Moeck/SRP International Recorder Competition over several gadr is

! Rose, P. (1998 @Recorders of the FutuBAmerican RecordeB6:5, 4;Helder, M. (1995 OThe Haronic
Recorder@Recorder Education JournaNo. 3: 2729.
2 http://www.srp.org.uk/moecksrpompetition/



hoped that this work will bring thisapticular repertoire to the attention of aspiring

professional performers in the UK and abroad.

The contribution of this thesis is tifeld. It is centred on the analysis, commentary and
performance of selected repertoiasthere is a recognised gapthe recorder
performance literature. | have used three types of analysis for each work: structural,
paradigmatic, and parametric, andl show howthe paradigmatic charts can be used as
practice material in the process of pagpg for a performance. @maspect of developing
an individual interpretation is found in thdesgion of fingerings and | will suggest some
possibilities for specific passages within the individual analyséditional contributios

to this study can be identified in the Catalegi solo works composed during the 1990s,
totalling 326pieces (Appendix I), a method foreating fingerings on the recorder
(Appendix 2) and fingering charts falto and tenor recordef8ppendices3, 4, and 5).

In the following chapters | will expre the trends and techniques that fed into the culture
of the 1990s before givingdetailed analysis of each five selected pieces and finishing
with my conclusionsln Chapter 11 will outline the range of recorders available to a
performer duringhte 1990s followed, in Chapter 2, by a discussion of the important trends
of the twentieth century that played a vital role in creating a decade of multifaceted musi
in an increasingly multicultural society. In Chapter 3, | will describe the different
metlodologies that | have used in my analyses of the selected pieces, the individual
analyses of which can be found in Chapters 4 to 8. In Chapgteffér my conclusions
regarding the importance of the selected pieces and how they reflect the compeisng styl
and techniques of the decade.

| have selected five pieces whicbdnsder to be strong cases fordepth aalysis and
which offerdifferent possibilities for interpretation and performarased they are
Invocation at Midsummery Peter Crossleldolland (19162001);Charavgiby Calliope
Tsoupaki (b. 1963); Piece No. 1 frdfive QuarterTone Pieces for Solo Recordey
Donald Bousted (b. 19573;AlbumblSttetby Gerhard Braun (1932016), and
east¥green¥sprirty Maki Ishii (19362003).They eactharress a juxtaposition of ideas,
evidenced in both the compositional practices and the instrumental techbigusisg
cultural influences from Indonesia, East Aaral Western European traditiods such
they can bedentified adeingpart of the pluratdecade of the 19904lthough te



scoresare readily available in prirdind those by Ishii and Tsoupdiave been

commercially recordédhey are rarely performed in the UK

The aim of my performance is centred on KramerOs advice that one m@h giventful
interpretation of the worlithout[it] ceasing to be rendition of the work it interpretsO
(Kramer 2011, 27gauthorOs italics), as Othe performance of a score is an invitation to the
performance of an understanding® (Kramer 2011, Pfi&jive selected pieces, for alto

and tenor recorders, can be divided into two groups: pieces by Crbkslapd and

Tsoupaki are more traditional and conservative in style, while those by Bousted, Braun and
Ishii each explora wide range of techniqugsushng the instruments to their respective

limits. The pieces also have an underlying connection as they all exhibit elements of the
(arguably) OexoticO, a term that composers and scholars aim to avoid, but which
consistently resurfaces in the Opaistipull of musical lifeQ (Locke 2009, 278).

Peter Crossleydolland, composer and ethnomusicologist, specialised in the music of Asia
and the Celtic tradition, and maintained a Qteny investigation into music and
metaphysicsO (Harper 2002, 2)Speaking of mLife CrossleyHolland commented that
Opeople seem to turn to the older music as a refuge from the conflicts of lifeQ (Crossley
Holland 1979, 76), while Porter confirmed that Crosste}iand was attracted by the
OolderO civilisations Obecause of tlak oiter and serene wisdom that underlay their
musical practiceO (Porter 2002, 3&8)ocation at Midsummaesrings togther ideas of the
naturalandancient worlg, expressed through the use of the Fibonacci sequence and
rhetorical devices relating to tisen.

Greek composer Calliope Tsoupakudied in Athens with Xenakibgefore moving to

Holland. Following studies in The Hague with Louis Andriessen, she settled in

Amsterdam, working as a pianist and composer, and since 2007 has taught composition at
the Koninklijk Conservatorium. Her output includes solo pieces, chamber operas,
orchestral, andhultimedia works (TsoupakiCharavgibridges the gap dhe earlymusic
andcontemporary music divide referred to by Hauwe (b. 1948janted lelow (seep.

6), through the use of the renaissance instruptestussed further in Chapter 1. This,

3 Ishiiéseast¥green¥sp~ringcorded by Gudula Rosa is available on Ko Kz CD 21039 and by Barin on
BIS CD-655. TsoupakiO&haravgirecorded by Jui Whybrow is available on Bay&ecords CAD 800911
and by Genevieve Lacey on Move Records MD 3216.



together withseventeenth centurpetorical deviceserves tanaintain the links with the
instrumen®sheritagewhich isthen imbued with contemporary nuances oftity,
dynamic extremes and virtuosic instrumental writingt gobeyond the technical levels of

former times.

Donald Bousted has a portfolio career as Oa composer, sound and installation artist, film
maker and guitaristO (Bous}eHis quartettonal lecorder compositions have been

important works for developing an understandpeyticularlyin the UK, of the microtonal
possibilitiesof the recorder. My work with Bousted and Peter Bowman, during the 1990s,
established dedicated fingerings for precisartprtone pitches, which formed the basis of
TheQuarterTone Recorder Manu#l998) and the subsequent recorder repertoire
developed by Bousted. Piece NoolFive QuarterTone Piecesor Solo Recordeiis a

study in microtonalityand as such fulfilthe modernist ideal afeconstructing and
reassessing the importance of tonaktyd yetin its absorption of Javanese scalic models,

it can be said toeflect a postmodern stance of inclusivity in the juxtaposition of Javanese

and Western musical corpis.

Gerhard Braun was a highly regarded flautist, recorder player, artist and prolific composer
of stageworks, works for choir, orchestra and chamber ensemble. His significant
contribution to the recosd repertoirdotaled thirteen works for solo readeis during the

1990s. From 1971995 he was Professor for flute and recorder aSthatliche
Hochmusikschulén Karlsruhe and in 1992 he founded the European Recorder TeachersO
Association in Germany, serving as its first president until 1d&y7collection,
AlbumblStteyreflecs an intimate knowledge of the recordistegrating many extended
techniques and Japanese influenegpressed via a baroque structimea postmodern

idiom.

Maki Ishii studied composition in kyo and Berlin, and from 1958961 he was a student

of Josef Rufer, musicologist and former student of Schoenberg. He subsequently worked
as a composer, conductor and concert organiser in Japan. In his writings he recounted how
his early childhood experiences had influenced his maspecially the regular

performances oBagaky the traditional music of the Imperial Court of Japan, which he

had attended with his father. These, coupled with his own visits to the Buddhist

ceremonies at Nara, made a powerful and lasting impressda describes iSounds of



Eastb Sounds of Weglkshii 1997, 23) These influences are clearly prevalent in
east¥green¥spring/hich serves as an example of the fusion between Western classical
music having been created by a composer with avestern baaround, and a Japese
work imbued with modernist Bétern techniques, which are discudsetherin Chapter

8.

This thesis documents the results of meagsh and is accompanied by a (C&jording
comprisingexamples of selected passagesiithe analged pieces, angerformances of
three worksCrossleyHollandO#vocationat MidsummerBoustedOs Piece No. 1 from
Five QuarterTone Pieces for Solo Recordand BraunCB&AlbumblStteras they are
currently not commercially available. A live performanaé also be given as a further

demonstration of my research.



Chapter 1
The Recorder in the 1990s

1.1 Conservative/Progressive Attitudes

In the introduction to the second volume of The Modern Recorder Plégewe wrote
Othe OModernO recorder is arypinstrument, still in its adolescence® (Hauwe 1987, 7)
and by the beginning of the 1990s he considered that

the recorder in Europe [had] reached a crossis[with what he described Jas
two absolutely different types of recorder players. Therenmsetwho want to
see it as an old instrument E and there are players who donOt want to deal with
early music any more and are just intégdsn contemporary mus{élauwe 1990,
22).
By the 1990sthere was a repertoire of established OnewO music petigrareincreasing
number of players who had raised their techniaad!lio match the demands of the

repertoire. HoweveQOKelly considered that

the modern recorder repertoire contains few real masterpieces; good music
certainly, but little that isammparable with those composed for mainstream
instrumentsMost of the works are the direct result of the stimulus of a few master
performers with a specific interest in contemporary music (O'Kelly 1990, 165)

Indeed,t has to be conceded thaetprofesionalism of the Dutch and Germeaatorder
players had had a strong influeraecompositions for the instrumeim,marked contrast
to the dominating amateur status in the,{aqd this is reflected in the less technically
demanding work of Crossldyiolland. Bousted, on the other hand, was working directly
with myself and Peter Bowman, both students of Dutch teachers, and was clearly
influenced by the technical facility and information developed at thar’timeexample of

* 00Kelly, E. (1995) OThe Recorder in Education®, in J. M. Thoegh$dheé Cambridge Companion to
the RecorderCambridge: Cambridge University PressO9®5. Although Trinity College of Music, London
introduced recorder exams c. 19B34Q0 ABRSM waited until 1986and The Royal Academy of Music
appointedts first professor of Recorder in 1988 (Bennetts 20125656

® Bousted explains my involvement with this piece in his PreBattation (Bousted 208180).



the prevalent conservatiagtitude is found in a lettesf 1972from recorder player and
commissioer of new music, Carl Dolmets¢h911-1997)to composer Martin Dallyn
which Dolmetsch wrote:

Although I told you that third and quarter tones are possible on the recorder, on
furtherreflection |1 would prefer to adhere to the standard twelve semitones, since
we have a difficult enough task as it is to convince people that the recorder can be
played n tune. Nor do | want any avagarde gimmicks alien to the character of

the instrumenbto my mind an affront to its innate dignitf@uoted in Mayes

2003, 138139).

Following the influence and guidelines of Carl Dolmetschonservative repertoire
continued to be supported during the 1990s in thergsulting in annstrumental

technque, which remained at the level found in historical music. The dominating support
of the recorder in the UK by theo8ety ofRecorderPlayershad also compelled the
recorder community to serve the interests of the amateur market. The lack of intdrest in
European avargarde repertoire resulted in &keof technical development suchwaas
forging ahead in Europe, particularly in Holland, Germany and Switzerland.

Specific echnical expertise had been documented: by van Haulke three volume

sefesThe Modern Recorder Play€t984, 1987, 1992)jescribecby OOKellyas Oa

distillation of all the thinking on teaching methodsO (K95, 192); by Johannes
Fischer(1990)in Die Dynamische BlockflStevhich explores the variety of possibilities

for the realisation of expressive, dynamic playing, and by Bennetts, Bousted and Bowman
(1998)in theQuarterTone Recorder ManuaWith this information players could hone

their skills, confident in the knowledge that they were developing a techniqueailat w

meet the demands of contemporary music. In tladyaes of the selected pieces, Chapters

4 - 8, | will look at these demands, particularly in relatioribgering, dynamics and tone
colour, in more depth.

1.2 Conservative/Progressive Instrument Design
Recorder players in the 1990s had a wide range of mstits at their disposdtom

modern copies and reconstructions of historical instruments to the latest in recorder design.

Instruments came in a ramgf different sizes and stylegnaissance, bagjae and modern,



and a performer on tour would Ohave anything from six or eight to more than twenty
recorders in professional useO (OOKelly 1995, 175). Music of the renaissance and baroque
periods flourished alongside a burgeoning interest in giving tleedeca place in

contemporary music making, the standard model for which was a bestydgienstrument

tuned to A=440.

Dedicated instrument makers, many of whom specialized in particular models, also
experimented with historical designs in an attetogreate an instrument theduld serve

the demads of the new music. Ding the 1970ssomerecordemakers notably Fred

Morgan and Bob Marvin, looked at reconstructing a renaissance recorder that could be
played with GanassiOs fingerings (Brown 2006,3ifviving instruments from the

reraissance period form two groufe first group comprises those with a Olarge,

practically cylindrical bore and a pronounced flare below the lowest fimge® (Heyghen

1995, 35). Referredtas the OGanassiO modehdtarge fingerholes, a range of two

octaves and a sixth using GanassiOs own fingering charts, and a Othin soundO to the notes in
the third octave which Ganassi recognized as Onot being really useful for musical purposesO
(Heyghen1995,35). Marvin contuded from his work that it was Ounlikely that such an
[instrument] would have been developed just to play the third 8va [octave]; it would seem
more likely that the tone quality was what was sought, with the upper register a

serendipitous bonusO (quotediown 2006, 18). The second group comprises instruments
with a conical bore that taper towattie end, often described as the OchokeO bore. The
position of the OchokeO however varied: the lower down the bore i.e. in the foot joint, the
more flexible thanstrumentwill be for playing high notesand extending the range.

However, tis only in the Ganassi model that the harmonics of the fundamental note,

obtained by over blowing without changing fingering, are in witle the fundamental

itself, and witheach other.

The Ganassi model was the inspirationthe new Harmonic Tenor Recorder, available

from 1995, (and later the alto model), created by Maarten Helder aboddition with

Nikolaij Tarasov. It waso named because the harmonics were tunggicim a way as to

make it possible to play very strong and stable low notes with a tone quality matching that
of the higher registers. Its range covered three octaves #ot) with fourmainkeys and

an optionapianokey operated by the index fingef the left handwhich could raise the

pitch byup tofive cents overall, giving the player enough flexibility to create a



decrescendo by lowering the breath pressure. This instrument also had an adjustable block,
which could be raised or lowered to astjthe timbre and produce special sound effects.

The instrument alsoad a number of replaceable windway rooffglifferent materials and
shapes. Leading performers Walter van Hauwe and Johannes Fischer (b. 1962) gave
premieres using this instrumeéhandFischer subsequently used it most advantageously for
playing the classical and romantic flute repertoire (Rose 1996, 20). Gerhard Braun,
however, commented that the tasfehe modernized instruments waesutral. OPlayers of
historic instruments will misthe individual, personal colour of Baroque copies. Many will
perhaps also find the high register somewhat thinO (B2, 22).

The newOharmonig@trumentalso influenced the writing of Donald BousteHayonce
aware of theossibility of more flexdle dynamics, began to notate them more freely in his
works. However, because of the kegrk, a full range of quarteones is not possible, and
therefore | will perform his piece on a modern copy of a barogtide instrument without
keys.

BraurO$8 AlbumblSttermlso make great demanaisan alto recorder particularlg terms

of theprescibed pitches omultiphonics, and the pitdmat soundsvhenall the finger
holes andhe belthole is closedas thiscan vary between instrumentfiave chosen to
play these pieces using a Coolsma alto, as ial@esarbright tone which I consider to be
ideal fa expresmnistic, serial music. Furthermorejs capable of sounding the myriad of

harmonics within a nuanced dynamic.

TsoupakD<Lharavgiwas composd fora renaissancaito recorder. At the timef
composition the Ganassiodel was widelyisedin performances of this piece, but with
subsequent developments in design it is possible to use a eomiedlinstrument, the
tone of which is arguably moseliited to the quiet portrayal of dawowever,Charavgiis
full of detailed dynamic contrasand the wider bore of the Ganasstle instrument

allows the player to create clear variations of tooleur to support the changing dynamic.

® Hauwe premiered C. de BondtOs concerto for recorder andayympichestra in November 1995 (Helder
1996, 28); Fischer premiered T. SchneidOs MancHstetrics, C. DellQob des SchattenandR. BYrckOs
Tenant en haleinéor tape and amplified recorder at the ERTA Conference isédadune 1996.
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Two of the seleted piecesare for tenor recorder and both make use otliglk melodies

that lie comfortably within the middle range of the instruméntssleyHollandOs
Invocation at Midsummaeemains within the traditional range of two octaves and one note,
but Ishii, in east¥green¥springtilises the full pitch range at both ends of $pectrumand

a full dynamic rangerhe tenor recordewith a length of 62cpreflects the modern
Japanes8&hakuhachithe standard length of which is 54.5¢rhe tenor recorder witis

lower pitch range may also have been selected for its ability to imitate the vocal style of
the SH'my' novice priests that Ishii had heard in a ceremony at Nara, desicribleapter

8 (seep. 138, butmaybeit was simply that the tenor recorder, idgrthe 1990s, was
promoted bywalter van Hauwe as a princigastrumentas he considered th@the lower
pitch and wider bore often gives better results in special effgtasfve 1992, B For

these two piecetherefore, | will use daroquestyletena recordetby Coolsma for its

warm sound, clarity of tone, and dynamic flexibility.

In summary this chapter has explored the key issuescerning theecorderOs position
during the 1990 relation tothe professionalisnof the instrument, the tensidetween
early music and contemporary music among performers, the relatively conservative
attitudes maintained in the Uldnd the availability of technical literature dominated by
Dutch and German authoM/ith regard to developments in instrumental desigoked
at three main areas that were specific to the repertoire of the deopubs ofthewidely
usedbaroquestyle model, the Ganassiyle renaissance mddend the new Helder
instrumentlIn relation tothe selected pieces | thdiscusseany choie of instruments for
use in performancés each instrument can vamthin the same model and maker,
pragmatic choicebad tobe madebased on the instrumentOs capability to produce the
required pitches anahusicaleffects.
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Chapter 2

Important Issues of the 1990s

2. 1 Introduction

The remarkable and fastoving pace of thewentiethcenturywas reflected in the arts in
so many diverse ways that by 1992 John CGeghkdentified that

Owe live in a time | think not of mainstream, but of mém@ams, or even, if you
insist upon a river of time, that we have come to a delta, maybe even beyond delta
to an ocean which is going back to the ski€ge2001, 1).

This Odeltad of the 1980pporteda broad range of trends and a juxtaposition of
compositionalstyles described at the time a®waaludree pluralismO (Ferneyhough 1993,
39), a Oconfusion engendered by multiplicity® (Meyer 1994, 88), and as a Oterrain of
immense diversity and complex@y(Whittall 1999, 346).

This diversity has beenéditified through terms such esllage used to explain Othe
assemblage and rearrangement of a rich parade of cultural loans involving textures,
timbres, temperaments, and generative procedures ranging from the banal to the esotericO
(Watkins 1994, 3)through Opolarities and pluralitiesO (Whittall 1999ari) themes such

as purity, silence, lamentagmentation and sonic flux (Me&z2009, v). The 1990s

witnessed the rapid development and accessibility of technology and electronic music, yet
this was leard alongside traditionally titled acoustic forms of symphooncerto, and

string quartef As was observebly Strausearly in the decade, compositions were
@xtraordinarily rich in allusions to the music of the past, including the distant past E
resuling in a conflict between the traditional elements and thetpast context that
[subsumed] them@traus 1991, 431).

" Ligeti, Violin Concerto (1993); Macmillan, String Quartet.Ni (1998).
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2.2Modernism/Postmodernism

The early part of the twentieth century was dominated by Modernism, an art movement
defined by its rejetion of the past and its emphasis on innovation and experimentation. It
was associated with new materials, new techniques and utopian ideas of life ayd societ
governed by a belief in continual advancement. The idea of maintaining a tradition was
thoughtto detract from the teleological progress of historyBetistein suggests th@hat

links its many strands is a common debt to the historical context from which it emerged
(Botstein). The OnewO was reflected in the cubist, or multiple perspectivef\Rickssp

and Braque, the OreadymadesO of Duchamp, and the music of Schoenberg and Stravinsky.
Cubist art looked at the essential characteristics of a subject-anénged them to offer a

3D perspective in a twdimensional plane, fragmenting the elemsanto geometric

shapes (Tate). In architecture, geometric, especially rectangular shapes were prevalent,
with open plan designs and minimal ornamentation (Waters) exemplified in the work of Le

Corbusier.

BYrger succinctly outlines the concept of thevias being a variation of a continuing

tradition of newness within the very confined limits of a geasing a structure that

remains the same and [which] accommodates the new OshockO, or a new structure (BYrger
1984, 60). Serialism, considered by Schazglio have emanated from the tonal system,
securing the emancipation of the dissonance and dissolving the hierarchies of tonality,
continued to be presented in traditional forms, for exantipgeuse o Baroque minuet in

his Serenad®p. 24. However, $menbergOs attempt to standardize the atonal idigm has
according to Davisomot brought about a fundamental change in the long held need for

tonal orientation, for without consonance, dissonance can have no effect (Davison 2001,
128).

Watkins describetModernism as resemblir@ curio cabinet, where unrelated objects are
placed together and achieve cohesion through arrangemeptaximityO (Watkins 1994,
1). This ollage was seen as an antidote to serialism, for which material could be taken
from one vork and used as a starting point for a new work, but the material would be
manipulatedsuch that any quotation or point of reference would negate any original
meaningAs BYrger explainsoflageor montagednay be considered the fundamental
principle ofavantgardiste artThe OfittedQrontierte)work calls attention to the fact that

it is made up of reality fragmentsO E [the intention being] to destroy art as an institution
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(BYrger 1984, 72), and is exampled in BrauwiBsmblStterand IshiiOsast¥grem¥¢spring
discussed in Bapters 7 and 8. Yeas BYrger continuethie Oantrtistic intent [was] being
used for artistic endsO (BYrger 1984, 57), and although experimental techniques and
processes challenged the notion of art, art itself Oproved resigtamavantardiste
attackO (BYrger 1984, 57). Avgatde techniques also attracted several Asian, and
especially Japanese composers yauzording to Toopdshowed how nélestern art
musics could offer new perspectives to Western Onew m(iuip 2004,457). Just as
Takemitsu integrated Japanese instruments into worles\idgstern orchestra, Ishii fused
traditional Japanese form with western techniques, described further in Chapter 8.

The term Bstmodernism describes developments that led to a mclusive position for

both traditional and experimental ideas in a contigwrploration of the new in art. As
Williams discusses, these developments v@rgerpreted not as the successor to
modernism but as the latter in its nascent state, the ctaggntegration that precedes a
period of artisticconsolidationO (Williams 1997, 12M)etzer however explains that the
Oypical postmodern work blends styles and periodsO (Metzer 2009y@ddating a
pluralism that embraces lhokistorical and widd cultures, whilehe claims of
postmodernisifor Kramer,are Ocritical E of the ideal of impartial reason[&s] they

seek to enhance the mobility of meaning [and] insist on the relativity of all knowledgeO
(Kramer 1995, 6). Agairthe work of Boustet a typical examplehrough hisuse of
Javanese scales within an eighteenth century Western formal structure. Postmodernism has
also been described as a period of reaction to modernism (Botstein) and as a continuing
modernism (Metzer 2009, 1). Characted as an attempt to reconcile the axgartle with
traditional and historical concepts, this inclusivity led to sharmpogitions of ideas
exampled irthe Ocombines®Robert Rauschenberg (192808), for exampl&onogram
(19551959), and expounded the philosophy of Derridé193G-2004).

As one of the most important postmodern philosophers of the last quarter of the century,
Derrida developed a form of semiotic analysis known as OdeconstructionO. It is a style of
analysis that challenges the asptions of Western culture, with the aim of creating an
understanding of a text thgbes beyond binary oppositionecauseasNorris explains,

they are Ostrictly undecidable as regards Jtieler of priorityO (Norris)t is a way of
embracing the eleamts of a piece of music that at once seem to be irreconcilable.
Deconstruction attempts to Oreconceive the difference that divides self reflectitin (or se



14

consciousness)O (Lawlor), and is defined by evocation and plurality of meaning within a
text. By usng semiotic analysis it is possible to deconstruct a text to two opposing ideas
which, according to Derrida, will be linked in some way, since there can be no pure state

of being: one idea having come into contact with another idea becomes contamamated: O
term always and necessarily OinfectsO the otherO (Lawlor). Where OpurityQ in the past was
aligned to just one meaning, for Derrida it is inclusive of a plurality of meanings (Lawlor).
This difference in meaning, when something is situated within anotimeext, is referred

to asdiffZrance This is evidenced in the work of Bousted through the use of microtonality
within the context of a sonata form, and in Braun with the use of an idiomatic baroque

phrase placed within an atonal frame of reference.

2.3 Globalization

Our awareness and understanding of music of other cylagesresult of globalization,

has brought an interconnectedness by Omigration, travel, and instant communicationO
(Locke 2009, 276). While some observers consider this mayt reswiltural loss Oothers
(including many ethnomusicologists) stress the new and creative synthesis that can resultO
(Locke 2009, 277§ Tan Dun explained the synthesis within his own wiarthis way Omy
purpose is to be flexible and freely flying arduebmong all kinds of experience. Not to be
driven by the wave of cultuf@fashion, trends, isms, scho@$ut to create my own unify
(quoted in Locke 2009, 298). Ishii likewise wrote: Omy creative consciousness is alive with
both eastern and western sdsE | have [not] deliberately aimed to create a fusion

between East and West. | have tried to adograinely natural approadt | have pressed
forward with the creative act armed with only intuition and inspirationO (Ishii 1997, 47).

Ishii has explaing in his writings howtraditional Japanese muserved as his inspiration

whilst studies in Germany introduced him to serial techniques and, as my analysis of
east¥green¥spring Chapter 8 shows, there is more depth to his work than this statement
would suggest. A clear structure can be identified with clearly contrasting passages, as well
as instrumental techniques of both European and Japanese tragitiaaing a more
considered approach to the composition than Qintuition and inspirastid®3vork is an
example of the crogertilisation of ideasWestern music is concerned with the

relationships between sounds, whereas Japanese composers are more interested in the

8 As an example Peter Crossieiplland considered thate@ional traditiors are not weakened but enriched
by universaltrendsO (Crosskyolland 1964, 16)
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Oquality of the sound rather than [the] mel¢By@ 2001, 239) antshii, as vith

Takemitsu, hasombined these elements in kisrk.

It has been acknowledged, by Reich, that @viestern music is E the single most
important source of new ideas for Western composers and musiciansO (Reich quoted in
Locke 2009, 287).

By the late ineteenth century E exotic artifacts E had come to signify at least
three major aspects of modern European life: E as an embodiment of cultural
supremacy, E as a symbol of the rising economic order, E and the exotic
bestowed a degree of legitimacy to thesuit of sesuous pleasure for its own
sake(Kramer 1995, 209).

The aesthetics of Asian cultures, and particularly of Buddhism, played an important part in
creating an awareness of music that was defined not by tension and resolution, but by
stasis, inwhich silence became as important as the stheichad beenreatedThe role of
silence is an essential part of Japanese sound aesthetids encapsulated in the concept

of time and space calleda (6€) (Burt 2001, 237)Globalisation has enabled coogers to
explore other cultures and to appropriate ideas for their owpopes, as will be discussed

in Chapter 7 with reference to BraurKiisumblSttey which also demonstrates the

influence of Japanese instrumental techniques.

IshiiOsast¥green¥sprirexhibits many influences @agaky (meaningelegant music)

the traditional music of the Imperial Court of Japamg as the title suggestsgtural forces

play an important role in the understanding of this piece. Interest todzagakuis due in
partto Othe appeal of its dissonant texture to modernist sensibilities [and] during the second
half of thetwentigh century it became a source of inspiration for Western composers such
as Messiaen and Stockhausen, as well as for many Japanese comiaset3(T (e

traditional Japanese aesthetic is identified by the Oavoidance of regular rhythms, fast
tempos, symmetrical forms, and strongly contrasting blocks of sound, in favour of a slowly
and organically unfolding flow suggested by meditation, dreamdstape, weather, the
elements, and the seasonsO (Burton). The three wind instrumenSajakeensemble

are each associated with distinct cosmological concepthidhieiki is said to express the
voice of the people living on earth; the tekirepresents the sound of Oa dragon that flies

in the space between heaven and earthO asl tagpresses a Oray of heavenly light® and
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when all Oare played together, heaven, earth and that which lies between become one and
represent the universeO (Hideki 182931). In a treatise dating from 118&angen ongi

or Principles of Instrumental Performand@yokin outlined the musical philosophy and

system of metaphysics f@agaky in which each season and point of the compass is allied

to one of the five naturalements, a colour dra specific musical mode:

Eastcorresponds tthe point from which the sun rises, to the morning, and to the
spring. Due to its association with natural growth, fdsb] corresponds on the
leve of matter to wood and bamboo. Qretlevel of soundgast is associated with
the Sojo[myxolydian] mode because of this particular modeOs association with
the sound of wood, and on the level of colour the association is with green as
symbolic ofnature(Kido 1997, 217219).

Evidence ofhis is found in IshiiOs compositiand as Kido explains: Oln East Asia,

musical modes acquired a metaphysical meaning within a general philosophical context.
Sound was not merely a physical phenomenonO (Kido 199212D9With the modes

being aligned tdhe five basic elements of wood, fire, earth, metal, and water Othe music of
East Asia may be interpreted as a translation of matter into sound; sound then serves as the
medium for reconstituting the order of the cosmosO (983, 219). Th&ojomode, sed

in east¥green¥spring particularly appropriate in this context as the recorder, traditionally
made of wood, alsbas historical associations inéatern art with both pastoral scenes and
the supernatural (Rowlantbnes 2005, 97). The pasibdern emtace of old and new, of
modality and traditional Japanese culture are evident &edeare discussed further in

Chapter 8In the first of Bousted®#/e QuarterTone Pieceswe find the use of the

Javanese scale forms usedjamelan of SlendroandPelog discussed in more detail in
Chapter 6.

2.4 TheReturn of Tonality

Minimalism is a term borrowed from the visual arts to describe a style of composition
characterized by an intentionally simplified rhythmic, melodic and harmonic vocabulary
(Potter) ard is a style dominated by the works of Steve Reich and Philip Ghesich
repetition plays a vital role. The minimalist ethos was summarised succinctly by Brian Eno
when he said Orepetition is a fafithangeO (quoted in Ross 2@BB). Ross continse

to explain that Orepetition is inherent in the science of sound, [since] tones move through



17

space in periodic waves, E and in the way thindhprocesses the outside world

[concluding that]n a sense, minimalism is a return to natureO (Ross 2012, 556).
Minimalism had by the 1970s become a part of the Orecuperation of simplicity and
definition in musicO (Griffiths 2010, 241), and later Oevolved into a mainstream way to
bring traditional harmony, melody, and rhythmic appeal back into musicO (Swed quoted in
Fink 2004, 550). OFrom the ninetegghtiesonwards, tonality, even triadtonality,

discretely began to return to new music, as did spirituality E [sourced from] exotic

cultures E OpopO music E and minimalist musicO (Borstlap 20041@50 and althouy
Minimalism, in terms of repetition, had not been so influential on the repertoire, it was one

of the ways that composerseagaged with tonality from the 1960s onwards.

Interest in the pastttess to a profound sense of nostalgia as Oa historicaioentoa

yearning for a different timethe time of our childhood, the slower rhythms of our dreams

E as a rebellion against the modern idea of time® (Boym). The use of traditional folksong
and ritual chant allows us to maintain a living link across tles,aand as Stravinsky

identified, Oa real tradition is not the relic of a past that is irretrievably gone; itirga li

force that animates and informs the present E Far from implying the repetition of what has
been, tradition presupposes the realitywbéit enduresO (Stravinsky quoted in Davison

2001, 7879). As part of an oral traditiofolk songs were subject to a continual process of
renewal, Oa product of evolution E dependent on the circumstances of continuity,
variation, and selection (Cohen). Fousic derives its power from its connection to
universal®the cyclic revolve of the seasons and the ritual eard from archetypes that

can be discovered and reinterpreted again and again across many of the worldOs legendsO
(Young 2011, 607).

This representation of the myth of rural life, of Eden and Arcadia, predates the
Enlightenment with Othe superimposition of the biblical/Miltonic Paradise onto the golden
age of the ancient Greeks [which] has been a necessary survival mechanism for British
cultureO providing Omental insulation® against the processes of industrialization and the
horrors of war (Young 2011, 606). Yet this OParadise is a kind efifafsery syndrome,

a clinging refusal to let go of an illusory golden age E where the voices sétteost
memories tend to linger. The British imagination seems peculiarly well attuned to their
uncanny criesO (Young 2011, Hdjirmed by CrossleyollandOs Oidea to remain true to
my own culture in musical termsO (1979, 88), and in his statemeli¢\@idiia the need
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for tradition and a common language® (Crodstdiand 1979, 91). A return to tonality,
therefore, represented a return to the ideas of the past. BYrger, however, considered that
Othe blending of old and new is Oprecarious,O butdtightthat combination and the
confrontation with the compositional challenges inherent in mixing the two that
modernism will find a way to push on® (BYrger quoted in Metzer 2062423By the

1990s the use of tonality was arguabhestablished, viamong otherdplk song and
minimalism, both as a means of invoking the past, and as a way of fusing together
elements of other eras into something more meaningful. OFor almost any composer, music
created in the 1990s is likely to be less disjunct, lessdaox, and less challenging than
work of the 1960s or early 1970s0 (Griffiths 2010, 366), and while Griffiths considers the
Ogrowth towards consonance, harmonic progression, and tonal $faljitifyresented a

deep cultural shiftd (Griffiths 201365-366), the inflections of folk musicpodality,and

the increasing use of microtonality appear to have been overlooked.

2.5Techntal and Aesthetic Challengesiging from the Selecteddpertoire

The recorder is an instrument of flexible pitch and mames can be created with

surprising accuracy. However, as with all instruments, the ear finds it hard to discern this
accuracy over large intervals, for Owhen played at great speed they [the microtones] are
almost impossible to hear, when played slowey thften, particularly in string playing,
sound like poor intonation and are more successful in the woodwind with specific
fingerings for quite accurate tuning® (Heaton 2012, 794). Heaton continues Owhen played
slowly they can be clearly heard as eithdieittions or bends E or as specifically tuned
pitchesO (Heaton 2012, 72@5). Midtwentieth century explorations by composers and
performers led to a greater awareness of the possibilities of using microtones on the
recorder summarized by Bowman as Oadgial shift over time from a primarily inflective
use of microtones in a tonal environment during the late 18&@sigh to the use during

the mid 1990s of an expanded version of twetree equal temperamentO (Bowman 2014,
321).

The understanding andectation of the division of the octave into 24 quatbees is

that each note will be egdistant from its neighbour i.e. 50 cents apart. However, in
reality, as has been shown with recordings of string players, pitch is much more flexible
and varies ecording to context. Mieko Kanno cites the work of Fyk in 1995, in which four
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distinctive types of intonation are outlined: harmonic, melodic, corrective and colouristic
tuning (quoted in Kanno 2003, &). In harmonic and corrective tuning the tendescy i
toward just intonation and is more relevant to ensemble performances. With melodic
tuning Oit is observed that the intonation is raised in the context of an ascending melody E
and lowered in the context of a descending melodyO (quoted in Kanno 2088®6).

with:

colouristic tuning: when the performer plays a rising series of two notes with an
octaveinterval between them, the interval is in precise tuning (having the
frequency ratio of 2:1However, when the same series of two notes has an
overlappng period in between them,ig observed that the performer raises the
higher note as soams the lower note disappeaishypothetical explanation for

this phenomenon is thatdte is an unconscious tendeffioythe player to wish to
differentiate the reamance of the twaotes by raising the pitch tife upper note

by a fraction, thus Obrightening upQctieur of the upper note. Thésiggests

that the control of very small pitch changes manifests igsetfifferences in tone
colour Quoted in Kanno 208 37).

Kannocontinues: Omicrotonality from the performerOs point of view is an empirical
reflection of the relationship between pitch and intonation, between what is given and what
can be created with itO (Kanno 2003, 52). Colouristic tuning willtieusarly evident in
performances ofvorks by Bousted and in Braunfisumbilatt |11 (Audio Exampls, CD

Tracksl2 and 24

The use of inflection varies between cultures, being limited in Oclassical European
traditions E [to the] tasteful use of vibratar the occasional use of portamento, and in the
case of vocal music, tremoloO (Fretral). Yet there are distinct OblueO notes used in Jazz,
and in many Asian traditions inflection is given considerable prominence. In Japanese
aesthetics this is referréd aswabi sabj a term used to define beauty in which the idea of
perfection is enhanced by the visibility of damadeniper 2003, 1)asfor example, in the
loss of an objectsO patina, or in a broken ceramic repaired with golden gluehatihich
mendsand highlights the repair as something precious in itd&bi means cultivation of
the serene armshbimeans tranquil resignatiofnhe inflections of Japanese melodies then,
can be understood in termswdibi sabias the golden glue, highlighting thenamentation

of a simple melody, as can be heard at the beginning of Ishi¥green¥sprir@udio
ExamplesCD Tracks 25 and 26Another important element emanating from Zen

Buddhism is the concept of
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Ofusokiduri® which literally describes a relatiship between two entities which

are neitheconnectedfusoku)nor separaté€uri). In musical terms, relationships

of this kind can be seen in numerous instances, for example when one part
(instrumental or vocal) is in this kind of relationship with tueo; when one

melodic pattern is in this kind of relationship with another; and when one

structural section of a piece is in this kind of relationship with the next structural
section. Thismay be seen as an important characteristic of Japanese ti@dition
music. Stated in reverse, it can be said that the Japanese possess a musical sense
and attitude towards music that not only permits but actually enjoys the existence
of this kind of relationship within music. (Eishi 2009, 89).

This ancient practice igflected in DerridaOs sense of internal oppositions within,a text
discussed earlieséep. 13, and is a further example of the effect of globalizaterd

how western philosophy hassimilated concepts frooulturessuch aghat of Japan

The 1990%xhibited a wide range of formand sonata forrm particular, has proved to be

a flexible vehicle for expressing music throughout the twentieth century. The structural
form serves as a OhookO on which to hang contemporary practices that can bath allude t
the past, and be a vital part of a continuing tradition. Sonata form and microtonality, or
sonata form amalgamated with the processeaflism,coupledwith a full range of

techniques discussed in relationhe selected pieces in Chapter8,4re eamples of this
plurality of ideas. Howevesonata form also embraces thgortant component of

humour, for as Rosen explains, the classical style was originally a comic style (Rosen
19763, 96). Wit, being dependent on an Oexquisite balance of phrase® (%8, 60),

was firmly embedded in the established fbar phrase as the model of articulation for the
classical styleAlthough thefour-bar phrasés not preeminent ithe repertoire of the

1990s the humour that Rosen singles out in HaydnOs Tibktob. XV: 7 (third

movement) as an example of Othe highest fornit,ahe musical pun® (Rosen 19783)

is foundin the works of Bousted and Braurt the end of BoustedBive QuarterTone

Pieces for Solo Recorder Ng.dur perception of pitch isased byan expectation cd

leading notecreated for the final cadence, but in reality a microtonally lowered pitch is
offered, accented and off the beat, indicating that it has been Omarked for consciousnessO
(Cooper and Meyel 960, 8) The effectivenessf the humour, however, is possibly

available only to the initiated: to those who are aurally aware of the function of particular
pitches, or to those who know the score. In many cases these jokes are for the connoisseurs

(Kivy 2003, 6), for the performei@nd perhaps a close circle of colleagues, as it was for
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Haydnworking at Esterhazy (Rosen 197843). It is through jokes that it is possible to

see Othe world from the same communal eyes, and [be] suddenly at home even in what is
the most absurd and imegruous E [as] wit propagates the sense of membershipO (Scruton
1997, 465). Kivy clarifies this further, explaining that Ojt#tkng and the laughter it

elicits are distinctly an expression of "multiculturalism."® (Kivy 2003 V¥Bat is used to

suppot the OinsidersO also distances the OoutsidersO, and in this case the recorder would be
identified as an OoutsiderQ in the world of classical music playing, yet aitgteblye

included via the musical structures it can articulate.

Many artistic struaires have been created using mathematical models and as Scruton
explainsOwhen understanding mathematics we have access to the order of creation, and
this order is eternal, like the numbers themse{8esuton 199764). Mattheson, however,
considered ma#matics to be Oonly a human art [for] Nature is a Divine PowerQ (Bartel
1997, 26). The eighteenth century Enlightenment, defined by Kant as Ohumankind's release
from its selfincurred immaturity® (Bristow 2011) resulted in a synthesis of science and art,
with the purpose of Omoving the listener through affective text interpretation and through a
musical representation of the cosmic orderQ (Bartel 1997, 28). One such representation was
found in theFibonacci series, matural pattern identified in the numlmdrpetals in single

flowers, and in the proportions of snail shells (Tatlow). Described in the West, in 1202 by
Leonardo of Pisa (1170250), agDa sequence of numbiersvhich each is the sum of the
previous two: 0, 1, 1, 2, 3, 5, 8, 13, 21, 34 etc.@o@g it is now known that this

formation of numbers was first expounded by the Indian Virahanka who lived between the
sixth and eighth centuries (Singh 1985, 233) and that the Oconcept of the sequence of these
numbers in India is at least as old as therival sciences of Sanskrit and Prakit poetryO

(Singh 1985, 232)The Fibonacci series in particular, has been used by some twentieth
century composensotably Bartok and Stockhausen, as a tool to control structural

proportions (Tatlow and GriffithsandCrossleyHolland explained his use of the

Fibonacci series in his workhe Forest of Finchaleas being a means to unite the diverse
materials (Crossletdolland 1979, 93)ln Chapter 4 | have discussed this series used in
combination with sonata form inr@ssleyHollandO#vocation at Midsummewhere it is

used as a way of connecting the perceived natural order with the scientific and rational
understanding of the world, and can be understood as an added layer of meaning to the

apparent simplicity andansparency of the work.
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Jo ha ky is a structural device used to organise rhythm and tempo in Japanese arts and
was applied t@sagakuandNohtheatre, to the literary form &engaor linked verse,

Ikebana flower arrangement ar@hado,or Chanoyu the tea ceremonyo, ha, ky

translates amtroduction, development and conclusion (Quinn 1993, 58) Gpasparation

- breaking i.e. developmeBtrushing, i.e. accelerated conclusionO (Ishii 1997, 61). The

musicologist Koizumi explains that

rather than being three independentp#r, haandky! are:

1. Connected mutually and organically to each other as parts of changes in
successive movements,

2.Hain particular, as the part that shows the possibility of change, has many
characteristics, making it hard to grasp without making numerouisicatéons,

and

3. The rapicky! possesses a concision concentrated to a single point in terms of
both tempo and content, and at its end it reverses itself, slowing down its tempo
(quoted in Ishii 1997, 145).

The form ofjo, haandky! was firstexpourded by Zeamid. 1363Dc. 1443) inF! shi
Kaden(Teachings on Style and the Flower) written between 1402 and 1418 in relation to
Noh and inSando(The Three Ways), 1423, he explained how to work the three phases of
jo ha ky into five sections odan(stgps), considering this to libe ideal form (Quinn

1993, 63):

There are five dan in the-jue-kyu progression. Jo forms one dan; ha, three dan;
kyu, one danO (Zeami, quoted in Quinn 1993, T8 form was used at both

macro and micro levels of structu@within each dance or sound, moreover, there
should be the fulfillment of jakyu. In the one gesture of tung a sleeve, in

the resonance of one stamp, there shouldbejo/! (Zeami, quoted in Quinn
1993,59).

It is important for the performer to be aware of this tradition when playing Japanese and
Japanes@nspired worksin orderto be able to judge thaming of the various sectionas

they do not correspond to a Western understanding of balance. Also in the details of
gestures, of single notes, and phrases, the form must be audible foshakirmh&chi

music E Ichion J'butsu- with one sound one bemes the Buddha E suggesting that the
universe is explored in a single soundO (Takerh®86, 6566). This is a reference to
Oblowing Zen @uizen( ¢ &™ E the practice of using thehakuhachas a tool of Zen

meditationO, fiwhich] @he flow of the musi is decided by the natural rhythm of the
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playersO breath E and not a strict metrical pulseO (Horan) and haspleations for

my performancediscussed further int@pter 8.

OThe history of music is a history of performers continuously transcevitingvere

thought to be limits, but rarely as rapidly as in the 1960s and early 1970s. Wind players
learned to produce not only multiphonics but also percussive noises E and microtones, as
well as unusual soundsEQ(Griffiths 2010, 210) and yet in theofdlse recorder many of
these techniques were already known and assimilated by renaissance players, particularly
singing into the instrument described by Mersenne in 1688¢om and.asocki 2012,

361), and the extension of the lower pitch range by gartiar completely, closing the

bell hole evidenced in the writings of Agricola (148656) and Cardanus (150576)
discussed in Miller (1971, 123). Closing the bell hole features in the selected works by
Bousted, BraunAlbumbilatt 111)and Ishii and, \were this technique is required for

extended periods, it is usual for the player to sit for the performance.

The mastery of a vast rangetethniques is required to perform the repertoire of the 1990s
including extensions tthe register both high andwo flutter-tongue; multiphonics;

several types of vibrato: fingedabium and tongue vibrato; flageolet tones; detailed
articulation; extreme dynamics; and microtonalkigdall havebecome prominent feates

of this music, as well &Sunvoiced mouthsads such as sucking and blowing noises,
tongueclicks, lip-smacking, kissing noises, laughter e(@OKelly 1990, 110 omposers

such as Gerhard Braun have created a characteristic compositional style by making use of
Overbal sounds developed out ofatiigulation syllablesO and these have been Ovariously
employed in the structureO of his works (Devroo2l9808), discussed further in

Chapter 7.

Juxtaposing conventional techniques with axgarde techniqguesreatesunevennessand

it is in this danain that the recorder excess it is an instrument with an inherent

unevenness of both tone and dynamic. Unevenness, often discussed as variety, was
important to both composers and performers of the eighteenth century. In their discussions
of tongue siokes, unevenness was expressed using the syllables O0tiO and OdiO in diverse
waysO (Quantz 1966, 7a8hd Quantz reflected that Qin quick passamk the single

tongue [stroke] does not have a good effect, since it makes all the notes alike, and to
confom with good taste they must be a little unequal® (Quantz 1966, 74).
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Thefull pitch rangeof the recordepresents numerous challenges for the performer, the

first of which is to find an instrument that will sound the Ipgswith accuracy, especially
whendealing with quartetones. The extremes of registee less flexible than the mid

range of the instrument, and the speed of air required to attain the highest notes sometimes
precludes the pitch from forming, resulting in a windy sound. The desige oétbrde

bore also precludes the lowflat from sounding accurately, required in BraunOs

Albumblatt 11, as closing the bell hole can result in an Oa0 being sounded on some models.

OThe termphrasemeans, structurally, a unit approximating to what emed sing in a

single breath® (Samberg 1967, 3) immediately connecting us to the advice of Ganassi

who encouraged playets Oimitate thexpression of the human voif@anassi 1956,)9

and tolchion J'butsy referred to abovéseep. 29. Within a phrase there are notes of

repose, usually those that form the tonic triad, and OmobileO notes, those pitches that move
away from, and towards, the tonic and create melodic movement (Cooper and ®&8er 1

118). It is the Omobiled or moving notes that create the interest and tension in a melody and,
when stressed a little in performance, can add direction to the phrase.

Walls explains thatuting the nineteenth century it was considered importantveri@ie,

or disguise, a natural dominance of strong beats in the interests of communicating a more
fluid sense of metrg@valls 2012, 545)Where the first beat of the bar is usually stressed it
can make for a very fotgquare performancand many composefind ways to detract

from this first beat stress. An example is taken from Crodst#iandO#vocation at
Midsummey (Ex. 2.1), in which the anacrusis to bar 158 is phrased across the bar, in effect
hiding the ensuing downbeat, and resulting in angtfeening of théenutoon the lowered

B flat at the beginning of bar 159. In contrast to,tthie bars that follow all highlight the

first beat of each bar with ornamentation.

158
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Ex. 2.1Bars 158162, CrossleyHollandO#vocation at Midsummer

In phrase of a more fragmentary nature there is a temptation to breathe moreantten
the broader sense phrasing becomes lost. In Ex. 2Pthe opening of BraunOs
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Albumblatt | the first phrase can be divided into three parts with bréalles between

them,but it is essentially one phrasmegesture.

Schnell und geheimnisvoll /,__._x

Ex. 2.2The opening of Braun@tumblatt |

The study of early musiestablished the detailed articulation of melodic movement in
which legatowas described by Keller &he most natural articulatidh to bind together

E the intervals of seconds, to separate slightly the notes of the msiddtintervals by
means oportato, and to separate distinctly the large intervals (E Ole&&@&)er 1973,

36) which has become an accepted hierarchical systemetoirical enunciation. This is
further clarifiedby Keller: Othe smaller the intervallic distance between individual melody
tones, the more easily the melody flows through them, with very little inhibition in diatonic
scales and still less in chromatizatesO (Keller 1973, 3&taeps, in the preface to his
Sonatain E flat, dated1951, explained that Ophrasingarks in the recorder part indicate a
legatoin the special sense understood by receptiyers: notes grouped under such a
phrasingmark shouldoe neither slurred nor separated, but evenly tongued. Notes without
phrasingmarks are to be playetwn legat® (Staeps 1957). Markus Zahnhausen in
Jahreszeichewarns us by writing Ostill, with recorder music in particular,
misunderstandings can easilyse, especially with regard to articulation® (Zahnhausen
1992, 10) and explains that he favours the ugmaatoas the basic form of articulation.

Philipp Emanuel Bach explaingdat Othe notes markgaitato] are drawn out and each

one equdy recaves a noticeable weighand in the case of the clavier is referred {atlaes
carrying of the notesO (Keller 1973, 52). During the nineteenth century this became Oa
special area of expression, which lends delicacy, care, often also hesitation, ingdantsion

E an inconsistertotationd (Keller 1973, 52). Portato will be discussed again in Chapter 6

in relation to Bousted®s work.

The subtleties of phrasing are, however, dependent on the performerOs skill of combining
breath control, tonguing, and fingeg.. Fingering on the recorder plays a particularly
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special role as the tone can change considerably between stand@piamdingeringsO
(Linde 1991, 28). Instruments can vary such geateric fingerings need be modified to
each situation, discusséatther in Appendix 2, p. 192.

Physical movemerthat ocairs during playing can also be used to project our

understanding of a piece. Small movements that occur as part of the performance process
associated witimhalation fingering, or feeling the gse canalsoplay an important part in

the reception of music and research has identified some specific movements that are

common to both soloistand ensemble players. Bedanclude

sideto-side torso sways, knee bends and torso movements whiclcoftdrine

into bobbing movements, elbow circling, instrument circling, and raising up of the
end of the musical instrument; E [and] movement effects coincide with musical
contours:

The rising and falling of a phrase being associated with knee bending;
Held notes associated with a crouched upper body position;

Rhythmic passages associated with rocking, swaying artdppéng(Davidson
2012, 605).

Stockhauserin In Freundschafttakes this much further and instructs that Othe intervals

and melodic lines shud be drawn in the air by moving the instrument up and down in
proportion to the sizes of the intervals. Avoid any movement during pausesO (Stockhausen
1984, 1V), and in a discussion of musical motion and perform&iuve and Repp

concludel that

Many twentiethcentury composers focus on sound qualities or on abstract tonal
patternsand performers of their compositions often neglect whatever kinematic
potential the musimay have. The absence of natural motion information may be
a significant factorimiting the appreciation of such music by audiences (Shove
andRepp 1995, 79

During the 1990s mamgcorder playersemained seated throughout a performance, not
just for the practical reason of having to cover the bell hole, but rather to creatiethe ef

of something more intimate as for a private circle, or music for a smaller venue, and yet
many of the musical gestures demand more of a OpresenceO for which standing is more

appropriate. This tension between the demands of the music and the rahlity of
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performance is a particular feature of Boust&ié= No.land is also a consideration for

the works of Braun and Ishiliscussed within their respective analyses.

The need to create a beautiful sound and maintain technical accuracy has todedldala

the possibilities available to the performer for an interpretation to have creative integrity.
The issues of the realisation define the differences between the score and the performance
and the extreme dynamics asked foBobusted, Braun, and lisiheedto be interpreted in a
relative sense. Ishii especially notates extremes rangingpipprat the beginning of bar

57 toffff at bar 82 andffff at bar 83, which in relation fgpp may be perceed as a wild

contrast, butn reality will be only dittle louder! Physical gestures may have to be
incorporated to make up the differenaad dynamicseed to be interpreted as

compliments to the character of a piece. As an examplgpihygfor the last line of
BraunOAlbumblatt 11, endingal niente can be interpreted aan instruction to leave the

performance space calmly, rather than reprisg a specific dynamic level.

Notation

As a performer dealing with music of so matifferent stylistic traits it iglso necessary

to be conversant with the taional elements, which have not been standardized. While the
selected rep#oire, discussed in detail inh@pters 4 8, uses mainly standard notation

there are examples of graphic notation and other symbols that have not been standardized
and each coposer has found their own solution to notating the idea. Many composers
draw on symbols that @mlready in use, resulting in osgmbol having multiple
meaningsrequiringan explanatory list in the score as, for example BradihOsblSttey

which contans a full page oéxplanationgsee Appedix 8 p. 22]).

Signs for fluttestongue and tremolo are well establishiedt sputatq fingertapping,

microtones and humming have been notated in a variety of ways.

The explanation ishiiOscorefor the crossedotehead, or (A)sletpnguec"%E sign is:
OOKlappengerSusel{&ey-tapping sound). Tapping the finger on the particular hole while
abruptly blowing in airQ. Skapngue at this speed is Ophysically impossible® (Hauwe 1992,
80), and HauweOs suggestion iarticulate with hard consonants, OTO and OKO, which can
be controlled to extreme dynamic levels. An example of IshiiCsedrastehead is given

in Ex. 2.3
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Ex. 2.3 Bar 57|shiiQgast¥green¥spring
showing the notation afputatowith fingertapping

Braun uses a simple O+0 sign under or above the pitch to Bulitatg as in Ex. 2.4nd,
as it is used as an independent action, Braun notates thetApged nas with the sign

given in Ex. 2.5
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pp
Ex. 2.4Bar 1,sputatosign used braunin Alboumblatt 1

==

Ex. 2.5 Fngertapping sign used by Braun Albumblatt 1

Braun also utilises rustle tones, notes mixed withaaid for this it is usual to position the
instrument against the lower lip so that air can be blown across the mouthpiece
shaluhuchtstyle. Alternatively, air can be allowed to leak out of the side of the mouth, and
the choice depends on just how much windy noise is required. THoited with crosses

replacing the notéead, as shown in Ex. 2.6.
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Ex. 2.6 Bar 12Notation of ustle tones iBraunOélbumblatt 11

Despite their widespread use, the notation of microtones has not been standardized. The

first bar of Five QuarterTone Pieces for Solo RecordBio. 1, showsexamples of the
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symbolsused consistently by Bousted, fogaartertone sharp and a quartene flat(Ex.

2.7). These were agreed in collaboration with Bennetts and Bowman as being a simple and
practical solution to avoid signs for thrgaartertones. The pitch was designated

according to the pitch of the assateid core fingering: for example the notation of F
guarterflat was preferred to E quartsharp because the fingering related more to F than

E.
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Ex. 2.7Bar 1, quartertone signs used by Bousted
in Five QuarterTone Pieces for Solo Recor¢ghio. 1

However, Ishii used standard chromatic signs wittowas attached as shown in Ex. 2.8 and

Ex. 2.9for quartertone sharp and flat respectively.
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Ex. 2.8 Quartetone sharp sign usdyy Ishii in east¥green¥spring
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Ex. 2.9Quartertone flat sign used by Ishin east¥green¥spring

Ex. 2.10shows the key signature for CrosstagllandOfvocation at Midsummein
which the arrow refers to a microtonally lowered B flat. A note in the score explains that

this pitch Ocorresponds to the seventh partial in theahstaleO, which is 31 cents lower

m
5

A4

()

than an equal tempered B flat.

Ex. 2.10Key signature used in CrosstelpllandOvocation at Midsummer
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In BraunOAlbumblatt Illthere are individual notes and short phrases of harmonics

notated in the standard wayth a small acle above the note as in Ex. 2.11

s
AN
o)

Ex. 2.11Notationof harmonics

These are fragile, delicate sounds and risk being inaudible in live coroettapter 71
will explain the techniques for playing the harmonics and give some exaofpessible

fingerings.

Braunexplains in the score dflbumblSttethat heuses the iamondshaped head and
trianglehead signso indicate a Ochange of tarwour through change of fingeringO as
shown in Ex. 2.12

e

[y

Ex. 2.12BraunOsatation of piches with changing tone colour

Tsoupakj howeveruses the diamonrkdead noteto indicate hummingas shown in Ex.
2.13 where the lower note is to be hummed simultaneously with the instrumental note, and

as will be discussed in Chapter 5, can be usetdate twepart textures from independent

lines.
6.1
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Ex. 2.13Notes to be sung and played simultaneouslsioupakiO8haravgi

Multiphonics on the recorder are relatively easy to yday the score of BraunOs
AlbumblSttegives a fingering chart witthe rubric Oif necessary modify aciog to type

of recorder® (Braun 199However, it is not clear whether the modification refers to the
fingerings or the pitches, or both. Braun notates the multiphonics in the standard manner as
two-part chordswith distinct pitches, Ex. 2.14lthough the precision of pitch and dynamic
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varies between instruments, securing the multiphisniependent on subtle alterations to

e

| an 1
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the breath pressure.

Ex. 2.14Notation of multiphonics in Braun@bumblStter

At the begining of bar 58 ofshiiO®ast¥green¥sprirgtwopart chord is given whigh

rather than being a multiphonic, simmutlines the pitch range for the ensuing passages of
graphic notation imolving random breath levels and fingerimgshort passages, timéu
secondgEx. 2.19. The pitch rangsuggests a preference for the use of the high end of the
pitch spectrum, yet the irregular breath will also give lower pitches, which are essential for
creating clear pitch contrasts, unevenness and variety thraughou
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Ex. 2.15Bar 58,IshiiOsast¥green¥spring

Historically the recorder has been considered a OsoftO instrument (Mayer Brown 1995, 9)
and is still considered by many to have a narrow dynamic range (Hauwe 1992, 19). The
standardnodern instrument, bed as it is on a baroque model, has an intrinsic dynamic
gradation increasing with the rise in pitch from low to high. During the 1980s and 1990s,
however, the documentation of fingerings for dynamic purposes by Hauwe (1984, 1987,
1992) and Fischg1990,published in Germgrenabled the wider recorder playing
community to avail itself of information previously known only to small groups of initiated
students of elite conservatoires. The extreme levels of dynamic demanded by some
composers can be enhancegdother techniquesuch as the strength of tonguing, vibrato

and physical movement to suggest the drama of the moment, and although the dynamic
level may then be perceived to have increased, in reality it is a minimal increase, evidence
by Patterson wh@suggests that woodwind players may exhibit as little as 10 dB difference

between their loudest and softest playing® (quoted in Hall 1990, 77).



32

In conclusion, | have compiled a chéfig. 2.1)giving an overview of the issues raised in
this chapter inelation to the five selected piec@&hey are presented in the order in which

they appear in the text.
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Issues Crossley Tsoupaki| Bousted Braun Ishii
Holland Charavgi| Piece No. 1 | 3 AlbumbliStter| east¥gren¥spring
Invocation from Five
at QuarterTone
Midsummer Pieces
Collage ¥ ¥
Modernism ¥ ¥ ¥ ¥ ¥
Postmodernism ¥ ¥ ¥ ¥ ¥
Deconstruction ¥ ¥ ¥ ¥ ¥
DiffZrance ¥ ¥ ¥ ¥ ¥
Globalization ¥ ¥ ¥ ¥ ¥
Gagaku ¥
Minimalism
Tonality ¥ ¥ ¥
Folk Song ¥
Modality ¥ ¥ ¥
Microtonality ¥ ¥ ¥ ¥
Wabi sabi ¥
Sonata Form ¥ ¥ ¥
Serialsm ¥ ¥
Humour ¥ ¥ ¥
Mathematical ¥ ¥
Models
Jo ha K/ ¥
Pitch Range ¥ ¥ ¥ ¥ ¥
Portato ¥
Physical ¥
Movement
Extreme ¥ ¥ ¥ ¥
Dynamics
Notation ¥ ¥ ¥ ¥ ¥
Fluttertongue ¥
Sputato ¥ ¥
Percussive ¥ ¥
Sounds
Rustletones ¥
Harmonics ¥
Useof voice ¥ ¥
Multiphonics ¥
Graphic ¥
Notation

Fig. 2.1Chartgiving an overview othe issues raised Chapter 2
in relation to the five selected pieces

In the following chapter | will outline the purpose of analysis from the performerOs
perspective, and explain the various types of analysis that | have worked with for the
selected repertoire.



34

Chapter 3

Methodologies

3.1 Introduction

Theinitial inspiration for my work came froavid LasockiOs (b. 1947) identification of
two areas breseach, regarding the recorder refmere as a whol¢hat neded to be
addressed at the timehd first was to create atalogue of existing repertoirejith work

first undertakerby Walter van Hauwa 1988,which resultedn theestablishment of the
Catlogue of Recorder Musioow known as th€atalogue of Contemporary Blockflute
Music (CCBM). Although this is regularly updated, it is also dependent on composers and
performers submitting tieown entries to the Catalogumdthereforeunlikely to become

a fully comprehensive list of work#t was this realization that led to the compilation of my
own Catalogue dedicated toetsolorecorderrepertoire of the 1990and af June 2016,
this comprised 32&orks(Appendix 1 see p. 184 The secondrea identifiedas being
deficient led to a demarfdr Omore firstlass analyses [¢he repertoire] or commentary

on itQGriscom and Lasocki 2003, 646).

In order to contextualise tlahoserrepertoire, g first researctaimwas to identify the
significantmusicaltrends of the twentieth centyrgnd to gain an understanding of the
various influences relevant to the 1990hencompiledmy catalogue of solo worksy
initially searchinghe CCBM online, publishesCcatalogues and websites well as
websites ofemrderperformers and composels.2013,1 visitedthe Contemporary
Blockflute [Recader] Music Library (CCBM) held at Amsterdam Universityhere it was
possible toview andstudy many of the scores.

From mycatalogue it can be seen tha principal instrument that composers have written
for is the alto recordeand that many of the titles refer to pastoral themes, partictbarly
birds, reflecting the instrumeBttraditionalsymbolicassociationd. selected five pieces

for analysis ad performance thatdonsideredo berepresentative of th@ain trends of

the decade as outlined in Chapter TWwas particularly interested to support English
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composers despite the prevalent conservative attitude in the UK towards the instrument. |
als selected substantial pieces, either in terms of duration or for the technical skill they
demanded, such that they could be accessible to Conservatoire students and competition
participants. Many of the pieces in the Catalogue are very short, are hsevdemid/or

have been sefbublished andretherefore not readily available. Consequently, | have

selected piecebat areavailableeitherfrom establishegublishers, ocan be founanline.

In preparation for undertakirggdetailed analysis of the &wselected piecesuhdertook
some research relating structural analysiand discussions of formal procedures adopted
in twentiethcentury composition, whickhowed thaa wide range of models were used
includinghistorical model®f the seventeentmd eighteenth centurieshis is also

evident from myanalyses of the selected pieces, although the compuosgreave been
influenced by the fact that the recorder had continued to be seen as an historical
instrument However, lhis does not explain thegualence otlassicakonata form, apart
from it beingan intrinsicallyversatileand much used modéihe recorder maintained its
important instrumental role throughout the seventeenth and eighteenth centuries and
elements of rhetorical ideas are evidenteveral pieces, notably by Braun and Tsoupaki.
also looked at articles that the composers themselves, or commentators of their work, had
written, particularly regarding Ishiin order to gain an understandingJapanese cultural

traditions.

| then looked at some commentas@views on the purpose of analysamdconsidered
what type of analysisiight be relevant to a performer in prepararginterpretatiorKofi

Agawu wrotethat

analysis sharpens the listenerOs ear, enhances perceptiarttabest of cases,
deepensppreciation. Detailed and intensive scrutiny of a work bringsriae
close contact witlthe musical materialeaving the analyst permanently
transformed by the experience. Nobsequent hearing of the work can fail to
reflect this new, heightened awarenetgelements (Agawu 2004, 270).

As Agawu implies, deightened awareness of the musical material is critical for the
performer in order to explore interpretive possibilities, and to fully comprehend the
structure asaccording to Scrutoranalysis attempts to build a bridge from the sound

structure to the aesthetic experien@dbuton 1999, 396However,piano accompanist
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and theorist Heinriclschenkerplacing more emphasis on contarnsidered that Oonce

the catent of the piece is clearly understppdrformance [sic] poses no problemsO
(Schenker 1994, 37). Understanding the structure therefore, is not sufficient for the
realization of a piece. The myriad of detail, in its many layers, also needs to be
acknowlelged. In theArt of Performanceschenker further explains that the notational

detail Odoes not indicate E directions for performance but, in a far more profound sense,
represents the effect [the composer] wishes to attain® (Schenker 2000, 5). For the
perfamer,therefore, it is clear thavery detail of the score has significance and the task is
to interpret the information with clarity éfiought and technical assurance.

The performerOs roles an intermediary between the composer and the audietwe, is
express the structure of music in sound for Oit is a Schoenbergian assumption that a
thorough conceptual understanding of the score is the prerequisite of adequate
performance® (Dunsby 1989, 6). However, Ounderstanding and trying to explain musical
structures is not the same kind of activity as understanding and communicating musicO
(Dunsby 1989, 7)To performthe structure of a work could lead to an arid experience of
imbalance, lacking dynamic nuance and subtle, malleable titmatigs the essencéd an
expressive performance. A lack of physical gesture can also inhibit the communication
process adiscussed ithe workof Shove and Repfd995, 79). Rink considers that an
analysis, appropriate to an ensuing performance, will also show the Oimpoir@sbapeO
rather than structure, in the performerOs conceptualisation of [the] musicO (Rink 2002, 36)
and acknowledgewhathe refers to as OOinformed intuitionO which recognises the
importance of intuition in the interpretative process [with the unaledstig] that

considerable knowledge and experience generally lie behind itO (Rink 2002, 36). Peter Hill
also confirms that Omental study E is designed to put instinct to the best use E to liberate
our musicality, [and] to make sure that the musical gaatsecfirstO (Hill 2002, 143Fhe
Omental studyO, as | understand it, refers to the intellectual engagement with a work,
through analysis and background information, in as much detail as possible. Yet an
element ofntuition dso comes witlplaying thisinsgrument as he recorderesponds to

the subtlest nuances of breath, tonguing, and fingewith the consequendkat the

player needs to have an intimatewledge of their instrument.

However Whittall concludes that
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the ultimate purpose adnalyss is to construct interpretations which make it
possible for the musical work to be aesttadty, as well as intellectually,
appreciated to a greater extewtr at least in different waysthan had been the
case before thanalysiswas considere@/Vhittall 2013).

The aimof the analysis, as the above implies, is to shed light on the work from different
angles, from a historical or cultural perspective, focusing on particular elements of melody,
harmony, rhythm, and texturan understanding afhichis considered essentiak

creating an interpretation pritw giving acompellingperformanceThe challenge for a
performer, as | see it, is to héle to bring théwo elements together: the stuctural

approach and the practicality of negotiating an ustdeding of the piece in an aural sense

for performance. The one should inform the other in a holistic cycle, and yet they tend to
be treated as very different areagexfearch.

3.2 Analytical Methods

From the above, | conclude that the performer rbastble to identify and clarify the

salient features of a compositiddink suggests a list of techniques which can help the
performer to develp an Oinformed intuitionO, and these inelumesic structural analysis

creating graphsthelp identify changs in tempand dynamics, outlining the melodic

shape and motivic ideas and in some cases preparing rhythmic reductions or renotating the
music (Rink 2002, 41). He emphasises that these are Oa means of heightening oneOs sense
of musical processO and thath Oshape® and musical gesture are fundamental to an
understanding of the whole piece (Rink 2002, 41).

| have selected three analyticaéthods for the repertoire in focus: structural,
paradigmatic, and parametric, whictonsider willoffer insightsinto both the macro and

micro levels of the compositional process.

Structural AnagJsis

The structural analyses presentehapters 48 aim to show the overall shape of the
piece, identify thesalient features and contextualise the pieces, in ordéietcao
conceptual understanding of theoresin each case | will identify the variosgctions and
the tonal scheme of the composition.
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Paradigmatic Aalysis

Paradigmatic analysis is undertaken by musicologists to identfivic units,thar role

ard the extent oftheir occurrencevithin a pieceeither as repetition or variatiomhis type

of analysis represents a more systematic approach to evaluating and calculating the
distribution of the vaous elements of a piece, ahe correlation othe snall-scale motif
with the largescale structure in the search for overall unity. It may not tell us very much
about how to perform the piece of music, but the insight gainedh&lplthe performer to
develop a sense of authority and ownership, simply kygauch an intimate knowledge

of the score. The paradigms themselves, however, can be very useful to a performer.

Paradigms are generally exampsibeingsmall units: single notes; a rhythm; iaterval,

or a motif,and in chart form they can be uded detailed technical practiae the initial
stages of assimilating the materidbwever, if the segmentation comprises phrases or
sections, the analysis can be ussate purposefullas an aid to facilitatine later stages

of performance preparatioBeing able to identify the repetitions within a piece, and
isolating technical challenges can considerably reduce the time spent learning complete
sections. Charts can be created with vertically aligned phrases, from whiepelaged
sections antheir variationthrough, for example, transposition, augmentation, and
diminutioncan bereadilyidentified Specific technical issues cdimenbefurtherisolated

for more detailed attention, for example motifs containing ornamental features and graces.
This ha also proved to be a good way of identifying sdmased errors andetails of
articulation and dynamic which anet feasible for the instrumentikewise,passages of
varying tempogan be segmented so that paEs at one speed can be pradtiseparaty

and internalised before being reinserted into the flow of a passage that requines
changes of speed.

This style of analysis has beaparticularly usefutool for generating practice material,
and inworking through this process | have suseira considerable focus on the detail of
each of the scorewhich as Agawusuggested, quoted abovea prerequisd for gaining
an important and heightened awarerggfie music

Parametric Analysis
A parametricanalysiswill identify the pitch rang of each workand then focus on areas
relevant to each piecmcluding articulation, dynamicsind textured. will offer
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suggestions for fingergs where necessary, to show heavious elements can be
achieved particularly for dynamic chamg and thenore unusual effect®\s Rowland

Jones has pointed ouindering has becom®so central to recorgaaying that it
dominates discussion of interpretation® (Rowlameks 1992, 118). This is not to say that
the interpretation is governed by the possiksitof fingering, but rather the creativse of
fingerings coupld with nuanced breath presswaed an awareness of the changing tone
colours that norstandard fingerings offer, is such a fundamentally important technique for
projectingthe dynamic andxpressivadeasof the music. To clarify this aspect of
interpretation | have includealchart outlining théour registers of the recordewith
suggestiongor creatingfingerings.This can be found in Apperd®, page 192. have
compiled fingering chas, (Appendices3, 4 and J for alto and tenor recorderand
examples ofurther alternative fingeringare given in the indidual analyses to

demonstraterarious qualities that can be chosen for particular contexts

The performance of a piece of musiconsidered to bpist one realization of a score

which Lester likens t®a map of the piece or a recipepfoducing itO (Lester 19989)
indicating Othat a musical work existsdyeyits scoreO (Lester 199599). At one and the
same time a perforamce both enriches and limits the work: enriches with the Omyriad
nuances of articulation, timbre, dynamics, vibrato, pitch, duration and E yet each nuance
limits the piece by excluding other options for that elementO (1€£8r199).The
performance o& musical structure may appeal to, and satisfy, the intellect, but it is the
momentby-moment detail that conjures the various emotions. The aim of my analytical
work, and my subsequent performance, is to Oinspire the magicO (Rothstein 1995, 238), and
to contribute to the understanding and accessibility of this repertoire. As Sandor Vegh
reminds usl@arning a work and reproducing it the same way every evening is not a
productive interpretation, it is a reproduction. You must always make it new and bave th
courage to follow that inspirationO (quoted in Lawson and Stowell 20)2083@sical
interpretationconsists of deviations from the strict regularity or equality in timing,
dynamics, and articulation that a literal rendition of a score would prof@dedin,

Lemieux and @en 2007, 456 indicating that there amaany opportunities to create a

variety ofnuanced performanseFirst of all the size, acoustic and temperature of the
performance space will necessitate adjustments to the articulation,idyaachgesture of

the performer. In general this could be described as the larger the space the broader the
gesture, and the bigger the acoustic the shorter the articulation. The receptivity of the
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audience can also affect the performerOs sense of caratimmiHaving gained an

intimate awareness of the score through detailed analysis, it is possible in performance to
highlight different aspects of the work, be it a melodic thread or a rhythmic motif, giving
the piece a different complexion. Within a dengerformance it is not possible to display a
complete understanding of a piece, and decisions have to be made as to which elements to
prioritise. This particular area will be discussed in CrosbleffandOvocation at
Midsummemvhere phrase lengthspeerned by a predetermined mathematical calculation,
are not quite long enough and can be lengthened in performance by slowing down or by
adding a fermata to the final note of the phi@se pp. 5465). Dynamicsand tempi are

also infinitely variable ingbtle ways and unlikely to be replicated exactly each time.
Tsoupaki, inCharavgi has marked sudden dynamic changes in the score, which are all
dependent on alternative fingerings, creating a fragile tone. This instability can be used to
create a differertonal landscape, to highlight and contrast with the main tones of the
melody and will be subtly different at each hearing. Just as the breath is exhaled at
different speeds, and the heart beats at varying rates, so the details of a piece will be
slightly altered at each performance. Although these may se®e slight variations, they

can affect the intensity of the overall performance. However, esse@thyperformerOs

task is to provide the listener with a vivid experience of the work, not antiaahly
undestanding® (Rothstein 1995, 238) and all of these nuanced adjustments contribute to
making the music both enriched and vaakach hearing.

In the following chapters | wilindertake aanalysis of each score and tteamsiderthe
technical ad aesthetic challenges of interpreting ths a preparation for performance. |

will discuss the feasibility of the composerOs demands in relation to pitch and intonation,
phrasing and articulation, dynamics and general performance issues ofedtagesme
relevant to the particular piece.
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Chapter 4

Invocation at Midsumme1993)
for Tenor Recorder

by
Peer CrossleyHolland

4.1 Introduction

Invocation at Midsummas a conventional piece in a lyrical style, utilising stendard

pitch range oftie tenor recorder front ¢o ¢. It requires a modest instrumental technique,
yet demands a high level of musicianship to articulate the subtle changes of mood and
character of the numerous sectiofisis work has been described as an Oextended and very
beautiful piece for solo tenor recorder® (Turner 2001, 91), reflectmgdthposerOs]

Odeep religiosity [for which he wamotivated more by the spiritual content of the

music he heard than by the sounds aloneO (Si@mssleyHolland also explained o

he Ohad pondered the old Celtic belief that midsummer was a time when the veil between
this world and that of the spirits was lifted and that it wagpssay, a time of the influx of
OsupernaturalO influences on human affairsO (Crdséimyd 2002, 5).

In the northern hemisphere the celebration of Midsummer takes place betweeh ane 20
24" June ands associated with traditions of collecting flowers and herbs, such as St
JohnOs et to decorate the home, and the lighting of bonfires (Roud, 2006.
Midsummerencompasses the summer solstice that occurs betwBem@@he22™ of

June and the Feast of the Nativity of St. John the Baptist'®dut#e. In the Roman
Catholic breviary the appointed hymn for Jun& BUt queant laxisthe firg verse of
which is traditionally sung at Vespers, the service of EveRnager Associated with
Vespers is the ceremony of lights at which torches and candles would be lit to create Oan
infinite light® (Cabrol 1912), as a possible reference to botigtiiei the sun and to the
light of God.The first note of each phraséthe hymnforms the hexachord on Of re mi

fa sol la known as thdexachordum naturajer the Onatural scale ont6&@hich
CrossleyHolland refers in his writings olmvocation & MidsummerThe Vesper hymn,
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Ut queant laxisis shown irEx. 4.1 below, with the first note of each phrase coloured blue
to identify thehexachordum naturale

o)

O - * 9+ " @ FF o & T T
Ut que-ant la - xis, Re -so -na -re fi- bris,
o)
D — 0 ———
Mi - ra ges-to - rum, Fa-mu-li tu-o0 - rum,
o)
b A
e — — =5 = _ 5 = = —
D) hl [
Sol - ve pol-lu - ti, La-bi -i -re -a - tum,
o)
S
4 r 3
D)} L4 > hd r
Sanc - te Jo - han - nes.

Ex. 4.1 Ut queant laxigHiley)

CrossleyHollandexplainedthatthe opening themef Invocation at Midsummetame to
him as he was Owaiting for a train to Carmarthen on Paddington station!O and later whilst
walking in the country near his home he

heard the harmonic seventh (flatter than the minor interval and nearer to the
augmentedixth) in the sound of the wind, and wanted that to be part gfitee,
much of which isin effect, written in the natural scale on C (with tfeand 11"
partials, B Fldt and FSharp ) (CrossleyHolland 2002, 55)

The key signaturenentionedn Chapter2, calls for a lowered Hat (as the seventh

partial of the harmonic serieaid the suggested fingering given in the score is 012346.
This fingering on a tenor recorder, however, produces a slightly highatfiral). The ¥
partial (969 cents) is 31 ots lower than an equal tempered B flat (1000 cents) (Baines
and Borwick), and appropriate fingerinigs the correct pitcltan be found based on
01345 or 013467 for the first register, antidb67 for the second register. The lowering
of the pitch, slightly more than an eighth-tone, also changes the quality of the tone and is
clearly audible in performance as in Audio Example: CD Track 1, in which the first note
played is b flat, and the second is the harmonic severitiablowered by 31 cents, and
then played an octave higher. Bars 30-31 (Ex. 4.2), place the harmonic seventh in the
context of a phrase.
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Ex. 4.2Bars 3031 fromInvocation at Midsummer
Audio ExampleCD Track 2

4.2 Structural Analysis

The opening notef Invocation at Midsummeg?, sol meaning sun, is followed by the
musicatrhetorical figurecirculo mezzdEx. 4.3, see p. 46)used for the expression of
circular concepts, (Bartel, 1997, 21&hd the three sections of the form, AButlined

below (Fig. 4.1, see p. 4%an also beinderstood as being symbolic of cyclical movement

further referencing thearthOs movement aroundshea.

Invocation at Midsummaerecalls the celebrations of Midsummer through a collage of
songs and dances, interspersed with moments of calm refldatios writings, Crossley
Hollandexplained thainvocation at Midsummesras composed using firatovement
form, barred according to

the proportions of the Golden Section, and the groupings of its 233 bars fall very
closely into the Fibonacci seriesjch thaits phrases, periods, and other

structural units ultimately analyse throughout into-tand threebar units (and
theirmultiples (CrossleyHolland 2002, 55)

The purpose of thisheconsidered, was to Omysteriously link the music with stasctu
found deep in the cosmosO (Crosslelfand 2002, 55)The mathematical proportion
referred to as the Golden Section occurs at bar 1381XD.618 = 144) wittthe pitch &,
again identified as a reference to the OnaturalO scale that underpingtisgioom

The two outer sections have been constructed using the Lydianwitbhdbecentral
section formed frontranspositions of the Dorian modegth of which can be identified as
emanating from theexachordum naturaléA notable feature of theodes is the tritone,
inherent to the medieval hexachadd referred to as thtabolus in musicawhich Oin

19th-century Romantic opera E regularly portrays that which is ominous or evil®
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(Drabkin)? This will be discussed later in relation to the use ofatiisee page §5This
piece references the past by the use of modal harmony, discussed earlier in Chapter 2, and
reflects the conservative attitudes of composers who had rejected the mechanistic

processes of modernism in favour of the renewal of thié.spi

The chart(Fig. 4.1below),shows myanalysis ofnvocation at Midsummedetailing the
rigorousapplication of the Fibonacci series embedded wihimata form, together with

the sectiordescriptors, details of the modes that are used, and thiwisidsdof the

phrases according to the bar lengthsave also highlighted in bold the bar numbers that
correspond to the numbers in the Fibonacci sequé&nom thischartit is possible to

identify the sections as being marked by either a transposttioode, or by descriptors.

These do not always coincideut the material changes in character from one to the other,
sometimes in a particularly marked way, for example at barRdsblutelyand at others

more imperceptiblyfor example at bar 12®&leasingly The phrases comprising eight and
thirteen bars are accumulations of two and three bar groups, reflecting a natural process of
growth? organically creating longer phrases. This, however, also creates an unevenness to

the phrasing, as the expeaatis for multiples of fowbar groups.

? It is interesting to note that the tritone found in the opgnielody ofinvocationat MidsummerEx. 4.3,

lies between C and F sharp angdssiblya reference to StrinskyOs use of the triads on these same pitches
in Petrushkaa work which also reflects the song and dance rituals oée&diditions.

19 As CrossleyHolland explained Ocertain creatures grew in thegptions of this [Fibonacci] seriesO (1979,
93) andusing this as a compositional device linked his work to theralaworld.



Fibonacci
Numbers
1, 2, 3,
5,8
13
21
34

55

89

144
Golden
Section

233

Bar
Numbers
1-13

13-21

21-42

42-55
5563

63-68
68-76
76-87
87-89
89-97

97-102
102-110

110118
118136

(124)
(131)
(135)

136139

139144
144157

157-170
170178
178186
186194
194199
199207
207-215
215221
221-228

228230
230233

Sonata Form Section descriptors Mode
Exposition (A) Joyously and flexibly C Lydian
First group of themes
With energy (triplet
figure)
More solemnly
mp (triplet figure)
Joyously but gently
Second group of With decision E Dorian
themes
Dancelike
A Dorian
With decison E Dorian
More gently
Development Mysteriously and C Dorian
(B) flexibly
G Dorian
Well-marked withait E Dorian
vibrato
Pleasingly and danee G Dorian
like
Resolutely B flat
Dorian
Pleasingly
With decision
Mysteriously and
flexibly
Well-marked, without B Dorian
vibrato
Freely F Dorian
Recapitulation Joyously and flexibly C Lydian
(AY)
More solemnly
Joyously but gently
With decision A Dorian
Dancelike
With decision
Joyously and lightly D Dorian
With energy G Dorian
F Dorian
Coda Calm but ecstatic C Lydian
Mysteriously
Joyously and vth
decision

Fig. 4.1Analysis oflnvocation at Midsummer
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Phrase subdivision
in bar lengths

3+2+3+2+3 =13
3+5 =8
2+1+2; 3+2+3 =13
1+2+45 =8
1+2; 243 =8

3+2+1+22+43 =13
3+5

3+2 =13
3+5 =8
1+2+8+

2 =13
1+3+3+

1+2+41+2 =13
2+3+3 =8
8 =8
24242

2+2+3 =13
1+2+

2+

2+1+

243 =13
3+2+3+2+3 =13

2+3+2+1+2+43 =13

1+2+2+3 =8
3+5 =8
3+5 =8
1+2+2 =5
3+2+3 =8
3+2+3+

2+3 =13
2+3+3+

2+

3 =13

Collating the structural elements of the Fibonacci series, sonata fortnearst of modes
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4.3 Paradigmatic Analysis

From a perfamance perspectiy¢he focus of this piece is the long phrastswever,the
opening phrase of thirteen bars, (Ex. 4.3), is clearly segmented by the cqmapwger
phrase marksand details both the fragmented nature and the unevenness of the internal
structure of the phrase.

Joyously and flexibly

Ex. 4.30pening theme dhvocation at Midsummer
showing thecirculo mezzand tritone

As can be seen the exampleabove(Ex. 4.3) the ornaments serve to highlight and
decoratehe important noteshe pitch é, the tonalityof the hexachord, and éar 5), the
pitch of mutation to the hexachord on G.

This ornamentatiors developed ithe ensuing sections and movesn the addition of
grace notedo a division style of decoratiomakingthe firstsegment of the first phseas
an example(bars 13), the following syntagnshows howthe ornamentatiors developed
(Ex. 4.4).
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I Il i v V
Crotchets Quavers Quintuplet Quavers Triplets
and quavers

Joyously and flexibly

1
ten, Fm—m———___
e . Y

Joyously and lightly
200

T T

Ex. 4.4 Syntagm of opening phase, bars 1-3

The rise and fall of the melodic contour is a particular feature of the piece, found also in

the rhythmic passages. Further links to the Fibonacci series can be found by simply
counting the notes of a phrase, one example of which is the triplet section starting at bar
13, containing 34 notes (34 being a Fibonacci number), and Ex. 4.5 examples both of these

features.

With energy
Nl & 3 14

 —— | 1 T
| I - |
o

)
mp 3

Ex. 4.5With energya 34-note phrase in bars 13.4 - 16

The following paradignchart of the passages in triplets (Ex. 4.6 below) can be used to
practise the gradual changes in dynamics and the flexibility of the tempo.
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A 3 208 3 ~ . 3 3

Ex. 4.6 Paradigm chart of passages in triplets that can be used as practice material
for Invocation at Midsummer

4.4 Parametric Analysis

Pitch range

The pitch range dihvocation at Midsummedres comfortably within the traditional range

of the tenor recorder, extending over two octaves and one note, from the lowesttoote, c

d® as shown in Ex. 4.7 below.
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Ex. 4.7 Pitch range used imvocation at Midsummer

Phrasing

The score gives no time signature and although it is notated in 4/4 throughoudy¢here
many instances of a flui@pproach to the melodies, reminiscent of the works of Vaugha
Williams, with changes from four to three beat patterns which help to maintain a forward
momentum(OttawayandFrogley).The opening phrase, (Ex. 4se p. 4phas been
subdivided by the composer into groups of three and two bars following the nwhbers
the Fibonaccseriesand as Fig. 4.(see p. 45)etails, this is maintained throughout the
piece.Ex. 4.8 below,shows a sequence in which groups of three beats are phrased
independently of the bar line within a passage of 4/4. The first note ofeaghhas an
added ornament further highlighting the changing stress within the bar, ornaments which
the composer indicated shoudd played before the beat (Crosskéglland 1996.

Pleasingly

Ex. 4.8Bars 123126, showing groups of three beats within a 4/4ggpss

The pastoral character of the piece is also supported by unstressed cadences as shown in

the followingexamples, Ex. 4,%nd Ex. 4.10

poco ten.

Z dolel © € @ T T T T T e 1 ) L 1 4 1

D] veoe = 3 3 3

3 3

Ex. 4.9Bars 19 21 with unstressed cadence

nl '-I;‘_/\_n_ /‘—\_
=SS0

Ex. 4.10Bar 93 with unstressed cadence
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Dynamics

The notated dyamic range is modegi:Df, andwell within the range of possiliies for

the instrument.n generalthesefollow the natural contour of the instrument i.e. quiet for
the lownotes and loud for the higtotes.The number oflynamicmarkings also
correponds to the Fibonacci series. In the Exposition, section A, there are-oventy
dynamic instructions which | have formed into two charts of thirteen andragykings
each thirteen and eight also being Fibonacci numb&kartFig. 4.2below, showsthe

dynamic range athe Exposition. The sigrid&Q and&Orepresentrescendand

diminuendo
Bar 1 134 |15|16.4|17.4|18.4 |21 |21.4|344|36|37|37.4|39.3
Number
Dynamic mf | mp< | > | < > < > mf |mp |[< |> |< mf
Bar 424 1504 | 63.4 | 664 |83.4 |84.4 |86.3 |883
Number
Dynamic| mp mf f mf < f > mp

Fig. 4.2 Chart showing the dynamic range of the Exposition
in Invocation at Midsummer

From the chart Fig. 4.2 it can be seen that there arérvaokings. The first, at bar 63.4,
corresponds to the section marked ODance-likeO and the change of character is further
emphasized by additional articulation signs of accenstaatato as can be seen in Ex.
4.11.

Dance-like
04 646? = =

Ex. 4.11 Bars 63.4 b 65 showing the articulation and dynamic emphasizing the dance-like
character of his passage
Audio Example CD Track 5 at 20200

The second, at bar 84.4, corresponds to a passage in the ramjérbwhich the Bs
are each ornamented with acciaccaturas. Ex. 4.12 shows the detailed articulation and

ornaments for this passage.



51

Ex. 4.12Bars &.4D87 showing thé dynamic and its correspondence
to the higher pitch level
Audio Example CD Track 5 &0030

The Developmengection, bars 8244, can be charted in a similar way. The dynamic here
ranges fronp Bmf, which suggesta much more sulogd central sectiof he chartFig.
4.3, details the dynamics of this section.

Bar 89.4|197.2|198 | 98.2| 100 |101.2|102.4|106.4| 118.3| 123.4| 1284
Number

Dynamic| (mp) | < mf |mp |<mf | mp mf mf mf mp mf
Bar Number| 132.2 | 135.2 | 136.4 | 138.3| 141 142.3 | 143.2 | 144
Dynamic mp p mf p poco<mp |p mp< >p

Fig. 4.3 Chart showing the distribution of dynamics used in the Development section,
bars 89-144

The dynamics generally follow the natural contour of the pitch, although at bar 119.4 (Ex.
4.13) the high passage is markedin contradiction to this general observation, but it can

be achieved by using a gentle articulation. This section marks the point at which the piece
begins to relax, and markatl pleasurethe expressive and lyrical quality of the melody is
heightened by a sense of reverie. Interestingly there are only natural pitches, this being the

only section with neither key signature nor accidentals.

Joyously and lightly
200

ten, —oo——————— TN N .~
1 1 3 »

mp

204 PN

VS pEre g L eefesp PEPipoeB, T
:@ ) —— l_} l' :<|F_I'_!_F_IF ! J: | —— ) — EI—I—I  — ) — 1 E: : :” = ::
D —_ = 3 3

Ex. 4.13Joyously and lightlyars 119.4 - 207
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Thep dynamic has been reserved for the end of thisoseahd, together witmp, is
associated with the trills as can be sigelfx. 4.14below.

/
J
| |41
By
[\
I\
T8
LU
TR
s |
L]

mp p mp —_— e P
Ex.4.14 Bars 141.4144 showing the use of quiet trills

Thechart,Fig. 4.4, shows th€21) dynamics for the Recapitulatipbars 144220,and
although theseange fronp tof, this section is centred around thélevel.

Bar 144.4| 157.4| 159.3| 165.4| 170.4| 178.4| 186.4| 199.4| 208 | 209 | 211

Number

Dynamic| mp mf mp mf p mp mf mp < <> | <poco
Bar 212 | 213 | 214 | 215 | 215.4| 216 | 217 | 217.4| 218 220
Number
Dynamic| > <>|< mf > | mf < f p <mp< | mf

Fig. 4.4 Chart of dynamics in the Recapitulation

The Coda, bars 221-233, contains eight dynamic markings, and as can be seen in the chart
below, Fig. 4.5, they are subdued levels, brightening up only at the enfd with

Bar 221 | 223.2| 225.4| 227.7228.2 | 230.4
Number
Dynamic mf | mp | mf > mp f

Fig. 4.5 Chart of dynamida the Coda, bars 221-233

Thesecharts show that an overall dynamic template can be proposed for this piece as:

mf - mpBmf, mirroring the three sections of sonata form.
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Articulation

The simplicity and transparency of this piece is dependent on the clarity of articulation and
the characterisation of each of the sections. Articulation following StaepsO precepts
outlined in Chapte2, (p. 25, clarify the dstinction between slurs and phrase macks
indicatea group of notes. | would suggest a gently tongued legato throughout with a
varying degree of detachment for notes not under a phrase mark, and to restrict any
slurring (no tonguing) to more local sitiens where two notes, or groups of three notes

are specifically marked to be slurrexd in bars 39 and 125. This piece requires a lyrical

style of playing and offers an opportunity to focus on a centred tone throughout the long
phrases, using legato tamngg. This is contrasted with staccato tripletbatl13.4 (Ex. 45,

see p. 4Y, which need to be tongued lightly, gradually becomviagouslymore and less

broad to imply the dynamic gradation. The composer has structured the phrasing to be
played withn comfortable breath lengths and although breath marks are given in the score,

others can be taken at rests as required.

Tempo

The piece is markedbyously and flexiblgt the beginningand it is a flexibility of tempo

that is needed to fully charadws the many sections of this piece. Two metronome marks
are given in the score: sections A andafe marked crotchet = ca. 112 and the central
section, B (bar 8), with crotchet = ca. 84. The first | consider to be too slow to express the
joyous charactization of this piece and would resé this up to crotchet = ca. 1this

melodic writingwas conceived ia more romanticnannerthan most contemporary music

as was relatedn page42, and it is thedea of walking in the country, engaged in listening

to thesurroundingsoundghathas guided my interpretatioAlthough absorbing the
atmosphere of nature may be a romantic noticonsider thathe charactesationof the
melody requires a little mom@nimation Today wehearthis musicin adifferentway, and

play it faster in order not tbecomeoo indulgent.The effect of this increase in speed

means thatach sectionthereafterneeds an adjustment tailored to the descriptive text, for
exampleWith energyat bar 13.4 will sounthore energetic atretchet = 134andmore

solemnly bar 21.4 at crotchet = 112. However at bar 34.4 the triplets return and the tempo
needs to move on, relaxing again at the melpdssage of bars 342. Fig. 4.6charts the
changingecrotchet speed of the Expositiaand kg. 4.7the development section. In the
recapitulatiorcrotchet = ca. 11% again revised up to crotchet = ca. d2@lcrotchet = ca.

84 for the sections markedysteriouslyemains the sam&hese metronome markings are
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based on my recording &@D Track>.

Bar 1 13.4 21.4 42.4 554 63.4 76.4 87.4
Numbers
Descriptor Joyously With More Joyously With Dance With More
and flexibly | energy| solemnly | butgenly | decision like decision gently
RitE
Score | =ca. 112
Performance| 126 134 112 126 116 126 120

Fig. 4.6 Chart showing the changing crotchet speed of the Exposition

Bar Numbers 89.4 110.3 118.2 124.4 135.2 139.4

Descriptor Mysteriously Pleasingly | Resolutey | Pleasingly| Mysteriously | Freely

and flexibly | and dancdike and flexibly
Score I =ca. 84 I =ca. 112
Performance 84 126 126 112 84 Freely

c. 84

Fig. 4.7 Chart showing the changing crotchet speed of the Development section

The charts represent a particularly prescriptive approach, considering the references to
playing flexibly within the score, and th#gardando markings at the ends of phrases, but
this can help to clarify the boundaries within which the various moods can be expressed.
Crotchet = 126 is a more accurate reflection of the overall speed for my performance.

Rubato

Phrases in triplet rhythm are generally marked wiscendanddiminuendosigns, as

can be seen from EXx. 4.6, (p. 49 above), carefully following the pitch contour so that the
loudest part of the phrase coincides with the highest pitch. This is a curious detail, which
simply supports the natural result of playing this phrase. It must be noted, however, that
crescendanarkings are not given in bars 40-42 or 205-206 where the pitch rises much
higher and which need to be played more strongly to support the pitch on the instrument so
that it speaks clearly. As a point of interpretation, Schenker explairigeidrt of
Performancethat when introducing new time values, Oit is necessary to play the very first
notes of the new rhythmic pattern a little slower than the absolute strictness of the
metronome would demand® (Schenker 2000, 57FB8Yirst passage in triplets follows
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the opening seon, which ends with crotchets, and introducing the new rhytadually
helps to smooth the transition between the two-tnalees.The dynamic markings
attached to the tripletould therefore be interpreted to mean not just a change of dynamic,
but also a slight adjustment to the tempo in the mannerulifedo, where thecrescendo
implies a gradual increase of speed anddthenuendaa slight slowing downAs can be
seen from Ex4.5(p. 47) this phrase is just three bars in lengtitlthe use ofubatocan

be used to redress the balaadédtle by addingength to the end ofhe phraseRubatocan
be used to help to make this phrase sound exer, however, many phrases carry no
dynamicmarking. This offers the potential to interpret these phraseghmsr,playing
straight througho highlightthe unevennessr by slowing dowrat the end of the phrase. |
have used, as an example, bars 842 (Ex. 415) where the first phrase of 10.5 beats is
answered by a phrase containing 8.5 beats, and trgpiitedong-enough wistful ending is
better served by lingerg at the high poinfTwo audio examples, CDracks 3 and 4offer

a canparison.

Ex. 415 Bars37.4D42, showing the uneven phrase lengths
Audio Examples: COrack 3 is played in time
CD Track 4 is played morexibly and a little slower at the end.

Vibrato

The score calls for vibrato to be used at four specific pladthin the central section: at
bars 89.3102.4; 109.3104.2; 135.2136, and 139-444.3. According to 17thand 18th
century sourcesyibratowas associated with fear, cold, deatbep and mourning E
before being superseded by the more modern idea of vibirago to embellish theaned
(MoensHaenen) The associationwith fear could refer back to the ugkthe tritoneand its
portrayal of evil, and it is interesting to see ttat eiseof vibrato first appears at the
beginning of the Development sectifvar 89) marked OMysteriously anexiblyO in ta
score, therat subsequent appearances of this descriptor. Beeters featurehe tritone
asbothpart of the melodyand theornamentation, athe intervais created betweetine
grace note and the upper note oftilile. Examplest.16, b, and ademonstratehis
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feature.The tremulous effect of the vibratoaybe areferenceto the flicker of candlelight
traditionally usedat Vespersor even the light of the bonfire.

Mysteriously and flexibly ‘
89 with vibrato tr(q) 1en43 P -

NS
! — | | [——— . . \ f 1
P’ Ay i r 1 L1 1 § 1N

Ex. 4.1 Bars 8993 showing the use of the tritone highlighted by a trill

with vibrato

Ex. 4.1& Bars 228230

At bars 135136, (Ex. 4.1@), however, there is little opportunity for vibrato ext as an
addition to the trill suggesting a yet more tremulous sound, enhanced by a breath vibrato.
For the longer passages and long notes, finger viltattefnen} can be used, which will
create lowered pitch inflectionwith the effect of subduinthe mood and enhancing the

air of mystery.Bania, as a result of her research has conclude@ttsmentechnique

was the dominating vibrato technique during the eightematitury, and coexisted with

the chest vibrato during the first half of thé"k@ntury at least in England and Germany®
(Bania 2008, 5)and is particularly appropriate to this pienéelping to convey the

flickering imagesand nostalgiaf times past.

A performeris often requiredio offer adviceo a composeabout thevarious

idiosynchrasies of their instrumebyt the performerOs role is generally understood as

being Oconfined to the discovery of practical OsolutionsO to musical ideas (OproblemsO) that
have already been posed by the composerO (Fitch and Heyde 200vp@&jon at
Midsummeicontainsone such detail that suggests the dedicatee, John Turneffdrad

advice to Crossletdolland, as a nomnecorder player would not be aware of tpecific
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practicaloption The ornament in bar 8@iith ac®- sharp usuallyinvolves closing the bell
hole However b*c3-sharpb® can be easily played slurred by lifting Kafand fingers 1
and 2 while maintaining a steady breath pressure. The full fingergiges in Ex. 4.17

'vluaw—z
ISR

Ex. 4.17Fingering for & sharp in bar 86

Other ornaments in this piece also need some consideratierornament in &85 (Ex.
4.198 is slow to change to’tand may need to be tongued very gently to secure this without
the sound splitting.

85 ~~ . . . ——
_Q_Bﬂ#?_# I d}( f- '." 'IF 1]
o e e e e EA———————— ||

= 1l

[

Ex. 4.18Bar 85, with ornament that is slow to speakaonent

The ornament in bar 177, attached to the third Feaheuld probably benainterval of a
third between ®and g, as in Ex. 4.18 below, rather than thé $harp to §in the score,
Ex. 4.1% below. This would imitate the ornamentation patterthefexposition at bars 51
and 54.

177 " b
; I 1 | 11 1 | el 11
155 1 1 1 1 1T 1 1 1 1
pv4 1 1 11 1 1 11
= 1 I

Ex. 4.1% and4.1% Bar 177,showing alternate pitch of ornament

The piece congto an end with a more clearly articulated phrase, echoing the end of the
opening section, (bars 4113), with the addition of a final wten out ornamentex. 4.20.

Joyously and with decision

2
AL 231 . . —.
p 4 r
72
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_ | e
p| |
| 100
T
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N

Ex. 4.20The final decorated cadence, bar 233
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4.5 Conclusion

This piecereferences the pastoral style of composition favoured by many English
composers andan be understood as an expression of both sacred and seentraes to
the rituals associated with Midsumme&he rostalgia for past traditions suggested in its
engagement with tonalityhe influence of folk songnd a dynamic contradictiontiaeen
the Fibonacci series andrsata form. Ipresents the performaith an interesting choice:
to privilege the Fibonacci series and express the uneven phrase,lghgtigsa post
modern interpretation, or to make use of the flexibility that comes with the ugleatd,
reflecting a nee@omantic stance, based on asdical sense of balance. This is supported
by the following extract, taken fro@peaking of my Lifen which CrossleyHolland

writes

of the composerOs quest for something new, it is certain to fail if he continues t
put primary emphasis on techniqu&gould he but turn to the spirit, he would

find thespirit ever new and would see progress no longer as mere change but as
the constant seeking out of materials and techniques which can clothe the spirit
ever more nearly (Crossldyolland 1979, 94).

My performance ofnvocation at Midsummeszan beneard on CD Track 5.
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Chapter 5

#3$%3$&'(_ Charavgi(1994)
by
Calliope Tsoupaki

for renaissance alto recorder

5.1 Introduction

Charavgiwas commissioned, by the recorder manufacturer and publisher Moeck, as a test
piece for the competition held as part of the 1995 Recorder Symposium in Calw, Germany.
The review inAmerican Recordedescribedt as

a long and difficult solo work E[and as a] rather haunting romantic piece in
which a slow, sustained, folk music influenced melody is embellished by rapid
and complicated ornamental gestures [of which] the most difficult aspect E is its
enormous dynamic range; it requires a state-of-the-art command of dynamic and
coloration techniques B nothing less will do (Rose 1997, 32).

In 1999 it was again described as a slow melody Oenhanced by color/dynamic changes E
highly ornamented [in which] the ornamentation is virtually inseparable from the melody®
(Rose 1999, 31) and, as discussed in Chapter 2, (p. 19), colouristic tuning will be apparent

here, particularly in the numerous scale passages.

Tsoupaki describes her music as having a Omood of timelessnessO with the aim of
expressing Othe essence as simply and clearly as possibleO (Tsoupaki 2016). The title,
Charavgi is a Greek word that indicates the Overy beginning of the dawnO (Tsoupaki 1995)
or Oearly dawn®. Tsoupaki explains that she did not Oonly want to givefaainmpdé

dawn in a romantic sense, but [1] tried to deal with a musical material that undergoes a
transformation and ends exactly at the point of its full flourishing, just as the dawn ends at
the moment of sunrise® (Tsoupaki 1995). Performer Julia Whybrow explained that the
composer Owas imagining a lonely shepherd in an intimate and meditative dialogue with
nature® (Whybrow 1996).
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The published score @haravgiis a printed copy of the beautifully handwritten original,
comprishg 67 lines of unbarred musitThe detailed rhythmic writing sersé conceal a
regular pulse, supporting the fluid and improvisatory nature of this piece, while the
melodic writing alludes to the intricate ornamentation foun@rieek traditional musiand

arabesques dfliddle-Eastern art.

5.2 Structural Analysis

Tsoupakihas written that hezompositions utilize elements of early and contemporary
music, as well as the music of Greece and the Middle East (Tsd{isgki My analysis

seeks to identifyltese various influences and show how they have been incorporated into
this work. The influence of early music is reflected not just in the choice of instruooent
also in the abundant use of baroque rhetorical figures sughtascirculo andgroppo

(trills) Owhich are compounded iptantasi® (Barte1997,383). The word fantasia is
derived from the Greek worgl@ntasi®) meaning imagination, or product of the
imagination (Fielgd Helm and Drabkip C. P. E. Bach explained thatf@atasia is said to

be free when it is unmeasured and moves through more keys than is customary in other
pieces, which are composed or improvised in meterO (Bach 1974, 430), and amploy
Ounfettered exploitation of insmental virtuosityO (Fieltielm and Drabki. Thisaso

reflects theTurkish/Arabic instrumental improvisation calléaggm, which Odemonstrates
divisions between magam@inhard Stokes and Reinhgyar modes. Tis division

refers to the mangections that characterize the form ¢a@9m E and the setions

almost always proceed in an ascending direction (Shiloah 1995 Clti#afavgican be

divided into sixteen short sections, each section being separated by rests, but these can be
grouped together to form a structure of three sections A, B, abd#tl onthe three

distinct categories of material used to identify each seclioese are the long notes and
acciaccaturas of section A, tvpart writing involving humming and playing

simultaneously in section B, described as drones and disdusges onpages 6971, and

the upward strivingirata figure of section C.

™ There are three small errors in the score for éimetto have full crotchet beats: 1. At the endié 9,
the dotted dand & are semiquavers; 2. In line 18 the tiéthégnning the second beat should be a
semiquaver for the line to total eight crotchetdn3dine 61, the last group of dersémi quavers should be

written as hemdemisemi quavers in keeping with the surrounding materi
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Fig. 5.1 belowgives an overview of the structure.

Line Section Mode Feature
1-16 A C Phrygiandominant Long notes, acciaccaturas
1642 B Drones
4349 Transition F Phrygian dominant Acciaccaturas, long notes, trillg
49-67 C F Dorian/Phrygian Tiratas

D Dorian

Fig. 5.1 Chart showing the structureCifaravgi

Charavgiis composed in the Phrygian dominant mode, which correspondsrathm

hij*z used both in flamenco, and Arabic music (Katzynag m, or modeis defined by

the addition of tetrachords which are Oa feature of art music, and [are] not found in popular
or rural music, which remains within a narrow ambitus E ama m Hj*z consists of the
following tetrachords: theij*z, bayyt), +usayn, +j*z andb! sa)kO (Blum)usayn being
abayyaj tetrachord on A (Parfitt). Ex. 5.1 shows the Phrygian dominant mode and the
tetrachords of thenagam hijz used for modulation.

Phrygian dominant mode on C/maqam hijaz

0
p A 1y
r L 1 [ ] 1y
| Fan ) Z2LY — 1y
- 1 (W] — 11}
v o 44 -
0
p A 11 11 I - i1 1|
2. 11 11 o (W) — 1l iy
| Fan H I | W ] h L] 1l I )
- 1] i3 11 Iy [ W ] 11 1l b [ & ] 11}
¢ o VO O v = O v
1 ] 1 ] 1 ] 1 ]
Tetrachords: hijaz bayyati husayni busalik

Ex. 5.1 Phrygian dominant mode and the four tetrachords ofidigam hijz

The enormous variety of scalic material used throughout the piece comprises natural minor
scales, the Dorian and Phrygian modes, and ends with D Dorian. The writing reflects the
ornamentation of a melody as in seventeenth century diminutigressaggi comprising
rhetorical figures and ornamental flourishes, which serve to support the concept of the
rising sun at dawn. Bartel explains that Oby 1600 a systematic use of rhetorical principles
and terminology, including the concept of musical rhetorical figures had been established
in themusica poeticaliscipline through the writings of Joachim BurmeisterO (Bartel 1997,

20). Musica poeticavas one of two new disciplines of persuasive communication
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developed frommusica practicaand dealt with texéxpressive composition, the other
beingars cantuswhich focused on the execution of a composition (Bartel 1997, 20). The
aim ofmusica poeticavas to balance the Omathematical explanatiotusic with the
empirical realm ohatural experienceO (Bart®97, 27), discussed in the previous chapter
in relation to the Fibonacci seriasedin CrossleyHollandOs work and the pitch of the
harmonic seventh. This natural experience was codifigukeasoincept of the affections,

and the portrayal and arousal [of the affections] bed@meevery essence of all Baroque
musidXBartel 1997, 29). The descriptive writing@naravgicomprisesnanyfigurae
simplice,or ornamental figures such as theulo mezzpomentioned earlier in relation to
CrossleyHollandO#vocation at Midsummeidentified in more detail below. In a similar
way, thetaggm is not improvisede® nihilg [but rather] incorporates the cumulative
vocabulary of generations of musicians, a tradition that favours recomposition rather than
original development® (Shiloah 1995,128).

5.3 Paradigmatic Analysis

In this sectiorl have identifiedhe rhetorical figures that are foundGharavgiand using
theseasparadigmsl createl chartsthat can be used practicethis piece.The most useful
charts were those for thieata as each appearance of this figursubtly different. Below

| have given examples of my workimgodels.

Mattheson referred to thigata as a tirade Ovigorously Obolting upwards or downwardsO

like a spear throw or bowhot (Bartel 1997, 409) and although they were described as
moving by step, Tsoupakmibues this figure with the modpétterns of Middle Eastern

music in which each group of four notes changes, such that the lower four are not repeated
at the higher leveln lines 5152 (Ex. 5.2 the final high notes of eadinata, marked with
accents, taccatotenutoand trill signs, form a fragment of a descending melody and create

a counterpoint to the risirigata.

ey ey ey >
Line51 - - - o

Ly

= el | < et
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Ex. 5.2Counterpoint to the risingrata, formed by the final notes of each group



63

As can be seen in Ex 5above, eaclirata begirs with an interval of a fourth or fifth.
Othertiratas begin with the interval of a seabor third and | foundvhen working at

speed, it was difficult to discern which interval had been played at the beginning of each
group. To aid my practice | createldars for these figuresccording to the initiahterval

but because th@ratas are all different, placing them into context within the preeant
theyhad to be internalized individuallyhe paradigms are listed below, by the interval
with which theystart: Ex. 5.3 shows th&atas with an initial interval of a second; Ex. 5.4
beginning with a third; Ex. 5.5 beginning with a fourth, and Ex. 5.6 beginning with a fifth.

=3

) ]
T1$
14’
HTTe-

Ex. 5.3 Paradigm ofirata begnning with the interval of a rising second
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Ex. 5.4Paradigm ofirata beginning with the interval of a rising third
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Ex. 5.6Paradigm ofiguresbeginningwith the interval of a rising fifth

65
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Ex. 57 Consecutiveiratas beginning withfourths and fifths

Circulatio or Circulo is Oa series of usually eight notesdiraular or sine wave formation
E [ and was used to exprésmt only circular concepts, but also the eternal, infinite, and
complete, ultimately symbolizing GodO (Bartel 1997, 216). A more cont@mpor
expression of this is found in lines 15 and 16 as groups of ten note&s X his figure

is repeated three tima®inforcing the notion of completeness.

Linel5 /7 T~
p b tebe, hartebe
() 10

Ex. 5.8Circuloin lines 15 and 16

The four-notecirculo mezzdEx. 5.9 and marked witla slur in the examplejsually
represents the form of a halircle and is particularly distinguished by having the same
pitch for the second and fourth notes of the group (Bartel 1997, 218).

Line 13 N T hﬁ
b o shebebe dbetthe bebthe dhebthe reb

) I I A S — S —

e

Ex. 5.9Circulo mezzon line 13

Charavgiconcludes with manabasisor ascensu¢Ex. 5.10, Oan ascending musical
passage which expresses ascending or exafieges or affectionsO (Bartel 19979).

More thanword paintingit is Oused to musically recreate the effeahascending image

or thoughtE [and & such can beboth image and soce of the affection@artel 1997,

179). For this piece, this figuraarksthe end of the dawn and the beginning of the sunrise.
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Ex. 5.10Anabasidorming the conclusion t€haravgi

T v

5.4 Parametric Analysis

Pitch mange

Charavgiwas written for agnaissancstyle alto recordewith apitch range of two

octaves and one note' §a® (Ex. 5.1). Thiscorrespondso the range of the OGanassiO
style instrumentdiscussed in Chapter fingeringsfor which were publishetly Ganassi

in histreatiseLa Fontegaraof 1535(Ganassi 1956L05) On some models covering the

bell hole is requiredbut with some careful fingering it is possible to play all the high notes
with the bell hole open, althoughdan be as much as a oeatone flat.

I1P
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>

tﬁ!ib
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Ex. 5.11Pitch range o€haravgiextendingrom g ba*

Tsoupaki hawery carefully craftedhe phrasing of thipieceand has helpfully identified
breathing places with a commahere no rest is marke@ihe improvisatory stylés

enhaned by the rhythmic flexibility, written using triplets, quintupletsl &extuplets as
well as phrasethat start on, or after, the beat.

Charavgiopens with an intoning on,@& the manner of messa di vocéEx. 5.12below).
Themessa di voces a techique used to give shape to long notes by creatocrgscendo
anddiminuendoln this case, the pitch is also decorated with acciaccaturas. This quiet
beginning is dscriptive ofa slow awakening to the dagndto the dawn choryswith
acciaccaturgandlater, trills,in imitation ofbirds (Ex. 5.13 This piece upholds the
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traditional pastoral associations of the instrumentt) links back to the conseative
trends discusseid Chapter 2.

Linel ’ |
h (@] l T'F {<
l 1 1 1|
> =s===e
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Ex. 5.13Acciaccaturas and trills in imitation of birdsong

Charavgiexhibits a wide range of textural devicebacciaccaturagtills, glissandosand
two-part writing.Acciaccaturagorm part ofthe cadential figurepistrophewhich occurs
repeatedly at thenels of phrases, as in lines 3, 5, 14, 16, Ad,&0 (Ex. 5.1%

Line 3 Lines 5 and 14 Line 16 Line 42 Line ()(L
. N
pE BN —
P A— = T re
M = ==
1
) : =

Ex. 5.14Cadential figureEpistrophe

Trills

Thirteen trills are used, and Tsoupaki basefullynotated the pitchdsetween which to
trill (Ex. 5.15).In addition to heusual trills ketweentones and semitondisere isone trill

between notea thirdapart(e' flat to ¢). Ex. 5.15 shows the trills in ascending pitch order.

trw trw trw~ tr~

trw fT I
ML -8 l?p:" ez et g bﬁ— hetz et g

1 1 11
1 1 1
T T

11y

e
»
1%

Ex. 5.15 Trills used ilCharavgi
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Glissandos

Thirteen glissandosan be extracteaf practice purposes. Ex.16identifies these
glissandoswhich arearranged in pitch order, wittscendingglissandos first, followed, on
the second line, by the descendax@mples.

#&l L - -F\bf' e .b'!E\F

Ex. 5.16Glissandos used i@haravgi

Two-part writing

Charavgialsodisplays historical teehques for creatingexture in monophonic music, by
usingtwo furthertypes of twepart writing: instrumental sound plus voice, dndtas with
accented notes to finish, which themselves create an independent melo@iedif. 5.2

on p. 62. Mersennein hisHarmonie Universell¢Paris 1636), wrote that Oit is possible to
sound a tune or a song on the recorder and at the same time to sing the bass line E in such
a way that a person can play a duet on his own® (Mersenne qutistdm and_asocki

2012, 361). As discussad Chapter 2, Tsoupaki uses diamdrehd notes to indicate
humming, where the lower note is to be hummed while simultaneously playing the upper
melody, as in line 26 (Ex. 5.)7Tsoupaki explains in the score to Oplay the upper line
articulated®, but this also has to relate to the lower part, as it is not possible to tongue the
lines independently.

T T —T 7

pPp

Ex. 5.17Hummed drone with independent melody, line 26
(Audio Example: CD Track)6

This becomes more extensive from line 33 wheresthiee part maintains a drone, and the
instrumental part continues in a mellifluous variation. The drone recallsahef

Byzantine chant as sung in the Eastern Orthodox Church, Oevidence [of which] can be
traced back to about 1400, although the pragitobably existed throughout the Middle
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AgesOlevy andTroelsgE)dThe drone serves to accompany and enrich the sound of the
singing Cevy andTroelsgE)and for this piece, creates a meditative focus to the
instrumental sound. The intention is notteate polyphony through the addition of the
Ison, or even the concept of two parts, but a textural variation to the mélbdychart

below, Ex. 5.18 details the paragm of the drone, and the variation of tirata figure,
discussed belowsolatingthe dronem this way enables us tdentify thefour pitches that

are to be sunda flat,b flat, ¢, and d flat), and the chart can be used for focused practice

on thisspecificfigure.
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Ex. 5.18Paradym of the doneshowing the variation of thigrata figure
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Dynamics

The dynamic levels in this piece range frpmff, but this belies an important challerafe
Charavgi whichis thedynamic variety, requiringonsiderable breath control allied to
appropiate alternative fingerings to accommodtte sidden changs in dynamicsEx.
5.19a, and Ex. 5.10are two examples of the use of dynamic, which suglisttnt
soundsor echoes, adding to the textural variety found in this piece.

PP

Ex. 5.1% Sudden contrastf dynamicin Line 4

Line4 tr
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Ex. 5.1% Sudden change in dgmic in Lines 45

5.5Conclusion

Charavgireaches beyond a traditional technique in its requirement for extreme agility in
playing the upper register of the instrumeartd in the contradf sudden changes in
dynamics. It is a typical postmodern workiis fusion of Westernand Middle Eastern
melodic formulaein the use oWesternbaroque rhetorical figureand Arabic tetrachordal
techniquesThe use of the voicevokes memories dioth traditionalGreekmusicandthe
Isonof Byzantine ritualwhile thetheme of the dawreminds uof connections to the

cycle ofnature and thepastorabssociationsf therecorderIn relation to Derrida,
discussed in Chapter @iffZranceis apparent betweehese sacred and secular ideas,
betweerthe concept of théantasia and that of thaq9m, between thaotated

improvisatory stylesand the idiomatic writing of two cultures brought together in this
expression of daybreakepth of meaning is displayed here in the intertextuality evident
in both form and detaifor the ideas are not simply juxtaposed, but rather entwined, and
interleaved, creating a delicate fusion of style
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Chapter 6

Piece No. 1 fronive QuarterTone Pieces for Solo Recordd997)

by
Donald Bousted

6.1 Introduction

TheFive Quater-Tone Pieces for Solo Record@®97) Owere written with the specific
intention to provide solo concert pieces which exploit the full quéoter range of the
recorder E are abstract in conception and arose out of technical interests with tessitura
shape, configurations of scales and motivic transformations by rhythmO (Boustad 2001
79). They are Oaimed at the most adventurous soloistO (Boustked @22nd were
considered by Bousted to be Oamong [his] most ingenious creations!O (BxQ#ied

personal communication).

BoustedOs music is noteworthy for its use of quamtes, irregular time signatures, the

use of the complete pitch range of the instrument, and its hufiege No. Ican be
interpreted as an ironic look at a classical sondt&hwconveys a sense of familiarttyat
resultsfrom balanced phrasirandhints of traditional tonality. The microtonality serves to
heighten the humorous elements without obscuring the harmonic logic, although the
humour is dependent on the accuracthefquartetone pitches. At the lower pitch end of
the instrument this can create a delicate and fragile sound environment, with a sense of
playing Oon the edge® of what is physically posBibtee No.lis written for the alto
recorder and | have chostnusea Yamaha alto, which is the instrument | used for
performances of BoustedOs music throughout the 1990s, as it is the only instrument | have
that speaks reliably across the full rangiere specifically, it is the only instrument that

will play d* quarterflat and ¢ flat.

This piece, constructed from two wheaknge scales (Bousted 2@)Y9) is, in essence, a

dialogue between two contrasting elements: a-fae intervallic motif, functioning as an
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indicator of melodic movement and directiorieahating with the tremolo, creating

moments of stasis. The juxtaposition of these two elements was possibly inspired by the
Otimeshifting® structural device of Jeanette WintersonOsSexiely the Cherpywhich
Boustedexplained he hadsel in his earler workThis is Hell(Bousted2001a, 74) and

links in to the theme of unevenness. This is a technically challenging piece to play because
it is critical to have accurate tuning of the quatterescoupled with the fast tempo. Also

the expression of the dio-note motif, markegbortato throughout requires a considerably

more varied approach to articulation than the score prescribes
6.2 Structural Analysis
Piece No. Ican be divided into five sections, A to E, araoh be interpreted as a type of

sonataform. The chart below (Fig. 6.1) clarifigke form, identifying the tonality in terms
of a traditional harmonic scheme, with the identifying features of each section.

Bar Section Sonata Form Hint of Traditional Tonality Identifying Feature
Nos.
1-14 A Exposition F/Dm Intervallic (four note) motifs and
ending with tremolo on A tremolos

Two 4 + 2 + 1 bar phrases

15-22 B Exposition G Intervallic motifs ending at the
variation comma
8 bar phrase

23-25 C Transition Am DD Tremolo
3 bar phrase

26- 33 D Development C Intervallic motifs and tremolos,
both with extended intervals
4 + 2 + 2 bar phrases

34 Transition C-A Intervallic motifs followed by
written out tremolo on A

35-45 E Recapitulation Dm An abundance of intervallic motifs
Interrupted cadence at bars-320
2+1+4+1bars
Rising flourish to end

Fig. 6.1 &ctionalisation oPiece No. 1
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Bousted has explained that there is rarely a sense of a tonic in his music, as it is Omuch
more intervallic, with an emphasis on eviaty motivic shapes. This does not rule out a
certain tonielike magnetism in some cases E it does generally refute the concept of
secondary tonalities which exist in contrast to true tonics in tonal mBsia&§dd2001a,

13). However, | consider that & possible to understand this piece in terms of
conventional tonality: at the beginning there is an underlying suggesta sequence of
fifths: FBCBGBD, albeit microtonally inflected toreate the impression of a new sound
world; the Exposition bgins on F, the Development on C quadtat hinting at a

dominant relationship, and thee€apitulation reflects the opening sequence with
microtonal inflections of F, C, and Ghe final cadence is an inflected traditional V
cadence preceded hysecondry dominant: the A flat (enharmonic G sharp) moves
through A to finish on D quartdlat, as shown in blue (Ex. 6.IJhe ¢ quarterflat bar 44,
also offers a surreptitious hint of modality: the pitch is strengthened rhythmically by being
accented and ated off the beatind serves as a leading ndtke piece ends with a

humaous and spirited flourish

IIb (enharmonic secondary dominant) \4 I

Ex. 6.1The bluecoloured notes highlight the harmonic notes
of the final OperfectO cadence

Although Bousted considers this piece to béaxamplof fully structured quarteone
writing for the recorder® (Bousted 20116} my aural perception that this piece exploits
tonatbased harmony, enriched by quatittane inflections. The fragmentary nature of the
material, the use of microtonality, atite humour all serve to identify this piece as an
example of postmodernist thinkingiscussed in Bapter 2, although Bousted, at the time,

considered himself to be working within a modernist framework (personal conservation).
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6.3 Paradigmatic Anakis

The fournote motif announced at the beginning, and which undeRigt® No. 1

exhibits a wide variety dhtervallic transfomations. Thes®occur by effecting

permutations of the numerical distances between the intervals§€@ 2001a, 79), as

shownin Ex. 6.2 The wholerangescales used in this piece have not been disclosed by
Bousted, but from the example below we can see that a simple subtraction of the numbers
allocated to the position of the note in the scale e.g. 1, 2, 3, etc. is usterioide the

interval. In the opening bar the first two pitches are numbered 1 and 5 from the scale, and
the numerical distance between them is 4 (5 minus 1)nlihveerical distance between the
opening intervals,-2-1, is also reflected in the number @irb per phrase in section A,

(Ex. 6.3). This suggests that the phrases become shorter, and yet as can be seen in Ex. 6.3,
the single bar, bar 7, contains a lengthy tremolo. In performance however;dtaisel

the same length of time to be played as bafsapproximately 22 seconds each, (CD

Track 12, 10440), ensuring a sense of balanceasitained.

(numerical distance between interval) 4 2 1

Ex. 6.2Bars 12, Numerical Transposons of Piece No. 1
from Five QuarterTone Pieces

_.A
.A_
fh

P sub. p

Ex. 6.3 Bars 47, showing the phrasing of section A
in the 42-1 grouping of bars
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Referring to thewumerical transposition as &approximateO transposition, Bousted
explains that the supporting influential concept is Oa feature of the music of Bali where
well-known phrases are transferred between, notttwelylifferent modes (called patets),

but between the differently tuned scalic systenSlefdroandPelog®? (Bousted 2004,

79). This refers to the two tuning systems of the Javanese gamelan (also used in Bali):
Slendrohas five almost equal steps to twave, used Oto express deep happiness or deep
sadnessO wherdzsloghas seven unequal steps to the octave, ranging from a semitone to
Oalmost a minor third®, E and is Omore majestic, E noble and calm, E conveying the
feeling of detachment necessary fieeditation® (PoweasndWiering; Lindsay 1979, 24
25).Pelogis thought to derive from the Javanese weethgmeaning fine or beautiful
(Lindsay 1979, 24). OThese [scales] are each subdivided intpateti [which] in

Javanese means Oto restrain@@sfy 1979, 25) and this refers to

a limitation on the playerOs choice of variation so that while ipateéa certain
notemay be prominent, in anothpatetit may be avoided, or used for special
effect. Througlthe awareness of this limitationgtimusician similarly can restrain
and refine his owieelings and emotions, which is the highest aim of playing
gamelan musi¢Lindsay 197925).

The fournote motifs may also reflect the use of ftn@at phrases @atra of gamelan
music, whichare Gesentially a metric unit, usuallyhough not invariably, coextensive
with melodic phras€Powersand Weiring. The transformation of the fourote motif
by interval extension, rhythm@ugmentation and diminutipoan be clearly identified in
the syntgm of motifs beginning with rising thirds given belokx( 6.4), selected for

being the first interval of thirst four-note motif in bar 1.

12 Bousted refers here to Bali but the literature discusieesiroandpelogin relation to Java
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I I 11l v \
Fournote motif of Augmentation Diminution to Semiquavers Quavers
original statement and interval extension demisemiquavers
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Ex. 6.4 Syntagm of rising thirds

The first motif, in bar 1follows traditional principles afelodicwriting in which the two

rising intervals are followed by a pitch that falls within the already expressed interval

range. The mtivic patterns occumig within the foumote motifscorrespond to six of the

possible eight permutations. Fig. 6sBows the distribution of the patterns, and identifies

the predominant pattern as-up-down, with two patterns, the dovdowndown, and tk
downtup-up not used in the four note motifs. These are each found once, howdvier,

the five note figures of bars 21 and 31, shown iarkples 6.5 and 6.6 respectively.
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Pattern Exposition Development  Recapitulation Totals
Up-up-up 1 3 1 5
Up-up-down 10 3 14 27
Up-down-down 1 1
Up-down-up 1 1
Down-downdown 0
Down-down-up 10 10
Down-up-up
Down-up-down 6 2

Fig. 6.2Interval direction of the founote motifs

Ex. 6.5 Dbwn-up-up pattern in bar 21

— 1
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Ex. 6.6 Down-downdownpattern found in bar 31

The most extreme transformations of the motif are found in baB4 3@here the initial

interval is stretched to a descending two octaves and a major second (bar 30), and a
descending two octaves and a diminished sixth (whichslocoknplex on the page but
soundsas an interval of two octaves and a pdrfih) in bar 31, (Ex. 6.7)The increased
angular profile created by the widening intervals, signifies Oa point of emotional intensityO
for the composer (Bousted 2002, 10), bhb@&ing the loudest, and most forceful

declaration of the motif.
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Ex. 6.7 Extreme interval transformations in bars 30 and 31

The chartFig. 6.2 above, highlights the use of the melodic shape announced in bar 1,
which is prevalent throughout the Expias) and the Recapitulation. It also shows that the
Development section uses less variety of shape, but as Ex. 6.7 above shows, the variety is
found in the use of the motif through the enlargement of the intervals, rather than the
interval direction. An wareness of the lengthening of the note values and the interval

structure is an important part of understanding the internal rhythmicafritie motif.

The £cond element of this pieca tremolo figure, is used in two forms: as an alternation
of notesa third apart(the opening interval of the workgnd as a more expressive gesture
which creates a twpart texture, in which the upper notes form a foote motif against a
fixed lower note. IrEx. 6.8below, the first tremolo is given at I; at Il ttremolo is

inverted, the upper notes describing a four note motif; at Ill, the motif is concealed within
the upper notes (coloured blue); at 1V, it returns to the lower notes markedtesita

and at V it is once again concealed (and coloured blue).
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I I i v Vv
Tremolo Inverted Tremolavith Concealed Fournote motif Concealed
upper notes forming a| four-note motif markedtenuto four-note motif

four-note motif

Ex. 6.8 Syntagm of the tremolo

This may be understood as a varied ornamentation of the tremolo, however, through the
syntagmatic chain of meaning, the four-note motif can be identified as a unifying element
throughout the piece, a technique observed by Rosen in classical music whereby
Odecoration articulates structure® (Rosen 1976a, 108). The changing pitches, identified as

being decorative, can also be viewed as an integral part of the structure.
6.4 Parametric Analysis

Pitch Range
The pitch range dPiece No.lextends from'fto o* quarter-flat (Ex. 6.9), utilising pitches
a quarter-flat perfect fifth beyond the standard rangétwfd’. A fingering chart for the
alto recorder is given in Appendix 4.
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Ex. 6.9 Pitch Range of No. 1 froRive Quarter-Tone Pieces
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Rhythmic Analaysis

In his PhD thesis, Bousted gave a demonstration of rhythmic analysis following the
principles outlired in the work of Cooper and Meyefbs Rhythmic Structure of Muslc
have undertaken a similanalysis ofPiece No. 1to clarify the structural relationships

and to show how thegperate over three levels: level 1 deals with the relationship between
individual notes; level 2, the relationship between bars, and level 3 between phrases, where
@& O refers to an upbeat (weak) @hdCs a downbeat (strong) (Coapet Meyer 1966

6), referred to as simply up and dowhave interpreted the fourote motifprincipally as

an up, and the tremolo as a down. Although there is local variation within the motifs, this
simple approach also helps to identify the sections in relation to each other according to
the material contained within theirhave interpreted:extion A as a down, due to the
numerous tremolos and the falling pitch of the motifs from bar 10; B as an up, due to the
rising pitch of the motifs finishing on the minim, land the increased speed of the motifs;
C, comprising an extended and varied treapas a standlone section, a down. Section D

is rhythmically active and intensely emotional, using the most extreme intervals, and
serves as an up, to sectionraEjown in which all the material is propelled forward to the
final, quartertonally infleaed, OperfectO cadelEgy. 6.3)

| have interprete@iece No. lasa @ O in relation tBiece No. 2(a @ O), athe

predominant figure is a rising motif and the piece ends with a bold, dramatic rising
flourish. Piece No. &tarts at a high pitch levahd descends to the lowest notes of the
instrument. A analysis oPiece No. Zan ke found in Bowman 2014, 26249,

Section: A B C D E
$ # $ # $

#
I

Fig. 6.3 The rhythna relationship of the five sections Bfece No. 1

At the local level, level 1the rhythmic r&ationships of bars-6 areorganised as
alternating strong and weak beéEs. 6.10) At level 2 the function of the motif changes
from being static in bar 1¢ active in bars-5 creating forward motion, returning to static

in bar 6.
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Ex. 6.10Rhythmic relationships in bars6l

The rhythmic analysis identifies the iambic stress, and supports the change in function of
the tremolo through bar 43, from dovio,up. At level 2 this changes to up (th€ acting
as an enharmonic secondary dominant) as it moves to the donfinstftesbeginning of

bar 44. Ex. 6.15hows the three levels of rhythmic analysis of barg%3

mf
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Level 2 1 (V] 1 L= 1 1 V]

Level 3 L U

Ex. 6.11Bars 4345

These examples demonstrate thatawerallmeter of thigpiece can benterpreted as an

iamb, traditionally associated with humour, after the Oextravagant hilarity displayed at the
festivals of Demeter in AtticaO were traced to the Greeé#lessambe(Smith 1870, 548

This is an indicatiomf the characterfahis piece, which is cast in a traditional sonata

form, and yet the pitches are manipulated in a humorous way to suggest an underlying
traditional tonality. Expectation of change is created by the ubiquitous use of thfeur
motif, while the tremolgrovides an unexpected changeaediture.

Articulation

BoustedOs interest in the equality of the qutoter pitches can be said to be mirrored in

the articulation of théour-note motifs, as all are markedrtato However, a variety of
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articulation isessential to support both pitch and dynamic in creating an effective
interpretation, and for simply obtaining the highest notes, which require a clean
articulation coupled with a fast air streahime opening foubar phrase contains an
importantfeature tlat is critical to theinderstanding of this piece. The relative length of
the notes is gradually shortened in basdnd lengthened in bar 4, which suggests a
speeding up at the beginning, then a relaxation at the end of the phrase and is, in effect, a
written outrubato. The score also carries instructions for the tremolos to be played Ofluid
and unaccentedf@deed, and as an example, the first tremolo (bar 6) brings the first
statement to an ironic, unaccented conclusion being pitched at the lowteed of
instrument. The score instruction suggesttexibility that also supports the userobato,

and although it is possible treate some dynamic variatiby using alternative
fingerings,rubato can be used more effectively to enhance the integnagéatdic shapes

within thetremolos

The opening phrase has three elements that require particular attention: the tuning of the
guartertone pitches; the dynamig, which cannot be maintained realisticadyer the

range of two octaves and a quadflat third, and the unevenness of tone that occurs
between the diatonic and the microtonal pitches, for which fingerings need to be selected
to correspond with the rhythmic stre=stailedin Ex. 6.10 (see p. 8&bove. It is not
unreasonable to expect eadtento have an equal quality of tone and yet, inherent within
the instrument, there is a distinct unevenness. Do we then celebrate this unevenness of
tone? This presents a challenge for the performer, and as the examples below will
demonstrate, there arkeanative ways of approaching this. It is possible to allow the
instrument to take the lead and follow the line of uneventieksg thisto the Japanese

idea ofwabi sabj discussed iChapter Ap. 19, or alternatively a technical solution with
selected fingerings is found to create a more modern style of plagyingmoothing out the
discrepancies of both tone colour and dyitasuch that the instrument follows the

demands of the music.

Dynamics

The internaddynamic of each gesture within tgeedual pitchoriented crescendaf bars

1-4 is shown in Ex. 6.1Below Notes that can be played full length to create an expressive
melody over the for-barphraseare coloured blue and also supgbsg rhythmic stress,
apartfrom bar 3, where the® #s lergthened to highlight and create forward movement, to
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connect to the next motif. As the pitch rises, the dynamic can be enhanced with a stronger
articulation, for example, across the eight notes of bared34, the articulation d, d, D,

D, T, T, D, carbe used to create a faster airstream for the higher notes, (d refers to a gentle
tonguing, D normal strength, and T, strong).
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Articulation: d d d d d d D d d d D D D T T D

Ex. 6.12Bars B4, showing the dynamic microstructure
and articulation of the opening four bar phrase

The control of melodi@and colouristic tuning is critical to BoustedOs music, and in the
rising fournote motifs i will become evident thabfightening up, discussed irh@pter

2, is an important element of the interpretation.

Looking in more detail at the opening motitsyill be recognised thate first two notes
will be naturally quiet: the'f the lowest note on the alto recorder, is produced by closing
all the fingerholes, while the 'aquartersharp involves a slight opening of fingeole 5,
producing a particuldy fragile sound. The third pitch?dplayed with the standard
fingering 012, will produce a strong sound, as will the enstfingiarterflat (Ex. 6.13.

This selectiorof fingerings will support the rhythmic stress and the unevenness of tone

created bythe juxtaposition of diatonic and microtonadches.

N= ]
NhEaNo

-— o
NANEBNN=T |

Ex. 6.13Bars 14, Fingeringsthat support the rhythmic stress of the motif
and the unevenness of tone
(Audio Example: CDrIrack7)
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However, alternative fingerings fof dnd é quarteflat canbe used to maintain both the
p dynamic and the quality of the tone within the contafithe motif (Ex.6.14).
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Ex. 6.14Bars 14, nonstandard fingering® adjust the tone colour
(Audio Example: CD Track 8)

Where no fingerings are shown, standandérings will apply. Further unevenness is
apparent he, as the articulation for thegh pitchesn bar 4,needs to be active, yet the
end of the phrase is rhythmically holding back. Playing on the back of the beat will

enhance the rhythmic effect analsere the tension is maintained to the end of the bar.

As can be seen in the above examples, two different fingerings can be uSegater

flat, reflecting the changing function of this pitch in bars one and two: the first is for a
descending inteal and calls for a quiet sound to end the motif, while in bar two’the ¢
quarterflat is part of a rising figure, during which the dynamic will increase slightly. The
stronger tone of this pitch in bar two means that a standard fingering can be usetseLikew
in bar three, an alternative fof i¢ required to match the surrounding tone colour,
accommodating both the fragile tone of tHejgartersharp and the veiled sound of the
following f? quarterflat. The & played with a standard fingering of 012 veibund too

strong on the weak part of the beat, creating an uneven curve to the motif and a sudden
change of tone. By bar 4 the dynamic will have increased to at leaw et will be
tempered by the veiled soun@sulting from covering holes necesstryroduce the

correct pitches.

In bar 7, the use olibatoto support dynamic gradation in the tremolessential as little
can be realistically created to move away fromhen playing f sharp. Changing from
non-standard to standard fingerings d@nusedd enhance the dynamic, (Ex. 6)15

although this is extremelgomplex at the required speed.
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Ex. 6.15Bar 7, ingerings to suppothe dynamic changes
(Audio ExampleCD Track 9)

In GtillGfrom Journey Among TravelleBousted requested thige tremolos in bars 49

52, Ex. 6.16, should stop abruptly, but Piece No. lall but two of the tremolos are
marked to finish with @iminuendasuggesting that a slightardandowould be

appropriate to soften the ending of eatf discusseih Chater 4 (see p. 5455) some
flexibility to the timing is necessary when new note lengths are first introduced for the
audtor to assimilate the change. Hetl@stcan also be applied to the end of the phrase to

give the tremolo a balanced, arched shape.

In this case the dynamic markings indicate the subtle changes to the internal energy
implied by the widening intervals within the tremolo. The dynamic possibility here is
strictly negligible, but by using flexible timing it is possible to convey the tiyiali the
tremolo, the increase and decrease in activity implied by the various intervals, and

particularly by holding back a little in recognition of thabito p

d
et

%
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Ex. 6.16Bars 4952 of GtillGfrom Journey Among Travellers
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A more practicacompromse is the use atibato employed with some nestandard
fingerings(Ex. 6.17), and witla slight lengthening of the lower notasirkedtenutq

which also serve to support the dynamic intention.

Ex. 6.17 Bar 7 usingubatoto express the dynamics
(Audio Example: CD Track 10)

In bar 35(Ex. 6.18),the fournote motif is transformed into a tremolo and signals the
beginning of the recapitulation. Marked witllianinuendahis can also be played with a
ritardandoto lead into the next section.
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Ex. 6.18Bar 35

This piece requires a wide range of dynamic exampled by bB84 88x. 6.19 below),

which serve texacerbate the unevenness of tone, and pose a challenge for the performer
to maintain thé andff that is marked in the scor€he highest notes?® and dflat, will
undoubtedly be perceived as loud notes, but matching the dynaniaraf & sharp, in

bars 30 and 31 respectively, will need a strong articulation to strengthen the tone across
such a wide interval. Moving the instrument, up and ddwlescribe the intervals in the

air, as Stockhausen prescribedlfoFreundschaftcan be another way of conveying the
extreme angularity of these motifs. |@aristic tuning, discussed inh@pter 2, will be in
evidence here as the low notesaad f sharp, are usually a little flat on most instruments,
thereby stretching the interval a littl8D Track 11demonstrates this, where indeed the a
starts almost a quartertone flat and then moves up to pitch. Following the three groups of
four notes, the tiis eleven cents sharp yet tHesharp begins in tune and moves higher by
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20 cents (less than a quartertone). Over such large intervals as well as being on the outer

limits of the pitch range for the instrument, total accuracy is elusive.

e

30

.\\

Ex. 6.19Bars 30b31, wide range of dynamic
(Audio Example: CD Track 11 demonstrates the colouristic tuning over the wide intervals)

Tempo

Thesuggested metrononspeeds a challenge for the instrument, particularipars 12

13, and baB9 where specific pitds are slow to speak as they cross a register break and
the node changes position within the barréle highest noteslsorequireconsiderable
controlin terms of air pressure and speed, to ensure the clathg gbund. Otherotes

are susceptible teplitting, despiteaccurate coordination of fingering and breath pressure
and othersequiremoving from open to closed bell hole positions. In the following
examples of bars 123, (Ex. 6.20 and bar 39(Ex. 6.2), the notes that are slow to speak
are oloured red, the notes using the closed bell hole are colouredabtliéhose that are
both slow to speak and use the closed bell hole are coloured Greenthese examples
we can see thaf’ quarterflat and ¢ quartersharpareparticularly troublesom This is
becausef® quarterflat is preceded by*aquarterflat, which is very close to the register
break, and Yflat, which lies in the fourth register. From Ex. 6.21 it can be seen%hat ¢
quartersharp, which lies in the second register and is plet®y & flat and é natural,

both of which lie in the third register.

6
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Ex. 6.20Bars 1213, identifying pitches that are slow to speak, coloured red,
those using a closed bell hole, coloured blue,
and where both apply the notes are coloured green
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Ex. 6.21Bar 39 showing the position of C quarstrarp pitches, which are slow to speak,
and notes using the closed bell hdemloured as in Ex. 6.20 above)

The second group of bar 39 has two issues that demand an accuracy of coordiation: c
guartersharp is particularly unstable and can squeak when platyggeed and is very
dependent on accurate finger placement, colmaath pressure, and accuridtemb

venting which needs to be particularly small for that one noteril 5 share the same
fingering and change from one to the other by means of only aalteadition of the

breath pressure, in order to change regiSteese quirks of the instrumemiith regard to
changing registeentail considerable sensitivity to the particular instrumeleicsed for
performance and, as a consequence, a more flexible approach to the tempo is necessary to
give the instrument tim® speak clearlyith regard to the dynamics, th& atthe
beginning of bars 12 and 13 is unrealidiiis being more relevarib pitches in the middle

of the range. | would revise theseftor ff as this reflects the physicality of playing these
notes, especially for thé' duarterflat, at the beginning of bar 13, which needs a
particularly strong articulation for the notedpeak. Likewise, the gradation of dyamic in
bar 39 is not possible, as thewvtll be more prominent than the surrounding pitcleesi
occurs before the higistpoint of the crescenddhis could more appropriately be marked
mftof, and articulated gentlo realise the lower dynamic level in comparison with bars
12-13.

This piece has a wonderfully humorous ending, which creates the expectation of a brilliant
and dramatic finish suggested by the rising pitch, and a moment when the instrument could
be rased high in the air (Ex. 6.22

Ex. 6.22The final flourish, bars 445, with fingerings
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However, this dramatic effect is completely contradicteul the movement of bravura
thwarted as the performerOs head will be bowed while the instrument edpdsivn
firmly against the leg to close holei order to secure the last note. Bousted would
certainly have been aware of the fingerings requiiexl, 6.23, and so this must be seen
as a deliberate decision to subdue the effect of this flourishenefag the restraint of

patet,mentioned above, as being the aim of playing gamelan music.
6.5Conclusion

Intertextuality is evident here between the Javanese scales-éetd#ing and between
the structural elements of the fenote motif and therémolo. The unequal steps of the
Javanese scales and the equal steps of quani@ity are fused together, such that it is not
possible to distinguish one from the other. This links backftdranceand the idea of
OcontaminationO that occurs wherideas are Oinfectedd by each other, and in this piece
it has been shown that the tremolo arises out of the first interval (a rising third) of the
opening motif, and is then infused by the fote motif.Layers of enrichmerdlso

abound with an eighteendentury form articulated bihe expressive meaon$the
nineteenth centurygndmicrotonality of the twentieth centurigentifying this piece as
distinctly postmodern, drawing as it does on both historical and world cultuee.
juxtaposition of ideasicorporates the postmodernist techniqueotihge giving a

plurality of meaning associated with the aesthetic of the 1990s.

A performance of this piece is given CD Track 12.
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Chapter 7

AlbumblStte(1997)
3 StYcke fYr Altblockflste solo
Gerhard Braun

Album Leaves
3 Pieces for Alto Recordeio®

7.1 Introduction

AlbumblSttemwere composed for different private occasions, and are individually
dedicated to students and colleagueSefhardBraun.Consequently e composer
suggests inhe score thadlbumblSttermay be performeditheras presented in the
published orderor separately. dgether the three piecase reminiscent of thierm of a
baroquesonata da cameravith many instances of barogsgyle writing, including a short
geneic figure marked in the score witkiéleicht Telemanr® [perhaps Telemann?]
(Braun 1997)Also employed is the baroque aesthetiklahgrede or speech in sound,
and in this case, the literal use of spoken syllal@esfirst encounter, these piecevda
particularly recordefriendly feel, and bear witness to the composer as a specialist player.
The piecesre atonal, formed by processes associated with serialism, and utilize an
extensive array ahodern techniquethat includesflutter-tonguing, mitiphonics,

sputatq adding air to the sound to create rustiees, harmonics, percussive effects with
the fingers hitting the instrument, as well as vocal sounds of whispered and unvoiced

consonantsvhich suggest references to Japanese culture.

7.2 Structural Analysisof Albumblattl

This piece comprises fiviectionsof unbarred rhythmic passages, alternatingwith

barred sections of irregular time signatu{®ys comprising expressiont3tyle variations

of a tone row. The sections are readily tifeed by descriptors and time changes in the

score. Links between the sections are found at bars 10 and bar 21, smoothing the transition

from one section to another. Each sect®distinguished by particulaechniques:ection
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A containssputatq finger-tapping and vocal sods and sction B, fluttertonguingand
tremolos. The following chart details teuctural analysiandinstrumentatechniques
used inAlbumblatt | (Fig. 7.7).

Bar Section Descriptor Technique
1 A Schnell und geheimnisvoll Sputato fingertapping
(fast and mysterious)
2 B Wild und ungestYm = 112 Fluttertongue, tremolo
(Wild and impetuous)
10  Transition Fluttertongue sputatq fingertapping
11 Al Tempo primo Sputato
12 B! VorwSrts drSngend = 112 Tremolo, fluttertongue
(Pressing forward,gent)
20 A? Tempo primo Sputato
21  Transition Einspielen(warm up)
22 B? I =112 Fluttertongue, tremolo
29 A3 Tempo primo Sputato fingertapping
30 B® I =112 Fluttertongue, tremolo
32 A* ppp Sputato finger tapping, vodasounds

Fig. 7.1Structural analysiandinstrumentatechniquesised inAlbumblatt |

The material is based on a tone rdfax. 7.1), which first appears in pitch ordebirs 2
3. The row accommodates tritones, often highlighted by tremolos, amdehels of
major and minor seventhivoured by exponents tfe Second Viennese School, and

manipulated bytandard techniques of retrograde and inverdesailed below (Ex. 7.4).

[ W ] = = = 1

'y 1
A3 ([ J<Y = - 1}
bl 1!

1 2 3 4 5 6 7 8 9 10 11 12

Ex. 7.1 ToneRow usedin Albumblattl

The use of pitch in the Bections is focused on the tritone and the textures Gipilato

and fingertapping techniques, wheresectionA4 focuses on the semitone and introduces
syllabic vocal sound€x. 7.2charts the unbarred sections df-A4, which can also be

useful as gractice chart to focus on the extended techniques. | have phrased these
fragmented sections to show groupings related to rhythmic balance in a pattern of question
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and answer, in which the question rises with an interval of either a tritone or a minor

sevanth, and the answering phrase ends with repeated notes.
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Ex. 7.2 Showingthe phrasingof theunbarredA sectionsof Alboumblattl

Thephrase®f sectionB, eachseparatetby rests,do not, however coincidewith thetone

row. Ex. 7.3showsthe overlapof the tonerow with the phrasingn sectionB.
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Ex. 7.3Use of the tone row with phrasing in section B
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Thechartof theB sectiongEx. 7.4, p. 96 below), showsthe completerow is usedonly at
thefirst hearing afterwhich therearepitch change¢B naturalinsteadof B flat atthe
beginningof variation2), pitch repetitionsandsequencesf pitchestakenfrom retrograde
andretrogradenversionforms. Gradually therow is deconstructedsuchthatby Variation
12 shortfragmentsoccurfrom severarow formats.Ex. 7.4, showsthe variationsof the
tonerow usedin Albumblattl, in which thetranspositonsof therow arenumbered.-14,

andR = Retrograddorm; | = Inversionof therow, andRI = Retrogradénversion
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Bar

32

12

13

14

15

17

22

23

252

26°

27

30

Sectbn B

Tone Row
PO

Variation 1

PO

G sharp before G natural and pitc
repetitions

Variation 2

RI0 and PO

B natural instead of B flat

Variation 3
R3/RIO0, P1 and PO

Bl

Variation 4

PO

Low F sharp instead of G sharp
Variation 5

PO

Half row

Variation 6
RO
Added C and D/E flat switched

Variation 7

RO

High c (not ¢ sharp) Reversed las
2 notes

Variation 8

R11

Fragmented

B flat changed to B natural
BZ

Variation 9

P3/R11, P11

(R7 /RI4) and

R8/16

3 and 4note cells

Variation 10

RO

Variation 11
P7 in pairs

Variation 12
Groups of two and three notes
from selection of P, R and |

Variation 13
PO and P6

Variation 14
Based on PO

Example
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Ex. 7.4 Chart of the B sections, show the usef the tone row used iaAlbumblattl
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Hints of tonality areevidentin cadentialfeaturesshownin (Ex. 7.5),in whichthe
secondarylominantin bar 17, highlightedblue, movesthe phraseorward,and
strengthengheimplied cadenceatbar18.

Ex.7.5Bars 17-18 Albumblattl

Thisis ausualfeatureof commonpracticewriting, yet hereit servedo highlightthe useof
thetritone betweerthe secondaryglominantandthetonic, alludingto tonality within an
atonalframeworkin which thisinterval becomeso prominent.The manipulationof the
row alsoallowsfor tonalreference$o be madecentredon the pitch A, which concludes
thepiece.

7.3 Paradigmatic Analysis

The charts above, Ex. 7.2 and Ex. 7.4, show the extent of the rhythmic cané&ined in
this piece and can be used, as they stand, as practice material for sections A and B.
However, a particular feature can be selected and used for more specific work. As an
example | have selected the rhythmic paradigm of the-demiquaver athe

performance context utilizes the technique of opening and closing the glottis, explained
below inEx. 7.11(seep. 10Q. Thislist of occurrences enables a caecand methodical
way to practie this motif (Ex. 7.6).
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Ex. 7.6 Paradigm of the rhythm with demi-semiquaver
7.4 Parametric Analysis
PitchRange

The pitch range ohlbumblatt lextends from'fto b although only two pitches are used
above f and they are*gharp and bas shown in Ex. 7.7.

b
1)
1116

Ex. 7.7 Pitch range dilbumblatt |

Compound Melody
The composition reflects the rapid changes of character fouratoque writingascanbe
seenin bars 15 and 16 (Ex. 7.8). The syncopated, active rhythmic figure and risingspitch
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answeredvith themorerelaxedrhythmof atriplet,a descendingnelodicline andan
unaccentedadenceandis a stylist featureof thethreepieces.

R o 1N
) =
mf

3

Ex. 7.8 Charactechangesn Albumblattl

Examplesof two-part,or compoundmelodicwriting aboundandin Ex. 7.9, it canbe seen
thatthelower pat risesby step,B-C sharpD (tonefollowed by semitone)andtheupper
partrisesby intervalsof athird.

Ex. 7.9Bar 28, Compoundmnelodicwriting in Aloumblattl

This typically baroquestyle of writing includesthe Telemann@uotelin bar 25, shown
belowin bracketqEx. 7.10).

Ex. 7.10Bars24-26 Compoundnelodicwriting in Aloumblattll|

Instrumentallechniques

Theuseof flutter-tonguehasbecomesucha regularadditionto the collectionof
techniquesisedby playersof contemporarynusicthat it is oftenoverlookedust how
muchit enricheghe pitch, in a similar way to sputato,andexpandghetextureof the
sound.Althoughno microtonesarenotatedhere,somewill beaudible if only
momentarily.Tenpitchesof therow aretreatedo flutter-tonguing,thetwo exceptions
beingg®sharpanda’. Percussiveffectsarenot sowidely encounteregbut arean effective
partof the quietpaletteof soundsgdiscussedurtherin Chapter8 in relationto IshiiOs
east¥green¥springo ensurgheaudibiity of finger-tapping,two, threeor four fingerscan
be usedsimultaneouslygdependingon the notatedpitch.
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Theopeningsection to be playedsputatq involvesclosingthe glottis, sothatonly air
from themouthcavity is used.In bar1, thereis arapid switchfrom sputatoto standard
playing,for which the glottis mustbe momentarilyopenedIn the examplebelow (Ex.
7.11), | haveindicatedthe pointsat which the glottis hasto be openedandclosed.The
paradigmof therhythmicfigure canbe usedto practisethistechniqueseeEx.7.6above,
seep. 98). Thistechniques usedagainin bar9 of Albumblattlll (Ex.7.12).

H + * s
i — "Lg
LS 1L

e E + M’
.t t
Glottis: closed open closed

Ex.7.11Bar1, Exampletakenfrom Albumblattl,
identifying the pointsatwhich the glottisis openedandclosed

> >
7.4 L 8 ] ./ - L—.I{_"_-/_'_H
) + = R
- p ke te
Glottis: closed | closed

open

Ex.7.12Bar9 of Albumblattlll
identifying the pointsatwhich the glottisis openedandclosed

The speed of the B sections marked as crotchet = 112 is very fast considering the detail of
intervallic size and techniques such as tremaosl fluttertongueto benegotiate, and |

would suggest a tempo between crotchet = 90 and 96. This requirement for
Ohypervirtuosity provoked by modernist developmentsO (Cottrell 2012, 744) is perhaps
inspired by the serial nature of the pigloet | consider the high speedte less important

than the need to create the sense of impetuousness in performari@euenbdasotated

thisin the score through the fragmented material and wide intervals.

The final bar, bar 32, contains a fragment of text to be whispered empihatizaka ku
no bo ri chg Nobori-Chobeing the district within the prefectureékaku, Hiroshima,

wherethe Hiroshima Peace Memorial Park in Japan is now situatedragmentedext
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is to be whispered syllabically, and the dynarpigp, suggests a oment of reflection.
The peace, however, is soon shattered as the work comes to an abrupt end with a sudden
loud gestureEx. 7.13. This can be enacted more theatrically by raising the instrument in

the air, giving this gesture a greater element of sggori

1
— =
L Y Le 1 ) e/ '/
e LI

PPp Naka ku no bori cho

LY

Nels

Ex. 7.13Bar 32, and the conclusion Afbumblatt |

My performance oAlbumblatt lis given on CD Track 13.

7.5 StructuralAnalysisof Aloumblattll

Albumblattll isin twelve sectionssix eachof A andB in alternationin whichthe A
sectons,markedbestimm{precise) aremeasuredn barsof varying lengths with
multiphonicssetagainstmoremelodic scalicmaterial.The B sectionsmarkedsehr
schnellundnervSs(very fastandjittery), providea contrastoy beingrhythmicand
unmeasure, comprisingshortgroupsof notes playedasquickly aspossible jncluding
groupsof four noteswith air addedo the soundto createrustletones.Thesections
contrastin their dynamics:sectionA rangeshetweernp andff andsectionB ranges
betweerppp andpp, exceptfor thefinal multiphonicwhichis markedf, andrelatesback
to sectionA, beinga semitondower thanthe openingchord.Thechartbelow,Fig. 7.2,
detailstheform andtechnique®of Albumblattll .
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Bar | Section| Subsection Descrptor Technique
1 1 A Bestimmt Multiphonics,flutter-tongue silentbars

12 B Sehrschnellundnervss | Rustletones;short,staccatorapidgroups

13 2 Al Tempoprimo Multiphonic, silentbars

16 B! Sehrschnellundnervss | Rustletones;short,staccatorapidgroups

17 3 A? Tempoprimo Conventionalscalicwriting, multiphonics,
flutter-tongue

29 B® schnellundnervss Short,staccatorapidgroups

30 4 A3 Tempoprimo Scalicwriting, multiphonic

36 B® schnellundnervss Oneshortgroupof rapidnotes

37 5 A* Tempoprimo Silentbar, multiphonic

39 B* schnellundnervss Rustletones;short,staccatorapidgroups

40 6 A® Tempoprimo Multiphonic, flutter-tongue

41 B® schnellundnervss Fragmentedyroupsof rapid, staccatmotes,
vocalsoundandmultiphonic

Both sections feature intervals of the tritone and major and minor sevenths within a
fragmented compound melody. This piece makes a feature of the unevenness of the
texture, exaggatedby the alternation of multiphonics and single pitches, which amplify
the compound melodsffectof the baroque traditiomswell asin the use of rustle tones
andfastgroups ofstaccatanotes. | have compiled the A sections into chart form, (Ex.

Fig. 7.2 Chart of form and techniques ugedlbumblatt II

7.14), from whictcanbe identified the unevenness of the form; A, and A being

particularly shortn comparisorwith AZ.
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Bestimmt v\ 152
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oMY
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Tempo primo
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37 Tempo primo b;
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Tempo primo

40

Ex.7.14TheA sectionf Aloumblattll

10

Thesameobservatiorcanbe madein thefollowing chartof the B sections(Ex. 7.15), as

sectionB?, asinglegroupof rapidly playednotes,is considerablyshortercomparedo the

otherphrases.

~
-
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Ex. 7.15TheB sectionof Albumblattll

7.6 Paradigmati@nalysis

In compilingthe chartsto showa structuralanalysis] realisedthattheycould serveboth

asparadigmati@andpracticecharts Elementsof melody,rhythmandinstrumental

techniquecanbeisolatedbut with sucha high level of rhythmicvarietyin this piece,this

style of analysiss not sofruitful for the performer.In creatinga paradigmati@nalysisof
themultiphonics first heardat the beginningof the piece,l found| wassimply placingin

averticalmodewhatis readilyseenin a horizontalmodefrom the chat of A sectionsn

Ex. 7.14.Ex. 7.16showsthe paradigmof multiphonics from which it canbe seernthatit is

usedin adifferentway within eachbar. The only multiphonicpresenin the B sectionds

thefinal gestureattheendof bar41.
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Ex. 7.16 Paradigm of multiphonias Albumblatt I
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This paradigmalsohighlightsthe changingtextureof the piece betweemmultiphonicsand
singlenotes This aspecis evidentin BraunOartwork, exampledon page122, in which

broadandnarrowbandsof denseandlight texturealternate.

The paradigmof rustletonesareof which therearejustfour examplespbecomes useful

practicechartfor this motif, asshownin Ex. 7.17below.

12
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) e
ppp
16
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39
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end of39
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Ex. 7.17 Paradigm of rustle tones

7.7 Parametric Analysis
PitchRange
The pitch range foAlbumblatt Ilis thesameasfor Albumblatt Iwith the addition of f as

shownin Ex. 7.18.
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Ex. 7.18Pitchrange ofAlbumblatt Il

It is possibleto identify three styles of writing within the overall pointillist stybg:section

A there are techniques ofultiphonics and flutter-tonguing, although flutter-tonguing
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occurson justtwo pitches:e® andb’; at A% scalicmelodicwriting, andthroughouthe B
sectionsthereareshort fastinterjections providingarich andchangingtexture.In
additionto this, sectionsB, B* andB* containgroupsof four rising noteswith air mixedin,
describeckarlierin Chapter2 (Ex. 2.6, p. 28), creatinganunstableandvery quietsound,
dependingon how muchair is added(Ex. 7.19below).

12

| -
toymr—t=

C —
ppp
Ex. 7.19 Bar 12rustle tones i\lbumblatt |1

(Audio Exanple: CD Track14)

Isolatingthe motif in this way canhelpusto makethe decisionasto how muchair to add
to thesound.Eachof therustletonegroupsaremarkedwith the samedynamic,ppp, butit

is possibleto createsomevariety by addingmoreor lessair asthe pitchrises.

Multiphonics

The publishedscoregivesa fingering chartfor the multiphonicsandtheresultingpitches
haveprovento bereliable,with two exceptionsshownin Ex. 7.20at OaéndObGyherec?
sharp/d producesslightly highe® (bar24),andb'/e* (bar26)producesad® quarter
sharp Example7.20below, alsoidentifiesthe threemultiphonicsthatneedanadjustment
to mf, within their respectivef passagemdicatedin the score asff resultsin the
productionof the highernoteonly. Theresultwill still be perceivedasloud dueto the
changeof textureandthe high pitch of the uppernotein the contextof the surrounding
material. The dynamiccanthereforebethoughtof asa gesturainstructionratherthanone
thatrelatesdirectly to a changeof volume.It mustbe notedthatthe composewasa
recordemlayerandwould havebeenawareof the potentialof this instruction,but|
considetit unlikely thatheintendedustthe singlehigherpitch to be heard.
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Ex. 7.20Pitchanddynamicadjustmentsn Albumblattll
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Fingeringsfor multiphonicsoffer little opportunityfor adjustmenandconsequentlyhe
effecthasto takepriority overthe precisepitches.In this caseunintendednicrotonesmay
alsobeheardwhich canaddto thetexturalcomplexityof the sound.

OHO
Albumblatt Ilendswith the vocalised consonant @#dwed by a muiphonic (Ex. 7.21
below) and although the specific meaning of the OhQ is not explicit, | propose a few

suggestions.

[Nl
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Ex. 7.21 the final sounds élbumblatt 11(end of bar 41)

Following the use of text relating to Hiroshimaiibumblatt | it is posible that OhQ is

arother reference to this city. Ol the German name for the pitch B and could be a
reference to BraunOs surname, although it must be conceded that the actual pitch B is not
used here. However, it could also refer to the way that waditlapanese instrumerase

taught using a system of oral transmission caléda. This teaching method involves

singing the music using onomatopoetic phrases of consonants or vowels in which the
consonant OtO is used to start a breath phrase aack®©hf@-articulation of the same

pitch. The consonants alsepresent the articulation of amstrument, for instance OtO and
OkO refer to the pluck of a string instrurfiéehibe et al). The Japanese flute usedNioh

and theRy! teki of Gagakuused tfe sh' ga Ohau-ho-u-hiO (Clayton 2008, 40), and this

aligns with QuantzOs eighteenth century western description of playing repeated notes,
marked with a slur, which Omust be expressed by exhalation, with chest actiond (Quantz
1966, 75). This is often deribed as OhO, Ohed or Ohi0, as in panting gentlyiEx. 7.22
QuantzOs notated example to describe this technique, and Ex. 7.22b shows how this would
be played with the use of OheO to articulate the repeated notes.



) )
o o
B m—— o
di di he he he
Ex. 7.22aQuantzOsxample Ex 7.22bthe useof Ohed
of chestarticulation articulatetherepeatedotes

Theuseof Otor Od@ti®r Odid3 interchangeablanddepend®n the strengthrequiredto
startaphrase.

In 1998 Braun compose®mething about Oldédicated to Han (recorder player Han Tol)
which is principally a study on the pitch class B. The piece makes considerable use of the
repeated consonants OHO and OTO, and as an example, | have used bar 43ise stiow the
OHO, which Braun notates as H(a), (Ex. 7.23).

43 H(a)H(a)H(a)H(a)H(a)H(a) H(a)H(a)

Ex. 7.23 Bar 43 from Braun@smething about Oldfbwing the use of OHO

A performance oAlbumblatt Ilcan be foundn CD Track 15.

7.8 StructuralAnalysisof Albumblattlll

This pieceis in six sectionsclearlymarkedby the composeby changinggempo
indicationsandchange®f material,andcanbe understoodsatype of sonatadorm. The
sectionsarealsointroducedby instructionsn eachof the precedingoars:to Oleadip tod
(bar10), Opres®rward urgent@bar15), andin bar28 arit. andafermataoverthelast
beat.At bar41, thereis atraditionalcadentialkrill, followed by aritenutoleadinginto the
Coda.TheCoda,bars43-49, makesmoreuseof sputatq finger tapping,vocalsounds,
flutter-tonguingandnon-standardingeringsfor change®f tonecolour. The selecteditch
of A hasaflexible arrayof alternatve fingerings,andsubtleshade<anbe createdby

minutelyadjustingthefingering particularlythoseusingholeO or 7. Thechartbelow
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showsstructuraldivisions,tempomarkings,andthe contemporaryechniquesisedin
Albumblattlll, (Fig. 7.3).

Section Bar Tempo  Techniques

A 1-8 ".=108 Accentsandstaccato

Exposition

Themel

Transition 8/11-10 Fingertapping;sputatq notesmixedwith air;

whisperedconsonantsnoisyflutter-tongue

B 11-15 I =56 Tone-colourchangesharmonicsmultiphonics

Theme2

Al 1628  Tempo e"; accentsandstaccato;

Development primo

B! 2935 I =56 Multiphonics; Tone-colourchangesharmonicsg" and
b flat

A? 3642 Tempo Sputato Fingertapping;vocalsoundstonecolour

Recapitulation primo changes

B? 43-49 I =84 Tonecolourchangessputatq finger-tapping;flutter-

Coda tongue;notesmixedwith air; vocalsounds;

Dynamics:ppp; pppp

Fig. 7.3 Structuraldivisions,tempos andcontemporaryechniquesisedin Albumblattlll

Consistentvith atraditionalsonataorm, the expositionthemescontrastwith eachother,
thefirst beingloud, energetiandconventionallywritten in anexpressionisstyle, the

secondbeingat a quietdynamiclevel, with the useof contemporaryechniques.

7.9 Paradigmati@nalysis

| initially segmented\lbumblattlll by usingtherhythmic featuresof thefirst barandthen
createdwo lists: onestartingwith accentedyroupsof threenotes,andanotherof accented
groupsof two notes,asfeaturedn thetwo groupsthatcomprisebarl.

Ex. 7.24showsthe syntagmof thefirst groupin bar1.
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Ex. 7.24 Syntagm of the first group of bainlAlbumblatt 111

Ex. 7.25 shows the syntagm of the second gnotgar 1 from whicht canbe observed
that the accented groupstefo notes are usually followed by a group of three, and they

alsofeature the demi-semiquaver rhythm usedlbumblatt |
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Accented AccentedStress: | Extended Altered pitch of Augmentation
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Ex. 7.25 Syntagm of the second group of bar Aloumblat 111

These changing rhythmic elements are interspexvsthca chromatic figure, which
displays subtle variations of both speed and pitch. Ex.ig 2@able of this feature,
arranged into four groups accorditagtheir relative speed within the tempo of dotted

guaver = 108. This tableanalsoserveasa practice chartp internalise both the rhythmic
relationships and the varying intervalsegichgroup.



11¢

Ex. 7.26 Chromaticfigure arrangedy therelativespeedf thegroup

Of the contemporaryechniquesisedin Aloumblattlll andidentifiedin Fig. 7.3 (seep.
110), thespecificuseof tone-colourchangesandharmonicss themostunusualln the
nextsection,| explainhowto play theseby inhaling, by usingalternativefingerings,and
by closingthebell hole.l havecreateda paradigmchart(Appendix6), which canalso

serveto aid the practiceof the harmonicsaandtonecolour pitches.
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7.10Parametriddnalysis

Pitchrange

Thepitch rangeof Albumblattlll utilisesthe standardangeof two octavesetweerf' and
f3 with afew extranotesat eitherendasshownin Ex. 7.27below. This is the only pieceof
thethreeAlbumblS$ter thatrequresthe bell holeto be closed:fully closedfor b flat, half
closedfor €', andfully closedagainfor &,

II:
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Ex. 7.27Pitchrangeof Albumblattlil

Texture

As discussecarlier,theuseof the majorsevetth wasanintervalemphasiseth the atonal
musicof Schoenbergandwhenplayedconsecutivelythe pitchesOcausa sensatiorof
Oroughness@®hrdahlquotedin Ross2012,61). This roughnesss apparentn the
openingbarsin which theb? andc? alternateexacerbatedly the changingaccant of the
rhythmfrom groupsof threeto groupsof two, (Ex. 7.28).

Schnell und bestimmt
1 > . 0> . . > > > . . > > =
p freeepe o(e ppee le . g

5 e e e e

J —_—

Ex. 7.28 Oroughnesafihe openingof Albumblattlll

This openinghasthe energyof a danceandis reminiscenpf agigue,or jig, oftenfoundas
thelastmovemenbf abaroquesonda, with theaddedfiery excitementreminiscenof
BartokOsseof Bulgarianrhythm (3+3+2)in his MikrokosmosBook 6, No. 6 (Six Dances
in BulgarianRhythm).In amorepitch-exremeexample pars22-24, (Ex. 7.29 colouristic
tuning canbediscernedsimilar to the Boustedexamplen the previouschapterjn which
thehigh notesareslightly sharp
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Ex. 7.29Bars22-24
(Audio Example: CD Track 16)

ToneColour

Asdiscussedn Chapter2, Braunusesa variety of signsto distinguishchangesn tone
colourand®armonisOor flageolettones arecolourful additionsto this paletteof sound
Therearetwo methodsavailableto therecordemplayerfor the productionof harmonics
oneis comparabldo the harmonicson a stringedinstrumentandpossibleon therecorder
overtherangeof asixth, c? D&, usingstandardingeringsanda very low breathpressure
(Ex. 7.30),creatinga particularlydelicatesound. An extremelysteadybreathpressuras
essentiglasthe slightestdeviationresultsin the sounddisappearingThefragility, or
wispinesspf the soundis reflectedin someof BraunOartworkin which linesandtextures,

fluctuatingin intensity,dissipateat the edgesratherlike awhisperedoreath,ascanbe
seeronp. 122

i

0
1
2

~
NEWN

Ex. 7.30Range of harwnics used iAlbumblatt 111
(Audio Example CD Track 17)

Bar 13, abarcompising entirely of harmonics(Ex. 7.31) posesarealchallengeasit
includesthe pitch b*, which is not availableusingthe underblowing techniquesuggested

above.To serveas acomparisonbar13is exampledvithout thefinal note!

13 0

J—

gt

~—— b b 1
1

pp pPpPp

Ex. 7.31Bar 13Harmonics
(Audio Example CD Track18)

N
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A more practical solution is to use netandard fingeringéex. 7.33 that can be played
both smoothly and quietly. This is not idealitis difficult to lower the dynamic for the
last note tqpp.

Ex. 7.32Bar 13 using nostandard fingerings
(Audio Example CD Track19)

However fingeringsin the coveredregister (Ex. 7.33, offer amorestablesoundand
consistentonecolou, andyettheonly way | know to producesucha quietsoundon b? is
to sucktheair into theinstrument®. Thereforejn therestatthebeginningof bar13, it is
imperativenotto inhale,butto deliberatelyexhale sothatthe harmonicon b? canbe held
for its full length.Thisis ararelyencounteregituation(apartfrom duringcircular
breathing) wheninhalationtakesplacewhilst playing,andexhalationtakesplaceduringa

rest.

--p _‘

eI

~ 2

e ;;p — ppp

suck air in
fast

0 O N=
0 SoNnEs N
RN R N

Ex. 7.33Bar 13 usingfingeringsin the coveredregister
(Audio Example CD Track 20)

The sucking technique fof s required again in bar 3EX. 7.34).

13 Walter van Hauwe and Johannes Fischer both included thisiitréspective publications.
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Ex. 7.34 Ba31
(Audio Example CD Track 21)
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LLJ
9

Idedly, when interpreting the tonalour changes, each core fingering will be assigned to
a particular sign todused consistently, and adjusted where necessary, according to the
dynamic level. However, in bar 11, the decrescendo affecting the last three notes means
that the last note is to be played quieter than its predecedsohn, isa harmonic.

Fingerings fotthis are exampled below, (Ex. 7)35

71 weich und empfindsam
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Ex. 7.35Bar 11 showingthefingeringsfor thetonecolourchanges

In bar 18thereis ane', createdby half closingthebell holeontheknee.Thisis placed
within afastpassagenarkedf, andis difficult to executewith a securesound ascovering
thebell holeevenalittle morethanis necessarganresultin no soundatall! Playingthis
noteloud is simply not possible However,it is possibleto securehee' by half covering
thebell holewhilst playingthe precedinghotes astheyarenot affectedby this partial
closure.Ex. 7.36indicatesthe notesto be playedon theknee.

18.2

3
| Fan) L 1 1 1 1
g =I=E|=n—;g—"

L_Onknee | Offknee

Ex.7.36Bar18

Theplayerwill needto beseatedor this piecein orderto usethe coveredregister,andbar
32, (Ex. 7.37below) examples situationthatis uniqueto eachinstrumentClosingall the
finger holesandthebell holeis expectedo produceab flat, yet on manyinstrumentsan
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Oa®ill sound.Onmy Coolsmainstrumenttheb flat soundsa quartertoneflat, andwhen
blown morestronglyin anattemptto blow it up to pitch, the notesplitsinto a multiphonic.

ol
ol
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Ex. 7.37Bar 32 with coveredregisterfingerings
(Audio Example:CD Track22,with b flat soundinga quartertoneflat);
(Audio Example CD Track23, with b flat changingto multiphonig.

Thequietending,markedppp, beginswith a seriesof repeated?s to be playedwith
changingfingerings.Thisresultsin aslight changeof pitch, perceivednoreasa changeof
tonecolour,which thenchangeso rustletones with air addedo the sound,markedpppp
astheperformerwalksoff stagewhile continuingto play. To this theatricalelements
addeda humoroudouchasthetoka the etceterasuggestshe continudion of whathas
alreadybeenheard.Thetextusedin this pieceappearsatfirst to beasetof nonsense
syllables butthereareclearconnectiongo bothrecordertechniqueandthe Japanese
onomatopoetioral transmissioriechniquesnentionecearlierin relationto Aloumblattll .
Thechartbelowoffers somepossibleexplanationgor the vocalsoundsoundin
Albumblattlll (Fig. 7.4).

Bar Text Explanation

9 Kete Standardarticulationsyllablesfoundin recordertreatiseof GanassandQuantz
Syllablesusedaspartof theteachingmethod,SH' ga: onomatopoeticconsonants
usedin theteachingof traditionalJapanes#iutes (seep. 108

10 pf Labiodentakconsonantupperteethagainstowerlip producinganairy sound

39 Bakuts  Baku:Japanes®r explosion;
aJapaneseythologicalbeastresemling anelephansaidto devourdreamsand
nightmaregReese)
Capital of Azerbaijanpossiblyreferringto a visit by thededicatee;
ts A sibilant, hissingsound

44  Tekete; Articulationsyllables;SH ga methoddiscussedn relationto Albumblattll (see
p.108

Ft Airy soundthatstopssuddenly;
Bokatsch BokatschGermansurname

49 Toka Toka Japanes®r etceterasuchas;or.

Fig. 7.4 Chartof syllablesusedin Albumblattlll



7.11 Conclusion

AlbumblStte are three highly refined miniatures of the recorder repertoire, which have
been unequivocally composed for the recorder, rather than the Orecorder or fluteO style of
many contemporary work¥he pieces make full use of the sound potential of this
instrurent and challenge the performer to explore a wide range of dynamic, especially in
the control of the very quiet sounds. Although technically demanBiagin displays in

these pieces an intimate understanding of the instrumentOs capabilities and thes subtle
that can be coaxed from it, evidenced in the use ofdotmir, dynamic, and intervallic

note patterns that use simple, but+stendard fingerings. They display Ostath®frtO
recorder knowledgegflecing a modernist approach both in the cosiponal techniques
andcontemporarynstrumentatechniquesAlbumblStteralso fall within the framework of
postmodernism in the usé serialism and ideas inspired bBgother culture, in this case
blowing techniques ohakuhachiandNohflute playing hrough the mnemonics used in

SH' ga, as well ageferences to Hiroshima in the whispered text.

A performance oAlbumblatt Ill can be heardn CD Track 24.
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AlbumblStter

Translation of German performance directions givethe scor&'

Schnell und geheimnisvoll
Wild und ungestYm
VorwSrts drSngend

Einspielen

Bestinmt
sehr schnell und nervss

kaum noch hsrbar

Schnell und bestimmt
Yberleiten zu

weich und empfindsam
vorwSrts drSngend
stSndig wechselnde Griffe

1) vielleicht Telemann?

2) eventuell von der BYhne abgehen

und hinter der BYhne aufhsren.

1 Translated by Kathryn Bennetts

Albumblatt |

fast and mysterious

wild and impetuous

pressing forward, urgent

to warm upbin music and sport

To play inBan instrument

Albumblatt Il

Precise, definite
very fast and nervous (jittery, on edge)

scarcely audible

Albumblatt I

fast and precise

leading up to

soft and sensitie, sentimental
pressing forward, urgent
continually changing fingering

Perhaps Telemann?

If possible leave the sg@ and
finish/come to an end behind the

stage.
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Klanglandschaften

Duringthe period19921993Braunproduceda setof twelve artworks:
KlanglandschaftenMusikalisheGrafiken(Soundscapesnusicalgraphics)l have
selectecbnedatedO5/x/93@hownbelowasFig. 7.5, asanexampleof hisinterestand
work with unevennesi anothemediumthat| considerto berelevantto AloumblStter|t
particularlyreflectsthe unevennessf Aloumblattll, of thealternationbetween
multiphonicsand singlenotes,andthe unevennesandfragility of the harmonictonesin
Albumblattlll.
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Fig. 7.5Musical Graphc by GerhardBraun
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Chapter 8

East¥green¥springp. 94 (1991)

by
Maki Ishii

8.1 Introduction

The nrusic publisher Moeckommissionedast¥green¥sprirfgr the 1992 Solo Recorder
Competition held in Calw, Germanl is considered to be Oone of the most important
works of [the] contemporary recorder literatuf@@sa 2007)and is irthe repertoire of
many of todad leadingperformers- It brings together many elements of contemporary
Western techniques of form, motif, and ornamentatragh traditional Japanese music,
and n my analysis, | will identify the aspects Gagakuthat have been influential to this

composition.

As a performet believe it isimportant to understargbmething othe Japanese aesthetic
in order to find meaning within this piecas theras a real possibility oivhat Tagg
describes a@codal incompetenceO (Tagg 2008, 135) when creating an atterpoéta

work of another culture.

While it is not possible to fully explore every aspect of another culture and its varied
performance traditions, | consider it to be a responsibility of the performer to have some
knowledge of the basic underlying cepts that inform that culture. We can argue that
Western naition of a work destined for a &tern audience should be sufficient

instruction for the performer, and perhaps with considerable experience this is enough to
form a thoughtful interpretation. Y#te notation of music is a very imprecise Hris

possible to have Ocodal incompetence® even within oneOs own culture. The rhythmic
variants of the Viennese Waltz, and Bieilianoare examples within Western culture,

which are governed by a specifierformance practice not detailed in the notatiWwhen

these elements are added to a performance it is enlivened, and without, there is less chance

15 pan Laurin, Gudula Rosa, Tosio Suzuki
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of creating the magic, or Otingle factorO. They become distinguishing features such that the
performance aabe identified as being specifically in the style of a Viennese Waltz, or in
this case a Japanese melody, in which it is possible to disistorical melodic and

rhythmic motifs.

The opening melody of Ishii@as¥reenspringis a case in point, akd first note can be
played straight, as in a western style, or it can start wathramento Japanese style.

Likewise with the ensuing acciaccaturas, which can be played quickly and discretely, or
slowly, to give them more prominence, discussed fudhgrage 130As part of my

preparation | considered it important to explore the traditidapanesstyle, and it was

this that informed my performance. It enhanced my appreciation of the exotic nature of the
work and helpedneto understand the depth thfe historical and cultural layers to which

Ishii alluded inhis writings.

The cultural réerences embedded in this muare derived from, and connote, an East

Asian tradition and are therefore distanced from the late twentieth century Western
tradition, by boththetime and meaningn which this work was conceivetdhe

descriptions that Ishii offers of his experiences allow the interpreter an opportunity to
glimpse thisbthe®Oworld, to imagine and recreate the souriisgg, however, cautions

that Oerbal descriptions of musical meaning must E be treated as very approximate
verbal connotations of musically precise messagesO (Tagg 2008,et3@)at are the

precise messages that music can conveyth&y are bound up in cultural understanding

and enotion, such that each individual may respond in a different manner? Schubert
identifies the functions of music as being to communicate, to give pleasure and to take us
out of ourselves, removing us from the reality of-ttagay life, but argues that Othe
fundamental (main) function of music is that of producing dissociation (e.g. induction of
pleasure)O (Schubert 2009, T&nusic isabout éicient communicationOthe

transmission of a message must be received by one or more recipientsO and thésmessage
the emotion that is communicated (Schubert 2009, 67). If, on the other hand, the function
of music is to provide an opportunity for Othe removal from reality® or OdissociationO
(Schubert 2009, 73) then this extra layer of cultural understanding mhg netessary.

As Schubert argues, both Oigaestern and notraditional forms [of music] are

identifiable with this definition® (Schubert 2009, Bi&)it is dissociation that is a

Onecessary function required for auditory signals to be considered n{Ssical@rt
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2009, 76).This suggests that codadmpetence is irrelevant and that making the
performance a pleasure foethudience must take priority. Howevevirig in a glotalised
society, we aréncreasingly assimilating information of other cultui@g.presenting a
Japaneseriented interpretation, there is, clearly, a risk of not creating the necessary
OdissociationO for a Westatiented audiencdut | would argue that the pleastse
enhanced foanyone who does understand the cultural assoosti

The title of IshiiOeast¥green¥sprirgives the first indication of the historical traditions
embedded within this composition. In a treatise dating from K&agen ongor

Principles of Instrumental Performand@yokin outlined the musical phgophy and

system of metaphysics f@agaky in which each season and point of the compass is allied
to one of the five natural elements, a coJ@umd a specific musical mode. East
Ocorresponds toe point from which the sun rises, to the morning, aridé®pring. Due

to its association with natural growth, east corresponds on the level of matter to wood and
bamboo. On the level of sourehst is associated with tB®@jomode because of this
particular modeOs association with the sound of wood, and tavéh of colour the
association is with green as symbolic of nature® (Kido 199212)7

The Sojomode in its original Chinese form corresponds to the Mixolydian scale on G (Ex.
8.1.

O
ra <
ra ©

125 ra ©r
<

o)

Ex. 8.1 Sojomode or Mixolydian scale

Compositions based on shinodehavea strong pentatonic character and contain fewer
ornamental figures than are found in other modes, allowing the basic melody to be heard
more clearly (Garfias 1975, 129). The mode comprises fixed consonant and dissonant
pitches, the two dissonBpitches being the fourth amdisedseventh degrees (C and F
sharp) (Garfias 1975, 67). A particular feature ofSbg@mode is the use of microtonal
inflections, which are evident in the opening mel{iy. 8.6, see p. Ebelow).

The instrumental@ambination used iperformances obagakucomprised eight
instrumentsthree of which were wind instruments: a transverse bamboo flutey! tiei;

an endblown double reed pipe, thechiriki; and thesh', a small moutforgan made up of
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seventeen bamboo pipes. According to Garfiasitiariki and thery! tekitogether are the
Omost important instruments of TigakuensembleO as they Orlestrly articulate the
melody andEgive the best definition to the structure of the [mode]O (Garfias 1975, 47).
Both are constructed in such a way that Othey can easily produce the microtonal
embellishments that are characteristidtgaku’® (Garfias 197547). Robert Garfias in
Music of a Thousand Autumgir/es a clear analysis of the traditional instrumental writing
used inT" gaku.Importantfor this study is his delineation of the figures and motifs used
for compositions in th&ojomode and particularlshose articulated by thg! tekiand
hichiriki. Using this information it is pe$ble to surmise that Ishiiot onlyhadthese
instruments in mind when composiagst¥green¥springut also the melodic and

structural formulae of the whol gakutradition

8.2 Structural Analysis

My study of this piece has led to an understanding of the formal structure as being a fusion
of both Japanese and European common practice models. As a Western form it can be
understood as A, AA? B, B, B>and C, &, C, the sections being identified by distinct
changes of character in the musical material at bars 1 (A), 57 (B) and 58 (C). As a
traditional Japanese form the sections can be categorized according to the prindiples of
ha, ky discussee@arlierin Chapter 2The chart below (Fig. 8.1orrelates the two
interpretations of the form and the techniques of each section.

% Togak is the Chinese repertoire Gagaku



Bar Numbers Western Japanese Form Dan Tonality Technique
Form
1-9 A Jo (Jo of Jo) 1 Sop Melody with microtonal
mode inflection and glissandi
10- 27 Al (Ha of Jo) Flexible timing
28- 56 A? Ky! of Jo)
57 lines 14 B Ha (Jo of Ha) 2 Atonal Finger tapping; glissandi
57 lines 58 B! Finger tapping and
glissandi
57 lines9-14 B? Glissandi
58-75 C (Ha of Ha) 3 Tonal Graphic notation: randon

centre G finger movements and
breath pressure; extrem

dynamics
76- 80 ct (Ky! of Ha) 4 Microtonal inflections
81-84 c? Ky! 5 Extreme dynamics

Fig. 8.1 Correlation of #hform of east¥green¥spring

As can be seen froffig. 8.1 the lengths of the seohs analysed in this way show
considerable varietyThe Western approach offers symmetry and balance with three
sections of similar length while the Japanese model appebatamcedsince the third
sectionKy!, is so short. Yet this is consistent with the Japanese aesthetic, and as Kishibe
has commentednltiplicity, rather than symmetry and unity, might be regarded as the
basic feature of the style and form of Japanese musicO (Kigtib&)! section, &hough

short, also comprises three distinct gestures creating a fiother, and ki as shown in

Ex. 8.2

Bar Ky! (fifth dan) Technique
81 Jo of Ky! Trills
82-83 Ha of Ky! Random fingering and breath;
Long high A
83 Ky! of Ky! Final g

Fig. 8.2 Division of the final section the final sectiéy! into three parts
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As we look at the piece in more detail we discover melodic units, motifs and techniques
associated with traditiondhpaneseusic alongside examples of western aagarte
techniques, Wich together form particularly representative work of the 1990s.

Tonally, the entire piece is structured around G, and, as discussed in Chapters 4 and 5 in
relation to the works by Crosskyolland and Tsoupaki, this egainused as a reference

to thesun. The Japanese name for Jap&iitisnor Nippon( ¥ « ), literally meaning Osun
origin®, and is usually translatedihe land of the rising s@referring to the sun rising in

the east i.e. over Japas seen from China, atliis asociation with the east is referenced

in the title of thepiece.The risng pitch of the tonal scheme (Ex. §.2an be seen to

represent both the passage of the rising sun and, in the return to low G, the cyclic nature of
the sun, which in performance is used ¢velop tension as the pitch and dynamic rise,
relaxing at the eshas the sun sets.

T

N>

2
1
1
1

olh

Ex. 8.2Tonal scheme afast¥green¥spring

8.3 Paradigmatic and Parametric Analysis

For this analysis | have discussed each section, A, B, and C in turn, as the parametric
analyses are closely allied to the paradigmatic charts.

Pitch Range
The standard pitch range for ttemor recorder, marked in Ex. 8i8 extendedh this piece

to two ochves and a seventh

e
T
1L
1Ty
=
1Ty
X%
[Ty
[TT®

el

- 11

™
Ay
™
11y

tﬁ!ib

=
 —
Standard range

Ex. 8.3Extended pitch range usedaast¥green¥spring
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Fingerings for the full range of the tenor recorder, includingrtertones used in this

piece, and for tremolos and glissandos can be fouAgpendix 5

SectionA/Jo, first danbars 156

East¥green¥sprirgpens with daunting and unmistakeably Asian melptypically
Ocharacterised bytricate melodic formulaand frequent octave leapsO (Marett 2013) and
as mentioned aboves typical ofTogak melodies with itslecoration of micratnal
ornaments and glissanddse opening long G announces both $mgomode and the
traditioral nature of the material. Ex. 8iows the opening of thietori, or Prelude, for

the Sojomode (Garfias 1975, 224), which can be seen as the model for the beginning of

east¥green¥sprin(Ex. 8.5)

! L
0 o — S
é{’; ..i = ? ." T ”s 1 |
e —— 7

Ex. 8.5Ishii, east¥green¥springpening motif for recorder

Garfias writes Qall' gakucompositions begin in this slow, amorphous tempo that
gradually becomes stabilized, then sipand very steadily acceleratetil the endO (1975,
74).The firstthree onebar phrases each contaisecific number of main pitches
reflecting the number of syllables used in traditional art forms: for the chant at the
beginning ofNohand also irRengawhere the syllabic pattern isB5-7- 5-7-7. In this

case the bars contain each of five, seven andrsnainpitches respeately as can be

seen in Ex. 8.6

1 2 34 5 1 2 34 56 7 1 2 34 56 7

Ex. 8.6Bars 13 showing the number of pitches in each bar,
reflecting the number of syllables used in traditional art forms
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The complete melody comprises ten notated segments each sepparaigtd bhese rests

are particularly significant as Oone of the most carefully preserved aspeciBonfathe
tradition is the adding of extra breathing placesEthan are indicated in the notation. These
most often occur after the fourth beat of one meaand before the first beat of the nextO
(Garfias 1975, 127). Ishii has notated the rests in the score at the end of each melodic
segment in accordance with this ancient tradifiex 8.7 below, discussed above in

Chapter 2, p. 22n relation to blowingzen

The monophonic nature of traditional Japanese musichensirnplicity of this opening
melody demand a precision of fingers and breath control to create a smooth line, from
which the microtonal beginnings of the glissandos can be clearly Aémrdctave ¢ ¢

lies in the middle of the range and has a clear open sound on the tenor. This is a flexible
area of the instrument for dynamic nuance and tonal chaig¢he selection of

appropriate fingerings. In the first bar for example, the glissaatioeen &and d

involves sliding the left thumb across its hole, a technique that is particularly easy and
effective. The microtonal inflection is also easy to accomplish when the fingersmganp si
glide across the holes and the changing dynamic oancbe played by, again, sliding

away finger 2, and simultaneously diminishing the breath. The short phrase lengths give
ample time to physically breathe and also reflect orstluad just heard.radtionally,

this Ostress on the horizontal, E also brifgsdrnamentation to the fore® (Tokita
Hughes2008, 24)] have recorded two demonstrations of this melody: thedasteived

from a Western stance, focusing on the melody itself and treating the ornaments
superficial decoratiorthe second from dapanese perspectjvie which the ornamentation

is particularly prominent, and examples the traditional technique of the first note being
approached from below.
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Ex. 8.7Bars 19

(Audio Example: CD Track 25 favouring the melody)
(Audio Example: CDTrack 26favouring the ornamentation)

This melody also examples other typical features oftlgakustyle: the 6/4 time
signature is indicative of the duple meter of Japanassc (Garfias 1975, 82he
rhythmic motif of the semiquaver, dotted quaver rhythm is fourghiwkogong parts
(Garfias 1975, 83)as well as the microtonal inflection tre fourth degree (C sharp) of
the modgGarfias 1975, 545).

The end of the melody at bari® an ornamented form of the traditional cadential figure
for Sojoas played on both thechiriki andryuteki (Ex. 8.8)(Garfias1975, 134

Recorder bar 9

TR
TR

Rytiteki

l

Hichiriki

Ex. 8.8Cadenal figure for recorder at bar 9
and the traditional cadential figures fachiriki andry! teki.

From bar 10 (A) a variation begins which gradually transforms the melody through a
process of subtraction and addition of pitches, a process analogou$/etdneorphoses

of the artist M. Escher (189B972) CCBM,; Escher).The ten opening segmis are
individually repeated, shortened and interspersed with single notes at first, which then

gradually accumulate to full bars of quavers with each note having an attached
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acciaccatura. Only segment seven (bar 7) is presented exactly as at thpdeishaqe.

Initially markedppp, the dynamic of these low interjections risesn. Ex. 89 shows the
first interjections at bars 11 and 13.

oop P prp

Ex. 89 Bars 1013

The lowb, used only once at bar 11, involving the kadfsure of the bell holean be
prepared by positioning the instrument on the leg or calf during the previous note. As the
dynamic decreases, and just before the second finger slides away from the hole for the
glissando, there is a moment to check the angle of the instrument to enstecaratea
position to secure the low twhichis much easier to control when seated. The fingerings
for the low b and itpreparation are shown in Ex. 8.10

[ T
) (9 (&)

Xaounswims

Ex. 8.10Bars 1011 showing fingerings to secure the low b

(A% During this second variation tlugiiet interruptions gradually increase in length and
speed (each is markadcelerandp and each note has an acciacefaitached as in bar
45, (Ex. 8.1) until the melody is reduced to single notes (bars 48, 50, 52).

5 /.m

) -/ -

- 2
e ——— =2

P

3

mp ya

Ex. 8.11Bars 4445
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This examplealso demonstrates how the acciaccaturas rise in the melody it fiell
interjections, creatinalance ath symmetry within this section. Ex. 8.b2low, details

the variation of the first three sydtwrases of Section A, from which it can be seentibat

28 stands alone, showing the only descending ocfateeqy This represents a significant
point in the score, positioned at the halfway point of this section, and is the second of only
three ornamented GOs. (The first is the last note of bar Byeatird is in bar 75). Placing

the Gon the second beat suggests that nothing exéngpiscted from the performer, as the
composer hadefined the function bthe addition of the ornamertb give this pitch

sufficient prominence.

The opening melody,dis 1-46, andthe ensuing fragments of melody, are to be played at
approximately # 52. (The sign used in the score is = with a backward slash

superimposed and | have replaced this #ith the text and charts).
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I #52 (bars 146)

28
: P
p== —
A2

molto
m

e e (i
o e et

f———f———
molto

o 14
T
T

e T
SHff == mp
molto

Ex. 8.12Chart of the beginning of Section A
detailing the variation of phrases3l
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The clart of section A (Ex. 8.12 aboyeanserve as a practice chart for melodic motifs as

it stands. The interjections, however, staft #t40 and increase in speed uhit#112 but

are not stable as some also involve an accelerando towards the end of the bar. This flexible
timing, switching between the stable speed of the melody andateaily increasing

speed of thénterjections, creates tension between the two parts, which is dramatically
enhanced by the rising dynamic level. For practice purposes | have regrouped the
interjections by tempo, and with the help of a metronome, the tempo of each bar can then
be internalised. However, tiseiccess of this, section #hrough to the end of Adepends

on maintaininghe momentum and tension throughout.

Alternating with these melodic phrases are interjections, interspersed to effect the
transformationEx. 8.13 below,shows the paradigmatanalysis of these interjections
grouped according to tempo.
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Ex. 8.13Regrouping of the interjections by tempo in Section A

As can be seen from Ex. 8,1Be numbeof notes comprisinghese interjections

increases from one to nine quaversrementally and is reminiscent of the accumulative
rhythm of theT" gakupercussion partsGarfias 1975, 88The increased rhythmic
development is supported and reinforced by the rising pitch and dynamic as the piece
accelerates towards three high pitchtgess (bar 54), the third of which is surmounted by
a fermatasuggesting some furthstructural significance (Ex. 8.14The pitches¥sharp
and & flat, reinforced by thé dynamic and accentreate a moment of powerful tension
hinting at G as a domamt, and creating thexpectation of a cadence, yet serving to
reinforce thdonic G an octave lower.@ 54mayalso besignificant asan expression of
IshiiOs name, since Ishiigematriatotals 54 (= 9, S = 19, H = 8).
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Ex. 8.14Bar 54

The timingof this bar is critical to creating the increased dynamic. If the acciaccaturas and
the commas, indicating a short break between each gesture, are each given a slightly
increased length the third gesture will sound stronger. If vibrato is added tortheffro

each note a bellke sound can be created and vibrato added to the longer third note,

marked with a fermata, can suggest the crescendo.

A second attempt at a cadence focuses Grshazp/d trill, resolved at bar 57 by'g

The melody, with itswo variations, reflects the repetitions usethe Gagaku

performance style calledokorigakuin which the musical material is repeated three

times. Ishii explains that the Owind instrument players who perform the main melody
gradually drop out, resuttg in a progressive decrease in the number and type of
instruments left playing® and finally being left Owith a siici@iki playing mere

fragments of the melodic materialO (Kido 1997, 205). | think Ishii has interpreted this to
mean the amount of opieg material gradually decreases as the intervening material
becomes lengthier. The aim was to Ostimulate the listener by urging him to listen to the
music compensating in his own aural imagination for the increasing absence of melodic
materialO (Kido 199205). Kido explains this further. He writes that the aim of repetition

is to Oreate an increased accumulation of phrasal density; constant repetition of the same
melody fosters increased density and a continuous-bpilef tensionO (Kido 1997, 191).

This Ophrasal densityO becomes more apparent in the next section when percussive finger

tapping is introduced, adding a further layer of texture to the fragmented sounds.

SectionB/Ha, seconddan, bar 57
The second section, B4, seconddan, (bar 57: 13ihes) is unbarred and comprises long
groups of rapidly played notes separated by glissandos, single notes, and short groups of

notes. It contains examples of serial techniques: palindromes, motifs in retrograde, and
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octave displacements of individual nqtereating a twepart effect to the writing, which

together create a ObreakingO both of the material of this section and of the original calm set
at the opening of the piece. The material for this section is announced in the first group of
rapid notes comysing six pitch classes:-&-B, D sharp/E -E-F. Arranged as two groups

of three pitches, the first three G, A, and B are a tone apart, followed by D sharp, E and F,
each a semitone apart. Pitches are then addiésing the full chromatic range,

contrasting with the myxolidian mode of sectioraAd creating longer interjections

through an increase in glissandos between the groups of notes.

For the first part (B, four lines) the player is expected to tap Othe finger on the particular
hole while abruptly blowing in airQ (instruction in the scfimethe groups of pitches to be
played Overy fastO (Score) whilst employing a dynamic rangedpaomf changing

rapidly from group to group and from note to note. Finger tapping was a technique used on
both thehichiriki and thery! tekito give accent to the main notes. This, together with the
slaptongue technique, is used as a textural effect, lending a mysterious and enigmatic
quality to theppp dynamic of this section. The finger tapping is gradually phased out
through B asthe staccato articulation becomes more prominent and disappears completely
by B% Ex. 8.15below, shows the beginning of each section and the change of articulation
from finger tapping at B, a mixture of finger tapping and staccatd tt &1 groups

played staccato atB
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Ex. 8.15The beginning of the variations in Section B
(Audio Example: CD Track 2éxamples the beginning of bar 57, line 1
(Audio Example: CD Track 28xamples the beginning of b&r, line 5, and
(Audio Example: CD Trek 29 examples the beginning of bar 57, line 9

This timbral changeepicts the transition away from the past (finger tapping technique)
and into the present (all notes tongued staccato), yet also demonstrates that an ancient
technique retains its valigi today.This transition is also mirrored in the dynamics: as the
finger tapping decreases, the dynamic of each section increases in a cresceipgg from
throughpp, p, f and finallyfff. Ishii has given a fascinating insight into this delicate and
percusive sound world. Recalling visit tothe Shunieceremony held at thEodaiji

temple in Nara, he related Othe aspects that left the most lasting impression onthe were
sound of clogs worn by the monks as they entered the temple building and thethpart of
ceremony performed by novice monks who have undergone rigorous austeritiesO which
involved Othrowing five parts of the body [knees, elbows, and forehead] to the ground E
in an act of supreme respect and worshipO (Ishii 1997, 23). He continuescKititeafl

the clogs echoes gently through the temple, giving rise to a sound of ineffable
exquisiteness. In contrast, the sound of each monk falling to the ground has a profundity
and loudness which suggest the intermingling of heaven and earth, thegexbbameen

time and spaceQ (Ishii 1997, 23). This suggests to me a possible connection here with the
finger-tapping required in this section. To create this Gide® or tapping sound on the
recorder it is necessary to, in effect, throw the fingerseaingtrumenba techniquéhat

involves the opposite of good practi@ehich is to let the fingers fall effortlessly to cover



14C

the holesThis section ends with four glissandos and a rapid rising statement of the

mixolydian scale to lead directly into siect CHa of Ha.

This second section, B, is a challenge of speed, dynamics and tapping fingers onto the
holes.The audibility of the finger tapping is dependent on maintaining the low dynamic.
At the beginning of bar 57 the groups of notes need to bei¢dngery gently and the
amount of air carefully aligned to the dynamic level, as each one is marked with a
crescendo or decrescendo. The finger tapping will take precedence over the pitch at the
beginning, but as the dynamic increases the pitch will becoane prominent. EX8.16

shows a set of fingerings that give a free finger to tap on a hole. Tapping fingers are
marked with a OTO.
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Ex. 8.16Fingerings for tapping at the beginning of bar 57

The OTO OKO articulation can also be used to creatg af vatéenal rhythmic groupings
as well as effecting the dynamic. This idea accepts that, in general, OKO sofdittle

than OTO, although theoretically, they could be of similagtstrdhe example below,

(Ex. 8.17, taken from bar 57 line 2, @ example of the tonguing pattern used to execute

the diminishing sound of the high pitches.

mp

Ex. 8.17An articulation pattern to support the diminuendo

Glissandi are relatively easy to negotiate on the recorder, as the holes are open,
unencumbered bieys, with the possible exception of hole 7, which on some models has a
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key to aid the reach of the little finger. The fine control of the fingers as they open or close
the finger holes can create an extremely smooth glide between two pitches. In this case
due to the speed at which the fingers must move, the fingers have to be actively mobile,
sliding away from the hole, then rapidly changing to the next fingering, and ready to slide
again. The number of glissandi required to play this piece challengediteohal playing
technique based on lifting and falling fingeasd this piece has been instrumental to the
development of recorder technique in this afddow is a glissando achieved? Walter van
Hauwe details five methods for producing a glissandturhing the wrist; 2. lifting the

fingers; 3. turning the instrument; 4. moving the hand, and 5. using the-tinle®

(Hauwe 1992, 114l the glissandi inreast¥green¥springse in pitch, and in section B are
intermixed with both groups and siegiotes of standard production.sAhis sectn
progressedhe glissandi proceed consecutivelgdall five methods will need to be

employed. The glissandi can vary in length depending on the specific fingering. Pitches
close to a ObreakO will be shortemigtleand may not extend beyond a tone, while other
mid-range glissandi may extend to an interval of a third or fourth. However, Ishii does not
expect the performer to play a glissando across the break. The glissandi found in sections
B and B are the samand for practice purposese can eliminate any repetitions of the
pitches reducing these to jusine gestures, as shown in Ex. 8.18

AN —
)

Ex. 8.18Glissandi required for B and'B

As mentioned earlier, the glissandi have an indeterminate pitch rangat dmel speed
required for this section, the full interval distance may not be fully utilised, but is
potentially available to the performer. Each of these glissandi is played with a crescendo,
which also impacts on the choice of fingering men-standad to standard. Ex. 8.1¢hows

the possible pitch range for the glissandi in B ahavh fingerings for each. The

encircled numbers indicate the fingers to slide away from their respective holes.

7 vitor RuaOBuplicator 11 (1999) uses long glissandi, which extend across the breaks whole range.
(QTR CDO0603)
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Ex. 8.19Pitch range and fingering of glissandi in B did

In B2 the glissandappear more extensively with fourteen additional glissandi for this
section and Ex. 8.20 showtbe possible pitch range of each of these glissamthe small
note in brackets.
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Ex. 8.20showing possible extent of glissandiB?

The glissandi are each assoethtvith various dynamic levels, biliese only initiate the
glissandj as all are marked with a crescendo. As a general rule, the dynamics follow the
pitch contouyand further nuanced dynamics can be created byrgjtdre articulationt

will be tongued strongly anifl even more strongly.

Other fragments in section B also derive from the openingai& motif:single notes, as
shown in Ex. 8.21are restricted to five pitches and are played using both the pgecussi
sound of finger tapping and staccato, with dynamiage@imf, andf.

Ex. 8.21Single notes in Section B

Motifs of two notesgreating intervals of either a major or minor ni(tx. 8.20)and of
three noteg(Ex. 8.22) are played both with fingeéapping and staccato, with a dynamic
range betweeppp andff.
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Ex. 8.22Two-note motifs in Section B

The threenote motifs, following their first appearance, are repeated with enharmonic
changes for E flaD sharp and/or in retrogradghownbelow (Ex. 8.23)
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Ex. 8.23Threenote motifs of Section B

The segmentation of sectionrBoved through several stages before | settled on the chart
in Appendix 7as being the most helpful to my practice. First of all | set out to clarify the
structure in termsf the articulation as shown earlier in Bx15 (p. 139 | then focused

on all the material in between the longer rapidly played groups of notes: the glissandi, Ex.
8.16:8.18 (pp. 140141) and the examplesf single notes, and groups of two and three
noteson pages 14243 However, | was looking to combine both the variatigoe

information and the detail of articulation, and realized that by using the long rapid groups
as the beginning of a paradigm it was easy to see both the variation and thecglongat
process of the intervening pitches and articulations., The#t, both simplified and

clarified the processand offered a more realisstarting point for my practice.

SectionC/Ha of Ha, third dan, bars 5834

Sections C beginwith a rapid anacmis of theSojomode followed by whole bars timed in
seconds of Overy quick, irregular changing of tone levels and volume by very quick finger
movements, independent of each other. Blowingefattanging at same speedO (Ishii

1992 marked fbto fff, irregular®. This appears as graphic nmaijbar 58)already seen

in Chapter 2, (p. 31and I have recorded two versions of this to demonstrate the pitch
variety that can be achieved in these passages (Ex. 8.24 below).
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Ex. 8.24Graphic notation at bar 58

Audio Examples: CD Track 318 an example favouring the high nqtesd
CD Track 31mixes high and low notes creating a more uneven texture.

At first these appear to be passages of random sounds similar to those found in the avant
garde repertoire ohe 1960s and 1970s, creating an element of chance within a
composition. This chance element, however, is something that Ishii again recalls from the
SH'my' ceremonyin which novice monks would be Othrowing flowers to attain
enlightenmentO (Ishii 1997, 25) ontotrendalawhere, according to ancient Indian

cosmology Othe sacred powers of the buddhas and bodhisattavas are relayedO (Ishii 1997,
25). OHang thrown a flower each novice has to sin§Hamy' piece in praise of the

buddha or bodhisattava on which his flower has landedO (Ishii 1997, 25). The random
element here is seen as a choice and Ois in fact a product of the powers of the buddhas and
bodhisattavas, and exceeds the bounds of human comprehension. Such structural
principles and concepts cannot be understood employing western methods of musical
analysisO (Ishii 1997, 25).

The suggested pitch range is betwgeand & flat, and at such a sing dynamic level it is
easy to lock into the highest pitches without any gradation. However, the passages are
markedQirregularO, and by closing the thtwie, lower sounds can be more easily
intermingled. These bars require a high level of controllegggnto create an interesting

texture of high and low sounds and will result in a different outcome at each performance.

The length of each passage of random pitches is timed in seconds and these diminish by
one second at each hearing (60, 50, 50, 80, 80, 20, 10). Interspersed are semitone
trills, which gradually become longer and the main pitches of these support a tonal centre
of G. Ex. 8.25shows the fingerirgfor these trills. This has a calming effastthe music
returns to the melodistyle of the opening.
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Ex. 8.25Fingerings for trills in Section C

This constantly interrupted OrandomO passage creates a period of great tension and
instability until nine bars before the end'({® of ha, fourthdan, bar 76), where there is a
reintroducton of melodic materialith tension being sustained by the high pitch #ind
dynamic. Each of the ensuing three phrases descend by the interval of a fifth. The second
of these is an ornamental figure caldaruor OwaverO and exhibits a particular tgabni

used on théue or ry! teki, which involves the lowering of the pitd¢wice; the first OwaverO
(Ex. 8.26 Ry tekiat 1) lowers the pitch only slightly Obut at the second OwaverO [at 2] the
fue player bends his head forward and thereby lowers the piteistto Ichikotsua tone

below the given pitchjGarfias 1975140). As can be seen from Ex. 8.2 79 Ishii

lowers the recorder pitch twicand on the third Owaver® he lowers it a full tone to D.

Recorder

Ryﬁteki 15— | | |
\ @

Ex. 8.2@ar 79 Ornamental figuréuru

The final section éky! , fifth dan bar 81, comprises three further figures: a rising
tremolo, a flurry of fingers markeif, and a screaming high A, marksiiff, followed by a
piano G with amessa di voceeminiscent of the opening note bringing the piece to an end
with the sense of accomplishment that occurs when the procgsdafky! has been
completed (Ishii 1997, 61). Tona]lihe pitches of the final line move frorhitbrough é

sharp to the dominant dalbeit blurred by the microtonal tremolo. The highimplying a

secondary dominant, creates an increase of tension, released by the descent to the final



14¢

note (d) markedp, creating Oprecisely the moment that the audience will feel the highest
degree of artistic satisfaction® (Zeami, quoted in Ishii 1997, 61).

8.4 Conclusion

East¥green¥sprirgan be understoaas an historical narrative moving from the traditional
to the contemporamnusicalpalette in a gradual transformation frdotk -style melodyto
twentiethcenturyavantgardeinstrumental techniquesuggsting, as inNoh plays, that

the past and the present can be one (Tyler)1&7@splays a cultural fusion in the use of
both Western and Japanese structural and instrumental techniques, enhanced by the
aesthetic concept @fabi sabi.This fusion of oldand new can be identified the use of
microtoneswhich were an essential elemen@Gigakumelodies and are now widely used
in contemporary music as an expressive devibe piecealso engages in a dialogue
between the sacred and the secular throbglevocation of IshiiOs memories. The priests
at Nara engged in their religious ritualsvith Oclacking clogsO recalled in the finger
tapping passagesemainbound by the underpinning use of ®@omode, with its

allusion to the natural elements of #émrth, the seasons and the rising sun. This relates
both to DerridaOs discussiordiffZranceandthe Zen Buddhist concept fufsukufuri, as
neither element is necessarily connectextare theyseparaterathereach is infused with

the other. This ciagive synthesis is the hallmark of a postmodern work.



Chapter 9

Summary ancConclusion

This thesis represents a contributionthte knowledge of the solo recorder repertoire of the
1990s through the analysispntextualization, and performancgfive selected
compositions, which | consider to be representative of the dechidasThe first time that
thefive selected piecesave been subjected to rigorous analysis threare recorded

here for the first timeTheyarelnvocation at Midsummery Peter GossleyHolland (CD
Track 5), Piece No. 1 frohive QuarterTone Pieces for Solo Recordsy Donald

Bousted (CD Track 12), arRlAlbumblStteby Gerhard Braun (CD Tracks 13, 15, and
24). This study demonstrates that the recorder repertainesipport critical scrutiny in

order to advanca deeper understanding with which to develop interpretatesding to
compellingperformanceslt is aimed at students, professional performers, and audience
members alike, to guide their understanding anutesgiation of the recorder repertoire. An
additional contribution to this work is the inclusion of a catalogue of solo recorder music

composed during the 1990s.

In Chapter 1, Hiscussed the range of recorders available to a performer in the 1990s.
Theseranged from copies of historical models to the newly designed Helder instrument,
and the recreated renaissance Garstgk instrument. | also outlined the pedagogic
materialby Hauwe, Fischer, and Bennetts, Bousted, and Bowwitnreference to
instrumantal techniques. In Chapter 2, | explored the importantg®f the twentieth
century, such asiodernism and postmodernism, globalisation and the respltinglism

that embraced both historical and world cultures (Kramer 1995, 6) in order to be able to
contextualise each of the analysBise developing interest in early music throughout the
century had been an enormous influence for composers and the idea of writing for a
historical instrument encouraged them to focus on the more traditional apprumaties
recorder, especially in the UlCrossleyHollandOs piece serves as a good example of this
more conservative approach. In Europe, however, there had been a willingness to
investigate more experimental possibilities, withessed by Brab@ablStteand IshiiOs
east¥green¥springhe return of tonality, aligned with, amongst others, the folk song

revival and the development of minimalism, had been juxtaposed with an increasing use of
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microtonality, emanating from both historical models of keyboarth¢ggnand the
intonations of other cultures. Microtonality is an epegsent thread of the selected
repertoire: while it is not overtly present in, for instance, the Braun pieces, it could be
argued that it is discretely present in the myriad sounds ebtoral indeterminacy
inherent in fingettapping, whispering, and suckiagr into the instrument. The chapter
concluded with discussions relating to structure and the notational issues arising in the
scores|t was observed #t although many of the instmentaltechniques had their origins
in historical treatises, and had been in use since the 1960s, the notation ofcdelieral
sounds had not been standardized, leaving congimsereate their own symlsIThis in
turn created a further interpretivele for the performer, which | have researched for my
performanceThis was followed irChapter 3, by a description of the various
methodologies used in my analyses of the selected piemassifg on the process of
preparation for performanckundertookstructural paradigmatic, and parametric
analyses, developing for myself a deep understanding of each of the $beressuing
Chapters 4 to 8 detailed the analyses individyallth both cultural and technical
information relevant to each worksAa esult | have gained a greater awareness of the
importance ofisinga variety of analytical ethods in order to gaindetailed
understanding of a worlkknowledge of the background and cultural context of a piece
offeredfurther inspiratiorfor interpretaibn, and allowed me to makeformed choice

about the variouslements and nuances to be employed in performancexample
knowing that Bousted had madse of Indonesian scalesspired me to think of the
ringing sounds of the gamelan, and how Ildemulate that with the use of vibrato to give
a lingering vibrancy to the tone. | have also become increasingly aWre

compromises that are necesstrynterpret a score especially with regard to dynamics,
which | have explored more purposefuliynd with tone colours that can be controlled
sensitively by carefully selected fingerings. | have aimed to exploit the changing of the
tone and thevidest dynamic range, on both the alto and tenor recortdegs/e as much

varietyand contrast in my penfmance as possible

The recorderOs role Haglen, admittedly, a peripheral one on the professional stelge a

yet, as this work shows, it was instrument capable of being a conduit for the culture and
aesthetics of the decade. Whilst the recorder majiance attractechany of thdeading
composers, the selected works clearly show that the recorder was engaged with the ideals
and techniques of the periaghd these had been fully assimilated into the reperidiis.
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was a periof emancipation fromsgtrole as a heritage instrumeaf,collaboration
between composers and performers in the creation of new repertoire, and in the

consolidation of playing techniques.

The effect of globalization has meant that Western composers could regale their work with
manyinfluencesfrom other cultures, and throughout the 19@8@peciallywith the

proliferation of technologythey couldrapidly access vast quantities of informati®dhat

is of particularinterest here is that the selected works for analysis havdedwea

penetrating knowledge of the composerOs own culture: Crbsllapd for the tradition

of Latin solmisatiorand folk songTsoupaki for infusing her work witisonfrom

Byzantne chant and influences of Greek folk melodies; Braun for continuing the

Germanic tradition with both sonata form and serialism, and Ishii for taking inspiration
from Gagaku However, Bousted has loakelsewhere for his inspiratiofrom the
Javanesgamelanand to the widemicrotonal heritage. #&the analyses have shown, the

five pieces can each be understood in relation to the respective composersO assimilation, or

borrowing, of ideas from another cultural heritage.

In Chapter 1, | quoted HauweOs comtrtteat recorder players identified with either early
musicor with conemporary music, yet my research shows that it is imperative to have an
understanding of early music in order to understand contemporary music. The engagement
with pluralism comprised both conservative and progressive attitudes, modernist and
postmodernisideals, as well as the process of globalization, encapsulating a broad range
of techniques and aesthetic standethe 1990s. The decade portrayadinclusive world,

one in which the composer could reflect a rich world heritage infused with contemporary
instrumental technique secure the recorderOs position on the concddrpiatn a

professional arena.

| have shown that the recorder, as a historic instrument, creates a vital link from the past to
the present. Furthermortherising inflectionsthat conclude the works by Bousted, Braun

and Tsoupakiall placed in the high and strong part of the instrumentOs register, would
indicate that gositve outlook for the future of the recorder is assuFatlowing a

prodigious amount of work with thestrument during the 1990s, Bousted was able to

assert that ©a profound way the recorder speaks of renewalO (Boustdy 200}

Whittall affirmed, and as my work has demonstrated, the compositions of the 1990s
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represented a Oterrain of immense diyeasitl omplexity® (Whittall 1999, 346jiversity
identified in the embrace of historical and world cultures, and complexity arising from the
intertextuality of conflating ideas. Together, these elements informed a decade of

pluralism at the end of the tweeth century.
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Appendix 1

Catalogue of Solo Recorder Music composed during the 1990s
(326 items)

Key of abbreviations: SOino= Sopranino; S= &up(Descant) Recorder; A= Alto N
(Treble) Recorder; T=Tenor Recorder; B=Bass Recorder; DB=Double Bass; OUnspecifiedO
means that neither the composer nor the publisher has indicated the instrumentation.

Composer Instrument Date Title
Addison, John A 1994 Spring Dances
Afifi, Mohammed A 1996 Etude modern
Agudelo, Graciela A, T,and A 1990 Arabesco a Horacio Franco

(Ganasstype)
Akiva, Daniel A 1998 Litanies for alto recorder
Alinder, HEkan Recorder 1991 Due Canti
Allworth, Robert T 1990 Meditation ofSt. Clare
Aoshima, Hiroshi Unspecified 19951999 | Suite Ongaku no Yakai
Aplvor, Denis Sand A (T) 1993 Melisma op. 80
Arnell, Richard A 1991 Treble Music op. 169
Arter, Matthias Ain G 1993 Solo 1993 (revised 2009)
AugZ, M.C. A 1995 2 Temas y 7 Variaciones
Borup-JSrgensen, Axel | A 1990 NachtklSnge op. 91.8
Borup-JSrgensen, Axel | A 1990 Op. 91.7: 1, 2 or 3 fragmentary piec
Ayres, Richard A 1991 Three Tmes (like Dutch) Waiting
Azevedo, SZrgio Recorder or flute 1999 Flair
Ball, Michael S 1993 The Fall of the Leaf
Ball, Michael A 1994 Saudade
Bandt, Ros Sand A 1991 Variazione Zeffirelli
Bartosch EdstrSm, Carif A 1995 Claudia goes shopping
Bedford David Sopranino 1995 Piers de Resistance
Beilharz, Kirsty TandB 1991 Gecko on Desert Sand
Bennetts, Bousted, A 1998 The QuarteifTone Recorder Manual
Bowman
Berenguer, Josep T 1993 Var
Manuel
Blanc, Patrick S 1998 Quatre Jouets MZcanigques
Bochmann, Christopher| A 1993 Essay X
Bofill, Anna T and B 1997 Alternanze, Barbara Strozzi Omagg
Bofill, Anna T and B 1997 Alternanze
Bombardelli, Umberto | A 1991 Tricks
Bousted, Donald Aand T 1997 12 Short Quarteand EighthTone
Pieces
Boustd, Donald T 1998 Two Responses to Silence
Bousted, Donald A 1996/97 | Study in Transforming Curves
Bousted, Donald Aand T 1997 Five QuartefTone Pieces
Bousted, Donald T 1997 Evolution of Line
Bradley, Robin G Ganassi Introduction and Passadagfor G
1996 Ganassi Recorder

Bradley, Robin A 1997 Prelude and Tarantella
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Braun, G. & Fischer, J. | S 1998 Spielbuch 2 and 3
Braun, Gerhard AT B 1993 Four Interludes
Braun, Gerhard A 1995 Nachtlied
Braun, Gerhard S 1996 Arkadische TSnze
Braun, Gerhrd T 1997 pKdTs- oder die Einsamkeit des
FlIStenspielers
Braun, Gerhard A 1997 3 AlbumblStter
Braun, Gerhard Ganassi (in G) or 1998 Something about 'H’
S
Braun, Gerhard B, T, A and S. 1999 Tempi passati
Braun, Gerhard S 1996/97 | flauto aperto
Braun, Gerhard S'ino, S,A, T,B 1996 Das MShringer FIStenbuch
Braun, Gerhard B 1994 RememberEas time goes by.
Braun, Gerhard Greatbass 1992 Sulamith IV
recorder
Braun, Gerhard T 1990 Five Meditations
Bright, Greg T, voice and feet 1993 The Greatst Weight
Brings, Allen Sand A 1991 Sonata for Solo Recorders
Brsndum, Lars A 1990 Eclipse
Brown, Chris Cree B 1992 Kite Flying at Doctor's Point
Garklein, SOino, §
Buchholz, Thomas A, T, B, Great 1990 9 Solos for 7 different recorders
Bass
Buchholz Thomas Sand A 199597 Miniaturen
Bullard, Alan A 1992 Winter Landscape
Cale, Bruce A (with tape) 1992 Spirals/tunnels
Cattn, Daniel 2xA 1992 Encantamient@ song without words
with rhythmic variations
Christensen, Mogens | S 1993 Birds of a Sping Night
(Varnatsfugle)
Christensen, Mogens | Unspecified 1998 Birds of an Autumn Night
(H¢ stnatfugle)
Clarke, Rhona S 1999 For Ide (revised 2002)
Clarke, Zana A 415, 1996 Behind my Right Shoulder
A Ganassi 466,
and voice
Clarke, Zana Recorar and 1996 Aerial View of the Border Bridge
voice
Clarke, Zana Voice flute or T 1997 Cold Honey
Clarke, Zana T and voice 1998 Gentle Walker
Clarke, Zana A and voice 1999 Swamp
Clarke, Zana Any recorder 1996 Fragment Longing and Solace for
Ganassi
Clarke, Zana B and Voice 1996 Hymn
Clarke, Zana Ganassi (in G) or 1997 Shadow Dancer
A
Clarke, Zana B 1998 Thought
Clarke, Zana Voice flute 1998 Whistle may Hide
Cooke, Mervyn S 1995 Suling: A Balinese Fantasy
Corbett, Sidey SorT 1990 Songs ad Melismas for recorder
Cori, Luca SOino. S, A, T,B 1993 Cage d'Escalier
Cori, Luca Greatbass 1995/96 | Locus Solus
recorder
Cori, Luca T 1997 Djunli's Rondeau
Creaghen, J. A. Unspecified 1996 Largo for recorder
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Creaghen, J. A. Unspecified 1995 Variations on: when that | was and 4

little tiny boy for recorder
T (or flute) 1993 Invocation at Midsummer

CrossleyHolland, Peter

Crowl, Harry Aand T 1995 Revoada

Czsas, Miguel A 1995 2 Themas y 7 variezinme op. 87

Davis, Alan A 1994 Sonata

Davis, Alan A 1998 Partita

Davis, Alan A 1994 15 Studies for Descant or Tenor
Recorder

Denhof, Robert C instrument 1997 FYnf Suiten fur Blockflste solo op.
109

Deppert, Julia T 1997 StYck

Derungs, Martin S,A/B 1991/92 | Cornice

Derungs, Martin A 1991/92 Rosseazzurro

Devoto, Alberto A 1993 Auricula

Devoto, Alberto A 1994 Elegia

Devoto, Alberto Unspecified 1992 Trio

Diederichs, Yann Unspecified 1991 Flosolo

Dinescu, Violeta Unspecified 1993 Immaginable

DiriZ, Gerardo Enrique | S 1995 BIE, Gul, Bjo

Donaldson, David A 1998 Rufous sided Towhee

Donatoni, Franco T 1992 Nidi Il

Donatoni, Franco T 1992 Sweet

Dorwarth, Agnes A 1996 GesprSch einer Hausschnecke mit
sich selbst

Dorwarth, Agnes S'ino, SAB 1996/99 | Vogelbuch

Dorwarth, Agnes T 1999 Galgenbruders Lied an Sophie

Durtn, Juan Fernando | S'ino, A, T 1990 el resplendor de lo vacio

Edwards, Ross S 1993 Ulpirra

Eggert, Moritz S, A, and Ganassi 1994 Ausser Atem

Eisma, Will A 1991 Hot Stones

Erber, James A 1996 rara avis

Falk, Mats S 19 Baltic Light: Lyrical Phantasy

Farquhar, David A 1997 Obsessions

Feiler, Dror A 1996 Like tears in rain

Feiler, Dror A 1996 Verk op. 4

S 1981/1998

Ferneyhough, B. Superscriptio (Transcréd from
flute)

Ferneyhough, B. T 1986/1997 | Carceri d'Invetione llb (Transcrikd
from flute)

Flinn, Peter AIT 1999 Lullaby and Dances

Fortin, Victor S 1996 Acht Leichte StYcke

Francesconi, Luca Unspecified 1988/1998 | Tracci (Arranged from flute)

Fukui, Tomoko S and A headjoints 1997 Head

Fumiharu, Yoshimia B 1999 Solo |

FurreeMYnch, Franz B 1993 Absence prZsence

Garau, Lucio S 1991 '‘Perke(s)?'

Gasser, Ulrich TorA 1991 Ikarus' Gesang Yber den Wassern

Genzmer, Harald AorT 1998 KISnge der Nacht

Geysen, Frans A 1994 Geproesterol

Geysen, Frans A 1992 Solo

Glaser, Werner Wolf A 1995 Mosaico sonabile




Goorissen, Jan A (or gamba) 1991 Zuletzt weiterEweiter
Grandert, Jonny A 1990 En sats f altblockflSjt
Guichelaar, Jan T 1990 Haiku for Tenor Recorder
Guraieb, Rosa Aand T 1991 Impresiones
HSnschkeBernd B 1995 Bird of the night
Hansen, Jan S 1999 Mass fragments la: Kyrie
Harris, Richard Leigh | A and S (with 1997 Two short Recorder Piec&Encore
optional piano) V (Hexadvention)
Hartl, Heinrich J. T 1990 Melodie op. 50
Hashiramoto, Masaru | S'ino, S & A (or 1992 Krishna
D)
Heider, Werner A 1996/97 | Drei PersSnliche Empfehlungen
Heider, Werner A 1997 GlYchsprung
Heller, Barbara A 1994 Bourrasque Windstoss
Heller, Barbara A 1994 Des Espaces
Heller, Barbara A 1993 EtYde | 'heimatlos'
Heller, Barbara A 1993 EtYde Il 'frYhlingsrufO
Heller, Barbara C or Finstrument | 1998/2000 | Hundertmelodienbuch
Heller, Barbara A (solo & duet) 1996 Wenn TSne auf Bananenstauden
wachsen wYrdeif tones grew on
banana trees)
Heppener, Robert A 1991 Toonladder
Hirose, Ryohei B 1995 Lamenta of Inca
Hisatome, Tomayuki A 1994 Song of a Hunchbacked Piper
Hoch, Peter A 1992 Flstentsne 3 SStze fYr Altblockflste
Hoch, Peter Unspecified 1991 Tableaus
Hoch, Peter Unspecified 1992 BerYhrungen
Hoddinott, Alun A 1998 Lizard: variants for solo treble
recorder
Hodson, Maud Sopranino 1999 RA
Holmboe, Vagn S 1995 Springbuk/Scherzando for Recorde
for Michala Petrie
Horie, Haruyo T 1992 The Wind Pipe
Horie, Haruyo S'ino or small 1992 My Little Re
S'ino
Horie, Haruyo A, S, S'ino 1996 Hamelin
Hosokawa, Toshio T 1995/96 | Vertical Song 1b (Originally for
flute)
Hosokawa, Toshio B 1997 Atem-Lied
Hosokawa, Toshio Recorder 199097 Birds Fragments Illb
Inglis, Brian Garklein, S'ino, S, 1991 Sailing to Byzantium
AT,
Ishii, Maki T 1991 Tenorrecordempiece
east¥green¥spring op. 94
Itoh, Hiroyuki S 1995 Salamander Il
Jacob, Tobias T 1992 Ludus Nivis Trans: The play of the
snow
Jagger, Bryony A 1993 Epithalamium 1
Jagger, Bryony Recorde 1992/94 | Bandanna
Johnson, Liz S,AT 1999 Araneis
Johnston, Fergus A 1992 Psyche
Juguet, HenrPierre A 1994 Argiles
Kadar, Matthias A (Ganassi) 1998 SoulagZ a Marieke
Keller, Christoph J. A 1994 FYnf Invention
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Koch-Raphael, Erwin Contrabass 1995 grenzZeit 1
Koolmees, Hans Unspecified 1992 Unknown title
Kurz, lvan SorA Hratky s flZtnou
Kurz, Karl Wieland A 1997 Martian TimeSlip
LSmmer, Lothar S 1997 Flautissimo
LSmmer, Lothar S 1998 Sonata 98
Lara, Ana A 1990 écaro
Lasagna, Marco A 1991 Nervi
Lavoignat, JeaiClaude | A 1995 Fantaisies (3)
Law, Elizabeth A 1998 Crustaceans
Leenhouts, Paul A with optional 1993 Daido
DB/Bass Guitar.
LeFanu, Nicola A 1994 Dawn's Dove
Leitermayer, Fritz S 1990 Monolog op. 79
Levitc, Lojze Recorder ad an 1991 From near by far away
assistant
Linde, HansMartin S,AT,B 1995 Basel Recorder Book
Linde, HansMartin TorS 1998 9 Studies
Lumsdaine, David Sopranino 1994 Metamorphosis at Mullet Creek
Luna, Armando Sopranino, A, T 1991 5 Capichios
and B
Man, Roderick de A 1986 SZance
Rev. 1997
Marcussen, Kjell S'ino, S,A, T 1992 Norway's Herbarium
Martini, Christiane A or Ganassi G 1995 La Luna
Maute, Matthias S,AT,B 1994 Turtle Tunes
Maute, Matthias SorT 1996 More Turtle Tunes (®ieces)
Maute, Matthias S 1998 Seven Songs for Recorder
Mejer, Thomas K. J. A 1995 O rubor sanguinis
Mereaux, Max Sand A 1998 Atouts pour I'’Ztude des
microintervalles " la flZzte ~ bec.
MestresQuadreny, J. M| T 1997 Sonades Entre Volves
Meyer, R¥liger A 1991 Altosolo
Meyer, RYdiger A 1995 Recorder
Meynaud, Michel Unspecified published | Les Points d'Orgue de la Saint Jean
1997
Michel, Winfried S'ino, A, 1994 Trombetta sordina
metronome
Michel, Winfried A 1987/93 | GedSmpfte Schwingung ein
physikalishes Experiment
Michel, Winfried A 1994 Etude op. XIlI
Moore, Timothy S 1993 Mr Turner His Tootle
Mortensen, J¢irgen A 1998 Fantasi for recorder
Mossenmark, Staffan | T 1995 Extranummer
Mutzenberg, Fransois | A or B 1993 Le dZpart
Nakamura, Hitoshi Basset 1993 Movement
(Contrabass)
Nakamura, Hitoshi B 1992 Drawing
Nakanishi, Akaneb T 1994 Uguisu (Nightingale)
Nicholson, George A 1991 Spring Songs
Nieukerk, W. W. von SorT 1994 Voci, Voci
Norman, Anne Unspecified 1993 Spaces
Nussbaumer, Georg T 1996 Weisse Flugversuche
Oberg, Howard A 1996 Twelve Studies for Treble Recorder




Olive, Vivienne Aand T 1991/92 The Blacksmith
Olive, Vivienne S 1990 Light-winged Dryad of the trees
Orr, Robin T 1994 Rondeau des Oiseaux
Otterstedt, Carola S Flute emotion
Parades, Hilda B, Voice Flute, 1991 Ikal
Renaissance A
Parrott, lan A 1995 Awel Dyfi (Scherzino)
Partzsch. JSrg A 1991 Symposion. AnnSherung an Dionys
Pico, J. R. Flauta 198992 Tres Peces Breus
Pigott, Diarmuid S 1996 Sonata foiSolo Recorder
Polacci, Barbara A 1991 Memoria
Pollmann, Ulrich T 1990 Fantasia
Pontvik, Peter S 1992 Malambarismo
Quadreny, J. M. Mestre| T 1997 Sonades entre Volves
Ramirez, Rodolfo A, A Ganassi, and 1991 Estancias
B
Regner, Hermann A 1994 Meditationen (3)
Reina, Rafael T 1996 Liturgy of Darkness 5
Rek, Vitold B 1992 Unknown title
Renken, Han®ieter S 1999 Goccia di poggia
Rihm, Wolfgang A 1991 Weeds in Ophelias Hair
RobertsJames, John S,AT 1999 Fiddlesticks op. 2
Rodriguez, Jesus T 1992 Tres Peces Breus
Rodriguez, Marcela S'ino, 2A, T, B 1991 Cuatro Miniaturas
Rodriguez, Salvador T + voice 1996 Sin Titulo
Rojko, Uros SBino., S, B, 1995 Calm Down
Contrabass
Rolin, Etienne Aand T 1998 Sept Ritornelli
Rolin, Etienne Unspecifie 1998 Flashbackbird
Rosa, Clotilda A 1994 Le rZcit d'Orfeo
Rose, Pete B, A + Tamtam 1994 Bass Burner
Rose, Pete T 1998 Medieval Nights
Rose, Pete S 1998 Three Etudes Before and After the
Blues
Rose, Pete A 1994 I'd Rather be in Philadelphia
RossZFrancois T 1993 Oranges Chromatique
RossZ, Francois TorS 1993 DaphnoZ
RYhling, Isa S 1997 Chacsnnchen
Ruoff, Axel Sand A 1990 Love Stories
Ruoff, Axel A 1993 Concitato
Russinyol, Jordi T 1998 Solo Sue—o (Dream)
Scheffer, Rickard A 1992 Recordingy
Schillinger, Franz A 1994 Unknown title
SchmidtMechau, Unspecified 1992 BruchstYck 14
Friedemann
Schmidt, Colin T 1998 E with cast iron diamonds
Schneid, Tobias P.M. | T 1996 Manchester metrics
SchneidelAustin, S 1990 Sonate (a cagebird)
Elizabeth
Sciarrino, Salvatore Unspecified 19962000 | Immagine Fenicia (and 2000/2004)
Arranged from flute
Sciarrino, Salvatore Unspecified 19992006 | L'orologio di Bergson. Arranged
from flute
Sciarrino, Salvatore Unspecified 19992006 | Morte Tamburo. Aranged from flute
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Shanahan, lan A (prepared) 1991 Lingua silens florum
Shanahan, lan A 1991 Dysfunctional Haba—era
Shanahan, lan A 1991 Graeme Petrie, scallywag
Shanahan, lan S'ino, alto, 1991 Five Etudes

prepared alto
Shanahan, lan S'ino, alto, 1991 Helical Ribbon

prepared alto
Silverstein, Shel SATB 1999 Narration and Picture
Sitsky, Larry S 1991 Asymmetry
Sitsky, Larry SorT 1991 Fantasia
SjSberg, JohaitMagnus | Sor T 1994 Va? liten konsert
Spahlinger, Mathias A 1993 nah, getrennt
Spain, Claudia T 1998 Schrijn
StShler, Gerhard S'ino, SATB 1995 Zeichnung

Contrabass
Staude, Christoph Subbass 1992 Der Traum des Achill
Steenhoven, Karel von | A 1991 Siri
Steinmann, Conrad A 1991 Diapasons
Steinmann, Conrad TandB 1996 Je nach dem
Steinmann, Conrad Renaissance T 1997 remember
Steinmann, Conrad Renaissance T 1990 Polyphonie
Sugiyama, Yoichi Unspecified 1997 Noturno
Swiridoff, Susanne Unspecified 1994 Rosenroman
Erding
Taira, Yoshihasa Unspecified 1972/1995 | Maya
Tanaka, Noriyasu A 1992 Twilight
Tarasov, Nikolai Sopranino 1993 Kehlrot
Tedde, Giorgio A (or A plus live 1991 Austro Op. 34

electronics)
Tedde, Giorgio A 1992/97 | Ripartita Op. 44
Thoma, Pierre A 1995 Solo
Thomas, Bernard Unspecified 1992 Le Passage de Seuils
Thomas, Stefan T 1997 Drei Bagatellen
Thordarson, Hilmar Unspecified 1999 Sononymus for Recorders
Thorn, Ben Sand A 1998 Where's the Other One?
Thorn, Ben B 1996 Songs for my Father's Wedding
Thorn, Ben A 1997 Chocolate Bulbul
Thorn, Ben A 1998 Croutors llla
Thorn, Ben A 1991 Birdcall on one Fingering-234-6
Thorn, Ben 2XxS 1991 Duet for One
Thorn, Ben SorA 1991 Echoes
Thorn, Ben A 1991 Twinkling Variations
Thorn, Ben B 1996 The Waters of Babylon and Forestry

in New England

Tomotoni, Koji AorB 1997 Atoll of the Wind
Torre, Salvador A 1991 Arborescencia
Toth, P. Sand A 1992 Bird-trap for Recorder Solo
Traiger, Laurence A 1991 Unknown title
Tsoupaki, Calliope A, renaissance 1994 Charavgi
Tus, A. Unspecified 1996 Six Etudes for solo recorder
Varela, Victor A 1991 Oriente
Verbrugge, Marianne | Tor S 1994 Kleur bekennen: voor blokfluit solo
Voegelin,Fritz S 1997 8 Vierheiten
Vogler, Helmut S 199798 Valtos Sonatinen (3 easy Sonatinern
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Walshe, Jennifer S 1997 Retina
Weiss, Ferdinand Unspecified 1992 Timbres
Weller, Wolfgang C instrument 1998 Improvisation der Leimoniade op. 5
Westerlinck Wifried T 1996 Intermezzi di Salvareggio
Wohlgenannte Zincke,
Johannes S 1993 Motions No. 6
Wolpe, Michael A 1990 Music for alto recorder
Wooding, Kevin Unspecified 1997 Elegie
Wooding, Kevin Unspecified 1996 Mbuti
Yee, Adam T 1997 Lev nishbar v'nileh (Psalm 51)
Yoshimine, Fumiharu | T 1999 Mudai
Yoshimine, Fumiharu | B 1999 Solo |
Yosihisa, Taira B 1995 Maya
Yun, Isang SATB 1993 Chinese Pictures for Recorder
Zahnhausen, Markus | A 1990 Musica Inquieta
Zahnhausen, Markus | A 1991 Jahreszeichen
Zahnhausen, Markus S, A, T, and Voice 1992 Lyrische Szenen

flute
Zahnhausen, Markus | A 1997 Russian Sketches
Zahnhausen, Markus | T 1999 Horns of Elfland
Zahnhausen, Markus | A 1988/90 | Flauto Dolce Solo
Zahnhausen, Markus | A (T or Voice 1992/94 | Lux Aeterna

flute)
Zebinger, Franz Unspecified 1992 Blattfall: Eine Aktion fYr Blockflste
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Appendix 2

Method for Determining Fingerings on the Recorder

Fingering on the recorder is based on the principle of gradually uncovering all the holes
starting from a fully closed position. Once all the holes are open, start again by closing all
the holes except the thumbhole, which is opened a little to access the second register.
Using this OglissandoO technique it is possible to identify the registes of the

instrument, as these correspond to the change over point where the holes are either all
open, or all closed.

The recorder can be said to have four main registers with breaks occurdnd®at’gand

a®. However, notes abové have a linited flexibility with some requiring the bell hole to

be closed, reducing the possibilities further. Ex. 1 identifies the four registers of the
recorder and the subsequent higher notes, with both closed hole and open hole fingerings

for the pitches at theegister breaks.

Fourth register

Second register I—IThlrd register I—l

First register O =]
£ o o fo e ho l’ﬁ o = — —
A (&) (&) — — — — — — — — —
p A 1 1 1 1 1
y A 1 1 1 1 1
'\? e ] ] ] ] i)
D
T A A A JS (R A S S S
2 3 } 2 l 4 2| z § 2 2 3
: : SRR SR T N SR
5 H 5 5 ¢ i 5 Vg
6 7 6 6 6
7 7 7 ;
8

Ex. 1 Recorder register breaks

Standard fingerings are well established and several charts are available wagthnuard,

or alternative fingerings (Hauwe 1984 and 1992; Fischer 1990; Bennetts, Bousted and
Bowman 1998) but when coudgring subtle dynamic and toegelour changes it becomes
necessary to adapt these by small changes to the opening of one or more holes. Since
instruments vary slightly one from another, the performer will always need to find a way
to accommodate the idiasghrasies of each model. In general the recorder is soft, with a
veiled tone, when all the holes are closed, and louder and brighter, when the holes are
open. In the mid range of the instrument there are numerous fingerings that can be found

for each pitchbut at both extremes of the range there is very little flexibility.
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Standard fingerings can be found simply by lifting a finger to open the next hole, for
examplef' = 012345670 ¢ = 0123456 and'a 012345. Due to the way in which the

bore is constrcted, at the point of the narrowing of the bore cfoggerings are necessary
to tune the note. For example, 01234 does not produitat land therefore it is necessary

to add fingers to lower the pitch with the fingering 0123467.

Once the standard fiegngs are established, alternative fingerings can be found by
lowering the pitch from the note abové, fingered 01, can be lowered by closing the next
hole, 02, and if this is not secure enough, miss hole 2 and cover the next available hole
i.e. 013. For #flat this needs to be lowered further and tuned by adding fingers to give a
secure pitch with 01356

My approach to finding alternative fingerings, based on HauweOs method (Hauwe 1992,
21-23), begins with a standard fingering for the note either above or below and to cover or
uncover the next hole or holes until the required pitch is found. Ganassi explained in
Opera Intitulata Fontegaraf 1535, that to find out how to play any kind of recorder Otry
opening or closing one or two holes a little more or a little less, and you should regulate
the force of your breath® (Ganassi 1956, 12), and Oyou can sound every note softly by
slightly uncovering a finger hole and using less breath E you should half-close the holes
somewhat more or less as your ear requires and as you feel to be rightO (Ganassi 1956, 89).
As an example“can be played 0123. If hole 3 is leaked a little it can be played softly,
although a slight opening of the thumbhole is also possible. This is easy enough to do but
is not likely to be accurate at speed and can result in a weak and muffled sound. It is much
more secure to use an alternative fingering and to make the adjustment from there, for
example for & 0124567 and tune to 01245@# 012456, or even 01245 foppas the

breath decreases.

The shading and leaking of holes for tuning purposes is the first step towards expressive
and colouristic tuning leading to a more personalized approach in developing an
interpretation, and as Hans-Martin Linde reminds us, Ointonation is a matter of individual
judgementO (Linde 1991, 33).
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Appendix 3

Fingering Chart for Renaissance Alto

(Ganassi)
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Appendix 4

Fingering Chart for Alto Recorder
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Appendix 5
Eastegreenespring

Fingering Chart for Ishii's
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Appendix 6
ParadignChartof the Harmonicsand Tone-Colour Pitchesin BraunOalbumblattlll
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Appendix 7

Ishii Section B

Variations showing the increasing addition of glissandi
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Appendix 8

Scores

P. CrossleyHollandInvocation at Midsmmer

C. TsoupakiCharavgi

D. BoustedPiece No. 1 fronfrive QuarterTone Pieces for Solo Recorder

G. Braun3 AlbumblStter

M. Ishii East¥green¥spring
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Invocation at Midsummer

by

P. CrossleyHolland

This score has been removed as thgydght is owned by a thirgarty.
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Invocation at Midsummer

by

P. CrossleyHolland

This score has been removed as the copyright is owned by -gahniyd
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Invocation at Midsummer

by

P. CressleyHolland

This score has been removed as the copyright is owned by -pahiyd
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Invocation at Midsummer

by

P. CrossleyHolland

This score has been removed as the copyright is owned by -gahiyd



204

Invocation at Midsummer

by

P. CrossleyHolland

This score has been removed as the copyright is owned by -gahiyd
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Invocation at Midsummer

by

P. CrossleyHolland

This score has been removed as the copyright isadyea thirdparty.
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -gahniyd
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C. Tsoupaki

This score has been removed as the copyright is owned by-péahniy.
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -gahiyd
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This score has been removed as the copyright is owned by -@ahniyd
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -gahiyd
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -@ahiyd
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -gahniyd
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -gahniyd
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Charavgi

by

C. Tsoupaki

This score has been removed as the copyright is owned by -gahniyd
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Piece No. 1 fronfrive QuarterTone Pieces for Solo Recorder

by

D. Bousted

This score has been removed as the copyisghivned by a thirgbarty.
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Piece No. 1 fronfrive QuarterTone Pieces for Solo Recorder

by

D. Bousted

This score has been removed as the copyright is owned by -pahiyd
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by

D. Bousted
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