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Abstract

The Early Music movement has long been the subject of vigorous scholarly debate,
especiallysinceits entry into wider public consciousndssvardsthe end of the 1970s. But

the growing body of new music composed for period instntssince that time has, until
recently, received little attention. A particular beneficiary of this practice has been the
traverso, which offers the contemporary composer a rich palette of timbres, a diverse array of
articulations, variable types of viio and a considerable versatility in embracing extended
techniques.

This dissertation considers new music for the traverso from the perspectives of history
and aesthetics on the one hand, and of technique and performance practice on the other. The
first chapter situates the phenomenon of new works for period instruments within the wider
context of historically informed performance, a movement that has itself attracted the labels
of both dédmodernistd and O p o s theraoedataf extersldddo . Th
technigues in commonest use on the traverso, exploring both the technique of their
production on the instrument (their obéeffect
function (their ¢6aff eandt@entyfilsttcentury worksThethird x t o f
chapter analyses specific selected works fr
exploring both their technical means and processes (whether minimalism, microtonality, live
electronics or algorithmic composition) and their aesthetic modnstffor example, with the
postmodern irony of Jukka Tiensuu or the postimpressionism of Jacqueline Fontyn). While
some of these works embrace the instrumentd
the use of quotations from Baroque music or themeropriation of its genres and
instrumental combinations, others do not, instead placinghie context o& radically new
aesthetic andr aninnovative soundscape. As the conclusion sets out, all this renders more
problematic the task of situatingw music for the traverso within contemporary culture,
whether as a modernist, a postmodernist or a late modernist phenomenon.

Presented along with the dissertation is a CD recording by the author and his
ensemble Europa Ritrovata (released in 2019 erAticana/Outhere Music label) which
features a number of the works discus#dsio included is an appendix listing more than 150

works composed for the traverso over the past four decades.
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|l ntroducti on

Contemporarymusicfor the flute hascometo beassociatedavith thelatestplaying
techniguesaindinstrumentatechnologyt Overthe courseof thetwentiethcentury the
modernBoehmsystentflute, with its voluminoussound efficient key systemheavyduty
materialandequattemperedscale provedtheideal vehiclefor thenewidealsof the
modernistavantgardeandthe meansof creatingits newsonorities The Italian composer
BrunoBartolozziwasoneof thefirst to believethatthe employmenbf multiphonicswould
producearevolutionarynewvocabularyfor woodwindinstrumentsf 6 o r g aimoi s e d
polyphonicw r i t?2iTheAndericanflautistandcomposeRobertDick furtheredthis
researchnto newsoundsprovidingin 1975afirst comprehensiveresentatiomfthef | ut e 6 s
sonicpossibilities,includingmultiphonics alternativefingerings,quartertonesandsmaller
microtonesnaturalharmonicsglissandoswhispertones jet whistlesandpercussive
sounds’

But, with theincreasingorominenceof the Early Musicmovementrom the 1960s,
the preeminencef the modernflute becamesubjectto reassessmenthe onekeyedflute,
insteadof beingregardedhsa defectiveandunderdevelopegrototypeof the modernflute,
oncemoreachievedecognitionin its own right, becomingof interestnot only to flautists
within the historicalperformancenovenentbutto composeraswell. Startingin thelate
1980s,anincreasinghumberof composerdegarto revertto thesimplesystentlute. In 1988
HansMatrtin Linde, the Germanflautistandcomposerywrote asolopiecefor thetraverso
entitledAnspielungenin which contemporarydiomsinteractwith tonalallusionsand
guotationdrawnfrom the BaroqueandClassicalflute literature.In America,theflautist
JohnSolumcommissioned few piecesfrom well-knowncomposerssuchasOtto Luening
(ThreeFantasiasfor traverso,1988)andEzralLadermanEpigramsand Canonsfor two

traversos1993),showinghow suchtraditionalgenres asBaroquefantasiasandduetscanbe

! In additionto the standard@oehmmechanismthe Kingmasystentlute providessix extrakeysfor six of the
sevenquartertonesandmultiphonicvents,which aremissingon the normalFrenchmodelflute. Another
interestingnventionis the Glissanddcheadpint by RobertDick: this telescopindheadjointwith a high-
performanceontemporarngcut headjointsliding insidea carriertube,allowstheflautistto performanextremely
wide rangeof glissandosbringingtheinstrumentcloserto the soundof the human voice.

2 BrunoBartolozzi,NewSoundgor WoodwindOxford: Oxford University Press 1967).

3 RobertDick, TheOtherFlute: A PerformanceManual of ContemporaryTechniquegOxford: Oxford
University Press1975).
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adaptedo modalor atonalmusic.A decaddaterthe British flautist StepherPrestorstarted
to createnewtechniguesandimprovisationaformsfor the onekeyedflute basedn
birdsongto whichhegavethetermé c o s o Ecosonikcdvereexploitedto createthe
soundmaterialfor anumberof the pieceshecommissionedThesencludedTheSoft
Conplaining Flute (2004)for traverscandsix femalevoicesby EdwardCowie Less(2004)
for traverscandlive electronicdy JoThomas Il PrestoneandL 6 A mfaom &ixDuets
(2006)for two traversosy JohnThow; andAboutBirds and Humans(2006)by Sergio
Robertode Oliveira. TheBritish flautistandcontemporarynusicspecialisiCarlaReeshas
alsobeeninvolvedin traversoplayingandhasa particularinterestin the commissioningpf
newworks.Whatis more,shehasundertakerextensivaesearclon the use of extended
techniquesandespeciallymultiphonics,on the modernalto andbassflute.*

In Canadameanwhiletheflautist ElissaPoolehasdevotedher entirecareerto
contemporarynusic.Shebegancommissioningiew piecesfor thetraversafrom colleagues
andfriendsin theearly 1980s Accordingto Poole,composersvereattractecoy notonly6 t h e
newsoundworld of thetraversoputalsoby [ é Variousperformancespectsthelack of
vibrato, puretunings,[the] differentsenseof phrasirg and[a] nonromanticapproacho lines
andexpressiofi® Theresulthasbeena newwaveof music,oftenincorporatingotherperiod
instrumentdbesideghetraversowhich demonstratehowtheperenniald a f f ewakedksy 6
Baroqueinstrumentsaninterad with thefull rangeof 6 e f f centemgotarynusichasto
offer.

Therediscoveryof theonekeyedflute hasrevivedpossibilitiesthatwerenegatedpr
atleastunderplayedin repertoirecomposedor the modernflute: softgrainedandgentle
tonecolours,variableaccordingo the expressivententof the performerandthe musical
ideasof the composeralower pitch thataffordsfor theinstrumentheslightly opaquealto
voice describedy Quantzin his treatise$ arich anddiversifiedarrayof; amorerhetorical

style of phrasing;the ornamentaliseof severakypesof vibrato,including thefinger vibrato

4 Reeshascreateda chartof 128differentfingeringsthatcanbe employedfor the productionof sucheffects,
mostof themconsistingof chordsof two differentpitches.Sucha chartcanbe foundon herpersonalvebsite
<http:/lcarlarees.co.uk/sections839142.hirfdccessed 0 October2018].

5 ElissaPoole extractfrom a personalnterviewwith the author,6 May 2015.

56 Iganeralthe mostpleasingtonequality (sonu$ ontheflute is thatwhich morenearlyresembles contralto
thana sopranopr which imitatesthe chesttonesof the humanvoice. You muststriveasmuchaspossibleto
acquirethetonequality of thoseflute playerswho know howto producea clear,penetratingthick, round,
masculineandwithal pleasingsoundfromthei n s t r JdanemdaéhimQuantz,On Playingthe Flute
(Boston,MA: NortheastertJniversity Press2001),p. 50.
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alsoknownasflattement the exploitationof unequakemperamentto attainmorenuanced
enharmonicdiatonicandchromaticintervals;and,finally, evenmoreminutepitch
differentiations ableto be organzedwithin microtonalsystemsandproducedvariouslyby
meansof embouchureontrol, the partial coveringof fingerholesandthe adjustmenof the
angleof theinstrumentrelative to theairstreamWhatis more,the Baroqueartisticmilieu
from which the onekeyedflute stemsservesasavivid sourceof knowledgeandinspiration
for contemporargomposersthroughsuchfeaturesasawide spectrunof embellishmentsor
evenmusicalquotationdrom the Baroqueflute repertoire andthereversionto musical
genresor instrumentatombinationglatingfrom the first half of the eighteenttcentury. At
thesametime, thanksto its simplestructureasa conicaltubewith six holes,the traversocan
embracdhewholerangeof extendedechniguedorrowedfrom the modernflute vocabulary,

with surprisingnewresults.

This dissertations theresultof anumberof yearsl havespentengagingn variousactivities
suchascollectingmanusripts, publishedscoresconcertprogrammesndrecordings;
arrangingnterviewswith performersandcomposersrom aroundthe globe,whenpossible
faceto faceand,whennot possibleyia video calls or emails;a numberof inspiring
collaborationawvith otherperformersandcomposerssolitary experimentsvith my collection
of onekeyedflutes’ andfurtherexplorationsn the companyof like-mindedfriendsand
colleague®n otherperiodinstrumentsmanyendlesgjuestiongposedo myselfandothers
which, onrareoccasionshavegivenriseto valuableanswersand,lastbut notleast,the
recentreleaseof my ensembldeuropaR i t r ofirsa@DaAffextis no Crime: NewMusic
for Old Instrumentson thelabel Arcana(OuthereMusic), on which we premierefive of the
mostinterestingpiecesinvestigatechere®

Whatfollows consistf threechaptersanda conclusionthelatter markingmerelya
temporarypoint of closurefor researchthatwill hopefully continueinto thefuture.n thefirst
chapter] setoutthe historicalandtheoreticabasisof my investigdion, by offering an
overviewof thehistoricallyinformedperformancgHIP) movementrom its birth to its most

recentmanifestationsfocusingon thevariousattemptdy scholardo situateit asa

" With regardgo late eighteentkcenturyflutes, | mostly play copiesof C. PalancaandJ. W. Oberlendeflutes
(madeby Martin Wenner)andJ. H. Rottenburglones(madeby Rudolf Tutz).
8 EuropaRitrovata,Affectis no Crime, CD, Arcana/Outherdusic A 116,2019.
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60 mo d e orad parsdtd e r phen@nternThis chaper is essentialn orderto
understandhe contextwhich hasfavouredtheflourishing of anewrepertoirefor period
instrumentsandin particularthetraversofrom theearly 1980sonwards.

In the second chapter, | unpack the arsenal of extended teebmigcommonest use,
explaining how they can be produced (their 0
affectd6é) within their multiple musical cont
particular emphasis on their expressive naaisgot ent i al 6f i g Baregged i n t
tradition?® Although a number of these techniques are essentially the same when employed on
a modern flute, their sonic outcomes are often different: one of my main objectives is to
instruct both performers ammposers in what to expect from the traverso, encouraging
them to consider this instrument for its own peculiar features.

In thethird chapter) analysea selectechumberof piecesandoutlinethe maintrends
andstylesof the newmusicwritten for the one-keyedflute, from its emergencén the early
1980sto its mostrecentachievementsTherepertoires analysedhroughthe lensof post
modernismandis organizedn six sections:

- Thefirst sectionaddresses 0 mp o giameen@attemptgo write for the

traversoshowinghow this first seeminglypostmodernistvavecamewith
morethanafew stringsattachedo the modernisftlute tradition.

- The secondsectionfocuseson the musicof JukkaTiensuuin orderto
highlight the useof irony asa postmodernistlemento counteracthe
severityandrigour characteristiof theavantgarce.

- Thethird sectiontakesthe musicof Jacquelind-ontynasanexampleof anew
trendof contemporarymusicwithin the FranceBelgianflute tradition,
showinga continuity betweemeacimpressionisti@andsynestheti©iarmonies
inspiredby Messiaerandmoreexperimentatechniquesiejeu étendues

- Thefourth sectiondealswith musicfrom Canadapneof the mostfertile
territoriesfor the developmenof a contemporaryepertoirefor thetraverso.
This chaptermprovidesa critical overviewof a multifacetediteraturethat
oscillatesbetweerthe tradition of minimalistandrepetitivemusicandother

antimoderist stances.

9 Musicalrhetoricaifiguresarewidely analyzedn Dietrich BartelLincoln, MusicaPoetica:MusicatRhetorical
Figuresin GermanBaroqueMusic (Lincoln, NE: University of NebraskaPress;1997).
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Thefifth sectionhighlightsafew of theunidiomaticandthereforeless
successfulvorks, influencedby a newwaveof decorativeexoticism.
Thesixth sectionis a personabccountof my work asa performerin which
presenthe musicl havecommissionedrom anumberof composer®verthe

lastsix years.

Theconclusionis areflectionof the currentstateof theart. Therel suggesturtherdirections

thatmight be undertakenn thefuture by bothcomposerandperformershopingthatmy

researchwill helpto consolidatea soundbasisfor the expansiorof sucharepertoire.

In conductingmy researchl haveadoptedhefollowing methodologicattrategies:

critical consultatiorof prior researchn thisfield;

interviewswith living flautistsandperformersvho havepreviously
commissionedndperformednewmusicfor thetraversan orderto collectas
muchinformationaspossibleregardingpastcreationsandworksin progress;
interviewswith living composersvho havepreviouslycomposedor theone
keyedflute, in partto inform anupdateccatalogueof works (seebelow),
critical listeningto CDsandrecordingsof live concertdeaturing
contemporaryepertoirefor thetraverso;

analysisof notatedmusicalscoresand,whenpossible soundedormin
performance;

critical methodologywith regardto the interpretationof a selectechumberof
worksin orderto highlight maintrendsandaesthetics;
studyingdifferentwaysof notatingparticulartechniquesin anattemptto

respecthepeculiarityof eachc 0 mp o geesonébvecabulary.

Appendixl ses outalist of workscomposedor thetraversowhichincludesall thetitles|

havebeenableto assembl®verthelastfew years.This catalogués organizednto three

sectionssoloandduos;chambemusic;orchestramusic.Thevariedandopenendednature

of my inquiry hasmadethe compilationof this catalogudairly troublesomemorethanafew

of thesepiecesremainunpublished while othersexistonly in manuscripform. Although

extensivemy list cannotbe consideredn anyway exhaustiveit dealswith arepertoirethat

is still expandingas| write. Prior attemptgo producea comprehensiveecordof this

14



repertoirewveremadein 2001by the Canadiarflautist Linda HelenPereksta? in 2010by
Amy Beth Guitry, whoseresearclwasfocusedon exterdedtechniquesndtheir practical
integrationthroughperformancendimprovisation'! andin 2015by the Polishflautist Maja
Miro.'2 My list takesinto accountheir inventorieswhile addingmanyfurthertitles.
Appendixll consistof apersonalian which shortbiographiesof themaincomposers,
scholarsmusiciansandtraversoplayersdiscussedn thedissertatiorarepresentedn
alphabeticabrder.All pitchespresentedn this dissertatiorarenotatedaccordingto the

Helmholtzsystemof pitch notation.

101 inda HelenPerekstagl wentiethCenturyCompositiongor the BaroqueF | u (DM dissertationFlorida
StateUniversity, Schoolof Music, 2001).

11 Amy BethGuitry, 6 T IBa&roqueFluteasa ModernVoice: ExtendedTechniquesndtheir Practical
IntegrationthroughPerformancandl mp r o v i(PhdissedatiodCity University of London,2010).

12 MajaWiSiewska,6 N o abéiczefletu barokowegow kompozycjachXX i XXI wi e kPhOidissertation,
AkademiaMuzycznam. St a n i Mogiezkiav Gd a EQMT).,
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1. HI P: Mo der AMosdte ronri sRo?s t

1.1 The use of period instrumentsfrom neoclassical anachronism to HIP

aut henticityo

From the Roman renactment of Hellenistic culture e necGothic fantasies of Victorian
Britain, from the Renaissance emulation of antiquity to the neoclassical Empire Style, from
primitivist obsessions with a primordial era to posidernfragmentariness and pastiche, the
need to preserve a certain number of enduring practices and to tamper with old and
picturesque relics from an idealized era is a recurrent tendency in the history of art. Although
embedded in our nature and fundamentaluoculture, the confrontation with the past has at
times become a site of conflict and even something to be feared. At the beginning of the
twentieth century, a violent urge to embrace novelty and innovation arose in opposition to the
alleged fetishizatio of a decaying traditigwith the aim ofpreventing conservative forces
from becoming a brake on progress.

David Harvey describes modernism as 06a tr
to conditions of modernity produced by a particular processoofine r n il.2\ile it didn 6
not respond affirmatively to all aspects of modernity and modernization, modernism and the
various avangarde movements to which it gave rise sought to ensure that a continual
process of discovergnd evolution would guarargeenerations the ability to overcomne
nostalgic attachment to the pashe use of technology, machinery and science were meant to
free 6modernd men and women from the pastoés
unavoidable future without feaBut anunquestionable faith in progreassnot without risk
either: the futuristic obsession with technology, speed and youth brought Europe violently to
thevergeofselanni hi Il ati on, and the Faustian commi:t
of modernisnsought to defy what was left of the idle establishment and the corrupted
bourgeois on both aest het Planvasmotroduted at the | l eve

Parisian Salon doéAutomne in 19 pelspectpedomh ect | y

! David Harvey, The Conditionof PostmodernitfCambridgeand Oxford: Blackwell, 1989),p. 99.
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an aesthetic viewpoint, it aimed to replace the convoluted and mudeieahdruellesof

two square miles of downtown Paris with a set of perfectly symmetrical, straight and large

traffic lanes Outdated buildingsvere to be demolishad order to leave room for a new

central residential area consisting of 24 skyscraghetswould lmuse 500,000 inhabitanisall

surrounded by open spaces and a periphery of factories and distant garden cities. From an

et hical per s pe crojectwas meaneto ptoonotdnoushimere than a pimple,

albeit radical, architectural fadiét. The formerly aristocratic Marais had fallen into decay,

and many other districts of Paris were characterized by overcrowding, poor sanitation and

disease. Theirelst r ucti on meant the rehabilitation of

tomorrow could be magnificently equal to the march of events that is day by day bringing us

even nearer to the dawn of a?new social cont
Still, however, fo modernism, the confrontation with earlier praxis remained

unavoidable: to engage with the past, whethe

someone el se has doned, remained an i mperati

remain an ambivalérone. For many artists, tradition and innovation were closely, indeed

dialectically, related: true innovation required acknowledging the past if only in order to

better move beyond it. The father of serialism, Arnold Schoenb@sghotaverseo

referenes to Baroque genrésndlike one of his most prominent musical heirs, Anton

Webern, was deeply attached to the music of Johann Sebastiaf iBawkyver drastic and

uncompromising, even serialism was not conceived by Schoenberg as a destructive wave to

engulf the establishment but rather as the last link in the chain of Western musical tPadition.

Thetwelvet one met hod was, as Andrew Mead describ

2 Quotedin GusLubin, 6 WhAychitectLe Corbusiemwantedto destroydowntownP a r, Busirfessnsider, 20
August2013< https://www.businessinsider.com#t®rbusiersplan-voisin-for-paris20137?2r=US&IR=T>
[accesse@ January2019].

3 The Suitefor pianoop. 25 is a twelve-tonepiececomposedetweerl921and1923which echoesnany
featuresof the Baroquesuitein bothform andstyle.

4While Schoenbergrchestratediwo Bachchoralepreludesandthed SAtn n RréludeandFuguein E flat
BWV 552 Anton Webernorchestratedhe Ricercara 6 from TheMusical Offering of JohanrSebastiaiBachin
1935.Despitetheradicalnatureof this orchestrationn termsof KlangfarbenmelodigWeberncharacterizedt
asatranscriptionplacingB a ¢ hainsfirst: 6 J o hSehagiiafBach:Fuga(2. Ricercataj seivoci ausdem
i Mu s i k a0 pi fseitir@e;imestegesetzivon AntonWe b e Hisdichestralversionhasno opusnumber.
56 amconvincedhateventuallypeoplewill recognizenowimmediatelythisii s 0 me n é visdinged to the
loftiest modelsthathavebeengrantedo us.| ventureto creditmyselfwith havingwritten truly newmusic
which, beingbasedntradition,is destinedo become r a d iAtdld&schoedibergjuotedin WalterFrisch,
Schoenbergnd His Worlds(Princeton:PrincetonUniversity Press1990)p. 163.
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writing extended muS%anddtwasmeanthoeffet aodefinitive amdwero mat i
to the ongoing crisis of tonality.

Theother dominanaesthetidrend ofthe 1920s was neoclassicisiine music of,
among otherdylauriceRavel,DariusMilhaud, FrancisPoulencManuel deFalla, lgor
Stravinsky,PaulHindemith andArthur Honeggedid not shurtraditional concepts such as
Celarity, simplicity, objectivity, puty, refinement, constructive logic, concisifand]
s o b r.i1Nenetheless, nedassicism still represented a break with the past, one that was
bothant-rRomantic and antExpressionist. Atone levelthe ur a of oécertai ntyo
thatsurroundedhe past seemed tdfer composers a reassuring alternative to feverish
technological turmoil andndeed to lie at the oppositpolefrom the avangardist faith in
progress and technologyet still, engaging with the past did nat the dawn of the
twentieth centurytranslatammediatelyinto its historically informed r@nactment or faithful
restoration, as would happen later in the field of art conservatimhwith the Early Music
revival, espeially from the mid1960sonwarss The Opast é was still si
ready to be dismantled as an unjust system of privilege and oppression. Rather it was seen as
a collective heritage to be cherished as part of a living tradition, whose plutaditot yet
been scrutinized through the lens of ethical relativism and sifted carefully in terms of their
historical accuracy and inclusivené83. h e ¢ p dher¢fddeawa 6 abr i cated past
inaccurate and deliberately purged or refashioneddardp fit a possessive and partisan
narrative; it was certainly often fetishized with the intent of reinforcing a delusional sense of
pride and chauvi ni s edasddse bf saiflengficadicmanel 6 past 6 of

ownership which constituted one of the most direct sources of inspiration for musicians and

6 AndrewMead,6 We b @raditign,andfi C o mp avithiTwelve Tonesé 0 dMusic TheorySpectrum15

(1993),p. 173.

7 Scott MessingNeoclassicism in Music: From the Genesis of the Concept through the Schoenberg/Stravinsky
Polemic(Rochester, NY: University of Rochester Press, 199&)v.

8Key examples of the neoclassical tendencyMensetretchin
antique(1895) andrombeau de Couper{d9141 7 ) , Prokofievds 6Classical 6 Firs
St r a v iPualagnkllg (6949 20) and Symphonyfo Ps al ms ( 1Sirofid concaktantElto2r nadds

Hi n d e Manimerénssilseries (from 1921) andoncerto gross¢1930).

9 Solemnlyproclaimedandadoptedat the Congres®n the EuropeamrchitecturalHeritageheldin Amsterdam

in Octoberl975,the EuropearCharterof the ArchitecturalHeritageconstituteda watershedn recognizingthe
Europeararchitecturaheritageasé aimeplaceableexpressiomf thewealthanddiversityof Europearc ul t ur e 6
andpromotingd aommonEuropearpolicy andconceredactionto protectthe architecturaheritagebasedn

theprinciplesof integratecc o n s e r KC@NQOSdmernétionalCouncilon MonumentsandSites
<https://www.icomos.org/en/charteasdtexts/179articlesenfrancais/ressources/chartensd standards/1 0
europearcharer-of-the-architecturaheritagée [accessed June2020].

01pid., p. 151.
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artists by virtue of its memorable achievemefitencouraged the revigg of past practices

but in orderto sanitze and resuwectthemfor the sake of bettering their use and purpose

Hencehe 6pasté could be O6i mprovedbéb, reshaped a
In the 120sbothPoulenc and Falla created neoclassical concertos for one obscure

instrument from the Barag era: the harpsichord. Prior to themd with the exception of

arrangementmade in the 1910s by Percy Grainger, Ethel Smyth and Frederick Delius for the

harpsichordist Violet Woodhousenly the Dutch composer Alexander Voormolen had

composed a solo gce for the instrumentheSuite de claveciof 1921 (Claude Debussy had

planned to compose a sonata for oboe, horn and harpsichord which, unfortunately, never saw

the light of dayt') Although seduced by the idea of restoring the practice of an antiquated

instrument, composers from the beginning of the twentieth century aimed at reviving the

harpsichorddés sound possibilities only at th

updaing some of its oldashioned features, according to modern standards. Their attitude

hadnothing to do withhistorically informed reenactmentsoes e ar ch f or Gaut hen

would be promulgated by the HIP movement a few decades later. It conesw@aprise that

only a large Pleyel keyboard, with its grandiose sound and rich range of dynamics, could cut

through the col our ful an@oncdrechaspétréddRt2B)asst r at i o

well as the moreconomical scoringdf a | | a 6 s orharpsicherd, flute, dboe, clarinet,

violin and cello (192B26). The instrument employed for these concertos had very little in

common with any historically accurate copy of a sevente@nteighteentkcentury

harpsichord: the presence of pedals orr@a\yas created to activate the different registers, a

metal frame was imposed to support the tension of metal strings, the jacks were weighted, the

plectra were made of hard leather rather than quill, almost all the dampers were attached to

levers, as wathe case with table pianos from the same period, and the range of the

instrument was rather extreme, expanded to f

instrument was in fact a modern piano with a plectrum system. Nevertheless, the use of such

anam c hroni stic O6har psi chor dioughahicteto redorsmace ¢ o mp

with a romanticized faraway tradition.

11 This wasmeantto bethe fourth of a seriesof six sonataconceivedor diversesnstrumentsthefirst being
for cello andpiano,the secondor flute, viola andharpandthethird for violin andpiano.Duetothec o mp os er 6 s
death thefourth sonataor oboe,hornandharpsichordvasleft unrealized
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Around the same time, the viola da gamba
and employed in neoclassicist works, includirgrk Ma r t $Sonata sla chies@r viola
déamore and or garKleigelSonate pr Mi odemiddhdmer e and
andKammermusiko. 6 f or vi ol a d o6 a mOttoenoRaensdp ioghcihGesst r
Quartet for quinton, viola doéamoAlltkese vi ol a da
pieces presented various elements derived (albeit not empirically) from instrumental styles of
the past. Baroque ingredients, such as modal and tonal rlotif$ arpeggiosandrepetitive
ostinatos, were in fact construed as metaphysical variables able to transcend their own
original timeframe and aesthetic milieu amehce taelocatethemselves i twentieth
century dimension: the stylistic contextfroonw ch t he harpsichord, the
the viola da gamba stemmed served as a vivid source of inspiration for revitahtigated
stylistic features, proving their validity beyondind sometimes in contrast withtheir
original historical contetx At the same time, they were able to evoke an idealized pre
industri al era of rural and pastor al peace:
answer under sensitive hand. Brightly the keys, all twinkling, linkedthaapsichording
caledtoavoi ce to sing the strain otfakdengy, noirfne 0 s

| ovedost?2 morn. o

As a strain of Omoderate modet¢classigsmé, t o use
represented a 06 toédnscegntl space andtimé anddpabuadsnppast

tradition back from obliviod? What counted for composers such as Poulenc and Falla was

the O0ideal 6 rather than the O6real é sound of
its oO6vitalityo6 rather than in its o6daccuracy?d
forever gone was driven by the ide&anf a past
simultaneously, was nourished by a strong moral conviction: that of trying to improve what

was once primordial and therefaaexeof t echnol ogi
neoclassicism, the use of old instruments hi

0 hi st ounlikethe sistodically informedeintroductionof pastinstrumentdrom the

12 Jamesloyce Ulyssesrom Jamesloycethe CompleteCollection(New York: ReadOrClassics2017),p. 635.

BAmold Whittal,6 | ndi vi duali sm and Accessi bii7l5i6fThe Cambidge Moder a't
History of TwentiettCentury Musiced. Nicholas Cook and Anthony Pople (Cambridge: Cambridge University

Press, 2004), 3694.

14 RobertP.Morgan,6 T r a dAntiety ard the MusicalS ¢ e rfné\dthenticityand Early Music ed.Nicholas
Kenyon(Oxford: Oxford University Press1994),p. 67.
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196Gs onwardswhich attempgda faithful reconstructiorof themanners and styles of earlier
practicestherevivalsof the early 1908sought taalignold instruments o 0 moder no
instruments in various instrumental settingféen retouching and modifying their mechanical
features to fit the current aesthetics of the timeadaptinganapproach t@erformance
practicescarcelydifferent from that appliedt® moder né .instrument s

The aftermath of WW2, however, saw reactions againstlassicism and its
conscious feegrounding o a n a c¢rmdm éawour ©fa morepositivistic and empirical
viewpoint Prioritizing hard facts over narratives, thestwaravantgardes exploited
instruments from the past as a resource for promoting brand nevegpeailences, beyond
and in spite of their past and traditional uses. At the opposite end of the neoclassic
O0met aphysical 6 approach, such a materiali sti
experiences in which elements such as pitch, duration, timbréyaadhics could open the
door to new textural, stochastic and spectral trends, as witnessed from the late 1950s
onward. L i Qoatinuudfer solo harpsichord (1968) explores a certain number of
idiosyncratic instrpmegppheneéedt thes hanpai é@mio
loud mechanism providing the granular texture needed to generate a suggestive atmosphere

where large numbers of very small grains merge into a sound continuum:

| thought to myself, what about composing a piece thatdvoel a paradoxically continuous sound,
something likeAtmosphérgsbut that would have to consist of innumerable thin slices of salami? A
harpsichord has an easy touch; it can be played very fast, almost fast enough to reach the level of
continuum, but nbquite (it takes about eighteen separate sounds per second to reach the threshold
where you can no longer make out individual notes and the limit set by the mechanism of the
harpsichord is about fifteen to sixteen notes a second). As the string is piyckedplectrum, apart

from the tone you also hear quite a loud noise. The entire process is a series of sound impulses in rapid

succession which create the impression of continuous $éund.

Based on the concept stutturedwwherdoyseuadomadsestciysbersof mu
and dissonances create a magmaticandslamt i on ef f ect , Ligeti s mu
intense aural experiences into emotional ones. Although in seeming opposition, empirical and

metaphysical approachesiton st r ument ati on are in fact not

Recitativariefor singing harpsichord player (19722) presents elements which interconnect

15 Gyorgy Ligeti, Ligeti in Conversatior(London:EulenburgBooks,1983),pp. 22i 3.
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materialistic and spiritual variables: the audacious use of text instructions, inserted in the

musi c score with the intent of mimicking Wa

>

entrance on stage, influences the performerd

polysemic interaction with the harpsichord; what is more, the references to thetharpsid 6 s

Baroque tradition, ensured by the collage of textual fragments drawn from the verses of

Bach6s cantatas, together with quotations fr

creation of a 6ésurreaddrsdedc athmdosemhernrely typ
Following the neoclassical and modernist revaluation of-fongotten instruments

such as the harpsichord, the recotiand the viol® the post avangarde music scene has

welcomed a further development of this phenomenon, opening its doomoreasing

number ofeighteentkcentury orchestral instruments, including the Baroque violin, viola,

cello, double bass, theorbo, oboe, bassoon, horn, trumpet and the triar@arsthe late

1990s, the British orchestra Academy of Ancient Music, foundd®m3 by Christopher

Hogwood,began to perform new music, following the lead of its new conductor Paul

Goodwin. In 1996 the Academy commissioned its first contemporary piece from John

Tavenerentitte€Et er ni t yBass eQlu rorni sW8 | | i Edemmity,Bvhosekfiaad s p o e m

two words provide the title, this work was dedicated to the soprano Patricia Rozario and

premiered in London in 1997 undéro o d wdirectios.Tavener himself seemed convinced

that writing for a Baroque orchestra did not required any modification of his music language:

I love the way he (Bach) uses Baroque flutes, the Baroque oboe, so | was excited by the possibility of

those instruments. Thédyave a soberer sound world than their m
feel it was a question of adapting my music. What
oboes, lute, bells and Baroque strings, with one voice, Patricia Rozario, wienigas lot of my

musicl®

Goodwin, for his part, made the case for the

¥ Larry Palmerd Co nt e miprpsiclaordWu s iincTheCambridgeCompaniorto the Harpsichord ed.
Mark Kroll (Cambridge CambridgeUniversity Press2019),p. 332.

" The recorder has been increasingly favoured by contemporary composers, including AndBiessgn (
1964), Berio Gesti 1966),Bussotti(Rara 1966), Linde (who will be analysed in chapter 3) and Shinohara
(Fragments 1968).

18 With regardto newmusicfor theviol, it is worth mentioningthe Londontbasedviol consortFretworkwhich,
sincethelate 1990s hascommissioneavertwerty composerincluding Sir JohnTavener MichaelNyman,
AlexanderGoehrandGeorgeBenjamin.

19 Nick Kimberley,6 Co n t e rMusicbuwitly Periodl n s t r uTinedndependentd April 1999.
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An orchestra of early instruments is an orchestra of today. Of course, there are technical limits. Early
instruments cafh scream all overthe pladceth ey canét play really [ oudly.
instruments do better with their fantastic intonation, their ability to make very clear sounds within

complex textures, and to zap around serial lines. The sort of music thagavd@icomposeitsave

written makes use of the extremes that are available to modern instruments. Early instruments offer a
different palette, greater flexibility in certain areas, in some cases an ability to bend the notes more, and

there are virtuosic eariypstrument prformers who can do all sorts of wild and wonderful thitdgs.

The choice of Bl akebs poetry as a stimulus s
somehow as a gateway for the kind of spiritual transcendence he sought in his Orthodox
religiousworks Tavener 6s |l yricism seeks to transcer
instruments, making it difficult to discern
musical symmetries and patterns containéd tne r n i t yainsat eBphasizingghe
et ernal nature of the spirit rather than the
use of period instrumenseekgo expand their technical features by transposing the Baroque
orchestra into a timeless dimensio

But Tavener 0sfleaiond reppesented just ane possele affective
modality for new music on period instruments, as a further wave of commissions would
demonstrateSince the 1990s an increasing number of orchestras on period instruments have,
like the Academy of Ancient Msic, begun promoting a bold and innovative programming
policy, mixing both early and contemporary n
Orchestrathe Finnish Baroque Orchestthe Freiburger Barockorchestemndthe Dunedin

Consorf?! Leading virtuosos on period instruments such as Dan Laurin-Marti Linde,

20 |bid.

2! Sinceits birth in 2005,andalongsidemoretraditional repertoirefor periodinstrumentsB d&RockOrchestra
havebeenperformingtwentieth andtwentyfirst centurymusic,includingworks by JohnCage(String Quartet
in Four Parts, HPSCHD Atlas Eclipticalis), LucianoBerio (Sequenza&), BenjaminBritten (Lachrymae
op.48a),Arvo Part(CollagetberB-A-C-H, Tabularasa), Gyérgy Ligeti (Ramification$, SteveReich(Triple
Quarte) andTerry Riley (In C). Theyhavealsocommissioneshewworksfrom Matt Wright, Wim Hendrickx,
RezaNamavarlouis Andriesser(Misererg, Karel GoeyvaertgDe zangvanaquariug, SamirOdehTamimi
(L 6 a p o caabel)prnmeliesVan Parys(And ThouMustSuffe)), DorothéeHahne(CommentarB) and
Marijn Simons(Apocatastasis The FinnishBaroqueOrchestrdhascommissionedvorksfrom JukkaTiensuu
(Mora), SarahNemtsov(Beyondts SimpleSpacg andHeinerGoebbelsin 2006HarmoniaMundi releasedh
CDentitledo Ab 8a t o (HW€ @05187.88)pnwhich theFreiburgeBarockorchestepremiereda seriesof
piecesthatthe orchestrahadcommissionedrom BenjaminSchweitzerNadir VassenaMichel vanderAa,
JulianeKlein andRebeccéaundersin Septembe019,the DunedinConsort(directedby JohnButt)
premieredour newworks,written to accompanya performancesf J.S.B a csfodr orchestrabuitesatthe
BBC Proms.Theseworks,co-commissionedavith the BBC wereby Nico Muhly, StevieWishart,Ailie
Robertsorand,StuartMacRae.
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Stephen Preston, Mahan Esfahani, Markku Luotdikkola and Elinor Frey have enlarged
their traditional repertoire too, by embracing new styles and performing contemporay. pie
Amongst the variety of period instruments in use, thekayed flute has offered some of the
most distinctive sundscapes and sound possibilities to contemporary composers thasks to
particular characteristics and its ability to embrace a whaolgeraf extended techniques. The
repertoire discussed in this thesis has been chosen both by virtue of its rich stylistic diversity
and also for the way it epitomgis a broademusical phenomenon, embracing other period
instruments as well. &ore discussim this music specifically, | shall first offer an overview

of the Early Music revivallin particular | shall analyse HIP through the lenses of both
modernism and poshodernism in order to explain the ambiguous role the historical
performance movement hiaad in influencing and shaping the contemporary literature for

period instruments.
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1.2 HIP as admodernisbphenomenon

In the space of less than a century, Early Music specialists have succeeded in reinventing the
practice of such early pioneers as Dolmetsch and Landowska, by taking theoniateic

and anachronistic use of early instruments at the start of the twergiury and

transforming it into what, by the end of the century, had become one of the dominant trends
of the classical music industry. Byfering an alternative to the cult of thigtuosoon

modern instruments, HIP advocates have gradually manageded their presence in the

main conservatories, colleges, concert halls and festivals all over the world, eventually
becoming mainstream and achieving an impressive commercial susd2sbert Philip

writes

If there is Handel or Vivaldi coming out lmudspeakers in a hotel lobby anywhere in the world, it is
now as likely to be played by a period group as by a conventional one. And the style has become so
globalized that, as in conventional musiaking, it is almost impossible to tell apart perinstiument

groups from Britain, Holland, Japan or the UBA.

Still, despite its success in consolidating its position within the musical establishment, the

Early Music movement has yet to achieve consensus regarding the validity of its

achievements and its place within wider cultural developments, above all imgrugiates

concerning modernism, where it has been claimed both as amashernispphenomenon (on

the basis of its desir endtaooderpistghensmengnct an O a

terms of its antRomanticism and its objectiveystematic approach to historical materials)
Amongstthose who sawihe Early Music revivaas merely an exercise tiavivalism

andnostalgia was the composer and conduferreBoulez Boulezinsisted on the idea

that any sort odndawp héinn i pu rtegniay wWstudeatifalne r neear

What is more, he suggested that the constant reversion to previous practices and old models

would lead to the extinction of any sort of imagination and inventiveares® negate the

very essencefartistic research as a tendency toward progress and new discoverdzsy &

veneer of conservation and restoration upon an epoch and upon men who possessed above all

22 RobertPhilip, PerformingMusicin the Ageof Recording(New Haven:Yale University Press 2014),p. 244.
Z PierreBoulez 6The Vestal Virgin and the FirBtealer: Memory, Creation and Authentidityans. Susan
BradshawEarly Musig 18/3 (1990, p. 356.
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the virtue of forward movement: ignoring their whole attitude of progress and digcorxe
grip them in a genetic paralysis which distorts the underlying meaning of their work and
acti®ity. o
Butresistancée o c | ai ms ohas conzewalsoirenmwithincthe Earlyp Music
community. Frederick Neumann, himself a violinist and coratyatasone of the most
systematic and influential scholars to question the validity mimber othe most rigid
conventionof HIP. In his 1983 bookrnamentation in Baroque and PeBaroque Musi@®
Neumann drew attention to the rich palette of possibilities eight@emiury musicians
enjoyed in their approach to embellishments, in contrast with thepriggtriptionsof both
modern and HIP playing. In an earlierartjigen t i t | e d 6oFna catbso uatn dO vFeircdtoit
he discussed the abuse of overdotti?Ag as a ¢
Other criticisms have been made with special regard to the various HIP claims of
0 a ut h e Mhese bavetled @ number of questionsuch &:
- how can one argue that the Early Music movement actively fosters the
restoration ohistoricpractices when copies of original instruments keep on
being constantly 6adjustedd in order t
according to modern staadis?
- how can one profess Ohistoromati¢ | y corr
andtwentiethcentury concert halls and theatres to perform earlier repertoire
requiring the audience to hold their breath and stay still in a state of respectful
contemplation?
- how can o6period conductorsd still just
Baroque bands if the level performancalisciplinethey require frontheir
orchestras has nothing to do with the original feverish and chaotic soundscape
of eighteentkcentury conductefree ensembles, being based instead on the
standards of the contemporary recording industry?
- are male countertenors and sopranists singisgtto the nearest

approximation possible to the original sound of castratos?

241bid., p. 356.

2 FrederickNeumannQrnamentatiorin Baroqueand PostBaroqueMusic (PrincetonPrincetonUniversity
Press;1983).

26 FrederickNeumanngp F aandFi&tionaboutOv e r d oMusidalQgadterly, 63/2(1977),155 85.
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Finding valuable answers to these reasonable questions risks destabilising the very
foundation of the HIP soundscape.

Many have been led to question whether the premisesvidaoich the Early Music
revival started its Ohistorically informed |
accuracy or Oauthenticity6o. Prominent among
Richard Taruskin But while Boulezsees the Early Maic movemenéas a conservative force
straining against modernismaruskin views ifas a modernist phenomenon in its own right.

In Text and Agta book of essays published in 1995, he wrote:

I hold that #@Ahistor i c a higioriqalgethafacpecvagiveneer of bisddodcismi s no't
clothes a performance style that is completely of our own time, and is, in fact, the most modern style
around and that the historical hardware has won its wide acceptance and above all its commercial

viability precisely by virtue of its novelty, not its antiqu#¥.

For Taruskin, HIP6s various claims of dauthe
an essentially modernist stance: Ohistorical
instrumentsé all serve as Omeans6 to cover u
intransigent, objectivist and %fearful of in

Taruskin points his finger at several standardized aspects of HIP, such as its
ogee®trical 6, o6inflexibled and 6éuniformd metr
6neoclassic phase of Il gor Stravinskyés music
pioneers and later scholars and perforqmrsh as Christopher Hogwood and Trevor
Pinnock Thi s énsaecwhiinnge styl eb6é, as he provocativel
more than a modernist attempt to transform o
Landowska put it a few decades eartieFaruskin criticizes also thénkear, spotless,
0straighto appr oac h atedaindmanch of HIP, bem@thetreflectioe t y p i
of a thoroughly modernist way of conceiving the process of listéngagnething you would
do whil e O0sat back ant@silenc bra in a stade,of cankesmation.e d i n
Against that ideal, Taruskin pwhchisfaréeesswar d t h

pleasant to enjoy but likely becloser to the kind of sernnprovisational live performance

27 RichardTaruskin,Textand Act (New York: Oxford University Press1995),p. 102.

28 RichardTaruskin,6 T Pastnessf the Presenaindthe Presencef theP a sirt Aluthenticityand Early Music,
ed.NicholasKenyon(Oxford: Oxford University Press1988),pp. 154i 55.

2 RichardTaruskin,TextandAct, p. 113.
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that might have been experienced in a noisy music room at the court of the House of
Wi ttel sbach i n Bav &arlyBusic,TrolyGldk aa ht ook de aht Lak
refers to the pedrmance of Musica Antiqua Klwh os e &é6r esponses are co
generic demands that can be easily classifie
personal and intensely subjective imaginins

A oO6purifiedd and frsnancegpiagideisdonathelesssilb ch t o p
echoed by contemporary HIP practitioners, including the Belgian flautist Barthold Kuijken,
whoin 2013 wroteanessay entitled he Notation is not the Musi€he author there provides
some interesting insight into ntats such as notation, instrumentation, the overall
interpretation of historical repehai res and
Kuijken advocates isat too distanfrom the Stravinskian idea of depriving performance of
exaggerated elemermtasf subj ectivity in the pu,theddgat of t
of O6executingod6 the mu.¥dHedescripes hisddeal petfioaneradg i nt er p
just one O6informed readerd among many, capab

s

through a process *he call a 6mirror effecto

The performer should be |Iike the moon, which only
will reflect the o6lightd of the score, ifaml handmad
blind spots. If | want my mirror to reflect a rich and complete image, | must let the score enter into me

in all its broad and deep layers of meaning. Nothing can be reflected that was not captured by the

mirror. | would certainly not position my mar in front of myself, so that it stood between the score

and me, but rather deep inside or even behind me. The image must fully penetrate and transpierce me,

before | let it be reflected toward the audiefice

For Kuijken, the inevitable fractutee t ween wr i tten Onotationd an:i
should not be stssed by the executéanb| woul d certainly not posi

myself Iinsteadhe seems to prefer thogerformerscapable of spoofeeding arather

transparent anthmed performance to their audiend&» e n when scores are | €
i ncompleted, the playerds interivertrisomas houl
0 bid., p. 317.

31 dn my opinion andexperienceasa performer,] mustnoteventry to bepersonabrunique.lam,r egar dl es s . 06
BartholdKuijken, TheNotationis notthe Music (Bloomington:IndianaUniversity Press2013) p. 109.

320 Aaresultof my research consideredhe notaton to be mainly a type of roadmapanaide-mémoireand

helpfor invention,enablingtheinformedreadetto createaninnerimageof themu s iKaijked, Notation p. 10.

33 |bid., pp. 109 10.
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authenticityd as an una\v mordembtio defledctadhet not t o

audi ence from t hevocre Bupwhat seenissaked orngtattes hereiisathe

ultimate desire of thagencywith whom each performer interacts every time they walk on

stage and from whom they eventually seek app

6objecti vity dienceuttiindtely desdrvast? Ortdbes theaaudience wish to be

distracted and entertaingather than educated and indoctrinated through a performance

stripped down to the bone? How should performers respond to such a hedonistic desire from

their listenersBhould performers simply pander to fashionable and ordinary taste in order to

be acclaimed, or should they try to change i

publicwithhardf act s, or shoul d they si mpldyectbmmoved t

their minds will understand and recognize only later? Although Kuijken does not explicitly

i nvite musi ci ans taon npiehriflasabtravingahyGeented iasteaddof 06 s e |

more explicitly suggesth i s 06 i n f oispuosgtidred atehaveérgopppsite endrom

t he 6prlreoanvsdi n gwhe éxcitésihe audignce and is cherished by Tardékin.
Rather than adoptingu i | latetudéap r ot est ant sobriety, Tar

performer has to consci®uasd pye etmp hafsitzlkee trhies id

pursue them to their limits. According to Taruskin, composers are better celebrated when

performers focus not on restoration and ver.i

composition over e@eanapmlbaowdekes, tfsoroliendteardce H A

on period instruments of Vivaldi and Tartini violin conceteble pr ai ses t hi s 6s

and o6frighteningdé performance as the dédmost <c

h e a, with the followingi mpor t ant addendum: 6which of cou

anything other than makeelieved®® It is indeed true that a number of quite diversified

approaches to notation can be found even amongst HIP practitioners, ranging from those who

follow 6the |l etter of the document with the

imagination)ta¢ hose who show more écharismad and Of |

intense, fanatical performanég$

34 RichardTaruskin, TheDangerof Music (Oakland:University of CaliforniaPress2009)p. 129.

35 AndrewManze Academyof AncientMusic, Concertfor the Prince of Poland CD, HarmoniaMundi HMU
907230(1998)andTheD e v iSonétaand OtherWorks CD, HarmoniaMundi HMU 907213(1998).

%6 Richad Taruskin,TheDangerof Musig, p. 130.

87 JohnButt, Playingwith History (Cambridge CambridgeUniversity Press2002),p. 162.
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John Butt, howeveindicatesa way out of such a rigid dualism. He suggests thinking
of Baroque notation as G&gleftinpegse noybecausecob mpl et e
|l ack of oO6notational machineryd but rather 6b
from one performance to another 3Thisispr eci si on
particularly true for the reaation of igured bass, which requires an accurate reading of the
harmony and, at the same time, a certain level of imagination in creating an improvised
accompaniment that can be adapted afresh to each individual performance. The practice of
ornamentation in Baroquep er a ( 6 wi |-d ksgartiicahle,6,i momppositic
whichrefers toessentigland therefore precisely notatenamentsalso testifiedo a degree
of flexibility, which was needed to compensate for the deliberate vagueness of thal musi
score and to allow it to be adapted to changes elsewhere in the performance text (e.g. the
libretto) 3° In addition, Butiarguesthab not ati ond may represent jus
the pieced, an dbexampladmf asdttpeemasi ptidoas de
example Corellidéds ornament ®(@700)ia thesriArosterdant t he
publication.Another way to look at notation is as a record of a performing tradition, a sort of
structured guide which assigns the Oprescrip
invites us to consider the scoreaas pmetf lRich
only by virtue of its printed form, and which gives space, at the same time, to a rather
Oprovisional 6 and .Ilosuohpeasd, thecntusic seemd tehrayemere at i on
relevance silently on the page than in its aural represemtdtnis is the case with some
Medieval miniature musical masterpieces and later Tudorbethan polyphony (which needed to
be beautiful not only to the ears but to the eyes tbg.also the case with certain

contemporary works, which present an incredde#yse and detailed system of notation

38 bid., p. 106.

39 Handelwasknownto adaptandrecyclehis own melodiesmanytimes. This is what CharlesBurneywrote
abouthim: 6 know it hasbeensaidthatHandelwasnotthe original andimmediateinventorof severakpecies
of Music, for which his namehasbeencelebratedbut, with respecto originality, it is atermto which proper
limits shouldbe set,beforeit is apdied to the productionsof anyartist. Everyinventionis clumsyin its
beginning,andShakespeareasnotthefirst writer of Plays,or Corelli thefirst composenf violin Solos,
SonatasndConcertosthoughthosewhich he producedarethebestof his time; norwasMilton theinventorof
Epic Poetry.The scale harmony,andcadencef compositionthatis whole andrigorouslynew,any morethan
for apoetto form alanguageidiom, andphraseologyfor himself. All thatthe greatesandboldestmusical
inventorcando, is to avail himselfof the besteffusions combinationsandeffects,of his predecessorso
arrangeandapplythemin a newmanner;andto addhis own sourcewhatevete candraw, thatis grand,
graceful,gay,pathetic,or, in anyotherway pleasingThis Handeldid, in amostampleandsuperiommanner;
beingpossessedi his middleageandfull vigour, of everyrefinementandperfectionof hist i m&harlés
Burney,6 C h a rodHandelasaC o mp o & ArrAécountof the Musical Performancesn Westminster
Abbeyandthe PantheonLondon:T. PayneandSon,1784),pp. 39i 40.
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which needs to be O6understoodd in all i1ts nu

written score. What could be defined as a so

perhaps transmigrated from the modsthiadition to Early Music, often leading to the

fetishization of the music score and the ide
For Taruskin, HI P6s o6faith in the compose

objectifyingé appmrorag hi n of dhte thitode ad fi @int mi irn

O6positivistic, technocent r i gardemfdhe twantiethonal i st

cent Mo e r rasgasanted here by Taruskin in termghafearly twentiethcentury

tendency to segBrogressinnovation and experimentation inthe pgsn d 6 HI P6 (t he

movement often seen as falling back into the restoration ehgsstrial practices and

aestheticsmight seem at odds with eacther.But beyond their different stylistic surfaces,

they share the same radical mission which consists idther ansf or mati on of so

its sensibility and social makea*® As LaurenceDreyfus writes:

Both Early Music and early modernism occupy nearly analogous positions with regard to the
Mainstream. Whereas the avagdrde strode forward in advancing the cause of historical time, Early
Music took an equidistant leap in the opposite direction. But while the-gaaahk¢ could not fail to
recognize the grave consequences of its actions, Early Masiblissfully ignorant of its historical
status*?

Just as modernist music of the 1950s, postwar serialism especially, had often sought a

rationalist objectivity in the compositional process, with the aim of distancing the music from
anyconscious expressive intent, so certain HIP tendencies invited a gnoitass of
6depersonalizationd and p dothafdegreebderaismahd om | a
HIP shard, according to Taruskit, h e s ame & ob| ebcatsiewdadtetdth aand &6 pr
moderni$ composersurned to total serialism to ensuheir own alienation from the

temptations of individualism, HIP turned to the Urtext editions and the restoration of period
instruments to guarantee the utopian delivery of the authemtipco s er 6 s message,
the 6authenticd sound of Earl y-lMMusi ¢ ofmracm i tch

vituososOn t he one hand, Omoderni smé as the fore

40 CharlesJencksgCritical Modernism:Wherels PostModernismGoing?(ChichesterWiley-Academy,2007)

pp. 39 40.
4 LaurenceDreyfus,0 E a MusiyDefendedagainsits DevoteesA Theoryof Historical Performancén the
TwentiethC e n t MusigadQuarterly, 69 (1983),p. 305.
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on t he

ot her ha4ydad s tddidlPe thee sandtitih and idvilability of oue

past.Despite cosmetic differences, it is possible to enumerate a number of essential features

that HIP and modernism have in common:

0a supposed o pggadizingndinduaison prevalentis e | f
Mainstream musi cal praxisodé (as describ
the application of a consistent, prdnfa s ed &ésci enti fi c6é meth
to find the O6trued and O6objectived mea
Werktreug¢thatle s behind the notes and goes be
60gl or i feyipmrge sssd lofn 6 ;

the centrality of the composer as the true and authentic genius to whom

executants should ultimately respond;

the interest in 6data “nd fAauthentico
an avesion towhat were often dismissed asrRantictraditions of

performanceat leastt a time whedIP had notyetbegun to&olonisé® ( t o

us e Butthedepertdire of t@ineteenth and early twentieth centuries

(as we shall see in the following seaf);*?

emphasis on a number of provocative performative aspects that might unsettle

the mainstream audience and destabilize their beliefs, forcing them into a

o0def ami | i ar i(far evstahice,ahe padgetyiofdumingesystems and
temperaments proped by HIP, which call into question the notion of a
6perfectly in tufAed equal temperament)
0t he aest h edsDreyfus dalledNitp whieh definegs the new

discoveries made by HIP with regard to earlier repertoires such as medieval

and Renaissa®@ music;

a distrust of oO0feelingd and O6intuition

6rhetorical d style, informed by consul

42 JohnButt, Playingwith History, p. 127.

43 |bid., p. 183.

46 T h r thelagib of defamiliarization Early Music turnsaround forgetsthe momentof its genesisand
repeatgalbeitin mutedform) the provocationincited by its culturaladversaryit co-optsthe defiantscreanof
the earlyavantgardeanditself becomesathreatto establishednusicalv a | u_ausedcgDreyfus,06 Ear | y

Mu s ipc3@8,
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and the making of Urtext editions, as well as by the characteristic modernist

equation of dr= science?

The initial hostility of HIP towards mainstr
instruments is exemplified by one fact iIin pa
alternative new standardized pitches (A415 Hz and A392 Hpeidorming Baroque music
T and, similarly in the 1980s, alternative pitch standards (A430 Hz and A432 Hz) for the
Classical repertoirewas designed to oppose the ©®3moder nd
Hz. All these standards can be justified only pdytiay historical evidenc® and are better
understood as political acts: once fixed pitches have been established, the boundaries between
the two fronts can be finally drawn. The goal of HIP advocates was to make the interaction
bet ween O6moderammdi delt dd.rrerang thepastognsieiasion bfl e
diverse pitch standard into a rigid set of normsas arguably a necessary pragmatic move to
enable Early Music practitioners to collaborate using a diverse range of instruments; but there
isd ear | y n o péradnisuchearunitarg pitdh gténdarin analogy might be made
with therhetoric surroundingntegral serialismn the mid1950s Here too a supposedly
irreconcilable dichotomy was s edserialpmlvet ween
the oO0f aked and reteantshadf themanal teaditgymeiining theehard line that
separated innovators from reactionaries. Rep
6academici smd wit h O iutpmsomightisdem at dddsawithdthedliifo d e r n i
antiquarian project; but aside from their different means, both phenomend tsleasame
goal of defeating what they consider to be the mainstream traditishas mdernism
promoted itself as the advancing froimel, ready to fight the idle establishment and the
hypocritical bourgeoisie at any cost, HiPpeared to promidalelity and integrity of
performance practice in order toceeate the original conditions of Early Mudin both
cases, the preservation of high cultumew or old musi¢ had first to see through the
disintegration of thetatus quo ante

From such a highly polarized situation, it is perhaps unsurprising that a third way has

emerged: something able to tréorsn this dichotomy into a trichotomy, something similar to

45 NikolausHarnoncourtBaroqueMusic Today:Music as Speechyvaysto a NewUnderstandingpf Music
(Portland OR: AmadeusPress1988).

46 For acompleteoverviewof historicalpitch seeBruceHaynes A History of PerformingPitch (LanhamMD:
ScarecrowPress2002).
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aflanc-garde in charge of playing attack and defence at the same time, a fairly mobile troop
which proceeds fast and goes beyond apparent
forms ofexpression, style and aesthetics, exemplified by-pasternist tendencies emerging
in the 1960s and gaining the ascendancy in the 1980s, offered a contrast to the rigidity and
orthodoxy of traditional modernism, without necessatrily falling into the reagsiiands of
romanticism opasticheonality. At the same time, the confrontation with new musie ha
helpedmusicians on period instrumentsita i ng an el e mieimtially of O vVvi rt uc
perceived as antithetitto HIPb,due t o t he 06 afriaadrignairrighettier oac h 6 o
centre of their own practic®.Higher degrees of technical skithoreover, haveorrelatel
with the broadening of the repertoire towaadiwvanced techniques, &gl be seenn Chapter
2.
It is within such a context th&tlP has itself evolved during the last four decades.
Through radical change, the Early Music movement has dismantled pretentious claims of
6authenticitydéd, allowing performers more art
of view and aesthetics
- intertextualityd, achieved through th
(from Urtext editions to piano rolBndpre-electric records) with the intent of
moulding the performance of later repertoinegl(dinglate-romantic music
from the end of ta nineteenth and beginning of the twentieth centuries);
- 6l ocali smb, obttaiahedtti ommowdh dtmhemoré cc
regional schools;
- Oplurali smb, e N s u r-avahtgaodg muesic compesedviaryv e o f
period instrument.

It is to these tedencies that we shall now turn.

47 JohnButt, Playingwith History, pp. 128 9.
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1.3 HIP and Postmodernism: intertextuality and localism

Studying HIP through the lens of modernism has left us with a series of unanswered
guestions. Perhaps, therefore, it is worth asking if-pasternismas a conceptan better
help usunderstand the conflicts inherent in Early Music, their origins and their more recent
metamorphoses.ike modernism, posiodernism is a complex, mufaceted concept that
takes on different dimensions at the hands of different comnoeesnitabome, such as David
Harvey, see it as a cultural manifestation of wider socioeconomic shifts towards more
flexible forms of production and consumption, characterized by volatility and ephem#&tality.
Whil e modernity had offered a powerful o6gran
the O6postmodern condit i ofF@ncoisaygotafdavaso us |l y ar ti
characterized by an O6incredulityé oranwards su
abundance of microarratives (petits récits) that would in turn enable formerly marginalized
histories to emerge in their own rigf.

Starting in the late 1980s, HIP began confronting new challenges in terms of
performance practice by embracing later reperto®esthe onehand he move t o 6écol
Romantic and lateomantic musion behalf of the Early Music movement may have seemed
|l i ke the Iimpositionnafratsvegl ef toaetakindngs
modernism On the other hand, tmree w &6 i nt er t e x tthatwouwld benagpplibdo d o | o0 g |
to the investigatiof that repertoireeflected the more flexible and ecte approaches
associated with poshodernismThe Orchestre Révolutionnaire et Romantique was founded
in 1989 by John Eliot Gardiner with the intention, as their publicity announced, of bringing
0the stylistic fideli tsenoanedEnglishBaagseiSolostsmf e x p
the music of the nineteenth and early twentieth centiffi@deir journey into the romantic
era started with the per Bymphoreerfantastgaend r ecor di
undertaken in the hall of the dithris Conservatoire, the very same place where the first

performance took place under the batof@ncoisAntoine Habeneck in 1830. In 1993, in

48 David Harvey, The Conditionof PostmodernitfCambridgeand Oxford: Blackwell, 1989)

49 JeanFrancoisLyotard, ThePostmoderrCondition(Minneapolis:University of MinnesotaPress1984)
O¢Gar d i Qymphahigantastiquds of endlesfascinatiorandenjoyment.. he bringsoutthe daring
originality of B e r | visiomadymspirationanddrawshugelyspirited,yetrefinedplayingfrom his period
instrumentand.Exemplarysoundandbalancet o &énfeverdiChoirandOrchestrehomepage
<https://monteverdi.co.uk/abeus/orchestreevolutionnaireetromantiquemedia> [accesse®0 August2019].
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the wake of that critical succedghe rediscovery of th®lessesolennellg ave Gar di ner 0

orchestra, alonggi t h t he Monteverdi Choir, the chance

in modern times. They went on to perfotn® e n f a n ¢ et thed Bron@ lag welkas one of
the first complete staged performarféesf Ber | i o z Gestroyeasat theThdtre e c e
du Chételet in Paris.

At around the same time, in the late 1980s, the British conductor Sir Roger
Norrington also began exploring later repertoire, in his case Wagner, Bruckner and Mahler
with both period bands (especially the London Classical Fdaged modern orchestras
(principally the Stuttgart Radio Symphony Orchestra). His efforts to impose period style
norms (such as playing without vibradod the use of portamenjasere met with either

criticism or praise, depending on individual sendiieii: on the one hand, the strings in his

recording of Mahlero6s Second Symphony have

dynamics o6fl até and t he SBanother ailic) meanwhile r pr et

praised he fragile fandMalbper@® Niomnlkd Symphony

Wal terds Vienna Phil harmonic performance

character from which 6t héére is simply no
Since these pioneering efforts, twentiemtury musi¢oo has come, perhaps

ironically, within the ambit of the OEar/

Orchestré& was reconstituted by Barry Wordsworth and began performingdatantic

repertoire, including works of Wagner, Vaughan Williams Bretiuson period instruments

The Brugeshased period orchestra Anima Eterna Bruglyyectedby Jos van Immerseel

have more recently approached works by Ravel, Debussy, Poulenc and even Gershwin. As

with Gardiner and Norrington, these performances have polarized opinions, rarely leaving

music critics unmoved. For their 2017 Gershwin recording, which incladeimeri@an in

Paris, Rhapsody in Bluand extracts fronPorgy and BessAnima Eterna Brugge promised

to restore the 6original d instrumentation

511bid.

52HughMc D o n aitichl@editionof L 6 e n fdwCGhrisevasfirst conductedy Colin Davisat Covent
Gardenin 1970.

53 David Hurwitz,6 No r r i MigguidedMdash | @asdicsToday
<https://www.classicstoday.com/review/revidB755% [accessed 7 July 2019].

54 EdwardSeckersond M a hi ISgmphonyNo 9, SirRogerN o r r i rGgamaphode88/no.1057(May 2010)
<https://www.gramophone.co.uk/reviewéhlersymphonyno-9-sir-rogernorringtor» [accessed 6 July 2019].
> Theoriginal Q u e eHalbGrchestravasformedin 1895by Sir HenryWood.
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bef 8Bad. dths lpanktofesaxdphondw i t h t h e inare siduouls itonerthan a
posts wi ng bandarddoamtél19m@& 6Stei nway which has t
than the modern equivalentsdéd, what AEBG6s per
in 6idiomaticityd: their crystalline clarity
senseof riskwhichGer shwi nés music demands above and b
Period orchestras embracing romantic andrabteantic music have therefore faced a
new wave of criticism, which can be summarized as follows:
- favouring O6aut henrt i&cduti mertriuank nitrag p ioma
- promoting literalismto the exclusion o$ubjective interpretation;
- establishing new dogmas based on allefpeddfacts( such as Norring
vibratoless stringsi ns pi red by Bruno Walterds rec
Although the first twaaspects are undoubtedly attached to a modernist aesthetic and in line
with the orthodox HIP profile as described in the previous section, the third is based on a
distincly postmodern premise: namely, the need to go beyond the limits of one single text
HIP specialists in late nineteentand early twentietttentury music mould their
performances by means of the comparison and superimposition of multiple sdortes
familiar modes of interpreting traditional notation and studying treatises thehadddition
of pre-electric records from the smlled Acoustic Era (1871925) and the first studio and
live recordings from the second wave of sound recording history {#82%hile seekingto
avoidmereplagiarism and the reversion to a squarer ameh stronger form of
archaeol ogical déauthoritarianismé (6notation
authenticityd), the interaction with sonic a
opportunity to unfold a muliayered perspective amdconsider a few of their original
preceptsinstead of enforcing new dogmas and promotingtadelernist versions of
6authenticityd, this type of dédintertextualidt
awareness amongst HIP performers. As Robert Riilipi t es: o6t he perf or man
electric recordings have to be taken for what they are: a partial representation of what the
musicians would have achieved in concert performance, adapted to suit the limitations of the

recor di ng mac RUmderthgse @rédumstances, itnagiht.béinteresting to posit

56 Anima EternaBrugge,JosvanimmerseelClaronMcFaddenGershwin CD, Alpha Classics289(2017).
5" Nick Barnard,6 G e 0G egres h Music\Weblnternational <http://www.musicweb
international.com/classrev/2017/Dec/Gershwin_rhapsody 289 Jatceesse@0 July 2019].

58 RobertPhilip, PerformingMusic, p. 27.
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the idea of new v ervaspayedintbeflate@ractio yeemadelledi ¢ a s
onrecordinggdatingback to the beginning of the lastcentWyo ul d such a o6hi sto
i nf o r erstod d Bach (as conceived by the forefathers of the Early Music movement
from the beginning of the twentieth century) still fall under the remit of HIP? Or would it be
considered simple plagiarism? Some wabul d poli
all sort of moderndeviry Pl eyel i nstruments, vibrato, rubeé
and Gl enn Goul dbésasardmaoyihreg @uro@lfi ndrat Bachos
preserved in spite of andnstumgntatiod antl fowtiord s anct i
HI' P dauthenticityd ther ef aharginptastevandys t o a
styles which marks only a temporary phase in the history of performance predticke
acclaimed performance style of today become irfthet ur e as questionabl e
amat eur i sm an d-rolnamtic dtyle® ¥ thad bese ndt @ beetaken merely as a

rhetorical question, the likely answer would be: yes, it will.

Along with its expansion towards later repertoires, another gigrostmodernism within

HIP, accentuating the -handgadsilenadasingmteressin t he o6 m
| ocal composers, or composers considered O6mi
or in Gilles Deleuzef aado6 mP®hPWithkheiatentoat i 660 s e
promoting local artists from regional schools, various European performers have begun

promoting late seventeentind eighteenteentury music from their own surroundings.

French bands on period instruments such as Les Arts Florissants and Les Musiciens du
Louvrehavefocused on the rediscovery of a forgotten Baroque French tradition, performing
nichecomposers such as Joseph Bodin de Boismortier, Sébastien de Biogsaed

Gabrielle Buffardin, Jeadoseph Mondonville and Je&éry Rebel. A similar need to save

local seventeenttand eighteenticentury composers from the mists of time can be witesse

in other European countries including BelgiuBwedenPoland,Germany Spain and

Italy.5° English composers such as William Boyce, Thomas Clayton, Johann Christoph

59 d@f thewriter is in the marginsor completelyoutsidehis or herfragile community this situationallowsthe
writer all the morethe possibilityto expressanothempossiblecommunityandto forgethe meandor another
consciousnesandanothersensibilityd Gilles DeleuzeandFélix Guattari,Kafka, Towarda Minor Literature
(Minneapolis& London:University of MinnesotaPress2003),p. 48.

50 Composer®sf the Low Countries suchasPietroAntonio Fioccoandhis sonJosepkHectorFiocco,Nicolaus
aKempis,Pierrevan MaldereandHenriJacquesle Croeshavebeenrevivedby BelgiangroupssuchasLes
Muffatti, TerraNova CollectiveandBarrocoToutGermanfigureshaveincludedClamorHeinrich Abel, Johann
FriedrichFasch JohannGottlieb Graun,ChristophGraumer, Georgandhis sonGottlieb Muffat andSylvius
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Pepuschalthough born in Germany), Robert Valentine and Robert Woodcock have also been
rescued from the oblivion thanks to the effort of British orchestras such as The English
Concerts!

Internationally renowned labels specializingsarly Music such as Alpha, Arcana,
Glossa, Harmonia Mundi, Hyperion Records, Linn Records, PassacailReangk are
expanding their market through the distributionottsa |l | ed O mi nor 86 compose
following the successful trend of pasto d e r n G The ®jaction sf grénd meta
narratives and conventional hierarchibsracteristic of posnhodernismin fact favours the
proliferation of many micraarratives and offera second chander 6 | e-k B e Vliguiges
to reach an audiencés this an attempt to rewrite the history of the victoas Benjamin
would putitirf r om t he | o s @mrthe éne Ipard; teepeadiscovery & thjustly
neglected musicians from the past has always been a characteristic aghtiRom its
origins inearly twentiethcentury antiquarianisn©n the other handowever,t is
undeniable that this tendency has beeosbed in recent years llyedrive to do justice to
female composers and composers of minority ethnic oaighording to the logic of theetit-
récit. The opportunities to obtain an institutional post in a church, theatre or court were
limited for women in the seventeenth and eighteenth centuries. Hiddees such as
Barbara Strozzi (16197), Francesca Caccini (158/641), Isabella Leonarda (1620r04)
andElisabeth Jacquet de la Guerre (1I6BR29) represent exceptions in a selistorical
context in which generally only men had access to academies and were expected to engage in
professional commissions and make their own livelihoods. It is noideimze that the few
female composers who managed to have a successful musical career grew up in wealthy
musical families or had their caredroosted by members of the nobility. The development in
the late 1950andearly 1960s of cultural studies has teglfamiliarize uswith female artists
from the past. The relationship between power and gender has since become a prominent

focus of scholarship, with disciplines such as feminist theory, intersectionality and social

LeopoldWeiss.ltalianshaveincludedcomposer®f the Neapolitanschool,suchasEmanueleBarbella,
Francesc®urante Nicola Bonifacio Logroscino,Niccol6 PiccinniandLeonardoVinci; composer®sf the
Romanschool,suchasDomenicoandGregorioAllegri; andcomposersf the Venetianschool,suchasAnna
Bon andGiovanniBenedettdPlatti. OtherrevivedEuropearcomposersnclude JohanHelmich Romanfrom
SwedenGrzegorzGerwazyGorczyckifrom Poland,andSantiagode Murcia andJuande Navasfrom Spain.
61 Johann Christoph Pepusalenus and AdoniS he Harmonious Society of Tickkiddle Gentlemen, CD,
Ramée/Outhere Music, RAM 1502 (2016); William Boy8&ymphoniesThe English Concert, Trevor
Pinnock, CD, Archiv Produktion 41881-2 (1987).

39



justice offering methodologies with wdh to understand the role that female thinkers and

artists have played in the Western world. Beyond the walls of Academia, festivals, art events,
exhibitions have been worldwide promoting women artists to tackle gender. padf18,

the Trinity Laban Coservatoire of Music and Dance launched a project called Venus Blazing

which ainedto celebrate the music of women composers from thapast(including

Hildegard of Bingen and Barbara Strozadthe present. Next to the reevaluation of female

artists the growing attention towards minority ethnic groups have brought attention to

composers such as Joseph de Bologne {(B®8)5ame mber of The Kingdés Mu
court of William Ill, George Bridgetower (1778860) and Florence Price (188PR53), the

first AfricanAmerican woman to have her music performed by a major symphony

orchestrg?

0l ntertext ualthetefprérepaesent twod impodaatiways with which HIP has

initially responded tothe pesto der n 6 c al | ftrraditiona babieré*®ut theo wn o f
Early Music movement hadsoaccomplished a more radical transformatioat in many

ways reflects the plurality of postmodern aesthetics and methodolagi&utt emphasizes,

a certain degr ee ooftheéPNAofiHPIsinceitmbithhas been par

Historicism, by definition, must allow a degree of pluralism, one that will bring with it various fads,
both simultaneously and in sequence. History to one person might offer a means of limitation, control
and closureto another, an opportunity for limitless invention. History shows us not only countless

ways in which the past was different but also just how contingent the present state of affairs actually

is.84
But, distinctfroms uch a form of Ohi stori cemodetn pl ur al i s
pluralisméd has emerged through the creation

conceived for period instruments. Thanks to a more recent confrontation with contemporary
composers, the Early Music movement has found itself challenged by a plurality of new
aesthetics and more radical techniques, assuming its pivotal role in shaping the soundscape of

7

our present time with a renewed ensemnfshe of O6éau

52The Chicago Symphony Orchestra, conducted by Fiddd8tock, premiered the Symphony on 15 June 1933.
63 JohnButt, Playingwith History, p. 150.
64 |bid., p. 188.
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term.Before discussing the details of such a changeover, it is necessaptdce further
what | ies behmaderrmies mé&:r m ipso swi | | aid our wu
artistic context from which this wave of new music congabfor the traverso has emerged

and how o6pluralismdéd has invigorated HIP sinc
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1.4 HIP and new music: apostmoderrophenomenon?

On the one hamddet hesmér mabdpoboemoptetichllure ur i sti c
that suggests a distaghestinatiorbeyond the presen®n the other hand, the same term

reveals a sincere attachment to ounrentcondition.Unlike modernism and its praise for a

revolution, itwoulda ppear -mbderdopemb aims to I mprove ar

contemporary aadition without necessarily disavowing it and turning it upside down:

6 P ersotd e r naptimal shaubh it is in certain respects, achieved-iodkecause of its semantic

oneupmanship. Since modern comes from the Latbtlome ani ng 6] wmedern mumpsét, po st
by meaning 6just afterd just now. Or, it carries
contra, above, ultra, meta, outsidd 6 t he present. The i mpoisasdi bi |l ity
all themore desirable. Indeed, the paradox of being more modern than modern generates anger, as if it
could overcome Oscar Wi ldebds jibe at the |l atest n

modern, oneis apttogrowefdas hi oned q®ui te suddenly. o

Thanks to its strong relationship with technology @s@ngoing attachment toertain

modernist techniques, pestodernism could be regarded as a continuatipasoiuch as a
breaking point withmodernism. Nevertheless, such a continuation of modeltaises

different forms and leads to a wide spectrum of styles which, added together, make the
def i ni t i-noond eorf sormeprimdketerogeneous (to put it charitably): a few such
definitions tend by virtue of their plurality to be far too vague, wileers border on

paradox, by employing an allusive and ultimately elusive language to suggest more than to
define. What is more, t henowerrynifsandt itnh aot awme ¢
Omovement 6 €& a 0 viioewkhgevdr wetadt pastimaerniscnéorbe 6
reduced ta does not take into account the very nature of-pasdernism as a phenomenon
which utterly refuses the authority of grand metanarratives and tries its best to escape any

rigid framework As Jencks reports,

Lyotard wrde that grand narratives were used ideologically by powerful institutions to legitimise their
authority; [é] He pnodemiperiad, the krowlddheandustiies had thken opeo s t
from the traditional productive industries, and their metati@es dominated over local miero

85 CharlesJencks(Critical Modernism p. 23.
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narratives. By 1980, with the Venice Biennale on the subject and as theqaatn gathered strength

and became a world movement, we found common ground between our views: the need to defend the

small, the local and thglural against the large and the hegemonic; the importance of irony and

|l anguage games in furthering difference. But he s
unut t er aimbderdgoals whijed ound them evasive, psergigious ad really Late

Modern as ideal®

Disagreementen what positnodernism actuallgonstitutes are rife, amongst bathpporters

and detractors dhe phenomenornPostmodernism has been described in so many different

ways that ay common grounan a woking definitionremaingdifficult to establishThe

French philosopher Jedfrancois Lyotard, one of the first intellectual figures to deam

entire essay to this topic at the end of the 1970s, defined thenpdstrn as an utter refusal

ofanybgr and narrativesd®d as Ppaconditioh gatherthahaby mode

movement, open to plurality and fragmentation. therlate Belgian musicologist Célestin

Deliege,this demise of the Schoenbergiagtaécit had spawned superficial anddtally

anttmoder ni st movement, far too attached to ro

deeply infertile and regressive due to its stylistic inclinatiopaithworksand frequent

(ab)use of quotations from the music of the §abt.the eyes bDavid Harvey, post

modernisnis a matter less @nttmodernismas suchthandfhe o6ot her 6 f ace of

as conceived by Baudelai@t he transitory, the f uugonei ve, t

half of art, the other being the eternal ant e i m A subhHaevéybelieves that

there is O0much more continuity than differen

the movement called pestodernism. It seems more sensible to me to see the latter as a

particular kind of crisis witim the former, one that emphasizes the fragmentary, the

ephemeral, and the chaoti® side of Baudel air
I n opposition to Baudelaireds conception

the contingentd, Freoder ncsthaamesant sampt i nopes

historicallyd and break through the modernis

pure and the absolute, achieving a new awareness of the present condition through quotations

56 1bid., p. 23.

87 CélestinDelieége,Inventionmusicaleetidéologies?: mutationshistoriqueset lecturescritiquesdela
modernité(Collinesde Wavre Mardaga2007).

58 CharlesBaudelaireéin David Harvey, The Conditionof PostmodernitfCambridgeand Oxford: Blackwell,
1989),p. 10.

8 bid., p. 116.
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and allusion to a pluralitof genres and materials from the pAdtor the architectural

historianCharles Jenckgartly agreeing with Jamesggstmoder ni sm o6has, as
core meanings, the motivation of double coding: the continuation of modamnuitis
transcendence6, which will | emamddler mi somdulwi it

&ritical modernisna’* Thab Hassan and Siegfried Mauser agree in saying that the

6fragmentation of musical structiontoaulesafi ssol u
compositional technique), irony and entertai
doublecodi ng of material that does not Il-ead to

modernisnin music’? In the wake of Jencksane Rier Clendinning draws a strong
connection betweepostmodernism irchitecture and musigyvoking the work of a wider

range of practitioners. She writes:

Postmodernism in music can be discussed in the same terms as postmodernism in architecture as set

out by Venturi: complexity and contradiction, messy vitality, richness over clarity, many levels of

meaning, a combination of forms, decoration and ornament for its own sake, mixed media, symbolism,
representational i sm, auwedystemn rathet than geeking to imposelthe | i st en

composero6s valWes on the |listener.

Meanwhile, hroughout his highly controversial and often contradictory analysis of post
modernism, HermanDanuser often takes into consideration two different kinds of it, one
being an antmodernist condemnation of rationality and complekity e cal | i ng Del i
antagonistialefinition), the other being a rehabilitated version of moderrdtsm.
A stableandconclusive definition of poshodernism thusemains out ofeach.
Nevertheless, what could be said with certainty is thatqmoskernism exists only as a
response to modernism, as its prefix clearly suggests: as such, it can oscillate between
promoting a strong rejection of theavagntar di st f ai dtidnalityand 6 pr ogr es s,

technol ogyd and becoming the embodi ment of a

70 KennethGloag,Postmodernisnn Music (Cambridge CambridgeUniversity Press2012),p. 8.

1 CharlesJencksgCritical Modernism pp. 27i 8.

2 JoakimTilman,6 P o s t mo aheArt Musk imthe GermanD e b aih Rogtmodermusic/Postmodern
Thought ed.Judy LochheadandJosephAuner (LondonandNew York: Routledge2002),75 91.

73 JanePiperClendinningd P o s t mochitectune/Postmoderd u s iindPdstmoderrMusic/Postmodern
Thought ed.LochheadandAuner,119 40.

*HermannDanuserp OMostmodernisnin Mu s iindndernationalPostmodernismTheoryand Literary
Practice ed.HansBertensandDouweW. Fokkema(Amsterdam/Philadelphi@ohnBenjamins1997),157 66.

44



modernism. The employment of a plurality of means and languages, the reconciliation with
forms and styles of the past and the attempt to bridge the gap bétigleemd low art are at
the very core of its existence. Quotations of historical elements, the employment of idioms
and motifs from the past, irony and sarcasm as ma&dhsvhichto exorcke the present and
the cohabitation of different genres and adsthare only a few of its innovative forces.
Postmodernist attitudes might be longing for the past as well as becoming utterly futuristic:
what really counts in poshodern art is the rapprochement between minds and souls,
rationality and emotionsnd utimately between art and its public. But contrary to
modernism, posinodernism is interested in neither integrity nor consistency. Within a post
modern frame there is no need to play by rigid rules or obey moral codes. If modernists tend
to thimkh afs &Grouned hi ng t o dmoaak narsd sbd hs mkkv er
as something to baéeconstructed, fragmented and ewaocked. In doing so, pestodernism
is capable of getting rid of mamyf thediscrepancies that modernism accrued over time,
highlighting the contradictions of a movement born as a rather elitist force, originally
conceived to defeat the bourgeois establishment and academicism, which eventually became
' ioni zed as the Oreigning dndwasewno ftehaet ulreeadd ii mng
Lifema g a z’9Omace & ha beenestablished that pluralism, inclusiveness and diversity are
not to be feared, postodern artistsvere free to explore the range of possibilities that a
reconciliation between opposite categories has to,affall its nuances. Nonetheless, there
are other obstacles that pesbdernism might encounter on its way to overtaking
modernism.
One of the major critiques pestodernism has to counter is the risk of succumbing
6to revivalism obrt&i déachidev e i ffEismobtalgemes s of
for lost traditions is often shared by new generations of composers extremely attached to the
tonal system. Major examples of such antidernist trenslcan be found within HIP, not
only in conservéive andsomewhapedantic performances of Baroque or classical music but
also in the new music composed by Early Music practitioners who, after decades of

experience as instrumentalists, have decided-tovent themselves as composddg

s Jenckspointsout the contradictionsvithin the evolutionof modernismpornasa revoluionarymovement,
antibourgeoisandanti-establishmensoonbecomingthe maintrendin the contemporanartworld, being
welcomedby the main centresof fine arts,museumsconcerthallsandtheatersCharlesJencksCritical
Modernismp. 44.

76 CharlesJencks,Critical Modernismp. 47.
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creating liteal pastiches of styles from earlier practices, the Italian flautist, conductor and
composer Federico Maria Sardelli and the Belgian composer and organist Willem Ceuleers
are twosignificantexamples of this trend. While the first composes his concertasrings
and sacred vocal works in the style of Vival
18"c e nt ur y’thedatter forged his cantatas and trio sonatas in the style of Telemann
and Bach, pr oud}Fkbyu sd ensepsissdi nlga baenly adénnde od e mandi n
describedasalongi st ant O6pupi |l of a’8iGeerdicheonknoar oque ¢
anything abat the provenance of these works, we could genuinely mistake them for late
Baroque pieces. Their impressive craftsmanshipt easily called into questidncannot
compensate fahe fact that these works puzig way oftheir sheer anachronismlthough
such composers neither care nor pretend to be up to date, their music still appears to border
on plagiarism and fakery.

Equally inspired by the music of the past, a completely different, ironic, subtle and
elusive approach to old music can be found inpimodern works of the Polish composer
Pawed S apdrithe fatiak Vito Palumb®& as ed o nl ehviesl s tfhdoe hni que 6
structureoSzymaEski 6s music is often inspired by
style. Havingestablished the basic ingredients of his compositional recipe (which may be a
recognizable melody, a tonal sequence or a more complex tonal contrapuntal form) he
transforms such primordial elementsintoamulhiy er ed i ntertextual wor
aad Modern meaningso6, by the employment of a
improvisation to strict algorithmic on&3$His most recent orchestral pie&da recherche de
la symphonie perdyeedicated to FrarBriiggen, is a fine example of how his fnagnted
and polysemic language is capable of challenging and invigorating not only the Baroque and
Classical idioms from which his music takes inspiration from but period instrumengs too.

Vit o P aGoncentb batoscdor harpsichord and string orchestra, composed in

2006, offers another insight into the fruitful relationship between modern compositional

" FedericoMaria Sardelli: SacredMusic/ Sardelli, Modo Antiqug Accademiadei DissennatiCD, Brilliant
Classic995068(2014).

8 personalnterviewwith the composer7 March2018.

" Kostkad 6 t deveelt e c h nréfeysto théuseof 6 e n odbjeatsandcomplexgestureslerivingfrom various
musicaltraditionswhich, at subsequerdtagesof work, aresubjectedot r a n s f o Violetta Kostka,s 6 ;
0l nt er tingheMusiaof aurtTime: P a wRzZ)y ma ReddleédJampo72(2018),p. 44.

80 1bid., pp.42i 52.

81 A la recherchedela symphonigerduewascommissionedromL 6 | n dldtionalkrédéricChopinand
premieredby the Orchestraof the EighteenthCentury(cond.Dirk Vermeulen)on 2 Septembef018.
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devices and Baroque mustc. ns pi r ed bGonc&tcghossand hiklaveéfer

pastiche and polystylism, Paflo defines his piece as a lighte a r t-apumtopréatioe of
Baroque styled. Although there is no use of
Baroque piece, hiSoncerto barocc@resents a welbalanced mixture of Baroque elements
(such as the rhythimincipit of the concerto, in the style of Bach, and his use of trills and
mordents in the third movement of the piece) with modern techniques (such as wide
glissandos, percussive effects and the reiteration of short and syncopated rhythmic units in
line with the American minimal music traditiorffar from any antmodern pantomime, the

music ofS z y madis Ralumbo demonstrates how successful a dialogue between the early
and the modern can bEheir piecedarbour no sense oévivalism or kitschwhile their

canny, inventive andat the same timevell-informed approach to the music and
instrumentation of the Baroque is deeply innovative and at the same time respectful of its
intrinsic features. How can such a fine balancadigeved? As David Lowenthal stated in

The Past is a Foreign Country

How to benefit from the past without being swamped or corrupted by it is a universal dilemma. All
legacies need to be both revered and rejected. Rivalry between tradition and amergtges every
society. Any effort to balance inherited boons and burdens betokens conflicting needs to sustain and
shed the past. Failure looms either way: if we follow admired exemplars we cannot resemble them, if
we deny pr ecur s o tclstbemfGroaps ke individuala face this dilemana in

manifold modes. Some look back with gratitude, other with regret. Some can scarcely imagine being
parted from past exemplars, however burdensome, and are made inconsolable by their loss. Others,
dazzlel and daunted, are resigned to their own inferiority. Still others aim to outdo past achievements

or deny them any exemplary rdfe.

The music ofS z y maa@$Halumboantansa r i ch variety of el ement
from the past without being swamped ¢ o r r u whileeexploingoldiinstréments
and styles with both originality ainstylistcdi omat
elementsolonger attached ttheir usual contexts and meanirigsan be interpreted as a

direct consequence of a Q§¢ab8uttaudesthns®renms se of n

82Vito Palumbo,Three ConcertqgsGavle Symphony Orchestreond. Jaime Martin, recorder Dan Laurin, cello
Mats Olofsson, harpsichord Anna Paradiso, 8AXLD, BIS Record81S-2255(2018).
83 David Lowenthal, ThePastis a Foreign Country, p. 151.
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period styles and idioms intabjets trouvés$* The postmodern condition has the peculiarity
of no longer guaranteeing the same sensaditional historical continuity whichad, in the
pastal | owed Ot he construction of Maendicrese v a l cat
over of multiple styles spread o6overd®sever al
If, on the one hal) the postmodern absence of such a histormahtinuunmwith regard to
tradition can lead to a depthless collage of quotations or to a redundant stylistic pastiche, it
can also, on the other hand, offer a chance to explore dewigleasfrom a varietyof
different sources, aesthetics, experiences and cultures without any fear of inconsistency.

The analysis of new music composed for the traverso will show sidrthof
attachment and detachment with regard to the musical tragitidhe Baroque. In between
0reveredd and o6érejectedd | egacies, the follo
contemporary repertoire for the ckeyed flute, suggeisigaresponsé o Lowent hal 0s
conundrum: how t o ben e fouttenobincingtatei®demistque o6af f e

6efbect s

84 JohnButt, Playingwith History, p. 160.
8 |bid., p. 161.
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2. Extended technigues bet ween 0c¢

There is a common understanding that all techniques that sound unconventional, unorthodox

or not in line with tradition can be labelledé@®e xt endedd6. An inevitable
this: what do we mean by conventional, orthodox and traditional? If it is partly true that at the

turn of the twentieth century many pioneers found themselves radically pushing the sonic
boundaries of instrunmgal playing techniques as never before, it is even truer that these

innovative artists were not the first to seek such special effects in the history of Western

classical musicp to that pointA re-evaluation of the limits of musical instruments is an

i nherent feature of music at any ti me. For i
technigue such asriking the string with the wood of the bdaol legno battutpcan be
foundalreadyinldy dndés symphoni es, Moz ar t\Whatisconcert o
more, if we turn to the history of the flute at the beginning of the nineteenth century, the

Austrian flautist Georg Bayr (1783833) was already working on a method to address one

of the techniques that would become so popular two centuries later: how to plagharore

onenote at the same time on the fliitevhat isnow calledmultiphonics? Already in the light

of these developments, the dif frmayyethece bet wee
considered oO0traditional 6 becomes questionabl
range of extended techniques that became associated with the modern flute throughout the
twentieth century, from Debussy to Sciarrino, we might posgulbstion of what still sounds
unconventional or unorthodox today. More pertinent, perhaps, would be to ask how and why
certain techniques are favoured by contemporary composers, and whether they still count as
innovative or not.

In this chapter,Ishat | ar i fy the 6howdé by expl aining
techniques, highlighting the different results that can be obtained on the traverso in
comparison with the modern flute. Where the
reason for their exisnce in an attempt to-establish a connection between a plain and
simple triatand-error approacii typical of any experimental or avagéardist trend and the

musical intention and meaning that lies behind them, in line with anpodérn perspective:

INamely in Mozartés Fifth Violin Concert oSymghgnks) , Hay
fantastiqug(1830).
2 GeorgBayr, Schulefir Dopplertoneauf der Flote (Vienna:F. X. AscherAntiquar,18?).
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the objective is to |look at the contemporary
audacious musical tricks but rather as musical ideas and instances of particular musical

tropesof ten i nspired by the not iquawhichfbecarhee r het o
notablefocus of interest for musicologists in the twentieth century

3 Musicalrhetoricalfiguresarewidely analyzedn Dietrich BartelLincoln, MusicaPoetica:MusicatRhetorical
Figuresin GermanBaroqueMusic (Lincoln,NE: University of NebraskaPress;1997).
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2.1 Glissando

The Italian ternglissandas derived from the Frendajlisserand means literally to glide. It
consists of a glide from one pitch to another. The similarities pattementcare many.
Nevertheless, the latter usually refers to the carriage of the voice, as with tip@tErmento
di vocé or its emulation by stnig instruments, and it is played as a sort of ornamental
accentuation of the legato between two notes. The employment of portaeretgdo be a
matter ofperformance practicatherthana notational stipulatiarit is up to the performer to
decide whethr to convert certain legato markings into glides in order to cotimegitches
concernedWhile portamentos do not follow any specific sign but the slur, glissandos always
follow an actual symbol (usually a short diagonal line or a curve that desttrébdsection
of the glide)®
The glissando can evoke many different images. It might give a feeling of continuity
and fluidity if executed slowly in order to connect two notes. Alternatively, it is capable of
creatingafeelingof lament, especially ifavers a long interval with a diminuendo effeas
in the opening violin gesture &fikthasfor violin and piandyy Xenakis. It can graphically
depictahumancryormoams i n the sex scene (Aady 1 scene
Macbeth or be clownishad farcical as in hikeningrad Symphonyn addition, if the glide
moves rapidlyupwards at the speed of a hiccup, it can create a sense oblegitgn
sarcam,, as when Mahler marks o6molto®Whhenrt ament ofc¢
slowly and gradudy accentuated, it can produce excitementyil the opening clarinet
gest ur e o Rhagsedy is Blyer soond like a volcanic eruption, as in the string
parts of the 6éDancing QiteofSprihg t he Eart hd i n S
The glissando is @of the techniqgues most frequently employed on thekeged
flute in the context of contemporary music. Due to its natural flexibility and the lopen
layout of the instrument, the technique shows extreme effectiveness if executed in one of the

following ways:

4 Nicola VaccaiMetodo pratico de cantfleipzig: Steingraber Verlagl832).

S@Gl i s saaddp®G t aamemswhich areoftenconfusedandtheirambiguousneaningmay
sometime®verlap.lt is likely to usetheterm6 g | i s with regardt@the techniqueemployedby wind and
brassinstrumentsyhile 6 p o r t aisofendormdvedor thevoiceandstrings.

8 A fewexamplenfé mo p 6 ot a markingsm® a h | sympghaniesthetrumpetsolo in thefifth
movemenbf the SecondSymphonyandthe horn partsof the third movementof boththe FourthSymphony
andthe Fifth Symphony.
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1) by rolling the flute in and out to lower or raise the pitch;

2) by sliding the fingers off the rims of the fingerholes;

3) by a combination of both rolling the flute and sliding the fingers.
The glissandos can be directed from the initial eatteer upwards or downwards and cover
both small and large intervals, from quait@nes to major thirds. Depending on the initial
fingering, the amplitude of the glissandos will change: in principle, the more fingerholes
remain uncovered, thgreaer thepitch bending will be. Sure enough, a glide froxoan
descend easily ta¥{covering a minor third) whilst it will be much more difficult to reaeh
using thedXingering even though it is only a major second. In the latter case, all the
fingerholes a& covered to execute the lowest note on the traverso, leaving little room for the
motion of the airstream inside the tube.

As will be illustrated below, glissandos covering larger intervals can be broken down
into a series of shorter glissandos. It isydmy the rolling of the fluté while keeping the
same fingering that the flautist can control and produce a precise scale of gtarésy.

Robert Dick inThe Other Flutelevotes an entire paragraph to glissaridtéth a
great deal of precision, he phays several charts to explain how to execute them, by sliding
the fingers across the rims of the fluteds
the traverso as well. Nevertheless, the smaller and unequal diameter of its fingerholes makes
the employment of this technique less effective. What is more, the difference between one
species of traverso and another makes the effect of this glissando technique different from
one instrument to another: copies of original-&eged flutes still differa lot from one to the
next being the result of craft productioather thanndustrial mass production, not to
mention the fact that the original instruments date from two to three hundred years ago. This
is the reason why any explanation of how to produce glissandos by means of charts, as in
Di ckds book, wo welal efficaciows in thb ease afshe fpagezic i s
instrument. For instance, in the case of a downward glissando on the traverso, the rolling
inwards of the embouchure hole will be much more satisfactory than the sliding of the
fingers.An upward glideon theother hand, will usuallyequireboththe rolling outwards of

the headjoint and the bending of the fingers, simply because rolling the instrument alone will

" RobertDick, TheOtherFlute: A PerformanceManual of ContemporaryTechniquegOxford: Oxford
University Press1975),pp. 72-80.
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not result in sufficiently large intervals. The sliding of the fingers on the fingerholes can be
executed in two ways:
1) by actually covering the holes and letting the finger come into contact with the
flute as the sliding takes place
2) by means of a tremulous motion of the finger just above the hole, without
letting the finger touch the flute.
Both optionsare availablé¢o the performerwho is best placed tetermire which one fits
better according to the#esiredmusica affect
In order toexemplifyas many kinds of glissando as possible, a few practical

examples will be selected from a numbecaoftemporary pieces. Hence, it should be

remembered that the instrument used as a reference in this chapter is a copy of a Palanca flute

dated ca. 1760, made by the German flute maker Martin Wennee ifis¢ructions might
thereforeproduce different rests if other instruments are employed. Nevertheless, flautists
will be able to adapt the given instructions to their own instruments with a certain degree of
flexibility and find their way to eventually obtain similar results.

Last but not least, the glesdo can be executed with the headjoint alone. After
unscrewing it from the traverso mide@nt and foot, the flautist bloginto the embouchure
and placeone hand or the fingerg along the rim of the headjoint or inside the tube. In this
case,theange of the glissandods tone fade is
loud. Nevertheless, the fact that no fingering can be employed reduces the number of
variables for the creation of a microtonal scale. Due to the completely differeré nathrs

technique, an example of the headjoint glissando will be shown separately.

2.1.1 Short glissandos

The beginning offemps illusoirdor traverso and harpsichord (1994) by the Belgian
composer Jean Marie Rens consists whigonoplayed by both the@verso and the
harpsichord that resolves onto a dissonance. As indicated rthatasign on the score,

the dissonance has to resonate over its entire length, and eventually go back to the initial
pitch: laisserbattre[see fig. 2.1]. In order to builthe proper tension, the flautist has to play
the first note from an almost absolute sileppppand increase its volume withceescendo

Once the harpsichord joins the traverso, the latter keeps slowly getting louder. At the very
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end of thecrescendpthe initialgXquickly glides upwards tebX following the short curve

that Rens marks on the score.

&n_l
D
\ 20 e V7 e el —
P ee— ——
e

Fig. 2.1 JeanMarie RensTemps illusoiresection A, bar 1

The dissonance that is produced as a result of this has to last as long as possible, as indicated
by thefermatasign. After that, the dissonance resolvegXaith adecrescendo.

Two different types of glissando appéathe piece: an upward and a downward one.
They are both very easy to perform for the following reasons: they need to be played quite
rapidly, they cover a small interval, they requirer@escendavhen configured as upward
glissandos and @minuendowvhenthey go down.

The first glissando goes frogi®o abXIn spite of its ease, this simple glide presents a
perfect example dhistechnique of rolling the embouchure hole outwdrdsalso othe
limitations of this techniquevhen solely relied upo.henew fingering should be introduced
when the rolling motion is completéhe stages of the process aréodlews:

1) the note is sounded with the usual fingering

2) the fluteis slowly turned out, away from the player, uncovering the
embouchure holand supported all the while by the chin and;jaw

3) the aperture of the ligs widened

4) the air pressuris controlledin order not to increase the dynamics too
abruptly and to avoid aking the sound too breathy;

5) before the notes in danger of crackinghe fingerings changed as
quickly and precisely as possiliteallow the normal playing angle to
be restored.

Alternatively, this same glissando can be executed by the sliding fohdfees alone:

1) the notes soundedvith thegX¥ingering position, then the right ring
fingeris slowly liftedand moved from its central position towards the
edges of its fingerhole;

2) the left index, middle finger and ring fingaremoved slowly at the

sane time to their fingerholes;
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3) the air pressuris coordinatedvith the sliding of the fingers in order to
makean effectivecrescendo.
In comparison with the rolling outwards of the embouchure hole, the advantage of this
technique is to leave the player free to maintain the same playing angle during the whole
glide. The process of performing the second glissando dxo gXvith therolling of the
traverso involves:
1) slowly turning the flute inwards, closer to the player while playing the
first note;
2) moving the upper lip slightly downwards while moving the lower lip
and jaw out in the opposite direction to the rolling of the fluterden
to give more space to the airstream directed from the upper lip;
3) controlling the air pressure in order not to makedinenuendaoo
abrupt or the sound too opaque;
4) before reaching the lower pitch, quickly changing the fingering and

restoring the namal playing angle

If made with the sliding of the fingers, it involves:

1) sounding the note with the uswahbingering position, gently placing
the left ring finger around the edge of its fingerhole and slowly
covering the hole completely with it;

2) coordnating the right index, middle finger and ring fingter ersure
thatthese three fingers slide away from their fingerholes all at once;

3) coordinating the air pressure with the sliding of the fingers in order to

produce an effective diminuendo.

2.1.2 Large glissandos

In Mémoires a duet for two traversos, Rens employs an interesting series of extended
techniques, including large glissandos: the piece ends with a chord which consists of a
multiphonic ond¢ with the highestl"%sung by the firstlautist, the final glide goes

downwards frondgto6 | e pl us grave possibled (as | ow
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Fig. 2.2Rens Mémoires section F

To cover the largest interval possible, the combination of the sliding of the fingers and the
rolling of the flute is required. As marked in the score, Rens suggests switching the fingerings
on the way down to the lower pitch, from the initiaito g" . ¥n order to achievhis:

1) the player castart making the glissando simply by turning ithe&trument
inwardsasfar as possible (usuallg#dshould reachable before the sound
cracks);

2) at the very last moment before the sound crablesplayerslowly slides the
left index averthefingerholes and lstthe right index and ring finger lift
rapidly up in order to switch fingerings froddto gx

3) oncegXs reached with the new fingeriniipe playercontinues rolling the
instrument inwardas far agXor, with some practicesb¥;

4) if this motion isnot satisfactorythe playeffirst gentlyslidesthe right index,
then the right middle finger and eventually the ring finger before the sound
cracks (this last fingering in combination with the rollingloé instrument
inwardsshould leado c¥.

Evidently, the whole glissando will not sound perfectly homogeneous over its length
especially before thgXingering is applied. As mentioned at the beginning, this is due to two
physical factors:

1) the more fingers cover the fingerholes of thetnament, the less room there is
for the airstream to bend without cracking the sound;

2) the higher the note, the more difficult the downward glide;

3) a fork fingering (such as the Hotteted'® will only increase the risk of

cracking the sound.
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2.1.3 Shake glissando

In the labyrinthind_egenddor traverso, the Japanese composer and flautist Masahiro Arita
employs a technique called shake glissando. This consists of an indeterminate variation of the
pitch produced by shaking the flute [see fig. 2I3]e acoustic result lies somewhere between

a vibrato effect and an actual glissando, depending on the speed of the airstream and on the
length of each glide. The choice of this particular kind of glissando is based on a very simple
fact: to playebXanddX(the last fingerhole for the latter is covered by the key!) every

fingerhole is covered, leaving no option other than to shake the flute in order to produce a
variation in pitch. As Hotteterre explained with regard tofliéementon the lowdX d#>ard

ebx 61 would say that it can JEeceybohawenonly by
finger left unemployed to do it witfthey are already busy covering all the other hoiés)

must therefore be done by shaking the flute, which imitatesdinary softeningd |1 8 6

_T?“\’ 4%
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Fig. 2.3Masahiro Arital egendescoreextract

Therefore, to execute a glissando on that note the only two possibilities are either the rolling
of the headjoininwardsandoutwardsor the shaking of the flute, as the composer prefers to
call it. The difference between the shaking of the flute andttaHlattements very subtle.
With the latter, the pitch of the note can only be flattened. On the other hand, the shaking of
the flutecanbe executed in the following fashion:

1) while playing with the selected fingeringrsuring that the lower lip is

in a firm but flexible position;
2) rolling the flute gently from both the wrists aatblowing the

uncoveringof the embouchure hole as a consequence of this;

86[J]e diray qudil ne se peut faire que par artifice.
(puisqubéils sont tous occupez ~ boucher |l es trous, )
puisse imite par ce moyen latt e ment or di n Bringipeside la fiiie traversiemu flite ,

doAl |l emagne, de | a f | %t-lwis, divisezper traitefAnisterdam,el70d)ouce, et du
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3) once the semitone above is reachetlirning to the normal playing
angle;

4) having reached the normal playing angle,inglthe embouchure hole
inwards, by turning the wrists in the opposite direction;

5) ensuringthat the lower lip anthejaw start a countermotion outward
in order to give enough roota the airstream directed from the upper
lip;

6) once the lower semitone is reachesiurning to the normal playing
angle;

7) repeaing the same procesmckandforth, following the dynamic
indicationsgivenby the composer.

While the speed of the glissandofor the performer to judge in view of the musical context,
it will inevitably be constrained by the mechanics of rolling the instrument inwards and

outwards

2.1.4 Headjoint glissandos

In the fourth movement of her trio for traverso, viol and harpsicharfi&nétre ouverteop.

85 (1996)i thoroughly analysed in the third chapter of this dissertatibme Belgian

composer Jacqueline Fontyn as kdjointandeexetuteaut i st
a number of glissandos with it. Thegec le beglissando can be executed by rolling the flute

inwards and upwards, following the curves the composer has drawn on the score [see fig.

2.4]. With the exclusive use of the headjoint, thatf& should be able to cover a major

third, from a lowf>o ax
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Fig. 2.4Jacquelyn Fontyrg Un p e u Latfarémebouverty, bdis 64i 71
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The second glissandoindicated with the sigavec la mairi can be performed with the help

of the right hand. The use of one hand enlarges the interval da@gehabling the flautist to
reach a much larger interval, namely a tenth: by placing the right hand alongside the rim of
the headjoint, theatural length of the tube is increased, allowing the flautist to reach wider
intervals.In order to reach even greater intervals, a combination of the rolling of the flute and
the placing of the right handomgsidethe rim of the headjoint isfficacious As Dick

explains inThe Other Flute

The first technique is to place the end of the head joint in the crook of the right hand (between the
thumb and forefinger). By closing the right hand one finger at a time, the length of the head joint is

increasedand the pitch is lowered. When the right hand is tightly closed, the head joint is effectively

stopped®

An alternative way of executing the glissand
of the heel of the right hand on the rim of its open, @md then moving the right hand
t owar ds t h e%resoch @way thewgliseaddo can be executed at faster pace, for

instance as a rapid tremolo. Nevertheless, its range will be slightly smaller (an octave down

to g#Q.

As seen throughout these examples, different kinds of glissando demand different
technques. Their meanings, within their musical context, change tdcermps illusoire
Rens wishes to create a tdomensional soundscape that consists of a simple and primordial
tension between sound and silence. Hence, the glissando is employed adadgmic
between these two dimensions. A glide initially allows the sound to arise out of absolute
silence; and again, another glidéhis time in reverse retreats into silence. The tension
bet ween the stillness of tehres ohbasr pssliocwh ourpd 6asn dl
glissando creates a sense of continuous motion within the same circular sound mass.
Compared with those ifiemps illusoirethe glissandos iMémoiresseem to have a different
meaning. Instead of being the hidden engine that sets into motion the primordial sound mass

from silence to sound and back again to silencefitlaéglide placed at the end dMémoires

9 RobertDick, TheOtherFlute, p. 79.
19pid., pp. 79 80.
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suggests the iddghat it might be imaginetb continue beyond the end of the pidoefact,

this glissandd performed by the first fluté ends with a long note played by the second

flute, pianissimo This last note is left resonating as a sort of echo of the previous note. But
compared to theatter, this note lies still, lifeless as a sonic consequence of the previous
motion. In this case, the glissando represents an opportunity to trace a connection between
two voices which merge and become a single unity, in much the same fashion as in

0 Mi etrioe / B thgsgamdyndvement dfet/Lotsby the Finnish composer and
harpsichord Jukka Tiensuu [see fig. 2.5], which is extensively analysed in the third chapter of
this dissertatiod! Throughout the whole movement, the composer makes extensioé use
glissandos for both the string and the flute parts, conferring a strongly plaintive character on
the piece. Along the lines of Xenakis, these glissandos embody the idea of continuity of
matter; but in this specific case, they also serve ironicallxpgoess the shaky and limping

walk of a beggar, as teo v e m ¢itle suggests. In order to render this impression of
instability, the four instruments employ a variety of different combinations of rhythmic
patterns. Thanks to the use of large glissanolow, vibratos and descending arpeggios or
scales, these sections mimic effectively the tragic fall of the beggar, who seems constantly to

lose his balance, trying to walk straight and eventually collapsing on the ground.

J=126 stizzito
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Fig. 2.5JukkaTiensuu,6 Mi er o nt i(Get/IB8,dasdidy 6

11 Formoreon this subjectseealsoMatteoGemolo,6 J u k k @ n NewMusicfor theT r a v eFlutsto 6 ,
Quarterly, 43/2(2018),26i 31.
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The shake glissando written by Aritaliegendehas little to do with the two previous
examples. In Rens, both glissandos served the purpose of connecting either silence with
sound or two different voices. Therefore, their trajectories were precisely predetermined by
the composer: they were meant tongrunity within a dual system. Inegendeby contrast,

Arita employs the shake glissando in order to break any possible connection between
opposites. There is no direction either. The main thing here is not the destination of the
glissando but its jourrye There is no trajectory, but just a flow.

Following this line, Fontyn employs the headjoint glissando in much the same fashion
as Arita but with a more radical outcome. The rapidity and intensity of the glissaridos in
ferétre ouvertesuggest more the idea of a wild turbulence pervading the surrounding space.
While in Arita, the shake glissando was stil
triggers the outside and lets it travel beyond its boundaries. The explosion of theotraver
glissandos is not without consequenfmeshe surrounding space. Both the viol and the
harpsichord react to it. Fontyn employs a spatial notation to depict a sesegzachte@vents,
such as a cascade of scales in the harpsichord part and glisgzegtyias for the viol. In this
scenario, the continuous matter is fragmented and broken up into a discontinuous
soundscape.

Hence we have at lea&iur differentpossibilitiesfor theinterpreting thesignification
of the glissandos analyséére

1) a sonicbridge that interconnects two opposite dimensions in a dual circular

system such as silence and soufeh(ps illusoirg

2) an operended gesturthat is left reverberating into silenddémoires;

3) a random and spontaneous motion within a systathput direction or

trajectory Legendg

4) an eruption of vibrations that travels beyond its natural boundaries and

pervades the outside from the inside, in a motion that goes from continuity to

discontinuity (a ferétre ouvertg.
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2.3 Flattement and vibrato

The finger movement on the edge or above a tone hole can produce a gentle or rapid pitch
fluctuation calledlattement It can vary in amplitude and speed according to the effect the
performer wishes to produce. The same result can be obtained with the use of vibrato: the
motion of the airstream produced by the movement of different muscle groups such as the
diaphragm, tB abdominal wall and the throat.

Theflattements traditionally regarded as an ornament and frequently employed in
the French Baroque repertoire. Hotteterre describes its use on long noteRrindisesde
la flite traversiere(1707). In P. D. Philido &asites Hl(te traversiereseuleopp. 1, 2 and 3
(1717 18) theflattements explicitly marked as an embellishment with a horizontal wavy
line.*? Its function is to arouse a number of different affects in much the samthatay
vibrato does. Due to its expressive purpose, it is often considered a sort o¥/ftingex The
gentle effect that thibattemenppr oduces i s O6extrpimetgMdauching
Corrette observed in hidéthode raisonnégour apprendre a jouer de la flite traversiere
(1773)13

Although conceived as an ornament for centuries, only very recently has vibrato
become an integral part of tkechnique otone productioron the flute Since the time of

Marcel Moyse, its extensive use has made it a fundamental expressive component of modern

playing:

Moyse in particular shows a very flexible approach to vibrato and phrasing, and his vilpate is
moderate in speefl..] Prewar recordings of French orchestras show that vibrato was in general use
by French flautists in the 1920s and 19BQ%about 1930 several flautists in America had developed a
style which distinguished them from molgtitists in Francé..]. Marcel Moyse was active as a player
and teacher in America from the 1930s onwards, but despite the great flexibility and more moderate
speed of his vibrato, American flautists have continued to favour a faster and more cobhsitmt vi

than European flautists of the French schbol.

12 Thisis oneof therareexamplesn which theflattementis markedon the score Usuallyits employment
depend®n thetasteandstyle of theflautist.

13 Michel Corrette Méthoderaisonnéepour apprendrea jouer dela flte traversiere(Paris:[n.p.], 1753).

14 RobertPhilip, Early Recordingsand Musical Style(CambridgeCambridgeUniversity Press 2004),pp. 113
14.
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While the constant oscillation of the pitttas described by Moys$ehas become a common
feature in the tone production technique of modern flute players, the employment of both
finger and regular vibrato in the contemporary repertoire is often marked in the score by the

composer as a temporary effect.

2.3.1 The absencefwibrato

Following the line of théarly Music revival and historically informed performance practice,

an increasing number of contemporary composers have begun to rediscover the beauty of a
straight and pure tone when it comes to the traverso. Hsemee of a vibrato dattement

is carefully marked in the score, making it
Swiss composer Robert Strizich wrote the following preliminary performance notes for

Tombeauya duo for traverso and harpsicd:

The notation O0Vbd indicates a pronounced vibrato
found, a Baroqustyleflattement(or finger vibrato) should be performed if at all possible. However, in

the few instances where a tril&ttementis not possible, the necessary vibrato should be produced by

varying breath pressure. Where no indication occurs, the performer mayi apipfiydiscretiori a

small amount of breath vibrato, as long as it is not too pronodfced.

Tombeauepresents one of the first examples of contemporary music for the traverso in
which o6vibratod is used as a paecosposeglohmf f ect .
Thow (19492 007) had made no reference whatsoever
To Invoke the Cloudd.995): on the contrary, still in line with modern flute playing, Thow
mar ked a single oO0non v indoféhis duetdontwd traversog, iasdifr at o)
the presence of the vibrato up to this point had simply been taken for granted.

On the other hand, iBukka Tiensud ©uverture et cadenar flute and harpsichord
(1972) vibrato is treated as a deliberate exgree effegtagain perhaps inspired by the
vibrato-free performance practice of Early Music, even though the work is for modern flute
In his performance note for this piedéensuucarefully indicated three different ways of

varying the vibrato, accondg to its speed and microtonal amplitude, drawing on his

15 RobertStrizich, Tombeador baroqueflute andharpsichordBerkeley,CA: FallenLeafPress1996),p. 2.
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experience of th&arly Music repertoire. In his later pieces dedicated to the traverso and

other period instrumeniswhich will be analysed in the third chapieTiensuuhasalways

specifiedthab vi br at o

6reserved

onl

y

shoul d ®wreatthewery lehst,hoildbe gener al 6

to emphasize t

2.3.2 The presence of vibrato

e

mo s t

In Mémoire Rens mentions three different approaches to vibsataes vibratdor a very

passion

slow vibrato;vibratofor a regular effortless vibrato; asdns vibreffor a straight tone. The

sous vibratdsee fig. 2.6] always appears on long notes and serves the pufpose o

destabilizing the otherwise straight tone quality of the traverso. Thisralmwn way of

producing this specifisousfluctuation of the pitch does not have the same expressive

meaning as a regular vibrato. Compared to the lattegaihe vibratesourds rather

controlled and its pulse more regular. It does not suggest any positive connection to

6sweetness
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Fig. 2.6 Rens,Mémoirg sedion A

Unlike Mémoire HansMa r t i n Ahspielutdgerd teoroughly analysed in the third

chapteri does not present a use of vibrato that is diversified according to its expressive

function [see fig. 2.7]. Linde prefers to approach the use of vibrato from a mechanical point

of view, designating types in terms of the muscle groups involved in the production of two

different effects: diaphragm vibrato (marked with a wavy line) and tongue vibrato (marked

with a wavy line within a circle). While diaphragm vibrato may vary its laoge and,

16 JukkaTiensuu,Mora for tenorvoice andBaroqueorchestrgHelsinki: FinnishMusic InformationCentre,

2012).

17 JukkaTiensuy Tiet/Lotsfor Baroqueflute, Baroqueviolin, violadagambaor Baroquecello andharpsichord.
18 GretaMoensHaenenp Vi b 1GeoveMdsic Online

<https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo

978156159263@-0000029287?rskey=DdMGQW&result=Taccessed 0 June2017].
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therefore, its expressive function, tongue vibrato has a marcbweramplitude and a

simpler effect: it results in a limited and rather noisy fluctuation of the pitch. It has nothing to
do with the sweet and tender quality of traditional &ibr a subtle movement of the tongue
produces a variation in the timbre which is closer to a roaring effect. In this respect, tongue

vibrato can be regarded as a soma$cent manifestation @titter tonguing.
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Fig. 2.7HansMartin Linde,Anspielungensection 11, bar2i 3

2.3.3 Finger vibrato orflattement

In the eyes of many contemporary compostatementrepresents a sure hallmark of
6Baroquenessao. F r o mfingen vibeatoip dlso able t prodpoe amyecle ct i v e
wider fluctuation of pitch compared to regular vibrato: fingers can vary the amplitude and
speed of such an effect with a greater deg@f precision than the inner muscles used to
produce traditional vibrato, such as the diaphragm, the abdominal wall, the throat or the
tongue. One inventive use tdttementc an b e f o uAndpielungenlhe Gedrmad s
composer employs this effeat tong notes when playeapp, in contrast with the use of a
regular vibrato on loud notef)( Flattements used to create a very gentle and intriguing
fluctuation of the pitch, giving the relevant passages a meditative and calm character.

A different gpproach tdlattemenis taken by the Canadian composer and flautist
Owen Underhill inThe Celestial Machingl988) for traverso, Baroque violin, viol and
harpsichord. In keeping with his eclectic style, Underhill creates a few inteiludased
Pesantampietoso(heavy and merciles$)whose tonality stands in marked contrast with the
otherwise harsh atonal character of the rest of the gitattemenis employedo re
invigorate the expressive atmosphere of these sections [see fig. 2.8 and 2.9%ustaved

chords played by all the instruments (and charaetériby small microtonal fluctuations), the
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traverso is able to play a dramatic and dynamically rich melody, featuring an expressive and
slow-motion fluctuation of pitch on the long notes
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Fig. 2.9Underhill, The Celestial Machinéas 108 110
For Robert Strizich too, the employmentflattementprovidesa better fit to the traverso than

regular vibratoln the performance notes of Hlismbeauhe carefully classifies four
different types oflattementaccording to their speed [see fig. 2.10]:
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. FL fvibrato, ch ing from slow (s) to rapid (r) to slow
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o VI.) (s----=--- r)
v, —— Flattement/vibrato, changing from slow (s) to rapid (r)
A\SP
®
Vb (r------- s)
 d—1 Flattement/vibrato, changing from rapid (r) to slow (s)
A\AP .
¢
vb (r )
n-=
” = Flattement/vibrato, continuously rapid (r)
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Fig. 2.10RobertStrizich, Tombeauperformance notes

The importance of this subdivision is central in order to understand the variety of witbcts
which Strizich wishes to experimeritess concerned than Underhill about its expressive
quality, Strizich employs finger vibrato as a tacit and approximatesriea the creation of a
microtonal soundscape. It is not by chance that he makes copious use of it in the atonal solo
flute passages and replaces it with a regular vibrato in the caotabilepassages when the

traverso is accompanied by the harpsichord.

The different uses of regular and finger vibrato can be summed up as follows:

- sous vibratgvery slowmotion vibrato, executed with the contraction of the
abdominal wall or the diaphragms Itontrolled and rhythmic nature is in total
opposition to the free and expressigem of traditional vibrato Rens,
Mémoirg);

- traditional vibrato, controlled by the contraction of the abdominal wall, the
diaphragm or the throat. Its expressiveness temte restricted to fewer
episodes and is not as widespread as modern flute technique would suggest
(Rens,Mémoire Linde, Anspielunge)

- tongue vibrato, aninute butdisturbing and noisy fluctuation of the pitch,
much closer in effect to flutter tonguitigan to the gentler traditional vibrato

- flattementon long and soft note®o create a meditative and almost
imperceptible fluctuation of the pitchifide, Anspielunge)

- flattementon loud notes, with wide amplitude and slow speesl/tike various

formsof Baroqueexpressior{Underhill, The Celestial Machine
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flattementwith controlled speecemployed as a tacit and approximate means

of generating a microtonal soundscag#igich, Tombeail
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2.5 Flutter tonguing

Fluttertonguing is a type of winthstrument tonguing in which performers roll the consonant
0rd on the tip of their tongue while @laying
louder effectalled uvular fluttet ongui nd | at t @r dar
Fluttertonguing is generally markdsy means of one of the following:
1) a standard tremolo marking;
2) ofl z. 6 or oflto, tflaterzu@er man abbrevi
3) 6frull .6, the Fuleot i an abbreviati on
4) 6f . t. 6, the Engli-stingbibmge®.i ati on fo
The first uses of fluttetonguing can be traced to the end oftiveeteenttcentury. In
Tchai kov sThegNukrackeflBoR)#utter-tonguing is introduced to evoke the sound
of acascadingrivéd®One ot her ear |l y ex aDopQuxotgfl&87)f ound i n
where itservedo imitatet he s heepds bl eating. Mahler empl c
ORofdial esked from his Nint h-tdguimpekecutedby( 1 909) :
the flute together with violin tremolos and a cymbal crash, creates the surreal and dreamy
atmosphere typical of this movemeéht.
The different flutteitongued effects can vary according to the speed and the intensity
of their pulsations. While the air pressunefi | uences the speed (for in
are fluttertongued, the pulsation will be slightly faster than the pulsations of soft flutter
t onguet),thepedsigos d@f the tongue has an impact on the intensity of the pulsations.
Whentheinteei ty of the pul sations increases, Ot he
interruptions in the sound become more magkéd@he dynamic of the fluttetongued effect
i s mostly influenced by the air ptedtstkeur e, wh
position of the tongue. When the tongue progressively moves back towards the throat, the

sound becomes more 6uvul ar 6; the more the to

¥ Roland John WileyT ¢ h ai k o v s {Oxfdrds OxBoal Universitg Press, 1985), p. 230.

20 Constantin Florosiustav Mahler: The Symphonigdontreal: Amadeus Press, 1997), p. 290.
2! RobertDick, TheOtherFlute, p. 128.

22|bid., p. 128.
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more it sounds ¢ Paheselwn vamiables (speaddrthe intensity of thg . 0
pulsations) have a direct impact on the global effect the performer wants to produce.

Over the following pages, | shall illustrate a number of musical examples in order to
demonstrate different ways of coordinating the air straadthe position of the tongue

within a variety of musical contexts.

2.5.1 Flutter tonguing on one or few notes

Quite a number of fluttetongued effects are marked on the score with no further indication:
no explanatory signs to suggest either howlay them, or at what speed and intensity they
should sound. Under these circumstanfteier-tonguing is conceived as a simple way to
break down a linear and more traditiosalinding line: the inner quality of the flutter
tongued effect itself and thehoice of how to execute it are entirely up to the perforffiér.

few examples of this simple approacHl&iterzungecan be found in pieces such as
Anspielungerby HansMartin Linde andlraverso poemay Vasco Negreiros.

A flutter-tonguing marking ap@es at the end of the last sectiorAoispielungenThe
main motif of this section is characterized by two elements: a fast sextuplet arpegio in
minor (marked staccato) aachumber of more relaxed and cantabile triplets. The motif is
repeated four tireeand modified in various ways each occasigffior instance by rhythmic
changes. The fluttelonguing is marked as a tremolo and serves the purpose of breaking
down the linearity and the repetitiveness within the last section of the piexstd. Due to
its rapidity and dynamic, the fluttéonguing needs to be executed rapidly and intensively.
The high speed of the pulsations requires fast air pressure in order to let thedhgtexd
notes resonate as ldydis possible. The position of thengue can vary from one person to
another; but generally, the tongue is placed preferably not too far back towards the throat,
since no special uvular flutter is asked for by the composer.

One more example of such a textural employment of flitteguingcan be found in
Traverso poemgaa solo piece for traverso, written in 2013 by the Portuguese composer Vasco

Negreiros. The structure of the piece is rather traditional: it begins with a melancholy modal

23 Fluttertonguing can bapplied to many other sonorities (such as jet whistles, residual tones, harmonics,
microtones, glissandos etc.), producing further variations in timbre.
24 An exceptionis Legendeoy MasahiroArita.
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melody that keeps on swapping chromatically from moee to another. It is conceived as a
written i mprovisat i o Thesesnedds acerempibged guitedreety,6 s mo
as the main theme is already a combination of the wioole scale (E# G#A#-C-D-E) and

the octatonic scale (E-G-G#A#-B-C#D-E). This subtle and repetitive harmonic oscillation
contributesnytsea erheoeupi anedsddreamy at mospher e,
Syrinx which was composed exactly a century earlier, in 191Brdamerso poemano

extended techniques are emyd, with the exception of one short instance of flutter

tonguing in the middle section. In terms of performance practice, the flattguing effect is
preferably executed as soft as possible (betyé&aro andpianissimg. As with the many

trills scatteed throughout the whole pie(a@ways playedrom the upper note, ithe French
Baroquefashion) the fluttertonguing can here be regarded as a simple embellishment. In

order to play it consistently within the delicate soundscape created by Negreiros, the tongue

is better placed not too close to the teeth, avoiding an aggressive and bitingWahrttie

air pressure diminished, the speed of the pulsation will decrease and thedhgieed note

will sound as soft arequired [see fig. 2.11].
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Fig. 2.11VascoNegreiros,Traverso poemaexcerptfrom the first page of the piece

2.5.2 Flutter tonguing on several notes

There is a markedifference between placing a fluttttmgued effect on one or a few notes

and applying it to a longer linds seen immediately above, a subtle and isolated use of
flutter-tonguing can be regarded as a simple embellishment. Its decorative employment takes
precedence over any structural function. In such cases, it serves the purpose of providing
shape and charaxtto certain pitches in order to counter a sense of repetitiveness

merely seeking tsurprig the audience with a transient special effect.

25 QOlivier MessiaenThe Technique of my Musical Languagans. John Satterfiel@Paris: Alphonse Leduc,
1956), pp. 5860.
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Nevertheless, the use of fluttemguing can be extended to longer melodies or motifs
and become more systatit and organic to the piece. An example of this approach can be
found inTo Invoke the Cloudd.995) by John Thoycomposed in 1995 in honour of Luciano
Beri ods seventieth bir tthedravgrsoadameandofevokingo r k T h
0 e x o mbres.drhetpiece, originally written for the traverso and live electronics (and later
revised for solo traverso or alternatively for two traveisos modern flute$ without live
electronics), is inspired by the rainmaking rituals of Native Americaadrib
Specifically, Thow wrote the piece with the sound of the Hopi flute in #fifithe
Prelude ofTo Invoke the Clouds based on a recording of a Hopi flute from the beginning of
thetwentiethc ent ur y. The s of t n eaonagwithfthe indessantuseafaer s o 0
colourful palette of microtones, tremolos dtattementsgivesthe musica sense of fluidity
and lightness. In contrast with the general moothefpiecethe fluttertonguing effect is
added to produce a vibrant and erupstream of noise. By using it first on long notes and
later on descending chromatic scales, the composer is able to halt thbenz@nsdike
rhythm that otherwise characterizes this deee fig. 2.12].
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Fig. 2.12John Thow;To Invoke the Cloudsars 95/ 97

The fluttertongued effect is vibrant and loud; the player is advised to execute it at a quick
pulse supported by strong air pressure. The sound quality that thetfiuigeing takes on

wi || be down to the perf or meertosgued padsggescaret . Ne

26 The Hopi flute is a native Americantraditionalfipple endblown flute, employedduring the rainmaking
rituals of the Hopi ceremonyThis ceremonyastedallegedlynine daysandwasperformedby two divisionsof
Flute priests;eachdivision hadanelaborateltaraboutwhich secretiteswereperformed The earliest
specimen®f this flute aredated620and670AD andwerefoundin acavein PrayerRockValley in Arizona
duringanarchaeolgical expeditionled by EarlH. Morris in 1931.
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often placed in the high tessitura and sound rather dissonant; therefore, the tongue may be
positioned somewhat forward to favour a harsh timbre.

In Legendea piece for solo traverday the Japanese compodéasahiro Arita
flutter-tonguing is employed iassentiallytwo different circumstances: in the final stage of
anaccelerandanotion, and as a sonic wave that pertumgtherwise plain aniihear
soundscape. In both cases Atrita brilliantly exploits the full potential of teftonguing to
its limit. The piece startientowith a series of repeated pitches, nanBgndeb"”, each time
modified with alternative fingerings that create different micro intervals and with grace notes
that create subtle syncopations. The initial steady but slow pulse is employed in order to build
up the tension through the reiteration of the sartezvals and the increase of the dynamic
level, from an initialpp to the finalf. The response to this tensiooincideswith an
acceleranddhat leads to a flutteilongued atonal brokezhord, playedff. Later in this first
section, threl samed06enhb a furthermime os two diffprenat ed a
pitches {#' andb¥. A forward position of the tongue and strong air pressure can contribute
to the powerful and noisy effecalled for here

The second employment of the fluttengued effect is completely alien to the
previous one and to the overall structure of the first section of the piece. This time the
flatterzungas isolated and detached from the surrounding soundscape, heightening its
explosive nature [see fig. 2.13]. While the reiteration of the same pitches helps to forge a
warm and calm soundscape, a number of unexpected and rhapsodic motifs emerge as
outbursts of energy. After a few quick grace notes and rapid chromatic scakgs(kdud,
rapid and accentuatgdn complete contrast with ttetbow pace and atmosphere of the first
part ofthe piecethe last fluttetongued broken chororingsthis sectiorto an end
introducing theAnimato that followsThe effect of the fluttetonguing here is theighten
the rhapsodic character of this section. This gesture is not a direct result of the dynamic
motion as it was in the previous case. Here, the flatieguing is used to abruptly halt the

previous, plaintive section and to antaip the agitated music that will follow.
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Fig. 2.13Arita, Legendeexcerpt
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2.5.3 Uvular flu#ftleantteodgui ng or Oroar

Later, in the second part dfegendeArita requires the flautist to play a series of regular

flutterrt ongued notes i n cbmbihatdoaf wech. t ileedlr a
pitch markedpianag, in contrast with earlier pitches, markieahdff. Thepiano effect together

withth e éfrlouatrt er 8 contri bute to the imdensity a
which would otherwise sound weak owing to the fork fingerings required to execute it.

Within this context, these two different flutteanguing techniques are applied

combination with other articulations, namelyubletonguing(tuku d i d @nd the regular

staccatgsee fig. 2.14]. Arita explores here all the possible nuances that can be produced by
modifying the effect on a single pitch while keeping the pulssteoh and steady. The subtle
difference in articulation created by this obsessive changing of the tongue position transforms
each note into a sonic world of its own. As Robert Dick explains, the uvular fiotiguing

can be obt ai ned efarbsckiptheathraatrand fluttérieg as roughdywand

noisily #s possiblebod.

b (throat) (fongue) oy -
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Fig. 2.14Arita, Legendeexcerpt

As has been seen throughout these various examples, the function of flutter tonguing
can vary from the merely decorativestmmething essential to the basic structure of the piece.
When the decorative aspect prevails, it can be regarded:

1) as an embellishmeniiggreiros,Traverso poema
2) as an articulation (second sectionfof | tegendg
When essential to the structure, ight serve:
1) as a resolution of a tensiwalease mechanism (first sectionfof i t a 6 s
Legendg

27 RobertDick, TheOtherFlute, p. 129
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2) as an interruption of the linearity and the established pattern of a

certain melody (Lind@ Anspielungermandend ofthefirst section of

Ar i tegend
The dfect of flutter tonguingon the traverso does not differ radically frématobtairedon a
modern flute Certainly, he material of the instrument has an impact on the volume and
texture ofthe resulton a wooden flute, flutter tonguing soursidster andess piercing than
whenproduced on a Boehm instrument made of metal alloys. But besides that, the frequency
andthchar shness of the flutter tonguing surely
than on the type of flute being employed. It is therefore extremely important for pedormer
to acknowledge and experiment with the various types of flutter tonguiegtetieing
presented in this sectipim order to choose the omigat best conjures up the affect they wish

to convey
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2.7 Microtones: the effects

A microtone is any musical interval or difference of pitch distinctly smaller than a semitone.
A wide vaiety of differentsizesof intervals have been employeddifferentworld cultures

over the centuries: from the Hellenic civilizations of Ancient Greece, which left only a few
fragmentary records of their mugftto the music of the Indonesian gamelan, which has been
a strong inspiration for many composers in the West. Instruments such as the archicembalo,
described for the first time by Nicola Vicentino in 1555, were invented to explore
microtonality and just imnation, by adding extra keys and strings to the keyboard in order to
create a system that could provide up to 31 equal divisions of the é¢tave.

Due to its natural flexibility in tuning, the ofeyed flute has been used to explore
microtonality almossince its emergencaL 6 ar t de | a (17d0)the Ferenchr av er s i
flautist Charlesle Lusse (ca. 172@a.1774) presented what is considered the first complete
chart of quartetones, writing in the appendix of his method a tune entitiea la grecque
in which those intervals could be appli#dA few years later one of the bdstown flute
virtuosos of his time, Pierr&abriel Buffardin (ca. 169A.768), referred directly tde
Lusseds microtonal pieces, exptoresisalatteay hi s in
published inMercure de FrancéSeptember, 1764}.

The employment of quartéones can be conceived in two opposite ways:

1) as an expansion of the eqiempered chromatic scale;
2) as a means of redefining musical intervals in ordénftect and
diversify the intonatbn system imposed by twehtene equal

temperament.

2Aristoxenus describes the enharmonic genus as the ot
characteristic intervalisma j or t hi r d, ¢ al pykndntodeldividen byetvio,intelvadsamaillen g t h e
than a semit o(@proimaely guartbitoded)i e s e s 0

22 Nicola VicentinoL dant i ca musi ca r i d@®dme:aAntaio Baare, Mb65Rarievedh pr at t i ¢
from https://imslp.og/wiki/L%27antica_musica_ridotta_alla_moderna_prattica (Vicentino%2C_Nicola)

30 CharlesdeLusse L 6 aeld flute traversiére(Florence:Studioperedizioniscelte,1997).

31 Ingrid KollpacherHaas,6 P i -&abrietBuffardin: SeinLebenundWerk (mit T a f eStudiedzyur

Musikwissenschaff5 (1962),298 306.
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2.7.1 Quartertones

Due to its natural flexibility, the orkeyed flute has broadly encouraged the employment of
enharmonic intervals. As early as 1726, J. J. Quantz invented a second key to autkie fl

to play notes such &b andD# as enharmonically distinct pitches:

In the tuning systems generally used throughout most of the eighteenth century, the flat was played
higher than its enharmonic sharg \iZas sharper thabD#. Q u a n $ygteinsof fingering for the flute
contains further enharmonic fingerings, four of which require the use of a second key operated by the

little finger of the right hand. Quantz invented this second key in 1726. It closes a second slightly
smaller hole boretieside the Bh o | e . By Quantzés own admission, the
popular, and only a few makers later in the century included it on some of their instruments, such as

F. G. A. Kirst and Johann George Troml#2.

Quartertones are often enfgyed in order to produce a series of small intervals that can be
juxtaposed with each other and give a sense of a greater fluidity and continuity of sound. This
effect is well illustrated irsnared Harmonyy the Canadian composer Rodney Sharman
(analysedn the third chaptgr In this piecefor traverso, string orchestra and harpsichord,
Sharman is able to achieve a strong destabilizing effect through the use of a microtonal
language.

Another interesting way of usingquarteones can be found in 060
the first movement ofiet/Lotsby Jukka Tiensuil again studied thoroughly in the third
chapter. Tiensuuses a series of clashing microtones on long notes in order to create an
unstable and vibrant harmonic tension. In bar 21, for instance, first the flute playsa&, long
then the vich da gamb#ollows a quartetone higher, succeeded by the violin a quaxiae
lower, finally the harpsichor@nterswith a dissonant cluster made up&fAb-Bb-B [see fig.
2.15]. The same kind of pattern is later reinitiated, starting from bar 34: the flute executes a
long bb", followed by the violin with &' and theviola da gambab". From bar 37, the
previous tension is released by means of pitch fluctuations involving spnedrd and

downward glissandos.

32 JohnSolum TheEarly Flute (Oxford: ClarendorPress 1995),pp. 46i 47.
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Fig. 2.15Jukka Tiensuup O p i/ rStt iued y (Tiet/Lotgpbail2i 16

2.7.2 Beyond the quartettone

Microtones can be extended far beyond the range of a gtamerSmaller intervals are

made possible bgradually covering the holes of the flute with the fingers and tuning those
pitches withan inward or outward rolling of the instrumekamples of how to employ such
small intervals appear il r i tegenhdeln the final section of the piece, microtonal scales
are introduced as soft and rapid gestises fig. 2.16] These scales are anticipated by two
long flattementsn which the pitch freely fluctuates. It is important here to stress the different
effects produced by the use oflattementand the playing of a microtonstale especially

when these have to be achieved in close proximity with one another. The finger vibrato
produces an unpredictable and rather smooth oscillation of the pitch, whiléctioéomal

scale has its development precisely notated in the score and, consequently, sounds more
controlled.
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Fig. 2.16Arita, Legendeexcerpt
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Because intervals smaller than quatteres are hard to discern even for the finesttbar

creation of such tiny microtonal intervassperhaps more interesting from an analytical than

a listening perspective. lregendethe rational component takes over from acoustic
perception. I nsofar as our aretical/arithmaticals y st em c
approach to microtones (according to which further ratios and smaller fractions of an interval

can be constantly produced) represents a rather difficult challenge to average listeners, often
unable to distinguish such tiny variatiomsthe pitch. For performers too, the execution of

intervals smaller than quartewnes, especially on the okeyed fluterelies on the

p er f o sens@iflityitbe absence of an efficient and complete key system, such as the one

that the modern flutecamf f er , makes the performero6s contr
instrument less systematic and more subjective. On the Boehm fluteeyesh system), a

more defined degree of precision over the variation of the pitch is facilitated by the

employment of alkort of keys; inThe Other Flut€1975) Robert Dick is able to present a

rather complex chart that incorporates up to 210 pitches, ranging from eoagstrto thirty

second tones. Nevertheless, despite the incredible effort made, such a meticuloisi@ubdiv

appears somewhat utopian. Within each distance of a semitone, Dick is able to list between

three and seven (!) different fingerings that might enable the player to fill the gap between

one pitch and the next, creatingnicrotonal gamuof extremelys ma | | steps which

|l ogi cal rather than an acoustic extension of

Late modernist and pestodernist approaches to microtones reveal a gradual change
of perspective where their acoustic perception is concerned: from their primarily modernist
conception as 6émental gymnasti cs Hleptothew super
relocation into a dimension where they become highly evocative and expressive:

1) microtones as a theoretical challenge in the subdivision of an interval into

smaller fractionsA r i tegendg

2) guartertones as a precise maanf redefiing musical intervalgo achieve a

better approximation than the one delivered by twétve equal temperament
(Ti e n SietldisandS h a r n&maredl slarmonigs
As seen in this section, microtones appear quite frequently in the music written for the
travesso. The opetole nature of the instrument invites experiments with pitches and
timbres. In such a literature, more systematic subdivisions of the tone (as in the case of

guartertones) are rare compared to other approaches which rely more on subjective
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perceptions. The subtle handcrafted differences between one specimen of traverso and
another prevents composers from conceiving a precise scheme of subdivision of the tone,
equally suitable to each i nstr ume ntibn Not
constitutes an interesting possibility for the performer to free their imagination and find
personal ways to perform microtones in accordamtethe characteristics of their own

instrument.
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2.9 Other extended techniques

As in the case othe modern flute, the range of extended techniques for the traverso is quite
wide and constantly evolving. Techniques such as multiple sonorities, percussive sounds,
whisper tones, jet whistles and singing and playing simultaneously represent valuable
reurces at the disposal of composers who wish to enlarge the possibilities of the
instrumentdéds sound palette. Nevertheless, th
the onekeyed flute mean that their sonic outcomes are different too. For instamnstdew
tones will produce fewer and mualeakerindividual partials when attempted on the traverso
compared to those that a modern flute could achieve. This is due to the simple fact that the
diameters of the finger and embouchure holes on thé&eyed flute are much smallérhe
sound of percussivdfects on the traversis also wealcompared with those obtainable on a
modern flutepwingto the resonance of h e | neetalttuber addsits noisy kesystem.
Other techniques can be surprisingly efficient on both instruments, such as singing and
playing at the same time. Besides its use in folk music and jazz, one of the earliest examples
in modern playing of such a technique can be traced badke&hape of Silen¢&969)for
flute, by the American composer and harpsichordist Joyce Mekeel compd€g&PinAs
John Heiss explains, O6spoken words, sharply
sustain lowregister pitch with a predominantly widitke sound, which are obtained by
blowing rapidlyacrossr at her t han P Prdlavingthe Ibil mevhofl eMek e el
in 1988 the same technique was employed by Lindespielungenby pronouncing nasal
consonants (o6nd6) alternated with short syl l a
rhapsodic and mumbling effects that help tetain the lowregister pitches.

Nevertheless, an acknowledgment of the organological differences between the
Boehm and the onkeyed flute is essential to avoid misjudgements. On the one hand, it is
important to encourage experimentatwith techniques that have been borrowed from the
modern flutebds range of contemporary technigq
techniques might work differently on an earlier instrument; on the other hand, it is also
fruitfult o | ook back at past tradition iin order t

including flattement the use of enharmonic, diatonic and chromatic intervalsthend

3John Heiss, 0T h Perdpdctives e NewNVugit0/S(09T2), d 558,
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employment ovaried,multiple-tonguedarticulations(such agl i ddil ddgdad 6 I-1 d a
d a d 6dndt chad érl al ddgal ih aider to see what role they can still play in shaping new

aural experiences.
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3.3 Theeceaepertoire for the traverso

All the techniques presented in the previous chapter pffesible ingredients towards
musicallanguage with the potential tombine innovatiormndtradition. The techniques

described afford new sonic possibilities for the traverso which nonetheless remain

constrained by and hence in dialogue witht he i nstrument és construc
its historical tradition. But it is the complex inéetion between cuttingdge and more

conventional trends whiamow needs to be studied from a stylistic viewpoint.

Before unfolding all the aesthetic nuances of such a varied repertoire, it is essential to
keep in mind whatvassaid in the first chapteroncerninganachronism and idiomaticitg
the use operiodinstruments. From a strictly empirigagrspectivecomposers from the late
1980s have been directly influenced by the eviddrased methodology of HIP specialists
The developmenfrom the edy 1960s,0f a refined and historically informed performance
practice of Early Musitbas demonstrated how instruments fromeigihteenticentury
function differently from their modern counterpartéie acknowledgment of early
instrumentsdé specific or gaanohichgontempdraryf eat ur es
composergan achievenventive and, at the same time, idiomatic ways of creating new
music for themThe works analysed in this chapter #fere often suggest a desire among
composers tdistance themselves fromtheavgnar di st path of writing
instruments. At the same time, these composers have not entirely renounced the use of a set
of advanced techniques that can be adajotdloet idiomatiqquaities of period instruments.

Such a renewed awareness regaythe use of period instruments has very little to
do with the anachronistic approach of neoclassical composers at the start of the twentieth
century, discussed in the first chaptEne predominance in this repertoire of materialist
aspectgsuch aswew tetural, stochastic and spectral trepdser naive attempts to
reconstruct archaic and nostalgic practices from the(pagtneoclassical uses of period
i nstruments as a f dsrepitonized by thehattemtiorapaid to sound &nd c i s m
timbre, nowconceived as primary compositional resources.

Alongsi de this more Opositivisticd approach
this new repertoire from what we might call
guotations, musical aitifs and reversions tearliers t yl es and genres. The
Baroque milieu has served as a source of inspiration for reconnecting contemporary

composers with period aesthetics, transcendindernist orthodoxieand enabling a play
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between tonalityand atonality, tradition and innovation, old means and new sounds. This
play is central to pognodernism and to the contemporary traverso literature as well.

Developing arawarenessf the difference$ both technical and aesthetibetween
the Baroque f Il ut e aisabsentialifsheanacbronsmamdconfusiaant er p a
seerbelow( n t he s e Misdorceiveceworksthé riskeofl caricature and exoticist
c | i)ate ®de avoidedn imaginingt he o6h{th®ef buye¢s) d we shoul d
linear and progressive succession of little improvements which smoothly connect eighteenth
century instruments to contemporary achievements. On the comtamyparson ofthe
instruments of today with copiésor originalsi from the eighteenth centumngakesit clear
that the organological differences between the two specimens are as strikiogehgtween
an eighteentitentury Flemish harpsichord and a modern Steinvay.

Although regarded with suspicion by a fetve more recent revaluation of the one
keyed flute no longer elicits such controversy amongst contemporary composers. The
increasing acknowledgment of its idiosyncratic qualitiésanks to the achievements of HIP
in recent decaddsguaranteesthepead ul coexi stence of both the
traverso. Contrary to earlyventieth century Darwinian attitudes postmodern framework
has allowed both instrumentsremain in use, untroubled by claims for the superiority of one
above theother What is more, the plurality of pestodern aesthetidsas will become
apparent in the course of this chaptéras allowed the traverso to flourish in different
environments: from conservative and amthdernist contexts to experimental and futigis
soundscapes. The variety of styles and techniques employed over the last four decades has
been incredibly rich and has produced a diverse repertoire. However, the goal of this chapter
consists in outlining a set of main trends and recurrent featuagsatiempt to establish a
few aesthetic categories.

In order to offer as full a picture as possible of such a complex literbhaee
divided this chapter into six main sections, each of which seeks to focus on a specific
composer or group of composgpsesenting their output as an example of a broader aesthetic

trend:

1 Althoughthed mo d #ute osédto performWesternclassicaimusicrepertoiremay,asArdal Powellwrites,
6 d i ih digaificantwaysnotonly from thoseBoehmandhis contemporanpuilt andp | a ytlsdnétruments
adirectdescendantf B o e h m847sylindrical flute andsharesmorethana few basicfeatureswith it; Ardal
Powell, TheFlute (New HavenandLondon:Yale University Press2002),p. 164.
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The first section introduces the earliest attempts at writing contemporary

music for the traverso, revealing their inevitable ongoing attachments to the
twentiethc ent ury todeérnibohl ot edmr i ting.

The second section highlights the use of irony and sarcasm as basic

ingredients of postnodernist music, analysing works composed by the

Finnish composer and harpsichordist Jukka Tiensuu.

The third section feat uanexampléafthguel i ne
European posimpressionist traditionifiplicitly opposedo the modernist

avantgardes and the Second Viennese Schooh,way thatonnecs the new

traverso literature to the Bgan-French twentiett e nt ury O moder no6 f
tradition.

The fourth sectiowonsiderghe substantiaCanadian repertoire written for the
traverso, which fuses minimalism, modality and neoclassicism

The fifth section takessue withworksthat betray aexcessive dependence

on practices associated witie modern fluteor rely on a postnodern wave

of decorative Orientalism.

The sixth section offers an overview of the music | have commissioned from a
number of different composers, featuring additionailgokinstruments such

as the Baroque violin, the viol and the harpsicheittherwith or without the

use of electronics.
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3.1 The birth of a new repertoire for the traverso: between collage and

birdsong

Much of the newrepertoirefor thetraversas basedon acommonprinciple: thatonly
througha deepunderstandingndsincereacknowledgemerdf thet r a v e¢echeicald s
ddiosyncrasie@cancomposersuccessfullyachievenew soundsandtechnique®n this
instrument Sucha delicatebalancebetweeristoricalawarenesandtentative empirically
constrainednnovationworksto underminghesimplisticbinary oppositionghatso often
characterizelebateon bothmodernismandpostmodernism.

Our journeyinto thenewrepertoirefor thetraversostartswith Anspielungenasolo
piecefor theonekeyedflute composedn 1988by thewell-known Germarflautistand
composeHansMartin Linde. Anspielungenvasdedicatedo L i n c¢caléaguekonrad
Hunteler.The Germarrootword anspielerembodiesa doublemeaningbeingtranslaable
into Englishasbothé t o wandé a | t aVlihde thefirst meaningreferstothep i ec e 6 s
considerableiseof extendedechniquesthe secondstanddor the densevariety of quotations
drawnfrom thetraditionaltraversditeraturethatarereworkedthroughoutts different
movementsThesencludequotationsnotonly from JohannSebastiaBachi the Sonatan E
minor BWV 1034[seefig. 3.1], the Fifth BrandenburgConcertoBWV 1050(seefig. 3.2]
andthe Partitafor soloflute BWV 10137 andCarl Philipp Emanuelthe Sonatan A minor
for soloflute H562), butalsofromMo z a €anadirson G K31323

Thepieceis dividedinto fifteen micro-sectionghatareindividually separatedhy ad
libitum restsof differentlength.Sucharecurrentoreakingdownto silencehelpsinvigorate

theoveralleffectof fragmentatiorthatLinde creates
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8 Linda H. Perekstagl wentiethCenturyCompositiondor the BaroqueF | u(DM dissertationFlorida State
University, Schoolof Music,2001) pp.39i 44.
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Fig. 3.1HansMartin Linde, Anspielungenbars 4i 5

Fig. 3.2Linde, Anspielungenbars 16/ 17

Anspielungertonsistf a patchworkof differentmusicalidiomsandgestureswith little in
theway of continuity or consistencySlow andlyrical sectionsareofteninterrupted or
dissolvedinto morevirtuosicandfastpassages he presenc®f numerousextended
techniguesasthe effectof modifying andtransformingthe natureof eachmusicalphrase.

Themajority of theseextendedechniquesareborrowedfrom the modernflute
repertoire theseincludesingingwhile playing, flutter tonguing,glissandosandslap
tonguing Othersaretheresultof L i n doagesperiencasarecordemplayerandinvolve
differenttypesof vibrato (namelyhardtonguingvibrato,diaphragmvibratoandlip vibrato).
Still othersaretechnigueshatbelongspecificallyto thetraverso suchasfinger vibratoor
flattementin line with the FrenchBaroqueflute tradition of Hotteterre Philidor, Corretteand
Delussé

To aninexperiencedudienceAnspielungemight soundlike merelyanexercicede
style astudyin which travesoplayerscantestoutthe newsoundpossibilitiesthatthe
instrumenthasto offer modernears.Neverthelesshis way of listeningdoesnottakeinto
accounthefull potentialthatL i n dverkcencealdehindits experimentafacade.Sucha
listeningapproachdirectsits attentionto justoneaspecbf thew o r ktlé s 6 b u ywhile ,
ignoringits connotation®f 6 a | | wu chddmancethesequencef musicalquotations
scatteredhroughouthe piece.Althoughwell interpolatedtheseshorttonalborrowingsdo
notaimto transformtheatonalnatureof L i n dverkasawhole.All thereferenceso the
traditionalflute literatureareeithertoo shortor too fragmentedo polarize the attentionof the
listener.As brightfalling stars,suchtonalelementanight deceiveanaudiencerying to
navigatethedarknes®f theatonalnightbut, in fact, theyarejustatemporaryreminderof a

utopianeraof tunesandtonality which still remainsbeyondreach.

4 |bid., p. 46.
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Anspielungertontainsbothlate modernistandpostmodernistfeaturesThelanguage
itself retainsits atonalrootsbutin placesfinds itself crossfertilized with atonallanguage.
Throughits assemblingf fragmentdrom the Baroque andClassicisfflute repertoirethe
final work could easilybe characterizeésanavantgardistcollageof newandreworked
material,a patchworkof traditionalidiomsbroadlycoveredby thick layersof drippingatonal
paintandhardenedrusheof extendediechniquesandspecialeffects.But, as foreseerby
thetitle, theambiguityharbouredn Anspielungenvould becomea hallmarkof the

forthcomingpostmodernisiphase.

Anotherimportantfigure in the history of the historicallyinformedperformanceractice
movementthe Englishflautist StepherPrestonjs the creatorof anewimprovisatorysystem
conceivecentirelyfor theonekeyedflute. It is calledG@cosonicéandis basedon birdsong,
following the exampleof Olivier MessiaenThis techniquesoonbecamehe modelfor a
numberof works by othercomposerssuchasEdwardC o w i Tdé@SsftComplainingFlute
(2004)° JoT h o maesdos Baroqueflute andelectronicg2004),dl Prestonéand
d 6 A mfromdohnT h o vBixBuetsfor two Baroqueflutes (2006)andSergioRobertode
Ol i v éboutBidssandHumans

In the newmusiche hasfosteredfor theinstrument,Prestorrefusesanytraditional
approacho traversatechniqueandconceivegheinstrumentasa simpleconicaltube with six
finger holes® All traditionalBaroquefingeringsaresidelined Instead he exploitsthe sixty-
four hexagram®f the Chinesd Ching Thehexagram arecomposedf six stacked
horizontallines, of which eachis eitherYang(anunbrokenline) or Yin (abrokenline with a
gapin its centre)[seefig. 3.3]. Prestorusestheseto createan equivalennumberof new
fingeringsfor thetraverso Thesix linesof the hexagranreferto thesix finger holesof the
Baroqueflute (the seventhholeis coveredby thekey andis nottakeninto consideration)
Thebrokenandunbrokenlinesrepresentespectivelyopenandclosedfinger holes[seefig.

3.4].If anytraditionalfingeringsariseunderthe systemijt is purelyby chance.

5 The pieceis written for traversoandsix sopranoslt wascommissionedrom Cowie by the BBC Singersin
2002andrecordedyy them,with Prestorplayingthetraversapart,on GesangbuchChoral Worksby Edward
Cowie CD, SignumClassicsSIGCD331(2003).Thetitle refersto theeponymousir fromH a n d @deforsSt
Ce c i Day, &l\W\s76.

6 Theseventhhole,coveredby thekey, is treatedseparatelyasavariableandnon-systematielement.
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motifs in an attempt to broaden then s t r uamge oftsdusd possibilities. According to

ornithology, birdsong is capable of arousing a wide spectrum of emotions in its listehers

t h r eaagryédindendy speed up its song, increase the dynamic

Preston observe$, a

range and, if it has a small vocabulary such as wrens and tits do, reiterate the song more
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frequently. Birds with a large vocabulary, such as blackbirds and song thrushes have a much
greater range giossibilities, being able to change timing, speed, rhythm, pitch, dynamic
range and ’Aviannsbngseand cals do nobexhaust their expressive potential by a
traditional semitone division of the octave. A full spectrum of nuanced effects and

microtones enriches the vocabulary of birdsong and makes of it a multifaceted and volatile
repertoire of sounds$iard tocategorizeowing to theinherentlyimprovisational character of

Pr e st o n.oTkanks tp gstomeholeconstructionthe onekeyedflue 6 s pi t ch f | ex
providesan opportunity to emulate birdsong in terms of htstlexpressiveness aritd

originality:

The problem was that the semitone as the smallest division of the octave was too large. This suggested
an investigation of a systebased on intervals smaller than a semitone: i.e., getaries. Such a

system would satisfy the need for flexibility in interval wicdind would without doubt come closer to

a characteristic of the songs of many avian species. Equally important, itmwealdthat the

characteristic flexibility of the Baroque flute could be more fully realised, and its potential more fully

explored®

Pr e s techmquesepresentsot only anopportunityto revivetheinnerqualitiesof the
traversobutalsoan efficient way of broadeningts paletteof effectsandsonoritieswvay
beyondits traditionalsoundscapelogethemwith L i n dAespieungenP r e s ecosonics
welcomedthetraversainto therealmof contemporarynusic The useof advanced
techniquesmanyof which areborrowedfrom themodernflute vocabulary hasopenedhe
doorto unexpectedonicpossibilities At the sametime, we haveseenthatthe explorationof
sucheffectshasherereliedon a numberof avantgardiststereotypesncludingPr est on 6 s
chancegeneratedechnicallanguag€inspiredby JohnC a g aseaf | Ching), hisapproach
basedn soundmimesis(thetraversoactingasthevoice of birds) and asPhilippeRaminhas
observedthemu s isegbescef fragmentecandunrelatedd ma n n greis ¢ {{aifeatused
alsoapparentn L i n dAespiedungen® Completeemancipatiorfrom suchmodernistclichés
hasnotyetbeenachieved.

" StepherPrestonp B i Songiasa Basisfor New TechniquesindimprovisationalPracticewith the Baroque
F | u(Ph®dissertationJniversity of Plymouth,2004),p. 131.

8 1bid., p. 59.

9 PhilippeRamin,reviewof EuropaRitrovata,Affectis no Crime: NewMusicfor Old InstrumentsCD,
Arcana/Outherdlusic A116, Diapason February2020.
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3.2 Time for irony: the case of Jukka Tiensuu

The Italian novelist and literary critic Umberto Eegpoundeda fascinating metaphor to

elucidate on&eya s p e ¢ t -moderniship o s t

I think of the postmodern attitude as that of a man who loves a very cultivated woman and knows he cannot
saytohner, 61 | ove you madlyd, because he knows that s
these words have already been written by Barbara Ca
Cartland would put it, I love you madiyAt this point, having avoided false innocence, having said clearly

that it is no longer possible to speak innocently, he will nevertheless have said what he wanted to say to the
woman: that he loves her, but he loves her in an age of lost innocence. If the gaeaaiong with this,

she will have received a declaration of love all the same. Neither of the two speakers will feel innocent, both

will have accepted the challenge of the past, of the already said, which cannot be eliminated; both will
consciouslyanavi t h pl easure play the game of ironyé But bof
speaking of lové?®

AlthoughparadoxicalE ¢ on@ephorreinforcesthe ideaof postmodernismasa condition
which welcomegheexpressiorof feelingsonly atthe costof channellingthemthrougha
refinedsystemof citations How doesoneenterdhe twinkling kitschrealmof thelate Dame
BarbaraC a r t ¥ weithodtéuccumbingo rhodophobiaEcad answelis simple: by
relinquishinginnocenceand,insteadrelying onirony. Theoutputof the Finnishcomposer
JukkaTiensuuinvitesusto do thesamethestratificationof differentencoded a f famadt t s 6
referenceso pastidiomsthatoperatesn his musicneed to be analysedvith a certainlevel
of ironic detachment.

T i e n givetséingerestyfrom Early Musicto computersoftware)arereflectedin
thediversity of his compositionaktyle.In abookchapteron6 N eMusicof Fi nl1*an d 6
Kimmo Korhonenbriefly summedup thevarietyof strategiesn T i e n snusicfdom the

1970sto the beginningof the twenty-first century,from his first useof live electronicsand

10 UmbertoEco, Postscriptto the Nameof the Rose trans.William Weaver(SanDiego,New York andLondon:
HarcourtBraceJovanovich,1984),pp. 67i 8.

11 SinclairMcKay, 6 D o Kesswith BarbaraC a r t [Theffededraph 15 August2013.Rhodophobids the
fearof all shade®f pink.

2 Kimmo Korhonen,dNew Music of Finlandin NewMusic of the Nordic Countries ed.JohnDavid White and
JeanChristenserfNew York: Pendragon2002),121i 286.
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spectralanalysigto his latestso-calledé n-@ @ o ¢ | awwrksit® Tiensudhasdevotedmore
attentionto the harpsichoradhanto any otherinstrument# from anearly moderniststyle
Ouverturefor flute andharpsichord1972),in which heexploresmicrotonesandspectral
harmoniesn the mannerof PaavoHeininen,to his latestorchestralvork entittedMora
(2012) aplayful andunrestrainegbiecefor tenorandBaroqueorchestran which alterrating
expressivendsarcastianotifs (playedby the orchestraandsungby thevoice) seemto
weavethemnmselesinto anewmusicalrhetoric,regularlyexploringthe boundariedbetween

thetonalandtheatonall®

3.2.1Musicaambigua

It wasonly after 199 that Tiensuu,asa composerstartedto showaninterestin period
instrumentsotherthanthe harpsichordCompletedn 1998,Musicaambigua jointly
commissionedy the WarsawAutumn FestivalandFinnishviol playerandcellist Markku
LuolajanMikkola, is scoredentirelyfor periodinstrumentgrecorderor traversoBaroque

violin, viol or Baroquecello, andharpsichord)It representanundoubtedreakthroughin

Ti e n stylgysiheepreviouslyhehadalwaysusedthe harpsichordalongsided mod er n 6
twentiethcenturyinstrumentsandin a mannemerfectlyin keepingwith the modernist
tradition.In MusicaambiguaBaroquetasteandinventionstill interact with a contemporary
musicallanguageBut the newtrendis in no way reminiscenf conservativeor anti

modernistapproachesyor doesit containanytraceof 6 n o s tfoathegdodold daysof

13 Kalevi Aho refersto Tiensuuasthe leadingcomposenf the thecneoclassicdigroup.

1n chronologicalorder:Ouverture(1972)for flute andharpsichordM (1980),harpsichorctoncertoYang&
Yangll for two ensemblesindoneensembl€8+8 players);P=Pinocchio?(1982)for sopranovoice,ensemble
andcomputerPreludemesue (1983)inspiredby the preludesof Louis andFrancois Couperin JeanPhilippe
RameawandJeanHenri déAnglebert;Fantango(1984)for any kind of keyboard pftenperformedonthe
harpsichordinspiredby the famousFandangadby Antonio Soler(1729 1783);Interludesli IV (1987)for tape
(with optionalharpsichord)Arsenicand Old Lace (1990)for string quartetandharpsichordpremierecdatthe
Helsinki Festivalin 1990by Tiensuuhimselftogethemith the Arditti String Quartet;Musicaambigua(1998)
for recordentraverso)yiolin, violadagamba(cello) andharpsichord Etudesfor harpsichord:train, drain
(2000),grain (2001);Lots/Tietfor traverso(recorder)yiolin, viola dagamba(cello) andharpsichordBrandi
(2011),asecondnovemenfor J.S.Bachts Third BrandenburdConcertoandMora (2012)for tenorand
baroqueorchestra.

151n 2012Tiensuus Mora for tenorandorchestrebecamethefirst large-scalework for a Baroqueensembléo
be commissionedby the FinnishBaroqueOrchestralt is dividedinto threesectiong1.6v a i R.d/6ikud3.
R a i kThetenorpartis notthoughtof asa solobutratherasa counterparto the orchestraOrchestral
instrumentsandvoice constantlyexchangeheir rolesin analternationof expressiveor sarcastianotifs. When
thetenorlaughsor wheezesthe orchestraeproducesis parodywith percussivesffectsor harmonics.
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tunesandt o n a'fTi it eyndbaldwsiedf traditionalornamentsexpressivemarkingsand
tonalmotifs enable him to achievea traditionalsenseof lyricism anddramawithout
relinquishingthefull inventoryof 6 e f f seiahasquértertonesmultiphonics percussive
effectsandglissandos.

Thework is shapedasa suiteanddividedinto six sectionswhich canbe performed
togetheror separatelyT e | e m Aouved@uxjuatuorsensix suitesseemo haveprovideda
modelfor Tiensuuwith regardto the following aspects:

- theuseof aspecificsetof instrumentqtheso-calledé P aQ u asr ¢omsistingof the
traversothe Baroqueviolin, theviol andthe harpsichord);
- thesubdivisionof eachsuiteinto six parts;
- theuseof anintroductoryprelude;
- thereferringto specificemotionalcharactersn thetitles of eachmovement;
- theemploymenbf aconcertantestyle, which providesfour instrumentapartsof
equalimportance.
Neverthelessynlike T e | e m quartet§ Musicaambiguadoesnot makereferenceo dance
types,nor doesit usetraditionalda capoform or alludeto eithertherondeau(arecurrent
elementin everyTelemanmuartet)or any otherdirectly Frenchinspiredmovemenitype
Theuseof recorderin placeof thetraversas necessitatetly thetessiturawhich sometimes
goesbeyondthatof thetraverso.

0 Y k s (literdlydd_o n e | fgr ¢id dnd(optional)harpsichorccanberegardechsa
preludeto the suite.Theviol partconsistsof a passionatenelody,markedin thescore6 ¢ 0 n
desiderica r d eanderab&llishedy arich variety of microtonesglissandosmesseli voce
andportamentithatencouragehe performerto interpretthe piecefreely and
improvisationally alongthelines of the BaroqueArt depréluder Thebasdine, ontheother
hand,playedby the harpsichordis a steadyslow-motionhabanergseefig. 3.5], which
reverberateasahypnoticdronethroughouthedurationof the movementTheharpsichord
is tunedto anunequaBaroquetemperamenin which thefifths C#i G#i D# haveto be
perfectandtunedto thev i ocbrispondingitches.Tiensuuaddsavastpaletteof6 af f ect s 6
to theviol melody,while appendng along seriesof expressiommarkingssuchascalmo(bar
6), piu appassionatdbar14), appassionatgbars26 and68), rassegnatgbars29 and49),

16 JonatharD. Kramer,dr he NatureandOrigins of Musical Postmodernisiiin PostmoderrMusic/Postmodern
Thought,ed.JudyLochheadandJosephAuner (New York: Routledge2002),13i 26.
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fantastico(bar 38), speranddbarno. 54) anddolce(bar93). Furthermorethe employment
of echoessuchin bars22,27 and80 [seefig. 3.6], recallstheimitative devicesusedduring
theBaroqueerawith theintentof creatingstrongdynamiccontrastsThe emotionalpeakof

0 Y s bis reaghedatbar73[seefig. 3.7], wheretheviol playsa denseandsharplyaccented
chord(fortissimg. A descendin@ndlengthychromaticembellishedscalethenfollows,

leadingto thefinal Adagiq which endspp, with ahalf cadenceandad t r a d attadcaton a | 6
thenextmovement.
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Thesecondnovemenis aduofor alto recorder(or traverso)andviolin. It is entitled
0 M° biafterthe GermammathematiciarugustFerdinandviébius (1790 1868).The
violin andtheflute partsarewoventogetherin anendlesggameof glissandoschromatic

scalesmordentsandtrills [seefig. 3.8]. Thecurvestracedby thetwo voicesarereminiscem
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of the paradoxicahndenigmaticMobius strip'’ of the Germanmathematicianwhich was
alsousedasa modelfor engravingdy the Dutchlithographemaurits CornelisEscher

(1899 1972),[seefig. 3.9].18
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Fig. 3.8JukkaTiensuu,6 Y s % bars 17i 22

Fig. 3.9 Maurits CornelisEscherMobius Strip |

0 S| e e psthathird nfovemenof thesuite.Overapedalnotein theviol, the
harpsichordfogethemwith theviolin andtheflute (or preferablytherecorde), adelicate
constellatiorof soundgseefig. 3.10], mostly harmonicsor very brightandhightones.The

tensionbetweerthebasdine andthe othervoicescreatesa humorouslight-heartedand

weightlesssoundscape.

17 M 6biusts strip consistsof a surfacewith only onesideandonly oneboundary The M 6bius strip hasthe
mathematicapropertyof beingnonorientable andcanberealizedasaruledsurface
18 Eschemworkedon two woodenengravingsentitliedMobius Strip | andMaobius Strip 11, in 1961and1963.
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It is fascinatingto seethelastfew barsof this movementwhereTiensuumouldsthe playful
acousticatmospherénto a pointillist sketch[seefig. 3.11]:theconventionahoteheads
graduallygetsmallerandsmaller(a quastspatialnotationthatgivesa certainamountof
freedomto the players)up to the pointwheretheyaretransfigurednto tiny dots.At thevery
end,thenotesareputin bracketsindicatingthattheyno longerneedto be actuallyplayed,

only mimed.Thepieceendsin absdute silence:dim. al niente
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Thefourthmovementd LRae r v dsraresutionof chromaticscalesandacrobatic
glissandoghatrepeatediyattemptto transgresshelimits of thei n s t r uradgional s 6
tessiturasThefuriousoverlappingof canondbetweerthefour restlessnstrumentgestarts
eachtime theyreachthe limits of their own rangesAfter afirst failed attempt(in bars1i 9) to
overstegheboundaryof the staveswith aconcatenationf largeglissandosandtricky
quintupletsheadingtowardsthe high register(the alto recorderpartreaches third octave B
flat in bar8), from bar 10 thefour instrumentsstartto climb up againfrom the bottom,
togethercreatinga seriesof differentcombinationf crossrhythms;only laterdo theybegin
to go backandforth in amoresynchronzedfashion,asin bars29i 32 [seefig. 3.12]. This
constaninterchangéetweerthe partskeepson goingfor anumberof bars no longerwith
anyrisk of beingtakenseriously.Like thetraditionalc h i | djamermgyasring-o 6 r o s e s,
this movemenendspeacefullyoncethefour hyperactiveinstrumentgyettired of takingturns
andflop ontotheground,playingadescendingcaleof worn-outmordentsTheoverall

effectis theoneof arhapsodiandlight-heartedgamebetweerdifferentplayers.
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In6 Ki t tkedifth pvementthe composebuildsup asequencef rhythmic
patternswithoutrecogneablepitch, with theintentionof anticipating(sometimediterally)
the contentof the nextmovementAll four melodicinstrumentsaareemployedexclusivelyas
percussionTiensuuexplats to thefull severapercussive e f f tieatcanbe@btainedby
swipingthestringswith thefingernailsor with alight bow usedin circularmotions[seefig.
3.13], col legnobattutocloseto thebridge,swipingthethumbnailalongthek e y b okeysd 6 s

without pressinghemdown, tappingthesurfaceof theh a r p s i keyswith thed s
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fingernails,sweepingon theinnersideof thebody of the harpsichordwvith thehand(s),
strikingtheh a r p s i keysio thehd@rrealway butwith exaggerateghck noise[seefig.
3.14],tappingthebodyor ring of therecordemwith thefingernailsor blowing a little away
from themouthpiecen orderto producewhistletoneswith very soft multiphonicsoundgdsee
fig. 3.15]. Thanksto this wide variety of effects, Tiensuuinventsa colourfulandrhythmic
soundscap& which theinstrumentsarealmostindiscernible aneffectdesignedo

overwhelmtheaudiencewith suspenséeforethegrandfinale.
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Fig. 3.15Tiensuu,6 K i t Hamli7i@0

Thesixth andlastmovementscoredfor recorderor traverscalongwith the other
instrumentof thequartetis entitledd V e.¥ Ib pesentdrom thevery beginninga head
motif characteded by two conflicting ideasi ironic glissandosndsinuoustripletsi which
will beexpandedinverted twistedandmodulatedhroughoutthe durationof the piece.A
few of therhythmicpatternghatwereemployedin 6 K i takelaetefinally reintroducedas

19 9vetodcanbe playedasa solopiece,a quartet,or asanycombinationof duoor trio. In his introductorynotes
to MusicaAmbigua Tiensuuexplicitly invites performes to performindividual movemens independentlyf
the completework, astheneedmayarise In the caseof 6 V e, this @iececanbe playedby thesoloviola da
gambawithout harpsichord.
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pitchedmusicalideas.The centralpartis a slow Affettuosodividedinto afew shorter
sectiongn which differentkinds of embellishmentsuchastrills, turns,doublecadencesind

mordentsareslowly liquefied,to the point of beingpracticallyunrecogrzable[seefig. 3.16].
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Fig. 3.16Tiensuu,6 V e, bams €08 110

3.2.2Tiet/Lots

In 2003Tiensuucomposediet/Lotsfor traverso(or recorder) Baroqueviolin, viol (or
Baroquecello) andharpsichordUnlike in Musicaambigua in which therecordemwasstill
preferredto thetraversoherebothtessituraanddynamicsseento favourthe useof the
traverso.Thefour movementsarecalled6 w a gr$ ¢ a {(1hi@pdntie/Studydroe ;@.
OMi eront i;20 Ba tipdPanmogePa t;H.0 T aitsiteo/nBat t | ed) .

Theopeningmovementdpintie/Studydrom@ canbeviewedasa preparatorystudy
on embellishmentsthertrills areslowly preparedyy longerglissandoglayedon afew
slurredsemibreveswhich aregraduallyreducedo smallerandsmallervalues(from triplet
minims,to crotchetsto triplet crotchetsandto quaversetc.)[seefig. 3.17]. Theseflowing
patternglatertransposedntodifferentintervalsandreversedareabruptlyinterruptedoy
dottedrhythmic motifs [seefig. 3.18]which anticipatethe salientrecurringfiguresof thelast
movementln line with the essentiallypreparatorycharacteof the movementTiensuudoes
not passup theopportunty to reproduceandmocktheendlesguningsessiorthatmost

periodinstrumentseedto havebeforebeginninga concertnextto theabovementioned
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embellishmentdhedisplaysa long seriesof differentlayersof microtonesaroundthe same
maintonethatcreatesavery unstableandunsettlingoverlappingof subtledissonanceslhe
paradoxicabndlight-heartedraitof T i e n stylais@lsarfrom thevery beginningof this

piece.
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Fig. 3.18 Tiensuu,@pintie/Studydrom@ bais 37i 39

Thesecondnovementp Mi er o nt i leagasite agraraltheynéa modal
arpeggioplayedby thetraversowhich appeardirst in embryonicform in bar23 [seefig.
3.19]andthenfully formedin bars 46 and52, accompaniedby the Baroqueviolin [seefig.
3.20]. This movements fragmentednto smallersectionswith differenttempi aswell asthe
mainstizzitotempo(v = 126), heusesandantemesto(V = 50) andcondolore (Y = 63). Here
againTiensuumakesextensiveuseof glissanasin boththe stringandtheflute parts,

conferringon the piecea stronglyplaintive nature Along thelines of Xenakis,these
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glissandsembodytheideaof continuity of matter,andserveto expressvery effectively

T i e n snaincénseptfor the piece,tha of arandomwalk alongdifferentpaths.More
specificallyin this movementthe type of walk Tiensuuwishesto describds the shakyand
limping paceof thebeggareferencedn themo v e m ditle.tinGblerto renderthis
impressiorof instability, thefour instrumentsemploya variety of differentcombinationsof
rhythms.With thar useof largeglissandosbow vibratosanddescendingrpeggioor scales,
thesesectiongesultin therecreatiorof thetragicfall of thebeggarwho seemdo losehis

bdanceandcollapseontheground[seefig. 3.21].
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Thefollowing movementé L a tiePamroseP a t isibdilt asa slow andindolent
gigue.Throughoutthe piecethe four instrumentsnakea numberof attemptdo setup a
canon;their dialogueis oftendissolvedinto a cascadef glissanasthatmergethe playful,
initially triplet, motifs into stubbornchordsclusteredn adupletrhythm([seefig. 3.22].
Nothingof thetraditionaljumpy andlively natureof the Baroquegigueis left here.Onthe
contrary,Tiensuudepictsa boredandmonotorussoundscapthatendsin resignedsilence
(markedrassegnatdyy the composer)just asa hedonistigprimrosepathawaysleadsto

insolvency:

Do not,assomeungraciougastorsio,
Showmethe steepandthornyway to heaven,
Whiles, like a puffedandrecklesdibertine,
Himselfthe primrosepathof dalliancetreads,

And recksnot his own rede?®
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20 Hamlet(1.3.48 52), Opheliato herbrother,Laertes.
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It is interestingto underlinehow the soundsof thefour instrumentsaremeantto interlace
with eachotherthroughtheuseof glissandosindscaleghatinterconnecthefour voicesand
give theimpressiorof fluidity andcontinuity throughouthe movement.

0 T a i tsit eo/ nBsahelastmevemenof thepiece.As thetitle suggestsTiensuu
wishesto reconnectvith the RenaissancandBaroquetradition of the battaglia (or battalia),
atype of programmanusicimitating a battlethathasits earliestexamplesn Clément
J a n e gLa Guerée€l528)and almostacenturylater,in ClaudoMo nt ever di 6s
Combattimentali Tancredie Clorinda (1624).Thestile concitatooré a g i ¢ ta yidbat®
usedby Tiensuuwith the samerhetoricalintentionasin theBaroquei thatof surprisingand
excitingthelistenerwith asequencef percussiveinddissonaneffects[seefig. 3.23]in
orderto reproducehe emptysoundof war. The employmenbf extendedechniquesuchas
col legnq thetappingof thewood of thebow on theinstrumentrecallsthe Battaliaa 9
(1673)by HeinrichlgnazFranzBiber. In this latter piece[seefig. 3.24] dedicatedo
Bacchusthe GermanBaroquecomposeruseda seriesof nontraditionalmusicaltechniques
innovativefor histime, in orderto portraythe ecstaticatmospheref a BacchanaliaTiensuu
recreateshe sameinsistenteffectusingoverdottedmotifs andaccentuatedrticulationgsee

fig. 3.25]. The pieceendspppwith arepetitiveseriesof semiquaverglayedin perfect

unison.
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Throughouthe piece,thecomposedisplaysawide variety of referenceso Early
Music,from the choiceof Baroqueinstrumentatiorio the manystylistic reference$o music
of the past.Moreover,the structureof thework itself, with its classicfour-movement
division, showsanauthenticBaroqueafflatusthanksto its diversifiedandrich expressiveness
basedon conflicting affects.T i e n sansed lmimourandpassiorfor strongemotions
seemdo find fertile groundin this BaroqgueenvironmentOn theotherhand,period
instrumentsarecapableof exploringnewtimbresandeffectsthatdo not appeaiatall in

conflict with their particularnature.The choiceof thetraversas not amereexercicedestyle.
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Whatin Musicaambiguawasstill in its embryonicstatetakeson a morematureaspecin
Tiet thewriting for thetraversarevealsa deepemunderstandingf theinstrumend specific
featuresandpeculiaritieswvhencomparedvith their moreimplicit presencen Musica
ambigua While therecorderor the modernflute werestill thefavouredchoicesin thepiece
composedn 1999,in Tiettheybecomeonly asecondoest:therecordemwould notbeas
capableof expressin@ll the nuance®f the pieceasthetraversonorwould the modernflute
find asgoodabalancewith theviol or harpsichorcasthe onekeyedflute.?!

In ararelecture,entitted 6 T rgureof Mu s P2 Fidnsuumentionedperhaps
unsurprisinglytheneedfor 6 a ¢ k n o wthep & @ bubgaveashis reasorthe needto
6 a viovoladntaryp | a g i & In cegtami@spectsuchanotionis notall thatfar from the
Schoenbergianoncepif the newnesghatarisesfrom historicalawarenessschoenbergaw
thenoveltyin his musicasderivingfromad s e &or ptebhedenandthereconstructiorof the
p a g*sainethinghefoundin B r a h massitespeciallyandwhich allowedhim the
possibilityof movingfrom symmetricato 6 a s y mme 6 n § t aahdagsigninga $ense
of modernd | o gconomyandpowerofi n v e n t tohigworgsswaydbeyondthe
6 seetnessndb e a wftlagedomanticisn?® For Schoenbergmodelsexistednotto be
imitatedbut, rather,to betranscendedl i e n soughmaslellingof Musicaambiguaon
T e | e mAouvedugjuatuorsensix suitesandhis reinventionof RenaissancandBaroque
programmemusic(asin the preludeof Musicaambigua andthe gigueandthebattagliain
Tiet/Lot9 clearly arisefrom a deepunderstandingf historicalstyles But suchaspects
represenjustonerathersugerficial traitof T i e n snultifatetedmusicalpersonality His
ironicwayof 6 p | awith migs thasbegndftenusedasanexcuseor dubbinghim antk
modernistKalevi Aho referredto Tiensuuasthe leadingcomposenf aso-calleddé n-e o

n e o c | arensl?® Rutaratiterlike theinstinctively classicisfigureof Sc hoenber go s

21 In my personakxperienceoo, | find theuseof theé mo d #ute nadidiomaticenoughwithin the contextof
this piece(besidests tendencyto betoo loud, for instancecomparedo the soundof a Baroqueviolin or viola
dagambawith gut strings) Nor is the alto recorderentirely satisfactoryasit is insufficiently equippedo
explorethewhole paletteof colourspresentedh this piece.

22 Sincethe 1980sTiensuuhasbeenofficially refusingto commenton his own music,producingno
commentarie®n his music(suchasliner notes)nor giving interviews.

23 JukkaTiensuu 6l he Futureof Musicd(online publishedconferencepaper SearchEventl, University of
California, SanDiego, 16 April 2000)<http://www.rogerreynolds.com/futureofmusic/tiensuu.htifsiccessed
November2016].

24 David BeardandKennethGloag,Musicology:TheKey ConceptgNew York: Routledge2005),p. 112.

25 Arnold SchoenbergStyleandldea (BerkeleyandLos Angeles:University of CaliforniaPress1975),p. 435.
26 Kalevi Aho, éTrendsin PostwarFinnishMusicg pp. 3i 9.
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0 Br a thepsr,o g r epsriapsliemsuyis nomored a ¢ a dar lessocpdr o g rperses i v e 6
by virtue of his predilectionfor pastinstrumentsandBaroqueformulas.Thed i nantoivv e 0
featuresof his musicneedto beinvestigatedvay beyondsuchchimericO Bar o q u e 6
appearanceslis interestin mockingthestiffnessof 6 s e r nowngasdplayingagame
betweerd t dreadys a iartld® e t evrarl asleedyfitsinto thecategoryof thepost
modern,asexpresseth E ¢ onteaphoquotedat the beginningof this section.
Neverthelesghe pathTiensuuhaschoserto takein orderto achievesucha sarcastic
dimensionis neitherconventionahorrepresentsad s o p h i wayof @ \a @ ie éheroute 6
of 6 mo dleir,fio@uw@itinSc r u temne?b61a T i e n snusic,0ldinstrumentsre
constantlychallengedo go beyondtheir traditionalperformancepracticethroughhis
extensiveuseof microtonality, while theemploymenbf advancedalbeitstill idiomatic,
techniguegprovestransformativewith regardto the soundof all four instrumentsBaroque
genressuchasthe gigueandthebattaglia arereimaginedsloweddown,accelerated,

liquified anddeconstructeth orderto achievead f r e efd o ms t rwhichtSchoenbi&rg
himselfthoughtto be oneof themaintraitsof 6 p r o g r e snanusic § hrcaighthed
analysisof T i e n uwputdvesfind ourselvesf anythingfurtherinclinedto conceivethe
advancesnadeby suchanironic postmodernaestheticsnoreasa continuationof

S ¢ h o e nrhoderngrattsanasanant-modernhalt on progresor a meremanifestatiorof
contemporaryescapismAlastair Williams suggestshaté i n sof repkaaingmodernism,
postmodernisnbroughtout a suppressedideof it andhelpedit to expandandto mutate.
Postminimalism,spectralismhistorically reflectivemodernismgritical musicologyand
historicallyinformedperformancepracticeareall, in their differentways,productsof the

way in which postmodernisnhassucceedeth recastingnodernisnoverrecentdea d €% . 6
If Ti e n snusicéasbedubbedpostmoderntoo, it is only becausef its paradoxical,

albeitprogressivenature.

2" RogerScruton,TheAestheticof Music (Oxford: ClarendorPress1997),p. 493.

28 AlastairWilliams, 6 B e t WedernismandPostmodernisnStructureandExpressiorin JohnAdams Kaija
Saariah@ndThomasA d  im BheRoutledgeResearciCompaniorto Modernismin Music,ed.Bjérn Heile
andCharleswilson (AbingdonandNew York: Routledge2019),p. 346.
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3.3 Jacqueline Fontyn, and the pesnhpressionist traverso

Contrary to Jukka Tiensuub6s consistent outopu
travelling Baroque companions) and fireind experience in the field of Early Music,
Jacqueline Fontynds encoun somewhamdcilehtallpuenoi od i n
less interesting or original. Commissiort®adthe Conservatoire Darius Milhaud in Patig,
fenétre ouvert&vas composed in 1996 and written for the-&aged flute, the via da
gambaand the harpsichord.As Fontyn expressly writes in thgroduction to her piecéhis
work was inspired by the French painter Pierre Bonnard (1B&%7) and the French
composer Frangois Couperin (168833). These two inspirational figures help@$cate
Fontynds aest he tBelgiam posimgrassionist trabiton. Fr an c o

The title itself is taken from the eponymous canvas painted in 1921 by Bonnard, now
on display in the Phillips Collection in Washington DC [see fig. 3.26]. In this painting,
Bonnard chose a subject that recurred sufficiently often in his art works to earn him the
epitet o f &theprivamand coldurful sunlit interior of his French Riviera
apartment. The presence of his wife Marthe de Meligny lying in the-higihdl corner of the
painting next to their black cat creates an atmosphere of peace and domestit tivar
seems in perfect harmony with the likewise peaceful exterior, framed by an open window in
the manner of a picture within the picture, revealing a cloudless blue sky and the soothing
green shore. There is no contrast between the outside andidee nwsstruggle between the
natural and the human. It is a scene of everyday life of the kind that was so dear to the
| mpressionists at the end of the nineteenth
painting: interiors, women and still life see@mrepresent a sort of obsession, an
indispensable reminder of the tranquillity and peace that the two world wars would take away
from him and many others in Europe. The same naivety, vibrancy of colours and genuine
emotion that shine through canvases likis, dating from the interwar periaat from earlier
works such as hi$899 painting~emme assoupie sur unditL 6 i n dseé fig.r8.27] find
aninteresting musical counterpart in the trio composed by Fontyn at the end of the last

century.

2%|n 2002thetrio wasre-workedfor modernflute, cello andpianoat the requesbf the Wolpe Trio.
30 JedPerl,6 C o mp | Blic sadefeREepublic 1 April 2009
<https://newrepublic.com/article/63142/complicatdbs> [accesse@0 April 2017].
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Fig. 3.27Bonnard,Femmeassoupiesurunlit orL 6 i n d(1899gRaris,Muséed 6 Or s ay
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The piece is divided into five parts, each of which expressge$irred and specific affect, in
the manner of Couperin: Ol 6l ndoldéeubn epdeu 6Conf
ti mEam®6 6Postl ude mar qFuo@n teytn Gass ssetzy loeb shtai sn ®of t e
6moder n i mythamks ®© heo vaiiednthidright palette of colours, her modern
classicism and her rich employment of modal scales underpinned by a sober use of the
twelve-note techniqué?
Her predilection for the flute seems to be in line with a long French traditguably
stretching bek to the Baroque and revivedth Debussy, passing through neoclassical
composers such as Roussel and Koechlin up to Messiaen and his birdsemgere noir®3
Amongst solos, chamber music works and concertos, she has written aboutfiveetitiys
for the instrumentOther tharin La fenétre ouvertgoeriod instruments have been employed
in justtwo other piecesShadowsa short impromptu for harpsichord composed in 1991, and
Es ist ein Ozeara double concerto for flute, harpsichord and stringestth composed in
2000. Thoughhe concertas written for the modern flute, the travesifers a convincing
alternative?* in the second part of the first movemedraeludiund the traverso seems better
suited than the modern flute to the long serfesoquot ati ons fr.om J. S. B
guotations that are interconnected with modal variations for the string orct¥eégtieamusic
of J. S. Bach has b eddildhopd® ant een ihLa feoétretoyvertes | i f e
the echo of Bachdés contrapuntshdlseeimthet i ng r eve

analysis of the fugato style in its second movement.

31 Jacqueline Fontyn, interviewed by Isabelle Francaix, 20 April 2010, Limelette, Belgium
<http://www.musiquesnouvelles50ans.wordpress.com/2013/06/03/jacgtmiiye-graceetmerveilles/>
[accesse@0 April 2017].

32 Jacqueline Fontyr\ulla dies sinenota: autobiographie, entretiens, analyses et témoignéGiesteau
Gontier Editions Aedam Musica®014), p225.

33 bid., p. 93.

34 Jacqueling=ontyn,extractfrom a personainterviewwith the author,16 July 2016(Limelette,Belgium).

35 Among otherworks the Sonatan B minor for flute andharpsichordBWV 1030.

3¢ Bachwasa notablefeatureof F o n t ganigstessonsith the BelarusiarpianistignaceBolotine,astudent
of the Russiarpianist,composeandconductorAlexandreZiloti (1863 1945),who was himselfa studentof
FranzLiszt. In arecentinterviewwith BrunoPeetersFFontynhasadmittedthat6 play everyday atleastoneof
his Preludesand Fuguesfor the Well TemperedClavier or oneof hissuitesorp a r t Fonhtyn Ndla diessine
nota, p. 93.
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3.3.1La fenétre ouverte

The fi of

i nti

movement
but vid

composed in something resembling traditional sonata form, consisting of three main sections.

rst todne prefentenmediately tlkersamet | ed O

mat e Vi at mos pherliéecavases. Hist er i sti c
Nevertheless, it is not based on an actual themadidf but instead on sound masses in

which the textures, timbres and dynamics of the individual instruments meld perfectly

together. Each instrument has a different rhythmic pattern (quadruplets for the traverso,

triplets for the vich da gamband quintugets for the harpsichord), helping to create an

undefined and colourful soundscape, reminisceth®paintingof the fauvists withtheir

energetic techniguefuneven and broad brushstrokes [see
stays mostly in the low gister,while the viola da gambalays pizzicato and the harpsichord

uses itdute registerThis creates an atmosphere in which the instruments seem to chase each
other, and the global sound mass is at the forefront. The exposition is subdivided into four

short blocks: in each of them the sound mass slowly evolves from a flat and fuzzy beginning

to the final bolder and brighter section. The last section concludes the piece with a playful
codetta that empties itself of the dense tone clusters that fideftdrshpart and leaves room

for an imitative game between the instruments. Here the silence is broken only by dotted

notes or chords that keep on bouncing from one instrument to another [see fig. 3.29].
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Fig. 3.28Jacquelind-ontyn,6 Co n f i (Lafenétrieoeerdd, bars 1i 3
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In the development sectioMéno mosspthe metre is less stable and the first algator
sections of the piece begin to appear. The score presents boxes each containing a series of

notes or chords from different modal scales, which are to be played freely and not in any

Fig.3.29Fontyn,Co n f i dleas2li3@ | 6

specific order [see fig. 3.30]. As the composer has specified in hermarice instructions,

monotony should be avoided and regular scales or arpeggios be replaced by more inventive
melodic solutions. The traverso and the harpsichord also employ tremolos that span either a

major [see fig. 3.31] or a minor third, of the typadptz had already mentioned in his treatise

of the mideighteenttcentury.
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In bar 51 Tempo ), the recapitulation section presents seemingly the saomed masses

and rhythmic patterns of the exposition; nevertheless, from bar 52 onwards the harpsichord
makes clear that the atmosphere has changed, by borrowing a few of the effects that have
been presented in the previous section [see fig. 3.32]. Imtdecoda (bar 59Poco piu

moss@ the sound of each instrument is deliberately muted: while both traverso adaiol
gambaretain the same rhythmic patterns, the harpsichord gains complete freedom [see

fig. 3.33]. No clear pitch can be heard. Whaef$ is just the noise produced by the fingers
lightly touching the traverso fingerholes or directly stroking the strings on the harpsichord,

using the quietest lute stop.
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The second movementmad Un fdeu dierdd slteamrtt s by
compositional techniques of which Bach was a master: the fugue. Compared to the traditional
fugue it is indeed much freer, preserving onlyntspit and general character [see fig. 3.34].
Moreover, it is very short, lasting only eighteen bars. Even with a very strong atonal
character, the first part of this movement presents a few typical Baroque elements that have
beenreprocessed by Fontyryeh as mordents, trills and grace nofeem bar 19, there is a
large section in which both the traverso and theavitl gamb@terweave in an uneven and
unpredictable dialogue that is interrupted from time to time by harpsichord arpeggios [see fig.
3.35]. Inspired by Lutogwas ki 6 s 61 i mited al eatori-smbé, this
improvised section: a certain freedom is assigned to the instrumentalists who play long

musical sections in an unsynchrzed fashion. Nevertheless, the music is notaxedtéy,
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and the structure and harmonic progressions are controlled by the composer. The traverso and
the viola da gambaegin this section with two opposite and extreme tempos and end up
exchanging them by means of a controbedelerandanddecelerandaespectively. In this
section both players have to carefully calibrate their changing speeds in order to end up
together As a contingency measure Fontyn provides an extrarbthe traverso part in case
the viola da gambalayeris delayed and has nottyeeached the same point as the traverso.
Inside the box, a series of notes can be played repeatedly for as long a time as necessary [see
fig. 3.36].

Fontyn has always placed a specific emphasis on the rhythmic aspect of her

compositions:

Rhythm is aressential feature of my music. The vast majority of Belgian composers of earlier
generations had been rather pedantic in that regard aeélaays ha the tendency, especially in fast
movements, to employ square and repetitive rhythmic patterns. As\eemaction to all this, | have

developed a taste for flexibility, diversity and, ultimately, a certain amount of fre&dom.

In line with this flexible notion of rhythm, the last part of the movement is typified by an

improvisatory cadenza, anticipatdaly the traverso and concluded by the aida gamba
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The third movement M® d § is inked tb the previous one by atiaccamarking
The first chord enters ruthlessly and is played by the three instruments together, producing a
massive deep and resonant chord. After insistent repetitions of the chords in the harpsichord,
which emphasize and restate the tension of the first bar, $hetiord moves, little by little,
from the low to the higher tessitura. The whole movement evolves by means of a
stratification of different layers of sound masses, constantly perturbed by an alternation of
rapid gestures such as unmeasured fast noless,driaccentuated and repeated chords. In the
traverso part these interventions acquire an especially piercing effect through techniques such
as glissandos, jet whistles, harmonics, flutter tongues and a number of combinations between
them [see fig. 3.37 The viok da gamband the harpsichord players are asked to sing while



playing, juxtaposing against the flute line an oppressive lament that finds its natural way out
with the brushing of a wooden spoon directly on the harpsichord strings as a@k®f

u psignal for the beginning of the fourth movementUn peu t i mbr ®6 .

AYl a pracere
+€«.u o (A — P SOu.l;fle,
o P o — 54 N et~ ~ R
il —_ - 1 ) =T I r —
 —— — Chali .. s L = 193
s ra '1' o L - ‘?.
J — P Ve

Fig. 3.37Fontyn,6 M® d b(Ladenétréouvertg, bais 7i 11 (traversopart)

While therecent practicef writing for period instruments is barely three decades old,
certain conventions seem already to be becoming standardized. One such convention is the
regular presence of a movement typified by the use of pitched instruments as mere
percussion, employingll those extended techniques that produce the most percussive and
noisy effects. Just as the traditional string quartet discovered the idea of the pizzicato middle
movement (the bestnown examplesccurring inthe Debussy and RavgliartetsBartok 6 s
Quartet no. 4 andl i g eQuarté so. 2) posnodernist composers seem to enjoy writing at
least one movement thatastirelydevoted to the unpitched noises that period instruments
are able to produce. Following this practice, Fontyn produces such lafeavement. A
series of Opreparationsod® are applia&®dh to the
gamba’ namely a wooden spoon, a safety pin and a plastic ball on a string. The first part of
the movement is mostly devoted to the harpsichord @titetpercussive effects that can be
produced on its strings [see fig. 3.38]. In the following section, the traverso and thdaviol
gambaare asked to play fast and slurred modal scales in contrary motion, while the
harpsichord gives a few strong beatsl alusters to keep the rhythm of the piece stable [see
fig. 3.39]. At the end of this section the traverso is disassembled and only the headjoint is
played, producing large glissandos and loud overblowing effects. Once reassembled, the

traverso concludehe movement with a virtuosic chromatic cadenza.
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The last movemend Post | ude mar g st@rtswithasuscessianofo b st i n@

repeated, multiplstopped chords played on the strong beats (in 2/4) by thedaojamba

In contrast, the traverso performs a vivid and jumpy series of dotted and short notes, designed
aswritten improvisation, that stress the upbeat in conwéktthe viola da gambaart From

bar 22, the harpsichord takes over and introduces a capricious groove that frees the traverso
to play the same tremolos that wereviouslypresented in the fitsnovement. The piece

ends with avlaestosaection, in which order is restored by staiilg the pace. A square

rhythmic figure is played by the harpsichord in combination with thewdalgamb&s mor e
cantabile line. On top of this groove, Fontyn writes a rhapsodic melody for the traverso that
contrasts in character with the figures played by the two other instruments [see fig. 3.40].
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A guotation from Pierre Bonnard stands at the bottom diinlaép a g e : OWhen you ci

surface with colours, you have to be able to renew your game indefinitely, constantly finding
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new combinations of shapes and colours that meet the demamds oft & Bha obvdious

influence of impressionistic and pastmpr essi oni sti ¢ aesthetics on
is evident in her textural attention to timbres and the overall gestural function that many of
themotifs employed inLa fenétre ouvertappear tohave: instead of following syntactic

norms and serialist conventiahg overlapping oflifferent rhythmic pattes(such as the

triplets, quadruplets and quintuplets in the incipit of the trio), the rhapsodic and percussive

effects produced in éhfourth movement and the wobbling sound masses created in the final
Maestosasection all follow theViessiaernnspiredided ( der i ved aMaodede al | f r
val eur s e tofanphagiing ¢ha teriequakitg ai individual, isolated sounds and
deconstructing any superordinate formal structure derived by harmonic hierarchies or

melodic phrasing. Tik rejection of thematicism (tadoptBoulezan languaggis
accompaniedbyawellnf or med and attentive use of dunu
traverso, the vid da gamband the harpsichord. What might at first glaseeman

60i mposnglanpsh edween two very different traditio
music) turns out to be a promising source of new textural experiences. Butithe

innovative aspe c tliesmfher &ditptd chanrelsuclastraification of

special effects into a more profound search for human affedtss true thathe decisionto

employ Baroque instrumentsin sometimegesultmerelyin apostmodern free pkaof ideas

and formsFontytb s us e of soomelacrossyasgincere mteempt ® integrate

specific aesthetic, that &rench postmpressionim, with ideas inspired bthe

Affektenlehrethed d o c t r i n e Gweptietlcentuiysehblard iy an attempt to codify

the affective devicesf Baroquecomposers® The result isan original contributiorhat,

while remaining idiomatic, serves genuinédybroaden the spectrum of sound possibilities

available from periodhstruments

38 @uand on couvre une surface avec des couleurs, il faut pouvoir renouveler indéfiniment son jeu, trouver sans
cesse de nouvelles combinaisons de for mes;qguotedide coul e
Jacgeline Fontynl a fenétre ouvertescore (Ernen: Musica Mundana Musikverlag, 1996)

39 Nikolaus HarnoncourBaroque Music Today: Music as Speech, Ways to a New Understanding of Music

(Portland, QR: Amadeus Press, 1988).
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3.4 The Canadian School

Beforeit became successfulrendin Europe theideaof writing newcompositiondor the
traversatook hold stronglyin Canadaln P e r e K280t sarrGeyof newworksfor theone
keyedflute, onefigure standsout especiallynamelythe Canadiarflautist ElissaPoole.A
tirelessplayer,Poolehascommissioed hundredf works overthe pastfew decadesafew
of whichwill bediscussedh this section.In 1985,shecreatedhe ensembld.es Coucous
Bénévoledogethemith theharpsichordisColin Tilney, andin 1991sheformedtheduo
StrangeCompanionsvith the percussionisRick Sacks. ShehasrecordedCDswith both
ensemblesandhaspremieredanumberof contemporaryieces primarily Canadiarand
American.

The Americancomposet.inda Catlin Smithwasthefirst to begina collaboration
with herin 1982.4° Thatyearshededicatedo Poolea piecefor sopranofraversaand
harpsichordentitledGray Broken Two yearslater, Smithcomposed solofor thetraverso,
La Céling which helpedPooleto gaina scholarshigrom the CanadaCouncilthatsameyear.
Eventually,Les CoucousBénévolessommissionedndlaterrecordecherthird work, entitled
Versaillesandscoredfor traversoyiolin andharpsichord.

A numberof thetravers@ #aits, suchasits paucityof vibrato, its pureintervaltuning
andits softanddarktimbresareexploitedby Smithwith theaim of creatinganimaginary
soundscap# whichtheaudienced ¢ o hearelerymomenteverysoundi nt i nfat el y 6 .
Indeed theimportanceof silenceandintimacyis stressednanytimesby Smithin her
writings: AVly startingpointis thatsounditself is alreadyextreme’ soundemergingfrom the
planeof silence.Fromtheideaof silence.Somethingout of nothingi amarkonthecanvas
al i fPdedd f r ahgrmdniesindgentleminimalismi consisting of simple,repeatedind
seeminglyhandcrafteanusicalmotifsi find their matchingsonicdimensionin thetone
colourof periodinstruments’? Theresearctof ElissaPoole,on the otherhand,revolves

aroundthe pursuitof soundsandtechniqueghatare6 n a t ta themnekeyedflute. Strongly

40 Theybothstudiedharpsichordogethemwith Eric Schwandtt the University of British Columbia.

4 lindaC.Smith,6 Co nt e nvusiciTlearyyand Composition:Composinga Theory(paperpresentedtthe
University of Ottawa,25 January2002)<http://www.catlinsmith.com/writings/composiragtheory/>
[accessed 0 Septembe018].

42 bid.

43 bid.
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committedto extendedechniquesshehasbeenableto adaptthemto theonekeyedflute
with easeTheresultof herpracticeoffersabrandnew paletteof effectsandtimbresthat

differ in bothtextureanddynamicsfrom thoseproducedon the Boehmflute:

| just experimented with as many fingerings as | could think of and ways of overblowing to see what
partials | could get and howSecempsoplswraerfdarl v | coul d
microtones, and each flute is different, but these are made easier because of course we have different
fingerings for F sharp/G flat etc., and one can add and take away fingers to create the microtones in

between it is just a question of remembering firggering. What is interesting is that you can climb

up a microtonal ladder one mini step at a time, so it is possible to hear each step clearly articulated

this is something one could not do if you were trying to place the microtones only with your

embouchure.One can also hatiole, or partially shade a hole to vary tuning and to slide into a ditch.

also think that traverso players are so used to tempering notes by sliding the mouthpiece in and out a

bit and varying the embouchure that we tendaeehgood control over short glissandbs.

Experimenting with extended techniques represents only one way of seeking new
sonorities on the orkeyed flute. Another path opens up when composers decide to confront
directly its rich musical heritage and laemselves being inspired by its original Baroque
artistic milieu and repertoirdmong a number of other composédtse Anglo-Canadian John
Abram dedicated a few works to Elissa Pdbltare explicitly inspired by forms, motifs and
instrumental combinains from the Baroqud:he Rocky Moofor traverso, prepared guitar
and tape (premiered by Poole and the composer in Vancouver in“2@&fjatafor traverso,
violin, viola da gamband harpsichord (premiered in 1992 by Les Coucous Bénévoles in
Toronto and whose third movement, eTrioitled o
sonataop. 2 andConcerti grossop. 6) andFrench Curvescomposed for the same ensemble
in 2002 3. The title of the lathamedwvor Kk unambi guously reveals 1t}
for the sinuosity of French Baroque Art: the melodic lines drawn by Abtdimes resemble
the arcs of perroquet, the bracket used to design curves of different siAepeshose
types ofpostmodern architecture in which classicist structural forms are juxtaposed and
transformed into eclectic and playful design pattetims score oFrench Curvepresenta

number of motifgshataredesignedyraphicallyas asuccession of parabolas, ellipses and

44 ElissaPoole extractfrom a conversatiowith the author,6 May 2015.
4 Thetitle of the pieceexplicitly refersto the etymologyof Rococo.Theterm,from the Frenchrocaille, stands
for a certainkind of gardenor cavedecoratiorwhich consistof piecesof rocks,stonesandshells
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hyperboic curves. Asina s or t otfompélth U, Abrasnaréaésa sequence of

offbeat rhythms that are dissolved into a variety of triplets and quintuplets [see fig. 3.41], and
a number of intervals in contrary motiorterlacel betweerthe four instruments [see fig.
3.42].Next tosuch a dense juxtaposition of diféat rhythmic layersthe employment of

messe di vocélattementandinégalitéclearly suggests the idea of a Baroque performance

practice 6

f. k SR ES TR LeE— i e vaufl |y Nita g P Ny
I £ i :_:_=. A E Jﬂ L - i I .{.u V
| 3 7
\’ln.é T — — T I=—————H
v g 3552 (% CEEEEEEE] g
3 7
Ga.[[ 9= e s asae o =
& beeee o TErEEEEE) ©

-éhp-,’.'g.l’.'?.ﬁrﬁq{,.r., e P v e
up\”V ' — — ’ ’

B]
(|I|9-| _w E:D it, h -
Fr
Like wmreasured irregular ornaments
3 - - P
T—7 e g By L, -
éJ—.—F- '-=![-----:=-===)‘_*=.-_-_=
Hps ST R oW G G, P & .'.I.l.! o™ s a® Fovs ova" S 3
f‘“ |
= - - I s

1L 8
al
LT

Fig. 3.42 Abram, FrenchCurves bais 37 40

Looking atthelasttwo examplegseefig. 3.41and3.42],anotheikey elemenof Ab r a mé6 s
musiccomesto light, namelytherepetitivenessf rhythmicalpatterndirectly inspiredby

St r a v ingosldssjci8nd’ Togethemwith theemploymenbf computersoftwarethat
geneatesmusicmaterialfrom theanalysisof MIDI input (eitherlive or pre-recorded,
Abramusesa personakystemof numerologythatassignswumericalvalueto thelettersof the

alphabetin Sonata(1991 2) the nameof ArcangeloCorelli is brokendownin orderto create

46 Referringto the Frenchperformancepracticeof dividing the valuesof equallywritten notesinto an
alternatingong andshortnotes.
47 JohnAbram, extractfrom a conversatiorwith the author,19 April 2015.
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the structureof the openingmovementpy usingthe lettersof his namein combinationwith
analphanumericchemgseefig. 3.43] Theresultof this processs thefollowing seriesof
numbers1231535373725331.Thesenumbersarethenputinto a pianoroll editorin anow
supersedetypeof MIDI softwarecalleddVg suchthatthe pitchessimply follow thegraphic
outlinesof theletters.Eachnumberalsobecomes unit for constructinghythms.Following
this personamethodology Abramendsup with four pitch chartsfor eachinstrumentwhich

createthe overlappinggesture®f thebeginningof his Sonatdseefig. 3.44]48

Fig. 3.43 Alphanumericschemeausedby JohnAbram
1
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All theelementdorrowedfrom tradition (suchasthe employmenof periodinstrumentsor
therhythmicalé6 mo n o tymfiedypbpneoclassicistecurrentpatternsyareconstantly
generatedy numericalmeansandradically transformedn termsof textureandtimbre by

computersoftware:

In my compositions, | am most interested in the way that the perception of time can be altered by

music. In English there is an expression, which perhaps is comnatimeinlanguages as well: the

pl easure of the unexpected. I think there is also
composing and believe that there is an awful lot you can do with just these two ideas. My style is

generally quiteepettive, which makes setting up an idea very easy: how long does the repeated

material continue before it is abandoned or develoffatii® abandoned, what replaces it? Have we

heard the replacement material before? How long does it continue? Will filaea@ by something

else that we have heard before? The relative lengths of these sections of material is what makes the

composition work'?

Althoughcontradictoryat afirst glance the interactionbetweerthesevariouselementselps
Abramto createan endlesgensionbetweeroppositepoles.Whatsoundsd pr e diisct ab |l e 6
transformednto somethinghewandunexpectedwhatis employedprimarily for its novelty
is convertednto somethinghatwill soundeventuallyfamiliar. Within this vibrating
dialecticaldimension conflicting categoriesuchasinnovationandtradition,scienceand
emotions hierarchyandanarchy totalizationanddeconstructiongesignandchance,
selectionandcombinationdepthandsurfaceall find anewway to interconnect

l nspired by t he KiMosgd GfferindiRevermanbly Jocelyn Bac h 6 s
Morlock is another good example of the posidernist (re)appropriation of Baroque ideas
and gestures, and their use in different stylistic contexts such as minimalismityrentl

impressionism:

I dondét know if | am a post modeolystylissch , odr stulppwisreqg |
polystylistic tendenciesd seems safer). But one o
point in the 21 century isthat so many styles are acceptable and can be used by the same composer,

possibly even juxtaposed in one piece. Perhaps that is postmodémisdernism is now one of

49 bid.
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many available styles, but not the main one (or the only one taken seriously in accideps) in the

way it would have been post WW2.

The piece was composed in 2002 and written f

gamba and harpsichdidrhe title refers to the French vedwvenir, whi ch means 6t o

Revenantepresents the first example of a series of explicit tributes that Morlock decided to

pay to the Western classical music tradition. Three years later, she corvhaseaf the

Romantic Erg2005) for small orchestrénspired by her teachahelate RusianCanadian

composer Nikolai Korndorf (1942001), she decided to employ a series of themes recalling

Beethovends symphonies, Tchai kovskyobs ball et

on, in 2007 sheproducedarrangenentsfor flute, viola and harpf R a v elbntbeau de

CouperinandMenuet antique& n d D e [Ballade At thes opening oher trioAsylum

(2010) for piano, violin and cell o, she empl

Mondnachd ( Liederkneis op. 39). In the song cycle entitlederruquerieg2013) she

made extensive use of operatic quotatjovisile her recent orchestral pie€@Rosg2018)

draws onthe fourthmo v e ment of Mahl er 6s Second Symphony
As if reflected in a mirrorRevenanbegins withth&K i ngdés t heme pl ayed

by the solo harpsichord. The retrograde melody soon evolves into a fdikasia

improvisationbeforeeventually resolwg into a short cadenza played by the violin. The

foll owing O0AG6 secti on bedgyithe sraverso,tsustaimedlwyo | at i | e

pedal notes ithe violin and vich da gambégsee fig. 3.45]the harpsichord arpeggios help to

dissolve the ambiguity of the fluctuating modal ambitus, which wavers between the Aeolian

(natural minormode on Clinked directly to the C minor tonality ¢fie Musical Offering s

trio sonata) and the Lydian modeonC The 6B6 s e c tmotomcaqmpmie sent s a

triple metre composecentirely in the style of Bach; performers are invited to add improvised

ornamentation in the form dflanieren(essential graces) deranderungeifarbitrary

variations), in line wittBaroque traditior??

The essential graces are those embellishments that have a limited compass and relatively fixed form,

such as appoggiaturas, turns, mordents, and shakes. They are so designated to distinguish them from

%0 JocelynMorlock, extractfrom a conversatiomwith the author,16 January2019.
S1Thewaytheh a r p s i ahdrdsaredigiributedin the pieceinvites the performerto stretchor shorternthem
atwill, following theideaof a bassacontinuoline which should be half-improvised.
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thewillktihrliche [sic] Veranderungen(extempore or arbitrary variation$§ ] which might have a

wider compass and a variable form. Throughout the treatise four terms are used for ornamentation
These have been consistently translated in the following maviaeieren(graces)Veranderungen
(variations),Verzierunger(embellishments)ierrathen(ornaments)Manierenis nearly always used

in connexion with the small fixed graces, afretanderungein connexion with free variations. The

two remaining terms apply to any type ohamentatior??
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Fig. 3.45Jocelyn MorlockRevenantbas 15/ 17

The foll owing t woareska@dtarizeahby fast an€rdythenioatly didvingd

mel odi es. The Kingds theme is disagtonglyed behi
rhythmicpatterngsee fig. 3.46]following the repetitive style of minimalist music. The

secti on 0dgaida npodaénselmdy (the Aepliamodeon C) played, this time, by the

viola da gambawhile both traverso and the violin are engaged in the creation of a subtly
overdotted and vibrant pedal, enriched by trills and syncopdserdig. 3.47]

52 Johann Joachim Quan@n Playing the Flut¢Boston, MA: Northeastern University Press, 2001).



gt gT o g e g
(brsr s il e, 5, bt i, o)
[ |
(s oo s st o
Fig. 3.46 Morlock, Revenantbais 166 170
Il n section O0F6, the four instruments join fo

which have a strong and colourful impressionistic flavour. The last note of each phrase is a
note of t he Kiece gndsswithtatvielimsolo: hérd) Morlock quotes once more

the Kingds theme in its original form, as a
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Fig. 3.47Morlock, Revenantbais 1911 196
On one hand, the quartet overall has a quite conservative prdiie dioe

employment of tonality; only a few sections present a more modal atmosgeeially

whenMorlock raises the sixth and seventh degrees in the ascegdimeell as occasionally
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in the descendindorm(s) of the scale f B &MuaskadGffering®® On the other hand, the
structure of the piece is more unconventional: the five sections of the pieces are interlaced
together, resembling more short music sketches rather than traditional movements. A few
minimalist patterns appear too, espbgim the centrallCéandddsections. In these two
sections, B a envbrked in arapetiive fashion in tise styleeof Max Richter and
Philip Glass.

Repetitive music is a notable trend within the contemporary Canadian music scene,
and Morlodk is not immune to its influence, as is shown muanberof other workssuch as
her double cello concerto with orchesfteromancy(2011) ancherflute concerto
Ornithomancy2013). Although far from being consistently minimsglentire parts of her

works are revorked by means of a gradual reiteration of smaller rhythmic units.

Compared tcrRevenanand Mor | ockdés ot her works for mode.
Canadian composer Rodney Sharman makes far more consistent use of repetitions,
countepoint and drones. Bum contrastt o Mor | ockds sequence of r ey
idioms, the | anguage of Sharman is often mic
my ideas come from the resonance %And propert
What is interesting in his works is the exploration of sound in all its mutable aspects,
such as timbre, tempo and dynamics, far beyo
works for the traverso show at best his sensitivity to timbres and alnmsestsie attention to
detail. Thanks to his deep knowledge of the instrumenhaidventive employment of
extended techniques, he is able to emphasize
tender palette of colour tones.
Sharman has composed fiwerks for the ondkeyed flute, combining it with both
modern and Baroque instrumern@esteg1980) a chamber oper&rstarrung(1984) for
Baroque flute, bass clarinet, mandolin, guitar, harp, percussion, violin and doublBdr&ss
Glasseq1988) forBaroque flute, bass clarinet, piano, percussion, violin, viola, cello and
double bassAfter Truth(1994) for Baroque flute and percussiandSnared Harmonies

53 Throughthe alterationof the leadingnotea semitonehigher(from B flat of the Aeolianmodeto B naturalof
theharmonicminor scale).

54 Interviewwith RodneySharmanRobertRowat(16 Januan2018)
<https://www.cbcmusic.ca/posts/19544/rodrsarmarvancouveinewmusicfestivab [accesse® January
2019].

12¢


https://www.cbcmusic.ca/posts/19544/rodney-sharman-vancouver-new-music-festival

(2017) for Baroque flute, two Baroque violins, viola, cello, basawal gamband twe
manual harpsichord. His interestiarly Music was sparked at an early stage of his life.
Alreadya flautist and recorder playdnge discoverethe early recordings of Nikolaus
Harnoncourtwhichwould have a strong influence on his training asasician and

composer:

I f you |l ook at my output, youdll see how many pie
sometimes with percussion, sometimes without, and this is a kind of replication of the beautiful
continuo sounds that | hearddhi k ol aus Harnoncourtds recordings in
theorbo, harpsichord and Baroque harp simultaneously. And it was all layered so when they would play

a figure, it would be smeared by the sounds of the three players playing approxthrassyne thing

at slightly different times, which is also a feature of much of my nidsic.

This feature is particularly strong in two of his works for the travekfier Truthand the
more recenSnared Harmoniesl he first piecaepresents #ibute to the writings of the
Canadian phil os o ptiwasmyddsre through inSeptibleicounterpoint and
canons of all sorts to address the pursuit of truth in art in a world where truth, at best, is a
di alectic, r at>hirethisworkthetimiareof tackraversouiblends pérfectly
with the sound of the vibraphon&rough constant changef metre and overlapping of
rhythms, the two instruments seem to chase each other in a s\Widimg interrupted a few
t i mes beyd O6sciqldlageddnytbedmaracas, chimes and rain Sfidike highly
chromatic traverso notation is orgasi into four restricted pitch ranges:
- the first (from bas 1 to 35 with a reprise from =80 to 80)uses ahromatic
scale fromcXo eXsee fig. 3.48];
- the second (from baB8 to 59)usesanenharmonic scale from" to a#'/bb")
[see fig. 3.49]
- the third which represents an extdedversion of the first (from baB4 to

125), usesachromatic scale fromto f#X{see fig. 3.50];

55 1bid.

56 Sharmanwritesin the programmenotesto the piece:GAfter Truth consistsof two pairsof two and threepart
inventionsfor Baroqueflute, vibraphoneandglockenspielseparatedy coloureds i | e shttpe//sodnéy
sharman.squarespace.com/aftath> [accesse® January2019].

57 lbid.
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- and the fourthwhich concludes the piece (from bar 126 to the ambhsa

chromatic scale frorg»¢o a#Xq{see fig. 3.51].
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The vibraphone foll ows the traversods | ine b

exceeding its range as a shadowy projection of it. The dialogue between the two instruments

is rather hypnotic due to the reiteration of close intervals and the slidssbnances created

by the chromatic notation. Such a wobbly cha

playingdéb, as described by the young Shar man.
In Snared HarmoniesSharman shows himself capable of achieving an even more

destabilizing effecthrough the use of a microtonal languabee first and second sections of

the piece are characterized by a fluctuating rhythmic pgtleyedby the strings in contrary

motion andn arpeggiosn the harpsichordentirely consonardt the startthe lire played by

the strings is slowly and subtly modified by the introduction of microtonal intervals [see fig.

3.52]. It results in a distorted lullaby, often interrupted by short traverso solos, typified by a

series of microtonal glissandos on the same plitdisee fig. 3.53].

132



Moderately » = 72

0
w
6th tones, cach semi-tone divided in 3]
¥ o
@—!— shebatete fotetmtaiazala i}
ot /- a!"'-. P— |
535 } t i e —re—oe (e ¥ f ¥
mp
61t D, sch gei-tone divided in 1-|
o : i
a—!—t i eiele e el d TATEE j}i
Violin 1T Arco
)/ I = —
R e i E i s i
mp
= y e
Viola 1
B ; i =
PEE
Violoncello E;? = ; = E F
i E
pizz """.‘ .
Bass Viol ﬁ . = .'% E = E
r = =
mf’
Moderately » = 72
A 8'+8' (coupler) |
T — —= irz = ==
) O = e
Harpsichord —
arpsicho 45|‘ e |
ﬂ:g:m—&
s ———
Fig. 3.52Rodney Sharmargnared Harmoniedars 1i 3
11 * fingered poco accel. atempo poco accel.
(see below) —_—————
g = S | /1| —
7 - e —— 18
; 5 5 . B8 5
P — — pizz
f) [ f ' I ' =
i:-lzi:.bﬁ P —
b -y b 4 b i L
AT R ’ nf
pizz
5 — — . 2
T e e s S S
#E® e = o
to te te 4o e e e = mf

Fig. 3.53Sharmansnared Harmonigedbas 117 14

The third and last parts of the piece are characterized by subtle microtonal dissonances
overlapping each other:tlee i t er ati on of the same sonic mas
pitch d,jaxadngte thenarking on the score.

The same dualism that After Truthemerged through the dialeaicelationship
between two different instrumental timbres is heaaslated into a tension between the

plaintive first section of the piece and its soothing and concluding second part. As its title
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suggestsSnared Harmoniegepresents an impossible attempt to grasp the elusive harmonies
that are hidden in the pieddeir faltering microtonal character leaves us with the final

impression of an ephemeral timbre mirage.

As this sectiorhas shownCanadian composers have been prolific in creating new music for
the onekeyed flute, thanksr no smallpart o E | i s soamitmernt ih @dmissioning
muchof it. A variety of aesthetics have been displayed, advanced techniques employed, and
different instrumental combinations useahgingfrom traditional Baroque ones (such as the
Paris quartéj to more extravagant assatoons with modern instruments, including the

guitar andvariouspercussion instrument€rossovers have occurred between atgnahd
neoclassicism (as in the music of John Abram), or between minimalism and spectralism
(includingin the output of Rodne$harman). A nostalgic leaning towards modality and
tonalityhasemergedf r om t he anal ys i Revandntwhiletbesplegest Mor | oc
created by Linda Catlin Smith demonstrate a more textural and intimate profile. Such a
miscellary of aestheticeffers an accurateeflecion of the stylistic pluralisnhat has marked

the postmodernist phase within the Canadian contemporary music scene. Howewvelgat is
thatmuchof this repertoireever set outo sound either progressive or experimental. Such a
form of musical conservatisponstitutes amtegral part of Canadian pestodernismalbeit
without entirely subsumingt.

No matter how advancets techniques or how darints exploration ohew somds,
themusicpresented in this section welearlyborn out of a high degree ftdelity to the
idiosyncrasies of period instrumenthe variety of this repertoire is balanced by a deep and
sincere respect fa@achinstrumenandmusical style importettom the pastTheresulting
colourful mosaianaylack consistency but reflect positivelythe overalheterogenous
attitude of Canadian society towards cultural diverdfijth its long tradition of peaceful
cohabitation between citizens different originsandmultilanguage communities, artd
respectful attitudes towards minorities of any ki@dnadavasfamouslythe first country in
the world to adopt an official policy on multiculturaligm the 1988 Canadian
Multiculturalism Act) In contrast to those nationsthoolsmorefully embedded in the late
modernist traditionthe Canadian contemporary music scéias noforced idioms and
instruments from the pagi berd themselves tany strong avanrgardemusictradition
Neverthelesssuchan unconstraineftee play of ideasarries risks, those afdearth of

idenity or even a certainaivete What onecommentatomight cdl golystylisticd another
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could dubdmannerish andwhatmight seem fresh andnconventionabn first hearingcould

eventuallycome to seersimply puerile anagvencaricatural.
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3.5 Misconceived workghe risk of caricature and exoticist cliché

From a strictly organological poiof view, the most conspicuous discrepancies between the
traverso and the oOomoder nd f Ii orlaekofatoThecoeer n i t s
keyed flute was manufactured with a wide variety of wood species from box wood to
palisanderandfrom ebony to ganadilla. A few fancy models existed in ivory and crystal

too. Although wood has always been an option, the Boehm 1847 flute began being produced
with the most resistant and resonant materials thahiagteenthcentury modernity had to

offer, includingsilver, gold and platinum. More recently, a variety of polymer alloys have

also been employed to create brand new types of colourful and highly resistant plastic flutes.

Although material has a significant impact on sound colour, the internal structure of

the bore and headjoint constitutes the main feature responsible for producing the sound.

While the conical bore of simple system fluteom onekeyed Baroque specimens to later

romantic multikeyed instruments remained unchanged for overo hundredyears (with

the headjoint being the larger piece and the foot the thinner), the Boehm revolutionary flute
patented in 1847 brought a dramatic change W
Following systemat experimentation andewacoustic discoveries, thmdy of the

6moder n6 f | weingconitalin leoceto tylindrical and the headjoint became

6 p ar aBlothei1850s Albert Cooper improved the embouchure hole, by cutting it

new way thachanged the timbre of the instrument even more radically, enabling it to

become moreonsistentlyin tune when pitched at A440.

Anothersignificantd i ver gence bet ween the traverso a
linked to the key system. Comparedotevious simple system flutes (from the early
eighteentttentury and lateRomantic conical flutes, the 1847 cylindrical Boehm flute
possesses much bigger holes and a system of open keys, includingsdaaniossg G sharp
key over an additional Gharptone hole. Indeed, as the name suggests, toalka one
keyed flute has merely one keyDuring the eighteenth amineteenttcenturies, additional
closedstanding keys were added alongside the original six open holes, with the intent of

giving the instrument a more equal chromatic scale. Nevertheless, adding extra keys was not

8 Recentstudieshaveprovedthatits taperis in fact morecomplexthanatruncatectone.
59 Thetraversohasalwayshadonly onekey with the exceptionof the Quantzflute, which presentswo keysat
thefoot of theflute, onefor E flat andanotheifor D sharp.
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meant to replace the use of open holes but to rather integrate it: therefore, several fingerings
could be employed to play the same note, and the choice between onadigerianother
was based on the slight difference in perceived timbre and pitch and on their relative ease
when playing fast passages or ornaments, such as trills and mordents. For instance, to play
on a simple system multieyed flute, flautists in theineteenth century could choose from
tendifferent fingeringsninedifferent fingerings were at their disposal @it eightfor " and
f#', sevenfor cXb ,a@#", €' andc"Xand so on.

The predominance of equal temperament from the second halfmh#teentrand
beginning of the twentieth centuries made the employment of all these alternative fingerings
worthlessjindeed B 0 e h m6 seensed tofiert theaptimally efficient key sytem for
guaranteeing 6pure intonation, evenness of t
the highest as w®Bdehmdde hey ll iowekrsitc anlot felswt. e w
cause O6sharp divisions among flautists, comp
fingering and mechanism of the instrument but over its tone and very charabtedispute
lasted for more than a hdred years before the Boehm model eventually took over and
established itself worldwide. Its revolutionary workmanship, profile and structure resulted in
a radical change of its timbre too, creating controversy: Richard Wagner disliked the Boehm
cylindrical fl ute so much as to dub it a dédcannonb
principal flautist, to revert to the conical rikgy flute. Richard Strauss, on the other hand,
favoured the Boehm flute, and Gustav Mahler worked with Boehm flautists sifirelm
Popp, Emil Prill, Wilhelm Tieftrunk and Ary van Leeuw&rRudall, Rose & Carte, later
Rudall Carte (founded in Londonin 1828 as one of t hemakiogr| dds gr e
companies at the turn of the last century. It recognized the importaBce @ h mo6 s

innovatiors and helped improve the design of the instrument, spreading it worl@#vide.

Thet r a v eampleted@rsancipatiorirom the modernflute hasnot beenan easytaskto
accomplishThis instrumenthastoo oftenbeenregardecassimply6 o-f d s hioone d 6
0 e x oasortof@ndevelopedgbrototypeof the Boehmflute to be exploitedfor its uneven

temperamenandthroughthe useof BaroqueeffectssuchastheflattementWithin the

80 Thesewerethe characteristicthatBoehmwantedto achievewith his own flutes. SeeArdal Powell, The
Flute, p. 165.

61 powell, TheFlute, p. 199.

62 RobertBigio, Rudall,Rose& Carte: TheArt of the Flute in Britain (London: Tony Bingham,2011).
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constantlyevolving contemporaryepertoirefor thetraversofar too manycompositionhave

still beenintrinsically conceivedwvith amodernflute mindsetshowingthec o mp olackr 6 s

of interestin the specificfeaturesof the onekeyedflute. Oneexampleof along seriesof

0 mi s ¢ o nworksisvnetabElissaPoole commissionedn 1990,a pieceentitledLo

spaziostellatosi riflette in suoni for amplifiedflute andpercussionby the Italo-Australian
composelClaudioPompili. The piecewasoriginally conceivedor the onekeyedflute and
laterreworkedby ElissaPooleon the eightkeyedflute owing to its extremechromatic

phrasingseefig. 3.54:6 it jumped around to an extraordin
and the passagework was not at all easy for fingérsmmuch of it in the highest part of the

range expected®@ to speak clearly. d
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Fig. 3.54Claudio PompiliLo spazicstellato si riflette in suoniexcerpt

Acknowledgng the limits of a musical instrument does not necessardgnthe rejection of
novelty per seRather, suclimitations offercomposershe uniqueopportunityto confront
further challenges, advancititeverypr oces s of ¢thatrgpesentsweeoftizet i on 6
most interesting aspects of working alongside a performer.
Before composing.o spazio stellato si riflette in sugriRompilihad produced another
piece for traverso, entitlddo specchio del fior€1988),which demonstrated on the whale
more careful approach todimstrument This earlier piecanvites the oneeyed flute to
mimic Japanese sonoritig3n the one hand, the absence of kaysheinstrument andhe
instability ofits pitch and woody sound make the traverso a suitable vdbralecaling
6exoticbdb timbres from the far East, through

Opr-mdloodi esd6 (as t he c Omieotheehandowekeetlle t o cal |

63 ElissaPoole extractfrom a conversatiowith theauthor 6 May 2015.
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p i e tast pdaposition of dense musical arabesques entirely igtiege n st r daocke nt 6 s
of therefined keysysterneeded tdacilitate the executionf such rapicchromatic passages.

Next t o P o mypnspire ddo swodrakp,a nJemsheoke thenGloudS a
further example of such an Orientalist postdernist trend. The piece, written in 1995 in
honour of Luciano Beriods seventieth birthda
revised for solo traverso or, alternatively, two traversos or modern fluttesutvlive
electronics), is inspired by the rainmaking rituals of Native Americans tribes. An LP record
of a Hopi flute tune from the beginning of the twentieth century constituted the inspiration for
the Prelude ofhe work% Thow transposed the traditial tune one octave higher and
developed it into a more complex melody enriched by chromatic scales, embellishments,
flattementsand microtones. The latter are produced by a few alternative fingerings, marked
by the composer as follows:O6 wh i cohthedwelfthnhdrsonit (obtained by
overblowing), 6N6 for the traditHHaaetmhotf i nger
be adjusted in tuning.he use of théattements also classified according to the frequency
of its oscillations: regulditattementpeu de flattemer{tvhich consists of aweakand slow
oscillation) flattement moye(providing a moderate and constant oscillation) faitement
vite (which refers to a rapid and constant oscillation). But these extended techniques, instead
of becoming means of emancipation or idiomatic writing, paradoxicaihforce a rather
rudimentaryfornro f &6 decor ati ved Or i en tegotlicstenalusleatsh o wé s 1
him to mistake the O6pastnessé of the travers
memories, | andscapes .AlkdP o rapniadrsieichid defiore x per i en
T h o W0 lavoke the Cloudsas failedo transform the idiomatiteauresof the Baroque
flute into new 08§ 0Orcemosetthechralm ofgthe undadiliagisdoomed

to vanish, leaving behind nothing worth remembering.

The works presented in this section represent unidiomatiaraatl, somewhatlemeaning
attempts to justify the contemporary employment of the traverso by virtue of its seductive
and extravagant traitf the cases oboth Pompili and Thowthe onekeyed flute is

exploited for itssuperficialcharacteristics (hnamely its unstahlaing, airy sounds and

64 Linda H. Perekstagl wentiethCenturyC o mp o s ipt37.on s 6,

8 EdwardSaid,Orientalism(London:PenguinBooks,2003),p. 1.

66 GyorgyLigeti, 6 R h a p s oudausgewbgengedankeriiberMusik, besondergibermeineeigenen
Ko mp o s i NeueZeitechriftfor Musik 153/1(Januaryl993),p. 28.
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woody timbre). A predictable use pérticularextended techniques seems to challenge the

instrumentwithbsuchpuer i | e questions such as: o6what do

Unfortunately, the only answer we hear coming fromet t r aver so i s: O6when
to be an indigenous flute!od
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3.6 My own commissions, from neweo Baroque pastiches to algorithmic

compositions

Back in 2014, | began commissioning new works for my instrument, trying to persuade the
most creativeninds | knew to create something specifically tailored for the traverso and a
few of its travelling companions, including the Baroque violin, theavital gamband the
harpsichord, which constitute the core of my ensemble Europa Ritrovata.

As a practitoner onboth modern and period fluteshave had to beconmsecustomed
to changing techniques and stylesamlswitching from one instrument to another, and from
one repertoire to anotheéhese considerations affesdund projection, resonances,
harmonicscolour tones and fingeringas well as performance practié®henasking
composers to write for the traversdikewise expect them to adapt their compositional
strategiesvith the samealegreeof flexibility and opermindednesd do not want them to
take the easy route, by simdigiling back on those feature$ traversowriting thathave
already beeextensivelyexploral: dark and woodgoundsthe opaque and fragile timbres
produced by fork fingengs andunequal temperamerthédifferences between enharmonic,
chromatic and diatonic intervaldYlor am | expecting theassive us ofconventionald i )d 6 | |
double tonguing and finger vibratalreadyso commonly employed in the practice of early
and contemporary musiéVhat | expecfrom composers is to fully acknowledge the
traversoo0s original amsrtencerésiriatthetnselves goxvorkingn ot n
within it, butratherto challenge and expand it.

As a resultthe works | have commissioned have explaedde ange of different
instrumental combinationfrom solo to orchestralriting. The interaction with other period
instruments proves, for instance, how perfectly balanced the soundcfa$ol ed o6 Par i s
guarteto is: it is no yocomposersadinue the ldBadromue many
tradition of writing for traverso, Baroque violin, veola gamband harpsichord as it
originated in France at the court of Louis XIV. At the same timergrerded and live
electronics are able teadthesound of the traverso and its Baroque travelling companions
towards unimaginable soundscapes, encouraging composers to go beyond preconceived

boundaries.
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3.5.1Barococoricq an American remake of a Baroque suite

Albert Beharis a New York based comger of film and concert music wheinteress liein

the intersectiomf acoustic and electronic muslo. 2014 he createdarococoricofor my

ensemble Europa Ritrovata, consisting of two traversos, Baroque string orchestra and

harpsichord. Divided into five movements, this work can be considered a contemperary re

make of a Baroque French suite. Béhar | a is grad@angnantly tonabnd strongly

influenced by the repetitive music of Steve Reich and Philip GBes®icocoricois no
exceptionnthatrespect The title Iis a combination of th
is Italian for o6Bar oque 6Baroqué¢aoncdo coocbo ctohrei caorbt ws
French foricock-a-doodledoa Central to this piece is the use of Baroque ornamentations

such as trills, turns and mordents. Far beyond their decorative purposes, ornaments become

the loadbearing structures of the wholepe:

Barococorico came out of my love of Baroque ornamentation. Although the austere repetitions of

mi ni mali st music have a place in my heart, | 6ve a
frills of Bach, Rameau, etc. My big question to Gemolo belfforest art ed composing the
ornamentation just decoration, or does it serve a
and trills are the adjectives of Baroque grammar, completely inseparable from the rest of the notes they
describel began to wonder if it was possible to create a piece completely out of ornaments. It would

be a bit |ike baking a cake made entirely of fros
ornaments (below). The maiCademet uned &brtdhetpi wbech

beautiful symmetry and contains both a trill and a moréfent.

The first movement, OPresto6, starts with th
melodywhose final trilldoes not resolvas expected onto the tonithe tension created by

the trill at the moment of its natural resolution is then stretchédxiensively, throughout

the first two movements: almost withcab r eak, t he harpsichordos tr
than eight minutes. Before finding its own resolution at the end of the second movement,
O0Moderatod, the tir dytrasfermdédntog sparklingadrone onttopi s gr
of which the orchestra intervenes with repetitive and rhythmically incisive gefdarefg.

3.55]

67 Albert Behar,Introductionto Barococorico(manuscript).
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12 BAROCOCORICO | II. Misterioso | Score
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Fig. 3.55Albert BeharBarococoricq Il: Moderato,bars 45i 46

The third mov emsroctehgaAigue angl sustdined by another type of long
drone, this time produced by the tremaloshe violas and cello$n top ofthis longdrawn

outpedal, the two flutes chase each other, followed byitmcatostrings[see fig. 3.56]
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The fourth movement is an O6Andanted for
every now and then by the emengeof a few rapid gestures and melodies, echoing previous
movements.

The last movement in D major is a Rondd, characterized by a simple ABA structure
In it, a number of ascending and descending fast scales are played by two instrumental

groups set againsaeh other: flutes and strings [see fig. 3.57]

Fig. 3.57Behar Barococoricq V: Allegro assaibais 54i 56

In the last part of the movement, Behar transforms one of the couplets into a frantic
accentuated habanerehich anticipatethe grand finale of the piecAt the end, a series of
guotations from the first movemerggappear, altered and decomposed as in a distorting
mirror.

Al b er t B&adrarico@ppears unconcerned witinovaton or, indeed, any
attemptto advancehe gate ofmusical discoursé e t t h einomhodoXuéesof repetitive
musical patternsvhich undermine any tendency towards fequare rigiditycouldarguably
be described a8 p ars tn i amd its form as irregular and ndinear, while its arabesque

like flourishes reference potentially not only the Barogelf butalso the seltonscious
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archaisms of posnhodern architectur®® His explicit use of tonalityalong withreferences to
eighteenthcenturyornamentations and genres (such as the rondo and the, giguggst a

foundation intraditionwhile stretching individual elements of that tradition (the emgirtute

trill, for instance) way beyond their normal boundariBse incorporabn of a few elements

of novelty (including the repetition of rhythmical patterns in line with minimalism) are

possible only at the price of keeping his aesthetics coherent with -fdéghed and fairy

tale-ish atmospherédsin mucho f B e h a r & Bardcocoriovinviies she audience

into a cartoonisipostmoderruniversei n  whi ch the distinction bet:

entertai nment [leeoothesdeangléeso usé6 musi c

58 For a discussiorof theusefulnes®f thetermdé p evd tn i weelordatharw. Bernardd Mi ni mal i s m,
Postminimalismandthe Resurgencef Tonality in RecentAmericanM u s jAméricanMusic, 21/1(2003),
112 33.
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3.5.2 Joachim Brackxds meditative music

As aprofessionaEarly Musicsinger whoserepertoire rangsfrom late fifteenth century

Flemish music tahe French and Italian Baroque, the Belgian composer Joachim Brackx

cultivates a strongly improvisational and modal quality in his output. One of tilmee mai
characteristics of BrackxG@egreemd siéc oing rtoh é epmr e
al e at oThe musiclinmaterial selected by the composer is argaimto a series of

boxeson the paggeinside each box the intervals and rhythms can be played freely by the
performerin the absence @ny predetermined order. The different performers have only to
communicatavith each otheto determinavhen to move simultaneously from one box to
another.Thesedynamic and unpredictabteattime interactions are at the very core of all

Br ac k x 6As henenpiairs,c .

The core idea that | explore in both 6l n sacred s
most of my recent compositions,tie reshaping of the relationships between the performers in order

to achieve a performance as ritual with an emphasis on presence and awareness. Instead of fixing the
relationships between the musicians, as traditionally notated music does, in tlestéfgrects of

music, the temporal, the harmonic, the melodic, the textural, | have created a very simple notation

system that focusses on creating possibilities instead of restrictions. The result is that performers listen

to each other with increased ta as the relationships between them and their actions shape the music

in real time®®

Composing for early instruments comes as a natural consequence of this unrestricted

approach to the musicaotation:

| have also chosen to work mostly with musiciare usually focus on early music, for two reasons:

the first is that these musicians are used to creating music from scores with few instructions, the second
is that | do not want to use equal temperament as it sounds uninteresting to me after years of
performing in all kinds of more colourful tunings. An added bonus is that the delicacy of early

instruments suits my aesthetic much more than more modern instrdfnhents.

69 JoachimBrackx, extractfrom a convergtionwith theauthor,2 June2019.
0 |bid.
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In 2014, | commissioned from Brackx a transcriptionno&acred Silenctor two traverss,
alto and vioh da gambaThe piece was originally composed in 2011 for two voices and
based on poetry by the Belgian choreographer lvan Schauvliege. The piece has a very calm
and meditative character. The language is modal, and it employs differestsozh as the
Lydian in F and the Phrygian in D.

The second piece | commissioned from Brackx was a trio for traverso, violone and
voice, entitledmagination does not exi§2015). Theext isan English translation of a poem
by the fourteentitenturyP e r s i a n  phich delebrhté$ earthly love and the beauty of
the human body. Theotation of thepiece is divided ito elevenboxes beginning with a
meditative instrumental introduction to the song [see fig. 3.58]. In its attempt to depict the

different moods of the text, the music varies its chargoten soothing and melancholic

gestures (O6You should come close to me toni
dream/oronyourmind anvaséo6) |[see fig. 3.episddest o mor e
(6When | start shouting in the middle of

060Gently shaking soft animals from trees and

“ = Y= & o i
# 451 | T e ——— —+
= # ; —
By 2 ~ ": (=1
dbl gz & o L= é’h‘ = —
_— Lz S (Z %) S —
Fig. 3.58Joachim Brackximagination does not exjstpening
: B 4 L ) -
v. — La s -2  — ;_-ua — — *  ———— B #ri' =
Yau should come C_!us::_’; te mMe. {‘o-ﬁi ht | wrayfave v For T willlbe telebrating vou B
3 . Y
[ A [ < al |/ | S
g — o — e — & —— -
+|_ $ ol ¥ [ o) — L4 Ll — = = e ¥ _E
— A B o ol J i) ¢ ud |
b, g 5 =x — = & ;’E\ (=1 =
- z T

Fig. 3.59Brackx,Imagination does not exjstcore extract
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Fig. 3.60Brackx,Imagination does not existcore extract

The music oBrackxmakeshighly idiomatic use of the traverso and other period

instruments. His meditative and modal language doepustithemtoo farinto the realm of

new sounds and experimental techniques. Neverthéesdeatoy aspects of théorm force

the performer to be csmantly imaginative and to respomdmediately 6 the aural stirrings

from the othemusicians At the oppositg@ole from thosaypes ofcontemporary musithat

insist onhighly detailedangg r escr i pti ve notation, Brackxos
dimension of freedom for the performers, allowing them to detach themselves from the

printed score and rely more on their intuition and improvisational skills.

3.5.3 The traverso with live and prerecorded electronics

The first of the pieces | commissionted traverso and electronics is entitl€to. It was
writtenin 2015 by the Italian composer Giovanni Sparano. It is part of a cycle of solo works,
each of which is dedicated to a different Greek nmfbsespired by the flute music of the
Italian composer Salvatore Sciarrino, the {womventional score presents a series of
fragments, each of which has a precise duration [see fig. 3.61]. The length of the piece is pre
determinedlastingexactly 4 minuteand 55 seconds.

Although the composer has overall control of the parameter of time, a very limited
degree ofleatorism is applied with regard to the spatial relationship between the rhythmic

gestures contained in each fragment. The piece is best perfatithetie help of a timer.

" SparandhadalreadycomposedJrania for mechanicabrgansoloandTersicorefor guitarsolo (both2014).
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Fig. 3.61Sparano(Clio, score extract

Clio (sometimes written dsleio), thedaughter of Zeus and Mnemosynegpie of the nine
Muses, often dubbed the Muse of hist@yp a r aiece presents a cyclical structure: it
begins with a sofand subtldransition from a series of whispering effects to the production
of pitched sound on the instrument, passing through a more elaborate and virtuosic middle
section and ending as it s&tt by going back tgentle andmorenoise-like effects.
Sparano employs a relatively broad palette of extended techniques, including
harmonics, flutter tonguing, slap tonguing, whistle tones, overblowing, singing and playing,
guartertones and an extretyewide range of dynamics, amplified by the live electronics.
The latter manipulates the sound of the travessemploying four main devices: frequency
filter, wavelet distortiongranulatoy andsound equalizer of the electawoustic spac&he
four devces interact not only with the traverso but between each othezlas
In 2018, | commissioned a second piece with electronics, erfitiadBleachedrom
the Greek sound artist and compoEkanos Polymeneas Liontiris. This time the work is
written fort h e 6 P a r itrav@rsogRa@aqué \eotin, valfla gamband harpsichord,
and the electronicsapger ec or de d. Liontirisdéds main musica
computeraided composition and multimedia performance. Although a significant plaig of
music is created with the aid of a computer, the final compositional result always bears the
malik of his own personal creative interventions, which serve to enlarge the palette of sounds,
dynamics and rhythmic pattertsasgreat a degreas possible.
SunBleached s Liontirisodos first composition fo

generatéghebasi ¢ set of intervals for this work, h
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serieso, created by t h&hediamfiisri tayroogsofsiea s & eirs

serializing melodies, harmonies and rhythms witiak thepotentialfor infinite change, as its

name suggests. It is based on an integer sequeotcer(likethe Fibonacci series) which is

subjected to a constant variation: the last few intervals of the sequence are responsible for the

following variation (for instance by ascending or@swling a tone or semitondhis

process can continue generating melodies, harmonies and rhythms by itself until the

composer decides to interrupt it. Statistically speaking, a fairly tight grip around the starting

range is always retained, and big letgw to be followed by leaps in the opposite direction.

The overall feeling achieved is to be floating around the same pitch area, even though the

continuous motion of the series leads us gradually further from the original integer sequence.
Theinteraction between contemporary technology and old instruments presents us

with an unpredictable series of unusual timbres:

| thought of looking for a way to use them in as possible the exact opposite way that they were used
back in the Baroqueéme. Instead of looking for their inherited beauty (in terms of sound, such as the
beautifully resonant vial da gambahords etc.) | was looking for a sort of ugliness and roughness and
through that, magically | achieved a different type of beauty, ath@aore relevant to our time, or at

least the aesthetics of our time. A very rough and uneasy béauty.

The 6rough and uneasy beautydé pulled from th
and made even edgier by the electronics. All the maferi#the electronics is derived
directly from the acoustic instruments and later processed by a computer, transforming the
quartet into a sort of octet, as if the acoustic instruments were playing with their own
electronic reflectionsAs often praised by Taskin, such aesterilized kindf beauty lies at
the very core of certain strainslustorical performance practicas in the case dikolaus
Harnan ¢ o uearlyr@rslitions of the music of Joha®ebastian Bachvhich fostersa
6cr ook ed 0 aestheticsvhoseteiamlyr es, O6phr asi n ptenéaonfdf t e mp
the ®ackod.
Central to the piece isi o0 n tnotion obtinewhethethi s use of the &6in

serorebBé paradoxical employment of instrument

2 ThanosPolymeneas.iontiris, extractfrom a conversatiorwith the author,21 February2018.
73 RichardTaruskin,Textand Act (New York, Oxford: Oxford University Press1995),p. 317.
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The element of time also structurally is apparent at the lack of rhythm at the beginning and end to the

very rhythmic part in the middle as a sort of coet@lopposite notions, yet part of the same

developmental continuum. However, the element of time becomes apparent (to me at least) only the
moment we add the electronics. [ ] Time also in t
bl e ac he dofasea drifted dbjeat found on the-skare, a piece of wood that looks like bone

or a bone that looks like piece of wood. A relic. My partner when she listened to it said that it is like a
6squid bone6, and t hat 6s cakified fooin bup and sak An objectiwpon af t er
which time has passed ruthlessly. Roughing it up, making it a féssil.

At the beginning of the piece a few paper sheets are placed between the strings of both the
violin and the vioh da gamhaspecifically positioned over the middle strings and below the
outer ones. The windffect created by the striking of the violin and @iala gambaows on

the paper is echoed by the traverso whistle tongsrand[see fig. 3.62].With the exception

of the low register pedal played by harpsichord, the effect produced by the remaining three
instruments is that of a series of sonic waves that emerge from and dissolve into absolute

silence.

4 bid.
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Fig. 3.62Thanos Polymeneas LiontifiSun Bleachedars 6i 8

The second section of the piece asks the strings to vary their playing from ordinary position
to sul ponticello this technique produces a series of random harmonics and noisy effects, not
entirely controllable by the player. Something similar isunexgl of the traverso. The players

are asked to start blowing from a certain distance while moving the instrument slowly
towards themselves: as soon as they hit a specific intémeglhave to turn the instrument

away from themselves and continue blowimbe noisy effect of these two techniques

combined together is occasionally interrupted by the eaneapf random harmonicsee
fig. 3.63].

152



Fig. 3.63Liontiris, Sun Bleachears 16 18

The resultingunfocused timbre®scillating uncertaity between pitch and noisereate an
unstable and wobbling sonic mass in which the traditional timbres of the instruanents
made almost unrecognizable

The third section develops the idea of creating s@xihiloand presents series of
fragmented melodic gestures popping out from the electronic drone: a series of effects such
as harmonics, flutter tonguing, pizzicato and striking of the bow serve to twist and disfigure
the otherwise traditional timbres of the instruments.

The use of the 6infinity seriesd becomes
rhythmical fourth section, introduced by an agitated and percussive series played by the
harpsichordsee fig. 3.64] After a short solo, the other three instruments join the
harpsichord intervening with short and rhapsodic gestures that serve to colour the otherwise
monotonous timbre of the harpsichord. This cadential section has a chdraictemtrasts

with the rest of the piece.

Fig. 3.64Liontiris, SunBleachedbars 48/ 50

As if coming full circle, the piece concludes with a group of interlaced harmonics and

mul tiphonics, | eft resonati ng -lmeattachedttehe harp
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