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Abstract

Reorder performersconstantly faceghe challenge of selecting particular instrumental models
for performance subjectto repertoire, musical styles, and performance contexts. The recorder
did not evolve continuously and #arly. The multiple available modslare aurprisingly
dissimilarand often somewhatanachronistidn characterjuxtaposingelements ofdesignfrom
different periodsof European musical historyrhis has generated the particular and peculiar
situation of he recorder performerthe processf searching for and choosingn instrument

for aspecific performance ia complexaspectof performance peparation.

This research examinethe variables that arise in #se procesgs exploring the
criteria for instrumental selection and, within theoatext of music making the credive
possibilitiesafforded bythose choicesThe study combingresearch into recorder models and
their origins, use and associated contexts with research through performaheeelatiorship
between performer and instrun@, with its cultural and persoal complexities, is significant
here.! & 'y WS @S NBt&llirddailg pr&®e© an persondl artistic expression over
many yearsthe instrument becomes part af K S LJS Niffegtity NnSnyIede, as a Chilean
performing an instrument that despte its wider connection to a range of other duitiites
across he world, belongs to European culturejgisense of identity is compleand therefore
examined irmy procesgsof selectingand working creatively with the ibimments.

This doctorate portblio comprises sixperformance projects, encompassing new,
collaboratively developed works for a variety of recorders, presented through performance
and recorded media. The artistizitputs are accompanied by critical comntamny, examining
how the creativework addressscore questions that arise from the situation ¢ined above.

In addition to performance, most of the projects resulted in original scores that invite other
performers to exfore the instrumental diversity othe re®rder, encouraging a remead,

creative perspective.



Contents
Y 013 1= V! PSRRI 2
(O70] 01 (=] 0] £ F PSP 3
LISt Of FQUIES. ... e e e e e e e e e e eeeaeeeeee
List of Accompanying (Audio and Video) Material...................cooeiiiieiiiiiiiiiieeeeeeee 13
List Of MUSICAl EXAMIPIES......ciieeeiiieeeiee e es e e e e e e e e 13
LiSTOT OULPULS. ...t er s 16
ACKNOWIEAGMENES. ... .o e e e e e e e e e e et e e e reaaaas 17
D dzl K2 NRE& 5.8 0.6 L NL A 2. e 18
T 1o o 183 1T o PSR PPR 19
dz K2 NRE& 0L Q0L 3NRAZ R et 21
The RECOIAEr CONEXL.....uuuuiiiieeei ettt s e e e e e et s eee e e s e e e e e eeeaeennaaseeanres 22
The Rgearch TOopIC and itS AIMIS. ......uviiiiiiiiiieieeie e e e e e e e 23
LY { gToTo [o] (o 1= RSP 25
The Practice RESEAICH.........cooi i e s 26
L= 1=T0 [ TP PP PP 29
List Of RECOrArs ULIHSEd. ........cceeiieeeiiiee et 31
Integrated Research COMPONENIS.........oouuiiiiiii e e e 34
HOW t0 NavIgate thiS TNESIS.........uuuiiiiiiiiiiiiiiiee e eeees 34
L (] 10T 36
Chapter 1. Searching for Alto Recorders to Meet the Piano (202816).......................... 38
INEFOAUCTION ... ne e e e e e e e e e e aeeas 39
The Contemporary Context of Recorder with Piano............ccccccoooiiiivieeeiii el 45
The ChOIiC@®T REPEIMOINE ... ...uuiiiiiiiiiiiiiiiiii ettt e e eeees a7
Searching for Recorders to Meet the Piano.............ooooiiiiiiicii e 50
The Search for (and Choice of) Recorders to Play JohnCFé&th { 2.y.L. 0. b............. 54
CANRGO az2@SYSy.lY.. . Wa2RSNL.O2.Q e 56

{SO2yR a2@SYSYy BWNARAERLY.0.S...a88.0. e, 60



¢CKANR a2@SYSyidyY . . Yw2y.R2Y..a2RSNL.0.2.0...... 63
¢tKS az2RSNYy !'fid2 wSO2NRSNIAYy G(KS /2y0.SBG 2F t 2¢
(OF0 ] aTod [V o] 1= 72

Chapter 2. Beyond the Acoustic Environment (&% 2017): Drilling into the Process of

Metamorphosisg The Electroacoustic Modern Alto Recorder (ER)..........cccovvvvvviiiiiiennns 74
INEFOAUCTION ... e e e e e e e e 76
Collaborative Work as an Exploratory Method.............covviviiiiiii) 77
Beyond the ACOUSLIC ENVIFONMENL..........cccoiiiieiieriee e e e e e e e e e e e e e e e 78

¢CKS / NBFGAGS t 23Sy GALf. . 2F. . 0KS. . . ¢C.SNN..Y82SO02NRSNJI
Beyond the Acoustic Environment, Collaborative Project 1: RECORDARI................... 90
INEFOAUCTION ... e e e e 92
Previous Work: Eploring Transformational ProCesses..............ccovvvvvvviiiimiiiiiiinnnnnnnnns 93
Organisng the Old and NeW WOTKS...........ouiiiiiiiiiiee e 94
Y Lo oY 2 I L= T 01T o (o = U 94
[I-New Pieces for the Electroacoustic Recorder and Electronics.............cccoccveeene 98
lII-Recontextualisation of Early WOIKS..........uuueiiiiiiiiiiiiiieiiceeeeeeeeeeeeeeeee e 99
Recordari: A Cycle in Seven MOVEMENTS.........c.covviiiiiiii e ens 100
The Episodes of RECORDARLL..........ouiiiiii e aer e s 101

| 2y O0f dzAA2YY WhyS [ 2y 3. bhENNLAADS. 2% ..0h0@dZNNBYy OS:
Beyond theAcoustic Environment, CollaboratiiBroject 2:...........cccoovvvviieenieeecciiieeeeeenn, 117
Recordeur: ONne WO RELELIS. .........uuiiiiiiiiiiiiiiee e 117
INEFOAUCTION ... e 118
THE CRALIVE PrOCESS ... . it i e e ene e e e e e e e e e e e e e eeane s 119
Exploration of the electroacoustic Modern Alto RecordBarly] Recordeurll-llL........ 119
GeneratindFinal]RECOOBUI Hl........coiiiiiiiiiieiiieeee e 120
Evocation of Medieval Sonorities within Electroacoustic Wartks..............ccccceeeenn. 121
AN Audiovisual APPIrOACH........ i e 122
A COMPOSITE VOICE. ...ttt me et e et e e e e e e e e ee e e eeees 124

Chapter 3. MACROFISTULUS (202617):¢ KS YNy 3 W/ f I a4 A 0OL.Q1252y (i NI 0 I ¢

The INSIIUMENTAL CONTEXL. . .. iv ittt ettt et et e et et et e e e e e s enrenes 127



Sonic Exploration of the Contrabass RECOLAEN.............uvvviiviiiiieeiiiiierieeeieeeeeaeaaeenn 132
YPwSAAAGAYTQ..0.KS. . LY. &aANHZY.SY 0o 137
Collaboration: Interacting, INtegrating...........cccooeeiiiiiiiii e 139
Consolidating MacCrOfiStUIUS ..o 140
MovemSy i LY Wa! LwhCL{ Gl fQuiiiiiieeeee, 142
az2@SYSyid LLY WwBY { AdzNE.SL.DERQ2. Ao 145
az2@SYSyid L lgBpeedRpyiit/Kraind HurfmingivS Y S Y 6 NI..y.0.349
CONCIUSION. ...ttt ettt e e e e st na e e e e e e e e 151
A Retrospective Review of the Macrofistulus Project...........cccooooeeviiivie e, 152

Chapte 4. Coppel (201¢ 2018): Exploring the Creative Potential of Instrumental

AFfordances and RESISTANCE. .........uiiiiiiiiiiiii et ie e e e e e e e e e e e e e eeeens 154
INEFOTUCTION ...ttt e e e e e e e e s n e e e as 155
CKS 2 2NR..WLZ2LILISE. Qe 155
The Creative Potential of the INStruments............oocoviiiiiiiiiii e 158
Stages in the @ation of the WOrkCOoppel........ccoiiieiiiieeiiiice e 160
The ChoiCe Of INSIIUMENLS. ......cciiiiiiiiiiie e 160
¢CKS w2f$8 2T WLNOS. .28 040000 i, 165
The SCOrEMCOPPEL ... 166
Live Performances ACOPPEL.......uuuii i aaaae 172
The tWOCOPPEIFIMS......ooiiiiiiiiiii s 174
DevisingCoppel: A NAITAtVE........uuureiiiiiiieieeeeeeeeee e 175
DevisingCoppel: A MONOIOGUE...........uuiiiiiiiiiieeeeereee et 176
CONCIUSION. .. ettt an e 177

Chapter 5. Doubléipes, Antique et Moderne (20162018): Searching for Possible

Combinations of Double ReCOrders/Pipes............uuuuuuuiiiiiiiiimiaaieeeeeeee e 179
INSIUMENTAL CONIEXL.. .. it rrr e e e e e e e e e e e e eanas 180
Contemporary Double Recorders, Flutes and PIpes........cccccoovvvviiiiiiiiiii, 183
The Double Recorder by Francesco Li Virghi............oooooiiiiiiiiiiiicceee 184

Phih LILIS . 2f 2y Qa 52dz.£.5...wS Q2 NRSNI.1.N2.{U86 & LIS
t ASNNB | Y2y> 52dz0f S wSO2NRSNE...L.Y.R.WISAYI Ay I

TroncoseEisner: Collaboratie FrameWOrK.........oo.vieiieiieeee et eaee 191



PreVIOUS WOTK .......oiiiiiiiii et 191
RESIHENCIES. ... 192
The ChoiCe Of INSUMENTS.......ceiiiiiiiiiiiiiie it 193
Creating the SCOTE.........uuiiiiiiiie ettt e e emnnnees 197
TRE MUSIC....c ettt e e e e e e e e e 198
The PreRecorded AU TraCKS.........ccooiiiiiiiiiiiiiieiie e 202

Chapter 6. Searching for Recorders to Meet a Chamber Orchestra (22100/.8): Combining

Acoustic and EleCtroacOUSHIC RECOIUEBIS. ... c..ieieee et enaeen 205
Collaborative FrameEWOTK .. .......ooeiie ettt ee e et e e e eenns 206
THE COMPOSEL......iieeeeeee ettt e e s e e e e e e e e e e e r e eeas 206
Previous CollaboratiVe WOLK .........oueee ettt e e e e e e e e e e e e 207

¢KS /2yiSYLEZNFNE WwSO2NRSNL.L2Y.QSNI.20202Yy (i SEI
9EIFIYAYAYI aAOKIFfIl tSGNRQA.. LYA&lNHzY.Sy.a09t { St SO
Cancerto for Recorders and Chamber Orchestra by Carlos Zamora (2018)............ 218

The Choice ¥ wSO2NRSNAR 2y 2 KAOK..G4.2..t.f.L.2...218Y2 N} Qa /

First Movement: the Sopranind RECOIET...........ccuuiiiiieiiiiieee e 225
Second Movement: The Paetzold BaSSEL...........cccuuviiiiiiiiiiiiiieee e 227
Third Movement: Modern Alt0 RECOITET..........oocuiiiiiiiiie et 236
(©70] o] 1151 o] o PP P TP PP OPPPPPPPRPPR 238
CONCIUSIONL ..t 239
PrESENTALIONS ... .o 243

[ LYY LU oI IR PR 246



List of Hgures

Figure 1. Overview of the six performance ProjectS........ccvvuurieeieeieeeiieiiiieieeeeeeeeeee e, 28

Figure 2. Lecture recital in thé Sack Lyons Concert Hall at the Department of Music of the

University of York, 2016. Mark Hutchinson, pianQ........ccccccvveeeeeeeee s 38
Figure 3 (left). Innovations to the recorder undertaken by Carl Dolmetsch duertgventieth
CENLUIY: T DI KEY ... 43
Figure 4 (right). Innovations to the recorder undertaken by Carl Dolmetsch during the
twentieth century: the [ip (CN0) KeY........oooviiiii e 43
Figure 5. Picture of my Modern AItO RECOIE!............ooooiiiiii e 48
Figure 6. Picture of my six Barogdesigned recorders.............cooooevieeiecicccnvvnninnnnninnneeeees. 51
FBEdZNB 17® {SljdzSy0S 2F GNBY2f 234 .AY..0KS. . .F3/INRG Y20S
CAddzNBE yod CNARGKIZ Wa?2RSNI lsettng. Licthiré rScRal, 20y6. | . I NR |j dz¢
Zosia Lewandosgka (harpsichord) and Gaia Blandina (cello).................ccccoieennnns 59

CA3IdzNB P CNI (iKZmodandrRiGiNdntal 8e@ingL Rehear&R2016. Cristina
Rodriguez (piano) and Jennifer Cohen (flute)..........ccccvvviiieiiiiiieiiieieeeeeeeee, 60
Figure 10. Frith, bgs MY Af f dza GNJ 6S&a GKS O2YLIaSNRa | 4 N

&
<
w»

high G flat with a Barogue recorder, consequently providing the alternatifiat Aote for
TNE TECOTET ...t e e e e e snrrnreeee e e 61
Figure 11. Frith, Sonata for Flute and Piano, bar 51: playing the low.E......................... 66
Figue 12. Troncoso, cadenza 1: extensiotidt S NB O2 NRSNDa NBIABHSNI (2 0

Figure 13. Troncoso, cadenza ftemsion to the high register...........ccccovviiiieiiinnn, 67
Figure 14. DebusSBYINX (OPENING) .. .uuuuriiriiiiiiiiiiieiiieieeeeeeeee e e e e e e e e e e e eae e eeaaaneaaee 68
CAIdzNBE Mp® ¢NRYyO2a2sSyWXa.AT. . RNI.GAY.3..2).6850dzae Q:
Figure 8. Foot joints of the Modern Alto Recorder (af2) and the Flute.......................... 71

Figure 17 (left). Recorder maker Philippe Bolton in his worksthdlfing the hole to fit the in
mic system into my Modern Alto Recorder, April 2016..........c.cccevvveveevieeieeiieeieeeeeeeenn. 74

Figure 18 (right). Explorative workshop in The Rymer Auditorium, University of York,.Z@d16.

Figure19 (tog ST 0 ® W9t 2 Re Q R Syt Mcllendalies GomGlyl hedd¥ S& 2 F
With Integrated PICKUP. ......cooi e 83

z

Figure 20 (bottord SThG VO ® . 2f 12y Qa FANRG St SOLNRLEEB2dzAGAO 0
Figure 21 (right). My elearncoustic (hybrid) alto recorder...........occcvvieeiiiiiiiiii 83
Figure 22. Excerpt from the household account of the Earl of Derby, 1388................... 86

Figure 23. Enlarged proper noun from the household account of the Earl of Derby......87



Figure 24. Troncoso: presenting the project RECORDARI at the Arts & PhilosophgnCenfer
Creative Processes iNthe ArtS, 2007 ... ettt 90

Figure 25Recorders utilised in RECORDARL............ooooiiiiiii e 91

CAIdzNBE Hcd /[ f I NhB.Z....YwAO2NR2...4.Q...0..0.5.3.A.y.403

CAIdZNBE HTd [/ fIFNJSET WwAO2NR2 oY , 2dzZomg K2 j dzA O f ¢

/| 2y aARSNI Qa...a8L.6.L.0A0. A08L.5 0 i, 106

CAIdNBE Hy® aSRASOIE az2y3d Wl 2Y2.L2yaARS0I Q 06537

Figure 29. Giovanni Bassano, Ricercata Quinta and Ricercata Terza (excerpts)........ 109

CAIdzNB ond /NI SE WwAO2NR2 HY C¢KAA..AdiY I 1
CAIdzNBE omd / fI NI SS WwiaO2NR2 HY GKes.A..adigs Gl 1
CAIdz2NBE oHd aSRASQOIE az2y3 WoOL2LBAAY..LL.ADdzY G2
CA3dzNE o0 @ / You MhoSuicki¥wa D2 BlRQY o ¥K2 NR& LINE RdzOSR

[N

responding to the eleCtroacouUStIC rECOIdEE........uvvviiviiiiiiiieeieeeee s 111

Figure 34. Clark®isaux Metamorphiqué€beginning)...........cccccovviinviviiiieniieeieeeeeeeeeeeee, 113

Figure 35. Clarke, second part@iseaux Metamorphique 6/ 2 NNBaLRyRAYy 3 (2 WYwA
YEaGSNASE wl Y RRe@AdMRAB.... Y. dzNY. dZND... A Y............ 113

Figure 36. Quek and Troncoso, B O 2 NdtefledzNirfarmhers, instruments, devices.
Left: Audiovisual artist Lynette QUEK..........uuviiiiiiiiiiiiiiiiiiiieeceeeeeee e 117

Figure 37. Quek and Troncoso: Research pdsterBirth of a Hybrid.............................. 122

CAIdNB oy @ ¢ NEwnYSa2 YO 20/KiSNI Ba.aHI. 0.2 NR.S123D

Figure 39. Bonser, Quek and Troncoso: rehearsal in the Rymer Auditorium at tbesityiof

YOIK. 4 MAY 200 7c.....eveeeieeeeeeeeeeeee et ee e n st ne et n s assen s 126
Figure 40. Left: register of the CR. Right: register of the.DB..............cccovveeeeiiiiiiiinnnn. 128
Figure 410 £ ST i 0 ® Ycbinyfabassrgodztds NRGRN2 M.........ocvevvveeriiceiee, 130
Figure 424right). Paetzoldcontrabass recorder. Length: 1.52 M.........ccccevvciiiiiiinnnenne, 130
Figure 43Mufioz: lip paition in the Paetzold contrabass...........cccccvviiiiiiiiniiiiiies 132

Figure 44¢ N2y 023 2Y fALI LI2AAGA2Y AY GKS..Y.NYyEB2 W Faah
Figure 45. 2y A SNE Wal ONRPFA &G dz dza QX o6F NI vnY BELX 2NRyY I
CAIdNB ncd® .2yaSNGEnWaWONRPFYA (27 924 25464888 Q dpo A § K

CA3Idz2NBE nt1 & A 2iydefSdeIa0: JitrainQBNER Hqvey lightness with/in the double

Figure 48. BonseMacrofistulus symboldor exhaling and inhaling......................oceeeiee 134
CAIdz2NBE ngpd . 2y aSNEinhtdle andekRak yestirezioniAr€athingh. 138E n
Figurepn of STaG0® W/ t+aaAldlFQ YNy3I /wod | Redarilot S

0 2



CAIdzNBE pwm ONRIAKGO P W{ dzLISNRy2cOrved Wintiday,/made of. 2 Ol f

darkstained MAPIE.........ccoiii e e e e e e e ———— 137
Figure 52. Bonser and Troncoso: rough graphic score produced by the collaborators in the first

improvisatory WOrkShops, 2016.........ccoooiiiiiiiiii e e e e e e e e e 143
Figure 53FilmingCoppel: A Monologui@ theRymer Auditorium at the University of

YOrk, 12 February 2018.......cuuiiiiiiiiiiieiieeeeeee e 154
Figure 54. Virdung: woodcut ofcappel(a consort) of recorders............cccovveeeeiiiiinnennnen. 156

Figure 55. The handmade coppel case for developing the Coppel project. FilrGiogpai: A
Narrativeat Bootham Bar, YOrK, 2007.....cccuuiiiiiiiii et eaa e 158

Figure 56 (above). A consort of recorders to suggest a recorder with a-@edsy register.

Figure 57 (below). Distorted Baroque recorder to represent a part of an imaginary recorder
WIth & NEVEFENTING TEQISTE ... .eiiiieiiiiiieii et 160
Figure 58. Recorders utilised in the project COppel..........coooeiiiiiiccccciiirreeee 161
Figure 59. Left: the modernised wind chanokthe Moeck Rottenburgh design. Right:
Baroque, curved wind channel of the Montero soprano (slightly modernised in that it is
more open than in the original Baroque templates)........ccccvvvvivvieeiieeieniiieeiieeeeeenn. 162
Figure 60 @ft). Recorder consort based upon instruments by Claude Rafi (beforeq1E53)
made by the contemporary recorder maker Feanco Li Virghi.................ccooeenns 163

Figure 61 (right). Recorder consort based upwtruments by the Bassano brothers made by

contemporaryrecorder maker Adriana BreuKink............cccoccvviviiiiiiiiiiieece e 163
Figure 62. Praetorius: CONSOrt Of rECOIAErS.........ooouuiiiiiii i 164
Figure 63. Marsh: compositional sketch, 20L16.............ooccuiiiiiiiiiiiiiiie e 167
Figure @&. Marsh: compositional sketch (2016), Segdsstures............ccccevviviiiiieieeeeninnee 168
Figue 65.Coppelinstrumental tranSItioNS...........cooiiiiiiiiie e 169
Figure 66C0oppelbars 9093.........oo i 172
Figure 67left). Live performance dfoppeht the Crescent Community Venue, York......173

Figure 6gright). Seting of the coppel for the live performance at St Saviourgate Unitarian
(O F=T o= IR o PSSR 173

Figure 69left). FilmingCoppel: A Narratevin Shandy Hall..................cccc i, 174

Figure 7Qright). FilmingCoppel: A Monologu@a the Rymer Auditorium at the University of

Figure 71. Invitation to the audiovisual afternoon at Shandy Hall. Premi€epyel: A

N U = LAY TR 176

0t

-
Z



10

Figure 72. Lecture recital at the Pgstduate forum 2018Coppel project: exploring the

creative potential of instrumental agency and affordances.............cccccvvvvveeveeeneen. 177

Figure 73Troncoso: live performance (premiere)®é¢ing in the SoundSir Jak Lyons Concert

Hall, Department of Music, University of York, 8 January 2019.......................... 179

Figure 74Pre/ 2 f dzYo Ay R2dzof S I yR GNRLX S ¥ dziSa

recorder (flute othree chambers) is now in my collection...........ccccccccoeeel. 182
Figure 75t ASNNB | I Y2y Qa R2dzmf S NBO2NRS.NIL.Y.L.IBS
Figure76DS G Af FTNBY W¢KS / 2NRYyLFGA2Y 2F GKS

L1141 0= oY TP PPPPPPPPRPP 186
Figure 77Interview with recorder maker Philippe Bolton. Villes du Auzon, France, 2016.
21 02 YIEUBCOrBER. AZO..........cooeeiveeeeeeeeeeeeee e 187
Figure 78Interview with Pierre Hamon during the first residency in 2016.................... 191

Figure 79Guillermo EisnetPlazgbars 7880. In thepart for tenor recorder player, the

NEO2NRSNJ f AyS Aa 3IABSY |020S3s GKS @2A0S

produced from the combiNation............ccccccii e 192

Figure 80. Sikoled ppes utilised irBeing in the Soundindian whistle (above) and hybrid

WHISHIE (DEIOW)...ueiiiiieeeeeeeeeeeee s 194
Figure 81Recorders utilised iBeing in the SoUuNdS............ceuveiiieiieiiiiiiiiiiiiiieeeeeeeeeeee, 195
Figure 82t A SNNB | I Y2 V.QA..R2.dz0.£.8....LIA.LIS. Do, 199
Figure 83Hohner descant, Aulos sopranino and Indian whistle............cccccvvvvvieveennnen. 199

Figue 84.Being in the Soungbars 15c MY (12 LJ f Ay ST LISNF 2 N)¥SNDA
recorder (P 440) changing to the Indian whistle (P 440); bottom line, Hohner ded@t.

Figure 85Being in the Soundbars 16770: top line, Indian whistle; bottom line: Hohner
(0 LCT Yo o | PP PP PP PPTPPRPPPPTPPRPPP 200

Figure 86Being in the Sound8ar 174: improvising with the Hohner descant over a sustained

E withthe Indian pipe. Bar 175; improvising with the Indian pipe over a sustainethA wi

the HONNEI ESCANL..........iiiiiiiiii e 200
Figure 87Louis AndriessemENde(0OPeNING) ......ccoiieiiiiiiiiiieee et e e e e e e e e aaeeeas 201

Figure 88Being in the Soungdbar 202: top line, Indian whistle (P 440); bottom line, whistle in

A (P AB2)c oottt 201

Figure 89Being in the Soungdbars 21417: sopraninoecorder (A=415) and soprano recorder

(A=440); indication to tune the sopranino recorder..............oooieiieiciecceeeneeeeieeeee. 202

Figure 90Invitation to the premiere oBeing in the SouNds...........cccccvviviiiiiiiin. 204

6t A SN

CNJ

+ANBAY 2

0Sf 2«

g2 A0



11

Figure 91Soloist and composeasonductor with the University of York Chamber Orchestra,

premiere performance, Concerto for Recorders and Chamber Orchestra, Sir Jack Lyons

Concert Hall, Department of Musidniversity of York, 1Eebruary 2018................... 205
Figure 92. Cover of the bodlew Music for Recorders by Chilean CompdseGarmen

THONCOSO. ...ttt e et e e e s r e e e s s n e e e e e e 208
Figure 93Pidure of the recorders selected................ooo oo, 219

Figure 94Concerto for Alto Recorder, Flute and String Orchdsyr&€arlos Zamora, second

movement (beginning)solo parts of the flute and the recorder irating the zampofia

and the quena, reSPECHIVELY..........ccuiiiie e 222
FIQUIE O5ETKE. ...ttt e e e e e s s e e e e e ane 223
Figure 96Wind Quintet No. 1 by Carlos Zamora, second manerke gesture with the cor

ANGIAIS.. ..ottt r e e e s e e e e e 223
Figure 97. Concerto for Recorders and Chamber Orchestra, first movement (beginnifgh
Figure 98 (left). Pyrography by Chilean artist Maria Walsen..............ccccccocvvvvvvinnnnnnen. 228
Figure 99 (in the middle). My Paetzold bassel.........cccccvvviiiiiiie e, 228
Figure 100 (rigt). Paetzold basset without ornaments...............cccccceiiiiniiiinieeereeeeeeeeee. 228

Figure 101A portative organ designed to be carried in procession and played with one hand
gKAES GKS 20KSNJ 2LISNI.4.54..0.KS...0.58.£.2428291 0 GKS
Figure 102Tarka from San Pedro de Atacama, Chile (front and back)....................... 230
Figure 103Exploring locations for fitting the microphonearplastic alto recorder at Kunath
Recorders workshop in Fulda, Germany, 2017.............ccoooiiceicineenniiiiiiieeeeeeeeeeee 231

Figure 104left). Paetzold basset: process of drilling the hole at Kunath Recorders workshop

Fulda, Germany.(AL7.........ouiiiiiieee e e e e e e e e e e e e aaaaaas 232
Figure 105right, above). Paetzold basset: drilled hole for fitting thenic....................... 232
Figure 10Qright, below). Paetzold Isget: irmic fitted..............cccveiriiiii 232

Figure 107Concerto for Recorde and Chamber Orchestra by Carlos Zamora, second
movement, bar 50: riDattUtO EFfECL........ooee e 234
Figure 108Concerto for Recorders and Chamber Orchestra, second movement,-Bars 6
gestures eVOKING @ SIKLL........oooi e e e e e e e e e e e e 235
Figure 109Concerto for Recorders and Chamber Orchestra, secangment, bars 348:
ACCTACCALUIAS. ..o e ettt e e e e ettt e e e e et e e e e e e e e e e e e s r e e e e e e s e e e e e e e neeeas 235
Figure 110Concerto for Recorders and Chamber Orchestra, second movement, bars 73
various extended teChNIQUES............uuuiiiiiieiieeee e 235
Figure 111 (left). Research poster The Birth of the Hybrid (first draft): the metamorphosed
MOdErN AlLO RECOITEN-........eiiiiiiiiiiiiiee e e e e 236



12

Figure 112 (right). 'Elody' by Mollenahuer compaglectroacoustic recorder with an E

L) L=] 0570 o TP PP PP P TP PPPPP PP 236
Figure 113. Pifilca: MapuChe INEMENT. ...t e 237
Figure 114Concerto for Recordeind Chamber Orchestra, third movement, bars-B01

o111 o= o [=1S3 (U1 £ =1 237



13

List ofAccompanying Audio and Vi@eo) Material

List d Musical Examples

Chapter 1. Seaching far Alto Recorders to Meet the Rino.

1.1

1.2.

1.3.

1.4.

15.

16.

1.7.

1.8.

1.9

1.10.
1.11.

1.12

1.13.

1.14.

1.15.

Video. First movemeh> Wa 2 Iy okl Ritd, Played by a Moeclkalto
recorder. Lecture recital. 04:29.

Video. First novement. Comparisons beten dynanics and figeringsin the
recorder and the flute. Lesture recital. 01:22.

Video. Frst movement. Exploringd S WS Qi knftiNiséadiine
contrasing desgn of the instruments involved. Lectunecital. 0654.

Video. Second me@ment, ¥! y R | ytériSsoQyyedahn Fth. Searching for
digtinctive alto recorder voiced.ecture recital. 01:07.

Video. Secondnovemert played byan Aulos plast alto recorderand a
Montero Bressamlive-wood alto remrder. Lecture recital. £56.

Video. Tird moemey i & Y W@dgidto® dobn Frih. Exending the
register tothe low E bottom note. Lectur recital. 0204.

Video. Third movement.Exension of the register to the low E bottom nte in
the Gadenza. Lecture recitad1:02.

Video. Hgh noteswith the Bessan alto recrder by Montero. Lecture recital.
00:11.

Audio. High notes ith the Modemn Alto Recorder. Rehearsal. 00:05

Video. Hgh notes with the flute. Lectxe recital. ®:09.

Audio. Cadema 1 atthe end of he Animato. 0:22¢ 1:59. Réhearsal.01:59.

Audi 2 ® CA NERond@RNRSNRIYG 2G HYIRedbyhR Sy 1 |
Modern Alto Recorder. 0:00Moderato; 3:29 Calenza 2; 5:15¢ 5:47
Animato.Rehearsal. 9:47.

Audio. Secod vers2 y 2 T ModegbR 2 Y y Rza8, Ipl&&ybythe

Montero BNBE a2 &l y Q | fWioBeraNSDOR NRWBDNXS:522 QT

Cadenze. Rénearsal. 0540.

Videa PoulencQ &! dgrain@f Ay O2 y A 02 Qyed iy Ehé® BdlktdiAlios
Recorder, fite andpiano. Sir J&k Lyors Concert Hal Renearsal.
02:07.

Video. Introduction abat Borrog A y 3 NB LISureifaldB4Id [ SO

LJX |
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1.16. Videod W! f f recBidtRby FranisPouf Sy OQa { 2 y hdiRianoF 2 NJ Cf dzi
Hute version. Lecture wtal. (6:22.
1.17. VidS 2 Aleg¥ malirtonic2 @y Frarcis Podfi Sy 6rata for{Flute and Rho.

Modern alto recorder vesion. Lectureecita. 05:36.

Chapter 2. Beyod the Acoustic Ervironment.

2.1.  Video. Drillig the hole fao fitting the inrmic sysem in my Modern Alto
Reorder. Philppe BoltonQ & rkghap. April 2016, France. Workshop
01:13.

2.2.  Audio. Lip (lalum) tremolo (ny title for the efect). 01:09.

23.  Audio® wWwEnQO 4adza (2 Oredye QE02D0. y | & & A

2.4, | dzR AclpBimpiaSsus tociesQ Garassi recorderin Gand electronics.02:47.

25.  Audio.Epigraph Sound P@m by CarmenTroncosaandLynetteQuek. 0221.

2.6. Audio. [Early] Rcordeu | (Tronmso®@ narrative of her selectednaterial).
03:50.

2.7. Audio.[Ealy] Reordeur 1I(QuekQ a rragivie for her sdected material). 03:29.

2.8.  Audio.[Early]Recorder Il (overlapped structtes). 04:18.

2.9.  Audio. [Fina] Recordeur 104:18.

2.10. Audo. [Fnal] Recordeur I1D4:59

Chapter SMACROFISTULUS

3.1.  Audio. Hamonics study 101:00

3.2.  Audia Harmonics stuly 2.01:04.

3.3. Audio. Combinatin of effects 1 (harmonics praagced by coverig the lip,
flageolet tone, micotoneswith uncorventional fingerings and
hamonics by plging at the side of thembouchure). 00:38.

3.4.  Audio. Combinaibn of effects2 (miaotones axd harmonics). 00:23

3.5.  Audo. Combination of décts 3 (hummig, whstling and various). 03:37.

3.6.  Audio. Tersegesture with humming. 00:08.

3.7.  Audio.Main humming gesture whin movement I1l. 0010.

3.8.  Audio. Pecussive elements study: key sandsand sputato. O(b5.

3.9. Audio. Combination oéffects 4 (upkats,hamonics aml others). 00:2.

3.10 Audio. @mbination of effects 5 (rhythmmelody andthers). 00:33.
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3.11. Audio. htervals. 03:8.

3.12.  Audio. [Meeting within] Chords 01:28.

3.13. Audio. Firstdraft of thea SO2 Yy R Y 2 éafriMiSGod Whin@wsef @S a Q @
Exploring uppepatrtials.03:31

3.14. Audio. First draft othe third mowement, W2 S (i kc\@pekifRhythm/Train ¢
Hurmming/RenS Y 6 NJ- S6uideRpibration. 0459.

Chaper 4. Coppel

4.1.  Video. Begnning of the live pgormance ofCoppelat The Crescen
CommunityWenue, Yak. 01:5.

4.2.  Audio. Beginning of #nlive perfomance ofCoppelat Yok Late Misic 2018.
01:05.

Chapter 5. Double Pipes, Antig etModerne.

Chapter6. Searchindor Recorders toMeet a ClamberOrchestra.

6.1.  Audio. Firstmovement ofthe Concerto for Reorders and Chamber Onestra
by Calos Zanora. Sopranino recader. Pemiere, 201804:21.

6.2.  Audio. Third movementfdhe Concerto for Reordersand Chambe
Orchedra. Modern Alb Recoder. Premiere 06:09.

6.3. Video. Driling the hole for fiting the inrmic systemin my Paetzoldbasset
June 2QA.7, Germany. 01: 2.

6.4. Audiocd W ayAi2BdiTaking off from th orchestra) for
Paetzold bassetby Carlos Zamora. Live perfamance at York Late
Music 2018. 0849.

6.5. Audio. Second moveme of the Concerto for Rerders and Chaber
Orchestra Paetaold bas®t. Premiere. 0225.

Total:2 Hrs. B Minutes.
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List of Outputs

2.1.

2.2.
2.3.

2.4

2.5.

(3.0)

3.1

3.2

3.3.

3.4.

4.1

4.2.

5.1.

5.2
6.1.

Audio. Recordaii: A Cycle in Seven Movements (2017), collaboratively developed by
Desmand Clarke and Carmendimoso.21:05.

Audia Oiseaux Metararphique (2017) ty Desmond Girke 07:12.

Audio.Recor@ur Double Recordef2017) collaborativelydeveloped by Lyndte Quek
and CamenTroncoso03:23.

Audo. Recaodeur Whidle (2017) collaborativelydeweloped by Lynette Quekand
Carmen Toncosa 03:55.

Video.[Audiovisudl Recoréur HI (2017), collaboratively deeloped by Lynette Quek
and CarmenTroncoso. 09:09

Macrofistulus(201617), cdlaboratively developedby Adam Bonser and

Carmen Troncoso The three movements ardistedindependenly asfollows:

Audio. FirsmovS Y S yall D N® FA & (.dzAf dZA QP nT Yop

Audio. Second m@ament. W w BihgGod within OursdveQ® np Yn pd

Audia Thrd movement® et/R&in¢ Speed/Rhythm/Traimg
Humming/Remembrand®@ ® nc Yoy @

Video. Large-Sized Instrumens: An Audiovisual Narrative (2017. Collaboratively
dewelopedby Lynette Qukand CarmenTroncoso. 05:00.

Video. Coppel ANarrative (2017-18). 12:38.

Video. Coppel. A Monolage (2017-18). 11:30.

Videodocumenation. Beng in the Sound$201819). 19:35.

Audio. Studo recording Beingin the Sound$201819). 17:04.

Video documentation. Live performance of Conerto for Recoders and Cramber
Orchestra2018) ly Garlos Zamoral18:22.

Tatal time: 2 Hrs29 Minutes
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Introduction
Any sene | have of ngself asa crative entity is X deeply
boundto embodied experiace of the instrument.
(Gatherine Laws, 2018)

Any nusicalinstrument is canected to a certairculture or cultures, representatve of certain
historical epochs and ceain pla@s, in whicht playscertain rolesthat finally mark itscultural
relevance? Despite its wider connetion to a range of other ducflutes acoss the wold, the
recorder aswe know it today, belongs to Ewpean ailture. Its design and associated
repertoire have adaged, since its origins in the fourteenth ceuary, through the cantinuous
transformation of Eurgpean musical tastes and the dubsequent emergig aesthetics
manifestedin styles. Anyone whodecidesto study the recorder becomessomehow onnected
to the Eurogan tradtion. As a norEuropean, Chilean cerder performer, tis observation,
perhaps sobast as to be taken fo granted or consideredirrelevant by most plaers, has
stronglyinfluenced my peception of andrelationship with my insuments.

When | stated my recorer training at the age of fivein a conservatoire the
repertoire that | stidied consisted of Europan dancesand songs for me, all of themwere
from distant counries, epochs andtyles, and inforeign languagesSincethen, my musical
badkground has keen markedly rooted in the Eupean tradition of classcd music and
instruments, especially with regardo the recorder, its repertoire and its plae inthe historyof
music.

Paralel to that, I grew up in a country whas natioral identity 5 as dyamicasit is
diverse,and this ledto a complex, someines uncertain snse of badnging. Moreover, life in

Santiago, the capital city of Chile with its extremelydivided societyin terms ofsocid classes

! Catherine Laws{¥his Is Not AQin Collaborative and Distributed Processes in Contempdvisic

making, ed. Laura Redhed and Riclard Gloer (Newcastle upon Tyne: Cambridge Scholars Publishing,

2018),175.

2 BhnomusicologistEliot Bates suggests that the instrumental classification system should include
RSGFAf A 2F (GKS &20AFt Fdzy Gsiok ge/inst@lA S i & AianshiplsBtdi NHzY Sy G Y
AYRAGARdAzF fa yR (2 a20AS0eQs WwWal2NRSa kdéathddd | LI NI A
Ay GKS KIyRa 2F tAQAYy3I LXIFTE@SNERQ 6FY2y3 20KSNAOS® 1 S
expressimg aculi dzZNB QiggF ¥ RSWGIKS dzyAljdzS LI2gSNE |yR NBfSa 2F Aya
Eliot Bates,Whe Social Life of Musical InstrumeRtgEthnomusicology56, no. 3 (R12): 36395,
https://doi.org/10.5406/ehnomusicology.56.3.0363Similarly, largue that the huge recorder fanily

needs to be reclassified as well as #alued. The ethnomusicological approach would, in my view,

contribute interesting insighta/hich could enrich our percepticand use of thenstrument.

3 In basic terms, the recort is aduct flute with a blocklor fipple) in the mouth piece, fingerholes or

keys in the front and a thumbhole or additional key in the back for the upper hanaftensand better

control the produwction of the hgh register. This latter feature was add in the fourteenth century,

probably to play contrapuntal music, differentiating the recorder from those dlutes which need to

overblow the octaves. However, thaurrent variety of recorder desig demands a réefinition of the

instrument.


https://doi.org/10.5406/ethnomusicology.56.3.0363
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and their inhabitation of different areasof the city, did not provide me with &lea sense of
cultural identity.*

Overall, | think o myself @& having two WK | f Tties® ®sByy my performance
identity, W K S®A  Aejgn Europeaitddition but nevertheless stilperceived as my ow
and secadly andmore broadly, my Chilean tianality, which | sanehow cary as an outsider.
Throughout ny professiond developnent asa recorder performer, the crossingf these two
half identities hastriggered reflexiveprocesses tat have fedmy performative geativity. This
combinationof identities, which more orlesscongiously mexissin al non-Eulopean recorde
performers, has marked my artistic style.

Curiasly, this ambiguais context mirors my perception o the recorde situation in
which my reseech is framed Qurrently, a varietyof instruments, signficartly different from
each aher, shae the namerecorder, ard eachrecorder model, in turn, representsand
conveys distictive epochsand aesthetics, allcombined in asingle instrumerdl design Thus,
my identity and that ofthe recorders are housed (a hidden? in diversity: there is multiplicity
in anyself, andthe particularities arecreatively signifiant.

The factof havingsysematicaly played aninstrument and repertoire fromdistant
epochs generated a connection with angerception of a past alive. The presert is therefore
experienced somehowas an unstled crosdng of paths ad temporalities (i K & S NBbath | a
movable andnultiple.® In perfamance, my pesonal voice isaried in my performative voice
through my instuments andmy theoretical and embodied knowledge, | am deepy aware of
and feel myelf to be expressing this experience of caistence ¢ of epachs, styles,teries and
distinctive agents irperformance. Linke to this,at certain times in performance ther aises,
for me, a £nseof uncanniness, remembrance, of wardering throudn time andplace This has
long been part of my perfoning experience put the PhD &ered an opportunity to exploreit

in some depthas part ofmy more concrete examination of thstatus andpossbilities d the

4| subgribe to Maria Elena 2 y 2 &hallenging of Yhe view, long sustained by many Chileans that

their country is culturally and ethnically homogene@.@he argues that f@leans needii 2comié to

terms with the fact thatthey have some amount ofindiarg blood in theirr veing Q | Yy R whéal i 2yt &

i K S & able NdBakeQhat step, will they be able tappreciate and take pride in the ancient cultures

they descend from because that way they will shed lighinto that darkcornerof their identityQ { SSY

Maria El@a Donos, Whe Chilean Natiohddentity and the Indigenous People$ ©hil&Q (PhD Thesijs

University of Warwick, 2004), http://wrap.warwick.ac.uk/1210/.

5 My understanding of this is informed by Mael Pikering, who, & LJ- NIi 2F KA & SELJX 2NJ

relations between experienc 3SNE Rl & f AFS | y R theGdrmad Nigtoddn Reinharty SQ> NI 7
Yy2aStt SOl Qa ana@lktBn ofithe SetaticBshipbtwefen past presentand future: Wi K S

ways in whib the temporal dimensions of pasnd future are related in any pali A Odzf I NJ LINSa Sy i Q:
WGiKS aLISOATAO 1AYyR& 2F SELSNASYOS Ay SvidaeE RI & AT

Pickering® ELISNA Sy OS | & | pdédtioreayid HistdoalZTin@CultBadItudied 8, hd: 2

¢ 3 (2004): 273, https://doi.org/10.1080/0950238042000201518.
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recorder. Acioss the researchoutputs, theefore, this conpound musical and reflectiversoice
appears, sometimesimplicitly but sometimes as an expicit part of the research, andgubtly
different in each project. This igenaally referred to as a personae: the embodied
combination of the performerand the nstrument, filtered through the musical matial,
emergng expanded, tranformed and thereforeanew in colhborative artistidrameworks The
performance projects that | psert in this portfolio have mainly arisen fliom this percepton of
multiplicity and simultanety, examining the interconnectionof distinctive nstrumental
identities and thus ddving into the relationship wih my instrunents and their associated

repertoires,contexts and aesthetics.

| dziil K2 NJodnd 6 I O1 I NJ

My career hasdeveloped around performance andteaching. | graduated asrecorder
performer from the Pontifiia Uniersidad Catélica de Chilwith Sergio Candia and Owgia
Hasbunas my teachersand fromthe Master of Arts (KiinstlerischeAusbildung 2002) at the
Musikhochschul&éln, Wuppertal campysvith Manfredo Zimmermann

Since 1996, | have delivat teaching ard tutoring sessions orecorder performance
chamber nusic, aural skills, instrumental pedjoy and practice regeard in several
institutions | havealsoassistedwith programme developmnt, studentassessment strategies
and assessing studenitsa largenumber of Chilean univeities and schools.

As a reorder performer, | have commissionedo-created,performed and recorded
more than forty works for recordersn different instrumenté settings. Also, | have researched
and performed medieval, enaissane, and European and Higmo-American baroque
repertoire, as well as contemporary musid. hawe performed as asolast with several
orchestras in Chile andbeyond Core elements of my pctice have included developing
interdisciplinary projects wit theatre, dance andext, often exploringthe juxtaposition &
epochs and styles in creative ways

| have merformed in a large number ofensenbles from duos through to lcamber
opera projects,and from early music through to contemporary acoustic andcalenic
contexts. Amongst therecordings | have producedthere are several that are particularly
relevant to my doctoal wark: Beyond new worls for recorders and electraes (compact disc
independent, 2018; Concertos for Recorder and String OrchestyaGhilea Composers
(compact discwith MargaMargaorchestrg independent 2013; New Music for Bcoders by
Chilean @mposers (book and compécdisc, editorial Universidd Academia de Humanismo

Ciistiano, 2012; A Lagrima y a Fueg@antisimo Sacramenten la Misica de la Espafa
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Virreinal (DVD with Ersanble TerraAustralis independent,2009); and The language of the
Birds, Confabulations of Msic and Poetry(compact discwith La Compaia de @firo recorder

guartet, 2009.

TheRecorder Cantext
As atwenty-first-century recor@r peformer, | constantly needo sdect recorder models to
perform different repentoires ard styles, in different venes ad instrumental settings. The
recorder perforner@ familiarity with using different models islargely due to the hitorical
developnent of the instrument its constructdn in consats or familes, integréing recordes
of different sizes according tdheir registers. Additionally, the recorder did notewolve
continuously and linearly. The multiple availabledels aresurprisingly dissiitar and often
somewhat anachronigt incharacter, juxtaposing elemé&nofdesign from diferent periods of
Europeanmusicd history. In the conext of current Europea early musc practices, it is
expected that recorér perfamers study the instrunenii @i&ory. They are therefore usedto
matching historical instrument designto historical repertoire.

| discusselevant agects of thedevelopmet of the recorder in mee detail inchapter
one, but certain key facts unerpin my doctoral research andneed brid outlining here to
introducemy topic. The evolution of he recader prior to the twentieth century is sorathing
that can be studkd purely in terms of historical and stylistic matters: its manufacuring
adapted catinuoudy to devdoping aesthdics ofsound and music the old fishia orientated
towardsthe new. h contrad, the activity around K S NI O 2ilN&R NI tusidd tle
twentieth century ismore complex. After the Baroque period, the recorderwas disgacedby
the modified, renewedflute: aninstrumentthat fulfiled emergingmusica requirements. e
recorder lost its popula role in mairstreamWesten art musicand, casequenty, its refined
tradition of production by experienced recarder makes. Theeupon arose instruments with
some characeristics h common withthe recorcer, sud as the AustréHungaran csakan and
the Endjish and French flageoleHowever, these weresufficently detached from therevious
recorder making tradition and its performiig conexts ¢ the changes of nane emphassing this
¢ that it becomes dfficult to decide whether thg represented the next natual sep in the
evolution of the recorder or fiould raher be regarded as sepae instruments. In any case
these instrumentsconstituted a bridge between the aedine ofthe recorderfrom its heydayin
the Baroque period, to its later re-emergerce in the twentieth century, when ol instruments

beganto reappear.
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In the twentieth-certury re-establishment of Renaissace and Baroque recorde
models, an anahronic fuation dewveloped: the recorder w&s nolonger contemporaneous
with its time. The passionate movement of historical recostruction provided access to
instruments of ancientimes subseaiently provoking studies of everythingfrom types of
wood and processe of instument design topitch, tuning and temperament, tessitura,
dynamt range, fingerings,as wel as considerationof repertoire, instumentation, and
matters of styg, interpretation and technique. Alongsidethis ran te desre of the performers
themselves b include these instrumes, brought forward from much earier times, in their
musicalexplarations ofemergingaesthetics. This efctivelydisintegraed the previous direct
relationship between a ecific manufactting proces or instrumental design and an
associated musicaheghetic, manifested in the sounds and images of a specific perod.
Composers placed theecoder in new andforeign musicalenvironments, atside of its old
framework, opening up possibilitiesfor sonic exploration in different kinds of collaborative
work with recorder players.

Recorder makers experienced the same double incentive as perfomers
reconstructionand inrovation. Variations on old models andnew designs both attended to the
demards for new sonorities and perfamance contexts. Thus, many new nuls arosein the
twentieth century andmore, still, continueto appear in our dispersgtand globalised twanty-
first century: the processof innovation is ongang and inexhaustible. The incgroration of
current technologies into new models has brought intoquedion the very designation
YecorderQ applied to these mw, diferent objects. | dund myself wonderig: why ae

significantly diffeent models stil regarded asrecordes? What is a reorder now?

TheReseach Topicand its Ams

As noted above, onre level | perceve the recorder as aforeign nstrument, an outsider.
Neverthelessas an W&ryday objed far me, rooted in myeveryday pradice, it has beome
part of my identity, evenbeyondits musical unction. In my persmal practice, lam often mae
concernedwith the instrument thanwith the quedions d a sgecific style which might range
from earlyto contemporary music | enpy trying different recorder models and perceiving

their somdimes very subtle differences. With such anumber of availabe recorder modes,

6{ AYAf I NI & ZHow tolintkers ladagdt/@spondPto changes in the available raw maerial
construction tools, and instrumental forms/designs available to them and subsequently alter the way in
which instruments are made? How far tgo far, or in other words, how much can construction
techniques, materials, or formal aspects change withaguting in a new instrument@Bates, ¥he
Social Life of Musicatstrument€)388.
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both early andmodern, the process ofchooshg has becomea compex hut also interesting
stage of performance pregation. My reseach exanines the varialles that arise inthat
process aimingto examire the aiteria of instrumental seldion and to expore, within the
context of music making the aeative implcations of those choices.The study combines
research intorecorder modelsand their origins, useand associatedantexts, with research
through performance, to understand betterthe questions andprocesses surrauding the
seach for andchoice of a particlar instrument.

The followng guestions underpirthe reseach:

1 How deesthe particular diversity of availableecorder models inflience artstic ideas
and processes?

1 What arethe variables that arise in the ppcessof sekecting a recorderfor a particular
performance context?How do these variables affect thchoice and sulsequent useof
the chogn model?

1 How do these consderations develop a better understanding of istrumentl
affordances ad agency?

1 How ca processes d cdlaboraion, improvisation and deising be used to expbre the
relationship betweerperformer and irstrument?

! How does knowedge and percefn of the ind ( NHz¥ BigtanQdesiqn and

manufactureinform their selectionanduse?

Sometimes thesequestionsled to specfic comparison of dferent recorder moded in
the performance of the &ame work; sometmes to ®nsideration of the role of eary
instruments in contemporary pactices and, vice versa, recent agelsin playingearlier music.
The reseach also @ened p quedions about instrumaetal innovation and peformeNA Q
openness oK, perhgps more often ¢ resistarce to new desiqis: as Bates asks WigitKere a
resistance tothe adptiz y 2 F S NH 2 pi@/eRxversidndoRsonte Anstrumets, and

what doesthat resistance tell us about istrument-performer rehtionsKeQ

7. LGSa SEIFYAYySa wAyaildNdHzySyiae a WOKINIOGSNBER 6AGK
movies. He discusses the ways in whidhstruments sometimes becomeanthropomorphised™ W¥ 2 NJ
example,being regarded as capable GINE Ay 3 2 NJ TEafe§ Whé Bocidl 2 iR MuSichl
Instrument)> oy T @

8 Bates 387
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Methodologies

The above questions underly my practice; they are rooted inmy eweryday experience of
instrumental dedsionmaking They aretherefore, apppachedphenomenobgially: following
Hussel, thS ¥ 2 Odza Aihings dsahéy aipedrin BUr experience, or the way we
experience things, thus the meanirgs things have iour expetienO S ®dre speciftdly, my
approach to instrumentsalso draws on H& RS 3 3 S N3 aaui e aeid<af bengs
[ey G A G A S & 8 fiexencksyb&wedénKo&g adrdBeing!® Throughout theprojects | have
regardal insruments and associated olgcts as bengs, delvig into their specificities, which
define their ways of Beiy. Thus, my undstarding of Beéng manifegsed inY& WO2 Y L2 NI YSy i
towards beind & QX  |he/ $peifit Wctivilies and dons undertaken in reldion to the
insruments.

All o this involves selfreflective, iterative processeg! with elements o
autoethnagraphy? and actiom reseach: drawing on May McAi SSNDR& R&QGiony A GA2Y 3
research, intie coriext of my work thistoBssted of a seies ofcommitments to observe and
problematise through practD S Q rdc&sSof selecting and using thénstruments, soas to
WO 2y i MRt dév8pment of professe y I £ 1 Y B Fte §URsHdBQopered up
procesesin which | examinal and dchallengad artistic intentionality by questioning mherited
notions of irstrumentaion and exploring and openingreative paths, often towards unusua
and original outcomes: new atistic work, with nael uses or combinatims of specific
instrumental nodels. This also involved onsiderations of agency of myself and my
collabordors, but also that carried by extant compsiions and instruments. Matters of

subjedivity underly these pocessesf instrumental sdection, in which Wpay attention to my

® Phenomenolog@Janford Encyclopedia of Philosoptaccessed 8 August 2019,
https://plato.stanford.edu/entries/phenomenology/

10 Martin Heidegger,The Basic Problems of Phenomenojdgans. Albert Hofstadter(Bloomington:
Indiana University Pres$982 [1927] 16-17.

1L RNJ ¢ dsgussior df liefative dtistic researethich, through the repetitions of practice,
WEff2gga dza (2 o0S3IAy (2 NBO23ayArasS (KS O2y@Syidiz

NUzLJG dzZNB & GKFGd aKAFG LINF OGAOSSo I.yRt NBIANENS i A @& b S W
possibilihk S& F2NJ RAaANHzZLIGAYy 3 (GKS aKFEoAdGé 2N lgas néwy 2 NY =
forms of practiceg can emerge. Se®arbaraBolt, Wrtistic Research: A Performative Paradi@R2arse

no. 3(2016),http://parsejournal.com/article/artisticresearcha-performative-paradigm/.

12 My understanding of autoethnography draws on the approach outlibgdCarolyn Ellis and Arthur

Bochner in, What is Autoethnograph® Handbook of Qualitative Researcho. 28 (800): 739,
https://doi.org/10.1017/CB0O9781107415324.004.

13 Mary McAteer,Action Research in EducatjofLondon: Sage Publications Ltd, 20153} An action

researic® Of S WakKz2ga | 0e0ftS 2F FOGA2Yy IyR NBWhGSOIAZ2Y S o
and reflecting. ... This form of research then is an iterative, cyclical process of reflecting on practice,

taking an action, reflecting, and taking furthlerO (i S@eyUdiv@rsity of LethbridgefAn Introduction to

Action Researdd accessed 8 Auwgt 2019 https://www.uleth.ca/education/research/research
centers/actionresearch/introduction.
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[perceptions], feeings, troughts, and emdi A 2*yfigg@redby the ditinctive affordances® of
each of my instruments As pat of this, | clected a wide rage of researd& di-Wi | oe¥ andy
recordings from ehearsds; videoed preentaions and concerts; congsitional sketches and
musicd scores; videoed workshopswith recorder makess; interviews with performers and
instrumentmakers; written texts; and studioecordings am edited videos d the final works.
Of course, this reseatch iscentred inmyself | stuate the work in relation to relevant
practice and theogy, but in most of the projects| chose not to consider comprabk processes
undertaken by other prformers. Inevitably, therefore, the work is boundup with my own
artistic pracesses and developmentiowever, | argwe that this research ismore than this,
opening upquestions ad proceses inartistic creation. Moeover, as Jennifer Cdnen argus
with regad to her own self-reflective performance reseah projed, in work ofthis kind, Hot
only would dosevation of other performers fail to address covert giesof phenomenality, but
even if my studies were based orother perfory S NJA Qonal.J&cbhunts ofsubjective
experience, 1 is lkely that their reollecions would not e directed specifically to th
phenomena | wih to invedigated®{Bimilarly, the kinds of questions | wanted to expbre are
ones that all recorde players might encounter, but can on}y be properly addressed hrough

the specific, indiidual perf 2 NJY S NeBszoferitidslRir@erstanding

ThePracticeResearch

During my doctoral work from 2015 2019, | undertook six padice research'’ projectsin the
Department of Musdc, University ofYok. These lave been pesental in variouscontext and
formats. In thethesis each project igliscissal in a separde chapter. At the beginning of ech
chapter, | provide an oveview of the regective project, includinga de<ription of its

framework aml general aims Chapter one is somewhatdifferentiated from the subsequehin

1 Carolyn Ellis and Arthur Bochnéfutoethnography, Personal Narrative, Reflexivity: Researcher as
SubjecQHandbook of Qualitative Researcio. 28 (2000):737.

LYFF2NRFIYyOSa INB +y 202800Qa LINPLISNIASE (KIG akKzeg 0
suggesting how they may interact with that obje&Rtffordances? Interaction Design Foundation

accesse® August 2019https://www.interaction-design.ordliterature/topics/affordancesDon Norman

argues that affordances are not just properties of an entity that facilitate its use, but also determine the

WNE f I 0OASAYBSSYLIF LIKeaAolt 202500 FyR | LISANERa IX 00X 2 NJ
Thisunderpins my own workDon Norman,The Desigmof Everyday Thingd998], (Philadelphia: Basic

Books, 2013), 11.

16 Jennifer Louise CoheriPt f | & A ylithe: #hie Gréative Embodiment of Knowledge in the

Performance oBaroqueC f dzii S, (RhBzahes@iversity ofYork 2018), 30.

17 Schroeder suggesthe use of the ternpracticeresearchNJ ¢ KSNJ G Ky GKS Y2NB Wk L}t 2
as research, practiebasal or practiceled research(and so on)Franziska SchroedeBringing Practice

Closer to ResearahSeeking Integrity, Sincerity and Authenti€yternational Jarnal of Education

Through Artl1, no. 3 (2015): 3484, https://doi.org/10.1386/eta.11.3.343 .1
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that it addressedexclusvely extant repertoire: one piece, pluis an additional ravement,
formed a casestudy, designedto explore aspets of instumentd selecton and the
relationship to the insrument, and this researctthen fed into the subsequentmore creative
projects.As sich, | considerthis a plot project. Here, | was placig mytopicin an interesting
explorative and reflective context, simultaneously giestioning the pasibde methods by means
of which to undertake my reearch and to documentmy findings.

In contrast, projects 2 to 6 delved into colaboraive processes ofnstrumental
exploraton which fed inb newly createdworks spedically designedfor the purposesof my
topic. New pieces were performed and recordd, sametimes in film ersiors. Whee
appropriate trey were also captured in callaboratively devised scores,to share the musical
propositions ofmy researchwith other performers Figure 1below, providesan overview of

the six grformance projects.
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1- Searchingdr Ato Recorders to Meethe Pano:
performance of extantrepertoire

4- Coppel:
Qollaboratively devdoped new repetoire for a
set of recorderscross a range of ges, ad their
coppel (acarrying ase).

2- Beyond the Agustic Enironment:
Qollaborativelydeveloped newepettoire for the
elearoacoudic Modem Alto Recorder and dher

recorders, andelectronics.

5- Double Pipes, Antique &loderne:
collaboratively developed new repertoire for
different combinations of dublerecaders.

3- Macrofistulus:
Qollaboratively devebped newrepertoire for
contrabass ecorder, doublebass and electronics.

6- Seartiing for Recorders to Meet aHamber
Orchestra:
Gollabordaivelydewveloped rew concerb for
sopranino recorderelectroacaustic ModernAlto
Recorder and electroatstic Pa¢zold basset.

Figurel. Overview of the six performance projects.
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Srategies

Colbboration with composes, peformers and recorder makes was essential for the
developmentof my researchin each chaper | exlainthe gecific type of callaborative work
or the different forms of distributed creatvity,'® examining the collaboratorsxoles and inputs
in the aeationand performance of newworks

In recent years therchas bea a proliferation of researchinto diverse modes of
collaboraion between composers and performers?!® either from the perspectve of the
performer?®® or the composer?! This research has oftenreachel beyond music, drawing on
valuable studiegrom other fieldssoasto queston, examine ad apprasethe varnousforms of
interactivework.?? Collaboration is not theprime focus of my reearch, but its sigrificant role
obliged meto outline the cdlaboraora gerspedives, forms ofenquity, creative processes and
critical reflecions,accordig to the natue ard ains d ead project.

Improvisation also played a keyale, especiallyin exploring recorders whose features
were rew to me, swch as theModern Alto Recader, the contrabass recorder, and different
combinaions of doublerecorders utilised n the projects ‘Beyond the Acustic EivironmentQ
(chapter two), WlacrofistulusQ 6 O Khirek)liaSdNBouble Recordes, Antique ¢ ModerneQ
(chapterfive). In projects 2 and 3, working with practitioners in live electnics and towards
the developnent of dectroacoudic and audovisualworks, improvisationwas incorporatedas
a process by whit my collaboators ard | cauld get to know each otheNX &  rha@veJF 2 NJ
charactes and chaacteristics exploling the sonic possibties of our musial nteractions,

finding a shared language,and creating materials through iterative pra@essesof performance

BEAAGNAROdzISR ONBFGAGAGE A& | (SHNKA TR NY didKASO Ad ['yNiR 24025N]
YdzaAOFt LINRPofSYa & | 3INRAZIQEX O2Y0AYyAy3d WiEKS ONEBI G
O2f f I 02 NI Laureh yRedRead{ & Richard Gloveds., YhtroductionQ in Collaborative and
Distributed Processes @ontemprary Music makingCambridge: Scholars Publishing, 2018, 4

19 particularly usefusources includeDavid Gorton and Stefan Ostersj@hoose Your Own Adventure
Music: On the Enrgence of Voice in Musical Collaboratip@ontemporary Music Revie8b, na 6
(2016): 57998, https://doi.org/10.1080/07494467.2016.128259&nd Fabrice Fitch and Neil Heyde
YRecercat-The Collaborative Process as InventiphwentiethCentury Musicd, no. 1 (20@): 7195,
https://doi.org/10.1017/S1478572207000539.

20 See:Catterine Lawshis Is Not A.Qin Collaborative and Distributed Processes in Contemporary
Music making ed. Laven Redhead and Richard Glover (Newcastle upon Tyne: Cambridge Scholars
Pubishing, 218), 16784; Paul Roe¥8 Phenomenology of Collaboration Contemporary Composition

and Performanc@ (PhD thesis University of York, 2007)Stefan Ostersjo, | | ¢ Pt Wb CH
Negotiating the Musical WofKLund University, 2008).

21 See:Mary BellamyWeveloping Instrumental Sound Resources Through Collaborativ@ddional
Practic&®Journal for New Music and Cultuteno. 10 (2013):-18; and Sam Haydemand Luke Widsor,
Wollaboration and the @nposer: Case Studies from the End of the 20th Ce@tligmpo61, no. 240
(2007): 2839, https://doi.org/10.1017/S0040298207000113.

22 See:Patricia MontielOverall, Woward a Theory of Collaboratiéor Teachers ad LibraransQResearch
Journal of the American Association of School LibraBaf@905): 131; and Vera JohrSteiner,Creative
CollaborationOxford University Press, 2000).
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listeningback, reflection, dscussim and more performance. Therebre, documentation of the
rehearsals (audio or video) was essal.

Further exploration of ingrumental dfordancesinvolved the aeation of cadenzasto
highlightsome of the novel claracteristic of the Modern Alto Recorer, the newes recorder
of my collection: this ormed part of the workin projects1 6S€aching for Alto Rcorders to
Meet the Piand2and 6 6S&rching for Recorérsto Meet a Giamber Orchestr§

Email corresponénceand wokshops with insrument makes were important in my
reseach: the luthiS NIRdividual understandingdf recorder modelsand recorder ming
broadered my knovledge and alsofacilitated the transformation of two of my instrumets:
the Modern Altoand the Paetdd bas®t, utilised inprojects 2 and 6. Througlout the thesis |
draw onthose communications and the experiencetloé workshops.

Resdencies ¢ involving informal interviews and performanae ¢ with recorder
performer Rerre Hamon, composerGuillermo isner and maker Phiippe Bdton, were
undertaken br the developnent of project 5. The material from those residenci@sthe form
of recarded andtranscibed interviews,informsthe discus#on in the relevant chapter, butlso
fed directly io the finalwork, Bang inthe Sounds

Projects 1 and 2 inalided the selecton of existing repertoire, to exploreither the
possihilities of irstrumental cloice, asin project 1, o the idiomatic features linked to the
historicalrepertoires of specificrecorders,asin project 2. Otherwise,callaborative devisingof
newly created material predominated.

In addition to the produdbn of artistic outputs in the form d musgcal works, in
projects 2, 3and 5, audiovisualnarratives wee devebped as areative means ohighlighting
various aspets of instrumental expbration. The am here wasto explore and creatively
foreground the agertial properties of instruments and as®ciated objects, the intimate
relationship between performer ad their instrument, and synerdges of interdiscipinary
colleboration.?

Historical researd into the originsand development of the recorder and itsaibas
been undetaken As pat of this, | have dawn more widely on aspets of the etymologyof the
instrumS ysiin@me and also the ways inwhich it, or dories abot it, have appeared in

literature: onthe more alusive, narrative aspects of its historicaénifestation

23 Collaborative Synergl a n Wterdaddive process that engages two or moraripants who work
together to achieve outcomes they could not accomplish independently, impan, integrated process
(operational, procedural and cultural) that fosters knowledge collaboration, influenced by a
transformational leadership that encourag paticipants to expand connections beyond typical
boundariéi ®®{ & y S IG&H &Bal: Disseminator of Knowledge accessed 11 August 2019
https://www.igi-global.can/dictionary/collaborativesynergyleadershipbusiness/4429
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Theory andpracticehawe actedin dialogwe with one amther throughou my research,
the core aim being toenrich the understanding of the variables to attend to when choosing
and working with indruments, and t re-assess the expressivetential of instuments innew
contexs. In different ways the performance projects presented in this sbmissbn emerged
from or otherwise drew on different forms of theoretical research from arangeof souces
However, this more theoretical side to thevork was alwaysesponding b the fundamental

aim of WY Ind2Rrough padice researt.

List ofRecarders Utilised

a2 S 037 0 Wy ednyAt&recarder in F. | Chater 1
Pitch atA=442 Hz

Moeck Pottenburd K Q  LJF £ A & | Yy R S| Chapter 4
recorder in C. Pitcht A=442.

MoeckW | 2 éN\Isdvood stained artique Chager 2
tenor in C Pitchat A=442. Chapter 4

Stephan B S 1 ABfeS&MNJré@peanBoxwoal | Chapter 1
alto recorcer. Pitch at A=415.

HiroyukA ¢ { S@F YI W. NB & a| Chager1
recorder. ftch atA=415.

Adzf Ré A Y IBEmadic (ABSalto recorder | Chaypter 1
in F Pitch atA=442.

I dzf 2 & 2¢WApldastc (ABS)tenor recarder | Chapter5
in C.Pitchat A=442.

| dzf QydphowyQ pnT . LI I & (] Chapters
recorder inF. Pitch atA=442.

HohrS NJ 8Rae$8D8 plasticdesa@rt recorder | Chapter 5
in C. Pitctat A=440.
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Jorge Monteo W. NI dlidetwgb@alto Chapter 1

recorder in F Pitth atA=442. Chapte 2
Chaper 5

Jorge Montero (Chilean wood) descaetorder | Chapter 2

in C.Pitchat A=440. Chapter 4
Chaper5

Joige Mortero (Chilean wod) descant recader | Chapter 5

in C.Pitch atA=415.

Jorge Montero (Chilearwood) sopranino Chapter 5

recorder in F. Pitb atA=415.

W2 NHS a2y dS N#&nwobd) aftdina | Crapter 2

G. Pithat A=462.

Jorge MonteroWD layalA Q o / & altb i || Chapte 5

G. Pith at A=440.

JorgeMonter2 aWd3&blive-wood sagpranoin | Chapte 5

C Pitchat A=440.

Joige Montero transitional (earlBaroqué Chapter 5

olive-wood soprano in C.Pich at A=440.

Joige Montero (Chiean wood) whist in A. Chapter 2

Pitch atA=462. Chaper 5

Friederichvon HueneWw A LIJLJS MdnQ 9 { Chapter 4

boxwood ato recorder in F. Pitc at A=440. Chapter 5

(Unknown maker)ndian cane whide. Fitch at | Chaper5

A=440.
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MollenhauerWlodeNJ/ ! f G 2 grer@dile
with Eextension and modern voimng. Fitted
with eledroacoustic system (@16),by the
Frenchrecorder makePhilipp Bolton. Pitch at

A=442.

Chapter 1 (acoustjc
Chapter 2 (eletroacoustic- effeds processol)

Chapter 6 (electroacoustic- amplified)

YNy 3 W/[discbndiriued ( 2@8) bubinga | Chapter 4
wood basset. Rtch atA=440.

YNy 8 WA A Ol oRiroko dzind y 3 | Chapter3
contrabass. Pitch a&#=440.

King¥/ fQ I aipwdodsopranino. Pich at Chapter 4
A=440. Chapter6
Herbert Paetzold birch waml basset. Pitch atA= | Chapter 6

440, 442 Ftted with electroacoustic gstem
(2017), at Kwnath recorders, &da, Gamany.
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Integrated Researaonponents
This hesis onsistk of a pottfolio of six performance projects presented in different formats

(described below)and ndividuallydocumented inwritten commentaies

The accompaying material ha been dvided as follows:

Musical examplesa bodyof recordings(audio and audiovisua) documenting the processes of
instrumertal exploration,the improvisdaory workshops and evising ofnew materials wth

collaboratas, and rehearsals.

Outputs: the final practice researctoutputs createdin projects 2 t06. These intude six new
compositions presented in performance and represeted here byaudio recordings and/or

video, plustwo electroacoustic piecesand two audiovis@a works.

Appendix this comprisesthe scores (of extant works and thos@ewly createdthrough the

reseach), a reseach pcster andthe collaboratorszonsent forns.

How toNavigatethis Thesk
Thisthess follows the chonological arder of the six prgects. The indicationto listen or watch
either a musical example or aoutput is placed \thin the text a the mog appropriate

moment. These indications appear in this way example 1.1 or Ouput 2.1 My

recommendation is that the reader should follow these indicaions so asto connect tre
musicaloutputs to the written refletions. However, inthe caseof the outputs independent
listening is abo possible:unlike the musicalexamples, wich illustrate aspctsof the practice
research pocessor other smalldetailsof the creative work, the outputs are artistic products
that, while generated through the research processes, can alsoexig autonomoudy, without

the thess.



Herebeginsyour trip into my practicereseach.
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Prelude®*

The recader and its manufacturing: tracing its current picture

By loolkng atold paintings hat include recorders, from the Renaissance and the Baroque for
examgde, a harnony betweenthe elements thatcoexst can be wtinguidied; an organic
structure caveyed by the comhbnation of obgcts, carried through the materials and
techrologies of he period, the aesthetic desigrs andthe embellishments. It seens to me
possible torecognise ad understand, fronthe images, atyle, anidentity, a united context of

objeds:

Renasance
A smalpipe beside theTute partitureroprthdightethbd.
A sive cadkstck The fedlr inthdnk.

Baroque

An ivory recorder, the partiture on the stand.

The harpsichord exhbiting, presunptuously, its manufactre. (O rnamets,
more ornaments)

Birds of royalty in the gardens. Foun tains and mazes.

| can cetainly deduce that composersknew the recorder of their time, its sound andimage,
rel- G SR (2 (adstetics eibed&ddy he recorder maker; and thatthe perfformerQ &

technical and maical training was connected to the cpth a SmliBical laguage. here was

2 This short rdective text refers to the gradual loss of synchrony between the recorder and its

associated contexts and stylesan issue creatively addressed in this submissisomFan insider@

perspective, promoted by an autoethnographic approach, | combine narran poetic formsto
RSAONAROGS AYFIAYSR LAOGdz2NBAE (KIF(G Yes B8afyDmashiird G(KS &
Wutoethnography XSociopedia.lsa 2013, 3, https://doi.org/10.1177/205684601351 The author

SELX FAya GKIFIG WoABy SYLKFAATAy3a (GKS OSyaGNItade 27F
social or cultural world in which the writingceurs, or, ratherreads the social and cultural through the

persori f{AQ Bochner regards this type of writing @gocative In a lecture given at the Interdisciplinary

Colloquium Series on Interpretive Research in the Social Sciences, Art Bochhek gkal  ( K ixtsih Wo i 8 KS
produced under the rubric of what [he k| narrative inquiry would be stories that create the effect of

reality, showing characters [the instruments in my research] embedded in the complexities of lived
Y2YSyida 27F aHibkeE Bochregautdetbr®graphy, Personal Narrative, Reflétyi:

Researcher as Subj€i43-44.


https://doi.org/10.1177/205684601351

37

an interrelationshp between the recorder perfomer, the maker, am the compaer, defined

by ther coexistencem the sanme epi®de of time, the sameaestheic frame.

But moving fromthese previous erag in which a certan syrchrony was @sceanible between
the elements of music making, the space and tine of the musician,and the surounding
context ¢ to our contempaary stae of amultiplicity of styles, conexts and peaformance
possbilities, we observe that the relatighips between theg ekements dlow for a maze of

possililities, for all kinds of newpictures.

Modarscene

A bge keyed squeoede(with alde coaatetbanangifie) nexp theld pétue open
in theright room.

The little pipe deniptieseies oRIntesThe/oyrecorerplgingithgazziub

In the gandguidings ahikes, angputer on the.table

Oraments dB muspdayeld/treivoryrecorden a oderauditium. Feathéack to the
birds.

Thestyle is a maz

As McLuhan tesified asearly asin the 1960y @8 adi¥dnd-new world of alhtonceness.
G ¢ A Y8 €easell G & LI O Shied. Asla dwendylirst-deritury recorder performer living
inwhat he defy’ Sa I &al \illagek3-f 23 A Y dzf G | y S 2°dzéondiri whitlS theé y 3 Q

comparable picture that we are producing for future studies 6the instrument?2°

25 Tom ButlerBowdon,%Whe Medium Is the Massad#967)Marshall McLuhan & Quentin Fidle é mdc T U =
Philosophy Qassics accessed 20 July 2018ttp://www.butler-bowdon.com/maréall-mcluhan-the-
mediuntis-the-massage.htri#.

BLAYATFENI @S . FdSa YSyidazya U Kikclidedyodrxi&dNiBsdedtions bfy Ro 2 2 | &
how the lute should be accompanied by other objects and in which acoustic environments lutes should
reside.One handbooka (0 A LJdzf I G SRY & @ywiEskFa soadtadisdztoRe, biuShesland ink to

keep the lute company and there should be lustrous flowers and cranes to be its friends. All these things
0St2y3a (2 GKS ReVYIINYS@F fignmsied \ii ¢ ddhe LI af the Crese

Lue (1940).Eliot BatesWhe Social Life of Musical InstrumeR&hnomusicolog$6, no. 3 (2012): 363

95, https://doi.org/10.5406/ethnomusicology.56.3.0363.
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Chapter 1. Searchingdr Alto Recordersto Meet the Plano (2015 ¢ 2016)

CarmenTroncao (ecarders)
Collatrators: John Frith (composerLrisina Rodiguez (piano), Mark Huchinson (piano),

Zosa Levandowska(hampsidord), Jennfer Cohen (flute) and Gaia Bladina (violoncelld

Output: Ledure-recitall  Wekirtg for Alto Reordersto Meet thet A |y 2 @K LyohsAHdll, W
Department of Music, Universty of York Thusday 7 duly 2016; sdeced audio and video

exanples from thelecture-recital and the reheasal process.

Figure2. Lecture ecital in the Sir Jack Lyons Concert Hall at the Department of Music of the University
of York, 216. Mark Hutchinsonpiano.

| have played many makes of recorders am the dief lesson to belearnt isX & fadmii
twenty treble recordersmade of the same woodby the sane maler, no two will sourd

alike. If you multiply the problemsf chaosing an instrument by samging recorders nade

from different types of wood and bwifferent makers, you arelikely to end wp in a

quanday, perhaps everunate to cane to anyclear dedsion. (Bal, 1975)?’

The project Searching for Alto Recordert® Meet the Piano focused onrepertoire for alto
recorcer and piano, and ¥ 2 NJ O 2 Y IsdkeNfiliteasidyp@riv. he aim wasto idertify ard

examne ¢ in and through my pradice ¢ the variablesthat affed my criteria fa selecting

27 Christophe Ball,\Renaissance anBaroqueRecorders: Choosing an Instrume®Early Musi 3, no. 1
(1975):11.
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recorders to use in thisontext and that therefore ultimately dharacterise the performance
itsdf. Two works weraddresed: he musicalcontent of these vorks raisedsuitable questiors
regarding the choiceof alto recordes. The primary casestudy was the Sonata for Alto
Recorde or Fute and Piano(2015)by John Frith, written for recorder maker and performer
Tim Canmore Thesecond waghe firstmovementof the Sonat for Hute andPiano (1957) by
Francs PoulendFP 18), written for flautist JeaAPierre RampaEach movemenis addessed
separatly inthiscommentary, to discus the spedfic processes of instrunreal exploration.

Thi project was desiged to explore and compare, through performance, sgen alto
recorde modelsfrom my coléction, to use with the piano. As dyche set of performances
that | am presenting ¢ the musical examples referred to througlout this commentary ¢
provides arecord d the procesgs n the searchfor posdble instruments. Theseexampes,
presented in eiher audio or video format, are takérom alecture-recita given on Thursday 7
Juy 2016 n the St JackLyonsConcertHall, Lhiversty of York, andfrom reheasals duing May
and Julyof the sameyear.

The processeswere not focusal towards generatingone uniqueoutput, nor on a
search fo an ideal instrument (if such a thing exists), but rather on identifying those that
offered some paricularities which, acording to my percepion, were in synpathy with the
repertoire and misicalstyle.

The commenrdry starts with an overview of the dtorical context in which the
recorder-piano comhination aose and a brief discussion ofts curent stuation, before
proceeding to disass thepractice reseach process. As noted in the intwduction, Searching
for Alto Recorders to Meet the Piandiffersin naure andstatus to thesubseqent projects,

acting nore asa pilot project to exploe the corequestions in relationd extant repertoire.

Introduction

The conbination of the moderrpianowith a recorder preseted a sonic chllenge to recorder
players and their ingruments, and therefore to recorder makes and composeis. Thiscomplex
scenario emeged in the twentieth century, due to the unpaalleled evoldion of these
instruments.While the modern piano was fulf immersedin and engagedwith the Western
classcd music world of modem instruments and repedoire, the re@rder, dter a peiod in
which it had gadudly falen into disuse,was béng rediscoveed in Egland, America, anthe
courtries of mainland Eurpe (includingAudria, Frame, Gemany, Begjium, the Netherlands
Switzetandz L G | f ddinénQnstiumdntywithi2mysteious histay and repetoire to be
traced and studied.
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Original (Renassanceand Baroqug recorders long hidden avay in houseblds or
private llections were becoming available ard sulseqently being examined?® However,
there were mary uncerainties aout their features, abng with questiors about where, how
and by whomthey were used.Bolton commend Y fird théi instrumentswere there, tut their
playing technique was not generdly knownF<

Thealto Baroquemodel be@me popular during thisW NB @bhtig lirtrument (krown
as thetwentieth-century revivaly*® and makes begarncopying it. Pioneersniits recorstruction
in the first quarter of the twentieth century included Gotifried Gelach (1856 ¢ 1909) from
Munich, who as early as 09 madea copy & an origiral recorder by &Acob Dener (1681 ¢
173), andAmold Dolmesch inHaslemere, England, who 1919 male acopy of an oginal
by Peer Bressan (dgindly named Pierre &illard, 1663¢ 1731).

As an instrument fom the pag ¢ a W O dalil& dgn ® MddBrm ((wentieth-century)
musicwith its own indruments and repertaie ¢ the recorder appeeed asan anactronism in
modern concert hdls, its viswal appearance sgnalling its out-of-period desgn. This condition of
being both arediscoveed instument carryng earlier aesheticsand musicd frameworksand,
simultaneouslya new instrument to bénserted ino the Westerntwentieth-century musical
context, provided the paradoxical stuation that gererated the ensuingendless production of
recorder nodels; theg resgpondedeither to idealsof historically-informed reconstructio or to
the wish to mo@rnise update and redefinethe instrument

The impa¢ of the interrupted evdution of the recorderand the ongoing creabn of
new designs is omplex toassess, aththis matter lies at he heat of this projedi @gkecific task
of searching for alto reaoersto meet the piano, butalso more geearaly underpns al the
projeds deweloped in this thesis. Fa me, the absence foa current, more standardised and
unique nodel definedas the recorder)likS héMflutS ONJ Wi K S udhlad: nyight@espond &

to the same ®nic and visual asthetic fromwhich the modern piano gradudly arose, has

28 Philippe Bolton Whe Revival of theRecordeiQ Bandmade Recorder& Hageolets accessed 1 July
2019, http://www.fl ute-a-bec.com/flutea-becrenouveaugb.html On his website recorder maker
Philippe Bolton comments that at the érof the nineteenth century, museums were starting to build
collections of early instruments, such t#iee Museum of the Conservatoire RoyalBusselsand notes
that the studentsof the conservatorthad access tthe instruments For further information aout the
modern period known as the revival of the recorder, ddieholasLander,Mistory: ModernPeriodQ >
Recorder Home Pag8, 19962019 acessed 1 July 2018ttp://www.recorderhomepage.net/history/

29 Bolton,Handmade Recorders & Flageolets

%0 Information about the revival of the recorder can also be found Douglas MacMilla, Y¥n
Organological Overview of the Recorder 18Q@ 9052 &dpin Society Journab0 (2007): 19902,
accessed 1 July 201Bttp://www.jstor.org/stable/25163901 and in Alexanda Mary Williams,%he
52R2 2l & wStftfte | tK2SYAE Y cordeSnBngayid 1870 Z04IIhS | v R
thesis,University of Melbourne, 2005).


http://www.flute-a-bec.com/flute-a-bec-renouveaugb.html
http://www.jstor.org/stable/25163901
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triggeed a varety 2 T LJ2 & auked (S sceadatidi) ofithe instumental canbination
recorder and piano. In addition to the question of how tke instruments meet sonally, this
wider considerabn exposes acortradiction carried in the visua appeaance of the
instruments, of epochs andtyles These paradoxi@ recorder W LIA @ pdaBessed on
pages 36 and 37) or impressons of thetwenty-first-century recorderpiano combiration were
something | wshed to experienceand examie in my pradice.

Of course, thee existed a chain of istoricdly synchonised comimationsof keyboard
instruments andrecorders (with assoaited, idiomatic repetoires) which was alsmterrupted:
the Baroqueharpschord with the Baoque recorder, ard the fortepiano with the Chssicablnd
Pre-Romantic altematives to the rewrder,*! such asthe Austo-Hungaian csakai® and the
French and Englis flageole®® (thoughthese latter instrumers didnot reinstate the recorder
in its previousprivileged pasition in professonal music makng).

In Ehgland, even durigthe recoNR S brdiz@whatzanahronic revival descibed above,
we might recognise a connetion, a certain coremporaneity, between th insrumenta design
of the nodernisal harpsiclord and the madernised Baroque recorder. Theseinstruments
were utilised inthe performance ofthe majorty of more than fifty works for recader and
keyboard playel by recorder makerand performer Carl Dolntech (911 ¢ 1997) and
harpsitiord (and dher keyboard) performer Jbseph Saby (1910 ¢ 1997) during ther annual
recitals at the Wigmore Hal in Londn between 1939 and 198934 Cal Dolmetst himslf,
among other makers, made signifiant modifications to bth the Baroqie recorder® and the

harpsichorgf® in order to modemise them. Thus, both instruments jointly conveyed the same

31 For information about the situation of the recorder in the Classical and Romantimdsesee

Nicholas SLander Wistay: Classical & Romantic peri@Recorder Home Pagaccessed 13 April 2019,
http://www.recorderhomepage.net/history/.

%2 For nformation about the csakan see Bernhard Mollenhauer, Mollenhauer: CsakanX
wiederentdecktaccessed 1 July 2018tps://www.csakan.de/en/csakamediscovered.

33 For nformation about theflageolet see Philippe Bolton,Whe Flageold? Elageoles & Recorders
accessed 1 July 2019, http://www.flageolet.fr/indgk.html.

34 Andrew Mayes provides a list of the works miered by Dolmetsch at the Wigmore Hall and other
works dedicatedo either him or his duo partner, harpsichord player Joseph Saxby. All these works were
written for either harpsichord or unspecified keyboardndrew Mayes,W! & LJS ®érfarmagce
Practice in Works forRecorderComposed for Carl DolmsthBS i 6 SSy ™ do (PoctosélRnesispy b Q
BirminghamCity University, 2008), 180,
http://www.open-access.bcu.ac.uk/3859/1/2008_Mayes_506067_voll.pdf.

35 However, Carl Dolnisch was neither the first nothe only maker who explored changes to the
recorder. For information about the innovations to the recordesee NicholasS. Lander, Wigory:
Innovationf2 = Recorder Home Page 19962019, accessed 1 July 2019,
http://www.recorderhomepage.net/history/.

36 A description of a Dolmetsch modernised harpsichord can be found in MayesW! a1LJSOia 27
PerformancePracticeQ®11-12.
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hybrid effect in appearame and sund.?®’ (It should be noted that some d those early
commissioned works wereexplicitly intended forthe piano, and in these caseshe aim of
matching the insruments was disaissed by Ddmetsch and the espedive composer, ltough
mosly onlyto address issasof volume andbalance).®®

Amongst the modifications to the Baroque recorder model undertaken byCarl
Dolmetsd were: the shorening of the tipe to reach he modern pitch, A=440 Hz (towards an
Wlpbrpod S Q NI O 2)NisBadof Yie geSeally lower Baoque recorder pitch, A=415
Hz, wed by his father, Arnold, until 1935;the production of a wder windway b adieve
greatervolume by icreasng the amount of air coming into the ingrument (compaed with
the narrowerand curved Baroqueande, whichgeneratesmore resistince to theproduction of
the sourd, enabling clear priiection but at a softetevel); chargesin the size ad position @
the fingerholes,to faciitate playingin modem equal tenperament; and doubléoles or keys
for the bottom notes. Thismadified desgn would woadly come to form the template for what
we generally now think ofas tt§ W Yr2rR 82 NR SNIDametschadded interesting

mechanicd devicesto the recorder,*® suchas

7 the tone projector: " wheelbarrow-shaped objed¢, which fits over
the window (ip) ofthe recorder projecting the tone fork NR & Q

1 the bell key (se figure 3), to complete and extend the
instrument@ chromatic canpass Ths enabled the playing of F
shap 3, A 3 and B 3lat without the often rather awkvard
technigue of covering the kell hde with the knee!

1 the lip (echo) key(see figure4): to enalle greater dynamic
contrast. Ahole was sitated below the fipple (block), which,

being gpenead with the performer@ chin rased the note sothat

Ly GKS OKLF LI ScN\NBrespaiKiSe w/iSHORANREBNNI GA2ya FTF2N t SNF2NXYI Y
WSLISNI 2ANBQ> ale&Sa NBREERE @ 2 LIZXKSEA ONSO20RSENOSIAS N2 T NI
Dolmetsch repertoire. IMayes W! & LISRBripémargePractice3D1-05.

VLY KAa GKSaAxazr W NI 52fYSGalOK FyR GKS wSO2NRSNJ wSs
to a letter that York Bowelboth a composer and pianist) sent to Dolmetsch, on 28 September 1946,

discussing the favoured alternative of usiihg piana Bowen observed tha#? handled gently (as some

ofuscanfli KS o6t yOS Ol y AY RISR QM0 § RGOS 0B K, (i

wasperformed at the Wigmore Hall in 1947 by Carl Dolmetsch and York Bowen himself aribe pi

Andrew MayesWarpsichord oPiano(?R in Carl Dolmetsch and the Recordeepertoire of the 20th
Century(Aldershot Ashgate, 2003296.

9 @S h Dhe RdcdrderzTodd€ambridge: Cambridge University Press, 1990)

401bid.

41 In Baroque recorders, specific pitches, such as F sharp 3, A 3, B flat 3 dad.loan be reached by

(totally or partially) covering the bell hole (beldi KS NB O2 NRSNDa F220 2N woStf Qo
thus making it difficult to play within fast passages.
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the air presure could be dminished without lowering the

intonation.

Figure3 (left). Innovations to the recordeundertaken by Carl Dolmetsch during the twentieth
century: the bell key.

Figure 4 (right). Innovations to the recorder undertaken by Cal Dametsch during the twentieth
century: the lip (echo) key.*

These latter initiatives were the eseds of an erdlessseqence of rew desigrs. Tlis
approach fainded themodern sitwation of a hybrid nstrument with an gppeaancerelated to
its past but, contradidorily, with a sound wdd that surpasses previousodek. The two
scenarios othe currentrecarder makirg framework ¢ one that carries faward the pastand
the one that tries to modernise orredefine the nstrument ¢ coexist today in a gmilar manner
to that of the contradictoy gace-time framework ofthe duo of the historical, anahronic
recorder and the modern piano.

There is gill one quesion regading the discontinuity of those twentieh-certury
modernised recorders. Degpite their useful and innovative adjustments, theydid not survive:
why not? hey cetainly represented anmprovement interms of the sonicdemands of gaying
with modern instrumerts like the piano, epecidly in recitalhalls. They o dfered practical
sdutions for certain techrica weaknesses of th&arogue design in the moder context, such
as particularfingerings ad the playablity of some high motes. Notably, recently devdoped
recorder modelshaverevived somedf those earler ideasof modfications and aditions, such
asthe lip (echo) key, degnsfor greater volume angower, andthe extension of he range

without the needto cower the bell fole with the knee.

2¢ KS LA O dzNB arecérders 5 fguresaiida WekeQaken by me at the London International
Exhibitionof Early Music 2018, iBlackheath Halls
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One reaon for their disconinuation lay, | po#, in the new affordances of the
modernised dsign(s) In the case of Carl Dolmetschthese affordances were unefstood by
him astheir devise, builder aml performer, but were rather unfamiliar to other recorder
playes. Maeover, knovedge of the Baroge template, to which the makes macd these
various chages,*® was till developing. Muigians were focused on reving techniques n
relation to the rediscoery of idiomatic (historical) repertoire, a task that differed signiicantly
from the aims of those making new degns for modernsed nstruments. Moreover,
edablishing any new or modarised instrument requires aw works spedfically createdfor its
features, thus empasishg the novel idiomatic behaviour. However by the time of Carl
Dolmeta O K Q & tioAsyitywisdmmon for composersto regard he recoder as akind of
limited and les well-known flute, since he rewmrderQ &pecific qualites and idiomac
behaviours werestill in theearly stagesof (re)discovey.**

As a result, hese modern modificdions to the recorder, includng the multifarious
keysand incarporated devices, hadotwait a very long time tdlourish they are finally being
incorporakd into newlydevebped instruments, as fart of the ongoingseach far the twenty-
first-century recader, now that we have develped acquate recader knavledge, training,
instrumental echrology and compositiondrameworks.

It is exactly he anachroniic condition of the revived reorder, asdesaibed above,
that | hawe identifiedas acore focus wthin my proceses d choosingrecorders to addess
repertoire for recorder and piano. It represents particular @ative chalenges and
opportunities, and tleseissues ofinstrumental affordances ard limitations are mesthat also

recur n the subsequent peformance progcts.

43 Original Baroquerecorders long kept in old households or in private collectionsewaecoming

available and subsequently bgirexamined. Th&aroquetemplate became popular, representing the
NBO2NRSNRA NBGJAGBSR A Yltd$nstadidnCalkd reéablishfentA RobdrtdzSy O S
Ehrlich illustrates this point in his thesisentioning that the use of the recorder duridgii & NB @A @I WL |
followed seventeenth and eighteenthO Sy (i dzNE KA&(G2NRbdtt 9 KNINEORRS yWIQy
BhnomusicologicalQudy of aModern Performing Tradition in WesternArt Mdza A OY (G KS a5dzi OK { (
of RectNR SNJ t f | &liss¢ratdiE 6 ¥ ICHEHE 4989), 11

44 Commenting on the works for recorder and pia(keyboard) composed between 19301 S Y2 QY St f
mentions that composers tendéeéb regard the recorder as a sort of gtér, less flexible fite and failed

to exploit its distinctive and unique quality of soubh@®fS SELJ I Aya (KI G WiKS LISNI
[NB O 2 Ngudlityadid 8ot come until much far, when the differences between recorder and flute

technique began to be properljzy’ R S NBhiGR2ERAIQ W/ Rycdréey Nusi@ ayid the Heritage of

0 KS . I ReRoijddeS €33B88.
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TheContemparary Context of Recarder with Piano

In order to sedct appropriate repertoirefor this project, | needed toconsider the ange of
approaches to compositon for piano ard recorder. However, it is beyondthe swpe of this
commentary to discuss he ful range of pieces a partof thisprocess; instead | provide a brief
overview of boad trends aml the most signitant approachse.

Contempaary compositions for recorder ard piano arerather sarce, andthey are
even scarcewhen considemg only those works specfically written for the piano (since mag
offer the possibility of beingplayed on other keyboard instuments, particlarly in the
comhbnation of malern recorder with modern hapsichord). Many eaiier, twentieth-century
works for this comhination were written in reo-Barajue, neo-dasscal, or n®-Romartic
styles. Amongst thesare the pieces peformed by Cd Dolmetsch ad Joseph Saxy, listed by
both Mayesandh Q ¥.& These wrks usudly recall erlier styles, musiad forms andpractices
(suchas the romantic idea of developing cadenzas), somémes then mixed with modern
compositional mehodsand techniqes such as selism and do@caghony. Some aoinclude
folk elements, am they generally avad the use of extenédtechniques.

h QN Sighlights the signifcanceof Paul Hindemith (1895 ¢ 1963), who, from his
interest inthe interpretation of ancientinstruments, @couraged hisstudents to write for the
recorcer, including by playing the hisbricd recorders héd in the collection of the Berliner
Hodschulefiir Musk, where he was appointe professor in 1927. Amongst histudents who
wrote works for ano and recordr were Arnotd Cake, Hans Ulich Staeps(who wasalso an
active recorder playe andteacher), Staley Bate, FrazRdzersteinand Has Per.

A more experimental approach to he recader-piano duo started in Europe in the
1960s, especia}l around recordr performersFrans Blggen ad Michael \etter. As noted ly
OQétly, composerssuch as Jirg Baurlauis Andriesen and Rd du B A dadeYaserious
attempt to dewelop the full poential of the recorder as a soundoure and were among the
first to write forthe instrument in acompletely modem idiom, making no cacessonsto its
suppsed liY A G I (fAN®WA dtimides textures, exended techriques, mprovisation ard
thedrical elemrents weae expored, thus generatig diferent ideas about how he recorder
might % S S (i @iand. RoSexamje, in his prefaceto Glissgjss (19%), for sopanino recorder
and piano (with ad lib cello), canposerWinfried Michel marfeds aclear concern wih the

specific recorder featuresequired: ¥ sopranino recorer in f with daible holes fa the first

4 A comprehensive lisof works written for piano and one recordg@layer and the contexts in which
GKSe FNRPaS Aa LINPOPARSR 08 hQYStfteo

h QY RecbrdeToday 15254.C 2 NJ  aslisés8efionote 34.

h QY RedcordeE Todapl
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and ®oond gepsthe first stepcorrespading to F ad F sharp and thesecond to G an G
sharp). Interestingly, his degription of the type of interaction recuired between the piano ad
the recorda does not addres issues of bahce but focused instead on ceativity ard
collaborative exploration.*’

Other notable experimenal works for dto recomer ard piaro indude Incontri (1960)
by Jirg Baur; Spielund Zwscerspiel (1962) by Roldu Bos; VettS N&Daptation d Louis
Andriesen@ graphiccompostion for flute and piano, Pantings(1965), in a version fo recorder
and piar;*® Wonderen §n schaas (1965) byWill Eisma;Thymehae (1979 by bhn Casken;
and Michef @uAa-ting (printedin 2002).

Various works for recorder and @no have beencomposed by nonEuopean
composes, but these ae relatively scate. A number of woks have been witten in South
America. h Chilethe CDMUsica contemporaneachilenaduosy triosparaflautas dulces,viola
da gamba ypiano (Chileancontemporary musicduos and trios for recorders, viola da gamba
and piano), was issuedn 1992.%° Also, inthe | NIi MQsicaSBasHera pama flauta docee
pianoQCarijo and Fernandez proviela catalogue of Brazilianworks for this nstrumentatian
composed betwen 2006 and2011%° Some of these were recorded by Brazitn recorder
performer Luciane Cuervo orthe (M Sonetosde amor e morte (Somets of love and death).>!
Fnally, my own previous sperience of this combinabn included performing two waks for
alto recorder and pano written in sanewhat conventional Westernclasdcal style, in arectal
at the Biblioteca Nacioal de Sariago de Chie (National Libraryof Santago, Chile) in 2003,
with Chlean pianist Dante &may: Introduccbn y allegro by Argentiniancomposer Cans
Guastvino andRed GadenQ a sesby Germa cmpose Matthias Maute. Preparing tha
redtal hadalready exposedissues of balancebetweenthe insgruments and opened up@ne

guestions of instrumetal sdection, canprehensivelyexamined in tiis new recorcer-piano

47 The preface to the score d@lissglisby Winfied Michel can be read awinfried Michel, Blissgliss
(19%)QMieroprint Musikverlagaccessed 5 July 2019
https://mieroprint.de/produkt/micheklwinfried-glissglissL995/.

BLYiSNBadAay3Iter GKAA fFOG§SN I RRIG VI AAWNRIB RI 0 LIKS

[Andriessen] beaase he felt hat the recorder had far more potential for the production of new and
exciting sounds thn the flutePfQ Y Redordek Todayso.

4 MUsicacontempaaneachilenaduos ytriospara flautasdulces viola da gamba ypiano, SVR Digital,
1993,CD,
https://www.svrproducciones.cl/index.php?main_page=product_info&cPath=11_14&products_id=39.
%0 Danieh Carrijo Franco and Betiza Fernandez LandMusicaBrasileirapara flauta doce e piarf®
Revista Dialoge Linguages Em Movimentb(2015): 1.

5! Lucane Cuere, Sonetos demor e morte, Fumproarte 2002, CQ http://pauloinda.com/sonetosde-
amor-e-morte/. Cuervo has worked for more than ten ysavith pianist and composer Felipe Adami
who conposed the fourmovement workSonetos deamor (1999)for different recorders (one player)
andpianoR2 NJ Y2 NB Ay T2 NXI (A 2 y:Lucian2 GriervéBddetos Herir deAdddi > &4 S S
para flauta doce e pA | yadalisé eperformance Per Musi, Belo Horizontao. 26 (2012): 1589,
https://document.onl/documents/sonetosie-amor-de-adamiparaflauta-docee-piano-analisee-.html.


http://pauloinda.com/sonetos-de-amor-e-morte/
http://pauloinda.com/sonetos-de-amor-e-morte/
https://document.onl/documents/sonetos-de-amor-de-adami-para-flauta-doce-e-piano-analise-e-.html
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project. In both works, | played analto recarder Baroqte dedgn) by Japanse maker Hiroyuki
Takeyama a model that isrichin harnonics. Athat stage | had notyet encourtered the more

modernWY 2 Rréodbldera Q T asittie®™&dern At Recader that luse n this project.

The Choice of Repertoire

Sonata Pr Treble RecorderFlute and Rno (2015)by Jdhn Frith.
WY a 2rRoQEWNdante MysterioscERondo: Moerall 2 Q

Sonata for Flutand Rano (1957)by Fancis Bulenc.
First Moement: W! f f Sriak&niQi22Q ¢

JohnFitK Qagproach to the instrument in his Sanata for Trdle RecordgFlute and Piano
offered, | consdered, attractive possibilities that couldusefully inform and inflence ny
processes and criteria for searching foran ato recorderto perform it. Amongst these
consderations wee: the option of ither flute or recordeNJand to eanine the difierences, |
invited flautist Jennifer Cohen to cddborate); i K S O 2 Yradfligriy Wil and peference
for the BaroquerecorceND &  &a8 sicRn thie prefaceto the score); the cmposS NXric
allusions to oher instrunments and muia contexts particularly evidet in the second
movement); andthe issue of balancing tle two instruments> tHégtAthe help of any
ampificatiz y Q  d@rimged B/ &rith).

Also relevantto my particular concens in this projectwas the clee communicdion
between Fith and the recorder maker (and performer) Tim Canmore, who commissionedhe

work and htroducedme to the score and theampose. Their infial exchange of idesled to

the seach for and creation of an Yeal record NX 5 ulary tblBEdAréds the compai S NI &

concens abaut balance. That the developmen of the dece also involed sud instumental
considerdgions was, of cowge, of particular interest for me. The idea of devebping the
instrument wasQranmoNBS Qa 815 & PI3 wpdssiedwieh that his work would remain
within an acoustic sound world:W Ehdlenge just to be slved ketweenthe performers, teir
instruments, and the concert hdl amustiO® @rannore took as areference pant his own
previously producectopy of annstrumentby Thomas Stangby Juior (1692¢ 1754) to which

he made signi€ant modifications.

52 John Frith, email to the author, 1 Augusti®)
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My am wasto exdore the issue ofthe relationship(including the baénce)between
the recorder and piano attendingto INJ {réquiréiments, and 6 identify the variables which
would influence myresporses tothe pieceand which woud afect my choice of insuments.
Moreover, the { 2 Y b éohventional musal bnguage, wihout extended techngues, would
allow me to concentrate on and perceive the sbtle differences betwenthS W@ afamP S a Q
alto recorders. rtain technical factors(swch as ptch, temperamen, fingerings range,
balanceacross the regists andresonance)were also pertinent; these were identified and
documented, to establish explkit comparsors betweenthe instruments whid would then
inform my instrumental choices

Making personal contacwith the canposer aswell asCranmore (who praiered the
piece n 2015) gave me accssto the primary sourcesfor the hisory of the score ad its
performance. Thairesponses tomy inquiries and heir opinions enriched my undestanding o
the piece andits genesis.In particular, my close and ongoingcommunication with Frith
provided thenecessay bags to make elevant decsionsin relation b my reseach topic and
helped me to undersiand his sont ideas and expectations.

Additionally, | selected tle first movement of Pailenc'sSonata for Flute rad Piano so
as toexpelienae, and subequently highight, the qualities andnew affordances ofmy recently

aquired Madem Alto Recoder byMollenhauer(figure5). Thenew features 6thisinstrument

Figue 5. Picture of my Modern Alto Reorder.
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includethe extensionto the EXbottom note, an extended rangeup to thethird registerwith a
different fingering techique, amore uniform balance aross the registers, louderbottom
notes and a shgulartimbre (more flute-like, especiallyat the batom and inthe high register).
These quaties dford a reliable rformanceof P2 dzf Srya@aEwithout any adaptation d
the sore.

Thus, n the cae d the Poulenc the choécof the recader was taken béore selecting
the repertoire: | seached for works for flute and piano that might be gpropriate for this
particular modernisd instrument (andalso ecause there is siil a lack of repertoire compesed
explicitly for this moakl, with its Eextension)®® Padzf Sy O Q& nierk bhElléngey @ S
technical and sore possihlities d this model & if it were written exadly as a studyfor it.
Besdes, addresmg nusic written for the flute placed ny choiceof a recorder in a differat
context within which new vaiables could aris which | could hen explore. For intance, one
inevitable factor that occus when borrowing repertoire is he loss ® the original timbre,
which mayaffect the search for a certay/ n$tNzY Sy (i I £ hegta attedndt >evolse khit
original timbre ordeliberately to caitrast with it. Theinstrumental wice that | referto here
andgenerally irthis thesisprimarily comprisesthe instrumey i Q & ardohef@ldyf(timbre);
however, it alsoincludesother particulariiessuch as the yhamic range, tessira, flexibility of
the und produdion (for instance the possibities o attack and endig of notes or lhe
resporseto a certainamount and speedof air gream) and the homogereousor discrepant
balancebetween the nstrdzY S y (i Ondedidm2aadshigh rgisters. In the sgcific case of the
recorder, the widng’*is a relowant eement to consider Finally, thedea of ircluding Poulen® a

music was reinbrced when | first played Frik (8dnata. The piece immedtely reminded me of

531n 2015, | asked Nik Tarasov (recorder desigmétollenhauer Company) about repertoire written for

the new recorder designs which include Biextensio, to which hereplied that there is a gam the

literature specially composed for therfencouraging me to develop new workshterestingly, in his

Kleine Sonat fur Blockfléte und Klavieop.96, written in 2018 within the ratheRomantic idea ofa

WNE OpiiBREeANd | £ QX WIF LI ySaS 02YLI2aSNI I yR Llkdaygdverti YSy A OK,
dzy RSNEGFYRAY3I 2F (KAA Y2 R SsNdfiallyiy rdgaiviné extiér@ién ofttedg  LJ2 & & A
tessitura. The use of the Modern Alto Recorder with afodE extension as the chosen instrument, is

illustrated in the following videokSy A 8 KA bAAKAT F g+ 3 WYt SAYyS {2yl GS FNN
YouTule video, 06:58, posted byHidehiroRecordep 21 November 2018, accessed 5 July 2019,
https://www.youtube.com/watch?v=VHIZXCUQsMy observation about the approach to the Modern

lfd2 wSOHFRREBNPOSE Ay bAAKATFIGFQa {2y+tilFs A& o6l asSR 2
the following videolY Sy A OKA bAAKAT I g1 T WYt SAySLIgdRoyQsi S, ZFdxiNdzo. & 2004
NTYMHZ L2adsSR oé WYSYAOKA bAaKA 24 gMap >2019m o WI y dzl
https://www.youtube.com/watch?v=nabSp9Bk.

54 Voicing:as defined by Nik TarasovpicingrefeN&E (2 WGKS &0 NHzOGdzNF € RSaAdy
[recordeN &8 GAYR OKI yySt | y Rrecordeninkemek2sNiasE Hdciidfaodits ¢ K SNB
GKS a2dzyR | yR Tdzy Ol A Nil TarasosHadnbniseh@ Bldckliden: DigeschibkHzY Sy (i ¢ Q

Einer Neuen BlockfléteGeneratiolQ Windkanal, Das Forum Fir Die Blockflpteo. 2 (2004):17,
https://www.windkanal.de/images/files/stories?DF2004-2/Windkanal2004-2.pdf.


https://www.youtube.com/watch?v=VHlZ_XCUQsI
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certain gestures and harnmies n Poulen® @ork. Later, Frith bld me that he had quoted
Poulenc notin this Sonata butrather in hisSonata fo Hute and Piao; | later included an

excerpt from thisin mycadenzafor the third movenent ofthe Recorder Sonata.

Searching folRecordersto Meet the Fiano

The following table llustratesthe alto recordersl had selected by tte end of this pocess

1st Movement 2d Movement 34 Movement
Moeck WaitenburghQ Plagic Aulos YresanQ a2y i S NI
and or
Y. Npaatedy Modern Alto Reorder

| return to the basic question: whichrecorder should | uséor playing Fritt & { 2 yiehlel F2 NJ ¢
Recorder and Pano, andwhy? Tls wasthe first issue that | faced ¢ as would ary other
recorder paformer aiming to YheettXhe enveloping soority and timbre of a modern piano.
Theverbto meetis wsed here to invokenot only the acton of playing vth the piano but he
performerQ a | té Mnferact with it saisfactorily. With that question in mnd, | explored
different alto recordersincludingboth hidoricaland modenised designs.However, asshould
by now be clegrthe approach didnot have the @n of producing anexhaustiveor emprical
study: rather | was interesied in the creatve issues tht rise to the suface when soh
questions are eplored indepth.
Firstly, | re-assessd the six Baraque-designedalto rearders in my collection (see

figure 6) to update myunderstandng andappredation of each instrument.
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Figure 6. Picture of my sixBaroquedesignedrecarders

Fromleft to right: MoS O RottewburgK @bony alto recorder (P 44 Friederich von Huene
Yw A LIS PERMOXWood alb recorder P 440) Hiroyuki TakegmaWressarfMaple dto (P

415); Jorge Mor§ NPred W .lolv&@wood alto recorder (P 442)Stegphan Blezingr W NS a &l y Q

EurgpeanBoxwood dto recorder (Pn mp 0 T dbXdzR@ 8Epladie (ABS) altaecorder P
442).

Emal communicdion with the recorde@ €espective makers helped me elucidate deiled
information about the i (i NXzY Sy (i ©ad hitSry, WhidNIed irto my instrumental
selection criteria and informel my choiceswhen addressing thi LINE 8 fegeitadte These
make's weee: Friederich van Huene (I contacted Eric Hass, in charge wbn Heuy” S Rdikshop
in Bosta), Chilean makedoige Montero, German makerStephan Beznger, and hpanese
maker Hiroyuki @keyama. Site al my alto recoders are lased, more o less relibly, an
historical Baloque models, this prdiminary considerationrequired me to deepen my
knowledge of the relevat Baroquemake's and their spedfic templates Jacdy Denner (1681¢
1735),Jan-JacquesRippert (c. 1645¢ 1724) Peter Bressan (663 ¢ 1731),and &an-Hyacinth
Rdtenburgh (1672 ¢ 1756). However, each modemake interprets and respondgo these
instrumentsCcharacterstics in a prsonal way, a fad that wasalso addressed witin the email
communication.

The six recaders were eamined congileringthe followingaspeds, as gplicabk: the
YI 1 SNR& sduliibaiicepyunderlying the 8§ O 2 NR S NInformRtisrardvealgtl more
or less clerly in email correspondence or on webites); to whom the recorder wasntended
(whether prokessional reorder performers, am#eurs or beginners, or the school

environmert); the primary artistic practce for which the ecarder was coneived (wheher, for
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example, historicaly informed practiceof Baroque musicor contemporay music m&ing); the
spedfic soundqualiy; ard relevan technical features such as the pitch, théingeiings, the
range and the ginamic possibilids, amongst otlers. This sidy led meto recanise each
recorRS N &  éhdrafteridifs)adldvell as itgpossible strengths andweaknessesvhen
addressng the electedrepettoirearR Ay WYSSdAYy3IQ GKS LAY

Then, aware of the adjustments applied to tle instrument ealy in the twentieth
century in pursut of a new recorder sand capable of competing with the piano®
commanding pesence and imbre, | exdored sone of the avalable malernised treble
recordes, ircluding the WY 2 R0 recorders (i.e.the newest malels). Amongthese
are those lelonging to the W1 I NJY 2 y iledsQ cat&p®y®. the Wa 2 RS> ! 6 &
Taasov/Paetold;the @ K f S NI (EHert;d@l K S& PR $ N Bn Helder and (F KNS 3 (WS @
recorder, devsed by Adana Breukink | wasinterested inacquiring ore of these models,
primarily to add a modern reorder voiceto this recordefpiano project

However,| first warted to expeience thesound and affordances triggered by the
earlier madifications and additionsundertaken by CéarDolmetsch, manly becauseFritk Q a
Sonata resemblesthe type of repertoirefor piano and recorder that Dainetsch conmissioned,
and which corespondngly involves DoimetschQ a odéfnised-Baroque recorder modé |
expected that 5 2 f Y S (MAY@KRQ & A SrRavauld M& WratNdR&led fa this piece: the
imagned instrument for whichFiith conceved his Sonata. Nevéheless after tryingout some
original modelsat the 215 Greenwich Exhibiton of Instruments, thanodelQ &ourd quality
(especidly its timbre) did not match my perceptions of that necessaryfor Frii K @uscal
material.Onthe other hand, using Dolmeth® modifS R~ W YalfoReSdxdy @sa response
to FitK €modern style would have suggested @i of historicd recreation ofthe twentieth-
certury® modernigd recorder sound: DomS (i ZaOniade to match the modern soindQ
recorde. THs would have ben an intresting choie. My searchfor recorders here however,
did not aimto follow any historially informed criterion.

Moreod S NE  C N wak Eoinpoge@ wWeh tidwer ecorder models, wih better
(updated) technologes than those as®ciated with Ddmetsch, vere available. At the
Greenwich Exhibition, I tried a range of new instruments, analysingy first readionsto their

features, especiallytte different distribution of weight due to the use o sets of keys added

%5 The termharmonic recordersefers to a novel recorder concept chacterised by a long, cylindrical
bore, particular key mechanism, and changes in the voicing compaitbdearlier recorders. These
recorders overblow into pe, intune harmonics.For cetailed information about the history and
features of the different sacalled tarmonic recorderssee Nik TarasoviHlarmonische Blockfloten: Die
Geschichte Einer Neuen Bldidten-GeneratioQ\Windkanal, Dagorumfur die Blockfbte, no. 2 (2004):
14-21, https://www.windkanal.de/images/files/stories/PDF/2024Windkanat2004-2.pdf.
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and different bore shapes. It regires timeto get used ¢ the new sasation of the balarce o
the instrument. The newly added devisdor more flexide and subtlecontrol of the timlre
and volume,such asthose avalable with Eade and Hdder models, offeed powerful sound
production anda wide pdette of expresson. Howeer, in these first encownters, | did not
experience the expectedeacion of wanting to work wih the most contemprary of
instruments, butrather an tncomfortable sensation of playing inruments of the past that
had been subjeckd to different levels andtypes of surgery, espanding to different intricate
improvementplans | found myself wonderirg whether this washe same percepion asfelt by
other playersthat had prevented the survial of modified instruments fromearly in the
twentieth century. Eventoday, with these t@irther developments, examining the complex
relationshp between instrumentd innovation and pgormance opensparticular problems
(though these are beyond the scope ofmy study); we seen to require aparadigm $ift in
those studying theinstrument at professianal level in order to embrace new techrogiesin
the recarder makingscene. Linked to tiiis the assoeied need ér new performanceand
compositional frameworksthat can integrat the instrumens into processes of leaning,
teaching ard performing the reorder.%®

It is perhaps the Helder rexder, dewveloped in the early1990s, that offers lie most
signifcant differencesto the Barogqie models, and the clearest slits in desgn, ncluding a
sourd unit corsisting of fou parts: a ip-cortrol mechanism chargeable windway platelets,an
adjustabé block ard an adjustable windway roof>” Contrariy, the Modern Ato (1996)and the
Ehkrt models are rather similar to Baraque models n their appearanceNevertheless they
incomorate signficant charges in tle shag of the bore and key systems, offergnnew
guaities and solutionsto some of the identied limitations of histaricalmodek. TheEade, the
latest model to apmar, seems b evdke a Renaissare image of recorder degin.® Its

significantly wider bore (amagst other factors) allows the produddn of a surprisingly

% A key contemporary figure in pursuing this paradigm shift is the recorder performesl Kan

Steenhoven, who actively reacts to and participateshie current development of the recorder. He has

created new repertoire for new recorder modetsjch as Is studies for the recorder with a bottom E:

Il Extremelo, Charakterstickimd Technisch&tudien von Instrumentalvirtuoseaus fiinf Jahrhunderten

fur Altblockfléte mit Extensionnach E gesammeltund arrangiert von Karel van Steenhoven (Aura

Editon, 2015. Also interesting is his work at the Hochschule fir Musik in Karlsrgkes Karel van

Steenhoven and Ulrike Mauerhofdfjutessence: Blockflotentamricht Hochschuléir Musik Karlsruhge

accessed 5 July D19, http://www.flutessence.de/indektml.

57 Detailed information about the four parts of the Helder sound unit can be four#iatder TheSound

UnitQ Mollenahuer accessed5 July 2019 https://www.mollenhauer.om/images/stories/PDF/Sourd
Unit_En.pdf#fcontentAlso available aFroehlich, WArtistic Research ProjectIntroducing the Helder

Tenor (Blog®

8 However, on he Eagle recorder websité is explainedthat the Eagle recorde ¢ & ONXBI 4§ SR T NR
extremelyloud and widebore fantasy/meditation models that are né@t | & SR 2 y al@hfRana’2 NRA I A Yy
Breukink,Eagle accesse® July 2019, http://www.eagleecorder.com.


https://www.mollenhauer.com/images/stories/PDF/Sound-Unit_En.pdf#content
https://www.mollenhauer.com/images/stories/PDF/Sound-Unit_En.pdf#content
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increagd volume. It includs a metal labiun and a keysystem and offers two different
voicings® accodingto the breathing type of eah recorde performer°

Eventudly, this exploration lednot to my choosng the loudest and magevolutionary
design for us in this project, bti rather the ore that retained acertain amkguity in its
simultaneous expession of Barogue and modern aethetics, while also inorporating
significant design clnges generating new instrumental affordance: the Modern Alto
Recorder g the Mollenhauer Corpany. Thus, mydecision to acquire this instument was
primarily a respons to the intial research phasef this project. As mernbned above,its
features influexced ny decisbn to work with the first movenent of Paulenc® Sonata, in
addition to generatiig a space of egloration n terms of its afiordancesin the context of
Frith@ Sonata.

In the next sectio, | examne the instrumental decisbns fa playing eachof the
sonatasQ  Yrae@dtS The commentaryroFritk (S®rata is considerhly more extensive ah
exhaustive tlan that on PaulenO Qdiezto the amount of insrumental exporation undergore

to subsequeny definethe instrumens on whichto playit.

TheSearch far (and Choice d) Recorders taPlay Jdn Frii KSpriata
A range of bjective and subjeitve variables(often entwined) arose in the process of
comparing the diferent recorder madels, the recoders withthe flute, andthe different soric
combinatiors whenplaying with the piano, all as partfothe processof searching forthe
instruments tha would be mostsuitable for me to play this Saata. The spedfic musical
character and material of each bthe three movements lé me to congder wsing different
recorders. Inthis gproach, the conceptioof the Smata asa whole was pesented through a
multi-instrumert version, thus epresing the dfferent contents through he choice of
different alto recader voices,each with is singular expressiveappeararce.

The pitch was a primary, objective v@able that immedately defined whether a
particular recorder cold be usedwith a modern piaro. The only recorder that wasdiscarded
for this reason was # Rippert by von Heune,which, despie officialy being pitched at

hisoricalVenetian A=440, was practice corsiderably lower than the pianaused

%1 a { I YdzsSt | dasef pRagng) loyidhessS ana clait$ of tone of aodwind recorder are
determined by the manufacturer's skill in theNai 2 F QSaual @A Bid@rdPhysical Basis of
2 22 RgAYRwS O MRiNdfthe Adodsticgl Fociety of Ameriéd, no. 11 1963: 1901,
https://doi.org/10.1121/1.2142752See also footnote 54.

80 AdrianaBreuknk and Jo KunathBreathing Type@Eagle accessed5 July 2019, http#www.eagle
recorder.om/page.php?pag=blaastype&lang=en.
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The first wickr factor that | addressed wa the issue of balance and (riated to that)
eaOK NIB O yrdRSraige.d exRloreddifferent blowing techniques, @mingto achieve a
more open sound. The respse © changes h air pressurevaried significarly between
recarder models resuting in a sound that was either broad, wam and flexible, or untampered
and easilyout of tune. Fom my expeienceof concertsin whichrecorder performers play with
a piano, | was ofthe opnion that the concernthat the recorder will na be loud eéough can
easily kadto distorting the quality of the recorder und. The emphas shouldbe placed, it
seemed to ne, oninstrumental doquerce, senstivity and a deep connectiowith the nusical
material, rather than on the attenpt to achievethe highestpower and sound wniformity.
Additionally, the mpression of volume is not alwag purely auditory: | often prefer to convey
an expressie intention through aphysical and a musicgesture, even if it does not esult in
an overtlyaudible effect rather thanto chang the expression due to the issue othe balance.
Somecompromises & inevitalde, though¢ as in any cdiabordion ¢ to react a sdisfactory
conrection between the insuments, the perfory S NBE Q ity dzd theddartialar acoustics.
Adapting he recorder volumetoo substartially in aid of lalance can,it seems to me, upse
this reltionship, conpromising the emegence2 ¥  usiSd voR O ¥ @peBona or musical
identity that emergesas the musi@ns tune themselveto their instuments andthe adivity of
the ensembled®'Q

Before addresig the spedfic musical materibof the $nata, | alsoexamined my
internalised ideas &out the quality of each of the instrumentsthe perception of K2 ¢ W3I22 RQ
an instrument is cosidered to be.l discardedany precorceptions, determined only to explore
the possibleconrections betweenthe spedic recorder ad my undersanding of the music
addressed.

Afactor that | identified asan es®ntial variable that woul influence my insumental
and peformance edsions wa my peception of each recorder as #her an anahronic
instrument with respet to the moden recorderpiano stuation (if the desgn wasbased m
old models), or a caemporaneausone, with a desigriess concerned wlitcarrying a sase of
the past. Thissubjective variable led me to explorebeyond the musial content, deling into
my perceptionsof both the piano and the recoder, & entities from different epochs and
aeghetics.Ths nfluenced mynteraction with therecorder and vith the piano/pianist, as wel

as my perception of the momaent of the performance as expresge of the contemporandy of

61 Eleanor Sthley, Being in the Body , Beinginthe 8zy R 'Y ! ¢ fS 2F az2Rdz F GAy3
PotentialQ Journal of Aesthetic Education32, no. 4 (1998):96, accessed 8 July 2019
https://www .jstor.org/stable/3333388
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the noncontemporaneoug?2and Utimately the performative decisionsniresponseto all that.
This fator is examined irmore detail, kelow, with resped to the first movement of FiA (i K Q &
Sonata.

Related o this is the (subjetive) corsideration ofthe visual apectof the instrunments
(recorders, piaro and flute): how theyeither match one another, visudly, or generate a
contrast in apparance. Smetimes the senseof quality of this visual encenter might be
influenced by apeO A T &t@K AWy IoRan Inbtridd@nt, suchas a modenisedrecorderQ a t ¥ 2 2
design within an othavise older appeaance, which wuld seem to reachtowards
contemporaneity wth the piano, or even by the instruments being & matching ®lours.
Conversely,it might aise from my prception that the particular conbinaton together
responded coherently to apecfic sedion of the musicor a suggestive indation of the
composer.

Eah possibe recader voice, regarded as distintive | Y Rniqg@zZz 6 & SEI YAYy S|
during the rehearsals \th the piaro, to seled the onethat would express ny understanding
of the musicd content. The selectionof a particular vaie would also espond to @rtain
allusions © other instruments or musicalcontexts, sich & the Irish wistle in the second
moverent or to thS  W&vered Baroquesoundyenerdly required. Eventually, asxemined
below, my understandingof the musical cotent and my reponse to tte com® & § NI
indications and requirements wouldaffect, but not determine, my citeria for selecting the
instrument) foreachmovementand public paformance.

The instrumentalchoices and processes of explmtions for each meement are

disaussed below

Frst Movementy Modlerat2z Q

The recorder seleted for the public performanceof the first movement atthe lecturerecital

given on Thirsday7 uly 2016, i the Sir Jack Lyons i@ert Hall was aM2 S 01 WWA#E Ky
treble recoder, made of ebny. It wasdesighed by the Americaninstrument makerFriederich

von Hwene (1929¢ 2016) amdl has beenproduced by he German M&ck Copany since tle

1970s. This model has the bowed windway &m the late 1970s a combinatia of a historical
Baroque windway shape and he modern nore open windway of the early twentigh century.

Perhas due to its ge ¢ and is treatment by its previaus owrer, before | nherited it in 2014¢

62 Reinhart Koselleck Wistory, Hstories I Y R C2 NI I £ ¢ I FuuregPash uCiitie dzblinstics>
of Historical Timgtrans. Keith Tibe (NewYork:Columbia University Press, 20095.
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it has a low, rather wak vdume, particularly in thebottom range. Howeer, it has a kear-cut,
focusedtimbre in the middle and high registers.

Notably, this recorder doesnot respord i 2  C Ni&hiifd¢ @ Spnifigantly louder
recorde, but rather to my perception of thenusicd material. | searched fo the most suitable
recorder to exress the nelancholic, mystelious and passionate tension geerated by te
continuous upward gesturesthat characteise a lot é the music The brght ard sharp timbre
of this instrument seerad to me to build that effect ncely.

The biggercavity of the canal (commred with the orignal Baoque templates),
produces less regstance when blowingallowingless aifpressure flexiblity, and this tendsto
sharpen the tuning. However, using modervibrato techniques ¢ different to the vibrato
possbilities tha | would wse for Baraque style ¢ helped me shape the phrass and suggest
growing dynamicss necessay.

With the composef agreenent, | improveed sone ornaments in Baroquestyle; thus
deepening myresporse to the commser@ expectatiorthat in listenng to his pece me wauld
always be regponding to a pure Baogque sound. As anamentation fams an essntial
charactristic of the Baioque style, | wanted it to be part of my interpretation ofthe
composers nic imaginatn. This practice lso responded o the factthat | was playingan
instrument with an appearace derived from a recorder by e BarogueBelgianinstrument
maker JeanHyacinth Rotterburgh (1672 ¢ 1756). Listen to the first mogment in video
example 1.1. Thescore can be foud in Appendix1.1%3,

With regand to the commserQ desgnation that the pece could befor WS A (§ KSNJ NB 02 NR.
or fluteQ the flautist Jennifer Cohenand | compared possble recarder fingerings and their
resuting dynamics with the same matrial played on he flute, realsing that it was
constderably better-balanced with the flute. Some compromises of dynamics st be mack by
the recader performer dueto the fingerings equired for spedfic combinations of ntes, sich

asin the tremolos infigure 7, illustrated in videoexample 1.2

Figure7. Sequence of trerlos n the first movementof CNA G KQa {2yl 4 @

53 The use of the score of the Sonatar Recordeor Fluteand Piaw by John Frit was kindlyauthorised
by Hugh FieldRichardfrom HopvineMusig in an email sent to thauthor on 2 September 2019%See
written consent in the Appendix.
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A keycharacteristic of paforming this first movement on the reorderrather thanon
the flute is thecontrast produced betweenthe nstNHzY S Pato@ié design andthe modem
piano. ZacharySaye SSK A ¥ T Yvbrgs Ofilom The Birh of the Past expressthis nicef e Y  W!

& & S gf anddironisn [is] triggered when we encouter things hat appearoi 2 F &2y G SEG Q

Toexpore this ssue d the asynchrony @ timelesness caveyed by the interaction of
these two instruments, | decided tadevelop a separate prformance d the movemert: |
played t within an entrely Baroqueinstrumental seting, with a WO 2 y (i Aiyhdz&f @  LJI
harpschord and cello instead of pano, and at the pitch, A=415. | wanted to expaience
through performance the resling perceptions ofboth the historically mached irstrumental
setting ard the interactionbetween this instumenta version andNJA siniistzalmaterial.
Inthis proces®f exploring thequedions of a Baroqueor a mae anachronous stting,
| noted tha the majority of the works written for Carl Dolmetsé and Joseph Saxby wee
performed with a hampsichad, responding to the poskilities of the open desighation
Y S & o 2UshgRWPnodernised Baoque instruments gnerated I 22 A OK NP ¥ayvyQy
WK & & Rtrunieyital conbination. THs wasthe case, forinstance, with Lennox. SNJ St S@ Qa
famous Song&, nowadaysknown as being for piano and recorde, which was premiered in
1939 wsing a harpsthord.®® In his ook Carl Imetsch and the Rearder Repertoire ahe 2Gh

Century Andrew Mayescommens:

what is d patticular interest is the use in tts peformance ofthe
harpsichord, ofwhich o mention is made inthe published scee. In
view of the smaller number of harpschordsto be found a that time,
this is entirely practicallas the useof either flute or treble recorder]
and afeature of a nurber of the earlied published works fo
recorder and keyboard. Hawvever, as the workis so often head on
the pano, and the kgboad writing remiriscent in places dthat in

Berkeley'sSk Prdudesfor piano, t is pehapsdifficult to imagine the

64 Zachary 8yre Schiffman,4htroduction. The Past Defin€d> Th& Birth of the PagBaltimore, MD:

Johns Hopkins University Press, 2081),

SThe firstpd £ A O LISNF 2N I yOS 2 Tafof Reyrged(ar Flutd) hidd &elybdardxdok { 2 y |
place at the Wigmore HalLondon, on 18 N@mber 1939, played by Carl Dolmetsch (recorder) and
Christopher Wood (harpsichord). Wood was replacing Josepd 82 ¢ K]zbeel podented from
[performing] by hisCivil Deénce5 dzi A S& Ay [ 2y R2y QX | & &dcikaliBdRewr y G KS
Ddmetschand Jeanne MayesCarl Démetsch: A Centenary CelebratifMytholmroyd: Peacock Press,

2011, 31

LJ
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work played onthe harpsidord. It would nevetheless be of inerest
to hearit played ths way.5®

Berkeley and Dolmetsch were in cbse communication, ad in a letter datd 6 May 1957
Berkelg refers tothe difficulty of playingthe work on the recorder: ¥ quite often hearit [his
sondina] playedon the flute ¢ it appears robodybut you canmanage it on therecordeN$ ®

-

AR

e
—

>

Figure8. Frith, Wa 2 R § Raged infaBamque instrumental setting. Lectue redtal, 2016. Zosa
Lewandowska (harpsiabrd) and Gaa Blandna (celo).

In the continuo cotext (figure 8), with the quasiBaroque visual aesthetics (although
the cello playedwas nd a Barogueinstrument), two alto iecorders wee usedin order to
comparetheir distinctvoices in relation tohe coninuo part. These inruments were: a hand
made alto recorder of Europen loxwood, by the Gaman instrument maker Stephan
Blezinger basedupon a histortal alb recorder male by the Fenchinstrument makerPiere
Jaillard (1663 ¢ 1731)%8 long kept i the persond colection o the Dutch recorder perfamer
Frans Briggen (193 ¢ 2014) and a hand-made dto recorder of Japaese maple, ly the
Japaneseaecorde makerHiroyuki Theyama, basd upona Bresan recoder at pitch at A=
410.5°

Secondly, | wanttto explorethe exent to whichmy recently acquiredModern Alto

Recorderwould W Yi¢K (he ribdern aegheticsof the pianoand the flute. | wondered whether

% Andrew MayesCarlDolmetsch and the Recorder Repaaofthe 20th Centuy (Aldershot:Ashgate,

2003), 28.

57 Mayes,Carl Imetsch, 29.

%8 Pierre aillar, later called Peter Bressan in Englawtiere he settledn 1688

Ly ¢F1SelYlFrQa ¢2NRAY W2 S SRNR YYHIIKASY 3. NB&END I yIBR R didBics
Conpared wih the other recorders which were made in the sameripd, the instrument is reizable

60S0FdzaS AdG KFa I adroftS 02NB &Kl LISHroyoki Pakeyamay G KS NB
email to the author 24 June 2016.
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its undoubtedly Baioque charactristics in terms of bdh sound and appearame ¢
notwithstanding the evidcent modernisaions, such & a flute-like foot pint ¢ would prevent ne
from perceiving t as a cantemporaneous, WY | itigQiKstrument with the others. Video
example 1.3 provides a et of comparisonstogether with the brief introduction given at the

lecture-recitdl.

Explorations of Sonata - John Frith

Figure9. Frith, Woderl (i 2aged inJ modern instrumental setting. Rehearsal2016. Cristina
Rodiguez (piand and Jemifer Cohen flute).

Finally after these exporations, | concludel that even though theBaroqte setting,
with continuo, fulfilled the objedive of corveying acoheren(i ctINAE Geenirt figure 8), it
did not satisfactorily meet the style othe musgc. Contrarily the moden combnation ofpiano,
flute and Modern Alb Recorder (figur®) bendedboth the ingruments andthe music more
naturally, without the performers nesdA y' 3 ovérébmeQthe conflicting sound worlds or
resistances (whethemanifested in the piaro part not beingidiomaticfor the harpsichord, or
in modern instruments havig to work with a hstorical Baraque alto recoder). The modern
setting option seemel to me better to match the instruments and FA ( K Gigal nvaterial,

while still conveying a mt of anachronisn carriedby therecorder.

SeconMovS YSY Y MysrREZF DS

In the prefaceto the score Frith statesthat the secondmovement of this Sot| WRNJI ¢ &
somehing from the illus\ @ Sherew@ridlinS & & ¢ 2 T . F2suidequentyi®eip@ned to
me that he had thesound of the Irish whistle in mind. My search forecorders for this
movement wasnainly influened by these sugesions Areview of possiblewhistlesfollowed,
to examine their different timbres, materia$, regiders and idiom#c music making

Eventudly, the low whistle registe seemed to me interestg and evocdive for this context.
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The avadability of wooden, metal or plastic whistles fielled my interest in exporing
and comparirg, during rehearsal the use of recordersmade ofdifferent materids, andalso
different typesof wood. Additionally,a technical indicdion given inbar 51 seemedo me
significant to the search for an instrument. Here an Aflat altemative note is suggsted for the
recorder, to awid the highG flat (more eadly playalbe on the flute), as can beseen in figure
10.

51 ’:A — el Do o ba: o
E=F SO EF = FE 2 ap : -

'é’ —— — _— === [ —_—

. - ‘

(R}

crese

FigurelO. Frith, bar 51: illustrates the composerQ @vareness ofthe technicallimitation of the high G
flat with a Baroquerecorder, cnsequently providing the altemative Aflat note for the recorder.

Just like the flute, @y reently produced modern recader (fromthe late twentieth century
onwards) can easily plgy that high G flat using a nely provided fingering (without the
technguS 2 ¥ e IKRK ¢&pfainal earler). The Modern Alto Recorder therefore
seened, onthis level,a good choice Howevermy search for a suiable recorder was rot only
concerned with sdving objectivetechnical problems such as the volae orthe playabiliy of
certain nokes. My atention was rather focused orthe choice of a partidar timbre:I Qa2 A
that would combinethe two sound contexs of the adual instrument present on stage ¢ the
Baroquerecorder addressingmodern repertoireg andthe sound of fhe absentwvhistle, evoked

by FriK <imitation of whigle idioms. The ModerAlto Recorderwould, | decidednot providce

that quality.

Forthe lecture-recital | seleted two recorders for this moement: the pasticWw2 0 A Yy Q
model (2® BE)produced by tle Japanes manubcturer Ados, arl the olive-wood Bresan,
hand made in Apri2015by the Chilean maker JorgeMontero. | aimad to take advatage of
the different featuresoffered by instruments made bdifferent materials, like recordes and
whistles. Thigprocessalso l&l me to reevalude the quditative vdue of my plastic modelin
choosingthis recorder, | dsregardedconventional ideas,often takenfor granted, about'goodQ
or WARIQ |j dzI Gnfenispinstday ficlishid) on what wasteresting for thecontext. In this
respect,the following description o this Aulos alto recater, providedon the webpage otthe
British must dore the Ealy Music Stop, is interesting: Whe 209 is the least expense plastic
alto from Aulos and is taended primarily for school @ begimer use. Tiey hae a plain,

modern prdA f Bhebi@plicatiorof these words is hat one wouldnot be lkely © want to use
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this instrument in a more professional context, but in fact ny deeper corsideraion of the
affordanceso¥ C NA ic i @eationvialtie instumentd contextmeant thati & WE A YA G GA 2y
becare postive atributesfor my puipose.

Sekctingtwo recordersfor use in this movement respaded to themo@ S Y' S b Q &
kinds of mudcd contents. First, the peningtheme and itsecapitdation in sectionH (towards
the end), presem an evocative, subtledolce melody in sdt dynamics ér both pano ard
recarder. The phin, thin and rather naivesound quality of the plastic ecorder, due mainly to
its lack of larmonics, seemed tome to evke the raw tone d certan low whistles, whit
offers itself for shping by the performerQa  LJK Rdora hayld orwards, the dymamic
becomessignificantly louder, with the recorder movingdwards the low regster: this requied,
it seemed to mestrongerbottom notes andricher harmonicsthan the gastic model, to meet
the piano in asatidactory manne. MonteroQ a es¥ .ymdorde, with its somewhat raw and
raspy but round and harmonicallyich sound, therefore fitted this ®ction well.

In an email cited 13May 2016,Montero explained to me the aspects of his design
that facilitate the louder volune. Amongsthesewere: W (i Ki&ness & the olive-wood, which
enables greater tube vibratbn, producing addtional harmonicsthe fine texture ofthe wood,
which allows for better polishing, the interior design of the boreand of the foot of the
instrumert; and thespecfic voiO A yTHigId@rmation was useful when considering objective
features to sekct the instruments (althogh it is often in orthrough the practice that the
instrumey” (i fn&tion s actually perceived ahsubgquently assesd).

The e of twodifferent recordersenhanced my perception of eachinstrumental voice
and endorsd my aim of consdering (and highlighting in my performance projects, the
expressive potential that liesnieach unique model. T& understanthg ako fed into further
aspects of my interprettion: | included improvised onamerts that combined the refeence
points, recalling both theBaroquestyle and the idiomatic inflexions of thé KA a G f S&® CNA {

commentedon my decisions, aslfows:

I hawe to admit to beingconcerned that you would ndte interested
in presenting mywork UnadulteratedQand | wastherefore, feeling
quite apprehensive ahg what I might find.

As it turned outl was generally very pleasidy surprised by your
insightful irstrumental choicesand occasional added ornamemhta

notes/finger vibrato/glissand-‘8woopsCetc.
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The different choice of wood & instrument maker was
intelligently handled, and | would wholeadedly endorse the
rationale employed in making thse crucial dcisimns.

Even yor most extreme election to @sa phstic mas-produced
instrument for the opening bars oftte second movement (to capture
the HauntingCelticHollowCimbre of the folkwhistle) was a flash of

inspration.

Examplel 4 (video) illstrates the searchmentioned above for distinctes recader voies ard
the compaisors o the plastic Aulos andhe wooden Q. NXB & a |.yDgeralY trRéhfthis
process of exploring the musiccontent in relation to tk choices of recordet, experienced
whatwas foa me ant G G N} OG A @S | yhiResO 2 ¥ EfplEcé ssispalzgicduidy/in
(between) aestheticand contexts too distinctive for coherere The performance evoked the
folkloric tradition of the Irish whide but without losingsight of the primary, already
productively anachronistic conkt, with the guasiBaroque recorder adapted to face the
modern context with piano. Listen to the secondovement inexamplel.5 (video). (Seecore
in Appendix1.1.)

ThidM2 9SYSy i Y WBw2yiRrxy az2R

The thrd movementQa ificLéBabacteristics of contsiing dynamics and extensive
chromaticism expose certain weakes®s in the recorderg¢ evenin modern deggnsg especially
with regard to fingeings systems; specificallihe lack of a fully kesd system. Hang nore
keys woud replace numerous awkward cdrimations of fngerings, whichdisrupt not only the
natural fow of the melody but also the uniformity fotimbre and volume (because, as noted
with respect to the first meement, different fingeings producesubtly different volume
and/or sound qualitiesrdbm ore note to another). Addiionaly, in some of the complex
passages the required dynamialsolies 5@ 2y R G KS NBE O2 NR S iNIe@omes2 aaAof S
an ongoing prol@m that demands comproises from bol players indelivering the musical
content, notnecesarily inline with the performersandi KS O 2 Yrhi&ical SimsD & 0

As a result, for the firstime in the process of searching fazaorders to address this
Sorata, | felt, with thismovement, tha | was borrowing arepertoire conceived for théute. It
seemal to me that | was phying an arrangement of fite material, which despite having been
adusted to the alto recorde® tessitura retained the rather unidimatic features that

triggered a sers  AvkwalR y' S &eved ¢onsidered having thisovenent indeel played by
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a flautist, convinced that the flue would be Wi K S Q A y & (i NHzY Sgolrespording Jt | & A
(rather literally, pehaps) to the\ither recorcer or fluteCalternative. However, lhis wauld have
interrupted my process of rassesing and re-purposing my recorders.
Volume was the charactastic that | next prioritised. Two alto morders were
examined in interaction Wi K G KS LJA | y 2oy Moit&r& with itsNdh aharhoylics,
utilised inthe second movement, and the ModerAlto Recorder @lso explored ealier), with
its flute-like botom range and more uniform balance acrossgisters. Thus, the search for a
particular recorder would not (aleast primarily) focuson the timbre, as in the other
movements.
¢ KAa Y2 @ohds$ayhindsiato cansidered anoteworthy element that could
influence my instrumental selection critesi as well as my performance decisio®NA K Q &
familiarity with theBaroquesound and repeoire gave ne theidea d examhing theBaroque
form of the ondo, possiblyto recall that gyle in my playing. A possibleeference would be
(for instance) the keyimard rondeauof the FrenchBaroque from which the Classical rondo
developed. | took as anodel LesBaricadesMistérieusesby Frarmgois Couperin Riécesde
clavecin book 2, 1716¢17, with its elegart tempo and melogesthat could be subtly imitated,
evenini KS O2y GSEG 2red IGNALIK B8 CNIRSSAKONES ahovchifdetdr, Ay (0 KA
and the recoder seemed to me torespond in a natural way (iolinatically) tothe repertoire.
Howewer, the piano did not math that allusive context. Another quotableontext could have
been the Classal and Early Romanticondeay such as those composedylcsakan virioso
Enest Krahmer(1795 ¢ 1837). As mentionedlmve, the csaka, related to the recordeNsQ
evolution, shareda g/nchronic musical style with the fortepl y 2 T Y RAhENESAD a
Rondeauop. 30, was written specifical for csakan and fortépno. This istrumental setting
and musical content, howevewas tm distantfrom C NA { fid@and partularly its use o
modem piano.
| decidedto settleit G KS Y2RSNY Oeaai $RIGRS ORAXLDRDENR A
toKlI @S Wl 0A@3 LI & WHaz thdih, SvBul be an idiomatic, iconicondo as a
reference point for the piano? Iconsidered that the thrd movemeni = Ww2y R2® | f f SANEP
Sort I Wt I, GpK 13 ibyABpeth/€hwas closer to the type of smd required: modern,
loud, and fullof contrast, but rot at all easy to achieve witany d my recaders The Eagle
recarder would probably have &en more saisfactory in terms of meetinghe piano in this

respect.

70 John Frith, email to thauthor, 11 Juy 2016.
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Acceoting that | would be playing aonidiomatic movement fothe recorde, | lboked
at a cbser point of reference: Friha afa fog/Hute and Piano(2008). | found similarities in
the musical content and a successful bleind of the piano and the flute. Asresult, | decided
to focus onthe exploration of my ecently acquied Modern Alto Reorder and to consider
developng a adenza fo the movement.In the sscond movement of Fritk Snata for Flute
YR t Al Y233 {48 Wi 2yQisS LA 24 RAppeidix T.2) $h& sdenfed ® En® S N1 Ji
musically and techniclgl interestirg andchallenging b use as a quotation within eadena,
stretchingthe alto recordeNJie&stura towards theflute@range.

| aimed to examine the &drdances of this new recorderwhichat this stage | had not
really explored in much dep ¢ with special dtention to the extension of the registeptvards
the bottom E,and upward to the high C3 note (not thehighest note in the recorder, though).
Thepractice of developing cadenzas$hovcase some of the novel pabsities of modernised
recorders wa alsoused by CarDolmetsch: amongst severalh@r examples, Miyesmentions
that Ddmetsch wrote a cadenza (eferring mot to use that of the composerjor Arnold
/| 2215Q4a 5 AIGEDNGr »idnd \arid2alto recorderin which he exploredcertain

affordancesof his modenised recorder:

One notable éatureof Dolmea Csfc@denzajverson isthe inclusion
of the note bflat™, a note made much easi&ith the introduction of
the bellkey.Since none of the works coraged for him immediatel
after the kell key was introdiced (1957) made use of thistepa

cadenza s anideal oppatunity for him to try it out.”*

Witk Hafr2 y A OQ NB O2 NR S Ndern AltdzQHe highaést régistBr ogedres the
0§SOKY Al dzS FAY APNE i/ B AifficAlt tad miakt@:Khe peiforni® must open
sometimes a halfsometimes slighly less or sligtly more, of the particular hde or holes
needed by the specific fingeg to produce a certain note. ThHs ot a new technique, but it
responds to the cylindcal bore of hese tarmonic recoders, which can overblow intpure,
tuned ovetones, in contiast to the inverted conical boe of Baloque recordersthat overblow

to a higher pitch than thefundamental tone’? | had not practised thisechnique, so far, on

* Andrew Mayes'Aspects of Performance Practil Works for Raarder Composed for Carl Dolmetsch

between 1939 and 1989(PhDthesis vol. 1 Birmingham Conservatoire, Birmingham City Unsity,

2009, 217 Additionally, Mayesprovides exaples2 ¥ G KS OF RSyiT I F¥2NJ / 2215Q4a 54
the bflat 3. Mayes, va 2, 485.

2t KAEETALIIS . 2thG2y LINPGARSA RSGF At SPhilppeBatdiWHe i A 2y | 6 2
Bore of | . F N2 |j dz§ HarSrie2ld\NBR®MdPs>8& Hageokts, accessed 15 July 2019

http://www.flute -a-bec.com/percegthtml. See also, 2 f (Te/Bolutén of the RSO2 NRSNRa 062 NBQ
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new recorder malels: | was familia with its use with theRenaisanceWD | y Imada,A Q
though, with a similar bore profile. bwever, Garassi instruments require the pial covering
of different notes to tlose of the modern ones, ugjndifferent combinatios of closed ad
partially closedfingers.
Eventually, and wh Frih's congnt, | created tree possible cadenzas: two, t@xplore
thS a2RSNY !t 02 ies 22t RENNGHer yoige@&tl a fither one to
highlight the dssimilarBaroquerecorR S NR & ndeFstRKNRH 302 DEHNAYI (G(KS oSt €
technique required fa the low E1, tle F3shap andthe A3, and theslur between the E3 and
the F3 sharp to emble the necessary iatval. These cadeas were then workshoppecdhd
recorded. The cruclaareas of cmparin in this pocess were the low registerhé hich
registe, and the relaionship between fingerings andlynamics
In order to examine the diffemces in the low regiers in this congxt, I, first,
compared thenatural response of ed&icof my recoders paying the sarting diatonic fifth (Fg
C),in this order:plagA O WY ly2Ados, Ra®eburgh by MoeckRppert by von Heune, Bressan
by Montero,and finally the Modem Alto by Mollenlauer. Then, | considered thextension to
bottom Egained with he Modern Alto, conparedwith the possibility ofprodudng thiswith
the traditional Baoque alto recorders inF, by partially covering the bell hole witthe knee. |
illustrated these differat techniques by performing KS 0 S 3 A y ¥ kxgedpt finifhis C NA K Q
Sata for Fite and Piano (figurél) as @rt of the lecture-recital: seeexanple 1.6 (video).

...........

Figurell. Frith, Sorata for Flute and Pianpbar51: playing thelow E

Afterwards, Ireferred to the way inwhich, inmy cadenza 1(Appendix1.3) | extended the
w2 Yy R 2 Qradovivlamiddtoihe bottom E(figure 12) and omparedthis with its playability

and effectivenesson the Baroquerecorder. seeexanple 1.7 (video).

accessed 15 July 2018ttp://www.flute -a-bec.com/evolutionpercegb.htmlFor more information see
Froehlich,\RecorderBores and What They Tell UsQ Artistic Research Proje¢blog), accessed 18 July
2018, https://susannefroehlichrecorder.wordpress.com/2016/03/18/recareboresand-what-they-
tell-us/.
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Figurel2. Troncosocadenzalexii Sy aA 2y 2 F (i &S toMmBIZENRSNDA NB3IA

As mentoned earlier, the same technique of cowring the bell hole withthe knee is
required to play sgcific high noteg~shap 3, A3 and Blat 3) on a traditional Baroque
recorder. Exampe 1.8 (video) shows the playability of thextensio to the hicghest regiser

(figure 13) using a Baroguemodel.

Sre Frean fi

i

e

Figurel3. Troncoso,cadenza2: extensionto the highregister.

The newbore shape of the Moder Alto Recorde however, #iows the production of
thosehigh notes by rmanso¥ (i K|SA yH#GS fgCihgers tecmique. Listen to exanple 1.9
(audio):the high registe with the Modern Alto Recaler, stating at the high A3 onwards The
same excerpis played byhe flute inexamge 1.10 (video).

Examplel.11 (audio) conprises the firs cadenza devdoped for the Modern Al
Recarder (Appendix 1.3), placed & the end of the movement (therefore,example 1.11
provides2 Yt &8 & KE G0y &S O dvengeyt). AsHustratéd 3n thy lecture recital
(examplel.7), | wanted firstly, to hidhlight the appearance of the lav E, umxpected with an
alto recorder. The, | took the rhythmic triplet motif fom the Animato and dmbed into he
high register whereapart from examining, thraugh performance, the technicathallenge
demanded by the pasage,l incorpoarated direct refaencesto FriK xampositional language,
drawing on gstures from the second mament andalso from2 y'S 2 § co@pdJitionalQ
influences, Francis dlenc. | ale paraphrased the first moti2 ¥ 5 S oSymixafér fule
(figures 14 and 15):
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Figurel14. Debussy Syrinx(opening).
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Figurel5. Troncoso, motif drawA y 3 2y SBidxdza & @ Q&

However,as noticed ly Frith, the cadenza placed thie end of themovement disrupts
the fluencyand the natural nromentum driving towards the endof the work.” Moreover, the
exploration of the @ R S NJ/ ighfregigte®r@mafsincomplete: | still wated to include the
upperY 2 a il LI a &l 3S ExferpClvdh GekFu: SolatadiedRined erlier. |
decidedthen to continue developing ths cadeza.

The following two audioexample1.12 and example 1.13 examine the defiitive

cadenza with theModern Ato and that with the Baroque Bressan model. In theofmer
exampe (cadena 2 in Apperdix 1.4, exanple 1.12), the cadenzais placed before the
Wi yAYdari® v Q aSO0GA2y:Z Spoysdzio $heQroyVa2nmaoSINok ¢f a & 3 S
putting it there insteal of at the end of the movement, as | had in cadenial aimedto
furtheNJ W & QitNSS ngc@ydeN Xrégister, asmuch & possible, amd to experience tfe
affordances of its techniquét is nteresting thatthe extreme low ad high registerswhich are
more strongy contrastedin cadenza 2, sound signifitgnmore fute-like than the mddle
register. This provides aomewhat ambiguous wice,which | findattractive.

Cadenza 3 aimed to showca#iee technicd and musical feures of the Baroque
recorder. t was written before Frith commented on its placingefore the Animato (see
footnote 73). However, | felt the structure worked mae organicdly in this versio than in

cadenza ] examplel.11, with a close onnection betweerthe end of the cagnzal Yy R CNXA (i KQa

BLY CNXR ( KAthaughstReNsBdanya inbthe third movement wasgyaric and derivative of my
musig its placing so near to the end of the movement distortdte impact of the ending which |
conceived as a Coda (markediyato) building to the final note of the final phraseittWthe advantage

of hindsight, |1 would havereferred the cadenza to appear at the written pause before the bar 97 just
before the Animé. However, you did brief me beforehand and | kept an opendnhoping it would
work as you had planned @lohn Fth, email to the author, 11 July 2016.
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final gesturesof the movement. | stretch the register down incorporate the bdtom E by
partially coveling the bdl hole with the knee, as well as upwals to the hgh A,completely
coverig the bell lole (and also inarporating a trickyslur technique toplay the higk E3€ F3
& Kl NLJQ Ay (S Ndryhighds3 to avbidsTshiap andzjiite forikeSisadiding effect
on thisrecorder.

In the first lines ofcadenza3, | wanted to ighlight thelyrical timbre ofthe Baroque
model, especially when fayed in themiddle register. This helped me prepare trenson for
the following upwards gestures. Fritk (efcerpt from his Sonata for Hute and Pianovas well
controlled in using this reorder, and he four challengig, unidiomatic slued scales at the
end landed nicely on the high A3, using the bell hole keique. Listen toexanple 1.13: the
second verson of Wwdb. Moderat2 @singthe BaroqueW. BB § Q a &ty ie®MNE.
Wa 2 RISNGT W 6o WlolvB (B:52). FhR & bf tadenza 3 is AppendixL.5.

To sum up, the process of finding atabie recorder to meetboth the pianoand the
repertoire in this novement was the most complex. consistetly identified technical or
aestheticpoints of fricton that, as Salhlane Norman puts itin her discisson of the creative
potential of such tensin enBrted diffeent kinds of resistance axd behavioural
responsS. 0

This movement idedly requiresa unifam timbre and reponsive volume across the
entire compass of thenstrument, and a obust, open sunR® |1 2 6 SHSNE (G KS w2y R2
content eyposxs the weakness irthe recorder design with respect to current fingerings
sydems (in bothBaroqueand nodern recorders). The auent recorde, in all its mo@rmised
versions, $ sill essentialy adiatonicdly conceived instrument. It is mastered iis chromatic
scope byproficient players, tut the instrument@ desgn does nd help. Crosgingerings, whibt
play a crucial role inthe subtle $&aping of the maldies in early musi by naturally
differentiating the tones in both volume and timbre (and irelation to the specit
temperament) have no role in modern approachesto tonality, which featires more equally
conceived notes, pin relationto the piano. Sme recorder (and wistle) players fid a

solution to these fingering limitations by acquiringt@ recorders in diffeent (@and less

"Sally Jae Nomanz/ 20y 1 SE G & 2 T iContemperan Musid Reyid2R@3 42 3 (2013):275,

accessed 15 July 2018fp://dx.doi.org/10.1080/0784467.2013.775805

Asalreadymentioned, the ongoing awkwardnegriggered resistance, which, ultimately, motivated the

creation of cadenzas, to deepen into instrumental affordancBse qualities b the newest of my

recorder mode$, theModern Alto, were perceived as in an overtly early stage in the development of a
twenty-first-centurydzLJRF § SRX NB a2 dzNOSFdzZ NBO2NRSNE OF LI o6ES 27F S
Y2@SYSyK2 Yl waRoe
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common) tunings”™ in G¢ A flat (like the csakan), A, Bral so on aswell as at different
pitches.

As aresult of this pocess, | decided #t the Baroquemodel best suital this third
movement, as well as providingnaorganc connection btween the scond and third
movemerts. Howeer, choosirg aspecific modelvas only pa of the point. Ratherthe study
draws attention tothe complexity of sledion criteria and decisions in terms of the
interaction between the spdfic instruments beig played, the particular performing style, the

aoousticcircumstances ofhe performance andthe context of he piano.

The Modern Alto Rewrder in theContext of Poulen& Sorata for Flue ard Piano

As noted above, the process of tking WA (i Kt 2 drfat8 fgr Flké and Piaro did not
involve exloring achoice of instrumets. As a result, teflect on this apect of theproject
much morebriefly. The conern here was exclugely to exanine the instumental affordances
of the Modemn Ato Recorder in thé conext, and for that reason | sdeced ory the SomtaQ a
firstmovemend =  W! f f ScBNND & @ ¥ s sifficierifor thd project.

Earlier | explaired why | had alreagt ®lected he Modern Alo Recorder as an
instrument to beexplored in this progct. hgead, the search here was ther for suitable
repertoire that caf R 0S W0 @NthePflgtS Riemuiddlcorby i 2 F  rétt S
malincanA OeXgibits quite idomatically ©me of the novel features of the modern recoed
that draw the instument closeto the flute. Anongst these features are the extension of tke
register, a morelfite-like timbre,and certainsimilarities in he instrumental deign,such as

the foot joint shown in figure 16:

Wi ff8S:

75 Forinstance,on Hers Adan & siSm Al Aa SELX AYSR GKFG WOSYydNrt i
recorders indzy’ dza dz £ 1S&&a IyR (2yS O2f2dz2NAR 0@ (Ri&s NBOf dzi A |

Adams accessed 9 September 20b8 p://www.piersadams.com/recorders/

78 In hisCompenlio musiale (1677) Batolomeo Bismantova(before 1675¢ after 1694), a writer on
wind instruments, cornetto fayer and composedrew aBaroquerecorder in G in three pieces, calling it
I Fladto italian®@ &
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Figurel6. Foot joints of the Modern Alto Recader (abowe) and the Hute.

The flute-like timbre in the lowand Hgh register nicef matchesii KS { 2y lhal I Qa 2 N&
flute voice. A recgnisaly Baroque timbre, thoud, is projected when lpying in themiddle
register, producing he certin anbiguity in the instrumental voice discused above, which
chaacterises ths recd\.R § iNdRtity. This dichdomy allowed my insument to convey both
sound worlds nvoked in its mawufacturing, providing simultaneosly, a serse of
contemporandy in its mdding with the fluii S fdbre, but a distinctive, historical (and
aesthetig contrastwhen moving way fromit.
My exploration here concentrated pmarily on devédoping a deeperawareness of the
idiomatic playingtechniquesof the flute regading saund, attack, aticulation ard projection.
After listening carefully to a range bflautists and (especilly) playng with Cohen, Ittempted
to translate hesetechniques nto my playirg. This led me to peeive this mo@rn recorder as
a much closel NB d ife flute thanin ary of the processesundertaken throughalzi CNX (0 K Q&
Sorata. Exampk 1.14 (video illustrates that process.
At the lecturerecital, Colen and |,separaely, played the whole movementmaking
evidert the similarties and diferences Exanple 1.15 (video) provides an irtroductory
explanation of thepractice of mrrowing repertoire from other mdodic instruments,while
examplel.16 andexamplel.17 (videos) corespondto B dzf Sy OQa Tt hiN@&dbythe 2 S Y Sy

flute and the moden alto respetively. Tle sore of Pouley” O @@atafor Aute and Piano ca
be found inAppendix1.6.

A sense of coremporaneity between e instruments (piandflute and recorder) was
expaienced vhen addressing Pouleficda  GStnala) Sspedilly after | had identifed and

exanined the agects thatblend (or couldblend) andbr differentiae the fluteand recorder.
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Cadusions

The practie research undertakein this projet focused @ urpicking anumber of habits,
insights, houghts, intuiionsand emdions invohed in a speific experience of recorderpiano
performance. Tis led to moreinformed and therefore conscias instrumental choies.
Furthermore, thraugh this inital exploration of instrumental selection critéa, as he first
stageof my doctoral research] identified a body of variables which formed the basis ofthe
explorative frameworksof the following fve performance projets in this portfolio It provided
me with in-depth knowledge of how | perceive,annect © and ultimately chase reorders for
a particular context, whether to address existing repertoire (as in this prgect) or for
dewveloping new piees (as in the follomg projects, in whig | collaboraively devise new
content). This allowed for anore prdound understaing of both the factorsfrom which
instrumental selection criteria arise,and the inpact (in creaing meaningfu choices) of this
acquired awarenesspon the live performace experience

Among thevariables inthe processes of ineimental sdection are:the history carried
by the instrument, mainly related to the epoch and syle that it represents; he instrumenf) &
agency, carriedn both its design ad visual appearance,nd in its samic affordarces and
resigances; the impact ofthe perormS N & eQOinl lin(i deuBing perbrmance (tre
performS Nd@ency); and te influence of the peNJF 2 NJY S WaRBackdfalmh ahd musical
tastes. While the procesdere was necessarilyndividual, #uated in ny specific atistic
practice, whatemergeshere is the corplex interadion of these factors hat underlies any
recarder performance.

It is my perception, crived from he experiences othis project, that dspite the
current posdility of usng modernised recordersto meet the louder piao, the nature of the
recorcer, makedly linkedto its hidory, aeghetics, conexts ad its idianatic featues, will
always generate @&ertain resistane (even beyond the ®ie of balance). Thagsistance orthe
one hard forces compomises that may undenine the desirable, moe spotaneows ways of
expressing tle music through the peforming sdf. Hovever, on he other hand,it was this
resstance that e productively to crative ideas and solutits, and that¥NJ Ay §RQ
perception of the subtleties andubjectvities entangld inthe questions of peformance hat
are entral to my study.

Moreove, combinirg historical priods aroque, twentieth-century and
contemporary) as in the instrumentastaging offA (i K € &ovenkrd the lecture recital,
alteredmy perceptionof the signiicance of bronologicd time: the distinction between past(s)
and future(s). This ocaved when anWR 2 I S & érived filoi @ MusiBastyle or content,

or a specific istrumental design, was feegrounded in performace. | &perienced thisin
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different ways: as dearing orWairhina ©f the Baoque epoch through the soundof the old
manufacturing $yle; or as beingituated in a specifi past (whether the twetieth centuy, or
in Baroque times), ¥ NB Y S Y 6 S NAwedi@ whithKl SvasFadmily playing This was
experiencedasanillusion of time, or an elusive emporality, since it seerad to flow bakwards
and forwadsat once!’

| fourd myself wondering whéter synchroous processs in performance may
concretely aler our perception of time asan appmrently objective realty. As a recorder
performer, my respong would bethat they do:in the experence of performane, the vivid
percepton of the epochs carrge by the muga materids and the irstruments alters the
logical mrception of chionological time. In the next project, Beyond the Acoustic
Envionment, | explored this collaboratiely, incorpeating a more irdepth exploration of he

affordances of the Mdern Alto Roorder.

" Interestingly, orPhysics Stack Exchangequestion and answer sitdor adive researchers, academics
and students of physicshe following questionwas psted: W K & R2Sa AG YSIy {2
0§KS Fdzi dzNBE | YR wXKE i S basiisha@iisdorinec@ with my experience of
simultaneaus times. He esponds W time was reversed, we would remember only things we &dn
done yet and ndting that had happened. The laws of physics work equally well forwards or backwards,
yet our everyday experiences of cmipreceding effect, nothe other way around mées ths seem
counterintuitiveQ! y 2 4G KSNJ o0 y 2y & Y 2 tivhal® beirg FeitdedNd Rerelss yorghly thew
guestion that Einstein called th@roblem of the nove ®lysicsStack Exchangaccessed 159uly 2019
https://physics.stackexchange.com/qegons/191209/whatdoesit-meanto-saythat-remembering
the-future-and-not-the-past
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Chaper 2. Beyond the Acoustic Ensonment (2016 ¢ 2017} Drilling into
the Process oMetamorphosis ¢ The Hectroacougic Modern Alto
Recorder (ER)

CarmenTroncoso (recordes)

Collaborates: Desmond Clarkeeomposer) and Lynett®uek(audiovisial artist)

The garting point of the projectBeyond the Acoustic Envanmentia Iy A ysprodddizY Sy G Q
of becaming electroacotstic: a process hat | scrutinised, asf it happenedm slow motion, ad

which triggered thoughts that would fed into creative responses.The instrumeniQ a
transformation occured at the workshop, i Frarce, of recorder m&er Philigpe Bolton. Fgure

17 showsthe hand of the WATIENB y Q  ile yBRhe Arkadyditted recorderin use.Example

2.1 (video) showcases theansformatian.

Figurel? (left). Recorder makePhilippe Bolton in his worksh@, drilling the hole to fit the in-mic
system into my Modern Alto Recorder, April 2016.

Figurel8 (right). Explorative workshopin The Rymer Auditotim, Universiy of York, 2016.

Boltondrilled a holein the let side ofthe head of the recorder to fit the micrgohone.
The newlycrel G SR WoSAYy3IQI Icofder,SderfabdedNitadiich dzihliothér NB
objects that share the B YS G SN QiicBsGyadya Sndl.BeYicesHis triggered a
semanticamhbiguity ¢ a play o words ¢ that woud also be creatively examined. | invited
composer Desmond Clarke armudiovisualartist Lynette Quek to develop independent

projects with me, addressing the new #&frdances andexpressive potetial of the
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metamorpho®d instrument. The pojects ae RECORDA and Recordeur: One Who Retlls,
respectively. In both cases, redlme exgorative and improvsatory studies were undertken,
combining theelectroacoustic recd S N & vyide ((vithidiit €xtended techniqus), with
non-traditional or HiddenQ ouids €xtendedtechniques) al live technological processing and
manipulation The ineitable connectn of epchs triggered byhis Modern AltoRec2 NR S NI &
anachronic deign, with itsBaroqueappearance, however modatised (asexamined in chapr

1), influencedboth the compasitionalideasand the choice (and recontextualisation)of other
instruments andepertories.

The outputs d the projects RECBDARIand Recordeur: @e Who Retel are as

follows:
Projects
a) REORDARI b) Recorder:
OneWho Retells
Desmond @Grke (composer) and Lynette Quekdudiovisuakrtist) and
CarmenTroncosdrecorders) Carmen Trocoso (recordrs)
Outputs
Recordari: A Cyelin SeveiMovementsfor Recordeur HI. Atwo-movement
four recorders (oneplayer) and electronics. electroacoustic omaudiovsualwork
for the ER.

RecordeuiwWhigle. Electro@oustic work for
whistle and R.

Oiseaux Métamoripique. Atwo-sedion work

for ER and lectronics. RecordewDouble recader. Electbacoustic
work fora combination of duble

recorders.

Whe Birth of a H§ NA R @dzh poSei
with Audig, showcasing theER.
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Introduction

RECORDARI and Reear: One Who Retellaimed to exploe comma questions within

different frameworls and from different prspectivesBoth cdlaborations wee carried out at
the University of Yok. The projects explored insighs | had gained from: workshops

undertaken withrecorder makes; regarch into theorigins of the recorder andits English

name; previous performance mpjects whichexplored the bidgingof epochs and styk and

literature and myths focusel on processes oM (i NdrmyatEoAQ The man aspects examined

were:

9 the possibilites of myelectroacoustc Modern Alto Recoret;

T the re-contexiualisation of recordemodels and epertoire;

T the ambiguity of the many meamigs found inthe originsand roots of the English verd
W NGRS Naasstarting point to developsonic and artisticasponses;

1 collaboration, including improviation as primary kement of exploration;

1 processes ofransformation (metamaphosis)g of the ingrument, is sourd world and

found materials¢ asa meango dewelop musial narrative.

The poject RECORDARUNndataken wih Desnond Clake, focused on deveping live
performance with (live andiXed) electrmics. Qir contenporary music makingframework
comprisal the aeation of new mudca materialfor my dedroacoustic recorder (ER), includin
manipulation of thesound fa reattime performance and electnic environmentsalong with
improvisaton. It also mvolved the credive re-contextualisation of earlier works ard
instruments.

The project Recadeur: Cne Who Retells, undertaken with Lyne® Quek, focused on
developing audiovsual and electroacoustic migrial for playbak, derived from the ERthe
whistle and acombinatbn of double recordes. The pN2 2 Sr@iih @ was creatively to
address thesonic and visud potential of the ER. Withirthe electroacoustic aImework, we
expored: the input of our inital improvising tA S KSNJ | & & @ peBoins RS NA & i
WNB O BNRBIdHENG recorders s musical irstrumerts and recorder devices; the
transformaton 2 Né&te#A y & Qonic sources;ral the collaborative dvelopment of diverse
musical narratives.

In this commentary | refer to the factos that motivated nmy instrumental dhoices and
describehow the colaboratve music making processes were influenced by the nature of the

specific instuments selected. Evetiough collaboation was the method of explration and
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the context for my practiceresearch, | eéfer to such preessesonly insofar as tay clarify
matters related to my esserial questiors. Nevetheless, | provide some introductory
comments on the roles ithin this proess.

Toelucidate the sigfficance of the pesonal relationship wit the electr@acoustc recorde
that stars in these twdndependentprojeds, itis important to note that my parifcular ERis
not an instrument that ca be acquired ordinalf onthe recoder marlet. It is an alto reorder
developed ly Mollenhauer Companyyith a Barogue outfit but modernised inputs into whib
a specificelectroacousic system, patented by the maker Phlippe Bolton, was fitted. For the

aims of this project paid attentionto the aeative potential oeach of these speific features.

ColbhborativeWork as & Explorabry Method.

Collaboraton has a wa of increasng imaginative discourse,
where notivation isimproved and creative rks are taken.
(Roe, D09)"®

Havingworked with extant compositins in my first P project, collaboratig with other
performers andwith the composer John #n in the processof exgoring alto recarders in
relation to the piano, | then wanted to shiftthe questionsof instrumental selectio into
processes of creatingew works.

Thus,from project 2,Beyord the Acoustt Envionment, | undertook a different aproach
to my topic, basedon callaboratively generaing frameworksto question (and challenge)
criteria for selectng specific insuments and subsequently uisg them. The seqp R LIN2 2SOl Qa
processeswould consis of: slectingand ceatively addressingiedieval repertoire from a
time when the use of dut flutes (geneically labS f f SR W LIAsIsiin@vhat anigBods; A
improvising, 0 allowcollaborators to exeange musical expéence and expertiseas well as to
explore sonic avironments; creating newepertoire (musicad works, as well as audiovisual
materid) aiming to explore the features andaffordances ofthis speific electroaoustic
recorder; and repurpsing instruments ad existing musical nterials.

Both colaborationsg with Clarke and Quek allowed fa explaation of different forms of
creative respanse acording to the roles and exp#ise of each prticipant, Clarke beig a
composer and live electmics performer (a well as a trained ae performer)and Quek being

a reording engineer, Vie dectronics perbrmer and audovisud artist. Their individual

8 Paul Roe and Jarfe Q [ SWhalEiskening Composer/Searching Togefiizaul Roe2009,accessed 15
July 2019https://paulroemusic.com/thecreative-performer/.
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experience h those roles, cofined with ther open, eplorative atttudes, £emed to offer a
perfect alliance for my purposes: their bagrounds, knwledge and persoal interests
enrichedthe processs of exyloration.

The recarder makers Phlippe Bolton and Jaoge Montero and recorde designer Nik
Tarasov wre also involed in the research, broadeng my understandig of the specific
chamacteristics 6 their recordermodels and hence my peeption of (and aproachto) them.

The interweanng of 0 many ertities ¢ instruments, devicesperformers, ¢d and nev
scores, currat and past composers andnstrument makes ¢ all with their particar
characterstics and formsf agency, was at som@oints overhelming. Feeings of uncertainty
can acu inthe process of any integrative collabeation, where ples intetwine, and diferent
exploratory processesverlap. Howeveras Patricia MontieDverall mentis, ollaborations
can lead to a synesgtha beneifts and expand certain type of exploration and ultimately

increasesthe impact of theprocesses anthe work produced?’®

Beyond theAcoustic Environmén
B2 f ( 2 y QarouSit systein NP

Even #ce | found,online, informdion about the electroaousic recader developed in the

1990sby the recarder maker Philippe Boton, | felt a curiosityto explore its propergs and
possibiities. Raying in a Chileafusion band® between 2002 and 2003 hal explored phcing
a lavaliemicrophone below theip of a recader, fitted with just an ehstic band. The aimwas
to remain motion free while ampfied, as well as to expte the sonic gectrum when
connecting therecorder to a Zoonb05l1 guitar pdal. Fbwever, the nicrophone was alaysat
risk of moving.

Moreover, it easly picked up environmental sounds, making i difficult to cantrol. There
might well have been other wgs to deal withthis, kut | guessed; and have proved it now
with my ER; that a system designeaxpicitly forthe recorder would behe best option.

Playing in front of a pedestal microphone has always beenan uincomfortable expéence
for me, due to theneed to remairaware & (i K S 2 @énBobn®y inSirunieyf théF diktance
to the microphone,the angle of plging and the responséo the low and highregsters. It

appearal that for my performancesthe externalmicrophone wouldalways be disrugive.

® patrida Montiel-Overall, Woward a Theory of Collaboration for Teachers and LibrdpResarch
Journal of the American Association of School LibraBig2605): 14, 17.

80 Amapiola fusion bandAqufi,Independiete, 2009, CD,
http://www.portaldisc.com/disco.php?id=1826


http://www.portaldisc.com/disco.php?id=1826
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It was in Novembr 2015, visiting PhilippeBolt2 y Q& & (it gxRibitidn lof |

instruments in Greawich, that | fist tried his ER andndersibod his inmic system,® which
can Ie fitted to ary recorder model andsize In 2016, |l deB#ES R (2 FA imint@dnei 2y Qa 4&eé
of my recorders. The questionhien became the selgtion of a paricular model for the
transformation.l had recently acquéed the Modem Alto Recarder by Mollenhaue and, havng
already explored its acouwstic behaviour ad (some of its) novel afdances in thefirst
performance projectSeaching for AltoRecorders toMeet the Piang | dedded to perform
surgery on this modmised ecorder andto develop a project to explore its sonic world in a
contemporary music frameork.

Supported by resealcfunds from tle Departmnent of Music atthe University of Yok, |
travelled to VilessurAuzonin France, in Apl 2016, for a workhop regdency with Bolton.
First, we addressal our concens regading the impactof the systemgyg G KS NBO2NRSNEQ
we wanted to expbre whether the electront input would obscurethe original timbre 6 the
instrument. Bolton hadalready fitted the gstem irto one of his ownwooden recorders,which
soundedfine, but | had not expeaienced the orginal sound prior to the agration. He theefore
fitted the systeminto one of his plast recorders to be ablto comparebefore and after as
well as to compre the final soundwith that of a wooden nstrument. Fram this we were
convinced that the inrmic does not change the reco®INR & (i Aificanty,Beved when
processed within an effect. The sonic responsaf the two examined recordes still differed
significanty despite the stongelectronic imut.

One we had discused other issues such as theype (and significance) ofxeernal
equipment required to define theWdtS Q 2 F  diir$t&imentiaddiiti® in-mic syster® &
evolution sirce the first versios, Bolta, the W ag8z&Jff €his transformation, drilled a hole in
the side of my instrument (asshowcased irexample2.1). Witnessing thisV & d2\N8 S §iNA 33 SNB R
within me thoughts and f& € A y 3 & | 0¥lIddiiA 2WasloffdnFliiedNU vy S¢ WoSAy 3IQ:
and about diferent forms of ¢ somewhat violent ¢ interventionsin a body; thoughts that later
generded a rhetorical and soniesponse in thereative work, as discusedbelow.

On his wésite, Philippe Boltoexplains th&he developed ad patented this reslutionary
sysem in 1995 and that W & Atlye@iShas ben continually optimisedthanks to the echnical
evolution ofits @ Y LJ2 ¥ &Hacancuts & § K | (tret$hicriipBon&is te ideal solution
for picking up thesound inside tie N5 O 2 NR S NXetadvamigesfhis (inmic system,

Boltonargues, arethat it:

81 For more inbrmation, seet KA £ A LILIS . 2 f-AcBugtE Systé K2 NI vERaheiRReS N&E Q >
Recorders& Hageolets accessed 10une 2018http://www.flute -a-bec.com/systeme
electroacoustijuegb.html

82 Bolton, BlectroacoustikecorderQhttp://www.flute -a-bec.com/electrgb.html.


http://www.flute-a-bec.com/systeme-electroacoustiquegb.html
http://www.flute-a-bec.com/systeme-electroacoustiquegb.html
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1 givesthe possihlity of playirg acoustically or electroaastically;

1 offers thepossibility of arplifying an instrumetwith a very high
quadlity sound wihout having toremain motionless ifront of a
fixed nicrophone;

1 has minimal iisk of feedbak becausethe system is @mncealed
inside the recorder and for thigeason is insesitive © sounds
from outside;

1 opens up new msical possibilities: e recorder an be
connectedto an effects procesr or dher electronic equipment,
in particular for contemporary music. When the recorder is
comected to an effects unitthe player carenrich and/or alter
the sound of his/her instument using all the pssibilities gven by

the proaessor.

¢ KS folentialQdeshilded above ¢ the mnnection to an effects unit ¢ had inspred
previous projects. mong the preexisting workgor recordersequippedin this way, BabnQ a
website mentiors Eclipseand Effets Rpillon Illby Etienne Rolinand Evolution of lie by
Donald Bousted.®® Bdton also refers b The Noise Caisort, a French ensemble that combines
early, experimental, rock, lectronic and ontemporary musis, and which includes the
recorder player Philippd&enard. Thregieces for Botty Q& { Sy 20N8ticSeco®i& ivéie2 | O
composedand played bythis group duingthe 1990s: Grain, for electroacoust tenor recorder
and compter; Muezzin for soloelectroacoustic énor recorder; andvoxy, for electroacoust
tenor recoder, harpsichordand computer®® The Noise Caosoril Q & ctro&cbuStic work
Chrom&® (2016) places early repertoire within a contemporaryexplorative framework: inheir
words> Equdtion of the day: XVlithcentury Barogue mudc + XXlst century et&onic

expeimentation + blak metal undertmes =The Noise Consorf#®Onre significant difference

8 Bolton, Whe Story ofthe ElectreAcoustic RemrderQ http://iwww.flut e-a-beccom/histoire-flute-
electro-acgb.html.

8 Exerpts fromGrain, MuezziandVoxyby ¢ KS b2A &S /2y a2Nl OFy 06§ tAadGasSys
1 02dzaGA O  wisnOrRaNeR RebEd€Ys & Hageolets accesse 13 September 2017,
http://www.flute -a-bec.comglectrgo.html.

8 The Noise ConsorGhroma,YouTube video, 4:13, posted BfiFiné Musi5 Feb 2016, accessed 13

September 2017, https://www.youtube.com/watch?v=rdg&y3jE.

8 The Noise Consort, 201%,9 ljiatzlof the day: XVIithentury Baroquemusic +XXIst entury

St SOGNRYAO SELISNAYSyGlIiGA2Y b 0f FafbookyBlirne201dzy RSNI 2y Sa
accessed 24 July 2019,
https://www.facebook.conpermalink.php?story_fbid=10154861698807695&id=49660872694

For more info about The Ne# Consort, see


https://www.facebook.com/thenoiseconsort/?fref=mentions
https://www.facebook.com/permalink.php?story_fbid=10154861698807695&id=49660872694
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between their wok andmy project lies in heir interest in induding elements fromack music,
aiming to reduce the gap between lasscal and popular music. Nevertheless the three
colaboraors in the projed Beyord the AcousticEnvironment share the Noisd 2 y & 2 NIi Q&
interest inW O 2 y i NI @rabin} A diverlds.O

Despite wanting tounderstand he broader contet of existing repeoire for the
electroacoustic alto recorder, regpponding 0 a pre-existent score did not seem to povide
adequate inspirationor an approprate framework for this prgect: | felt that it would
(probably) limi the scope oér exploration d the singularitiesand affadances of my

electroacoustic recoder.

The trandormedinstrumernt
The general chareteristics of the Modern Ad Recorder weg desciibed in the first bapter. In
this secmd project the exploréion reachesinto this insttmSy (G Qa  LJF &e&omdgh £ A (0 &
electroacoustic, journeying Wayond the acousic environmentQ examining how this broaler
scope inspires creativ@processes of nistrumertal exploration ad collaborative dewsing
Furthermore, thevisual unigeness of this sgcific transformed ecorder is sgnificant
throughout the project, and its hybrid (anachronic) nature was exploited ly creatively
incorporating(and respondingo) its overt Baroquepresence, carried by i design. Therefore,
the visual aspct of the recoder is a variable tat signficantly influenced this pro2 SO G Q&
dewvelopment.

One electroacoustic recorcer available orthe market shares almoshé same technil
characteristics as my EthS W9 f 2 Ry Mollenaie®It follows the sane harmonic
principle of my Modern Ro modd,® but with a shgular, ergonomic outer shape aml a
colourful, somewhat extravagant apparance. Notablywith respect to my reseacth concens,
a2t f Sy KebdeSdhRs that¥ @ Elody has what takes to doaway with the disty old
image of tke recorder: it looks sped¢acuar and is ergonomicaly desgned® Cere,lthere is an
explicit wishii 2 W2 @S ND2 Y Sddackirdais imAls ORBMNB T R NIBDENR S ND =
alternative of a rather commeeial new apparance (quite dferent to other comtemporary and
updaed, kut rather more disreetly-desigred recorders). This aesttetic differs dastically from

mine, whichaims to embraceand to work creatively wth the ambiguities & instrumental

https://www.facebook.com/thenoiseconsort/photos/pcb.1299965783372471/1299965756705807/?typ
e=3&theater.

87W9 f MBlRndadler: Ejoy the Recorderccesed 8 dly 2019,
https://www.mollenhauer.com/en/recorders/recorders/serieaverview/elody-2#content.

8 Harmonic recorders with a longer bore, developed in the 1990s, overblow into pusteing)
harmonics, alowing the production ofstronger bottom notes ad the extension of the thirdoctave
register with a particular fingering technique.



82

design,drawing exgtitly anachrondtic ideas or referaces inb creative, synchronous ontexts
in performance.
In an emal sent to me on 10 May 2016, ecorder player and designexik Tarasov

differentiated the Elody anthe Modern Alta

the Modern Alto has aiinner wall,andthus a pickp or microphone
will alwaysnot fit perfectly into or onto the insrument, sothere will
be less stability and may no look perfect. Apart fromthat,
experiene showsthat the audiencewants to see what ti hears:so
when hearimg electric aoudical new reorder sounds, it idetter to
see alsoa new and modern externd design of the insrument and not

a traditional recoder.

With regard to the éectroacousticsystem @ the Elody he exXpined:

Elody use a Piezo pickup, whicban ke operated in two waysby
using its genuinéwo sarts o cords the passve cable (with the mano
guitar-like plug) and the active cable (wih the XLR plug and an

integrated micro pramp.

Had | used any of #se Elody contempaary designs, | would ka triggereda markedly
different visual impact conveyng a shared (matched) contemporanety between the
recorR SsNiual designand the electrg’ A O&4Y (1 KS SQLIA2A {idd BiusIigN® dzNix
my own recor@r (or the Baroquerecorder to which Boltg Q&  Tel thd syste)ATliese

contrasting images &e illustrated infigures 19, 20 ard 21.
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Figurel9(top-left). @ f 2 R& Q tivp®xarmpky i many by Mollenhauer Companyheads with
integrated pick-up.®°

Figure20 (bottom-left). BoltonQ &  dlektid&miustic (Baroque) alto recorder.

Figure21 (right). My electroecoustic (hybrid) alko recorder.

The final point to note here is thatthere is a lack of cdamporary classical music
repertoire for the Elog and gererally for recorderswith the E extensin. Tarasoexplainedto
me that the Elody modkeis béng usedto playall types ofrepertoire but hasgained a raher

more significant place within jazz, pagnd rockmustc.

TheQreative Potential ofthe TS NJRecd¥lerQ

Due to the natire of my PhD topic) researcled the pasble origins of the recoder asa
musial instument anddelved into the roots of the Engli (i S N&O 2 WERAS buih an early
noun anda verb) finding variousRS FA Y A (1 IA @ ¥ & 2 Y assRyuéiy linfluenied this

89( 2 dzNBib8yYLowly7.jmmnd Blody Dark7.jp@digital imagesy photographeMarkus Rerdux,
available fom: Index of /Mollenhaer-Recaders/images/Elody
http://www.lazarsearlymusic.com/Mollenhaudrecorders/images/Elody/faccessed 10 July 2019he
use of the imagewaskindlyauthorised by Ni Tarasv, Mollenhauer Companyn an email to the
author on 25 Jiy 2019.


http://www.lazarsearlymusic.com/Mollenhauer-Recorders/images/Elody/?
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project sigificantly. My purpos, however, was not to finl Yhe truii K ©the2orgins and
etymology of the term recorcer ¢ if such a hing exsts ¢ but to address thatriformation from
a creative perspective. Minterest consited in exploring howthe terY W NXB Gs2dBfiRes NI
W2 dziNBilKeSvorld, in all @ailable sources, fromthe mostpopular, including W2 pepia
(which gathersa varigy of meanings and approaek derivel from academic sources and the
public domaif9), to more academic stilies.

The modern deihitions whch helpeal to define the agency ofhe elements of this project,

include

Recorder (houn):

¢ are®rdingor registring aparatus or devicg
¢ adevicefor recading sound, images, or data byeetrical, magngc, or optical meas;
¢ an end-blown flute having dipple mauthpiece, eight finger hoks, and a soft, mellow

tone !

Recorder (noun):

¢ apersonwhorecords such asan official or historian
¢ somethirg that records, especially an apparatus thprovides a pemanrent record of

experiments, etc®

However, thislast meaning of WX O 2 NR SistdRing bpparatvdedsddtedifram only 1873.9
Tracing its orgins bdore thisconnecs us to a variety of acti@and/orroles. The etymology
givenon Wikpedia* offers an interesting variey of meanings takenfrom the Oxord Engish
Didionary and the Didionnaire du Moyen Fragais | quote below the information given for
the origns of KS G SN WNB GcalaRr@edd arld &he driging dizdhe Efigh verb
W ieeoRNI Y

% Memidexfree online dictionary webpage provides a compilation of meanings of and refes¢adhe
g2 NR WNB O2 NR &pdalagy suyiriafydzRA Yy 3 |y

W NERG2NEREdex Free onie dictonary/thesaurus and more,.accessed 14 Sept 2017,
http://www.memidex.com/recorder

TYWNEB O 2DicHvBaNI@m, accessed 10 June 2017, http://wwictionary.com/browse/recoder.
2YNEB O 20¢IRSANERI Dictionaryaccessed 10 June 2017,
https://www.collinsdictionary.com/didbnary/english/recorder.

BYNEB 02 NRSinEtyrfolpgy Didtionargccessedd June 1017,
https://www.etymonline.comword/recorder.

“UWPwS ONINRYSdza A O f, Wikipgdia (ndtizyed ¥ August 2017,
https://en.wikipedia.org/wiki/Recorder_(musical_instrument)


http://www.memidex.com/recorder
https://en.wikipedia.org/wiki/Recorder_(musical_instrument)
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Etymology:

The instrument name & NB O 2 d&R/EsN&Em the Latin NB O 2 NR n N
(to call to mind, remember, reallect), by way d Middle French

recorder (M Fr) (before 1349; to remember, to learn by heart,
repeat, relate, recite, play music) and its derivatMeFr recordeur

(c.1395; one who retell]sa minstel). The association betveen the

various, seemingly dispate, meanings ofrecorcer can be dtibuted

to the role of theMedievaljongleur in learning poems by heart and

later reciting them, sometimes with musical accompaent.

The English verbd NI O @roidRMiddle French recoder, ealy 13"

century) meantd G 2 n iy &datNtb commit to menory, to go over

Ay 2y SQa Y ABGRtwasindt udedSi® EngliSke tabrefer to

playing music until the 16 century, when ti gained the meaning

Gsilently pactising atty S¢ Bgddrénderiina 2y 3¢ oot2GK | fY2a
exclusvely referring to songbirds) long after the recorder had been

named. Thus, the recorder cannot have been named after the sound

of birds. The name of the instment is also uniqugl English:in

Middle Fench, there is no equivalert noun sense of ecorder

referringto a nusical instrnent*®

In his book,Origins: A Short Etymological Dictionary of Modern Englihic Partridge
incorporates a similar definitiofor the term as a verpderived from Old FreeBK o0 Wh CQX
thirteenth to fifteenth centuries)and Ealy modern French 6 W9 C Q:>to rentemben for
oneself, to recall to anothert I NI NXA R3S | R R recirfler has [theKk Agént Wh C
recordeor. a rememberera relater, a minstréd ®

There § considerald ambiguityacrossthe schdarly interpretaion of the term and within
thesourcd ® C2NJ Ayaidl yOSs Ay bAOK2t & [ I ypesBANRA | NI A

on the Recorder Home Page website, he vaite

The earliest uneguocal reeérence to therecorder assuch s
provided by the househld accounts of the Earl of Derby, Hery
2T AYIONR1TS O0fFGSNI YAYy3 | SYNE L+x0O F2NJ moy

BSPYwSO2NRSNJI 0 Yizara Gty SKy DdisepdedEyma 200y | 00S
https://e n.wikipedia.org/wiki/Recorder_(musical_instrument)#Name
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fistula in nomine Recordour empta London pro dominodiij AA2 Ré& oT

a1 L@ ttalslatonlfor fistua] called RcordouNJe0)

Nevertheless, thevord Recordour is defined in AngleN2 NY Iy | &-] B S WSBXOEZ NR WLIS N,
2TFAOALEf @ | LILRAKIZSRNBRINEBREEURAYNBD2 MRRESOQ O

In 1957, Brian Trowellentured another interpetation o this latterterm. In hg article,
W YgAHENry IV, Recder PlagNIhe siggeststhe followird (G NI yaf I GA2yY WXAd F
Ricordol' | LA LIS OI f f SR glour atterfion $oythe néaings & M akay
nounwA O2 NR2 I Inée, s8uMEB, k& psakdidhemento, sgn of friendstip, token, and
noii §'Q @

Furthermore, if we look attheY | y dza ONR LJi 2F (G(KS K2dzaSK2f RQa LI
document mentionedabove, we can easily understand and empathise iitK S & OK2f | NR &
quixotic effort to decipher ths (beautifuland cryptic) document®® The astrisks hghlight the

posiAof S SYZNMR2WMNDE YwAO2NR2Q 2N YwSO2NR2QY

~“* '..1‘(’ T‘-‘ et"‘r lM‘t L“,’ﬁ &) '; & - "'
* bl LU f‘c" tﬁrft 2 -tau e N‘J !
e‘"“ Grm‘! Mn ”"‘ er‘”‘g ' @ \.hfi !
41

«otf’ ~ ,,r...t_';‘.,.ﬂ lf‘!“t"‘"‘
x Nr"'ﬁ-w .’ QoD M Gyt X
Pl &0_) v -w&ﬁgn-ﬂ’{m&m

| 4
K LA w&kcﬁf 10 Weypeg Cgf,fue-,-&mft’
Nir o < T et i g fﬁmﬁ,’r. 9> v promBrnd.
-1 CXt‘% § map, }‘L““ ‘&G:;: i fymar b e
l? ‘{'1“"')'!‘“19/‘Qrf“‘|¢“1‘* *m&m-"
CE ST o BB s naj.:'c.{ﬁ(‘ Pe g mfonft’
§ Bl o€ b oSk q.f‘“ § ) o i, et on fipusnoec”
[Q;\c/‘\pc.”«ua-t‘nhmnmﬁ' > e
‘Pr.f otfm‘ ct’}fu-(% ?_"&;n”&-‘i
p&&"m mpf« ?‘P&J‘&mﬁﬂ'metﬂr’h’w

—— -

Figure22. Exerpt from the household acoount of the Earl ¢ Derby, 1388.5°

BhpAOK2f L& {® [FYRSNE QI 24 (KS NPReGdeR-HHNG FPAGI®6A (& yI YS
et suiv., accessed 15 September 2QtT ./ /www.recorderhomepage.net/history/

7 NAIFY ¢NRgSEfI WYAY ThelGalyimSdciety #ormah1S[CBTHRBAI t f I @ SN
BlanderW 2¢ (KS NBO2NRSNJ 320 Ada yrySQo

9 |bid.


http://www.recorderhomepage.net/wp-content/uploads/2013/08/henry4_recordour_1.jpg
http://www.recorderhomepage.net/history/
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If we enlarge the text, we can distinguish this graphic (figusk 2

(Becor&™

Figure23. Enlarged proper nourirom the householdaccountof the Earl of Derby®

Larderexplans W ¢ K S scliptziad@& diital line andslash followind (i K 8 anatbreviation
F2NJ adzNE Ay 9y3IfArak 02daNI KFEIyRQ®P awWSORRIRZ2ZE W f
should realy be rendereds w NGR22 debldhe entire reference shadibe trarslatS RY  éar! y R F
one flute [fistula] by rame of Recorde [Recodour] bought in London for my lord, three
AKAfTEAY3Ta YR F2dzNJ LISy OS¢ Q
Lander does not mention any association of the term wittier possible meangsc¢ such
as a particular activityfunction or role ¢ and posiions the term in clog relation to the
instrumentitself. Moreover, he notes:
GKSNBEFIa GKS g2NR WFAalGdA I Q o0FtdziS0 Aa GNB
hence written in lowecase,Ww S O 2 NsRr2aleN.Bs if it were a
proper non A 1 SndoQ 2 I ¢ R is guilified by the wad
‘HomA Y Shis dvoull seemto indicate that both the word and the

recorder itself were new to the language or unfamifir.

| finished the processfdracing definitims and meanings at this point, whamore logcal
interpretation wasrevealed in whictthe generic wind instument{ y2 ¢y a4 WFA&aldz | Q
ALISOATAO AyadNMHzySyd OFfftSR WwSO2NR2dz2NRI 6SNBE O2
surrounds the nama of this instrument, and nowaday®is is exaerbated by the ubiquity of
0KS (0 Soidéenn ydRIGHINGIN the modern electronic world. For example, when |
aSI NOKSR 2yfAYyS F2NJ WFE | dzii I R dzf f@uSdARB6 miilkos { LI y A &
results. However, when | searchear the Endjsh 4 2 NR ordé@Bc@me across 136 itfion
results DelimtingthS &SI NDK (2 WNBO2NRSNI AyaldMNuzySyiQz LINE

100 | pid.

101 | pid.

102 | pid.

103 These figres may change continuousign the internet; the differences, nevertheless, remain
proportionally similar, and this is what is significant here.
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One aspect of all of this that particularly caught atiention was the elation between a
musical instrumentand an ation or a verb Notably, in the case oftie recorder the different
verbs associated with its English name share a similar meaning: to recite, to recall to another,
to learn by heart, to comrhito memory or to all to mind. Other definitions repsent more
distantly relaedmeanind & ¥ & dzOti practsigWiungR 812 WEiAy 3 fA1S || 0ANRQC
Searching further, | found another type of flute, the Hebrdgah whosesimilarlyunclear
etymology has generated aaviety of interpretationsof the meaning of theteNJY W |(edeh 0 Q
understood by the Tahud as WI  &Uukc RIaD S &Xexplained by Braiftf) and of the
AYyailiNdzySydiQa ARSyGAGeI NRtS [yR FdzyOlAzyo
In this project | took advantage of thesastinating ambiguk Sa A GK GKS AyadN
name, estalishing onnections betveen the definitions and manings, drawing them nto the
creative collaboration and the artistic content.
In particular, these extensivereflections dzLJ2 Yy (G KS (i S Novetyrdohdy GadNR S N >
semantic richness, fed into my expldi@an of eements of instumental agency: into perciing
the instument & an ertity that, individually and independent of the performer, carries these
associationsinto actions, roles, or intangibledéas, such ashat of WNBYSYo NI} yOSQ oL
WwA O 2INJRIg @y, the instument came to be considereda arrier of I YioSe TQ
(subjectively) experienced and expressed in and through performance.
Moreover, the titles of the two collaborative pexts were derived rbm this study:
RECORDARI comes frtire Latinrec2 NR n NlRebrdduryOne Who Retelcomes from the
the Middle FrenchTheir respective meanings played an essential role in influencing (and
illustrating) the type of narrative developed in each project. They also influenced my criteria
for exploring selecting and sing the instrumentsand the compositional and performance
processes and decisions. All these creative implications are addressed in the following sections,
where | examine each project separately.
To summarise, | call to mind erof the inspirations formy work on this projeic Juan
9Rdzr NR2 / ANI23Qa NBFfSOGA2ya 2y LK2ySGiAO &advyvYoz

thing named and the name in which it appears:

everything has meaning,
everything is manifest or secretlytémtional,
everythinglea$a | YIF NJ €2NJ aaA 3yl GdzNB

104 Joachim Braun4htroductionQ in Music in Ancient Israel/Palestine: Archaeologit4litten, and
Comparative Sources (Michigan: William B.Eerdmans Publishing Company, 20021-32. The
ambiguities of the meanings of the terkdgab have also been examined by John Kitto,John Kitto
(ed), A Cyclopaedia of Biblical Literatuwe)Jume 2,(New YorkMark H. Newma, 1846), 377.



89

that can be object of understanding and interpretatity.

Ambiguity and contradiction rose to the foreground in my etymological search for meaning.
The following words by Cirlot also inspired my respdiesthe profuse but uncerdin semantic
contextofi KS ¢ 2NR WNBEO2NRSNRY

The language may in certain cases reachrigbt denomination of
things, but serious sources of impurity are mixed in it, being reserved
to the poet [or musician?] the attempt to g the language to the

state of Verb, that is teay, of original and pure languatfé.

C2NJ YSZ GKAa waidlidS 2F 2NR3AAYI YR LJzNB f |
instrumental musical narratives, whose content is always subjective, therefore uededind

opento multifarious perceptions and int@retations.

105 Juan Eduardo f@ot, Diccionario de Simbolp2006th ed. (Madrid: Ediciones Siruela, 1998y

translation.h NA&A 3 A y [Efd simbdligmd do Poseegsiificado, todo es manifesta 0 secretamente

intencional, tododgg K dzSf f I Bue puade Seydbjatarékoinprehss Y S Ay G0 SNLINB G OA 5y
106 Juan EduardcCirlot, ‘8imbolismo fonético-ll-L L lla (¥anguardia Barcelona, 147 February 18
March1970.Thelj dz2 0 S 41 & GF 1Sy FNRBY W{AYO 20 WMyathdaslationz y St A 02 |
Orighal text: ¥l lenguaje puede, eniertos casos, alcanzar jasta denominaciérde las cosas, pero

graves fuentes de impureza se mezclan en ello, quedando reservadietal @ intento de llevar el

lenguaje al estado de Verbo, es dede lenguaje origingm € LJdZNR © Q
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Beyond theAcousticEnvironment, Gollaborative Project 1: RECORDARI

Carmen Troncoso (recorde)d Desmond Clarke (composer)

Outputs:
 Recordari:A Cycle in Seven Movemenfsr different recorders (oe
player) and electron&
1 Oiseaux Métamorphiguea two-part work derived fromRecordari for

electroacoustic recorder and electronics.

Output formats: audio recordings and collaboratively devised scores.

(The scores can be foumd Apperdix 2.1and 2.2 respectively.)

Figure24. Tronwso: presenting the project RECORDARLa¢ Arts & PhilosophyConferenceCreative
Processes ithe Arts, 2017297

107 Carmen Troncoso ¥w9 / hw5! wLY | O2¢f f | 62 Ninkear @8apdsitidd & 8IOG SELJX 21
FYR yS¢é NBLISNI2ANBQI fldSdpliy @difererd@Bréakivie Procedses in th& s | NIia 39
Rymer Audborium, University of Yi&, 2017.
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Aims
Through this project, | aingeto:
1 explore the sonic @ssibiliies of myelectroacoustic recorder with its buiib mic;
I explore possible criteria for selecting recorders (or related dtftites) to play
Medievalsongs combined with electronics;
re-contextualise recorders and repeite;
1 examinetransformatbnal proesses of sound and instrumental design and incogier
thesein the develoment of musical narratives
1 explore the ambiguity of the many meanings found in the origins and roots of the
9y It AaK $g2NR WNB<xalaspswsDR> (2 RSOSE 2L Ydz
collabomrte, between composer and performer, exploring synergies;
explore the colt 6 2 NJ siilfebtifieQperceptions of and creative responses to the
RATFSNBYG NBO2NRSNBQ NBflI ISR SLR2OKa yR Oz2y

1 explore synchronous processes in liafprmance.

Recorders tilised in RECORDARI
(From left to right as they appear iilgure 5):

WL -

Figure25. Recorderautilised in RECORDARI.
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1 Modern Alb Recorder in E by Mollenhauer Compditted with an electroacoustic

system by Frenchecorder m&er Phiipp Bdton, pitchA= 442;
T GSYy2NJAY /X W 20SGGSNNBR=42 RSt o6& a2S01 /2Y
1 Ganassi alto in G by Chileatorder makedoige Monterqg pitchA= 462;

1 whistle in A by Monteropitch A= 462.

Introduction

W, S YI & NBGeWNHwhbtleP]A GGt ST 2

The epigraph above is taken from the Jacobean era spageMonsieurThomas a comedy
written by John Fletcher, first published in 1639. The protagonist intends to serenade to
woman and wonders whether to play a recorder or to stld. Reprposedin my context, the
line expresses the type of questions thathhve set mysé caonceming instrumental
possibilities(recorders or instruments from its evolution, such as whistles) addressing
MedievaINB LIS NIi 2 A NB 4 A iedlivefaméwks LINR 2S00 Qa O

RECORDARI explored the subjective perceptions held bsifrapsl my cdéborator,
Desmond Clarke, with respect to different recorders and their related contexts. The initial
stage of this project derived from my interest in exploritige creatve bridging of contrasting
aspects of the evolution of the recorddancluding itspossible aigins, design, repertoire and
use. | had already explored this in a previous project undertddetween 2004 and 2006 (to
which | later refer): thelncontri project. Where does this idea of bridging aspects of the
NBE O2 NR S Wdxame$@® { dzi

Recordemerformance is often focused on early music, with attention to questions of
historical practiceAt the same time, the active presence of the recordethie coriemporary
musdc framework has encouraged parallel developments of thstrument andits use.
Moreover, and in contrast to other wind instruments (as explained in chapter 1), the evolution
of i KS NBO2NRSNDa RSaAIYy I yWRweMidh d&Ndr and belondi K NP dz3 K 2
has always somehow linked, combined and juxtgzbthe past Wth the present: the styles
interweave. Hybrid instruments appear, representing not one particular epoc¢hrdiber a
synthesis of aesthetics; we see, for instanaerecoder with a Renaissanceappearance but
Baroquefingerings, tuned at moekrn pitch, ora recorder of Baroque appearance with a
modern key system and with an-mic system (such as my electroastia recorder).

The current possibilities for combinirifferent recorder models linked to particular

epochs or styles generates anachronistic guation examined in chapter 1), which invites
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composers, performances and audiendat a simultaneous xperience of different time
YR LISNA 2 Ra IS & aNdal®y:yihis B sokéthinY Bwiished to explore creatively
here. Certaity, Clarke andlwantedto explore the electronic transformation of sound and the
use of extended techniques with my eteoacoustic recorder in order to develop new pieces
for this instument. Howewer, we were also concerned to examine, from individual
perspectives ddwed from our roles within the project, our relationship with different
NBEO2 NRSNAE Q WL iéhiva mreeivé, Br&insgitedbdt, inferct witk and raspeo
the instrumS y (hi&t@ies, epochs, contexts, design and repertoire. Mgz, the ambguity
surrounding the origins of the instrument and its name also played a creative role. Our aim
was to espond imaginatively to questions such as where the @eoland is name come
from, and which times, places or meanings are evoked $yecific insument.

Key to this project was its somewhat subjective aim of exploring the simultaneous
inhabitancy ofdistant epochs and styles experienced in performanceyugh theintegration
and juxtaposition of a) selectedMedievaland Renaissanceepertoires payed by dstinctive
AyaildNdzySyida 27 (i KSewdBRLaNdeRdtidhics cRda bydRinmrd g)
live improvisations. Thus, various materiagjsextant, composed and improvised ¢ were
O2Y0AYSR (2 ONBIANS2 FAOMI RédEMdGI SdnfingiiSter W SisJ
commentary.

Two pieces were generated in this projeRecodari: A Cycle in Seven Movemefus
three recorders anane whiste, ard Oiseaix Metamorphiqueor the electroacoustic Modern
Alto Recoder. Our purpse was tocontribute new repertoire (since there is so little) for the
electroacoustic alto recorder in But also to expose creative ways in which to addressrith
field of possililities opened up when one starts to explore the compiesiof the irstNHzY Sy (i Q a

history and associations.

PreviousNork: ExploringTransformatioral Processes

In 2004, aimindo explore the entwining of repertoires, instruments addnce fran different
epochs, | developed a performance projeatledincontril® (Encounters)n collabaation with
Chilean artists: ballerina Ana Maria Vela, who is a speciak&naissancand Baoque dance;

composer Sergio Corne}f® and additional peformers gecialst in early music. A second,

108 The project Incontrivas premiered at the Teatro del Parque in Santiago, Chile, in 2004.
109 Cornejo composed the electroacoustic pidtavanase contextualsing the Renaissance PavaBelle
qui tiens ma vidy Thoinot Abeau (152(Q; 1595).
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related project,La Quinta Varia®n (The FifthVariation),!'° addressed relationships between
SFNIe& YR ySg YdzAAO |yR Rt ¥DOQIAFKNBKI SRy a (a2 i
melody over an ostinatorpgressimandW¥Y Ry Sada Qo . 20K LINR2SOia AyOf d
Greek mytls of metamorphgis as aranalogy for transformation processes in both dance and
musical repertoires, and in the performe¢ self.
In both Incontri and_a Quinta Variacigrcortemporaryand early works related to the
NBEO2NRSNRA KA ail 2 NderwovghRdedo@iryf ndsical dayrativeSulBf a
02y SYLRZNI NE NBO2NRSNJ LISNF 2 NY Ei though Iidude® || OK (i 2
performance of early music involves easch inb all kinds of historical sources, there remains
a body of lost or ldden informatian: stories passed from soul to soul, emotions and
experiences that could not be recorded. What | wanteditaw on, then, was a perception of
the past as oneiricral timeless asmuch as something documented, and as open to creative
exploraion.
The aimsof RECORARI, however, were distinctive from those earlier projects in the
extent of the attention to inBumental agency (rather than to repertoire and assocthte
practices such as dance). This foregrounded the relationship between perésrnand
instruments. In (®me of) the following performance projects of this portfolio, this idea of
hidden information, loused (i.e. embodied) in the instrume® memory (or boy), is
examined and creatively addressed. The RECORDARI project thereforeodréose earkr

projects, deepening their concerns and creative potential within a newly created context.

Organisinghe Old andNew Works

Different types of musical matergalere cosdered within the RECORDARI framework, which
were grouped in speéid episodes, aarastingold and new instruments and works. Three
groups of repertoires wereformed, labelled {ll-lll. These characterise separate but

overlapping processes okploration.

I-MedievalRepertoire

¢ NI OAy3a (G4KS NBO2 NRSADSS inflniatiid bss&dzoi stuRticsofedigia L OF

sources which mention the earliest recorders, found in the fourteerghtury (and named

110The LINE 2 SQDitita W NR | Wias prefmiered in the Escuela Moderde Musica in Santiago, Chile,
in 2005. The participants were Ana Maria Vela, dance and choreogra@uoazalo Cuadra, tenor;
Camilo Brandi, harpsichord; and mysedicorders.
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according to where they were found:oRirecht, Tartu, Gottingen and Wurzburd)! The
lowest note of these early recders was desiged to produce a semitone that would act as a
leading note. For instance, if the recorder was in D thaémaid a seventh C shahmwle. Also,
their use of a thumbhle faciltated a more flexible technique to produce the high register
notes andreplaced theawkward fingering 23456 for the middle C (in a-bBbled pipe or
whistle in D)with the current fingering02 (0 being the thumbhole). These templates are

considerel transiional, towards the manufacture of the established recorder. Howeveras

alsointgesteding K it OF YS 0SF¥F2NB (iK2a$8 SINIeée WNBO2NRSNA

Nowadays it is generally accepted that the recordervee know it toda}/? developed
gradually from folk instrurnts of tie whistle family. Scholars agree thitedievalimages of
so-called vetical flutes,pipes orduct flutes, found in carvings and pictures, depicted frontally,
do not provide enough informain for us to be sure whether they represent a recorder or
rather akind of whistle!** The names given at the time for wind instrumentsrdt help us o
make clar distinctions, either.

Intending to place my search for instruments in this complex and uairedontext, | set
about selectingMedieval repertoire from earlie than these first templates. In the article
W{ 2 Melievald 2 v, &u€an Rankin éérs closereadings of three songs from the tenth
fasciclé®® of the thirteenth-century Codex Florence (Psiein musical sourcé)® These songs

arell’

Wi 2t HNIRGBNE Oy
WHIIEAY taada ¢20ASyaqQo
Wi2Yy2 /2YEARSNI QO

111 These tenplates have been studied and mied by moderrrecorder makes, suchas Tim Cranmore,
Horace Fitzpatrick, Hans Reiners and Brian Carlick.

112t js generally accepted thain order to fulfil the (basic) requirements of being areedd Ay (2RI @ Qa

terms, theinstrument must have a wind chael and a lip (also called labiunbpth in the head of the
AyaiaNdzySyidsz |a ¢St Fa aS@Sy K2t Shumbhgle: ferNEey G
production of the high notesBee alsdootnote 3.

113 On a whistle the fingers 1, 2 and 3 correspd to the upper hand and the finger4, 5, and 6
correspond to the low hand. Later, the 0 corresponded to the thumbhole placed behind.

114 Susan RankinBome Medieval Song&arly Musi@1, no. 3 (R03): 32744.

115 Fasciclea separately published instamt of a book or other printed work.

116 F: Codex Florence, Biblioteca Medid¢eaurenziana, Pluteus 29.1.

117The scores of the thremediewal songs are included in the scoreRécordariin appendix2.1

23S
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The characteriste of the melodes and tleir texts seemed to me to open a variety of

possibilities folinstrumental exploratiort!® Below Iprovide the texts of the three songs, taken

TNEY whrEle Ay Q

SolCritur in Sydere
(This songelebrates the virgin birth)

Soloritur in sycre,
Roricompar in vellere,

Et Lucifer in vespere
Serenat umbra[m] littere,
Intacto semper latere
Virginiset puerpere
Prodit proles deica.
Divino verbo numinis
Sipplentevicem ®minis
Tumescit alvusirginis
Absconsa virtus luminis,
Quot bicet mundi teminis,
Lapsum reformat hominis
Gratia vivifica.

Quod clamant vaticinia,
Quod murmurant misteria,
lusta prodint indicia,
Lactante patrem filia,
Inclinantur celestia
Indulcars kegisgratia
Terris unit ckca.

The sun is born in the heavenly body

Thesun is born in the heavenly body
like dew in the fleece

and at evening the morning star
lights up the shdow of the word;
from the chaste loins

of the Virgin ad childbearer

the divine childcomes forth.

As the divine Word of God

makes good an exchangesd#eds
0KS +ANBAYQa 62Y0
the hidden power of the light,

which shines to the ends of the world,
reforms tte fall of man

with quickening grace.

What prophecies dchre,

what mysteries murmur,

just signs bring forth:

by a daughter suckling the Fragr

the heavens bend down;

grace sweetening the Law

joins the heavens to the earth.

at

118 Rankin stags that he codex Florence constitutes ¢hsingle largest medieval collection of new
monophonic compositions and certainly one of the most sophisticated expressions of thbilitessiof

monophonic song to remain extant.
Rankin\8ome Medival SongQ327.



Eclypsim PassuBociens
(This sag mourns thedeath of acantor of
Paiis)

Ecl/psim Pasus Tociens
Mundus Dolores iteret,
Preclare lucis patiens
Occasum luctu[m] seret,
Radiabat Parisius
Fulgens Cantoris radius,
Quem mors videt et invidet,
Dum toti mundo providet,
Dumverbum vite senmat,
Dum lucethon sub nodio,
Sublatussol de nedio
Felcem vitam terminat.

Homo Considera
(Refers to the inevitabilitgpf death,the
worldly temptations, and the sorrow)

Homo considera
Qualis, quammisera
Sors vig sit mortalis;
Vita mortifera,

Pene puerpera,

Mors vera, mors talis;
Fonentus est doloris,
Stadium vitdaboris,
Premit per onera,
Sordet pre scelera
Squalors et fetais,
Fementum est dulcoris,
Sompnium, umbra vaporis;
Fallit perprospera,
Trahit ad spera
Meroriset stridoris,
Figmentum est erras,
Gaudium brevifonoris,
Mordet ut vipera,
Flebilis vesgra

Algoris et ardoris.

Havingsuffered eclipse so many times

Havingsufferedeclipse so many times
let the world renew its soows,
sufferingthe settirg of a great

light, let it openup its grief;

Paris was radiant

when the ray of the Qdor shore forth,
whom death saw and envied,

while he cared for the whole world,
while he sowedhe word of life,

while he shone forth not unde bushel;
this sun, takerfrom our midst,

ends a blesselife.

Man, consider

Man, consideof what

kind, and how wretched

is the lot of mortal life
deathbearing life,

almost from chdbirth,

true death, vital death
Death is an allevian of sorrow,
the couse of lifés labour
oppresss through its burdens,
it befouls through sins

of filth and sterch,

it isa leaven of sweetness,
a dream, a cloudf vapour;
it deceives in prosperity

it drags down to hardships
of sorrow and lamenting,

it is the image of error

the joyof brief honour,

it bites like an asp,

it is a tearful evening

of cold anl heat.
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Thefirst two songs are written in anelismatic stylethe last one in a syllabic $& My

purpose was to find a recorder voice for eacmgoand to work collab@atively with a
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composer toNB LJdzZN1LJ2 8 S G KSY FNRY | O 2gféxditylidgegbring
my ideas and the spéfic instruments, his musical sensitivity innkimg within such an open
context, and his performingx@erience all enrichethe exploation, enabling tle cocreative

process.

The process of selecting the insmentsto play these songs took into considdion the
thirteenth-century (and earlier) instimental uncertainties outling above, as well as objdee
factors such as thiessitura function and chieacter of the melodies. Once | had selected three
contrasting irstruments (explained below), we recoedl the melodies so as to reframe each of
them ina new, foreign context, which would include electranareated by Clarke. &ntually,
2yt e (K NR2AYANIW{Yy2 {{ BRSNBEQ g & SNB I3yesRIPEESIST S
¢20ASyaQ | yRSNHQ@YEZSNRYBNBRO2NRSR | witR which ® R

interact in other ways in live performaec

II-NewPieces for he HectroacousticRecorderand Hectronics
C2dzNJ Y2@0SYSyiGasz Olconp&ed fordtheied@roaBoRskc@econmles, NIg
Clarke!!®

YPwA O2NR2 MY 2KIG LINRPLKSOASAE RSOfI NBQO

LJS NBA LIS

gAlK

Fa TA

WwAO2NR2 HY C¢CKA& adzyx G11Sy FNBY 2dz2NJ YARAGQO

WYw A O 2¥YiR #ho guickly pagsé Q ®
Wwold®4: Whatmystlh S& ol YR 0 ANRAS Y dzN)Y dzND ®

We undertook two exploratoryworkshops in which my ER was cawected to multieffect
devices. | improvised, searching forusds and gestures that would provoke interesting
electronic responses. Some @xpts fran extant Renaissare and Baroque works arose
spontaneously in my playindriggering interesting responseswhich we then included as
compositional elementsThe record&dl) & cardlediliy its design and traditions of plagic

despite its moderrsed featues ¢ was incorported by us as an expressive carrier of

instrumental ageny. SallyJare Naman reflects ¢ (G KS WKF dzy G Ay 3Q LIN

202S00a& | Ghbstslofdygang geatifes Haunt the motor codes thathee with new

instrumerts, whichthus, act as a kih of intersection, marked by the combinations and

1195ees02 NB& 2F / f | NApfedm@.3F 2 dzNJ wi 02 NR A

(@

BasSy

M\
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collisions ofembeddedand emerging B K | @ X3 thiNsBipfesses one of our core interest
this project.
Clarke explored various digital effects andsgible methods of procemg my sands live to
devebp musical gestures. We recorded these early studied kstenad back to them,
selecthg material we wanted to develop further: motives, effects ahectronic responses we
liked. For example, a very dié tremor or vibrato, vhich | hadpreviously discoered and
YIEYSR Wt AL GNBY2f 2 QRicomb2Ttefefect iE fré&dBcedayyinfegruptingK S £ I &
the sound of a note by partially covering theper part of the lip (or labium) with the right
indexfinger (as can be hearoh example2.2).
Drawing onthe improvised material, Clarke composed further exatve drafts that were
then, again workshopped and developed, until we had defined four moeets, each called a
YwA O2NR2 Q> RSy 22INYEY § Fhbie ®idditwsidSarry a secific,
narrative role within the whole piece; a roléat wouldalso beinfluencedby theirindividual
subtitles, taken from verses from the thrédedievald 2 Yy 34Y WgKI G LINRLIKSOA Sa
sun, t4 SY FTNRY 2 dzNwhorduBRii&® T LIVERS KOIeiQ Y&yaRi SNA Sa wl y
Y dzNJY dzZNXQ2 ©

l1-Recontextualsation d Early Works.

Having recorded the twoMedievala 2 Yy 34> Wl 2Y2 |/ 2y aA-RSNEAQ, ¢-2yTRA SYad

with the whistle in A and the Ganasalto in G respectivelyl foundit interesting to select

other extant musical works to play on top of tihecordedsong, n order to dace these two

instruments in styles and sonorities related to thédiomatic repertoire, and to respond

creativelyto the meaning of the texiof each ofthe two songs. (@nhtrastingly, the tenor

NBE O2 NRSNJ g 2 dzZ R Sydesl@e, feHératifiga codmerputrblltexture within the

electronics.) | researched amded out a range of pieces, then taking a selectiépassibilities

to be wakshoppedtogether, for find a4 Sf SOUA2y ® ¢KSaS WLI aGaQ 6NE
recordess), then formed partof the material for live performance. The following pieces were

chosen, all excerpts dfledievaland Renaissancerorks!?!

Trotto.!?2 Anon. (Burteenth centiry).

Ductia Anon (Fourteenth century).

120 3ally Jane NormaMZontexts of / as Resistar@®®2, no. 2¢ 3 (2013): 284,
https://doi.org/10.1080/07494467.2013.5B805.

121 See scores of Medieval and Renaissance workppendix2.4.

122 Trotto, from medieval Tuscan musical manusctijst London, British LibranSee:Add MS 29987
W ¢ NPWikipd Accessed 20 August 201tps://en.wikipedia.org/wiki/Add_MS_299B
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W5 S NJ2¥0swald dwon Wolkensin (1377 ¢ 1445).
WwWwA OSNDICWWAOENDE IR ¢ SNI | Qb cDEURADE YYyA .l aalyz2 owm

Overall, the ceexistence of these three types of repoire, linked to diffeent
instruments, was intendd to explore the variety of pasts involved in recorgerformance,
thus evoking the actions embraced in the title of the project: to recollect, teathind, and

think over.

Recordari: A Cycle in Seidovements
Eventually, k the matrial described ative was developed into a journey intended to convey
a timeless, nonlinear and nonchronological narrative. The movements were organised as

follows:

1-WwA O2NR2 MY 2 KI 4 LI Desmmd Clarke (2016)

2-W{ @rifur in{ & R SwefleRatsong (Xlig XIll Century)

3-WwAi O2 NRn, takefifrom Kukriida &1 Desmond Clarke (2016)

4-9| 2Y2 /| 2WMedidvAsdngl Q (Xlig XIll Century)
excerpts fromMedieval TrottoandDuctia  (XIVcentury)

andfrom theMedievald 2 y 3 W5 S M Oswald von Wolkestein (1377¢ 1445)

5-WYwA O2WiR ®hoopidklypad & 0 & G Desmond Clarke (2016)

6-W9 Of @ LJAA Y t Medlidvalzbrg; ¢ : (Xlig XIIl Century)
eEOSNLIia FTNRY a&dAOS
WAOSNDFGF ¢SNIIQ Giovanm Bassanol(560/61¢ 1617)

7- WwA O2NR2 nY 2 Klbiids] Desmond Clarke (2016)
murmuNJI2

In his compositional notes, Clarke smarisedthe process of integrating the movements:

123 Oswvald von Wolkensteinllate Medieval Musi¢1300-1400), @rman: Song Der M&yin Historical
Anthology of MusicOriental, Medieval and Renaissance Music, V,add1l Archibald T. Davison and Willi
Apel, seventh ed (London: Oxford University Br&949), 6465.
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The different parts of the final sevanovement work have been
developed in a way which highlights their interconnected datrtes:
each & bult from a polyphony of recorder voices, some with
additional electroric augnentation, and each of the thredledieval
tunes is thematically and conceptually linked to one or more ef th

composed parts.

In the preface to theRecordarscae (Apperdix 2.1), | refer to the possible choices of
instruments and repertoirg for usen the wark. The following tabldlustrates my preference

of recorders imur version ofRecordari

Mov.1 Mov.2 Mov.3 Mov.4 Mov.5 Mov.6 Mov.7
W void@1: Y{2f h| Waoido2: WYl 2Y2 WwAaO2N wootel WwwaoO2z2N
What { @ RSNJ| Thissun, Consider® You, who Passus What
prophecies taken from and otrer quickly pass| ¢ 2 OA Sy | mysteries
RSOf I N 2dz2NJ YA Medievd 08Q Ricercate Y dzNJY dz
works
Electroacoustici  Baroque (ER) Whiste in A (ER) lfdz W (ER)
Modern Alb designed P=462 in G.
Reorder (ER) tenor P=462
P=442 recorder
P=442

Toclosethis section, | suggest reading the preface and irttioa of the score, which can be
found inAppendix2.1, and listering to the work Recordari: A Cycle in Seven Movements

Output 2.1 (Audio).

The Episodes of ECORARI

The diagram above sets out the structure, material sources and instrumentati@eaiddari:

A Cycle in Seven Movementdowever, all of this was condeglly divided by myselfand
JEFNLS AyG2 FAOS RA a atibnolpeciirbubivs maeidsamiThosh O K
instruments. Working this way helped us to separate the extensnaterials into smaller
groupings (beyond the broad material g%, Il and 11, described above), so as to examine

possible interactions andoatrasts. It also enabled us to highlight the different epochs
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invoked, and to work creatively so as to revdatir idiomatic particularities. | explain this
below.
Episodel: Wwoid®1: WH G LINP LIKSOASE RSOfFNBQ 69woT
W{ 2f h NA G dzhrracgderd; @ RSNBEQ 06¢S
WAO2NR2 HY ¢KAA &adzyX GF1Sy FTNRBY 2dzNJ YAF

This first episode contrasts two recer voicesg the electroacoustic Modern Alto (ER) and a
tenor (Baraque-designed recorder ¢ and introduces the idea obridging epochs ande-
contextualisng ingrumSy 48 ® WYwA O2NR2 MY 2KI G LINRPLKSOASa RS
first verse of thethird strophe of theMedievala 2y 3 W{ 2f h N#hiledrstlofAy { & RSN
Riordo 2:¢ KA da adzys GF 1Sy FTNRBY 2 danNé ofttieRangW® Gl LF N2 Y
tlhaadza ¢20ASyaQe ¢KSasS G2 wAO2NR2:>I GA@ASGKSNE
Recorder examined in the early improvisatory workshops, drgawimthe exploration of this
instrument that took place in the first (recder and piano)project, but now sited within newly
created music. Again, as in the first project, the hybrid maoufring qualities of this recorder
(combining Baroque and modern éatures) were al® creatively significant, expressing a
contradiction tha suited the pupose d thAh & SLIA&2RSP® WYWwAO2NR2 mMQ | y|
Baroque musical forms and procedures sucls dahe Fantasia and the Italian art of
embellishment within a slow nvement of a sonaa, which had appeared spontaneously in my
playing in tle earlyimprovisatoryworkd K2 LJAa ® a2 NB2@OSNE Ay WYwAiA O2NR2 H
virtual continuo, played by a virdzc f KI N1JAAOK2NRZ |a AF GKS LISNA
having plged with areal ;e !**

The dizzying and loud musical content within askedigial texture inWv@ANGR2 mMQ KSf LJa
highlight, by contrast, the softer character of tMedievalsong that félows (celebrating the
GANBAY OANIKOIZ Wisadchethoyihelvoiodbf ihg tenprdrdRdBodpi@ying it K A
| imagined a dep andsmooth naratorQ & A@S | yy2dzy OAy 3 WiKS 3JF22R y S,

QX

text of the song. Also, | drew upon anethmeaning found in the origins of the word
WNE O2 NR S NI YeadHiipen Hi drQ 34 AF G SNLINB G GA2y 2F GKA&A YS

24 XYAT NI @2 h QW workSesterblgoh) Ko ngcbrdei féger and tape, by the German

comp aSNJ YElFdza | FakKFr3aSy 00® mMpHnOX AyOfdzRSa | GF LIS G
player, taking the place of thetr&® y' I f 1 S@062F NR | 002 YLleyohtiBllis®> I yR {KI
of superimposed reaaler sounds, occasionally usiegho, tapespeed changes, etc. but no electronic

modification, and these sounds are contrasted with the live sounds generated byoke hdittery of

different recorders and sections oismanded recordNB 9 &% Qh Qe¢diér fTéday(Cambridge:

Cambrige University Press, 19908.
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hummingsoftly, me isgeneNJ f £ @ NBYSYOSNRAY3I | {GdzySInthikl & 2y S
sense, the emphasis was péacon the register of the tenor recorder and the extramusical
ideao¥ erdenBeNA WR QK SNJ GKIFy 2y GKS NB OzdéReporermial LI NI A Oc
linked to its design or historical associationBhe electronics played an important role in
reframing both the tenor recorder and thiledievala 2 y Y / f I iitje$éhges téniyS O i NB
playing created a counterpoint formed by my performirecoder and he abgnt recorders
echoed by the electronics, further develogthe idea of recalling and remembag.

Listening to this threenovement episode retrospectively, hower, it seems to me that
the timbre of my ER does not quite match the gmaary Baroquesonic aesthetic to which
WwAO2NR2 HQ | ffdzRSa o6FyR GKAA& ¢ anligfadusticalldS NB Y A
Perhaps a historicaBaroque model fitted with an n-mic systenE  f A1 S . 2f G2y Qa =z
electroacousticBaroquealto recorder (in figure 20), would have worked better. However, it
would not have fitted the tessitura of the piece, watt especially for this modern alto.

| also realised, afterwardshat even though the first note of this modernised alto

recorder is the lav E, Ishould sill have mnsidered it a traditional alto in,But with a leading
semitone below, like the old trasitional recorders mentioned above (or the modern flute in C
with the adlition of alow B). Fingering the E major arpeggio and followingaghirtha open
Ck NJ B@ENR 2 H 6 isawkivadBh®quefingerings combined with the set of keys
for the bottom notes prevented a smooth phrasing, and the G#1 appearsvesaser (and

more contrived) note than the E and B.

3

Ricordo 2. This sun. taken from our midst
Alto Recorder in E (442 Hz)

+ =¢, 75 very straight, organ-like

: =
—
! S — =

T = - o P -
ot f
T

!!:H‘\:s

T
o+ p
v v

ol
y
Elecironics ey
"

*1 turn on delay and pitch shifters
(unmute track [: MOVEMENT 3)

Figure26. Charke, W @ 2 NR(Beginmnify).

Eventually, | concluded thia S @Sy (K2dAK (KS &a02NB 2F Ww;
I OO2NRAY3I (2 GKS a2 RS Nilfdoesholiragiad appbpAdiely oS> (G KS G
musical content{ & Ay (GKS GKANR Y2 @SYSyedord? ar fluRMhdl KQa { 2

125 Edgar HuntThe Recorder anis Music(London: Ernst Eulenburg Ltd, 1973),
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piano). A more witable recorder for this movement would perhaps be a historBatoque
designedalto in F, pitched 8A=415: this wouldretain the E1 (a focalate for the movemat)
as in modern temperament (with A0) but with mub morefluent fingerings, corresporidg
to those used in F majdf® This episode offers other interesting options for recorder selection,

as s out in the preface of the score.

Epiode22W| 2 Y2 RSAY A 6 s KAAGE SOT
Trotto (whistle);
Ductia (whistle);
W5 S NJwhitl®)Q o
wAO2NR2 oY ,2dzZ ¢K2 ljdzAO(lfte LlIhaa o6&Q o6c¢

This episode increases the contrast infiruments, repertories and associated eposhlt
combines thewhistle and the electroacoustic modern recorder, tfoemer a modern version
of what was probably the first instrument in the evolution of the recorddahe latter
representing one of the mosecent hybrid desigs.

The text of theMedievald 2y 3 W2 P &¥RRSNI QX gAGK Ada dzasS 2
incorre¢ or oontradictory use of words forNK S 2 NA O f LJdzN1LJ2 8S&auv | yR
2 LILJ2 & A G 2 NHZYIQEX Wy AV (BE& | 21 B R 2 LitidenéeofliofLI2Ch AcnSted>? | a W
attributed to the fifteenth-century German scholar Nicholas of Ct#ga influenced boththe
instrumental selection andtheNsB5F A2y 2F GKA& &ALISOATAO SLIAaA2RSQ
Catachresis is, for example, apparémtthe verse Wa 2 NMI X3 SY 2 NBR  @dath, lvitalkA 4 Q 6 Wi I
deathQ0Y G(GKS AAEGK OSNES Ay oppose V2 NHLYXYsa AIRISINdzROADY W
mystical meaning derived from experiencing an intense and strangseseh contradiction
that cannot be lograly explained, isillustrated in the fourthd S NB S 2 Ty YA RSYNEF QY2 W+ A |
Y2NIATSND SIONBDWRSTHEIKS QO ®

Rakin NBI yAaSa (KSI ASHRGE (XkIRIASTS&jdz f ARK&ASSSI
cold/heat; I YSY Gk NBE22A OST Ol notés thRt AMéeypodt ts@s(ithis qidayQsd { K S

126 For this, sme high notes would require the covering of the bélble technique, andsome

modifications to he scorewould have to be undedken. However, the final effect would probably

better convey the idea of recallifgaroquematerids and contexs.

127 Nicolaus von KueNicholas of Cusa) reveals his notion of coindidentia oppositdruhisDe docta

ignorartia, finished in 1444. Jaspadopl Aya GNI yafl dSR /dzal Qa o2N)] YR
coincidentia oppositorum. Sedasper HopkinsthtroductionQNicholas of Gsaon Learnedgnorarce A

Translation and an Appraisal of De Dotgaorantia Second Etdon (1985) (Minneapolis The Athur G.

Banning Press1981), 1-20, http://jasper-hopkins.info/DHintro12-2000.pdf See also: Jasper Hopkin,

Zoincidentia Oppositom in / dza | Q& QUBPeN@kirg accessed 20 July 2018tp://jasper-
hopkins.info/@saOnCoincidencePlusNotes.pdf


http://jasper-hopkins.info/DI-Intro12-2000.pdf
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~

oppostes to create pardoxes, suggesting one state to be a mere illusionadiootheND >~ | &

illustrated in these vieses:

Deathbearing life,
Almost from childhood,
True death, ital death;
To lament is to rejoice,

In joy isincrease ofsorrow;'?8

These mirrord contradictions intienced my search for a particular instrument to fully
contrast the ER (in terms of a dgs associated with an epoch, style and aesthetics). The
precatious qualities of the whistle with its fragle sound and he difficulty of produaig a
stable tone, de to its sensitivity to air pressuieseemed to me sitable to, as Rankin puts it,
WwOd NMKS o6ftSI] YSaal3asSQ w27T ddas, asidestrib@dn tieSEG 8 Y
poem.

AsRanln says,the poetW LINE OS S Ra ldl2ple&sGésTarRiduess dmblincing
them as empty, of but fleeting duran & R Rl y 3 S NB dz&*t awingyUpB this | 6 f SQ @
latter scenario contrasting pleasure with fatecame to the idea of juxtaposing shsag with
other repertoire played by the sae whistle but recdécting other contexts, other times. |
searched for msic © depict that sense of supecfality or ephemerality, to play with the
whistle (or sixholed pipe), selecting twdVledievaldances,Trotto and Ductia: these may have
been playedat that time by anysimple pipe like a whistle (probably with tabor), for
entertainment.

Againstthe whis8 Q& S @20l GA2Yy 27F Wi NHzStheRvedielaksang A G £ R
Wl 2Y2 [ 2y aA RSdNkc@dedidt playliak i $is dvement, Ifpl & 2 2f { SAGSA Y
sord W5SNJ al@Qad ¢KAA a2y 8bedndiggofiifdlofakyolé: Bingddf 8 = OSt S
the arrival of the spring and birds. It is writterr favo voices: the second voice is repda in
our version byan electronic accompament of subtle and efined percussion, developed by
/[ £+ N S Layl ada@sciwarded 8 HlEiaEte anof the earlier meanings attributed to
0KS 62NR EYNBRONRSNDYS Wi 0 A iNRexloping e @déurfulf | & SNJ NI
2y2YF (20D ENB2 YwQUL ®

Finally,we also defined the ER as providing an element otreshwithin the episode. |
selectr Y GSNAIFE FNBY /€1 NJSQa SlerdE for thdiesyllaifica A G A 2 Y

128 Rankin\8ome Medieval Son@s> o0 o0 @
129 bid.
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treatment (ddted notes n figure 27) recalling the alsoy#labic style of thea 2 y 3 QI 2Y 2
I 2y &hi RS NI8Qand JedtilledzbidBosatities that seemed to me to chacterise the

following strophe by Philip d€hancellor:

It is the moment of judgement;

It is doubtfulhow much you can

Reman in prosperity,

W, 22 ¢l dzA O fladlded o theditle ®fRRA&do 3:]

Who are as grass flower.1*°

5.
Ricordo 3: You, who quickly pass by

[NB. this score is more of a guide for controlled improvisation than a literal document |

Alto Recorder in E (442 Hz)

« ¢. 100 improvisatory, very free
sempre stacatissimo!

{cresc...)

percussion (ongoing)

Electronics

Figure27.Clarke Ww A O2 NR&X ¢ K2 | dzbddihring)rekdimblance dodofoConsiddNt Q &
syllabic style.

Homo Considera

Figure28. Medievala 2 y 3 W 2RYS2NB@RNNG):syllabic styk.

¢ KdzAZ WYwAO2NR2 oY |, 2dsanWii2 SINMHDJGISANDEI 3& dSMIIaC
timbre, musical content and style. #te sane time, though, 1 provides connections across

the whole work in its recallingf the first motif of the whole pece: the arpeggio illustrated in

figure Z7.

Episale 3:W9 Of 8 LJAAY t | d&ddza ¢RBOGASYAQ oO6DFylaair NBO2

Excerpts from Riceata Quinta and Ricercat Terza,

130 Rankin\8ome Medieval Son@s> 0 0 @
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68 DAZ2OIYYA .l &&FYyE OWDFYF&8AQ NBO2NRSH

This episde highlights the @ice and idiomatic features of thRenaissanc&anassrecader in
G. Venetian musician Ganasil Fontego (1492 1565, also known asi&stro Ganass), from
whom this recorder took its name, wrote the recorder treati®pera intitulata Fontegara
(Venie, 1535). In this he consideRenaissancgerformane isses such as diminutions
(improvisingoy means of divisions) and cadences, dabaliscissesarticulations and provides
a fingering chart that suggests that this sifiecmodel waild have been abl¢éo expand the
range into the third register, using ¢hleakngfingers technique, like the Madn Alto
Recorder.

The songVd 9 Of & LSasATd@EnIhodrns thedeath of Peter, cantor of Notre Dame
(Petrus Cantor, d130¢ 1197). The tet depicts life andleath through images of light and its
eclipse. The mlismdic music flows between low and liigegisters, expressing the content of
the text (perhaps mirroring these opposites in this use of range). | selected the Ganassi
recorder in Gconsideringits reputed closeness to the human voice, as claimed byaGsit!
its idiomatic melismatic style gflaying (which corresponds to tHdedievalsong addessed),
involving theRenaissancart of diminution, consisting in diminishigng notesmto gradually
smaler (shorter) onesjts pyramidal development of th&olume (stronger in the bottom
registe)RSNA ISR FTNRBY AlGa o0y2chiBiricdldd® Thatflees outval thél K | y' S|
0 S 3% aQdr the uncertainties surrounding thé y & G N&izivissoyy i which ha led to
controversial interpretations of its use, leo and alleged features (such as the ewrted
tessiturd®). Some makers claim that thestrument should, nowadays, be regarded as a
modern instrument, since it representsadern maker® A y (i S N1fEpéclidihis®rical 2
recorder kept in the Viennaufsthistorisches Museum, whose actual pemance is more

guessed at than known. Bolt@ommants:

131 Sylvestro Ganass$€hapter 1: Defines the Aina$ the Recorder Play&§Opera htitulata Fontegara: A
Treati® on the Art of Playing theeRorder and of Free OrnamentatiqVenice, 1535)trans. Dorothy
Swainson, ed. Hildemarie Peter (Robert Lienau Musikverlag, 1956)} 9y | & & A r@gardirgthé A Y
ability of the recorder to imitae the voice does not specifita refer to a recorder modehowever, it

was connected tohe sound and possibilities of the recorders available in his time, the closest being the
nowadays controversial Ganassi recarde

B2phiippS . 2f 12y X UINEyDdaade\RewSdd2&NgRolets accessed 12 July 201
http://www.flute -a-bec.com/ganassgb.htmEee alsohttp://www.flute -a-bec com/flute-sam

135gb.html

133 Ganassi and SwainsoWppendix Ill: Composite Chart of danasi's Fingering®Opera Intitulata
Fontegara: A Treatise on the Art of Playing the Recorder and of Free Ornamentation \&BiG&05.


http://www.flute-a-bec.com/ganassgb.html
http://www.flute-a-bec.com/flute-sam-135gb.html
http://www.flute-a-bec.com/flute-sam-135gb.html
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Wanasssoprano, alto in f and tenor recorders probably never
existed inthe past andshould be consided as modern instruments.
Moreover, there may nevenave b&n anyWoldYecorders during the
Renaissanceperiod. [Therefore,] This instment caild today be
considered as a contemporary recorder. Several composers of our

time have writen pieces for it34

Thus, in different ways, the ambiguities of thesificrecorder model seemed, like the ER,
appropriate for the synchrony of aesthesi and imelessness Iwas pursuing in the RECORDARI
project.

Oncel haddefined the Gnassi as tdi S LIA & 2 R &rd decokdelizhavedeQal
song (audieexample 23) to be placed in a digital environment (audéxample 24), | selected
excerpts fromWw A EGSMdDaQanR w ¥ OS N i ¢ S29iby I@liantRarfiSsandeA 3 dzNBS
compose and cornetist Giovanni Bass® (1560¢ 1617), to place the Ganassi instrument
within itsidiomatic epoch and style. These excerpts were joined together, forming hineth
piece, which seemed to me to blend in an interesting way with the recordikdieval song
andthe sonic environmet provided by the electronicdn this way, the two epoch@ledieval
and Renaissande sound simultaneously, théedieval WY St A & Y | @cor@df song K S
combiningand connecting to theRenaissancart of ornamentationcthe RA Y A y dzinkheé y & Q
Ricercate, played live. A particular contrast is provided by theriefeA NEa Q RA&GAY Ol A
idiomatic cadences, which throw the different musissllesinto relief whenthey occasionally,

unpredictably collide in performance.

134 2 f (| anASRedBerRecorder makeAdriay . NB ¢y | 3 NBBSlandertdok Kt theNB a S| NO
phenomenyy 2F GKS &DI y Ink doithe canduSichNiRatSHele hall Rever been in the
NEBylFAaalryOSs | &SLJ NbrdesS and iheNihsousent & WwenowDit tgdayaiad ¢ NB
been more o less invented in the 1970s/ several makers working ind8p/ RSy (RINRQ Yy . NB oYy Y We§
G ylaair wSO2NRSNY { S OieNMindidayReco@iér Magazihé@BY20@H OU A 2y Q3
Recorder makefom de Vries also commentY WLY RSSRI @KaSeddBderikedhe yidtl@d S NI o0 S
DFylFaaA Ay KGEM WiesBEnas®S ofmiddzNEess Recorderaccessed 12 July 2019,

http://www .devriesrecorders.nl/gnasi.html More informationabout Ganassi recorders can be found

at: Adrian Brown, W DI y I & & A £€Q AMNBNORrOWR Beétdirder maker accessed9 Juy 2019,
https://adrianbrown.org/ganassiecorders; and Stephan BlezingerlRenaissance recorders after S.

Ganas® Meisterwerkstatte Fi Hotenbau accessed 12 July 2019,

http://www. blezinger.de/en/ganassi.html


http://www.devriesrecorders.nl/ganassi.html
https://adrianbrown.org/ganassi-recorders/
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Ricercata Quinta Ricercata Terza.
Giovanni Bassano
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Fgure 29. Giovanni BassangRicercata Quinta and Ricercata Ter@xcerpts.t3®

Asexplaired in the score, the performer can choose othereagpire to play over the
Medievalsong. For instanceye found thatone contemporary solo work for Ganassi alto in G
fitted particularlywell within episode 3Charavgi{1994) by Calliope Tsoupakiowever in this
first version ofRecordari | wanted to se repertire that matched the recNRSNJ Y2 RSt Q&
appaent historicity.

Episode 4%wA O2 NR2 nY 2 Kl (B WaHANKIMNKDS H 9dwoyPR 06 A NR &

Epsode 4 addresses processes of transformation of thdrungent and sound and
incorporates birdsong. The subtité2 K | G eriegfrdd birds8 Y dzNlY dzZNDR  O2NNB 4 L2 Y R
second verse of the third strophe of tiidedievala 2 Y3  W{A2yf {heNRASiINIBNGition g A 1 K Y &
in brackets.
Initially, our exploration of mER aimd to combine tis natural voice (without the use of
extended echniques) with the live responses from smdted digital effects, thereby extending
its acoustic voice. Howevethere are placesni the project where extended techniques
became the protgonistincludingaske N @ & WYwAO20NR2 HQY 4SS TFAIdzNE

135 @iovanniBassano: Ricercate Passaggi aiédtieQ Partifi: IMSLP LibragyWenice: Gicomo Vincenzi
& Ricciardo Anigho, 1585, accessed 10 June 2019, http://partifi.org/foG@iment/.
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whistle tones, harmonics
I very free - improvise with electronics.
v . minut

Figure30. Clarke WwA O2 NR2 HY ¢ KA A& a:dnpdvisatibnp&ty FNBY 2dzNJ YA R:

¢CKAA& O2Yy (NI alAy3 cardoyi XOm 7SBL2WIG SNRGINYREoprian dinyed to/ w A

respond musically to concepts and metaphorshe text of the Medievald 2 y Y RSI G K | & f
eclipse,life aslight. The harmonics were produced by blowing smoothly, directly into the hole

that remains uncovered between the fingers irfoak-fingering®*® usng a flute embouchure

technique. This pradgces sbtle, ary and glassy upper tone¥’ | also @ded red whistling into

the holes of the recorder. These sounds are followed by the resumption of the traditional

playing techniques to recathe NB O dzNNBAYWIA WHS & ( MeNiBval®2 2 F  KSE & LJa
pasaim tocensYfrom &B4@o 9D2@in Recordaii this incorporates thirds and @wths wih

their inversions (see figure®l and 32).

Lilting

Repeat ad lib.
tempa, inversions ete. ad lib.

I YT
s

wait for

silence

[ l—-.;; - |

Figure3l Clarke WwA O NR KA & adzyr I (pr@)yfallifighyBstties2 dzNJ YA RA G Q

o
g

Figure32a SRAS Q@I f a2y 3 W9 OffallibgfgasiiresLI 4 adzy (20ASyaQ

BYWCc2N] 2N ONR&a TFAYy3aSNR ydoding O \oritkodhie Ad/S { RhdPpeiiydEQ | K2
Bolton, Work or Crossringeings onthe RecordeQHandmade Recorder& Flageoletsaccessed 20 July

2019, http://www.flute-a-bec.com/doigtefourche-gb.html.

137 A beautiful example ofhe use ofthis flute embouchure technigue im contemporary work isLux

Aeterna (19921994) by the composer and recordeperformer Markus Zahnhausen, dedied for

recorder performer Dan Laurifthe title Lux Aetenawas taken from the Communion Antiphon, part of

the Requiem Mass)Zahnhausen refers toya WA y a (i NHzY Sy (i Icfto thd2r&drdéBTOe A RA 2 Y I ()
extended techniges e utilised are similar to thdd a dz33Sa G SR Ay Mdrd infaidlatiod wA O2 NR
about Lux Aeternacan be found atathryn Bennetts and Peter Bowmakux Aetern§ 2015, 130,
www.bennettsbowman.org.uk/get_libdoc.php?doc_id=228
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ExeYy RSR (SOKyAldz$Sa NP |faz &RFRSRY OKZORERD I & P
described them)are produced by elktronic echo effects, timladly altered by te use of
different recorder tehniques such as tongue vibrato, air sound &ndlato, asillustrated in

figure 33 (11€52@0 12Q12

mtroduce much
longer notes - flutter, air sound ete. ad lib.
P— ‘l ‘

©
e i 3

o
Figure33. Clarke WwA O 2 NR®&Y oK 2 |j dzkhOriistpRdudett by the ethd @bt
responding to the electroacoustic recorder.

[‘rL‘;;:I\ o introduce longer notes

Finally,thema A O £ O 22O R lash @ece Bikeko&lar) againillustrates
one of the hi§ 2 NA Ot YSIyAy3a 2F GKS g2NR NBO2NRSNE
variety of extendedtechniques to generate, by means of the electronics, an imaginary
onomatopoeic contex This actionstarts with a sidden ewption of the recorded song of
robins (16Q 10@® supplemented by delicate lip tremolo (described earlier) on the

electroacoustic rearder, echoed in the electronics in different pitches.

Episode 5Ww A @12 Nt prophecid RS Of)f NEBQ 069w
W w @2 What mygeries pnd birdt 8 Y dzZNY dzZNDR 6 9 woi @

la y20SR F102@S3 2dzNJ WS LI & 2recti@lp, thoughREodaizd’ OS A ISR
Cycle in Seven Movemenitees work through the first four in ordebut more as a wga of

understarding the connectons and contrat between our \arious musical materials.
wSO023yAaAy3a LI NIAOdzZ | NIMNDS fl Iyi{RA Ageihra@ieansoan ik SSy W
earlier episo@s) led to the conceptualising of a fiftepisode, beyond tb framework of

Recorda. Thisepisode develped a searate rarrative, related to ideas of transformation

processes that occur in myths, sawand instrumentadesgn. Rainer MariaRilke expressed

this dispodion towards transformation processesarstriking manner ad onethat seemed to

somehowmirror ours
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Die Sonée an Orpheus
Y2y RDIG wmH

Will the transformation.
Be excited abouthat flame
wherein athing escapes from you, which flaunts transfigurations;
X F
What stays closed inside igdf, already is solidified.

X

X

Alas-: the absent hammer i upraised!

*Verses 4, 6 and 7 were not ihcled138

The contrasting material of the §ir and the last movaents o Recordarg WwA O2 NR2 wmMQ
andw A O 2 NRe2med @ me to generate a narraiwhich was analogous to the process of
metamorphosis that my modern alo recorder underwent when the miophone was fitted
into its head. Played as wo consecutive moveents, they depict an intense, abrupt
transformation (evidenin the changes in the samities) parallel to that withessed at BonQ a
workshop when the holewas driled into the recorder. Iresponse to my perception of this
narrative, | decided to recontetualise this material within a new framework, creating a
separate piece but developeffom these Ricordi, so as to highlightet experiene of
metamorphosis The reslt wasOiseaux Métamorpigue (2017), for electroacoustic Modern
Alto Recorder and live ectronics.

The conventionallyg NA G0 G Sy YdzAA Ot O2y Sy dQz2 FOtd K SEA N
significantly with the use axtendedtechniquesand theirnontradii A 2 y I t y2ddoGA 2y AY
nQd L Faaz20Al G§SR fsKvmSretediggyf (thelarciénk yain myth GfS NA |
Philomena®® (daughter of Pandion, King of Athens), who lilag gift of singing, bestowed by
the divinities. Acordingto Latin myhology,she was transformed inta nightingale (Philomel)
by the gods to savker from persecutiorby Tero, who had cut out her tongue to prevent her
from accusing him of rape. The sical content represents the myth as tlls: the first part
2F YHNAOGRHURE 684 02 B0dAIRF2 QY RLISKE { 2 YSydna o Kdzyl
of violent tremdos andthe lyrical lines of the recorder respectively, as illustrated in figure 3
¢ K dziicerdoWMw 2 KI 0 LINE LIsxfe3ksSrdusicalySthid flisNds@ d the third
AGNRBLKS 2F GKS a2y3 w{2f hNARGdNNI Ay {&RSNBQ®

Byl A Y SNI al2NAS ( Gw An IiSSouedié{n QrpReng1922).My translation.
139 Qvid'sMetamorphose$Baok VI, 51962).
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oiseaux métamorphique

e =C75
molto ritmico (1)
Ll, il « =60
¢ liberamente, arioso (2)

g —
o
4 3 1 ) - 3 1 1 3 ' 1

* Trigger 1 immediately before the recorder starts playing
** Trigger 2 on the 6th or 7th repeat

Figure34. Aarke, Oiseaux Metanorphique (beginning)

The moment of metamorphosis occurs as a sudden eruption of recordiigs
nightingaks (vhereasRecordarintroduced recording®f robins béween movements 6 and 7,
the latter comprigng this same Ricordd). ThesSO2y R LI NI 2F (GKAa SLIA&2RS
YEAGSNASE ol yR 06ANRASB Y dzN)Y dzNIaZ abiiRkRyylife d & dza G NI § S
nightingak (as illustratedn figure 35).

Slow, hesitant, delicate » =c. 40 (3)

?
fan ¥
S2—1
[ )

¥ I | : o e I T ¥ I T 1

=P

Figure35. Clarke, second part ofOiseaux Metamorphique® ¢/ 2 NNBalLJl2yRAyYy 3 (2 WwAi 02 NR;
YealiSNARSE ol yiRRexdrdddR a 8 Y dzNJY dzNI

The transformation islao highlighted by means of the journey from ¢hmelodic lines of th
FANR G LI NI EK IV sMBUEROIR Sndered from the traditional technique, to
the onomatopoeic new content of the second padzi A y 3 SEGSYRSR GSOKY A lj dzS

words:

The title ¢ Oiseaux Métamorphique seens to me to refer to he
metamorphosis oftie solo into themassed fhies, the tranformation
of the rhetorical first part into the birdsong of the second, and the
metamorphosis of the archaic recorder into thmodern instrument

the piece is written to shovase.
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However, heconfirms that Wi K A &nal hdSohiZti@does not epresent the gnesis o the

O2fft 02N GADBS 62N] X G6KAOK gl & I|eiNth ¥ereddivé ré | 6 2 dzi
framing of what hadalready been composed. Clarke also nat¢hat WK A £ S Ay ®wAi 02 NR?2
thought of the chods as rather Mesiaenlike, the textureof WisorR2 MQ NBYAYRSR KA
Wt f dzaASdz2NE hAaSl dzE RS& S NDNESSEa RS H MSFS GOW {F2NRSY da
sur l'au-dela... (1987¢ 1991), and that theuse of bird samplesx¢éended this referen8 Y WA y
Oiseaux Mtamorphique, the suddentransformation of the texture when the bird samples

enter is a very Messiaendevice:different material just sitting next to ach other with no

0 NI y &R Tihus? yhe Gitle Oiseaux Metamorphicei consolidates all tis in echoing

Messiay (Diseaux Exotjues (1955). Oiseaux Metamorphiquean be listened tan Output 2.2

(Audio) The scorean be found afAppendix2.2.

/| 2y Of dzi bosgRarratidelofOS O dzZNNBy 0S4 Q
Instead of focusig on ahistorically informed practice tha looks outside the perfaner,
seeking authenticity, exploring these episodes within the RECORDARI pifae usdeeper
into our personal perceptions of multiple gi& In chapter one, in the specific context dfie
recorder and piao project, | explord howthis layering of terporalities might be experienced;
how they might feel. Schiffman discusses the experiencE o Wi KS 02y GSYLR2 NI ySAi
y2y 02y i SYLI ddd fiSvbrisi éncapsulate what occurs withime episales of
Recorari:

the principle ofthe contemporaneity of he roncontemporaneous

operates not only within these temporal frames but between them,

as he narrative flow of an ancient historical accowswitchesfrom

one linear or episodic frame @nother.¢ KS & S LM BdzlLdh & G &a¢ X | NB

140 Other references considered by Clarke were: Majaros? &3 W fuétyfdiin Brdsan@ Méniketic

Evdution of Songs orGNJ Y Y | Nd&uma Df Meratics - Evolutionary Models ofinformation

Transmissiors, (2012) and Martin Rohrmeietef ¥ Wt NAY OALX Sa 2F & G NHzOG dzNB 6 dz
and animal sy 3Jaurnal Philagphical Transactions of the RdygocietyB 370, n1664 (2015):107:121.

111n his bookThe Brth of the Pag Zachary Sayre Schiffmdnaws on the work of Donal Wiz so as to

explainhow the Greek philosopher Polybius (c. 208 125BC)conceived of tlke blending ofa variety of

Wi &AWVS 6 St OKnit¥ Gnn waizlids Rachipssssing its own order and sifioance, into one long

narrative of occurrenceZachay Syre Schiffman,The Brth of the Past(Baltimore, Maryland: Johns

Hopkins University Pss, 2011)66.

142 KoselleckdestNA 6 Sa 2 y Sremogefh 3emporal edpede@ S Q &4 WIiKS Ote/ i SYLR NI Y
y2y 02y i SYLRNaysbekDMA & GsBNRRS &1 | YR C2 NYih Rinharh YS  { (G NJzC
Koselleck and Keith Trib&utures PastOn the Semantics of HistoricBime(Columbia Univisity Press,

2004): 93-104, http://lwww.jstor.org/stable/10.7312/kose12770.10.
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all ontemporaneous because eh me denotes a different kind of

synchronic process or patteff®

WSO2NRINREIII BEENBRYWNBZOBINRQS 06S02%8areideadf AYR 27
experiencing, simultaneously layers of history ificluding myth) and awtemporaneity
broadens ad errichesour awareness of the present, thus influencing the moment (and the
experience) bperforming and listeninglt also draws out the amplex, intertwined agencies
involved in a peiormance: primarily hose of composer, pesfmer, instrument and nation,
but also the instrument maker¢ who incorporates their unique sound concept and hesic
into the voice of the instrument through pacular manufacturing processeg and the
electronics, which echo ahtransfom (recontextualie) the recorder voie.}**

Improvisaton played a crucial role in afitages of the projectiexamining the
electroacoustic voice of my ERexploring instrumental gestures axd develogng sonic
environments; and combining the facets of my performance pewmnae This personae
integrates aspects o my identity. my tacit knowledge as recorder performer, constituted
through my long term experience of playing early and conp®rary music, my sonic
imagination my ways & expressing myself wusically Y & WK ’sdlih r2latdd Qo life
circumstances as well as my ways of perceiving, interacting, responding to and creating,
musdcally, and the embodied combination of and intinmatreationship between me
(performer) and myristrument.

The considration of factors sut asthe origins of thenstrument and the meanings of its
name, the potential of the instrument as a symbol in &§y O2y GiSEG (KS O2f:
perception of the pecfic instruments, and our personal percepty & 2 F { K@astsNBS 02 NR S N.
generated diférent criteria for seledng the instruments, thus reframing my accustomed
routinesof instrument selection

Finaly, in this project, | exposed and explored eac$triiment as an active agent® ¢ a
container of 1 KS W& 2 dzf ;Qan &n€ient lvgice &nl reviver of the pastc but

143 gchiffman;The Bth of the Past73.

WLy (KS OKIF LI SNIZ WITKNIREY Ealksbm@eé? ehd Bistributed Proses in
ContemporanMusic makingLaws refers to (athreveals) the multifarios forms of agency interwoven

in the performance of a specific piano work, her objectréd y 3 Wi 2 2FFSNI AYGAYF A2y A
adzo 2S00G8 Qa O2 Y l0atked BawsYidrtKA A LI M ATolEbarabive lant (Mistribted

Processes in Contemjpoy Music making ed. LaurerRedhead and Richard Glover (Newcastle upon

Tyne: Cambrige Scholars Publishing, 2018321

145 Maria Alvarez referd 2 | -thedretdbnotion ofagency according to which an agds something

or saneone that makes things Ippen, someone with the poweitcause things. This préheoretical

notion of agency ey R& (2 X Ay I y AMatialiAfarez Bdentd and TwavaySPswers
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smultaneous® & | WiAYStSaaQ @2A0S3x (G2 0S ing®N

dynamic experience of time, expressed mugjcal

Proceedingsof the Aristotelian Societyl13 no. 1 (2013): 102 https://doi.org/10.1111/j.1467
9264.2013.00347 .x.

o]

(0p))

ADS

Pl



117

Beyond the AcousticEnvironment, Collaborative Project 2:

Recordeur: One Who Retdd

Carmen Troncoso (remters)and Lyndte Quek udiovisuahrtist)

Outputs:
 Recordeur -ll. A twomovement audiovisual work portraying the electroacoustic
Modern Alto Recorder (ER).
1 Recordeur Whistland Recordeur Double Reders Two separate agmovement
electroacoustt works portraying the whistle and a selected combination of double
recordes.

1 The Birth of Hybrid Research poster with audio showcasing BER.

Figure36. Quekand TroncosgtK S WNXB O 2 NRS pfubm@ry, indtdBnierisf devises Left
Audiovisualartist Lynette Quek.

Aims
Through this project, | aimed to:
1 explore the sonic possibilities and the visuapaut ofthe hybrid
design of my electroacoustic recadwith its builtin mic;
T examine tle dfferent possible oles of the cdlaborators, their
instruments and associatetechnologies as suggested by the
SFNXI&@ FYR Y2RSNY VYSIYyAYyARRSND>IGKS 9y 3t )
developing creativeaudiovisuaresponses;
1 collaborate, exploring live duo imrovisation  within

electroacoustic processes and developing araudiovisuakontext;
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I examine processes of instrumental and sonic transformation;

1 re-contextualise recalers andrepertoire.

Instruments
The following insuments were used in the project Radeur: One Who Retéd:
1 Modem Alto Recorder in E by Mollenhauer Company fitted twian electroacoustic
system by the Frenctecorder makePhilipp Bolton, pitch A242;
1 whistlein A by Chileamecorder maketJorge Motero, pitch A= 462;
1 descant recordein C and alto in FBaroquededgnsby Clileanrecorder makerJorge

Montero, pitch A= 442,

The following table illustrateBow these recorderswere usedin the works devéoped in this

project:
[Early]Recordeur-II- [Final]Recordeur-II Reordeu Double Recordeur Whisgl
1] L Recorders
(Two vesiors:
electroacoust and
audovisud)
Electroacoustic ER Baroquedesigned Whistlein A
Modern Alto descant in C andlto in
Recorder (ER) F

Equipment utilised The BricastiM7 and the Lexicon PCML8reverb lardware pocessors
availabe in the Trevor Jones Recording studio at the MuBlesearch Centre of the Department

of Music, University of York.)

Introduction
The primary objective of the projecRecordeur: One Who €®ells was to examine thesonic
spedra of myelectroacousticModern alto Recorder. However, from the very beginmgrof the
project our exploration reached beyond the sonic experience, beramsr roks ard
participation in the development of the artisticleas needed to be unddmod, defired and
the implications aknowledged.

We had agreed that we wanted to explothe expressive visual potential of my ER

not just its sound; and its img@ct in elciting aeative audiovisualresponses. As a result, my
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collaborator,audiovisuahrtist Lyrette Quek, reflected in threseearly stages upon the nature of
her role and expeise. From the start of our collaboration, we agreed teareate. This reant
expanding aur usual roles: mine into the digital environmehty R [ @ y S G @engde Ay (2 LIS
(as acomputer performer). Our grformative voices should always interactyith individual
artistic ideas weavingpgether inthe material andthrough theunderstanding aeated in our
improvisations'4®
Together, weexploredthe ambiguity of the manings and ries fourd in the origins
the word WNBRRS N ® hy S 27T [ dby Bei hadk@acund MR & sBundendgh8ef, A Y S
was to record (capture) the reader (muscalinstrument), utilising recordergdevices), which

defined the genesis of oyorimary electoacoustc framework Wesummarised thisas follows:

In the beginning, the rexdeur (Lynette) with the recorder (device)

to record (action) the recordgmusicainstrument).

WwS (St fis ¢oRtexE mdanf deliefoping diverse musicalrratives cdlaboratively to

portray dfferent instrumSy da 2F (GKS NBO2 NRi®Ndratroad®d Bt dzi A 2 Y
environment. This also included the recontextudiisa andrepurposing of aims and material

from the RECORDARI project.

TheQreativeProcess

Exploratbn of the dectroacoustidModern Alto Reorder: [Early] Recordeusi HIl.

During the initial recording stage of the project we undertook improvisategordingsessians

with the ER exploring th@ew, expanded identity of myecorder, afer its surgery,as a

combination of instrument and devices. The first question that we posed melves was the

extent to which an electroacoustic process could be allgped asa collaborative live
performance. Bth collaborators were exploring our roles a8NJB O 2 NJI® Ndltan a Q @
microphone ¢ the ERreceiwes a clean signal without environmeihtaoise. This meant we

could be in the same room during the recordiregsionsW lf&mingQ (2 3SHGKSN®» Ly I

recital jointly presented on this project, @k explained:

We wetre recording and listeing to the playback through the studio

speakers, wldh is usually not feasible when recording a pure

46ThisF 2 Odza 2y GKS O2f f I 62 NI teechdition ofggkaph®dound pogzh flar £ S R (i 2
our voices and languages (Chinese, English &adtl $A &8 K0 X ¢ A (i K 2 aziinstrandehtd oW NB 02 NR S|
devices.Epigraphis not oneof the doctoraloutputs as sah but carbe heardin example 25.
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acoustic instrument. Ais alloved better direct communication
between the both of us, thus increasing efficiertoycreate and ihd

more interesting sound during the study sessiong?’

| (therecorderplaye) was exploring methods of portraying and performing sounds on
my ERI improveed cambining the natural voice of the recorder with extended techniques
such ashumming (voicetogether with the recorder sound), randomfingers movement,
different articulatons, lip effects, frullato, airy sounds, tremolo, glissandi, microsoaaed
different vibrato techniques. Lynette (the audiecorde) also improvised, using a@ktime
procesang of the performance. Shevas cgturing and creating new adaptations dhe ER
through the use of various technological equipment. It was, therefaseQuekput it, W two-
g1 & SELX 2 NI} (% @hddugls yiRibtéradtbuizdiXdur persare we were ableto
explore the instrumentmore deeply, generating, together, a kind of eoposit instrumental
YasStFQo

The resulting collection of materials producidthis recading stage forned the basis
for the subsequent process of selecting, editamgl layering. Smarately, we each listenetback
to that material and combined some of ib create a personal narrative, to examine the
individuality of our musicabieas within the collaboration. We then edited and generated our
individual versions, whictan be heard iexample2.6 [Early] Recateur (TN2 Y O2 a2 Q& Y I NNI 0
of her seleted materia), and example 2.7 [Early] Recordeur 16 v dzZS1 Q& y I NNJ G A @S
seleced materal).

Then, after collaboratively exploring different points of intersectiore layered these
two versons one on top bthe aher. Theresulting third piece represeatl the combination of
Recordeur land Recordeur Jlidentifyinga possible jmtly-conceived manifestation of the
musical ideasThis version,Harly] Recorder I{example 28 [Early] Recorder lJloverlappel
structures), ended the first stage of the collabtive process of live performance and post

performance editing.

Generatim [Find] Recordeurdl

The material of the first stage of our exploration fedoi the development dthe final wok:

[Final] Recordeur I-lI. Slight modifications tdEarly] Recateur Illwere undertaken so as to

147 Lynette QuekW /lidboration-based New Reptwire for the Electroacoustic Modern Alto Recorder:
Recordeur-llz Q [ SO dzZNB  Nt&Ediuiih ROfL7: Rymeuditbriim,IURdzsity ofYork, 2 March
2017.

148 bid.
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refine the coherence of the musl resul. The resuting narrative was defined af=inal]
Recordeur.IThe next processfor creating Recordeu Il, comprisedboth new mprovised
m-GSNRAFEf X gKAOK Ay O&ARSRI O KSHeNRSIR? SRdNE /| 2 Y
however here plagd (2 N&tot REY the ER, and further processing of the earlier unused,
collaborativelyselected improvised aterial from the first stage. Fram this wedeveloped the
second pieceFinal]Recordeur I

ThisRecordeur lhad a more experimental approactisintegrating the recorder voice
0KNRdAK [&ySidsSQa | LILX A GekingAtehhiquesT EntallyF thes NB y
Modern Alto Rcorder broke free of its acoustic form, immersing inew being fully into the
digital realm, completing the path toomic metanorphoss. [Final] Recordeur-ll can be

listened to inexample2.9 and example2.10, respectively; havever, Irecommend approdung

them in their audiovisualersion, inOQutput 2.5 (Video), later on this commentary.

Evocatiorof MedievalSonorities within Hectroacoustic Works

In the process of creatingrnal] Recordeur Jla bridge formed to the pject RECORIRA a
connectbn that we then wanted to explore separately. In ouoles asretellers, we linked back
G2 w9/ hw5! wLQa aSs| NedievafmaseJThisBduz tlRpBrpdse matrialLX | &
that had been recorded fdEpisode 2 oRecordai; with the whistle, and b evoke (and record)
an imaginary Medieval double pige, as an alternative instrumenhot considered in
RECORDARYI, thus, generatingew cotext.!*® 9gnificance was given to the poeti of the
process and the collaborative creatiohmeaningrather than 1 historicaly informed criteria.

First, we undertok a studio recording session in which | explongldying two
recorderssimultaneouslyto sugges a Medieval atmosphere, recallig the Medieval context
examined inRecordari Sirce the purpse was to devéop an aural experience, the visual
aspect of the regrders was not taken into account as a criteriondboice of recorders, irhis
instance We then selected an excerpt frorthose improvisations, choosing those played on
Baroqie design mdalels made by Qilean maker Jage Montero, in contralto and soprano
register. The musical material was further processed by Quek, generatindettteoacaustic
work Recordeur Double Recordefidiscan be listened to i@utput2.3 (Audio)

Simultaneously, we wdeed on recontextualisingthe unused whistle material that dd
been recordedin the Recordarirehearsals of theMedieval pieces Trotto, Ductia and
WolkensB A so@ WS NJ al @ QX {2 ecHoScguStiIpiécs pottrgyingStie whistle.

149 This specific context of exploring possible combinatiomsorm double recorders is extensively
addressed in chapter 5.

az
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Lynette undertook tle role of an electronic musidan (including in live perforance), creating a
new environment for the instrumentRecordeur Whistlean be listend to in Qutput 2.4
(Audio)

An AudiovisuaRpproach

Exterding my Modern Alto Recorder beyd the acoustic environmé provoked the desire to

expressvisually, aswellla a2y AOFff e GKS GNIYyaF2N¥SR NBO2NR!
created a research poste(shown n figure 37, also in Appendix2.5) that depicted this
imagined aspect offte instrument,by means ofan image in whichthe changedody of the
recorder netamorphosed into sound waveform$§he poster was displayed, witteadphones
for listening tothe relevantaudiotracks,a K2 ¢ OF a A y 30 KK So ANRIBAC 2F W K& o NR
Recordeur, [the] one who retells...
Experiencing the metamorphosis of sound.
A collaborative project
between
Recorder Performer
The B 3 = e and Sound Artist.
PROCESS
- Real-time explorative and | = To explore the sonic spectra of the
improvisatory studies recently fitted into electroacoustic
- Extended techniques and Modern Alto Recorder
live processing of sounds ¢ * 1o examine {
- Software and hardware (RRE roles across the different ag
manipu.la(ion and within the
Processing oo I | COLLABORATION:
‘ the Recorder (device),
QUTPUTS ' M Recording (action),
- Electroacoustic audio : the Recorder (instrument).
piece "Recordeur | - [I* £d
- Transcription of "Recordeu
I-1I" into a graphic score for
live performance
- Audiovisual representation
ofthe piece e
Sound Artist: Lynette
(PhD in Audiovisual
University of York
2007
Listen 1o excerpts of Tece
Figure37. Quek and Troncoso:Researd posterThe Birth ofa Hybrid.
150 The poster was presentedn 18 April 2017 at the PhD Res competition of tre Humanities
Research Cen, in the Berrick Saul Buyd3 + i GKS ! yAGSNARAGE 2F ,2N]Z |y
meni A opMOK | £ £ SYyIAy 3 (KS radtiCeA B4 S2 NROKNERB 2SOV Ol LI
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hyS 2F Y& NB&ASINDK AYa ¢6la& (2 SEvoesyS GKS
and design might influence a compos€@ & NJ & 2 dzy R | Nipiploadiiita&ollabodde (G A &S
context After the hitial exploration of the visual apect of he ERfor the research poster,
Quek developed a further visual response to both the appeagaof myER ad the sonic
worlds of Recordeurl and Il. In this audiovisualversion, he images were conceved as
YktellingQ producing an absract pardlel perfaomance of the audioAs this process was
SyGiANBte RSLISYRSy( 2yrerucdefpi Qa SELISNIAAST L LINE Q)

The veuals created for the first movement portray thexterior lodk
of the recorekr ¢ uprightand vertical standng. Horizotal movement
across the smeen portrays a sense of time, indicating constant
processing and creative implementatiorhroughout the whole
production. An audio cue to a new section signéie entran@ of
horizontal graphics, racting to the audio frequencies of the piece,
represental in a format similar to a spectrum analyser. This portrays
the harmonic richness of the and textures. Tkse two graphics
then interweave with each other irhe next andast section ofthe
first movement, forming cdierence and a tigher relationship
between instrument and sound, as well as suggesting the relationship
between Carmen and myself

The visals inthe semnd movement, likewise as the audio, take
on a more expemental and cotemporary seting ¢ introducingnew
shapesand speading acoss a wi@r area of the screen. Starting out
with a top-down crosssection of the recorder instrumenthe visials
portrays the internal body of the instrument, reactinprough FFT
[Fast Fourietransform algrithm] analysingmethods. Whe a bust
of noise entersfor the first time, a direct representation is visualised
where the screen is filled up viitan arrayof lines, corveying the
energy present in white noise, rdamly spreadacross a wideudio
frequercy range. White noise can be nalogaisly compaed to whie
light, which similarly contains all colours of the visible spectrum. This
notion is portayed at he monent where the burst of noise occurs
and most light ipresent witin the pieceDespite havig alessdirect
relationship © the audio, thevisuals m this section portrays the

textural elements heard in the audio, engaging the audiencé wit
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different, but ocoherent, style emerging within the piece. This

concludesRecadeur HI as a audiovisuapiecel™!

SeeQutput 2.5 (Video)AudiovisuaRecodeur H.

A CompositeVoice

Overall, by defining, exploring and subsequeirttgrweaving of rolesn this poject, Quekand

| were able to perceive our individual instrumentsre broadly and,n turn, provide them
with more possibilitis. Likewise, ourindividud creative identities met and combined sucha
way as togenerate acomposite distinctive personae manifested in the outputs. Our specific
material contributionsderived from our expdise inthe different formsand contexts ®music
makingto which wehave been individually exposed. Integrating these perspectivesoand
complementary musil resour@s expaded our creative approach. As Quek concludes,
Wi K NP dedligborétignine hve conveged different specialisations, sis andideas nto a
unified entity that showcases traditional performative associations coeibiwith those of
modern techno2 3 A8 3 © Q

151y dzS | @positiordl notes (2017) sharewdth the author.
152 |pid.



125

Chapter 3. MACROFISTUL(ZD16¢ 2017) The Kiing¥/ £ laca A
GontrabassRecorder

Figure38. Troncaso: K Sbiggerthan-Y SQ O 2 yrécdidlen | & &

Carmen Troncoso (contrabass recorder) and Adam Boom@ppserand double assplayer)

Lynette Quekdudiovisuahrtist and sound engires).

Outputs:
¢ Macrofistulis, a threeemovemernt work for contrabass morder (®R), double bass (DB),
surfece transducer and electronicAudio recording and score.

¢ Video, LargeSzed Instrunents AnAudovisualNarrative
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Figure39. Bonser Quek andTroncosa rehearsal inthe Rymer Auditoriumat the Universiy of York. 4
May 2017.

WhatL QY NBIFffe& AGNAGAY3I TngeNof Aa ol a &2
sound charactersfrom the most delicate to really qué intense.
Striving,; 8 OSY RAY 3 X T2 Ndhor¥ shtlBwvé aeli2 0S02YS
limited [to] by these sWUJSND Ay &G NHzySy G a XH

LiQa @S Nt (BdiseRBLa)E A 2 v

The Macrofistulus project, undert&en with composer and prformer Adam Bonser, focused
on develping live performane with contrabass recorder, doié bass and ekctronics.
Macrofistulus as a project, gener&id the work Macrofistulis, of which the first movement is
SyGAlGt SR 40 BEENBIE texXildefe the plain text word to refer tothe project,
italics for the work as a whole andverted commas or the first movement.

Allthe musical materiewas developed withiour collaborative framework, aiming to
explore:

1 the interaction of the two large-size nstruments ¢ thus deepening our
relationship with he instruments and our knowledgef their particular
features;

9 the interaction of instrumentsand electronics;

9 instrumental agency and resistance;

153 Adam Bonser, ematib the author, 5 July 2017.
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9 collaboration, includingmprovisaion as a mehodoogy for getting to know
each otheR & Y dza A Onicimagifath @nd peddchae (#se embodied

combinaton of player and istrument).

The firal live performance incded processes of both score interpretation and impratien,
with fixed andilve eledronics.

Along the way, we eshanged emails fregntly. At the beginning of ourotlaboration,
we met and played at the Uniersity of York wherwe both were studentslater on, however,
Bonser moved to another city. Henamail orrespondence bcane ou means of discussing
our work. This circumstanceutned to our favour, enrichingu reflections and degening
both our levé of communication ad our understanding oéach other's ideas and perceptions.
| will quote from awl refer to this correspndence in the process of documentingaeh
movement. Sincemost of the material was collalpatively devisel ¢ co-created ¢ | give
particular attention todocumenting our postvorkshop discussions about the work, as well as
our indivdual inputs and forms bexploration.

In this commentary | olihe the stages of evelopingMacrofistulusas a piee. First, |
refer to the historical soures that influenced bth the titte Macrofistlud | YR G KS LINR 2S¢
framework. Instrumental researchnd exploation are desdbed, with audio and video

examples.

ThelnstrumentalContext

My research intothe recoder inspired the title of this project. InG KS | NI AOf S WDSN
Musicians and Their Instments: A 14/ Sy G dzNE | OO02dzyi o0& S22y NI R 2
Chrigopher Page exaines the Lain treatise Yconomica(1348 ¢ 52) by Konrad, #&erman

Catholic scholaand wrter who studied and taught at the Universy of Paris. Chapte48 of
Yconomicaefers tothe servants of a household, including musicians eygd to provide

entertainment. Wind players were divided intowo types:W Y | OiN@zFfadaitiy A O N®F Q@ a G dz
Theformer Yskhe one whomakes music with @ NI I (i S"Rvhichicaulsl @ the burduna

(apparently a long drone pipe or a kind of oliphant), s lage reed pipe),tuba (trumpet),

and tibia (shawm)Thelatter (microfistulia 0 WA & (0 K S masif 8na gmiler piped°R S

(that is, a single pipea double pipe, a tgpipe or an organ).

154 ChristopherPage W D S NI | Y  a dzah&iOnstruyients: A MAtR-Century Account by Konrad of
a S 3 Sy pESINEIEIAO, no.2 (April 1982: 192-200.

155 bid., 193.

156 |pid., 193.
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The @ NR WY ONRBFA &G dZ dza Q K SnkighoRtheSole®Ray G A ya ¢
particular type of performer: a windplayer who plays thebig instruments. | wated to
experience and exlore this role. | had reagtly found out thatthe Department of Music ahe
University of York owned a recorder consort, rigngg from the garklein gmalest) to the
contrabass. This condgo from the King Mdel Il Classica Recomderange,was designed ly
makerFranz Kiné®’ The Gdssica contrabassléa called a sub bass) wdsveloped in 1975,
76. It is made of African wooditleer iroko or bubingajs pitched at 440 and is tuned in F,ith
a single F keynp F sharp). It has sen additonal keys, an aljustabde bocal and a rangef two
octaves, andisesBaroquefingerings.Nowadays, it represents a vintage, discontinued design
Iy d¥2 RS Ny umenh iyiaimpaitant to clarify thatrecorders made of wad tend to
deteriorate over time due to constart exposire to moisture andtheir vulnerability to
temperature changes. Bere using the contrabass to develop this projecteéded tosend it
for re-voicingandother basic adjustments.
| began to explorelte combination of conftbass rearder and double bassby playing
in reheasals of the Universy of York ensemble The AS Yo f SR® | SNBX L Sy O2dzyi
sonic ideas whal develming dialoguesvith him in rehearsals for Jennifer WsilesZusammen
i; | found a depth and energyn his duble bass sounls thattriggered my interst in exploring

the interaction between bothlarge instruments and their low registers (figut@).

Contrabeass Recorder Double bass

T

e

) o)
O
Z

G

Figure4O0. Left: register of the CR. Right: retgs of the DB.

| invited Bonserd devebpl  Wdtins®dzY Sy G LJfedt @n8 tNéctllabbibtBrcbegan.

Within this question of the role of t& W Y-NB®O2 NR S ND my J6téiest2 NI S N&
reached bgond sonic exploration into the technical and subjectivespects of playing an
instrumentthat, in my caseis bgger than | am. Asapt of this, | wanted to explora range of
fadors: the affordances ofhis recorder, including th@hysicé hurdles of the instrument for

the player; the experience of producimgmuch lower voice than my ownnathe resonance

157 Swissinstrument maker Franz Kiig first attempted to make ecorders in 198; later, from the1980s
onwards,his sonsAndreas ad Thomas continued his wotrknformation about the Kiing Company and
the development of its rearders can be found atHistory of KiurgQ Kiing: Die Fotenmanufaktur
accesse@4 August 201,/ttp://www.kueng-blockfloeten.ch/.
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of the large bodies of bdt instruments within the venue. sAmacreinstrument players, we
wantedto explore and highlight thexpressie potential ofthe instruments and their presence
on stage, and to delop a sonic narrative that incled eledronics. Sharingthese common
aims and roles, we searched for previsuvorks forcontrabass recorder and dile bass;
however, we discared there was no mateial for this specific instrumental combination. On
the other hand, many solo works for theontrabass recoder awe available, both niated
compositions and improvis@ins (sometines available irmudiovisuaform).

Among the contemgrary cramber music work that include the contrabass recorder,
Les Usinesfor singers, contrabass recorder, nator and electronics, by Benjamien Lycke,
explores not only the sonic features but aldoe visual impact of thenstrument. In the video
of aconcertpresentation inGhent in 2014, two different models of contrabass reder stand
on stagec | Y Ny Fio®® éndzaJBaerold™ ¢ the instruments areboth visually and
rhetorically®® necessary tocc2 y @S @& (G KS (62 GedXiguedaad42. h$ @ &1 SQ
% 2 NR & Yecedsiidiout the war machine during the First World Watherecorder evokes
the factoryX w2 NJf'@he irstrumerts not only appear asound generators but also play a
role that highlights their independent agency. Although this p@& e 2syiafydifferent, it
shares with the Macrofistulus project an imest in exploring in full the chacterigics and

associéions of the instrumat, both sonic and visual.

18 Wi dzLISNRA 2 Q A& OnkabassPedzdeSayi VA WINVERZESAIRIY Q@ (G KF G NBLX | OSR
W/ fFaaAiol Q spijecti L dzaSR Ay GKA

159 |n the late 1950sthe Germanrecorder maker Joachim Paetzold corived the idea of building a

square recorderjnspired by organs that comkénsquareand cylindrical @pes. The recorder player

Antonio Politano has commissioned several wof&es the Paetzold, especially fahe contrabass

regiger. In an interview at th Biennale Musica 201(Politano referred to exploring the instrument

during his collboration with Ronitelli.! y G2y A2 t 2f Al y 2 3, Y8U.Tabs vidéd, 0334, a dza A O
p2 4GSR oe Y. ASYYyl t&/ KDY,y Sdc€s83ed 26y August 2019,
https://www.youtube.com/watch?v=geY1g8wP&+2s For more information about the Paetzold

recorder, e Politano Antonip HEMU, Conservatoire de LausanneRIME: Paetzold Recorder
Investigation for Musicwith Electronicsaccessed 25 August 29 http://prime research.ch/ (A sound

and music catalogue are available).

160Bythetoricaf & Y S O SearilKNEIQ (LK SY O 2 Ypuipose® damanip@atel(d duide) the

way an audienceperceivesa givensubject in thiscase (ad explain), Lyckdraws attertion to the ways

in which contrabass recorders recall both sonically and somehow vighalljactories making war
machinesduring the Frst World War. Benjamien Lyckd,es UsinegsYouTbe video,07:11, posted by

¥Enoa communiyQx~ 21 May 2015 accessed 5 uly 2019,
https://www.youtube.com/watch?v=bloulC6Krp¥xtract from the final concert of theomposition

workshop organised by LOD music theatre in December 2014.

161 Benjamien Lycke.


http://primeresearch.ch/

130

Figure41 (IS ¥ G 0 4 dYLNSAHErad8s recorder.2Length: 2 m

Figure42 (right). Paetzold contrabass recordef®®Length: 1.2 m.

Here t is abo irteresting to metion the work of recorder player Anna Petriand
flautist Fabrice Jinger, who have developembertoire for the contrabasrecorder and the
contrabass flute with electronigs G Kdza | f &2 & 2 NJih ahBlectrodousticy | ONR T A &
framework.
The work hat influenced us most waSeascapéy FaustoRomitelli*®* However, like
most solo contrabassecorder works this piece vas written for the Paetzold instrument,

addressing #& specific sonic features. Playing ttietage Classia Kiingrecorder in this progct

182 @ dzNOSY add 2y { NAIS Nl 2 B, SDvailble from King  Records,
https://iwww.aswltd.com/kueng.htm (accessed 14 July 2019)he use of the picture was kindly
authorised by Stefanigin an email set to the autha on 19September2019.

1830 2 dzNDOSY W/ 2y (i Diditad imagd, avaibleFrolr&A4DIEy Kunath Recorders
https://www.kunath.com/product_info.php?language=en&im=p190_contrabasgecorder-solid-
cherrywood-paetzoldby-kunath.html (accessed 14 July 2019he picture was kingl authorised by
Joachim Kunath in a@mail sent to the authoon 31 July 2019.

164 The first recordimy of Faug 2w 2 YSeais&p¢la®ANa@r Paetzold Contrabass recorder, played by
Antonio Politano, can be heard dty G2y A2 t 2f A (I i 2 Seasbapd (A294) PaetwoRI Y A (G S
reO2 NRSNID>X | 2dz¢ dzo S QGARES\2AT Y n " EOIP, >acodsikii i Augus ZDE7,
https://ww.youtube.com/watch?v=uBr3Vmy5EdI&t=34%recorded inScily, June 2008


https://www.aswltd.com/kueng.htm
https://www.kunath.com/product_info.php?language=en&info=p190_contrabass-recorder--solid-cherrywood--paetzold-by-kunath.html
https://www.kunath.com/product_info.php?language=en&info=p190_contrabass-recorder--solid-cherrywood--paetzold-by-kunath.html
https://www.youtube.com/watch?v=uBr3Vmy5EdI&t=349s
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placed my search for sounds in a differérame. for example, he first musical gesturanithe
convenfonally notated scoe of YaONR FA &4 G dzf dza Q RNIWE?2 @ yi SIKSY MapdR yd
by Romitelli, ex@lined by Politaro as

sounds created [withh the Paetzold design] with the softest
dynamics, whiclare mainly breathing noises with a yesulile tond
coloration, [which] can be produced in the first octave on all ke
combinations. Due to modifications ithe length of the sounding
tube of the ingruments they have additional nuances dartolour
differences. Thus, it is possible to produexture madeby this kind

of emissionas®ciated with regular or irregular fingeg patterns!s®

| took this specifiinformation as @ inspration to searchfot  { Ay R 2F WgAYyR 3Idza i Q
the Chssica contrafissrecorder!®® One significant differere betveen these two instrument

desigrs is the location of the labium (or lipywhich is a complex sonic generator. @re

Paetzold modl (figure 43), the lipise & A SNJ G2 NBIF OK 0 kit Rand thandaS LIS NJF 2 N
the King model. On the latter, theplis positioned very high ad is almost unreachable (at

least for me, as illusated in figure44). Furthermore, thesonic regponse difers sgnificantly

betweenthe two models, especially in terms ofertone conter.

165 pPolitano Antonip HEMU, Conservatoire de LausanfRIME: Paetzold éRorder Investigtion for
Musicwith Electronicsaccesed 5August2017, http://primeresearch.ch/.

166 Detailed informationon playingw 2 Y A (is8ond d&l @eito techique can be found orPolitano,
Patterns on Subtones, Wind SouRRIME,

http://primer esearch.ch/index.php?option=com_content&view=article&id=8@&iid=262&lang=en


http://primeresearch.ch/index.php?option=com_content&view=article&id=80&Itemid=262&lang=en
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Figure43. Mufioz lip position in the Pa&tzold contrabasg®’

Figure44. Troncoso lip postion inthe Kiy’ 3 tYW & a A O hsQredorley (i NI 0

SonicExploration of theContrabassRecorder

Early in the collaboratiorBonser and wanted, as performersio expbre our instuments: to
examine our pesonal relationships with them and to atid to the sonic dallenges that we
wanted to overcome in oder to address the aims of the project (as seit, above). We
recorded ndividual sudy ses®ns in which weexpored and organsed our sounds and
gestures. Again, this was not just about sonicptotation, but ako abou experiencing and
workingwithtlS &Sy aS 2F (GKS Ay a ldetddMie digpaRtd expiadedith I K (1 Q ®
the mntrabassrecorder:

First 1 aimed to extend the register of the contrbass recorder as high as possible,
defining the high pitches thatl later used in bar @ of the fira movement and in the second
movement. However, | decided not to fix them the scoe, to allow each peformer to

expore and fird their own response to #specific contrabass model they use ($iegre 45).

167 The use of the picturavas kindly authorisetty Pada Mufioz.(See witten consent in the Apperdlix).
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20
CR. !g ¥

Figure45. Bonser,Wa | O NP T Ba&20: @zfpldeagthigh notes on the contrabmecorder.

Next, Isearched for a techniqueto produce upper partials beyond the tessita. These
upper tones appeaed when bowing only the side edje of he embouchure. The @ser to the
edge of the embouaure | blew, the airier the sound became (this is commonltsiaes of
recarder). The ovedppng sunds between the low registeg from which | departed,
searchig for the harmonics ¢ and the hamonics| reached, highlighté the attempt to
produce afeée Ay3d 2F tAIKGySaazr | azaidd infiglie 48 Twol A y 3
studies m the hamonics can be listened to iexample3.1 (Harmonics study 1)ral example
3.2 (Hamonicsstudy 2)

whistle through/across end of mouthpiece

| J\ N =], Y N
Y — - ) - L — e ~
[3 ¢ ! ¥
i‘ 7 | (fingered) ! ‘ 2
b—3— g
_— o rp

Figure46. Bonser,WlacrofistulusQbars 910: W { A y 3 2 Fwith harBidnitdzNS Q

| explored coverig the lip (asillustratedin figure 44)with the righthand to produce
harmonics and compound sounds. Hovee, due to the high pasition of the lip in his recorder
model, | decided to avd this option. Changing the position of the embouchure connects me
with the whok instrument, wheeas the technique of coering the lip disrpts this
relationship: which wasot something Iwanted here. lalso searchedor subtle microtones
that can be poduced by altering conventional fingerings, and for flageolet topesduced by
playing a few nats of the first registerextremely quietly, such as the E, D and C without
thumbhole. Example3.3 (Canbination of effects sidy 1) includes harmonics producdyy
covering the lip, flageoletone, microtones with unconventiondingerings ad harmonics by
playing atthe side of theembouchure. Example3.4 (Combination of effects stly 2) explores
the overlappingof microtones ad harmonics.

I explored combining snvoice with the low register of the contrabass recorder, and

also wth other cortrasting effectssuch as vhistling into tte recorder, thereby generating

2 F 1
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superimposed dialoges and dissonanes. The® dialagues included Hwill shouts as well as
gestures wih gloomy, dreary, mournful, dreamy, wistful or raving characteiggéred by tie
humming effect;these semed to me quitesoricaly dramatic and allowed me to perceive
sepaately the two entities that the instrument awl | represent: two different but
interdependent sound sources (listenggample 35: Combination of efficts study 3)
Example 3 presents atense, very hig and unstable phrase with humming, in a
gesture tlat strives to oercome heavines. A similar efort to take off, to achieve lightres,
Oy 06S F2dzyR Ay Y2@SYSyd L3I theadutleN®BsF(Audia dzf dza Q>
Output 3.1 from 5Q22to 5Q42@ This gives anexample of how the exploation of the

contrabasgecorde was Bken up by Bonser in the usetbe double bass (see figas7).

S.P. [ )
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Figure47. Bonser,WlacrofistulusQbars 5860: striving to achieve lightness withh the doublebass.

Example 37 turned into the main humming gasture within mowement 111

| exanined the function of breathing with # instrument: the in¢ out exercise of
inhaling and exhaling between other musical gestusgkich may include differensounds
made in he mouth.!®® The irhalation gesure, combined with specific pitches became

signifiant within the first movement: this idlustrated in figuregt8 and49.

Articulations

M Exhale (where specified — otherwise phrasing is left to the discretion of the performer)

U Inhale (as above)

Figure48. Bonser,Macrofistulus: symbols for exhaing and inhaling.

168 The type ofinstrumental explorationundertakenin these studiegperhaps relats to some of the
work of Mauricio Kagelln Solo(1967) Kagel firstutilises the performe® voice and whistlinggxploring
sourds but, aboveall, illustrating a sceneThe sounds narrate, sonorise and visualise a dr€aam
imaginative and psychological dimensiQmas well as the bizarre or peculiar everyday life of aician.
Der Schal{1968), for five players \ith 54 instruments(although e nurber of sound objectsnay vary
from one performance toanother), exploresthe sound ofbreath, screams anda vaiety of combined
sonorities However, tlreseassociatios are retrospective theydid not influencemy processes
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Figure49. Bonser,WlacrofistulusQbars 45: inhale and exhale gestures (@iout breathing).

Different kindsof articuations andattacks, su | & @ NA 2 dzid STHRY A IR ¥ I DR
6 Wi dz] dzQ >dzQ¥ RidzARIZQWP 3 dffitied 0 2 v P dzNY2RbO(hd ) 3D L&l (i 2 y 3
a t | daif) peraissve sounds (for example key noise) on the instrument alsaygu a
signficant role within thework (listen toexample 38: Percussive elements study: kegund
and sputato).
In our worksh@ sessions we ab explored element we were dvelopingfor each
modSYSy Gz adzOK AR S QiKY RWWKISA WentdaflydséRif thethikdh OK g S S
movement, and other elements such & WdzLJ6 S+ (a4 Q | yeRappddSgestuRd Sa o A G |
(listento exampe 3.9: Study pbeats, harmonics and other ekements, &ad example3.10: Study
melody with rhythm and other elements.) Likewig® pour improvisatoy studieswe developed
chords and intervals thatater became part of the pte, as illustrated irexample 3.11:
Intervals andexample 3.12: Meeting within chords.
Throudhout the project, | examined the layers of sound that this contraigarecorder
can produce highlightirg different kinds of compound sounds,oises and raspy gasts. |
tried generally to avoid any nfiled sownds that might convey alackof enegy. | intended the
sounds tobe perceived as powerful, charged with intensitgubtle, delicate and wtable
sourds, neverthéess, were also part of thexploration, espeailly within the first movement.
One efect that highlights the gppeaance of layersia (i Kafutto@Bdch casists of
the production of overtones by graduglbverblowing the same ne. This gsture playsa
significant role in Romftf fSka@capeand 6 A G KAY 2dzNJ FANBRGO 020SYSyi
Howe\er, the resuting effect differs baéween recoder mockls: | wasaware of the difference
in our usage.
We faceda regrettable technicalritation of this earlyClassica model: the absenof
the low F sharpEven though we talked about this, Benincluded it in sorme of his ideasfor
the first movement, & F sharp o G flat. It is, though, possible to reach thigcp ¢ or to
approach theone ¢ by lifting the low F key up slowly but nabmpletely, hence ducing the
pitch by shadowing the Ge@ving he Fkey verycloseto its hole). G more recat modds, this
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wodzt R y28G 0SS ySOSaal NEYin 2008 ;e taked Saridlinge® a i GSa
Wevoted himelf to renew the great basgn Clandthe sud 84 @2 NJ O2y i N} ol aax
manufacturing d these low instruments improved casiderablyboth saund and degnl’® The

YS63S AYLINRGSR Y2RE0Q X&t K6 R ¥\ RKhadiffeczildgsIF A 3 dz

design are partiallyliistrated in figure$0and51, below:

169 Information about themaker Geri Bollinger (Switrland) can be found at

Geti Bollinger Ausdrucksstarke Blockflotelast accesst5 July 2019 http://www.geri-bollinger.ch.

He has contributed to the deslopment & Y S5 LINS & sighsZabd@e ilRpBovement of old models
A1S GKS. w/ tlaaroldlQ

170 Amorg the improvementdo the Kiing contrabass (subbass) recordeodel are:a range ofmore
than two octaves (including the low F shar@; wide bore and largdinger holes that allow the
production of astrongsoundthat is still rich in overtonesa more sable and less noisy key systdor
the right hand and a small removable cup thahakes it easier toempty the bocalof condensation
Detailed information @ 2 dzii dzLKSSNMBASs can & found atKing: Die Flotenmanufaktyrlast
accessed 05 July 201Bttp://www.kueng-blockfloeten.ch/cms/en/recorder/superio/superigsubbass
in-f/. As desribed above, therdnasbeen innovative exploratin in themanufacturng oflarge ecorders,
seeking bth ergonomic designs and richnesktone within a chronatic register of two octaveswith
some additional higher notes. Other contrabass recordaodelsworth of mentionirg are the Moeck
subbass ecorder in F (viich also ks asingle bottom key without B K N1J> f A1 S (ke YNy 3I WY/
aforementioned Petzold contrabass recordemanufactured by both Paetzoldand Kunath and the
Coolsma Millenfum Sibbass [Contrabassjn Birch (¢ KS vy | YeSniuyWa A § I & that: df &
Dolmeti OK Q& f | NB SecodldirsjzwHeiS aredduréedtly Wavailable. Information altothis
Millennium model can be found dolmetsch Organisation 20002013, Wlillenium Larg Sqare Bass
Recorder® Dolmetsch  Online: Millenium  Recorders accessed 23  Augwst 2017,
http://www.dolmet sch.com/millennium.htn


http://www.kueng-blockfloeten.ch/cms/en/recorder/superio/superio-subbass-in-f/
http://www.kueng-blockfloeten.ch/cms/en/recorder/superio/superio-subbass-in-f/
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Figure50 (left). W/ fick & a Y R Adjugable bocal, single Fey, made of iroko @ bubinga.

Figure51 (right). W{ dzLJS NJ 2108 Bo¥alNbjod, dduble FF#key, caved windway, made of dark
stained male.

Pesistindihe Instrument

Fnding a comfortable postion with tK A & -tHanime' firStNiment involved a basic,
significar task: explomg the relationshigpetween my body and its design. Conversely to what
is felt playing smaller recorders in 6 S A nfi@ofistldzac®his project was partly concerned
with exploring the difficulties of carrying large instruments. The adiaof opening tkb
recorder's caseassembling and disassembling its parts, cleanindér gradising, moving it

to its staage plae; all this £emed erarged, as if | was b&oming ax ant, able to carry

o 2dzNDOSY W/ 2y i NI Cigitah & imagé, t lavaiBaleO | @ King  Rearders

https://www.aswltd.comkueng.htm (acessed 14 July2019). The use of tb picure was kindly
authorisedby StefarKiingin anemailsent to the author on 19 JuB019.

120 2 dZNOSY W/ 2y G NIToeluse®df the prtti@eNdas2kiDdly adtiiods&i@ean Kiingin an
emailsent to the author on 19 JuB019


https://www.aswltd.com/kueng.htm
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something bigger than myself. Especially during finst period wth the instrument, my
rehearsals were accompanied by a rather heavy m@odenseof a weighty challenge. Thi
relationship wa experiencedas a form of creative resistance, which nade its way into the
forming of the piece itself, somewhatsadiscussed bysallyJane Normanni her article
W/ 2y GSEGa 2Fkla wSaradlyosSqy

Somethingor someme resists something or sorape, makng this
withstanding (re-sigere) essentialy relational or ageatial. Live
performance gives this play of agency a dramétiene and focs,
involving resouD S & NI y 3 A y Japfdpdatéd niatddals b NB

sophisticaed information technologyype artefacts1”3

This feelingof W @ardhgQ he $izeof the instrument and its impracticalities is something perhaps
more common todouble bass plgers, as examinedhithe oneman playThe Double Badsy
Patrick Suskin#* which addresses both dramaticallagnd humaously the relationshp
between double basgplayer and instrumert.
Of course, the instrument, as an entity, exists, butaés not interat. Therefore, what
we actually define as the relationship with our inghent refers to the expression of e
within the attempt to incomorate the instNXzY S yhér&ter 2 NJ SFNRBSy O0e Q AyiG2 2d
as well as incorporating our sétfto the instrty Sy 1 Qa GRR @S ¢IKYBR Ay A (0 NHzY Sy G Q
agency is constituted byts histay: the embodiment of relaté contexs, styles, other
personae sich & players wo might have playedthe instrument,and theinstrument maker
Its wood also caies the storyof a habitat in whih a specific tree grew until it was used for
making this paricular instrument’® The making proces of the instrument, noisy ad
somehow viokent, but beautiful in its purpose (as somehow witnessed in chapter 2), is also
recorded in thematter of the instument. Furthermore, the relationship with the instriemt
alsocomprises a process discosering he instrumey 8 Wique charaderistics, asfito allow it
toexNBaa Ada aStFo 16 NB 2F (KS AyaihddnesyidQa Ayl

173 3ally Jane dtman, ontexts of/as Resistae@Contemporary Music Revied2 nos.2 ¢ 3 (2013):

275, accessed 20 August 2018,
https://www.tandfonline.com/doi/pdf/10.1080/07494467.2013.775805&@mAcess=true

174 Der KontabaRR (980, translatedThe Dable Bass)s aone-act maiologueby Patrick StskindThe
playwaspremiered in 1981n Cuvillies Theatre iklunich, performed and décted byNikolaus Paryla

175 Harriet Oliver WootjointQ TheRecorér Magazine34, no. 3 (204): 108.Oliver refers to a@dar tree

from Henley Parkchosen to make a recordeThe tree may have been from the seventeenth centuwy, t

GKAOK GKS dzik2NJ O02YYSyida (KFG WiKSrhNda Wxentury LI S| &Ay 3
tree to make aecorder inthe 2¥0OS y (i dzNE Q
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act, ash 2 NIy al&as wha +38yia vegendefA yEY (iXSI g2dxa

contextual mmplexity by indicing a state of perceptual and interpretative oscillat2 y*® @

Collaborationinteracting,Integrating

Looking forward to seeinghvat happens!
(Bonse, before a workshop)’’

The collaboration process rfdhe Maaofistulus projectwas a foyr 2 Teating @EheND
rather than a mmmissionbased rehtionship. Moreover, within the project, Bonser and | had
to take on different types otollaborative, exgangeable roles as researchawllaborators,
improvigers, perbrmer-composers angersonae

As meaitioned aove, before this piojed we already knew eachother asimprovisers.
Improvisation was the core of the project; the framework viittwhich the exploation of
ideas, the interaction of our characters, sieetics, embodied gesturesand styles, and
eventually the musical content, arse. Even hough we both generded material and
performed, this description leaves rather unclear the matwf the individud input into
ONBIGAyYy3a (GKS LINPad& @inmser, BonserSidsed fthéseléctedmbisical NJ
material, deweloped overarching stuctures, created the electronic parts, and produced the
final score (which includes both fixethd open elements)However, as improvisation was a
core aspect of the wrk, andl created the corgecorder material the roles are not easy to
distinguish.

The compkxties of mllaboration, especially between composers and performers, are
increasinglybeing acknowledged Y R 40 dzZRASR® Ly KA& R2Wwaf2NI f (K
Colbboration in Contemporary @uposition and PeformanceQ  ul Role exanined different
modds of collaration® 1 A & adzY Yl NB 2F  gKI G YAIKI{ 0S
O2f f | 0@tékkming #oyhCthework of MontietOverall, who describes a model called
Untegral SR L y &', kiin@dy apblfale tothe type of collaboration undertaken in the

Macrofistulus project:

176 Norman,€ontexs of/ as Resistand@278.

177 Adam Bonser, email to thauthor, 18 May 2016.

178 paul RogW ! hertomenologyof Collaboratiorin ContemporangComposition and Performan€éPhD
thesis Unwersity of York, 200).

179 patricia MontielOveral, Woward a Theonpof Colaboration for Teachers ah Librarian§ School
Library Media Researé (April 2005), 14.
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¢KA&d Y2RSt 27F O2 tJid tide2rddt inkvadyando WL Yy G SIANI (A 2y
intense. Rrticipants are involved in shared thinking, shareahping

and shared creation. Collabators slare respmsbility, and

conceptualisation is a joint initiative. Partners work closely together

and develop a synergy that allows them teeate together. The

distinguishing characteristic of this model is thartpers expand

their potential and oceate jantly wha would be beynd their

capecity indvidually.28°

VeraJoht{ G SAYSNJ NBEFSNAR G2 GdKA& (&LJS inerselyA y i SINI
productdS Qd { KS | RRa GKI G Ay i&meWwLiNgG DI A@Stat H o/ RNIOR /N
and K | higse KBlaionships require prolonged periods of commited activity and thrive on
riskd I T Ay 3T RALIf 23 d28In duclse, dskylpaNdd dollatidative v@k/inbdved
and exposed a range of key processs sgnificant in the creative icess: mprovisaion asa
method of onic exporation and mudc making subjectivity as a primary (if sometimes risky)
basis for organising the migsl material and dfining a narrative; collaborative exploration of
instrumental resonance and recognitionfanstrumental agncy; and the steady, intense

excharge of opinions.

CmsolidatingMacrofistulus

The sheer act of selecting [an instrument] nteytantamount
to its conceptual and perceptual transformation.
(S.JNorman, 2013.182

Throughout our collab@tion, Baxser andl, asperformers, developed a persomal approachto
our instruments, considering not only their sonic possibilities and acoustitacteristics but
also ideas that turned the instruments intdound @tors? N 2Wzy R Y INiseligdNE Q ©

180|n his thesis, Roe summses Montieth S NJ f f Qa Y2 RSt a 2F 02ttt 02NI A2y
Roe,\A phenomenology of Collab@tionQTable 1p. 25.

181 |pid. In Table 3, p. 27Roesummarses Johr{ i S A yafexiB af collaborationfrom Vera John
Steiner,Creatve CollaboratiofOxford University Press, 2000

182h 2 NY Iy NbtHefwdy® weihan#! maerialsSally Jand&orman, Eontexts of / as Restnce
32, no. 2,3 (2013) 276, https://doi.org/10.1080/07494467.2013.775805.

183 This idea of#ourd actor€<or Wound narrator€ls againperhaps reminisent of Kage® explorationof
the agency ofinstruments, performers and sound. For instance,n his film Duo (1967%68), Kagel
incorporates a narrative that visualises agithracterisesnusical instruments and sound objsctAlso,
a key composefor this type of sonic and agenfiexploration is Karlheinz Stockhausbknhis operaAus
Licht for example Stockhausemlevelops sceasthat highligh the relationship between performer and
instruments/objects.
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generded three movements tha, in quite different ways, plore the rdationship with and
between the instruments.
¢KS FANROG VY 2d§oaSwisitcedpre ik Gedt@dliiteractions that came
out of our playing together, and the intense diogue betveen these ingruments and their
performers:the macofistulus. KS | AY 2F GKS aSO02yR Y2@8SYSyid 06SO
achieve a totly immersive soundF A St RQ® . 2y aSNJ RSTAYIRAulét S LINR OS
the space where you and sod coexitQ ® oHamc&¥s a key word for this movemeat. The
third movement explored a more poetic approach to the instruments and electronics. The
allusive environmets developed by the instruments in this movemengre/also irspired by
the types of sonds createl within the early improvisatons
Boy & S NIR indud¥d developng the electronics. We talked about their role and
significance in each avement. The defimg of the instrumental material for the electronics
also derived mainly from our recordimprovistions. Thus, it encourages te lsteners andus,
asperformerlia G SYSNARZ (2 LISNOSAGS a2YSoKIG (M8 yaF2N)¥S
Wdza QX dhdeidlimension brgmvironment. | expressed thisaimemail to Bonser, and he

responded:

So | wold geneally ssethe ekdronicspart as supprting material ¢

| would also say that (not always) most of the time, the electronics

are gererated from some ofthe samples we recorded together.
Obviously, past certain degree of processing a soRM & fesh I A Y

kind of irrelevart, but A $ni@e to krow, anyway!"8*

Despit the improvisatory nature of the process, one of our objectives wadfital
create a scar that would allow other players to pick upese mugal ideas and use them
themselves(as in the RECORDA project), exploring other instrumental agproaches and
interactions. The material of the thremovement score was based on the pioratory,
improvisatory process of early workshops in ApridaNovembe 2016, and preparation for a
concet in May 2017. Bmser, asa composer, transcribed our selected gestures aml phrases
and included some new elements. He developed a conventionathtetw score for thefirst
Y2@3SYSy iz Wal ONER dolesi fortzé seéod and kthiydRmowverBehtéWe &hen

performed Macrofistulus live for two different awiences Bdh concets took place in the

184 Adam Bonseremail to theauthor, 2 July2017.
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Rymer Auditorium at the University of Y3R.On examiing these performaces, we worked
on defining the versions afach movenent towards a final recording thatook plae in May

2017.The final three-movement work isas bllows:

Macrofistulus(2017)

lcWal ONR FTA&GdzZ dza Q

HeWwSHEATAYy3a D2R 2AGKAY hdz2NESt @3SaQ
HNigW2 S kgBpeddiRhythm/Traigl dzY YA Y Ik wSYSYo NI yOSQ

Thefull scae of Macrofistuluscan be foundn Appendix3.1. Bdow | commenton
each movemS y (i OcésselsINI

Movementid! / whCL{ ¢ | [ {Q
52 @2dz YSIYy (KS yS¢g Syl NBnkitabtdayya | oAl WwWiz2 |
j dzA G S O2 2 f tidivihére theYpeaX Sfythe dramhappens it's all
quite intensec | think t's fierce, exciting, yesa little bit synthetic but also

thesouR $2NIR ff26a F2NJ GKIG a2NI 2F (KAy3aod LQ

changeit. | can go bacland try to smoothouti KS | GdGF 01 F+ fAGGESS YI @06°¢
makeit last slightly longerLet meknow yourthoughtsiif you like.

(Bonser, 2017.18%

Theinitial ideasfor sonic behaviours and intertians as well as amcipient structurearose in
the workshops in April 2I6. The interactive, improvisaty playing, led meto develop souns,
gestures and phrases thaincreased ny understanding of thespecii @ t W & éontrébas
recorder utilised andevealed to me thepossibilities for deeloping sonic environments and
contrasting dialogues with the ddale bas.

During these early wokshaps, we aeated a loosegraphic score (figure 52) that
roughly ard veguely conained the gestures explored iruoplaying togetherin an attempt to

register what we were selecting ageresing material to exploredrther.

1854 May 2017:riformal concertin the Rymer Auditorium. 05 May 201Chinmera concert (part of the

University2 T , puilid ehéert seriesjn the RymerAuditorium.

186 Adam Boner, email to the author12 July 2017FoY | RA&aOdzaaAi 2y Fo62dzi GKS FANER
material
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'S

Figure52. Bonserand Troncoso: rough graphic score producedly the colaboratorsin the first
improvisatoryworkshops 2016

A peiiod of email exchanging followed his correspondence helped us express and
clarify the idea far and elaments of ths movement Fa example, havingistened to the
workshops of Apri016, | wrde to Bongr about the upbeats, high notes and melodiege

had insistently played in our §it interactions:

| like the idea of writing specificotes br the three notes of theup
beatsand reflecting better vhere to play them frullato. | thirk |
abusedit [frullato] in the first take. The high notesyoursand the
ones | did covering the windo[lip] of the recorderg are a different,
interesting mateial that helps to vary the texure. The melody that
we improvised andthen repeated is alsa thing to reflect on Where
should we play it together? Where sHhduit appear? How many

times, how sigificant should it be in the whole musié?

In Novenber 2036, we workedimprovisatoially on the roughgraphic scoreFrst, we reviewed
0 KS WGdumiDwehatl éxiloed in April and talked about a possible structuoe the first

movement. The draftcore served as a guide to help us remember andemevthe musical

187 Carmen Troncos@mail message to Bonser, 28 July 2016
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ideasthat we thenexpored in the improvisation,in which we created a significarpart of the
materialutilised in the final work.

Later on, Bonser deva@bed a detailed score conventiorally notated¢ organising the
material within a dethed stucture for this movement,which werevisedand changed ntil the

purpose of each section vea@onfirmed Reflecthg on this process, Bonser wrote:

| took the mateial we came up with together, bled it into its
essentials and then structured itrgportionaly, inverted suitable
eledronic acompaniments, reworked the original material, iteraing

this dialectic agin and agaif®®

As part of the process of reviewna development for the first moveant, we

exchanged emails that considered the follog:
1 The rle and ontent of theelectronicsfor this movement.

For exampS >~ a2YS WaNIthO |efeBanics waseh

LISNDODSAGSR o6& YS |a wadld MRaz R¥Q3 TFANBQ
whereas Bonser had deliSNJ} G St & Ay O2N1LIR2N}X¥iGSR GKSY I &
0KIF G &hakeepsSHe space nore | £ A gpedally withia a

dry acoustt ke that of the Rymer Auditorio, in which we

performed the piece.

1 The balance between the instrumentsdithe electronics.
1 The quality 6 the pauses and the dynamism within our phrase

structures.

Fom the beginning of the project, honest and overt communication was crucial to

understanding ¢ OK 2 intknBd4 However, this close communication triggktension,

for there was an indidual effort, along the way, to keep a strong paral senseof expresive

commitmert to andidentification with the content of the piece. It washrough theongoing

dA 8 0dzaaAaz2y 2F (GKS 42 N] Qat @@chiedy delver ajpint e, | yR SE

based on integrative processes.

188 Adam Bonser, email tthe author,27 July 2017
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The first moemert can ke listened to in Qutput 3.1 (Audio) The sore isin Appendix
3.1

a2 @SYSy lizing GodVithiwEik St S a Q

In memoriam Zbigniew Karkowski (1958013)

ThedAdGtS 2F GKAA Y2@SYSy§t g am@nidniadtgkyhaterdre? R
Amstadam in 1992 by the Polish expmental musigan and composer Zbigniew Karkowsk
this tex influencS R . 2 y & 3*NIheafirstg ReMdusbtitle, however, W& 2 had forgotten
GKIFG ¢S 6 SNB D 2oRserQapai dradviBgai®a Kadkdeikied@xt. ldid not react
positively to ths intial title, particularly because we had hdalked ye about its origins or
meaning,so it appeared to me to be breakimgth the common goals and the communicative
basis ofour collabaation. We exchangedemails untilwe both shared the same understding

of the titleQ @earing and function. Bores sensitively expresed his point of view, as follows:

What | want from tle second movement especially is this moving
into an immersive, dlencompassing sonicexperience, wiich cannot
be notated, but onlybrought abou through peformancec indeed,
through the ollaboraton and mutual work of people making music
together. Thisad is somewhat sacred, no? The marriage of
concentraton, perfomative intent to the creation of avery pure,
powerful yet fragileforce. Thisis the magicof community, of peofe
singingtogether, for millennia, bringing spaces alive. We change the
spaces we are in; but also ourselves, we are vibrating, htihe
muskt lastsc aspiring tovarda I ike(EtateR €

Gods, | mean, of emsewe are nortal, fallible, humans. But there
is a certén magica kind of ritual that is unique to us as people that |
want to emphasise; that we CAN change through sound,datihat
we ae all enpowered to lring about this change, both in music and

in our daily lives®

1BporKkar] 2 6 & | & Sea&zbign@\ KiarkowskiWhereLanguage Ends, Musie@nQPoetryFilm
Research AProject 1992 https://poetryfilm.org/2015/02/12/where-languageendsmusicbegins
zbigniewkarkowskiexperimentaimusidan-19582013/.

190 Adam Bonseremail to the author, 7 April 2017.

2 A0KA
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Firststage: upper partials

The firststage ofour exploration for the second movement (until March 201@mbined
NBO2NRSNJ YIFEGSNRIFE i kin@yharmdiBsYh-biea@th@ahdoat-briding NS O 2
guttural gestures; with low, long naes, subtle gesures and intense, higlnes plagd by the

double bass, and an electronic part based on manipulatiospofid waves within the pitches

of the instrumentalmaterials.This primary work delt with the dternating of voices through

the juxtaposition of different spectra. The uppgpartials d both the contrabass recorder and

the electronics played a signifidarole, filling the sonic space. The exaggeratedhaeistlike

effect of moving ai, which occus when altering the mouth posith a the recordeNs
embouchure to produce hanonics, als became a essential element (listen texample3.13

First draft ofthe second movement. Upper partials).

Second stagesurface tansduce
Nevertheless,a new ideaproduced a new framework: thaif exploring the resonarce of the
instrumentsin relationto space highlighting the physical and sonic properties of their gesi
exhibited through both live performance elemanand the éectronics With this oljective in
mind, Bonser explored using arface rangucer: an ekctronic device ablectturnan @ 2 SOl Q&
suface into a medium for sound transmission by amplifyingieations of an audio source
through the object.This exploraion corstitutes the core of the cond movement and the
second sageof its process.

Firg, Bonserimagined thesurface tansducer ating through the recorder. In an email
to the author dated 4 March 2017, he wrote:

Hi Carmen,
Next timeyou practi@ with the contrabas recorder ¢ would you be
so kind as to measarthe diameter of the hde at thetop? Does it
also haveone at thebottom? | can explain more when | see yohut
essentially,you can stick a vibrating magnet onto the wooddai

produces an anesome sound,which we canthen modulate with our

playing.

In May 2017 we first explored ugng this deice, findirg that the hollow bore of the
recorder and its round shape did not alldhe surface transducer to work: it is not wide
enough. The esonator box of the double bass, bwever, revealed an extraordinasensitivity.

Asa resut, the rdationship ketween theinstrumens became more intimate, the sounds of
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the recorder physicalhaffecting the resonance of the double bass througk use ofthe
surface transdwer (placed abse to the bridge), fed by myvé recorder playing and the
electronics. | relised thatthe resonaice was influenced significantly by certain recorder
sounds: multiphonics, distorted or otherwise rough soundand high giches semed to
produceimmediatesympathetic resonances.

Despie having to find specific pitchesand effectsto triggerthis physcal reaction, |
only applied this information improvisatiotig, not fixing anything in a score. | reacted et
vibrations envebping the sce,perceivirg, live, the relationship betweesaind and matter.
Karkk ¢ & { xt@rd Ban&R reflecions on itinfluenced my performance: | tried to embody
YIEN) 2648808041 2K20 KS Sy SNHeé 27 dsdigrRiesreo&ier LIN
seemedempowered, asA ¥  WNBI f AT Ay D dh® ®ilble s, laioy a thbd,a S

asSR

—h b”

conveyedan image ofa kind ofbody ritual, a dramatic awakening of its resonance. As altres
the type of music that | played became moteelia form ¢ W NAniudzk O&ibtrurheiits, the
aLJ O0S I yR (i R $dd & 2umyivBred Wiliities) BHs& presencand expresaeness

produced a kind of sountheatre.

Final stage

In emails excanged after the performances, we reflected on masiaspectf this second
movenent such as tle balance between the contrabasscorder and the surface transduer,
the fundion and guality of the recorder sounds, and the relevance of the visual pres@ntan
conveying a sort of sonic sacrifice. Thatiehship ketween the instrumerts, when usingthe
surface transducer and theledronics, generated an acoustial reactionthat enables the
instruments to seem to touch each other, sonically, filling tpace with vibrations. However,
the experience of plying, andtherefore being paricularly aware of this phenomenon, is
different to that of watching it, or to Istening onlyas expresed in aremail from Bonser dated
5 July 2017:

The problem is thathS NBf I A2y aKALl gA0K GKS (NI yaR
come acoss so welwithout a visual adl ¢ if | keepwhat transducer

WK dzY Q (oK BeNiBcordng it just sounds ike a mistake It

soundsnasty, b T @ o6dzi y204 Ay |y AyGSNBadAy3a ol &c
more spae, and trying to work out slowly evolving pitch

relationships
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Oveall, | was no sure aboutaccepting the roughness of theigeral phrasing of this
second moement, espedlly in audo-recorded form. Some of the recorder sounds were
intended to awakerthe resonance of the double bass but were not p&dsn thenselves;
their function was less aparent in audieonly form. In aremail dated 28 Juy 2017, | suggsted
to Bonse a versioncombiningboth the first and the second stages, the former introdggin

more smoothly the entrance of the loud effectthie transducer:

Colaboratively, the second novement appears to me more
interesting n terms of exploration if we also conder the ealy stage
of YhodulatingQspaces through, as you wrotéjixtaposition of
different spectrdXF in my recorder, E in yodouble basy We both
enjoyed the upper partals at that stage of the processrd the
electronics seen to metamorphose intdhe surfae transduer. | find

it so much nicer now [combined], sonically.

Our amail discussion was indispensable in apprehending precisemeaning and role of
WoundCin this movement. Bonser responded may suggestion, highlighting the importance of

conceivinghismovemg’ i I & | Wt AGBSQ SELISNASYOSs SOSy 6AGKA

| suspect a problem with having just the sound waat the oning

of the secondmovement might YSIy LIS2LX S GKAYy]l ¢S WTIF 1S
relationship with the transducer, later on.do find theNS Q& dfor y S S

YS (2 NBO2YyOAfS K2¢ ¢S ewpddid®it R2 Al Wi ABSQ
as a studio recording for me, movenent Il is 4 about beiy’ 3 SUWX>A &

modulatinga space where the audience fedle vibrations, so that

we all become alivaealise godwithin ourselvesgtc. Obviously, this

is hard to convey on a stereeaording. But it does need mentioning,

somewhere, smehow. Anoher technical prodem with doing the

LINBf dzRS Ay (i MR Witdle@é fratefsing Yuii playiriy Ais

that it R 2 S & gridwithod me being therect KS G 22t &4 LQY dzaAy3 (z
make your harmonireally sing in the opening 3mins 30 are actually

licensed tome and quite expersive,L O bisyifeliide &iem in a Max

MSP pé&ch or other file. Hence to do this would be gite tricky for a

live electronics player, even if they were using my lapfdp.

191 Adam Bnser, enail to the author, 2Quly 2017.
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As one of our aims was to make our work available dther peformers, and the expressve
core d this movement required the levexerience o powerful sound, we dismissed ¢idea
of presentingboth stages linked together.

Finally, then, the audio recoimp of this movement is that of the live performanc
given inMay 2017 However,for documentaton purposes, | include the audiecording of the
first gage (already listenedo in exanple 3.13), as it formed a significant got of the
exploration.

The sore of this movement is in the form of text onlyhd recorderpart, we felt,
shauld be developel anew by each performer, seekirto awaken the resonantbody of the
double bas. The setup and futher suggestions for perfornmece are included in theare

(Appendix3.1). The second movement can bedised to inQutput 3.2 (Audio)

Movement IlY W2 i§ iSperd/Rhythm/Traig Humming/RerambranceQ

| liked your description fothe third movement ® much | think | might call it
that! What do you think? (Bonsg2017.1%

This last movement represents a profoujalrney, whether actual orimaginay, oneirtc or
poetic. It is concerned with thstate of awakingor coming back:tie double basscomes back
to life afterA G & Waz2yAO & wihiNhdvénerd R IdiffedehtyiypeSaF reliionship
between the irstruments and the eectronics aroseout of this process: a symbolic, more lyrical
one.

Wepil K @ signdicant elementhat we aimed to addess in this moement. The first
title for MoveY Sy i L L L gbuitlatedod L for@e Atz 8istinction dié speific sonic
material and the clear defnition of sections demanded a differetitle. | reflected on the
suggestivesonic mateial of thS Y 2 @ S Yr8ojluie asd edefitually we deted to name the
movemert according to the sound environments thatishmatrial (includng the electrorics)
deveR LISRY We Spded/RhlyttimyTraig Humming/Remembk y OS Q @

The recorder sunds utilsed in ths movement also came from the recorded matéria
of the early improvis 1 A 2 yaY WgSiQ &2 dzyR@ypges oK tngoesmnkd,> | NI A Oc
multiphonics, rhythmic gestures that became patterns, datrain-like sours. At his point in
the Macrofigulus propct we deepened our thinking about the thenmatrelations (or
distindions) between the movements, in particulaetveen movements lland Il The i@a of

remembrance is suggested through a receddrecordeNI2 & mikKgdgésure (listenedto in

192 AdamBonser, emaito the autha, 18 July 2017.
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exanple 37) sounding in the electronics. It brings back nuind the dialogues ofhte first
movement between macrinstruments ad corveysa sort of wistful melodc train whistle,
alluding to a deep, remote joney. In contrast, the dauble bass isancerned wih comingback
G2 AGa wasStTQ I ¥ ihtdhys indeBnedigbete?, ikakeNimy @sSsifitgy and
pitches.

The appoachto and daracter of thismovementchanged considerably along the way.
The first drafted version,developed inour early mprovisatons (2016), focused around purely
sonic exploation. Especially at #h beginning of this version, the recorder &gped as tre
protagonist. Example3.14 (first RNJ ¥4 2 F a2 @S Y § Wéed/RhythmMraink2 Sk wl Ay
Hummng/Remembranc@ documens that first approach, in which we had not yet definad
rhetorical relation letween the second and this third movement ae toconnect them and
constuct acoherent meaning. However, the two later, liygerformances (May2017),guided
by the &xt score afined byBonser, added a narrative element, reactigthe sonic ritual of
the second movement. Now, the entrance of tleuble bassat the beginning of this
movementlll appeared rhetorically significan

After that, a deeper understanding ofhe Macrofistuluswork as a whole influenced
the final conceptiorof this movement andtherefore, the criteria for defining the ingimentsQ
roles as ative agats indeliveringthe work® content, and for defininthe role of the gecific
sounds.Our emnails revealus to beconcerned, explicitly, with these matters. Fexample, in

an emailto Bonserdated8 July 2017, | commented:

| hawe douwbts abou the recader ounding soquiet, almost hidden. |

quite like t, though,and 1 dof Qi G KA Yy | assipgrbneds2azo f S 6

build a dialogue with the recorder. Both insinents can act

independently here. | just wonder, what does it meain, this piece,

the recorder undingin that level, inthat® SAy 3 FI M@t 6l &K La A

of an unconsious state? Remembraas? The pa®

Bonse answered as follows, considering the ovejaurney along the tree movements:

The recorder part | would sdaecomes pat of the electronic texture,

as opposed to hidden. This is because bEtoverdl shape ofthe

piece over the thee movemens: first movement, we are equals,

argumentative, in thlogue with each othet YR gA G K WO2YYSy il NBQ

from the electronic pas. The seond mowement, the recorder is
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always foregrounded, modulating the dolgtbass,which justacts as

a resonatingbody. The ecorder ifé 2 dz f A1 S YeBdzQd8 KSNB
ascended andiscended and ascendedto the atmosphere, joining

with the tape pat. Hence,in the third, whenthe double bassstarts

0SAYy 3 WLIX | &S R@se fordte xoyttink df tiou ReepR&

that connection with theelectronicparcy 2 G | & ySOg®aI NAf & WKARR
but definitely morein the background than in the second moverhen

on a parwith the electrorics%

In the end, this movement may be perceived as WpiloguS Q figsti tile): a momen of
nostabia, a renniscence of gestureslisten to Output 3.3 (AudioY W2 Sick wl A Y
Speed/Rhihm/Train¢| dzY YA Y 3k wS Y S Y 6 Nlisii Ofpepdd3.t: KS & 02 NB

Cadusion
As/ NP GG& @ NRGSas thereférd dl rpegnihgful réalA & SucH; i Bbingent
upon humanpractices, being constructed in and otftinteraction between human begs and
their world®* ¢ this is thebasisof Macrofistulus as both aiece and aroject-process.
Despite the exptiit indeperdent exploration manifested in eachfdhe movenments, in
analysing the sequence of the three movents retrospectively a cohesivthough subjective,
musical narrave can bedistinguished. For examlg, the inprovisatory framework defined for
the text scoes o the seconl and third movement®pens up aroad ramge of possibilities for
the development of new versions. The sonic andhetorical approach of future live
performancesof these movements mayliffer corsiderably from our versions to date.
The coldboration with Bonser¢ with his diferent roles and persnal qualities, his
musical ideas and atudes, and his instrumental smd world ¢ allowed me and my
instrument, grarted indgpendent agency,to expressa unigque voice, both human and
instrumental. The four of us ¢ collaborators and irtsuments ¢ construced new meaning by
experiencing sound anighteraction in an integrativeaware and focused attitude. In hssudy
of the phenomenology of compeer-performer collaborations, Paul Roe draws o
SokolowskQ aistinction between Watural atttuRS Q WLYKRSY 2 €SI DI £ | GG A G dzRS
former being theWR S F I dzf G LIS NA gisalCposkiehSwherehs the 2adieinl/olEsN R
reflection on the experiene of that Wy I G dzNJ £ Q & G I NJi éngldgicalaf@tidg’is Y (G KS L

193 Adam Bonser, email to ¢hauthor, 12 July 2017.
194 Michael Croty, The Foundations of SatResearch: Meaning and Rpective in the Research Process
(London: Sage, 1998uotedinw 2 $\Pheridmenology of CtdborationQ&a.
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W @ focus we have wheneweflect upon the ratural attitude and all the intentionales that
2 00 dzNJ &R Thi seéms Ausefdidfor clarifying ourgeessin Macrofistulus. Our first,
spontaneas experiences of improvising anddi$coverythrough playingtogether constituted
ouNJ WllatfiteBID> NB 2 G SR Ay 2 dzN3elGey ashpbribrii@sRcoaBsers Sa 2 F
and personae, and in the agencifsingruments andelectronics; buthis thendeveloped into
a phenomenological thtude through the proceses of practice and flection, with this
attitude cementedin the musical naative, the finalising of the sce, and this commentary.

Ultimately, it would be interesting to addess this poject using other contrabass
recorcer dedgns and to examinethe type of sounds andelationsips thatwould emerge,
considering whether the soc spectra that | utilised with KS YNy 3 W/ f | al& A OF Q | NJ
At the end of this inense expbration, IRA 2aSYof SR (KS ©Ofeesand ol 4a NI
cleaned them, putting them to restin the original old,hard, worn2 dzi OF aS® a& WYl ONZ
NRESQ FTAYAAKSAE FT2NI y2g60

A RetrospectiveReview of the Macrofistius Project

Consideing, etrospectvely, the LINR 2 &utpuit @ e audio recording of Macrofistulu®
three movemens ¢ | realsed that certain apects of our explorations did not materialise as
clearly and overtlyas | had expeed. Listening back over and whing the extensig
performance mateal from videoed ehearsals, conags and studio recordings, lidentified
thoseelements ard listedthem as follows, with a view to addressing them, subsequently, from

a different perspeave:

1 the instruments and theiagency: their preence on stage wittheir large size,design,
resonarce ard their particular hisories as independd entities;

1 the hidden, everyday relationships between instruments and players: the actions of
cleaning, asembling, disassembling, cangiand transportig the instruments and
thentuning and practising tkem;

1 therelationship betweerplayers: rehearsinglevelopgng musical dalogues, organising
the work, discussing, preparing concerts;

1 the role of the eletronics;

1 GKS ARSI dRFQWEA2YAO N i

195 Robert Sokolowskintroduction to PhenomenologyCambridge: Cambridge University Prese0Q)
42,quoted inRce, W Phenomenology ofollaboraA 2, §5Q
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All thesethings had been art of our process put they had beome sutmerged beneath other
matters: they were nbtruly evident in the final pieceln response to these observations, |
invited Lynette Quek¢ who had #&eady assisted us technicallguring rehearsals in
performance ith the ekctronics) and with the sudio recordings ¢ to work with me to
explore and expose these demerts artistically, developing them from amaudiovisual
perspective. | selected spe€fi (G 1 S& FNRBY ioétaffe dniNiatp&d@ tcturedA RS 2
that could reframe these materialsl also wrote an explanatorytext to be included irthe new
work to illustrate the research context in which it was developgedhe questions it was
exploA Yy 3d !'a Ay (KBS OneMBoeRetod Q SW wSd22 \NE B@ tigeh iR S R
helping to constrat a namative that drew thesound and visual eleemts into a new
framework, creating the workargeSized Instruments: AhudiovisuaNarrative(2017),which

can be watched i@utput3.4 (Video)

Output 3.4(Video) LargeSized Instuments: An AudiovisualNarrative (2017)
LynetteQuek: Audiovisuad
Carmen Tronco®: Contralassrecorder

Adam Bonser: Double bass
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Chapter 4 Coppel (201% 2018):Exploring theQreative Potential of
Instrumental Affordances andResigance

Artistic research carried outotiaboratvely by Camen Tronoso (recorders), Roger aish

(composer) andLyrette Quek (sound engineer an@udiovisuahurtist).

Outputs:

9 Coppeby Roger Mrsh, h response to abrief by Carman Troncoso. & one performer

playing abasset a tenor, a tréle, one @ two sopranos andsagpranino, plus reciting
the LJ2 S Yte pwétid Y \icerte Hudobro.

1 Coppel: A Narrativi2017¢ 2018). Afilm.

1 Coppel: A Morlogue(2018). A film.

Figure53. Filming Coppel: AMonologuein the Rymer Auditorium at the University of York,
12 February 2Q8.

The Coppel project, undertaken with composer Roger Marstnd audiovisualartist Lynette

Quek, focused on caeting new nusical mderial for a set 6 specificrecorders played bpne
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recorder perfomer, incluing theatrical and audiovisual elements. Within the cdlaborative

framework | aimed to explorethe expresd @S LR a&aA0Af AUGASA 2F rSELI YRAY
by changinginstruments dumig a musical work specifically créad for that purpose;the

criteria for sdecting aset of recorders (of dierent regstersand thereforesizeg suitable for

this purpose;the affordances of those instrumentinstrumental agencythe perfomer and

instrumernt relationship; processes ofmnultidisciplinary creation; andhe integration of the

study of releant higorical sarces with research dered from and undertaken through my

performance pactice.

Coppel, as a project, generated the w&@kppeknd, in addtion, two films that further
explore the research concermaitlined above, drawingut different aspectof the ideas and
processes. Thecere generated foCoppels also a significd artistic researctoutput; | explain
why later.

Thetitle and content of this project and the sudsquent artistic ideas talevdop it
were influencedby my researchinto the origins ofthe recorder and its aociatedcontexts,
and by mycustomarypractice as a recoraeperformer of moving between differentecorders
in performance: within a movemen between movemats, betweenworksin aconcert,and
so m. This practicds generated bythe historical recorder perfor S NXeiof alzéariety of
recorder models and registers, whicas alrealy explaned previously in tis thesis has
increasedhroughou the twentieth century and bgond.

In this canmentary | refer to the stagesinvolved am the credive proceses

undertaken irnthe project.

Introduction
TheWord Poppel

As part of ny researchinto the origins of the reorder and is use, | came acresthe word
coppel whose meanig and assaiated catexts nfluenced this projecsignificantly. A coppel
was described in 18 by Sebstian Virdung in hidMusicagetutscht A Treatise orMusical

Ingrumentsas follows:

You ned to knowthat one generallymakes four recorderén one
chest, or sixtogether,whichA & O f f S Rwol-discat®, 2MoILIS f ¢ Y

tenors,two bassed?

196 SepastianVirdung,Musica Geatitscht: ATreatise on Musical truments (1511 )translated byBeth
Bullard,(Cambridge University Press, 19983Q
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Figue 54shows+ A NRdzy 3Qa aompelR vdgirt) & fecolder a Renaisarce desgn

mainly made dr playing bur-part music.

Figure54. Virdung: woodcu of a coppel(a consort) d recorders®®’

Six certuries later, David lsicki, a central figurenithe field of recorder research,
interpreted Virdy 3 Qa S E LXollowst GA2y | &

We know from Virdung that by higme four to $x recoders were
genaally put together in a case callec coppel two discaits, two

tenors, and two hsseg®®

Thus,twomeanBa | NB 3IA GBSy (2 (séeScripiglyy & FioS N2 IMDOHANNRSXY 3
6AY (GKAA LINR2SOE NB JRNRSESEHSING SHOW @k &Fffdsob A Q&
translaton ¥ 2 NJa tWEShe referred to as thecoppe). Taking into consieration both
explanations and acceptindne resulant ambiguity, | deided to include both meanings to
contextualse a new praggct: Coppel. | imaginel a casefor recordersabandoned sorewhere,
found enpty but witKk G KS  NBoB2rNIR &idEhQught hat there was something
engagingand podic in the image. | carried orsearching for information about cases for
recorders.
Lasocki conpiled a listing of inventories andpurchases ofléites, recaders flageolets

and taborpipesbetween 1388¢ 16301°° Oneof the personages that caught my attéor in

1970 2 dzNIDSrationwf four recordes from Sebastian VirdurgMusica Getutschtl511) pag 14Q
digital image, created 12 February 2048ailable from:
https://en.wikipedia.org/wikifFile:VirdungP14crop.jp@ccessed 10 &y 2019).

198 David LasockMResearching the Recorder the Middle Ags‘YAmerican Recordes2, no. 1 (201t
18.


https://en.wikipedia.org/wiki/File:VirdungP14crop.jpg
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this compilation was Pets Alamire ¢ known as a manuscript merchanscribe, mimng
engneer, instrumentalist, compaser, digomat, spy, ad perhaps @en awind payer ¢ who in
155354 provided the town of Mebelen with acoker jluyten(case of recaders). This
information aboutAlamire and the case he provided elicitedeative resposes late in the
project. | found myself wondering wherehat case caold be (or could have been), howhat
place would be (or wald have been), and the type of recordathat mayhave been kept
inside.

Int KS I Rehalssanc®ecditlersand Their MakBl& Qacki gnd récorder maker
Adrian Brown stated:

The least disptiable source of information aboutthe composition
and pitchof sets of recorders is their casesf which eidgit examples
have suvived from the 16th century, six still coaihing some oall of

their originalinstruments 2

The idea of these n#erious caes vith their embodied storiesads, in this project,as an
inspirational olfect. | decided to frame thereative workaround this dbject and to handmake

asuitable box. This case, tlmppel(figure 55), becane aprotagoristin the project.

199 David LasocKiA Listing ofnventories andPurchases of Flutes, Recorders, Flageolets, and Tabor
Ppes, 1388; 163Mia Musicque de joyeProceedings of the Inteational Symposium on the
Reraissance Flute and Recorder Consddtrecht 2003 ed David LasockUtrecht: STIMU Foundion

for Historical Performance Practice, 2005), 43B1.Available at
http://music.instantharmony.et/miscellaneous.php

200 Adrian Brown and David Lado, Ww S y I ARecotiers @QriéiTheir MalersQAmerican Recorden?,
no. 1 (January 200624. Available ahttp://music.instantharmonynet/american_recorder.php


http://music.instantharmony.net/miscellaneous.php
http://music.instantharmony.net/american_recorder.php
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Figure55. Thehandmade @mppel case for devieping the Coppel projectFilming d Coppel: A
Narrative at Boatham Bar, York, 2017

The Greative Potential ofthe Instruments

In addtion to the idea d generathg a narraive arounda coppel inits two incorporatel
meaningsi as a set of instrments and the case in which to store thetmsnentsi | wanted
to explorethe expressive possibilgs of expading the recodS N &  NJ raidedrégistér2 y a
by switchirg recorders during a rasical workdevised for that ptpose.As Imentioned above,
changing recorders during a concert is a conmnsituaton for a ecorder performer. When
this happens btween diferent works ormovements ofa wak, the performer has someime
to leave one recoder and pi& another. During ane-movemen piece, there aremoments
that allow for the change of instrunmgs, either in a paise or by wing mly lefthand fingenngs
while pgaying. In elber situation, theperformer must sbp playingor compramise the muical
material in order tochang the instrument. Ina solowork, without electronic treatment, this
transtion can be experieced and wached as an interruption ofthe musica flow: a
WEIR YO A 2 Y Qrbt mlean, névertBdiss, thatthis paricularity of the records NiRusic
makingq the need to change instrumentg hasto bea constraint In fact, it can Bo be (adin
this projectit is) ued and experienced as anti@ctive feature that erriches the peformance

both visuallyand musicdly. Forthe purpose ofthis project, though, the mment of changing
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instruments diring a workis perceivedand treated asa problem tobe, someha creatively,
solved.

The same resiance is heg pursued andexamined whendealing with the small
register o the rewrders utilised inthis project. Recordersiswally have two octaves, as
illustrated in chapteione. Depending orthe recorder moel ¢ the epoch it representsand/or
the designconcept of he maker ¢ the instrument may have fewa or more ptches.
Newertheless this limited register suits consonnusicmaking, which wasprimarily conceived
in a vocal style, either inating thesingng voice or ublingthe voices of a caort of sirgers.
Yet removing the recorder fom this idiomatd WO 3l & 2 d&BIQfor ingance, when
performing a solowork, a chanber music work,r the solo in a concert@ can turn the
registeN & e ihtd & gmssible limitation, depending on the Z Y LJ2 & SNNXLAS NF 2 N SND A
expectations for tle muscal materid they commse or adiress. Thusfor the sale of this
LINE 2&n0ieQ30 2 NR S NiisitreakeB & & gesirition to overcome.

In the first performarce project, ‘Bearbing for Recorders tdveet the Pian® |
examired the benefits & playing with a malern alto recorder, which has a additiond E
bottom note and ligh notes produced withoutthe need to cover the bell hole with the knee,
proving that express/e potential ard new possibilities fo expandig the instrumenQ a
repertoire ae cpined by addresig extar repertoire written for other wind instruments with
alargerregsterc like the flute or the oboe.

Modern recorder models ar usuallyintended b allow three odaves to be played.
Daing so regires not onlyexpertise by thenstrument makeis hut also onsiderabletechnical
skills from the performersbecaise to date, the necessaryfingerings are rather awkward.
Experiencing tlsi efbrt, when addressingmusic that requires an exteded regiser, adds
tension, awarenessand a ertain eagernessThe effortprovides @ expressve element D the
composition and the pedrmance Itturns (may tum) a limitation intoan inspirational dctor.

However, theupdated,improved, modern instumentwas not the protagoist| had in
mind for this projed. | wantedto incorparate different sized instruments that could form a
hybrid, related but nor-historical consort, and to experience the exp@amnsof the re@ NR S NI &
register by means ofa newly created wok that woud provide thisspecific exfprative cortext.
| aimed to creatively shavcase,sonically ad visually, an imaginarPg@erendngNBS 3 A & (i S NI
recorder.

With this concept in mind, | ind compogr Roger Mrsh to colaboratively develop a
solo work for recorders of diferent sizes. Eantualy, the resuling work Cqpel was

conceivel asa showcase of this imaginarinstrument, usingfive recorders ranging from bass
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to sopranino, whoseestures develp a musicthat movescontinuously upwads, with dl the
instrumental transitions tlroughrwritten to give theimpressbn of continuity.

To achievethe idea of a uninterrupted recorder moving upwards in the register
through the change of ineiments, sone elementsof fiction weare agreedwith the canposer,
aiming to hide the action2 T  Wd &d pitking dzLJQcordélS Although thee fictbnal
elemerts becamecoreaspedts in theoutputs of this project, they primarily served the purgos
of exdoring the wgs in which the rangefahe recordermight influencethe contemporary
perf 2 NJv StiNtia ideas- aNd processeand ultimately the perfamance tself. | will refer to

this below, with reference tothe score

Stagesn the Creation of the Work Coppel

TheChoice d Instruments

The new wok, Coppel encompassethe registersof five recorders from the low F3 of a
bassetto the high D7f asopranino, as illustrated infigure 56 (there are two differentdescant

recordersin the picture.

Instruments for Zigpe/

A consort of recorders
to suggestan imaginary
non-ending-register recorder

FHgure 56 (above). A consort of recomtsto suggesta recorder with a neveiendingregister.

Figure57 (below). Distorted Baroque recorder to represent a part 6an imaginay recorder with a
never-ending register.

The coppel, either aa recorder consort or a sa br recordess, is a word utilised by a

Renaissance recorder make (Sebastian Virdung);herefore, t invokes a Renaissarte
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aesthetics and manufacturéor both the instruments and the case as an object. However, as
the projectdid not seek to recreatéhe Renaissancecontext in which the term appel was
mentioned the aiteria for selecting tk performarce nstrumerts was inended only to serve
the purpcse of the prgect: the exploration of possibilities to extend the registef the
recorder by using diérent recorder sizes.Marsh was fariar with recordersof Baroque
design so his recordesound imagnation, prior to composirg, came from these mods. |
respeced that and searched forBaroquerecorders from my collection thavould offer the
qualties thatl wanted to highlight in ta projed, desaibed below

The $x recorders that | cbse have a Baroqueappearance.As sen infigure 56,1 usd
two descam recarder models,wantingli 2 RAFTFSNBY (i R SramDsegfionsoflP@2 A 0Sa Q
the worK). These instrumentsglo not regesent a hisorical Baroqueconsort, trough, due to
their different manufacturing features: somare copiesof a historical Baroquemodel and
others ae modernised desigsibased upon historicaBaroque recorders, asalready examined
in the previous progcts. The comhiation of these instrumats builds a hybrid Baoque
recorder consort, whose sonds andembedded memories (imagined by me) auld awake,
reveal, and fill up a recorder case. From thisgmarose the content for developing eusical

narrative.Figure58 showsthe recorder malelsutilised, all in pitch af= 440 HZ.

Figure58. Recorders utilised in theroject Coppel
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From left to right: bassetW/ fickQay#6irg Recorderstenor WotteterNJbyMoeck Recorders
(utilised in chapter 2); trdie by Friedrich von Heune (descrd in chapter 1); descant by
Moeck Recorders; descant prge Montero; soprano W/ fAlO% &) GR&cordels Fv@n
though all these rearders areable toplay a few nogs above the second dave, Mash did
not venture bgrond their chromatic two-octave range.

¢ K Slasic Bassetand sopraninodt the extremes in the picture) belong to the same
consot as the contrabass recorder explored the WilacrofistuusQproject and share similar
WY 2riseédBanoque O K I NX. GeithérNide doitralidssecorder nor the bassetutilised
here has a key fohe bottom Fsharp. Marsh was aware of that limitatioso he avoided the
use of that note.

The Moeck ®prano model (the seond recorder at the ight side)is the same
Ww 2 Buiighk) dekas the Moeck ko recorder playa inthefira & Y2 @SY Sysdrat2 ¥ CNA § K
(example 11). The Montero soprano (third recder from the right) has @aroqueshaped
wind chamel (athough slighly modernised), whichgenerates rore resistance wheiblown
and thus has a morécusedand richertone than the modernised Moeck. grire 59 shows the

different wind channels:

Figure59. Left: the madernised wind channel of the Med Ratenburgh design. Right:Baroque
curved wind channel of the Montero soprano(slightly modernised in that it is moreopen thanin the
original Baroquetemplates).

As explainedabove, the set of recorders that | sefed repreent different design
aeghetics, and ko, despite their Baroque appearance,different epochs. Thei individual
propetrties varysignificantly, asdo their timbres. These differences weconsciously choseas
they fed into the narrative | wated to ¢S 0 S G2 O2 yadiSthA |j WzblyrERaSiose0
significantly different approactvould be toselect ahistoricalRenaissanceconsort, like that of
Renassanae makers Claude Rafi or the Bassahwothers or contenLJ2 NI NdRenaisgaB@
recorders like Adriana. NB dz]l A Y1 Q& ebQidart Yrangn& @& KR bassetto the

soprano),for instane. That chae wouldhave resulted in asonically and sually intereding
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alternative for the grformance ofCoppel canveying synchrony ancontemporareity in their
design and soundsince he instruments waild belong to the same epochdnif2 NY A i & Q
indead o WRA véndssQ@ C %6d dridIBH show Renaisance consrts made by

contemporaryrecorder makes Francesco Mirghi and Adriana Breukink.

Figure60 (left). Recoder consort based upon instrumentsy Gaude Rafilbefore 1515¢ 1553) nade
by the mntemporaryrecorder maker FrancescolLi Virghi.2’t

Figure61 (right). Recorder cosort based umn instruments by the Bassano brothemsade by
contemporary recorder makerAdriana Breikink.202

Figure 62 shows recorers tken from plae IX of Syntagma Musium Il De
Organographia(1618&19) by Michael Praetius (1571 ¢ 1621). The consortrangesfrom the
contratass recorder to thgarklein(Germay” F @zNIi $1j & Y I  { ogpelid Kghaafy 6 dzA £ RA Y

endessregster Renaissace recorde, granting a fairly hmogeneusimage and timbre.

201 Francesco Li VirghRafi Recorder@Ddciflauti, accessed® July 2019
http://www.livirghi.com/Renassancéafi-recorders/ The use of the picture wasikdly authorisedby
Francesco Li Virghi in an ermrsght to the author orl9 September 2019.

202 Bassano aosort recorder§ Adriana BreukinkRecorder maket Performer / Designeraccessed 9
July 2019http://www.adrianabreukink.com/The use of the picture \as kindly authorised o Adriana
Breukinkin an email 6 the author on 20Septenter 2019.Additionally,recorder makerAdrian Brown
provides ehaustiveinformation about Renagarce consorts inZonsort ReordersQ Adrian Brown:
Recorder makeaccesse® July 2019 https://adrianbrown.org/consorirecorders!/


http://www.livirghi.com/Renaissance/rafi-recorders/
http://www.adrianabreukink.com/
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I

Figure62. Praetorius consort of recaders 2%

In the prefaceto Coppel sore, | suggestedhat a Renaissanceonsort or any other
consat could be usedas analternative for performance of the pieceaslong & the choice

respects the folwing chomatic tessitura

Basset low F to hgh B

Teror: low C to high A
Treble: lav F o high D
Soprano: low C to high C
Sopranino:low F to high El&t

In my own choicesthough, Iwanted to express ak NB 02 NR S NI & ginZagdy dzy A |j dz€
imaginable stdes, aspart of my interest inexploring the expressive potentiand agencyof

the instruments. My criteria for choosing the instrumentespanded  the imaginary story of

the case thatong ago was made to ke them in. This subjectiveanrative attempted to build

a bridge letween an old bject ¢ the coppel case and recaders from its future, and to

ref S aS3 (KNP dz3K allifeS (g€ 2hh REndeOmbatodiin tteO 4 SQa

history, which arvived epochs and styles afisforming its manufactue and the sonds that it

203 pjate IXofa A OK I St t Jyitagria2MBiocdzd: D& @ganographia In figure 62 the first and
second recorders €ft), as well as the fourtland fifth (left), show the front and back view of an
doublebass and afr basskasse}, respectively.Recorder makefrancesco Li Virghi makes a Praetorius
consort, see Li Virghi, WPraetorius RecordeQ Dolciflauti accessed 9 July 2019,
http://www.livi rghi.com/Renaissanépraetoriusrecorders/


http://www.livirghi.com/renaissance/praetorius-recorders/

housed Thissomewhatsurreal narrative alsodrew on a literary resource: thS
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LJ2 S i A O lbpCliéammpet Yidente Huidobro(1893 ¢ 1948).

TheRole of! WZiSi A OF Q

| imagined that the tone of this poem its ofiginal Spanish version, together with the sounds

of the recorders, would actsaaspell, with the power to awaken the coppel case and its

emboded memories within tk narrative that | was developing.

Around 1912, Huidobro fmded aliterary movenent called Creaitonism, based on the

idea of poetry as needing to be truly new and awmous; (i K S

L2SY W! NI S

emblematic 6 that passionate O N\B bpiitQ Tihe seleded poem in its original Sanish, is

presented below alongside the Engligsanslation, which attempts to convey the spklike

tone of the Spanish origin&l* (Nate: Coppel did not include the whole poem, onlseleted

verses)

Poem in its originaSpansh

Queel verso sea comana llave

Que abra mil puertas.

Una toja cae; #go pasavolando;
Cuanto miren los ojageado sea,

Y el almalel oyene quede temblanal

Estamos erel ciclode bsnervios

El musculo alga,

Como ecuerdo, en los museos

Mas ro por esdenemos menos fuea
Elvigor verdadero

Reside en laabeza.

Pa qué camais la rosa, joh, Poetas!
Hacedla florecer en el pna;
Soélopara nosotros

Viventodas lascosas baje@l Sd.

204 \ficente HuidobroPoemW¥! NJIi S

English Translatiorby Carmen Toncoso

Let the versebe likea key

That opens a thousahdoors.

Aleaf falls; something flilsy;

Letall that the eyes may see be created
Andi KS f A & (icSgm&ilNiambling 2 d

We arein the cycleof nerves.

The nusck hangs,

Like a merary, in musams.
Noneheless, we d not have lesstrength:
True \gour

Resides in the head.

Why singesthou therose?OhPoets!
Make it bloom in the pem;

Only for us

Do al the things undetthe Surlive

2@, M ED EsRejo de aguf015 ¢ 2016). In Vicente

Huidobro.Obrapoética Ed. Cedomil Goi @intiago: Ediciones de la Universidad Catdlica dee@h L@
XX, 2003: 3B. The use of the pem in this project wakindly authorised byVicente Garciduidobro
(Chilean Fundacion Vicente Huidopiw an email sent to the authoon 18 June 2018

L2SY WwWI NS

L2 S
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| wanted to use my owrEnglish versioto create astrongerconnection to thepoem. | also fdt
that some of the manytranslationsavailablelose something ofthe poS YsGunctionas aspell a
characteristic that | did not want to overlook hefeoringance, ather than the straightforward
seri Sy OSz SWeAKES RS e mordsiebf O] 9. ighblFeSde like af 8, &0

shownbelow togethe with other examples:

My translation Versesin different translations

Le the vere belike a key Theverseislike akey
That opensathousand doors.

A leaf falls; someting flies by;

Let all bhat the eyes nay see be ceated, Letyoureyes create wht they see,
And the listen€'s soul b remain While the listeneQ & ateemiing.A &
trembling

In the last strophe, the original Spish NS | Rai qué &tais laros? Oht 2 S Gdndi H Q
my transhtion reacd AVhydsingest thou the rosebh Poets@this maches the Spanish nginal,
where the tone of thevoice chages to sand as if the lines come froman earlier time; as if
quoting earer poets. My understading of Hiidobr2 Qa LJ2 SY heyvaytl aehgttedSiR (i
with the other elements of this projed: the musical matgal, the recorers, and the cse. It alg
provides he performer wih a non-instrumental voice, whichis further exanmed in a second,

sepaate Coppefilm, developedater.

TheScore of Copl

The scoreproduced collaoratively by Marsh ad myself,is a significanbutput of this project, as
it offers @ntemporary recorder perfomers an innovave perfomance context As with
Recordaril wrote a prefae to the score highlighting the imprtance ofthe process of choosg
the instruments. The scoe of Coppelcan ke found in Appendix 4.1.2% Below | refer b
compositional aspect®f the workand ollaboraive aims and ndicate how toaddressCoppel2 a

SCoe.

205Theuseof the publishedscorewas kindly authorised by Edward Jes¢Beciphererart$in an email set
to the author on 2 Septenber 2019.See written consent in the Appendix.
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TheCompositionalProcess
¢ KS & 02 NB apn wihdIraftibyi Magsh (see figue 63) written in 205, whid we ten

workshoppedimprovisatiorally, trying out different recorderand commenting omusical ieas

This scor@resented the gestues that the omposerhadinmindas KS ¢ 2 NJ @i@t. a G NI Ay =

~ NP »
4 us  O* . >
O g O L we—a By 0 e i bes —

e

e

%

= 3 F

[ ’ = >
‘h-’ 7" oA _2;—‘: & b.z b-:%

Figure63. Marsh: compositional sketch 2016.

This daft also helped us clarify some behawiral and idomatic aspects of threcarders, such as
which pitchesproduce pleasing glissandi and, othe contary, which combinations shuld ke
avoided. Itallowed us to findsuitable ways to contraghe registess of eachrecorder, as Marsh
wanted to geate a low and a higlayer. It dso became clear to mehat Marsh vasmuchmore
familiar with the ingrumental possibilities of theldite, espeidly with regard to the regiser.
Consequently, he sesed to combire different recorder registers gnd hencerecorder sizes)
when movingfrom one gesture to the nextor examplethe second muf in figure 63¢ a low D
followed by a highC in a glisndo down to Bg uses almosthe most distant notesof a tenor
rec2 NR Seli¥de and\ide stretches the register evefurther in the following motves towards
the extreme high regiser of the tenor, up to C3harp?® D3, and E3 dt. When playing witha
tenor of Baroque desigrthe performer needs to increase thair pressuresignificarly to reach
these ndes. Another tenor, such as the Heér model would have providedhe suitable
instrumental affordances to fuif the coy LJ2 & SN & S E LINGitast SBisters with K (i 2
flexibility of dynamic nuances, rangirfgtom the low B natural © d4 and entailing apiano key to

play with greater dyniic flexibility.

206 On my tenor Hotteterre model, it is possible to play<b&rp in ture, using the figering 1-3-4-5-7 (plus
slightly openedthumbholec finger 0)
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The secondsection of the draft, ater the double bar hie, suggsts the use of an alto
regiger; yet, as before, atenor like the 5 f RS NJ ¢ 2 dzf RK SRIea&gsteia aNB G O
satisfactorily smoothway. TheBaroquedesignedrecorder das rot produce a uniform, bahced
relation between the rather weak bottom ates andthe required louder high mtes. In hissonic
imagnation, the compser conceived the unifority providedby the fluteQ éylindrical boreand
key syseém, whichis transhkted into the more recentmodem-style recorders 6 W&eeh modern
NB O 2 NuRtB tNdir Qovel affordances (agescribedin previous chapters). Afterworkshopping
the draft, wediscussedhe extent ofthe scope for mntrasting my BaroquedesignedrecordS N& Q
highandlow registes, adaptng the appraach consequently.

Marsh also driied upwards and downwardscaic gestures(see figue 64) that, after
being warkshopped, came to formcore elemerts of the piece. Againthese scalesneeded to be
adapted to the specifictessitura of ech reorder, so asto devdop the impression of the

stretchingupwardsof the imaginary recorddIegister.Drawirg on thes early exploative

Figure64. Marsh: compositional sketcl{2016) scale-gestures

rehearsds, Marsh catinued ceveoping the ideas of the @ft and soon gave ma revsedscore,
which we caitinued to work on ad update.

The final nusic is composed of a permanenginggegure, working around the moments
when eachrecorderfinds its high notes and require a smaler instrument to continue meing

upwards. This i8lustrated in figure65s:
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WoRee. PR gt par —

All the instrumental transitions are

1 ) written to give the impression of

. A SE6s T ——
4 ~ N —— ntin ity
. o % : continuity:
T Rec. Fyhmis 3 T = —
{Q wp r: . Hsamos 4 - F %r i
en el ciclo &
de los nervios
A little faster Last pitch of a recorder's line
—T
I Re
4 —~ slow spin * Alto J(ru\r.'kr
T.Ree. ¥y — i ] = i Oncoming pitch of the new recorder
LI - ' El misculo cuelga, size

Comio recuerdo

Figure65. Coppel instrumental transitions

Thefirst excerpt in this example,bar 28, shows the endingfahe bas®t recader line on aB
natural, whichis followed bythe tey’ 2 NJ NB O aty®Roppiidp @n augmente secondinterval
(since thebas®t sounds one dave Hgher Than written) The secondexcept, bar 53, shows the
end of the tenor line o an Eflat movingupwards ontothe F d the alto recader. Thus, if he
performeris nd seento changeinstruments, nor hearaloing so, wecan create in our mindshe
idea that so far,we havebeen listeningto a three-octave recorderwhichmight continue to rise
upwards, almost completing the fourth octave vihen the piece raches the sopranim recorder.
This effect would be atarer if using recorders from the sameonsort or with noticeable
similarities in timbre. The choice of a caort of the same desigwould also pontay \sually the
sonic uniformity cortained graphicdly in the score.However, our choice was to marke
individuality of the recorders within the overall trajectory.

All these transibns are accompaniedby the performer physicallgpinning,indicated ty
Marsh in the sore, &in bars30 ard 55 in the exampe above Moreover, theverses of the pom
are placedso as tanteract withthese momentsasin bars 30 32 ard 56.Finally the temg of the
different sections of Coppelcharged during the prepatéon of the performancesnd recading.
In the updated scoe, the speedgradually increasg respondingto the continuous upwad

movement, as an orang spird.
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Analogous workexplaing thegradual change of reorder registers

On the CDNordic Sound¥®” Danish ecorder playerMichala P#i plays Sunlé RasnusS y Q &
Winter Eboes?® for 13 solo strings antecorder (2014), which useshasset tenor, alto, sopraro
and sopraninaecorders asin Goppel. The varioussizesare used similarly to thedea concéved
for Coppel broadenirg the regster of the recorder through the chang of instruments, starting
with the bassetand ending with the gpranino. This ompositional elenent turns the toice of
ingruments into an objective and concrete task. Hoswer, asin CGoppel choosing which
instrumerts to useto create this kind ofupward-rising sonic chairoffers numerouspossibilites
for instrumental ombinations. Inthe case of Rasusse & O 2, Ya@hSdudihat searcling for
similar recorder timbres or sound @lities woud work well, as the idea semsto be the
continuous, uningrrupted asent of the solo voiceMy wersion of Coppelis different, as along
with the gradual and upward chge ofregisters, we aimed to enphasise he unigueness of each
instrument, tsidentity, agency,desgn, and possibleembedded memories.is allusivescenario
influencedmy choiceandmy use of specifilnstruments.

Having found this similarityegardng the use ofthe various recorderregisters in both
wl & Y dza a Syo@rid Copplyradked Petri bout her instrumertal selection criteion:2%°

Troncoso In the CDNordic Soung) you dayed Sy £ SA ¥ wdWinledEcko&sioy a

bassef tenor, alto, sopraro ard sopanino respectivdy. The veork goes continuously

upwards fromthe bass reorder to the pranino. Didyoutry to find recorders withsimilar

timbre to create a kinaf ¥ 2 yleBer-endingregister reorder? | playeda workthat wanted

to create that ideaDidyouinF f dzSy OS wl & Y dzi &idessOs@ggeshd tiid uga A G A 2 y |

of those reorders?

Petri: You ar@bsolutely righ ¢ | tried to pick ecorders which were similar toeach dher in

tone, so that the changes woutibt be noticed so much; especidly from alto to soprano,

and from sopranod sopanino. The idea ofgoing from basto sopay 2 &6 & ifledzy f SA FQ
¢ and | dd not influence him o the idea When hecomposeshe always has a $®eme, an

idea, a certain scalor the ke, and is vy trueto hisideasb XL R2 y20i NBYSYoSI
anything in he pece

2070 dzy € SA T wl & YEdzded: Slgiiinage & Ax@larud-Migenserior Recorder and 13 Solo Strings

(201n vNerHic Sound: Tribute to Axel BorliprgensenOUR Reedings,6222013, 2015, CD.

208 Wichala Petri plays SunfeRasmussefb.1961) Winter EctesQ> | 2 dz¢ dz0 S GadRSQUR Mc YHY T
Recording®23 Jamary 2015, accesse® July 201%ttps://www. youtube.com/watch?v=WycR5JItJKo

209 Michala Petrj email to the author, 23 Jaruary 2019
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Furthermore, a simér wse of recorder rgjisterstakes f I OS Ay . 2f{YoR Yy Q&

Voie ofthe Lamb'°With regard tothe seach for recorders to play this work, Petrommerts:

| peroonaly, when playing peces where | have to change oeders,
almog always consider thescordersas one bignstrument, where | just

change according to registeh bitlike a pipe organ.

t S N@aCpha pipe organ is analogous to mgea of an imajinay never-endingregiser
recorder, whose register, ggettably, doe need to end at somgoint in the piece Howe\er,
Coppe® endgives the sensationfaemairing open, as iffor the entranceof further higher notes
as iffor the entranceof other recaders, suchasthe piccolinorecorder by Frans von Twaalfrey,
with its first note an octaveabove the pranino, described byand NJ | Zablythediatiest
fully functional recarder ever mad€*'®Hypahetically, after using this miniature imiment, the
impossbility of reachinghigher notes with other records might be replaced by digitalecorder
sourds, noving towards thehighest sound tiis possible to hear anchtis takng the recorder
Weyond treacoustD Sy @A NB Yy Y Sy i Gapter2.&iveRtheamOrdzspanaspects ¢f th®
score, discussed below, these atdngs that could be tan forward perfomatively byother

performers

Instructions for addressinGoppdQ score
One of the collaborativeaims of theproject was to gaerate ascore wih an hnovative musical
framewolkk, relaed to my research topic, thatwe could offer to otherecorder performers. To

this end,l wrote an explanatorypreface ncluding all thenformation that a peformer needs to

address tle work with a sense of fredom whie still 06 & SNIPA Y3 GKS LINBEE SO0 QA

preface,| darify that the sore suggets material eitler for creating a ideo (about an abandwed
case or recorders foundwithout any recordes inside) or for live peofmance (for which |
provide further indicatA 2 Yy & 0 2 NE Y 2 NF@neSidiee i daitefituallgeiCipen BIS
scorein any manner thasuis their artisi A O 3 2 | hai tiedtoite ofirstruiine®s skbuld be
consideed a significant part of #proces ofimagining a grsion,though, and refer to the role of
0 KS &Y lidh NGithe scae, explaining tha their purpose is to acampany the moments
where the instrument Wl WY I I FATOR Q O kel pgfarn®S NIYa  (Mirsyl, Rideanwhile,

210 Wlichala Petri and Odensg/@phony Orclkstra:dYour Voice Gt of the Lamid QX | 2 dof 21z64S OA RS

LJ2 a (I SRR Rekordin@l7 Jan 2018accessed 9 July 2019,
https://lwww.youtube.com/watch?v=SUbCu344IuU

21 Frans von Twaalfhen® piccolno recorder in fillustrated inNicholas SLandery Wistory: Innovation§
Recorder Home Pad#996;2019), accessed 10 June 201¢tp://www.recorderhomepage.net/history/
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instructs that W (i #8s [of Huidob? Qa JL08dvo S &Ll 1Sy aazididand 92 0S¢
audibly. Sgeakquite quickly, butdo na rush to returnto playing.Q
In the £ore, Marsh and | givadditional notes for dive paformance ofCoppel. | point
out that the paformer canopt to concetrate on the interaction between the music and the
poem ithout aimingto convey a narrate) and that the recader casemay or may ot be part
of the staging of the piece.ln addtion, for the sake otontinuity within the live prformance,we
suggest omitting le four single-note bars of thebassetin bars 91, 95,113 and 117. Thisis
illustrated below in figure 66, whichshowsthe erding of the alto recoder line, followed by aspin
after which thebassetrecorder, on bar 91, ggears nagially in my hands. Theafter playing the
long low D, another spiwould take me to the soprano recorderThese instrumental ©ianges

work nicely onvideo butnot when perbrmedlive.

. Bass Recorder
spin

ey i ~ L me)
A— = - O £isr ]
A. Rec. {ry T - > 1o ]
5
i mp
« =9
) Soprano Recorder
92  spin 2 __b"“‘--\,._,
& i 2 - -
0 1F B - vy
B. Rec. =F = — e e — - ]
= 1 - -'é "‘-..4 1
como recuerdo mf

Figure66. Cqpel, bars90-93.

Marsh also suggests that, ifdlperformancespaceallows, he performer may begi the
performance behind the audiencend walk toward the stage during thdirst section That is
what | did n the live premiere of the piece. Below | examitigs alternative and the two live
performances o Cqpelgiven ® far.

Live Performances oCoppel

| performed Coppeltwice in Yok: first, its pemiere, at The CrescenCommunity Vaue (figure

67) and seond at $ Saviourgate Unitarian Chapel (figug®).
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lee performances of Coppel Late Music Concerts, June 2018
[533-34 - In Antwerp, Petrus Alamire - best known as a music
The Crescent, November 2017 calligrapher. but also a singer. composer and spy. perhaps even & wind
player - provided the town of Mecheler a coker jluyten (case of

recorders). No recorders were found inside
Four or six recorders were

generally put together in a case caled a Coppe

Audio

Figure67 (left). Live performance ofCoppelat the Crescent Commmity Venueg York.

Figure68 (right). Setting of the coppel fothe live perbrmanceat St Savourgate Unitarian ChapelYork

At the Cresent, | began to play the piece moving awfrom the audiene, towards thke coppel
case, folloving Marsh2 duggestion, as illusited in exanple 4.1. However,| was not satisfied
with how the first live performance turned out, because the role of theoem and its recitation
was still unclear to meThere had to be a better, mar interesting connetion between dl the
elements incluéd in the piece: the case with its embodied (perwed) memories; the
instruments with their embeddedinformation (imaginé stories) and voices; the poem with its
speltlike character; and me, as a ctainer of all thesesattered entities in performance,
expressedthrough my persona The stagingf the performance(visible in figure67) expressed
the ideasintended though, by highghting the ndividuality of each of tle recorders utilised ad
the WS Y LJ2 ¢ SailiS Bf Ghecoppel cag. Ultimately the experience served toclarify the
aspectsthat needed further reflection; thus, then examinedthe elenents invdved in the
performance (described aboy@ndsought different waysto convey them.

Atthe Late Music recital in thehapel,| beganthe workdifferently. | used a pre-recorded
text to give the adience some perhapsntriguing information, thereby producing a certain

mysteryor auriosity and drectingattention towardsthe casgexample 4.2

1533¢34 ¢ In Antwerp, Petrus Alarmre ¢ best knavn as a msic

cdligrapher, butalso a sger, composer and spy, perhagven a wind
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player ¢ providedthe town of Mecdhelen with a cokefluyten (case of

recorders)?*2No recordeswere found insR S X

This is followed by a short line thakplainswhat acoppelrefers to here:

X  C #rdaildecorders weregenerally put together in a casalted a

Coppel

The aoustic of tle chapelfavoured the fluidity of the musical lines ofhe various
recorders. The staging was slar to that at the Crecent but lighter and more colouiul,
produdng a different atmogphere. Both performances,though, suggestal a story behind the
insruments ard the cag on the stage, thusighlighting elemets of the agency of both
instruments anl objects;their expres#on ofaW & $hélefeRdent of that othe performer and the
intertwining of agets coexsting and interacting in performanceMoreover, aspectsof the
experience of staginthe suggestive frmeworks and stagingboth earlyperformances influenos

thefinal outputs of theproject: the two Coppel films.

Thetwo CoppeHIms
Films
The film ‘Coppel. A narrative' The film ‘Coppel. A monologue’
Locations: Bootham Bar - Shandy Hall Location: The Rymer Auditorium. University of York

YORK and COXWOLD

Figure69 (left). Fiming Coppel: A Neative in Shand/ Héll.

Figure70 (right). FilmingCoppel: A Monologuen the Ryme Auditorium at the Universty of Yoik.

212 adrian Brown and David LasoclenaissancBRecorders and Their &kersQAmercan Recorder2006,
20.
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It was é@nd remains) imposible to convg the core am of the Coppé project through live
performance: spefically, the idea of hiding ¢ faking¢ the charge of irstruments to produce a
continuity throughout the weok. Fulfiling this aim requred the introduction of film and
collaboration with another artist.l invited Lyn#e Quek to work with me. W& had aleady
collaborated on creatingudiovisudworks as well asaudio recordngs of previous works fohis
portfolio. Quek, aga, played diferent roles in this poject: sound engieer for the audb
recordingof the workCqpel and camera assistant agll asaudiovsud artist in the production

of both films.

Deviang Coppel: A Narrative

With all the elemerts in placeg the instruments, acase and a special se¢ for what we roped
the coppel case in the perfect roorno be discovered and awoken, sas to implyits releasng o
allthe memories enbodied init, transferring them to therecorders,whosevoiceswould express
them. | sekcted twounusual, extraordinar places: Bootham Bar aifiandy Hal.

Bootham Bar is tholded of the four defensive bstionsof York, some of tb stones d
which dde to the eleventhcertury. Upstairs, tire is aroom housing theportcullis. In his room,
| put the coppel; it lookedl@andoned,as wel aspuzzling, enigmatic. The 1iil Coppé& A Narrative
begins hee, with along,low A, intended as a speto wake upthe frozen time, stord in the case
Then, once time awakens, treenemovesto Shandy Hallwhere the memories are released and
where the oppelcasefinally stores the recafersin its sbts.

Shandy Hall ia house in the village @ owold, on the alge of the North Yorkoors. It
was buit probably around 1430 andenturieslater, the Angb-Irish writer Laurence Sterne lived
there until his death in 1768. Thehouse was ctistened $handy Hallg the word shandybeing a
di- £ SOU @RAMKRNITBNE RBRDRIVIQ)/ s3ri@nds, celebriing his swcess as a writer
after the puwblication of the first two volumes of hisSThe L& and Opiions of Tristram Shaly,
Gentleman.The house, something of a warren of small rooms, filled with olddis and other
historical, everydayobjects, itself ats as a museum of differentpechs, and itprovided the
project with the ideal atmephere for conveying memaories scattered dfatfient timesin history.

This film highlights animaginary relabn betwesn a set of reordersand a casefor
recorders, and th embodh SR Wi A T S&se and thensruimkntsiTlie £as appears as an
animated entity whose pasts pull the struments back b their beds within it. | devised the
scenario, narrative andctionof this film.Coppel: A Narrativeras premiered at Shandy Hall, June

2018 (see figre 71).SeeQutput 4.1 (Video). Coppel: A Naritave.
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Audio-visual afternoon at

Shandy Hall

Saturday, 30t June 2018
14:30

A one-hour journey around Sterne's house
showcasing film and audio works

linked to poetry .

Carmen Troncoso & Lynette Quek

Figure71. Invitation to the audiovisualafternoon at Shandy Hall. Prerare of Coppel: A Narrative.

DevisingCoppelA Monolgue

Coppl: A Monologuewas the scond film.The visuatoncept of this video was created by Quek
and illustrates how pedrming muscal ontent is conrected intimately ¢ and not neessarily
logicdly ¢l 2 (G KS BIBnkdwarllITiE N&Enents utilisedthe instuments, a case and a
special score) arthe sameas in the live performance and first fijrbut recontextualisedand
repumposed. As in the filn€Cqpel: A Narative, finding the appropriate atmosplere was cruial.
The RymeAudiorium at the Deartment of Music, Univessity of York, provided the etosedand
neutral space that we imagidevould beproperly ergaging.

This fim presents atighter relationship than in the first film between the content and
meanirg of the poem W ! NbéficaQwith its idea, linked to Spanish Creationisraf trespassig
the W13 A, @rid St literalcorrespadencewA (i K (1 K $ primiMpide s @ ideReloping a
performance in which thechangeof indrumentsis sonehow faked

Coppel: A Monologe was premiered in ta Rymer Audbrium, University of York, 2018

(see figure 7 SeeQutput 4.2 (Video): Coppel: A Monologe.
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Figure72. Lecure recital at the Postgraduate forum 208: Coppel project: exploring e creative ptential
of instrumental agency and affordances.

Conclusin

The sheer act of setding stuff may be tantamount to its
conceptual and perceptuatangormation: materialthat is
expbited evenwhen left largely untaiched can constitute

an artefact insofamsits repurposing gves rise to re
interpretations, opening up novebgnitive horizons.
(S J Norman, 2013).213

The recor@r continuously banges itsmearingin relaton to the alays transformingontexts in
which it exsts and its ongoing need to adapWe give the recorder new significatianAs an
artefact, we pay attention on its physical qualities, imning to exanine its expressi& potential;
when it takes an arti&c role (becoming morethan something crafted, valuedas more than a
Wg RS Q 2 0 208U dntitExprésSivadentity : the embodied informatiorit relays David

Shirey expresses thilfferencewell:

Perhaps the simplest, yenost agpropriate, dstindion would be tha an
artefact is primarily the productof craftsmanship and skillyhile a work
of art is investedvith an enotional, philosophical, spirital or aesthetic

quality thatreachesbeyond. L has an ambiguous sometig that is not

213] come back to this quotatigmow expanded, as it sumarises nicely my researchtanthe coppelobject
and the recordetobjectsassociated witht. See Sally Jane NormakZontexts of / as Resistar@®?, no. 2,3
(2013). 276, https//doi.org/10.1080/07494467.2013.775805.
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alwayseasyto define, perhaps a pecialelement that elevates it fom

the realm of workmanshipo a more-significant levet'*

In the Copel project, | explored the cedive potential that | perceie rests in an
instrumen®@ history. Theoetical knowledge of thehistory of the recader and its rdated contexts
was crealtvely appropriated andhe coppel wasregarded as an artefa@f that offered an isight
into earlier aestheticof the design of objets (such as recorders) andsso@ted catexts,
situations,people, placesand stories

Likewise, believe that behindthe intimate and exclusive praxity between instrument
and performer liesan expressive zone, unknowm non-performers, which ca only be perceived
within and through the individual poces®s that a performer undergoes vinen seekinga
significan connection with these external objecs (here, the case as well as thimstruments.

Wessie duToit refersto tts WLI2 ¢ S NI (stovin inImidsEuBsy 4s @liods:

We arestruck by their profond detadiment from the gresent,and are
left with a lingering sense of mtery. Glimpsing experiences distant

anddifferent to our own, our aempts atcomprehension sth?:6

Through the cbaboraive creation of sonic and igsud narratives, we have mied to
creatively respmd to andconvey thh &y HSE NR y 3 & SV, d8Bceied in tHRirstiuBdhE Q

uniqueness

24David LK A NB & = AH vBIIONKIA A051a0 (ka NewYork BEnyesl ®FebriailBBl, accessd 15
Jure 2019 https://www. nytimes.com/1981/02/1#fnyregion/art-vs-artifactsin-montclair.html.

215 Artefact anything createdby humanshat gives information abouthe culture of its cretor and users.
Seehttps://en.wikipedia.org/wiki/Cultural_artifact

216 Wessie du Toit YArt and ArtefactQ Prospect 5 September 2013 accessed 15 Jan 2019,
https://lwww.prospectmagazie.co.uk/blogs/prospectoblog/art-and-artefactdamienhirst.
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Chapter 5 DoublePipes, Atique etModerne (2016¢ 2018) Searching for
PossibleCombinations of Double Recorders/Pipes

Carmen Troncos@recaders) and Guidrmo Eisne (compose).

Output: Being in the Soursd ¥ 2 NJ ( Sy , derRpisiizg terecatdiird a8dit@ whistles,

and pre-recorded audio tracks. One performer.

Output formats: Video of live performane; studio recording; collzoratively devised sore.

Figure73. Tronco®: live performance (premiere)of Being in the Sounds Sir Jack LyasConcertHall,
Department of Music, University of York, 8 Jamary 2019.

The projectDoublePipes, Antiqueet Moderne, undertakenwith Uruguayan compes Guilermo
Eisner, focused on elgring and sedaing different combinationsf recorders and sivholed pipes
from my collecion to play smultaneously (two instrurants blown & the same time), gamining
the vaiables tha arose inthe process andhat affected my choices and use of thastruments.
WeamSR (2 Sail oofoll sioked zthd fyraiesf dodlilggipes, and o devebp anew
composition for them. A part of myresearch into theorigins and eviution of the recorder, |
traced various moels ofdouble flutes, their designand related ontexts. My interest focused

particulardly on ancient forms or those related twaditiona instruments, aiming to unerstand
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something of their origns, use and ciural idertity?!” andto draw some of these kementsinto
contemporary double reorder practices.

Throughout this, Eisner vas also wndertaking PhD studies (in compositioat the
Universidad Nacional Auténoma ed MéxicoUNAM). His workis concemed with crative
strategies in irtermedia practices, ambining sonic and visual aestheticSince his reearch
relates to one of the wariablesthat, as in other projects of this pddiio, | had identified and
wished to eplore ¢ the expressive and pérmative potertial that ies in the visual aspect of
instruments ¢ we decided to collaborate Additionally videoed and tanscribed matael
(performed and spoken) from a twday workslop (Pars, April 2016) with recorder pdormer
Piere Hamon became caid in definigl Yy Wriedialpi@diceQ Selected audicecordirgsfrom

this material are inluded in thefinal work, Bang in the Sounsl The tile itself is taken from

I F Y2y Q& isSodnhuiiathaR S & ONR 6 S & urk of thatsi doB R 4.3 6 | 68 iy B 3 o

Beirg in the Sandsis a rew piece situatedin a contenporary frameworkg its pracices and
soundvorld are clealy of today¢ but that, nonetheless, incorporates a musical gaage and
performative attitude that ewkes Medievhmusic and traditina cultures ad instruments. It
drawshS I+ @At & 2 gpprdah ¥ Fnyisiz Ainstruments angerformance, &ploring how b

make sense difis apprach coherently in a new context and Witew @ntent.

InstrumentalContex
That double ppes might be relaté to the recorebr is suppeoted by the fact that some of then
incomporate certain defining chacteristicsof the recorder, such as a dirédlowing technique
through a wind channel, gplior window, or a thumbhole. Howeverthe practiceand evolution of
double pipes¢ either as ajoint instrument or as two singlepipes played simultaneously
devdoped indegndently of the recorder and redied far beyond the European musical tradition.
These irstrumenta  SY 0 2 R& (i Ktl$at | Weldnifidd/aS & viaable that infuences my
instrumentd selection criteria:l percdave them as ancient entitiebelongingto extinct cultures
that can non¢helessbe revived.They evoke times before thexistence of the recorder, as wells
musical contets in which doubleflutes were gren a nameand role, and therefore had an
identity, transmitted orally and throaugh improvisaional practice rather than a mwitten,
compositional tradition.

In western cotemporay recorder pracices, the inclgion of W Rifledz)t | & A y &l
treated asone possite 8 ¥ ¥ &0Ong<? those of the remrdeNI & S HettiguesSaRdloes

217 An identity not derivel from the sheer combination afny two pipes bt conceivedas a mity from the
start.

0 K
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not draw on anything specific to the diinct, individual instrument in itselfDegpite the ongoing
development of specific mdels of doulle recorders sincéhe late Middle Ages, withchanges in
their designconsistentwith those of single recordersheir lack ofexplicit documentationleaves
us with questions what did they sound like, whplayedthem, what did they play and iwhat
contexs? These specifiansruments hae not played a role in contemporary music pradte:
twenty- and twentyfirst-century recorderrepertoire hasincludedthe useof two single recorders,
generally Baroque&lesigned (mainly descant and treble, as n RecordeurDouble Recordersn
Ouput 2.3 andalsotenor), combinedsometimes with Renaissance modéssprano a alto), but
not actual euble recoders

Double pipes were already evidence in atiquity, thoughmost wee reed instruments:
examples iolude the Geek aubs, the Foman tibia and the Byptian arghul. Its msence in
traditional music of vAous anci@at cultures hascontinuedto the presentday, with instruments
such as e Moldawien & S LIJK S NR €hé Indidh fLigjizsrake charmer double pe, the
Sardnian bhuneddis (made up of three caes), the Serbian anfouth Hungarian dvojnica (twin
whistle), the Bulgarian dvoyanka, theRgasthanisataa, pawa Jodi or algoz#he Vignamese
traditional bamboo doule flute and the Ghinese bawu double pe.

In Pre-Columban America, some culturesg the Diaguitas, Incasnd Aztecsc crafted and
played dstinctive nodela  ZilFatostddblesdouble whistles), or double and triple dudiutes
known & WTf | dNIB safesiodo@opdzf G KNE S ¥ 05 NI QB Odmaassill
made and plagd today. The human ananimal shapes of some of theseramic PreGolumbian
instruments (see figure 4) 2y @#Se& (1 KS Odz Usdaelb &3 ditscdsrfogomykThdi A Oa |
doublenesf their design and sound waxften meantto portray opposdtes¢ life and deah, light
and dusk, sumnd moon, female and male expressng the cultural urderstanding ofthe world,

based mainly on observation of nate.?8

218 Much has been written abduthe presence of dualim and symbolism in the musicné musical
instruments of diverse ancestralltures in the world including thePreCdumbiarns. Some relevant sources
include:Dale AOlken and Daniel Edwat Sheehy, eds., The GarlandEncyclopedia of World Music Volume 2:
Sauth America, Mexico, @&al America, and the CaribbegNew York and London: Garland Publishing,
Inc., 1998), 387:a | E t S §NJ ndéadMuisiy, Fymbok¢!DualismdaGosmologQ@in Camologia y
Musica en bs Ades edited by Max Peter Baumanr(Madrid: Iberoamericana, 199, 1516; Ellen
Hickmann Whe Iconography Of DualisiAreColumbianinstruments and Sands as Offering€X1970), in
Cosmologia y musica en los Andmdited by Max Peter Bauman(Madrid: Vervuert, 1996, ISBN&354
5557):123136.
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Figure74. Pre-Columbian double and tiple flutes (PierreHamorQ &struments). The tiple recorder (flute
of three chambers) is now in my collection.

It is sugested that Souh- and NorthAmerican early recordetype flutes fromaround
the sixteenh certury would have been inspired by both Re-Hispanicceramicdouble pipes and
Renassancerecorders brought byEuropeans to the new continerft® The complexidentities of
those Ameican compound, WY Sa (i A T 2-fpe MBrin2entR iSfN@ncedmy instrumental
selectian criteria and generally my appach to this projet: the search for instuments would
consider the gocation of historical and cultural divergjtas wel asinstrumentd sourdworlds.
This relates to my caern with the significace of the ifiormation caried in aninstrument, and
how it comes to life toughthe perfoNJY S NuBréines$ of its pasts, conkes, and roles

The preliminary study foancient double pipes made ne aware that the double
instruments created in this projectwould lack citural meaning: theywodzf R 0SS WY LIie Q
respect, somewhaforced into their new dual gate. Perceiving my awobined instrument as a
YO 2y O&yiri@rather than aW NXB Qruniest § affeded my performance exgrience and
the relationship with myinstruments | found myself wondering whetlr my sense that thse
instruments lack icentity would change if | naerd them: the act of naming something (or
somebody) canfersthe statusof a unique etity or being. Once waame a thing, we immadtely
alter the relationship; we make a shift in our attude towards it. In fad, | did not namethe ten
recorder and whisd combinations eventually used, but | didgeed all of them & Wty |
strongly hfluenced by the sindarity and distinctiverss perceivedh the anciet double pipes.

It is beyondthe scope of my resarch to undertake anorganobgical study of the
multifariousdouble pipes around the world. Hwever, anawarenes oftheir extensive ge across

so many diférent cultures and aarss such spasof time, their variety of sonic behaviourand

219 For more nformation seeGérard ArnaudDiablos Tentadores y Pinkillos Embriagadores...En La Fiesta de
Anata/Phujllay: Estudiosle Antropologia Musical Del Carnaval En Los AddeBolivia,Tomo |, (L&Paz:
Universidad Autbnoma Tomas Frias: Plural Editores, 202024
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tunings, andtheir different designs,embodying cultural meaninghave all fed into this project,
inspiring anl influencing it. Below, | discussdouble recorders flutes and pipesby contemporay

makers.

Contemmrary Double Recorders,Hutes andPipes

Makers of recordss, flutes and pipes have deeloped double instruments, drawing mainly on
iconographic sourceand/or suviving histori@al templates. Al these instuments are therefore,
interpretations and recongructions, eventualy forming new creafons: newly proposg
instruments. Here, | begirby introducing threanmakers, selectedbecause they work by combirg
features of recordersand folk instrunents, and this duality was something we explb in our
collalorative framework, both in the arch br combinations ofnstruments and in creating the

artistic content.

Winne Clements a Belgiarinstrument maketand musician whose'gersmal compulsiorto play a
unique, quality instrument with a taching & I NJ- 28 i@dSHid0 create his owninstruments.

His flutesinclude a fipple (also called aBlock} as in arecarder. Interestingly, he refers to the
instrument asl odda O dzf LodedahilKQ ecialWibelits2 ¢y dzy A |j HESdesgribe\h@ S Q @
double kavd or kavalghozaasWl y S¢ 3> Pdir@ehtdrdculieSite $Have developed, in

which two different cultwes meet. It is a doub fipple drone flutebringingthe Moldaviankaval

and the Palstaniaf 3 K21 I RNER y $%! Hd attmakeditieddbié #ghdsab @ drone-

flute whose pipes an also be played eparaely,??? and various double Whepherd flute®

(whistles).

David Cartwight, who makes flute based o instruments traditionally mace Wy the indigenous

people of the plains, wadlands and renote areas & North America®? Heis part d a groupof

recorder malers who aim to preservethe tradition of makig native flutes. HsSSNA S& W¢ 2 dzO |
Tt dzincideSdouble-barrelled drone, doubledrone and doublg S& ¥ difidzéan8ade@by

their categrisation hto three distinctive purposes® LIS NJF 2 NI f yAayB%er 2 YKk $ Q

220Winne Clemet Fujaraflutes accessed 0 July 2019, http://www.fujaraflutesom/. Instrument make.
215 S At SR Ay T2 NI doublgkavallomaalghioza cabs g dat Q a
http://www.fujaraflutes.com/moldaviankavatflutes.

222 Detailed information about C¥ S y* doQisie alghosazi can be found at
http://www.fujaraflutes.com/alghosazi.

223 David CartwrightW%oucan flutes droneQSecond/oice Flutesaccesse 10 July 2019,
http://www.secondvoiceflutes.co.uk/?index.
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Yuri Terenyi is a bone andiood carver whose ingument-making is inflenced by Medieval
iconogaphy and ethnic European folk music styles. His wooden dr@ige combina a pipe
tuned in Cand a drone pipe tunedn D, a pitch relabnshp uaialy found in bagfpes. The
wooden double recorder is based oma prototype found inOxford. This instrument dfers the
possbility of exchanging the melody from one pifethe otherfilling thegaps produced in each
LIA LISied redister??*

The brief outlining of the wak of these three makarprovides an indicabn of some of
the appioaches am concerns of tlose producing duble pipes. However, the instruments and
ideas of two paticular contenporary recorder makes, Franceco Li Virghi andhfippe Bdton,

were most iffiluential in this projet. Their specific dable recorder models ardiscused below.

TheDouble Recorderby Francesco Li Virghi

Onecontemporay double recorder hat | particuarly wanted to get toknow wasi KS W! NE b2 @I
devisedby kalian recorder maler Francesco Li Virgtfigure 75) This re@ NR S NI Ars NokaY S >

refers to the fact thatit was developed from[ A + ANHKA Qa LINBJaa@hdss Y2 RS
design vas infltlenced by a fifteenth- or sixteeth-century doubleflute found near All Souls

Cdlege, Oxford the sane prototype used by Trenyi. Especially wohy of note for my researb

topic wasthat the recorder performer Pierre Hamon had cleos to use this istrumert,

embracing its unique qualities and developing egerformative style around its idiomatic

characterisics.

Figure75. Pierre HaY 2 y Q&  Ré@rded maSe bNBrancesco Li VirgRe®

224 Detailed information about Teren@& R2 dzot S Ff dzé 820K Ok $NB § & X BAAPR@A A O €
Woodn-Bong 20July 2019, http://www.wooen-bone.co.nz/.

225 Detaled information about Lik A NAKA Qa R2dzo0f S NBEBahoeRS NWirgi@busle 6 S T 2 dz
Recordef Dolciflauti 20 March 2Q9, http://www.livirghi.com/instrumentsof-the-middle-age/flutesof-
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Amongst thequalities that Hamon foud attractive and advantageous NB A ¥ § 8N A G A y I
sound as Hanon desaibes it, referring to the resultingvoice of its two joint pipesand its
accurde tuning, with a Pythagoean tempeament and pitch at A= 460 (there was no attemptad
conform to ideasof historically informed practicein this regard). Consi@ring the differences
betweenthe Ars Nova anthe Ars Antiqua, Harmon explained to me that théwo pipes of the Ars
Antiqua recorder & tuned in C ath F respectively, whereas ihg Ars Nova the pes are tined
in Bflat and E flat, irorder to extend therangewithout a breaking poinwithin the registersThis
shift in the construction of Li VilgQ @rototype resuled in a remarkableimprovement, by
extending itsrange increasng the number of aensecutie playable pitches without a sdden
registral gap Not just the earlier bore p@ FAf S 2 F rs[Nava mdd®N,BuK &l Pdssible
combinatiors of recorders and sixholed pipeshave this limitation, which occurs due to the
impossibility, when umg onlyone hand for each pipe, of caring the lower hads reaiired for
producing cerdin pitches.
| wastherefore interested in both the singularitpf this double recorderand in the
maleNI2 orts®inprovethe issue ofegister, evenif it meantacceptingthe resutant awkward
fingerings, challenging e@n for a profesdonal recorder performer. By broadeimng the
instrumental scope of the old Ar/tiqgua nodel (hence expading its affodances), he also
triggered instrumental resishce, designinga renewed ad resourceful instrument whih,
neverthelesspresentsdifferent complications
Also noteworthy here is the profound relationship betweenthe performer and
instrument g A G K | mosigal/eRpdoration and exploitation of the® 2 NR S ND ésieA:RA 2 a ey
this influenced my own approachurthermore, Hamy Q ZofoundNdandling of the aalities of
this instument atiracted the interest of a compes, Bruno Anel who, in respnse, and warihg
to explore the possibilities of this ingtnent, composed sme studies. Lkewise, in becoming
aware of both the compl& techique required but alsothe potential musicalrewards, recorder
performer Lucia Mese deeloped a set of exercisesind short piged > WLY UNR RdzOGA 2y (2
w S 02 NRIS AIkésiyddo help dayersto begin playingtid2 dzo £ S N8B O2 NRS NI Q

the-middle-ages/ The useof the picture waskindly authorised by Francesco Li Virghi im email to the

authoron 20 July 2019.

26¢ KS YSYIKRIRRAEQGA2Y (2 (KS viséEatiseS andvshadtindRsSnt) bégin NB b 2
with playing the doaf S NBO2NRSNX 0 &avaifaleO atlLi  \arghiy Bdiflauli a
http://www.livirghi.com/insights2/il-flauto-doppio-arshovametodo/.
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Philppe BoltonQ Bouble Recorder Prototype

The seond double recorder that | examineth degh was Phillippe Boltor2 design. Durirg a

research trip to France in 206eferredto in the discussin of thesecond projS Ol = W. S@2y R |
AcousticEnvironmen®QIWvisited Bol(i 2 yw@rkshopin Villes sr Auzonfor a two-day residencyAs

part of this, | interviewed him about hisMedieval recoders,which draw on a painting of three

singke recordersplayed by ange$, Whe Coronation of the Virg y 2 F /[ 21468)DytBeQ 06 O

master of the Lyersberg Bssion??’

vl

Figure76. Detail from W ¢ Rdbnation ofthe Virgin of @ f 2 3AfeSRingkothek Munich, Germany.

Bolton explained & me thathe had to imaginethe designof the lowerpart of the recarder as it

was not ¢ear in the painting ee figure ®). He ao calledattention to the fact that such

paintings¥an be deeptive@®insofarasthe instrumentsdepictedwere sometimesncluded ory

assymbolic or ornamatal objects. Nevertheles, Bolon added that ¥ is canmon knowledge that
at that time many recorders were bored oytiricaf, @ ®ature that poddzO Saastrokg, clear
2 dzy RQ @ Isd @®nvircéd thatwo recorders were rare commaily used than one pint

instrument; the fixing ta@etherof his pipes in C and,based on the recalersin the painting, was
therefore his owridea.

Boltoy Q& NI adtbe yopdSite df Li Vighi. Li Virghidecidedthat range wa more
important that technical accessibility while Boli 2 y Q& I LIleligh dnddénsgtriicBon Was
more practical . 2 f (igitiadlQdea of making a double recorderrma from a aistomer who
attended one othis workshgs. Nevertheless he offers alternadves of both pitd (with Aat 440,
460, 466 or 523 HaNd temperament (tuing swtems). Regarding the tenperament, Bolton, as

227 philippe Bolton,®he Coronation of the Viig of Cologne by the master of the LyversbergstarQ
HandmadeRecorders and Flageoletsd Jly 2019 http://www.flute -a-bec.com/medievgb.html

228 philippeBoton, interviewedby the author,17-20 April 208. All the subsequerdquotations for Bolton
are from thissource andvere kindly authorised by Bolton.
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Li Virghi, likes to tune his cylindrical eerders in the Pythagorea system to connect backto the
musicof the time. However, he remains openda the aistomerQ greference as he putt during
the interview, ¥ gHéveto take into acount, everyday needorevere Rl @ Y dza A OAl ya dQ

No composers hd taken an interest inBoton@ doublerecorder. Bdton speculatel that
this was due tats limited rang. | encairaged him to try to overcomethis register prol#m, a
chalenge that led him b attempt alterdions to the design, but this failed. Bolton wonented,
afterwards, that all the solutons to thisissue requiredoo awkward a technige: in his wordsW A (i
is ot something that is gaig tobe practical for egry muwsiceanQ @

Overall,these two examples indida that uniqueness, in terms of instrumentaiodels,
isa risky and nconventionaloption for makers. Of cotse, composers and p@rmers might ale
regardworking with unique instuments as professionallgisky, limiting the takeup of a piece or
linkinga performer too narrowly to the use of a sgéic instrument. Conversly, it opensup new
sonc worlds and he potential for inteaction between mkers, conposers and performers, vith
opportunities to dehe deepy into the novel featues and often unexpeet instrumental

affordances, hence enrichirayr creative possibilites

2 SAN N
7:“ ‘,'v ) y/ ) a -
- O e, "’A‘ 3
— NN RPN

Figure77. Interview with recorder makerPhilippe Boltan. Villesdu Auzon, France, 80c @ . 2f 12y Qa R 2 d:
recorder.

Fierre HamonPouble RS O 2 NR SBéiHg inlthy RBund)

During two residencies ith Pierre Hama in April2016 and Septmber 208, we examined a
range ofother doublerecorders andPre-Columban double andtriple pipes Inthe first resideny,
we examined different criteria for selectig recaders (or instrumets related to its evolubn) and
to play Medievalsongs from thetwelfth-century codex Florence, already adsised in chapter 2

This repertoire had opened interestilg questions regardg mytopic, as it placed my pocessof
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choosing thenstruments(and probably that of other aiemporary recarder perfamers)within

an uncertin and ambiguous contexsince instrument we know asthe recorder had not yet

developel. Inthe secondesideny we workshoppedthe early vesion ofBeing in the &inds and
disaussedPre-Columbianinstruments from his cdlection. These two resiéncies werecentral to
the dewelopment of theproject. Below Idiscuss lte key issuesthat aroseand tow these affected
our ideas,processes andutput.

Hamon is an extradinary muscian whose knowledge andxperience influenced us
directly. Key to thisare a number of qalities his profound conndon to sounds othe pastand
performance of early matgals, his awarenes andenjoyment of harmonicsresultanttonesand
differenttuning systems (influenckby his taining asa physicist); his intimate peformance style
focusing on specific sound aalities; his following of both instinct and knowledge wén
addressing musicand nstruments of the distart past his embodied nderstarding and
perception of musical phemmena and his interest inclose collaboations with composersvho
arewilling to embraeli K S uérizst & the instruments.

Besides his exgtise with regard to double recorders and thei LIN} QG A OST | | Y2
curiosity hasled himto, as he put it\Have aconnection with many diferent ingruments of the
world; different sounds, from difient flutes?° This has extended his sonic imaginatiobeyond
that of the diomatic Renaissance or Broque recorder sound He las become a mult
instrumentalist of traditonal worldwide wind instruments (Easirn and Wesern), includingPre
Columbiarwind instruments and reorders fom all periods anddesigns.

Especially worthy fomention are: his CDLucenteStell#* (1995, with music from the
Middle Ages and the twentietieentury in which he plag several windinstruments: the three
holed flute, bamboo flte, Ganassi remrder, doule recorder, cylindrical flute voice flute and
Navajo flute; and Hypnos (2006)%** which again includemusic fran the Middle Ages and the
twentieth centurybut alsoadding new repertore, using a¥ . NI voiaflyfeQaW { O KN@ndri1 S
recorcer by ErnstMeyer, aW D | Y $opra@na fF-red Morgana three-holed pipe by Jdf Barbe,a
double recorder by Bncesco LVirghi,a bansuri flute by HardstWardhan, and Cobmbian male
and femalekuisi (bagpipédike flutes).

In interview, Hhmon discused hi interes in, as he puts it,ii K S  &Vas dzdyistery, as
something strongQ explaininghow his pleasuren playing smple melodies(whether Medieval,

Wriciey i Cadlitionéldd contemporary) transpors him into a certain state, in which h&détes

229 pierreHamon interviewedby the author,15-17 April 2056. All the subsequerjuotations forHamon
are from thissource andvere kindly authorised bilamon

230 pierreHamon,Lucente Stell@rance: Opus 11dOPS 3@.22, B95), CD.

Z1pierre HamonHypnos(France: Zigag Territoires 9011 2009), CD.
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himsS f Th&s® méers are of course somewhatubjective, but theysignficantly influenced the
devising of the finalvork of our project,and especially my attide towardsthe performance: my
searchfor | a Sy mé&ting@®With tie instrumentsand the different melodies and for a
profound musical perience.

As in sme ofmy projeds, Hamon like to combineperforming pasts andcurrent works.
However, he doesiot aim to contrast epods, but ratherto relate them to unify them as
expressionsof the continuity of humarity. He sSS1 a &2 Y S (ikiAlyi3a miS@ERs Sy
expeiience thatisWR S S Inife@edt®-that-esseneQan aimthat prioritises the mystical,itual,
insiR Sshaffitude: In his words4hi& importance lies in the music, notinfey A y 3 A G Q®

Ham2 y Q & ntidn @oliSK S WLIX S| a8z RA Y FddfiBRB¢es inYikis LJ
doublepipes project. He stats that this pleasure comes from the resonandetween the
performer and the sound iself, and from the deep meaning that arisesrfrthat connecton. The
audience may, then, perceive thia connection and, eentudly, experience the embadied
resonance. It isherefore essentil to choose suitable ingiments, to fulfil that goal. ForHamon
it has been ital to perceivequalitiesrelated to the uniqueressof theingrumSy G = WY[®INBE G K|
a historical argumet or justificatA 2 ffrQts wse He choosesnstruments Wi K | fisonethifigS
& LIS O A lobsénaatiorew@askady forto myownsearchF 2 NJ G KA & LINRP2SO0GQa RATFT
of instruments. Despeé beingvague, it concentrates the peF 2 NI S N & tioa dleonthel (G Sy
sourd and he feeling ofplayingthe combined irstrument, leaving aside atither sscordary
considerdions such asthe design or quality of each piper recorder, the differencesin
materials, or the epoclsthey represent.

Hamon alsastres®d the importanceof reaultant tonesin performing these instuments,
and hence the needto use te appropriate tuning system. Tglay Medieval music Hamon
chooses to play rexders (includinghis double recorders)tuned in the Pythagoreansystem As
Hamonnoted, there is no ceminty alout the pitchor pitches of Medigal musichut we do know
that must was taugh within the Pythagorean Quadriviunfalong with arithmetic, geoetry and
astronony), whichdespite originating around 50 BGwas still in se inthe twelfth and thirteerth
centuries The subgct ¥husidQwithin these liberal as, studied the (Latin0 LIJéﬂm@f:lulzmeans
Y1y & AThys,Qhe study of musigas primariy concerned withthe relatonship between (and
the applcation of) the purescierce d number and time.Hamon stresses the impdance of

bringing this concer into performance. Hecomments:

If you play a [Medeval] Ballada using the [Renaissance] meantone
system or equakystem, yuloseaf f G KS (S yauknkeyisd 2 KSy
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repertoire, you begn to understand what is important fo experience

and express]. And you chood®en Pythagorean temperarrent.

In other tuning systems, the performer must contirugly alter the ai pressue to adapt the

tuning in ordernto produce the realtant tones and thisinterrupts the flow of the phasing. Thiss

exacerbated by the fact thahe use d alternative fingeringsc which would help tatune and to

control the volume and timlre ¢ is rarely possible when playing twanstruments simultaneosly:

most require the use oboth hands. Hence, Hiaon pointed out that | would needa preparemy

recordess (dtering their holes by umg wax, for example) to make my various dauiblstruments

sownd both n tune and well bdanced. Thes variables; tuning adjistment and the attempt o

achieve a more effitless and flowing sense of phnagi¢ were attended toalong the way as |

tried out different combinations of instruments (andtér when practigng the fnal work). Due to

the complexties of combiningpairs of ingruments with disinctive features, tis process was

experienced as an going instumental resisance. Inheattemptto2 f t 26 | | Y2y Qa L2 A

had to make compromses, mainly due ¢ the diferent tuning sysems of my reorders, which

preventedme from creating instrunS y 1 & { dzyded®) Ay (KK S 2WS Iy aeaiSyo
Despitethe apparet limitationsof the rarge, Hamon remided me that the possibilityof

combiring and danging recordersprovidesa wide variety of possibilites.In his words:

It can be very interesting een if the instrumat has few possibilities.
Besidesyou take oneinsrument just for somehing specificand then
you can change. Recorders [and ttaxhial wind instuments] dfer that

possibility of chanigg instruments asnuchas yal need.

This sentace came to complaent my decisionto utilise a vaiety of combired instruments for
the creation of the rew work.

Finally, Hamon referred tdis collaboration with Bruno Ginel who composed some
studies faNJ | I Y 2 yNOva doublsEecorder, and later the piece Doppiq for rewmrders of
different sizes (mmly Baroque dsign) played smultaneowsly. Like Eisne in my project, in the
primary process otomposing, Ginel siply accgted the different idiomatic eatures of the
recarders,andas aresult he scaed Doppiofor instruments of different fundamentapitch. Later,
to facilitale disseminaton, Ginel changd the original score, arranging @t A= 440. Hamon
appreciatel D A y Soflafbaative attitude (WY I gobposers danot have it noting that many

composess want toavoid working so idiomatially with very specifianstruments the less fired
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and specifighe instruments are, the moregssibilitiesarise for further performarce by other
players For ths reason, i has beendifficult for Hamon to find ompaosersof new piecedor his
Pre-Columbianinstruments, which ge unigue. Beirg in the $unds respondsto that situation,
fulfilling aLJS NJF 2 NJX¥i® ddperforR @omatic content for specific instrumets. At he same
time, it also satisfies the compseQa Yy SSR stoe thatFcanSENaddressed by other
performers by providing optionsfor the choiceof instruments and a certaire¢éway for the
performer in otherrespects such that the specificitiegan be tansferred.

In the second residencywith Hamon (September 208), we workshoppd Being in the
Soundsand explored HaY" 2 ¢ Rre-Colunbian double ard triple pipes and other flutes. He
introduced me to the work d Argentnian instrument maker and perbrmer, Esteban Valt/ia
(who has built a number @ these instruments foHamon), and wehen explored the sonoriéis
and disinctiveness ofariousmodels Familiarising myselfith these irstrumentsc their singular

voices, @dgns, and specificcharacterstics¢ broadenedmy understanding of double piges.

Figure78. Interview with Pierre Hama during the first residency in 2016.

TroncoseEisner: CadborativeFramewak

PreviausWork

Bsner and | had prewusly worked togethr increaingawork, Plaza(2014)%*?for tenor andbass
recorcer (two performers). In this piee, my part explored thepossibilities & simultaneously
singing and playing tenor rewer, aiming toproduce a complex interdependeng. This is
illustrated infigure 79. In this way, Eisneset up an exciting catext in which to explorethe

possibilitiesof broadening the peormative personaegombining both theh y & (i NXzY $w G Q a

232 plaza,by Guillermo Eisner is included in the ®Msica de BarrioChilean recorder performer Felipe
Cussen play$t bass recordeiGuillermo EisneMusica de BarrigMexico: Cero Records, 28), CD.

pul;
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Figure79. Guillermo EisnerPlaza bars 7880. In the part for tenor recorder dayer, the recorder lineis
given above, thevoice below, showingK 2 ¢ ummilg&® effect is producedfrom the combination

LIS NJF 2 NI S NI & me@and iGsBumen hav&indiFidudNdwn roles and mustal parts, but
these ae praduced by the sane breath a principle that woks similarly vhen playing two
recorders simltaneousy. Someaspectsof this previous projectwere transferable toour new
double pipes project, prticuladly the questions of instrunental resistace, duaity, the

relationshipbetweenperformer and instrumat, and the energing personae.

Residends

We organised and cargd out this project by means ofemail correspondence anthree

residenciestwo in Yorkto devebp the work and the last one inMexico © presnt it finished.In

the first residency (17 t®1 April 2017 we worked on my systematigan of different double

recorder combinations from my recorder collection, to clarifthe issuesin working with

instruments with different pitch (at 440, 415,0r 462, temperament (meantone Vdlotti, and

equaltemperament¢ none of these instruments aréeuned in the Medieval Pthagoreansystem),

tuning (instruments in C, D, F, G, A arthB, andfinally different avaibblenotesusing ame hand

(determired bythe sze of the instrumert and the different typesof fingerings: Reaissance,
Baroque or Ger@n/modern).

We also undrtook improvisatory workshops which helped Eisner to undewsd, in
practice,the disiinctive kehaviours of the arious twofold instruments. In those sessions,we
searched for idiomaticgestures, exploredthe resultant tonesthat emerge fram the various
combinations and identified the generation of microtones anadr alterations n the tunng
derived from the use ofimited fingerirgs. r the latter variable, weandysed the need, in soe
cases, to altethe holes of a recordelbfy coveringthem with tape or wax,asexplained abovg to

adjust the tuning. Howevence aware of thesignifiantly diginctive instrumenal features that

2383 The use bhummingwith recorders is rantioned byMarin Mersenne in hid636Harmonie Universelle,
Contenant la Théorie et la Pratique de la Musjquedished in Paris.
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affect the reaulting tuning ineac combined instrumentwe agreed to exaine this on a case by
cas basis, dscussing eaclime wheter aless than idal tuning should be accepted asesult of
our appreciation of other special sound qalities that emeged.
During this period, Eisrer and | also looked abther contemporary vorks using double
recordas. Amongsttheseare: Peter Dicknson®@ Recorder Muis (1973)%4/ | NX 2  t Tiyeua LIS NR Q&
(1974) in which thesecond mowvemernt is played bya descant and an alteecorders at the same
pitch; Ishii MakQ &lack Inention (1975) for one recafer player playig descantrecorders
pitched at 44) and 415, a tenor recorder andam tam or gong; Egert MoritzQ Aus®r Atem
(1995) (whch | performed in 2001 in Wuppertal, Genany) ard Thomad { A YSdilogla)\d
WPlauto AcepoCY2011) for a recorder player playingshle andtenor recorders After this period
of colkborative work, | transcribed my terviews with Hamn and set this and the video
docunentation of thetrip to Eisrer. This was sigrficant, in that it inspired6& y S N & enfi dzo & S |j dz
compositional ideas andiltimately, the generatonception of the work.
In our second residency, also inrfKd4 to 9 June @18), Eiser and lworkshoppedeleven
exercisesvritten by Eisier in response tothe prgect work so far, arond the end of 217 and the
beginning of 208, and the first versionof the piece We continued revising Being in the Sounds
between April and Augst 2018 ad gave he first (informa) performance in Septmber, in
York.Z%
Finally, thethird residency tookplace in Mexicoat the end of Februan2018 We

preserntedthe finalised project and performedBeing in the Sounds

TheChoice d Instruments

What is impatant isthe result d the connection between
the two instruments [that form a double recorder].
Soméimes, each instrument is a little bit impaibut works
very well canbined. (Haron, 2016)

Theinitial selection ofinstruments vasundertakenon my own, in extended study sessionstrying
out different possilde recorder combinationsand writing downmy impressionsof the resulting
sound: whether ti had an irteresting qudity (as Harmon put it, Y42 YSO KA Y B alséd LISOA | f
examined he tunings in each case ad identified unisons or otler specific intervalghat might

setve as reference points in the processs of composing or improvisingErom this primary

234 According toh Q Y Dickindo® piecewas writen with the idea ofevokingthe Medieval double pipe.
9 @S h RebBlér Tald(Cambridge: Gabridge University Pras 1990) 115.

235 Thursday 6 September 201i8formal performanceof Being in theSaindsat the Department of Music
of the University of York.
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assesment, those two-fold pipes (subjed i A @St @ 0 RS T A yaSdRdinto #he sédonydli SNB &
stage inwhich lexploredthe idiomaic potential of each¥ y’ ShétrumientQ

After the exporatory workshopsof the first residency, Eisner and | reachaddeeper
understandingof the instrumental soundworlds and hencéelt ready to make aur choices of
instruments.Our selection aiteria corsidered the use of moels flom dfferent stages an@pochs
of the recorde®@ evolution; different registersand difierent manufacturing quaty. We were
keen not to restrict the choiceaccording 6 anyconsideratiors (or prejudces) of theA y & i NHzY Sy (i Q&
apparent quality or¥ @izSiWe acepted the challenge of dealing with thesignificantly different
characteristics offtte recorderand pipe moels of mycolledion.

I chose not to use my double atriple flutes,whichare moderncopiesof Pre-Columbian
ceramic instruments, dggite their apparent pettinence to this project: theaim was to search for
possible combinationsf individual instrumens to create new instrumental identites Two six
holed pipes (whistletype) were includd, though, each of differat origins andwith different
features. The irst is a simple Indian canenhistle, the second is a hybrid desigromhining
characteristics ofboth a Baroque recorder and a traditional siholed pipe Both are shown bela

in figure 80:

Figure 80. Sixholed pipes uilised inBeirg in the Soundsindian whistle (above) an hybrid whistle
(below).

Twelveinstrumentswere seleted, of assortal designs angbroduction quality: seven are
craftmade copies 6 historical models(Baroque and Renaissance); tware series, plastic
recordas with a modenised Broque ouer design (in black and whitén imitation of ebony
wood and ivory joints); two are sixholed pipes(whistles,shown infigure 80); and one is an
elementay plastic recorder intended for beginnes. Figure 81, below, shows the twelve

instrumentsutilised inBeng in the Sounds.
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Figure81. Reorders utilised in Bang in the Sounds

From left to right, accordirg to figure81:

1.Tenor recorderin @ W! dzf 2 del Rimh+t44D. a 2

. Tenor reorder in D (voice flg)® W . QB ¥ ANRgefby Joachim Rohmeiitéh A= 415
. Trebkrecordg inF.W. NI & aédl. Wiae by IdRge Monte. PitchA=440.

. Desant recorde in C.Baroque model. Madéy Jorge MonteroHtch A= 415.

. Descant recater in C. Baroque modleMade byJorge Matero. PitchA= 440.

. Seranino re@rder in FBaroquemodel. Made by Jorgdlontero. PitchA= 415.

. Sopramio recorder inC ® WI0MA2AE Y1JIK 2 y &  unSdoI2PNARAS 44
CAtoinGWDI Y I agk Male by doRye Moeto. Pith A= 440.

. Descant recorder in @anl & & dd€). M#adeby JorgeMontero. PitchA=440.

10. Whistle in A. Mde by Jorgé/lontero. Pitd A= 462.

1L WLahRAG KA & (GchS=440y / & t A

12.Desant recoderiy’ / ® WIpnkKpy SN .2 REDA=-¥D.RSt & t A

© 00 N O 0o b~ W0DN

Thesewelve instruments were ambined soas togenerde the followingten double reordersor

pipes, liste in the oder of appearace in the inal piece with thebrackeed Y<ndicatingpitch:

1- (Flastic) tenor rearder in C (P 440) artdeble recorderm F (P 440).
2- Tenor recoder in D (P415) and teble reorderin F (P 440).
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3102 Ay (P %40)iddtelyid récardr i F (P 40).

4-AF G2 AY O DO tWDH yohrdréckgeRn OR SWID& a44QR 6 t

5- Descant recader in C. BaroquéP 415) and descant recond@/ ® yWDHla AR ot n
6- Desa@nt recorder in CBaroque (P 415) andlgstic) sopanino recorde in F (P 4@).

7- (Hohner-German fingengs) descant reorder inC P440) and(plastig sopranino recorder
inF (P 440).

8- (HohnerGerman fingerings) deant recorder in C (R40) andindianwhistle in QP 440).

9- Whistle inA (P 462) iad Indian whitde in C (R140).

10- Sopranino recordein F. BaroqueR 415) ard descant recarder in CBaroque (P 440).

[11- Returns to theifst combination, abovetenor recorde in C (P 40) and teble recorder in
F (P 440)].

After usingthe tenth doubleinstrument (with the soprarino in 415 and thelescant in 440),he
work returnsto the first canbination (listed aboe as number 11), eting the work with the same
two recorders heard at the begnning. The use of th instruments corresporglto the drcular
concefiion of themusicalcontent: it departsfrom the lowest the biggst) and continues withan
ongoing transitiortowards thehigherregister(smallerinstruments), before returningto the first
combination Thescenic presentation ohe perfomanceg with the playerstanding inthe middle
of a drcle of instrumens, working gradually around tkem, as seen in figuré3 ¢ responds tcand
illustrates this ciralarity, produdng the atnosphere d an intimate, solitay performancejn tune
with Hamor@ expresseddea of'Being in a sate of resonance ith the instrument ad with the
musicQ

It is passible, alternativelyto select another pair of tenor and altecorders for the last
combination (number 11), as longs they lave the same register anuitch, thereoy introducirg
subtly different timbrescompared to the instuments heard at the start, but with the same basic
pitching and instrumental combinationn two out of the three live performances given during
this project, | used differentalto recorder fran my collecton (already usedin projects 1 and 4):
0 K S LJE wlib BIade by Fiedrichvon Huene, pitched af:440 and tuned in the Vallotti system.
This dange stillretained the idea d returningto the low registerheardat the beginningof the
piece,thus endingthe jourrS& I y R (IKISDO (WY @zl KylGieRast 0f cdnyid backto a
new combination dlow recorders expressed the idea ohaver-ending processof selection and
instrumental transformation, mirroring the fundamental2 y 3 2 A y[ Bf My (ptaclice tha

generated the wble frameworkof my PhDand its research giestiors. The expeditionthrough
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the different hstruments experienced iBeing in the Soundsreflects the journey that | (and

maybeother performer$ have expeiencedin my developmert as a recoder perbrmer 26

Creating theore

A crucil problem in composingfor this variety of duble recordersand pipes isnotation, and for
the compo®r to work collaboratively with the recader performer, developing a thotmh
knowledge & how the irstrumentswork, s very imprtant. 9 A & y Srhiskpritiallaf@r he eleven
Etudes and subsequedty for Bang in the Soundsvere written so & to represent the sounding
pitch, drawing upon mysystematisation of the selected,ombined instrunents. Howeve,
becaug of the many varables that | had toconsicker when playing such dferent models

simultaneously, lasked him to tragpose the parts focertain instruments,as folows:

Voaice flute inD (Pitch at A 415) transposed tdMitch at A 4@)
Ganassin G (P 40) trangosed to P 440)

Descant irC (P 45) transposed to C (B40)

Indian pipe in @P440) transposed to C# @20)

Whistle in B{P440) transposed td (P 40)

Sranino in F (R15) transposed to C (P 440)

= =4 a4 A4 - -

Inthe end, all tle instrumensin the score ae readasif in either C or Fwith pitch A=440
as the reérence. This changmcilitates the simultaneous grformance of bothines in he staff
notation. Firally, then, there are two versions of the score: on& concert pith, one with
transpodtions. Our aim wa to produce a scorthat would simultaneously rélect our response to
these specific instrumentsut would also intie other performers toplay the piece by followinga
similar process, identifying tlireown selectio criteriafor the instruments and respnding to the
ideasin their own ways. We therefoe included a prefacén the score, providing infonation
about the project and instructions for performance, but alsostressing the importance of the

instrumental seletion process:

2% The circular disposition of the instruments and the scores on stadgeing in the Sounds perhaps
reminiscent2 ¥ [ dzO A I Gides(1960NIrXetnale voice, harp and two percussionigtsthis work
Berio gives precise instructions for the location of the performers and the percussion instryraadt$or
the singe® YourneyQ Moreover,similaly to Being in the Sounderiooften explored and referencethe
WL afinati@ments,while chalenging theinstrumental affordances. This apparent, for example,in
Laborintus Ifor voices, instruments and tape.
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We Iist [on the scorejthe instruments utilsed n our version. However,
any new performer mayearch for their preferrednstruments as log
as these do not sigificantly dter what is written in the score. The
process of secting the inruments isrevealedas itsel an essetial,
critical stageof the unfolding of this wok. New identities arecreated
FTNRY (KSaSAWSR AWORoembnstGinfeintal dies
appea, and, as Hamon exmsses so beautifully, these embodye
WL S bf theadid €xperenced inplaying.

Both versions of tb scoe are given in Appendix5.1. For the followirg section,seeconcert pitch

scoreandthe audo recording inOutput5.2.

The Music
The primary instrumental resources explored the project aml eventuallyutilised in devising
Beingin the Soundsre: doublewhistles, double ecomersor the combinatim of a whigle and a
recorder, humming & comhbination of instrumentl tonesandthe LIS NJF 2 Ngi&)\thedsound
of a singlerecarder, andthe LJS NJF 2 Nig®dldahe We also soratimes comined the
perforY' S $\bice (singing)with a double pipe or aouble recorder, crating three independent
voices, recdling a trple pipe Moreover, we thoroughly examined he phenomenon ofthe
resultant toresthat emergefrom the interaction ofthe two man pitchesplayed onthe combined
instruments a kindof Wosent-preseriCaddition f W @LHaMDBsAyd Wecauseyou play tvo
recorcers, youwill alwaysk I @S (i K NJE&ch éf theladiBna diBeingin the Souds entails
specific explorons and @proaches Belaw, | discuss selected xamples which are paitularly
notable forthe instrumentalcombinaionsand resultant sorrities.

Asmentioned ealtier, Eisner and | had worked on thamming effectin Plaza We aimed

to explore it furtker in this new contet. In our discussions, Hamonommentedthat:

You find humming in a lot otraditional musicfrom Hungary, from

shepheda Q i ldzdedieval times you could find a person playing

two or three vaces, so weean suppae it was used. $tsound effecis

similarto the odzy’ R 2 Tbt @ R&lia.MAkgdsimilar to that of some

reed instruments, andiddles, réecs, harpsbecaue of the Wo dzZl T Q G K| i

the humming gives.
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At bar 157 (see figure &, below) the recording oF t A S NNJifQdoubleJfpes@nkligaBd in

the score asiudio 4) blends with mylive humming(this can be heard 8802@ Thecombination

of instruments inthis section is pecli A | N | [|tighal\ddBle intrdkdem fseefigure &) is

set aganst my playing of a cheap,plastic soprano recarder, as usedn shool music making
(figure 83, the recoder on the lef}, and my voie. In the previous three-part section (bars 155

56), we hear the comimation of my vote, the soprano and sopranno (figue 83, the two

recorders on theleft). This sonaity effectivdy prepares the tension fothe entrance ofthe

recording ot A S NNBepiesRlida).

Figure82t A SNNB | I Y@pg.Qa R2 dzof Sigure8s. Hohner descant, Aulossopraninoand
Indianwhistle.
135,
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Figure84. Being inthe Soundsbars 15761 top line, performS N2 & ; séé@nd li@eSsopranino recorder P
440) changng to thelndian whistle (P 44Q)bottom line, Hohner desant.
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The following secion (bars 165 to 181 from 9(23@o 1162@figure 85shows tars 167 to
170), with the Hohrer soprano andhe Indian whistle (figure 83, whistle on the right), produces a

deliberate clash of instruments. The two very differénstruments, foregnto one another and both

»=380
14 —5— — 55— "
- 1 i f‘.‘\ﬁ
TR - 1 1 |“| I'J" : Ju %
- LA | = L8] il ® ]
= =+ + + = = 7 & =
LN
W — .Ji’ >
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F - — [7] o | ol
[ an] i i L8] Ll
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Figure85. Beingin the Soundsbars 167-70: top line, Indian whistle; bottom line: Hohner descant.

somewhatdelicate andprecariots in their intonation, nevertheless wdt very attiactively when
combned. Moreover, they seemed & me to evoke the sondy oft A S Nedetalicbuble pipes
Ebrer initially composed two-pagesectionfor this mmbination. However,| wanted to open up a
spacein which | couldmprovisewith these sound (bars 14 and 1B shown in figure 86, below,
audio recodingfrom 10¢D5@0 11Q 9@udrawly 3 dzLJ2 Yy sugyedtchsastiéieingaware of the
imperfectonsin the general tuning d these two dssimilarinstruments

Impro in medieval
style with the Indian whistle,

i_ﬁ o~ =~ followed by the grace notes j’ f f ,f' & f
r- 4 I 1 1 I 1
{7 Ty : : —
Tk [ T 1 1 1 1
’ o
- Impro in medieval ' ' I I ]
! ﬁ style with the Hohner ¥ Ey Ey F ok
by 4
e 8]
"
<o

Figure86. Being in the Sownds. Bar 174: improvising withthe Hohner descant over a sustaindgl with the
Indian pipe.Bar 175, improvising with the Indian ppe overa sustaned A with the Hohne descant.

The sedbn with the two sixholed pipes(bars 196 to 208, from 12Q48@x0 130Q30@ was

-

influeneR 6 & [ 2 dzA & EndegvRttddhirs B0&1 B /ue y FransBriiggenasan encoe), for

two alto recorderqone performer) simultaneously plaingintervals of secnds (see figure B).



201

ENDE

to Frans

J “ al mosso 66 Louis Andricssen (1981)

.“
)
R

f SRR P B Ry AR o AR PP PR L RR .
344 4 : S — - - +— - L I s . 4 + L" . + 4 + + - L7

‘ g
altorec. | ’ n : Mt 1 t 3 { ": ot .
Y e — e — e — g e e s — o g — Smew Sy
recorder player s 4 " = = = £ 55 = % =
16 Plop i opi oo oor 'iip;-’.,._-_;a:r,_-fp:,.»::pb. -

I
X

;
|

altorec. 2 + 1 P . !
&l st oo

Figure87. Lous Ardriessen: Erde (opening).

However, the sound ofny two whistles diffes from that of any combimtion ofrecorders (sah as in
Andriess¢ Q& k),¢r8aNy due to the whik A G f SQa&a A Rtor? ¥ highi idtesLiNGidh
overblowing (due to thdack of athumbhole). EisieNI@&stues r this section are bilt accordingly,

as llustrated in figure 88:

faﬁﬁﬂ’ I/—FF' IU/FFF- /11/1:-_/: e
-ﬂ\—%‘—ﬁ—d—u . — : ¥ = r r £ % r
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Figure88. Being in the Sounds, bar 202 top line, Indian whistle (P 440}, bottom line, whistle in A (P462).

A find exampleto draw attention to isthe useof high-registerinstruments(bars 214to 223,
from 13(b5@0 14(BBQ® a Baroque descah(pitch A=440) anda sopranino (pitch A=415). Here, we
worked in @rticular detail on the production of regaht tones, wheh are stonger (and hencemore
audide) in the hgh register. This séon drew on naterial from drafts of EineNgEtude 9 (one of
which is gien in Appendk 5.2). The tuning wasfundamental Tiny adjustments had to be mad®
air pressure thus affecting the phrasing. Also, to achieve asound close tothe low A of the
sopraning, which adinarily requires the usef two hands, | keded to coverhe holesrequired for
its fingering with tape or wax However, overing thenecessarngwo holeswould have inpeded the
playing of other notes, and © | could ony tape over onehole (this is exfained in the score: see
figure 8): compromises had to be magl Despite ths, an ability to tune satigactorily developed
through my understanding of the twiwld instrumeriQ &ehavour, and (egecidly) by krowing

which resultant tones | should expect twar.
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Figure89. Being in the Sonds bars 21417: sopranino recoder (A=45) and sqorano recorder (A2440),

indication to tune the sopranino recorder.

The Pre-RecordedAudio Tracks

Being in the Sundsincorporated $x pre-recorded audio tradks, all excepts of Pérre Hamon either
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playng double recorders or talking abt his krowledge and experiencewith instruments His words

are transcribed below:

Track 1 (markedW

| dzFh the seore)

| think the pleasure to play tle double recorder isreally the SOUND, whitall these harmonicsral

the resultants of thesound oftwo pipes What is important is reat &

tuning on listeiing dl the sound around qu.
lwould say, il Q dthe/da A O sjust NHERLESURBFITHE SOUND.

Track 2Audio 2.}

The greatperiod of the recorder, ifiact, is the time of courterpoint; because ¥

w

G2 Gr18

Ala

GAYSX2Yy

Wi KS

qualities of articulatio, its quality about elogence,about speaking with the irstNHzY Sy G = X

Tradk 3 (Audo 2.2)

X and, also, because thaund is very preciseg 2 X

Al Qa

music,I Y R e&llif eigreatXime of the recorder. With theavers?

Track4 (Audio 3

w0 K Sor theRR@@issHRcE NB
4 2 dopRoe. A &

iKS

y2i

| think what ismportantisreally WY S S (i A y 3 Qentl IKtBe inktyliraeintNHp¥hething that can

A Y & LIA NBinkYHatXometimes it can be a  NE

(sihv X ¢ KA a
Aquah G & X
SomethingK

L wit® Woyoif X

al e

0KAY

42 dzy RS

2 NJ

I 6ARS

l'

NE O

LIS N

y
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And, also, his is in conrection with the repertoire;so, what is importantAVhat kind of sound do
@ 2 dz (ferihig fiepértoire? What kind of saind this repertoire needs [sic]?

Track 5Audio4)

Hamon playingdouble ppes.

Track 6 Audio 5

The reorder is my vaie. Maybeit is kecadzd S L QY | ing&r Ndrami, Nvhail i§nRortant, is

TO SING with the cerder. Bu | think, thereis somethy 3 Y2 NB SaaSy dAl £ XAGQa NJ
thesound ¢ KSNB Qa Z&ef & th&mugidharRn the ommunication wih the language of

tKS &2 NRa ¢ edwithiife saizfcy gilde®imbers, with all the mystess of the symbolic

world. ®, for me, the first level, the essential one, is not thwords is not to speak wh the

insgrument, but is THE MUSAL VIBRATION.

As isclear from theseexcerpts Hama strongly believesthat meaningoften lies beyond
words.?*” For us,though, his own words wereimportant dueto both what they conveyed and ¢h
sownding quality of thai expres#on. The strong Frenchintonation of Ham2 Yy Endishwassignificant
because, fothe three ofus ¢ composer, performer and interviewee Englishis our foreign but
commonlanguage. Thergvas (and is)a resistance in ouefforts to communicate wih each oher
and predsely convg our meaningsThisis gparent in both Hamorf2 intonation and his effortsto
eELINB&A KA Sl K®mAjage. Ay (KA& Y

HamonQ &ecorded musical SE | Y LI Sa &0 A 15dzSiknéy jprhiSen dihan-
contemporaneous elment set against he live performance of doubleinstruments and the
contemporary musicakoundworld. The eféct might be perceived asraelementof performance
brought from a distantpast andanother place, awakeningpstinstruments and forgottensonorities.
In the contextof Eisnd&leseardld into te W LIESof (1 K Sono®@&za ¢ Ay diFyE  ALYNG SONIMSD S
HamoQ® | 6 A Sy i LINB & S y1@8ng eeiné&iCrd exdore, lcrgatively Théprerecorded
material that we decided tanclude serval to WR 2 O dzBé& sésidenciesbut alsoinsgred our
compostional and peformance work. Ultimately, theserecordedaudio tracksact as a homage to

I I Y 2 pb&ed#ful connedion with theseinstrumentsand their music

237 During he 2016 residency Hamon expressed these matters as folisK SNBE A da a2 YSG KAy 3 Y2
and deeper than the word3 > nifogfmatighithat you should receive from K S Y dza A Quid perceive 2 dz a K
1KS8 WYdza A G a aa 2 Y SalekanlyiEmhpamidd Buy iheutbwords, or not requiring them, just

GKS +h/ 1 [2X GKS &d2dzyR 27F (i K@Btht@enaA@S Iy Iy 28y d KNHzZW2WRET

Ydza A Ol t NBazylyosSao
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The virtual presence dflamor@ instruments affecte my pereption of thosethat | playin
the piece. Exh d my individua instruments embdies and evokes a diactive epoch, context and
aestheic, particularly through their visud appearance.Nevertheless,combining them in pias
deconstructs these idatities, generatirg new, hyrid forms. They costitute much nore than a
Ydza A Ol f asth8yFatcBu® in€niiful features of their own, gathémg together aspects o
different cutures and opening up new sonic worlds througtplexation of their novel #ordances.
Eachis anS ¢ 0 PR deandingnew techrical skils and suggesting distinctie contexts for new
music making

The premiere of thefinal vergon of the piecetook placeon 8 January 2019at the University
of York.Avideo of this live perfomanceis providedhere (Output5.1), but alsothe studio recording
mentioned above Qutpu 5.2). The reader carchoo® which version to listeno. However, the
production of resultart tones¢ a phenomenon thatvas asignificant pat of our creative enquiry is

not so appaentin the viceo, due to theconcett hall acoustc and the capture oftie live sound; they

aremuch more evidenin the studiorecording.

/ Being in the Sounds
Guillermo Eisner, composer
Carmen Troncoso, performer

Lynette Quek, sound assistant

Tuesday 8" January 2019, 14:00 hrs.

The Lyons Concert Hall
Department of Music, University of York.

Figure 90. Invitation to the premiere of Beingin the Sound.
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Chapter 6. Seaching forRecorders® Meet a Chambefrchegra (2017 ¢
2018): CombiningAcoustic and HectroacousticRecorders

Camen Troncgo (recaders)and Carlos Zanora (composerand conductoy).

Output: performance ofConcerto fo Recorders (sopranino, etdroacoustic Paetold bassetand
electroacousic Modern Alto with an Eextension and Clamber Orchestraby Carlos Zamar

Output formats: Video and audiorecording o the live performance 14 Febrary 2018.

Figure91. Soloistand compserconductor with the University ofYak Chamber Orchestra, premiere
performance, Concerto for Recorders and Chamber Orches8#,Jack Lyons ©ncert Hall, Department of
Music, University d York 14 Felruary 2018.

| hope that you will feethe dangr that is all thetime in this piece.
(Jaine Martin, 20179238

The projet Searching for Recorders to Meet a Chamber Orchgsundertaken wth Chiean

composer and caductor Carlos Zaora, focused on geerating a concetto for recorders and

238 JaimeMartin (RrincipalConductorof the Gavle Symphony Orches)ran trailer forthe Concerto for

WSO2NRSN) WoIl 3t.$QiacttAd¥orbf %6 ¢ [ | dzNdes,0633,pdstdad S wSO2 N
08 Y. 21 SK L Y013 acyessedIbanch 200,S 6

https:// www.youtube.com/wath?v=2g0uTpzX2w8&t=525%2C.
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chamber achestra, collaboatively exploring te use of contrasting recorder nodels (to expand
sonically the modern orchestral context) angbuth American Pre-Colunbian instrumental
sororities. Sincéoth Zamora andwere undertakingPhDs (his in compo#in), the core elanent of
the projec® collaboative framewark was the potental that, we considered, lay in the idea of
merging our indildual research nterests In this commentay, | refer to theways in which the
combinaton of thS O2 f t I 6 ZNdflierddBh@critaria fofAinstrumental setdtion and the
nature of the canposed mugal material. Each of the three movements is désel separately in
order to examne the disinct compositioral elements involve and the treatment of the specific S

instrument utilised in @ch casewhich aredetailed in the following table

1st Movement 2ndMovement 3d9Movement

YNy 3 WY/ pranacrdc@deq Paetzold basset Mollenhauer Modern Alto Recorder

with an inmic system fittel with an Eextension with Phlippe
at KunathRecorde's . 2t 0 2micRdtemi Y

In paticular, the second mvement isdiscussedn more depthbecauseit involved more
extensiveinstrumental exploation than the other movements, in twaespects firstly, signifcant
alterations wee mace to the instrdzY Sy G Q& R $plidafibyfs>for iy wirkthatineed to be
examined; scondly, this piece is the first use of thg recorder modelas a solo instrumenin an

orchestrd context¢ a complexscenarioto dealwith in alimited number of ehearsals.

ColbhborativeFramework

The composer Carlos Asora is a fellow PhD student the Department of Musicof the Universityof

York. Howeverthe collaborativeframework of this project is distincire since Carlos isalso my
husband. At the begning of our sudies in York, in 2015, wkalked about creatig a piece that
would bring togther our individual research topics, Zama® being Yhé us of PreColumbian
musical elements from the Aymara, Liceaantay, Mapuche ad Selknamcultures [in the cuent

territory of Chile, Argentina, Perand Bolivia] in myompositional workIn 2016, Amorareceived a
commisson ¢ the Lyons Cebrations Award ¢ for the creation & this mncerto, with the

participation of the Universiy of Yorkka OK | Y 0 S ahil sppdbiz inGsmlipddformance in the

Sr Jack Lyons Comtédall with Zamora conductintpe orchestra.

The Gompaser
Zamora belongsto the Likanmanta (or Licanantay) wture. His compasitional work is stragly

influenced byhis inheitance of this culire@ musialtradition, whichis markedy present in his life.
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However, he is also a compdrained in the Westem-Eiropean classidamusictradition and its
notational system.Moreover, and explicitly reled to this projed¢, he leaned to play recordes at

schml in his northern hometown, Céama, with a teacher who formed a recorder ensemibte
perform Barague repertoire using consds of wooden recoders: an unusual xperien@ for that

area in the earlyl980s. Thee combied contexs influence not on the distinctive nusic that fe
composedut also the way he treats the recorders, specificaand other musical instruments more
gererally. Among ZamraQ &  t@ include windinstruments, and which illusate the O 2 Y LIJZ 4 S NI
style, are his Flute QuarteNo.1 and No.2, Cancerto for Horn andSring Orchestra, Concerto for
Clarinet and3ring Orchestra, Concero-Piecefor Hute and Strigs,Concerto forOboe, Concerto for
Saxophoer and Stings and Antara, for wind ensenble andpercusson. Finally, it is iportant to
noticethat the ordhestraiszay 2 NI Qa WTlF @2dzNAGS Ay aidNHzYSydiQ F2NJ g ¢

Previous Gollaborative Work

Carlosand Ibegan working tgether in2003whenthe Chiean conductor Luis José Retauggestd
that | might @mmission him to comgse a concerto to play with the orchesta of Escuela Moderna
de Mdusica de Santiag@hile. Tks threeemovemen composition, Concerto forRecorder, Fluteand
String Orchestr (2003) becamethe second Chilean wk to indude therecorderin an orchestral
setting.

In 2006 Zanora composedConcertofor Alto Recorder and String Orchestra and in 201 t
Smata Movement for Alto Reorder and Sing Orchestra.l premiered these thee works and
recorded them for the Concertcss for Reorder am String Orchestra bghlean Compaosers with
Zamora conductig the Orquesta de Marga Marg@&hile?

During thog yeas Zamora dso becameinvolved in my pojS Oli-vet#andQ which aimed
to perform, record and edit commissionedral colleded works for recorders by Chilean cqmses
to creae the bookNew Music forRecorders by Chilean Composéfigure 92). Among ZemoNJ s Q
works for recorders in an ensemblesetting are Two Moments for Paetzoldbassetrecorder and

marimba, Turifor alto recarder andguitar®® and Stampede of Bird$' for recorder quartet.

29 Carmen Troncosdoncertos for Recorder and String Orchelsyr&hilean Composersdependent 2012,
Ch

240Duo Divertinento, WuriQ.Cl: Compdtores Chilengsndepeandent Production, 208, CD.

241 a Compaia de Céfiro\Btanpede ofBirdsQThe Language of the Birds:r@abulations of Music and Poetry,
SVR Producciones, 2009, CD.
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Figure92. Cover of the boolNew Musicfor Recorders byClilean Canposersby Carnen Tronco®.
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All the worksfor recorderscompacsed by Zamorahave ben created durihg our ife asa

couple. Our relatiortsp has gven him direct access to extegive information about my instruments,

their features andas®ciated anecdotes; this type of knowledge comes fronbbecomingfamiliarised

with the cdlabora? NX2 &ondl38uNd wold: their sont and instrumental prefences and their

backgrounds?#2

TheContemLJ2 NJRdd@der@ y' O SQdidtetQ

Before addresingthe factors surrounding the choice othe recorders to play Zamofaa

02y OSNI2s%

present an overvew of cantemporary recader corcertoswith noteworthy features that, through

comparison, help illumiate the characteristics of our projedh doing so} provide a coriext within

which to bettee understand the complex reli@nships betveen performer and recordess

(ingruments) perfomer ard recorder makes, compaer and recorders, and performers and

composers, in the process of devisingnumissioning ad/or performing new works. Enphasis is

given to the substantial workni and contribtion to this field by the Danishrecorder performer

Michala Petri.

242 |n the Introduction toSignificant OthersCreatvity and Intimate Partnershipy Chadwik and Coutivron,

the authors expressK S A NJ
NBf I GA2yaKALA Qoortait &KS2E I NIBLIKSINNNESR

lund¥rgand (ir@ richness of the private interactiortbat operate within
jGd2S & G A 2O $ 0 2 8z(.O P KIS S AN

Whitney Chadwick and dbelle de Courtivro, eds., Significah Others: Creativit and Intimate Partnership
(London: Thames arldudson, 1993)8-9.
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ExaminindVichda PeN3Ir&rumental SlectionQiterig?*?

When searching for contemporary concertos fecorders andchamber orchestra, Michalat S & NJ& Q
name appears as by fére most praninent. Overabout40 yeas, shehas comnissiored, pemiered
and recorded nummus cacertos for different recorderswith chamber or symphonic orchestra.
Among her recordings are:Moon QilR€ Dream (1995) with the Englsh Chambe Orchestra
conducted by Okko Kam&a@ndinavian Moods (1999%4 with the London Philhamonic Orchestra
conducted by Jamesludd; Chirese Rcorder Cancertos: Eds Meets West (2010) with the
Copenhagen PirmonicOrchestra, under Lan Shi; Dansh andFaroeseRecorder Concertg2015)
with the Aaborg §mphony Orchestraunder Harik Vagn Christnsen;Nordic $und: Tribute toAxel
BorupJagensen (2015) with the Lapand Chamber @hestrg under Clemens SchuldBerman and
French Recorder Qmertos(2016)with the Odense Symphonic Orchestunder Chrstoph Pgppen;
and American Rearder Concertog2019) with diferent orchestrasand instrumenal sdtings. llist
them heetoacknowled S t S NR Q& SignitoShe & edoded corderty seNdh 6 dz

In her recent projects between 2015 and 2@l the recorders are included in a
contemporay soundsape fed by innovative instrumenal combinatbns, complex harmonies and
textures,includingthe use of electronics and exteed tecmiques. Of interest is he explomtion of
electronic effects, especigl in Your VoiceOut of the Lamh Conceto for Recorder andSmall
Orchestra (2015 by Fabrice Bollor?*® in which she ugs amplification and pedalsottrigger
composeddigital effects. The Goncerto incorporates both the use of arextemal microphone for the
several recordes involvedg the full ectrum from subbass tosopranino ¢ and a multieffects unit
that can be controlled by the pdormer herself.* It is also m these recent productions that Petri
gradually incldes catemporary recorder designs, suds tre Modern Alto by TaraseRaetzoldor
the Eagle ecorcer designel by AdrianaBreukik.

Given my researchopic, | wante to find outwhich specific reorder nodels Pdri uses.
However, the informationin her CDliner notes often acknowledgsonly themakS NB Q Yy I YS& 2 NJ

recorder€manufacduring compary; instead of furher details of the instruments usedemphass is

23Thematerial ona A OK | f | rk pBotidedl iQthis séction has been revised apgprovedby Petri

through email exchange durinlyne2019 See written consent in the Appendix.

244 Scamlinavian Madsincludesvariouspopular Scandinavian pieces, transcribed fecorder and orchestra,
rather than concerts.

245 This concerto ws premiged in November 2017 by the Odense Symphony Orchestra, Réthi as the
soloist and the comoserconducting.

248 |n the liner notego the CDGerman and French Recorder Concgrtioe orchestra foiYour Voiceut of the
LanbA & RS & ONR 0 iy b#1RE an-xychestr wifhout woodwinds or horns, without viudi or
violas, but with three trumpets, three trombames, marimba, vibgghone, drum set, harp, cellos and double
basse, joined by a very dominant [amplified] key/th NGhds@ph SchliretMour\2 A OS hdzi 2F GKS [ |
NBEO2NRSNAE | YR trandaked iy D2am&s BradfoidNRiNSbn liner notesfor German and Frech
Recorder Concertoblichala Petri and th®©dense Symphony Orchestra conducted by GipistPoppen, OUR
RecordingsCD, 12.
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given to describingthe context and literaturefor recordes, the ommposS NBENE® pelfdNl S NE Q

processes the specific instrumentaketting and canpositional elements. Onlineideos oft S NR&A Q&

performances ofvarious concertas allowed me to examinethe chosen instrurants with some
proximity; but of course,the processes and criteria for sekbding the recordersare not revealed
there. | vanted to know: were the recorders chosen dabordively? If not, who decied upon the
instruments and which variables were consideredAiming to answer these qugsns, | contated
Michala Retri, and we entered a subgantial correspondence on these matterlasked her whether
she had previously le® asled much about this, to wibh she answered$ot too much, | think ¢ |
think this goesunder preparing and practs which | am at sooften asked aboutQ  diskeledlng,
reinforcing the importance of pé&rrmera Qractice research it aims to unfold the meaningful
processes andedsions that aise inour (usudly private) practise and erformance preparatiormnd,
to identify sone ofthe complexities involvedin the sibjective performative framework.
Interegtingly, Retri stated that shepurposelyavoids giving information abduthe variety of

recorcer modelsutilised:

| like totry and make the recorder be [ape as]\Hormallike any other
instrument ¢ and it is rare that a violinist (for example) tad alout which
violin he chooseg or a piaristdoSa (G KS &l YSrée makgstaba da KS
issue ou of it, which Ipersonally find notquite HghtG*” | am a litte of the
opinion that if | talk about [or detdl] the various types of recorders, other
than [just] stating that there are todaynodern and louder ones with better
dynamic possibilities then | will give pegle the impression tht this is
mostly for recor@r enthusiasts! like to say [providgl what an enhane
GKS t AaidSy SNEQ@ndE kak adiE vaSohshrégfdeSpes,
make compaisons, etc, then | posibly get the lisener to do the same,
instead of focusing onthe work and taking it inAnd comparing =ad

experiencing never gowell together 248

There is much to consider here. @ursly, Petri O2 Y LJ- NB &  LfsénidiicRkd\vaGaed Q

2

quite different in erms of their insrumertal stuation. The W &tryimental vaei @ Q Ay (G KS

professonal recordemusicmaking is something thatdistingushes recorder performance from most

247|n a recent email, she expladthat she finds inot quite right W lit &hifts the focis fromthe music iself to
something &€ & Midgh&la Petriemail to the authoy 25 dine 2019.

248 She came back tile issueof the information provided abouthe ingruments utilised in the recordings and

g N2 (S K IlIdiproBakibgt teirifo2ndztiondown ssmewhere on he internet, for ttose who are
A ¥ S NBighél&He@lgailto the author, 25 June 2019.

FAS
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other perforY S sldameworks. For itance, tre training of a violinist and/o a pianist doesnot
necessaily demand acquantance with ealier forms of the instrument whereas the taditiona
training ofthe remrder pelformer requires expertise on earlieradels earlier styles and idiomatic
repertoire, ard generally the necessaynowledge ¢ both theoreticd and practical ¢ to address
musc from earlier epochs.

However, even if he stuation of playinga varety of instruments is particularly inherent to
(and a distinctive feature of) recoder pradice, it can also occur with &er instrumentsg if (or
when) the performer aims to reseairg, learn about, and invest iother forms ofher/ hisinstruments,
whether they are either other registers (i.e.sizes) 6 the instrumey i Q& T bthéi rhodels 2 NJ
(copies, versions) related to theénd G NXzY S i6ric&® évdufiok. 8y reseach considered rore
broadly the idea of a soist using a nmber of different forms of aninstrumernt within one concerto:
an unusual propsition. Acompelling case is thellite Conerto by Dai Fujikura, which cdomes the
flute, piccob, subcontrabassand bass flute in amninterrupted flow of sonoties. Interestingly, asin
Zamorl Q anceft@2for Recoders and Chamber Orchestra, each flitrms an independent
character, asa distirct entity. Thus, the emphasis iypon the instrumey (i ¥oi@es, mther than
primarilyupon b2 RSy Ay 3 ( KSgisteyy & i NHzY Sy i Qa NB

PetriQ & pinién that ii Aok qui® N 3t im@ke an issue out of the perform@rd
instrumental choices reflects hecore am to communicate with the audiece only throughthe
musical expeaienceg an artistic focalpoint, which of course is vidl and has prosd to be consistent
throughout her work Petri has forged a unique, extremgdgrsonal career path, and her strag
performative voice places her instruamts (recordersjn a dear subordinate role in relation toher
expression of her musiaggl and her unérstanding of any musicshe adiresseswhatever style or
epoch or culture itepresents.

Asked about her relanship with and approach tahe varietyof recorder nodds avalable,
Petri chrified:

Generdly, | have not been followin so much whahas happened within
the field [of recorder making in recent years. My main e@cordes are
Moeck Rottenburglt which were the mes Istarted on when studyingn
Hannover 5@/earsago! | always foun they suited myway of playing. And |
felt more ¥eeQon those than on for exampe authentic handnade

instruments?4°

249 Michala Petrigmail to the authoy 14 Jauary 20.9.
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In a later emajlsheaddeR YWha¥ makes me abl®o express myseélfreely is something instinate,
but it has in any case,to do with a possibility b let the air flow naturallylike when singng ¢ in
other words ot too much resisi | Y28 $hb<) the issue of the typeTo Wingh 2fe2ed by the
recorcers appears to & a rdevant variable for hera mnsider whe choosing herinstruments. In
her latter quotation, she reveals a ttes for a modern wider wind channel rather than for the
Baroqueversion, which is much thimm andcurved i 2 LINR2 @ 2{] ISy O S Q¥ Ndbgaisligat, 0 f 2 &
significantly chaging the contol and quality of the tore@ dynamic respnse. This preference
suggess that even wha playing Baroque repertoire, Pdri always uses a moderniseBaroque
recorder, suchas her Moeck Rottenburghrather than a cpy ofa historical design. Thisof course
in contrast to the many daher recorder phyers who regard the use ofidtorical desigs & the
corred choice.?® (It is impotant to note that no judgement is suggtedhere: |am not interestedn
0KS WNI WyaNeEn 2T OK eikuddestanbngztie criterialifdt Ssecting the recoders,
and the implicationg Petri noted tha as soon as the (new) modern recorders(or contemporary
recorder designs) atted to appea (at the end of tle twentieth andbegiming of the twentyfirst
centdzNE 0 odgi fher &Y Y S RA |.(18S f Y2 Ri8ddds the Mddern Alto Reotder, which
shereguarly uses, the Hhlert alto recorddNE | YR € I G SNJ . NBdehohyppeadd 9 3f S
only in 2007).Petri does not eem  regard her first MoeckemoNR S NB oddrng evéH Yhough
relevant design propeties representative of an eker instrumen concept have been modified, such
as he wind channel, the temperament, thg@tch and the fingerings. This ni@s me think thasheis
actually influenced byhe outer deggn of the indrument, asa feature ableto define by itself the
epochto which a reorder belongs

| aked Petri, then, whether the design of the instrumentg their outer gopearancec
influences her instrumetal choices: would she, for arple, play aBaoque sonatawith an Egle

design, orgthe choice of instrument dermined only ly the sound. Sheanswered thatit was tard

250 Michala Petriemail to the authoy 9 January 2019nterestingly,she has started usg copes of histoical

instruments piched at 415 only recently, and, as she wrtdane in this emalil, just folearning about it, not in
concertstMichaa Petrj email to the authoy 25 June 2019.

251 Moreover, recorder pdormer Pete Holtslag revealsK A & nsaaaa&lionh TS St A yisgddaD> (G KS
AL GAaTFEOGA2Y Q g K Sigtoritak recérdens 8f th@aeSColRdidn Th/OyTord, a feeling thag

stred aSa4X We2dz i KS LISNF 2 NY SdtBag, medicdite GBEN\Pe@r MBIt¥ag 2h8 NE 02 LI
Wile Three Bressaas®he Recorder Magazirgl, no. 4 (2011): 1334. Interestingly, Holtslaglso connects

this (lucky) experience with theercepion of intertwined agents and times within recorder perfomee, as |

explored in previoushaptes. He refeéd (1 2 W Ksfinetinii dekling: olld@mpathy with othelgyers,

other hands, othercenturiesOONB 2 Y RNJ g & | G 6 ¥ (bbthege insttiment IStinglsEvers®B G

historical contexts andenues, wadering who may hawv playedthem afterthe Baroquetimes. A remarkable

anecdote about the Bressan altecorder is that it survive a bombing during World War I, being fouitd the

debris, in the snow, in a cardboard H@xGroom also mentionghe signifcance of carefullyfitting the

repertoire to these origiml instrumentsDN2 2 YX Wt SGSNIKE2 ¢ KNSIST . IRPE st Yy 3£ QT
historical anecdotes and questions maffeat thS O2 y i SYLJ2 NI NBE NB O2 NR& Mad LIS NF 2 NI
relationship wth the specific insument.
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F2NJ KSNJ G2 ( Slftehdis) todthink that he @os]ddk Be swmdalanS QT F2 NJ SE YL
a4 KS &mRdiziose amodern instrument [to ply] with a perial group or orchestra, that is

OS NI I Anyg @ corbidefation these opnions it could be inferred thatPetri uses theterm

BaroqueNB O 2 NIefeNalnodérdised istrument with the appearance ol Baroqueinstrument,

rather than a reorder thoroughl/ copied from a historical t@plate. However in a recent email

(Jure 2019 she clNA FA SR (G KI G & K Splayhg Ritdza periolR &chdsyan[él, Jvithe = A F
historical instruments], choose anushentic Baroque recorder ¢ not one whtch just looked ike

2ySXQo

As | mentioned biere, the videcs available on the internet had enabledme to identify the
specific recordemodelsplayed by Petri in some ofhe concertos ad to realise that, to meet the
orchestra, P&i had combined mainly nodernisedBaroqle (like her Moeck recorderspnd
contemporaly madels (like the Eayle desiqn), preferences that she then ratified to mé&or ingance,
in the first movemen of the concerb A Racifying Weapon(2016§°2 for recorder, bass winds,
percussion ad harp by Sean idkey (b.1970) she plays tligagle alto recaler. In the following two
movements ske then combines the use of the Moderfllto Recorder, the Baroquedesigned
Ww2 (G S sopateNah& @pranino by MoeckK S W9 Ipranb (Se@ausg &s shewrote to me,
thereg SNBE Wwaz2yYS o8 MBI 96 BiBtanaredoS8d tdnbr model), andthe knick
bassetmade by MollenhauerEach & theserecordersis described adeingsuitable for playing all
types d repertoire,while the newer model<¥tronger and more blanced volume along the regiers
that make them suitable for playing with moderninstruments and orchestras highlighed.

Thus, dl these moetls have been seleatleaiming to respond satisfactdy to the different
chalenges faced ly soloistsin concert halls and to match the naern sound of echestrasand other
balance-demanding nstrumental settings. To summarise,alaPdri has selected br instruments
mainly influenced by their blowing iities definedby the designof the recorR S N & dwlbdg RS | f €
her to express the musimore free andto better cortrol the issue @ the bahnce.

Being asked whether she hadnamissoned a mncerto specifically for a recoed madel, like

NE dz] A VY ,jatlér whdtharsh® had influenced thecoY LJ2 & S NEos to s & padtidular

instrument, Petri aswered:

252 First novement:Michala P&, W Pacifying Weapdiby Sean Hickey (Pdr}, YouTube video, 08:17, posted

by WUR Recordin@sl April 2017, accessde7 De018,

https://www.youtube.com/watch?v=GcNTpevhjRY.

Secondnovementa A OK I f | Pacifgin NS |> LIBY\yS€nn Hickey (Pdrt), YouTube video, 08:50, posted

08 WhOAMNRWSY 3aQ M ! LINREf wamt3E FOOSaaSR HT 5SO HAamysX
https://www.youtube.com/watch¥=0ZKOE)mW1M

CKANR Y2@8SYSylGyY aiOKI f | ySe&hikdy BPartiLll), Yidub& viléb 812:46PostedS | LI2 ¥ Q
08 WYh2NRWEDAQS M ! LINAf HamTtI | O0S&daSR HT 5SSO0 HnamyZ
https://lwww.youtube.com/watch?v=Wm12irSqOfM.
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Mostly they [the commsers] have onlyO2 Yy a A RSNBR (Krfge Ay a i NHzYSy i &

¢ but | alays give them as much informati@sl can about the recorders.

I have not cormissoned any concertofor one particularecorder. | think it
is impatant not to exclude anybody from playng theworks ¢ and if they
should like to play such work on their own perhapsBaroquerecorder,

they wil then have the possibili for amplificaion, for exanple 23

Agadn, this opinion eveals that for Petri the spific potential¢ the uniqgueness d aninstrument ¢
should not be the central point, whicht®uld instead be the music itself that is debved for the
l dzZRA Sy OSneet* SELISNA S

One of he variables tat affeds her instrumenta choices and use of instrumes is the
importance (for her) of the repeatbility of the wak addressed, a concern sharedth many
composers. This, however, limits thexplration of a new instrumetal concept by gnoring o
leaving asi@ some significanthanges to the older desigasd makest more difficult and lengthier
to insert and recogrsethe new instrument as amdependent model not necessarily replaceablg b
anolder oneg evenif it shaesmany similafeatures. Inmy explogtion, for examplel have tried to
highlight K S A y & (i nelity Seyei I8y Zgreeng with the conposer to open a space, like a
cadenzato deepen into the qualities that | find inte¥sting, to identify and examinéhe idiomatic
aspeds, or simply to draw attention to its particular voice. Some ohé novel featues equire the
devdopment of a new tedinique, generating a resistance in tlagtempt, sinee we (performers)
have to createshifts in the way we approachhé instrument, ®metimes needing to disegard
settled halits in our finger, posture ah blowing techigue, for exanple. Thisis the case, fa
instance,with the leaking fingersechngue required to play the notes in the thir octave of any of
what today aie known asharmonic recarders like the Modern Alto Recaler or the Renaissance
Ganasi recorder, ad the Eage with its two alternative madels: Eagle Classic or Eagle Ganadisi.
theemodef 3 Q O&f Ay RNA Odpdnsoroat tN&Ségistey fiotvedes mudhKHiscoplicates
the productionof the high regiter.

Many subtleties can bdiscovered thoughan idiomatic goproach. Ths doesnot necessarily

mean that the performaoe wil be better or more expressive, but it eiches the playerinstrument

253 Michala Petrigmail to theauthor, 9 January 2019.

254 ater, she added that the central pointaiid alsobe to expand theepertoire, ¥y 2 {mys€l2bMtfor otter
playersCMaking the works available fotlersK & 6 SSy F2NJ t SGNRA WI FSI Gdz2NB L |
composes towitS Yy S g Miehald Retdgnail to the author 25 June2019.
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relationship and povides the peformerswith more resourceto consider, which can fluence their
artisticideasand performative imagination, and eventually can enhance the parhanc itself.
The Eagle recordesxeems to enbodyall the desirable featurgwhen it comedo choosing an
instrument to play with amassive modern orchestraband. However, & u® requires a Y¢aming
attitdzR Sdn tHe érformer, who musbecomeacquainted with its wider and heavier body with
new postioned keys andyreater air requirement?*® The designh entails a cosiderably wider lore
(allowing a louder andetter-balanced sund); anoriginal key system (including an additional octave
key and a lataal keyfor the E bottom note), and a labium )i made of metal. But maybe its10st
specific baracteristiccomes fran the examinatioro¥ § KS NI O 2 NMah®idNdhdraictésiic§ NDa 6 N.
which led to the geneiation of i 6 2 (@ LJS& 2F NI O XSNNEpSsibak \&ith Rtin 6 (1 62
beak and a large wilway opening, and another witta thicker beakand a rather small windvay
opening?%®
Recorder performer Dan Laurihas highlightedhe idiomatic qualities of the Eagle recorder.
Ly (KS @ARS2 |&4ReorgeNY laddNAEpygakssaboht itha complgxbf playing with a
large orclestra and the inportance of having a peverful recorder saind to meet it satisfactoly. The
concertoaddressedin the videowas conposed in2013 by Vito Palumbo, who specifiecethecader
model in the title: Concerto for Ramrder ‘Bagl€and Orchestra. Ithis case, thespedfic recorder
model appears as protagonist. The choice was paetermined probably by Laurin, who may have
introduced the instrument to the composer highliting its novelty and suitable characteristics
Thus, this choice considereithe uniqgueness bone specific instrument rather than ony the sonic
idea of amaltz NB O 2 NReS(iNiEEter MBifod that maylead to a subsequent, later search
for a sutable ato recorder model) or the concerabou the accessibility of thevork by other
playes. (Howewer, evenin the pre-determined choice for Concerto fo Recorder‘Bagl€and
Orchedra, the performer alone musi  KI @S LINA Y I NA f &8f 20KKPaaEFhyis, arkS G & LIS
0SG6SSy (KBaHOAIFSIST YT WD avglilabke )i seongYidaBoSshif béween
Laurin and e Eagle model islear, as is theenthusiagic aim to demonstrate the ingrdzY Sy (i Q a
dzLIRF 6 SR RSAAIY S adeitWIaNI @8 Ay 3 wO2y (G SY L2 NJ

255 The current updatig of theEagle desjn considers the iplementation of a new, much lighter set of y&

This improvement may increase the number of recorder performers willitgke adiantage of its qualities.

So far, it has been little expladen allits possibilities.

256 More information about the Eagleecorder can be found adriana Breukinkiade, accessed 8 July 2019,
http://www.eagle-recorder.com.Also, at Adriana Brelink, Wrequently Asked QuestiofsEagle accessed 8

July 2019, hf://adrianabreukink.com/fagphp.

B7Vito Palumi2 = W5y A - SizNk O NEReFiNGD, 06:33, postedWy 2 { SK LYFIAYyIQS wmp
2017, accessed 19 March 2019, https://www.youtubendevatch=2g0uTpzX2w8&t=525%2C.
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Interms of facing the issue of the laceand volume, PetriLaurin and | face asimilar task
that of ¥ ¥eting a modernf  NBH S 2 NDK § &hé dydroactp tothaRiss ® d@fferiidignificantly.
InZzar2 NI Q& 02y OSNI 2 I onke Kf$he dsfedts(rgléy&nt thiouigh) to2og” ¢olsitkd
among other variables thatve wanted to expore and therefore ndude. The facthl G %I Y2 NI Q&
concerto, inaddition to the contrast between three recorder sizes (ie., three recorder registers),
examine acouwstic and electroacoustic recorder models drsinultaneously alludes to thenusical
context of the quena, sikus(zampofia) and pifca instruments, turns hisecorde concertointo a
work of unique instrumental comotations.
One of the variables thainfluences my instrumental choices andhy use ofinstruments
refers to the abovemey (i A 2 ViUSidd to Wthek instrumentsQ (0 K | G playeddd the @ldressed
work butthat somelow are part of the conceptionofthemuda A O | & Ay Y%inPerNR®Da 02
projead Chinese Recorder ConcertoEastMeets Wes, the Chinese bamboo flatappears as a
external referencein terms of both sound and playing, as some ttfie corcertoswere originally
written for that instrumert. Again, | wanted to understand whethshesearched for recorders with
a similar timle to the Chinese fluteswhether she cared rare about the playing $yle, the
ornamens, the quality of the sou, or the phrasingor whether sheactually cared about dl these
elements. Asked how she chotlee recordersto play these Chinese concertosstP NB L A SRY W!
always, by usgthe one best suited for the charater of the musicmy loudest sopranino, fles. [for
example].Inthe more soft and beautiful parts Iwould take [took] a tenor with muchxpresson.Q
Thus, she reveals here three ainfsat influence her criteria forchoosing her ecarders,
these being he search for arecorder sound that isW & atdg ior the chareter of the musiO @
subjective varialde), a powerful, loud sounda(concree varable), and an expressive recordea (
subjedive variable). The latter twavariables areof course linked to herprimary will to match the
musical content.
Petri stated thashe did not searchfor a re@rder sound that could imitate the Chinese fleit
but that the Chinese bamboo flute acted asextemal reference for her; iher g 2 NR¥ ¥m Was
to have the ame strong levebf dynamic (expression) alse Chinese flute but without imitatingA G ® Q
Again, these answers reveal the relevance (Ratri)of the musical content, always placed afieaf
the particular expressivpotential of any singleinstrument.
In a later emdishe discussedhe attitude of two Chinese amposers when they considered
theidea d having their concertos written foriheseflute on arecorder model. One stated théis
02y OSNIi 2 WO ptetrffoRrecyideriias & und tRak the rS O 2 NR Gl Ea® todisdft for
what heK I R A ¥ (i 3 NRER)Cmbradifigly,theotherO2 YLIZ ASNJ 61 & WOSNE Kl

more details being brought out in his concerto, origaly written for Chinese flutediziQ Petri
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continues: Wé was happyabout the more[greater] nuances and detalhe heard in theecorder.Q

Theseare examplesof how anA y & ( NHzY Sy (1 Q& @2 A &SiitlpDand/defibiyfvdyf thizS y O

02 YL a S NahdBmusic@® dithsOThe first ogoser demaned the uniqueness of a particular
instrument as an inherent, cruciatomponent of thecomposition, whereas the secowl enjoyed
rediscovering his music through a fdilent insrumental voice (related to a specifigerformer
though, so that he nght have enjoyd the resulting persome unfolding hiscomposition).

In regard b the semitone ex¢nsbn in the bottom register,availabk in some contemporary
recorders suchas theWlodernQ Y2 RSt & o0& a2f fodeynrikodREdddden If have S
utilised) or the gl models byAdrianaBreukink (amongsothers), | asked Petri willeer any of the
concettos $e plays usethe Eextension rote of the ModernAlto or the Eagle (Bxtension note for

the soprano). She replied ththey do not,

as when | askitcomposers towrite a new work, | cansider the playdility
of it by other perfomers, and in priniple find that the ranges arefrom C
and F on recordeQ However, | alwaygll them about the availability of
the extensim notes in some specific modemecorders, nat to the fact
that other recorder plagrs may not necessarily hawaem ¢ and in allthe
cases sofar, the composes have @cided not to use them. | personallges
thosenotesoften when transcribing or transgingworks; also, if there is a
case where itmakes sense n a moden work. For examle, if | decide to
use an Ho instead of a¢norin agiven phrase. Often such things are only

clear after the piece haseen witten 8

This response marks a significatifference in the approach shand | have owards the
insi NHzY Sngdifi€ations. He definition of a recorderstays in the longstablished, conventional
Baioque desgn, whereas | am concerned to highlighe instrumey” 8 $pecificities.

Any recordemperformer that Icould have inérviewed wouldhave surely revealed dferent
variablesthat influence their ingtumental choicesExanining PetN3\ofinions hasallowed me to
understandan aspect of her pedrmanc style so far hidden her relationship wit the recorders

and her main ateria for seéctingthem, especiallyin the concerto ontext.

258 Michala Petriemail to the autlor, 25 dine 2019.

S o

iKS
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Concerto for Reorders and Chamb@®rchestra by GarlosZamora 2018)

Many 2 F %I Y2 NI Q& LINB @depsd@id fop Bthet wind Tndtidemish érgaNan
ethnographic approach to both #hmusic and tle treatment of the instument. By this Imean that,
in these compogions, Zamora notonly drew on the sororities o PreCoumbianwind instruments
and their mustal contexts, as mentioned earlier, but also olbrsed and considered historicaind
environmernal issues: sories abait real people; loal events, legends andrguage; the impacof
the ael bnds@pe; andthe role and character of the specific musidarms (re)framed in his
works. This comprehensiwagtitude triggers an awarenessf | & 2 ailt8ré ¥ich inforns his
compositiondprocesses and ideas. Thew concerto pragct shared that approach but broaderedit
in a number of waysby including nusial and culural elements from differentPre-Columbian
peoples,the Aymara, icanantay andthe Mapuche; by using hree different sob instruments, all
playedby one performerpy combining amplified and acagtic reamrders;by writing for a chamber
orchestra ingead d a string orchestra (as he had pireudy), exploring this enriadd texture and
timbral context; and by exploiting the S OA FA O W@ 2 and Sasigh>chadisfisics &f th& NJ

sekded remrders, and their foreignness to the orchestra.

The Choice of Recorderson Whichto Play Zamdr @ancerto
1Y 2 NI Q ay with- re€drderrdpaddire, models,registers,and possibilities of sound and wh

my playing inflenced both this projedi Q atrumegtal selection and the musical contenThe
sdection of the three recorders for this cona® was setbefore the compositon, and it responded
to cettain consderations that wee also addressed in th@dt project of ths portfolio, \8earching for

Alto Recorars to Meet the Pian@QAmong these shrad concerns,three are particularly significan

1- The inclusion of instrumes portraying vaious stages d the reorRS N & S®@H dzi A 2 v
projects used recaters with designgelated to the Baroque period but with twentieth-
century modifications and @nsfomations, as well as new recorder modelg different
shapesand with addtional electroiic extengonsin the cae2 ¥ %I Y 2c8ib.Qa O2 y
2- The allusion to istruments externako the work (the flute and tke whistle in the case of
John Frit@ sonata, ad the sonorities of PreColumbianwind instrunents in Zamor&
concerto)
3- The search for reordersthat are suitabé to play in a modrn instrumental settingto meet

the pianoandto meet the chamber orchedra, resgctively.
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In the following section| exanmine eachof these variables that affectethe LIN2 2 SOG Qa Ay a i NH

chaoices.

1- Recordemodds
The three recoders selected fothe concerto were:
'E thesogfNJ YA Yy 2 reborderbikingOl Q
‘E the bas=t by Raetzold with an iamic fitted at Kunat Workshop
‘E the Modern Alto Recorder by Mollenbar with an inmic fitted by Philipe Bolton

Figure93. Pidure of the recordes selected

We agreed thait wasrelevart to feature the desgn ofthese instrumats, including teir
outer appearance in the new vork. We vwanted to draw attention to some ofhe processes of
dedgn develgppment emindied in the threemodels:the early twentieh-century modernisatin of
the otherwise Baoque desin of the specific sopraino model utili€d in the first movement; the
new designconcept of the Modern Alto Recordemyith its cylindical bore and flute-like foot; the
preserce of the inmic systems tht metamorphosedmy dto and basset instruments into
electroacaustic recordes; and the squareshape of the Paetzold model andtd partialar
ornamentation. It was, in facthe idea of pying in this orchestrd contextthat en@uragedme to

take the deaion to transform myPaetzold bassetinto an eledroacoustic irstrument, mairy with
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the purpcse of reaching a volumebalance tlat would allow my basseQ & f 26 NBAA & G SNJ
acoustic viceto meet the sonority of a modern charber orctestra. The immic was fitted¢ by meg

at Kunath Insgrumentenbau (Kwnath Workshop)in Fulda, Geanany, during a reearchtrip funded by

the ResearclCommittee ofthe Department of Music of thelniversity of Yrkin 2017.

Regardig the electroacousc Modern Alto Recordernithe second projeadf this portfolio ¢
Beyond the Acoustic Environment ¢ | had already collaoratively examined, in works forsolo
recarder and electronics, the blend beteen the Modern Alto RecoN(R § h&lural voice and its
external resonance and mukeT F SO U NI &tkddalvaéicS @idawdd biHtS recently fitted in-
mic. The visual signifianceof thisinstrument had alsdeen addessal in both an academic poster
highih 3 K G A ¥iyBridOA ésign an? soné world (see Apperdix 2.5) and by audiovisualworks
showcasing thse features (Ouput 2.5 AudiovisualRecadeur Icll).

However, Zamora ah| dd not aim to delve intoeledronic effects and responsesas
explored inthe projectBeyond the Acoustic Environment, but, rather, firsly, to experiencehese
two recorders {he basset and the alto) amplified inan orchestrd context without the ned for an
external microphone on sige, and semndly, to display the contrastig designs enwined in
twentieth-century recorder makingcombiing old and curreh designconcepts andechnologies, as
already ilustratedin previouschapters.

Contrastingly the choice d the sopranino recaler respnded to a more conventional
criterion, influencel mainly by the virtuousand light characte of the sopranino regigtr in early and
contemporary works. Also, we wished to cortrast recorde's between the movementghe acoustic
sopranino and the apiified Raetald bassetbetween the first ad second moverents, resectively,
and the acoustic sopraimo ard the amplified Mo@rn Alto Recorder beteen the first and third
movements. nceming the instrumental appearancéi.e., the external look of the istruments,
which, as | mentionedwas consiously consideed as a creative elementto explore, the slected
sopranino and ati recorders have anuber Baoque desgn that wasmodernised invarious aspects,
according to tle sourd and aesthetic concept of heir makes ¢ with my alto recorder even haw
Wdzy R S BLEENYESD Fhilippe Bolon who fitted a nicrophone in 2016 to expad its voice. The
Padzold, with its inusud, square shapediffersin both instrumental size andraftwork. Inthe same
way, eachof my eletro-acmustic recorders showcasessgecific inmic system from among the
several current dernatives, which | triedand compared duringny research trips to Mllessur-
Auzon France(2016) and Fulda, Germany @27).

Thus, both acoustic and ektroacoistic recorders share the stage with significanty
different presence, nbintending to cowey uriformity between tkeir voices but to repesent and

express diwersity and credaivity; this latter attribute being maifested in the ongoing productiorof
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novel recorder models (and technologiegas®ciated wih them) and the performesQ (and
collabora? NXEd€ns of utilisingand portraying themn various frameworks. Each 6 the seécted
recorders plays a complex rolexgresing much more than the perfdlly S NQ@®Mp@ESWNI &
musicality: each express the information that it carries (enbodied) within itelf, provided a
context n which this can beisualissdand W @D S R Q

2- Theallusionto external instruments

%l Y 2 NI @rdo al(igsyto the sonorities ofthree different South AmericanPre-Columbian
instruments: the sikus, taka, and gilca The allusio to these instruments igeinforced by
referencing related muscal styles folkloric dances, rhythms and gestures. Imgantly, while
Y%l Y2 NI Q& @ 2an¥iedR @shirli theBeyother instrumentsand their must, my research is
insteadconcerned with the waysin which instrumets carry historical lad cultural assodations (arl
what that meansfor a performer). As noted eber in thiscommentary, our codlborationhasbeen
different in certain respcts to the ohers in this dctoral regarch because of ie conext of our
relationship. Particular unetstandings have been acquied from the cbse familiarity with the
2 (0 K idtdyd CultdzNI £ Q 0 | @4tidAtNahdlimyuscality. OThs, for examplany embodied
sense of how to produce vaious sounds on thechosen instruments has nifluenced Zamora
(especially regadingthe use ofthe Paetzoldrecorder here), as much as hisdwledge of the alluded
to PreColunbianinstruments and their music fed conaedy into my paying.

Theseinvokedother, absent, instumentsexpand both the pocess of instrumentadelection
and the ways in which the instruments are performed. The allusioplaes the presentin-the-
performance infrument in a suggestive context, enthat might ead beyond the instrumenQ
idiomatic beh&iour or repurpose its vite. CompositionallyZamora, like Frith addressel in chager
1, 2YOAYSR (KAA& dmngsswitNdnyadafendsdf thalBaiures ad behaviour of the
recorders he cmposed for. Inboth projects the resulant compositionsare therefore enrichedoy
the instrumental cosiderations desciibed above, which atered my perception of the utilised
instrument and influenced my searcfor an amropriate sound, phrasing, and gersd approach ad
attitude towards the nusicd content; ths woud potentially be he case for any perfmer.

For instance, this ingrument: f theM® Sa a3 Q Ay Ff dzSi¢d0deRRto lédyCRK 2 K Q8 2
Sonatafor Alto Recarder/or Hute andPiano, addresedin the first chapter. Tre given akrnative to
play the wolk on either alto recorder or flute, togéher with the seond nmovemeriis@lluson to a
whistle, led me to take unusidl chdces with regard to recordermodels, which influenced
significantly theperformance isef and (subty) the musécal result. Someines, it (the alludedto

instrument) concretel affeced (@and continues toaffect) the playing, by conditioning the prodiion
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of a particular sound qualit, an artculation, a certain volume, the siping of a gefuire or aphrase,
the addtion of ornaments and more substantiallythe idea of creatinga cadenza Moreower, i
evoled (and ontinuesto evoke, whenever played) particular disposition or state (tualistic,
mystical, joyful or nostalgic)yhich also a#cted the performance.

A similar situation occured in the second @ @S Y Sy (i 2 T onéétoYi@ Mo Q &
Recorder, Hute and Sring Orchestra composed in 2003. Fhtonerto draws on the ternary risthm
and plaintive character of daguala afolkloric, nan-danceable musical formoriginally from nath-
Western Argentina, ttat was spread mainlgmong the indigerous ppulaton, includingin the zone
of San Pedro de Atama, b which the composer belonge %I &'t#gNda @ suggested by the
particular nontraditional sonorities requied from both the achestra and the soloistsThe recorder
and the flute are meant to evoke the airy sound of the quena and the zampof{geescorein figure
94), traditional wind instruments of the Andes (the zampofiaeing the Chilean designation of the
Ancdean siku). They ao pley high dissonant tervals, characterigt of this musicd form andits

sonoiity. Thus, both solo instruments ardaredin a foreign and suggestivausical ontext.

2° movimiento
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Figure94. Concerto for Alto Recorder, Hute and Sring Orchestraby Carlos Zamorasecond movement
(beginning): solo parts of the flute and the remrder imitating the zanpofiaand the quena, respectively?>®

Another examplef how the performer is influeced by the dlusion to external instruments

comes fromEZ Y2 NI Q& 2 AN¢ R Intsdscond Boirernt, Wrod adance from he north

259 CarlosZamora,Corcerto far Alto Recorder, Flute and Stringslited by Carlos Zamoir@antago: Editorial
Nacional, 2017).
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of Chile),the coranglais inokes the sonoiity of the erke a lip-horn made by two omore joined
canes, which belogsto the Gran Chaco of Bolvia and Agentina, northern Chile andthe Peruvian

Andes. (See figures 98nd 96). Zanora has explaind that the cor anghisperformer who playecthis

senza sord

elits Elizs.
TR — S S e o 8 S S
with the ¥ ¥

v Cor Anglais f —— N —

Figure96. Wind Quintet No. 1 by Carlos Zmora, second movenent: erke gesure with the cor anglaig®!

quintet knew both the sorority of and the cantext in which theerke was perfomed, afact that
provoked his enicimaginaton and eventually informed his prmance.

Overall, then, there is canpelling creativeand expressive potentialni such external
references: they alter the waysin which the instrument(s) are percead due tothe expansion of
their idiomatic voices anduggestive role in conveying othe&onic contexs. Thes alusions affet
not only the mical content butalsothe processes that lidbeneath them, sucd asthe search for

suitable instrument(s) to meghe soric ideas

260 N, J. O. zavaliaErke Source: Erke deldxoeste Argentino, 2014, Digital image, available from: Flickr,
https://www.flickr.com/photos/122267223@N013614627804/ accessed 13 March 201%¥rkeQWikipedia
accessed 13 Marc?019, htps://en.wikipedia.org/wiki/Erke.

261 Carlos Zamoradind Quirtet 1, edited by Carlos Zamra (Satiago: Edibrial Nacional, 2017).


https://www.flickr.com/photos/122267223@N07/13614627804/
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3- Meetinga moderninstrumentalseting

As in chapter 1, addresgjnrusic forpiano and recorder, the issie of the volume @ the recorders

pitted agadnst the modern sondties was aldressed & an &pect to be explored in different ways

rather than merely as a prodem to be overcome. In this new concerto %2l Y2 NI Qfial 2 NOKS &
treatment of harmony reguires theintegration of therecorders into the orchestral mass, ratheith

the production of an ovetly loude, sparate soloistic layerWe agreedthat it would be the

distinctive timbre andforeignness of thehree solo reordersthat would inevitably separate hem

from the orchestral sound. However, in the process of selegtthe recaders, we regarced the

amplification of the lower regiter recadersasan advantage this infuenced boththe compositional

ideas and the wgsof approaclngthe musicd material.

The concerto fimework was challenging, especially regardimgbalance. However, in the
end, in all three movements the insttments sem to have met the orchestra ina satisfactoy
manner. In areview of the conerto Robert Gmmon commentedY WI &er @dhésiraé go,
Zamora specifies a big one, but balance wagena problem.@? Also interesting isGamn2 y Q a
general perception bthe corcerto, highlighting the overarting sonic teatment and thecontrasting

instruments across e movements:

It all fet like an extendedimprovisation, favouring combinations and
colours over conventional conceatante dalogie. The energetic first
movement equires a sopranino recorder; the occasiondy menacing
secord calls for a Paeold alto [sic: bassef]t anintriguinginstrument. The
third movement, for alto recorder, leads to ademza then a sudlen,

clangaurous corlugon 2%

Finding an appropate recader wlume to match the orchesta was impotant in the process of
selecting he instruments However, the final decsion considered dier variablesfor example, that
the use of reorders from different epocts portrays na only differences in thénstrumey” i &€nsR
and propeties but also their elated technologtal stages of delopment. Thus we regaded
amplificaton as a contrastig, differentiating element within the perfornmge, and dedded to

combine amplified and unamplified movements, aordingto the instrument utilised. Besles (as

262 Robert GammonYReview: University CharabOrchestra, Sir Jack IngoConcert Hall, University of York ,
February 1@review of Concerto for Recorders and Chamber Orchestra by Cartus & ak Press16
Februay 2018, https://lwww.yorkpress.co.uk/news/15999388.reviamiversitychamberorchesta-sir-jack
lyonsconcerthalluniversityof-york-february-14/.

2631hid.
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noted above), the sigularity of eachrec2 NR S Newias cghidered as weknew this would be
highlighted by their uniqgueness within the dwstral contex.

Retospedively, the idea of combining the acatic sopanino voice with the two lower,
amplified recorders seems tone to have enrichd the diversty sought. Inthe explordive framework
of this project, differentiation of acoustic arelectroacoudic recorders, &well asof in-mic systems,
was a daberate toice,which triggeredconflictsregarding oherence in balane and homogeneyt
These conitts were acceted, thoud, since they tesfy to the divergent, clashing instrumental
ewlution that the composer ard | wanted to portray, stimulated by he curren situation of wide-
ranging recoder design.However, in futue performances would alsolike to expgore a more
pradical and traditimal approach to the amplification, with a slagnicrophone in placefor playing
all three recorders.

In the fdlowing ction, | refer to the individud treatment of the selected ecorders in the
musical context The semnd nmovement isaddressed in moredepth because of its particular
signifcancein the @mntext of my resarch:this movementwasthe first time thata Paetdd basset

had been incldled in a cocerto.

FirstMovement: theSopranino Recorder

After we hadchosen thethree contrastingrecorders, Zamora and | decided to start ttencerto

with the acowstic ®pranino recader. | had to choose beteen thetwo sgpranino models hat |

own: the Aulos507BW{ & Y LJK 2d¢lémade wf2ABSyathetic resin with a visud appearane
reminiscent ofBaroque models but produced in nchistorical naterial; or the King €lassiaQ
sopranino (already utilisedin the Coppel project), which belongsto the same series ¢urrently

NBE3II NRSR | ahe ¢ddithabas lecAr8eQuiilisdd & chapter 3. Since ths latter the Kiing
Elassic® modernised Baraque design, made of wood, recdls the old 6 WKA &G 2 NR OF £ QO
manufaduring tradition, | thought that ts presenceon stage at the beginning of theoncerto would

create the (fdse) impresiz y G KF @&  INQRFISYSY A RA2 Y| { sicGokrecbrder KA & G 2 N
would devebp, thereby enhancing the impact of 2a2 NJcddtémporary muscal maerial. The
concerto $arts with the acoustic sopraninecader playirg done, acconpanied thenonly by a
sustaired note by the piccolo flute, a scenario thatepares a strong contrast generated by the

powerful entrance of lhe orchedra in bar 5, which esablishesthe characer of the further musical

materialwithin this frst movement. (See figuré&7).
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Figure97. Concerto forRecordes and Camber Orchestrafirst movement (beginning).

The thin,high, aoustt voice of the sopranino etablisheda saic enviromment in which he bdance
and thedialogue with the orchesta differed signifcantly from those of the following movements,
played by amplified and lover recorders. Beside taking into accout VivaR Av@kknown cncertos
RV 443 R/ 444 ad RVA45% for sopranino recorér, Zamark Qa  GtbnéalidRasfor using he
sopranino to ceate this first movement were influenced byetfiuency and agiity of the sopranirno
in my peformance of the cotemporaly solo work Sdlaflied fur einen Kdibri (Lulleby for a
hummingbird) by Markus Zahnhauser?® Zanora then applied these qualities in the concerto.

However, the musical material of tH&st movement draws on adlkloricdancefrom the culture of

264 sadelli argues that these concertos were meant for an eigbte recoder smaller than an #o instrument,

andnot2NJ I ayvYlrff GNIyadSNRS ¥t dzilé Hedndludeditiaud Betomés ad y Ré X
clear as daylight that all these worlkse ntended for the only small ertllown flute pitched in Fg the

sopranio recordeiQ Sardeli, in Jane Bowers,¥ A @I f RA Qa adziiA O rbHehetle@d Said&dli I yR wS
Performance Practice Revied@, no. 1 (2008), https://doi.org/10.5642/perfpi0R81301.09, 5.

265 Markus ZahnhauserWoccata ( Schlaflied Fuer Einen lol)Qin Flauo Doke Solo1983/1990) 7 Stiicke

Fur Blockflotened. DOBL 4457 (Doblinger, 2002),142

5SaLIAGS 06SAy3a ¢ NR (Sihéaffed FurNEIneh KB itsn phgedia aldapBaNiBio ré¢order.

My recording of the piece caretfound at La @mpafia de Céro, The language of the Birds. Confabulations of

Music and PoetnSVRPraducciones, 2009, CD.
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the high Anaks culure (from outhern Peru aml Boliva and northern Chle and Argerina) alled a
Takirai. The opranno, nonetteless, is not mearto allude to any other instrument or sonoyibut
to showcaseits own agjity and high voice.lts full two-octave chronatic regster is uilised, asare
traditional, idiomatic onamental effets suchas the tril, grupetto, tremolo andglissando

Sincethe movement does not allude to other instramts ¢ unlike later in the pece ¢ my
approach toplaying the sopraino remrder was mainy influenced by tle charaderistics of the
musical mateml itelf, but with an awareness d the role of this model withn the whole work. This
(approach) involved piraying the more traditional W NS & RINB 2R O8NS @ 3/ NIRINSHER2yY0 S NJ
aiming to produce a contrastvith the more contemporay-sounding ad -looking recordersutilised
in the following movements.

Ligen to the first movement of the Concerto féecorders and Chanber Orchesa (2017
by CarloZamora irexample6.1l. Seehe score in Appendix6.1.

SecondVlovement: The PaetzoBasse

The Patzold design

Inspired by orgnsthat combine square andytindrical pipes,Germanfurniture- andrecorder maker
JoachimPaetold in the late 1950shad the ideato create a square recorder. His ephew, ekctro-
technician and joiner Herbert Bt&old would later pick upthis idea and dvebp it further,
patentinghis first Paetzoldrecorder in 1976. In 2011, recorder makes Herbert Paetzold and Joachim
Kunathboth worked together on creating a newconcept: the Paetzold by Kunath. The old design
was edored, the mechanisma wereimproved and useful accessories addeand new higherand
lower-register instruments (i.e. other nstrument-sizes)were introduced currently, tre Padzold by
Kunath offersa consortof six recorders, ranging from therter to the subcontrabas<8

The Paetzoldecorder model was a revolutiary nnovation that fundamentally questiored
the NB O 2 NRdtindal &design: its longcceptedround-shape bore was replaced by a sqare
instrument, made of plywood, with a fullyelked ysem. This idea of ugg laminatedwood instead
2T Wy 2 0 &8sS@eh avthethi&d¥dal boxwood, fruit tree or ebony (amongt others) was also
revolutionary. The new recder concept took a step foward towards the independence of the
instrument from its cloe links to the historical irerpretation of Renaissanceand Baraue

repertoire, for which copies of hstorical instrumen templates have been demanded. However, as

268 The King recorderegisters available are tenor,bassef greatbass, comabass, subgreatbass and
subcontrabass. Thesare offered n disinctive models witth y G KS OF 6 S32NE 2F WwWaz2f2Q
number of alterngéives egarding fitch, fingerings, material, surface treatment and ergonomics. For more
information see:Joahim KunathBlockfloetenbau: Paetzold HunathQKunathBlockloeten, 2018, accessed

14 July 2019, https://www.kunath.com/index.php?cat=c10508380 Paetoldby-Kunathpaetzoldby-

kunath.html.
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with the Modern Alto Recorder athe KirB W/ t | 84 A OF Q NBhetrR &Oidingd, RA FF SN
simultaneouslyconveyng old and contemporary tectologies ard stylesthrough the insii NdzY Sy (i Q&
image.

Inthe setionoy [ I YRSNIR & NB O2 NR & Ndofy af e@idér deSigreRdSts £ A y 3 6
innovations?’® Landerrefers to other nakerswho have also built sgare-profile bass ecorders
(pointing out, br ingance, that New Zaland makea Alec Leetto had alreadymade a pototype in
1967) It is interesting to note LandeNXle&ference to acontrabass recorder designed by Denis
Thomasti 2014 descrd S R further ddvelopmenof i KS & |j dzF NB whosadasgMisSaO 2 NR S NJ
WNJIBidtdrt of the socalled columnar recoders ofF G KS & AEG F5Yhisk thiD Sy (i dzNE
contemporary model appears, agin, as onnected to a (related) instrument tie past.

Similarly, my spcific Paetzal baset model (see figur€@9) comhbnes the modern square
shape a contenporary (twentyfirst century) inmic system fitted in its head nd Barogue furniture
ornamerts (see fgure 98) created with pyrography bthe Clhilean attist Maria Wasen (whohasalso

decorated harpsichordsas part of her craftwork). Hgure 100 shows aplain basset without

ornaments.
@
2 » h
J

Figure98 (left). Pyrography by Chilean artist Maria Walsen.
Figure99 (in the middle). My Paetzold basset.
Figurel100 (right). Paetzold bass$ without ornaments?’2

270 Nicholas S. Lander WI A& (G2 NEY  Refofd2rd Hame 283 @&essed 14 July 2019,
http://www.rec orderhomepage.et/history/.

271 bid.

212 Source: WPaetzold by Kunath Master Basset F Bass Redrdigital mage, available from:
https://www.thomann.de/gb/paetzotl_ by kunath_mater basset f bassrecorder.htm (accessed 12 July
2019). The use of theicture was kirdly authorised by Joachim Kuath in an email to the author or23
September2019


https://www.thomann.de/gb/paetzold_by_kunath_master_basset_f_bass_recorder.htm
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TheseBaroque ornamentswere chosen by me anR tatd 2 2 SyRM@Ised oro the instrument in
2010, aiming to connect thénstrumen(i ribdern shae with that of relatedearlier instruments
such as th pottative organ or wooden organ pipes(see figure 101). Thus, even though the new
desiq differed dgnificantly from that of the traditional recorder,it is actually alsa@onnected with

other instruments fromthe past.

Figurel01 A portative organ designed b be carried in processionand played with one hand viile the other
operates the bdlows at the \HackZ®™*

Moreover, inLandef) dbovemerntioned sedion on recorder designs, there is a reéace to
Wl y Iy 2y acérudzinanuspript (ALm 391, f. 28) [hatf] depicts a man inwhat looks like a
bowler hat phying a duct-flute which is deidedly squae in crosssectio/ &°dnterestingly, in the
High Andesthereis also a square duct flute vesymilar to theMedievalduct flute depicted in hat

manusaipt: the Pre-Columbiantarka (Quechuapr tharga(Aymara). 8e figure 102.

274 Partative organ bymaker Pete Jbnes. Digital image by Frances Kleg, from: France<Coaklg, Note Bod:

An Hectronic Compendium of Matters Past andPresent Connected with dlee of Man, 2002,
www.manxrotebook.com/.The use of the image wéindly allowed by FrancesCoakéy in an enail sentto the

author on 19 July 201®esite bang amodernorgan, itsdesign recalls earlier aesthetics. It also illustrates the
similarities béweend 2 i K (KA a 2NBItYy Gdl | 2dzR0& 14y RebrilBtlisédkvasLvD® ¢ K S
(medium-density fibreboard), similar (though denser) the pywood utilisedin the Paetold basset

275 pjerre Boragno, in Nichol&Lander W1 A & (i 2 NB YQReoydgrHghe Pagagtéissed 14 Mah 2019,
http://www.recorderhomepage.net/history/innovations-in-recorder-design/.
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Figure1l02 Tarka from San Bdro de Aacama,Chile (front and back.

The tarka is commonlgescribed as:

a blockflute like arecorder [meaing adud-flute, nce the tarka doesot
have a thumbhole ¢ as slown in the picture ¢ which is equired in the
current definition of a recoder], but is conparatively shater and quite
angular in shaperequires greater breath, ah has a drker, more
penetrating sownd. X It sounds very printive, soft and nellow with arasp

in the low range?’®

It is played n the north of Chle, in groups alledtarkeadas Its ndural saund is full and saturated,
due tothe practice of overblowig to produce a specifiquality of sound described assonidorajado
(riven sound). Zamora ad | remembered this instrumentwhen we eachseparately cane across the
Paetzold degjn: ithas sncebemme a shared, familiar instrumeaidtreference point.

Eventally, al these varid features and allusons would be takeninto account wha
generatingthe new musical material and wauld then gand out both in the final compogion and n

its performance.

276 Warka (FluteWikipedia lastedited 14 Febriary 2015, acessed 14 July 2019,
https://fen.wikipedia.org/wiki/Tarka_(flute).
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The fitting of the iAmic system

The first requirement for usinghe Paetzoldbas&t in an achestral setting was to expad its
dynamicrange. Fittinga microphone wasthe alternative | seleded for this, due mainly to the
advantagedisted in chaper 2. The process of transforming my maer into an electroacoustic
instrument was sigificant for my research; it occurred inh 1 M T | uhathRéc&rdedAorkshopQ
in Fuda, Geamany, on areseach trip with audovisualartist and soundengineer Lynete Quek.
Joachim Kunath introduced us the experiments undertaken inrhé workshop in tle processof
devdoping a reliable irmic system withoptimal sound gality. | tried severd alternatives for
postioning the microphone, usig the headf a dastic recorder that had been used in the worksp

to compare the sonic differaresof the variots possiblelocations(figure 103).

Figurel03 Exploring locations forfitting the migophone n a plastic alto ecorder at Kunath Bcorders
workshop in Fuba, Germany2017.

The microphone eventually selectedlas a RumbergeMVP-1X an extremely light built-in
pick up for wind instruments Hat had just arrived at the Kunah Workshop (2017. This highttech
miniature piezo seemed to béhe best option, offering mostof the same dvay 4 | 3Sa | &
system but m an updated form a halaned, uniform sound across the agisters; no feedback; no
external sound interference; the regigering ofeven thesubtlest inflectims of tone; and fuilfreedom
of movement for the performer. Futhermore, | wanted the design of myadzold bassetwith its
ornaments, to be the most promnent aspect of the instnment, and this system is vsually quite
discrete.

My bassetwas the firstrecorder ever to hve this system fitted; | did not have acced®
customer reviews or other recder LJS NJF 2 NOm@idiE ®stfying to its behaving. Nocould |
compare this wih the other available sysems. Séeding it was,therefore, a risk, cushiore by the

good refeencesasto the quality of the product giverby Joachim Kunath at the workshofsnoted

28
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in the project Begyond the Acoustic Environment, to decide that a belovednstrument should
undergo surgety is aventure and therefore nervewracking it was tense, buthis tension, again,
triggered creative resnses. This time | not only witnesd the processbut also mysdf drilled the
hole in thehead of thebasset assited by Jbachim Kunath. Figires 104, 105, and 106, illustrate the
process oftransforming the Petzold basst into an electroacousticinstrument, which can be also
watched inexanple 6.3. The conceali 8 ®hearsalsand premiere werethe first occasions hen |

used this dectroacoust system live, and itprovedits efficiency.

Figure104 (left). Paetzold basset: cess of drilling the hole at knath Recordersvorkshop Fulda,
Germany.2017.

Figure 105(right, above).Paetzold basset: drilled holefor fitting the in-mic.

Figure106 (right, below). Paetzold bassetni-mic fitted.

Contemporary worls for Paetzdd recorder.

Antonio Politano, recorderprofessorat the Conservatoire de Lausannéhas esearded the features

and pasbilities of Paetzold recorders (inding wth electronics) and conmissioned a ignificant

number of works br the instrurent, in different instrumental settings He funded an onging

project to gudy these instruments: théPaetzad Recorde Invedigation for Music with Electronics
(PRIME) mject?”” As stated on t w L a 9efisiie, Rbliano regretsW (i Ksb féw cortemporary

277 Antonio Poltano, HEMU, Conservatoire de LausanRRIME: Paetzold Recordavestigdion for Music wth
Electranics, accessed 28 January 2019, http:/fperesearch.ch/. The PRIME webpag includes the history of
the Paetzold instrumentsa sound and music catgjue and information about research and performance
projects.
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composers know he Paetzold square recorder that its rich sand palette is so sddom welk
displayed and hat the possibilties d live electronics (interaction between insimentalst and
computer) are sdittle expR A § SR®Q

The useof Paetzoll recorders irconcertos with orchedra is even rarerAn exception ighe
conceto work Canduites d'Approche I¥or tenor and contrabass Retzol recorde (one player),
bassoon, chaiver orchestra and tape?’® composeal for Politano in 2006 g Gabréle Manca.
However, no oncato hadbeen written for chamber ochestra and the Petzold basset specifically.

Generally, the Betzol contrabassrecorder hasbeen nore explored and utilised thrathe
smdler forms of the instument, suchas the greatass o the bas®t, or the reently introduced
tenor register. Recordr performer AnnaPetrini has stood out by further extending tle posilities
of this large-sizedinstrument (the contrabass regfer), recording the M Crepusclm: Works fo the
Paetzdd Contabass Rearder.?”®

A wak that contibuted sgnificantly to the exploration of he Patzold bassd (specifically)is
Studio n 2a(2000), for sdo Paetzol bassetand electronics, by Emanuegasale® Also, Chilean
composer (ristian Morales Ossio amposed Départ (2008), for guiar, Paetzold basset and
electronics. Tis work was commisioned by Duo Divertimento, formed by the gtarist Luis Casbo
and myself and reorded for the CDCL @mposibres Chilenos?! It is the only work by Moraks
written for the Paetzoldbasset but hehaswritten a dgnificant number of woksfor or includirg the
Paetdd contrabass, due to an ongoingollatoration with his wife, Chilean recorder performer

Paola MufioZ®?

Theuse d the Raetzoldbassetwithin our collaboative work

In 2015 Zamora compeedtwo shott solo pieces br me, for te alto recorder m F:Momerto | and
Momento Il Despite beindor the alto recorder, Momento | seemal to me particularly appropaite
to explore the type of sonoities that the Paetzoldbasset(also in F) can producesud asthe
ribattuto (which | decidedto apply to spedic repetitive notes suitable for the effect) In te
Macrofistulus projed | refered to a contemporary work tit contrbuted significantly to the
exploraion and undestandng of the sonic world ofthe Paetzoll model: Seascge, by Fausi

Romitelli, for amplified @ntrabass Paetzold recorder, creat# in ollaboraton with Polino. A

278 poltano, Wlusic Catalogu@Prime, accessd 17 July 2019,
http://primeresearch.ch/ndexphp?ption=com_ontent&view=atticle&id=51&Itemid=162&lang=en.

2% Anna PetriniCrepuscolo: Works foréhPaetzold Contrabass RecordebProductions, 2012, CD.

280 politano,Wlusic CatbbgueQPrime.

281 Duo Diverimento, .Cl: Compositores Chilen@ntiago: Independierte, 2008, CD.

282 Paola Mufioz developed a catalogue of Chilean contemporary music for recoridoiks specifically
written for the Paetzold model can be found Baola Mufa@, Masica Contemp@nea Chiéna Para Flauta
Dulce 2015, accssed 14Juy 2019 http://fla utadulceconemporanea.com/porflauta.php.
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specific effect utilised irSeacape(and in Macofistulus) isthe ribattuto 6 9 y Iretdrtd B, Wkt
was eventuall ako incluled by Zanora n the conceto (figure 107). k consids of a group of
repetitive pitches mostly in the low register, which aregradually overblown to produc different
hamonics. The defiitioy’ 2 MB i 2 NdadideabAt®S a S T Ta&dDdr BebaviolrK | ship,
angry, orwittily incisivereply to a remaNJ| TBis effect, placed in th conext of Zanora@ concero,

resembes the overblown techniquefdhe tarka.

50 overblowing
e~
4)' Do oF — —
. o L . . L ) . ,
. ‘|r / 1 P | | | ] | | \
o ——— ——

Figurel07. Cancerto for Reorders and ChamlreOrchestra by Calos Zanora, second mosement, bar 50
ribattuto effect.

Beddes, themusical contat of Momento | offered motivesand cetain gestures that could
be performedin swch a way as to sugest musical enorities of wind instuments from the 8uth
American Andes territory. Among tlese sonorities are the airy sound of the zampofa(siku¥®® and
the quena, the powerF dzf  ipLySRRaE¢addin Spanish) sound of the tarkand asort of @NE A y 3 Q
gesture also haracterstic of the airka, which are mrduced by the sharp attack of the notesusing air
rather than a spoken articulation, folowed by the dop of the air pressure,that isof thS y 2 1 SQ&
intonation.

Recalling thisAndean sonic world within a contempoary musicframework isone of
Y% Y 2 Ndm@oaition@ concerns, but this then be&ame part of my owm exgoration of the
ingrument, to find the evokedinstrumental voices ad gestures related to their practice, whilst
allowing the Padz2 f Rdxa and the itbmatic gestures fromits own repertoirealso to remain
presert. Thus, this piee served as a cdaxt within which colhboratively to imaginecombired
sonorties Additiorally, four months afterpremieringz|- Y 2 NJ c&rtb, | decidsfl to link Momento
| with a verson of the seond movement of tle Mncerto, aranged for a digital orcledra (in the
manrer of electronic symphonist Isa@ Tomita). Zard NJn&@va digital version, Taking Off from the
Orchestra has been performe in redtalsat Late Music York P18 and at the Mexican Ceter for

283 Sikuis the generic namen both Quechua athAymaa, for the traditional Andean panpipthat istypically
madefrom bambooshoots but ha also been mde from condor feathers, bone, and othenaterials Likethe
recorders (ieluding the Paetzold modelyjkusare built in different sizes and tunings



235

Music andSownd Arts (QMMAS in Morelia, Mexico 2019). The audioacordng preserted her is
the live performarce ofthe two linked pieces aithe Lat Music recital. Listen texample6.4:
Momento | (2015) and Taking Off from the Orchestra (2018) by Carlos Zamorgplayed on the

Padzoldbasset. The scog of Momento lisin Appendix 6.3.

The second movey i df the Paetzold.
Regardingthe musical contentthe Paetzolbas®tQ dnestlevelop in byers, withindividual ptches
in the high register, apearing inside vrtuosic phrases of raj notes and gesttes n a lower

registe, evokirg a siku (figre 108):

Figure108 Conerto for Recorders andChambe Orchedra, second movement, bars 6-8: gestures evokinga
siku.

Also taracteristic of siku playing is the us of acciacaturas. They play a signifiant role in building

phrasesalong this movement (fgure 109):

Figurel09. Cancerto for Recoreers and Chamber Orchestysecondmovement, bars 3-8: acciaccatuas.

Throughout the movemen, a variey of short and contrastilg gestures effectively illstrate
the expbration of the Paetzold These includevarious extended techigues such as ribatutto

(overblowing), frullato glissando, and fierent sputato articulations(figure 110):

Figure110. Conceto for Reorders andChamber Orchestra, secondmovement, bars 735: various extended
techniques.

Ligen to the secondmovement of Concerto fordeorders and Chamb&rchedra by Girlos

Zanora, in exanple 6.5. Scorein Appendix 6.1.




































