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THE BACKGROUND.

Since the rise of the "Stile Rappresentativo" early in
the seventeenth century, the composer has made definite and
increasing demands on specific performance and tonal combination
of instrumentalists which has materially affected the development
in technique and, consequently, the improvement in construction

and design of every musical instrument,

The monodic "Stile Rappresentativo” required expressive
instruments with an extensive range to match the singers and,
consequently, many instruments of the Renaissance period were
rendered obsolescent. For instance, the shawns, pamers and
crumhorns disappeared from concerted msic-raaking, with the
exception of military and outdoor usec, mainly in Sernan wind-

bands.

More flexible instruments were required, and thus
cornetts, flutes (mainly recorders and fipple-flutes), oboes and
bassoons came gradually into their places, which for the main
part they have occupied in the orchestra ever since that time.
The String sections, too, underwent radical changes. A
gradual metamorphosis from the Consort of Viols to the Violin
Family took place following the work of the craftsmen Gasparo
da Sald (1540 -~ 1609) and Giovanni Paolo Maggini of Brescia,
perfected by the famous Cremonese school founded by Andrea Amati

and contimued by Stradivarius.

Claudio Monteverdi (1567 ~ 1643) is outstanding as the
originator of orchestral affect but his innovations and daring
attempts to exploit the individual resources of his instruments
toward dramatic feeling in his operas "Orfeo” (1607) and "Il

Combattimento di Tancred e Clorinda" (1624) were not followed
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ABBREVIATIONS, DEFINITIONS, ETC.

"THE notes of the musical staff are normally given in Roman capitals, but
when it is necessary to indicate the notes in any particular octave the
following plan is adopted :
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R. =Right or right hand. L. = Left or left hand.

(E.)=English. (G.)=German. (F.)=French. (IL.)=Itwlian.

The kead or upper end of an instrument = the end at which it is blown.

The foor, lower end or bell of an instrument = the opposite end, even
though it may be uppermost when the instrument is being played.

The right or right-hand .ria'e}of an instrument = these sides from the

The left or left-hand side standpoint of the player.

The top, upper side or frent of an instrument = that which faces upwards
or forwards when the instrument is being played.

The dottam, under side or dack of an instrument = that which faces down-
wards or towards the player when the instrument is being played.

Fingers are named thus : thumb, frst, second, third and little finger, and
not as in ** continental ** piano-fingering. '
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instrument depends ou the rate of frequency oi the vibrations
which cause tiie sound, In obedicnce to Nature's law, the
colurm of air in a tube cen Lc made to vibrete only at
certain rates; thercforce, a tube of any particular length
can be made to produce only certain sounds awd no otiers

as long as the length of the tube is unaltered, Whatever
the length ol the tube, these various sounds always bear

the samc relationship one to thc other but the actuel pitch

of the series will depend upon the length of the tube.

The player on a wind instrusent, by varying tie

intensity of the air-stream which he injects into the

amithpiece, can produce at will ail or some of the various
sounds which that particular length of tubs is capable of
sounding. Thas, by compressing the air--stream with his
lips, he increases the ratc of vibration and produces
higher sourkls and by decompressing or slackening the
intensity of the air-stream, he lowers the ratc of vibration
and produces lower-pitcied sounds. In this way tic
Fundamental, or lowest note which o tube is capable of
soundine, can be raised an octave, a2 twelfth, a double-
octave and so on, the sounds wecoming higher and hisher
by intervals which become smaller and smaller as they

ascernd,

These sounds are called darmonies, or Upper
Partials, and it is convenient to refer to them by mmber,
connting tiwe undamental as No., 1, the Octave Harmonic us

No. 2 and so on,
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Fontanelle (Virdung 1511)
showing divided touches
(a) for both right-handed
and left-handed players.

(Adam Carse)

Fig.1ll.

£ {

—A selection of 18th-century keys. A. Flute. B. Oboe, round closed key.
Oboe, open key, D. Short clarinet keys. E. Bassoon, open key. F. Bassoon,
sed key,

(Adam Carse)

Fig. 12

~A, Closed key. B. Open key.

(Adam Carse)
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a. Box moved upwards to show
the mechanism; . b, cuspa of key;
¢. axle on which tho hrst lever
works ; 2, pin to keep the lever in
its place ; e. spring to keep tho key
open; f. axle on which tho second
lever works; h. pin to fasten the
sgring to the wood; g. pin to fasten
the axle Lo the wood ; 1. valve of key.

Mechanism of Open-Standing

Key. (From Welch "Six Lectures").

Fig. 13.

Key with metal Valve,

»

(R.S. Rockstro - "The Flute", 1890).
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“—A. Metal plug. D. Flat keys, soldered and riveied, C. Cupped

keys with stuffed pads.

(Adam Carse)
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yed kcys.. A. Fingerplate at the end. B. Fingerplate in the middle..

(Adam Carse)

Fig. 17.

"-Cuﬁc;i Key and Pad. L e

« " \ .
c; Touch. J, Shank, or Stem. ¢, Cup.

.
*

(R.S. Rockstro)

Fig. 18.

Flute-key jivoilzin"g between Knobs, -~
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Nolan's Ring-key (1808).
(R.S. Rockstro) (R.S. Rockstro "The Flute").

Fig. 19.

(Adam Carse)

AA. Keys mounted in wooden rings. B. Key in blocks. C. Cross-
key in blocks. D. Key in brass saddle.

" Fig. 20.

Early Pillars ‘and Plates. ’
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using thom witbout appreciabile loss of churacteristic to

At prescat it is too seon to speall of the succoss
of ciherwisce of thls ture - cmyarative tone enalyscs would
we bmtorpesting - but 1t secus Lakely that the mojority of
obov=players will wdliere fovr o long Wae W tie traditicond
reod in widen oy are conwilueed ¢l truo casxactor of taeir

instrasent lles, {Fe Dote = Tae doc™).

e of uy baguocoimyilayin: colleagnes in o Lounlon
orchwstra told oo of on actempt Ty some lonlon profa s;i@ml‘
players vo desig anl congtruct a bassoon recd vwide of wetal
aloy with silve ld ribs o simudate tie springy
vehaviour oi the fibres of crundo Uonaxe Tho reed wos an
uncpalified sudeess but ou approachdng a tasincss maun with
the view o camafactaring and warketiny the product, it was
vadinted cut Cont oo polotive wmeler of ployers wishilng o
parghase waae reelly ausanted o e Toverlostios recd® 4id
not of fset tho vveraee! cests =i [ roducticen o0l the Ldoa was

persanently sielved,

According to Prof. F.ii. Kirby the primitive Double Reed
was not split but simply compressed at one end in the form to be
found in the Japanese Hichi~Riki or in the Nagaswaram of India,
and he suggests that the accidental splitting of a reed mast haveﬂ\
led to the discovery of the improved quality of a split reed

compared to one which was simply compressed in the original form,
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From A. Baines.
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Stages in oboe reed-making.

Fig. 31.

AN
<l
E:

H4ON

S =
d ——
———
« ) BT
g

i T v vi

Stages in bassoon reed-making.

The principal stages in making double reeds, beginning with the
plain stick of cane (Arando Donax) are:

1. Splitting the stick into three strips, followed by cutting
a strip to length (a fraction over twice the length of the
finished reed) and trimming its sides.

2. Gouging the thin strip on the inside..

3. Marking and nicking the centre of the strip and bending over,
bark outwards. The joined end of the bent-over cane will
eventually become the tip of reed.

4. Shaping the sides of bent-over cane to the desired outline.
From this point the oboe and bassoon differ:

OBOE: : BASSOON:
S. Tying on, to the metal staple. 5. Putting on the wires and

working in the mandrel to

6. Separating the tip and scraping from stem and throat of reed.

blades.
6. Binding the stem.

7« Separating tip and scraping.



Albert Cooper, the London Finte-mahur (see "urray-Cooper Flute"
chapter) demonstrated this breat :ding technique to me with his joweller's
blowpipe. is fatier, urilest Cooper, lhas used this breathing method over

many yvears of his 1life as a professional flantist.
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The Four Closed Keys,
from the specification
of Potter's patent.
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5565, The annexed diagramisa -
representatmn of a large- holed
eight-keyed flute, made by Rudal]
and Rose about the )ear 1827.

7.
-

Exﬂarmtwn of Dzagmm.

Open Rokes. T e
1,15, 11). The c'“ 5and a ho!es
) c]osed by 1L, 2L, and 3L, :

v, Vv, VI Theg, : #ande holes,_

cIosed 'b_) IR, 2R, and 3.5‘.
Opm hys l

1. Key for malrmg I3 by Lhe cIosmg ‘

“of the c"* hole.
2. I\ey for making .:"J by the closmg’
of the 4 hdle. . __ .
These two keys are uscd by 4 K.

Closed keys. - .. . +7 <

3. The @2 key;. opened.bx 4R.

" ‘4. The shor{f Key, apened by 38, ..+

3- The long fkey, opened by 4 &,
6. The g# key, opened by 4L,

7- The & key, opened by L.

8. The long ¢" key, opened by 1%.

The keys 4 and 5 are, of course,
"interchangeable.

The keys are md]cated in the

table, only when they are to be
used.

FIGHT-KEYED FLUTE BY RUDALL AKD ROSE, -
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,,FINGP.RING OF THE EIGHT-KEVED FLUTE.
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The Eight-Keyed or Simple System Flute (From R.S. Rockstro "Tpe Flute", 1890)
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invented by James C.G. Gordon.
(Reproduced from "The Flute", 1890)

569, Fig. 53 isa reduced copy
of an engraving given by Coche

" in his splendid Métkode, published
_in 1839. There is a wood-cut, .

- similar to it but not so well exe-
cuted, in his pamphlet of 1838.
- The original drawing was sent, in

. 1838, to Coche from Lausanne

. by ‘the wife of Gordon (see her
Aleﬁt‘ter in §§618-620). There can
be no reasonable doubt as to its
aufhentjcity, though it is probably
a representation, not of the flute
made for Gordon in 1831, but of
one afterwards constructed by him
on the same principles. Ward
" asserted emphatically that the
engraving of Gordon’s flute, as
. given by Coche, very closely re-
sembled the instrument that he
made under Gordon’s direction
‘“about the year 1831.”
The diagram is obviouslyincom-
plete as well as inaccurate, part of
" the accompanying explanation is
therefore conjectural: Coche gives
none, but it is evident, from certain
dotted lines, still remaining in his
engraving, that letters of reference
were once affixed to eleven of the
keys and to the perforations for
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the lett hand thumb, which, being used together, formed the
¢ hole. See §572. The proportions of the tube are certainly
incorrectly shown. Had these been asindicated, the tone of the
flute could not have been ‘ thin,” as Tulou states it to have
. been. See his remarks in §572. .

» -570. Gordon’s Flute. A. Closed key of the &” hole, openied by 2Z at a.
- B. Open key of the c”é hole, closed by 1Z at b. The axle is at &
C. Divided ¢” hole, closed by ¢2Z. The adjacent projection was
intended as a guide for the thumb. See §37z. A
~ D. Open key of the 84 hole, closed by the action of 2L on the crescent
" dwhen closing the adjacent &5 hole. The axle must have been at or near d,
.perhaps under the crescent,and the shank must have passed over &.
The note 8 was _ﬁngered by the pressure of IR on the crescent fd, which
" by means of the tiwo levers dd, dd and their connecting wire, closed D,
leaving the &y hole open. D might also have been closed by 1.Z, acting on
“b'and Dat the same'time, or by 2Z acting on d without closing the & hole.
E. Open key of the gz hole. The ‘axle was at 4, and this must have
been the only attachment of the key to the flute. In closidg the adjacent
a hole 3Z pressed one of the-arms e, thus closing E. There were of
course two springs, one to keep up the entire piece of mechanismi, the other
_ to close the gé kej'. The crescent attached to e may have been used for
_closing E while leaving the a hole open. The axle ¢ must have been
underneath, and free from, the shank of the key. At ee there was a
_'“jdint. When the arms were"pressed down, E was opened by the action
" ‘of 4Z on the lever Ee. Thus £ and g# were fingered as on the ordinary
flute and at the same timiz the a was left unveiled. o
ee. Lever for making the shake g-ab, or fZ¢Z, with 1E.
F. Open kéy of the g hole, connected with the crescents, fd, f and
f. The key F was closed by pressure on either of these crescents, and
thee,f and f% holes could be closed, in using the crescents near them, or
« left open if nccessary. The note £ was fingered by the action of 1R on
the crescent fd while closing the adjacent /Z hole. The fZ might have
been fingered by pressure oa fd while the hole was left opén, or by the
action of 2R or 3R oa forf. The invention of the mechanism connected
- with the key F is discussed in §3606-7.
" G. Open key of the dZ hole, closed by 4. . S
H. I Open keys of the & and ':x:. holes. The touches of these keys
. are at h, i; c'# and ¢'f} were therefore fingered by 4Z.

The friendly co-operation between Gordon and Boehm before
Boehm's first model of 18%2 led to a controversy following
Gordon's mental illness in 183%8. R.S. Rockstro was the
main champion of Gordon's cause, declaring that Boehm had
stolen the invention. The controversy raged for many years

after Boehm's death in 1881 but Boehm is now generally
accepted as the true inventor.
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by the first iinger oi tie left hand, canuot ue made the same
size as its adjacent notes since the same tone-iole must serve
as a vent~iole for D" and D sbarp", A", G sharp™ and B flat™ s

besides being a note-lole for C sharp and C,

One serious deficiency in the Boclus system which must
be mentioned is the gquality of top F sharp™ and tae tendency for
the note to split. This may be remedied by a separate mechanism
which closcs the rad-cur of the A kev wirich under the standard
design of the Bochm systoea allows too ruch venting of the over-
blowm note by ouc holce (a parallel situation to the o™ on the
closed G sharp model), Various methods have been devised for
rectifying this faulty top F but the principle remains the same
in all mechanisms in that the A finper—plate rests with a weak
sprin~ on top of the A natural eup and vnad which is taken down
during the fingering of top F sharp™, leavinz the B flat cup
open.

Gbjections to this 'Split F sharp' mecchanism are that
it makes jor more complications in an already couplex finger-
mechanism but undoubtedly the craftsmen and designers of keys
will always strive to meet the requirements of players and quite
probably the flute of the future will have these or similar

devices incorporated into its mechanism with minimum complications.

The “Briccialdi! key (Fig. 43), added to Boehn's system
Ly his pupil Suilio Briccialdi in 1849, allowed the 3 flat to be
rlayed with the left thuab, This important key is so mch a
part of the stondard Doeln system familiar to orchestral players,
that one could hardly imagine the Bochm~system flute without it.
It raises, howevcr, a serious lwzard for tliose plavers who rely on
it overmuch and unless constant practice renders the players
equally accustomed to usc cither this or the original Boehm B flat
taken with the first finger of the right Lond, a sudden upward

skip to top F sharp in the flute part could be very awkward,

SinCO..---.../74








































































“.==SIGNOR GIORGI AﬁD HIS KEYLESS FLUTE.

Fig. 59.

ToTso—mmssmmmmean . [rou (1. Macaulay
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= == —GIORGI'S KEYLESS FLUTE,

Fig. 60.

Wheatstone's Mouth-picce.

A 4. Curved plate for fitting on to the head-joint.
7. Curved spring-plate for holding the mouth-picce.

C. Ivory mouth-piece with curved aperture “for the passage of the
breath. : : -

An attempt to convert the standard Concert Flate to a
. l K SUU. . R ~ letachable wouthinioce
whistle~type instrument by wcans of a detachable wouthpiece
¥ v e~ A A1
was made in 1820 and patented by W. Whcatstone, 128, Pall
. ~ . s b TN
Mall. Constructed chiefly of copper, silver-plated and
. . 2 ] o ooy - osa I3~
lined with lcather, this contrivance has never been successfuliz

used in flute-playing.

From R.S. Rockstro, "The Flute", 189C,
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Lorsa tone san .ay oo obtained fros a pilccele with o cviinder bore,
daiy sakers in Itady ool the United States of Jwerice fawve produced
piccolos widcu are, in offcet, niniature Lo {Iutes playing at
TaC uprer cctavis Lest of the irstruents desisned in Italy by

Barteli. Araigal and ovsers, acd Lo the United Statcs of America
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Uy it Layzos © Goo ! Vorne DL Powell, Love tho low O and

sSuarp waile e

-

orcacguras is almost dnveriably toe Uoclus systua apiiel to

.l

L P s PR I S PSR I F DR SR . ey Ao e
CORLCEL-o0PY W't Cyiainier waujornr wil vitnoat e low ©
et U oshiard wob ooy Lae Towest note).

I one exmaines the lazards Tacing o facturors

- s - » &t

I, . 4 L3 - ey EEy B
01 eanienl LOre Instruceids, 1t Locomes aprareni

«selutely

.

O P S U TOUE FUNL T, SIS PR T
idatical . ASTEES 13 § S HIC. S VoS SRR S VRS W B < & L0 G cotdical area are

virtually imwseitic o daplicate i a haw-ade woolon

Pstr el bwer with e vetal twbes favourc! b the aAmerican

makers, no two tubes e exactiv alilke a ! ©9 date the ase of

pmiastic @ibes on flutes ad plecolos has woi  een aceurted by

?

orofes-idnal ~laveos sisce ohonite iostiumeats cxise! io he

made {aftoy 1540 Coope was Aitide deos! Jor e,

If Jv i difficude to Jupdicets ¢t ~rocise dinensions

s - o

of & suxli eondeal wube, ¢ uoy easily be scss that o ,arabela

-
i

aealjedat of tae size rvequivoed

o fic a gylinion- ore lccole

2

presents an over crecter bazard for tae camiactarer. Good

cylirder niccelos owe leer calde widcl satisfyv -oue Javers

at iz o rol so acceptacic @0 the s jority

of preofessional rlovers vie crefer the conicel instrament with
the cvlinder bere cadioint. some voars ape, 1 wos asked by
the panager of lossos. sadell, Jarte ¢ Co., of Yol .y Strect,
Loadon, to Investigace o sowly-scde bateh o five codcal=-bore
rlecoles wdel wors unsatisfactory ia response a0l indoation.

raei cheonlo o Loun fittod

‘mvg 3 l(“"

ClsSTowaLy

fitting o oylivder-lLore,

W ® . Saer e osem oy - 5 ¥
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Uhvor hwedieint on oo U 1dedl Tevte ;ziCCOlO)

accorted in Lonon 03 one of tho Lest

Llb tuls iz, oi cwuarse, coatrary o i thoovies of Theo-

Bkl Lo (Lotier vo .. voa woud, cunich, april Zoch, 18066).
s 2 r L]

T L‘yster' 1L aur, cav probably Le exclained by the
rectanmidar shape of the enboucimre aole vhich is found on nearly
all {lutes and plecodos oi recent uamfacture (since 1850 in
Sritaing ol Loverially oo o1 tredidional Proncleatiorn retal
Slutes Ly o.c leadis cworicen and Tards cokerdse Lo roctangular
sl Jnmes ur foot wone=peadaction wild s, tawrefers, preferable

ot oerdzgioel fien of uloll Carte

L. . PO Ea
to to2 oval suape favoured

¢
%

Defore bholy woaipoatdon in 1843,
Ladle dudall Carte lave alvays retained tic traditional

tiumb-late desimi, as zay be seen on all flutes of ropatable

G

T Ay L PP L %0 e Fer e e
ranafactare {see io, 46), tiey scar to oo tiae oaly uwke
: 3 . 4 b . R G 3 . S i . .
viccolos wiich lncorporate tids desim. Al ctaor rakors use

E

the two latoral plates of Corann desion which, althous: iess
X »

. 5 74 - - B . . - Yo~ s i S 2
elegant i arpcarance, make for less weisght 1o the cechanism

- » - - T oem - 1 - = PR < es ., =
ol oare very wach caglor to adjust ang atle for routine

asveriaal.

-

wvory desiocy an! inmrovarent in flute mechanism has been
adapied witl veryin: success to the piccolo but the ceceral
prelcrcice among siontists 2l over the world appears €o be the

Loclua systes (with wather closed S shiarp or opon U sharp/.

Like the fivte, the wechanisa is vsuelly of Sermun silver,
silver~rlated or of storiing silver and the twbes are cade from
cocus, blackwood, cboaite, resin plastic {(favourcd Ly "Liesmatone"
of Cmechosolveluas brass sitverepioted {(os in cheaper ltalian

instrusents,; or ontircly oi sterling silver.

;;thilC- voeoow ./31.
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Sullivan, in iis one serious opera, "Ivenhoe" (1891),
calis for a Piccolo in G (Kef. "Unglish iusic® 1604 - 1904,
London, 1911. p.155, John Finn). This would cnable the player
to reaci: the upper register without the shrillness associated
with tie Concert Piccolo. Since the instrument cannot be
traced in anv collection, it is ascumed that it was constructed
on the Simrle or Six-hkeyed Svystem. The Boehm systen becomes

very complicated vhen arplied to such a short tube.

“hile the rajority cf Piceclos are wmade in €, the
florid jorts written for military banls are ade simlor for
the layer on a Piccols ritehed in D flat (ens semitorehipher
and ofter crroneously callel "0 flat Piccolo”. The average
player in Dritish Aray banls prefers to transpese all such rusic
written for U {lat flutes and piccolos at sizht on his concert

instroents,
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SHAPT.R XV

o

CaE s oD WHISTU - FLUTES

Thae reneral adoption of the Tronsverse Flite into the
orchestro resulted in the ranid Jeeline of ¢he Fipslootlutes
fro: concertod rusle- akine, althonrh the Deesrder cnd lageolet
mainteined 2 certoln smount of porularity amons amateurs and
dilletante since they rresented 1ittle or not preblens of
extbouciure or tone-preduction.  The "Tin histle”, ~ften
crroncously named "Flageolet", has recained popular with the
youngser generations right up to the present time am! vhistles
of various tvpes have been offered for sele te the entlusiast
with limited money or time to spend on mastorine the technime
of a morc comilicated instrument.

£v 3

The naae Decorder' is derived frow a verb in ase in

the Sixtecnth Century, a;plisd to the singlng of Lirds:

4She sung, and made the night-bird »ute,
That stil: records wita woan'.
Shakesrearg "ericlos” ive Prol,. 25.
v an’ chant lor carels Llesth.
Fairfax, "Tasso'.

g, v I T, ~ S .
dloerl, ekl 0L, swuet, sweot!

k)

fow Lo birds rocorl tool”

3

3 - . © VS, e =
Beaumont U DUlotcher "ie Pllgrin" v.4.

Primitive whistles which represent the ancestors of our
medern flates and wiistles have been known to wnn since palaeolithic
times but musicolorists "ave not yot reached comrlete arreement
about the evolutionary order of these vairious sounding principles.
The addition cf finger holes is an early devcloprent, since they
are found on bone flutcs discovered in Luropcan Prehistoric sites.
Leypt, Sumeria and China too had open-ended flutes witi: three or

four finger-holes.

4tyyssgess/93e



At the comrencerent of the Sixteenth Century, Virdung
tells us that there vere Firsle Flotes with tiwee, four, five,

six, seven 1 olicht Tincorehales,  Male goel of thivl as vere

PRy

picreal vitl oot less than cishit holes - sevy {sr €52 finsors
and one nt e Pach for e thub - could +ith rrorrictr he
torsed Teeswylers!,

In l'rance tie insurument was styled "iLa fldte & Neuf
Trous” (tie line-Jdoled rFlute), a misnomer which arose irom the
Lowest hole, placed at the side of the instrament and out of
linc with the other holes in order to reach it coanveniently
with the little finger, wilch was daplicated on iis oprosite
side,s dther aole could be stopped with wax so tint t€e
Recorde:, could Lo played with either Pight hond or Left hand

uppermost (Fig, G1).

Virdung also explalns that a set of such flutes
consisted of four (Discant, Two Tenor and Bass) or of six (Two
Diseants, Two Tenors anl iwo Bass)e  The Nass, ot ccoount of

its larger size, was fitted with un opcowstarding Loy with

- Y -~ JER R e 3 . ey bl b - 2 oplels T ins
toucnes ot cither side to accomucdate left or rightehanded

. AT T v £ N Vg N A N T B, S s
plavers.  The Loy wos protecteld by o rorferaiad covering box

By R, 11 . e i
called o Postanclle (Fise 52).

hartin Agricola in Ysusica Ilnstrumkntalis", 1528,
shows engravings wiich differ but little frox thosc of Virdung
(Figs. 64 and G5} and includes the Bnspfeif ad Cessen tiorn
which Jo not -ppoar in the later editioa learing the date 1545,
Michacl Practerius in "Theatrun Instrunentorus {(Wolffenblittel,
1627) shows the eapplete sot of Fipple Flutes then in use {Efig.
66). From Mersemne {"prmonie Universelle", 163G}, we lcarn
that in his time the Recorder was lkmown in Prance by tiree
appellations:

Unglish Flute {"Lo Fluste D'Angleterre”),
Flite & Neuf Trous" and

The Swect Flute ("La luste Douce").
harly. seoe M ™
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and the Great Bass in C complete the ensemble,

Flastic is widely used in tlie mass-production of Recorders
for schools and tids is a very pood material since it is impervious
to moisture and resistant to cracking due to temperature or climatic

chances, althoush most soloists prefer to play on wood instruments,

ihe best-known wakers beside Doluetsch are Schott,
Steiber and Moeck (West Seruany), Adler, herwig, feinrich and

Heransdorf (Uast Cerwany) and iing (Switzeriand).

The revival of early consort-music together with special
arrangements and transcriptions for the Recorder with other instruments
or keyboard accompaniment appears to be growing popular in Europe
and U.5.A, Modern Composers such as Lennox Berkeley and Hans GAl
have published excellent works for the instrument, Specialist
Professors of the Recorder have been appointed at Trinity College
of rusic and the London College of ihusic, while Master Classes have

long been established in the Adult bducation Departments of London

University and sany L.o.C. Dvendug=-Class Inditutes.

)

Thz Recorder will never oust the modern Flute from the
Professional Crchestra but may it long enjoy thc present revival
of its paliwy days wien nusic was izade “in consort” ior the pure

joy and deligit of those who enjoy "piping togetier".
Joy 3 piping 3

ceee./99
















































Fig. 80.

. Oboe mechanisms. Simple-system
(left); thumb-plate system (right: shown

with non-automatic octave keys).

Oboe mechanisms,
Conservatoire  system. Left:
model with rings, top joint
(shown with automatic octave
keys). Right: Gillet model
(shown with semi-automatic
octave keys).

Fig. &1.
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19TH-CENTURY OBOES. B

1., Violet wood ?, ivory and silver mounts,
H. Brod, Paris. pre-1839

2. Boxwood, brass keys.  Tribert, Paris. c.
(Presumed experimental model) ,

3. Blackwood, German silver keys. A. Morton and

Sons, London. . 1872. (Military thumb-plate
model)

silver keys,

1855.

4. Rosewood, silver mounts and keys, Triéberl, Paris.
Barret’s model of 1860

5. Stained Maple wood, German silver keys. L. A.
Buffet jeune, Paris. (Boehm system as patented by
Buffet in 1844) .

6 and 7. Cocus wood. German silver keys. Anon. Two

‘ Boehm system instruments to low Al associated

with A. J. Lavigne’s later experiments. Late
19th century

C ‘ Threc Characteristic Oboe Bells
?F % in Secction.

A, Late 18th Century Type with
Tuning lioles.

. St
S e
A G D i

y B. Modern French Type,
~ . R
- C. QCor Anglais. Triduert,
' c.1830.
J

The arrows indicate the position
of the lowest note-hole in cach
CasC,
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send Vortoorm [Loyore Sontaarards i exchiiize. Yhus a wber of
Sharpe's iastruixents found thedr way into Londai orchestras. Dr,

Turpin, iu ¢ Nasical Stacderd” (August 29th, 18815 says:
YSoue drportant irprovenents have lately beco unde in the
constroction of the Cboe Ly . Sharp(sic; of rudscy, near

Lecdse These ot ondy give facilitics for tuce Letter ad

oore realy vrodoction of middle 4 flat and o flat by self-acting

Leyes anl Lovers, out secure uy its uew key arranpgeients (five

2 rh1 bedne added; o Letter wod wore eqmal iatonation throughout

Lue conpass cax g Zuastrunentt.

Starpe's later Oboes cambined o Bochm-systenm lower joint
with noderato-gized boleg cod o wodified Darret-type upner joint.
Althougl: <here is mch to recomend this idea Shawpe. in uniting
tiic two gystinc, ircorporaced certain antomntic vent-keys of his
own devising which required small "ﬂdating;" levers to reverse the
mition. Surviving cxorples show that they did not stend up to
use and were not reliable mechanically. This is prebably the
reagon that an othervise cmccllent instrument was vltinntely
abandoned s Oritish nloyers. Onc of the lost notolle players
to tse the instrument was the late U.H. Shepley who was formerly

a Professor at Trinity College of tinsic in London.













































128.

Ti. COR ANGLAIC, TDU DYAMOU. 'ND 324S5 OBOE
2L =t S2ak

P

Tenor or Alte Oboes sounding o fourt): or fifith lower
than the Trelde Oboes were undoubtedly in vuse Lofore tie end of
the Seventeonth Centurye. They can all trace their descent from
the Alto Shawn, Foorer or Bombard and even if the transformation
did not take place simmltaneocusly with the transformation from
Treble Shawm to Oboc, it mast have been accamlished hefore the
cnd of the Seventecnth Century, since Purccll in his "Dioclesian®
(1691) specifies a "Tenner lautboy" in the score. This must have
been the instrument sounding a fourth ‘or fifth below the Oboe,
known as the Taille, Oboe da Caccia or Hautecontre de iautbois
widch, after the middle of the Lipghteenth Century, became known

as the Cor .nglais.

Neither Speer (1697), Mattheson (1713), valther (1732),
Fisel (1738) nor iajer (1741) scem to have lmown thc Tenor Oboe
althous alther knew the Oboc '/ more; yet suach instruments
apparently made in the first half of the lidghiteenth Century
survive ir severol collections in Serlin, Vienna, Salzburg,
Leipzig (leyer), Basle, Ureslan and Drusscls with specimens by

Denner in 3erlin and Leipzig.

These existing specimens are eithwer straight or curved
tubes with metal crooks at the narrow end and occur with and
without the bulb-bell., They are provided with keys identical
with thosc of the contamorary Oboe (the open C and closed D

sharp lLeys duplicated as on most earlier examples of the Oboe).

The awlarardness of holding such a long instrument
doubtless cansed mnkeirs to bend the tube, thus making it casier
for the nlayer to reach tie Tincer holes and this may explain
the oririn of the narce Cor Angiais ("English Horn") derived from
the similar sounding Cor Anglé ("Dent® Hom). This curve in
the tube which varies in specimens from a gentle bend to almost

Beeea.../129.
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a semicircle, remained an acoustical weaknass of the Cor Anglais
until podern mechanism enabled 21l the note-holes to be properly
spaced while beenins the finger-plates comfortably under the

finrers,

Some anthoritics see tie curved tube as 2 survival from
military doys when thc instrument codd be played on herscback
with the enrve fittinge over the back of the orse, Moy marches
and flourishes are to be foun! ir the "Collection rhilidor" (André
Danican, Imowm as "Philidor L'Ainé®, 1647 = 1749), where a large
and famous colliection of Court [usic, ranging from the time of Henri
II1 to the end of tic Scventeenth Century was compiled by this
Librarion and Court Musician to Louls XIV. Two Treblc Oboes, a
Taille oad rsse de Houtbols were the almost inveriable combination

for rdlitary usc.

In England the rroblom of compactness was tackled
differently in the fora of a ratier ineclegant instrument known
as the "Vox limana" where thc straight tubc wos retaine! bat
was made in two nicces with uo scparate bell, while the propor-
tionately long crool was bent sharply at right-angles (Fig.87, 3).
A rare fingering-chart for an instrument nade by the Younger
Stanesby (Longman, Lukey and Comrany) may be founxd in the

British [mseum Lirary).

The name "Cor Anglais" occurs in thc score of Gluck's
"slceste” (1767) while the Itclian-"Corno Inglese" is found in
certain of Jomelli's works in 1741 and in iHaydn's Divertimenti
of 1764.

The acoustic behaviour of the Dulb-Be!l reuires fuller
investisntion than it has vet recoived but there is no doubt that

its cffect upon the tone has been consistently cxapggerated.

senford Terry ("Sach's Orchestra”, London, 1932, p.103)

has conciuled that the curvel Cor Auglais rroved uasatisfactory

anﬁ........../lJO.
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and was soon displeced by the straisht form. nsaus specimens
show at least three lifferent mcthods of consimiction employed
in the [ichtecnt: ond lNinoteenti: Centuries,

“y

The earvel Cor .malais (Fig. 87, 5) was favoured in
France antil ¢ 1870 ood for ceven longer in Italye. In 1S0C an
Italian Mboist namel Tromba was playing upon a curved instrurent

&

at the Upera ia Loundon.

The same Infleences were broucht to hear on the larser

Oboes oo Il affccted the dovelomaent of the hoo after 1300,

]

The Cor inglais wms a rathor weal relative of the Oboe, since
its sreater longth of tube erlied for wider snacins of the holes
while these had stil' to be kopt within reach of the fingers,
The vesnlt was poor intonetien until Tridhert®s hey-mechanism had

advanced sufficiently to solve this probloem once and for all,

Sttamts Lo bore the heoles slant-wisc hclped to some
extent ut aftor 1050 &l JifTiculties with the slocin of holes

Y

hod virtuolly Ilsoppearcds It Lo rathor surprising, in view of
the vocommise. initiative of mileceutury palers, that ¢hic curved
cor snglais rersisled in rasce and Italy. Tlds must have

involved expensive and tiresome technicues in tuilding axd my

o

wave bean yot anothor exaryle of the conscrw tisa of players

wihich les Impeded progress in the designs of all the woodwinds,

drod had peoduced a straishit Cor Anglals at the Paris
ixposition of 1830, In Sermemy ot tids time Ulmann and other
makers produced excellent models of the "lnce-shaped" Cor Anglais,
and frem an ample number of specimens it may be clearly seen that
by 1850 the Cor Anflais had outgrown its former weaknesses and
become an efficient instrument.

Jwhers were stil! prooccupled with the allepe? tonal
effect of the Dulb-Bcl} and the proportions vary enormously hetween
them. F. Trifbert odopted an orifice of 38 mm in diamcter where

a fairly late example by 4. Morton measures only 26 mm.

The......../131.
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The lugeosochaniss is ooadelicd cmactly on the lines of

the accepted Jboe systems hut with the low U fiat key usaally

onitted,

Pitched » minor third below the Troeblc (boc, this
i,nstnmém ray have lerived its name from having at one time
doubled the of the Viola I'/more. At the vresent time
modern [Mutes, pitched in A, are lnowm as Flites dfAmour, although

these are somewhat rare,

It is rrobable that the Oboce U'imore was originally
taken as interchangeable with the Treble Oboe when the Tessitura
of the mmgic demarded. and thids seems to be the wanner in which
J.53. Bach regorded it, Thie first recorded apnearance of the
Oboe 'Amore comes in O.7. Telemann's '"Der Sieg Der Sch@nheit”
in 1722 ond Terry disnualifies a possible claim to earlier

erployment of the instrument Ly Bach on the srounds that it
appears only in revisions of the works concerned made after

1722, ("Bach's Srchestra, pl.110).

In structure, tie Lighteenti Century instrumcnt was
merely an cnlargement of the Treble, usually witi a sill crook
to carry the reed. Tie incurved bell was credited with certain
mysterious tonal virtues in the Jighteentu Century, and later and
because of this it wos deliberately added to the sualler Oboes.
Once the name d'awre ad been transferrad to ome particular Oboe
it became assoclated with the special feature of that instrument.
Thus the Bulb-Gell became known as Paviliion d'smour and Leibesfuss
and hence the terms “d'amore”, "d'imour" and “Leibes” applied to

Bulbed iustruments in general.,

The most important revivals of the Oboe d'Amore took

place in France at the hands of Uinnen around 1835 and again in

1889.-..../1'320
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1889 uader Lorde,

{iehillon of DLirussels slesipned a very successiul Cboe
dVimpre with on opon ell in A875 and four of €hese instruments
were icported imto _ngland, twe for sir lemry Jood's ucen's lall
Orchestra ¢ two Zop the Dalinetsch Concerts of Anciont iMusic.
Hany (roicssionl ployers in Sritain todaes possess an Cboc dYimore,
chiefly for use in thoe choral works of J. . Dach, altheuch a few
modern composers wre used this bheantifnl instraeat, natably

Richard Strouss, doilrocke, lolst and Ravel,

Like the Cor Anpglais, the mechardsem is similor to that
cof tiie Jbeoo, except thiat the lowest D flat is ususl' v excluded by

nost makerse

The Bags Ulog

The Sass Tboe is pitcied in C {one octave Lelow the Treble
doe). Very little is lmown of its early ldstory mut it scoms clear
taat althoush it stands in the same relation to tie otaer Cboes as
did th:e Zass Pomser to tae digher shawms, it wes never cimployed as
a regilar bass o the Oboe group. Perhaps the sass Oboc arrived

on the scene too ‘ate to commate with the Bassoon for o place in

tae Reforzed reacstra.

The earlicst recorded specimen is by J.u. Doamer (€.1700)
which wos preserve! at (fmbe.s Lefore 15365, 4 facsimile in
Drusscls Consurvetoire (lio. 958) has been described in detail
by Mahillon, wiwo repai*t& that it hos a primry scale of d - ¢f,

A secon) imrortont cmomrle by Charles Bizev {probahly hefore 1750)
is in the Toris Consarvetoire (Mo, 494),  This instrument is
shortencd by Joubling the tube back on itsdlf below the d hole

in the monner of the Dassoon. Just below the d sharp hole the bore
onters a Min! of minifature Dossoon Doot® to cmerge arnin in a small

conical hell Mis, 92, 24 amd B),

*"Boot" versus "dutt"
A........./133.
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& Daritone Sboc of .nglish erigin, foruerly in the
Collection of the late Canon Galpin, is now aoused in tie
Museun of Finc orts {Boston, lass.) and can best be described
as a Saritone Vox ‘nmana. It is described in “Aneient European

dasical Ilastrusents", 3essaraboff (Boston, 1949).

The revival of the ilass Cboe was again the work of the
Triébert family, G. Triébert built an instrument for Vogt about
1823 which is now in the Paris Conservatoire (Ne. 335)., Ia
shape this is similar to tic Zizey example, except that it has
cight keys instead of two and a rather wide Bull-iell, One key
covers tie lowest [inger-icle which is fairly well-placed but
the raaining holes are too closely set and are obliquely bored
tarougi thick projections of the body-wall. Both rod and
Frédéric Trilbert removed tie need for obliquely Lored holes
by the addition of improved key-work but both these mmkers
adhered to the princinle of Jdoublins back the hore inside a

Joote.

Not until 1889 did Lorée re-design the instrument in
the moderu straighit form. The Bass Oboe, rarcly seen even in
larger symphony orciestras, is often replaced nowadays Ly the

lieckelphone.

Constant Plerre,writing in 1890, mentions that Lorée,
having introduced his new Oboe d'Amore and Baritone in the
previous vear, proposed to complete the family with a Contrabass.
In "La Facture Instrumentale', Pierre offers an interesting

speculation as to its tone and future use, but the project seems
to have been abandoned becamse of insufficient demand among
composers vho found that the long established DBassoon filled

all their needs in the eight-foot Register.

Ref. P. Uate, "The Cbec", Ch, VII.

A. Daines, "JWoodwind Instrunents and
their History".
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Lii JECHRELPHONE

in 1877 Wilheln ieckel succeeded to the family lusiness
on his faticr's dcath anl shortly afterwards cencluded certain
marked immpovenents to the Cerman-nodel Dagsomaid Contra~Bassoon.
His work Ll urcused wch interest in Ceruan :usical circles ad
Heckel wa: pregented to Nichard Vasner. Hamer regarded Heckel's
Bagsoen as flly perfectel but still fele the ced of a Naritone
voice sowns e Voolksinle wiic: "should combin: the ciwmracter of

tie Jboe with the seft it rmowerful tonc of the AMlphora”.

Wamer's curious description fired toe Luaginatio. of the
young, deckel and he set himself to design such an instrament,
This was ten years before Lorée was ready to exhibit his perfected
Baritone Uboe and iieckel was not seeking a simiiar version of
existing instruments which represented a merc dovnward cxtension

of the Cor Anglais.

deckel sought o larger air-column and after nearly
twentv-five years of experiment, assisted by uis two sons, el
and August leckel, be completed in 1904 the first model of the

instrument widch bears his pame,

Richard Stranss introduced the lleckelnhone to the
Crehestral Verld in "is opera "Saleme" in 1905 and, since then,
many commosors save used Lt oxteasively beth on its owa account

and as o suhstitute for the Saritone Choe,

The body of the Heckelphone is rade in three separate
secticns of hard Anstrian Manleouoods At the top end is a short
metal crack to carvy tho reel ad at the lower end an nlmost
splierical Zell.  uilt to ~rescnt=day pitch, its total sounding
length is 138.5 cm. The main bore is truly conical and double
the mean diometer of the Germnestyle Cboe. The conicity is,
‘t%}ereffc'm, more sarked than that of » Daritoue Oboc of the same
pitch,
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Dwo varietics of bell save apcared at liilerent tiwmes,
the orisinal odth the pladn open end and ol lerge veni-iole in
one side, anl a wore modern one with three swedier vents and a
perforated stopper which 1s designed o sliflitly imte tae lower
reghsters firou liout tie Instrunent the notoe-leoles are large in
1

relation to the vore ond are controlied 1w hoyesccumdsus ailt

te correspond with tho secopte! ficerlags of the Oboe. (Fig. 93).

]

A reed sirdlar oo the Bassoon is usual ot sceme players
rrofor an enlarsed version of the Jor Anglalis resd. The tone of
the dechelphone, vhen centrollaed, is vich and satisfying with

great Lody anl rominonce in the Urcliesirte

At the present day there oxists a group of three
diftferent .sizes of lleckelphones The larsest, —itched in ¢,
stands cxactiy onc octave Lolew the Thoo, but s an extended
lower registor. JTts full compass is ire: A below four-foot ¢
to g, wit) somctimes taree ldghicr scnitones. ihis is the
accepted raangze today, clthougn tie original fincering-ciart
issucd by the mubers showved a smaller compass. 4 cuoice of B

or 4 flat as tue lowest aotc was offered.

Tie Terzeieckelphone pitched in & flat and the Piccolo-
Heckelphone in F complete the family. These sound resnpectively

A minor third and A fourth higher than the ileckelphone.

The part for the instrument is usually wﬂiten in the
Treble Clef and placed in the Full Score between the Cor Anglais
and the DBassoons.

fef. P, Bate, "The Oboe", Ch.8.
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CHAPTUR XXVI

Tihs  GATALAN  SHARM
e ——

The typical music of the Costa Brava, from the YNorth of
Barcelona to the French Emnmer, is that of the Cobla Band, used
for the sardana Dances. The leading instrurents of these bands
are a modern version of the Shawm {one cof tic prodecessors of the
Oboec). In each Colila Dand two pairs of these shawms are used
(Fig. 89), two Trebles (Spanish ~ "Tiple") and two Tenors ("Tenora®),
supported by several DBrass instruients, and their sound is extremely
gtrideit ond reedy. Ther ave mest effective as outdonr instruments
which was, after all, the chief function of the oririnal Shawms.
Their reeds are short and trianm:ler with a wide oponing and are
nmounated on a Pironatis or "Tudel® which cnables the player to
arip and ;f.:mtml vac reel like an oboist "t L regtins his ldps
against tie Uirouctic 4e is able to lweep the strons veod vibrating

B, L.t vr oS AT b g3 arr Hhrd e rwal 1
at ity [udl power without tirdng his omboucimwre mscles.

The Tiple (around twenty-two inci:es long) is pitched
in F (a fourth above the (lboe) and the Tenora {(thirty-three inches
long) with o wide .etel bLell,is in B flat (cne tone lowver than the

Oboe).

Pepe Ventura modernized these instruments in the Nineteenth
Century and they are fittod with a Simrlo-Systom keyework with half-
hole plate for the lower part of the uppor register and an octave-key
for use abvove g". Doth instruments have extension keys for little
finpers and Left thuamb.
The Tiple descends ©o written a (sounding 1';;
The Tenora Jesceids ©o written £ sharp {(soundiaz ).
Anthony 3Baines has reported the sound of thicse Shawms as
unbelievably exciting. The effect is that of tremendously loud,
full-throated Oboes and yet the players are able to command a full

dynamic range down to mezze-piano. Althougn these splendid

instruments.e.../137.
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instrusents (made by Pardo of La bisbal) adgit greatly enhance
the dilitory ands of more Wortucrn countrics, as ilr. Uaines
has supgrested, it is unlikely thot they have been exported from
Spain for use in other countries with anv degree ol SuCCess,
since t:c Pitch commonly used is tie "Jid Fliliasmonic riteh"
or Miich Fitch! (a' = 452).
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and rersonal research in Spain, 1964,

A. Taines, "Wookwind Instruments and their
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—-A. Diderot’s Chalumeau.

B. Reynvaan’s Chalumeau,

C. Two-keyed Clarinet (front).
D. Two-keyed Clarinet (back).
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Mouthpieces

-a

(Diagrams {row 7.C.
Rendall "The Clarinet!)
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L. Closed b natural and b flat keys on lower joint, ¢. 1810~1840.
R. Ring-keys, introduced, ¢. 1840.

Low e key (clef d bascule) of early and Miiller clarinets in knob and
: pillar mountings :

(Diagrams from F.G. Readall "The Clarinet").



Fig. 98.

/ ' THE CLARINET
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Fig., 99.
Diagram of simple

system and Clinton clarinet
mechanisms. Left: simple
system (the lower end shown
with and without the patent
C#); right: Clinton model.,

Diagrams from A. Baines, "Joodwind
s . i
Instruments and tlieir llistory™.















Fig. 100,

I
THE CLARINET
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(From A. Daines)

Bochm-system clarinet mechanism. Left: standard
or ‘plain’ Boehm; centre: full Bochm; X: ezample of an

‘improved Bp" device.
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(lomouc produced a Bassoon-shaped model in 1867 (Crosby Drown
vollection, N.Y. No. 2459) which has foreshadowed the striking
designs of M. Claunde ouvenaghel, Techmical Advisvr to Messrs,
Leblanc,who has declared himself in favour of aetal for all
clarinets of decper tone,
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LiBLANC CONTRARASS AND CONTRA ALTC CLARINITS,

(The cross—action and divided bars way be

Ry courtes
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of the Leblane Corporation, Kenosha, ‘Winsc

clearly seen)
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Fig. 112,

FINGERING for the Leblanc (Paris) Bb Contrabass clarinet is
the same as for all the other clarinets from low E to high C. Be-
low the low E, Eb is fingered with the extra key for the right little
finger and the D with the extra key for the left little finger.

The Leblanc (Paris) Eb Contra-alto clarinet descents to LOW C.
Its Eb and D are played as indicated above. The Db is fingered
with the lower spatula for the right thumb and the C with upper
spatula also with the right thumb. (See below.)

The Leblanc (Paris) Bb #345 Contrabass clarinet descends to

low C (as low as the contra-bassoon). Its fingering is the same as
described above for the contra-alto clarinet. (See below.)

Nt ,,’/C#/
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' I Rest ,l
S CE G P
A .
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Right Hand ) lLeft Hand
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Diagram of Saxophone Mcchanlsm (A. Baines).
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. Chart for sazophone. (The octave key remains
pressed for the notes in the bottom column.)

From A. Baincs -~ "Woodwind Instrumcints and
their Ilistory",






The Octavin.
Desipgned by Julius Jehring in 1894 and tnde by Adler of
Harkneuldrchen, this instrument rusembles thc Dutt-Joint of a
Bagsoon, ii: that two parallel nagsares are bored in an oval joint
of wood about cleven inches long wil are jeined at their lower
ends by a U-bend. The bore is conical but somewiiat narrover
than that of o Saxoplione of the same pitch. The ssnller end of
the bore contimies for a few inches above the butt and temminates
with a Clarinet-type mouthpiece and reed. A samll detachable
metal bell projects from the wide end of the bore and is curved

over to face sideways.

The Primary Scale is d' = ¢" and the key—system closely
resembles thot of the Simple-Systan Oboe. Keys for both little
finrers give an extension to low b natural and three timmb-plates
for the left hand add three more semitones to the dowrward range.
4n octave=key is worked by the Left thumb. The Octavin has heen
made in € and in B flat and according to a fingering chart
published by Zimmermonn (Leipzig) the full compass is from
written g sharp to g't,

The instrunent 1s exceptionally easy for any reed-
instrumentalist to play and its tone is reedy and Lright,
rather between the tone of the Oboc and that of the Soprano
Saxophone. Altenburg mentions a bass Octavin {descending to
G} ut the Octavin is very rarc and few masicians have heard
of it. ‘tost Masical Dictionarics ipgpore the Jctuvin amd it is
difficult to say exactly for what purposc tiis fuaint little
instrument was first designed. There is no Joubt that it owes
its origin to the Saxophone Family and is possibly a German

attempt to circumvent the Saxopine which was not popalar in

Ge!‘lmn'y‘. e ./170-
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'Practorius' Plate X, showing the five sizes of Fapott.

The type instrument, the Chorist-Fagott, is of two kinds,

No. 3 unimuted and No. 4 nuted.

No. 1 is a Bass-Sordun, an obsolcte type of cylindrically-

bored, woodwind, double-reed instrument.

Nos. 8 and 9, a set of Racketts - anotlier obsolcte type.

(Lyndesay G. Langwill - "The Dassoon

and Contrabassoon™).
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In 1619 the Pomuiers were still in usec bLeside the ragotten,
The table shows the compass of the respective members of
both families and, below, the modern survivals which have
evolved from those above,

(Lyndesay G. Langwill - "The Bassoon and
Contrabassoon')
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Plate 1X in the section Lutherie in Diderot and D’Alembert’s Encyclo-
pédie (1751-65). The various parts of a 4-keyed bassoon are shown
in detail. At that period keys were mounted in saddles (Fig. 53)
and the key-heads were padded with flat leather. The long reed
(Fig. 50) is noteworthy. -
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This plate from Caecilia (1825)
shows Almenrader’s im-
~ provements as described
in the text. The twin-
headed G-key (Im) in
Fig. 2; thealtered position
of the CZkey (¥)in Fig. 1;
and the Bh key (o) in
Fig. 2 are the principal
features.

Keueste

o

Zur Ceocilia, 9 BdSeite 124

Fayotle nack dizeer mewcsten Ferbeficring wrrdem verserteyt bey B ohottle Sdncn in Manik .

This further plate appeared in
Caecilia (1828) showing
two further improvements
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Chart for German
" the crook key and-of the a
also the following trills

elft .
flg
e'blf’
2k
flg

t T~ X)
& OO0
e€b Do
e Peooe

lternat

(trill with fingers marked x):
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—system bassoon. See text for the use of

ive keys for the notes marked }. Note

with trill kgy for I, or 0.0 .. F§

as French system
as French system
.0./]zz0
o..[zz0"

(From A. Baines)

Diagram of the key-work of
the Heckel System Bassoon.
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bassoon. k: close the crook key.
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suggest ways of tuning notes
(individual instruments differ-
ing in this respect). Note also
the following trills (trill with
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From A. Baines.

s s e,

trill with w

(fig. 27).

o
= B
g‘ =3
) ervek key (k)

E-o 7
FE-O\V-€ °T 5

Diagram of French Bassoon Keywork
(Buffet).

Thumb-keys and holes shown on the left,
Finger-holes and keys on the right.






















Fig. 1 Fig. 2
. 1 (Back and Front). Bassoon by Winnen, Paris, ¢. 1840. 7 keys—

one engraved ‘Inventé par Félix, mécanicien & Paris’. The curious
lie of the keys is unique. Height, 1,270 mm.

2 (Back and Front). Bassonore by Winnen, Paris, ¢. 1844. Though
claimed to have four times the power of a bassoon, the instrument
was a failure.
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CHAPTER JXXIX
THE CONTRABASSOON

ludovico Zacconi's "Prattica d&i Musica Utile et

Necessaria si al Compositore .....si Anco al Cantore” was 5

published in Venice in 1592 and reprinted in 1596. The
second part appearcd in Venice in 1619. The contents are
divided into four books and Chapter 36 of Book IV gives a
table of instruments which supplies information unobtainable
elsewhere on the musical instruments of the Sixteenth Century.

This work is extremely rare and no facsimile has yet appeared.

One copy exists in the Reid Music Library at Edinburgh
University and another in the Royal College of Music in London.
The table in the concluding chapter shows a @eat stave of eleven
lines, g;ivihg the compass of "The Instruments which are usually

employed in making Concerti”.

On p.219 the compass of the Fagotto Chorista is given

in the old Bags Clef:

= =—— 3

1
L
v

L___ )

adding the remark: "The Fagotto Chorista goes from the octave of
C Fa Ut of the Bass to B Fa b mi above. They call it Fagotto
Chorista because there are other which are not of its pitch ut

a little higher or a little deeper';. He refers to the Doppel
Fagott, a fourth lower (G) or a fifth lower (F) and to the Piccolo
Fagott,a fifth higher (G) which are 1, 2 and 4 in Praetorius'

Table (Fig. 115 ).

Practorius! "De Organographia® (1619) gives a detailed

account of deeper-~pitciied Bassoons which were actually two-keyed

DulzianSascsoes 0/1911:
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Mulzians, diffcoring mercly in size =
Quint-Fagott F, -cb (or, possible, g)

Quart-Fagott G, ~f (or, possible, a)

Two superb specimens of Doppcelfagott, of probable
Sixteenth Coentury Italian worlkmonship, are preserved with six
contemporary Dulzians in the Kunsthistorisches Museum, Viomna
{J. Schlosser : Catalome Vienna 1920, Nos.l98 and 199). Each

has two brass keys and are four feot, five inches in Iength.

Another Seventecath Century Doppelfagott is in the
Hoyer-Lejpzig Collection (Ne. 1361) vhich is supposcd to have
been an instrument of the type coployed by J.5. Bach in 1715
{Cantata No. 31).

Burney in 1785 reports the earliest recorded use of the
Contrabassoon in England in Handel's Orchestra at the Coronation
of George II in 1727, This instrument wos wade by Stancsby Scrior,
and played by Lampe, but for want of a proper reed or some other
cause, no use wos again made of it. The “London Daily Post" of
6th Augnst, 1739,pgives an account of two Grand or Double Bassooﬁs
by Me. Stanesby, Junr., in a concert in Marleybonc Gardens, lﬁm

of these is still proserved in the Natiomal Muscum of Ircland in
Bublin (Fige. 125,1.) It has four brass keys in saddles, giving
D flaty, Dys Fys ¢ sharp,. The bell bas on outward kulbous shape,
expanding slightly at the top and the long brass crook is reeurved
dovmwords, parallel to the wing for nearly three-quarters of its
lenegbh before bending out and upwords to rooeive the reed. The
finger holes arc negoesgsarily smolier than aconstic demands
require and although bored obliquely in the usuwal manner are so

far apart as to cause inconvenience to the playor.

Handel employs the Contrabassoon in "Fircworks MasicH
{1749) and in "L*Allepro® (1740) it is scored in two choruses
(Nos. 42 and 53). Handel avoids the notes below F which must

havEesesuns 5/192.
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have been uncertain or of bad quality. Durncy's account of
the Handel Comxemoration of 1784 in Westminstor Abbey mentions

the Double Bossoon.

The only English attempt to construct a practical
Contrabassoon in normal Bagsoon shape was that of j. Samxe,
London {c.1855) whose cight-keyed Quart-Bassoon of Low G is
prgsewed in the Donaldson Collectien at the Royal College
Music in London.

In Belgiun the Tuerlincls Family had exercised their
ceraft as makers of woodwind and brass instruments for four
successive generations (R. van Acrde "Buoletin, Cercel
Archéclogique de Malines" Tome XXIV) and ot lenst one Contro-
bassoon wit'h the family mark is preserved. }hﬁé of Maple, five
fect, eight inches bigh, with five vbrass keys for B,, E ﬂaﬁ',’
F,, F shorp,, G sharp,, it is of normal bossoon chape with a

long coiled brass crook and descends to C,.

Avcund 1785 the Malines mokers had anple opportunity
to familiarise themselves with the new types of instrusonts |
used in the Honoverian Infantry Bands and later from th;é
Regimental Bands of the Allies in Belgiwn {Cerman, Swiss,
French, Dnglish and Mustrian).  Tuerlincks is credited with
cortain improvements in the tone and compass of the Contra-
bassoon; possibly that of adding two extra notes - €, (Left
thumb-bole) and D, (Left tinmb-key) which would not be possible

an the Gormon Muimt-Fagett in Low F with B flat, sounding as its

lowest note, By making the Contrabassoon in €, one octave below

the Bassoon, all difficulty rogording transposition was romoved

and fingering beceme uniform on both types of Bassoon.

Up until 1850 the inclnsion of a Contwvabassoon in
scores applarad to dopend entircly on whether it was locally
available, Viemna scems to have been the centre where it was

always procurable and we find it in the scores of Baydn and

Boethoverne .. ../193,
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Beethoven although it received little attention from either Mozart

or Schubert.,

Fo8. Gagsner, “Partiturkerntnis® (Carlsruhe, 1838),
states that the Contrafagott, including the low Quart-Fagott,

was then very rarcly used in Germany (since the Serpent and Ophicleide

bad been improved) and then only in Military Dands, Uaen the
Ophicleide became obsolete the Contrabassoon undervent improvement
and reconstruction until the carly years of the pregsent Contury

(Fig. 126, 127, Nos. 3 = 12),

The Limited use of sztmbaésaans in France is confirmed
by Nineteenth Centuvry Fronch records. By 1825 it was mich in
demand in Fronch Military Bands, follwving the custom of Corman
aed Austrian Bards whore Bassoons and Contrabassoons were supplo-
mented by Serpents. This practice contirued in France until
1846, when the Saxhorns supplonted all the other Bass instruments.
Only in 1863 did the Société dos Concerts du Congervatoire acquire
the only Contrabassoon made in France (mde by Goumss and latezj
improved by his successors, Evette and Schaeffor) according t@/
Constant Pierre ("La Facturc® pp. 31=33). |

The use of the Contrabassoon in Military Music aTong,
Cerman~speaking nations led their ﬁai‘cers to a scries of attempts
te construct a satisfoctory metal Contrabassoon. Evidence is

semcwhat conflicting as to which of these makers led the way,

Joharm Stehle's Metal Contwnbassoon:
He Mendel in "Musikelisches Conversations-Lexikon {Berlin

1872), states that the Woodon Contrabassoon was weak in tone and

this fact led stohle, a Vienncse instroment-maker, to make a

Contrabassoon of Brass in the 1830s. (Fig. 126, No. 7). The
instrument was five feet, six inches high. All the holes were
covered by keys, fifteen in nuober. It had a compass of two
octaves and the technique was difficult hut the tone is said to

havees awvet/lgéa
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have been three times as strong as that of ¢he usual Contrabassoon.

-

W. Wiepreeht ("Reiscbriefe” in Berliner Musikzeitung,
Jhg. 1856, No. 43) states thot Corl Wilhelm Moritz (1811 - 1855)
invented his ingenious Claviatur-Contrafagott in 1845 in order p | ,
to simplify the difficult technique of Stehle's Contrabassoon.
In 1838 Wicprecht's reformed German Infantry Bands included twe
Bassoons and two Contrabasscons. In 1848 m:;triaﬂ'lnfantzy
Bands bad four Bassons ard two Contrabass@oﬁs‘ The popularity
of the Contrabasscon in Germany and Austria in the first half
of the Nineteenth Century may be contrasted with the compicte

shsence of the instrument in France and Britain.

SehSiinast!s Tritonikon:

Invonted in 1839 by Schtlimast und Sohn of Presshurg,
this brags Contrabassoon called the "Tritonikon" or "Universale _ ]
Kentrabass, had a tube-length of fourteen ifeet, eleven and a half "
inches, folded upon itself five times and with fiftcen larpe keys
of vhich only the first was open. 1his arrangement facilim,ﬁéd
fingering which resgembled the Pianoforte and gave a clg%:omtié
coppass of sixtcen notes from D, to Fu  The volume of tone was |

restricted and intonation wos imperfecte

R T

MS Metal Controbasseon.

V.F. Corveny (1619 - 1896) produccd his fourtcen-leyed
Tritopikon in E flat in 1856, ©. Pierre {"La Facture", p.34),
hag given a description of this instrumont which is shaped like
o deéndey Toba - the form adopted for the lower Sarrusophones.
%emng? made another model din B flat (a fourth lower than the
model of 1856) vhich was cxbibited at the Paris Ixhibitions of
1867 and 1889. It had a compass of two octaves ond could be
played without fatime but although the tone was very powerdul
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it was very vibrant and had little anology with that of the true

Contrabassonn.

Charles Mahillon gave it the name of "Contre Basse &

Anche®

Cerveny invented his "Snbkentrafagott® in 1873 and C.
Sachs in bis "Roal-Loxikon” doscribes it as having "an unbelicvable
depth of piteh®. The instrument was in B flat (enc octave below
the Contrabassoon) and from this one may conclude that it was
intended for Militovy Bard use. No Imown specimen Survives.
Iyndesay G. Langwill ("The Bassoon and Contrabagseon®, Londen
1965) states that he believes Sachs has erred in giving the
compass as B flat,, to B flat (i.e., three octaveg). Picrre
beard the instrument in 1882 and, as a more rocliable authority,
informs us that the compass was two octaves. Uervenf's Catalome
of 1897 showg the upper limit as B flat in the Bass Clef. B.flag,
and not B flat, would be the note two cctaves lower which would
then prove ©¢ be a metal Contrabassoon with the modorn normal downward

limited of B flat,.

The "Contrebasse-d.Anche®.

Chayles Mahillon invented this instrument Fige 127, No. 8)
in 1868, Its lowest mote was D instead of B flot, tut in other
respects it was identical in appearance, mechanism and avrangement
as %erveng?‘.s Contrabassoon. It had seventeen keys, bf which two
vere octave-keys and all cxcept the first wore closed. The first
four notes from B to F were not overblowm: the rermining notes
from F shorp to © were overblowm, using one octave-key and the
ramaining notes from € sharp to £ with the second Cotave-lkey.
Pierre statcs that the timbre was not so good as that of %crvemf"s
Contrabasgoon, possibly due to insufficient thiclmess of the metal,
Both ¥ahiilon's and ?:emnﬁ’s instruments had the disadvantage of
a particular mechanism. Neither were true Contrabogscons since

thEY . o s« 196,
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they did not reproducce the notes of the Basscon in the Lower
Octave with the same fingering as the Bassoon. The difficuley

arose therefore in porsuading Bassoon-players to adopt them.

K. Schlcsinger in "Instruments of the Orchegtra® (1510,

Vol. %, pep. 25 —~ 28) specified Mahillon's Brass Contrabassoon
and Heckel?s wooden Contrabasscon tut adds thot the Hascneicor-
Morton-Stone Contrabassoon was aslmost exclusively uscd in
British Orchestras.  Cegil Forsyth in "Orchestratien® (1935,
Pp«247=-8) included all threée types:

{i} Mahillon-Schilnast

(i3) Hasencicr-Stone-Morton and

(iii) German, which he corrcctly forccasts as "likely to cust

both the aboveh,

H.l. Hosencier's Contrabassophon:

H.J. Hasencicr of Coblenz designed a woodkn Contrabassoon
of an entivcly now type in 1847 (Fig. 127, 9), now in the Heyor
Leipzig Collection. An account of this instrument, Imom as.v;’éhe
iContrabassophon" appears in the "Heve Zeitserift flir Musik" |

{Leipzig 1850 p.1s4).
His model was copied by several makers, ¢.get

(i} C.H. Geipel, Breslou ( Seventeen keys. amn Avbor Stearns
Collection No. 584). |

{ii) ©C. Fr. Doclling & Son, Potsdam (Tventy keys. Berlin
Collection, No. 1067). |

(3ii) CGeorg Berthold & S¥hne, Speyerwam-Rhein {founded in 1849
by Georg Jakob Berthold 1824 - 1904, who endeavoured to
reduce the weight of Hegencicr's weodon model by making
the tube of papicremfché, At leastiwo specimens survive,
ono in the Heckel Masewn (Bicbrich) and oune in the Heyerw
Leipzig Collection (No. 1407).

(iV} svan o/ 197.




19%7.

(iv) An anonymous improved medel, ¢,1855-60 with only three-
fold tube but toller and descending to sub-contra B
flat (Heyer-CHin Catalogie, No. 14035).

(v) Alfred Morton (1827 - 1898) made 2 copy of Haseneier's
modcl ¢.1875 leat to the Royal Military Exhibition
(No. 172). Morton, formerly an apprentice to Joseph
Ulilmonn ixm} S8hnc, Vienna, mode threc or four of these
instruments, one being used in ﬂge Crystal Palace
Concertg,Richterts Concerts and at the Opera, vhile two
were used by the Coldstream and Scots Guards. Another
in F was lent by Sulliven to @c Royal Military Exhibition
of 1890 but in his works "The Martyr of Antioch" (1880)
and "The Golden Legend®(1886), the Contrabassoon parts
do’ not indicate a transposition for the instrument in F.

{vi}) W. Drodka (1822 ~ 1907) mde a Contrabassoon on the
Hascneier model in 1888 (Fig. 127,No. 10) with a fourfeld
coil, twventy-tuo keys and descending to Contra G,

(vii) M. Fontainc~Besson marmfactured instruments on Morton's
model to mact Fronch requirements, pateonted in 1890,
Pierve describes and depicts Desson's model which

descends to Sub-Contra B £lat. {Picrre, "La Facture®

Pp.38=40}.

Dr. W.H. Stone (1830 - 1891}, an accorplished performer
on the Tenoroon, Bassoon and Contrabassoon, dontributed articles
to the first and sccomd editions of Groves Dictionary of Masic.
He states thot the Contrabagsscon had been considerably improved
by Herr Hoseneier of Coblenz and subsequently improved by himself
who actually introducced it into English Orchestras as made on hig

oun design by Boseneier.

Stone Indicates that the Contrabassoon had gonc completely
out of use since the Handel Fostival of 1871 where, presumably, he

played..../198,
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played it. Lyndesay G. Langwill has exowmined the Contrabassophon
owned apd played by Dr. Stone and remarks on the very larpe size

of its reed (¢,1890) as compared to the modern Germon instrucont.

Dr, Stonc's detalls given in the first Edition of Crove's
Digtionary deseribe the Contrabassophon ag having a tube sixteen
feet four inchos long, truly conical in bore, enlavging from a
quarter-inch diometer at the reed to four inches at the bell and
curved four times on itself sp that the height of the instrument
is four fcot,cight inches, only a little more than the ordinary
Bassoon, and the total weight some eig!imcn pounds. The cxtrome
gompass is three octaves from C to ¢! (middie ¢) but g is
recomrended as the npward limit, The scale, which is chromatic
throughout,is produced as follows:
Cy to Fy : A single sound is obtained by cach key.
Fy, to F @ The fundamental seale is repeated in the ogtave
Harmonics by simple overbiowving and chonge of
cmbouchure.

f sharp
to ¢ ¢ Scoven semitones which are twslfths of the

Fundamentals from B natural, with further
increased wind prossure, carry the scale up
to middle C.

The sound-holes, gl coverad by koys, are of groduated

size, increasing (from 13" Diamcter to 25/8“} dowawards with the

size of the bore aud placed as a ;:ule in their correct positions

50 ag to cut off the appropriate tube-length, The key-mechanism '
is very ingenious and solid and incorporates a device to distinguish o
"open’ from "closed" holes. The touches of the open holes (i.c.,

those covered by keys) operated by the first three fingers of cach

hand, ore saddie-shaped, whercas the keys for the two little fingers

and the thund have cushion~shaped touches. Dr. Stone who was a

physician as well as a musician with profourd acoustical knowledge,

remarkSevene -/lggu
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remarks that this device not only facilitates technique for the
| performer accustomed to the ordinary Dasscon btut, by the saddlew
shaped touches 'serves to support the upper joints of the finger
and to throw the labour of closing the hole more on the powerful
muscles of the forearm than on the weoker fobric of the hand

itselfl,

D.j. Blaikicy in the Sccond Edition of Groves Dictionary,
mentions the objections made against Dre Stone's Contrabascoon
thot its tone is too “open® lacking the characteristic "Closcness®

of Bassoon tone and the diffieculty in obtaining a good piano quality.

W.H. Heckel (“Dor-Fapgote", Sccond Edition, p.21) describes

the tone as more like an Ophicleide than a Bassoon.

Dr. Stone's name is coupled with Haseneier's and Morton's
in the description of "The Haseneior-Morton-Stone” Comtrabasson
mentioned by K, Schlesinger (MInstruments of the Orchestra®, 1910,
Vol.X, pp.25-28) and Cecil Forsyth ("Orchestration™, 1935, pp.247-8).
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Fig. 1. Contra by ‘Stanesby

Junior, London, 1739’.
Height, 8" 4". 4 brass
keys in saddles. Brass
crook. Bulbous bell.
Lowest note: Sub-
contra Bp. (In Nation-
al Museum of Ireland,
Dublin.)

[Vide Chap. 8. p. 115.]

Fig. 2. Contra by ‘Stehle,

vormals Kiiss, Wien’,
¢. 1840. Height origin-
ally 6’ 6" but now
8 4". Originally 8
brass keys and brass
bell giving Contra C.
The Rev. Canon Gal-
pin owned this instru-
ment formerly and had
the bell extended and
a gth key added to
give Sub-contra Bp.
(In Museum of Fine
Arts, Boston, US.A.).
[Vide Chapter 8, passim.]

Fig. 125,
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: " PLATE 18 ” - : ' ‘ PLATE 19
Fig. 3. Contra by Doke, Linz. Late eighteenth century. Height, 5’ 8", ' Fig. 8. Contrebasse-a-anche as designed by Mahilinn, Brussels, in 1862,
6 brass keys. Large crook. Lowest note: Contra C. é 17 keys. Lowest note D,. Bntirely of brass.
Fig. 4. Contra by W. Hordk, Prague, ¢. 1830. Height, 5" 1". § brass ! Fig. 9. C’ontrabassophon by H. J. Haseneier, Cobler - - 1849. Height,
keys. Double butt, Entirely of wood. Lowest note: Contra C ‘ 4 8. 19brass keys. Wide boreand large holes. I+ st note: Contra :
. : C. (Heyer-Leipzig Coll., No. 1403.)
Fig. }51 _C}c:ntra by unknown Austrian maker, mid-nineteenth century 5 ’ | ) :
€1 t) ' 6”0 b LCYS. ’ ) .
. Y% 5 to brass keys.. Fig. 10. Contra by W. Bradka, Vienna, 1888. Heigh:, 4" 5". Fourfold
Fig. 6..Contra by Schsllnast, Pressburg. Farly nineteenth century. coil. 22 keys. Lowest note: Contra C. | '
Height, 5" 2". 6 brass keys. o Fig. 11. Contrabassoon by H-ckel, Biebrich, ¢. 1877. Height 4’. Strittor
Both Figs. 5 and 6 have a coiled brass crook, flared brass bell - " System: played right k-~ { above left, but usual fingering. Lowest
-and lowest note Contra C. : ’ note: Contra C. (Heyer-Leipzig Coll., No. 1406.) ‘
Fig. 7. Brass C'ont.ra by Johann Stehle, Vienna, . 1850. Height ¢’ §” . i ‘
15 keys. Ophicleide shape. Hcycr—Leipzig’Col[,,JN;), Iili- » 50 6% Fig. 12. Contra by Heckel, Biebrich, c. 1909. Height, 6’ 4”. Wood with

inverted metal bell. Five-coil model descending to Sub-contra
Bp. (Heyer-Leipzig Coll., No. 1408.)

Two Plates from Lyndesay G. Langwill, "The Bassoon ang Contrabassoon".
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GCHAPTFR XL

THE_CONTRABASSOON - GERMAN NEVELOPMENTS AFTER 1860,

Stritter Systen.

Jeto Heckel (1812 ~ 1877) and his son, W. Heckel (1856 =
1500}, in imdtation of the cutward shape of the Contrabassophon,
comzenced to transform the Contrabassoon in 1876. Up until this
time the Heckel Contrabasseon had been of Bassooneshape and
deseended only to Contra D, The tube was divided into threo
parallel taubes, the shape of the crook was altered and a curious
arrangemont was adopted by vhich the player held the instrument
on the left side with the left hand undermost where the wing,
fingerwplates and I{éys lay on the underside. The fingers of
both hoandg had, hewever, the same movement as on the reglar
Bassoon and the hands diffored only in the monner of holding
the instrument. This type descended to Contra C and the design
wag termed “System Stritter® {Heckel “Der Fagott! and “Zeitschrift
Fiir Instrumentenbau®, 1898 ~ 1899, pp.340-341) (Fig. 127, No. 11)

Freldrich Stritter had been a young workman in the Heckel
Factory at Bicbrich 1871 1877 and patented the left-handed "
instrument in his own name after J.A. Heckelts death. | Few
instruments bearing Stritter's name arce hnovm and no textebook
mentions his system which was, in any cvent, guickly superseded

by the later Heckel improved types;

Braunerlich’s Contrabassoons

Profegsor Adoif Bramenlich of Dresden mode an attompt in
1886 to improve the Contrabassoon. “Masical Opinion® of lst May,
1886 gives 2 translation of an article by Hermann Starcke in the
"Dentsche Musik Zeitung” which gives intcresting references to the
Contrabagsoons of Bassoon~shope by Bradka (Fig. 127) and those of
fourfold shape by Heckel of Bicbrich, in which a rciatively smell
bore was maintained. The origincl Comtrabagsscon, on account of

i.ts.u.u/ﬁ()lo
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its narrow borc, had beon regarded simply as on ectave to the smaller
ingtrurents with no characteristic passages of its own, possessing

the form and scale of the smiler, excepting the lowest B, and

B flat, vhich no mnufacturer had until then been able to producc. )

Up until 1886, Hasencier's instruments and Heckel's "Stritter

Systom® had been aceepted as the best and most practical.

Long and persevering expericents with Hasoncierts
instrurents in the Dresdon Hoftheater led to the conclusion that
the bore was too large, moking the lover vegister imperfect and

preventing a piano such as that rogpired in the Opern.

The Strittcer System t00, was criticised on account of
its parvov bore and conscquent dull tone with woalmess in forte
PHSSages. ?menlich"s tube for 16 ft. € was cxactly once again
as large as thot reguired for 8 £t. C on the ordimary Basgoon
made by Meyer in Homover and with this oxact measurement the

faults of the other systems disappeared,

The compass wos from B flat, to ¢ or 4%, pgreat amphasis
being laid on the availability of B flat, and B, = of such undoubted
value in works such as lawin's "Creation", BDecthoven's :;“Mi&sa'/
Solunmis® ard the lator works of Wagmer, such as "Farsifzi". No
spocimen of Brauenlich®s Contrabagsoon exists in any collection,

go for oo is knvme

The Heckel Contrafamott.

A series of Heckel Contrabasscoms from ¢.1834 until 1879 are
depicted in Heckelfs "Dor Fapott® (p.16) and are as follows:
{i) Circa 1834 : A contrabassoon of normal Bassoon shape but

over five feet high with an unusuallylong butt-joint and
a large looped crook. Such instruments were normnlly
stamped "Be Schott™ ut wore the work of J.A. Heckel. The
lowest note vas Contra D.

{ii) Civca 1849 : Bassoon shapc but cven tallor than (1) and
stamped "Hockel=Biebrich". The compass was chromatic down to

Contra B.
(iii)..... 200
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{1ii) Cirea 1876: A Left-handed Contrabassoon, coiled to reduce its
height to that of the Bagssoon but playced Left-handed and
descending to Cortra C. (Stritter System, stamped "Heckel-
Diebrich"),

(iv) Circa 1879 : Original type of the modern Contrabassoon,
Right«handed and having a vertical wooden bell riging
above the coils of the tubing. Descending only to
Contra €, this type was the work of Wilhelm Heckel,
which wvas played to Wagner at Bayreuth in Cotober, 1879 when

the Composer was such improessed.

It is not kmown when the Contrabassoon wasg cnlarged to
descend to Contra B Flat but Heckel refers to ioproverents in
the bore and the introduction of two octave keoys to facilitate

fingering in the Middle Register.

tagner advised Heckel to construet a Bassoon with an
cxtended bell ¢o produce Comtra A; and about 1800 the Contrabassoon
was produced which was able to descond to Sub-Contra A {the lowest
note on the Planofortc) for the dowmmrd extension from Gonm G
The bell is made eitber of long upright shape (Fig:12710) or with a
large wooden boend termimating in both cases with an inverted metal
bell. There are, howewver, half a dozen variations in shape and
ali belig to Ay, or B flat, are detacheble amd may be replaced by
an additional wooden bell zim for Comtra C (Fig. 128).

The large metal crook bas a tuning-slide to repulate the
pitch, as the Contrabassoon, on account of its large dimensions
(19 ft. S ins. to sub~Contra A} is sensitive to variations of

tomperature.
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CHAPTIR XLI
THE __ SARRUSOPHONE.

The 1846 Patent of Adolphe Sax of his Saxophonc of
gseven sizes altornatcly in E flat and B flat, moy bave suggested P | | | .
a similar family of doubleo-reed brass instruments to Sarrus, a
Bandmaster of the Fronch Thirtcenth Regiment of the Linc. His
idea was that o group of six such instrurents should replace
Oboes and Bassoons in Military Bands and the Paris moker, P.l.
Cantrot nomed them Sarrusophones and toolk out a Fronch Patent
(No., 16212, 9th June,1838).

—

Gantrot published a Tutor im 1857 and the pgroup was
extended ¢o nine Savrucophones. Weitten compass for all
Sarrusophones was from b flat to g¥ 3

Sopranino in High £ Flat)
} Straight Tubes without crock.

Soprance in B flat)
Alto in E flat)

} Two U=Bonds and croolk.
Tenor in B flat)

Baritonc in £ flag) - A
} Three U~bends and crook. : ' .

Bass in B flat)

Contrabass in E ﬂatg

Contrabass in c ') Three or morce U~bonds and crooke.

Controbass in BB flag)

g

The bore of the Sopranc Sarrusophone in B flat measures
three-sixteentks of an inch at the parrov ond and steadily
ingcreases to ncarly one inch at the wider end, while the bell
then expands to over two inches in diametor. The rate of
cxpansion of the bore is even greater on the larger sizes {c.g.
On ¢the E Flat Contrabass it ranges from half an inch at the crook

end to approximately four inches at tho bell).

Only the Contrabass in E flat (Fig. 130) and another
Contyrabass in C have survived for pmseﬁt day use. The Orchestral
Contrabass in € hags a compass of two ogtaves and fifth from sube
Contra B flat and Saint-S5a8ns was the first Composer to use it to

play the Contrabassoon part in his "Les Noces de Prométhée" in
1867444204




1867. Later, in 1879, he hod one made at his own expense for

performnces of "Eticnne Marcel® at Lyons.

Massenct cmplayed it in "Esclarmonde” in 1889 and
Joncourt, vhile scrving as a Bandmastér in the Garde Natiomale
(1867 - 1870) acquired an E flat Bass Sarrusophone which was
at first played by Coyon (anthor of a Tutor for Sarrusophone) a
and later by Eugdne Bourdean (First Bassoon at L'Opéra Comique).

In 1989 Coucsmon ot Cie, of Paris, were striving to
popularise the instrament. It has a wide boxre and larpge noto-
boles which give it a poverful but um&:%ined tonc and while it is
valuable in the Military Band, it hag been very rarely used in the
Orchiecstra {e.g. Ravel's "Rapsodie Espagnole”, 1907, Dclius' “Damce
Rhapsody”®, 1908, "Eventyr”, 1917 and Holbrooke's "Apolls and the

Ssaman®, 1008).

The Sarrusophone is used to a larger extent in U.S.A,
being first made there by Messrs. G.C. Comn for U.S. Government
use in Militavy Bands. The fingering is similar to the Saxéého;;e
and ‘this may account for this American adoption. Pierre accounts
for the difficulty in introducing o now instrument into the
Orchestra since composers do not write for an instrument which is
not played and a player is not interested in practising an

instrurent which is not required ("La Facture" pp. 40-47),

Rt e
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CONCLUSION

The majority of musiciang who reach o high degrec of
accepted academic musical standards are usually players of
keyboard ingstruments {i.e. Pianoforte or Organ). The busy
orchestral player, wvhether in the Syrmphony or "Commercial®
world of professional muoic has for the most part of hig
student life directed his studies to the acquisition and
perfoection of his individual playing techmicue in order to
meet the cxacting domands of preseat day conditions in the
Profcssion. For this reason it is rare to find a successful
orchestral player who is abie to find the time to acquire
degrees or diploms vhich demand a profound study of Masical
History and the theory of Harmony and Counterpeimt over
years, Conversely, it is rare to find the excellont keyboard
performer woll versed in the highest points of Academic Musical
ability who is able to appreciate, cven romotely, the tochnical
hazards of hondling a woodwind instrument under profossional
cireumstanges. Twie, only one stave may be dealt with in the
score of a Wind instrument and we have seen, throughout‘:thﬁ,s
Survey, that on modern orchestral Wind instruments enly one

gingle note may be emitted at one given momsnt,

In the case of the Flute or Piccolo the singlc notes
may be mire& to follow each other in rapid sequence, sometimes
giving the impression of chordal playing by one individual
instrumentalist. This may be a fairly simple motter to achieve
in the Fundamental register or cven in the next Octave, but on
reaching the uppermest Harmonic Register, the fingor-changes
required, cven upon the cost advancedkey~-system, compel the
player to altermate pairs of fingers in both hands which makes
for a difficulty comparable in the case of a pilaonist with trilling

rapidly in "Double~Thirdg®. Bearing in mind that the player hag

ataea 0/2@6.-
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at the same time to perform with 2 good tonc and perfect intonation,
both roquiring skillful ponogement of the 1ip muscles and correct
articnlation, involving absolute co-ordination of fingers and
tonme, not to mention the hazards of respiration and good

rusical phrasing, perhaps the Pianist may reaiisc that the lot

of most professional Woodwind instrumentalists is anything btut

a happy one!l

We may reflect too that almost every mjor development
of a woodwind instrument, however cxpediont or neccssary,has met
with 2 hard core of opposition through the conservatism of players
who wore unwilling to relinguish the techrique acquired, perhaps
by many hard years of proctice on onc systemyin Vorder to cmbrace

a rvevolutionary change to (often, admiteedly) a superior one.

It is scen in Bochm's inventions of 1832 and 1847, it
is seen in the widely differing national characteristics of the
French and German misicians of the Nineteenth Contury and it is
seen again today in the wvory latest and most logical development
of Bochm's System in the Marray-Cooper Flute, or yot again in
TLe Rationncl® Soxophone of Charles Houvanaghel and in ;the rﬂﬁctame

by gome Bassoon players to change to the Heckel Bassoon.

For years in London, where the "English School®™ of flutow
playing was zm'aﬁmnt {a hard unyiclding tone played upon a wood
flute) it was rotkoned "professionsl suicide” for o Flmtist to
even appear in public with a metal fiute. This remarkable
prejudice has larpgely disappeared in Britain since 1946 and o
gradnal chonge in favour of the Fremch style of playing on a
silver or metal flute has now resulted in slmost an opposite
statc of affairs. Similor changes seem to have taken place
in Germamy, while ti United Seates in truc Cosmopoliton spiris
has cobraced the finest national schools of each instrument, to
blend them together in the world's finest orchestras - French
flutes and oboes, English or Fronch clarinets, German horns and

bassoons.
Itﬁtt -:.-/207»
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It is vreported, in gpite of the French reputation fox
conservatism, that French players arc enthusiastic for American-

made instruments, whilc the American players are cqually enthusiastic

for the French-made ones. This is egpecially true of Oboes and

Flutes. New schoals of playing arc yet bogimming to make their
presence felt in the Concert World, while in the world of Commercisl

Masic, the free-lance mugician bas by now beceme acoustomed to

‘meeting the newest and strangest instruments ordered by the

Compoger or Arranger for some desired special effect.

The Ninetcenth Century, deseribed by one French Professor
ag "1'Ape 4'0rY, was voritably a wonderfol and cxeiting onc. It
gaw the rise and devclopment of many wonderful inventions and
discoverics which are taken for granted today, .néi; the least of
them the r:ise ond development of Woodwind instruments. Some of
these have fallen by the wayside without a trace or clse to the
cul-do=gac of Huscum Collections, while others have progressed
(some rapidly and seme more gradually) towards their ultimte
places in Masical Society whore they stand, as did their |

predecessors = at the Cross-Roads.
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