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Holding the recorder:

“up to the 18th. century. Generally speaking the player was left to decide for himself which hand he held above and which below. To enable every player to hold his hands in the position he found most comfortable two holes for the little finger were bored on the right and left at the lower end of the tube. The player used the hole which suited him best and the unused hole was stopped with wax”

“Virdung allows the player to hold his hands as he wishes. In his "Musica instrumentalis" of 1529 Agricola also leaves the learner free to choose for himself. In the edition of 1545, however, he stipulates that the right hand should be held above the left 2 “

“On the title-page of Ganassi's recorder tutor two of the players are holding the left hand above and the right hand below, whilst a third player has his right and above and his left below. In the 18th. century the position of the hands was usually as it is today. In his recorder tutor Hotteterre gives express instructions for the left hand to be held above and the right below, and calls the other position a "bad habit" 3 ).”

Singing as a basis to playing:
“It is worth noting that the old masters considered singing the foundation of all music-making. Agricola constantly exhorts his pupils to sing and declares that a learner who cannot sing will not get very far on the instrument 4 ). Virdung also considers singing the only fruitful basis for instruction in recorder playing. He thinks that without that foundation he cannot give any useful instruction on the instrument 5 ). This shows how closely bound up with singing all music-making was at this period”

“Ganassi's recorder method makes this particularly clear. He recommends imitating the human voice with its swelling up and down and its articulation; soft and spirited notes on the recorder should be differentiated as they are by the singer; agility and quickness of breath control must be accompanied by the nimbleness which is effected by the quivering of the fingers 6 ). Bearing in mind the intensive discipline in breathing enjoined by the vocal methods of the period one is inclined to assume that diaphragmatically controlled breathing was also considered the right model for the recorder player. When modern instrumental teaching includes exercises in singing and breathing it is reverting to the teaching of the old masters, though in some respects it is making further advances in this field. How intensely recorder playing is based on vocal technique today is shown by some modern recorder methods when they suggest incorporating the resonance of the cavities of the head by stretching the soft palate (velum) and opening wide the gullet 7 ).

Articulations:

“The recorder methods of the various periods deal in detail with the technique of sounding the recorder. They pay special attention to tonguing as is it so important for good tone production. The tongue gives the initial impulse to the notes with a voiceless dü or de (or tü, tu or te). The strength of the impulse is determined by the hardness of the consonants used. In addition to a clean initial attack a basic requirement of recorder playing is that the player should master the various methods of articulation. This is particularly important since, by its construction and very nature, the instrument is ill-suited for producing wide dynamic variations. By "articulation" we mean the musical enunciation of each note as a legato, staccato, non-legato, sustained or accented note according to the form of articulation in which it appears. -- Ganassi deals exhaustively with articulation in his recorder method. He gives three basic forms of tonguing: 

1) te ke, te ke, te ke. 2) te re, te re, te re. 3) le re, le re, le re. The first kind produces a hard, staccato articulation; the second combines smooth and rough (non legato); the third gives the articulation required for playing almost legato (very soft non legato). Of this third form Ganassi says that no articulation is discernible when it is played very fast: he apparently has in mind a particular kind of legato playing. In another place he speaks of a "lingua" which is not formed by any syllable: here he is probably referring to legato playing in general. In connection with the three basic forms of articulation he gives detailed instructions for practising the various tonguings. In each of the three basic forms he differentiates between the main and the secondary syllables which he calls "dritta e riversa"; he calls the "dritta" the one that produces the syllables more harshly and the "riversa" the one that produces them more smoothly. The first two forms te ke and te re each consists of a "dritta e riversa" whereas in the third form (le re) both syllables are "riversa". The "dritta" is always connected with an impulse of the tongue and is therefore called "lingua di testa". Ganassi explains that the breathing begins in this case below the palate near the teeth. The "riversa" syllable ke, on the other hand, is a "lingua de gorza" since the initial consonant is formed in the larynx. In contrast to the articulation used by the French who, as Hotteterre informs us, stress the second syllable (tu ru); the stress is in this case clearly on the first syllable. For practice Ganassi recommends taking first the percussive consonants singly: t t t t or d d d d etc. then adding each of the vowels: ta te ti to tu, ka ke ki ku etc. and finally combining them with the initial consonant of the "riversa" syllable: tar, ter, tir, tor, tur; dar, der, dir, dor, dur; kar, ker, kir, kor, kur; lar, ler, lir, lor, lur, etc. It appears as though this method of teaching articulation was borrowed from the techniques of singing and speaking. 

Agricola, for example 8 ), stipulates the syllable de de de for longs, maxims and breves and the syllables diri diri for semibreves, minims and semi-minims. He adds a third form which was used by some players in elaborately decorative playing, which he calls "flutter tonguing". He also mentions ligatures as a means of stringing two or more notes together, by which he probably means playing legato. Agricola also puts the stress on the first syllable in "diri". This is clear from the rhyme which he made on it: 

" Wiltu das dein Pfeiffen besteh,
lern wol das diri diride." 

In his "Principes de la Flûte" of 1707 Hotteterre also deals with articulation in some detail. He justifies the need for articulation as follows: "Pour rendre le jeu plus agréable et pour éviter trop d'uniformité dans les coups de Langue, on les varie en plusieurs manières" 9 ) ("To make the performance more pleasing and to avoid too much uniformity in the tonguing, it should be varied in different ways"). He advocates using tü and rü as the main articulations. He says the commonest is tü, which is used almost universally for semibreves, minims, crotchets and for most quavers, whether the notes are skipping or on the same line. When the notes rise or fall diatonically tü and rü are used alternately. The connection with Ganassi's te re and Agricola's de and di ri is obvious; only Hotteterre deals with the whole matter more systematically. Another difference is that, in keeping with French taste and the accentuation of the French language, Hotteterre's syllables tü rü are intended to be stressed iambically: tü rü = ⌣ --; this is closely connected with the habit which French musicians have of executing even notes pointés or at any rate lourés (i. e. detached as though the first was dotted) or with slightly uneven rhythm 10 ). Hotteterre proceeds to give various rules for the use of tü rü and relevant musical examples. He gives the following examples for the alternating use of tü and rü: --

III. The Recorder in the Music and Instrumentation of the late Middle Ages and the Baroque 
The Recorder in the Music and Instrumentation of the 15th. and 16th. centuries 
As an instrument of ancient lineage the recorder has played its part in different periods of musical style. In the Middle Ages it was familiar as a minstrel's instrument. In the 15th. and 16th. centuries it was played by all classes and was as well-known at the court of kings as it was in the burgher's home and the music of the common people. In the music of the 17th. and 18th. centuries, with its terraced dynamics and its association with "rooms and chambers" the recorder was either used in consorts with other instruments or in contrast to them, or as a solo instrument played by the professional musician or the cultivated amateur. Every age has used the recorder in a different way and made it the servant of its own ideals of sonority: this is obvious from the structural modifications to the instrument that have been made at various periods (cf. chapter I). 

The music of the 15th. and 16th. centuries is characterised especially by the lack of any clear-cut suggestions for instrumentation. This fact is bound up with the whole practice of music-making in the Middle Ages which was founded in the main on a living tradition, the rules of which were transmitted by word of mouth as in the other crafts 1 ). Making music was more intimately and intensely interwoven with everyday life than we are able to conceive possible today: it was part of and as mobile and varied as life itself. The players were as free to choose their own instruments as they were to execute their own "divisions" on a given melody. Vocal and instrumental music were, moreover, so closely united that there was no explicit dividing line between them. As nearly all the tutors and treatises point out, the human voice was regarded as the noblest of all musical instruments. Those instruments which most resembled the voice in tone quality were especially favoured and given priority. For this reason the recorder was reckoned among the leading instruments of the period. 

In an overwhelming number of compositions vocal and instrumental music constituted a unity in regard to form, melodic develop- 

ment and construction. Instruments were considered the brothers and sisters of the singing voice and able to take its place at any time. They were made as far as possible in choirs corresponding to the various pitches of the human voice: each family of instruments had at least a descant, treble, tenor and bass member each of which was capable of replacing the corresponding human voice: this development began towards the end of the 15th. century. The recorder was also made at various pitches. According to Seb. Virdung it was made in three sizes at the beginning of the 16th. century 2 ) He deals mainly with the 8-holed recorder but he also mentions one-handed flutes with only three or four holes, and the cross-flute, the tabor pipe and the bombard, of which he remarks that "the more holes the pipes have the better and more certainly they can be regulated". Among his illustrations he includes a recorder consort consisting of four 8-holed instruments of which the two in the middle, the treble and tenor, are the same size. Virdung states that these recorders are in f, c′ and g′. In fourpart ensemble playing he doubles the tenor recorder, one instrument taking the tenor part and the other the alto. In three-part playing six recorders were often used; 2 descant, 2 tenor, 2 bass recorders. 

Although recorders sound an octave higher than written, the pitch given in Virdung's fingering chart corresponds exactly to that of the other instruments. Michael Praetorius was the first to draw attention to this octave difference in the sound of recorders 3 ) --. It is a fact that must be taken into account when music of this period is performed on recorders today. For example, the tenor in c′ is needed for voices ranging from c to b′ and the same relationship applies at other pitches to the other members of the family. A work in three parts for voices whose compass is F--c′, c--f′ and a--d″ should be played on recorders in f, c′ and g′ (or f′). Four-part compositions for voices in F--g, c--d′, c--d′ and b--d″ should be played on recorders in f, c′, d′ and g′ or f′. 

Virdung does not mention ensemble playing with other instruments. He constantly refers to the human voice as the pattern and foundation of all music making. M. Agricola also regards singing as the basis of all instrumental music-making 4 ) Like Virdung he gives the fundamental notes of the different recorders as f, c′ and g′, calling the middle instrument the tenortreble recorder. To extend the lower compass he recommends incorporating the low crumhorn in B flat with the range of an octave. At this period the recorder's compass usually comprised a twelfth, which was sufficient for the music of the time in which the individual parts hardly ever exceeded this range. Agricola makes no mention of music making by mixed groups of instruments; nor do S. Ganassi's recorder method or the "Musurgia seu praxis musica" of O. Luscinius, both of which deal with the instrumental 

practice of the time along similar lines to Virdung, provide any detailed information about ensemble playing. This does not mean that instruments did not play in combination with voices as well as in consort with one another: it is clear from contemporary pictures and literary references that they did. -- Nothing is more characteristic of the freedom which prevailed in this respect than the direction to "sing or play" a piece "on all kinds of instruments". Thus Arnt von Aich prefaced his song-book of 1519 with the following prescription: "In this little book are fine songs to be bravely sung by soprano, alto, bass and tenor voices. Some of them may also be played on recorders or fifes and other musical instruments" 5 ). At the beginning of his song-book of 1534 Ott wrote: "121 new songs, set by famous practitioners of this art, to be sung with gaiety and useful for all kinds of instruments" 6 ) --. Heinrich Finck's song-book has the following introduction: "Beautiful, select songs by the celebrated Heinrich Finck . . . pleasant to sing and useful for instruments . . ." 7. Nearly all the printed music of any size of this period began with this invitation. -- A purely vocal or a purely instrumental performance is therefore just as feasible as a performance by combined voices and instruments; various instruments can be added, such as viols, gambas, cornetts, recorders, crumhorns, trumpets etc.: they may be added to strengthen the voices or they can be used to replace them; they can also help to give special prominence to a particular part. In a piece for several parts it is possible to sing the tenor and to perform the other parts on instruments alone. From directions such as those given by Arnt von Aich it is clear that some compositions were specially apt for the instrumental performance of individual parts or even all the parts. Tenor songs in which the parts played on instruments entwine the vocal tenor part, or in which the descant-tenor scaffolding is underlined by instruments accompanying colla parte, belong to this category. The colla parte combination of an instrumental consort with a vocal choir is just as feasible as any other mixed ensemble, provided that it accords with the fundamental structure of the music and helps to give greater lucidity to the whole. At this period the detailed choice of instruments was left to the discretion of the performers; it depended to a large extent on what singers and players happened to be available. 

The recorder was cultivated with particular intensity in England. At the court of Henry VII music on the clavichord, lute and recorder already had its addicts and a high standard was attained at the court of Henry VIII. The 8-holed "recorder" which had acquired that name in England as early as the middle of the 14th. century 8, to distinguish it from the other members of the family with fewer holes, was given high priority. Of Henry VIII's 

154 flutes 76 were recorders, i. e. 8-holed instruments. Henry VIII was a great lover of recorder playing. He is said daily to have practised singing, playing recorders and the virginals, composing music and writing poetry 9 --.. Recorder players were permanent members of the Court band: between 1546 and 1561 their numbers fluctuated between five and six and dropped to four in 1580. The common people were keen amateur musicians as well as the nobility, for whom making music on the virginals, recorder, lute or viols was regarded as one of the duties devolving on their class. The passion for making music, and, in particular, the love of recorder playing pervaded all classes 10 No music expressly composed for recorders has come down to us from this or earlier periods; it may be assumed, however, that it was customary to perform the music of the time on consorts of recorders of different sizes and that the recorder also took its part in broken consorts. In the Puritan period this thriving musical activity was reduced by the Civil War but the numerous English recorder tutors dating from the close of the 17th. century show that recorder playing continued and attained a new vigour among the middle class. 

In France the recorder was known at this period as the "flute ′ neuf trous"; the term occurs in 1530 in the "Lesclarissement de la Langue Francoyse" by Palsgrave. Presumably the recorder was introduced to France by Lady Mary, younger sister of Henry VIII, who married Louis XII in 1514 11. The instrument known as the "flute ′ neuf trous" was the 8-holed recorder, the "ninth hole" being the two holes for the little finger, one of which was always stopped up with wax, according to which way the player preferred to hold his hands. The oldest known French recorder tutor is the "Epitome musical des tons, sons et akkordz es voix humaines fluestes a'Alleman, fluestes ′ neuf trous, violes, violons . . ." by the flute player Philibert Jambe de Fer ( 1556), which deals with the basic questions of musical theory and includes comments on the human voice, the transverse flute, the recorder and the viols 12. The minstrels at the court of François 1. of France played on bagpipes, trumpets, cornetts, harp, lute, recorder, viola, drum and oboe. It is reported that in 1529 they accompanied the Queen Mother Louise of Savoy to Cambrai; the recorder players were singled out for special mention as "Quatre compaignons, joueurs de grosses fleuttes, serviteurs du roy deFrance" 13, from which it appears that the low-pitched recorders were specially favoured. 

The recorder was also widely cultivated in the Netherlands in the 15th. and 16th. centuries, to judge from descriptions of musical performances and references in the literature and pictures of the time. It was one of the 

instruments which the minstrel had to master as did the organist, who was expected to be able to play the usual instruments of the period as well as the organ 14 --. Wind instruments and, above all, flutes and recorders, occupied a leading position among the instruments of the time. In addition to its use in popular music making the recorder was used in all processional music. In Antwerp distinguished merchants were escorted to the Exchange by music played on recorders. It was used on official occasions at the Court as well as for the monarch's private pleasure. At the Court of the Emperor Maximilian I and Charles the Bold recorder players were singled out for special mention 15. The recorder was still being used in the Netherlands in the 17th. century as the woodwind player's natural second instrument. The recorder tutor by G. van Blankenburgh which appeared in Amsterdam in 1654 under the title "Underwyzinge hoemen alle de Toonen, de meest gebruyckelyck zyn op de Hand-Fluyt. . .", the excellent recorders that have survived from this period by such makers as Beckhout, Wijne, Steenbergen and others, and, findly, music such as Jacob van Eyck "Der Fluyten Lusthof" ( Amsterdam 1648) all testify to a high standard of recorder playing at this time. In the Netherlands, as elsewhere, the recorder era came to a close around the middle of the 18th. century. 

The recorder also occupied a privileged position in Germany. From inventories and descriptions of festivities it is clear that the minstrels as well as middle class amateurs and the Court Bands all made great demands on the instrument. To what extent wind instruments and, above all, recorders, were favoured is apparent from a study of the inventories of the private bands of the 16th. century. Among the 227 wind instruments included in the estate of Count Raymond Fugger ( 1529--1569) there were 111 recorders 16 --. Of the 635 instruments in the Stuttgart Court Band circa 1589 there were only 39 violins and viols compared with 507 wind instruments, of which 299 were recorders 17 270 of the 350 instruments in the Ambras Collection ( 1596) were wind instruments 18. Stringed instruments were still very much end of the century. The instruments in use at the Court of Baden in 1582 consisted of 16 trombones, 46 recorders, 60 cross-flutes, 60 crumhorns, 27 cornetts and only 10 violins and viols, 7 lutes and a either 19. Recorders were often kept in large chests specially made for them. In one such chest, which appears in the Inventory of the Graz Music Chamber of 1590, 9 small and large recorders were kept in a large case, and another case contained 2 bass recorders, 4 tenors, 4 descants and 4 "smaller descants" and 2 sopraninos; there was another box in the chest with "new" recorders: 1 bass recorder, 4 tenors, 2 descants. Music on recorders, oboes, shawms, cornetts and bassoons was highly esteemed in Germany until well into the 17th. century and 

was considered more aristocratic than string music, though it ranked below music for trumpets and drums. 

In Spain, too, the recorder figured among the instruments in use at this period 20. In an inventory of instruments dated 1503 recorders are listed alongside lutes, viols and keyboard instruments and they include some "flaudes viejos": these "old" recorders may have been made in the previous century or the century before that, since the recorder is known to have existed in Spain as early as the 13th. century 21. 

The high standard of recorder technique that prevailed in Italy is shown particularly clearly by Sylvestro Ganassi's recorder tutor, with its detailed lessons on articulation and breathing and the many exercises it provides in the art of diminution. The very fact that such a work was published, together with Ganassi's references to the great masters of recorder playing of his time, provides evidence of the high level of recorder playing in this country. 

The evidence supplied by contemporary pictures representing musicmakers and by drawings of musical instruments is informative and illuminating. They give a faithful picture of the musical life of the time, sometimes with amazing precision. Carvings and sculptures depicting the minstrels and court musicians of the Middle Ages exist in which the recorder is also represented. The Manesse Manuscript and the Cantigas Manuscript of the Castilian King Alfonso el Sabio show recorder players and there is a minstrel playing the recorder among the players of the citole, bagpipes, shawm, viol, harp, Jew's harp, trumpet, portative organ, gittern, shawm, timbrel and cymbals in the Minstrels' Gallery which is situated in the nave at the triforium level on the north side in Exeter Cathedral (built between 1220 and 1370 22. These early illustrations always show the recorder in association with other instruments or on its own. The recorder family probably did not begin to develop until towards the end of the 15th. century. From the middle of the 15th. century the recorder appears in pictures of the saints and representations of court and middle-class music making as well as in the hands of the travelling minstrel: in the latter case, however, usually in the form of the 3-holed-pipe with drum. It occurs especially often in pictures of the Virgin Mary right up to the end of the 15th. century. Circa 1410--1420 a master of Cologne represented Mary surrounded by angels playing on various instruments including the recorder, psaltery and fife alongside violins, lutes, harp and regal 23. The Madonna by an unknown 

Netherlandish master of this period is also encompassed by angels making music; the angels on her right are playing the lute, the descant fidula and the recorder, the two on her left are singing. The open Codex which one of the angels is holding, and from which they are singing, contains the treble and tenor parts of the motet "Ave Maria Coelorum" (Trent No. 1013) 24 )--. In 1450 a Bavarian master painted a Nativity with figures playing the recorder, regal and harp 25. Sachs assumes that the regal, the longest pipe of which is shorter than the recorder, is playing the descant line, the harp the countertenor and the recorder the tenor. In the "Birth of Christ" by the Master of the Pollinger panels of 1444 a group of angels is gathered round the Crib. Some of them are kneeling in a circle round the Child in adoration; a little to one side, at the head of the Crib, there stands a group of angels making music. Three of them are singing from an open Codex, whilst three others are accompanying the singers on a treble recorder, a regal and a harp. Further down, a second group of angels are making music: two of them are singing together from a Codex, accompanied by an angel playing the lute and another playing a viol 26. In Hans Burgkmair "Crowning of Mary" of 1501 27 -- (Sachs., Augsburg Gallery) two angels are kneeling in the foreground; one has a violin, the other a harp and another kneeling behind these two is playing a treble recorder. Etienne Chevalier "Book of Hours" (circa 1430) contains a picture of St. Stephan and Chévalier surrounded by angels playing the recorder, psaltery, violin and lute 28. The combination of instruments provided by the Master of the Life of Mary (approx. 1460--1490) is interesting: five angels playing the lute; six the recorder; and, in addition, a trumpeter, fiddlers and singers 29. One of Memling's music-making angels is also playing a recorder. There is a fair number of pictures showing the recorder participating in Court and middle-class music making, and in secular music in general. A Burgundian tapestry from the end of the 15th. century shows the Emperor Maximilian playing chess: in front on the left there are two female singers, one of whom is holding a sheet of music, and also two male singers; on the right of them a female harpist and a recorder player are playing; beside them there stands a lutenist who is just "playing" a rest 30. In Hans Burgkmair's picture of the Emperor Maximilian's triumphal procession the recorder is seen in combination with all the instruments which help to embody "the sweet melody of music": gambas, lutes, harp, fidula, kettle drum and bombards. The title page of Gregor Reisch "Margaritha philosophica" of 1496 depicts a consort consisting of a singer, a tenor recorder, lute, harp and regal, led by a conductor with a baton 3
A lute, recorder, harp, regal and a small fiddle may be seen on the relief on Conrad Paumann's tombstone ( 1473) in the Frauenkirche in Munich 32 ). A Florentine engraving entitled "Music" (after Baccio Baldini, circa 1470) depicts a lady playing a recorder; on the ground at her feet are a lute, a harp, a double recorder, small fiddle and a regal 33 )--. A pamphlet of 1501 contains a morning song. It is prefaced by a woodcut showing two boys singing, a recorder player, a lute player and a musician playing a trumpet 34 ) The title-page of Ganassi's tutor gives a lively picture of a 16th. century ensemble: it shows five people making music together; three of them are playing the recorder, one of them is singing, and the fifth is beating time with his right hand and holds a sopranino recorder in his left. Three part books are lying in front of them on a table round which the players have grouped themselves; from one of the books a boy is playing a descant recorder; it is possible that the musician standing behind him, who is beating time, sometimes joins in with his sopranino recorder an octave higher or holds it in readiness in case the melody exceeds the compass of the boy's descant recorder. The man sitting beside him is playing a treble-tenor recorder from a part-book open in front of him. The third recorder player is looking at the third part-book with the singer and obviously playing the same part on a treble-tenor recorder. The singer is beating time with his finger on the player's shoulder. Three sizes of viols and a lute are hanging on the wall behind the musicians. Along the edge of the title-page there are two straight cornetts. Ganassi takes ensemble playing so much for granted that he does not discuss it in the treatise, in which he deals in detail with the technique of the instrument. Nor are there any hints on ensemble playing in the treatise on the viols, in which he often refers to the examples of divisions contained in the recorder tutor. This frontispiece is therefore all the more significant. Such a conscientious writer as Ganassi would not have published it if it had not illustrated the practice of his time. Frontispieces are often a useful source of information. A good example is the vignette on the title page with which the Louvain publisher Pierre Phalese prefaced a tablature in 1547 35 ). A lute player crowned with a laurel wreath is sitting surrounded by a group of musicians: on his right is a female harpist, and beside her a female singer, holding a sheet of music, and also a female recorder player. On the other side of the lutenist are seated ladies who are playing the viola da gamba, transverse flute, crumhorn, shawm and psaltery; the picture is important as evidence of the special honour in which the lute was held and the position which the transverse flute had already attained among the leading wind instruments. Recorders are also to be seen in the margins of the title-page of Palestrina's "Missarum Liber I" of 1554, which depicts the composer kneeling and presenting the work to the Pope. In the 

left-hand margin there is a bundle of several recorders, and by its side a gamba, portative and bombard; on the right are a gamba, lute, trumpet, kettledrum and recorder 36 ). The recorder is also shown on many title pages and in the margins of printed books of the 16th. century, in combination with other instruments of the period. 

It is characteristic that in an overwhelming number of pictures the recorder is depicted with the instruments representing "soft" music. Obviously preference was given to the consort of recorders combined with lutes, viols, gambas, harp, portative, psaltery or positive, with or without voices. Owing to the pleasure which this age took in contrasting sonorities the recorder was sometimes combined with trumpets and cornetts. The fact that pictures of an unmixed recorder consort are comparatively rare and found only in instruction books is attributable to the artist's desire to introduce as much variety as possible into his pictures. All the pictures document the existence of the recorder at this period and the practical uses to which it was put. We may definitely draw the conclusion that it was used in religious as well as secular music. It is hardly likely that an artist would have been allowed to place it in the hands of angels in pictures of Mary and the Saints if it had been a despised and unknown instrument. Some of the pictures are so realistic that it is sometimes possible to deduce the instrumentation and even the music being played 37 ). Although they provide us with many valuable insights, and are important as documentary evidence of the musical life of the time, it is not possible to deduce rules for performance from these pictures. What they do establish is that the recorder belonged to the group of instruments which "served sweet melody" 38 ), within this general framework, however, the concrete possibilities of combination with other instruments, of pure consort playing and playing with singers were left to individual choice. 

There are no compositions of the 15th. and 16th. centuries written expressly for recorders. The recorder was one of "all kinds of instruments" which it was possible to use at will in music for several parts. There is a great number of works which call for the recorder in this way. The vocal motets, the songs and choruses in several parts of the Isaak-Senfl period, for example, afford a wealth of opportunities for the participation of instruments. The song-books of Oeglin ( 1512), Schoeffer ( 1513), Ott ( 1534), Egenolf ( 1535), Rhaw ( 1544), the songs of Finck, Eccard, Lechner and works by such Reformation composers as Johann Walther and Benedictus Ducis are a treasury of music apt for voices and instruments. Similarly, the works of the Netherlanders from Dufay to Josquin and the works of Christopher Tye, William Byrd, John Taverner, John Dowland, Peter Philips, Orlando Gib- 

bons, Giles Farnaby and others offer a variety of possibilities for combined vocal and instrumental or purely instrumental performance. It was the custom to support the descant-tenor scaffolding in the Netherlandish masses and motets with colla parte instrumental accompaniment or to perform individual parts on instruments alone. It makes a very charming effect to bring out the tenor by adding a bassoon or trombone to the voice and to support the treble with a recorder. Many works of this period are already available in modern editions and collections. 

The Recorder in the Music and Instrumentation of the 17th. and 18th. centuries 
Whereas the music of the period dealt with in the last chapter, which was very largely vocal and polyphonic in character, favoured the single mixed or unmixed consort of voices and instruments, there arose with the Venetian School in the second half of the 16th. century the practice of using different families of instruments in the "concertato" style. It is true that polychoral music was already current in the Netherlands 39 ), but under the Gabrielis this form of music attained a central position. Everything came to centre on the experience of sonority; the free polyphonic texture of the individual parts was sacrificed increasingly to the total sonority. This led in the end to the homophonic style in which the melody is given to the soprano part. 

A glance at descriptions of musical performances in Italy at this period gives a lively picture of the instrumental combinations of various kinds in which the recorder was abundantly represented. There is a record of the celebrations at the wedding of Francesco dei Medici in 1565 which mentions the instruments used to accompany the singing in the play "La Confanaria" and to play in the interludes 40 ). One of the interludes was performed on 4 viole d'arco, 2 trombones, 2 tenor recorders, a mute cornett, a transverse flute and 2 lutes; another was played on 4 lutes, a viola d'arco, a lyre, accompanied behind the scenes, by 3 harpsichords, a lute, a treble viol, a tenor recorder, a bass trombone and a slide trumpet. From a description of a Banchetto Musicale directed by O. Lassus in February 1568 in Venice it is possible to learn how the various works were performed 41 ). First came a 6-part motet by Lassus performed on 5 cornetti alti and a trombone; secondly a 6-part madrigal by Striggio, performed on 6 trombones; thirdly a 6-part motet by C. de Rore for 6 violas; fourthly, a 12-part piece by Annibale Padovana for viola, 5 trombones, a slide trumpet and a regal; the fifth item was a large work by an anonymous master performed on 6 gambas, 6 recorders, 6 voices and harpsichord; the sixth item was also by an 

anonymous master and was played on a harpsichord, trombone, recorder, lute and also a mute cornett, a viola da gamba and a shawm. The instrumentation of the 7th. item, a 12-part piece by an anonymous master is also interesting and characteristic: the first choir consisted of 4 bass viols, the second of 4 bass recorders and the third of a crumhorn (Dolzaina), cornamusa, a shawm and a straight cornett. A Battaglia for 8 wind instruments by Padovano ( 1550) was performed by 8 trombones, 8 viole d'arco, 8 bass recorders, a spinet, a lute and a singer. A very similar combination was used for the music which Lassus conducted during the courses at the wedding feast of the Archduke William V. of Bavaria. During the first course recorders played in combination with bagpipes, trombones and trumpets; during the fifth recorders played with 6 bass viols, 6 singers and a spinet. Of the 3 choirs, with 4 singers each, which performed during the seventh course, the first was accompanied by 4 gambas, the second by 4 bass recorders, and the third by a crumhorn, a bagpipe, a transverse flute and a straight cornet. A 40-part motet by Alessandro Striggio, which Lassus conducted in the same year, was performed, in addition to the voices, on 8 trombones, 8 viols, 8 bass recorders, a harpsichord and a liuto grosso 42 ). The only direction on the title-page for the performance of this music was "per sonar de Instrumento da Fiato". It was possible to contrast and also to combine the various instrumental choirs. In the case of the recorders the lower-pitched members of the family were preferred: "flauti grandi" signifies the lower instruments in the alto, tenor and bass registers. Strongly contrasted groups of instruments were especially characteristic of the many-voiced compositions in the "concertato" style of this period. 

In Elizabethan England the mixed consort of various instruments was especially favoured. In his "Consort Lessons" of 1599 Morley stipulates combinations such as tenor recorder, cither, treble viol, lute, bass viol and pandora: this represents the earliest printed music in England with a special recorder part. The "musicall wind instruments" mentioned in the title of Holborne's "Pavans, Galliards, Almains and other short Aeirs both grave and light in five parts for Viols, Violins or other Musicall Wind Instruments" include recorders 43 ). Recorder consorts were used as well as mixed instrumental consorts. In his "Syntagma Musicum" 44 ) Praetorius mentions that broken consorts were made up of quite a variety of instruments in England, as for example "a strong clavicembalo, 2 or 3 lutes, a theorbo, either, pandora, bass fiddle, recorder or transverse flute, mute trombone, viola de Barstarda and a small treble violin in a pure and lovely consort". Suggestions such as those given by Morley show that quieter combinations of recorders and string instruments were also popular 45 ) 

In his "Syntagma Musicum" Michael Praetorius, who became the German representative of the new Italian style in music, discusses the instruments of his time in detail and shows the numerous ways in which they can be used. Among the wind instruments the places the recorder family, after the trombones and trumpets, in the first rank of wind instruments with finger holes; lie includes it among the ornamenting instruments whose task is to "make the harmony more attractive and euphonious in a song with jokes and counterpoints"; such instruments have also to ornament and embellish the song. Praetorius mentions as belonging to this group of instruments: trombones, trumpets, recorders, transverse pipes, cornetts, bombards, bassoons, sordunes, racketts, crumhorns, bagpipes and other: viols, gambas and fiddles also belong to this group. Among what he calls the fundamental instruments which "can lead and encompass all the parts or voices of any song" he includes the organ, the positive, the regal and the harpsichord. A third group, consisting of instruments which can be used to ornament or fill out the middle parts when they are not being used as fundamental instruments, includes the spinet, lute, theorbo, double harp, bass either, lyre and chitarrone. Praetorius deals with the recorder in considerable detail. According to him the recorders in f, c′ and g′, already mentioned by Virdung and Agricola, form the nucleus of a recorder consort. He adds the bass in B flat and F and the high recorders in c′, d′ and g″. He only recommends using the high recorders in consort with other instruments, not in the unmixed recorder consort, since they "shriek too loud and strong". On the other hand, he loves the "sweet, soft, pleasing harmony" produced by a pure recorder consort when it is used in "a canzona, motet or in a concert per choros"; he says recorders are particularly melodious "in rooms and chambers". In church the basset and bass recorders are too soft46. He finds the five lower recorders 46 ) -- best for the unmixed consort: alto, tenor, basset, bass, contra bass. If it is desired to combine a recorder consort with other instrumental consorts or to contrast them with one another, he advocates replacing or strengthening the bass with a quart trombone or, even better, a bassoon, and the tenor with a trombone or tenor violin, since the bass recorders are "much too soft" in the lower register and drowned by the descant and treble recorders and the other instruments 47 ) --. He comments in detail on the fact that a recorder consort sounds an octave higher than the notation. He states that, for example, the tenor recorder in c′ is usually thought of as a real tenor in c as regards "volume and sonority"; he himself had thought so to begin with "because it is very difficult for the ear to tell the difference" 48 ) --. If one listens carefully, however, to the lowest note of the tenor recorder and compares it with the c on the organ it will be apparent that the recorder sounds an octave higher than the organ. The same thing applies to the other sizes of recorder. Praetorius gives the following list of members of the recorder family 49 ): 

According to Praetorius it was rare for the whole or even a large proportion of the family to play together. Usually only three consecutive members were used together, as follows 50 ): 

1. Contra bass in F, bass in B flat and Basset in f. 

2. Bass in B flat, Basset in f, and tenor in c′. 

3. Basset in f, tenor in c′ and alto in g′. 

4. Tenor in c′, alto in g′, soprano in d″ or c″. 

These consorts are based on the "traditional" combination of three members of the family in a 4-part work, the same recorders taking the tenor and alto 

parts. Except for the contra bass, the parts were usually doubled and the basset, tenor and alto parts were even played on four recorders each. -Père Mersenne 51 ) comments in a similar vein on the question of combining the various sizes of recorder into a consort. He distinguishes between two consorts, a "large" and a "small" one: the "large" one beginning where the "small" one leaves off. The small consort is a 4′-choir, consisting of "dessus", "taille", "hautcontre" and "basse". As in the 16th. century the taille and the hautcontre are both played on a tenor recorder in c′, the dessus by a treble in f′, the bass by a basset in f. In the large consort, an 8′-choir, the bass in the small consort is the highest instrument (le Dessus): the consort consists of basset, bass and contrabass, with the middle recorder playing the hautcontre and taille as in the small consort. The two consorts may also be combined. -- To facilitate the playing together of recorders of different pitch and to avoid difficult transpositions Praetorius suggested that instrument makers should produce another instrument to go with each of the kinds in current use, at the distance of a fourth. In this way 5 different recorders could play together in the same key, with the same fingering. By adding these to the family we should get the following fundamental notes: F, B flat, f, c′, f′, g′, c″, c″′ suplemented by b′ flat and b″ flat. In the course of time most of these sizes were rejected since the most useful and important group turned out to be the consort in f--c′--f′ (g′) --c″. from which the narrow-bore Baroque treble in f′ finally emergered as the leading solo instrument. -- 

In the "Syntagma Musicum III" Praetorius comments at length on problems of instrumentation. Whilst he does not lay down any fixed rules or propound any binding theories, he discusses all the possibilities so thoroughly that the reader acquires a lively conception of the current customs of performance. Praetorius suggests many ways of combining recorders and also of using the recorder as a single instrument in combination with other instruments. As a good method of performing a "Concert und Mutet" he advocates a combination of voices, recorder consort, viol consort and violin consort, following the new principle of "variatio per choros". When they play with recorders the viols, gambas and voices must restrain themselves and "play their parts very softly and quietly" 52 ) --. Praetorius also suggests that an instrumental choir of cornetts and trombones or a choir of recorders, transverse flutes and bassoons should play "softly" 53 ) --. He makes a great number of other suggestions. For example, tricinia (songs in 3 parts) may be performed in a variety of ways: 1. by voices alone; 2. by voices, with the bass part on a bass fiddle, trombone or bassoon; 3. omitting the bass and accompanying the two upper voices on organ or regal; 4. replacing both upper voices with 2 cornetts or 2 violins or 

2 recorders or violin and recorder, with the bass part sung, entirely according to individual taste 54 ). Music for

many parts can be performed on similar lines: by voices, to begin with, then by instruments alone and finally by voices and instruments together 55 ), using strings as well as woodwind. Throughout Praetorius's work one senses the wealth of living experience that lies behind it and the vistas of inexhaustible variation that it opens up. He always deals with the recorder as a consort instrument as well as a single instrument accompanying solo voices or with other instruments or with voices, so as to make the best possible contribution to the colour and variety of the whole. 

In the paintings, sculpture and engravings of the period we find the recorder in scenes of domestic and civic music-making as well as in the hand of peasants and minstrels -- in combination with voices, strings and even bagpipes 56 ). From the evidence of these pictorial documents it is possible to trace the gradual emergence into preeminence of the transverse flute and the gradual decline of the recorder into a popular instrument pure and simple. On the other hand, however, there are pictures showing the recorder as a solo instrument from the last third of the 17th. century to the middle of the 18th. 57 ), including, for example, the impressive portrait of Schickhardt playing the recorder or the splendid "Recorder Player" by J. Kupetzky, and the recorder players who appear on title-pages, in particular, of recorder tutors published in England and France, which show the instrument in the final, advanced stage of development which was to be followed by a complete decline. Generally speaking, the recorder was used in four different ways from the end of the 16th. to the middle of the 17th. century: 1. in the new "concertato" music performed by large choirs on the Venetian model, with many possibilities of contrasting and combining different groups of instruments. 2. in the pure recorder consort in domestic and chamber music-making of an intimate character. 3. as a single instrument to strengthen the parts in vocal choirs and for playing in consort with other instruments. 4. as an instrument used to accompany singing and dancing in popular and rustic music-making. Apart from the first category, in which the instruments are contrasted or coupled like organ registers, all the other methods of using the instrument were already current in the 15th. and 16th. century, though towards the end of the 16th. century the size of the family was extended upwards and downwards so that more variations were possible 58 ). 

It was not always possible to draw on a large apparatus of voices and instruments in the Venetian manner. In the Germany of the Thirty Years War, in particular, composers were forced by the stress of war to bear in mind the need for music in few parts. When in his Sacred Concertos H. Schütz insists on an instrumental consort in addition to violins, vocal choir and thorough bass, without specifying any particular instruments, it will be 

in accordance with the custom of the time to use recorders. In the Sacred Concerto No. 1 "The Lord is my Shepherd" for soprano, alto, tenor soloists, mixed vocal choir, 2 violins, 4 instruments and thorough bass the instrumental choir may well consist of recorders. According to Schütz's own directions, the instrumental choir is not only to join in the Symphony but also to support the voices. As recorders blend well with voices and can therefore offer a colourful counterpart to the string choir and the solo voices, this instrumentation is particularly suitable. In the pastoral scene in the Intermedium III in his Christmas Story Schütz asks explicitly for 2 recorders and bassoon as solo instruments supporting the 3 alto voices and thorough bass. -- There is a great deal of purely instrumental music suitable for recorders and other instruments in the suites and song-variations of Scheidt, the suites of Schein, the old German dance music of V. Hausmann, M. Franck, Joh. Staden, G. Vink and others and in the Canzonas of Frescobaldi. The English Consorts of Matthew Locke and the compositions of such masters as O. Gibbons, H. Purcell, J. Jenkins, A. Bertali, J. H. Schmelzer etc. afford a wealth of material for recorders and other instruments. --There are also many opportunities for the combination of voices and instruments in the music of this period. In the choral works and songs of such masters as H. L. Hassler, L. Lechner, M. Praetorius, J. Staden, T. Morley and others recorders, viols or gambas and other instruments can be added to or used in place of voices, and thus help to vary the performance of the individual verses; a purely instrumental version can be introduced at the beginning of the song or between the verses. Schein's varied suggestions for performing the Waldliederlein 59 ) -- are characteristic: 

	1. 
	1. All 3 parts, 2 sopranos and bass, to be performed at the written pitch by voices alone or combined on a thorough-bass instrument. 

	2. 
	2. Octave transposition of the 2 soprano parts to make them suitable for 2 tenors and bass. 

	3. 
	3. Sung by 1 soprano, 1 tenor, and bass. 

	4. 
	4. The soprano parts sung; the bass played very softly on a "trombone, bassoon or violone". 

	5. 
	5. The first soprano part sung, the second played on violin or recorder, the bass played on one of the above mentioned instruments. 

	6. 
	6. First soprano part and thorough bass alone; omitting the second soprano part altogether "concerto fashion". 


The recorder, violone etc. can, he thinks, either alternate with the singer or "play a separate part which can be easily invented even by a bad musician" 60 ). There is nothing to prevent a purely instrumental performance by a recorder trio or recorders combined with other instruments. -- Great demands were made on the versatility and skill of the leader of the choir and orchestra. He had to marshal the groups of singers and players and he 

was responsible for giving shape and variety to the music by contrasting tutti and soli and by combinations of various kinds. According to the number of players and singers available additional "choirs" could be added at will. Directions such as "with 8 or 16, 12 or 20 voices" allow for plenty of scope. The choice of instruments depended on the pitches of the voices available and the character of the music. It was the leader's task to choose the instrumentation most suited to the general nature and structure of the composition and the resources available. 

In the second of half of the 17th. century the recorder was used in Germany in operatic music usually to help portray idyllic scenes. In Th. S. Staden "Seelewig" ( 1644) the nymphs play on violins, lutes and recorders, the shepherds on shawms, cross-flutes and flageolets 61 --. In a performance of the ballet "La chasse de Diane" in Hannover in 1651 the appearance of the nymphs on the stage was underlined by 4 recorders, to which the shepherds replied on oboes. In the Hamburg opera too the recorder was a popular means of adding colour to charming pastoral scenes. In Keiser opera "Octavio" ( 1705) recorders were used to imitate the murmuring of a brook. Similarly, in "Tomyris" ( 1717) they imitate the rustling of the wind. Sopranino recorders were used to imitate the warbling of birds 62 ). Recorders were also used in chamber music though they did not rank so high as the violin and the increasingly prominent transverse flute. 

In England the recorder entered on a new Golden Age about the middle of the 17th. century. Numerous instruction books and compositions for the recorder testify to the revival. Under the title "The Genteel Companion", a tutor for the treble recorder by Humphrey Salter appeared in 1683, which included, in addition to instructions on how to play the recorder, a selection "of the best and newest tunes and grounds". The title-page depicts a recorder lesson: a lady is shown with her teacher: he is playing while she listens, with her instrument lying on the table 63 ). Salter gives pride of place among all instruments to the recorder. He states that "Of the kinds of Music, vocal has always had the preference in esteem: and by consequence the Recorder (as approaching nearest to the sweet delightfulness of the Voice) ought to have the first place." Filled with a fine enthusiasm he praises Music as the "business of Angels, desired on Earth as the most charming pleasure of men." J. Hudgebut"Thesaurus musicus" ( 1693) introduces the "newest" operatic tunes with a basso continuo for recorder and harpsichord, theorbo or bassviola, and also a number of arias by various masters, arranged for 2 recorders. The title-page of this collection dates from the year 1683 and was originally intended for Salter "Genteel Companion"; it depicts a recorder quartet. Four angels are seated round a table playing from part books; one of them 

is playing a bass recorder, two others are playing treble recorders, a third is singing and beating time with his hand; the tenor recorder lying on the table may belong to him. "The Delightful Companion" of 1684 also provides instruction in recorder playing, combined with various examples of music for 2 and 3 recorders 64 )-. In the Preface the author declares that the recorder has not been used for a long time but that it is now on the point of attaining greater esteem than ever before. He praises its beautiful tone, which resembles the human voice more than all other music and he extols the charms of 2 and 3 part recorder consorts. John Banister "The most pleasant companion" of 1681 also contains instructions in recorder playing 65 ). The music is given in the so-called "dot-notation" (similar to lute-tablature) as well as in the usual notation. The other English recorder tutors are on similar lines. They all show that the instrument had a great number of devotees greatly interested in this type of publication. They help the player to acquire a moderate standard of skill enabling him to play dances, songs, suites and the easier sonatas, complete with graceful ornaments. Though there is no Method of Recorder Playing from this period revealing a particularly high standard we know from various contemporary records and from the music which often presupposes considerable ability that there were a number of virtuosi on the instrument at that time just as there are today. Numerous duets for two treble recorders by Croft, Banister, Paisible, Finger and others and the solo sonatas for recorder and basso continuo by Barsanti, Valentine, Finger, Daniel Purcell and Louis Mercy derive from this period. In Henry Purcell's operatic works there are a few items in which recorders in f′ and c′ are required, as for example in the beautiful Chaconne for 2 recorders and bass in the Introduction to the 3rd. Act of "Dioclesian". It was a common practice at this period to rearrange the most popular pieces from operas for the recorder 66 )-. As late as 1724 arias from Handel "Tamerlan" were published for recorder 67 ). In operas it was long used to imitate natural sounds. The recorder was also often used to accompany the solo voice 68 ) The treble recorder in f′ was the favourite member of the family as is obvious from the tutors and the music of the time. That recorders still continued to be played in consort is proved, however, by the instruments that have survived from this period such as the famous Chester set in the Grosvenor Museum, Chester, which were made circa 1720 by the recorder maker Bressan and consist of a treble in f′, alto in d′, tenor in c′ and bass in f. The principal member of the quartet was, however, the treble in f′. All the contemporary illustrations of this instrument show it with the narrow bore typical of the period, and richly adorned with rings. -- It is a typical feature of the English recorder music of this period that it is limited in the main to the range from f′--d″′ which lies well within the 

scope of the instrument. Because of the instrument's great popularity among amateurs the composers who wrote for it were guided by the technical standards of the amateur musician and avoid the difficult registers 69 ). At the beginning of the 18 th. century the transverse flute came increasingly to the fore in England as well as elsewhere. The first flute virtuoso to come to London (in 1705) was Jean B. L'Oeillet. He received a warm welcome and, attaining fame as a virtuoso and a teacher, stayed till 1710. He was also a recorder player. His recorder sonatas use the instrument's resources to the full without making exorbitant demands on it. He was, however, primarily a flautist and representative of the increasingly apparent change of taste in sonority. 

In France the transverse flute already had a big lead over the recorder in the 17th. century when Lambert and Lully introduced it in their operas 70 ). Hotteterre "Principes de la Flûte" of 1702 and 1728 only confirms this state of affairs. He gives the transverse flute priority as an instrument "des plus agréables" and "des plus à la mode" 71 ) He only deals with the treble recorder in f′ in the second part of his work. He discusses it separately because, as he explains, it has, like the flute, merits of its own, and also its own adherents 72 ). The solo sonatas and trio sonatas of L'Oeillet and Paisible for treble recorder and continuo, the suites and other pieces of Hotteterre represent the recorder's main fields of activiity in 18th. century France apart from its occasional use for imitative effects in operatic music. In Italy at this time the recorder occupied a back seat: the stringed instruments took precedence over it. Nevertheless, the solo sonatas of a Valentine and the trio sonatas of a Sammartini for flauto dolce show that the treble recorder was in use as a solo instrument as the one surviving member of the family. 

Whereas the music written for the solo treble recorder by English, French and Italian masters normally kept to the compass which is well within the instrument's capacity, German composers of the High Baroque also included the highest registers. They appealed to the small circle of technically advanced players and made demands commensurate with their skill. They brought the recorder to the final stage in its development. It is instructive to study how such composers as J. S. Bach, Handel, Telemann, Mattheson, Pepusch use the recorder. -- The works which J. S. Bach wrote for the recorder are among the greatest treasures in the instrument's literature. He requires the recorder as an obbligato instrument in the arias of his cantatas, as a solo instrument in the concertos and also uses it in tutti; in choral movements in the cantatas he uses it as an accompanying and reinforcing instrument. Bach used the recorder in the following works: Brandenburg 

Concertos Nos. 2 and 4; Concerto in F major for 2 recorders and solo harpsichord (rearrangement and transposed version of the 4th. Brandenburg Concerto); Choral recitative from Part I. of the St. Matthew Passion: "O Schmerz, hier zittert"; tenor aria "Sanfte soll mein Todeskummer" from the Easter Oratorio; 20 cantatas. According to Bach's own instructions the orchestra used was to have the following instrumentalists at its disposal: 

"The instrumental music consists of the following parts namely: 

	2 or even 3 for the Violino 1 

	2 or 3 for the Violino 2 

	2 for the Viola 1 

	2 for the Viola 2 

	2 for the Violoncello 

	1 for the Violone (contra bass) 

	2, or, if the piece requires, 3, for the Hautbois 

	1, or even 2, for the Basson 

	3 for the Trumpets 

	1 for the Kettledrums 

	summa 18 persons at least, for the instrumental music. 


N.B. If it happens that the church piece is composed with flutes also (whether they are à bec or Traversieri, as very often happens for variety's sake), at least 2 more persons are needed" 73 ) 

The tone of recorders was not too soft for the Bach orchestra. The sonority of the old instruments, strings as well as woodwind and brass, was different in kind from that of our modern instruments. They were more refined and discreet in tone, so that the sound of the recorder, which carries very well despite its great gentleness, was able to hold its ground quite well. In modern performances it is necessary to bear this in mind and to adjust the volume, tone colour and the size of the orchestra to the pattern which Bach himself laid down. Inasmuch as he writes unisono for the recorders more often than for the other wind instruments Bach does take the smallness of volume of the recorders into account, even though they are usually scored with two or three instruments to a part. At the close of the cantata No. 46 "Schauet doch und sehet" he shows by the direction "a due" that he wants the part played on two recorders 74 ) The reference to "forte" and "piano" in the alto aria of the same cantata suggests that 2 recorders should be set off against the two unison oboes. Doubling the recorder parts is possible though not absolutely necessary. In the Leipzig cantatas more than one recorders are always prescribed either to play obbligato parts "a due" or with each playing a separate part. 

The use of the recorder in the modern Bach orchestra is bound up with the problem of recorder pitch. It is well-known that in Bach's time there was a difference between the higher choir-pitch and the lower chamber-pitch. According to Mattheson ( Das neueröffnete Orchester, 1713) choir-pitch is a whole tone to a minor third higher than opera and chamber pitch. According to J. Adlung ( "Musica Mechanica Organoedi", 1726--1762) stringed instruments usually played at the high choir-pitch like the choir itself, whereas the woodwind played at the low pitch 75 )-. The notation of the cantatas written in Arnstadt before 1723 Muehlhausen and Weimar follows this principle. They reckon on recorders tuned a whole tone or a minor third lower than the organ and the rest of the orchestra. The choir-pitch in which most of the parts are written has been transferred to the normal a′ in modern notation so the recorder parts should be played a whole tone or a minor third below this normal a′. Treble recorders in e flat′ and d′ are needed with the parts transposed as if they were trebles in f′. Various modern recorder workshops such as the instrument department of the Neuwerk bookshop in Kassel and the Dolmetsch workshops in Haslemere have made a so-called Bach recorder specially for performing these works 76 ). But since this solution is too costly to be universally feasible, it is advisable, following Bach's own proceedure, to make the necessary transpositions in the cantatas in question 77 ). The cantatas of the Leipzig period require treble recorders in f′ as do the Brandenburg Concertos, which were composed in Köthen. The notation for strings and wind is the same here; but the continuo part for the organ is written a whole tone lower; the organ in St. Thomas's Church was tuned to the high choir-pitch, a tone higher than the orchestra which played at chamber-pitch. -- The parts occasionally go below the compass of the woodwind where they are playing in unison or in octaves with the strings and treble voices. The scores and parts used by Bach show that in such cases he made the woodwind exchange parts and did not mind if this led to a crossing of the parts or a change in the melodic line 78 ). In choral movements in which the chorus and instruments perform a simple 4-part setting together it is taken for granted that the recorders should play an octave higher; this is shown by the fact that the recorder parts are written an octave higher. -- 

Generally speaking Bach makes great demands on the recorder and requires players with an intimate knowledge of the instrument. In the Brandenburg Concerto No. 2 the recorder is a solo member of a concertino consisting of trumpet, oboe, violin, in contrast to the ripieno ensemble of strings and continuo. The recorder part is so placed that the soft lower 

register is only used when it is playing by itself or with the violin and continuo or in the tutti; in the full concertino Bach uses its highest registers so that it is sufficiently loud even when there is only one player, provided that the trumpet used is a reconstruction of an old instrument with light and soft high notes. The recorder part can also be doubled; this is entirely in accord with the practice of the period. As in the Brandenburg Concerto No. 4, which also uses all the resources of the Baroque recorder, the recorder parts include very important phrasing and articulation marks. The Concerto in F major for harpsichord and 2 recorders ( 1729--1736) is a transposition of the whole of the 4th. Brandenburg Concerto in which the original violin part is re-arranged for the harpsichord. -- In Bach's cantatas the recorder is usually scored for 2 or 3 instruments to a part, nearly always in ensemble with other instruments, more rarely as an obbligato accompanying a voice, and only occasionally as a single instrument. Where they go below the range of the treble recorder in f′, and where no recorders in e flat′ and d′ are available, many of these parts can be played by a skilful player on a tenor in c′. 

Handel uses the recorder differently from Bach. In the collection of sonatas entitled "XV Solos for a German Flute, Hoboy or Violin with a thorough Bass for the Harpsichord or Bass-Violon" there are four sonatas which expressly require the recorder ("flauto solo"), whereas the others are definitely intended for the transverse flute. Until about 1780 "flauto" always meant recorder as opposed to the "traversa" or transverse flute. These sonatas, and also his 3 other so-called Fitzwilliam Sonatas (autograph in the Fitzwilliam Museum, Cambridge), testify to a detailed knowledge of the instrument; they keep to the compass which is easiest to manage on the recorder and they make the best use of it. The sonatas for the transverse flute cover a wider compass and are entirely adapted to the instrument, with their choice of keys and their wide leaping intervals. We have already discussed the ornamentation in use at this period and the problem of good articulation. To play these sonatas without ornaments, especially in the slow movements, is only to half play them. -- Apart from the Concerto Grosso No. 1 where the recorder has an independent solo (doubled) to play in the middle movement and is also used to strengthen the tutti, Handel uses it as an obbligato and tutti instrument in the Italian solo cantatas 79 ). 

Telemann also wrote a wealth of music for the recorder. He composed a great number of solo sonatas, trio sonatas and chamber music for the instrument; all of them have great exuberance and verve and evoke a lively picture of sociable 18th. century chamber music making with recorders. His works for the flûte douce display great intimacy with the instrument and he sometimes makes the greatest possible demands on the player's technical skill. Even though they never go very deep these works are never dull or insipid and 

they infect the player with the musicianly spirit which inspired them. Performing them becomes a real joy. -- Other masters such als Schickhardt, Mattheson, Pepusch, Barsanti, Valentine, Galliard produced a wealth of chamber music for the recorder in the shape of solo sonatas, trio sonatas, duets and trios. 

The works in which recorder and flute appear together or alternate with one another are evidence of the overlapping which took place between the final phase of the recorder era and the opening phase of the dominance of the transverse flute. Reinhard Keiser, for example, prescribes the transverse flute in his opera "Heraclius" in 1712, but in "Tamerlan" ( 1725) he introduces a movement in which 2 recorders and 2 flutes play together. Similarly, Telemann uses recorder and flute together in his Suite in B flat major in which he requires 2 flûtes à bec, flauto traverso, 2 oboes, bassoon, solo violin and string orchestra. The differing qualities of the two instruments are taken fully into account and these works therefore have a peculiar charm of their own. In his Concert Suite 80 ) which requires 2 double instrumental choirs, Joh. Fr. Fasch replaces the oboes with flutes and recorders in one movement. In the first orchestra he uses 3 recorders in place of the 3 oboes and 3 flutes in the second orchestra. The contrast between the two instruments in Quantz's trio sonata for recorder, flute and continuo also produces a charming effect 81 ). 

After the middle of the 18th. century hardly any music makes a really serious use of the recorder. The age in which an instrument like the recorder had its friends and lovers was now past. A decisive change had taken place in ideals of sonority. There was a general striving after greater volume of sound, with its appeal to man's emotions rather than to the timeless being that reigns over him. Recorders were superseded by flutes, viols by violins, harpsichords by pianos. So the instrument fell into almost complete oblivion for more than 150 years. It was practically unknown in art music and it survived only as a rustic and fairground instrument 82 ). It was occasionally used in the theatre to imitate natural sounds but in general its former significance was reduced to an absolute minimum. It was not until the beginning of the 20th. century that a new Golden Age of the recorder began to dawn. 

