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the Operas of Christoph Willibald
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FIONA ELIA SMITH
The period between 1740 and 1780 was a turning point in the history of the flute and
recorder. Both had been in use for centuries; at the start of the eighteenth century the
recorder was in its golden age, while the flute was less popular. The type of recorder in use
was that now known as the Baroque recorder, of which the most common size was the alto
in F, with a range of f' to g3 though lacking f#3. Like the transverse flute of the time, the
chromatic notes were produced by forked fingerings that gave a weaker tone quality than
the plain fingerings for non-chromatic notes. The instrument, like the flute, played best in
its home key (F major in the case of the alto) and related keys. The flute commonly used at
the start of this period was the four-piece, one-keyed flute in D, with a range of d1 to d3
(although instruments with foot joints could go lower). Notes higher than d3 were possible
but difficult. Unlike the recorder, the forked fingerings used for chromatic notes on the
flute produced notes that were noticeably poorer in both tone quality and intonation and
required much more tuning by the player than the plain-fingered notes. The recorder,
therefore, played in remote keys with more ease than the flute. It was discovered in the late
1750s or early 1760s that the flute's chromatic notes could be greatly improved by boring
new holes in the acoustically correct places.1 The holes could be covered by keys, with the
keypads extended so that the fingers could reach them, whereas previously the position of
the finger holes had been a compromise between acoustic correctness and the need for a
comfortable hand position for the player.
As the Baroque gave way to the Classical era,
the use of the recorder began to decline while the flute
gained in popularity. The expressive qualities of the
flute, in particular its greater flexibility of tone and
dynamics, were more in line with those required by
the changing style of music. Since the range of the
transverse flute extended a minor third below that of
the recorder, it was better able to double the violins
when used orchestrally. Also, the aforementioned
developments in flute construction in the second half
of the century enabled composers to write for the
instrument in keys previously better suited to the
recorder: such music would heretofore have been
playable on the flute by only a few virtuosos. It is,
however, unclear exactly how the new instruments
affected the music. In 1800, for example, well after
the keyed flute's probable date of invention, Johann
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George Tromlitz complained of its unpopularity even
among professional players.2 A change in the style of
orchestral flute parts is apparent at the beginning of
the Classical era, when chromaticism, extremes of
register and remote keys became far more common.
Possibly this was linked to the appearance of the
keyed flute. However, although such features were
new in orchestral flute parts, they had already
appeared frequently in Baroque solo flute music.
Therefore it is unclear whether the appearance of the
keyed flute prompted or was prompted by the
changes in orchestral flute parts.
Thus the career of Christoph Willibald von
Gluck spanned an interesting period of changes in
flute use and construction. At the start of his career,
the recorder was just beginning to be ousted by the
one-keyed transverse flute. By the time of his last

works, the recorder was regarded as archaic and fourand six-keyed flutes had existed for almost thirty
years, although according to Tromlitz their use was
not yet widespread.3
The main influences on Gluck's works were
Italian opera and French comic opera and ballet,
although his Bohemian origins, the mix of musical
styles and traditions in contemporary Vienna and his
visits to other countries also played a part in shaping
his style.4 Most of Gluck's working life was spent in
Vienna, where he began composing French operascomique after the importation of a French theatre
troupe into the city in 1750. In 1762 the first phase
of his so-called 'reform of opera' began in Vienna with
Orfeo ed Euridice. In 1774 he moved to Paris to
attempt a reform of French opera, in which he was
substantially successful. Gluck's surviving operas,
composed between 1744 and 1781, contain many
examples of flute writing. But which instrument did
he intend by the t&rm flauto and was he consistent in
his intentions? This study attempts to determine
which of Gluck's flauto parts were intended for the
flute, whether one-keyed or multi-keyed, and which
for the recorder or other instrument, and where and
how he used these instruments. It is also hoped that a
study of Gluck's Viennese works will yield further
insight into the use of the flute in eighteenth-century
Vienna. This is a subject in which extensive primary
research still needs to be done.
Not enough is known about the recorder
during the period in which its use declined: the exact
frequency of its use is obscured by the change in the
use of the word flauto or 'flute'. During the Baroque
it usually indicated a recorder. Traversa, Querflote, flute
traversiere, flute d'Allemand or 'German flute', among
other terms, indicated the transverse flute. By the late
eighteenth century flauto had come to mean the
transverse flute, while the recorder was referred to as
the 'English' or 'common' flute, or as flauto dolce,
Blockflote, flute douce or flute a bee. In music from the
intervening period, however, the single word flauto is
often ambiguous. Attempts to distinguish between
the flute and recorder need to take into account
factors such as key, range, tessitura, suitability for the
instrument and capability of the instrument. This
subject has been dealt with in articles by David
Lasocki and William Metcalfe.' To summarise: the
flute functioned best in keys close to its home key of
D major, the alto recorder in keys close to F major.
Both instruments sound their strongest in their mid
to high registers, that of the recorder (f1 to g3 but
without f#3) being higher than that of the one-keyed
flute (normally d1 to d3). In both cases, higher notes
were possible but difficult, and therefore rarely used.
The recorder was superior to the one-keyed flute as a
virtuoso instrument due to its 'sharply defined

articulation' and hence the relative ease with which
groups of quickly repeated notes and wide leaps at a
fast speed could be played.6
Any piece of flauto music using f#3 is unlikely
to be for the recorder: in my experience, and that of
several other recorder players, there exists no piece of
music definitely for the treble recorder in F that
contains this note, or the equivalent note for recorders
of other pitches (c#3 in the case of the descant
(soprano) and tenor in C; in the case of the descant,
the note sounds an octave higher than written). Any
pieces containing f#3 are more likely to be for an
instrument in G, as Bruce Haynes argues.7 There
appears to be little evidence that this note was
thought to exist on the recorder prior to the twentieth
century, since the technique of obtaining it by
stopping the bell of the instrument on the knee was
not evidently practised.8 Hieronymus Cardanus,
writing in around 1546, offers the only pretwentieth-century reference to this technique I have
found. He refers to it as a method of extending the
instrument's range, but only downwards.9 Possibly it
was known that the same technique could be used to
extend the range upwards; indeed, Haynes
comments:
the suggestion that the 'recorderists' of
the 18th century were not resourceful
enough to solve the problem of the
missing high f#3 is absurd, when one
considers the ingeniousness of the
instruments and the music which were
played at the time.
There is, however, no evidence of this at present,
and any discussion on the subject can only be speculation.
The context and style of the music in which
the flauto appears is also important in deciding
whether the instrument is a flute or recorder.
Traditionally the recorder was associated with the
supernatural, the pastoral and love. The flute was also
associated with the pastoral and with love, but was
more suited to a legato and cantabile style than the
recorder because of its more varied tone colour and
less clearly defined articulation. It also had military
associations, linked to the use of the fife in some armies
and the use of the flute in battle in ancient Greece.
Gluck, for example, seems to have limited his use of
flutes to fairly specific contexts until the late 1760s.
Although the flute was traditionally associated widi
love, at times he did not use the instrument in this
context if he required it to depict one of its other
associations, namely the pastoral and the military. In
Ezio (Vienna, 1763), for example, the flute is not used
in the love arias. Instead, Gluck saves it for the militarylike march and for Ezio's aria in his role as a soldier. In
// re pastore (Vienna, 1756), it seems to be used to
depict the pastoral setting rather than because of its
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associations with love, it is used in love arias.
The Pifferi in Le Cadi Dupe (Vienna 1761) and
La Rencontre Imprevue (Vienna 1764)
Two of Gluck's works, Le cadi dupe (Vienna, 1761)
and La rencontre imprevue (Vienna, 1764), specify the
use of & piffero or biffero (referred to as flauto piccolo in
the Sdmtliche Werke11). It is pitched in g1 and notated
as transposing. It is unclear what Gluck intended by
piffero. The etymology of the word is similar to that of
'pipe' and 'fife', and in the sixteenth century the term
appears to have referred almost exclusively to reed
instruments such as shawms. However, by the
seventeenth century it may have denoted a flute.12 By
the 1760s, the same conventions no longer applied.
Lenz Meierott, in what appears to be the only work
on the subject of Gluck and the piffero, claims (it is
unclear with what justification) that 'certainly in the
second half of the eighteenth century, the word
'piffero' no longer referred to an oboe-instrument'.13
Meierott suggests five possibilities:
L A flageolet in G. The parts would lie
very high for a flageolet with a2 as the
lowest note (sounding c3 - d 5 ), but
this would still be a strong possibility.
2. A flageolet in C with d2 as the lowest note.
The range of the parts would be suitable
for this instrument, though admittedly
the notation in G for such an instrument
was not usual (the transposition would be
explicable if the player were accustomed
to a flageolet in F).
3. A transverse fife in A, with a lowest
note of g1. The range and the chromatic
notes (g#, a# / \)b and d#) are at present
unrealised [i.e. these chromatic notes
have not been found to exist on an
instrument in this key]. Possibly, if a
transverse flautist were to play this
instrument and were accustomed to an
instrument in C, he would be forced
to transpose.
4. A recorder in c2. The player is
(as normal) accustomed to the larger
size in f1 and transposes by a fifth. In
view of the early date, this option
remains a possibility.
5. A last, very unlikely hypothesis should
be mentioned. Schubart [1739-1791]
says in a section on 'Turkish music',
'The Kaiser maintains a splendid
consort of Turkish musicians that the
great Gluck has already required in the
operas'.
Schubart
dictated
the
manuscript of his Asthetik in 1784; if
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his statement was based on his own
experience (Schubart was imprisoned
in 1777), he must have referred to the
aforementioned opera, La rencontre
imprevue. If this is correct, and if they
[the musicians] were at that time 'real
Turks' as Schubart repeatedly stresses, the
term piffero could refer to either a zuma
(oboe-type instrument) or a nay (endblown flute). This does not of course
explain the transposition into G.14
This last hypothesis is all the more unlikely as the
purpose of 'Turkish' music in the theatre at this time
was to add exoticism to a production and indicate that
the characters portrayed were foreign. An accurate
representation of Turkish music was not attempted, nor
would it have been thought necessary. The Turks were
regarded as an inferior race, and as such, their music was
regarded as inferior and, indeed, amusing. Genuine
Turkish instruments were, therefore, not required;
rather, the nearest Western equivalent was used in a
'Turkish' style. For this reason pifferi are unlikely to be
real Turkish instruments, but instead some type of
Western pipe, whether this is a flageolet, transverse flute
or fife, or a recorder. In theatrical productions Turks
were normally portrayed as comic characters; the few
portrayed as noble were so as a result of their adoption
of Western values. The value of 'Turkish' music was,
therefore, substantially comic. 'Mahomet notre grand
prophete' in La rencontre imprevue is sung by a Muslim in
praise of wine, and requires zpiffero to double the violins.
In the overture to the same opera, the repetitive music
with the high-pitched piffero doubling the violins is
clearly intended to sound both exotic and ridiculous.
The piffero is only ever used to double other instruments;
probably elaborate music was not required for depicting
foreigners regarded as uncivilised (see Ex. 1).
Another possibility for the piffero is an unusual
size of small transverse flute (the transposition would
be inexplicable on a normal piccolo). The
transposition requires an instrument with a lowest
note of a 1 ; there seems, however, to be no evidence for
the use of such an instrument. This option is rejected
by Meierott who suggests that 'it is incomprehensible
why Gluck should have designated the instrument
piffero and not flauto piccolo or flautino'. Such an
argument would also militate against the use of a
small recorder. The recorder was often inconsistently
described in scores, especially at this date, but there
were far more specific terms in use than piffero. There
is at present no firm evidence that piffero could refer to
a recorder at this date. It seems also that the
possibility of a descant recorder can be ruled out since
the part contains a (notated) f#3. The piffero part in
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Ex. 1 : i<z rencontre imprevue, Overture.

/,<? ^W/ ^w/>(?, though, fits perfectly on a descant
recorder: the apparent problem of the a3 is no
problem as the tessitura is consistently high and in
fact does not go below g2, indicating that the part
might be notated at pitch instead of an octave lower,
as is usual with high-pitched instruments. Perhaps
Gluck intended no specific instrument at all, so that
any kind of pipe or flute that would serve to depict
the 'Turkishness' required.
Orfeo edEuridice (Vienna, 1762), Orphee etEurydice
(Paris, 1774), the Ballo Known as the 'Dance of the
Blessed Spirits' and Edgar Hunt's Theory
Orfeo edEuridice (Vienna, 1762) is an interesting case.
In the first printed score (1764) the first, second and
fourth numbers using the flute are for flauti (the air
'Chiamo il mio ben cosi' in Act I and the two balli in
Act II), while the third, the recitative 'Che puro del',
is for 'traverse solo'.16 It is hard to tell whether Gluck
intended to distinguish between the instruments here.
The air and the first ballo fit the recorder perfectly in
terms of range and key, but the second ballo, which
comes after 'Che puro del', goes down to d' and so is
clearly for the transverse flute. One argument
supporting the use of recorders for 'Chiamo il mio' is
that they would be better suited to the 'rustic'
atmosphere evoked at this point: 'Chiamo il mio' is
not a traditional aria but a strophic and
unsophisticated romanze, sung as Orfeo calls to his
dead wife but is answered only by the sounds of the
woodland. One possibility is that the instruction

'traverso' in 'Che puro del' also holds good for the
following piece. Alternatively, it is possible that
Gluck (or his engraver) was merely careless about how
he referred to a particular instrument: it is noticeable
that in many of the early editions the terms 'hautbois'
and 'oboe' seem to be interchangeable, so possibly the
same is true of 'flauto' and 'traverso'.
It seems that Gluck's first obbligato flute part
dates from Orfeo. The accompanied recitative 'Che
puro del' shows a new style of orchestration, with the
birdsong in the Elysian Fields realistically depicted in
the accompaniment. It is scored for flute, oboe,
bassoon, horn and cello (all solo) and strings.
For the first time in Gluck's works all the
instrumental parts are completely independent and
do not double each other (Ex. 2). Two years later,
Gluck scored the aria 'Vous ressemblez a la rose
naissante' in La rencontre imprevue (Vienna, 1764) for
voice, obbligato flute and string accompaniment - the
first example of such scoring amongst the works
examined. Previously Gluck had scored for the flute
in a much more limited way, often using it either to
double the strings or to hold sustained pedal-notes.
In 1774 Gluck adapted Orfeo ed Euridice for
Paris. The role of Orfeo, previously sung by a
castrate, was transposed into the tenor range,
Euridice's part was expanded and new dances and
choruses were added. The orchestration was also
altered, in particular with old-fashioned instruments
such as the chalumeau being replaced with their
modern Parisian counterparts. Little was removed
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7. von Gluck, Orfeo edEuridice (Paris, 1764), Act II Scene 2, p. 71 (introduction to 'Che puro del').
Ex. 2: C. W.

from the original version. The Paris version, known
as Orphee et Eurydice, gained much beautiful music
but was less concise than the original, and the tightlyconstructed harmonic scheme of the Viennese version
was lost with the transposition of Orfeo's music.
Regarding the first hallo in Act II of Orfeo, it is
a long-held conviction of Edgar Hunt's that 'the
famous flute solo in Gluck's Orfeo [in Act II, scene 2,
the 'Dance of the Blessed Spirits'] was intended for
the recorder and not the tmversa, on the internal
evidence of the music ... the piece fits the recorder
better; and, in this use of the instrument, Gluck
would have been following the old tradition of using
the recorder for 'other-worldly' occasions.'17 Hunt
clarified his argument in 1979:
Evidence for the use of recorders in this
number from Gluck's Orfeo is as follows:
(a) the range of the parts fits the
recorder so perfectly.
(b) the use of both forms of the minor
scale in bar 8 of the lento which fall
20

so well under the fingers when
played on the recorder (the melodic
form would suit the flute better at
both octaves).
(c) The theatrical convention that
recorders were appropriate in contexts
which included the supernatural.18
Hunt's idea has gained general currency among
recorder players and is often quoted. For example,
The Cambridge Companion to the Recorder regards his
case as 'persuasive'.19 However, it appears that no-one
has researched the matter properly. Little has been
written on Gluck and the recorder apart from Hunt's
writings, nor is there any substantial literature on the
recorder after the late Baroque period.
Anthony
Rowland-Jones appears to take Hunt's hypothesis as
proven fact, since he comments that the 'swan-song of
the recorder, the 'Dance of the Blessed Spirits' in
Gluck's Orfeo (1761) ... [is] a final proof of the
association of the instrument with another world'.20
In what is apparently the only article on the subject,
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Ex. 3: Orphee etEurydice, Act II, scene 2.

Douglas Macmillan includes the 'Dance of the
Blessed Spirits', along with Hunt's argument, in a list
of recorder music written after 1750.21
However, the works quoted all perpetuate at
least one error: the music that Hunt's discussion
centres around was not composed for Orfeo ed
Euridice (Vienna, 1762), as Hunt seems to think, but
for Orphee etEurydice (Paris, 1774). The minuet in F
major for two 'flauti' is included in the 1762 opera,
but the section for tmverso solo (including the
harmonic minor scale forming the second part of
Hunt's argument) was not added until the Viennese
version of 1762 was altered for Paris in 1774. The
original minuet remained unchanged, apart from the
addition of the solo section, after which the first
minuet is repeated. The above-quoted authors do not
appear to have noticed this. Macmillan and Simpson
give the date of the piece as 1762, while Rowland
Jones dates it 1761. Hunt's theory, therefore, does
not stand up to scrutiny. The date is important since
the 'flute' writing in both versions of the 'Dance of
the Blessed Spirits' can be compared with the other
'flute' writing in the operas. In Orphee, the rest of the
flute writing is undoubtedly for the transverse flute: it
frequently uses the low register down to d1, three
semitones below the lowest note of the recorder. Yet,
it shares many of the characteristics associated with
recorder music that are used by Hunt in his attempt
to identify the 'Dance of the Blessed Spirits' with the
recorder: the use of flat keys; the use of high notes

such as e3, f 3 and g3 and the supernatural context.
According to most of Hunt's arguments, therefore,
the rest of the flute writing in Orphee could equally
well be recorder music, but this position is obviously
untenable because of the range, which cannot be
made to fit the recorder. It is time that Hunt's theory
is refuted: too many books and articles have
perpetuated his error.
The additional flute solo seems to have no
precedent in Gluck's works. Accompanied by strings,
it is perfectly written for the flute and makes effective
use of the instrument's characteristic softness. Edgar
Hunt's opinion to the contrary, the soft and slightly
ill-defined tone of the Classical transverse flute is
better suited to this music than the clarity and sharp
attack of the recorder.22 This piece is, however, not an
easy one for a flautist playing a one-keyed flute,
because of the extrerrte high notes and difficulties of
key. Hunt was correct in this respect. It may be that
Gluck was writing for an especially skilled flautist
or that the multi-keyed flute was in use in Paris by
1774 (Ex. 3).
The difficulty of the flute solo in the Paris
version of the 'Dance of the Blessed Spirits' makes the
second major difference between the flute writing in
the Viennese and Paris versions all the more
surprising: in 'Quel nouveau del' the Paris version of
'Che puro del', the orchestration is considerably
simplified and much less effective. This adaptation
was prepared by Gluck for performances of the
21
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Ex. 4: Orphee et Eurydice, Act II.

Viennese version of the opera in Parma in 1769.23 It
is unclear why Gluck retained it for Paris, but it is
certainly a less evocative depiction of the scene, partly
because the flute is scarcely used in its upper octave.
It also mimics the motif played by the second violin
rather than playing its 'bird motif of the previous
version, and the music is the poorer for this (ex. 4).

Arne's Comus as a Model for the Ballo for Flute
and Strings in Orfeo
In 1738 Thomas Augustine Arne included a dance for
flute and strings in his masque Comus, first performed
at Drury Lane that year. Peter Holman has suggested
to me that Gluck used this as the model for his hallo
for flute and strings in Orfeo (Act II, Scene 2). Comus
was a success, remaining popular for over sixty years.24
Gluck arrived in London in late 1745. During his
stay, which lasted some months, there were at least
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Ex. 6: Orfeo edEuridice, Act II, scene 2.

four performances of the masque, two in December
1745 and one each in January and February 1746.25 It
is therefore possible that Gluck attended a
performance; in any case, the score would have been
available to him, since it was first published in 1740.26
There seems to be no precedent for Gluck's dance in
any of his earlier works, and there are striking
similarities between it and the 'slow Dance expressive
of the Passion of Love' in Comus (Ex. 5 and Ex. 6).
Gluck's dance is not 'expressive of the Passion
of Love'; rather, it expresses the calm of the Elysian
Fields after Orfeo has won his way past the Furies. As
he does this out of love, however, the context is not so
very different. If the dance in Comus is indeed the
model for that in Orfeo, this unfortunately does not
clarify whether the recorder or flute is more likely to
be intended in the Orfeo dance. The sources for
Comus are the version authorised by Arne and
published as 'The Musick in the Masque of Comus
(1740), and a manuscript version probably copied
from the scores used at Drury Lane and Covent
Garden. In the published edition, the dance is in the
three-sharp key of A major and uses the note f#', a
weak note on the recorder; it is not unplayable on this
instrument, but would be far better suited to the
transverse flute. In the only manuscript, the dance is
'transposed into F' 28 according to the Musica
Britannica edition. The recorder would be a likelier
candidate for this version, if the range fits.
Unfortunately, the edition gives no information on
how the instruments are described in the sources.

Alceste (Vienna, 1767) and later works
Gluck's Alceste (Vienna, 1767) shows a sudden change
in his writing for the flute; it is used twenty-six times.
In the twenty earlier works examined, the instrument
never appears more than seven times (Don Juan, 1761,
and L'ile de Merlin, 1758). This trend continues,
though in succeeding years Gluck sometimes uses the
instrument less frequently — in Paride ed Elena of 1774
it is only used four times and in Orphee of 1774 only
six times. He also wrote such works as Iphigenie en
Aulide (1774) in which the flute appears twenty-two
times and Alceste (1776) in which it is used thirty-two
times. In almost all of these cases, the flutes are used
alongside oboes and other wind instruments. The
wind section for which Gluck was writing was by now
much bigger, and seems to have contained more
players specialising on particular instruments. As the
flute is now so often used, it is harder to observe
differences in the context of its use compared to other
instruments. However, one thing stands out: the flute
is hardly ever used in supernatural scenes (for example
in both versions of Alceste, and in the Furies' scene in
Orphee), or in scenes that are violent, disturbing or
dramatic. For example, in Iphigenie en Aulide (1774),
the flute is silent for the most dramatic moments
during Iphigenia's sacrifice scene, including Achilles'
intervention. In Amide, the instrument is silent
throughout Act III, the most dramatic in the opera, in
which Armide calls upon demons to exorcise her love
for Renaud. It seems that the flute was not thought
suitable to express high drama. Instead it was used at
23
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Ex. 8: Paride ed Elena, Act V, scene 2.

calmer points or where the action moved more slowly.
This is also true of Gluck's earlier works: in Don Juan
(1761) the flutes are never used during any of the
main dramatic incidents, such as the duel and the
appearance of the statue. Rather, they appear during
the less descriptive and less dramatic dances.
The technical challenges of the music are
greater. The range required is extended upwards:
Alceste (1776) and Echo (1779) both use a3 andArmide
(1777) uses b3. Many more keys are used, minor
almost as frequently as major; keys also contain as
many as five sharps or flats (Ex. 7).
Within keys, chromaticism is far more
frequent; modulation goes further. Nevertheless, the
flute is still required primarily to double the violins or
oboe. Despite the fact that Gluck required more
difficult feats from the flautist, he did not for the most
part treat the instrument idiomatically or use its
capabilities fully. In the Viennese version of Alceste
(1767), the flute is scarcely treated as an individual
instrument: in the 130-bar overture it has one solo
passage, based on an ascending scale of D minor,
lasting for three bars. For the remainder of the
overture the flute doubles the strings and oboes, and
this is typical of Gluck's writing for the instrument
almost throughout the opera. In one passage, though,
Alceste sings of her love for Admeto to a plain string
accompaniment interspersed with a quaver-crotchet
flute motif. The instrument's association with love is
at its clearest here. Finally, it is also worth noting that
the flute is used twice in F minor, for instance in the
chorus 'Cos! bella. The tone produced by the
instrument, unless it was a keyed flute, would be very
dull. However, it is appropriate for this chorus: the
24

people's joy in Admeto's recovery has turned to sorrow
on realising it must be achieved at the expense of
Alceste's life. Such a key was never used in the
laments for Admeto.
The Transverse Piccolo in Paride ed Elena
A dance towards the end of Paride ed Elena (1770),
and its repetition (to which Amor sings a short aria),
includes Gluck's first undoubted use of the transverse
piccolo. The instrument is known to have been in use
since the 1730s (Michel Corrette, around 1735, refers
in his treatise to 'petites Flutes Traversieres a
I'Octav'),29 though it was little used orchestrally prior
to its use by Gluck (Ex. 8).
Throughout
Paride
ed Elena
Gluck
differentiates musically between the civilized Trojans
and the barbaric Spartans. The use of the piccolo,
though scarce, seems intended to suggest the
exoticism of the Spartans, as with the piffero and the
Turks in La rencontre imprevue and Le cadi dupe. It is
clear that the instrument intended is a transverse
piccolo rather than a descant recorder or other flutetype instrument: at this stage the term flauto did
definitely refer to a transverse flute. This can be seen
from the large amount of contemporary music for
flauto that can only be for transverse flute, judging
from the range used. By inference, therefore, flauto
piccolo referred to a transverse piccolo; this is borne
out by the range which would not fit, say, a descant
recorder.
Gluck's Use of the Recorder
The flutes used in Gluck's operas are not exclusively
transverse: a few of the indications offlauti, especially

in his earlier works, might be for recorders.
Unfortunately this issue is obscured in the Sdmtliche
Werke as the editors of the older volumes (some of
which are fifty years old) tended to alter the
designations used in the principal sources.
Probably this was for the sake of clarity and
consistency at a time when there was less awareness
of the significance of words such as flauto traverse
zndflauto. Details of where this is done are given in
the critical reports to the later volumes, but not in
the earlier ones. For example, the flute parts in the
contredanse 'Mon systeme est d'aimer le bon vin' in
Le diable a quatre (Laxenburg, 1759) fit the recorder
well in terms of range and key, but it is unclear
whether fiauto was the original designation.
Echo et Narcisse (Paris, 1779) contains Gluck's
only definite use of recorders, during an air
requiring flutes h bee (Act I). This is unusual because
the date is late for recorder music and because the
opera was composed for Paris, where the recorder
declined in use earlier than in England and
German-speaking countries. However, Echo et
Narcisse is on an antique and pastoral theme to
which the recorder is well suited; the opera was a
failure for this reason. The air for which the
recorder is required is in a typically suitable context:
Echo, on a hillside in front of Cupid's altar, begs
Cupid's help as she suspects that Narcissus is
unfaithful. Unfortunately, the recorders are not
required to play anything substantial or particularly
idiomatic, but only required to double the violins in
the range f1 - \)b 2: a lower tessitura than that to
which they are ideally suited. However, though it is
short and unelaborate, the piece is important
because few works are known to have been written
for the recorder after 1750, and many of these are
by lesser composers than Gluck.30 Despite the
interest in late recorder music, this piece does not
appear to be referred to in any of the relevant
literature (ex. 9).

Conclusion
It is important to remember that not all of Gluck's
'flute' or 'piccolo' music was intended for the
transverse flute or piccolo, and that this may not
always be clear (as a result either of twentieth-century
editorial practices or carelessness and confused
nomenclature on the part of Gluck and his
contemporaries). It seems that Gluck scored for a
recorder only once without doubt, in Echo et Narcisse
(Paris 1779).
However, Gluck's operas were
composed over a forty-year period, at the beginning
of which the recorder was a popular instrument. It
seems unlikely that a composer would ignore an
instrument while it was popular and score for it only
after it had become unfashionable.
Further study is needed to determine how
representative the pieces examined are of Gluck's
work. For example, how does the context in which
flutes are used compare with that in which, say, oboes
are used? It is also necessary to remember that the
music here examined does not by any means represent
all of Gluck's music for flute. The sample is small,
especially from his earlier operas, and is likely to be
skewed in some way.
There remain many aspects of Gluck's flute
writing still to be studied. The present study is based
largely on Gluck's later works, because they are more
accessible. The transverse flute was certain to
predominate at this stage; in his earlier works this is
less likely to be the case. Any further study would
have to cover the wind-players with whom Gluck
worked (especially those in Vienna and Paris), the
flutes and recorders available in these cities, and the
use of flutes of all sorts in large-scale works
throughout the eighteenth century. Only when this is
completed will we gain a more thorough
understanding of Gluck's writing for flute
instruments, and the place of these instruments in the
contemporary musical scene.

Fiona Smith is a recorder player and a recent graduate of
the BMus course at the University of Leeds. She is
grateful to Peter Holman for his encouragement and
advice in the preparation of this article.
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UNMASKING THE
EARLY MUSIC PERFORMER
FINDINGS FROM A UK SURVEY
NICK WILSON
Introduction

Overview of performance activity

There is no disputing the fact that early music
performers are a special breed of musician. Their
particular enthusiasm for the repertoire, engagement
with
musicological,
historical
and
cultural
scholarship, and over-riding concern for performance
practice, to say nothing of their specialised mastery of
the 'tools of the trade', bear witness to this. However,
beyond the anecdotal accounts that arise from the
highly subjective experience of performing early
music with fellow musician friends and colleagues,
there has been little detailed research on this group of
performers (both as amateurs and professionals). We
know relatively little about who these musicians are,
how they gain professional employment, what are the
specific parameters of the specialised training
required, indeed, what types of performance early
music musicians are actively engaged in. This short
article reports on one part of a doctoral programme of
research that provides some preliminary answers to
such questions and begins to unmask the early music
performer personae.
A postal survey of members of the National
Early Music Association (NEMA) was undertaken in
September 2003. Over 1,500 letters were sent out to
professional, semi-professional and amateur members
in the UK. This included a mixture of early music
performers,
instrument-makers,
and
those
undertaking a number of other related early music
activities. In addition, several of the leading early
music orchestras administered the survey to their
players. A total of 566 responses were received,
representing a 35.5% response rate. Of these, a total
of 538 complete and useable questionnaires were
obtained, of which 480 were from performers and 58
from instrument makers. This article focuses only on
the responses from performers.

Early music performance takes place across the
country at a wide range of levels. Over half the
respondents questioned were, according to their selfassessment, either professional or semi-professional
(see Figure 1).

Why now?
2003 marked the 30th anniversary of the founding of
two of the country's most respected period instrument
ensembles - the Academy of Ancient Music and The
English Concert. Coincidentally, 1973 was also the
year that the Early Music magazine was first published.
Thirty years on, we are at a particularly auspicious
time to undertake a reflective journey on the early
music movement and its functioning in the UK.

44%

41%
D professional
H semi-professional
D amateur

15%
Figure 1: Professional status of early music performers

Of course, assessment of professional status
depends on the personal perspective taken. There is a
world of difference, one would suppose, between the
professional activities of the few on the world's great
stages, and the convivial evening get-togethers of the
enthusiastic amateur. Easy broad-brush stereotypes
should be avoided here, however. High standards of
craftsmanship and musical prowess do not necessarily
lead directly to market approval (and vice versa). As
such, professionalism and actual earnings from early
music performance are not directly linked.
Respondents were asked to state whether they had ever
been paid for performing early music — and, indeed,
how much. It is worth noting that two-thirds (67.1%)
had been paid for early music performance. This
implies that almost one third (30.1%) of amateurs have
also received payment for early music performance
(however modest — as discussed further below).
Turning to the question of what type of
performance is actually being undertaken, the survey
revealed that nearly half of all early music performers
play a woodwind instrument or sing (47.7%).
However, there are clear differences here between
professional and non-professional performers, with
the highest proportion of professionals playing strings

(29.1%) as opposed to just 9.1% of amateurs. While
the professional early music musician has all but
monopolised the Baroque repertoire in mainstream
concert halls, there remains a minority of performers
who devote their time to Renaissance and medieval
repertoire and instruments (18.2%). In the next section
we begin to explore further the type of individuals
involved in these different activities. But first, we turn
to consider die motivations that lie behind any active
involvement with early music performance.

all respondents considered 'opportunities at university
(or music college)' to be their greatest influence in
developing an active involvement in early music,
compared with just 2.7% at school.
When
considering professional performers the influence of a
university or music college education is even more
pronounced, with more than one quarter (25.5%)
citing opportunities at university as the greatest
influence on their active involvement (compared with
23.5% citing 'music making with friends').

25.0

conductor / director

keyboard

strings

medieval /
Renaissance

woodwind

Instrument

Figure 2:

Musical instruments played by all early music performers

What influences an active interest in early
music?
We know from other studies (and the phenomenon of
childhood prodigies) that an interest in classical music
is cultivated
relatively early in
childhood
development. It is self-evident that the appreciation
of music is dependent upon access to it as a listener
(and then as a performer). Growing up in an
environment which cultivates an understanding of
the classical musical 'language' is an important feature
of future involvement (either as a listener or as a
player). However, there is clearly more to it than this
when it comes to an active involvement in early
music. Respondents were asked to state what they
regarded as the greatest influence in developing their
active involvement in early music. One quarter
highlighted the importance of music-making with
friends. With so much early music repertoire being of
a chamber-style, this does not come as a surprise. It
was also apparent, however, that the specialist nature
of early music does often not emerge until relatively
late in the young performer's development. 15.8% of

While some performers do come to early music
relatively late on in their lives, it appears that most
professional early music performers who studied at
music college or university made up their minds to
work in the classical music field in general by the time
they enrolled. Two thirds of professionals (67.3%)
'intended to have a career in classical music'. This
compares to just one quarter (23.5%) who 'intended to
have a career in early music performance'. Of course,
for many musicians the distinction between classical
music and early music is a somewhat misleading one.
Elsewhere, qualitative interviews with early music
professionals have served to reinforce an 'inclusivist'
view of early music that rejects any ghettoisation from
the classical music mainstream.
In the light of the above data, it is worth
noting that more performers are currently teaching
early music performance in schools (11.9%) than
either universities or music colleges (9.2%). What
impact this will have on professional (and amateur)
early music performance, is likely to be of great
significance for its future.
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Table 1: Occupational Status of Parents

Occupation"

Mother %

Father %

Managerial and professional
Administrative and skilled

47.1
11.0
2.9
30.4
8.5

78.1
14.0
5.0
-

Other occupations
Housewife
No response

2.9

n=480
1

= categories re-code listed occupations according to the Standard Occupational Classification 2000 (SOC 2000)

What type of people are early music
performers?
To the extent that the family environment is a major
factor in giving children and young adults a 'way in'
to early music performance, it is useful to consider the
occupational status of both parents. As shown in
Table 1, the majority of early music performers are
born into families where one or both parents
undertake managerial or professional occupations.

activity. Only 4 out of the 480 respondents were of
an ethnic minority background. Despite 'cultural
diversity' representing a corner-stone of UK cultural
policy (see ACE, 2003) and the ever-greater numbers
of British-born ethnic minorities 'breaking out' of
their traditional employment opportunities, it seems
unlikely that this proportion will change significantly
over the years to come.

Table 2: Early Music Study by Professional Status

Professional status
Professional
Semi-professional & amateur

Part-time
12.2

Private

31.6
29.4

28.3

N=196 professionals and 297 semi-professionals and amateurs
This profile is even more marked for
professional early music performers, with 59.7%
having managerial or professional mothers and
81.6% managerial or professional fathers.
Such
findings are consistent with mainstream sociological
thinking on the importance of 'life chances'.
Bourdieu (2002), for example, describes early music
(e.g. Bach's Well-Tempered Clavier) as representative of
the highest level of 'legitimate taste', being
"appreciated by those fractions of the dominant class
that are richest in educational capital" (p. 16).
Reflecting more widely on diversity within
early music performance, we can note that there
appears to be a more or less equal distribution of male
and female performers (49.6% compared to 50.2%
over all performers surveyed).
The proportion
of women to men involved in professional
performance is slightly higher (53.1% compared to
46.9% male).
While there appear to be few barriers to
professional employment for women (over and above
more general barriers to female employment), there
can be no denying that early music performance
remains an almost exclusively white and middle-class
30

Higher Education and the early music
performer
We have already noted the potential importance of
educational capital. To the extent that early music
performance demands a specialised knowledge of the
cultural, social and musicological background to
particular musical repertoire, one might also suppose
that the educational attainment of those involved is
higher than average. This does appear to be born out
by the findings of this survey.
Half of all respondents (50.8%) had attended
university. This rises to two-thirds of all professional
early music performers (66.3%). Over one-third of
these (38.8%) studied at either Oxford or Cambridge.
Interestingly, three quarters of those individuals who
classified themselves as 'semi-professionals' (n=70),
had attended university. It was more likely that those
attending university were male (57.6% male
compared with 44.2% of females). Not surprisingly,
perhaps, many of these respondents studied music
while at university (49% of those who studied).
In the past, specialised training in early music
performance appears to have lagged behind the

developments in the profession in the early 1970s.
Nevertheless, training at a music college appears to
have been an important route to a career in early
music.
Three quarters of professionals (72.4%)
studied performance at a music college. Overall, the
highest proportion of early music performers
surveyed studied at the Guildhall School of Music
and Drama, in London (n=4l). Less than half

most early music performers, however, it would be
impossible to sustain a modest living on the earnings
from early music performance alone. From the
analysis of professional early music performers only,
the average earnings over the last 12 months (up to
September 2003) were circa £9,500. However, the
distribution of actual earnings suggests that most
individuals earned less than this (see Figure 3).

25.0

20.0

15.0

5.0

£20,000 to
£24,999

up tpf 1,000

£25,000 to
£49,999

more than
£50,999

£ earned in early music performance

Figure 3:

Earnings from early music performance in last 12 months

(44.9%) the professional early music performers
studied early music on a full-time course in the UK,
however.
It is interesting to note that while a higher
proportion of professionals than semi-professionals or
amateurs studied early music full-time, when it comes
to part-time study in the UK, this finding is reversed
(see Table 2). There is little difference between
professionals and non-professionals in terms of their
take up of private early music instruction in the UK.
Notwithstanding the importance of training in
the specialist field of early music performance, it is
interesting to note that one in five professionals
(20.9%) have never studied 'early music' per se.

How much do professional
performers earn?

early music

Artists' markets in general have been described as
'winner takes all' markets (see Abbing, 2002). In
other words, large amounts of money are earned by
only a very small minority of individuals. The early
music movement over the last 30 years has
unquestionably made a few individuals very rich. For

What has changed over the last 30 years?
To the extent that the early music movement was in
its infancy in the late 1960s / early 1970s, we might
expect to see some significant shifts in the profile of
the early music performer over the last thirty years.
The findings of the survey bear this out quite clearly.
Table 3 highlights some of the key trends that have
emerged.
A fuller analysis of the story behind these
trends will have to wait for a more substantive
account elsewhere. However, it is worth noting the
apparent 'professionalisation' of early music
performance over time. This is linked to greater
options to specialise in music performance in general,
both in terms of cultural acceptance of music
performance as a career option, and in relation to the
many opportunities that exist for specialised study at
music colleges. It is also worth noting the potential
polarisation of the professional baroque or classical
player versus the amateur or semi-professional
medieval or Renaissance specialist.
This highlights two poignant ironies. Firstly,
without the ground-breaking performances of
31

Table 3: Summary early

; performer profile by age of respondent

Early music profile

Professionals
Studied early music (F-T)
Not studied early music
Been paid for early music performance
Studied at music college
Intended to have career in classical music
Intended to have career in early music
Hold regular position with early music ensemble
Undertake paid work on or with modern instruments
Male
Play a medieval or Renaissance instrument
Play a stringed instrument

medieval and Renaissance repertoire of the likes of
Dolmetsch, Munrow, Morrow and other 'pioneers' of
the early music movement, the unprecedented artistic
and commercial success enjoyed by professional early
music performers over the last thirty years would not
have been possible. Yet it appears that this success
may have been at the expense of such repertoire, if the
falling proportion of those playing medieval or
Renaissance instruments is to be believed. Secondly,
the proliferation of specialist courses has taken place
because of the commercial success of the early music
movement (in the face of little or no state support).
Arguably there are now more talented and highly
trained early music performers than ever before.
Unfortunately, evidence from qualitative interviews
suggests that there exist fewer opportunities for many
such performers, fresh out of music college, than
there were in the early 1980s. Many of the lessons of
the early music movement are being learned by
mainstream orchestras (see, for example, Sir Roger
Norrington's 'pure tone' recordings with the Stuttgart
Radio Symphony). In such a climate, it is interesting
to speculate on the nature of a similar survey ten years
from now.
This might display early music
performance as being pulled ever-further in two
contrasting directions — increasingly mainstream at
one end, and increasingly specialist at the other.
Much depends, of course, on the pioneering spirit of
the next generation of early music performers.
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% per cent

Age of respondent

Under 40
(n=87)

Between 40-60 Over 60
(n=242)
(n=!4l)

81.6
59.8
12.6
93.1
74.7
60.9
27.6
56.3
73.6
37.9
11.5
29.9

46
19
34.3
76
35.1
34.7
11.6
36.4
42.6
50.4
16.5
17.4

10.1
5.7
47.5
35.5
14.2
11.3
2.8
4.3
11.3
55.3
22.7
9.2n=480
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New RISM database launched
SANDRA TUPPEN
A new database containing detailed descriptions of 17th- and 18th-century music
manuscripts preserved in libraries and archives in the U.K. and Dublin was
launched at the beginning of June, at www.rism.org.uk. It is the result of a threeyear research project funded by the Arts and Humanities Research Board (AHRB),
and was compiled by staff at Royal Holloway, University of London, in
conjunction with the RISM (UK) Trust and the British Library.
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The database forms just one element of the
larger effort by the RISM organisation (Repertoire
International des Sources Musicales) to trace and
document both printed and manuscript music in
libraries and archives around the world and to bring
lesser-known sources of music to the attention of
researchers and performers. RISM was formed just
over fifty years ago with the aim of documenting
surviving sources of music dating from the earliest
times through to about 1850, and it has published,
over the years, a series of catalogues covering different
groups of material, which, thus far, have appeared
mainly in printed form. However, its international
catalogue of 17th- and 18th-century music
manuscripts, known as RISM Series A/II, is being
created electronically, and this will allow users to
make more complex searches of the data than are
possible with a printed catalogue.

The new RISM (UK and Ireland) database at
www.rism.org.uk, which is free to view, currently
includes descriptions of nearly 30,000 pieces of music
preserved in 17th- and 18th-century manuscripts in
the British Isles. This data is also being added to the
international RISM A/II database, to which more
than 30 other countries are also contributing. An
interim version of the international database is
available on subscription, both on a CD-ROM with
the title 'Music manuscripts after 1600' and via the
web at www.nisc.com. The UK and Ireland database
will be maintained in parallel with the international
database, so that free public access to the information
on British and Irish sources of manuscript music can
be guaranteed.
The UK and Ireland database contains details
of manuscripts held not only in large institutions such
as the British Library and the National Libraries of
33

Scodand and Wales, but also in smaller collections,
many of which, not being specifically music-related,
may be overlooked by researchers as potential locations
for unique source material; such collections were found
in county record offices, city archives, and some
university and public libraries. Later this year, the team
of cataloguers at Royal Holloway will begin work on a
new phase of the project: documenting music
manuscripts in cathedral and chapel libraries, and the
libraries of the Oxford and Cambridge colleges.
Country house and other private collections will also
be explored (where the owners will allow researchers
access to their archives). The coverage of music
manuscripts in Ireland - currently limited to libraries in
Dublin - will be expanded in collaboration with a
newly-formed RISM (Ireland) working group. The
project team will also be adding digital photographs of
some of the manuscripts, showing examples of the
handwriting of composers and their scribes. These will
allow immediate comparisons to be made between
manuscripts stored hundreds of miles apart.
Many of the manuscripts described in the
database had not been catalogued in any detail before
now; the cataloguers who worked on the project
sometimes spent weeks tucked away in library storage
areas sorting through piles of uncatalogued material.
This situation applied as much to music in the larger
libraries as in the smaller ones. One such collection
was that of the Madrigal Society at the British Library,
a large body of 17th- and 18th-century copies of
madrigals belonging to that Society. This unique
group of manuscripts, built up in the 18th and 19th
centuries, shows how the Italian madrigal was
disseminated in England in that period, and in some
cases 'sanitised' with more respectable, English words.
Many of the pieces of manuscript music that the
British Library acquired in the first half of the 20th
century had not been individually itemised either,
and their details are now fully searchable, as are those
for the 17th- and 18th-century music manuscripts in
the Henry Watson Music Library in Manchester.
The city and county record offices revealed
several hitherto unknown sources of 17th- and 18thcentury music. In Cheshire and Chester Archives, for
instance, are anthems dating from the first half of the
18th century, some of which have not been traced to
other sources. In the Surrey History Centre at
Wo king, the cataloguers discovered a 17th-century
book of keyboard music containing pieces by the
German composer Gerhard Diessener, and a version
of Purcell's 'Sefauchi's farewell', a piece written to
mark the departure of the castrato Giovanni
Francesco Grossi, otherwise known as 'Siface', from
England in the 1680s.
The last piece is in tablature; the scope of this
RISM database excludes music in tablature (there are
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other RISM catalogues devoted to such material), but
where a manuscript volume contains music both in
standard notation and in tablature, a brief description
of the tablature section is included.
The database is not concerned exclusively with
'art' music: details of manuscripts of Scottish
traditional music held at the Scottish Catholic
Archives in Edinburgh have just been added, and it is
to be hoped that the collections of traditional music
here and in the national libraries of Wales and
Scotland (for which cataloguing work is ongoing),
will be made available to a wider audience through
this database.
The database can be searched using the normal
range of search terms that one would expect in a
music catalogue, such as composer and title. It is also
possible to browse it to see, for instance, a list of all
those individuals associated with the manuscripts,
such as arrangers, former owners, librettists, and
performers. The 'Advanced Search' allows a range of
fields to be searched either alone or in combination. It
is possible, for example, to search for manuscripts
held by a particular library, or for sonatas for a
particular combination of instruments in a certain
key. A subject index enables researchers to look for
works of a certain type, such as 'funeral music' or
'drinking songs'.
While
recording
this
bibliographic
information, the cataloguers also transcribed the first
few musical notes of each piece; these were then
encoded in the so-called 'Plaine and Easie' code used
by RISM, and software was integrated into the system
to display the opening bars of the piece on screen in
ordinary music notation. At the same time, a separate
search engine was developed to allow users to make a
'tune search' and to bring up all instances of a
particular melody that appear in the database. To
make a tune search, users type in the letter-names of
the first eight or nine notes of the tune, in any key,
following the guidelines in the accompanying 'Help'
screen. Given the melodic and rhythmic variations
that can often appear in manuscript sources of a piece,
it was decided that rhythms should be excluded from
the search parameters, and that the search engine
should not exclude melodic lines that differ very
slightly from the phrase typed in by the user. The
search engine therefore ranks the results of the search
with exact melodic matches first, followed by close,
but not precise, matches. In this way, small variations
in the melodic line (for instance, examples of a tune
with and without ornamentation) will not be
rejected. The search engine will also search for the
melody in any key, unless the user chooses to restrict
the results to pieces in one key.
Where a work is just one of many pieces in a
volume, there is a link from it to a description of the

volume as a whole. Information on the ownership
history of the manuscript (if available) and a
description of its physical appearance may be found
there. It is also possible, via another link, to see what
else is in the volume. Finally, there is a link to a page
of contact details for the institution holding the
manuscript, with email and website addresses where
available, allowing users to make direct contact with
the library or archive concerned in order to make
arrangements to view the manuscript or obtain a
reproduction.
The database is very much an ongoing project,
and more discoveries will hopefully be made as work
progresses, and as anonymous pieces are compared
with others in the database using the tune search
facility. The database is designed so that it can easily
be updated as new sources and attributions come to
light, and therefore feedback and input from users
will be welcomed. It is to be hoped that the database,
as it grows, will be useful both to performers and to
those researching music of this period, and that it will
ultimately encourage both the preparation of new
editions and the exploration of some lesser-known
repertoire in performance.
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