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Briqueville Les Musettes (Paris, '1894) 

'Gentleman with musette' -a popular portrait pose. Note the 
musette in this engraving has only one chanter. 

(c "CA 



Contents 

Paira 
-, U- 

Hotteterre's model (i) 

Charles Borjonr Traite" de la Masette (Lyqn). 
%j672)'. *-, 

Second part - musical examples 

Jacques Hotteterreg M6thode pour la, Musette (Pariso 1737) 12 
Second part - musical examples 

Hotteterre's model (ii) 

. 
Lritable 14aniere Freillon-Poncein, La j (Parist 1700) 54 

Preludes for oboe in seven major keys 
Preludes for oboe in seven minor keys 

Jacques Hotteterreg L'Art de Preluder (Parist 1719) 64 
Preludes for the one-keyed transverse flute 

Freillon-Ponceing La VtCritable Manie%re (Pariso 1700) 86 

IL'Embarras de Paris 1 
'Trio pourla PluAtef 

'Bruits de Gue"rrel 

Joseph de Boismortier, Concerto for five flutes 115 
OP. 15t Number 1 (Paris, 1727) 

Commentary 143 



1 

Hotteterre's model (i) 

Charles Borjon, Traite cle I'm Musette (Lyon, -1.672) 
Second part - musical examples 

Editorial method 

Source 
This transcription has been made using a photocopy of the 

original edition in the Bibliotheque Nationaley Paris. Examples 

of the alternating musette tablature and staff notation used in 
the original are shown on pp. 3-4. The deviations between the 
tablature and staf. & f notation in these pieces are extensivep and 
are noted in the detailed Commentary at the end of this Volame. 
The tablature is more fully ornamented than the staff notation, 

and is in general more accurate as regards barring and time values, 
In cases of doubt (mostly over rhythmic problems) I have followed 

the tablature rather than the staff notation. 

(ii) Clefs 
The music is transcribed at pitch. The G clef on the first 

line in the staff notation haB been replaced by the G clef on the 

second line. The engraver of the original edition in error set 
the G clef type-face on the second line in -ftample 2 on p. 15 
(original pagination) but the tablature clearly shows that the 

music should have been notated on the old French violin clef. 

(iii) Ornamentation 
The only ornament used in Borjon's musical examples was the 

tremblement. Of this there were two varieties. The first (and 

by far the most common) was notated by a curved line (')* in the 

tablature and similarly (but by no means at all corresponding 

places) in the staff notation. For example, when a figure 4 aPP- 

eared in the tablature with a curved line following itp this 

* This was also a common sign for the mordent, 
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indicated that one must leave the 4th hole open and beat on the 

third. The second tremblement 
' 
was described by Borjon as Ile de- 

licat' or Ile doux' [delicate or gentle trill], It was performed 
in exact reverse to the previous onep Le, instead of trilling 

below the hole which was left epen one must beat on the one above. 
For exampleg when a curved line appearea after a figure 4 and one 

wanted to produce a trembl, ýment doux it was necessary to trill 

on the 5th holej the 4th remaining open. Borjon gave no direct- 
ions about how to discriminate between appropriate points for the 

use of these two types of tremblementa 

(iv) Tempo indications and barlines 
Occasionally (at random? ) Borjon inserted it not as a bar- 

length indication, but as a tempo direction: the beat =j and 
not j. In pieces which used the indication in the original the 

sign ý, is placed at the beginning of the transcriptiong although 
this was not necessarily where the sign appeared. Some passages 
in the tablature and staff notation are barline-less9 perhaps be- 

cause the beat is ambiguous. A compromise would be to insert reg- 

ular barlines, editorial ones being dottedt and this is suggested 

on one or two occasions. But in so doing some of the distinctive 

rhythmic flavour of these pieces is lost if performed too rigidly. 
The grouping of quavers (for example, 2,11, and 3 between two 

barlines) to suggest an ambiguous beat may have been intentional. 

(v) Dynamics 

No dynamic indications axe given in the original, Because of 
the nature of the musette for which the pieces were written dynamic 

variations were in any case impossible. 

(vi) Slurs 
Only very occasionally were slurs added to notes (pairs of con- 
junct quavers or semiquavers generally following a dotted note) 
in the tablature. They invariably never appeared at corresponding 

points in the staff notation. 

(vii) Editorial markings 
All additions within square brackets. Editorial barlines are 
dotted. Detailed Commentary at the end of this Volume. 



3 

pr g' jo 

14 raite de la Mufette. i 

il 

i d, ijJ. 
3 4k 

C. 0 
w? 

p. ' 

-T 

lex mou &M. T paixrent-l1zerbe. --... 

-5X5A 

c7fir a C4a'nter 

In flnII I in nil ('I Ifl(' II 
i J-j J-j 

AN 
A 

5 5) rw 
0 I . 0ýý 

3 43) 43 ; 

aujlre-P j IN d J-P J J. ji J, pjj 
4 -3 4 '3 'a 4 5 

4'; ýý 
wI 

(See note on P. 



Seconde Partie. 

IA 
6 
rr a, CAanter 

CXir a Chanter. 

I -- 

autre, 

(see note on P. 

4 

15 
S 

- -- -- ---k-- -- --- -- - --- 

I LIV 



5 
Caption to P- 

Charles Borjonq Traite de la Musette (Lyont 1672) 
Second part - musical ex=ples p. 14. These pieces are presented 
in alternating pages of tablature and staff notation (cf p. 4 ). 

Caption to P. 

Charles Borjonq TraitO' de 1a- Musette (Lyont 16? 2) 
Second part - musical examples p. 15 (see transcription on p. 10 
In comparing the tablature and staff notation note: 

(i) Absence of tempo indication in Example 2 in staff notation. 
(ii) Misplacement of G clef type-face in same example. 

(iii) Discrepancies between the tablature and staff notation are 
very marked,, and one gets the impression that at times the composer 
and the engraver were not certain themselves about how best to bar 
the quasi-folksong style of many of these pieces@ 



Bounds of the eirigle chanter Prelude 

1A IW HL-x 

1F 4-- pF -4 9p 

irrrrr rr r 
PA 

d 
I bool- I 

Pic 

I 6. J I 

Branle de Bresse with double 
p--)-I, 9a9. 

a01r. 
hic ft iI&m011i pa 

d Gimple 

7 

F1f; -A-- 

Ohm= 

double 

FP +4-1- P pip FP 
F =2ft"Wl WC -_- 

double [Lr FPIrrr Li. rt 

19EEII"=# -I F 11 
2.1 M0 it F- f a. W! PFýF *F 151 

12, 
-I I- .II Id-- ýJI 

RhYthm of the 'simple' version is provided within square 
brackets for comparison. Dotted barline: editorial. 



See note in Commentary on order of performance, 



Branle de No=andie 

A ýf h 

1na. r 

I 

� 

Ii 

8 

2 

3 

TAIF 

aIi 

Another branle 2 

pil- 

$I 

Branle y 
MPPFrPýF !-0--MII F-F 'F-I IAaIF 

simple 

PF : ER 00 *- p-, p, -1 --w ý-p ,01 
double 

Staff notation alternatives 



Branle de St. Igny 

simple 

LAW 6--, 

kWh I mF IF 
double 

-. 
F=-=r- 0FP -- -0Fij IS I Hi ii . -". d Fimr I- . 11L"d rill woo -bm*ftL I--I 

0- LV-A-Mý 

Bergonnette 

F 1 la 1 ! -F m ft 

p 619 ii =Mrs= 

1 

14 1 r. , xt 13 
- 

F. 6-4 1 

1 P. 0r 

aýpC, . --- -- 
bo w- 

Tablature suggests that thie piece should be performed in the 
order put forward for the Branle de Bresset P. 7, i. e. in the 
order 1.19 1.3t 1.29 1- 4. 



10 

Airs a chanter 
La 

Paymerois mieux mon berger 

.- 
a' 

10. r. I P 

AI 

-- ýt -- I U, 

-ell moutons paissent 11herbe 

- 

-7 - Gh 
)III 

___ -P ft iP P_ 010A IZ: 3 
.- 

ý ;; +- 
A 

WI 
___ 

ýý .IIII 

Rhythm of the staff notation given 
- ii 

in square brackets as 
an alternative at this point 

Air a chanter 

a0R+v Rol i- 
.. II 

Dans ces pres dessus 

rI 1-7- -T- 

iiiiI 

i6wwmhý 

A nother 
OWN 

bar rýJe 

ne puis me deffendre 

1 it 11 -1. ý- 1 10 1�ä- F1 

e. . in ý 14 
-f 



Inother 7 
POP. AI -P IIIcIa wd VA ' 

_; 
II 

71 17 

EE 

10 

Il go 
Ld 

o 

omm-" 

mi I 
lk - bi 

-A 

al 
-my bf 



12 

Jacques Hotteterre, M6thode pour la Musette (Parist 1739) 
Second paxt - musical examples 

Editorial method 

Source 
This edition was prepared from a microfilm copy of the orig- 

inal edition (published by Christophe Ballard of Paris) in the 
BibliotlIque Nationale, Paris. 

(ii) Clefs 
The pieces axe transcribed at pitchp but with the G clef on 

the second line instead of on the first as in the original. 

(iii) Ornamentation 
The notation of the ornaments encountered in these pieces is 

discussed in detail in Chapter 6 of Volume I. Small notes were 
occasionally used in the original edition instead of symbols, 

especially for the notation of accents and coulements. This prac- 
tice has been retained since its purpose was often to avoid dub- 
iety about which notes should be played if accidentals were in- 

volved. 

(iv) Time signatures 
Original time signatures are retained throughout. (See Chap- 

ter 6 in Volume I for information about time signatures and their 

associated conventions of performance in woodwind music). 

(v) Dynamics 

Dynamic markings were absent from the M6thode. As with the 
Borjon pieces, the musette on which the music was intended for 

performance was capable of only limited (if any) dynamic variation. 

slurs 
All slurs were original. 
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(vii) Repeat signs 

In the original edition the signs 
1:, 

and .1 were used to 

indicate optional repeats of the sections of music between the 

signs. In the present edition the signs have normally been re- 

placed by their modern equivalent. Example 43 is an exception, 
In the words of p. 12 of the Me"thode 'such repeats axe optional', 
and this point should be stressed. Slurs over repeat bars in the 

original are taken to indicate the equivalent of first and second 
time repeat bars. The sign-* indicates the equivalent of Dal segno,. 

(viii) Phrase str=ture 
Unlike the original edition in which the layout of the music 

was designed to achieve the maximiim economy of space (paper was 
expensive), the music examples have been spaced out in lines in the 

present edition to correspond as closely as possible to their phrase 
structure, The Commentary draws attention where appropriate to some 
unusual phrase lengths and melodic structures. 

Spelling 

Spelling of the original French titles of the pieces has been 

retained. 

(x) Editorial markings 
All editorial suggestions axe given within square brackets. 

In some situations it is obvious from the musical context -uhat the 

engraver of the original made an error or omission; these are 
corrected and noted in the Commentary, 

The mus ic 

0, The title page of the second part of Notteterre's M6thode 

runs as follows: 

Second part / of the Method / for / the Musette / by 
M. Hotteterre / Containing several Suitest Airst Vau- 
devilles, / Menuetst Symphonies ... collected / and 
ornamented by the Author. / Preludes in different keys. 
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The following chart analyses the relative popularity of the move- 

ments used in the Second Part of Hotteterre's Methode. 

1 Air 49 34 36 
2 Menuet 7 22 25 28 
3 Contredanse 42 51 52 5 
4 Prelude 94 95 96 97 
5 Vaudeville 136 14 
6 Musette 11 18 37 39 
7 Chanson/ette 25 29 33 
8 Rigaudon 8 20 85 89 
9 March 10 21 30 45 

10 Brunette 16 26 53 77 
11 Bourree 12 15 19 
12 Allemande 13 351 
13 Cotillon 24 731 
14 Caprice 92 
15 La R6gence 27 
76"Branle 40 
17 La Prove2, cal 47 

18IGavotte -. 66 

11 Air 

21Menuet 

3 Contredanse 
4 Prelude 
5 Vaudeville 
6 Musette 
7 Chanson/ette 
8 Rigaudon 

Notes on the movement types 

43 57 63 64 70 79 82 83 84 88 90 93 
32 38 41 44 46 49 65 67 69 75 2j 
58 59 61 62 68 71 74 801 
98 99 100 101 10 

17 23 31 72 7 
76 86 87 89 91 

47 50 54 55 60 

1 Many of the Airs are identified only by the first line of their 
texts, and in the cases of Examples 4,99 349 36P 579 63,649 70P 
76, and 90 no sources of the melodies are recorded by Hotteterre. 
The Airs with texts reflect their characterg and a correspond- 
ingly wide variety of style and mood is found. In those examples 

of which the sources are identifiedy e. g. 43t 82,839 84P 88, and 
93, only Example 93 has both the source and the words of the orig- 

inal text provided. 

2 Few of the sources of the Menuets are identified. Examples 38# 

419 449 49,67,69, and 78 are exceptions. The remainder (in the 

absence of contrary information) may be assumed to be original 

compositions which Hotteterre wrote specially for his Mdthode. 
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3 Most Contredanse examplesq e. g. 52* 56t 58t 599 620 689 719 
74, and 77, have titles such as ILa Pharaone'# 'La Coquette' etc. 
The majority of them are in d-aple time, but a few examples are in 
triple time, e6g. 429 51, and 59. The prevailing mood of fest- 
ivity is reflected in the G Anime/ tempo indications which pre- UaIV 
face most of the examples. 

4 Only one metre is used in all ten Preludes: 2 time performed 

with two slow beats. Tonalities are restricted to C major/minor 
(three examples in each) and G major/minor (two examples in each). 

The interpretation directions ranging from Anime to Moderato in- 

dicate lively, spirited performance. These Preludes are barred, 

unlike the slow and moderate Preludes in Hotteterre's L'Art de 

Pr4luder which are unbarred, having small dashes below the s-Gave 

instead of barlines. See Chapter 6 in Volume I about inequality 

in the performance of quavers moving by step or with small leaps. 

5 Hotteterre made use of nine Vaudeville melodies to short sat- 

irical poems. Vaudeville melodies often served for many differ- 

ent texts written in the same poetic metret but Hotteterre invar- 

iably quoted only one set of words per melody. The melodies are 

in a variety of tempi and time signatures. 

6 The musical examples also contain nine Musettes, this dance 

having a direct association with the instrument for which the 

tutor was written. All of the examples except 87 and 89 stick 
closely to tonic and dominant harmony. Even the exceptions only 

modulate to the dominant, and that very briefly. Examples 18 and 
87 are stylistically very similar; dotted rhythms also feature 

prominently in Example 31 although this is not named a Musette. 

Duple time Musettes include: Examples 18# 379 799 86t 87, and 91. 

Triple time Musettes include: Examples 11t 39, and 89. Several 

Musettes, such as Examples 37,399 79, and 910 have the indicat- 

ion 'Gravement', while others, such as Exmples 119 18,86,87t 

and 89, reflect a more pastoral/festive mood with interpretation 

directions 'Tendrementlt 'Gracieusementlo and 'Noderatol. 
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7 Chanson/ette Ebcamples 2,55, and 60 deal explicitly with past- 
oral subjectsl while the remainder deal implicitly with pastoral 
and amatory escapades. In all cases the text of the song ident- 
ifies the extract. Example 33 has the ourious title: 'Chanson 
Bibulo Bobulol. 

8 The Rigaudon was a 17th century Provencal dance used in oper- 
.3 

atic ballets. Being a performer in such entertainments Hotteterre 

knew this dance type well and borrowed three examples for his 

Meethodeo Two of the Rigaudons (20 and 85) have identical rhythms 
Example 89 was his only original as far as Bar 4 of the tunes* 

composition in this form. 

9 Example 30 is the only March in the collection which is not 
identified by title, The interpretation direction for all examples 
(except 45) is Marqu. See Chapter 6 in Volume I about tongue- 

'M 
ing performance of quaver patterns such as and in 

ft lb 4i 

Example 30- 

10 Hotteterre makes use of four Brunettes in his musical examples. 
17th and 18th century French popular songs (with or without accomp- 

animents) Brmettes dealt with idyllic, pastora, 19 or amorous topics. 

They replaced the earlier Bergerettes and Vaudevilles. The name 
'Brunette' was probably derived from one famous exampleg Le Berger 
Tircisq which had the refraing 'Ah petite brunetteg ah tu me fais 

mourirl. Example 43 is drawn from the same work. In his choice 
of Brunette examples Hotteterre has shown a preference for saxa- 
bande-type movements with characteristic hemiolasp and all four 

examples axe in triple time. 

11 All three Bourrees have a characteristic one-beat anacrusis 
to their phrasesq and in each case the anaCrUSis leads to a bar 

of even crotchets. 

12 a-ample 35 should perhaps be classed as a Contredanse rather 
than as an Allemande. 
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Air: 'Que n1hazarde tu Berger 
Moderato 

AW v VA A 
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LA 
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00 0 H 

Airs for the 5th an4 6th Lessons 

Musette from Ajax: 'Vous qui donnez de Llamour' 

-- - 0.4- 1 4w 1 1 
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boom- 

p 
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Menuet from the Balet des Muses. For the practice of blIflat. 
Ronýeau 

IL t if 
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IIL- F 
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Rondeau Musette by Mr. Clerambaut 
Gravement 

4v AV ., wFin 
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.4 
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A. 
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(40) Branle: 'Baise moy pendant' 
30 
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fP 
J 

-now 
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L 

--- 

ý-: 

Vienuet by Mr. Marais 
00 Loure + 

09% 

t-+Tr 

+ 4w 

TEE--- 
Contredanse: 'Jeanne qui Saute' (4z) , 

Fort gay, 
v- It I --I 

.......... jL 

Li I 
II #F 

+Iv Alp .I /V 

LFFi 
Air de Musette: 'Pentens deja dans la plaine la Musette de Tircis' 
Moderato + 

11 r 'r 
/L 
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Menuet from Alcide: 'Je ne suis plus pour les charmes d'Amintel 
AV 

to 4 

AV 
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Supplementary Airs for the 5th and 6tý Lessons 

Marche des Bergers from Isis 
4. + 

v+ -4 

I Ail 

(40 Menuet 

1 } p 41 

T J 1 i Liii 131 
py 



Qhansonette: 'Ah que 
Ga 

jletois Insense"Oel AW 
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E-444 
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La Provencale 
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III AB 0 
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Menuet du Tambourin. For the practice of f sharp, 
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/I r 91: 7 

(fo) 'Chansonette: 'Eh pourquoy dona dessus 11herbettel 
Nonch ament 

lzr:: ýý bia a-- a0Fii011 
111-ax 11 j---- II- --A I 
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A-[ r 

.. 40 
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+ ?%a-+1: 4' arII rw 

A 

Airs in C minor / for the 8th Lesson 

(51) Contredanse: 'La petite Janeton' 
Moderato 

i-- zPja I 4L--fmý .A 
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(53) ýrnnp 
tp: 'Nous aimons les plaisirs champetres' 
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-I F-- -11 V=02-- 

(54) Chansonette: 'Amis sans regretter Paris' 
Mesur4 
L 

--- -a. 
be -+v 

be 

(55) r chansonette 
I 

'Un jour une jeune Bergerel 
Moderato,, v++ 

.Ia -1 P 

--- -- -I- 4- 

+vv i i. . 1,114 
- 

-il I- 
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AV v+ 

jai 14 a 

(56) 'Contrýoanse: Le Lutin 
Anime +++ ba A 

La- -II-rIiIIa 
41. P F-±=t 

+ 

A4 

(57) r: 'Nous sommes demi douzainel R'Mndement AW 
144 --v 

Ul-I 11 -aaA IF V,. iZ Fl 1 10, =: I 

4- Lv+ Aj 

v 
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9A -4 

(58) 'OContreýanse: 
'La Jalousie' On dit que vous mletes infidelle 

Marque +II how 

4w 1 AW 10 ýf. 
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I low I Lj 
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w 'EVE 
ill bb Wýýf 

I -- -- .--iW= 'A 
I- 

(59) Contredanse: 'La Coquette' 
++ 

A 
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(60) O'Chansonette: 'Un beau Berger de nos cantons' 
Aoderato 

iu__ vI 
1) 11 

v 

ra- -a- 

V i-4 r EE 'w 
(61) 

'Entrgdanse: 

'Je risq je bois, je suis contente" Marque 

ki IM ýL- III -- -- F1Nd. -V0 
;p 

+v 

graýg . --1 1- : mm 1 ii 

I ii 
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44- 

(62) Contredanse: 'La Menagerel Margot a vendu son cotillon pour boire 
AW 

--- -- 10 .4 

+- 4w 

ýAI+ +1 
.. 1+ 

IL P%- r 
---- 

qL 
191 1 

11 

ý. 
Airs in G major / for the 8th Lesson 



(63) Air: 'Prens ma Philis prens mon verrel 
38 

Moderato . 0.1 v14.1 
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t law k 
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(64) other air : 'Que ferions nous cher voisin arqu? l 
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I 
II19-I ba 

(66) 'Gavotte from the opera Athis 
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(67) Menuet following Gavotte (66) from the same opera 
JAI ++ 

AR 6FP 

+V+ at 
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(68 ) te-rontredanse:,, 'La Jeunessel Fuyez vertu Severe 
Gay et +marque All 
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--- IL i 

I. 
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(69) Menuet from Mari a re-discovered comedy ITu croyois en aimant Colette' 
AA 

v 

r .4 
r, i 

-- he 0 
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(70) Mr des 3 Cousines: 'Nos Pelerins ont bonne Mine' 
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iContredanse: 
'Les Rats' Dans notre vjjjage.. ýl est w-h Berger 

.A0,10 

AIN 
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F. JR II -- i1 0-- t0? T1F 11 dii all 
(72) Vaudeville des Vacances; 'Compagnons dansono tous en branle' 

Ak ?AAI 
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(74) Contpdanse: 'La Cristinel Anýi 
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(76) 4Musette from Callirhoe 'Dans nos champs llamour de Florel 
I 

-i 

This same Air is given below in C majorg and serves as an example 
of transposition between these two keys. 

Airs in G minor / for the 9th. lesson 

(77) Brunette: 'Llautre jour Mallant promenerl 16 

(78) Vaudeville: 'On dit que la jeune Isis' 
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(79) Te., nlest poi4t par effort qulon aimel Air 
Rondement 
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(80)- 1 Contredanse: 'La Siluiel 
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Menuet from Fetes de Thalie Aw 
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(82) Air des Matelots from Alcione 'Amans malheureuxl 

Moderato +-. I 
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(83) Air from L'Europe_Galante 'Je suis Madelon friquet' 
Rondeau v gay v+4 

4- V 
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(84) Air from Marthesie 'Jeune Iris veux tu m en croire 
Moderato 
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(85) Rigaudon: Tans nos Vaisseauxl 

Rondement + 41 __ i, i 
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(85a) Another rigaudon 
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(86) Musette from Fetes-Grecques et Romaines 
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Gay, major v 
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(86a) Suitte [continuation] 

Minor + A 

FA be 11 .1 

Iw 

++ Fin 
Ph 

oil 

At a 
---A a +. ± t-ta tý 

4 HIP + 
F 

The two preceding Airs may be played alternately., 

Airs / for the final supplement / They are in C major 

(87) Air de musette: 'Bergers dans nos bois' 
Gracieuseme nt AA be .Iv++ IFM. rIra......... 
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(88) Air from Alceste 
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(89) Musette 
Mogerato 
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'rMusette from Callirhoe 
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(92) "Caprice 
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(93) Example of an Air 
posed a 4th higher 

for two chanters from 
than the originale 

It is trans- the opera Lsis. 

'Clest le Dieu dip 
Moder o 

Eaux' 
A 

AA +1 + 
F-4 -Fp h 

I 

r2 
+ 

- 4P "A 

r+ 
The location of pieces for two chanters by / Hotteterre is to be found on p. 64 of the Methode, 
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Preludes in keys / which are the most popular on the musette. 

(94) 1st Prelude in C major 
00, #* Anime 

I Ik F 6=64 IIrIr 
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(96) 3rd Prelude 
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v IL Ih 1.1 1mr- t/93 vrI 

(98) 2n(i Prelude 
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(100) st Prelude in G major Moderato v 
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(102) Ut Prelude in minor 
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Hotteterre's model (ii) 

Jean-Pierre Freillon-Poncein, La Writable Maniere (Paris, 1700) 

Preludes for oboe in seven major keys 

Preludes for oboe in seven minor keys 

Editorial method 

source 
These Preludes have been transcribed from a photocopy of the 

original edition published by Jacques Collombat 0.1700 in Parisg 

a copy of which is now in the Bibliothýque Nationaleg Paris, The 

full title of Poncein's tutor from which the Preludes are taken is 

given in the Warner Catalogue (35). The text of the tutor incorp- 

orated Preludes in major and minor keys for the oboe and the rec- 

order, a feature copied by Jacques Hotteterre (with the addition 

of Preludes for the transverse flute) in his L'Art de Preluder 

published 19 years later. The recorder Preludes have recently 
been transcribed, 1 but the oboe Preludes from Poncein's tutor are 
here transcribed for the first time. 

(ii) Clefs 
The music is transcribed at pitch using the G clef on the 

second line, instead of on the first line as in the original. 

(iii) Ornamentation 
Notation of the ornaments used is discussed in Chapter 6 of 

Volume I. The only ornament present in the Preludes was a small 
cross (+) and it probably indicated any appropriate ornament, 
although Poncein mentioned it specifically as one of hie alter- 
native signs for a trill. In some cases a port de voix may seem 
a more appropriate ornament. 

(iv) Time signatures 

Original time signatures are retained. Only three metres 

Lasocki, D. and Bang, B. Freillon-Poncein and Hotteterre le 
Romain: Preludes (Londont 1-9-6-8-Y 
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were used in the Preludes, viz. C (played in four slow beats), 

2 (played in two slow beats)t and ý (played in two quicker beats), 

(v) Dynamics 

No dynamic markings were given in the original edition. 

Blurs 
All slurs are original. 

(vii) Accidentals and key signatures 
Accidentals modernised. In the original accidentals were 

frequently inserted above and below notes as a reminder, even if 

they were present in the key signature at the beginnings of lines. 

In the case of minor key signatures with flats one fewer flats 

than in the equivalent modern key signature were indicated at the 

beginnings of lines, and the missing flat was added throughout 

the course of the music. Minor key signatures with sharps were 

given in their present form. Throughout this edition modern key 

signatures have been consistently adopted. 

(viii) Editorial markings 
All editorial markings are given within square brackets. 

Alterationsq errors and omissions from the original edition are 

noted in the Commentary at the end of this Volume. 

The music 

The practice of playing an improvised solo Prelude before 

performing a work was one which wind soloists followed in France 

from the beginning of the 18th century until the middle of the 

19th. Almost all extant Preludes were composed for the transverse 

flute or recorderg and the following fourteen Preludes are unique 

compositions in the oboe repertoire, The range of the instru- 

mental paxt is from D4 to D6 and makes use of all the notes given 

in Freillon-Poncein's fingering chart for the oboe except for C4 

and C4 sharp. 
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The text of Poncein's Introduction to his Preludes runs: 

I thought I ought to define what a Prelude is. It 
is simply a piece played to establish the key in which 
one is about to play. It is normally improvised by the 
performer on the inspiration of the moment. 

There axe no special rules of composition for the 
Prelude, or any stipulation about length. They are com- 
posed according to one's varying inclinations - tender, 
brusque, short, or recitative-like. One may modulate 
freely as long as the modulation is logical and does not 
offend the ear. It is necessary, howevert that each 
Prelude should start and finish on one of the principal 
notes of the tonic chord, although it is always better 
to finish specifically on the tonic note, Since many 
people do not have the facility to compose such Preludes 
I thought it useful to append some examples in the seven 
major and minor tonalities for oboe ... which readers 
may practise, 

My intentions were not to make them singable, but 
only to make them very difficult to perform because of 
their large unexpected leaps. There is one example for 
each key 4.. through transposition into all sorts of 
keys they can be made suitable for all other instruments. 
Those who can play the Preludes well will find playing 
the pieces which follow very simple, since the latter 
progress by small interv. --as of a second, third, etc. 
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Freillon-Ponceing La Ve/ritable Maniere (Parist 1700) p. 29 

57 
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Preludes for Oboe in seven major keys. 
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Preludes for Oboe in seven minor keys. 
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Jacques Hotteterreg L'Art de Preluder (Parist 1719) 

Preludes for the one-keyed transverse flute 

Editorial method 

sou=e 
The present edition has been prepared from a microfilm copy 

of the original edition of Hotteterre's tutor now in the Biblio- 

tIkue Nationale, Paris. Michel Sanvoisin has recently produced 

a French edition of L'Art de Preluder 
' 
published by Zurfluh, Paris 

in 1966. Errors in this edition are profuse and are noted in pass- 
ing in the Co=entary at the end of this Volume. Sanvoisin re- 
tained the original rhythmic notation with its peculiar graaping 

of notas. Rhythmic grouping is modernised in the present edition. 

(ii) Clefs 
The music is transcribed at pitch using the G clef on the 

second line instead of the old French violin clef. 

(iii) Orn=entation 
The notation of ornaments used is discussed in detail in 

Chapter 6 in Volume I. The most common sign is the small cross 
(+) representing a simple trill. Second most common is the port 
de voix (V) or ascending appoggiatu=aj which is played short and 

on the beat. There is one example of the battement (1) or mordent 
in these piecesp and also only one of the coulement (A) or pass- 
ing appoggiatura. The latter is played short and before the beat, 

and Is normally used only in descending intervals of a third. It 

should be specially noted that a, battement is almost always used 
immediately following a port de voix although this is never indic- 

ated. A flattement or fingered vibrato on the flat side of a note 
(for which Hotteterre gave full fingerings in his Princi]2es) should 

be played on any note longer than a crotchet. 

(iv) Time signatures 
All the Preludes are in 2 or 3 timej although there is a 
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wide variety of time signatures used as the following examples 

show: 

Preludes in 
A major No- 4 

B minor No. 2 

B minor No. 

B flat minor No. 2 

C maj or NO. 1 

C maj or No. 3 

F sharp minor No, 2 

2 Gay et croches Wales 4 

e C Anime et detache" 

6 Gay 4 

3 
2 ýIav 

C Un peu anime et eroches e"gales 

C Gay et croches ek-ales 

3 
a Ra 

Quavers should be played unequally if they move by step or 

small leaps. They are played equally when under large slurs. 
See Chapter 6 in Volume I for more detailed information about 
rhythmic inaquality and articulation patteras. 

(v) Dynamics 

No dynamic indications were gi-ten in the original. 

slurs 
All slurs axe original. 

(vii) Barlines 

The moderate and slow Preludes were unbarrea, having small 
dashes below the stave instead of barlines. In the present edit- 
ion barlines are added throughout. On barring Hotteterre commentedoo 

Although I have barred most of the Preludes, 
1 one should 

not beat time when playing them from memory. 

1 Hotteterre, Jacques L'Art de Priftuder (Parist 1719) P. 7 



66 

(viii) Editorial markings 
All editorial markings are given in square brackets. Some of 

the Preludes Hotteterre described as suitable also for the oboe and 

recorder. The oboe was capable of playing all the notes in the 

Preludes, whereas the recorder cannot go below F4. In such circum- 

stances Hotteterre provided alternative versions for the recorder 
to play. Those Preludes cuitable for the recorder were indicated 

by Hotteterre with a small drawing of the beak of a recorder in 
the originsl edition, and in the present edition such Preludes are 

prefixed with the letter R. 

The music 

Similar introductory comments can be made as those which pre- 
faced FTeillon-Poncein's Preludes for oboe, Hotteterre, however, 

made use of a much wider variety of ornamentation than Ponceing 

and the fact that some of Hotteterre's Preludes are unbaxred sugg- 

ests that a freer, more cadenza-like interpretation had become gen- 

eral in the years between the appearance of these two collections. 

Jacques Hotteterre, saw the Prelude as two distinct types of 
composition, 

The first is the composed Prelude which is usually the 
first piece of a suite or sonatat and which in these 
forms is certainly a movement. Overtures and ritornelli 
which precede and introduce thematic material of sung 
portions used in operas and cantatas are also of this 
type. The other type of Prelude is the improvisatory 
Prelude which is certainly the true Prelude. In fact, 
since the Prelude ought to be invented spontaneously 
without preparation, and since it includes infinite var- 
iety, it seems that the Prelude is not capable of being 
subjected to rules or formulae, Howeverg having come to 
the conclusion that these Preludes are not constructed 
completely at random and that they must be formulated on 
a basis of very regular modulationt I conceived the idea 
of writing this workp and I flatter myself that it may 
be of great use to those who 1 wish instruction and to per- 
fext themselves in this art. 

1 Hotteterre, Jacques L'Art de (Paris, 1719) p. 2 
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In the first Chapter of L'Art de Pre'luder Hotteterre demon- 

strates some elements of the Prelude with some variations in the 

key of G major. He mention3 the possibility of changing from major 
to minor, and the first music example is an arpeggio (up and down) 

of the key of G. This acts as the harmonic framework for the 
following Preludes. He says that in effect one has only to grasp 
how to elaborate such patterns melodically to be able to produce 
Preludes. Five examples of such elaboration follow in 2,29 3,29 

and 2 times respectively. Hotteterre then gives another basic 
harmonic formula with four variations based on it. Notes which 
are not part of the basic formula may be introduced through con- 
junct melodic motion. These simple instructions are all that pre- 
cede the following Preludes for transverse flute in Hotteterre's 
L'Art de Prigluder. 
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Jean-Pierre Freillon-Poneeing La Väritable Maniere (Parisq 1700) 

ILIIýnbarras de Paris' 

'Trio pour la. FluAtef 

'Bruits de Guerrel 

Editorial method 

M Source 
This transcription of the three pieces from PonaejWs tutor 

was made from aphotocopy of the original edition in the Biblioth- 

eque Nationale, Paris. Poncein's conerted original compositions 
for woodwinds are here transcribed in a modern edition for the 
first time. 

Ornamentation 
Notation of ornaments used is discussed in Chapter 6 in Vol- 

ume L Some accents and coulements in the three compositions were 

written out, e. g. in the Passacaille for recorder and bass, p. Ill. 

(iii) Time signatures 
Originel time signatures are retained. Poncein's liking for 

triple time in his own compositions is notable; some of the short 

contrasting episodes in 'Bruits de Guerrel are the only exceptions 

to continuous triple time throughoat. 

(iv) Dynamics 

No dynamic markings were indicatedt but the note Which pre- 
faced the original compositions (translated on p. 90) described 

the general manner in which the pieces should be interpreted. 

Poncein's description of the va et vient of 'Paris Traffic' is 

highly colourfulq but his music is not descriptive in the literal 

sense. The scoring for 'Bruits de Guerrel suggested by Poncein 

is noted in the transcription, 

(v) slurs 
All slurs are original. See section on inequality and slurs 

in Chapter 60 Volume I. 



87 
(vi) Editorial markings 

All editoria. 1 markings are given within square ýrackets. 

Errors or omissions in the original are corrected and noted in 

the Commentary. 

The music 

'LlEmbarras de Paris' 

A piece for five (or fewer) melodic instruments and bass. 

The contrasting sections of the simple rondo form piece are scored 
for two melodic instruments and bass. The rondo themeg which is 

based fanfare-like on the notes of the tonic triad with passing 
notes and auxiliary notes, is repeated in canon by all five voices 

above a tonic pedal. The first voice enters twice with the com- 

plete melodic phrase, The trio sections in which the bass moven 
freely contrast with the harmonically rather static tuttis. The 

two treble voices in the trios again move in canon until approx- 
imately two bars before the final cadences of each section. The 

parts, were printea in score in the originalt and the ranges of 
the voices were: 

Part Clef RanRe 

Treble 1 G G4 to C6 
Treble 2 G G4 to C6 
Treble 3 G E4 to A5 
Treble 5 G G4 to A5 
Bass p P2 to D4 

A 
'Trio pour la Flute' 

This piece for two recorders and bass is in simple imitative 

style, the demands on instrumental technique being minimal. Parts 

were again printed in score, and the ranges of the voices were: 

*G clef on the first line 
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Part Clef Range 

Treble 1 G G4 to D6 

Treble 2 G F4 sharp to B 

Bus F G2 to A3 

'Bruits de Guerre pour toutes Sortes d'Instruments' 

Particular sectionsofthis lengthy qomposite piece were des- 

ignated to be performed on violins# oboes, or trumpetsq and the 

bass was to be played by string basses, bassoons, trumpets and 
drums. Harmonic movement in the martial sections is confined to 

tonic and dominant in order to suit tuned drums, and in places 

where the bass moves away from tonic and dominant harmonies the 

bass line is indicated to be played only by string basses and bass- 

oonso 'Bruits de Guerrel is a piece of contrastst and the martial 

episodes are interrupted by music of a more pastoral and reflect- 
ive character. The Menuet for oboes (marked doux) is the first of 
two short sections for reeds. The second is a piece for two oboes 

with bassoon accompaniment. Two unaccompanied trumpets play three 

episodes. Tutti sections between each of the reed and brass epi- 

sodes are not written out in the present eaition since the repet- 
itions of the opening tutti material are. exact. Parts were writ- 
ten in scorej and the overall plan of the composition was as laid 

out on p. 89. 

The 'Passacaillel is based on a repeated four-bar phrase in 
the key of E minor descending from the tonic to the dominant. 

Suoceeding variations become more complex, and at p. 108, line 7 

the theme appears in the treble for four variations. The seconcl 

part of the 'Passacaille' represents a change of mood from Tendre- 

ment to 2. aZ, and the music of the concluding Menuet is also bafted 

on the motive: E, D9 C-naturalq B. 

*G clef on the first line 
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Section Time Type of movement / instrumentation 

A 4 Tutti 8 

B 3 Menuet for oboes and bass 

A 4 
8 Tutti 

C 2 Duet for two trumpets (unaccompanied) 

A 4 
8 Tutti 

D 2 Duet for two oboes and bassoon 

A 4 
8 Tutti 

E C Duet for two trumpets (unaccompanied) 

A 4 
Tutti 

P 2 Duet for two trumpets (unaccompanied) 

G 3 Menuet for oboes and bassoons 

3 Passacaglia in two sections for recor- 
der and bass 

* Letters represent thematic content 
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The following note prefaces Poncein's three original comp- 

ositions for wind instruments in his tutor. 

There follows a small collection of various types of 
pieces which I have composed with so much trouble that I 
dare to flatter myself that they will not be disapproved 
of by the discenring public, since one of the most skilled 
composers of this century has done me the honour of inform- 
ing me that the pieces are very good. The first is entit- 
led 'Paris Traffic'I The noise and bustle chExacteristic 
of the mornings and afternoons, and the comings and goings 
of individuals are expressed in the sections for six ins- 
truments. The sections for three instruments vepresent 
the periods of calm during lunch and at night. Although 
six voices are indicated for joint performance$ if there 
are insufficient players to play all the partst the top 
two (or more) voices of each section may be played with 
the bass. 

The ITriqMc1-=la Flute I is a canon which may be played 
on two instruments when there are not more than two players [two flutes without bass, or one flute with bass? 3 

'Bruitp de GuIrrel is a piece which suggests the un- 
certiLinty oý military lifet that is to say the ala=st 
excursions and pleasures which follow one another in such 
close proximity. The opening may be played by all kinds 
of instruments, but as fax as possible thereafter the ins- 
trumentation suggested at the beginning of each section 
should be adhered to. The trompettes marines should play 
the Duaux du bruit de-guerre. and accompany elsewhere. 

With reference to the Passacaille, since it is a very 
tender piece it should be performed accoringly. All orna- 
ments should be performed here exactly as indicated. 
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. 00 Persee, Air de Ball9t 

Gracieux 

Demons de Thesee, Air 

Vivement, 

oland, Menuet 
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Armideq Couplet de la Pa-gsacaille 

ES: ample of 3 time with croches egales. There is equality here because: 

(i) the quavers move by leap, 
(ii) the quavers are intermixed with semiquaversp and 
(iii) the quavers. occur on repeated notes. 

Two further examples of croches egalea, this time in Italian music: 
Corelli, Courante 

Allegro 
HAIr 
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orellip Sarabancle 

Largo 

Note: Basses of sarabandes which have continual quaver motion are 

regularly played e"'gale. 
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Joseph de Boismortier Concerto for five flutes OP- 15t No. 

Editorial method 

(i) Source 
This edition has been newly transcribed from a photocopy of 

the original 1727 Paris edition in the Bibliothlque Notionale, 

Paris (catalogue Nmber 44o6). In the original edition Flutes 1 

and 2 were written together in a separate partj as was the music 
for Flutes 3 az-0 4. Flute 5 combined with the figured bass was 

written in yet another separate part. The present edition trans- 

cribes all five voices in score with figured bass notated under 
Flute 5's stave. The range of the parts is as follows: 

Part Clef Range 

Flute 1 G D4 to E6 

Flute 2 G D4 to D6 

Flute 3 G D4 to D6 

Flute 4 G D4 to E6 

Flute 5 G D4 to G5 

(ii) Clefs 
In the original all parts were notated in the G clef on the 

second line. The title page (see p. 114) indicates tha* Flute 5 

could be used as a bass part. In a full performance the piece 

would be played by five flutesq continuo (bassoon(? ) and harpsi- 

chord) doubling the fifth flute part, and strings doubling the 

tutti sections. 

(iii) ornamentation 

The only ornament used was the small cross (+) indicating in 

most circumstances a trill. See Chapter 6 in Volume I for more 
information about ornamentation. 
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(iv) Time signatures 
Original time signatures have been retained. 

(v) Dynamics 

No dynamic indications were given in the original. The con- 

certo idiom in which tutti and solo sections are juxtaposed has 

'built-in' dynamic contrasts, 

(vi) slurs 
All slurs were in the originalg except those noted in the 

Commentary. 

(vii) Editorial markings 
All editorial markings axe given within square brackets, 

Errors are oorrected and noted in the Commentaxy. 
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Joseph de Boipmortigr Concerto for five flutes OP. 159 Wo- 1 

(Pariag 1727) 

2. 

I 

,A 

(0 

lf 

Note: Before transc; ribing this work I believed it had not appeared 
in modern ed#ion. Howeverg after the transcription was complete, 
I read in an old Hoffmeister catalogue that Boismortier's op. 15 had 
been published by this firm in 1957t but it is currently unavailable 
and has therefore not been consulted. 
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Textual Co=entary 

Abbreviations: b- breve, s- semibreve m- minim c crotchet 

q- quaver sq - semiquaver k-s - key signature t-s time sig- 

nature rep - repeated tab = tablature sn= staff notation 

p- page 1= line b- bar bl - barline n= note Ex = example 

Comments are presented in the format: page, line, bar, number of 
note in the bar, info=ation. Pitches are quoted in American Ac- 
oustical Notation (see Notes in Volume I). 

Example: 12 652: qP4. page 129 line 6. bar 51 note 2: 
quaver P4. 

Charles Borjon, Traite"32our la Musette (Lyonq 1672) 

61--: tab includes n9 in downward scale of the musette; this 
n is omitted from the sn/6467: first occurence of this sign 
(see Introductory notes, Volume II, pp. 1 and 2) /6914: D5 
rep in s n; not rep in the tab. /6 10 2 10: C5 is m in tab; 
C5 is a in s n. C5 should be a dotted m to agree with 6 12 2 11 
(being the 'simple I of that 'double I) /6 11 - -: no bl suggested 
in sn but tab inserts one at end of 1. /765 1+2: rep G4 falls 
outwith suggested bar structure; bar of 4 here /7 9-12 - _: this 
piece appeared in the order set down here in both sn and tAb ver- 
sions. It was traditional, howeverp to perform 'aimples' and 
'doubles' in corresponding pairs, so that a suggested order of 
performance would be 79 1+2 7 11 1+2 -: 793- and 7 10 
7 11 3- and 7 12 --/81 sign C misplaced at beginnings 

of 12 and 14 in sn instead of at 11 and 13/ 10 316: this 
nam in sn but dotted in tab / 10 325: ornament for a coule. 
ment placed over this n. This may have been simply a slip on the 
part of the engraver (the ornament does not occur at any other 
point in these pieces) / 10 4--: rhythm of tab adopted here 
11 7 1+2 -: rhythm ambiguous in both sn and tab at this point 
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11 11-12 - -: repeats written out. Dotted n aro hold over the 

bl in the rhythm jif] 
. 
1. This is not clarified in the a n. 

Jacques Hotteterrel Yethode pour la Musette (Parisp 1737) 

18 461: mC5 should be undotted / 19 4+5 3 2: two examples of 

written out appoggiaturas / 19 522: should D5 be acP5 since 
phrase is in other respects identical with 14? / 19 6- note 
similarity of opening phrase to beginning of Ex 3 19 6+7 -: un- 
usual phrase structure of 4+4+3 bars / 20 31 note 'fill- 

ing in' of 20 21 2+4 in the rhythmic pattern f) jn. 
. 
1of the foll- 

owing 1. See Hotteterre's comments about tongueing this exceptional 
type of pattern in his Principes p. 62 / Between Ex 8 and Ex 9 on 
p. 20 Hotteterre comments that, 'Ornaments are described on P. 48 

of the Me/thode and in the table in Hotteterre's Oeuvre IV. / 21 
3 1-3 -: opening rhythm is exactly similar to that used in the 
Marche des Barbets (Ibc 10) / 21 9 5-6 -: alternative cadence pro- 
vided in the original / 22 5-7 - -: hemiolas are accentuated by 
the underlying harmonic implications of the melody / 22 10-12 - -: 
one of only 4 examples with characteristic dotted rhythms (see also 
Ebcs 11P 31, and 67). Ln example of elementary rondo form; 'theme' 
is characterised by dotted notes and the contrasting phrases axe 
smooth / 22 12 1 1: an ornament added above the cC5 (1) to corr- 
espond with 22 10 11/ 23 2 1-4 -: opening 4-bar phrase consists 
of 2 rep 2-bax semi-phrases; of Ex 24 / 24 8 1-4 -: of comments 
re Ebc 19 / 25 9+10 3+6 2: hemiolas in b3 and b6 axe emphasised 
with ornamentation; of Ex 16 in which hemiolas were emphasised 
through the underlying harmonic structure / 26 2+3 - -: phrase 4 
(26 3 starts off as an inversion of phrase 3 (26 2- -) / 

26 63 note characteristic march rhythm: rj 
.1 .0 

26 7-9 

- -: of dotted rhythms of Exs 11,18, and 87 / 27 5-9 -: note 
unusual 5-bar phrases / 27 10+11 1 3: G4 is provided as an alter- 

native n of the tune since the musette's normal downward compass 

only extends to P4/ 29 1-8 - -: this movement was chosen to intro- 

duce and provide practice in the production of B5 flat / 30 1+2 - 

-: the slur over the rep sign in the original is taken to indicate 

the equivalent of a lot and 2nd time rep bar (see comments on rep 

signs in Volume II, p. 13 / 31 9--: after Ex 43 Hottetorre states 
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that the signs and indicate the equivalent of arbitrary 

repeats. / 32 1 3-4 C5 is dotted over the bl to indicate tying 

over the b; made= eQuivalent is suggested in square brackets. / 

33 9-- to 34 2--: movement chosen to Introduce and give prac- 
tice in the production of P4 sharp; of Ex 38 / 35 8-9 - -: note 
entire piece consistently in dotted rhythm: 11 P. I. P11 35 12 - -: 
third phrase of unusual length: 7 bars; of 5-bar phrases of Rx 34 
36 7-8 3 3: unusual syncopated rhythm fflý) and its only ooourenoe 
in the Mdthode / 36 10 3 3: first introduction of A5 flat in the 
MAhode but no mention of this fact is made in the text; of the 
comments re EbC 38 and Ebc 49 / 37 322: dotted m should not be 
tied to a c; n should only be a dotted m in duration, / 41 32 
2-3: bl inserted here in error in the original. / 42 2-5 - -: 
of Ebc 91 which is the transposition of this musette from Callir- 
hoe, The text points out the example as a demonstration of trans- 
position between the keys of G and C major. / 46 10 2 3+4: lower 
no not available on the musette; of comments on Ebc 45. Also of 
Exs 119 18, and 31 in their use of dotted note figures. / 47 11 
3 2: this is the only example of the ornament"' in the Meethode, 
Did Hotteterre intend a tour do chant, or was the ornament a mis- 
take for a port de voix / 48 10 an air chosen for practice 
on the small chanter. / 49 6-9 -a comparison of the untrans- 
posed version of this example (Ex 79) with the present version 
shows some minor discrepancies including (i) quavers grouped in 
fours are dotted in Ex 79 - not so in Ex 91, and (ii) Ex 79 con- 
tains additional ornmentation. / 50 9-11 - -: this is the only 
example in the collection utilising both small and large chanters 
simultr-meously. Other ex=ples of such pieces are suggested for 

practice by Hotteterre on p. 64 of the Merthode. The . se include 
PAces-rour-la, Musette by Mr Jean Hottetorre. 

PreilloA-Poncein, La Veritable MAni'66e (Perist c. 1700) 

Preludes for oboe in seven major and minor keys 

58 83-: in original Ma two ma were tied together; dotted m sub- 

stituted, / 58 91-: time signature missing. / 60 93-: s should 
be tied over the bl to e. / 61 844: 06 should be C6 sharp in B 
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minor. / 
62 12 3 6-7: engraver put a obaxp before B4 instead of C5 in the 
key of E (melodic)'minor, / 63 51-: time signature missing. 

Jacques Hotteterrep L'Art de Pre'luder (Parist 1719) 

Preludes for transverse flute 

69 31-: bl omitted after first q in 1 in Sanvoisin ed. / 69 32 
1: c A5 should be dotted to give ab of 3 time; dotted in San- 

voisin. 70 31-: bl omitted after first q in Sanvoisin (as at 
69 31 71 531: dotted c A5. / 74 13-: rhythm given in 
original as J. M, J ý, Pj. J11; alternative suggested. / 74 72 
an exactly parallel situation to 74 13 Sanvoisin notated the 
rhythm as 

f T- 
, 
). I jPj. Y); 

. 
13 

alternative suggested as at 74 13 
76 71 this Prelude starts with ac rest in the Sanvoisin ed. 
instead of with aq rest. / 78 62-: grouping ace. to beat in 
this b would confuse; original notation retained. / 79 21-: 
rhythm of this b rationaliced. Sanvoisin tied the c to a sq instead 
of to a demi-sq. / 79 933: q A5. 

Preillon-Poncein, La Writable Manie're, (Parisp c. 1700) 
Concerted wind pieces. 

100 81 5-6: original Ms gave the last quavers of the b as D5 and 
E5 and this produced consecutive 2nds between the two recorder parts. 
E5 and P5 have been substituted, / 100 951: rep cs E3 axe tied in 
the original; amE3 has been substituted. / 102 12 5 1. m C3 has 
been substituted for tied C3 cso / 103 231: as at 102 12 5 1. 
105 421: as at 102 12 5 1. / 106 841: m, G3 undotted in the 

original; dot added. / 106 921: as at 102 12 5 1. / 107 10 4 3: 

mB2 should be a a; c substituted for am in present ed, / 108 2 
4 4: as at 102 12 5 1. / 109 741; qD5 shnuld be D5 sharp? (In 

all other comparable positions the final b of the Passacaille theme 
is dominant major harmony). / 110 643: cf mistake at 107 10 4 3e 
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Joseph de Boismortier, Concerto for five flutes Op. 159 No. 1 

(Paris, 1727) 

118 834: original Ms gave q A5 instead of a c. /121 841: 0 

should be dotted (undotted in the original). / 121 11 4 3-5: slur 

suggested since Flutes III and V have slurs at corresponding places. 
/ 122 52 3-5% as at 121 11 4 3-5. - 


