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Briqueville lLes Musettes (Paris,'1894)

'‘Gentleman with musette' - a popular portrait pose. Note the
musette in this engraving has only one chanter,
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Hotteterre's model (i)
Charles Borjon, Traité de e Musette (Lyon, '1672)

Second part - musical examples

Editorial method

(1) Source
This transcription has been made using a photocopy of the

original edition in the Biblioth\eque Nationale, 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 staff notation in these pieces are extensive, and
are noted in the detailed Commentary at the end of this Volume.

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.

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

line in the staff notation has been replaced by the G clef on the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 Fxample 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
pleces) in the staff notation. For example, when a figure 4 app-
eared in the tablature with a curved line following it, 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 'le de-
licat' or 'le doux' [delicate or gentle trill]. It was performed
in exact reverse to the previous one, i.e, instead of trilling
below the hole which was left cpen one must beat on the one above,
For example, when a curved line appeared after a figure 4 and one
wanted to produce a tremblement doux 1t was necessary to trill
on the 5th hole, the 4th remaining open. Borjon gave no direct-

ions about how to discriminate between appropriate points for the
use of these two types of tremblement.

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

length indication, but as a tempo direction: the beat = J and
not | . In pieces which used the indication in the original the
sign 4‘ is placed at the beginning of the transcription, although
this was not necessarily where the sign appeared. Some passages
in the tablature and staff notation are barline~less, perhaps be=-
cause the beat is ambiguous, A compromise would be to insert reg-
ular barlines, editorial ones being dotted, 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 exemple, 2, 11, and 3 between two
barlines) to suggest an ambiguous beat may have been intentional.

(v) Dynamics
No dynamic indications are given in the original, Because of

the nature of the musette for which the pieces were written dynamic

veriations were in any case impossible,

(vi) Slurs

Only very occasionally were slurs added to notes (pairs of con-
junct quevers 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.
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Caption to p. 3

Charles Borjon, Traité de la Musette (Lyon, 1672)
Second part - musical examples p. 14. These pieces are presented

in alternating pages of tablature and staff notation (cf p.4 ).

Ception to p. 4

Charles Borjon, Traité de la Musette (Lyon, 1672)

Second part - musical examples p. 15 (see transcription on p.10 ).
In comparing the tablature and staff notation note:
(1) Absence of tempo indication in Example 2 in staff notation,
(i1) Misplacement of G clef type-face in same exemple,
(11i) 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.,
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Jacques Hotteterre, Méthode pour la Musette (Paris, 1739)
Second part - musical examples

Editorial method

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

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

(i1) Clefs

The pieces are transcribed at pitch, but with the G clef on
the second line instead of on the first as in the original.

(11i) 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 Méthode. As with the
Borjon pieces, the musette on which the music was intended for
performance was capable of only limited (if any) dynemic variation,

(vi) Slurs
All slurs were original.
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(vii) Repeat signs

In the original edition the signs li . H , and E' 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 Méthode 'such repeats are optional’,

and this point should be siressed. 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 structure

Unlike the original edition in which the layout of the music
was designed to achieve the maximum 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.

(ix) Spelling
opelling of the original French titles of the pieces has been
retained,

(x) Editorial markings

All editorial suggestions are given within square brackets,
In some situations it is obvious from the musical context that the
engraver of the original made an error or omission; these are

corrected and noted in the Commentary.

The music

The title page of the second part of Hotteterre's Méthode
runs as follows:

Second part / of the Method / for / the Musette / by
M, Hotteterre / Containing several Suites, Airs, Vau-

devilles, / Menuets, 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 ia the Second Part of Hotteterre's Méthode.,

9 34 36 43 57 63 64 70 79 82 83 84 88 90 93
22 25 28 32 38 41 44 46 49 65 67 69 75 81
51 52 56 58 59 61 62 68 T1 74 80
95 96 97 98 99 100 101 102 103
1 3 614 1723 31 72 178
11 18 37 39 76 86 87 89 91
29 33 47 50 54 55 60
8 20 85 89a
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Notes on the movement types

1 Many of the Airs are identified only by the first line of their
texts, and in the cases of Examples 4, 9, 34, 36, 57, 63, 64, 70,
76, and 90 no sources of the melodies are recorded by Hotteterre.
The Airs with texts reflect their character, and a correspond-

ingly wide variety of style and mood is found. In those examples
of which the sources are identified, e.g. 43, 82, 83, 84, 88, and
93, only Example 93 has both the source and the words of the orig-

inal text provided.

2 TFew of the sources of the Menuets arc identified, Examples 38,
41, 44, 49, 67, 69, and 76 are exceptions. The remainder (in the

absence of contrary information) may be assumed to be original
y
compositions which Hotteterre wrote specially for his Methode.
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3 Most Contredanse excmples, e.g. 52, 56, 58, 59, 62, 68, T1,
T4, end 77, have titles such as 'La Pharaone', 'La Coquette' etc.
The majority of them are in duple time, but a few examples are in
triple time, e.g. 42, 51, and 59. The prevailing mood of fest-
ivity is reflected in the Gay / Animé tempo indications which pre-

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 mejor/minor (two examples in each).

The interpretation directions ranging from Animé to Moderato in-
dicate lively, spirited performance. These Preludes are barred,
unlike the slow and moderate Preludes in Hotteterre's L'Art de

Préluder which are unbarred, having small dashes below the siave
insteed 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., Veudeville melodies often served for many differ-
ent texts written in the same poetic metre, but Hotteterre invar-
iably quoted only one set of words per melody. The melodies are
in a8 variety of templ 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 elso feature
prominently in Example 31 although this is not named a Musette.
Duple time Musettes include: Examples 18, 37, 79, 86, 87, and 91.
Triple time Musettes include: Evamples 11, 39, and 89. Several
Musettes, such as Examples 37, 39, 79, end 91, have the indicat-
ion 'Gravement', while others, such as Examples 11, 18, 86, 87,
and 89, reflect a more pa.storal/festive mood with interpretation

directions 'Tendrement', 'Gracieusement', and 'Moderato’.
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7 Chanson/ette Examples 2, 55, and 60 deal explicitly with past-
oral subjects, while the remainder deal implicitly with pastoral
and amatory escapades, In all cases the text of the song ident-
ifies the extract. FExample 33 has the curious title: 'Chanson

Bibulo Bobulo'.

8 The Rigaudon was a 17th century Proveng:al dance used in oper-
atic ballets. Being a performer in such entertainments Hotteterre

knew this dance type well and borrowed three examples for his
Méthode. Two of the Rigaudons (20 and 85) have identical rhythms
as far as Bar 4 of the tunes. Example 89 was his only original
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 Marqué. See Chapter 6 in Volume I about tongue-

ing performance of quaver patterns such as ” L‘a.nd J .l-] J ﬂ in
Example 30,

10 Hotteterre makes use of four Brunettes in his musical examples.
17th and 18th century French popular songs (with or without accorp-
animents) Brunettes dealt with idyllic, pastoral, or amorous topics,
They replaced the earlier Bergerettes and Vaudevilles., The name
'Brunette' was probably derived from one famous example, Le Berger
Iircis, which had the refrain, 'Ah petite brunette, ah tu me fais
mourir', Example 43 is drawn from the same work. In his choice

of Brunette examples Hotteterre has shown a preference for sara-

bande-type movements with characteristic hemiolas, and all four
examples are in triple time,

11 A1l three Bourrées have a characteristic one-beat anacrusis
to their phrases, and in each case the anacrusis leads to a bar
of even crotchets.

12 Example 35 should perhaps be classed as a Contredanse rather
than as an Allemande.
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Chanson Bibulo Bobulo: 'Mon pere avoit un Jardinet'
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The two preceding Airs may be played alternately. .
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Preludes in keys / which are the most popular on the musette.
in C major

1st Prelude

Animé

- (94)

2nd Prelude
, Marquée’

3rd Prelude
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Hotteterre's model (ii)
Jean-Pierre Freillon-Poncein, La Véritable Manidére (Paris, 1700)

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

Editorial method

(1) Source

These Preludes have been transcribed from a photocopy of the
original edition published by Jacques Collombat ¢.1700 in Paris,
a copy of which is now in the Bibliotheque Nationale, 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 Préluder
published 19 years later. The recorder Preludes have recently

been tra.nscribed," but the oboe Preludes from Poncein's tutor are
here transcribed for the first time,

(1i) 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,

(1i4) 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 Ponceln mentioned it specifically as one of his alter-

native signs for a trill, In some cases a port de voix mey seem
a more appropriate ormament.

(iv) Time signatures

Original time signatures are retained, Only three metres

1 Lasocki, D. and Bang, B. Freillon-Poncein and Hotteterre le
Romain: Preludes (Iondon, 1968
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were used in the Preludes, viz. C (played in four slow beats),
2 (played in two slow beats), and 4) (played in two quicker beats).

(v) Dynamics
No dynamic markings were given in the original edition,

(vi) Slurs
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) FEditorial markings
All editorial markings are given within square brackets.
Alterations, 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 recorder, and the following fourteen Preludes are unique
compositions in the oboe repertoire, The range of the instru-

mental part is from D A to D6 and mekes use of all the notes given

in Freillon-Poncein's fingering chart for the oboe except for C 4
and C 4 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 are 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, however, 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 «.. through transposition into all sorts of
keys they can <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>