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»_ HE THOUGHTS BEHIND THIS ARTICLE center around the ques-
B tion of the successlva connectlon and ordering of a serles
: of ngtes. Modarh organ playing is primarily determined

from a ninsteanth-century parspective: the “normal” articulation
being the legato, with a shortening of the note being regarded
more as an exoaption to the rule. o e

in contragt to this, an attempi wil! be made here to outiine an
. older practice that was In use untll around 1800, A close Juxta-
posing of notes is canstdered as the “normal” arilculation, such
¥ that after the end of one note the spaech of the next |s clearly

;audible, comparable, for example, with the. normal recorder
-articulation, whereby the artlculation syMable momentarily
Interrupts the airstream and gives a distinct attack io the new
note. To thie normal articulation there dre, of courss, excep-
- {lons: pronounced shortening of the note (staccato), slurring of
; notes {Indicated by the slur), and even an over-legato of the type
usad on lute instrumants (style luthd). - o
% This subject will now be looked at from varlous angles, at the
same time creating a somewhat diversified picture of earller
erformance practice In general. . .

, - ... FINGERINGS S

Unti] about 1700, scales were played as a rule with two alter-
ating fingers, as, for example, In this prelude by John Bull
usica Britanniga, Vol. 29, p. 134): o
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tions must sufflce hera,, The right ..__w:nw:_n.o:os_."_o far more
unlform than the left; the preceding example.{third. finger as
“good” In the right hand) halds good for Englend, the Nether .
lands, and north and ceniral Germany (¥ge.alao the Applicatin
In Bach's Cilavierbaohiain tor. his. son- Wiheim Friedersann,
1720). In italy and France the second-and: fourth.wars generally = *
considered “good,” the third “bad.-Tha.practices of the Hallan " - -
and northern schools permeated the: pauth-German/Austdan - -
region, The left hand differs aboye all 1n ita fraquapt use'of the - -
thumb for asaending pass n—onq-gnau_g dern'. pequence
4-3-2:1-4-3-2-1 appears. from. time to.time,The: widely secepted
idea that according 1o .early, parformance. practics the thumb

e

was excluded from ysa.In acale passages s-therefora anly valld
for the right hand—where,. of course, .axceptions.onee again .
appear, - PRI R P : i

_ In.the first half of tha.elghteenth century she modern uae.of -
he thumb oaime progressively Into practice;:in England this.In-
novation..was-termed “the .Italien manner:of fingering”. (8.0;
Peter Prelleur, The Harpsichord lilustrated and improv'd, where-
In is shewn zi Halian Manner of .lawn:ﬁu. 1731),.which prob-
ably refers to the newer Itallan style of Alessandro and Domenl-
co Scarlattl. In Germany, J.5. Bach played agacisive rola In this
development;-agcording tg concurring evidence of both contem-
. poraries and puplls. it would, however, be a mistake ic belleve
. that legato u.ﬂusn In the modbm sense.was automatically con-
- ‘nected with-the uss of thage new fingerings.:Flrstly, the older .
" -scale fingerings remalned In'usa until towards the end of the,
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century—at least, this was the case In Germany. TOrk (p, 148)
‘wrote as late as 1789: *| would not-veniyrs to entirefy discard.

this syslemof tingering; aithoygh onthe.ofher hand i would only:

-

T permit its use'In a few fhetances™and -added the: romatk that

. W.F."Bach “covid_exacute such’passages coundly and at ‘an
; amazlng speed|with these two fingars:slons.” That which the =

{en-year-old Frlg .

d emann had jeamed as-Appficatio .one of hig
first lessons {rom his father was clearly still alive, ", ~*
Sacondly, this inhovation Is closely linked te the newly de-

the hand may ba turned slightly In
espacially for fast passages {(Santa Marfa, fol.
148", as can alsc often be seen In contemporary (lustrations

At the same time,
atlon of movement

,.m_w direc-

-{such as the title page of the Dover editlon of the Fitzwilliam
‘Virginal Book). . - . . e

A uniform legato Is hardly attainable with these fingerings,
despite the turning of the hand. A pairwise grouping In this
manner would be concelvable.

However, In my oplnion, the most natural movement Is formed
when both fingers concerned make a small but resolute move-
ment, so that between 3 and 4 a amall separation results and be-
tween 4 and 3 a slightly larger one, In so doing, it is important
:hat the “good” finger be allocated o the “geod” notes (notes
raccented by thelr position in the massure) and, similarly, the ap-
-propriate “bad” finger to the "bad" notes. As early as 1583 thls
‘concept was discussed In detall by Diruta (fol. &"). The insquali-
‘y of two adjacent notes was acknowiedged; it created a type of
. "speaking™ articulation, comparable wlth the rise and fall of
speach ltself. . .

= The questlon of which tingers were to be used in playing

sales and which of those used were considered good differed
.according 1o the time and the country oo:nmam& a few indica-
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veloped dezlre 1o play In more complicated keys. C.P.E, Bach .
digcudsed this.new hand. position.in detelli/second,- thisdand
fourth fingers.(the longest three) pley principally. on the:black
keys (sharps), tha-thumb thereby dequiring'its corect position

on the :m...:n_?_!.....ao. Nature would have 1t used” (p.17). In gon--
trast, the second, third and.fourth finges-actording 20 the older*
- positioning are [ocated:on the naturals, and the thumb does not ™
reach the-k rd dt-atl, “Those who do not require the thumb

simply let-it hang, ac that it does not get In tha way™ (p. 16}
Closely refated 1o these technical devéiopments Is the atyle
~ of keyboard construction: In the second half-of the eighteenth
century-the naturals were made progressively-longer, so that
alsa In G-major lurning the thumb underbecams easler. | asked

the organbuiider moq::m_d.:mnuwou for ??E. measuraments:

-7 EEE T < AT E B EENE Lyl
Place and.Bullider. .. - . Data., . .. Length pf . Length of
: o ", naturals . sharps

. . (front section) )
Regal by Chr. Pllager "~ = "1844  “"35'mm - B8 mm
Wagner Museum, [Tribschen - cEne
LU, Switzerland e Ea TR
Marmoutler (Alsace} - ¢ - £0-70 mm
Andreas SHibermann . L
Eenum (Holland) © 86 mm
Arp Schnltger
Laufenburg AQ 1776 40 mm -1 mm
Switzerland,
cholr organ .
Farmsum {Holland) 1828 _ 40 mm 80 mm
N.A. Lochmann .
Modern “standard” — 46 mm 80 mm
keyboard .
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Early fingerings are éncé agaih being a .
Ngerings are once again.being used. For the repertolre .
. of the seventesnth century théy: are Indispensable for & corrdct.

‘structions rtemain from this parled, - !

! ' .

understanding of articulation, since so fow. .performance .In-

POLYPHONIC FINGERINGS WITHOUT. FiNGER SUBSTITUTION

.- Earlydhstructions forikeyboard playlng give fingerings for
both $cEles and for two- 10 four-part fitervals and chords, This

- " appears to have sufficed for all muslc. There are no indicatlons

at all that one strived to obtaln a modern legato within the Indl-
vidual parts by means of finger substitution, as Is the case, for
sxample, [n the Bach editlons by Dupré and Straube. Rather,
one tended to play much more from chord to chord, C.P.E. Bach

. The _o,: sw:.m..‘mx.o.u the entire E oso&. In order to loave the right:

hand free for the execution of the triil. Through the springing of.

. the left hand to this chord, a clear separation arises, !Zn: glves

the chord greater welght. ) :
DESCRIPTIONS OF ARTICULATION —
. ~ THE PORT DE VOIX IN FRANGE .

Precise descriptiona of keyboard artlculation béfore 1750 are
extremely rare. The most Important appears o me to be a small
section in the preface to the Premier-Livre d’Orgue by Gill
taume-Gabrlet Nivers (1665).* Here 1t Is in the origlnal, then in
translation: ,

De la Distinction e du Coulemeni des Notes.

P referréd to this situation with the words “Unsere Voriahren,
welche sich Oberhaupt mehr mit der Harmonle ais Melodie
L wcanvaz. aplelten folglich &uch melstenthells vollstimmig. Wir

T is def Folge érsehen, dass bey derglelchen Ge-
man sle mealstenthelis nur auf elne Art heraus
:,'Jédérh Finger- selne Stelle gleichsam ange-
Our: forefathers, who were generally much

C'est un ornement considerable et politesse du toucher, que de
marquer distinctement fouttos les notes, et d'en couler subtliement
quelques unes, ce que la manidre de chanter enselgne propremsent. -
Pour distinguer at marquer les notes, Il faut fever tost &t non pex sl

- - haut les dolgts; c*est A dire que (par exemple) en falsant une diminu-
) : tlon ou roulade de notes consécutives, I faut lever promptement
[88en]at; ", . “.:na en -_.owu!._n Fautre et E_ﬁuq QMJ ng"qou. car _u_ vous ne levez
L MGite Bohcefhisd with harmibny [1.e., polyphony] than melody [l.e., una qu'aprés que vous aurez frappd Fautre, pour lors o6 nost pas
_“hisimophohy], played conseégquently for the most part In several distinguer mals confondre los nCues. ot
itk byttt = Pour couler les notes, |l faut blen les distinguer, mais Il ne faut
_ . voleds. It will therefaré be clear, that since most passages can : . . .
Bt atuiow » iyt ! _ pas laver los doigts 8l promptement: cette manidre est entre Ia dis-

. - iy bé fingéred In oné Way anyway, . .- that the position of each tinction et Ja confuelon, ou participe un peu de I'une et de Fautre;
finger 1s thereby Inimediately determiined;. . ") {p. 16). The nat- © ot se pratique le plus ordinalrement aux ports de volx et en certains.
-ral-hatid position was, therefore, a determining factor for the _ passages dont volcy quelques exemples. De touttes ces choses on -

filigdHing: & Turthier reaching olt with the same finger, especially ~  dolt consulter {a méthoda de chanter, par ce qu'en ces renconires

L4

tWith this thurnt o “Hfth fingor,” was ‘quite common for large I'Orgue doft imiter la Voix. .. _ : S
Mpnnis, Numéicus 'examplas of this &an be produced, from the .-~ Exemple du Goulement des notes. S
sariisst surviving fingerings (around 1500 to the instructional _Los deux notes qul faut le plus couler sont fey marduées fune,

Books of the laie bightéenth Gentury.A few measures from the petite raye: . .
©-mafdt prelide, BWV 870A, an ‘sarliét version of the first plece :
-ftom Bach's We/--Temperéd Clavier, Book I, must suffice here®:

An Important refinement and grooming of playing s the atiiity to
not only mark all- notes clearly but aiso to subtly connsct & fow of
them {as |s correctly taught by the art of singing}. To separate and

* mark the notes, one must raiss the finger sarly, but not too high; for
. example, In-a diminution or stepwise passags, one must ralse the :
finger promptly white simultaneously sirtking with the naxt; and
 likewlse ihe ensulng notes, For If one dosanot release the firstuntll
after having pisyed the second, then one must lerm that *eonfu-
slon” rather than “separation™ of the notes. Co )

To join fcoulerj the notos, one must neverthaless separate them -
well, but the fingers must not be raised as quiokly; this method les
somewhore betwesn *separation® and “confualon” of the notes, o
perhaps tombines & littie of both. It ls used. mostly tor the porte de. -
volit and In certaln passages of which examples follow. For il these -
things one should study the method of singing, for In such in-
stances the organ should Imitate the volce. (Bee above example) -
it Is clearly stated here that a small separation between the

notes is to be seen aa the normal case, the couler as usad for
the port de voix being the exception. The execution of the-port
de voix on a keyboard instrument Is also described in severat
later French sources. Although Nivers clearly wanted no com
plete iegato, André Ralson (Premier Livre d’Orgus, 18887 v
quired the first note to be hatd untlt atter the second _...-a been

played:
=S

Finally, Rameau gave the io_..xsoc...a over-legato sxecution in
his Pldces de clavecin (1724):" !

ates an excellent effect with the diminishing quallty of
HHMM.W:QQ tone {the sound of the hetd note covers as i It wers
{he atiack of the new note, 80 that the second appeara to be
guleter) Rameau malntained that all hie remarks weare .ooca_*
vatld for organ playing; however, one must make vary cautlous
use of over-legato on this instrument, &8 an effect can easly
srfse which 1s.quite gonlrary to that desired. Important, how:
ever, Is thatithe fingers als0 serise tha intense pulling betwes!
the two notes (gentle striking of the ascond, passive reloase of
the.first). - S : =
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".- Finger substitution was used on long notes tn, order to pre-
pare the hand for the taking over of another volce (Fughetta In
C Major, measura 25). Its use as & means of glving rore.connec-
tion to the playing was probably first described. by Frangols
Couiperin In 17164 This-however, a-not to be taken as evidence
{or a generelly legatostyls of harpsichord playing, as does Eta
“Harioh-Schnelder {pp. 44, 82),% but rather an instance of a few
places-or places in which Coupsfin especially called for this
sgdded-sound.” Moreover, not all players were In agreement -
with his use'of finger substitution; C.P.E. Bach was of the opin-
loh that Coupérin, “as reliable as he otherwise is, calls for this
 repimcembnt of one finger by another far too frequently and un-
- necesearily” (*zu oft und ohne Noth”} (p. 45).
© " Interesting deductions can often be made from the distribu-
{ion 8t the varlous perts over the two staves, when through this
the respective use of left and right hands is indicated, especial-
ly in Halian and south-German. music. Unfortunately, modemn
dditions often glve a somewhat standardized version of the orlg-
Inat téxt, so that thesa characteristics of the older notation are
no longer recognlzable. In Frescobaldi's Toccats Quarta {Book
1, 1827; second edition, 1637), we find the following case:

Dl s
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“ This he can achieve by

A decond description of-
Jamo Diruta's hiansitvino

playtng that is partlcularly orjent

;detall, as we
~quired In playingithe organ. His description o
;fevolves malnly : arbund s antithesis to the performance -of

.gdance pleces on'the harpsichord. The dance player must sirike

v fbatlere] the keys In such a way that the Jacks function well, and

8o as to lmpart more grace to the dances themselves. The or-
ganist, however, must ensure that a scale such as thils .

e e el

LU

‘does not sound as If a singer were taking a breath after each

note, thus:

fi " : N

f vy » B

depressing [premers] .._S kay with a re-
laxed finger, but not by hitting with the hand {fol. 5).
In conciuding, Diruta required of the organist that the fingers

{7 relleve each other well, that Is, that one does not strike any key

"before having released the preceding one, and that the releage
. and pressing down should occur slmuitaneously (fol. 8%. These
{wo requirements at first appear to be mutually exclusive, Let us

;“recali, however, that legato was described as “releage of the

4 -gambists,
2 gans, ; |
fouch,. For this reason | myse!f have.also adopted and made use
.of this manner of ptaying,™ : . R .
-4 Scheldt recelved his Instigation, then, not from singing, as did

- first note after having playsd the second” {Ralson). When | begin

the upwerd movement of the releasing finger and the. downward
-'motlon of the atrixing finger simultaneously, that same emall
*spagking” artioutation results, just as It does through the uge
of early scale fingerings or the reaching out with the same
finger for the playing of a single line within a polyphonlc
structure, , ,

. THE IMITATIO VIOLISTICA IN GERMANY

The earlfest explanation of the legato siur for keyboard play-
Ing known to me is that in Samuel Scheldt's Tabulatura Nova
€1624): “Where the notes . . . are slurred together, there Is 1o be

. observed a speclal manner of performance, similar to gambists’
.. who are used to making slurs with the bow. Since such a styie

of performance s not uncommon amoeng the leading German
It also lends quite a lovely, gracious harmony on or-
regals, harpsichords and clavichords that have & light

the French organists, but from gamba playing: normally, each

_ .} note would be performed with a separate bow.stroks, occaslon-
1;.: ally two or more notes belng siurred together In one stroke. In

Yy

df

4..the player Is even required to play repeated notes
B . ' H

4 auLy 1983

Scheldt’s work we find two- and four-note slurrings — curiously,
in the first part of the Tabulatura Nova, only four-note group-

327 ings; in the second pant, only twonote groupings— in this fashion:

Here the movement Is predominantly stepwise: all slurs begin

. ‘on & stressed note and end on an unstressed one. This s

characteristic for Germany, while in France--as we saw with
Nivers —an up-beat couler was also possible.

Virtually all slurs in German keyboard music up to Bach can
‘be interpreted In this string-like manner, JL.G. Walther gave the
following explanation of the slur in his article “Legato” (Lexicon,

".such notes; In Instrumental works where the notes are similarly
-slurred they should be performed with one stroke of the bow.”
. in the seventeenth century sturs are rare. They become more

$ 1732):* ¥ _that Iin vocal works only one syllable is placed under*

* frequent around 1700 —in the works of BShm, Kuhnauy, Kauf-
. mann and, above all; Bach. As cases of typical string imitation,

one could cite the following works: Ich ruf zu dir (Orgelbichiein)
i —the sound of the gamba may perhaps be taken as a guideline

vw.i the choice of registration for the left hand; and Trlo Sonata Vi
in G

mafor, second movement (measure 22 ft.) and third move-
“ment {measure 25 {f}, In the first movement (measures 14 and 16)

“In one bow,”

1

forgan articulation -

‘the Well-Fempored

The American Organist,
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According to the rules ot Marcel’ Dupré, one shoufd articulate
here In preclssly the, opposite manner—these slurs (Baph's
original) are accordingiy misaing in his editlon, Conceming tha
artlculation of slurred notes, Thrk sald (p. 335):"“One should
hereby take note, that the notes over which the siur begins
should be played with: a very slight (hardly noticeabla) accent.”
C.P.E. Bach (p, 126} had a similar opinlon. Thereby the dynamic
conception of the port de volx execution 1s onceagain under-
iined; it Is essentlal that we.think “loud-soft” when playing
siurred notes on the organ, - - -

THE QVER-LEGATO R
Notes progressing stepwlse are generaily ptayed with normal
articulation; occasionally, as an exception, they are ornamented
with slurs. In the Baroque Instrumental style, a form exists In
which a two- dr three-part structure Is hidden behind a single
melodi¢ line. Such cases were frequently performed in Germany
with a suspension (holding over) of the Tespective notes. Two
simpte examplea ¢=o_._£ clarify the principle: B o

) . +

t i 3

1. basic frameworl; 2. notation'as a ‘single part; 3. notation by Scheldt
a...ooo-?uza.! In te Doming ”u%._.-i. third Inst maasure); 4. another way
'Y

of potat|
Bufe 80 __ma

often found in
- ‘_.\... o

works of Buxiehude {Prasacaglis, moa-

Hib
-
—

J.8. Bach, Well-Tempared Clavier, Book I, Profude in C Major, BWV B48:

» five-part tramework as found In the Clavisrblichieln tor W.F, Bach, no.
14, measure 7;2. h pothetlcal one-part notation; 2 notation in the Clavier.
bachleintor s...u. ch, no. 14, moasures 1-6; 4, more:-precise notation in
Clavier, Book |; 5. .approximated parformances, the
dolted siurs indicating the holding over of the respagtive notes.

This form of notation was known In France as the style luthé

- Or style brisé and was derived from modeis in the contemporary

lute repertoire. The duration of the plucked note (as. Is also the
£ase In the lute tablature notation) Is not fixed precisely; the
note sounds untll the finger feaves the respective fret and the
string is used for another note. Thia style was frequontly em-
ployed in France as & method of harpsichord playing; it was,
however, also used on. the organ. This holding over of notes is
often writien out In full, but when so written gives the music a
very complex appearance, as-the stari of the following glgue by
Froberger shows (Suite XIX, Denkmaler der Tonkunst In Oester-

relch, Vol. 13);
g. - E
A Sl

&ll;l&ﬂu.”ﬂn_ﬂl ==

There Is, therefore, every reason 1o belleve that the single-line
notatfonal system was preferred for ease of reading and that the
interpretation, with or without the over-legato, was left up to the
performer. :

There were also varipus attempts to introduce a simpllfied
system of notation through the use of slursg, similar to that used
in section 5 of the Bach example above. Saint-Lambert (Prin-
¢lpes du Clavecin, 1702, p. 13" indicated:

e —,
PEEREe s

Instead of

“On garde toutes ces notes aprés les avoir touchées, quolque
leur valeur soit expirée, & on ne les lache que lors qu'll est

July 1983 29




4 . : . . - L

s

- temps-da lacher I& dernidre.” (“One holds allthess notes after

,having played them, even though thielr value-has- expired, and
‘one does not release them untll the time comes to release the
last one.”) Similar Indications were glven by Rameau In his table
of oraments and latér by C.P.E. Bach (see section 7). In prac-
-tice, hdwever, this manner of notation appears seldom, espe-
.clally in the organ vepertolre. .

.. A few additional hinta for Its application to the organ works
of Bach may be noted: . = .~ o ) )

iV, Prelude In A:Major;:BWV. 536:- measure five, left hand:
compare the ‘simplified notatlon in the eariler version (Peters

-appendix-or NBA); also, the right hand can hold the Hrst of four
sixteenths somaewhat tonger each tims. . - - .

2 Prelude in'A Minor, BWV 543: measures 11, 13, 15, etc.; an
overlegato performance Is Iridicated by the flrst quarter note
and can also be extended to the other notes in the chord; lke-

_wise, a1 the start of the piace careful experimentation with over-

Jegato Is possible, ., . . .. :

.- 3. Fantésta in @ Major, BWV 572: closing Lentement; a slight

dengthoning of the first note.of each sextuplet gives the entire

_section greater thythml¢ clafity - otherwise, there Is the danger

hat the highest nole will sdund the toudest, thereby causing

{ntorréct accentuation. - - -

g 7 USE OF PEDALS .
- Yery - tew sburkes exist_which are directly concermed with
. organ pedul playing. Up untll Bach's time It was a thing for the.
.Bpeclalist: Obligatory. pedal playing was practiced only in iso-
Jated reglois and pariods:.in the south-German region areund
1500 (Hothaliher and his' pupil Schilck, from whom we have a
‘ploce for, six-part manual and four-part pedall); in the Nether-
lands and ndrth Germany {from. Sweelinck to Buxtehuide and'hla

< puplis); then.taken 'over -b¥ ‘tha centrat-German school and

through the Bach uqn&:o_._.uﬁc..oum?aq dispersed S_dcnsoﬁ -

..”,‘J.mﬂ-ﬂoﬂv@. . T

The fiyst guestion gonerally asked when pedaf techniqué Is
discussed I8 whether or not use of the heel was customary. This
qudstlon.is.not so easily answered unequivocatly. We may only
-“Infar from Indirect Information how pedal technique was con-
oaived beforg 1700. Written reports concering pedal playing first
occur, to tha best of my knowledge, In the decond half of the
eighteenth century, that is, In the time of the great Instrumental

tutors, such as those by C.P.E. Bach and Leopold Mozart. These

. r

reports are *.o..._m_ In the following vcc__mwzgu.",.._o:ms_: Samusl

Pot, Anleitung Jur praktischen Musik (1767; second expanded

edition, 1782); Darile! Gottiob Tark, Von den wichtigsten Pticht—i

" en’ eines Organisten (1787); and Johann Christian Kittel, Preface

to Vierstimmige Choré&le {$803).22 They all exhibit.a mixed tech- |

‘nique: both toe-tos (with the same foot) as weli 8s toe-hae! ars
taught, I addition, of course, to the technique. of altemating
feet. Since these are preceded by fundamental changes In fin-
gering technlques during the first half of the eighteenth century,
we may assuine that pedal techniques also underwent new de-
velopments during this peried. : S
In this regard, the construction of pedal keyboards offers Im:
portant hints. For some measurements and cormments, | turned

» to the organbuilder Bernhardt Edskes; the two drawings (bolow}

he has prepared Iflustrate very well the differences between the
old and the modern console aom_ﬁ:."

Place and Bullder Date “Length of Length of
. ) naturals (A) sharps {B)

Hillerod (Denmark) 1618 < 340 mm . 8Brmm
E. Compenlua ’
Marmoutier {Alsace) 1709110 260 mm 90 mm
Andreas Slibermann® ) .
Eenum (Holland) 1704 305 mm - BOmm -
Arp Schnitger . 3 - :
Farméum (Holland) 1828 . 40mm 100 mm
N:A Lohmann .~ L B T
Kiingenzell TG C.1880/00 - 405 mm 115 mm ;
-Switzeriand. + - | I . i

. {cone.chest) .. . .o Lo

- Modem pedalboard - 1 — B0 mm 120 mni
(seo 2nd sketch) . s . T e

{* sinca the last restoration by Mahlsisen-Kem the original
has been stored Inside the organ case.)

Some essentlal differances can be drawn from the sketches.

pedalbonid

case a3 Is the modern. The farther back {as seen from the posk-
tion of the player) one attempts to-play a key with the heel, the.
more difficult it becomies. Edskes writes in his commentary: “An
Important argument against.the toe-heet method of .playing Is
- the slant of the pedal keys. The historic keys elant exdclly op-
posite to the modemn; when dapressed, the keys lie horizoritally.
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The old pedaiboard s not positioned aa far forward In the organ .
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> .nwn_n:w when one consliders that upper Keys (sharps) were even
“'higher (40-45 mm above the upper edge of the naturals) than on
the modern organ. o e
i " “The pedal keys of the older organs are alsd, lighter (loss
- mass) and. thereby faster and more Preclse {mass squals slug-
_w {shness). Many originat pedalboards required no aprings at all
- under the keys, but were connected dlrectly to the actlon, so
- that the pallel spring was also responsible for tha return of the
pedal key. Today one often finds pedal keys fastened by means
i of & Jeaf spring at the rear; this Invariably causes the pedal to
; rebound on release, which —particularly with the reeds—
1_ causes poor plpe speech. When one conslders that the or-
ganists of past centurles used the pedal clavichord as a prac-
r lice Instrument, It becomes clear how much our modern pedal
" tachnique departa from the historlcal, Pedal clavichords had to
. be played, delicately and. light-footedly. Playing with large
. .shoes, through which the sense of touch Is almost completely
. fost, would hardly have been thought of 6n wush listriments.
i+, “In France, the Raturals of the pedalboard Wire pattioularly
--shont, Consider the well-knewn ploturs of the crganist In Dom
- Bsdos’s book:™ here one clearly sees that the heel of the player
s 18 sltvated behind the pedalboard when & key Is played with the
* loe. French pedal cantus firml were undoubtedly played with
" ong foot Jumplng from not to not. In a large Pleln Jeu registra-
7. ‘tlon, the cantus firmus thus becomes more easlly discernable
. when each Individual note is ptayed marqud and distinctement.”
2 In discusaing questions of pedal technlque, many organista
- presuppose that playlng with the hesl js more comfortable.™
"This |8 ‘only the case ~ and here we come to e critical point —
- when we asaume legato to be the normal manner of playing. The
" heql-tos method of playing is a dacidedly legato manner of piay-
. ing. Try to control precisely a slight articuiation between two
" notes using this method; you will find that this demands consid-
erable concentration, whereas the sequence toe-toe (same foot)
. produces the desirad erticulation as & matter of course. That
legato In the pedal was regarded as an exception is substan-
liated In the following quote from Jacob Adlung (Anleltung zur

“musioallschen Gelahrihelt), Erfurt, 1758, p. 360) “The times ara -~

+ :ghanging — they now want o be able to play sixteenth and thirty-
“8econd notes with the fest and slur as well [with the feet)”
. Actually, Adlung Is not tatking here about the use of the heel;
+however, It s highly prabable that this technique came Into use
: with the advent of slurred notes In the pedal. In looking through
“the organ works of Bach, | found padal slurs.In scarcely a dozen
- pleces, the majority of these belng from the Lelpzig period. A sit-
“uation such as the foliowing In the Prelude in B Minor, BWV 544
.- {measures 8-10) is probably Intended to be played with the left
_u._,aﬂo_ on E {or with a change of foot); S

'’ ‘From the paint of view of the musioal atructure, it Is of rele-
' yanoe that siurs occur more frequentiy In the treble than in the
_jbass. Passages with slurs contaln a melodic-solotstic eiement;
ihe bass, on the other hand, principally had a fundamental tunc-
“ion In the era of tigured-bass practice — that is, generaily longer
‘fote values than the upper parts, which, In tum, demand a
! clearer articulation {according to Senta Maria, P. 28, one always
i plays whole notes with the middie finger). The progressive
* Separtures from this norm in the “new” muslc (probably trom c.
1720 on) were described by Adlung In the preceding quota-
tien—faster note values and the ensulng use of slurs. tn the
" example from Bach's Prelude in B Minor, the pedal momentarily
has a melodic function {the upper parts are sllent); where it has
+ 4 fundamental (bass) functlon, the slurs are absent,

m This article was originaily published s “Zur Artikulation im Orgelsplel
des.17. and 18, Jahrhundenris™ In Musik und Gottesdlenst, Yol. 2-3, 1977
"|Gotthelf Verlag, Zurich). The English translation flrst appeared In the
Hews Bullsiin no_ 4 (1978) of the Bapartment of Organ and Church Musilc,
- Hew South Wales State Conservalorlum of Muslc {Sydney, Australla)
whose Kind permlssion to publish this translation Is gratefully acknowi-
gdged. For Its publication in THe AMERICAN ORaANIST, the author has
mado several correcilons; the editors would also fike to acknowledge the
.issistance of Prof. Quentin Faulkner, University of Nebraska-Lincoln, In
-preparing this version for publication.

. : NOTES
‘I. Sources frequently quoted wilt be referred {o In abbreviated form;
Tomds de Santa Marla, Libro Hlemada Arte do tafer Fantasia . . . (Vaile-
. 1

Ay
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Tris sfant maices ‘the 'Use of the heel almast Impossible; as- - - dolid, js6t, giiahity
r ;- Rodgers, Early Keyhoard Fingering, ca’:1520-1820 {unp
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feprini, Genevs, 1873, Minkof). Engliaitaris
dipsertation, University of Oregon, 1671, pp: 2A7-212): e
Girolamo Diruta, it Transiivano (Venlce, 1507; reprint, Bologna
[Blbliotheca Musica Bonolensis, Sezions Il N. 332]. English yranslation In
-Rodgers, pp. 278-316,; == -, . Dbt B e
Cerl Philipp Emanual Bach, Versuch tber dis wahre Art das Clavier zu
epislen (Borlin, 1753; raprint, Lelpzip, 1857; Breltkop! und Hilrte! [ed. L.,
Hotfmann-Erbrechtl). English tranatutlon, Essay on the True: Arf of ‘Play
ing Keyboard Instruments, irans. and ed. W, Mitahell (New York, 1049,
zo:gw. — . [N . P Lol eyt
Dantel Gottiob Tark, Kiavierschule {Lelpzig and Halls, 1788; reprint,
Kassel, 1862, Barenrelter [ed. E.H, Jacobi]. English trenstation, mnE.o...m:a
ed. Raymond Haggh (Lingoln, 1982, University of Nebidska Prassy, -
2. A good overall view of early fingerings In to be found In E. Harich--
Schnelder, Die Kunst des Cembela-Spisls (Kapee), 1958, Barenrelier {2nd
ed.D. Abridged Engliah version, The Harpaiohord, An Introduotion ta Tech-
nique, Stvle and the Historical Sources (Kasgel and 1. Louls, 1054,
Barenrelter). . : B T AR
A (ood prastisal intredlislien e piaying with ety iifigetings i# Bandia -
Boderland, o%..a Teohpique-- An Higtorieal Approach mo__%.. HIii, 1980,
© Hinshaw Mualg). ., . O
Harald Vogel (North German Organ Academy) has been involved for many.
years In the study of early Netherlands and north be:-_.-a,::een_..n prac-
ticea. His edltion of the Imporiant sources i’ soon to be published by
Helnrichshofen (Wilhelmahaven] With a preliminary. title of Beltrige zur
Splelweise des norddeuiachen Orgal-Repertoirey im 17, Jehrhundert,

3, Alte Baoh-Gesamtausgabe, Vol. 38, p.- 224. The manuecript of this
work, long thought to be loat, has. again been located: Bartin, Slaatablb-
liothek Preussiacher Kullurbesitz, Mus, ms. Bach P 1089. According to H,-
+. Sohuize (Bach-Jahrbuch, 1078, po. 23 11}, the writer of the manuscript
was Bach's stydent Johenn Caspar Vogler (1606-1783)." Whather the
fingerings are Bach's or Vogler's remains open fo question, In this regard,
see also Galpin. Soolety Journal (March 1880, p. 1524 and The Dispasgon
- (Fébruary 1881, p. 10). | am graieful to Pr. Quentin Faulkner fof_this
information. - o R P
4. Frangols Couperin, L"Art de toucher s Clavecin (Parls, 1718-17; fac-
eimile, New York, 1669, Brouds Brothers). Edition In Franch, German and
English, ed. A.Linde (Lelpzig, 1633, Breltkopl und Hirtel). , )
5. Seenote 2. - - . o
6. G.G. Nivars, Promier Livre o"Orgue, ed, Norbert Dufourcq {Parls, 1963,
Bournemann). Nivers's preface Is reproduced In facaimila. S
7. Tha preface is to be found In facsimile In A. Ralson, Secand Livre
dOrgue, ed. J. Bonfils, in L'Organiste Iturglque, vol. 39-40 (Paris, Edl-
tlons muslcales de ta Schola Cantorum). Rightfully, however, it belongs
to Raison’s first book. ™ - . TSN e e
8. Jean-Philippe Rameau, Pldces de Glavecin, »d. E.R; ..-oow-._ {Kaasal,
1958, Blirenrelten), p, 20, L
9. Samuel Scheldt, Werke, Vol vi, ed. Ch. Mahrenhglz (Hambyrg, 954,
Ugrino Verlag), p. 128,. = ... B CoLe T .
10. Johann Gottirled Waiter, Musicallsches Lexicon {Lelpzig, 73%; re-
print, Knosal, 1033, BArenrelter [ed. R, Schaal], p, 859, ' %= ' *n ;.
11. Michet da Salnt-Lambert, Los Principes du Qn..o&a_gvﬁﬁ.&qﬁ
Feprint, Gsnova, 1972, Minkoff). L Lt
12. LS, Patri, reprint of second editlon, 1782, by Mualkveriag E. Katzblch:
ler, Glabing, 1969. D.G. Tork, reprint, od, B. Bilister, by Knuf, .m__e,io:.:..w
1866. J.C. Kittel, no reprint. . .- - : I ST
13. Don Bédos ds Celies, L'Art du fecteur o"Orgue (Pariy, 1765-78;
reprint, Kassel, 108368, BArenreiter [ed. Gh, Mahranholz)), Vel. {, pt. Li,
14. P. Krams, in Wechssiwirkungen 2wischen Orgelkomposition und
Padsisplsitochnlk, auf den Pedaikiavisturen verschisdens: Bauart, unter
sucht an exampiarischen Orgelkompositionep vom 16 Jahshundert bis
Zur Gegenwart (1973} (Wiesbaden, 1074, Breftkopf und Hirtel), attempts
to “historically” support the pedal techniqua of F. Germanl. Double padal-
Ing Is his princlpal argument for the usa of toe-heel technique (“where
there oxists no alternative but 1o use the heel,” p. 88); double pedal pas-
sages as, for example In the works of Scheldt of Bruhns, can.be quite
comfortable ptayad with toes only. The description of old pedalboards, as
promized In the titls, Is non-extstent. The very Interesting pleces for pedal
by J1.S. Petri (1782) pre not discussed at all. Krams's argument (s
Insufficlent. ’ '
15. J. Adlung, reprint, ed. H.J. Moser, Kassel, 1933, Barenrelter,

N
Jean-Claude Zehnder was bomn in Switzerland in 1941 and studled al the
Winterthur Consarvetory and at the University of Zurlch. Subsequently he
studied with Anton Helller at the Vienna Academy of Muslc end with
Gustav Leonhardt at the Amsterdam Conservatory. In 1086 he became an
instructor of organ and harpeichord at the Winterthur Conservalory, as
well as organist-cholr director of the Evangellscha Stadtkirche, Frausn-
feld, Since 1872, he has bsen an Instructor of musicologlcel research In
early keyboard performance practice at the Schola Cantorum Baslliensis,
and, since 1978, he has been organis! of the Arleshelm Cathedral, which
houses a Slibermann organ. An ective recilailst, he has recorded for the
Pelca, Vox Humana and Harmonla Mundi labels. He has also baen a
member of the Jurias of the Paul Hothaimer {Innebruck) and Bruges com-
potitions,
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de Zehnder
Translated by Philip Swanton v

Part Il

Diveonbor 1783

GERMAN KEYBOARD TREATISES AFTER 1750
O CONTINUE THE DISCUSSION BEGUN [N THE JULY ISSUE

{pp. 27--31), | want now to conslder the articulation instruc- -

tions found in the writings of Marpurg, C.P.E. Bach and
Tark,! These three writers proposed a system in which three
stages of articulation are cleatly distinguished in the notation
Itself: 1. the staccato (Stossen), 2. the “normal” articulation and
3. slurring {Schielffen). In'a well-marked piece of music, these
correspond respectively to notes above which dots or strokes
appear, notes without any additional markings, and notes to
which slurs have been added. in additlon, there is a fourth arti-

culation category in which a2 holding-over of notes within a

chord is fikewisa Indicated by means of slurs.

1. Staccato. Since this form of articulation has not yet been
discussed, let us go back a step or two. Staccato (das Stossen
der TO0ne) was used less frequently on the organ than on the
harpsichord; Diruta {see July Issue, p. 29) made mention of this.
He wrote that, In playing dance pleces on the harpsichord, it is
important that the chords be played short (half the notated
value). The earliest use of a sign to indicate shortening of a note
appears in the Piéces de Clavecin {16B9) by .L.H: d'Anglebert:?

N o AN ;
> 1 $

G —

&1 | w i

Détaché avant Détaché avant

A un tremblement un pincé

: ol NP L —
ARV I — ' bl i |

e 7 — ] o

This détaché was used mainly In fast dance movements on up-
beats. Laler French writers shortened staccato notes to half
their notated vaiue; Couperin, however, reduced them only to
three quarters ‘'of their length. Marpurg (p. 28} indicated, “Stac-
calo is the exact opposite to slurring, insofar as one only holds
such a note for half of its written value.” C.P.E. Bach {p. 125} was
the only writer to propase helding them for “a littie fess than half
their value.” :

2. “Normal” articulation. Marpurg {p. 29) wrote, “In contrast to
both staccato and slurring, the normal progression from one
note to the next is that in which the first note Is quickly refeased
before commencing to play the second. This normal progres-
sion is, of course, never Indicated in the music, since it Is al-
ways taken for granted.” A unique description, which did not go
without opposition, was given by C.P.E. Bach (p. 127} “Those
notes which are neither staccato, slurred nor sustained should
be heid for only half their value. Eighth and quarter notes in
moderate and slow tempi are commonly played in this manner;
they should not be played weakly, but with fire and very slight
accentuation.” Bach was, no doubt, referring here only to those
cases which he specifically cited; to apply this articulation prin-
ciple generally and, for example, to play sixteenth noles in 4/4
time or eighth notes in 12/8 time in such manner would certainly
be incorrect. Tirk, who for the most part gave similar advice to
ikat of Marpurg, criticized Bach’s normal articulation {p. 356):
“. .. this way of playing does not, hawever, appear to me to be

The first parl of this article appeared in THE AMERICAN ORGAMIST, Juty
1883, pp. 27-31. : '
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the best. It Imposes varlous restrictions.on the character of the

plece itself; it would almost compietely remove all distinction
between those notes that really are meant 1o be played staccato
and those intended to be played In the usual manner; and it
would, after all, make the performance too short [chopped up] if
every note that was not to be slurred were only held for haif its
value {and, consequently, a rest for the second haif). . . .

3. Sluming. There is little to be added here to the sources
already quoted in this regard. TOrk’s description is the most
precise (p. 355): ". . . one.leaves the finger resting on the key until
the value of the note is completely past, so that not the smallest
separation [rest] can arise between them.”

4. Holding-over (sustaining) of notes. This can also be indi-
cated by means of slurs, as in'the following example:

S

N T _

C.P.E. Bach made the following remark concerning this {p.
126): *. . . one hereby obtains a more simpie and easily readable
manner of notation. in the Probe-Stick in A flat [Sonata Vi, sec-
ond movement], | have written certain parts out in this fashion
[i.e., over-legato notation] so that you may become more familiar
with this style of writing of which the French have made consid-
erable use.” Two points, the importance of which in the seven-
teenth century has already been seen, are once again con-
firmed: the'links with contemporary French practice (style luthé)
and the fact that, for reasons of ease of reading, a simplified
notation was preferred.

In summary, another excerpt from C.P.E. Bach (p. 118) will
give some idea of the diversity of articulation types in use at
that time: “Some people piay ‘stickily,” as it they had giue be-
tween their fingers. Their articulation is too ‘long,’ in that they
hold notes beyond their correct length. There are others, who, in
attempting to correct this fault, release the keys too early, as if
the keys were burning. Both have a bad effect. The middle road
is the best; | am, of course, speaking here in general terms, for
every kind of articulation has its use at the appropriate time.”

ARTICULATION AND AFFECT

Up to now, | have spoken almost exclusively of articulation as
it is determined by means of special signs, such as slurs and
dots. Another important factor yet to be considered is the rela-
tionship between articulation and the structure and character of
a piece—in Baroque terms, affect. Once again, we are able to
draw vital information in this regard from prefaces and trealises.

Toward the end of the seventeenth century, a well-codified
practice developed in French argan music, whereby directions
for registration, character, tempe and articulation for each type
of piece were given.?

In his Premier Livre d'Orgue (1688), André Raison said con-
cerning the “Grand Plein-jeu™ * . . . se touche fort lentement, il
faut iier tes Accords les uns aux autres, ne point lever un doig!
que Pautre ne baisse en méme temps.” (" . o1 iLis played very
slowly; it is necessary tc connect the chords to each other, and
not te lift a finger until another is at the same time set down."}
A few original fingerings enlighten us even further: the fifth
tinger of the left hand is allowed to jump even large intervals,
such as a tourth. The requirad connection {lier) refers, therefore,
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" . 1o the clder system of fingéring without ._..o use 2 ::noq 1 this case, not only Is the movement no. longer the same, byt

substitution. the flow Is more sluggish and the notes (particularly the passing
For pleces which are fast in character, Raison used expres- notes) receive too great an emphasis. In short, the expression of
sions such as “. . . se joue vist {vite], un jeu libre et net” {* ... the whole plece suffers and is no longer that which Bach in-

it Is played quickly, freely and distinctly,” referring to a Duo); or tended. I this fugue is to be correctly performed, then the notes
, "...setouche hardiment et nettement” (" . .. it is played boldly ‘must be more hastily and lightly executed without the slightest
) and distinctly,” referring to a Basse de trompette, de cromorne - - emphasis; thls is what is implied by the 6/16 time signature.
! et de tierce)--that is, indications which not only contain clear Pleces written in this and similar light time signatures would be
implications for tempi, but aiso suggest n.m::o. articulation of played on the violin with only the tip of the bow. . . . "

the notes. - METER AND RHYTHM
! Let me cite a Eﬂz.w.q example from N.A. Le Bégue (Premier The fact that rhythm and articulation are closely interrelated
% Livre d"Orgue, 1676): “Le dessus de cromhorne [se joue] douce- goes without saying. Howaver, this connection Is s0 complex
ment et agréablement en imitant la maniére de chanter.” ("The .1 n1y 5 few basic matters can be touched upon here,
Dessus de o_.cq:-_o_.sa.__m u_mu@& gently and pleasingly, _Bz..mn- The rhythmic order that once lay at the basis of early music
3 ing the manner of singing.”) This is a style of performance which changed considerably in the second. half of the nineteenth
] ~Clearly implies the use of slurs and poris de voix. - century. The basic concepts of tensionfrelaxation, downbeat/

These relationships were treated in considerable depth in the y el Nable
treatises from around 1750 on. Of course, the character of the “ﬂwwmw%m—wwﬁm_wm.:m_w_ﬁ mww:wﬂwm" _._.:._nqmmn _ww_oouw_u% amnw__w..h”m
classical or preclassical sonata is their central point of interest. rhythm, the oo:n,oun of an unending melody arose and Reger

o 54 "

_uo__u xm mmmoz .n.mhm n>:_._w *o__o__z_:o guideline (p. 118): “In ow:-m_.»_ =..w placed slurs in his music that lasted for lines and even pages.
3 riskness of the Allegro Is expressed by detached notes, an Nietzsche reflected In a particularly interesting manner on this
1 ! the tenderness of the Adagio by sustained, slurred notes. The onciion (Menschiiches, Allzumenschliches il, no. 134y,
) 4 performer must, therefore, see to it that these characteristic fea- : Wie h der neveren r sik sich die Seefe _S,vonm: soll. - Die
. 3 nac r LT L .
: . tures of the Allegro and the Adagio are born in mind, even when konstlerische Absicht, welche die neuere Musik in dem verfolgt, was

W

a plece is not so marked.” " jetzt, sehr stark aber undeutilch, als “unendiiche Melodie™ bezeichnet

Seen from the viewpoint of the intervallic structure, C.P.E. r..__d. kann man sich dadurch klar machen, dass man in's Meer geht,
Bach had this to say (p. 126): “Generally speaking, slurs occur alimahtich den sicheren Schritt auf dém Grunde verliert und sich
mainly in stepwise passages and in the sfower or more moder- endlich dem wogenden Elemente auf Gnade und Ungnade dberglebt:
ate templ.” Tark {p. 363) indicated: "Leaping passages especial- man solf schwimmen. In der bisherlgen alteren Musik musste man, im
ly are executed more lightly than those progressing stepwise.” ~ zlerlichen oder felerlichen oder feurigen Hin und Wieder, Schreller

und 'Langsamer, tanzen: wobel das hierzu nothige Maass, das
Einhalten bestimmiter glelchwiegender Zeltund Kraftgrade. von der
Seele des Zuhorers elne foriwdhrende Besonnenhelt erzwang: auf

These instructions, of course, principaliy concern a single solo
voice in homophonic classical or preclassical style.

a T oo oo
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Somewhat later, the .no:oa_z of "heavy” and "light” perfor- dem Widersplele dieses kihleren Luftzuges, welcher von der Beson-
mance {schwerer und leichter Vortragy was treated more broadly nenhelt herkam, und des durchwirmten Athems musikalischer
by a group of strongly retrospective writers. Among them were Begelsterung ruhte der Zauber joner Muslk. — Richard Wagner wollte
J.P. Kirnberger {Die Kunst des reinen Satzes in der Musik, 1776~ cine andere Art Bewegung der Seele, welche, wie gesagt, dem

79) and, under his influence, J.G. Sulzer {Alligemeine Theorie der - Schwimmern und Schweben verwandt Ist.
schdnen Kinste, 1771-74),* as well as D.G. Tark {Klavierschule, How the soul Is to be moved according to the new music.—The
1788), Tork {p. 358) said: “Heavy performance requires that each artistlc purpose wq that which In the newer music is strongly (yet
note be played firmly femphatically] and held until its value has mwmnmﬁv_,wowﬁaﬂa ﬂﬂﬂ:ﬂﬁ»ﬂﬂﬂ.ﬁowﬂu %Mmﬂwmmhwwﬂaﬁdwmawo_ﬁ
completely elapsed. r,_n:n performance Hmmnw. that in s..:.m: firm foothold o:.. the .Eoc:u and finally m_.__,.-o_..uoa himself to the
every note Is played with less strength [emphasis], and the fin- mercies of the surging elements: in short, one Is meant 10 swim. In the
ger is removed from the key somewhat earlier than indicated by former older music —with its elegant, testive or even flsry to and fro,
the value of the nole.” The following table (Tiirk, pp. 359-64) fast and slow—one had to dance: the necessary requiremonts for
i glves a few criteria for both styles of performance: which {the malntenance of certain well-balanced factors of time and
. energy) induced a lasting presence of mind in-the soul of the listener.
Heavy .umao_s..mao”m ) Light .cms.‘o:_.mm:om . the qmww_n of that Bcw_nn_mw«. in its juxtaposition of this cold airstream
Musical compositions which are Playful divertimenti, {artsing from the presence of mindy and.the thoroughly warmed breath
written for a serigus purpose, humorous songs, of muslcal insplration.—Richard Wagner wanted 1o use another
such as fugues, well-constructed lively dances. means of exciting the s6ul, which, as already stated, is g:n_ococm 1o

- sonatas. Anything having a swimming and fioating.

i liturgical function. We must, therefore, attempt to reconstruct this dance-
3 - . inspired rhythmic concept for ourselves. Towards the end of the
3 Hw_.mw Mm..:mﬂ..cam with farger H.__.__ﬁ_m uﬂmmq__ﬂq:ﬂ_ﬂw . seventeenth century there existed a well-established rhythmic

’ , values: . order through which the individual notes within a bar were allo-
compared with 214 ’ . cated their respective weight or emphasis. W.C. Printz coined
%m compared with a4 the terms guantitas mxiaumom. notarum (the external or notated
3 6/8 compared with 6116 value of the notes) and quantitas intrinseca notarum {(the inter-
1 ) i nal value of the notes as determined by their position in the
i German music French music bar).? There are numerous eighteenth-century sources from
1 Bach/Handel style Mozart or Kozeluch which we can cite in this regard. With particular reference to the
] ; concerto performance, J.G. Walither wrote:
: {  Kirnberger especially made frequent use of examples drawn is wnwﬂq_nnm ,ﬂﬁﬂﬂnmhmohmm:ﬁh“_=mow“_mq.ﬁﬂmouwﬁhﬂmh_“mwm::ﬂﬂ
| i from the ioqxw.g J.8. mmo._._. of j.:o:._ he was a u:U__ in Leipzig, notated value are performed unequally, so that one note Is longer, the
1739-41. A particularly enlightening case follows (Die Kunst des next shorter — desplte their equal outward appearance. For example:
E - reinen Satzes.in der Musik, I, p. 119ff.): “4.5. Bach and Couperin
: cerlainly did not set some of their pieces in 6/16 time for no 1. 2. 3 4. 5 6. 7. 8.
pood reason at all. To whom is the following fugue (WTC 1)) L - ~—

w. unknown? ]
IhY N
u e e R e 1
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1
——t—] ﬂ Mei-ne See - l¢ ruft und schrey-et

; In the above examplie, all notes are equal according to their exter-
3 . : . . nal value, tor they are all eighth notes, while, accordihg to thelr inner
. Were this subject to be noted in 6/8, it would appear as follows: value, the first, _ﬁ.a. ::zum:a seventh are long, t:_.mm the second,
fourth, sixth and eighth are shorl. This is derlved {rom the hidden

fre— X —P—— power of the numbers themselves. .
ﬂ 11 This theory concerning length of accent {emphasis) has its applica-
+ _rh_ m! tion in both vocal and instrumental works; for from this stems that
T well-mannered modification of the voice or finger whereby a nate
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. o o elves a strong accent,
3 i s own numbser, I3 long rec
R’ \&Jﬂ ...o__...- »_.qma..“m H‘Wn..,noooa_:c a.o Its number, Is expressed some-

pwhiat shodter and softer.”

e i i otes can be expressed “instrumental-
._o..m_».ﬁnqw“_o _Mﬂ.n__ww% wwz. as can be done on the clavichord,
.w.“«,"._nnﬂo:_uzoslmzm:_ms shortening and lengthening of

tes, schematically lllustrated thus:

L bbb M

W Ing here, of course, with only very subtle nuances:
m_wﬁwhw_ﬂ% me__w m:nmz:ua. these slight alterations occur as a
" matter of course (see July Issue, p. 27). They are comparable
with speech Itself: “When two adjacent notes, which according
to thelr external form and value are equal, oceur in an evenly-
dlvisible time signature, one Is always long and the other short,
according. to their Inner value. This fact has its roots in the
natural feelings of man himself and is likewise manifest in
speech.” (J.A. Hiller, Anwelsung zum musicalisch-richtigen
Gesange, 1774, p. 47.)
It is highly unlikely that a long-short rhythmical Inequality, in
the sehse of the French Inégalité, is intended:

—3r-3—

i lx PN

J.S. Petri repeatedly stressed In hls ‘Anleitung (p. 160) “the
need to correctly observe the good and bad notes” [Takttheile].
-Some musiclans, he continued, also term this “the long and
'short, although without reason, for the duration is not altered at
all.”

in this respect, an organ’s ability to achieve these nyances is
often underestimated. It is clearly discernible to the listener
whether my concept of accentuation is:

Jlddaddd)

T e S— S St Nt

This becomes even clearer with regard to the principal ac-
centuations of each bar. Once again thera is a marked contrast

between the viewpeints of the eighteenth and nineteenth cen- )

turles in this regard. Hugo Riemann (Musikalische Dynamik und
Agogik, 1884, and System der musikalischen Rhythmik und
Metrik, 1903} described the interpretation of the late Romantic
as belng based entlrely on the melody: the dynamic highpoint
coincides with the highest note of the melody, and ascent and
descent to which are respectively linked with crescendo and
slight accelerande and diminuendo and: slowing down. In con-
trast to this, the system of accentuation in the eighteenth cen-
tury was determined according to the rhythmic order of the in-
dividuat bar, as in the toliowing example from Suizer {article
"Tact,” p. 499):

S

Nldddidlidiid

Recall Nietzsche's comparison of “swimming” and "dancing.”
Kirnberger (Die Kunst des reinen Satzes in der Musik, I, p. 106}
recommended that any prospective composer take steps to
develop “a correct sense for the naturat movement of every time
signature. He will achieve this through diligent study and use of
ail types of dance forms.” Dances (that is, allemandes, cou-
rantes, gavottes, menusts) are therefore simultaneously the pro-
totypes for the different time signatures. Their respective rhyth-
mic impulses are of basic importance for an understanding of
the interpretation of early music.

THE CHANGE OF STYLE ARQUND 1800

Toward the end of the eighteenth century, there was a notice-
ably greater advocation for increased use of legato. This was
the case with all instruments — compare, for example, the flute
treatises of Quantz and Tromlitz. The translation {o the forte-
piano seems to have played an imporiant role in this change as
far as the keyboard instruments were concerned. Czerny had the
following to say in this conneciton:

Hierauf ging er _mmm”:o.__ma mit mir die zu diesem Lehrbuch [Ph.E.
Bachs Versuch] gehorigen Ubungssticke durch und machte mich
vorziglich auf das Legato autmerksam, das er selber in elner so
unidbertrefflichen Art in setner Macht hatte, und das zu jener Zeit alle
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andern Planisten auf dem Forteplano {ir unausfirbar histten, indem
damals {noch von Mozarts Zelt) das gehackte und kurz abgesioBeng
Splet Mode war. Auch hat mir In spateren Jahren Beethoven erzahlt,
daB er Mozarn mehmals spiefen gehdrt and daB dleser, da zu seiner
Zeolt die Erfindung der Forteplano noch In lhrer Kindheit war, sich ayf
den damals mehr gebrauchlichen Fligeln ein Spiel angewahnt hatte,
welches kelneswegs for dle Forleplano pabte.

After this, he [Bsethoven] took me progressively through the prac’
fice pleces belonging 1o this book [C.P.E. Bach's Versuchi, above all
to make me accustomed to the legato technique, which he himself
had mastered in an Insurpassable fashion and which all other con-
termperary planisis considered Impossibla on the forteplano—the
“chopped-up,” detached manner of playing stiit belng very much the
mode at that time (that is, the time of Mozart). Beethoven also related
to me in his later years how he had often heard Mozart play and how
he (Mozart). had developed a playing technique on the {In his time}
more widely used harpsichord, which did not go at all weil on the
forteplano, the latter Instrument then only in its Infancy.'*

Clearly, the English pianos, with their heavy touch and mor]
perfect damping system, were mainly responsible for this tre
toward legato. Muzio Clementi, who lived in England from 1766
on, was one of the first to expressly encourage the use of this
“singing” legato. This is shown by a statement in his /ntroduc-
tion to the Art of Playing on the Piano Forte (1801, p. 8): “The
best general rule is to keep down the keys of the Instrument the
full fength of every note.™ Notes without markings should
therefore no longer be played with normat articulation {as was
the case in Tork’s treatise, which was directed mainly foward
clavichord playing), but rather legato, even when no siur is
marked. As indicated In the preceding quote from Czerny, it was
Beethoven above ali, who, through his new stylistic designs,
also called for a change In the manner of playing; it Is a known
fact that he preferred the mechanism of the English plano—he
himself owned a Broadwood grand. The following fingering In-
structions enlighten us further: “In passages such as:

%mr .L ﬂmmtrnm.ﬂ

) } i

| [Beethoven] often wanted to make use of all fingers, just as |
would in such passages: .

rys
1 CILT '
1 | = I
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in order to be able to slur the same.™

. Previously, such passages were normally executed with only
two fingers, mainly two and four (C.P.E. Bach, p. 37; Tark, p. 165).
" It should be mentioned, however, that the "Mozart style” of
playing, closely linked to the lighter, more elegant Viennese
piano mechanism, was further developed as the “virtuosic”
school of playing by people such as Hummel and Moscheles.
Czerny, in his Complete Theoretical and Practical Pianoforte
School, Op. 500, distinguished no less than six differant man-
ners of playing and instructed the pianist “that the works of
each composer must be execuled in the style in which he wrote”
(English edition, 1839, p. 160).

Let us now direct special attention to the questions of organ
technique. As is well known, the French school {Widor, Guil-
mant, Dupré} based its manner of playing on a long tradition,
which, according to Dupré’s Méthode d"Orgue {p. 74}, runs as
follows: J.S. Bach, W.F. Bach, C.P.E. Bach, J.L. Krebs, Kirn-

_berger, Kittel, Berner, Rinck, Hesse, Lemmens (teacher of

Guiimant and Widor). What teacher, however, passes on exactly
the same things to his pupils as he was taught in his own youth?
In the second halt of the eighteenth century there were two dis-
tinct schools of organ ptaying: a "virtuosic school” {Schroter,
Vogter, Knecht) and an opposing school which preferred the
iegato. style of playing (das “gebundene” Spiel). This latter
school .is generally quoted - as stemming from J.S. Bach. In
Gerber's Tonkdnstier-Lexicon {1790) we find the following refer-
ence concerning J.G. Schroter (p. 455): “Those who are familiar
with the admirable legato style {die vortreffliche gebundene
Manjier}, in which manner Sebastian Bach played the organ,
could not possibly like Schroter's styte of playing, whereby he
continually plays staccato.” As already seen, Tork atso de-
manded a “heavy” interpretation of works in the Bach fugal
style..However, is it the Dupré technique, with its use of finger
substitution, which is meant here?

it is highly probable that, toward 1800, a similar need for the
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00 veloped on the organ. Tork, who, in the period
:quoﬁmm%mw ﬂmmm: _ﬂ the most detail with keyboard playing,
pr lated examples of finger substitution in his Kfavier-
gave only isolate - L
schule {(1789; pp. 143 .m:n 176tf). In his Von der wichtigsten
Ptlichten eines Organisten (1787), he discussed pedal tech-
nique, but fingerings appear not to have been a matter of any
special concern to him. Further references to the use of finger
substitution, in-the specific context of the slurred manner of
playing, are to be found in J.S. Petri's book of 1782 (pp. 343ff.
and 361f1.); however, there are also many fingerings and pedal-
ings which are clearly concerned with the use of normat anticu-
jation. | came across a shoert article from the year 1805 concern-
ing “die Applikatur beym Choralspie! auf der Orgel und auf dem
Pianoforte” by Friedrich Guthmann (Allgemeine Musikalisch
Zeitung, p. 693t} which sheds interesting light on the now-
changed situation: “Where the option is open to the player, this
‘silent replacement’ [finger substitution] is far preferable to both
the turning over or under of fingers and the reaching out with
one and the same finger to an adjacent note.in slow movements.
For example: .

g
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One would be greatly mistaken if he were to believe that a fin-
gering that is perhaps ideal for fast, lively, virtuosic passages
were equally good for slow, tied and closgly-connected pas-
sages [bey langsamen, gezogenen und enge verbundenen
Stellen].”

Significant here is the fact that chorale playing becomes
equaled with the adagio, which, as we have seen above, re-
quires a well-sturred style of performance. In this respect, it Is
important to understand that church hymnody at this time was
lacking any clear rhythmic structure. The Leipzig Thomaskantor
J.F. Doles spoke as early as 1785 about the “appalling” state of
the chorale melodies, and J.F. Herder regretted that church
hymnody “has lost all its heart-ruting majesty and become a
‘childish weakling.”” Finally, K.W. Frantz (1831) saw the chorale
as “a composition without rhythm, comprising notes of equal
mensuration, and intended to incite religious feeling . . . to be
sung in solemn, slow, but not dragging tempo.™ Here lies the
probable rool of the sd-called organ legato: chorale playing is
regarded as “weak” and related to the expressive adagio; a
sense of solemnity is the most important aspect desired in the

e,

church service; rhythmic clarity Is not wanted. \\

Today, however, we should have another approach to choralé
playing in mind. A chorale such as “In dir ist Freude” should
also be allowed to display the fact that itis a dance-song. Many
ot the Genevan psalm tunes should not be viewed as weak but,
rather, as powerful. The text can also be made clearer for the
congregation by means of good articulation.

THE CLAVICHORD AS A PRACTICE INSTRUMENT
FOR ORGANISTS

Playing on earlier instruments can itseif teach us much about
S.m appropriate method of playing such instruments. Although
this aspect ot the article may be somewhat more subjective
than that of the preceding section, it cannot be ignored. What
we are concerned with here is that in playing an old organ, we
d¢ 50 with open ears: instead of sticking to one weil-practiced
Style, we should attempl to hear what the instrument itsell has
1o teach us. ;

This can start with small matiers. An accustomed fingering/
may suddenly become uncomiortable on an early keyboard; the
naturals are shorter, the space between the sharps moSm:_..z\mm
sMmailer. An original winding system can enlighten us concern-
“mm Sm“m:m:o:.. ternpo and articulation; it may happen that an
cm:cﬂ“mu: can simply no longer keep up with its breathing. There
o various q.mmmoam,d_oq this: 100 many stops may be drawn

here s doubling of pitches — Principal 1€ 2nd Posaune 16 in
ar ofien use (oo much wing —with ihe resuil thet 1he
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whole sound becomes unsettled. It is also possible to play too
fast or too actively. Only careful experimentation and listening
can help us here.

I 'once had the following experience on an old Htalian organ:
in playing legato in the pedal, two pallels were open simul-
taneously for a fraction of a second. The demand on the wind
supply was so great for this instant that too little wind was left
tor the manuals, and the pitch consequently sank. 1 first had to
make sure that one pallet closed before opening another!

The seventeenth- and eighteenth-century organist's practice
instrument, in Germany at least, was the clavichord. There were
aiso instruments with either independent or permanently-
coupled pedal; one two-manual clavichord with peda! is
preserved {a picture is in R. Russell, The Harpsichord and Clavi,
chord [London, 1958}, plates 89 and 90). One rarely practiced mw
churches — bellows pumpers would have to have been hired. In
additlon, It was often forbidden by the church authorities: "The
organ is far too costly an instrument that teaching and practic-
ing be permitted on it” {G. Frotscher, Geschichte des Orgel-
splels {Berlin, 1959], p. 411).

The clavichord has the simplest and most direct mechanism
of all keyboard Instruments. In order to fully understand the
problems of articulation on this instrument, we must first briefly
outline how it functions (see diagram on next page}.*s

As a result of finger pressure on the key, the rear end of the
key lever is raised. The tangent (small metal pitate) sets the
string in vibration as a result of the momentum of this move-
ment. Simultaneously the pitch is determined: the tangent limits
the string length, the string thereby vibrating only between the
tangent and the bridge, the other end being damped with felt.
The contact between finger and string is, therefore, very direct;
key and tangent are really extensions of the finger.

Santa Maria (1565) described in defail the requirements for a
good clavichord touch. The keys must be played “with force and
determination” (fol. 37V)., Because the tangent remains in
conlact with the string, finger control is also very important
after sounding the note. “The finger must remain on the key
without either pressing or relaxing too much, or leaving the key
entirely” (fol. 387. Too_much weight (modern piano technique)
causes. the pitch {o rise; too little pressure cuts the note short.
“Even when playing quietly, the hands must nevertheless play
with a certain degree of determination” {fol.38"). The sound of
the clavichord is certainly quiet, but still variable within these
limits; playing softly, however, requires a certain mamentum or
the note will not speak at ail. “Moreover, the keys, both naturals
and sharps, must be played at the end or on the tip” (fol. 387.
Thereby, one has the best transmission ratio for the force of the
finger; early fingerings, therefore, work hetter than modern
fingerings with which the longer fingers play too far inward on
the keys. )

When Santa Maria required “the first finger always to be
raised before the next one plays” {fol. 38, he did this for a rea-
son concerning the construction of the clavichord itself. Until
the start of the eighteenth century there was only one type of
clavichord, the so-calied fretted clavichord; one string or pair of

- strings served not only for one note, but for two or more adja’

cent notes. Look again at the diagram: when the C-sharp tan-
gent is sufficiently far apart from the C tangent (the key lever
must have a crook to achieve this), then the same string re-
ceives a correspondingly shonter speaking length, which

“sounds the pitch of C sharp. It goes without saying that on such

an instrument C sharp must first be released before one can
play the note C!
In the seventeenth century a joining of two notes occurred
most commonly as follows: '
CiCs D DWE FIFf GIGS A BB

Praetorius described this system as “new,” for normally "two,
three and even four keys {which, propter dissonantiam, cannot
be played simullaneously} could be combined together.™*

Such an instrument, both. delicale yet capable of achieving
considerable nuance, was used as & praciice instrument aiso
because of its cheapness ang size. imporiant keyboard plavers,
like Kuhnau, Mattheson and C.P.E. Bach were all unanimous in
saying that a player can best be judged at the clavichord.” “The
clavichord should be used to learn good perfarmance, the harp.
sichard to develop the necessary sirength in ihe tingers”{C F &
Bach, p. 11).

QUESTIONS OF ARTICULATICN IN THE
ORGAN WORKS OF 5
Alter gil thig discussion, let us now
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works of J.S. Bach. It is certainly noteworthy that the great
preludes and, more clearly still, the fugues contain few, if any,
articulation markings; later works, such as the E-flat major and
B-minor preludes, contain a few isolated examples. In contrast
to this, some of the tric sonatas and chorale-based works are
richly supplied with sturs and dots. How is this to be inter-
preted? Were the indications in the fugues simply forgotten and
left up to the performer to complete? )

An important connection exists between registration and

articutation: preludes and fugues are normally played in organo .

pleno. Just as a large choir and instrumental ensemble achieve
litle through means of minute articulation differentiation, the
full organ likewise achieves its effect through other means:
gravity of sound, stepwise motion and expressive power of the
polyphony. (Recall also, that in the French organ literature, a
very clear connection between registration and articulation was
likewise shown to exist) The trio sonatas, on the other hand,
can be compared with the soloistic chamber music repertoire,
in which a differentiated style of playing is called for—only one
player per part. o .

The unique situation of the trios was discussed, although
more in the context of tempi, by the Bach biographer J.N.
Forkel, who wrote: "The large sound of the organ is by its very
nature not suited for use in fast movements — it requires time to
resound in the space and expanse of a farge chutch. if one does
not allow this time, then the notes become confused and the
praying unclear and uninteltigibie. Bearing in mind the instru-
ment and the situation, such movements must be slow and dig-
nified; onty when using individual stops, as for example in a trio,
tan an exception be made to this rule.”? .

Let us then attempt to draw together the various aspecis of
interpretation in the context of the Bach preludes and fugues.
Early fingerings are quite plausible in works with few acciden.
dm._u.“ in more complex key signatures, the thumb-under tech.
nique is more appropriate. Finger substitution iz seldom
employed,

Appocgiaturas Wworis de voix) and sturs appear seidom in the
ﬁ,:.a.\_:,c pleno works; on the other hand, an over-legalo style of
n NS sometimes encountered. This SUSipimIng ©f notes
fan aiso vccasionally be used even when not notated.

Without 2 doubt, the preludes and fugues for urgan belong 1o
“ateqary of pieces for which a “heavy” pertormani.e is re-
O ey havi a liturgical function, are ~well-canstructeg”
areyonies " wr charactar (Ses section on 2 onoand

Schematic dlagram of clavichord action

Affect above). The “"light”_time signatures seldom occur. 2/4
time, which demands a light yet well-accented movement,
appears only in the trio sonatas; a further exception is the larger
mavement of "Wir glauben all".an einen Gott” from Claviergbung
/ll. One could easily imagine this piece in alla breve notation,
with note vatues doubled, bar lines with the same separation
and a time signature of 0“ Bach obviously wanted a lighter per-
formance, however. Time signatures such as 6/46 and 12116,
which were used in the harpsichord works for the lightest
pieces, never appear in the organ works.

The touch should, therefore, be weighty, with a minimum of
separation between the notes, taking into consideration, of
course, the acoustics of the church; a cathedral with several
seconds of reverberation cails for a more pronounced separa-
tion. of tones than does a small village church. Overly strong
accentuation is thereby avoided. Many Bach works have a com-
pletely continuous movement, usually in sixteenth notes, which
in any case precludes any foreground accent placement. On the
other hand, the rhythmic precepts of the sevenieenth and eigh-
teenth centuries require an alternation of strong and weak "syl-
lables,” which, however, is feit more i the background.

As an almost natural consequence of this strong-weak alter-
nation, the tempo becomes slower than that which we are ac-
customed to. Organs with original winding systems support
this.

The foregoing description of playing techniques is oriented
primarily to the instructions of earlier times. Why are so many
people now finding such an approach necessary?

One thing that we rediscover through the use of these tech- -

niques is the highest possible state of rejaxation in playing. Try
a small experiment by placing two fingers on a table surface.

~ When raising one finger after first having placed the second on

the'table, one senses a little tension in the hand and underside
ot the forearm. With the normal touch described — simutlaneous
start of descent and raising of respective fingers—a relaxed’
cancing moticn resulls,

Closeiy related 1o this relaxed manner ot playing 15 1he thyth
mic doctrine of strong-weak alternation, that is. relaxation fol
towing lension. Many comtemporary performancss produce
nothing but tension: this is certainly up-to-date but is contiery
to the natural forces of life: inhaling-exhaling. day-night, a1, In
the Germun Baroque. the idea of “orcer” in musical perception
was especially pronounced. Werckmeisier summed it up in the
fellewing words: “Juet s the musical intervats then are amtane
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moré than numbers and proportions, and as God has set every-
thing according to number, mass and welght in good order, even

's0 a musictan—indeed, every man — should take pains to study

how he can Imitate such mighty order. Ars enim Imitatur
naturam. He who does not take heed of such mighty order,
which after all comes from God, is a fool. . . . And whether this
music be inspired by the power of God, it must nevertheless first
be constructed according to the natural order and principles
which God has established in nature. For God is a God of order.
He will not meddle with any disorder or confused state ™

The preceding descriptions do not attempt to approach a
work of art from the point of view of "What shall | do now with
this piece?” They pose, rather, the questions “What sort of ob-
fective factors are to be found in this work of art?” and “How can
I, as performer, be faithful to the ‘order intended by the
composer?” ,

EPILOGUE 1983

With the exceplion of minor corrections, the two parts of this
articte correspond to those which criginally appeared in Musik
und Gottesdienst, 1977, in the form that | wrote them during
1975-76. Since that time, a.number of changes have come about
in organ performance; many organists are now familiar with
oider performance practices. At the 1982 international competi-
tion in Bruges, Belgium, the majority of the fitty-five contestants
played with a non-legato as the normal touch. More and more
frequently, organs are being built with sensitive mechanicai
aclions, upon which' such a performance practice makes sense.

-The most ditficuit aspecl of this performance style, it seems
to me, is the subtle variation necessary in touch. A uniform ron-
legato becomes just as monotonous as a continuous legato.
The discrimination between stressed and unstressed notes on
the organ becomes possible only by cultivating completely re-
laxed movement of fingers and hands. A performer may employ
legato and yet create music that is totally unmelodic; converse-
ly, one may experience an intensive musical continuity by using
the markedly non-legalo fingerings of Buchner (c.1510). What is
most painful is to hear playing that is both non-legato and
unmeiodic! A particular method of articulation does not by itself
create any music! . h

“The soul must speak to the heart through the fingers — that
is the essential thing” (I. Moscheles}ze

NOTES

1. The sources quoted frequently are listed in the notes to Part | of this

article (THE AMERICAN ORGANIST, July 1983, p. 31). An additional reference
for this part is F.W. Marpurg, Anleitung zum Clavierspielen (Berlin, 1765,
second improved edition; reprint, Hildesheim, 1970, Olms). An English

translation of the first edition (Berlin, 1755) appears in an unpublished

Ph.D. dissertation by Ellzabeth Hays (Stanford University, 1977).

2. New edition by Kenneth Giibert {Paris, 1875, Heugel; Le Pupitre 54).
See also the facsimite (New York, 1965, Broude Brothers).

3. See Fenner Douglass, The Language of the Classical French Organ
{New Haven and London, 1969; Yale Unliversity Press), p. 971, dnd p. 178¢.

4. New edition of the Premier Livre in the serles Orgue et Liturgie, Vols,
55-56, 58-59, 61 (Editions Musicales de [a Schola Cantorum, Paris}). Un-
fortunately, the original preface is not included in this edition;.an English
translation of the preface Is in Douglass (note 3}, p. 183.

5. New edition In Afchives des Maltres de I'Orgue, ed, A. Guilmant and
A. Pirro, Vol. 9 {reprint, New York and London, 1972, Johnson)., An English
translation of the preface Is in Douglass {note 3), p. 180.

6. Both works are available In facsimile reprint (Mildesheim, OIms, 1968
and 1867-70, respectively). The musical subjects tn Sulzer's Theorie are
mainly by Kirnberger, with editorlal assistance from J.P.A. Schulz {pupil
of Kirnbergen); the arlictes S-Z are entirely by Schulz,

7. H. Heckmann, “Dor Takt in der Musiklehre des slebzehnten
Jahrhunderts,” Archiv for Musikwissenschalt, X {1953).

8. Praecepta der Musikalischen Composition {handwritten composition
tutor, 1708; printed edition by P. Benary, Lelpzig, 1955, Breitkopf und
Hartel), pp. 23-24, ) . . .

9. An exhaustive description of this development may be found in W.R."
Talsma, Wiedergeburt der Klassiker, Band |: “Anleitung zur Entmecha-
nisierung der Musik” {lnnsbruck, 1980, Wort und Welt Verlag). The revival
of the older hierarchy of beats within the metrical structure is.one of the
rnost difficult aspects. of historical performance practice. | am grateful to
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