The “Art of Technique” and the “Technique of Art”

“Advanced Recorder Technique” is intended for ad-
vanced alto recorder players who are seeking rigor-
ous practise material for developing their instrumen-
tal and musical skills. It is a continuation of the two
volumes of Fun and Games with the Alto Recorder
{Schott Ed. 12703-12707). The elements of recorder
technique covered in those volumes will continue o
be developed here with particular emnphasis on musi-
cal recarder playing. Modern playing techniques are
not included; the focus is on learning technigques suit-
able for early- and high-haroque recorder music, bear-
ing in mind that these, and above all the “t=chnique
of practising”, are also relevant for the realisation o
modern recorder music,
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Glossary of Terms

American English British English

Thittysecond note Demisemiquaver
Sixteenth note Semigquaver
Eighth note Quaver

Cluarter note Crotchet

Half note Minim

Whole note Semibreve
Soprano recorder Descant recorder
Alto recorder Treble recarder



Finger Movements

Trilling Exercise
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on the recarder when tAlling in the low register so that the finger which is mak-

back and forth over the hole. This movement is controlled via a small movement of

not speak when slurred may be practised using the tongue.
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Trilling

Trilling aids the warming-up process in general and
the warming-up of your fingers in particular. However,
the priority here is the analysis of individual Tinger
movements between notes. The purpose of the exer-
cise is not to play through the sequence of trills from
start to finish but rather to select individual bars.

Do not use alternative fingerings as is common for
the performance of trills (see the Fingering Chart) but
focus carefully on training the precize co-ordination
of several simultaneous finger movements
s  Begin neither with the very lowest nor the highessi

register; it is easierto-start with the middle regis-
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vour foot on to the tips of yvour toes so that the bell-
end of the recorder can be covered by vour upper leg.
This allows minimal and controlled movement of your
upper body enahling the notes to be played without
endangering your teeth.



2 Articulation

Finger- and tongue-techniques are inextricably linked
10 one another. Training virtuosic finger work requires
real awareness of tongue movement because for each
note in a series (e.g. a scale) there must be a tongue
stroke, with one exception: legato plaving.

For this reason the following remarks concerning
articulation have been deliberately given precedence
over chapter 3, “Scales, Arpeggios, Chromitic Scales”,
which locuses on finger technique. Detailed instruc-
tions regarding tonguing for use with the scale exer-
cises can be found in that chapter.
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Initially it may be difficult to feel the two “tracks” of
this action. It might be helpful to transform the “dog”
articulation syllable into the gentler “loa” tonguing or
even to create a mixture of the two.
Rule: Legato serves as a basic sound model and blow-
ing exercise for portato articulation.

Legato = joined, slurred

MNon-legato = not joined, separate

Staccate = short, often with a hard attack

Portato = notes are “rarried” from one to the
other (portare It = to carry)



Scales, Arpeggios, Chromatic Scales

Notes Regarding the Exercises
Major Scales

In order to have as much practise material as poss-
ible begin all major scales with the lowest note of the
scale available on the instrument. This will not nec-
essarily be the tonic note. Flay each scale up in
octaves and, again in octaves, back down. In this way
it is possible for fingers and tongue to work for longer
with each scale, ‘despile the limited range of the
recorder.

Major Arpeggios
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L springy “H 67, short *i" as in “bit”)
rate- only on the beginning of the note; do not
the end of the note. The note remains open,
mot rigid and static as in staccato (Yt 6 6).
Reminder: the difference hetween a note which is fin-
ished with a fongue-stroke and one which sounds
open lies simply in the exact point in time at which
the upwards movement of the tongue takes place. If
this happens precisely ai the end of the note it will
sound “cut off”. However, if the tongue movement
occurs at the last possible moment before the begin-
ning of the next nate — and it must be very fast —then
the note will not sound as though it has been finished
with the tongue. You could say that the tongue stroke
occurs not at the end of the first note but at the begin-
ning of the second. Imitate with your tongue the
sound a table tennis ball makes when dropped and
leit to bounce for several seconds.




