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INTRODUCTION  

 Baroque music includes a broad range of styles from different geographical regions. Each style 

has different characteristics and requirements for performance practice. Composers in this period did not 

notate precisely the details of performance in their scores in the way modern composers do. Instead, they 

relied on performers’ good tastes in tempo, meter, spirit, dynamics, and articulation and in the use of 

ornamentation or improvisation to realize the full “affect” of the composition. In keeping with current 

trends, modern performers must develop an historically informed approach to Baroque music and its 

subtle regional differences by studying treatises, books, and recordings and by working with experts in 

the field, and then applying those learned concepts to the specifics of each work under development. 

Further, since the Baroque bassoon has many different performance characteristics compared to the 

modern instrument, developing an awareness of, then relating and incorporating those characteristics as 

much as possible to the modern bassoon is the final step in enhancing an historically informed approach.  

My five years of studying Baroque bassoon with Prof. Michael McCraw, one of the most 

influential and respected Baroque bassoon performers, made me realize how different the modern and 

Baroque bassoons are. Although resources on Baroque performance practice are plentiful, there is no 

complete Baroque bassoon treatise written in the Baroque period and there is no modern work that 

attempts to relate what we learn from Baroque bassoon performance to the modern bassoon. Therefore, I 

believe that organizing existing resources, including Prof. McCraw’s ideas and approaches, and 

incorporating my experience in playing both instruments into my document will be an important resource 

for the modern bassoon player in interpreting Baroque music. 

The three pieces chosen for this document are by composers representing a variety of Baroque 

styles from different countries. They are Concerto No. 13 in G Major for two violas da gamba or 

violoncellos or bassoons by F. Couperin, in the French style; Sonata in C Major for bassoon by J. F. 

Fasch, in the Italian and German styles; and Sonata in F Minor for bassoon by G. P. Telemann, in the 

Italian and German styles. The three Baroque pieces for bassoon(s) will be discussed in different chapters, 
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and each chapter will begin with the individual composer’s biography. Each composer’s biography will 

reveal his musical training, compositional influences, and work environment. This will be followed by a 

discussion of the chosen composition. To better understand each piece, I will use secondary resources to 

explore the compositional style and to discover the traits that make each piece uniquely French, Italian, or 

German. Performance practice concepts including tempo, meter, spirit, dynamics, articulation, and 

ornamentation will be discussed in light of the primary and secondary sources listed in the bibliography. 

This will provide the modern bassoon player with a performance guide. Since music is a subjective art, I 

will provide several approaches or options for selected passages that performers could use in developing 

an interpretation. I will provide score excerpts that clearly show several options with explanations. 

Performers and readers can make their own decisions by choosing from those possibilities. As recordings 

are one of the primary sources for my document, I will discuss the performer’s interpretation and 

highlight the recordings that are the most historically informed and expressive. Also, I will present a 

comparison of the differences between the manuscript and modern editions for the Fasch and Telemann 

sonatas. I will then discuss the process of selecting performance editions in general. 

 My document will also include my performance on modern bassoon of excerpts chosen to 

highlight the important elements of each work in Appendix A, as well as a recording of the chosen pieces 

in Appendix B as a listening reference for the reader. Since listening is an important instructional resource, 

my goal is to provide an audio reinforcement of the performance practice guidelines discussed. 
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CHAPTER 1: FRANÇOIS COUPERIN: CONCERTO NO. 13 IN G 

MAJOR FOR TWO VIOLAS DA GAMBA OR VIOLONCELLOS OR 

BASSOONS FROM NOUVEAUX CONCERTS 

Historical Perspectives and Biography of François Couperin 

 François Couperin (1668–1733) was born and also died in Paris. He was a composer, 

harpsichordist and organist, and his works includes some of the finest music of the French classical 

school. He was known as one of the most important composers to live and work in France between Jean-

Baptiste Lully and Jean-Philippe Rameau.1 

 François Couperin was born into a musical family with a strong background in organ. The 

Couperin family was and is probably the most famous musical dynasties after the Bach family.2 The 

Couperin family’s constant succession for serving as organists at St. Gervais in Paris began with 

François’s uncle, Louis, and continued until his great-nephew Gervais-François died in 1826. François is 

the most important member of the Couperin family. He inherited position from his father, Charles, who 

died in 1678. When François was only eleven years old, the church authorized the notable organist-

composer Michel-Richard de Lalande to carry out the organist’s duties. François took over the duties 

himself in St. Gervais when he reached his eighteenth birthday in 1685 or early 1686.3  

 François Couperin received his musical training from his father, Charles Couperin. Jacques 

Thomelin, a colleague and friend of Charles, took on the responsibility of the boy’s music education after 

Charles passed away.4 Between the ages of eleven and twenty-one, François studied intensely and 

absorbed the music he heard in Paris. His compositions, which often feature solid contrapuntal skills and 
 

1 Edward Higginbottom, “Couperin [le grand], François (ii),” Grove Music Online, https://doi-
org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.6002278203 (accessed 15 February 2019). 
2 Wilfrid Mellers, François Couperin and the French Classical Tradition (New York: Dover Publications, Inc., 
1968), 17. 
3 Mellers, François Couperin and the French Classical Tradition, 19. 
4 Fracnçois Couperin, L’art de Toucher le Clavecin (Paris: Avec Privilege du Roy, 1716). English translation as The 
Art of Playing the Harpsichord, 2nd ed., trans and ed. Margery Halford (New York: Alfred Publishing Co., Inc., 
1974), 3. 

https://doi-org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.6002278203
https://doi-org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.6002278203
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linear qualities, also demonstrate a wide knowledge of styles, characteristics, and genres, all of which are 

a credit to his early training as an organist.5 

 Couperin earned the adoration from his contemporaries and was called “le grand Couperin” 

(“The Great Couperin”) as early as 1710. Many composers dedicated works to him, including Michel 

Pignolet de Montéclair, Nicolas Siret, and Louis-Antoine Dornel.6 J. S. Bach admired Couperin above all 

French composers, and his ornamentation reflects Couperin’s influence. Bach copied one of Couperin’s 

pieces, Les Bergeries, into the notebook for his wife, Anna Magdalena. Unfortunately, no correspondence 

between Couperin and Bach on musical matters survives. 

 Couperin’s appointment as organist of the Chapelle du Roi in 1693 was perhaps the most 

important event in his career. Louis XIV chose his musicians himself and identified François Couperin as 

the most experienced.7 Couperin served for the King for twenty years, and shortly after his arrival at court, 

he was engaged to teach harpsichord to Monseigneur the Dauphin, Duke of Burgundy and six other 

princes and princesses of the royal family.8 

 Active as a court composer, Couperin wrote organ masses as well as secular and sacred vocal and 

instrumental music.9 His sacred vocal music was used in the royal chapel and was composed during the 

time between his appointment as organist of the Chapelle du Roi in 1693 and the death of Louis XIV 

in 1715.10 Couperin’s instrumental chamber music falls into two categories: the early trio sonatas and the 

Concerts Royaux (1722) and Nouveaux Concerts (1724).  The first category includes the early trio sonatas, 

such as La Sultane, the Apothéose sonatas and Les Nations, while the second category includes 

the Concerts Royaux, continued in Les Goûts-réünis as Nouveaux Concerts, a sequel to the Concerts 

Royaux, and the Pieces de Violes. Couperin’s enthusiasm for Italian music is demonstrated particularly in 

 

5 Philippe Beaussant, François Couperin, trans and ed. Alexandra Land and Reinhard G. Pauly (Portland, OR: 
Amadeus Press, 1990), 34. 
6 Couperin, The Art of Playing the Harpsichord, 3. 
7 Beaussant, François Couperin, 58. 
8 Mellers, François Couperin and the French Classical Tradition, 20. 
9 Couperin, The Art of Playing the Harpsichord, 3. 
10 Higginbottom, “Couperin [le grand], François (ii),” np. 
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the trio sonatas mentioned above. His intention to make a union between French and Italian music is 

shown in the collection of Les Goûts-réünis and the two Apothéose sonatas.11  

 Couperin’s four harpsichord books represent his excellent accomplishments. The four books of 

Piéces de Clavecin were published in 1713, 1717, 1722 and 1730. His theoretical work L’Art de toucher 

le Clavecin, translated as The Art of Playing the Harpsichord, was first published in 1716 as an 

instruction for performing his Piéces de Clavecin (first book, 1713) correctly and with good taste. 

Couperin himself characterized the book as being “very useful in general, but absolutely indispensable for 

playing my Piéces in the style most suitable to them.”12 Couperin made some revisions and corrections, 

wrote an entire new Preface and added a supplement for the reprinted edition of L’Art de toucher le 

Clavecin in 1717. That same year, the second book of Piéces de Clavecin was ready for publication, and 

Couperin also—at last—officially inherited the post of Ordinaire de la Musique.13 

 L’Art de toucher le Clavecin remains one of the most important extant treatises from the 

eighteenth century. Couperin devoted himself to teaching the harpsichord, and his daily teaching routine 

makes his L’Art de toucher le Clavecin very valuable. This treatise is important to all musicians today for 

the information provided concerning not only harpsichord technic, but also performance style, fingering, 

phrasing and ornamentation.14 The most widely quoted passages of L’Art de toucher le Clavecin are 

sections regarding the use of ornaments, notes inégales and general stylistic conventions in performance. 

Couperin took infinite pains in clearly indicating and marking the ornaments, and he expected performers 

to respect his signs.15 

 Publication of his music continued between the release of his third (1722) and fourth (1730) 

harpsichord books. Les Goûts-réünis, ou Nouveaux Concerts appeared in 1724 as a sequel to the Concerts 

Royaux, which was used at court during Louis XIV’s declining years. The collection Les Nations, 

 

11 Ibid. 
12 Couperin, The Art of Playing the Harpsichord, 4. 
13 Mellers, François Couperin and the French Classical Tradition, 23. 
14 Couperin, The Art of Playing the Harpsichord, 4. 
15 Ibid., 14. 
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published in 1726, features his early Italian violin sonatas, each of which is followed by a French suite.16 

Couperin’s Pieces de violes for solo viol and continuo came out in 1728 and was his final published set of 

compositions; his fourth harpsichord book was published in 1730.17  

 By 1730, Couperin’s health was failing, and he died three years later in Paris on September 12, 

1733. In the preface of his last book of Piéces, he expressed the hope that his wife and relatives would 

publish the remainder of his works, but this wish was not fulfilled.18 Unfortunately, the music that was 

not published has been lost. The missing manuscripts include a considerable amount of church music, 

occasional concert music, and probably some unpublished chamber music. Since the fourth harpsichord 

book collected what has remained of the clavecin works, it is likely that less keyboard music was lost.19 

 

Background and Compositional Style of This Work 

 Couperin’s concerts were published in two volumes: the first volume of four suites, entitled 

Concerts Royaux, was published in 1722; the second collection of ten concerts, which includes the 

additional two Apothéose sonatas, was titled Les Goûts-réünis and was issued in 1725. Some of the suites 

were composed to entertain an aging and conservative Louis XIV.20 The concerts of Les Goûts-réunis, 

although not actually labeled “Royal Concerts,” were played on Sunday afternoons at Versailles just as 

the other concerts were. The title of “Nouveaux Concerts” not only serves to distinguish it from concerts 

Couperin had already presented in “Royal Concerts,” but also indicates the diversity of the features found 

in this collection. Excerpt for the concerts, Couperin also placed a grand Trio Sonata, entitled 

L’Apothéose de Corelli, at the end of this volume.21  

 These concerts are not concertos in the Italian sense of the word but simply concerted music in 

dance form scored for an ensemble group which indicates how Couperin’s French idiom combines with 

 

16 Mellers, François Couperin and the French Classical Tradition, 23. 
17 Higginbottom, “Couperin [le grand], François (ii),” np. 
18 Couperin, The Art of Playing the Harpsichord, 3. 
19 Mellers, François Couperin and the French Classical Tradition, 24. 
20 Mellers, François Couperin and the French Classical Tradition, 234. 
21 Beaussant, François Couperin, 182. 
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Italianism.22 Almost all the concerts are in the form of dance suites. The ideal arrangement of Couperin’s 

concerts seems to be for two stringed instruments, two wind instruments, and continuo, with strings and 

winds playing either together or alternately. In this medium, such combinations of instruments are 

effective when performing at court.23 The music was usually printed on two staves, as though for clavecin. 

Couperin’s two-part texture shows us a busy contrapuntal writing with developed imitative techniques, a 

practice that is distinctly Italian.  

 In addition to the execution of written ornamentation according to Couperin’s instruction, 

rhythmic ornamentation is also applied spontaneously in performance. Couperin mentions, “We write 

differently from the way we play, which is the reason why foreigners play our music less well than we 

play theirs. On the contrary, the Italians write their music in the true note values in which it is to be 

played. For example, we dot several eighth-notes in succession moving by conjunct degrees; however, we 

write them in equal time values.”24 Another form of rhythmic ornamentation is to play some notated 

dotted notes in a much sharper, over-dotted rhythm.25 

 The thirteenth concert (concerto) has affinities with the Italian sonata in French suite form. It 

begins with a lively and brisk prélude with arpeggio-like figure. The canonic imitation is consistently 

applied throughout the movement.26 

 The air, agréablement, is written in the minor mode and also uses an imitative approach. This is a 

short movement with irregular phrase grouping. The first reprise contains ten bars and is answered by the 

second reprise of fourteen bars.27 

 A noble and elegant sarabande with simple and consonant harmonies follows and returns to the 

major mode. This calm and warm movement is ruffled by the ornamentation to create special effects.28 As 

 

22 Mellers, François Couperin and the French Classical Tradition, 235. 
23 Ibid., 234. 
24 Couperin, The Art of Playing the Harpsichord, 49. 
25 Ibid. 
26 Beaussant, François Couperin, 194. 
27 Mellers, François Couperin and the French Classical Tradition, 261. 
28 Beaussant, François Couperin, 194. 
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one of the oldest ballet dances, the sarabande was introduced into France from Spain in 1588. Its mature 

form is characterized by a slow triple rhythm with a slight stress on the second beat.29 

 Finally a light chaconne follows, with a short and lively ascending scale theme with a leaping 

fourth. The figure is inverted later in one of the episodes and given a fugal treatment.30 The chaconne also 

came from Spain and was widespread throughout the seventeenth century. Couperin writes two types of 

chaconnes to correspond to his two types of allemandes and sarabandes. The chaconne grave is in 3/2 or 

3/4 and is derived from the ceremonial chaconnes of operatic finales. The chaconne légere is normally in 

3/8 and has a slighter texture but rather serious temper.31 This dance was also in triple time and carries a 

slight stress on the second beat, but it is less ponderous in movement than the sarabande.32 It contains a 

series of sequences, sometimes in canon and sometimes in parallel thirds. The end of the movement 

closes with a pattern of delightful broken chord passages.33 

 

Performance Practice 

 In the following chapter, we will discuss four categories of performance practice: 1) tempo, meter 

and spirit, 2) dynamics, 3) articulation, and 4) ornamentation. We will discuss these elements in 

relationship to Couperin’s Concerto No. 13 in G Major from Nouveaux Concerts. This concerto is 

characterized by both the French suite and the Italian sonata da chiesa and is in four movements. It 

features a Prélude and is followed by dance movements: 1) (Prélude) Vivement in , 2) Air Agréablement 

in 6/8, 3) Sarabande Tendrement in 3, and 4) Chaconne Légere in 3/8. They all share a common tonic G 

whether in major or minor. 

 

 

 

29 Mellers, François Couperin and the French Classical Tradition, 237. 
30 Ibid., 261. 
31 Ibid., 239. 
32 Ibid., 238. 
33 Beaussant, François Couperin, 194. 
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Tempo, Meter and Spirit 

 Tempo is the most important but probably the most difficult element to discover in the expression 

of Baroque music. There are several elements which can influence the decision of the tempo: 1) time-

words, 2) meter, and 3) key—all of which contribute to the spirit of the piece and further affect the tempo. 

Musicologist Robert Donington writes: “Time-words often suggest the mood from which the tempo 

follows, rather than the tempo itself.”34 Indeed, time-words may imply both mood and tempo, but they 

can sometimes be vague and misleading, since a concept of an appropriate tempo is relative without the 

metronome marking being indicated by the composer. Since Concerto No. 13 relates to the French suite, 

the tempo of each dance also indicates to the decision.  

 To find appropriate tempi for the Prélude, the above elements will be discussed. Couperin’s titles 

often indicate a general tempo and affect. 35 As shown in Example 1.1, the Prélude is marked with the 

French term Vivement, which can be translated as “briskly”, “ardently” and “vigorously” with animation 

or in a lively fashion.36 The musical writing of this movement suggests its own tempo and reflects the 

affect of the time-words Vivement. The “vigorous” atmosphere is created by the interweaving of two bass 

instrumental lines that leave no space for creating a break or pause. The movement only has breath 

markings (indicated by Couperin) and several short rests, but neither interrupts the ongoing music, thus 

creating a constant buildup. Additionally, the sixteen notes provide the “brisk” and “lively” character.  

  

 

34 Robert Donington, A Performer’s Guide to Baroque Music (New York: Charles Scribner’s Sons, 1973), 243. 
35 Philippe Beaussant, François Couperin, trans and ed. Alexandra Land and Reinhard G. Pauly (Portland, OR: 
Amadeus Press,1990), 406. 
36 Example 1.1 includes my interpretation, indicated as Lin’s Interpretation. Examples in chapter 1 are numbered 
consecutively as 1.1, 1.2, 1.3, etc.  
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Example 1.1: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 1–3,  
Lin’s Interpretation [1]. Compare to Example 1.34, Example 1.48 and Example 1.55 37 

 

 According to the French theorists writing in the first half of the eighteenth century,  (common 

time) was more often slow than fast and was counted as four beats to the measure.38 Performers nowadays 

very often take the tempo of Vivement in  too fast and therefore ignore the details in the music, as 

demonstrated in DVD track #1.1a.39 However, Couperin’s music writing has so many details and they 

need to be performed carefully in a moderately tempo, as demonstrated in DVD track #1.1b. This 

indicated meter should remind us to be a little slower rather than fast but not to lose the lively fashion of 

this movement.  

 In addition to the time-words and meter, the key also contributes significantly to the spirit, mood, 

or affect of the composition and further affects decisions of the tempo, dynamics and articulation. The 

Prélude starts in G major, moves to D major around measure 7, and ends in G major. According to the 

key attributes chart musicologist Mary Cyr collected from theorists and composers of Baroque period, 

Charpentier (French composer of much sacred vocal music) argues that G major is “quietly joyful,” 

 

37 Some examples are from the same music excerpt but with different interpretation or from the manuscript, 
facsimile, and other edition. They will be discussed respectively in each topic, such as tempo, dynamic, articulation, 
ornamentation, edition comparison, and so on. For example, Example 1.1, Example 1.34, Example 1.48 and 
Example 1.55 are from the same music excerpt but they do not show up together. These examples are discussed 
respectively in articulation, edition comparison and discussion of recordings. Since they are from the same music, 
the examples with different articulation and edition are made note that to compare to the other related examples, 
such as Example 1.1, compare to Example 1.34, Example 1.48, and Example 1.55. 
38 Betty Bang Mather, Interpretation of French Music from 1675 to 1775 for Woodwind and Other Performers: 
Additional Comments on German and Italian Music (New York: McGinnis & Marx Music Publishers, 1973), 9. 
39 Demonstrations of excerpts are available at https://youtu.be/Oh7MF5XRco8. Timestamps of each track are 
provided in the description of the video. You can either review the video consecutively or by clicking the timestamp, 
the video will directly show the chosen track. 

https://youtu.be/Oh7MF5XRco8
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Mattheson (German composer and music theorist) explains that G major is “quite brilliant, suited to 

serious and to cheerful things,” Rameau (famous French composer and music theorist) states that G major 

is “tender and gay songs,” and LaBorde (French composer) writes that G Major is “affectionate, but gay, 

often soft and majestic.” Furthermore, as indicated by Charpentier, D major portrays “joyous and very 

warlike,” while Mattheson argues that that it is “somewhat shrill and stubborn; suited to noisy, joyful, 

war-like, and rousing things.” Rameau notes that D major is suited to “songs of mirth and rejoicing” and 

LaBorde states that it is “ardent, proud, impetuous, vehement, terrible; sometimes also quieter.”40 The 

musical writing in the first movement of Concerto No. 13 is full of sixteenth-notes and ornamentation, 

which could express brilliant and warlike spirit. However, these figures should be played tenderly and 

softly since both G and D major represent “quietly joyful” indicated by Charpentier. To suit the spirit that 

the two keys represent, we must remember that the tempo should be played in a fast tempo, but not too 

excitedly.  

 Since the Prélude is not a dance form, we are unable to ascertain an appropriate tempo with 

respect to a dancing element. As I learned in my studies with Prof. McCraw, the entirety of the Prélude 

could be a slightly more relaxed so as to accommodate the ornaments. Vivement is like Vivace, which, 

during the Baroque era, was not so quick as an Allegro. The tempo 88 beats per minute an appropriate 

tempo that is suggested by the rhythmic motion of the movement.41 Couperin writes that Baroque 

composer and organist Georg Muffat also says Prélude in  (common time) has four slightly slow beats 

but should not be faster than Andante.42 As a result, I would suggest the appropriate tempo is between 76 

and 88. The tempo suggestion is guidance but should not be played strictly because the music should be 

performed in a more flexible way in order to execute the notes inégales.  

 

40 Mary Cyr, Performing Baroque Music (Portland: Amadeus Press, 1992), 32–3. These key attributes are from 
treatises including: Marc-Antoine Charpentier’s Règles de composition (ca.1682); Johann Mattheson’s Das neu-
eröffnete Orchestre (1713); Jean-Philippe Rameau’s Traité de l’harmonie (1722); Johann Joachimm Quantz’s On 
Playing the Flute (1752); Jean Benjamin de LaBorde’s Essai sur la musique ancienne et moderne (1780). 
41 James Jeffery Womack, “A Study and an Approach to Historical Performance Practices in the French Baroque 
Based on François Couperin’s Treiziéme Concert À 2 Instrumes À L’unisson” (MM diss., Illinois State University, 
2003), 25–6.  
42 Couperin, The Art of Playing the Harpsichord, 23. 
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 The desired tempi of the second movement can also be discovered by the elements mentioned 

above. As shown in Example 1.2, the Air is indicated Agréablement, which means “agreeably and 

pleasantly.”43 Prof. McCraw instructs us to perform this movement “gently, sweetly and not too slowly.” 

American flutist, musicologist, and music educator Betty Bang Mather indicates that 6/8 was beaten two 

to the measure.44 French writer on music and composer Freillon Poncein also wrote “6/8 is counted in two 

faster beats.”45 Instead of beating six counts each measure, beating two could help reinforce the mood of 

Agréablement and avoid a performance that is too slow.  

 

Example 1.2: Couperin, Concerto No. 13, II. Air Agréablement, mm. 1–2, Lin’s Interpretation 

 

 The Air begins in G minor, which according to Charpentier, represents the “serious and 

magnificent” and is described by Mattheson as “almost the most beautiful key; combines a serious quality 

with spirited loveliness, also brings an uncommon grace and kindness.” Rameau argues that the key is 

characterized by “sweetness and tenderness,” While Quantz explains that the key is 

“melancholy….mournful.”46 The Air temporary transfers the key to D minor and F major around the 

second reprise. Charpentier states that D minor is “serious and pious;” Mattheson advocates that D minor 

is “somewhat calm, grand, pleasant, and expressive of contentment;” and Rameau addresses that D minor 

 

43 Beaussant, François Couperin, 404. 
44 Mather, Interpretation of French Music from 1675 to 1775 for Woodwind and Other Performers, 28. 
45 Jean-Pierre Freillon Poncein, La Veritable Manière d’apprendre à jouer en Perfection du Haut-Bois, de la Flute 
et du Flageolet (Paris: Avec Privilege du Roy, 1700). English translation as On Playing Oboe, Recorder, and 
Flageolet, trans, Catherine Parsons Smith with an Introduction (Bloomington: Indiana University Press, 1992), 38. 
46 Cyr, Performing Baroque Music, 32–4.  
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is characterized by “sweetness and tenderness.” Charpentier indicates that F major illustrates “furious and 

quick-tempered subjects,” and according to Mattheson it is “capable of expressing the most beautiful 

sentiments in the world in a natural way and with incomparable facility, politeness, and cleverness.” For 

Rameau the key suggests “tempests, furies, and the like,” LaBorde writes that it is “noisy, but sometimes 

melancholy and pathetic.” According to the above Baroque theorists and composers, these keys are the 

most beautiful and sentimental one. The musical writing in the second movement expresses a serious 

quality in the ornamentation, but the melody is full of loveliness, sweetness, tenderness, and pleasantness. 

In order to pursue these characteristics and reach the spirit of the Agréablement as suggested by Prof. 

McCraw, the tempo should not be too slow. A slow tempo is demonstrated in DVD track #1.2a. 

 The table provided in Appendix D and adapted from Mellers’s François Couperin and the French 

Classical Tradition provides information about the correlation between tempo markings of eighteenth-

century dance movements and Maelzel’s metronome markings. Meller also gives the information that one 

of Quantz’s pulse-beats equals about 80 on Maelzel’s metronome according to Schering.47 Since the 

tempo varies from each theorist or composer, only the broadest indications can be had from these dance 

titles. However, the tempo can still be suggested by the music itself and the desired interpretation of the 

mood it is interpreted, as I illustrated previously. English composer, musicologist and educator Mellers 

writes that the tempo of the Air ranges from 48 to 120 beats per minute, depending on the character of the 

movement.48 James Jeffery Womack suggests in his dissertation that the appropriate tempo of the Air is 

66 beats per minute.49 However, in order to execute so many ornaments as Couperin prescribed, I would 

suggest 48 beats per minute, which provides a more comfortable tempo in which one can accomplish all 

the details according to the above discussion of the time-words, meter, key, and dance form. This 

approach is demonstrated in DVD track #1.2b. 

 

47 Mellers, François Couperin and the French Classical Tradition, 347–8. 
48 Ibid., 347. 
49 Womack, “A Study and an Approach to Historical Performance Practices,” 26. 
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 The desired tempi for the third movement are also discussed in the following by the elements 

mentioned above: As shown in Example 1.3, the time-word for the Sarabande is Tendrement, which 

translates as “tenderly, delicately, very tenderly, gently, affectionately, and fondly.”50 The time signature 

3 in this movement was not used by Italian composers. Italian composers made 3/4 their most common 

triple meter. However, French composers used both 3 and 3/4. Much like this Sarabande, French music 

written in 3 generally had few or no sixteenth-notes. According to Freillon Poncein, “Simple triple is 

indicated with a 3 alone, and is counted still faster than the 3/4.”51 Thus, 3 was faster than 3/4. French 

music theorist, composer and collector, Sébastien de Brossard called 3 ordinarily rather gay. But French 

composer and flautist Jacques-Martin Hotteterre wrote that 3 could actually be either very fast or very 

slow. Mather specifies 3 was beaten three to the measure in moderate and slow tempos.52 Seeing such a 

variety of statements and opinions, I suggest that the Sarabande in 3 can be performed in a slow tempo, 

but not too slowly, in order to create a character that is more gay and faster than the character indicated by 

3/4.  

 

Example 1.3: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 1–4,  
Lin’s Interpretation 

 

 The Sarabande begins in G major and moves to D major. The key transfers to A minor, which 

represents the “tender and plaintive” as indicated by Charpentier. Mattheson argues that this key is 
 

50 Beaussant, François Couperin, 405. 
51 Freillon Poncein, On Playing Oboe, Recorder, and Flageolet, 38.  
52 Mather, Interpretation of French Music from 1675 to 1775 for Woodwind and Other Performers, 19. 
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“somewhat plaintive, melancholy, honorable, and calm,” while Quantz calls it “melancholy” and 

“mournful”.53 G and D major are “quietly joyful” and are performed “tenderly and softly,” as discussed 

earlier in the third elements of Prélude. A minor is different from G and D major in mood with A minor 

representing a change to a “mournful and plaintive” mood. However, the A-minor section is so short that 

it just serves as a transition. These three keys apparently express quiet, tender, and calm. Therefore, the 

tempo should not run too slowly since it is difficult to perform softly, tenderly and quietly in a slow 

tempo; a slow tempo will be too heavy and the tempo will also feel as though it is dragging, as 

demonstrated in DVD track #1.3a. 

 An important characteristic of the Sarabande is the emphasis on the second beat of the measure, a 

feeling which is created through a dotted rhythm, emphasis of the second beat through the use of an 

ornament, or a combination of these two. As shown in Example 1.3, the second beat of measure 1 is 

emphasized by both the dot and the use of an ornament. The second beat of measure 2 is emphasized by 

only the ornament, and the second beat of measure 3 is emphasized by only the dot. James Talbot as an 

English writer on music wrote (1690) that “Sarabande is a soft passionate movement, always set in a slow 

triple.”54 Having collected the suggestions of Baroque theorists, Mellers indicates that the tempo of a 

Sarabande ranges from 66 to 84 beats per minute.55 Quantz specifies that “the Sarabande has the same 

tempo [as the Entrée, the Loure and the Courante, given at about 80 beats to the minute], but is played 

with a rather more flattering expression.”56 Although Quantz suggests 80 beats per minute, I would play a 

little bit slower than his suggestion. The appropriate tempo I take ranges from 69–76 beats per minute so 

that every detail of the ornaments can still be finished gently in a flattering expression, as demonstrated in 

DVD track #1.3b. As a result, the performance still expresses the tender character of the Sarabande; this 

 

53 Cyr, Performing Baroque Music, 32–4. 
54 Donington, A Performer’s Guide to Baroque Music, 247. 
55 Mellers, François Couperin and the French Classical Tradition, 348. 
56 Johann Joachim Quantz, Versuch einer Anweisung die Flöte traversiere zu spielen (Berlin, 1752); English 
translation as On Playing the Flute: the Classic of Baroque Music Instruction, 2nd ed. trans. Edward R. Reilly 
(Boston: Northeastern University Press, 2001), 291–2. 
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tempo is faster than the 3/4 but is not too slow and expresses the quiet joy that Mellers identified from the 

Baroque theorists.  

 The tempo discussion of the last movement is based on the elements mentioned above. As shown 

in Example 1.4, the Chaconne is marked Légere, which means light, nimble, and agile.57 Couperin does 

not use time-words for the final movement of his Concerto No. 13. Rather, he simply titles the movement 

as “Chaconne Légere,” which can be translated as a “light-hearted Chaconne.”58 This character is 

expressed in the musical writing through sixteenth-notes and large numbers of ornaments, which are 

executed lightly, nimbly and agilely. According to Freillon Poncein, 3/8 was beaten one to the measure.59 

Beating in one pulse can reinforce the “light” characteristic by eliminating unnecessary accents and 

building up a longer phrase with one measure unit pulse. The Chaconne starts on tonic G major and 

transfers to G minor in the middle of the movement. The two keys both bring “tenderness,” which reflects 

the title of Légere. The tempo should not sound rushed. A rushed tempo is demonstrated in DVD track 

#1.4a. Likewise, the tempo should not be driven down too much by notes inégales, as demonstrated in 

DVD track #1.4b.  

 

Example 1.4: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 1–5,  
Lin’s Interpretation [1]. Compare to Example 1.54 

 

 

57 Beaussant, François Couperin, 405. 
58 Womack, “A Study and an Approach to Historical Performance Practices,” 25–6. 
59 Freillon Poncein, On Playing Oboe, Recorder, and Flageolet, 38. 
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 The Chaconne originated as a dance in triple meter, whose music was based on a repeated bass 

line.60 However, the Chaconne lost much of its dance-like characteristics and became a continuous 

variation form in the late Baroque. In this Chaconne, we do not find a repeated bass line, but rather we 

find equal parts for both instruments and a continuous variation originating from the beginning. French 

theorist and church musician Charles Masson indicates that a Chaconne is taken lightly (légerement) 

which again supports the title Légere.61 Mellers indicates that the tempo of Chaconne is ranged from 120 

to 160 beats per minute.62 Womack writes that the chosen tempo for the performing edition of the 

Chaconne Légere is 144 beats per minute, which is within the range of Mellers’s tempo suggestion for a 

Chaconne.63 However, if we perform this movement too fast, we will lose the details of the music. The 

tempo should still be flexible under the tempo instruction in order to execute the notes inégales and 

ornaments fluidly and clearly. I would suggest 126 per minute, a better tempo for the bassoon, since the 

ornaments challenge the techniques of the instrument when performed above the tempo of 144 beats per 

minute. This former tempo of 126 beats per minute is demonstrated in DVD track #1.4c. 

 

Variations of Tempo 

 Performers would never play the entire movement or piece in the same tempo since Baroque 

music features tempo flexibility. Tempo does not always remain the same, and it can be presented by 1) 

variations of tempo, 2) rhythmic alterations. The changes of tempo can be signaled by 1) 

accompanimental pauses, 2) cadences, 3) changes of mood or key, and 4) accentuated forms or a new 

section. We may condense or stretch the tempo by accelerando, ritardando, rallentando or other 

techniques provided they are done tastefully by the performer. 

 

60 Richard Hudson, “Chaconne” in The New Grove Dictionary of Music and Musicians. Vol.4, ed. Stanley Sadie 
(London: Macmillan Publishers Limited, 1980), 100. 
61 Donington, The Interpretation of Early Music: New Revised Edition (New York: W.W. Norton & Company, 
1989), 395. 
62 Mellers, François Couperin and the French Classical Tradition, 348. 
63 Womack, “A Study and an Approach to Historical Performance Practices,” 27. 
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 Stealing time, known as the modern tempo rubato, is the most popular usage for variations of 

tempo. Musicologist Donington argues that in “stealing time, restitution is not made at all: the underlying 

tempo may be resumed, but without any condensing to compensate for the previous stretching as.”64 The 

original notation of Example 1.5 is demonstrated in DVD track #1.5a without tempo rubato. However, as 

demonstrated in DVD track #1.5b, the tempo is stretched on the second and third beats of measure 25, the 

original tempo returns in the first eighth-note of next measure without any compensation for the time 

rubato takes; this moment is indicated in Example 1.5, where I mark a tempo. Because the second 

bassoon part stops in measure 25 and thus leaves freedom for the first bassoon to do the tempo rubato. 

Additionally, the rubato passage is also the place for accentuating a new section after the breathing 

marking indicated by Couperin. Before the breath mark in measure 25, the same melody repeats twice 

from measure 18 with pick-up, as shown in Example 1.5. If employed here, the tempo rubato can add 

some specialty and new accentuation to the repeated melody.65 

 

64 Donington, The Interpretation of Early Music: New Revised Edition, 429. 
65 My interpretation of complete movements is available at Appendix D. 
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Example 1.5: Couperin, Concert No. 13, IV. Chaconne Légere, mm. 17–37,  
Lin’s Interpretation [1]. Compare to Example 1.22 

 

 Rallentandos also count in the case of stolen time. Baroque music features numerous cadences, 

and each cadence frequently is emphasized by a rallentando. However, we have to decide which cadence 

carries the most important function. Otherwise, the music is fragmentized easily because too many 
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rallentandos break the phrases up. In most cases, the end of a Baroque movement is highlighted by a 

rallentando. In Couperin’s Concerto No. 13, the rallentando takes place in the very last beat of the second 

bar from the end of each movement, as demonstrated in Example 1.6, Example 1.7, Example 1.8 and 

Example 1.9. The original notation of Example 1.6 is demonstrated in DVD track #1.6a without 

rallentando. However, as demonstrated in DVD track #1.6b, the rallentando happens in the last eighth-

note of second bassoon part of measure 17. It is better to wait until the last moment rather than slow down 

too early, the latter of which is demonstrated in DVD track #1.6c. The same principle is applicable to 

Example 1.7, Example 1.8 and Example 1.9.  

 

Example 1.6: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 17–18, Lin’s Interpretation 

 

 

Example 1.7: Couperin, Concerto No. 13, II. Air Agréablement, mm. 23–24,  
Lin’s Interpretation [1]. Compare to Example 1.49 
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Example 1.8: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 29–30,  
Lin’s Interpretation 

 

 

Example 1.9: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 92–93, Lin’s Interpretation 

 

 Donington also suggests that performers can borrow a little time but pay it back by hurrying on 

after slowing down, or by slowing down after hurrying on as shown in Example 1.10 and Example 1.11.66 

The original notation of Example 1.10 without tempo rubato is demonstrated in DVD track #1.7a. 

However, as demonstrated in DVD track #1.7b, the first bassoon prepares to slow down in the end of 

measure 12 and stretches the melody after the breathing mark in measure 13 but hurries on after slowing 

down (indicated by the arrow), while the second bassoon takes a rest in Example 1.10. This is also an 

example of stressing the new material or section when the other part pauses. The original notation of 

another example, Example 1.11, is demonstrated in DVD track #1.8a without tempo rubato. The cadence 

 

66 Robert Donington, Baroque Music: Style and Performance (New York: W. W. Norton & Company, 1982), 20. 
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in measure 80 serves the end of the previous section, and the breathing mark in measure 81 represents the 

start of a new section. The time is borrowed when slowing down but is paid back by a slight accelerando 

in measure 81 to the original tempo (as the arrow shows in Example 1.11 and demonstrated in DVD track 

#1.8b). Example 1.11 best illustrates that variations of tempo can highlighted through both new sections 

and through changes of mood or key, such as the transition to A major in measure 81. 

 

Example 1.10: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 12–13, Lin’s Interpretation 

 

 

Example 1.11: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 80–84, Lin’s Interpretation 
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Rhythmic Alterations 

 Due to performance practices of the Baroque period, the notes on the page may not be played 

exactly as written with respect to rhythm. There are two types of rhythmic alterations that can be applied 

to Couperin’s Concerto No. 13: 1) inequality (Notes inégales) and 2) over-dotting.67  

 Inequality was well established in the Baroque era. The theorist Etienne Loulié’s Eléments de la 

musique (1696) is the first comprehensive source that describes this practice in detail. However, this 

practice was first mentioned in a French source written in 1550 by French composer and music theorist 

Loys Bourgeois. Bourgeois explains that in performance “the second of paired notes are essentially 

passing tones and thereby weaker.”68 Monsieur de Saint Lambert (French harpsichordist, pedagogue and 

composer) also mentioned in his Principles of the Harpsichord (1702) that “the practice is to make them 

alternately long and short, because this inequality gives them more grace.”69 The concept of strong and 

weak, or good and bad notes found in numerous German sources is also parallel to the French custom of 

inequality. Quantz writes: 

Here I must make a necessary observation concerning the length of time each note must be 
held. You must know how to make a distinction in execution between the principal notes, 
ordinarily called accented or in the Italian manner, good notes, and those that pass, which 
some foreigners call bad notes. Where it is possible, the principal notes always must be 
emphasized more than the passing. In consequence of this rule, the quickest notes in every 
piece of moderate tempo, or even in the Adagio, though they seem to have the same value, 
must be played a little unequal, so that the stressed notes of each figure, namely the first, third, 
fifth, and seventh, are held slightly longer than the passing, namely the second, fourth, sixth, 
and eighth, although this lengthening must not be as much as if the notes were dotted.70 
 

 Couperin’s The Art of Playing the Harpsichord provides the chart about where inequality is 

permitted and forbidden.71 This information in this book is gleaned from writers as Loulié, Chocquel, 

Engrammel, D’Ilette, Montéwclair and Corrette.72 Inequality can be indicated or represented by the words 

 

67 Cyr, Performing Baroque Music, 109. 
68 Corey Jamason, “Johann Sebastian Bach and the French Style” (DM diss., Indiana University, 2005), 2. 
69 Monsieur de Saint Lambert, Principles of the Harpsichord (New York: Cambridge University Press, 1984), 46. 
70 Quantz, On Playing the Flute, 123. 
71 Couperin, The Art of Playing the Harpsichord, 11. 
72 Ibid., 26. Specifically, the works Couperin draws from are Loulié’s Eléments de la musique (1696), 
Engrammelle’s La Tonotechnie, ou l’art de noter des cylindres (1775), Montéclair’s Principes de musique divisez en 
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inégales; notes inégales; lourer; couler; piquer and pointer.73 Notes eligible for inequality occur in 

slurred pairs, groups of stepwise notes, groups mainly uninterrupted by rests or notes of other time value, 

or melodies which become more elegant when played unequally. Inequality is not applicable in certain 

figures, such as broken figures, passages with mainly leaping notes, mixed groups of notes and rests, 

repeated notes, triplets, syncopations, dotted notes, and notes that are original slurred over more than two 

notes. Additionally, many authoritative texts forbid inequality in Allemandes and in Marches, while 

others forbid it in accompaniment parts. 

 In the custom of inequality, certain stepwise successions of rhythmically-uniform notated notes 

are performed in an uneven rhythmic pattern, especially in French music. This approach can add grace 

and elegance to the melody and is explained by Couperin as follows: “we dot several eighth-notes in 

succession moving by conjunct degrees; however, we write them in equal time values.”74  

 There are two kinds of inequality: 1) long-short and 2) short-long. Long-short inequality is 

sometimes indicated by two-note slurs over stepwise successions of notes having the same time value.75 

The original notation of Example 1.12 without notes inégales is demonstrated in DVD track #1.9a. 

However, in the fifth and sixth beats of measure 8, the notation qualifies for inequality, since it is 

constructed by two slurred stepwise notes with same time value. A performance with inequality of this 

moment is demonstrated in DVD track #1.9b. Prof. McCraw suggested in our session for the Couperin’s 

Concerto No. 13 that “if you want, when you get in measure 8 on the repeat, it is okay to reverse the 

rhythm of the inégales when descending. We call that the Lombardic rhythm or Scottish snap.” Example 

1.12 Lin’s Interpretation [2nd time] is an example of this short-long inequality, and a demonstration is 

provided in DVD track #1.9c. The first time measure 8 is played, the inequality is performed in a long-

short pattern, as Lin’s Interpretation [1st time] of Example 1.12 shows. However, in the repeat, because 

 

quatre parties (1736), Corrette’s Nouveau Livre de Noëls pour le Clavecin ou l’Orgue and Corrette’s Premier Livre 
de piéces de Clavecin (1735). 
73 Couperin, The Art of Playing the Harpsichord, 11. 
74 Ibid., 8–10. 
75 Ibid., 10. 



 

25 

the notes in question are slurred, descending pair of notes, we can reverse the inégales to short-long 

rhythm to bring a different effect, as shown in Lin’s Interpretation [2nd time] of Example 1.12. As shown 

in Example 1.13, the same musical writing appears in measures 18–19, but Prof. McCraw personally 

prefers doing both appearances of this figure as long-short inégales, instead of short-long inequality, so 

that it is not too much like the first reprise.   

 

Example 1.12: Couperin, Concerto No. 13, II. Air Agréablement, mm. 6–10,  
Lin’s Interpretation [1]. Compare to Example 1.27 and Example 1.52 
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Example 1.13: Couperin, Concerto No. 13, II. Air Agréablement, mm. 16–19,  
Lin’s Interpretation [1]. Compare to Example 1.53 

 

 Another similar example happens in measure 40 of the Chaconne, as shown in Example 1.14 and 

demonstrated in DVD track #1.10a. The first time the melody is played, performers can execute the 

stepwise sixteenth-notes in measure 36 as long-short inégales but vary the rhythm into short-long pattern 

in measure 40 for the same melody. This change not only emphasizes the second repetition but also 

differentiates the closure of the phrase. 

 

Example 1.14: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 33–41, Lin’s Interpretation  
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 The short-long inequality is not applicable to every repeat of the descending slurred pairs, such as 

the descending slurred eighth-notes in measure 14 of Sarabande (Example 1.15). In the session with Prof. 

McCraw, he provides his opinion that “I would not do the Lombardic rhythm or Scottish snap in this slow 

movement, due to the movement’s title ‘Tendrement’ and the fact that there is nothing tender about the 

Scottish snap.” That said, to interpret the mood Couperin indicates, performers should still play the 

slurred descending eighth-notes in a long-short inégales pattern in the repeat of the second reprise, as 

demonstrated in DVD track #1.11.   

 

Example 1.15: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 12–16, 
Lin’s Interpretation 

 

 Many French commentators describe the application of inégales in relation to the meter. 

Musicologist Hefling provides a table about meter-inequality relationships which is based on the collected 

writings of thirty contemporary authors.76 Womack’s opinion also parallels the information provide 

Helfling’s table, and he remarks that “the notes that are subject to inégales or inequality are the sixteenth- 

notes in duple and compound meters and the eighth-notes in triple meters.”77  

 

76 Stephen E. Hefling, Rhythmic Alteration in Seventeenth- and Eighteenth- Century Music: Notes Inégales and 
Overdotting. (New York: Schirmer Books, 1993), 8. The most famous of these include: Jean Rousseau, Loulié, 
L’Affilard, Muffat, Saint-Lambert, Montéclair, Dupont, Borin, Démotz, Vague, David, Dupuit, Corrette, Duval, 
Vion, Denis, Rollet, Quantz, St. Philbert, Bordet, Villeneuve, Bordier, Choquel, Brijon, Duval, Lacassagne, Dard, 
Métoyen, Cajon, and Raparlier. 
77 Womack, “A Study and an Approach to Historical Performance,” 39. 
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 As explained in Hefling’s table and Womack’s conclusion, inequality is applicable to the 

sixteenth-notes in the  meter of the Prélude, as shown in Example 1.1.78 Mather also supports this 

custom as shown is his writing; Mather remarks, “In  meter, eighth-notes were equal and sixteenth-

notes were unequal in examples taken from both French and Italian composers.”79 Prof. McCraw also 

advises us to play the sixteenth-notes with inégales in long-short pattern, as demonstrated in DVD track 

#1.1b. Thus, the equal eighth-notes interweave with the unequal sixteenth-notes in two parts, as indicated 

in Example 1.1, and the two parts match each other for the imitation.  

 The rhythmic alteration can be applied to the sixteenth-notes in 6/8 of the Air.  Mather wrote that 

“in fast or slow tempos of 6/8, eighth-notes were equal, sixteenth-notes normally unequal.”80 As shown in 

Example 1.12 and discussed above, the sixteenth-notes are performed with inégales, and the eighth-notes 

remain equal.  

 The eighth-notes in Couperin’s’ Sarabande in 3 are normally performed unequally, as shown in 

measures 17–19 of Example 1.16. Likewise, the eighth-notes in stepwise motion in measures 17–19 of 

both parts are performed unequally. According to Hotteterre, the eighth-notes should be played equally if 

they are part of a leap or are intermingled with sixteenth-notes.81 Thus, the slurred eighth-notes in 

measure 20 are played equally, since they occur in a leaping figuration. 

 

 

78 Example 1.1 is already provided previously, so I do not paste Example 1.1 again. Each example will only be 
posted once. When the same example is mentioned again later in other discussions, please refer to List of Examples 
to find the example’s page. 
79 Mather, Interpretation of French Music from 1675 to 1775 for Woodwind and Other Performers, 9. 
80 Ibid., 28. 
81 Ibid., 19. 
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Example 1.16: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 17–20, 
Lin’s Interpretation 

 

 The eighth-notes in the Chaconne in 3/8 are performed equally, and the sixteenth-notes are 

normally performed as slightly unequal, since greater inequality for the sixteenth-notes is not possible in a 

very rapid tempo. This approach follows Prof. McCraw’s view: too many inégales drive down the tempo 

and makes the music sound almost dotted and too jerky, as demonstrated in DVD track #1.4b. Mather 

indicates that in spite of the fact that sixteenth-notes in 3/8 would normally be unequal, the leaps and the 

intermixture of thirty-second notes here may render them equal.82 As shown in Example 1.11, the 

sixteenth-notes in measures 81–82 are performed short and equally since they leap. However, the 

sixteenths in measure 84 are played unequally because conjunct motion pushes them back to inégale. 

Another example is shown in Example 1.4 and demonstrated in DVD track #1.4c, which illustrates that 

stepwise sixteenth-notes are interpreted as inégales but leaped sixteenth-notes, such as the last two 

sixteenth-notes in measure 4 in the first part and the eighth-notes in the second part, are treated equally.  

 Over-dotting (double dot) was not generally employed in the notation of Couperin’s time. The 

French rarely mentioned over-dotting, probably because they all explained the rules for notes inégales so 

carefully and because the simpler notation was easier for the performer to read and the composer to 

write.83 If undotted notes are to be performed slightly unequal or in a rather dotted fashion, then dotted 

notes themselves must be exaggerated the length or over-dotted to make some distinction.84 In other 

 

82 Ibid., 28. 
83 Couperin, The Art of Playing the Harpsichord, 8. 
84 Michael Collins, “A Reconsideration of French Over-dotting,” Music & Letters Vol. 50, no. 1, 50th anniversary 
issue (January 1969): 117–8. 
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words, dotted-note patterns had to be played very sharply in order to differentiate them from notes 

inégales. Although the timing and value of the short notes following the dots cannot actually be fixed 

with complete exactness, the written rhythm should be played approximately as , as 

suggested in The Art of Playing Harpsichord.85   

Examples of dotted notes performed with over-dotting can be found in Example 1.6, Example 1.7, 

Example 1.8, and Example 1.9 as discussed above. Prof. McCraw explained the rule of over-dotting in 

our session as follows: 1) every cadence must be over-dotted; 2) anticipation (the short note after the 

dotted note) belongs to the note that follows it. The original notation of Example 1.17 without notes 

inégales and over-dotting is demonstrated in DVD #1.12a. However, as demonstrated in DVD track 

#1.12b, Prof. McCraw suggests that the dotted eighth-note followed by the sixteenth in measure 5 of the 

Air, is played almost double dotted. The sixteenth-note should be played later and a little shorter although 

the timing and value of the short notes after the dot can only be played approximately rather than exactly 

explained by Quantz.86  All the little notes after the dotted notes should be interpreted carefully since they 

get too loud easily.  

 

Example 1.17: Couperin, Concerto No. 13, II. Air Agréablement, mm. 5–6, Lin’s Interpretation. 
Compare o Example 1.50 

 

 

85 Couperin, The Art of Playing the Harpsichord, 8. 
86 Quantz, On Playing the Flute, 67. 
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 When the music can be interpreted with both inégales and over-dotted rhythms, as shown in 

Example 1.18 and Example 1.19, proper execution is more complicated. Prof. McCraw’s approach for 

this movement is that “the eighth-note has to be in inégales eighth-note whenever we have dotted quarter-

note followed by the eighth-note.” Since the quickest prevalent note value in the Sarabande is 

undoubtedly the eighth-note, these notes should be played inégales rather than over-dotted. As shown in 

Example 1.18, both inégales and over-dotted notes are performed in the same measure. DVD track #1.13a 

is the demonstration played without notes inégales and over-dotting. However, according to Prof. 

McCraw’s suggestion, the last eighth-note in the second bassoon part of measure 7 should be treated as 

inégales, as demonstrated in DVD track #1.13b. The first bassoon does not have to worry about being 

together with the second bassoon at the end of measure 7, since the first bassoon should play the third 

beat as over-dotted. As shown in Example 1.19, performers might encounter trouble rehearsing measures 

25–26 in the Sarabande, since these two measures incorporate both inégales and over-dotting. The short 

notes after the dotted eighth on the downbeat of measure 25 should be played over-dotted and super late; 

these notes are then followed by two groups of inégales, as instructed by Prof. McCraw and demonstrated 

in DVD track #1.17a. 

 

Example 1.18: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 5–8, 
Lin’s Interpretation 
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Example 1.19: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 22–26,   
Lin’s Interpretation [1]. Compare to Example 1.24 

 
 

Dynamics 

 As with his contemporaries, Couperin does not indicate any of the dynamic, and therefore 

performers need to decide dynamics based on their own interpretation and knowledge of historically 

informed approaches. It is much better to have the main dynamic contrasts marked into the parts prior to 

the rehearsal or performance to avoid hesitation during rehearsal or performance. Dynamics in Couperin’s 

Concerto No. 13 can be discussed with respect to the following categories: 1) loud and soft, 2) crescendo 

and diminuendo, 3) overall dynamic, 4) balance. 

 
Terraced Dynamics: Loud and Soft  

 One of the dynamic characteristics of Baroque music is terraced dynamics, which inherently 

features in the harpsichord and organ. The whole passages are played on one level of volume and coloring, 

followed by whole passages on another level.87 Thus, echo effects (moments when a short phrase is 

echoed pianissimo) are marked frequently in early seventeenth-century instrumental music.88 DVD track 

#1.14a demonstrates Example 1.20 without loud and soft echo-effect. In contrast, when the musical 

writing features a repeated melody, the first time we can perform it loud as forte, and on the second time 

repetition we can play it soft in piano, as demonstrated in DVD track #1.14b. Performing the music with a 

 

87 Donington, A Performer’s Guide to Baroque Music, 291. 
88 For a detailed explanation of this effect and its execution, see the following chapter on Fasch’s Sonata in C Major 
for bassoon and basso continuo. 
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pianissimo echo creates a different sonority and makes the same material sound more interesting. Due to 

each performer’s own instrumental abilities and tendencies, the dynamic setting and range must be 

adjusted for each performer. In the session with Prof. McCraw, he points out that my normal forte is too 

loud since Baroque bassoon is unable to produce that loud. Therefore, I should reduce the sound to my 

mezzo forte dynamics when I see forte. This helps me imitate the sound the Baroque bassoon produces. 

The volume will be a little less on Baroque than on modern instruments, but the sound will carry well 

when the Baroque instruments produce a focused sound. 

 

Example 1.20: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 4–6, Lin’s Interpretation 

 

 The reverse of the echo-effect is the soft and loud effect, in which the second repetition is louder 

than the first one and serves as a reinforcement. DVD track #1.15a demonstrates Example 1.21 without 

soft and loud effect. In contrast, as demonstrated in DVD track #1.15b, soft and loud effect is created 

when the melody is played in piano first and is reinforced by forte to emphasis the repetition of the 

melody, which occurs a fourth up.  
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Example 1.21: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 10–12,  
Lin’s Interpretation [1]. Compare to Example 1.47 

 

 As shown in Example 1.5 and Example 1.22, there will be more than one dynamic interpretation 

for the same example. As shown in Example 1.22 and demonstrated in DVD track #1.16a, the new 

subject, which begins with a pick-up to measure 18, is performed forte to contrast with previous soft 

phrase. The repetition starting pick-up to measure 22 is played piano as an echo effect. The new material 

starting pick-up to measure 26 is performed forte with stretching in the beginning to add more specialties. 

The echo in measure 30 with pick-up is played piano. The most significant place in the middle section of 

this movement occurs at the pick-up to measure 34, as the key of the Chaconne changes here to G minor. 

This section should thus be played in forte to accentuate the key change.  
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Example 1.22: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 17–37,  
Lin’s Interpretation [2]. Compared to Example 1.5 

 

 Another interpretive possibility suggested by Prof. McCraw, is shown in Example 1.5 and 

demonstrated in DVD track #1.16b; this is the final decision of my recording, in which all the dynamics 

are reversed from the first option mentioned above. Since the key attribute we discussed previously 

indicates that G minor represents tenderness, serious, almost the most beautiful key, and also brings a 
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common grace and kindness, performing G minor in soft and quiet dynamics is more appropriate for the 

key spirit. Performers should start measure 17 with pick-up less and a little softer. We can either keep the 

repetition relatively soft and not much more in the pick-up to measure 22, as indicated in [1] mp or we 

can make this repetition a little more, as indicated in [2] mf, and the dynamics can come back to soft 

starting with the stretching in the pick-up to measure 26. In both cases, the dynamics will be greater and 

loudest beginning the pick-up to measure 30. The goal for this passage is to prepare for the coming of the 

soft G-minor section.  

 

Crescendo and Diminuendo  

 Crescendo and diminuendo do not exist in harpsichord or organ music since the instruments 

produce terraced dynamics instead of gradations of volume. Messa di voce is regarded as an expressive 

ornament but was rarely indicated in the music. The expressive swell and the diminuendo on a single, 

long sustained note belong to both vocal and instrumental performance from the early seventeenth century 

onward. Modern bassoonists usually use vibrato on long tones in case the note loses its expression. 

Baroque bassoonists apply messa di voce to open up the note, as shown in measures 20–22 of Example 

1.23, which starts piano and increases the volume gradually to forte before and decreasing gradually to 

piano.  

 

Example 1.23: Couperin, Concerto No. 13, II. Air Agréablement, mm. 20–22, Lin’s Interpretation 
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 Another example of crescendo and diminuendo is shown in Example 1.19 and Example 1.24. 

Prof. McCraw suggests in our session that “When you have a longer note, play more like a Baroque 

bassoon. Just a little bit of opening of the sound. Don’t start the note so loud.” The swell and diminuendo 

for the long tones D, E and F in measures 22–24 of the first bassoon part make the playing sound more 

like that of a Baroque bassoon. Except for the messa di voce, the long tone in each measure from 

measures 22–24 can either increase or decrease in dynamic level through the impressive moment in 

measure 25. As shown in Example 1.19 and DVD track #1.17a, the phrase starts from forte and decreases 

in dynamic level measure by measure to the softest point in measure 25, which creates an unexpected 

sonority that surprises the audience, because many people expect crescendo when the melodic line rises. 

The dynamic plan is essentially forte- mezzo forte- mezzo piano- piano from measures 22–25. Wieland 

Kuijken is a Belgian musician and player of viola da gamba and baroque cello. The dynamic level of his 

recording also decreases as mezzo forte- forte- mezzo piano- piano from measures 22–25.89Another 

interpretation is shown in Example 1.24, demonstrated in DVD track #1.17b. The phrase begins from 

piano and increases the dynamic measure by measure to the loudest point in measure 25. The dynamic 

plan follows piano- mezzo piano- mezzo forte- forte from measures 22–25. Much like this interpretation, 

Bassoonist Jesse Read’s recording also features increasing in dynamic level.90 However, Prof. McCraw 

prefers the first interpretation, since the most impressive moment in measure 25 is more beautiful and 

attractive with softer rather than louder dynamics. The Baroque bassoon seldom produces this kind of 

loud sound. 

 

 

 

 

 

89 Wieland Kuijken, viola da gamba, Pièces de Violes, by François Couperin, Accent Records ACC 9288 D, CD, 
1992. Discussion of Wieland Kuijken’s recording will be provided in the Discussion of Recordings. 
90 Jesse Read, bassoon, French Baroque Miniatures for Bassoon, Etcetera KTC 1087, CD, 1990. Discussion of Jesse 
Read’s recording will be provided in the Discussion of Recordings. 
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Example 1.24: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 22–26,  
Lin’s Interpretation [2]. Compare to Example 1.19 

 

 Performers can also use vibrato as another interpretation to replace the messa di voce. As 

instructed by Prof. McCraw, Baroque bassoon or viola da gamba performers would use some vibrato on 

some of the long notes in the Sarabande. Finger vibrato is applied in the Baroque bassoon. The sound 

produced by finger vibrato is very pronounced and strong. As instructed by Hotteterre, finger vibrato is 

produced almost like the regular trill. It is done on holes which are farther away, and some on the edge of 

holes. However, some notes can only produce the vibrato artificially, as no finger can be used to produce 

the ornaments, since they all use stopping holes. 91  As a result, vibrato by shaking the instrument is 

applied to imitate the ordinary vibrato. Hotteterre explains that “In general, it would be difficult to give 

precise instructions as to where these ornaments should be placed in playing. On the whole, it can be said 

that vibrati are frequently introduced on long notes: as on whole notes, on half-notes, on dotted quarter-

notes, etc. Taste and experience, rather than theory, teach their proper use.”92 Although modern bassoon 

cannot do finger vibrato, we can imitate it by adjusting the intensity of the vibrato or with a little shaking 

of the instrument. We can vibrate a little bit on D, more on E, and even more on the F-sharp, as shown in 

Example 1.19 and demonstrated in DVD track #1.17c. The rule of the vibrato is that you do not want to 

vibrate the long notes that are resolutions. For example, we should not vibrate the notes in measure 8 of 

Example 1.18 of the Sarabande, because they already have ornaments and are the resolution of previous 
 

91 Jacques- Martin Hotteterre, Principes de la Flute Traversiere, ou Flute D'Allemagne, de la Flute a Bec ou Flute 
Douce et du Haut-bois, Divisez par Traitez (Paris: Estienne Roger, 1707);  English translation as Principles of the 
Flute, Recorder and Oboe, trans. Paul Marshall Douglas (New York: Dover Publications, Inc., 1983), 45. 
92 Ibid., 47. 



 

39 

measure. Likewise, the A on the top line of measure 16 of Example 1.15 should not be vibrated, since it is 

also a resolution.  

 Except for messa di voce which creates crescendo and diminuendo, the tie release should also be 

mentioned for creating Baroque dynamic effects. As shown in Example 1.3, Example 1.5, Example 1.12, 

Example 1.14, Example 1.15, and Example 1.16, the slur indicates as a diminuendo to emphasize the 

main note and make the following passing tone or neighbor note less important; this is similar to the 

function of inégales but shown in different approaches. Theorist and composer Türk agrees with the 

accentuation of the first note under a slur and points out that such emphasis is independent of the metrical 

placement.93 DVD track #1.18a is the demonstration of Example 1.12 without diminuendo in the slur. 

However, as demonstrated in DVD track #1.18b, the slur on D and C in the fifth beat of the top line at 

measure 8 indicates a diminuendo. The same principle is applied to the sixth beat of the top line and the 

fifth and sixth beats of the bottom line. Thus, the main note D and B-flat in the top voice and B-flat and G 

in the lower voice are emphasized.  

 Another example of tie release is shown in Example 1.3. The volume should be strongest at the 

first little note B for the first bassoon and G for the second bassoon and diminuendo to the D for the first 

bassoon and B for the second bassoon. Moreover, the character of Sarabande is to put an accent on the 

second beat of the measure. The accent is certainly not in every measure and for sure not in the second 

measure because of the tierce de coulé. The tierce de coulé provides a smoother connection between 

successive thirds. Performers should not accent the tierce de coulé, because the stress would reduce the 

graceful motion between the thirds that it connects.94 But in the first measure, we do not want to accent on 

the D and B. As instructed by Prof. McCraw, we need a little more shape. Therefore, in case the dotted 

quarter-notes on the second beat of measure 1 die away, messa di voce can be used to open up the long 

tones D and B, and we can make a diminuendo to the following shorter notes A and F-sharp. A tie release 

 

93 Frederick Neumann, Performance Practice of the Seventeenth and Eighteenth Centuries (New York: Schirmer 
Books, 1993), 208. 
94 More information about the tierce de coulé will be provided in the Ornamentation section.  
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does not apply to the second beat of measure 2, as tie release are not applied to ornaments before the beat 

nor the tierce de coulé.  

 In addition to tie releases, a diminuendo in each measure is an essential Baroque dynamic 

approach since the beginning of the measure is more important. Emphasize the beginning of ornaments 

and taper away the following note is also an important Baroque dynamic approach. However, a 

diminuendo on the ornaments does not include the tierce de coulé or any pre-beat ornaments in which the 

note following is louder as I just discussed in the above. As shown in Example 1.16, a diminuendo in 

each measure is needed so that the beginning of each measure can be placed clearly. The amount of sound 

performers make in the beginning of the measures usually is good, but many modern bassoonists 

crescendo across the bar, which is a very modern approach; this is demonstrated in DVD track #1.19a. In 

order to be appropriate for the Baroque style, performers must use diminuendo and decrease sound more 

at the end of the measure, as demonstrated in DVD track #1.19b. Another example is shown in Example 

1.21 and is demonstrated in DVD track #1.15b. Here we see that the beginning of ornaments should be 

emphasized more and tapered away so that the dissonance and the ornament effect can both be 

emphasized (such as the ornaments C-sharp, F-sharp and C on the top line of measures 11 and 12.) This is 

similar to slurred ornaments, which are discussed in tie release but shown in a different format.  

 Overall dynamics can be decided by harmony, key, mood, or spirit through the use of loud and 

soft, crescendo and diminuendo. In Couperin’s Concerto No. 13, the key provides indications to 

appropriate dynamics. As shown in Example 1.13, the key modulates to F major in measure 16 of the Air. 

As we discussed previously, F major expresses furious and quick-tempered subjects, tempests, furies, 

noisy, but sometimes melancholy and pathetic. Therefore, the dynamic for the F-major passage can be 

forte in order to create the appropriate spirit and contrast with the beginning tonic key of G minor.  

 Generally, forte was the standard but piano (or pianissimo or fortissimo) could be used to make a 

special effect. We see there are two interpretations of the key change in measure 61: forte or piano. Many 

people choose to start this G-major section forte, as shown in Example 1.25 and demonstrated in DVD 

track #1.20a, since it is standard to do so. However, G major expresses quietly joyful, tender, and often 
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soft as we discussed previously. Prof. McCraw also suggests in our session that he prefers starting this 

section softly, as shown in Example 1.26 and demonstrated in DVD track #1.20b, rather than loudly, 

since forte is too loud for the mood and spirit of G major. Starting softly surprise the audience by created 

an unexpected effect. 

 
Example 1.25: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 61–66,  
Lin’s Interpretation [1]. Compare to Example 1.26 

 
 

Example 1.26: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 61–66, 
Lin’s Interpretation [2]. Compare to Example 1.25 

 

 Pitch and emotion generally rise and fall together. For example, rising sequences tend to create a 

crescendo and falling ones a decrescendo. As shown in measures 17–20 of the Sarabande in Example 1.16 

and demonstrated in DVD track #1.19b, the first appearance of the melody is played forte and the 

following sequence reduces the dynamics a level down from mezzo piano in measure 19 to a piano 

resolution in measure 20. Another example is shown in Example 1.24 and demonstrated in DVD track 

#1.17b, which shows the rising sequence from measures 22–24 performed with crescendos and increases 

in dynamics. Although Example 1.19 is an exception to this rule in which the rising sequence 
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decrescendos so that it brings the special effect and surprise to the audience, as demonstrated in DVD 

track #1.17a.  

 Balance also belongs to the category of dynamics. Related issues include: 1) balance between 

each part; 2) bass-line has the same importance as any upper part; 3) the subject or entry of the main 

theme needs to be brought out with a certain added significance (not necessarily added volume). 

Composers normally would not indicate the balance on the score but leave it to the performer to bring out 

the most significant matter. Couperin’s Concerto No. 13 is written in two parts for two violas da gamba, 

or violoncellos, or bassoons. Generally, performers prefer to play the first part louder than the second, as 

demonstrated in DVD track #1.21a. However, both parts in this concerto should serve as the same 

importance, just as the bass-line should have the same importance as any upper part and should be treated 

as an independent melody rather than only an accompaniment, as was custom in the music of Baroque era. 

In the session with Prof. McCraw, he comments that the first bassoon usually plays too loud and brighter 

than the second. Therefore, the first should take the volume down and the second should do more 

dynamic contrast and generally function as support the first part, as shown in DVD track #1.21b.  

 Balance adjustment or dynamic contrast can be used to interpret measures 6–7 of the Air. As 

shown in Example 1.12, the musical writing repeat from measures 6–7 but the voice is reversed. As a 

result, one of the two parts can be louder than the other one, as demonstrated in DVD track #1.9b. The 

melody starting on B-flat in the lower voice in measure 6 can be a little stronger since it brings more 

harmonic support for the top line. This B-flat theme switches to the top voice in measure 7, and it should 

be louder than the other voice. Whoever has the B-flat theme leads the other part, as indicated and shown 

in Example 1.12. As shown in Example 1.27, we can use dynamic contrast (echo effect) to differentiate 

the theme. Measure 6 is louder, and measure 7 is softer. However, balance adjustment, as shown in 

Example 1.12 has more effect than dynamic contrast because of the musical writing, which is a repeated 

theme with swapped voices. 
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Example 1.27: Couperin, Concerto no. 13, II. Air Agréablement, mm. 6–10,  
Lin’s Interpretation [2]. Compare to Example 1.12 and Example 1.52 

 

 The subject can be brought out by either articulation or dynamics as necessary to the proportion 

of its significance. This is necessary especially in the Prélude and Chaconne, where the imitation is 

interwoven between both parts. Without bringing out the subject, the whole movement seems to be 

basically in one dynamic. As shown in Example 1.1, Example 1.5, Example 1.10, Example 1.15, Example 

1.20, Example 1.21, and Example 1.26, the main theme is imitated between two parts and has been 

indicated with “*subject” on in these examples. Both the first and second bassoon should be aware of the 

imitation and bring out this significant subject. It is not necessary to be loud to accentuate the theme. 

Even with soft dynamics, these subject entries can still be emphasized through either articulation or clear 

placement. As shown in Example 1.20 and demonstrated in DVD track #1.22a, after the breath marking in 

measure 4, the subject, which appears in the top voice, is played in forte. In order to get the same balance 

for the imitation, the following subject on the third off-beat of the lower voice should response in forte. 

This subject returns in measure 5 in the first bassoon part and is echoed with a soft dynamic. The 

imitation appears in the second bassoon part at piano in the same measure. All the main themes are 

clearly placed by the breathing marking. DVD track #1.22b is the demonstration without emphasis on the 

subject. 
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Articulation 

 Along with nuanced dynamics and ornamentation, articulation was usually not indicated in 

Baroque music, but it serves as an important part of performing in style.95 Different articulations applied 

to a repeated musical idea provide the idea different spirit, character and expression. In this section, the 

following articulations will be discussed: 1) articulation syllable for woodwinds, 2) wedge and dot, 3) 

hemiola, 4) legato and staccato. Although some treatises or books on performance practice also consider 

notes inégales and messa di voce as types of articulation, these categories are discussed respectively in 

“Rhythmic Alterations” and “Dynamics.”   

 

Articulation Syllable for Woodwinds 

 Articulation for the woodwind player consists of the use of syllables in tonguing that produce a 

softer or louder attack. For example, French players uses alternating syllables to produce slightly uneven 

rhythms for notes of equal written value; this practice is called inequality or notes inégales. Alternating 

syllables can emphasize the important notes in a musical work. Regarding the use of syllables to create 

articulations, Quantz remarks, “to make the tone of the flute speak properly with the aid of the tongue and 

the wind that it allows to escape, you must, as you blow, pronounce certain syllables, in accordance with 

the nature of the notes to be played.”96 The most common sounds used for articulation were the syllables 

tu, and ru, or ti, di, and ri as mentioned by Hotteterre, Qunatz, Freillon Poncein, and others. There were 

also compound articulations for faster passages. These include turu, tiri, diri or did’ll. According to 

Quantz, did’ll is double-tonguing in the Baroque period.97 These articulations were used by flute, oboe, 

bassoon and recorder players.  

 Hotteterre and Quantz contribute the most detailed instruction of articulation in their treatises. 

Hotteterre uses two main tongue strokes — tu and ru — while Quantz provides the syllables ti, di, and ri. 

 

95 Cyr, Performing Baroque Music, 106. 
96 Quantz, On Playing the Flute, 71. 
97 Ibid., 79. 
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Writing in 1707, Hotteterre advises that the use of these two syllables makes playing more pleasant and 

avoids too much uniformity in the tonguing. The tu syllable is much more common and used almost 

everywhere. When notes are moving in a stepwise motion, tu is alternated with ru.98 Quantz explains that 

ti is used for short, equal, lively, and quick notes. The di syllable, on the contrary, is used mainly in 

slower tempi.99 The syllable ti makes the notes very short, whereas di can be applied to slow and 

sustained notes, as shown in Example 1.28. According to Quantz’s discussion, ti is a staccato articulation, 

and di is a legato articulation. Moreover, Quantz also suggests that tiri is for dotted notes and moderately 

quick passage-work, while did’ll should be used for very quick passage work to make the notes a little 

unequal and demonstrate good taste.100 Thus, the distinction between principal notes and passing notes 

are created and results in the inequality advocated by Hotteterre, Quantz and other Baroque musicians. 

Quantz writes that “in this word tiri, the accent falls on the second syllable; the ti is short, and the ri long. 

Thus in four semiquavers, the ri always comes on the first and third note, and the ti on the second and 

fourth.”101 Example of articulation syllable provided by Quantz is shown in Example 1.29. 

 

Example 1.28: Quantz, On Playing the Flute (1752), Tab. III, Fig. 1,  
Articulation Syllable ti and di 102 

 

 

Example 1.29: Quantz, On Playing the Flute (1752), Tab. III, Fig. 10,  
Articulation Syllable ti and ri 103 

 
 

98 Hotteterre, Principles of the Flute, Recorder and Oboe, trans. Paul Marshall Douglas, 36–7.  
99 Quantz, On Playing the Flute, 71–2.  
100 Ibid., 74. 
101 Ibid., 76. 
102 Ibid., 73. 
103 Ibid., 77. 
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 However, performers can never begin with the ri; they must tip the first two notes with the ti as 

Quantz suggests and as shown in Example 1.28. If a sixteenth rest occurs on the first subdivision of the 

beat, the performer can begin with tiri right away.104 The same principle is also advised by Hotteterre, 

who writes that “performers must note that the tu and ru are ruled by the number of quavers. When the 

number is odd, you pronounce tu ru in succession, as in the first example. When it is even, you pronounce 

tu on the first two quavers, then alternate ru with it, as you see in the second example.”105 The use of the 

syllable tu and ru is provided by Hotteterre as shown in Example 1.30. 

 

Example 1.30: Hotteterre, Principles of the Flute, Recorder and Oboe (1707),  
Articulation Syllable tu and ru106 

 

 In addition to the above syllables, Prof. McCraw advocates the syllables ta, ra, and tara for 

articulation. The “a” that Prof. McCraw uses equals the vowel sound in “all” or “tall.” The reasons that 

Prof. McCraw uses these sounds are twofold: firstly, nowadays we are not sure how exactly eighteenth-

century musicians pronounced “u.” Secondly, the syllable “a,” when following the initial consonant, 

controls the tone quality of the instrument better.107 

 No matter which syllable the performers choose to use, it can be concluded that the syllables ti, tu, 

or ta are a staccato articulation and often used for leaping figuration; The syllables di, ri, ru, and ra are 

 

104 Ibid., 76–7. 
105 Jacque Hotteterre, Principes de la Flute Traversiere, ou Flute D'Allemagne, de la Flute a Bec ou Flute Douce et 
du Haut-bois, Divisez par Traitez (Paris: Estienne Roger, 1707);  English translation as Principles of the Flute, 
Recorder and Oboe, trans. David Lasocki (London: Barrie & Rockliff, 1968), 60. 
106 Ibid., 60. 
107 Womack, “A Study and an Approach to Historical Performance Practices,” 35–6. 
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each a legato articulation and are often applied for stepwise motion, which is usually in a legato style. An 

excerpt from Couperin’s Concerto No. 13, as shown in Example 1.31, demonstrates the possibility of 

each syllable. According to the statement in the beginning of this paragraph, the articulation for all eighth-

notes that do not move stepwise should be ti, tu or ta. The sixteenth-notes should be articulated with ti ti 

ri ti, tu tu ru tu, or ta ta ra ta because the passage begins on the strong part of the beat. In addition, the 

articulation must be ri, ru, or ra after the comma of next phrase in measure 8 since the figuration is 

mainly stepwise. Fourthermore, the trill on the fourth beat of measure 8 can be articulated as ti, tu, or ta. 

Since the trill begins on the upper neighbor note B which is the same as preceding note, a clear distinction 

needs to be made. 

 

Example 1.31: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 7–8, Articulation Syllables 

 

 

Wedge and Dot 

 Before 1600, the separation of notes was indicated by a rest. The articulation marks of separation 

appear after 1600 with symbols which are placed over (or under) the head of notes: the wedge and dot. 

Couperin indicates the wedge in the fourth movement, as shown in Example 1.5 and Example 1.14. The 

wedge, also called a dash, is represented by either the ∣or ▼ sign, the latter of which can appear 

pointing up or down. When the dot is also used as a staccato sign, all three signs represent the same 

meaning in the main Baroque period. At the end of the Baroque period, however, the dot was beginning 
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to indicate as a lighter, less abrupt staccato than the wedge or the dash.108 When the dot appears alongside 

a note, the note is lengthened. On the contrary, a dot shortens and takes away some of the weight of the 

note if it appears above the note. Therefore, to create the “leggiero” effect in music, dots are more 

appropriate than wedges.109  

 The wedge was performed with a strongly concentrated and accented sound. When the sign first 

appears in the violin part, the violinist performs the wedge with a short bowstroke.110  To match this 

sound, woodwinds must perform the wedge with a short tonguing that produces a short and accented 

sound without forcing the tone. As shown in Example 1.14, Couperin marks the wedge on the first 

downbeat of measures 34, 36, 38, and 40. However, Couperin does not indicate the wedge in the bottom 

line of the first edition, as shown in Example 1.32. Since both parts move together—mostly in parallel 

thirds—these parts should match the articulation. Therefore, the editor marks the wedge in parenthesis for 

the bottom line, as shown in Example 1.14. The downbeat in both parts of measure 34, D and B-flat, must 

be short with a little accent and concentrated sound, as demonstrated in DVD track #1.10a. Thus, the 

wedge notes can be different from adjacent notes. DVD track #1.10b is the demonstration without 

performing the wedge as a short and accented one.  

 

Example 1.32: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 33–41,  
First Edition. Compare to Example 1.14 

 

 

108 Donington, The Interpretation of Early Music, 474–5. 
109 Hermann Keller, Phrasing and Articulation, trans. Leigh Gerdine. (New York: W. W. Norton & Company, Inc., 
1965), 48. 
110 Ibid., 48. 
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 In piano music after 1800, the wedge indicates an especially sharp and short staccato note which 

is performed as a quarter of the value of the note. However, the use of the dot increases in common use so 

that the wedge almost disappeared from the editions of Classical piano music towards the end of the 

nineteenth century.111  

 

Hemiola 

 An important rhythmic device involving the displacement of accentuation and known as hemiola 

or hemiolia is commonly used in the music of Baroque period. A hemiola takes place when the 

articulation of two units of triple meter is performed as if they were three units of duple meter.112 

Although this change of pulse is not always easily visible in the notation, especially in the bass part, it is 

usually implied in the melodic line by a tie in the middle of the hemiola.113 Additionally, the hemiola 

happens generally when a cadence is approaching, whether in a final or passing cadence.114  

 In performance, it is extremely important to make the hemiola audible and sensible. Instead of 

one two three, one two three, the pulse becomes one two three one two three.115 The articulation can be 

emphasized by a little accent rather than tenuto, since long short articulation may make the hemiola sound 

sloppy and heavy, especially in the bass part.  

 Hemiola can be found in Concerto No. 13, as shown in Example 1.7, Example 1.17, Example 

1.33. It is not suggested to use long short articulation to emphasize the hemiola, as shown in Example 

1.17 and demonstrated in DVD track #1.23a, but it is acceptable to play the first F in the lower voice long 

and accented and to keep the rest of the notes short. The notes on the third and the fifth beats of 6/8 

should be emphasized as well. Hemiola is implied by a tie in the middle of two triple meter of measure 5 

and naturally emphasized by the ornaments in the top part, as demonstrated in DVD track #1.23b, so that 

 

111 Ibid., 51. 
112 Donington, A Performer’s Guide to Baroque Music, 295–6. 
113 Donington, The Interpretation of Early Music, 424. 
114 Donington, Baroque Music: Style and Performance, 40. 
115 Donington, The Interpretation of Early Music, 424. 
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it is unnecessary to accent too heavily to highlight three units of duple meter. Although the tie that implies 

the hemiola takes place across the bar in Example 1.33, the same principle is applied here as in Example 

1.17. DVD track #1.24a demonstrates an emphasized hemiola made by tenuto to create long-short 

articulation. However, as demonstrated in DVD track #1.24b, an accent is used on the hemiola to stress 

the duple meter with short articulation.   

 

Example 1.33: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 59–61, Lin’s Interpretation 

 

Legato and Staccato 

 Just as we discussed in the section of articulation syllables for woodwinds, stepwise or conjunct 

motion is legato in style and leaps are to be staccato. Therefore, sixteenth-notes in stepwise motion should 

be played legato in style, but eighth-notes in leaps should be treated as staccato, as shown in Example 1.1 

and demonstrated in DVD track #1.25a. It can be said that, in general, staccato takes place mostly with 

leaps and in fast tempo.116 Donington writes that we tend today either to over-articulate Baroque music, 

with too forceful a staccato and too little sense of line, or to under-articulate it.117 Indeed, the modern 

player very often tends to play sixteenth-notes short and technically, since the modern instrument has 

fantastic staccato. Thus, not only the sixteenth but also the eighth-notes are performed almost too short, as 

demonstrated in DVD track #1.25b. Although the extent to which notes are shortened differ among the 

suggestions provided by Muffat, Couperin, Quantz and C. P. E. Bach, these staccato notes should always 

 

116 Keller, Phrasing and Articulation, 50–1. 
117 Donington, The Interpretation of Early Music, 480. 
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be held for somewhat less than half of their value.118 In order to match the articulation of the Baroque 

bassoon, which cannot produce sharp staccato as modern bassoon does, the eighth-notes should actually 

sound short but not sharply short. Moreover, the eighth-notes in leaps should not be played in a legato 

style, as shown in Example 1.34. Some people tend to play the G on the second beat of the upper part in 

the first measure long, as demonstrated in the DVD track #1.25c, which sounds inappropriate for the style. 

Since all eighth-notes in this passage leap, they should be played short and only tenuto on the stepwise 

sixteenth-note on the fourth beat.  

 

Example 1.34: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 1–3,  
Lin’s Interpretation [2]. Compare to Example 1.1, Example 1.48, and Example 1.55 

 

 In addition to theorists discussing stepwise and leaped motion as deciding factors for articulation, 

C. P. E. Bach also remarks that “In general, the liveliness of allegros is conveyed by detached notes, and 

the feeling of adagios by sustained, slurred notes… even when not so marked… I realize however that 

every style of performance may occur at any tempo.”119 Just as Example 1.5 demonstrates, the fast tempo 

is conveyed by detached and short notes to express the tempo’s liveliness, especially for the leaping 

eighth-notes. Although no articulation is marked by Couperin (except for the slur), as shown in Example 

1.2, the gentle and agreeable movement is expressed mostly by sustained notes with only occasional short 

notes. Following the rule that a player should perform stepwise notes legato and leaps in staccato, the first 

D in the bottom part of the first complete measure should be short and stepwise; the line consisting of the 

 

118 Keller, Phrasing and Articulation, 50–1. 
119 Donington, The Interpretation of Early Music, 479. 
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G, A, and B-flat should be tenuto or legato and performed with little separation. Since the A in the next 

measure leaps to D, we should shorten the A and add more expression to longer the D. The exception to 

this stepwise-motion rule occurs when notes are repeated. As shown in the second complete measure of 

Example 1.2, the C on the third beat of the bottom part can be short in order to separate and emphasize 

the note C on the fourth beat as the beginning of the trill on B. We should also avoid too much accent on 

the first eighth-note of each eighth-note group, as demonstrated in DVD track #1.26a, since it is very 

important to hear the meter a little bit more. In other words, we should not accent every beat but rather 

emphasize important notes based on the figuration. If we apply all the rules for Baroque performance 

practice, the first A in the first complete measure of the top line is not accented but played short and the D 

following is tenuto with more expression because of the stepwise motion. The tenuto with accent in 

parenthesis above added by me means an emphasized articulation with longer and heavier expression, as 

demonstrated in DVD track #1.26b, rather than strong and sharp accent. These notes emphasized by 

tenuto and accent in parenthesis include the G in the first incomplete measure and the D in the first 

complete measure of the top line, as well as the G and D in the bottom line.  

 The use of articulation provides variety in the music and differentiates the repeated phrases. A 

new character can be given by the change of articulation. Couperin’s articulation markings are so detailed 

that it is unnecessary to add slurs to his music, but the articulation of legato and staccato should be added 

based on the performance practice as discussed above. It is also important to match articulations between 

two parts, especially in an imitative passage, which may require similar articulations from the same or 

different instruments. Fortunately, the transference of articulation practices to the modern instrument from 

historical performance practices is easy to execute. 
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Ornamentation 

 Couperin’s L’Art de toucher le Clavecin is one of the most important early 18th-century treatises 

available nowadays. It is important to all musicians today since it contains valuable early music 

information—not only harpsichord technique, but also performance style, fingering, phrasing and 

ornamentation.  

 Couperin provided a list of examples as explanation of ornaments and signs in the first book of 

Piéces de Clavecin as a guide to correct performance for his ornaments.120 In L’Art de toucher le Clavecin, 

he refers to the explanation of ornaments and signs and discusses some of the ornaments in details as 

shown in Example 1.35 and Example 1.36. Thus, an understanding of his ornaments is absolutely 

essential to perform his work authentically. Couperin reinforced the importance of ornaments in the 

preface to the third book of Piéces de Clavecin: 

[…] I am always surprised, after the pains I have given myself for making the ornaments 
which are suitable to my Piéces (of which I have given, in part, a sufficiently clear explanation 
in a particular Method entitled L’Art de toucher le Clavecin) to hear persons who have learned 
them without heeding my instructions. This is an unpardonable negligence, the more so since it 
is not at all an arbitrary matter to put in what ornaments one wishes. I declare that in my pieces 
they ought to be played as I have marked them, and that they will never make a certain 
impression on persons of true taste, unless they have observed to the letter everything that I 
have marked, without adding or subtracting anything.121 

 

  

 

120 Couperin, The Art of Playing the Harpsichord, 12–13. 
121 Ibid., 14. 
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Example 1.35: Couperin, Explanation of Ornaments and Signs #1–15,  
Facsimiles from the Premier Livre de Pièces de Clavecin (1713).122 Compare to Example 1.36 
 

 
  

 

122 Ibid., 12. 
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Example 1.36: Couperin, Explanation of Ornaments and Signs #16–29,  
Facsimiles from the Premier Livre de Pièces de Clavecin (1713).123 Compare to Example 1.35 

 
 

123 Ibid., 13. 
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 The four main types of ornaments that appear in this work are: 1) Port de voix (a lower 

appoggiatura), 2) Tierce de coulé, 3) Trill, 4) Pincé (mordent). Other ornaments which are used sparingly 

include: 5) Anticipation (Chûte), 6) Nachschlag, 7) Vorschlag, and 8) Compound ornaments. The 

following paragraphs provide an introduction to these ornaments.  

 

Port de Voix (a Lower Appoggiatura) 

 The port de voix is a lower appoggiatura that features a single-note ornament ascending to the 

main note. Since the appoggiatura is dissonant with the bass and adds expression to the music, it should 

be performed on the beat, and the ornament itself should be stressed. The dissonance then resolves via a 

slur to the principal note.124 Examples can be found in Couperin’s explanation of ornaments and signs #5, 

#6, and #7, as shown in Example 1.35 and Example 1.36. More examples of port de voix in this concerto 

can be found in the upper voice of Example 1.5, Example 1.6 (DVD track #1.27a), Example 1.14, 

Example 1.16, and in both voices of Example 1.3 and Example 1.12. Focusing on Example 1.37 and 

demonstrated in DVD track #1.27b, we see that the appoggiatura and port de voix on the D in the upper 

voice of measure 3 is played on the beat and accented. It is slurred softly and resolved to the main note E-

flat.  

 

Example 1.37: Couperin, Concerto No. 13, II. Air Agréablement, mm. 3–4, Lin’s Interpretation 

 
  

 

124 Ibid., 16. 
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Tierce de Coulé 

 A coulé is an upper appoggiatura and a reverse of the port de voix. This single-note ornament 

descends under a slur to its main note. The tierce de coulé is a specific name for the type of coulés in 

Couperin’s Concerto No. 13. This ornament provides a smoother connection between successive thirds. 

Whereas performers should stress the port de voix to emphasize dissonance, performers should not accent 

the tierce de coulé, because the stress would reduce the graceful motion between the thirds that it 

connects. Examples of the tierce de coulé can be found in Example 1.5, Example 1.13, and Example 1.15. 

  There are a number of differing opinions among composers and theorists as to how one should 

perform the tierce de coulé, since Couperin did not clearly explain the coulé in his explanation of 

ornaments and signs. The appoggiatura between descending thirds is usually referred to as a passing 

appoggiatura. In France it was commonly designated a coulé. Quantz wrote that “passing appoggiaturas 

occur when several notes of the same value descend in leaps of thirds. When performed they are 

expressed as illustrated in Fig. 6.”125 The passing appoggiaturas in Fig. 6 are performed before the beat, 

as shown in Example 1.38. Leopold Mozart (a German composer, conductor, teacher, and violinist) also 

gives some examples in his treatise that agree with Quantz’s descriptions.126 However, C. P. E. Bach 

disagrees with Quantz’s realization of passing appoggiatura. He suggests to perform this appoggiatura as 

quickly as possible on the beat rather than before it.127 As shown in Example 1.39, French writer 

Foucquet includes a written example in his Method for Interpreting Ornaments (cited in Couperin 1716) 

which is the same as J. S. Bach’s.128  

  

 

125 Quantz, On Playing the Flute, 93. 
126 Leopold Mozart, Versuch einer gründlichen Violinschule (Germany: Augsburg, 1756); English translation as A 
Treatise on the Fundamental Principles of Violin Playing, 2nd ed. trans. Editha Knocker (New York: Oxford 
University Press, 2010), 177–8. 
127 Carl Philipp Emanuel Bach, Versuch über die wahre Art das Clavier zu spielen, Part I and Part II (Berlin: 
Johann Gottlob Breitkopf, 1759 and 1762); English translation as Essay on the True Art of Playing Keyboard 
Instruments, trans. and ed. William J. Mitchell (New York and London: W. W. Norton & Company, 1949), 97–8. 
128 Couperin, The Art of Playing the Harpsichord, 19. 
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Example 1.38: Quantz, On Playing the Flute (1752), Tab. 6, Fig. 5 and Fig. 6,  
Passing Appoggiaturas129 

 

 

Example 1.39: Foucquet, Method for Interpreting Ornaments,  
Appoggiatura Between Descending Thirds130 

 

 Couperin’s lack of a definite rule about the tierce de coulé seems to indicate that the figure was 

inherently flexible whose execution was influence by context and a performer’s understanding of good 

taste. Since Quantz’s treatise and instruction are always the first guides to woodwind players, and since 

Prof. McCraw also suggests performing the tierce de coulé before the beat, too, I would place the 

ornament before the beat, as shown in Example 1.40 and demonstrated in DVD track #1.28a; this is 

gentler than playing it on the beat, the latter of which is demonstrated in DVD track #1.28b. In this 

example, we see how the appoggiatura serves as a connection to the thirds rather than an emphasis of 

dissonance. 

  

 

129 Quantz, On Playing the Flute, 93. 
130 Couperin, The Art of Playing the Harpsichord, 19. 
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Example 1.40: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 14–16, Lin’s Interpretation 

 

 Prof. McCraw pointed out in our session that the tierce de coulé in measure 28 of Example 1.5 is 

hard to play before the beat when the shorter note is on the downbeat of next bar. Although performing 

the short note on the beat (demonstrated in DVD track #1.29b) would be easier to be together for both 

players, a gentler effect is created when it is played before the beat (demonstrated DVD track#1.29a).  

 

Trill 

 A trill is an ornamentation that alternates between the principal note and its upper auxiliary. It 

begins on the beat with the upper auxiliary. Although the number of repetitions depends upon the 

performer’s skill, all trills must have a minimum of four notes and end on the main note.131 The sign used 

by Couperin for a trill looks very similar to the mordent to which modern musicians are accustomed. 

While there are six different types of trills in the explanation of ornaments and signs Couperin provided, 

as shown in Example 1.35 and Example 1.36, the same basic performance rules are applied to all trills.  

 Trills in the explanation of ornaments and signs include detached trill at #14, tied trill which is 

dwelt upon at #9, tied trill which is not dwelt upon at #12, open trill at #10, closed trill at #11, and 

continued trill at #23.  

 

 

 

 

131 Ibid., 16. 
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Detached Trill 

 The detached trill is shown in a context of descending seconds, as shown in Example 1.1. It is 

more difficult for a bassoon to trill than a viola da gamba. According to the rule of trill and due to 

limitations of the instrument, the trill on the first eighth-note (the C in the upper voice of the second 

measure) must be played on bassoon as C-B-C-B on the beat; this is demonstrated in DVD track #1.30a. 

A trill that starts on the beat and from the main note (trilled as B-C-B) is demonstrated in DVD track 

#1.30b. This second trill is not slurred either from the preceding or to the following note. There is no 

termination.132 

 

Tied Trill 

 The slur of a tied trill functions as a tie because the preceding note is the upper auxiliary of the 

trill. As a result, the repetitions of the trill do not begin until slightly after the beat of the main note.133 

Examples of tied trills in Concerto No. 13 can be found in Example 1.4, Example 1.5, Example 1.12, 

Example 1.14, Example 1.15, Example 1.17, Example 1.18, Example 1.37, among others. Using Example 

1.37 as a model, we see that the tied trill appears on the fourth and fifth beats of the upper voice at 

measure 3. The trill after the tie on the note D should come a little bit later rather than on the beat so that 

it can be more expressive. The trill is originally played as E-D-E-D, but the preceding note E slurs to the 

E of the trill and functions as a tie. Therefore, the trill is played as D-E-D. The demonstration DVD 

provides two interpretations: DVD track #1.31a shows starting the tied trill slightly after the beat and 

DVD track #1.31b starts the trill directly on the beat.  

 

Pincé (Mordent) 

 The Pincé, also called mordent in common parlance, is a two- note alteration between the main 

note and its lower neighbor. According to Leopold Mozart, “the mordent or the French pincé clings 
 

132 Ibid., 17. 
133 Ibid., 17. 



 

61 

closely to the principal note, quietly and rapidly ‘bites,’ tweaks or pinches the same slightly and at once is 

released again.”134 There are three types of mordents: short, long or double, and continued. Looking at 

Example 1.35 and Example 1.36, the short mordent is in #1; long or double mordents are in #3, #7, and 

#17; and a continued mordent is at #19.  

 The short mordent has one repetition. As instructed by Couperin in his treatise, the main note is 

performed with an accent and is played on the beat. It is quickly followed by a lower auxiliary, which is 

usually part of the key unless Couperin modifies it with an accidental. The main note immediately repeats 

again and is held for the full duration of its value.135 Examples including a pincé are shown in Example 

1.5, Example 1.14, and Example 1.41, among others. As shown in Example 1.41 and demonstrated in 

DVD track #1.32, the second beat of measure 9 in the upper voice is a pincé. This short mordent is 

performed as C-B-C crisply with an accent on the first main note C and on the beat.  

 

Example 1.41: Couperin, Concerto No. 13, III. Sarabande Tendrement, mm. 8–10,  
Lin’s Interpretation 

 

Port de Voix and Pincé (Appoggiatura and Short Mordent) 

 In Couperin’s Concerto No. 13, the pincé is commonly used in conjunction with the port de voix. 

This combination of ornaments follows the rules given before. The appoggiatura is performed on the beat. 

The mordent is played after the appoggiatura and has taken its time from the main note, as shown in 

 

134 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 206. 
135 Couperin, The Art of Playing the Harpsichord, 15. 
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Example 1.42 from Couperin’s explanation of ornaments and signs #5.136 Examples of this combination 

in this concerto include Example 1.3, Example 1.5, Example 1.6, Example 1.12, Example 1.14, Example 

1.16, Example 1.37, among others. As shown in Example 1.12 and DVD track #1.33a, the appoggiatura A 

in the upper voice and the F-sharp in the lower voice of measure 9 are both played on the beat, and the 

following mordent is performed as B-flat—A—B-flat for the upper voice and G—F-sharp—G for the 

lower voice. DVD tracks #1.33b and #1.33c demonstrate Example 1.43, with the former track presenting 

the appoggiatura as played before the beat and the latter presenting the appoggiatura on the beat.  

 

Example 1.42: Couperin, Premier Livre de Pièces de Clavecin (1713),  
Appoggiatura and Short Mordent #5137 

 

 

Example 1.43: Couperin, Concerto No. 13, II. Air Agréablement, mm. 11–12, 
Lin’s Interpretation [1]. Compare to Example 1.51 

 

 

136 Ibid., 16. 
137 Ibid., 16. 
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 Other ornaments which are used sparingly in Couperin’s Concerto No. 13 include the anticipation 

(chûte), Nachschlag, Vorschlag, and compound ornaments. 

 

Anticipation (Chûte) 

 A chûte is a one-note ornament that moves downward to anticipate the following pitch; it is 

performed before the beat, connected to the previous note by a slur, and derives its value from that note. 

Mather defines this ornament according to its function, writing that “the chûte joined a higher note to a 

lower note by dropping from the higher tone to an anticipation of the lower one.”138 The first use of this 

anticipation is found in measure 12 of the Sarabande at the lower voice, as shown in Example 1.15 and 

demonstrated in DVD track #1.11. The smaller note, C, is the anticipation of the C in measure 13; it is 

connected to the previous note D by a slur and derives its value from the D. It takes one-fourth the time 

value of its main note, but the nature of the ornament is such that its time value must be somewhat 

flexible. As a result, the C is played as an inégale sixteenth-note. Another example of anticipation is 

shown in Example 1.19 and demonstrated in DVD track #1.17a. Both upper and lower voices are joined 

by a chûte. The grace note B of the upper voice and the G of the lower voice anticipate the following 

notes B and G respectively in each voice. They are connected to the previous notes C and A by a slur and 

derive their value from these preceding notes. The grace note B and G are treated as inégale eighth-notes.  

 

Nachschlag 

 A Nachschlag is a two- note ornament which is often used as a termination of a trill, under a slur, 

and typically derives its value from the preceding note.139 The first usage of this occurs in the upper voice 

and is found in measure 15 of the Air, as shown in Example 1.44 and demonstrated in DVD track #1.34. 

This two-note ornament, F and G, is placed here as a termination of the trill on G and is performed as 

 

138 Mather, Interpretation of French Music from 1675 to 1775 for Woodwind and Other Performers, 78. 
139 Frederick Neumann, Ornamentation in Baroque and Post-Baroque Music: with Special Emphasis on J. S. Bach 
(New Jersey: Princeton University Press, 1978), 208. 
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sixteenth-notes value. The other usage of Nachschlag also occurs in the upper voice of measure 28 in the 

Chaconne, as shown in Example 1.5 and demonstrated in DVD track #1.29a. This two-note ornament, E 

and F-sharp, is also used as a termination of the trill on G and is performed with the value of a thirty-

second note.  

 

Example 1.44: Couperin, Concerto no. 13, II. Air Agréablement, mm. 14–16, Lin’s Interpretation 

 

 

Vorschlag 

 Nachschlag provides a graceful resolution to a trill, whereas a Vorschlag emphasizes the note that 

follows it. The two grace notes are detached from the preceding note and slurred to the following main 

note. The only appearance of the Vorschlag occurs in measure 1 of the Sarabande, as shown in Example 

1.3. The Vorschlag is used in both parts simultaneously at the interval of third. On the second beat of 

measure 1, the notes B-C-D in the upper voice and G-A-B in the lower voice form a degree of a third. The 

term “slide” is applied to describe this two-note ornament whose tones rise diatonically to the principal 

note and are slurred to it.140 Couperin writes the Vorschlag with grace notes rather than a sign. Although 

Couperin employs slide fairly frequently, it is never mentioned as an independent agrément, thus the 

question of when to perform the Vorschlag—before or on the beat—is controversial. American 

musicologist of German origin Frederick Neumann indicates that it should be executed before the beat, as 

 

140 Neumann, Ornamentation in Baroque and Post-Baroque Music, 203. 
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demonstrated in DVD track #1.35a. Neumann wrote that “The definition of the slide as a means of 

providing a smooth connection, the alternate slurring to the preceding and to the following note, and the 

company of the many-toned coulades which belong into interbeat space all point to the pre-beat nature of 

the two-note slide.”141 However, Prof. McCraw suggests performing the Vorschlag on the beat, as 

demonstrated in DVD track #1.35b. The Vorschlag should be strongest at the first grace note B of the 

upper voice and G of the lower voice, and it should diminuendo to the principal notes, D and B, in each 

voice as an appoggiatura.  

 

Compound Ornaments 

 Couperin also uses compound ornaments which are comprised of the above ornaments or other 

ornaments, such as a trill combined with a coulé, a port de voix combined with a pincé, a trill over a turn, 

etc.  

Trill Combined with Coulé 

 The first compound ornament appears in the upper voice in measure 9 of the Prélude, as shown in 

Example 1.45. The trill over the first F-sharp is followed by a coulé E to a D-sharp on the downbeat. The 

coulé following the trill lends itself to a graceful resolution. A demonstration is provided in DVD track 

#1.36. 

 

Example 1.45: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 9–10, Lin’s Interpretation 

 
 

141 Ibid., 206. 
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 A compound ornament that combines a tied trill with a tierce de coulé occurs in the upper voice 

of measure 56 in the Chaconne, as shown in Example 1.46. The tied trill on C begins the repetitions C-D-

C slightly after the beat of the main note C and the tierce de coulé B-A-G—F-sharp on the second and 

third beats is performed before the beat, as demonstrated in DVD track #1.37a. For the sake of 

comparison, DVD track #1.37b provides a demonstration with the tied trill performed on the beat after the 

tie and the tierce de coulé before the beat. 

 

Example 1.46: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 55–57, 
Lin’s Interpretation 

 

Trill Over a Turn 

 The trill over a turn is one of Couperin’s more complex uses of ornamentation. He frequently 

uses the turn that follows the trill. The first appearance of this ornament is found in measure 17 of the 

Prélude in the lower voice, as shown in Example 1.6. The trill over a turn on the third beat of the lower 

voice, called a double by Couperin, is a trill with a rapid four-note alteration D-C-B-C, which is initiated 

on the semitone D above the principal note, descends through the principal note C to the semitone B 

below the main note, and finally returns back to the original note, C.142 However, to perform the trill and 

the turn in the space of only one eighth-note is difficult because of such limited time and fast tempo. This 

trill over the turn includes eight notes: two complete alterations between the upper auxiliary D and the 

 

142 Neumann, Ornamentation in Baroque and Post-Baroque Music, 470. 
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principal note C and the turn, which incorporates four notes, D-C-B-C. According to Prof. McCraw, the 

actual number of notes could be reduced to six (D-C-D-C-B-C), as the last two notes of the trill can also 

serve as the first two notes of the turn, as demonstrated in DVD track #1.38a. This is due to the fact that it 

is a challenge to finish eight notes (D-C-D-C-D-C-B-C) in one eighth-note value on bassoon due to the 

instrument’s construction; this latter option is demonstrated in DVD track #1.38b. It should be noted that 

it is possible and easier to do this trill over the turn when playing the viola da gamba. 

 Another Example of a trill over a turn is shown in Example 1.43, an excerpt taken from the Air. It 

would be more feasible to perform the ornament with only six notes (G-F-G-F—E-flat—F) on the fourth 

beat (F) in the lower voice of measure 11, since the ornament only has an eighth-note value in 6/8 and 

because the figuring also adds difficulty to the trill. 

 To perform Couperin’s music it is not necessary to add ornamentation because of his detailed 

marking and instruction. As a result, realization of all markings and ornaments is essential, since they 

show exactly how he wants his music to be performed. This writing is different from that of Fasch’s C 

Major Sonata and Telemann’s F Minor Sonata for bassoon, which leave room for performers to improvise 

the ornaments. The above discussion is provided as a reference to the readers, who must make decisions 

based on their own good taste and knowledge of Baroque music.  

 

Edition Comparison and Discussion of Recordings 

 The edition of Couperin’s Concerto No. 13 published by Musica Rara and edited by David 

Lasocki will be compared to the first edition as discussed in the following.143 There are three major 

differences between these two editions: accidentals, clefs and rhythm notation. A Baroque accidental, in 

 

143 François Couperin, Treiziéme Concert a 2 Instrumens à L’unisson for Two Violas da Gamba or Violoncellos or 
Bassoons from Les Goûts-réünis or Nouveaux Concerts, Vol. 3, ed. David Lasocki, M. R. 1832c (Monteux, France: 
Musica Rara, 1832); François Couperin, Treiziéme Concert à2 Instrumens à  L’unisson  from Les Goûts-réünis ou 
Nouveaux Concerts (Paris: Avec Privilege du Roy, 1724). A complete copy of the first edition is available at 
Appendix C. 
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principle, is that one note follows one accidental and a bar-line does not exert influence on it.144 This 

practice is different from the modern convention. For example, in the first edition, the accidentals are 

marked each time in the first edition according to Baroque rules, as shown in Example 1.47. The G-sharp 

is indicated three times in the first bassoon part of measure 10 and four times in the second bassoon. The 

C-sharp is marked four times in the first bassoon of measure 11 and twice in the second bassoon. 

However, in the modern edition by Musica Rara, the G-sharp in measure 10 and C-sharp in measure 11 

are only indicated in the first one, as shown in Example 1.21.  

 

Example 1.47: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 10–12, First Edition. 
Compare to Example 1.21 

 

 The first edition, as shown in Example 1.48, uses a baritone clef for the first part and a bass clef 

for the second part. Since the baritone clef is seldom used nowadays, as shown in Example 1.1, the 

Musica Rara edition changes it to tenor clef to help the modern player read the music more easily. Where 

a modern clef has been substituted (such as the first viola da gamba, cello, and bassoon parts), Musica 

Rara includes the original clef for reference.  

  

 

144 Donington, Baroque Music: Style and Performance, 69. 
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Example 1.48: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 1–3, First Edition.  
Compare to Example 1.1, Example 1.34, and Example 1.55 

 

 The rhythm is written with different notations but is performed and heard the same. As shown in 

Example 1.7, Example 1.17 and Example 1.43, in the Musica Rara edition, the rhythm is indicated by an 

eighth-note, which is slurred to the following sixteenth-note from the third to the fourth beats of 6/8. 

However, in the first edition, these passages are marked by a dotted eighth-note and are followed by a 

sixteenth-note, as shown in Example 1.49, Example 1.50, and Example 1.51.  

 

Example 1.49: Couperin, Concerto No. 13, II. Air Agréablement, mm. 23–24, First Edition. 
Compare to Example 1.7 

 

 

Example 1.50: Couperin, Concerto No. 13, II. Air Agréablement, mm. 5–6, First Edition.  
Compare to Example 1.17  
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Example 1.51: Couperin, Concerto No. 13, II. Air Agréablement, mm. 11–12, First Edition. 
Compare to Example 1.43 

 

 Prof. McCraw points out that the F-natural on the sixth beat of measure 19 (second bassoon), as 

shown in Example 1.13, is supposed to be the same as the one in measure 9 as a F-sharp, which is shown 

in Example 1.12 and demonstrated in DVD track #1.39a. The first F in measure 9 is marked as a F-sharp 

in Musica Rara edition, therefore the second one should also be an F-sharp because of the modern 

convention that one bar only needs one accidental.145 Viola da gamba and baroque cello player Wieland 

Kuijken, Austrian viol player and conductor Lorenz Duftschmid, and bassoonist Jesse Read all perform 

the two Fs in measure 9 as F-sharps. Although the first one is still marked as a F-sharp in measure 19 in 

the Musica Rara edition, the second one is notated as an F-natural. The recording of Kuijken, Duftschmid, 

and Read all play the first one in measure 19 as a F-sharp but the second one as a F-natural in measure 19. 

Christopher Simpson, an English musician and composer, particularly associated with music for the viola 

da gamba, writes in Compendium(1665) (quoted in Donington 1973) that “A flat or a sharp serves only 

that particular note before which it is placed.”146 The first edition score indicates the second one as a F-

sharp in measure 9, as shown in Example 1.52, but the note has no accidental in measure 19, as shown in 

Example 1.53, which means the second one is an F-natural according to conventions of Baroque 

accidentals and as demonstrated in DVD track #1.39b. The ornament F in measure 19 does not mark 

accidental but all three recordings perform it as F-sharp, which is the same as the previous note in the 

preceding measure.  

 
 

145 Donington, A Performer’s Guide to Baroque Music, 117. 
146 Ibid., 117.  
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Example 1.52: Couperin, Concerto No. 13, II. Air Agréablement, mm. 6–10, First Edition.  
Compare to Example 1.12 and Example 1.27 

 

 

Example 1.53: Couperin, Concerto No. 13, II. Air Agréablement, mm. 16–19, First Edition. 
Compare to Example 1.13 

 

 Prof. McCraw also points out that the ornament F in measures 3 and 7 of the second bassoon is 

supposed to be F- natural, as shown in Example 1.4 and demonstrated in DVD track #1.40a. He also says 

“starting the ornament on F-sharp sounds too funny;” this approach is demonstrated in DVD track #1.40b. 

Duftschmid, Kuijken, and Read all perform the ornament as F-natural and the second one as a F-sharp. 

The Musica Rara edition indicates F-sharp at the end of the measure according to modern convention, 

since it has F-natural in the previous bar. Since accidentals do not carry to the next measure in 18th-

century music, the first edition does not mark an accidental on the last F of measures 3 and 7, as shown in 

Example 1.54. Therefore, the pitch has to be F-sharp in the end of measures 3 and 7 even with no sharp 

indicated. 
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Example 1.54: Couperin, Concerto No. 13, IV. Chaconne Légere, mm. 1–5, First Edition.  
Compare to Example 1.4  

 

 There are three recordings of this Concerto no. 13 that are worth mentioning. The first one is 

played by bassoonist Jesse Read and cellist Doug MacNames.147 The second one is performed by viola da 

gamba players Wieland Kuijken and Kaori Uemura.148 The third one is recorded by viola da gamba 

players Lorenz Duftschmid and Ulrike Becker.149  

The first recording performed by bassoonist Jesse Read and cellist Doug MacNames provides 

some great demonstrations of performance practices discussed above, such as the use of messa di voce, 

dynamic contrast (echo effect), tie release, inégale, over-dotting, articulation variation, etc. This recording 

also provides a good interpretation of the application of ornamentation, such as the port de voix (a lower 

appoggiatura), the tierce de coulé, trills, pincés (mordents), anticipation (chûte), Nachschlag, and 

Vorschlag. Messa di voce is used in the top line, as shown in Example 1.23. The long note D in the 

beginning of each bar opens up and then decrescendos to create the expressive interpretation. The 

following ornamented melody on the fourth to sixth beats of measures 20–21 is contrasted by echo effect 

and forms the dynamic contrast for the repetition. The first time is forte and the second time is echoed in 

piano. 

 

147 Jesse Read, bassoon, French Baroque Miniatures for Bassoon, Etcetera KTC 1087, CD, 1990. 
148 Wieland Kuijken, viola da gamba, Pièces de Violes, by François Couperin, Accent Records ACC 9288 D, CD, 
1992. 
149 Lorenz Duftschmid, viola da gamba, Couperin, F.: Chamber Music (Duftschmid), Pan Classics PC10174, CD, 
2004. 
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 Jesse Read applies a tie release by emphasizing the first main note under a slur and making the 

following passing note diminuendo with less importance. As shown in measure 8 of Example 1.12, the 

main notes D and B-flat under the slur in the top voice and the B-flat and G under the slur in the lower 

voice are all emphasized. The following passing notes C and A in the top voice and A and F-sharp in the 

lower voice are treated with diminuendos. 

 The use of inégales and over-dotting can be found in Read’s recording. As shown in Example 1.4, 

the music is written with equal time values, but several sixteenth-notes in conjunct degrees are performed 

with dot. The G and B in the beginning and the C in the third measure of the top voice are performed 

dotted. Each second note of a pair is a passing tone and thereby should be performed weaker. The music 

sounds lighter and has more character through the use of inégales. Since undotted notes are to be 

performed slightly unequal or in a rather dotted fashion, the dotted notes themselves are exaggerated 

(over-dotted) by Read; over-dotting usually happens in every cadence or on every written dotted note. As 

shown in measure 3 of Example 1.4, the dotted eighth-note A on the second beat of the lower voice is 

followed by a sixteenth-note F-sharp and performed over-dotted by Read in order to differentiate it from 

notes inégales. 

 Read’s recording is full of articulation variation, as shown in Example 1.1. The eighth-notes D-G-

D-B-G occurring in leaps on beats one through three of measure 1 are played in staccato style, and the 

stepwise sixteenth-notes, D-E-D-C, which occur on the fourth beat of the first part in measure 1 are 

performed with a legato style. The sixteenth-notes are treated with inégales and melodic style by Read. 

The beginning of the sixteenth-notes is performed with tenuto instead of the original regular and even one. 

 Although the recording made by Wieland Kuijken and Kaori Uemura are played on Viola da 

gamba, this performance also provides some good examples of the performance practice as discussed in 

the above, such as inégale, over-dotting, tie release, diminuendo, messa di voce, dynamic contrast (echo 

effect), and articulation variation.   

 The tempo of the first movement is slower, but the use of inégales is much clearer than the other 

two recordings performed by Read’s and Duftschmid’s. Kuijken performs the stepwise sixteenth-notes in 
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a rather dotted fashion but Read and Duftschmid treat the stepwise sixteenths slightly unequal. The fourth 

movement of Kuijken’s recording is also played with inégales in a slower tempo and very dotted fashion. 

The dotted notes thereby are performed more sharply or over-dotted to be different from the inégales, 

similar to Read’s recording, which was discussed above.  

 The viola da gamba can create beautiful diminuendos, taperings and tie releases. As shown in 

Example 1.37, the last phrase (C—E-flat—D-C-D) of the four-bar phrase in measures 3–4 of the first 

voice is tapered beautifully in Kuijken’s recording. Tie releases and inégales are also applied on the fifth 

and sixth beats of measure 8, as shown in Example 1.12. The inégales sound more dotted in Kuijken’s 

recording than in the other two recordings. The grace note A is emphasized and diminuendos to the pincé 

on B-flat in the first eight note of measure 9. The sound in the end of the first reprise in measures 9–10 is 

reduced and diminuendos. Kuijken’s recording shows how soft the viola da gamba can be and how it can 

make distinctions between important tones and passing or neighbor tones.  

 Messa di voce in Kuijken’s recording sounds more prominently than in Read’s recording, 

especially in the second and third slow movements. Kuijken gives each long tone different degrees of 

messa di voce. The dotted quarter-note A in the top line of measure 3, as shown in Example 1.3, 

crescendos and diminuendos slightly. The dotted quarter-note E in the upper voice of measure 5, as 

shown in Example 1.18, crescendos and diminuendos even more, as performed in Kuijken’s recording. 

The dotted quarter-note C in the top voice of measure 9 and dotted E in the upper voice of measure 10, as 

shown in Example 1.41, are also treated by messa di voce. The E in measure 10 has a greater degree of 

crescendo and diminuendo than the C in measure 9. Since the C has a pincé accent in the beginning and 

diminuendos afterwards, the time and degree for messa di voce becomes shorter and smaller. 

 Dynamic contrast can be found in many passages in Kuijken’s recording. As shown in Example 

1.22, Kuijken performs the melody on the second beat of measure 29 softer than the same one in measure 

25 and plays the phrase with a diminuendo to a very soft dynamic through the end of this section in 

measure 33. The new material in the new key, which begins on the second beat of measure 33, is 
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interpreted with louder dynamics as a contrast. Another example of dynamic contrast in Kuijken’s 

recording is shown in Example 1.46. The melody that begins on the second beat of measure 57 is treated 

as the loudest and top point of this passage by Kuijken and contrasts with the same figuration which 

appears in measure 49. Since the key returns to G Major and the new material comes on the second beat 

of measure 61, as shown in Example 1.26, Kuijken suddenly reduces the dynamics from forte to piano to 

differentiate this from the previous section. 

 Although the articulation of the viola da gamba sounds somewhat different from that of the 

bassoon, Kuijken’s recording still offers great examples of articulation variation. The detailed articulation 

might not be easy to imitate, but the general character Kuijken tries to create can obviously be sensed. For 

example, the second movement has a smoother and legato articulation than those of the first and fourth 

movements. The legato articulation in the second movement includes both separate legato, which features 

a space between the notes, and tenuto legato, which does not have an obvious space between the notes. 

Each note of tenuto legato is lengthened to form a smooth articulation. Kuijken performs the sixteenth-

notes in the first and fourth movements with legato articulation but, in general, other notes are interpreted 

as lighter, shorter, or separated. 

 Kuijken’s recording also demonstrates a good interpretation of the application of ornamentation, 

such as the port de voix (a lower appoggiatura), tierce de coulé, pincé (mordent), anticipation (chûte), 

Nachschlag, Vorschlag, etc. However, the number of notes in a trill sometimes may be different from the 

winds since it is easier for string players to trill their fingers. As shown in Example 1.18, Kuijken plays 

the trill in measure 8 with a continuous diminuendo through the end of the note value. The sound trilled 

by the viola da gamba almost disappears in the end to create a fantastic calm and quiet atmosphere. It is 

difficult for a bassoon to play the trill on F-sharp with as many notes and that much diminuendo because 

the resistance of the reed blocks the air and F-sharp stands out easily—even with alternate fingering—due 

to the difficulty in playing that pitch on the bassoon. However, this recording gives us the idea of how 

beautiful this tapering could be, and we should try our best to achieve this goal in the bassoon. 
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 The recording performed by viola da gamba players Lorenz Duftschmid and Ulrike Becker also 

provides great demonstrations of the performance practice, such as messa di voce, dynamic contrast (echo 

effect), inégale, articulation variation, etc.   

 Duftschmid performs the long tones D, E, and F-sharp from measures 22–24, as shown in 

Example 1.24, with messa di voce. The dynamics crescendo measure by measure from soft to the their 

loudest point in measure 25 and then diminuendo right away. Read applies messa di voce with vibrato 

from measures 22–24. The intensity of the vibrato increases with the crescendo, measure by measure, 

from measure 22 to the top point in measure 25 and the sound then diminishes. Kuijken’s interpretation of 

this passage is different from Read’s and Duftschmid’s, especially in the dynamics. The first two long 

tones, D and E, are performed by messa di voce, but the third one, F-sharp, is played with vibrato. The 

dynamic contrast is like a big hair pin roughly from mezzo piano- mezzo forte- piano- pianissimo. 

 Echo effect is one of the approaches to form dynamic contrast. As shown in Example 1.23, Read, 

Kuijken and Duftschmid all perform this passage with echo effect. The ornamented melody on the fourth 

to sixth beats of measure 20 is played with forte dynamics, and the repeated melody in measure 21 is 

echoed softly. Kuijken treats the long tone D in the beginning of measure 21 with a diminuendo to the 

soft, repeated and ornamented melody, while the other two Ds, beginning measures 20 and 22, a treated 

with a crescendo. Read plays all of these long-note Ds with messa di voce. Duftschmid performs the D in 

measures 20 and 21 with messa di voce and the one in measure 22 with a diminuendo. 

 The use of inégales in Duftschmid’s recording is not prominent as in Kuijken’s recording, 

especially in the first and the fourth movements. Duftschmid does not use inégales as Kuijken does when 

he performs the sixteenth-notes in the first and fourth movements. However, inégales can be found, as 

shown in Example 1.16. The music is written in equal time values, but the conjunct eighth-notes from 

measures 17–19 notated in the first and the second parts are performed with inégales by Duftschmid. As 

shown in Example 1.19, Duftschmid also performs the stepwise melody in the second voice with unequal 

rhythmic values.  
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 Although the viola da gamba has a different language from the Bassoon, as I discussed with 

respect to Kuijken’s recording, Duftschmid’s articulation is close to Read’s. The articulation variation 

follows the general rule that stepwise motion is played smoothly with legato, and leap figuration is 

performed with separation or light staccato. As shown in Example 1.2, the first D in the beginning 

incomplete measure, the first A in measure 1 and the D on the third beat of measure 2 are performed 

separately but not short by Duftschmid. The stepwise notes, such as G-A―B-flat in the first incomplete 

measure, D-C on the second and third beats of measure 1, along with the slurred B-flat–A–G on the fourth 

to sixth beats of measure 1, and F-sharp in measure 2 are played smoothly with legato. However, 

Duftschmid interprets the eighth-notes with different articulations in the fast movement. As shown in 

Example 1.55, the first to third beats, D-G-D-B-G, of measure 1 are performed with staccato, but the first 

and third beats, B-G and B-D, of the first part in measure 2 are played by long short articulation.  

 

Example 1.55: Couperin, Concerto No. 13, I. (Prélude) Vivement, mm. 1–3, Lin’s Interpretation [3]. 
Compare to Example 1.1, Example 1.34, and Example 1.48 

 

 Duftschmid’s recording also gives good interpretation in the application of ornamentation, such 

as the port de voix (a lower appoggiatura), tierce de coulé, trill, pincé (mordent), anticipation (chûte), 

Nachschlag, and Vorschlag. As discussed in Kuijken’s recording, it is easier for a string player to perform 

more notes to a trill than for a wind player due to the method by which the player executes the trill. As 

shown in Example 1.12, Duftschmid and Becker trill more than twice on the fifth beat of measure 6 and 7 

in the repeat. As shown in Example 1.15, Duftschmid also trills more than twice on the third beat of the 
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first voice at measure 15 in the repeat. Last but not at least, Duftschmid plays the trill with a significant 

diminuendo in measure 8, as shown in Example 1.18. However, it is difficult for the bassoon to produce 

such beautiful, diminishing sound on F-sharp as discussed in Kuijken’s recording.  
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CHAPTER 2: JOHANN FRIEDRICH FASCH: SONATA IN C MAJOR 

FOR BASSOON AND BASSO CONTINUO 

Historical Perspectives and Biography of Johann Friedrich Fasch 

 Johann Friedrich Fasch was born 1688 in Buttelstädt and died in 1758 as a court Kapellmeister at 

Zerbst. He was one of the most significant German contemporaries of Bach, and his orchestral works 

embody the transition from the late Baroque style to the Classicism of Haydn and Mozart.1 

 Three of the greatest Kapellmeisters in the later seventeenth and eighteenth centuries were Johann 

Sebastian Bach, George Philipp Telemann, and Johann Friedrich Fasch. Understanding what Bach, 

Telemann, and Fasch did and how and why they did it, particularly during the 1720s and 1730s, helps us 

understand the invaluable contributions of Kapellmeisters to Western musical history.2 They were 

expected to compose, disseminate, and teach.3 At this time, the importance of Kapellmeisters in 

eighteenth-century Germany was increasing and progressing. The innovation began to be fashionable 

when improvements in manufacturing, medicine, and other sciences and arts, combined with 

comparatively rapid and widespread economic growth, took place. As church musicians are themselves 

associated with or seemingly conform to the old-fashioned and out-of-date, Kapellmeisters (as 

administrators as well as composers and performers) became more fashionable because they were 

“progressive,” more productive, and often more innovative in their artistic accomplishments.4  

 

1 Gottfried Küntzel and Barbara M. Reul, “Fasch, Johann Friedrich,” Grove Music Online, updated 22 September 
2015, https://doi-org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.09346 (accessed 24 May 2018). 
2 Michael Saffle, “Kapellmeister and Eighteenth Century German Musical Life,” in Johann Friedrich Fasch und 
sein Wirken für Zerbst: Bericht über die internationale wissenschaftliche Konferenz am 18. und 19. April 1997 im 
Rahmen der 5. Internationalen Fasch-Festtage in Zerbst, ed. Konstanze Musketa and Barbara M. Reul (Dessau: 
Anhaltische Verlagsgesellschaft, 1997), 19. 
3 Ibid., 31. 
4 Ibid., 22. 

https://doi-org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.09346
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 In 1701, Thomaskantor Kuhnau recruited Fasch as one of his first students for the Leipzig 

Thomasschule (Thomas school).5 Fasch’s first compositions take his friend Telemann’s music style as his 

model. Telemann’s overture also took Fasch’s music as a model. Fasch’s ensemble—the “Second 

Collegium Musicum,” was also founded and directed by Telemann. This semi-professional group 

performed regularly in public, and their repertoire included many of Fasch’s compositions. In the third 

academic year (1710–1711), he received a commission to write his first opera—Clomier.6 He also wrote 

operas for the Naumburg Peter-Paul festivals in 1711 and 1712, and through these he became well known. 

For the purpose of studying composition, Fasch traveled to several courts and cities, eventually arriving in 

Darmstadt, where he studied composition with German composers Graupner and Grünewald.7 

 Fasch was connected with C.P.E. Bach through his son Carl Friedrich Christian Fasch, 

harpsichordist at the Prussian court of Frederick the Great as of 1756. The index of C.P. E. Bach’s 

musical estate also lists one unidentified cantata cycle by Fasch. Although Fasch was overshadowed by 

Bach and neglected by music historians during the nineteenth century, in about 1900, German 

musicologist Hugo Riemann recognized Fasch as one of the most important innovators in the transitional 

period between Bach and Haydn from his acquaintance with several overtures. He mentioned that Fasch 

turned instrumental music entirely on its head and displaced fugal writing with a modern “thematic” 

style.8 

 Along with much church music, Fasch wrote in all the main Baroque genres of instrumental 

music, including sinfonias, concertos, overtures, and sonatas.9 His background as a violinist is reflected in 

his extant compositions. Fasch wrote more than two hundred (202) instrumental works but fewer than one 

 

5 Brian Clark, “Possible Compositional Models in the Works of Johann Friedrich Fasch,” in Johann Friedrich Fasch 
und der italienische Stil: Bericht über die internationale wissenschaftliche Konferenz am 4. und 5. April 2003 im 
Rahmen der 8. Internationalen Fasch-Festtage in Zerbst, (Dessau: Anhalt-Edition, 2003), 154. 
6 David Alden Sheldon, “The Chamber Music of Johann Friedrich Fasch” (PhD diss., Indiana University, 1968), 20. 
7 Küntzel and Reul, “Fasch, Johann Friedrich,” np.  
8 Ibid.  
9 William S. Newman, The Sonata in the Baroque Era, 3rd ed. (New York: W. W. Norton & Company, Inc., 1972), 
282. 
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hundred (94) vocal works. He was influenced by Handel in instrumental music, by Vivaldi in his 

ritornello forms, and by Telemann in the instrumentation of his orchestral suites or overtures.10 

 Fasch’s tendency towards the Classical form in the symphonies and sonatas is present in the 

double-bar repeat structure of most of his Allegro movements, just like Classical sonata form. But the 

presence of fugal movements and the inclination toward solid and skilled counterpoint shows Fasch’s 

conservative tendencies. The majority of Fasch’s concerto writing follows Vivaldi’s three-movement 

form, and the fast outer movements are built with Italian concerto ritornello structures. His concertos are 

experimental, and in some cases he interrupts the thematic statement of the ritornello with motives, 

sometimes even the theme. This ritornello contrasts with episodes for wind instruments. Thus, we can 

consider Fasch’s originality, creation of a musical vocabulary and innovation in his compositions, 

especially in the concerto, which anticipates the Classical idiom of Haydn and Mozart.11   

 Fasch was never famous; none of his compositions were published during his lifetime. After 1723, 

none of the applications he submitted for other positions were successful. Nevertheless, like other 

Kapellmeisters, Fasch left an indelible mark in German music history.12 The Bassoon Sonata in C Major 

is probably the best known of all his sonatas. His extensive manuscript is widely distributed and thus 

difficult to assess. Most of his vocal works are lost, while the manuscripts of his instrumental works 

mostly reside in libraries in Dresden, Berlin, and Darmstadt. Many of the autographs in Dresden have 

been digitized.13  

 During his middle and late years, from 1722 to 1758, Fasch remained Kapellmeister at Zerbst. 

The court Kapelle at Zerbst developed remarkably during his 36 years there.14 It can be considered the 

 

10 Daniёl G. Geldenhuys, “Johann Friedrich and Catharina—a Russian-French and German relationship,” in Johann 
Friedrich Fasch und sein Wirken für Zerbst: Bericht über die internationale wissenschaftliche Konferenz am 18. 
und 19. April 1997 im Rahmen der 5. Internationalen Fasch-Festtage in Zerbst, ed. Konstanze Musketa and Barbara 
M. Reul (Dessau: Anhaltische Verlagsgesellschaft, 1997), 40-41. 
11 Saffle, “Kapellmeister and Eighteenth Century German Musical Life,” 31–2. 
12 Ibid., 31–2. 
13 Küntzel and Reul, “Fasch, Johann Friedrich,” np. 
14 Sheldon, “The Chamber Music of Johann Friedrich Fasch”, 29. 
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most brilliant period of court life from 1745–1750 at Zerbst.15 There were so many musical activities at 

Zerbst that attracted a great number of traveling performers and virtuosos. Fasch’s compositional output 

is predominated by instrumental music, and this brought him magnificent success at Zerbst. This event 

concluded with Fasch’s death on December 9, 1758.16 Although a variety of opinions have been 

expressed about the value of Fasch’s music, its reputation has been rising steadily in recent years. There is 

no doubt that he was a formidable composer, a significant disseminator of music, an educator, and a 

competent and skillful administrator.17 

 

Background and Compositional Style of This Work 

 Throughout the Baroque era, the sonata transformed from being an isolated to a standard and 

international genre. Italy’s influence on music in the other three main regions or nations of Europe—

Austro-Germany, England, and France—grew and increased. The sonata spread to each of these places, 

but certain other considerations impacted the speed of distribution, such as regional political conditions, 

the existence and enterprise of publishers, the native cultivation of chamber music, the presence of 

immigrant or itinerant musicians from Italy (especially violinists), and the acceptance of the violin family 

in place of the older viol family.18 

 Included in the earliest “solo” sonata collection is Italian composers Bertoli’s sonata for bassoon 

and b.c. in 1645 and Leoni’s sonata for violin and b.c. in 1652. However, the Baroque sonata was 

primarily a piece of chamber music for strings, especially for members of the violin family. The earliest 

“trio” sonata collection seems to have appeared in 1655 (Legrenzi).19 

 In Italy, the sonata began to prosper and flourished mainly in the northern provinces around the 

seventeenth century. During this time, composers in Austria and Germany lived in a period of constant 

 

15 Ibid., 30–1.  
16 Corinne S. Steele, “J. F. Fasch’s Sonata in C-major for Bassoon” (MM diss., Bowling Green State University, 
1975), 4. 
17 Saffle, “Kapellmeister and Eighteenth Century German Musical Life,” 31. 
18 Newman, The Sonata in the Baroque Era, 39. 
19 Ibid., 48. 
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political turmoil and readjustment. At the same time, the West was undergoing new intellectual 

development. It culminated during the next half century in the writings of German writers Lessing and 

Goethe, and it began to exert a considerable influence on the arts.20 Thus, the sonata spread first to some 

of the many similarly independent regions in Austria and Germany, no later than the second decade of the 

seventeenth century. Native Germans and Austrians started to appreciate the sonata around the end of the 

Thirty Years’ War (1648). However, they only added strong imprints of their own orchestral suites and 

other indigenous influences on the sonata, just like the English and French after them.21 

 Fasch wrote of all kinds of church compositions, including church sonatas. Fasch and his 

contemporaries’ music are indebted to Italian models, especially for the Italian musical form. Fasch had 

plenty of opportunity to hear all kinds of Italian music.22 The form he uses in the C major sonata is similar 

to the sonata da chiesa, because the tempo of the movements follows a slow-fast-slow-fast pattern. The 

sonata would be considered proper for the church because the slow movements are majestic and are in 

traditional binary forms. The first movement is in the tonic key—C major—and the third movement is in 

the relative key, A minor. The main difference between this sonata and the sonata da chiesa is that the 

fast movements are in sonata-allegro form rather than the traditional fugue structure.23 

 Fasch was a boy soprano in Suhl and Weissenfels, and this shaped his earliest musical studies.24 

Thus, Fasch’s slow movements are expressive and sustained, as pointed out by Prof. Sergio Azzolini in 

his masterclass. His faster movements appear to have the most strength and originality among his 

compositions. The ideas are characteristically wide-ranging and rhythmically vigorous. Their reiterations 

come out as entries within forms along with the return to the home key that make the tonal organization 

convincing.25  

 

20 Ibid., 253. 
21 Ibid., 39. 
22 Clark, “Possible Compositional Models in the Works of Johann Friedrich Fasch,” 153. 
23 Steele, “J. F. Fasch’s Sonata in C-major for Bassoon”, 5. 
24 Küntzel and Reul, “Fasch, Johann Friedrich,” np. 
25 Newman. The Sonata in the Baroque Era, 283.  



 

84 

 The Baroque sonata is generally shorter and less pretentious than the later sonatas.26 The first 

movement of Fasch’s C major Bassoon Sonata is in binary form. Fasch uses repetition and rhythmic 

sequences to create variety in this movement. A mixture of thirty-second notes and sixty-fourth notes in 

various rhythmic patterns arrives at the rhythmic peak in measures 3–5. Fasch also uses repetition toward 

the end of the movement, from measures 11–12.27 The second movement is in sonata-allegro binary form. 

The most essential goal of this movement is to create contrast between dynamic levels, especially in the 

repetition or sequence-filled passages.  

 The Andante is in binary form, with long and sustained phrases. The ascending and descending 

melodic contour suggests the dynamic and intensity levels. The last movement, allegro assai, is like the 

second movement in a sonata-allegro binary form. Fasch also follows the melodic line by indicating a 

crescendo and decrescendo as it ascends and descends.28 The Fuga is the only element of the Neapolitan 

model missing from Fasch’s sonata. Almost all of Mancini’s and Scarlatti’s compositions include an 

extensive four-part fugue.29 

 J. S. Bach, Quantz, and J. F. Fasch are the most important representatives of the compositional 

style in central Germany.30 J. S. Bach valued Fasch’s overtures so highly that he made several 

transcriptions of them for the Leipzig Collegium Musicum.31 Scholars on his music have agreed that 

Fasch’s music in general is very German. However, cross-cultivation among differing countries during 

the first half of the eighteenth century did take place. The court at Zerbst modeled its style on the French 

court traditions, as it was fashionable at the time. Being predominantly German in his style, he did not 

escape the French influences, but introduced unequivocal French traits into some of his instrumental 

 

26 Ibid., 47. 
27 Steele, “J. F. Fasch’s Sonata in C-major for Bassoon”, 5. 
28 Ibid., 13. 
29 Clark, “Possible Compositional Models in the Works of Johann Friedrich Fasch,” 166. 
30 Newman. The Sonata in the Baroque Era, 265. 
31 Geldenhuys, “Johann Friedrich and Catharina—a Russian-French and German relationship,” 40. 
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music. The unmistakably French dotted rhythm can be found everywhere, especially in the slow 

movement of his Sonata in C Major for bassoon.32 

 
Performance Practice 

 To perform Baroque music with an historically informed approach we have to look into at least 

four categories: 1) tempo, meter and spirit, 2) dynamics, 3) articulation, and 4) ornamentation. In this 

chapter, I discuss these elements in relationship to Fasch’s Sonata in C Major for bassoon. The movement 

time-words and meter are: 1) Largo in , 2) Allegro in , 3) Andante in , and 4) Allegro assai in 3/8. A 

unique aspect of this sonata is that the first three movements are all in . 

 

Tempo, Meter and Spirit 

 Tempo is the most important but probably the most difficult element to discover in the expression 

of Baroque music, since the time-words in usage were imprecise and require knowledge of implied tempo 

and aesthetics. Time-words may imply both mood and tempo, as musicologist Robert Donington argues: 

“Time-words often suggest the mood from which the tempo follows, rather than the tempo itself.”33 

However, they can sometimes be vague and misleading, since a concept of an appropriate tempo is 

relative without the metronome marking being indicated by the composer. Although we do not get an 

exact tempo from the time-words in the Baroque period, we should analyze the music, which will suggest 

its own tempo—even if the music sometimes contradicts the time-words. 

 The first movement of Fasch’s Sonata in C Major for bassoon is marked Largo and is in . 

Donington explains that largo relates to the mood—broadly34—and Mary Cyr writes that largo is in a 

grand, singing manner but not necessarily slow.35 Among treatises of the time, there is much 

inconsistency in listed tempo implications. English composer Purcell calls Largo “a middle movement,” 

 

32 Geldenhuys, “Johann Friedrich and Catharina—a Russian-French and German relationship,” 40. 
33 Donington, A Performer’s Guide to Baroque Music, 243. 
34 Donington, The Interpretation of Early Music: New Revised Edition, 386. 
35 Cyr, Performing Baroque Music, 31. 
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quicker than Adagio and Grave, in the preface of his Sonatas of III Parts in 1683; French music theorist 

and composer Brossard calls Largo slower than Adagio, and that (in turn) slower than Lento in his 

Dictionaire de musique in 1703; Leopold Mozart states that Grave is slower than Largo and that is, in turn, 

slower than Adagio in his Violinschule in 1756; yet French violinist and composer Jean-Baptiste Cartier 

again indicates Largo as being slower than Adagio, but that Adagio is slower than Grave.36 According to 

the mood Donington and Cyr suggest, as indicated in the beginning of this paragraph, the tempo should 

not be too slow. A slow tempo is demonstrated in DVD track #2.1a.37 Performers have to avoid taking 

slow movements too slow and fast movements too fast, beginners in particular. Donington calls this 

approach the most valuable working rule for Baroque tempos.38 Prof. McCraw often suggested to me that 

a slow movement should go a little faster, and the fast movement should go a little slower, than the tempo 

I had first taken.  

 Looking at the composition itself, the first movement shows the need to go a little bit faster than a 

usual Largo, because the thirty-second notes and dotted thirty-second notes in measures 3 and 4 of 

Example 2.1 imply that one should impart a flow to the tempo.39 The time signature also signals to a 

faster largo, since cut time  indicates diminution, creating a big “two pulse” as demonstrated in DVD 

track #2.1b. Brossard explains “cut ” in his treatise, saying that “When the ‘cut  ’ is to the right the 

Italians still call it Tempo alla breve, because formerly under this sign all the notes were performed in 

 

36 Donington, A Performer’s Guide to Baroque Music, 243. 
37 Demonstrations of excerpts from Fasch’s Sonata in C Minor for bassoon are available at https://youtu.be/I-
ii5xDXfic. Timestamps of each track are provided in the description of the video. You can either review the video 
consecutively or by clicking the timestamp, the video will directly show the chosen track. 
38 Donington, Baroque Music: Style and Performance, 28. 
39 Examples in chapter 2 are numbered consecutively as 2.1, 2.2, 2.3, and so on. Some examples are from the same 
music excerpt but with different interpretation or from the manuscript, facsimile, and other edition. They will be 
discussed respectively in each topic, such as tempo, dynamic, articulation, ornamentation, edition comparison, and 
so on. For example, Example 2.1, Example 2.10, Example 2.55 and Example 2.56 are from the same music excerpt 
but they do not show up together. These examples are discussed respectively in each topic. Since they are from the 
same music, the examples with different articulation and edition are made note that to compare to the other related 
examples, such as Example 2.1, compare to Example 2.10, Example 2.55, and Example 2.56.  

https://youtu.be/I-ii5xDXfic
https://youtu.be/I-ii5xDXfic
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diminution by half of their value. It means this also when the sign is reversed, but one rarely finds it 

thus.”40 I will further discuss alla breve and its execution in the movements later in this document.  

 Bassoon Solo with Lin’s Interpretation is based on the Universal edition with my dynamic and 

articulation change since Universal edition is close to the manuscript and Fasch’s original intent. Its 

detailed discussion is included in “Edition Comparison.” Examples based on the Universal edition only 

include bassoon solo and basso continuo line but not piano realization since it is not provided by Fasch. 

Lin’s Ornamentation [1st time] and [2nd time] means that different ornamentation is performed in the first 

and second time.41  

 

Example 2.1: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 3–6,  
Lin’s Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.10, Example 2.55, and Example 2.56 

 

 The second movement of Fasch’s Sonata in C Major for bassoon is marked Allegro. Cyr argues 

that Allegro implies “cheerfully,” but not necessarily fast.42 Quantz’s treatise also includes the following 

instructions:  

 The Allegro, Allegro assai, Allegro di molto, Presto, and Vivace a lively, very light, nicely 
detached, and very short bow stroke, especially in the accompaniment, where you must play 
more sportively than seriously in pieces of this kind; and yet a certain moderation of tone 
must also be observed.43 

 

 

40 Cyr, Performing Baroque Music, 30. 
41 My interpretation of complete movements is available at Appendix D. 
42 Ibid., 31. 
43 Quantz, On Playing the Flute, 230–1. 
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Therefore, this movement should be played at a joyful speed but not at a rushed tempo, especially in the 

sixteenth-note technical passages. A rushed tempo of Example 2.2 is demonstrated in DVD track #2.2a. 

The time signature of this movement is again cut time , and thus, the pulse stays in two. This means that 

performers should play the sixteenth-notes fluidly and emphasize the first and second beats (half-notes) of 

each measure, with tenuto and with a subtle diminuendo on the weak second and fourth quarter-note beats 

of each measure, as demonstrated in DVD track #2.2b and indicated in “Bassoon Solo with Lin’s 

Interpretation” of Example 2.2. Specifically, in measures 1 and 2, the C on the downbeat of measure 1 is 

significantly more important than the E that follows on the second quarter-note beat. The C on the second 

half- note beat of the cut time in the same measure is also significantly more important than the C that 

follows on the fourth quarter-note beat. The beginning upbeat G and the off-beat D and G, at the end of 

both the first and second half-note beats in measure 1, serve as pick-ups to the C on the downbeat, the 

second beat of measure 1, and the downbeat of measure 2. Thus, the whole measure becomes a strong-

weak—strong-weak pattern on each of the four quarter-note beat. These details reinforce the pulse of the 

alla breve being in 2/2 rather than in 4/4.  DVD track #2.2c demonstrates an appropriate tempo but is 

performed in 4/4. 

 

Example 2.2: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 1–2, Lin’s Interpretation [1] 
(Based on the Universal Edition). Compare to Example 2.28 

 

 The third movement of Fasch’s Sonata in C Major for bassoon is marked Andante and in . 

Andante implies fluently, as Donington suggests.44 In his Dictionaire de musique (1703), Brossard 

 

44 Donington, A Performer’s Guide to Baroque Music, 243. 
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indicated that “Andante is to stroll with even steps.”45 In his Violinschule (1756), Leopold Mozart also 

explains that “Andante” means “going (gehend).” This word itself tells us that one must give the piece its 

natural gait (Gang).”46 A slow tempo of Example 2.3 is demonstrated in DVD track #2.3a. However, we 

should not play this movement too slowly, but a little quicker and faster than the first largo movement, as 

demonstrated in DVD track #2.3b. The meter is, again, cut time . That the first three movements are all 

in cut time is a unique aspect of this work. This duple meter, with half-notes rather than quarter-notes, 

makes the beat fall in 2/2 rather than 4/4. DVD track #2.3c demonstrates an appropriate tempo but is 

performed in 4/4. In effect, the duple meter focuses on two pulses per measure rather than fragmenting 

the measure into four beats to drag the tempo. Since the bassline harmonic rhythm is in this 2/2 pulse, the 

bassoon melody will naturally reinforce this texture, even with Fasch’s embellished writing.  

 

Example 2.3: Fasch, Sonata in C Major for basoon, III. Andante, mm. 1–2,  
Lin's Interpretaion [1] (Based on the Universal Edition).  
Compare to Example 2.66 and Example 2.67 

 

 As shown in Example 2.3, the harmonic progression in the beginning of measure 1 is on the tonic 

of A minor. It moves to the dominant of A minor on the third quarter-note beat and goes to the first 

inversion of the tonic chord, A minor, on the upbeat to measure 2. Therefore, the A on the downbeat of 

measure 1, and the grace note A on the third quarter-note beat of the same measure, should be stressed by 

 

45 Donington, The Interpretation of Early Music, 388. 
46 Ibid., 389.  
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a tenuto, not an accent. After emphasizing the A on the downbeat and the second beat according to the 

principle of alla breve, the rest of the notes on the first and second beats function as passing tones. Thus, 

the thirty-second notes in the beginning of the bassoon solo part should just be fluid with a subtle 

diminuendo. Similarly to the previous movements, executing a decay and diminuendo on the first and 

second beats (half-note), such as the downbeat A and the grace note A in this movement, can reinforce the 

alla breve. Additionally, the As on the off-beats at the end of the first and second beats (half-note) serve 

as pick-up notes leading to the main note A on the downbeat and the beginning of the second beat.  

The last movement of Fasch’s Sonata in C Major for bassoon is marked Allegro assai and is in 

3/8. Quantz classifies all tempos into four main categories and provides insight into the way they are 

played.47 He says that Allegro assai should be light and lively and it is also the fastest of his four main 

tempo categories. Thus, this Allegro assai movement should be played faster than the Allegro of the 

second movement. DVD track #2.4a demonstrates the tempo, which is slower than the second movement. 

The only triple meter in the sonata finally appears here and creates a different pulse than the other three 

movements. Prof. McCraw stresses that “In triple meter music, we very often need to think in two-

measure unit. Some of them (two-measure unit) are stronger than others.” Modern bassoonists should 

avoid playing the Allegro movement in an overly aggressive and forceful manner. Instead, the first and 

third measures can be stronger than the second and fourth measures to form a strong—weak two-measure 

unit, as Example 2.4 shows and DVD track #2.4b demonstrates. Since the first measure starts from an off-

beat without a downbeat, we can emphasize the first off-beat C by inserting a tenuto. In the third measure, 

I prefer to stress both the downbeat D and the G following it at the end of the first beat because the 

downbeat D points to where the strong beat is and the upbeat G is in the same pattern as the beginning. I 

see D as an arrival point from the upward scale C-D-E of the previous measure. This stress of the scale is 

indicated in Example 2.4 with accent marks in parenthesis and staccato below and the following G is 

performed with tenuto as beginning. I mark accent in parenthesis is because we do not need a sharp 

 

47 Quantz, On Playing the Flute, 284. 
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accent but a short staccato with a little emphasis. Since the passage from measures 5–7 is three measures 

long, the pulse changes from two measures to three. The other possibility, as shown in Example 2.5 and 

demonstrated in DVD track #2.4c, is to emphasize the second and fourth measure downbeat with a subtle 

decrescendo afterwards and treat the first and third measure as pick-ups to the following strong measures 

to create a weak—strong two-measure unit. Prof. McCraw and I prefer the strong-weak interpretation, 

which emphasizes the first and third measure as Example 2.4 shows, since I do feel that the downbeat of 

the third and fifth measure is the arrival point of the scale from the previous measure, and thus, I hope 

they can be stressed. 

 

Example 2.4: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 1–8,  
Lin's Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.5 and Example 2.29 

 

 

Example 2.5: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 1–8,                        
Lin's Interpretation [2] (Based on the Universal Edition).  
Compare to Example 2.4 and Example 2.29 

 

 In addition to the time-words, the key also contributes significantly to the spirit, mood, or “affect” 

of the composition and further relates to the decisions about the tempo, dynamics and articulation. The 

word “affect” was used frequently in the eighteenth century to describe the spirit, mood, or emotion 
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presented in a piece or movement, but it implied more than these present-day words do. To better 

interpret the “affect” of the keys, Quantz, Rameau, and other eighteenth-century writers, such as 

Charpentier, Mattheson, and LaBorde, provide the attributes of the keys.48 However, a key’s attributes 

may differ depending upon the temperament of the instruments and the sonorities of the particular 

instruments being used. In other words, the “affect” and attributes of a key may sometimes sound 

different on various instruments. Take A major as an example: this key should sound joyful and pastoral 

according to the attributes Charpentier suggests. A major on the violin can create strong and bright 

sonorities because of the open strings. However, the sharps may produce some muffled sounds and 

intonation difficulties for the flute and oboe.49 Similarly, on the Baroque bassoon, the sharp notes-—F 

sharp, C sharp, and G-sharp-—create unstable sonorities, compared to other natural notes, and difficulties 

in the fingerings. Therefore, it is not as easy to be joyful and pastoral in A major in the wind instruments 

as it is for the violins. The attributes table collected by Cyr can still be a reference or guide to assist in 

decisions regarding the tempo, articulation, dynamics, and other performance practices. This table can be 

best utilized for the piece that uses the same musical materials but modulates frequently to avoid the 

repetition, such as Telemann’s Sonata in F Minor for bassoon.  

  The first movement of Fasch’s Sonata in C Major for bassoon starts in C major. According to the 

attributes chart, C major means “gay and warlike,” as explained by Charpentier; “rude and impudent 

character, suited to rejoicing” as written by Mattheson, “songs of mirth and rejoicing,” as argued by 

Rameau, and “serious, grave, majestic, suited to war, sometimes for religious subjects,” as asserted by 

LaBorde.50 The similarity of the above points is that C major represents a gay and rejoicing key. 

Therefore, the attributes of the key again reinforce my argument that this Largo movement should be 

 

48 Cyr, Performing Baroque Music, 32–4. The most famous of these include: Marc-Antoine Charpentier’s Règles de 
composition (ca.1682); Johann Mattheson’s Das neu-eröffnete Orchestre (1713); Jean-Philippe Rameau’s Traité de 
l’harmonie (1722); Johann Joachimm Quantz’s On Playing the Flute (1752); Jean Benjamin de LaBorde’s Essai sur 
la musique ancienne et moderne (1780). 
49 Ibid., 31. 
50 Ibid., 33. 
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flowing and not too slow. Otherwise, a too-slow tempo will turn the spirit into a sad and unintended 

“affect.” 

 The second movement also begins in C major with same spirit as it is in the first movement but 

starting from the second reprise in measure 15 modulates to G major which brings some dissimilar 

characteristics to the similarities of both keys. The key comes back to C major again at the end of the 

movement. According to the attributes chart , G major means “quietly joyful” explained by Charpentier, 

“possesses much that is insinuating and persuasive; quite brilliant, suited to serious and to cheerful things” 

argued by Mattheson, “tender and gay songs” written by Rameau, and “affectionate, but gay, often soft 

and majestic” stated by LaBorde.51 Among the contradictory statements made in these treatises, it is not 

easy to distinguish the differences between C and G major. Their similarities are that both keys 

demonstrate a gay, happy and joyful atmosphere. However, they still have some dissimilarities: along 

with gay, happy and joyful, C major is grave and sometimes serious; G major is more light and tender. 

Although sometimes G major can also be serious, you can tell from the treatises that it features 

descriptors like quietly, tender and soft compared to the words warlike, rude and impudent used to 

describe C major. Discussions about how to interpret the mood and character of both keys will follow in 

the “Dynamics” and “Articulation.” According to the above discussion, performers ought never to take 

the tempo too fast to better represent the mood of this movement—the gay, happy and joyful character.  

 The third movement features different keys from the previous two movements and brings a new 

spirit to the work. It starts in A minor but moves to its dominant key—E minor—in the second reprise in 

measure 7. The key returns to A minor at the end of the movement. The attributes of A minor are 

suggested to be “tender and plaintive” by Charpentier, “somewhat plaintive, melancholy, honorable, and 

calm” by Mattheson, and “melancholy…mournful” by Quantz.52 E minor represents emotions like 

“effeminate, amorous, plaintive,” as written by Charpentier, “hardly joyful because it is normally very 

 

51 Ibid., 33. 
52 Ibid., 34. 
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pensive, profound, grieved, and sad, but still hope for consolation” as argued by Mattheson, and 

“sweetness and tenderness,” as explained by Rameau.53 The similarities in both keys are that scholars 

describe them as plaintive and tender. Many performers tend to treat sad movements emotionally and 

slowly. Since tender means delicate and gentle, and andante is usually taken as a walking tempo, we must 

be careful not to be too slow. The “tenderness and sweetness” character labels for E minor also reinforce 

the idea of a slightly faster tempo. Although their similarities are that they have been labeled plaintive and 

tender, differences between these two keys include the idea that A minor is more melancholy and 

mournful, while E minor is more sweet and amorous. Neither key implies a slow side to this Andante 

movement. Instead, a sad mood can be reflected by the musical languages of harmony, dynamics or 

articulation rather than using an overly slow but non-fluent tempo to represent the sorrow, especially in A 

minor. Sweet and gentle characters in the E minor section can be best interpreted by softer dynamics 

compared to the A minor section.  

 The last movement returns to the main key, C major, but moves to G major in the second reprise 

in measure 43. Just as in the second movement, both C major and G major impart a gay, happy and joyful 

atmosphere and need an appropriately fast tempo to keep the feeling of joy. The key returns to C major 

toward the end. In his Versuch über die wahre Art das Clavier zu spielen (1753), C. P. E Bach advises 

players “to consider the fastest notes and passages so as to prevent an Allegro from being hurried and an 

Adagio from being dragged.”54 As shown in Example 2.4 or Example 2.5 and demonstrated in DVD track 

#2.4d, the beginning sixteenth-notes are relatively easy to perform and if the tempo is not carefully 

considered, performers will lose control when the thirty-second-note passages appear; for example, in 

measures 7, 10, and 25. Thus, performers should never depart from a controlled and reasonable tempo. 

 

 

 
 

53 Ibid., 32. 
54 Donington, Baroque Music: Style and Performance, 28. 
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Variations of Tempo 

 Baroque music features a flexibility of tempo. Performers should never play the entire movement 

or piece in the same tempo. Donington cites Quantz’s summary in 1752: “the performance should be easy 

and flexible” and “without stiffness and constraint.”55 Indeed, the flexibility of tempo prevents the music 

from becoming stiff and constrained. Changes of tempo can appear between sections of a movement or 

within a phrase. These changes can be signaled by 1) when the accompaniment pauses, 2) cadences, 3) a 

change of mood or key, and 4) an accentuated form or a new section. We may condense or stretch the 

tempo by using accelerando, ritardando, rallentando, etc.—all within a performer’s “good taste.” 

 Donington writes that there are two ways to create the tempo change: by borrowing time or by 

stealing it.56 In the first case, Donington explains that “borrowing time, restitution for any extra time 

taken is made promptly enough for the mind to accept the underlying tempo as undisturbed: i.e. within the 

bar, or at most within a few bars.”57 In other words, this is the old sense of tempo rubato, which Quantz 

refers to.58 Example 2.6 (cited in Donington 1989) is the demonstration of tempo rubato in old senses 

which is derived from composer Daniel Gottlob Türk ‘s Klavierschule(1789). The bass or accompanist 

should continue with a steady pulse and not be involved in the disturbance of tempo. The rhythm of the 

upper or solo line can be flexible, and the soloist can bend the rhythm by using unwritten expressive 

modifications of rhythms, shortening to anticipate or lengthening to delay the written notes so that accent 

is put on the off-beat. In Example 2.6, the written four quarter-notes on the upper line can be performed in 

two ways in the old tempo rubato sense. The first possibility is to shorten the upper line as if playing the 

top line G-A-B-C-D in a syncopated form, anticipating the second, third and fourth notes. The second 

approach is the reverse, delaying the second, third and fourth notes.  

  

 

55 Ibid., 20.  
56 Donington, The Interpretation of Early Music: New Revised Edition, 429. 
57 Ibid., 430. 
58 Quantz, On Playing the Flute, 174. 
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Example 2.6: D. G. Türk, Klavierschule (1789), loc. cit., tempo rubato in old senses59 

 

 Stealing time is now the most popular usage for variations of tempo—the modern tempo rubato. 

Donington argues that in “stealing time, restitution is not made at all: the underlying tempo may be 

resumed, but without any condensing to compensate for the previous stretching as.”60 The original 

notation of Example 2.7 without tempo rubato is demonstrated in DVD track #2.5a. The tempo is 

stretched on the third and fourth quarter-note beats of measure 14, as shown in Example 2.7 and 

demonstrated in DVD track #2.5b, and resumes the original tempo on the second quarter-note beat of the 

next measure without any compensation for the stolen time. Since the bass note D on the second beat 

(half-note) of measure 14 features a predominant suspension 7–6 on A minor, and the prolongation on D 

leaves the melody room to be free, decelerating and stretching the tempo here (indicated by a stretch 

above the notes), as indicated in Example 2.7, not only emphasizes the suspension but also leads to the 

third inversion of the dominant seventh chord on A minor in measure 15. However, the tempo should be 

drawn back after the bassoon melody arrives on E in measure 15, where a tempo is marked in parenthesis 

by me. Example 2.8 and Example 2.9 show other examples of stealing time, as marked in the score 

excerpts. 

  

 

59 Donington, The Interpretation of Early Music: New Revised Edition, 430. 
60 Ibid., 430. 
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Example 2.7: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 14–16,  
Lin’s Interpretation (Based on the Universal Edition) 

 

 

Example 2.8: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 25–30,  
Lin’s Interpretation [1] (Based on the Universal Edition). Compare to Example 2.44 

 

 

Example 2.9: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 88–94,  
Lin’s Interpretation (Based on the Universal Edition). 
Compare to Example 2.88 and Example 2.89 

 

 It is possible to borrow a little time, but pay it back by hurrying on after slowing down, or by 

slowing down after hurrying on, as Donington advises.61 He also cites C. P. E. Bach’s suggestion that 

“certain sequences (or freely sequential passages) can be effectively performed by accelerating gradually 

 

61 Donington, Baroque Music: Style and Performance, 20. 
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and gently, and retarding immediately afterwards. However, much more often the need is not for 

borrowed time, but for stolen time, as the literal translation of tempo rubato.”62 Take Example 2.10 as an 

example of freedom from accompaniment and accentuation of new section. The second half-note beat of 

measure 3 and the first half-note beat of measure 4 repeat the same dotted figuration with thirty-second 

notes. The original notation without tempo rubato is demonstrated in DVD track #2.6a. Since these 

repeated figurations feature upward linear motion on the first note of each group from B-C-D to E, as 

indicated in the example by the tenuto, and stay unresolved with the lower F-sharp on the second half-

note beat of measure 4, we can take a little time in the beginning of these repeated sequential figurations 

(indicated by the stretch above the notes), gradually accelerating from the grouped C to D and slowing 

down after arriving at the E (indicated by the arrow). The accelerando brings more forward motion to the 

peak of the upward linear line and the rallentando prepares the dissonant F-sharp on the unresolved third 

version dominant chord of G major. There are at least two interpretations here. The first is to add a 

fermata on F-sharp on the second half-note beat of measure 4, as shown in Lin’s Ornamentation [1] of 

Example 2.10 and demonstrated in DVD track #2.6b, to accentuate the unresolved chord and dissonance. 

The second is not to add the fermata, but only accent or place a tenuto on the dissonant F-sharp, as shown 

in Example 2.1 and suggested by Azzolini in the masterclass.63 He reminds me to be careful not to play 

with too much tempo stretching, but only slow down a little bit before F-sharp, as demonstrated in DVD 

track #2.6c. Otherwise, the linear line is interrupted. The rest in the basso continuo part leaves room for 

the bassoonist to take time in the beginning of the scale, starting from D, and pay it back by hurrying on 

the second half-note beat of measure 4 on the scales from F-sharp to C. After the arrival of C in measure 5, 

the tempo returns to the original speed, as indicated by a tempo marking in parentheses. 

 

 

62 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 161. 
63 Example 2.1 is already provided previously, so I do not paste Example 2.1 again. Each example will only be 
posted once. When the same example is mentioned again later in other discussions, please refer to List of Examples 
to find the example’s page. 
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Example 2.10: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 3–6,  
Lin’s Interpretation [2] (Based on the Universal Edition).  
Compare to Example 2.1, Example 2.55, and Example 2.56 

 

 Since the double triplet motive, circled in Example 2.11, repeats twice and goes to B but is 

followed by different pattern, we can emphasize the second repetition with tempo rubato to prepare for 

the change of figuration. The original notation without tempo rubato is demonstrated in DVD track #2.7a. 

Similarly to Example 2.1, measure 8 also requires players to deal with the repeated figuration with the 

upward linear motion from B-C-D to E in the beginning of each sixteenth-note group, indicated by a 

tenuto marking. Because the figured bass again leaves space for the melody, we can stretch the tempo to 

steal time in the beginning of measure 8, for the first half-note beat, but then hurry on after slowing down 

from the second half-note beat of measure 8 until E arrives in measure 9, marked a tempo, as 

demonstrated in DVD track #2.7b. 

 

Example 2.11: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 7–10,   
Lin’s Interpretation (Based on the Universal Edition) 
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 Example 2.12 features the most impressive moment in the second movement because of the 

colorful harmonic language, which can assist our decisions about varying the tempo. The original notation 

without tempo rubato is demonstrated in DVD track #2.7a. The B on the downbeat of measure 11 arrives 

on the tonic chord of G major. The B-flat on the second beat of the same measure moves to an E-flat 

major chord. The next B-flat on the downbeat of the following measure stays on the most colorful 

chord—a C-sharp minor fully diminished seventh chord. The melody formed by the stepwise motion B—

B-flat—A repeats three times, as circled in Example 2.12. The melody switches from B natural to B-flat 

the second and third time on the second half-note beat in measure 11 and the first half-note beat of 

measure 12. Since the fully diminished seventh chord is the most striking chord in this context and the E-

flat major chord is the second most striking compared to the G major chord, I suggest taking some time or 

a short pause between the first and second half-note beats of measure 11 before the E-flat major chord, as 

demonstrated in DVD track #2.7b. I also suggest pulling back the tempo from the end of the same 

measure to set up the moment for the diminished seventh chord in measure 12. In case the tempo drags 

too much, performers must hurry on to the original tempo after the diminished seventh chord. 

 
Example 2.12: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 11–13,  
Lin’s Interpretation (Based on the Universal Edition) 

 

 Much like Example 2.7 in above, Example 2.13, contains a cadenza-like passage. The original 

notation without tempo rubato is demonstrated in DVD track #2.8a. Measure 32 prolongs the dominant 

seventh chord of C major as a phrase expansion. This measure is comprised of only the arpeggio and it 

repeats the arpeggio twice. The dominant prolongation and phrase expansion function as means to 

decelerate and delay an expected authentic cadence. Since the bassoon melody features the note E, which 
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is the third of the tonic chord on the third quarter-note beat of measure 33, the dominant seventh chord 

arrives on an imperfect authentic cadence. The music does not arrive on an authentic cadence until the 

downbeat of measure 37, where the tonic C is on the top of the tonic chord after the beginning material 

returns, as Example 2.14 shows. According to the above discussion, adding variants in tempo, dynamics, 

and articulation can differentiate the repeated material and prepare for the dominant prolongation. I will 

only discuss variants of tempo in this section, but the rest of the performance practice in each section will 

be presented later.  

 

Example 2.13: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 30–33,   
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.63 

 

 

Example 2.14: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 34–38,  
Lin’s Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.40, Example 2.65 and Example 2.90 

 

 The major melodic line in Example 2.13 again shows an upward scale B-C-D-E-F from measure 

31 to the downbeat of measure 33. Obviously, the note F can be regarded as the goal of this upward scale 

passage. Since the F in measure 32 (as I explained above) is treated as a phrase expansion to decelerate 

the arrival of an authentic cadence, the F on the downbeat of measure 33 should be considered as the goal 

of this passage. In addition, the basso continuo line leaves much room for the soloist, so performers can 
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take advantage of the cadenza-like passage to add some tempo rubato, as demonstrated in DVD track 

#2.8b, by adding a fermata on the first F in measure 32. A rallentando can be added on the second half-

note beat of measure 31 to prepare the fermata on F. Bassoonists can easily take time in the first arpeggio 

and treat the second arpeggio from the second half-note beat of measure 32 as a leading tone to the F in 

measure 33 by stretching the beginning of the arpeggio on the first half-note beat of measure 32 and 

accelerating afterwards, in order to pay it back and return to the original tempo for the following measure.  

 Examples of hurrying on after slowing down are shown in Example 2.15 and demonstrated in 

DVD track #2.9a and #2.9b, as well as Example 2.16, which represents the same principle as Example 

2.15. 

 
Example 2.15: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 17–23,  
Lin’s Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.75 and Example 2.76 

 

 

Example 2.16: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 55–59,  
Lin’s Interpretation [1] (Based on the Universal Edition). Compare to Example 2.43 

 

 Rallentandos also count in the case of stolen time, but they need to be mentioned separately. 

Baroque music incorporates numerous cadences, and it is natural to use a rallentando to highlight the 

cadence. However, if we recognized them all, the music would fall to pieces and be sectionalized. We 
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have to distinguish which cadence serves an important function and which cadence serves only a passing 

function so that the music can proceed fluently with effective emphasis on important cadences.64 

Obviously, the ends of all the movements in Fasch’s C major sonata for bassoon can be punctuated by a 

rallentando, as it is a specific place for the rallentando and serves as an important cadential function, as 

Example 2.14, Example 2.17, Example 2.18, and Example 2.19 show. The original notation of Example 

2.17 without rallentando is demonstrated in DVD track #2.10a. However, the tempo starts to decelerate 

on the second half-note beat of measure 17—D and C with ornamentation, as demonstrated in DVD track 

#2.10b—in order to emphasize the approaching cadence and to conclude the movement. Before the 

deceleration, the tempo remains regular. Since there is no condensing or compensation made for the 

stretching, it can be categorized as stolen time.  

 

Example 2.17: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 14–17,  
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.57 and Example 2.58 

 

  

 

64 Donington, The Interpretation of Early Music: New Revised Edition, 433. 
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Example 2.18: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 16–17, 
Lin’s Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.25, Example 2.73, and Example 2.74 

 

 

Example 2.19: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 99–101,  
Lin’s Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.30 and Example 2.31 

 

 Example 2.14 best demonstrates the different usages and function of the rallentandos. The 

original notation of Example 2.14 without rallentando is demonstrated in DVD track #2.11a. The melodic 

line features a descending stepwise scale, C-B-A-G-F-E in measures 34–35, and resumes to the 

reminiscent theme from the beginning of the second movement on the pick-up to measure 35’s second 

half-note beat. Performers can do a slight rallentando starting from the fourth quarter-note beat of 

measure 34 to the second quarter-note beat in the next measure, but not too much, as demonstrated in 

DVD track #2.11b, since the more important cadential rallentando follows several measures afterward. In 

addition, too many rallentandos will drag the tempo and make the music fall to pieces, according to C. P. 

E Bach that “In affettuoso playing, the performer must avoid frequent and excessive retards, which tend 
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to make the tempo drag.”65 To hint that something is approaching and lead to the return of the beginning 

theme for the rallentando in measure 34, the performer can take time or pause between E and G on the 

second quarter-note beat of measure 35, as indicated in Example 2.14. The cadential rallentando is 

certainly more important than the passing rallentando in measure 34 and will be used on the fourth 

quarter-note beat of measure 37 in the second time to announce the end. 

 Tempo rubato, or the stretching of time, not only makes the music sound more vibrant, but also 

helps wind players control their breath, especially when taking time on the pick-up of a new phrase, as 

Example 2.14, Example 2.15, Example 2.16, Example 2.20, Example 2.21 and Example 2.22 demonstrate. 

Baroque music does not provide much space or time to take a breath. We very often play for many notes 

but only get a short rest to take a quick breath. Thus, wind players very often start to feel tired and tense 

after extended playing. If we can take advantage of tempo rubato to deal with air by distributing moments 

of exhaling and inhaling, especially on the pick-ups where a new phrase begins, we can overcome the 

tension and tiredness caused by the lack of air (or even tension sometimes caused by overloading with air). 

The new matter can also be emphasized, as Donington writes: “When there has been a definite 

rallentando, it is often better to delay the pick-up by a fleeting moment of poise, so that the new matter 

can be placed with a certain deliberation, which will sound (although it is not) more genuinely punctual 

than if it had arrived with metronomic accuracy.”66 As Example 2.14 shows, the pick-up of new matter is 

delayed after the rallentando in measure 35. Example 2.15 and Example 2.16 in above also demonstrate 

that the new material can be addressed by taking over the preceding slower tempo articulated by the 

rallentando and accelerating to the original tempo. In the case of Example 2.20, Example 2.21 and 

Example 2.22, a rallentando is not taken as in previous examples, but just marked by a diminuendo at the 

end of the phrase, as indicated in the examples, since too many rallentandos break the music into pieces. 

Taking time on the pick-up of the new phrase brings the music accentuation and variety. The original 

notation of Example 2.20 without tempo rubato is demonstrated in DVD track #2.12a. However, as 
 

65 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 161. 
66 Donington, Baroque Music: Style and Performance, 21. 
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demonstrated in DVD track #2.12b, the pick-up note A at the end of the second quarter-note beat to the 

following D on the third quarter-note beat of measure 27 is delayed, to create an unexpected and 

surprising moment and provide time to adjust the breath. For the next pick-up D at the end of the second 

quarter-note beat to the following E on the third quarter-note beat of measure 29, performers should not 

take time, but should go straight without hesitation to contrast with the previous phrase. Otherwise, the 

phrase will be fragmented with too much dragging, as demonstrated in DVD track #2.12c. A similar 

principle can be applied in Example 2.21. The original notation of Example 2.22 without tempo rubato is 

demonstrated in DVD track #2.13a. In Example 2.22, I do not use a rallentando at the end of the phrase, 

but I take time on the pick-up A, C-sharp, and A of the new phrase in measure 69, as indicated and 

demonstrated in DVD track #2.13b, since too many rallentandos would interrupt the fluency of the music, 

as demonstrated in DVD track #2.13c. In the fourth movement, performers very often play for a while but 

only get a short sixteenth rest to take a breath. Therefore, the use of tempo rubato can provide time for 

performers to take a deep breath, stress the new matter as in previous examples, and also change the 

character to dolce to contrast with the previous section. 

 

Example 2.20: Fasch, Sonata in C Major for Bassoon, II. Allegro, mm. 24–29,  
Lin’s Interpretation (Based on the Universal Edition) 
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Example 2.21: Fasch, Sonata in C Major for Bassoon, III. Andante, mm. 10–12,  
Lin’s Interpretation (Based on the Universal Edition) 

 

 

Example 2.22: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 63–70,  
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.87 

 

Rhythmic Alterations 

 In the Baroque period, rhythms may allow or sometimes require performers to play them in a 

different way than that written by the composer. We called it rhythmic alteration, which performers use to 

add to the expression and character of a piece. Although the rules and conventions of rhythmic alteration 

were never clear or consistent even in the same place and time, there are two types of rhythmic alterations 

that apply to the pieces I am discussing: 1) over-dotting (also called double dotting) and 2) inequality.67  

 Over-dotting mainly occurs within the beat. For Baroque notation, the dot lengthening may be 

variable. It may augment the value of the dotted note by less than half (under-dotting), by half (standard 

dotting), or by more than half (over-dotting).68 In the case of under-dotting, Donington explains that the 

effect is to relax dotted notes into the same sort of approximately triplet rhythm so that equal notes can be 

 

67 Cyr, Performing Baroque Music, 109. 
68 Donington, Baroque Music: Style and Performance, 48. 
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intensified by the lilting inequality.69 Standard dotting occurs very frequently in Baroque music and 

corresponds to our modern conventions.70 Over-dotting can bring out an energetic rather than graceful 

character by lengthening the dotted note and shortening the note following it. Leopold Mozart writes 

“There are certain passages in slow pieces where the dot should be held rather longer than the strict rule 

requires, to prevent the performance from sounding too sleepy. The time taken by this prolongation is so 

to speak stolen from the note which follows the dot.”71 

 According to Leopold Mozart and Prof. McCraw’s advice, certain passages in which over-dotting 

can be used are the passages with dotted notes approaching the cadence, as shown in Example 2.1 and 

Example 2.17. We certainly do not play all dotted rhythms over-dotted. Everything being repeated in the 

same pattern would sound sleepy and boring. In Example 2.1 and demonstrated in DVD track #2.14a, the 

dotted rhythm in measure 5 is performed with standard dotting. Since a cadence is approaching in 

measure 6, the dotted note can be lengthened and over-dotted, as demonstrated in DVD track #2.14b. The 

same principle can be applied in Example 2.17. The contrast between standard and over-dotting brings 

energy, surprises the listener, and creates the emphasis on the cadence. The lengthened part of the dot (or 

even the whole dot) is usually best performed as a rest.72 In the case of a dotted rhythm without a slur, the 

use of rests to augment the dotted note can build up the crisp rhythm by delaying the short note to the last 

minute and immediately connecting to the next dotted note. Thus, the short note following the dotted note 

can be stressed with liveliness. As shown in Example 2.1, measure 6 features three dotted rhythms 

without slurs in succession in which over-dotting is performed and contrasts with the previous graceful 

passage. The energetic character results from lengthening each dotted note in measure 6—B, G, and B—

leaving a short rest or break in between to separate the articulation to the short notes F-sharp, C, and G, 

and delaying the short note as instructed by Quantz in Example 2.24 as following.73 If we do not perform 

 

69 Ibid., 51. 
70 Donington, A Performer’s Guide to Baroque Music, 272. 
71 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 41. 
72 Donington, A Performer’s Guide to Baroque Music, 274. 
73 Quantz, On Playing the Flute, 67. 
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the lengthened part of the dot as a rest, the dotted note would be difficult to separate and articulate from 

the following short note. In addition, the dotted note would be emphasized each time in order to be long 

enough to delay the following short note and create the accent or tenuto character easily. Thus, accents 

and tenuto articulation could bring the character away from something energetic and lose the crisp rhythm. 

 As eighteenth-century writers instruct, the value of the short notes following dotted notes should 

be as short as possible. In the 1753 Versuch, C. P. E Bach writes “Short notes which follow dotted ones 

are always shorter in execution than their notated lenght.”74 In Über die Phlichten des Ripien-Violinisten 

(1776) (quoted in Donington 1989), German composer, writer and music critic Johann Friedrich 

Reichardt also writes that “When notes are dotted one after the other, the shorter notes should be taken as 

short as possible to give more emphasis to the longer.”75 Additionally, Quantz provides detailed 

instruction that “In dotted quavers, semiquavers, and demisemiquavers (see Example 2.23 (c), (d), and 

(e)), you depart from the general rule, because of the animation that these notes must express. It is 

particularly important to observe that the notes after the dots in (c) and (d) must be played just as short as 

those [after the dots] in (e), whether the tempo is slow or fast.” “To grasp this more clearly, play the lower 

notes in Example 2.24 (f) and (g) slowly, yet in accordance with their proper duration in each example.”76 

 

Example 2.23: Quazntz, On Playing the Flute (1752), Tab. II, Fig. 7,  
c) Dotted Quavers, d) Semiquavers, and e) Demisemiquavers. Compare to Example 2.24 

 

 

74 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments,157. 
75 Donington, The Interpretation of Early Music: New Revised Edition, 444. 
76 Quantz, On Playing the Flute, 67. 
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Example 2.24: Quantz, On Playing the Flute (1752), Tab. II, Fig. 7,  
f), g), and h) Over-dotting. Compare to Example 2.23 

 

 According to the above treatises, the short note following the dotted note in measure 6 of 

Example 2.1 and measure 17 of Example 2.17 should all be played with a shorter value than its actual 

time. The first quarter-note beat of measure 6 in Example 2.1 is in accordance with Example 2.24 (g) 

provided by Quantz. The upper notes of Example 2.24 (g) are the actual written dotted rhythms and the 

lower notes are the subdivision for the over-dotting. This instructs performers how to perform over-dotted 

rhythms by matching the thirty-second short notes—F-sharp and C on the first quarter-note beat of 

measure 6, as shown in Example 2.1—with the lower line’s sixty-fourth short notes after the dots in 

Example 2.24 (g). Similarly, on the second quarter-note beat of measure 6, as shown in Example 2.1, the 

sixteenth short note G should match the sixty-fourth short note after the dot in Example 2.24 (f). We can 

observe that the notes after the dots are all played just as short as those after the dots in the lower line of 

Example 2.24 (h), as Quantz instructs. Example 2.17 works the same way as Example 2.1.  

 Inequality is an aspect of rhythmic freedom, meaning playing equally notated notes unequally. As 

Hotteterre wrote in 1707, “Quavers are not always to be played equally, since in some measures there 

should be a long one and a short one, especially in two in a bar, 3/4, and 6/4.”77 Inequality can be 

specifically indicated by such words as inégales; notes inégales; lourer; pointer; etc.78 A more detailed 

discussion about inequality and examples is in the chapter on Couperin’s Concerto No. 13, since this 

piece features notes inégales in the French style and best demonstrates the inequality. 

  

 

77 Donington, Baroque Music: Style and Performance, 43. 
78 Couperin, The Art of Playing the Harpsichord, 11. 
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Dynamics 

 In addition to tempo, dynamics also form part of the expression for Baroque music, but these are 

rarely indicated in the score by the composers. We understand that a dynamic plan relies on the 

performer’s intelligence and feeling, just as the suggestions provided in the following: Christopher 

Simpson writes in Division-Violist (1659) that “We play Loud and Soft, according to our fancy, or the 

humour (mood) of the music.”79 English lutenist, viol player, singer, composer and musical theorist 

Thomas Mace in Musick’s Monument (1676) also advises performers “To humour a lesson (piece or 

composition) by playing some Sentences Loud, and others again Soft, according as they best please your 

own Fancy.”80 Indeed, each performer has his or her own personal taste and interpretation of dynamic 

plans, but there is no right or wrong for each decision. Since most Baroque composers rarely give 

markings in the notation, performers usually have no clue whether a forte or a piano stands for an 

immediate contrast or a gradation. As a result, taking the context into consideration is essential and one 

can choose the most natural effect.81 Additionally, performers should consider the dynamic structure prior 

to the rehearsal and notate the decisions about dynamics in the score and parts, as shown in the examples I 

provide, which can prevent performers from hesitating during the performance.  

 In the following passages, I will discuss the dynamics in four categories: 1) terraced dynamics: 

loud or soft, 2) gradation of dynamics: crescendo and diminuendo, 3) the overall dynamics, and 4) 

balance.  

  

 

79 Christopher Simpson, Chelys, Minuritionum Artificio Exornata: Sive, Minuritiones ad Basin, etiam Ex tempore 
Modulandi Ratio. In Tres Partes Distributa (London, 1659); English translation as The Division—viol, or The Art of 
Playing Extempore upon a Ground. Divided into Three Parts. 2nd ed. (London: W. Godbid, 1667), 10. 
80 Thomas Mace, Musick’s Monument, or, A Remembrancer of the Best Practical Musick, Both Divine, and Civil, 
that has ever been Known, to have been in the World. Divided into Three Parts. (London: Printed by T. Radcliffe, 
and N. Thompson,1676), 130. 
81 Donington, The Interpretation of Early Music, 484. 
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Terraced Dynamics: Loud and Soft 

 One of the dynamic characteristics of Baroque music is terraced dynamics, which means whole 

passages are played on one level of volume and coloring, followed by whole passages on another level.82 

This results from Baroque keyboard instruments—harpsichord and organ—since they inherently produce 

dynamic terraces because of their mechanisms. There are two dynamic effects that were current and freely 

used for Baroque music: 1) piano and forte contrasts and 2) echo.  

 The suggestion to create piano and forte contrasts is given by Quantz, who says that “Light and 

shadow must be constantly maintained. No listener will be particularly moved by someone who always 

produces the notes with the same force or weakness and, so to speak, plays always in the same color, or 

by someone who does not know how to raise or moderate the tone at the proper time. Thus, a continual 

alteration of the Forte and Piano must be observed.”83 Tutti-solo contrasts, found in many Baroque 

concertos, are the best example for piano and forte contrasts. The contrast between a solo group and 

ensemble naturally forms the piano and forte contrasts by their textures.  

 Modern mechanisms, such as that on the piano, can make it easy to depart from terraced 

dynamics and to change volume and coloring frequently. However, it is contrary to the nature of Baroque 

keyboard instruments and also contrary to the music so well composed for them.84 As a result, the forte 

and piano contrasts for Baroque keyboard instrument can be formed by texture, which Quantz indicates as 

follows:  

“On a harpsichord with one keyboard, passages marked Piano may be 
produced by a moderate touch and by diminishing the number of parts, those 
marked Mezzo Forte by doubling the bass in octaves, those marked Forte in 
the same manner and also by taking some consonances belonging to the chord 
into the left hand, and those marked Fortissimo by quick arpeggiations of the 
chords from below upwards, by the same doubling of the octaves and the 
consonances in the left hand, and by more vehement and forceful touch.”85  

 

82 Donington, A Performer’s Guide to Baroque Music, 291. 
83 Quantz, On Playing the Flute, 124. 
84 Donington, A Performer’s Guide to Baroque Music, 291. 
85 Quantz, On Playing the Flute, 259. 
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When Fasch’s Sonata in C Major for bassoon is accompanied by modern piano, pianists should imitate 

how the harpsichord sounds, since this sonata is written for a Baroque keyboard instrument. Performers 

should not use too much crescendo and diminuendo because the keyboard instruments in the Baroque 

period are unable to produce this kind of sound. Instead, loud and soft should be applied. Although the 

modern edition already has all the accompaniment directions written out in the score, we should have the 

sense that the pianist can use textural contrasts to form the dynamics rather than using too much 

crescendo and diminuendo.  

 Examples of textural change are discussed in the following passage. DVD track #2.15a is the 

demonstration of Example 2.2 without loud and soft textual change. However, as demonstrated in DVD 

track #2.15b, the beginning of the second movement has loud and soft contrasts. In the forte passage in 

measure 1, the right hand chord in the piano uses high-register notes, so that they would project better. In 

the soft echo passage, the right hand chord in the piano applies lower register notes and a thinner texture 

so that it sounds softer. Moreover, the linear motion from measures 8–9, from B to E, is accompanied by 

chords but changes the texture to a more flowing and melodic bassline at the peak of this melody, as 

shown in Example 2.11 to Example 2.12 and demonstrated in DVD track #2.16b. Thus, it naturally adds 

the volume for the messa di voce passage and it contrasts with the demonstration without loud and soft 

textual contrasts in DVD track #2.16a. Additionally, playing the chords with quick arpeggios can 

emphasize the diminished seventh chord in measure 12. Therefore, this chord can be different from the G 

major and E-flat major chord in measure 11. 

 Echo-effect, marked frequently in early seventeenth-century instrumental music, is the most 

popular usage of dynamics in the Baroque era. They are applied when a short phrase is echoed 

pianissimo.86 An echo-effect can be found most frequently within an Allegro section. As shown in 

Example 2.2, which we just discussed, the first two measures of the second movement feature the same 

material. DVD track #2.15a is the demonstration without echo-effect. However, we can take piano as a 

 

86 Donington, The Interpretation of Early Music, 482. 
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repetition of what has just been heard forte in the first measure, as demonstrated in DVD track #2.15b. In 

the slow movement, the echo-effect can also be used as shown in Example 2.18. DVD track #2.17a is the 

demonstrated without loud and soft echo-effect. This passage can be interpreted in at least two ways. One 

is to execute the echo-effect and the other is to do the gradual tapering. It can be divided into three short 

phrases by each group of two quarter-note beat. The first two quarter-note beats of Example 2.18 are 

performed loudly, as demonstrated in DVD track #2.17b, and followed by a soft echo. It then leads to 

similar forte material in measure 17 to form a contrast. Although they are not exactly the same materials, 

they have similar dotted motives and some repeated notes. Gradual tapering, as shown in Example 2.25 

and demonstrated in DVD track #2.17c, means to perform the first group loudly, the second mezzo forte, 

and the third mezzo piano. Prof. McCraw prefers the gradual tapering, since it creates a beautiful ending 

by softly disappearing. However, we might take it into consideration that in the first hearing of the second 

reprise we can do the echo-effect and distinguish it the second time by using gradual tapering. 

 

Example 2.25: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 16–17,  
Lin’s Interpretation [2] (Based on the Universal Edition).  
Compare to Example 2.18, Example 2.73 and Example 2.74 

 

 The reverse of the echo-effect is the soft and loud effect, in which the second repetition is louder 

than the first one as a reinforcement. As shown in Example 2.13, the upward linear motion B-C-D-E-F 

from measures 31–32 leads to the arpeggio, which repeats twice. Instead of staying piano, as 

demonstrated in DVD track #2.18a, or maintaining the forte, as demonstrated in DVD track #2.18b, 

performers can play the first arpeggio a little softer and with less force, as demonstrated in DVD track 
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#2.18c, since the preceding upward linear motion naturally crescendos and the listener expects louder 

dynamics. The subito piano for the first arpeggio can create surprise in the music. Thus, the second one 

can be broader and stronger and lead to the peak F of this phrase in measure 33. The stepwise linear 

motion that follows goes down with diminuendo to emphasize the opening material in measure 35. 

 

Crescendo and Diminuendo 

 In addition to blocks, gradations of volume are sometimes notated in Baroque music.87 In 

Rudimenta Musices (1686), German composer and theorist Wolfgang Michael Mylius wrote that dynamic 

markings for successive levels may be indications not for sudden but for gradual changes, where “one 

should not fall suddenly from piano into forte but gradually strengthen the voice, and then let it drop.”88 

The use of crescendo or diminuendo became more extensive in the eighteenth century.89 

 Messa di voce is a term used for starting a note piano, increasing gradually to forte, and 

decreasing just as gradually to piano.90 It is regarded as an expressive ornament but was rarely indicated 

in the music. In 1762 C. P. E. Bach wrote that “when the solo part has a long sustain note, which by the 

conventions of good performance should begin pianissimo, increase by degrees to a fortissimo, and return 

in the same way to a pianissimo, the accompanist must follow with the greatest exactitude.”91 This 

expressive swell and the diminuendo on a single note were available techniques in both vocal and 

instrumental performance from the early seventeenth century onward.92 Many treatises introduce the 

swell and diminuendo as an important concept to be learned as soon as one can produce a long tone.93 It 

was still in full fashion at the end of the Baroque period and beyond. Although the mechanism on 

Baroque keyboard instruments does not allow for a crescendo and diminuendo as discussed above, 

 

87 Donington, A Performer’s Guide to Baroque Music, 291. 
88 Wolfgang Michael Mylius, Rudamenta Musices, 2nd ed. (Gotha: Johann Christoph Brückner, 1686), 49. 
89 Cyr, Performing Baroque Music, 52 
90 Donington, Baroque Music: Style and Performance, 33. 
91 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 371–2. 
92 Cyr, Performing Baroque Music, 50. 
93 Ibid., 52. 
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Baroque vocalists or instruments, such as bassoon, can apply this approach in the long tones. However, 

the range of the dynamic change should not be too much, since the Baroque bassoon does not have as 

much dynamic range as the modern bassoon does. As shown in Example 2.11 and DVD track #2.19a, 

messa di voce is not used in the long tone. It is applied to the long tone on quarter-notes—E, D, and C—

as demonstrated in DVD track #2.19b. Performers can start the long tone in mezzo forte, crescendo to 

forte, and use more diminuendo by decreasing the dynamics from forte to piano. A little swell is the ideal, 

but sometimes it is too much and too forceful, as demonstrated in DVD track #2.19c. Since the tempo is 

fast, performers might not have enough time to start the note soft, crescendo to forte and decrescendo to 

piano. Some performers start the long tone loud and only diminuendo as demonstrated in DVD track 

#2.19d.  

 Tie release is regarded as a dynamic approach in which the slur can indicate a diminuendo. Thus, 

the main note can be emphasized and this makes the following passing tone or neighbor note less 

important. The function of tie release is much like inégale, but shown in different approaches. The 

principle that “the first of such united notes must be somewhat more strongly stressed, but the remainder 

slurred on to it quite smoothly and more and more quietly” was formulated by Leopold Mozart.94 This is 

not a universal rule and should be applied with discrimination.95 Thus, a slight lengthening of the first 

note under a slur is generally appropriate in soloistic situations and more fitting in slow rather than fast 

movements.96 DVD track #2.20a is the demonstration of Example 2.7 without diminuendo in the slur. 

However, as demonstrated in DVD track #2.20b, the dotted notes D, B, and G-sharp in measure 14 are 

emphasized and lengthened, since they are the first notes under a slur. Thus, the main notes D and B and 

the dissonant G-sharp can be accentuated over the D7-6 chord. The following notes, C, A, and F-sharp, are 

therefore softer and released. In the fast movement, performers usually don’t have enough time to stress 

the first note under a slur, but the diminuendo still need to be applied for each slur, as shown in Example 

 

94 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 123–4.  
95 Neumann, Performance Practice of the Seventeenth and Eighteenth Centuries, 208. 
96 Ibid., 212. 
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2.12. Leopold Mozart explains that “when a slur is placed on two notes, the accent falls on the first of the 

two. It is not only played somewhat louder, but also sustained rather longer.”97 DVD track #2.21a is the 

demonstration without diminuendo in the slur. However, as demonstrated in DVD track #2.21b, the B or 

B-flat in the sixteenths of the second and fourth quarter-note beats in measure 11 and the second quarter-

note beat in measure 12 might not allow enough time to do much tenuto, but they can still be emphasized. 

The following A should therefore be tapered and played with a diminuendo. 

 A diminuendo in each measure or metric unit also counts as one of the Baroque dynamic 

approaches, since the beginning is more important in the Baroque music. For example, the first movement 

is in , so the first and second beats serve as strong beats to form a two-metric unit. As a result, the first 

and third quarter-note beats should be emphasized and generally be deemphasized for the rest of the beats 

unless messa di voce is applied, as shown in Example 2.26 and demonstrated in DVD track #2.22a. In 

other words, overweighting the first and third quarter-note beats can emphasize the alla breve. As 

instructed by Prof. McCraw, we should give a little more sound on the G and swell to enjoy the resonance 

of the long note. Another interpretation is completely different from the above one. Performers may 

crescendo at the end of the second quarter-note beat and across the bar, but it is a more modern approach, 

as shown in Example 2.27 and demonstrated in DVD track #2.22b. However, Prof. McCraw has pointed 

out that it sounds strange when the little fast notes on the second quarter-note beat are so much louder 

than the long note on the first quarter-note beat. Thus, the first interpretation might be more suitable for 

Baroque style. 

  

 

97 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 220. 
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Example 2.26: Fasch, Bassoon Sonata in C Major, I. Largo, mm. 1–2,  
Lin’s Interpretation [1] (Based on the Universal Edition).  
Compare to Example 2.27, Example 2.48, and Example 2.54 

 

 

Example 2.27: Fasch, Bassoon Sonata in C Major, I. Largo, mm. 1–2,  
Lin’s Interpretation [2] (Based on the Universal Edition).  
Compare to Example 2.26, Example 2.48, and Example 2.54 

 

 The diminuendo is also applied in the second movement to reinforce , as shown in Example 2.2 

and demonstrated in DVD track #2.23a. Performers can group two beats together and make the first and 

third quarter-note beats more important than the second and fourth by applying a diminuendo for the rest 

of the beats. As a result, the pick-up and first beat are the most important. After reaching the goal in the 

beginning of the third quarter-note beat, dynamics can be a little softer, but not too soft—at least mezzo 

forte. Otherwise, there is no difference between the forte and piano contrast between measures 1 and 2. 

Much like the first movement, it is a more modern expression if the crescendo goes across the second and 

fourth quarter-note beats, as shown in Example 2.28 and demonstrated in DVD track #2.23b. Prof. 

McCraw indicates that it doesn’t sound like cut time, but 4/4, especially when I execute a crescendo over 

the second half of the measure. The cut time is also emphasized by the first and third quarter-note beats in 

the third movement. 
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Example 2.28. Fasch, Sonata in C Major for bassoon, II. Allegro , mm. 1–2,  
Lin's Intepretation [2] (Based on the Universal Edition). Compare to Example 2.2 

 

 The diminuendo is also applied in the last 3/8 movement as a Baroque expression. There are at 

least three interpretations, but performers should always keep in mind the two-measure unit. The first is to 

diminuendo in each measure, but make sure the first measure is stronger than the second to form a strong-

weak unit, as shown in Example 2.4 and demonstrated in DVD track #2.24a. The second is the reverse of 

the first to form a weak-strong unit, but still with performers doing a diminuendo in each measure, as 

shown in Example 2.5 and demonstrated in DVD track #2.24b. For a detailed discussion refer to the 

“Tempo, Meter and Spirit” above. The third option is to crescendo across the bar, as shown in Example 

2.29 and demonstrated in DVD track #2.24c, since the top rising line indicates a crescendo in the modern 

approach. The top rising line C-D—E in the second measure crescendos to the D in the third measure and 

diminuendos for the G major arpeggios in the same bar. Another example of diminuendo is shown in 

Example 2.19. We can play a little stronger in the beginning of measure 99 and thus it will be easier to do 

decrescendo as Baroque expression would do, as demonstrated in DVD track #2.25a. Some performers 

use messa di voce in the last low C as shown in Example 2.30 and demonstrated in DVD #2.25b. Some 

performers tend to crescendo to the end, as shown in Example 2.31 and demonstrated in DVD track 

#2.25c. However, the last low C does not have to be the strongest as shown in Example 2.19. The phrase 

tapers away since the low C is the end of the movement.  
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Example 2.29: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 1–8,  
Lin's Interpretation [3] (Based on the Universal Edition).  
Compare to Example 2.4 and Example 2.5 

 

 

Example 2.30: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 99–101,  
Lin’s Interpretation [2] (Based on the Universal Edition).  
Compare to Example 2.19 and Example 2.31 

 

 

Example 2.31: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 99–101,  
Lin’s Interpretation [3] (Based on the Universal Edition).  
Compare to Example 2.19 and Example 2.30 

 

The Overall Dynamics 

 The overall dynamics can be decided by the harmony, key, mood, or spirit through the use of loud 

and soft, crescendo and diminuendo. Pitch and emotion generally rise and fall together and affect the 

dynamics. A larger scale for the dynamics can be indicated by the melodic line. The most natural of 

musical responses is that the dynamic level rises when the melody ascends. On the contrary, the dynamic 
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level falls away and diminuendos when the melody descends. This principle also applies to rising 

sequences, which tend to crescendo while falling ones tend to decrescendo, since a piece will sound 

monotonous without dynamic change.98 As shown in Example 2.1, the top line from B-C-D-E—F-sharp 

should be long without sacrificing the quality of attack. Since the rising sequence tends to crescendo 

naturally, the dynamics therefore goes from piano, mezzo piano, mezzo forte to forte, as demonstrated in 

DVD track #2.26a, and the dissonant F-sharp in measure 4 should be emphasized. The first of the same 

notes is stronger than the second one so that the downbeat can be placed clearly. For example, the first B 

on the beginning of the third quarter-note beat is stronger than the second one on the off-beat, as indicated 

by the tenuto. Most of the crescendo should happen only in the upper voice. As a result, the little notes G 

and F-sharp should be kept under the smooth linear line and not allowed to come out too much, especially 

the F-sharp. If the rising sequence maintains the same dynamics, as demonstrated in DVD track #2.26b, it 

might sound too repetitive. Some performers might do a diminuendo within the rising sequence, as 

demonstrated in DVD track #2.26c.  

 An exception is shown in Example 2.32, where the sequence descends from C-B-A in the 

continuo from measures 4–6 and it will be clearer when performers shorten the last note. The dynamics 

can fall away from forte to mezzo forte to piano, as demonstrated in DVD track #2.27a, since it is a 

descending sequence. However, it can also go from piano to mezzo forte to forte, as shown in Example 

2.33 and demonstrated in DVD track #2.27b, since the sequence is stressed once and again and leads to 

the destination G in the continuo with new material in measure 7. Both interpretations are better than 

staying with the same dynamics, as demonstrated in DVD track #2.27c.  

  

 

98 Donington, The Interpretation of Early Music, 488. 
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Example 2.32: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 3–6,  
Lin’s Interpretation [2] (Based on the Universal Edition) 
Compare to Example 2.33 and Example 2.45 

 

 

Example 2.33: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 3–6,  
Lin’s Interpretation [2] (Based on the Universal Edition). 
Compare to Example 2.32 and Example 2.45 

 

 In addition to the larger-scale planning of loud and soft passages formed by the melodic line, 

harmony is the best guide to finding the subtle nuances within the larger scale of the dynamics.99 Quantz 

provides an example with nuances, including strong and weak stresses. Each individual or diminished 

chord is suggested to match its degree of dissonance or consonance. He indicates that “to excite the 

different passions the dissonance must be struck more strongly than the consonances. Consonances make 

the spirit peaceful and tranquil; dissonances, on the other hand, disturb it. Thus the harsher the dissonance, 

the more pleasing is its resolution.” Quantz therefore divided the dissonance into three classes according 

to their effects and the manner in which they should be struck. Among the strongest are the diminished 

seventh in measure 15 as shown in example 2.34 and the augmented second with the augmented fourth in 

measure 24 as shown in Example 2.35, which both belong to the third class, fortissimo.100  

 

 

99 Donington, A Performer’s Guide to Baroque Music, 293. 
100 Quantz, On Playing the Flute, 254–9. 
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Example 2.34: Quantz, On Playing the Flute (1752), Tab. XXIV, Fig. I, mm. 14–15. 
Compare to Example 2.35101 

 

 

Example 2.35: Quantz, On Playing the Flute (1752), Tab. XXIV, Fig. I, mm. 23–24.  
Compare to Example 2.34102 

 

 One of the examples showing that harmony can affect the dynamics in Fasch’s Sonata in C Major 

for bassoon is shown in Example 2.36, Example 2.37, and Example 2.38. According to Quantz, the 

diminished seventh chord belongs to the fortissimo dynamics class. The B-flat in the bassoon part is the 

seventh of the fully diminished seventh against C-sharp in the continuo. Therefore, the diminished 

seventh chord in the beginning of measure 7 should be accentuated, as shown in Example 2.36, since it is 

a very different coloration for that sound. The diminuendo on the second half-note beat of measure 6 and 

shortening the last D in the continuo part can make the dissonance sound stronger, as demonstrated in 

DVD track #2.28a. The dissonance would be less effective when the D in the continuo in measure 6 is 

long, as demonstrated in DVD track #2.28b. When the second reprise is repeated and goes back from 

measure 17 to measure 7, it becomes the same as the above approach by going away for the leading 

phrase on the second beat (half-note) of measure 17 and playing strongly on the downbeat of measure 7 

 

101 Ibid., 257. 
102 Ibid., 257. 
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so that the dissonance can be stressed. Another option is to play this diminished seventh chord extremely 

softly, as shown in Example 2.37 and demonstrated in DVD track #2.28c, which is the reverse of the 

expectation and the first interpretation. Instead of emphasizing B-flat, we can really show the E on the 

second quarter-note beat and resolve E to the F on the third quarter-note beat. This is the main thing we 

can hear, since this B-flat does not really resolve when it gets to the A. Some performers could perhaps 

crescendo the leading gesture in both measures 6 and 17, as in the modern approach, to contrast with the 

soft diminished seventh chord. Otherwise, executing a diminuendo in the leading gesture and remaining 

soft in the diminished seventh chord, as shown in Example 2.38 and demonstrated in DVD track #2.28d, 

might be another option. 

 

Example 2.36: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 6–7,  
Lin’s Interpretation [1] (Based on the Universal Edition). 
Compare to Example 2.37, Example 2.38 and Example 2.59 
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Example 2.37: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 6–7,  
Lin’s Interpretation [2] (Based on the Universal Edition). 
Compare to Example 2.36, Example 2.38, and Example 2.59 

 

 

Example 2.38: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 6–7,  
Lin’s Interpretation [3] (Based on the Universal Edition).  
Compare to Example 2.36, Example 2.37, and Example 2.59 

 

 Ornaments like the appoggiatura also carry implied dynamics and relate to the harmony. The first 

note of the ornament can be emphasized with a tenuto and then a diminuendo the following note, so that 

the dissonance created by the appoggiatura brings tension and is louder than its resolution. As shown in 

Example 2.3 and demonstrated in DVD track #2.29a, the appoggiatura A on the third quarter-note beat of 

the first measure should be strong, since it is dissonant in its perfect fourth against the continuo E. The 

following trill on G-sharp should be less emphasized and taper away so that the dissonance in the 

preceding A commands more attention. The same principle applies to the second and fourth quarter-note 
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beats of the second measure. We should not treat the appoggiatura and the following main note with the 

same dynamics, as demonstrated in DVD track #2.29b, or stress the main note more loudly than the 

appoggiatura, as demonstrated in DVD track #2.29c, since the dissonance should be stronger than the 

resolution. Thus, the appoggiatura D in the second measure forms a minor seventh against the E in the 

continuo and the G-sharp forms an augmented fifth against the C in the continuo. The C and A following 

the appoggiatura D and G-sharp are then released and tapered away. 

 The key indicates the spirit and can be expressed by the dynamics. For example, the third 

movement starts in A minor but moves to the dominant E minor in the second reprise. It returns to A 

minor towards the end of the movement. Although their similarities are that they are plaintive and tender, 

differences between these two keys include the idea A minor is more melancholy and mournful, while E 

minor is more sweet and effeminate. Sweet and effeminate characters in the E minor section can be best 

interpreted by executing softer dynamics. As a result, the melancholy and mournful A minor section is 

more emotional than the E minor section and can be expressed by a louder dynamic level. As shown in 

Example 2.3 and demonstrated in DVD track #2.30a, the beginning of the third movement starts in A 

minor with moderate dynamics, such as mezzo forte, and the following phrase in the second measure with 

the pick-up can play forte to reinforce the first phrase. The second reprise, as shown in Example 2.39 and 

demonstrated in DVD track #2.30b, starts in E minor with soft dynamics in piano, and the following 

phrase echoes it a little bit more loudly to stress the phrase in mezzo forte. It is then emphasized in forte 

dynamics in the next phrase from measure 9 with pick-ups to measure 10. Other examples are shown in 

Example 2.26 and Example 2.2 and demonstrated in DVD tracks #2.31 and #2.32. 
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Example 2.39: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 7–8,  
Lin’s Interpretation (Based on the Universal Edition) 

 

 Musical structure can also be signaled by the dynamics. Most allegros start loud due to their most 

typical nature, and the rallentando prepares the return of the opening material, which can then come back 

firmly and loudly.103 As shown in Example 2.14 and demonstrated in DVD track #2.33a, the rallentando 

is applied at the end of measure 34 and the beginning of measure 35 to prepare the return of the opening 

material in measure 35. A complete phrase break is inserted between the end of the descending sequence 

and the beginning of the opening material to delay and emphasize the return of the theme. Since the 

opening material in the beginning of the second movement starts loudly, the return of the main theme can 

also come back firmly and loudly as a reminiscence. The following theme can therefore be an echo with 

soft dynamics. DVD track #2.33b demonstrates the other interpretation, which treats the returning 

opening material with soft dynamics and presents the echo in forte, as shown in Example 2.40. 

 

Example 2.40: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 34–38,  
Lin’s Interpretation [2] (Based on the Universal Edition). Compare to Example 2.14 

 

 

103 Donington, Baroque Music: Style and Performance, 33. 
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Balance 

 Balance, which relates to the dynamics in Fasch’s Sonata in C Major for bassoon, can be 

discussed as follows: 1) the subject or entry can be brought out; 2) performers can fine-tune the balance 

between the solo instrument and bass line. Balance is left to performers to bring out the significant matter, 

such as the subject or entry, and the less important matter should be held back.104 It is much better to mark 

the main dynamic contrasts into the parts ahead of time but not the small refinements.105 

 The subject or entry of the main theme needs to be brought out with a certain added significance 

over and above the subsidiary material surrounding it.106 Quantz indicates that “When in an Allegro the 

principal subject frequently returns, it must always be differentiated in its execution from the less 

important thoughts. Whether it is majestic or flattering, gay or bold, it can always be made sensible to the 

ear by a distinctive manner of performance…and also by loud and soft.” 107 In Fasch’s Sonata in C Major 

for bassoon, the basso continuo is only written out for the figured bass but not the melody, which is 

different from Couperin’s Concerto No. 13 in two parts. Both parts are written out for Couperin’s 

Concerto No. 13 so that the subjects of the main theme can easily be distinguished. However, the solo 

instrument part of Fasch’s Sonata in C Major for bassoon itself has so many imitated or fragile subjects 

that need to be emphasized. As shown in Example 2.2, the main theme in the opening is absolutely in 

forte dynamics and then echoes softly. The opening material returns in the beginning of the second reprise 

but is transposed to G major. It can be emphasized in the forte dynamics with a soft echo as the beginning 

is, as shown in Example 2.41 and demonstrated in DVD track #2.34a. Another interpretation is to reverse 

the dynamics by beginning with soft dynamics and reinforcing it with forte dynamics, as shown in 

Example 2.42. It is not necessary to be loud to bring out the main theme, but it can still be sensible to the 

ear by stressing the subject entrance softly, as demonstrated in DVD track #2.34b. The opening main 

 

104 Donington, The Interpretation of Early Music, 491. 
105 Donington, A Performer’s Guide to Baroque Music, 291. 
106 Donington, Baroque Music: Style and Performance, 37. 
107 Quantz, On Playing the Flute, 133. 
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theme then comes back firmly in forte dynamics in measure 35, as shown in the discussion of Example 

2.14. 

 

Example 2.41: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 15–17,  
Lin’s Interpretation [1] (Based on the Universal Edition). Compare to Example 2.42 

 
 

Example 2.42: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 15–17,  
Lin’s Interpretation [2] (Based on the Universal Edition). Compare to Example 2.41 

 

 The incomplete subject or entry can also be signaled by the dynamics, whether loud or soft. In the 

fourth movement, the main theme features pick-up material, as shown in Example 2.4. It appears all over 

the movement and most of the phrases start with three-note pick-ups, whether a major third chord, octave, 

fifth, etc. As discussed above, the subject or entry of the main theme needs to be brought out with a 

certain added significance over and above the subsidiary material surrounding it. For example, the 

opening similar material, as shown in Example 2.9, returns at the end of the movement as a recapitulation, 

and therefore, it can be accentuated by the loud dynamics, as demonstrated in DVD #2.35a. If it is not 

stressed and returns softly as demonstrated in DVD #2.35b, it is easy to ignore. As shown in Example 

2.16 and demonstrated in DVD track #2.36a, the pick-ups in fifths can be emphasized in forte dynamics 

and diminuendos from forte, mezzo forte, to mezzo piano in the descending sequence. It is not necessary 

to always stress the subject or entry in forte dynamics but this can accentuate its importance by 
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articulation, extra weight, or time in soft or moderate dynamics. It can create the reverse interpretation in 

the passage we just discussed by starting the fifth pick-ups from piano with rubato and crescendo to 

mezzo piano and mezzo forte in the sequence, as shown in Example 2.43 and demonstrated in DVD track 

#2.36b. Performers return to the original tempo in measure 58. Since the figuration changes from scale-

like material in measure 55 to the leap figuration in the following measure, taking some time in soft 

dynamics can signal the coming of the new material and attract the listener’s attention. Soft dynamics can 

also be brought out by articulation, as shown in Example 2.4 and demonstrated in DVD track #2.4b. The 

pick-up theme echoes in a piano dynamic in measure 5 but performers can add tenuto on the pick-up 

beginning note, C. 

 

Example 2.43: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 55–59, 
Lin’s Interpretation [2] (Based on the Universal Edition). Compare to Example 2.16 

 

 A good balance between the parts and an ensemble is essential. In Fasch’s Sonata in C Major for 

bassoon, the balance is between the bassoon and basso continuo. Since the bass line in Baroque music is 

independent and supplies the ground plan, it requires performers to shape it just as carefully as any upper 

part.108 The progressions of the harmony determine the shape of the bass line. A weak bass line is not 

allowed in Baroque music.109 As a result, the balance between the bassoon and basso continuo should be 

equal. Harpsichord, organ, lute, viola da gamba and other instruments can be used as the basso continuo. 

Nowadays, the majority of performers use the modern piano as basso continuo because the instrument is 

more popular and common. We should be aware that the harpsichord and modern piano have very distinct 

 

108 Donington, Baroque Music: Style and Performance, 37. 
109 Ibid., 38. 
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characteristics and how to use the modern piano to imitate the sound the harpsichord produces is an 

important subject. Pianos can do loud and soft and crescendo and diminuendo easily, but the harpsichord 

cannot. Therefore, pianists can use textural change to form the loud and soft dynamic contrasts, as 

discussed in Example 2.2 in the “Terraced Dynamics: Loud and Soft.” As shown in Example 2.26, the 

piano should reduce the texture for the right hand so that the balance can be equal to the bassoon, as 

demonstrated in DVD track #2.37a. It can fall out of balance easily when the continuo has a thicker 

texture than the solo instrument, as demonstrated in DVD track #2.37b, since the diminuendo in each 

measure is not a loud instrument. However, a loud basso continuo is still better than a weak one, as 

demonstrated in DVD track #2. 37c. 

 

Articulation 

 Along with nuanced dynamics and ornamentation, articulation was usually not indicated in 

Baroque music, but it serves as an important part of performing in style.110 It was normally expected from 

performers.111 Through the attack, bowing, or tonguing chosen appropriately for each note, performers 

could thus add “life,” spirit and character to the notes and, further, to the music.112 This will be discussed 

as follows: 1) articulation between different instruments; 2) notes inégales; 3) messa di voce; 4) slurs and 

separate notes; 5) staccato and over articulating; 6) legato or tenuto; 7) harsh articulation; 8) how metrical 

placement and melodic shape of a phrase affects the articulation; 9) how articulation emphasizes 

dissonance, appoggiaturas, sequences, and other significant moments; and 10) how articulation reflects 

the tempo or character. 

 Matching articulation to one another serves an important purpose in Baroque music. Although 

different instruments have fundamental differences in their articulation execution, their effects are often 

similar. The effect of a particular articulation can also vary depending on each player’s skill and ability. 

 

110 Cyr, Performing Baroque Music, 106. 
111 Donington, A Performer’s Guide to Baroque Music, 285. 
112 Cyr, Performing Baroque Music, 87. 
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There are many opportunities for singers and instruments to match their articulations to one another when 

performing Baroque chamber music. An imitative passage also requires similar articulations from 

different instruments or the same instruments but different players, such as in the examples from 

Couperin’s Concerto No. 13, which is performed by two bassoons and is discussed in the first chapter. 

Additionally, continuo players may double the bass line and use similar articulations. As shown in 

Example 2.9, the continuo doubles the solo instrument on the second off-beat and the third beat from 

measures 87–91. Therefore, matching articulation between the woodwind and keyboard serves an 

important purpose in this example, as demonstrated in DVD track #2.38a. Bassoonist should play the 

stepwise downward motion long, as indicated in the example. This figuration should be separated a little 

bit since stepwise motion is long, but it is not slurred in this case. Otherwise, slurring the motion causes 

the player to lose the accentuation of the sequence. As demonstrated in DVD track #2.38b, the basso 

continuo is longer than the bassoon line and almost slurred. Pianists should also separate the motion to 

imitate the bassoon but should not play the notes too short. As demonstrated in DVD track #2.38c, the 

articulation of basso continuo is shorter than the Bassoon’s. 

 Notes inégales or inégalité is a way of playing notated equally valued notes unequally by 

lengthening the first note of each pair. It is considered a type of articulation since the lengthening of the 

first note incorporates a gentle, or sometimes even a pronounced stress. This manner of interpretation was 

described by Muffat, Saint-Lambert, François Couperin, Michel Corrette, and others. Muffat describes 

that the practice was used predominantly for the smallest note value in a given meter and the notes in 

stepwise motion in either quick or slow tempos.113 Examples and detailed discussions about Notes 

inégales are included in the “Inequality” as discussed above. 

 The use of messa di voce on long notes in solo playing also counts as one type of articulation.114 

Italian violinist, composer and music theorist Geminiani describes that “In playing all long notes, the 

 

113 Cyr, Performing Baroque Music, 92. 
114 Ibid., 98. 
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sound should be begun soft, and gradually swelled till the Middle, and from thence gradually soften till 

the End.”115 Examples and detailed discussions about messa di voce are contained in the “Dynamics.”  

 Solo performance allows for a greater variety of articulation, including combinations of slurred 

and separate notes. Articulation is produced variously by pronunciation, touch, tonguing, or bowing, 

depending on the instruments. Slurs were known to players in the seventeenth century but only marked 

infrequently, especially in printed sources.116 The freedom to add slurs not only contributes to the variety 

of articulation, but also the fluency of the music. Comparatively few slurs need to be added in J. S. Bach’s 

music, since Bach usually notated them in great detail. However, for example, in much of Handel’s and 

Telemann’s music, few marks are written in. Thus, the player has to add slurs and articulations that suit 

the tempo and character of the piece.117 The slur was applied in Baroque music with increasing frequency. 

It may be used to tie notes; to show extreme legato, especially one bow/breath or syllable in singing; to 

show separate notes grouped into one phrase; and in conjunction with dots or dashes, to show separate 

notes taken in one bow.118  

 In Fasch’s Sonata in C Major for bassoon, some slurs are indicated, but it needs some more 

because of the tempo, technique, or melody, and other considerations. As shown in measures 25 and 26 of 

Example 2.8, added slurs represent extreme legato in one breath or slur for more than six notes, as 

demonstrated in DVD track #2.39a, since the tempo is fast and tonguing will cause difficulty in the 

technique. If all the thirty-second notes are performed staccato, the melody sounds too technical and not 

as melodic as it should be in Baroque style, as demonstrated in DVD track #2.39b. Some people might do 

four slurred, as shown in Example 2.44 and demonstrated in DVD track #2.39c. However, it sounds 

almost all slurred in a quick tempo. Thus, all slurred could be a more appropriate interpretation.  

 

 

115 Francesco Geminiani. The Art of Playing on the Violin: Containing All the Rules Necessary to Attain to a 
Perfection on That Instrument, with Great Variety of Compositions, Which Will Also Be Very Useful to Those Who 
Study the Violoncello, Harpsichord &C. Composed by J. Geminiani Opera. IX (London: MDCCLI, 1751), 2. 
116 Ibid., 94. 
117 Ibid., 98. 
118 Donington, The Interpretation of Early Music, 473. 



 

134 

Example 2.44: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 25–30,  
Lin’s Interpretation [2] (Based on the Universal Edition). Compare to Example 2.8  

 

 Except for virtuoso solos or passages as discussed above, slurs should mainly be brief and be 

applied simply and symmetrically rather than irregularly or intricately. Two slurred, two bowed or 

tongued is one of the most common patterns. Two by two slurred will often be associated with inequality, 

especially when the notes are in stepwise motion. As shown in Example 2.33 and demonstrated in DVD 

track #2.40a, two by two slurred pairs can be used on the third and fourth quarter-note beats from 

measures 4–6 but not in inequality, since it is not a stepwise motion. In this case, a symmetrical slur 

would be more suitable because of the similar figuration taking place on the third and fourth quarter-note 

beats. Two slurred and two tongued, as shown in Example 2.45 and demonstrated in DVD track #2.40b, 

would be technically difficult and unbalanced. 

 

Example 2.45: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 3–6,  
Lin’s Interpretation [3] (Based on the Universal Edition).  
Compare to Example 2.32 and Example 2.33 

 

 The notes of triplets can be performed either in priority with all three notes slurred or two slurred 

and one tongued, if not all tongued.119 As shown in Example 2.46, the triplets are performed all slurred, as 

marked by Fasch. We notice that Fasch only indicates that the first two triplets should all be slurred in 

 

119 Donington, A Performer’s Guide to Baroque Music, 286. 
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measure 14. However, it is suggested to play the triplets on the third beat all slurred, as shown in Example 

2.47 and demonstrated in DVD track #2.41a. Following the original score and tonguing all the triplets on 

the second quarter-note beat of measure 14, as demonstrated in DVD track #2.41b, is challenging in an 

Allegro tempo. It is also not suitable to use two slurred and one tongued for the triplet here, as 

demonstrated in DVD track #2.41c, since the tempo is so fast that performers might not have enough time 

to do this detailed articulation. The fluency of the melody will be interrupted, too. 

 

Example 2.46: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 13–14,  
Lin’s Interpretation [1] (Based on the Universal Edition). Compare to Example 2.47 

 

 

Example 2.47: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 13–14,  
Lin’s Interpretation [2] (Based on the Universal Edition). Compare to Example 2.46 

 

 Along with slurs, the use of staccato and legato gives the Baroque phrase point and character and 

creates variety in the articulation. When the dot is used as a staccato sign, its meaning is the same as the 

dash in the main Baroque period, but not in the late Baroque era. The dot was beginning to be used to 

represent a lighter, less abrupt staccato than the dash at the end of the Baroque period.120 In other words, 

dots, dashes and wedges are staccato signs that were not distinct from one another until the late Baroque 
 

120 Donington, The Interpretation of Early Music, 474–5. 
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period.121 Quantz wrote that all the notes must be played with a short and detached bow if the word 

staccato appears in a piece. Wind instruments must tongue the note to make it short but not abrupt.122  As 

indicated by Donington, today we tend to either over-articulate Baroque music, with too forceful a 

staccato and too little sense of line, or to under-articulate it.123 Thus, we must regulate the length of the 

staccato using the piece’s tempo, since shortening the notes in a slow movement as much as those in fast 

movements might sound too dry and inappropriate in the slow one. As shown in Example 2.41 and 

demonstrated in DVD track #2.42a, the only staccato marking indicated by Fasch appears in the eighth-

notes of the second beat (half-note) from measures 15–16. We should not play the eighth-note so short, 

since Baroque music has to be spontaneous in sound and the dot was being used to represent a lighter, 

less abrupt staccato in the late Baroque when the sonata was composed around 1720. Because of the 

instrumental characteristic, it is so easy for modern bassoonists to articulate the staccato too forcefully 

and play with too little sense of line, as demonstrated in DVD track #2.42b. We also have to avoid 

playing pick-ups and sixteenth-notes too short. Otherwise, the melodic line is interrupted and over-

articulated. 

 Legato requires a soft tonguing so that the articulation will be scarcely noticeable.124 As shown in 

Example 2.26, the melody should be performed smoothly. However, if all notes are slurred, there is no 

articulation variety. The stepwise sixteenth-notes or small virtuosic passages can use slurs, as 

demonstrated in DVD track #2.43a, since they do need fluent and smooth articulation, such as the C-B-C 

on the second quarter-note beat in measure 1, F-E-F on the fourth quarter-note beat in the same measure, 

E-D on the downbeat of measure 2, G-F-G and D-E-F-E-D-C-B over the third and fourth quarter-note 

beats. They are usually slurred in two or three if not a virtuosic passage. The figuration on the second 

quarter-note beat in measure 2 is not stepwise or big leap motion. However, slurring G-C-E can build up 

the continuity of the melody and lead to the second beat (half-note). Since leap figuration is sometimes 

 

121 Donington, A Performer’s Guide to Baroque Music, 285.  
122 Quantz, On Playing the Flute, 232. 
123 Donington, The Interpretation of Early Music, 480. 
124 Cyr, Performing Baroque Music, 102. 
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not easy to project when slurring, it is suggested to use legato tonguing or tenuto to maintain the 

continuity of the melody, such as D-G on the third quarter-note beat of measure 1 and D-F at the end of 

the same measure. There is more than one interpretation for this example. Masters Music Publications 

edition edited by Johananes Wojciechowski provides different suggestions by slurring within each beat, 

as shown in Example 2.48 and demonstrated in DVD track #2.43b.125 The differences include that D-G on 

the third quarter-note beat and the fourth quarter-note beat in the first measure are all slurred. Slurring is 

also used from E to C on the downbeat of the second measure. 

 

Example 2.48: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 1–2,  
Masters Music Publications Edition. Compare to Example 2.26, Example 2.27, and Example 2.54 

 

 Failure to do a soft tonguing during legato or tenuto playing may result in a harsh articulation. An 

unexpected accent is one of the issues that comes up in modern bassoon performance. It interrupts the 

melodic line and sacrifices the mood of the piece. As shown in Example 2.1 and demonstrated in DVD 

track #2.44a, we have to be aware of the length for the strong beat and off-beat B-C-D-E from the second 

beat (half-note) of measure 3 to the first beat of measure 4 by using tenuto, but not accents. The linear line 

B-C-D-E is repeated twice for each note. The first time playing each note can be brought out more so that 

it can be treated as a down-up motion. In other words, this smooth linear line B-C-D-E needs length but 

not heavy attacks or energized volume. DVD track #2.44b is the demonstration with heavy attacks and 

accents on the top linear line. Most of the crescendo is only in the upper voice and the lower voice G—F-
 

125 Johann Friedrich Fasch, Sonata in C Major for Bassoon and Basso Continuo, ed. Johananes Wojciechowski 
(Boca Raton, Florida: Masters Music Publications, Inc., 1961). 
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sharp—G projects less. We should be careful that F-sharp does not come out too much since it naturally 

has a brighter tone color in the bassoon than G. 

 Articulation is also varied according to the metrical placement of the notes and the melodic shape 

of a phrase. We can put more volume or length on strong beats and less on the weak beats depending on 

the musical writing. In other words, performers can use articulation to indicate the strong and weak beats. 

The discussion of Example 2.4 and Example 2.5 above shows that metrical placement affects the 

articulation. The weak beat should not be stressed, as shown in Example 2.26 discussed above. The C on 

the first off-beat of measure 2 should be shortened and less emphasized. It has a tendency to be long 

because of the tapering. As shown in Example 2.3, the downbeat and beginning of the second beat should 

be stronger and played tenuto. As a result, we should play strongly during the A, B, and C for the first two 

measures and less on the G-sharp trill, since the appoggiatura A on second beat of measure 1 is performed 

on the beat.  

 The melodic shape of a phrase can also be highlighted by stressing the highest note, as indicated 

by Leopold Mozart: “In lively pieces the accent is generally taken on the highest note.”126 As shown in 

Example 2.13 and demonstrated in DVD track #2.45a, the highest note F will sound a little strange when 

it is so short, especially the one in the beginning of measure 32. It should be carefully treated and held 

longer, but not too much so, as I have marked with a fermata and demonstrated in DVD track #2.45b, 

since most people need to take a breath after the F and cut it so short. Measure 32, thus, can be treated as 

a cadenza, but it should not have so many stops. We also have to avoid rough, harsh articulation because 

an accent seems not to be appropriate here, but dolce articulation is more suitable. The first time it is 

played, the arpeggio is smooth, softer and less projected, but the second time can be fuller in volume with 

very broad and stronger articulation; performers should be careful not to play the notes too short. 

 Articulation can also be applied to emphasize dissonance, appoggiaturas, sequences, and other 

significant moments in the piece. As pointed out by Prof. McCraw, performers should shorten the note 

 

126 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 221.  
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before the appoggiatura when the preceding note is the same. This makes the appoggiatura more 

significant. As shown in Example 2.17 and demonstrated in DVD track #2.48b discussed above, the 

appoggiatura E on third quarter-note beat of measure 16 added by me and the preceding E need a little 

separation by shortening the E before the appoggiatura. The staccato placed on E is to remind us for the 

separation but not a very short staccato to break the line. As discussed in Example 2.36 and demonstrated 

in DVD track #2.28a, performers should shorten the D in the last note of measure 6 in the continuo. This 

can make the dissonance—the C-sharp diminished seventh chord in the beginning of measure 7—sound 

stronger. Lengthening the B-flat, which is the seventh of the diminished chord, also emphasizes the 

dissonance. 

 Articulation can reflect the tempo or character. A longer pick-up is a way to slow the tempo down. 

As Prof. McCraw reminds his students, “It is OK certainly to make some of the pick-ups long but we 

need a few more of them to be shorter. Then, it is really effective when you use it as an exception to the 

rule to play beautiful long pick-up.” As shown in Example 2.20 and demonstrated in DVD track #2.46a, 

the pick-up B in measure 25 can be played longer so that the rubato naturally proceeds. The character and 

articulation therefore contrast with the previous measure, since the leap figuration is performed staccato 

and the stepwise motion is played legato, as indicated in measure 24 of the example. The next phrase 

starting in the middle of measure 27 has a similar pattern, but the pick-up A can be short with even more 

stretch to contrast with and reinforce the previous one. If the second one also uses a long pick-up, as 

demonstrated in DVD track #2.46b, it might not be as special or effective as a short one. If both pick-ups 

are short, as demonstrated in DVD track #2.46c, both phrases will lack contrast and sound the same, even 

with tempo rubato. 

 It is impossible to go measure by measure to illustrate the details of my articulation in Fasch’s 

Sonata in C Major for bassoon since there are so many possibilities. Each person has his/her own 

interpretation for the articulation. There is no right or wrong answer for different interpretations but it just 

has to be appropriate to the style. My goal is to explain how I make the decisions with excerpts and 
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examples. I also provide the original non-edited part in Appendix C and the complete part for this sonata 

with my articulation markings (indicated as Bassoon Solo with Lin’s Interpretation), along with dynamics 

and ornamentation (indicated as Lin’s Ornamentation) in Appendix D. Thus, readers can understand what 

is original and edited and decide on their own interpretations. 

 

Ornamentation 

 Baroque ornamentation is not just a decoration, but a fluid necessity.127 For the fluency and 

variety of the music, performers can add the embellishment without affecting the basic progressions. C. P. 

E. Bach considers the embellishments to be indispensable in many ways: they connect and enliven tones; 

they give emphasis and accentuation; they make the music more pleasing and awaken our attention. 

Expression is brought out by them.128 Composers during the Baroque period still left substantial 

proportions of their figuration to be supplied by the performers. Since we are so accustomed to modern 

Western composers providing their own figuration in its entirety, modern performers may not be capable 

of doing this. The situation has evolved into requiring editors to provide a performing edition. However, 

this is not an ideal solution. Many modern players would never know what the original writing is.129 Thus, 

it is greatly preferable to have the urtext version with the edited edition. Additionally, when performers 

see only the main or structural notes without all the fancy ornamental figuration written by the editor, they 

will naturally tend to give these important notes their weight and lighten the ornamental figuration added 

in between the main or structural notes. Thus, the principal note of the melody is clear and balances 

well.130 

 Early terms for embellishment include “ornamentation” or “ornaments.” “Ornamentation” can 

conveniently refer to the longer, free embellishments and “ornaments” usually stand for the shorter, 

specific embellishments such as the trill, appoggiatura, and others. Although they were not clearly 

 

127 Donington, Baroque Music: Style and Performance, 91. 
128 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 79.  
129 Donington, The Interpretation of Early Music, 152–3. 
130 Ibid., 158–9. 



 

141 

distinguished at the time, ornamentation tends to incorporate diminution, division, embellishment, 

flourish, and variation, and “ornaments” implies graces.131 

 Performance practice for the ornamentation is included and discussed in the following with 

Examples and DVD demonstrations. Music theorist and composer Friedrich Wilhelm Marpurg said in his 

Anleitung(1765) that there are obligatory and optional ornaments. Since one may differ from the others by 

one’s appreciation, and the rules might not suit every case, hearing a reputable person play a piece that 

one already knows and experimenting with ornamentation according to one’s taste can be helpful for 

learning what notes and which points of the melody are given ornaments.132  

 The absence or presence of a sign does not forbid or enforce an ornament. The rule and habit of 

the performance practice results in Baroque performers who do not need to be told when or where to put 

in an ornament. When the context implies an obligatory ornament without a sign, it does not absolve 

performers from the necessity of introducing it, such as the cadential trill, which will be discussed in the 

following section. Since the obligatory ornament is so natural for Baroque performers, it is not essential 

to have the sign to remind them. When the context suggests an optional ornament without the presence of 

a sign, there is no reason for not introducing it. Different from modern players, Baroque performers did 

not wait to be told when he could add ornaments. When a sign is indicated but performers do not wish to 

play an ornament, he is not forced to do so unless the ornament is an obligatory one. Thus, a better 

approach is to treat the Baroque signs for ornaments as hints rather than commands.133  

 However, the above principles do not apply to all the schools, since certain schools require a 

stricter treatment of the ornaments, such as the French Couperin and the German C. P. E. Bach. Couperin 

declared that he devotes so much time to mark his music that one should perform it as he has marked.134 

A detailed discussion is presented in the chapter dedicated to Couperin’s Concerto No. 13. Quantz also 

 

131 Ibid., 160. 
132 Donington, The Interpretation of Early Music, 190. 
133 Ibid., 189–90. 
134 Couperin, The Art of Playing the Harpsichord, 12–3. A facsimile of Couperin’s explanation of ornaments and 
signs has been reproduced. 
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says that “For pieces in the French style are composed with appoggiaturas and shakes in such fashion that 

almost nothing may be added to what the composer has already written. In music after the Italian style, 

however, much is left to the caprice, and to the ability, of the performer.”135 C. P. E. Bach also says that 

“The French notate their ornaments with scrupulous exactness, so do the keyboard masters in Germany.136 

Germans are excellent to accomplish the French ornaments which are skillfully united by the accuracy 

and brilliance with the smoothness of Italian singing.”137 Thus, the great detail of marking in the French 

pieces requires precise execution. 

 Ornaments must suit their contexts and are not to be over-exaggerated. Both Quantz and C. P. E. 

Bach suggest that ornaments must be used in moderation and that performers should avoid extravagantly 

using them.138 Quantz says “It is not a ‘good taste’ to crowd the Adagio with a quantity of ornamentation 

and the principal melody of the piece can hardly be perceived.”139 As shown in Lin’s Ornamentation [2] 

of Example 2.10 and demonstrated in DVD track #2.47a, I originally play a descending scale from the 

main note E to the short note G in measure 4 of the last dotted figure. However, Prof. McCraw advises to 

save the expression of the appoggiatura since the original melody has so many fast notes already. DVD 

track #2.47b is the demonstration without any ornaments. Prof. McCraw has deleted some ornaments and 

refined my ornamentation, as demonstrated in DVD track #2.47c. The reason for ornamenting is to 

heighten the expression of the music. The ornaments I played before were almost too much, too fast, and 

too fancy. Prof. McCraw says to be simple in ornamentation so the dissonance is emphasized. We can 

play a simple appoggiatura—G to F-sharp on the third quarter-note beat of measure 4 as shown in 

Example 2.1. The note G before the appoggiatura should be shorter, especially when it is the same note as 

mentioned in the discussion of articulation. 

 

135 Quantz, On Playing the Flute, 113.  
136 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 79. 
137 Ibid., 85. 
138 Ibid., 81. 
139 Quantz, On Playing the Flute, 120.  
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 Similarly, Quantz writes that the Allegro allows few improvised variations, since it is composed 

with melodies and passages that leave little room for ornamentation.140 The second movement of Fasch’s 

Sonata in C Major for bassoon allows few ornaments, because the melodies have little room left. Since 

the technique of the movement itself is already difficult, the ornament I use in the repeat section is the 

appoggiatura. Too many ornaments may increase its difficulty and sacrifice the concentration on the 

melody. As shown in Example 2.11, the appoggiatura B on the third quarter-note beat of measure 10 has 

to be stronger and longer than the main-note C. Azzolini’s ornaments are also included in the example as 

a turn on the second quarter-note beat of measure 10. 

 Free ornamentation can be built from a one-note grace note to a flourish passage or even a 

cadenza. As indicated by the terminology, these “free” ornaments are not marked in the score but added 

by performers, whether improvised or planned ahead. Free ornamentation once served as the most 

important element of interpretation but lost its status during the second half of the eighteenth century.141 

The small graces prescribed by symbols began to catch our attention henceforward. These ornaments, 

formed in the tradition of free ornamentation, are a short melodic formula.142 Each ornament will be 

introduced in the following discussion. 

 Classification of the ornaments is likely to be arbitrary, especially in the early development of 

specific ornaments because the ornaments’ names, signs and behaviors have been crossed and multiplied 

so inconsistently. Fortunately, later in the Baroque period, a certain amount of standardization 

occurred.143 The main Baroque ornaments can be grouped by families, as shown in the following table.144 

I will only discuss the ornaments with the examples derived from Fasch’s Sonata in C Major for bassoon, 

Telemann’s Sonata in  F Minor for bassoon, and Couperin’s Concerto No. 13, due to the context. 

 

 

140 Quantz, On Playing the Flute, 134–5.  
141 Donington, The Interpretation of Early Music, 181. 
142 Ibid., 189. 
143 Donington, Baroque Music: Style and Performance, 107. 
144 Donington, The Interpretation of Early Music, 195–6. 



 

144 

Table 2.1: The Main Baroque Ornaments Grouped by Families 

The Appoggiatura 

Family 

(i) The appoggiatura proper:  

    (a) early Baroque (indeterminate length)  

    (b) long  

    (c) short  

(ii) The compound appoggiatura (or disjunct double appoggiatura)  

(iii) The slide (or conjunct double appoggiatura)  

(iv) The acciaccatura (crushed appoggiatura):  

      (a) simultaneous  

      (b) passing 

(v) The passing appoggiatura 

The Shake Family Tremolo (or organ shake) 

Vibrato (or close shake) 

Trill (or shake proper) 

Mordent (or open shake) 

The Division Family Passing notes 

Changing notes  

Turns 

Broken chords 

Broken notes  

Broken time 

Compound 

Ornaments 

(i) Appoggiatura with  

     (a) trill  

      (b) half-shake  

      (c) mordent   
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      (d) arpeggio  

      (e) turn 

(ii) Ascending turn (slide with turn)  

(iii) Trill with  

      (a) mordent 

      (b) turn  

(iv) Ascending trill (slide with trill)  

(v) Descending trill (turn with trill)  

(vi) Double cadence  

(vii) Double relish  

(viii) Truncated note with other ornaments 

  

 Where the ornaments are placed related to the beat is a crucial subject for the Baroque 

embellishment. The effect usually occurs on the beat, before the beat, between the beat, or after the 

beat.145 Trills and appoggiaturas regularly place the accent on the beat. Turns can either occur unaccented 

between the beat or accented on the beat.146 The following specific ornaments will be introduced and 

classified into categories according to the type of effect they produce. 

 

The Appoggiatura Family 

Appoggiatura  

 Appoggiatura, from the Italian verb appoggiare, which means “to lean,” implies an ornament that 

begins on an auxiliary note and is stressed on the beat. The appoggiatura is dissonant and slurred with a 

diminuendo to its resolution. Appoggiaturas are not only ornaments, but also essential elements. A 

melody would sound plain and dry without them. They enrich the harmony and the melody by 
 

145 Donington, The Interpretation of Early Music, 196. 
146 Donington, A Performer’s Guide to Baroque Music, 180. 
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contributing dissonance. Dissonances can stimulate and awaken the ear after consonances in succession, 

as indicated by Quantz.147 C. P. E. Bach also says their absence would make the melody sound too 

straightforward and that all syncopations and dissonances can be attributed to the appoggiaturas.148  

 The auxiliary may go from above or from below by step diatonically or by leap. According to the 

tonality, the appoggiatura can be stepwise at the tone or semitone unless chromatics are used for 

expressive effect. The appoggiatura by leap only occurs in recitative by dropping a fourth.149 

Appoggiaturas are normally retardations of the prefixed notes pointed out by Quantz. When the previous 

note is one or two steps higher than the next note, this must be taken from above.150 C. P. E. Bach also 

suggests that an appoggiatura may be a repetition of the preceding note, as shown in measure 1 of 

Example 2.3.151 G-sharp on the third quarter-note is preceded by the note A, which is one step higher than 

G. Thus, the appoggiatura A is taken from above and it is also a repetition of the preceding note A. When 

the previous note is lower, this must be taken from below, as shown in measure 2 of Example 2.3.152 The 

appoggiatura G-sharp on the fourth quarter-note is taken from below to A, since the previous note G-

sharp is lower than the main note A. 

 Appoggiaturas are slurred to the following but not to the preceding note. As advised by C. P. E. 

Bach, “All appoggiaturas are joined to the following note, whether slurs are written or not, and performed 

more loudly than the following note.”153 This advice should be carefully applied. DVD track #2.48a is the 

demonstration of Example 2.17 without appoggiatura. When the two notes are at the same pitch, as 

demonstrated in DVD track #2.48b, separation and a brief silence in articulation between the 

appoggiatura and the note that precedes it can make the appoggiatura more expressive and distinctly 

heard. Since an appoggiatura can be a repetition of the preceding note E, a very simple self-ornament 

 

147 Quantz, On Playing the Flute, 91.  
148 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 87. 
149 Donington, Baroque Music: Style and Performance, 110. 
150 Quantz, On Playing the Flute, 92.  
151 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 87–8. 
152 Quantz, On Playing the Flute, 92. 
153 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 88.  
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appoggiatura E is stressed on the beat, slurred to the following main note F on the third quarter-note beat 

of measure 16, and played louder than F. Separating the two Es a little bit more can thus make the 

appoggiatura E more expressive and prominent. Staccato is marked by me above the preceding note E 

which can remind us to shorten the preceding note and separate it from the appoggiatura. However, the 

staccato here is not a short one to break the line. Without separation, the appoggiatura might be less 

effective, as demonstrated in DVD track #2.48c. 

 The length of the appoggiatura varies from moderate in the early Baroque to a choice between 

long or short in the late Baroque. A long appoggiatura is applied with its characteristic intensification of 

the harmonic progression in the majority of late Baroque music, with some exceptions involving the 

French appoggiatura. The practice of the French appoggiatura is discussed in the chapter on Couperin’s 

Concerto No. 13. On the one hand, the shorter the appoggiatura, the more brilliant and the less significant 

it is for the harmony. On the other hand, the longer the appoggiatura, the more expressive and the more 

significant it is for the harmony.154 

 The appoggiatura can be prolonged beyond its normal length to express the feeling conveyed by a 

long appoggiatura. From the last years of the seventeenth century onwards, the standard appoggiatura has 

taken half the length of an undotted main note and two-thirds of the length of a dotted main note. The 

practice of employing the long appoggiatura can be found in Quantz and C. P. E. Bach’s treatises. Quantz 

writes that the appoggiatura is held for half the value of the principal note. If the note to be ornamented by 

the appoggiatura is dotted, it is divided into three parts. The appoggiatura takes two of these parts, but the 

main note only one part; that is, the length of the dot.155 C. P. E. Bach advises that the usual rule 

governing length for appoggiaturas is to take from the following note: if duple, half its length; and if triple, 

two-thirds of its length.156 As shown in Example 2.17 discussed above, the appoggiatura E on the third 

 

154 Donington, A Performer’s Guide to Baroque Music, 185. 
155 Quantz, On Playing the Flute, 95. 
156 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 90.  
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quarter-note beat of measure 16 takes from the principal note F half its value. Thus, both of them are 

performed as eighth-notes. 

 The short appoggiatura varies in length according to the context, but it is always shorter than a 

long one. Quantz writes that there are two kinds of appoggiaturas: one is treated like accented notes on 

the downbeat as discussed above; the other is the unaccented passing appoggiatura on the upbeat of the 

bar, which is treated as short appoggiatura.157 C. P. E. Bach also indicates that when the appoggiatura fill 

in leaps of a third, they are also taken short and called passing appoggiaturas as discussed in the tierce de 

coulé of Couperin’s Concerto No. 13.158  

 It is not enough to be able to perform the appoggiaturas with their proper values when they are 

marked. Quantz says it is also necessary to know how to add them at the appropriate places when they are 

not notated.159 The rule guides us that if a comparatively long note follows one or more short notes on the 

downbeat or upbeat, and remains in a consonant harmony, an appoggiatura can be placed before the long 

note, in order to maintain the agreeability of the melody constantly as shown in Example 2.1. The 

comparative long note F-sharp on the third quarter-note beat of measure 4 falls on D dominant seventh 

chord and follows after a passage of fast dotted figures. The preceding note will show whether it must be 

taken from above or below as discussed above. Thus, the appoggiatura G can be the repetition to the 

previous note and is taken from above, as shown in Lin’s Ornamentation [2nd time] of Example 2.1. Lin’s 

Ornamentation [2nd time] means the ornamentation I perform or add in the repetition. The preceding note 

G is also marked by a staccato to separate from the appoggiatura G, as discussed above. 

 C. P. E. Bach also provides examples where appoggiatura can be used.160 It frequently appears 

either on the downbeat or the upbeat in duple time, as shown in the examples from the first three 

movements of Fasch’s Sonata in C Major for bassoon; but in triple time only on the downbeat, as shown 

in Example 2.49/Figure 71 provided by C. P. E Bach, and always before a comparatively long note, as 

 

157 Quantz, On Playing the Flute, 93. 
158 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 92. 
159 Quantz, On Playing the Flute, 96–7. 
160 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 88–9. 
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shown in Example 2.17 mentioned above. The F on the third quarter-note beat of measure 16 is longer 

than the eighth-note, and the appoggiatura E can therefore be added. It is also found before cadential trills, 

as shown in measure 17 of Example 2.17, before half cadences in Example 2.49/Figure 72(b), caesurae 

(c), fermatas (d), and final notes with (e) or without (f) a previous trill. Slow dotted notes also take the 

variable long appoggiatura (h). 

 

Example 2.49: C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments (1759/ 1762), 
Fig. 71–72, Embellishments 

 

 

The Shake Family 

Vibrato  

 From the middle of the Baroque period until the generation of Kreisler, performers and scholars 

disagreed about whether the instrumental vibrato should be played continuously in the modern way to 

enliven the tone or used specifically as an ornament in the Baroque approach.161 In Baroque treatises, the 

vibrato was customarily described and treated as an ornament that enriched the musical tone. It functions 

as an ornament when it is made both wide and prominent. Sometimes it is prescribed by symbol, but most 

often it was freely added.162 

 

161 Donington, The Interpretation of Early Music, 233–4. 
162 Neumann, Ornamentation in Baroque and Post-Baroque Music, 511. 
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 The pitch vibrato was freely used for suitable contexts. The use of the vibrato has no unified 

pattern but can consist of fast, regular fluctuations of pitch, loudness, or timbre, or a combination of 

these.163 A normal and moderate vibrato is applied inconspicuously all the time in Baroque singing and 

string playing. Although some theorists favor frequent use of the vibrato, other masters, such as Leopold 

Mozart, hold different opinions. He writes, “Performers there are who tremble consistently on each note 

as if they had the palsy. The tremolo must only be used at places where nature herself would produce 

it.”164 

Throughout the 19th century, the most famous string players and teachers still advised proper use 

of the vibrato, reserving a prominent and conspicuous vibrato only for special effects of expression.165 It 

was not until the 20th century that the vibrato spread to every tone.166 Except for pitch vibrato, French 

flutists also practiced a two-finger microtrill vibrato, which is known as finger vibrato. Hotteterre informs 

us that performers can shake the flute as a substitute when all the holes are covered.167 Discussion of 

vibrato as an ornament contextualized in the example of Couperin’s Concerto No. 13, is included in the 

first chapter.  

 

Trill 

 Trills are comprised of a main note and an auxiliary tone, with the auxiliary tone either a whole 

step above or a semitone above. They are as indispensable to Baroque music as appoggiaturas and give 

great brilliance to performances, as indicated by Quantz.168 A standard Baroque trill starts on the beat. 

The beginning of the trill needs to be accented, but the accent can be prolonged. Thus, the accentuation on 

the upper auxiliary note and its resolution on the following main note intensify the ornament.169 Fasch 

 

163 Ibid., 511. 
164 L. Mozart. A Treatise on the Fundamental Principles of Violin Playing, 203–4. 
165 Donington, A Performer’s Guide to Baroque Music, 195. 
166 Neumann, Ornamentation in Baroque and Post-Baroque Music, 522. 
167 Hotteterre, Principles of the Flute, Recorder and Oboe, trans. Paul Marshall Douglas, 45.  
168 Quantz, On Playing the Flute, 101. 
169 Donington, Baroque Music: Style and Performance, 131–2. 
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does not indicate trills in his Sonata in C Major for bassoon, but we can ornament with one, as shown in 

Example 2.50, which will be discussed in the following section on appoggiaturas and trills. 

 According to the context, the repercussions of the trill vary in number and in speed.170 There are 

three main types of trills: 1) the simple trill, consisting of the principal note alternating with its upper 

auxiliary; 2) the simple trill, followed by a suffix of one or two notes that involve the lower neighbor of 

the principal note; 3) the compound trill, preceded by a turn, a slide, or a mordent. The simple trill and the 

simple trill with suffix will be discussed together; the compound trill will be treated separately. 

 In the sixteenth and the early seventeenth centuries, the trill has two main functions. One is 

melodic or rhythmic coloration and decoration; the other is harmonic modification and intensification. 

When the trill serves a primarily melodic function, it begins on either the main note or its upper 

auxiliary.171 When the trill functions predominantly as harmony, such as at cadences, it begins on the 

upper auxiliary note. Staring the trill on the upper note became regular behavior throughout the later 

Baroque period and continued for some time afterwards. The upper note behaves like an appoggiatura and 

is accented on the beat, so that the harmony is heard and resolves to the main note.172 Hotteterre reminds 

us that the trills or shakes are not always marked in musical pieces.173 However, in certain contexts, a 

specific type of ornament is always used, so leaving it out is akin to playing a wrong note. One such 

context is the cadential trill, which is discussed above. Although the composer does not always indicate 

the trill, performers should play it when it is a necessary ornament, as shown in Lin’s Ornamentation [1st 

time] of Example 2.17.174 The cadential trill on the second quarter-note beat of measure 17 is both a 

necessary and decorated ornament; even though it is not written by Fasch, the performer should play it 

with the appoggiatura on the pitch E. 

 

170 Ibid., 131–2. 
171 Donington, A Performer’s Guide to Baroque Music, 195. 
172 Donington, Baroque Music: Style and Performance, 124–5. 
173 Hotteterre, Principles of the Flute, Recorder and Oboe, trans. Paul Marshall Douglas, 31. 
174 Donington, Baroque Music: Style and Performance, 91. 
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 There are two kinds of simple trill, the appoggiatura trill and the main-note trill. The appoggiatura 

trill starts with the auxiliary on the beat, as shown in Example 2.50 and demonstrated in DVD track 

#2.49a, so the trill can be added on the F sharp of the last eighth-note in measure 22. It starts from G and 

is played on the beat. In our session Prof. McCraw suggested that we can slur the two—G and F-sharp—

as a tied trill, as shown in Example 2.51, performed in Azzolini’s recording and demonstrated in DVD 

track #2.49b. Since the second movement is in such a quick tempo, it might be a better idea to make the 

trill happen on time. Both simple trills end with the main note, as is inherent in the nature of the trill. 

(Ending on the upper note could transform the trill into a mordent.)175  

 

Example 2.50: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 21–23,  
Lin’s Interpretation [1] (Based on the Universal Edition). Compare to Example 2.51 

 

 

Example 2.51: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 21–23,  
Lin’s Interpretation [2] (Based on the Universal Edition). Compare to Example 2.50 

 
 

175 Neumann, Ornamentation in Baroque and Post-Baroque Music, 241. 
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 Schneller and Pralltriller became very confused both in theory and in practice during late 

Baroque and post-Baroque times.176 C. P. E. Bach uses the two-waggle chevron to indicate a very short, 

sharp and fast trill, which he calls Pralltriller (compact trill).177 (This sign has several meanings, but in 

Fasch’s Sonata in C Major for bassoon, it means a very brief trill Schneller.)178 The four note Pralltriller 

occurs most typically in passages descending by step, as indicated by C. P. E. Bach.179 It starts with its 

upper note, but this initial upper note is not prolonged. The trill ends on its main note without termination, 

held long enough to create a distinct effect. Above a certain speed, the first of these four notes tends to 

disappear for the lack of time; thus, the four-note half trill (Pralltriller) becomes an even shorter three-

note inverted simple mordent (Schneller).180 This is still an on-the-beat ornament, but it is a miniature 

main-note trill that starts with the main note, as explained by Bach.181 It inevitably changes into the upper 

(inverted) mordent or Schneller as soon as the tempo becomes rapid.182 Thus, the Schneller fulfills the 

function of a trill without its suffix.183 It is also suitable for descending sequences, since a suffix would be 

out of place due to the short note value, as shown in Example 2.36, where the very brief trill Schneller 

over F on the third quarter-note beat of measure 7 is performed F-G-F, as demonstrated in DVD track 

#2.50a, rather than G-F-G-F, as demonstrated in DVD track #2.50b. Thus, it creates a beautiful 

descending melodic line G-F-E-D from the end of the first quarter-note beat of measure 7 to the fourth 

quarter-note beat of the same measure. 

 Quantz’s basic trill model, from his table 7.1, affirms the main-note trill, as shown in Example 

2.52 by Quantz.184 Although the opening appoggiatura is omitted, Quantz stated in the following 

paragraph of this example that appoggiatura is expected to be added by the performer (exceptions to this 

rule are mentioned).  German flautist, flute maker and composer Johann Georg Tromlitz’s basic trill 
 

176 Donington, The Interpretation of Early Music, 250–1. 
177 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 101. 
178 Ibid., 601. 
179 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 111.  
180 Donington, Baroque Music: Style and Performance, 132. 
181 Donington, A Performer’s Guide to Baroque Music, 202. 
182 Donington, The Interpretation of Early Music, 252. 
183 Neumann, Ornamentation in Baroque and Post-Baroque Music, 371. 
184 Quantz, On Playing the Flute,102. 
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pattern is identical to Quantz’s. Tromlitz’s says that when we emphasize the upper note, the real melody 

note is “displaced and interrupted,” “the sequence of the melody torn, [and] the proper melody defaced 

(cited in Neumann 1978).”185  In the years around 1715, the Italo-German main-note trill was still used 

very much. Thus, this might be the reason why most performers play the trill in Fasch’s Sonata in C 

Major for bassoon starting from the main note, as shown in Example 2.21 and demonstrated in DVD track 

#2.51a. On the third quarter-note beat of measure 11, the main notes G and F create a 4–3 suspension with 

the basso continuo D when the trill starts on the bottom note G. Prof. McCraw points out that Quantz said, 

“If the main note is the dissonance, just start the trill on the note.” Thus, we need more G and a little 

separation before the trill to emphasize the dissonance. If the four-note half trill starts above on the note A, 

as demonstrated in DVD track #2.51b, it does not form a 4–3 suspension as indicated by the figured bass. 

Prof. McCraw has suggested that I play the upper note A more lightly with an accent on the main note G 

as a four-note half trill performed before the beat, as demonstrated in DVD track #2.51c. However, we 

realized that it sounds wrong on the bassoon. On a string instrument, performers can play the upper note 

so softly that you do not hear it, but on the bassoon the attack is obvious. Therefore, the main-note trill 

might be more suitable for Fasch’s Sonata in C Major for bassoon.                        

 

Example 2.52: Quantz, On Playing the Flute (1752), Tab. 7, Fig. 1                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                          

 

 Every standard Baroque trill requires a termination, and there are two standard endings.186 The 

oldest termination is the turned ending that was normally joined to the repercussions of the trill without 

interruption or change of speed, which will be discussed in the “Turn.” The other termination is one or 

two little notes of anticipation that are inserted just before the arrival note. As explained by Quantz, the 

end of each trill consists of two little notes, and the little notes are played at the same speed as the trill. 

 

185 Neumann, Ornamentation in Baroque and Post-Baroque Music, 385–6. 
186 Donington, A Performer’s Guide to Baroque Music, 201. 
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When not written into notation, both the appoggiatura and the termination must be included.187 C. P. E. 

Bach also writes that a termination is required when trills are played on notes of a certain length, and it 

must be played as quickly as the trill itself.188 The anticipation is either joined to the trill by a slur or 

separated from it by a silence of articulation. Leopold Mozart gives an example of a trill that is terminated 

with one or two little notes of anticipation, as shown in Example 2.53.189 

 

Example 2.53: Leopold Mozart, A Treatise on the Fundamental Principles of Violin Playing (1756), 
Trill with Termination 

 

 The rhythm of these terminations may easily be misunderstood when they are written out. When 

they are not, the choice of termination is made by the context. The normal Baroque principles of rhythmic 

alteration may have a dotted figure prolonged its dot and shortened and delayed its short note.190 A silence 

of articulation is usually taken part of value of the prolonged dot as shown in Example 2.18. The dotted 

 

187 Quantz, On Playing the Flute, 103. 
188 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 103–4.  
189 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 188.  
190 Donington, The Interpretation of Early Music, 249. 
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note G-sharp on the third quarter-note beat of measure 17 is prolonged and the short note A is delayed. A 

silence of articulation is taken part of the prolonged dot as demonstrated in DVD track #2.17c. 

Mordent 

 The mordent is an alternation of a main note with a lower auxiliary note. The effect of the 

mordent corresponds to a half trill or Schneller, as mentioned above, which is played quite short and 

different from a full trill. It starts on the main note rather than its auxiliary note and has no harmonic 

function. Since the mordent is a typical example of rhythmic ornaments, it naturally gives emphasis and 

accentuation and is characteristically on the beat, highly accented, crisp and short.191 There is no 

termination to a typical mordent.  

 Mordents include single, double and continued mordents. A single mordent, which serves as the 

standard, has only one repercussion, and its repercussion is normally taken at a very rapid speed, as 

shown in Example 2.1 and demonstrated in DVD track #2.52a. The single mordent C-B-C can be used 

during the repeat of the first reprise on the first quarter-note C of measure 5 as shown in Lin’s 

Ornamentation [2nd time]. It is performed on the beat, and the first C is accented by a tenuto marking. The 

mordent should not be played before the beat, as demonstrated in DVD track #2.52b. A double mordent 

features two repercussions and is still primarily a rhythmic ornament. A long-continued mordent is not a 

rhythmic ornament, but intensifies and colors the texture. It sustains and enhances the melodic line. Much 

like the longest trills, its repercussions can last up to several bars and may be played at a very steady rate. 

However, the longer a mordent, the less it keeps its rhythmic function.192 

 A single mordent may be inverted by using an upper instead of with a lower accessory note. 

Although it is so short that the ornament sounds like a mordent and not like a trill, these are actually the 

notes of a trill rather than of a mordent. The correct German name for this is Schneller, which was named 

by C. P. E. Bach as discussed above in the “Trill.”193 When the initial note of a Pralltriller is eliminated, 

 

191 Donington, A Performer’s Guide to Baroque Music, 203. 
192 Ibid., 260. 
193 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 142.  
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it becomes a Schneller. Although the two ornaments are distinct, they only differ by one brief note, and 

the Schneller may under certain circumstances replace the Pralltriller. Thus, it is not surprising that they 

became confused.194 However, the standard Baroque mordent is still a lower mordent.195 

 

The Division Family 

Passing Notes 

 Passing notes are ornaments that connect two disjunct main notes by conjunct movement.196 

Disjunct notes a third apart can be linked and slurred by free ornamentation as it is much more natural to 

slur them to each other. This is different from a passing appoggiatura, which is an ornament that slurs 

passing notes to the following main note instead of to the previous one, as explained in the discussion 

about the tierce de coulé in Couperin’s Concerto No. 13. The ornamental passing note is so normal that it 

does not even have a specific name. However, it became a specific ornament that was very commonly 

introduced by the performer, even if it was not indicated in the written score.197 As shown in Example 2.1 

and demonstrated in DVD track #2.52a, the passing note is added in the second repetition on the second 

half of the third quarter-note beat and the first half of the fourth quarter-note beat of measure 5, as 

indicated in Lin’s Ornamentation [2nd time]. The principal note E D C is tongued, the whole thing is 

slurred as marked by Fasch, and it is performed as E-D-C, D-C-B. 

 The tirata is a series of passing notes connecting two disjunct notes more than a third apart. When 

the passing notes are all conjunct, they are called strictly passing notes; when they are partially disjunct, 

these are called irregular or free passing notes.198 As shown in Example 2.17 and demonstrated in DVD 

track #2.53a, the two disjunct notes C and F in the second half of the first beat of measure 17 are more 

 

194 Donington, The Interpretation of Early Music, 261. 
195 Donington, A Performer’s Guide to Baroque Music, 203. 
196 Donington, The Interpretation of Early Music, 268. 
197 Ibid., 268. 
198 Ibid., 269. 
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than a third apart. It is a free tirata when the notes A-G are added to connect C and F, since they are not 

all conjunct but partially so. 

Changing Notes (Anticipation and Turn) 

 Changing notes are the ornaments that move in a variety of patterns around or between main 

notes.199 They can be the same, conjunct, or disjunct, such as the note of anticipation and the turn. The 

note of anticipation is an ordinary note of anticipation, which is slurred to the previous note as discussed 

in Couperin’s anticipation (chûte). It is taken very lightly and was commonly used as a melodic, 

unaccented ornament that occurred between the beat. The anticipation is graceful at most speeds and in 

both sharp and lilting rhythms.200 As shown in Example 2.18 and demonstrated in DVD track #2.17c, 

Fasch writes the anticipation A on the second quarter-note beat of measure 17 with a short and sharp 

sixteenth-note. The anticipation A should be delayed and treated as over-dotted, as indicated in Lin’s 

Ornamentation both [1st time] and [2nd time]. 

 The standard upper turn, as a group of changing notes, begins on its upper auxiliary, passes 

through its main note, moves to its lower auxiliary, and returns to its main note. The lower or inverted 

turn begins on its lower auxiliary, passes through its main note, moves to its upper auxiliary, and returns 

to its main note.201 The turn is either accented on the beat or unaccented between beats. The accented turn 

intensifies both the melody and harmony.202 The unaccented turn serves primarily as a melodic ornament 

whose natural function is to join and connect notes. Thus, it tends to be used between beats, with little 

accent, and played long and smooth enough to fill much or all of the duration of their main notes. As 

explained by C. P. E. Bach, the turn is used in both slow and quick pieces. The turn is performed rapidly 

for the most part and sounds better when the next note ascends rather than descends.203 

 

199 Ibid., 269. 
200 Donington, A Performer’s Guide to Baroque Music, 205. 
201 Donington, The Interpretation of Early Music, 273. 
202 Donington, A Performer’s Guide to Baroque Music, 204. 
203 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 113.  
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 The rhythm may vary from equal to more or less unequal. Equal turns are more common than 

unequal turns, especially if they are quick enough for an unequal rhythm to sound jerky.204 In France 

during the seventeenth century, the turn, either by itself or when linked with a trill, was most commonly 

called a double cadence.205 

 

Compound Ornaments  

 Two or more ornaments may run together as a compound ornament in Baroque music. 

Combinations include appoggiatura and mordent, turn and trill (turn-trill), slide and trill (slide-trill), 

mordent and trill (mordent-trill), etc.206 

 The first compound ornament is the appoggiatura and mordent. The long appoggiatura from 

below was habitually rounded off with a mordent, especially in France, as shown in the example from 

Couperin’s Concerto No. 13. Some authorities made a rule of this since it exaggerates the long 

appoggiatura and contrasts it with the rapid mordent.207 Hotteterre and C. P. E. Bach both provide 

instructions about this combination of ornaments. Hotteterre writes that mordents and ascending 

appoggiaturas are often linked.208 C. P. E. Bach explains that when the mordent follows an appoggiatura, 

it is played lightly in accordance with the rule covering the performance of appoggiaturas. The mordent 

thus diminishes in volume on the resolutions.209  

 Combinations with the trill and turn are one of the two standard endings of the Baroque trill, as 

shown in Example 2.17.210 In the repetition, the turn E-D-C-D can be played with the appoggiatura trill E-

D-E-D or the main-note trill D-E-D-E-D and is followed with the anticipation C. It finally ends on the 

main note C. Thus, the second quarter-note beat can be performed preferably as the combinations with the 

 

204 Donington, Baroque Music: Style and Performance, 141–2. 
205 Neumann, Ornamentation in Baroque and Post-Baroque Music, 465–6. 
206 Ibid., 389–90. 
207 Donington, A Performer’s Guide to Baroque Music, 206. 
208 Hotteterre, Principles of the Flute, Recorder and Oboe, trans. Paul Marshall Douglas, 43. 
209 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 128.  
210 Donington, A Performer’s Guide to Baroque Music, 206. 
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turn and appoggiatura trill—E-D-C-D-E-D-E-D-C, as demonstrated in DVD track #2.53a and indicated in 

Lin’s Ornamentation [2nd time], or combinations with the turn and main-note trill—E-D-C-D-E-D-E-D-E-

D-C, as demonstrated in DVD track #2.53b. Since slide and trill (slide-trill) and mordent and trill 

(mordent-trill) are not included in the three pieces of my dissertation, I am not going to discuss them here. 

 

Edition Comparison and Discussion of Recordings  

 If we examine a Baroque composer’s autographs or facsimiles, we will discover much in our 

modern editions that was not in the composer’s own manuscripts or early prints. Some of the modern 

editions we are accustomed to using are heavily edited compared to the original scores.211 It is helpful to 

always consult the autograph or facsimile before learning a Baroque piece, since it is what a Baroque 

musician had on his stand. We can compare this with the modern performing edition to discern what the 

composer’s original intent was and what was added by the editor with photocopies of original sources or a 

reliable modern scholar’s edition. Thus, we can modify modern editorial markings to reflect the autograph 

or to create a more personal interpretation if only by changing a few of the slurs, putting in a few missing 

but desirable ornaments, or improving the continuo realization.212 

 There are always controversial issues between historical research and modern performance, since 

the old instruments and modern instruments are different. The two schools of thought on this matter could 

be called, respectively, “purist” and “modernizing.” The purists hold that only a performance duplicating 

the authentic sound will do justice to the spirit of an old composition. The modernizers, though generally 

concerned about the historical sound, believe that it needs to be adjusted to today’s sensibilities.213  

 Another issue has to do with the concept of a “definitive performance.” Some musicologists 

argue that, with the help of rules extracted from treatises, they can reconstruct the exact image of the 

authentic performance. However, it is unrealistic since there is no such thing as a “definitive” 

 

211 Donington, A Performer’s Guide to Baroque Music, 24. 
212 Ibid., 27. 
213 Neumann, Ornamentation in Baroque and Post-Baroque Music, 574. 
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interpretation. This is because it is impossible for a composer to play a piece the same way when he is 25 

years old versus when he is 60, when he is fresh versus when he is tired, or when he plays on different 

instruments, for example. We can be sure that all of these performances varied, but we can also be 

reasonably sure that they did not vary wildly and that they had a common denominator of an overall 

stylistic frame within which many details could change without altering the essence of the piece.214 Thus, 

we can still refer to the treatise, autograph, facsimile and the recordings performed with an historically 

informed approach to come close to the composer’s intent. 

 In the following, I am going to discuss and compare the differences between two different 

versions of modern editions: Universal edition and Masters Music Publications edition. The reason why I 

compare these two is because the Universal edition is a better edition and close to the original 

autograph.215 The examples in the document and complete score in Appendix D indicated Bassoon Solo 

with Lin’s Interpretation is based on Universal edition. Masters Music Publications is edited more freely, 

but is assigned in 2012 IDRS Fernand Gillet-Hugo Fox International Competition as one of the chosen 

editions.216 Since the autograph or facsimile I received is not clear, many of the notations are unreadable 

or indistinguishable.217 We still have to guess which passages are closer to Fasch’s original plan in some 

passages. Recordings performed by Italian bassoonist and teacher Sergio Azzolini and historical 

instrument player Frances Eustace on Baroque bassoon and Russian bassoonist Valeri Popov on modern 

bassoon are also used as references. Azzolini provides a beautiful recording of Fasch’s Sonata in C Major 

for bassoon, and it certainly serves as the best demonstration.218 Eustace’s and Popov’s recordings are 

referred to only for the edition comparisons.219 Thus, I will not comment on Eustace’s and Popov’s 

 

214 Neumann, Ornamentation in Baroque and Post-Baroque Music, 575. 
215 Johann Friedrich Fasch, Sonata in C Major for Bassoon and Basso Continuo, ed. Milan Turkovic, UE 18128 
(Vienna: Universal Edition, 1989). 
216 Johann Friedrich Fasch, Sonata in C Major for Bassoon and Basso Continuo, ed. Johananes Wojciechowski 
(Boca Raton, Florida: Masters Music Publications, Inc., 1961). 
217 Fasch, Johann Friedrich. Sonata in C Major for Bassoon and Basso Continuo. Arnsberg, Germany: Von Ritcher, 
n.d. 
218 Sergio Azzolini, Baroque bassoon, Johann Friedrich Fasch: Trios & Sonatas, CPO 777 204-2, CD, 2007. 
219 Frances Eustace, Baroque bassoon, Bassoon Collection: Frances Eustace- on Original Instrument, Amon Ra 
CDSAR35, CD, 2009. 
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performances in the following, but will only highlight the controversial edition comparison.220 Masters 

Music Publications edition does not indicate figure bass in the basso continuo. Therefore, both bassoon 

solo and piano realization are included in the examples from Masters Music Publications edition. 

Otherwise, we have trouble identifying chords in this edition. The important points to know are as below. 

 (1) The F on the third quarter-note beat of measure 2, as shown in Example 2.26. Prof. McCraw 

thinks F-sharp sounds more natural to his ear. It is marked as F-sharp in the Masters Music Publications 

edition, as shown in Example 2.48 and demonstrated in DVD track #2.54a.  Popov and Eustace play this 

note as F-sharp, as well. However, it is marked as F-natural in the Universal edition, as shown in Example 

2.26 and demonstrated in DVD track #2.54b. Azzolini plays the note as F-natural. Although the 

manuscript is not clear, it seems to be F-natural, as shown in Example 2.54.  

 

Example 2.54: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 1–2, Manuscript.  
Compare to Example 2.26, Example 2.27, and Example 2.48 

 

  (2) The dotted notes in measures 3–4 of the first movement, as shown in Example 2.1. Although 

they are marked as dotted notes in the Universal edition, as indicated in Bassoon Solo with Lin’s 

Interpretation of Example 2.1 and demonstrated in DVD track #2.55a, the Masters Music Publications 

edition notates them as undotted thirty-second notes, as shown in Example 2.55 and demonstrated in DVD 

track #2.55b. Eustace and Popov perform them as undotted thirty-second notes. However, Azzolini plays 

them as undotted thirty-second notes in his recording, treating the first note with tenuto, as indicated in 

Lin’s Ornamentation [2nd time] of Example 2.1 and demonstrated in DVD track #2.55c. He explains in the 

masterclass that there are at least three notations that indicate to lengthen the first note. The first is the 

 

220 Valeri Popov, bassoon. Bassoon Recital: Boddecker, De Boismortier, Fasch, Merci, Schaffrath, Russian 
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accent mark (>), the second is the tenuto mark (-), and the third is the dot (.). Although the manuscript 

seems to have them as dotted notes, as shown in Example 2.56, the dot might instruct players to lengthen 

the first note rather than functioning as a real dotted note, as explained by Azzolini.  

 

Example 2.55: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 3–6,  
Masters Music Publications Edition. Compare to Example 2.1, Example 2.10, and Example 2.56 

 

 

Example 2.56: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 1–7, Manuscript.  
Compare to Example 2.1, Example 2.10, and Example 2.55 

 

 (3) The notes on the second beat of measure 5 are different. In the Universal edition, it is written 

as C-E-C-B-B on the first to third quarter-note beats of measure 5, as indicated in Bassoon Solo with 

Lin’s Interpretation of Example 2.1 and demonstrated in DVD track #2.56a. Unfortunately, the first two 

quarter-note and a half beats of measure 5 in the manuscript, as show in Example 2.56 are unclear and 

difficult to read. Azzolini performs it as C-(D)-E-D-C-B with passing tone D in the repeat, as 

demonstrated in DVD track #2.56b. In the Masters edition, it is written as C-D-C-B-B on the first two and 

a half beats of measure 5, as shown in Example 2.55 and demonstrated in DVD track #2.56c.  
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(4) This point pertains to measure 6 and measure 17 of the first movement. In the Universal 

edition, the appoggiatura B in measure 6, as shown in Example 2.1 Bassoon Solo with Lin’s 

Interpretation and demonstrated in DVD track #2.57a, is put in a bracket followed by a main-note trill, 

and the trill in measure 17, as shown in Example 2.17 Bassoon Solo with Lin’s Interpretation and 

demonstrated in DVD track #2.57b, is also indicated with a bracket. I marked trill (tr.) with the two-

waggle chevron in Lin’s Ornamentation of Example 2.1 which means the trill is trilled through the note 

value to maintain the continuity of the phrase. It is also natural to perform the trill in the cadence as an 

appoggiatura trill as marked in Lin’s Ornamentation of Example 2.17 even the appoggiatura note is not 

indicated by the composer in Baroque period. The trill (tr.) marking with the two-waggle chevron 

indicated in Lin’s Ornamentation for both Fasch and Telemann’s Sonata in C Major and F Minor for 

bassoon means the trill trills through the note value, especially in the cadence. In the manuscript as shown 

in Example 2.56 and demonstrated in DVD track #2.57c, it seems that Fasch writes a main-note trill sign 

above the A on the second quarter-note beat of measure 6. The demonstration still naturally includes the 

appoggiatura B with a main-note trill on A. Fasch does not mark anything (trill or appoggiatura) in 

measure 17 of the manuscript, as shown in Example 2.57 and demonstrated in DVD track #2.57d. Here is 

the demonstration without adding any ornaments. Although Fasch never indicates trills (tr.) in his Sonata 

in C Major for bassoon, it is natural to play a trill at the cadence. There might be a little difference 

between an appoggiatura followed by a main-note trill in measure 6 and the trill marking in measure 17. 

Both the appoggiatura B and the first note of the main-note trill A are emphasized in measure 6, as 

performed by Azzolini the first time in his recording, but the trill in measure 17 is only stressed on the 

first note E, as performed by Azzolini the first time of the second reprise. Eustace plays a trill the first 

time and during its repetition. The Masters Music Publications edition and Popov’s recording indicate and 

perform, respectively, a main-note trill both in measures 6 and 17, as shown in Example 2.55 and 

Example 2.58 and demonstrated in DVD track #2.57e and #2.57f. The main-note trill is also trilled 

through the note value in the cadence to maintain the continuity of the phrase in the demonstration.  
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Example 2.57: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 10–17, Manuscript. 
Compare to Example 2.17 and Example 2.58 

 

 

Example 2.58: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 14–17, 
Masters Music Publications Edition. Compare to Example 2.17 and Example 2.57 

 

 (5) This point concerns the fourth quarter-note beat of measure 7. The Universal edition, as 

shown in Example 2.36 and the manuscript, as shown in Example 2.56, both notate D as an eighth-note 

followed by a sixteenth rest with a sixteenth-note A, as performed by Azzolini and demonstrated in DVD 

track #2.58a. However, the Masters Music Publications edition does not mark a rest and indicates both D 

and A as the eighth-note, as shown in Example 2.59, performed by Eustace and Popov in their recordings 

and demonstrated in DVD track #2.58b. 
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Example 2.59: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 6–7,  
Masters Music Publications Edition. Compare to Example 2.36, Example 2.37, and Example 2.38 

 

 (6) This point is the second off-beat of measure 9 in the first movement. The Universal edition, as 

shown in Example 2.60 and the manuscript, as shown in Example 2.61 both indicate A and C-sharp, as 

performed by Azzolini and demonstrated in DVD track #2.59a. However, the Masters Music Publications 

edition is scored B—C-sharp, as shown in Example 2.62, performed by Eustace and Popov and 

demonstrated in DVD track #2.59b. 

 

Example 2.60: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 9–10,  
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.61 and Example 2.62 

 

 

Example 2.61: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 8–10, Manuscript. 
Compare to Example 2.60 and Example 2.62 
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Example 2.62: Fasch, Sonata in C Major for bassoon, I. Largo, mm. 9–10,  
Masters Music Publications Edition. Compare to Example 2.60 and Example 2.61 

 

 (7) This point concerns the F on the second quarter-note beat of measure 14 and the third and 

fourth quarter-note beats of the same measure in the first movement, as shown in Example 2.17. Since the 

manuscript, as shown in Example 2.57 is not clear in this measure, it is hard to distinguish whether the 

note is marked as F-sharp or F-natural. However, the Universal edition marks in F-natural on the second 

quarter-note beat, as shown in Example 2.17, performed by Azzolini and demonstrated in DVD #2.60a. 

The Masters Music Publications edition marks F-sharp on the second quarter-note beat with different 

notes on the third and fourth quarter-note beats, as shown in Example 2.58, performed by Eustace and 

Popov and demonstrated in DVD track #2.60b. The basso continuo on the third quarter-note beat to the 

second quarter-note beat of next measure is also edited in the Masters Music Publications edition. 

 (8) This point relates to measure 31 of the second movement. The Masters Music Publications 

edition edits the lower voice of the first, second, third and fourth quarter-note beats to a stepwise upward 

figuration G-A-B-C, as shown in Example 2.63, performed by Popov and Eustace and demonstrated in 

DVD track #2.61a. However, the Universal edition, as shown in Example 2.13 and the manuscript, as 

shown in Example 2.64 keep the lower voice of the second, third and fourth quarter-note beats in the 

same repeated figuration G-A-B-G, as performed by Azzolini and demonstrated in DVD track #2.61b. 
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Example 2.63: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 30–33,  
Masters Music Publications Edition. Compare to Example 2.13 and Example 2.64 

 

 

Example 2.64: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 28–35, Manuscript. 
Compare to Example 2.13 and Example 2.63 

 

 (9) The ninth point addresses the third quarter-note beat of measure 35 in the second movement, 

as shown in Example 2.14. The manuscript, as shown in Example 2.64, might be a handwriting mistake 

with a slur in three on the third quarter-note beat of measure 35, since it should be the same as the 

beginning and the beginning of the second reprise, which is slurred in four. Azzolini, Popov, and Eustace 

all perform the return of the opening theme in a four-note slur, as demonstrated in DVD track #2.62a. The 

Universal edition also has slurs in three, as shown in Example 2.14 and demonstrated in DVD track 

#2.62b. The Masters Music Publications edition changes the articulation into a two and two slur, as 

shown in Example 2.65, which is obviously different than the manuscript. 

 

 



 

169 

Example 2.65: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 34–38,  
Masters Music Publications Edition. Compare to Example 2.14, Example 2.40, and Example 2.90 

 

 (10) This point features the F-sharp on the third quarter-note beat of measure 1, as shown in 

Example 2.3. Since the manuscript, as shown in Example 2.66 is not clear in this measure, it is hard to 

distinguish whether the note is marked as F-sharp or F-natural. Azzolini performs the F in F-natural as 

demonstrated in DVD track #2.63a. However, the Universal edition marks F-sharp in the bracket, as 

shown in Example 2.3 and demonstrated in DVD track #2.63b. The F in the Masters Music Publications 

edition is indicated as an F-sharp with ornaments in between. The end of the second quarter-note beat is 

also edited from B-A to A-E, as shown in Example 2.67, performed by Popov and demonstrated in DVD 

track #2.63c. 

 

Example 2.66: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 1–3, Manuscript.  
Compare to Example 2.3 and Example 2.67 
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Example 2.67: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 1–2, 
Masters Music Publications Edition. Compare to Example 2.3 and Example 2.66 

 

 (11) This point concerns the D on the off-beat of the fourth quarter-note beat at measure 5 in the 

third movement, as shown in Example 2.68. A modern accidental on a note lasts throughout the measure 

unless cancelled by a sign, and it is cancelled by the barline unless the note is tied across the barline. 

However, a Baroque accidental only affects the note to which it is attached.221 The Universal edition, as 

shown in Example 2.68 and DVD track #2.64a, has D-sharp as the last note of the first quarter-note beat. 

Although the following two Ds in the third and fourth quarters are not indicated with sharps, they are 

supposed to be D-sharp based on the modern accidental rule. The manuscript, as shown in Example 2.69, 

indicates the sharp sign on these three Ds, indicating the Baroque accidental principle. The D-sharp is 

followed by C-natural. The bassoon part of Masters Music Publications edition marks D-sharp in the first 

and second Ds but not the third one, as shown in Example 2.70. If it is the Baroque accidental approach, 

the accidental only points to the attached notes. Thus, the last eighth-note beat is played as D-natural to C-

natural, as performed by Eustace and demonstrated in DVD track #2.64b. However, the score of the 

Masters Music Publications edition, as shown in Example 2.71, does not match the marking of the 

bassoon part. The bassoon part in the score only marks D-sharp on the first D but the editor indicates both 

D-sharps on the off-beats of the second and fourth quarter-note beats in the piano part. The Masters Music 

Publications edition omits all the figured bass, even in the basso continuo part. It thus becomes really 

confusing since we do need the figured bass to distinguish the chords and the accidentals. Fortunately, the 
 

221 Donington, Baroque Music: Style and Performance, 69. 
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Universal edition and the basso continuo part of the manuscript, as shown in Example 2.72 both indicates 

on the off-beats of the second and fourth quarter-note beats in the figured bass that the Ds need to be 

sharp. 

 

Example 2.68: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 4–6,  
Lin’s Interpretation (Based on the Universal Edition).  
Compare to Example 2.69, Example 2.70, Example 2.71, and Example 2.72 

 
 

Example 2.69: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 3–6, Manuscript.  
Compare to Example 2.68, Example 2.70, Example 2.71, and Example 2.72 

 
 

Example 2.70: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 4–6,  
Bassoon Parts of the Masters Music Publications Edition.  
Compare to Example 2.68, Example 2.69, Example 2.71, and Example 2.72 
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Example 2.71: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 4–6,  
Masters Music Publications Edition.  
Compare to Example 2.68, Example 2.69, Example 2.70, and Example 2.72 

 
 

Example 2.72: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 1–10,  
Basso Continuo Part of the Manuscript.  
Compare to Example 2.68, Example 2.69, Example 2.70, and Example 2.72 

 

 (12) This point concerns the second quarter-note beat of measure 17 in the third movement. The 

Universal edition, as shown in Example 2.25 Bassoon Solo with Lin’s Interpretation, and the manuscript, 

as shown in Example 2.73, both end with the cadential trill. It starts on the appoggiatura A, moves to a 

main-note trill on G-sharp, and is followed by a sixteenth-note A, as performed by Azzolini and Eustace 

and demonstrated in DVD track #2.65a. The Masters Music Publications edition is edited to G-sharp with 

a turn that is followed by a sixteenth A, as shown in Example 2.74 and performed by Popov and 

demonstrated in DVD track #2.65. 
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Example 2.73: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 13–17, Manuscript. 
Compare to Example 2.18, Example 2.25, and Example 2.74 

 

 

Example 2.74: Fasch, Sonata in C Major for bassoon, III. Andante, mm. 16–17,  
Masters Music Publications Edition.  
Compare to Example 2.18, Example 2.25, and Example 2.73 

 

 (13) This point relates to the pick-up to measure 18 in the fourth movement. The Masters Music 

Publications edition begins with E-A-C, as shown in Example 2.75, performed by Popov and Eustace and 

demonstrated in DVD track #2.66a. However, both the Universal edition (Example 2.15) and the 

manuscript (Example 2.76) start the pick-up with F-A-C, as performed by Azzolini and demonstrated in 

DVD track #2.66b. The pick-up might be a stepwise motion from the D in measure 12 with pick-up, E in 

measure 15 with pick-up, and F in measure 18 with pick-up, as shown in Example 2.77. 

  



 

174 

Example 2.75: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 17–23,  
Masters Music Publications Edition. Compare to Example 2.15 and Example 2.76 

 

 

Example 2.76: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 17–27, Manuscript. 
Compare to Example 2.15 and Example 2.75 

 

 

Example 2.77: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 11–16,  
Lin’s Interpretation (Based on the Universal Edition) 

 

 (14) This point is located in measure 43 in the fourth movement of the Masters Music 

Publications edition, as shown in Example 2.79. The Universal edition, as shown in Example 2.78, and 

the manuscript, as shown in Example 2.80, do not have one-measure rest but continue to the second 

reprise, as performed by Azzolini and Eustace and demonstrated in DVD track #2.67a. However, the 

Masters Music Publications edition has one-measure rest in measure 43, as performed by Popov and 

demonstrated in DVD track #2.67b. 
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Example 2.78: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 40–44,  
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.79 and Example 2.80 

 

 
Example 2.79: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 40–45,  
Masters Music Publications Edition. Compare to Example 2.78 and Example 2.80 

 

 

Example 2.80: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 40–45, Manuscript. 
Compare to Example 2.78 and Example 2.79 

 

 (15) This point addresses the last sixteenth-note of measure 53 (Universal edition) in the fourth 

movement, as shown in Example 2.81, and measure 54 (Masters Music Publications edition), as shown in 

Example 2.82. The Universal edition (Example 2.81) and the manuscript (Example 2.83) have G-E, as 

performed by Azzolini and demonstrated in DVD track #2.68a. However, the Masters Music Publications 

edition (Example 2.82) edits the third beat to G-D, as performed by Popov and Eustace and demonstrated 

in DVD track #2.68b. 
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Example 2.81: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 53–56,  
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.82 and Example 2.83 

 

 

Example 2.82: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 54–57,  
Masters Music Publications Edition. Compare to Example 2.81 and Example 2.83 

 
 

Example 2.83: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 53–56, Manuscript. 
Compare to Example 2.81 and Example 2.82 

 

 (16) This point illustrates the first beat of measure 61 in the fourth movement (Universal edition), 

as shown in Example 2.84, and measure 62 (Masters Music Publications edition), as shown in Example 

2.85. The first beat in measure 61 of the Universal edition (Example 2.84) is written as F-F-E, as 

performed by Azzolini and demonstrated in DVD track #2.69a. However, the Masters Music Publications 

edition (Example 2.85) is edited in as C-D-E, as performed by Popov and Eustace and demonstrated in 

DVD track #2.69b. Although the manuscript, as shown in Example 2.86, is not clear, the figure seems to 

be F-F-E rather than C-D-E. It also makes more sense and gives more direction and power to move from 
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C-D-E to F in the linear motion of the top line from measure 60–61 (Universal edition measure number) 

rather than C-D-E to C.  

 

Example 2.84: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 60–62,  
Lin’s Interpretation (Based on the Universal Edition). Compare to Example 2.85 and Example 2.86 

 

 

Example 2.85: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 61–63,  
Masters Music Publications Edition. Compare to Example 2.84 and Example 2.86 

 

 

Example 2.86: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 57–67, Manuscript. 
Compare to Example 2.84 and Example 2.85 
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 (17) This point is the third beat of measure 66 (Universal edition) in the fourth movement, as 

shown in Example 2.22, and measure 67 (Masters Music Publications edition), as shown in Example 2.87. 

Both the Masters Music Publications edition and the Universal edition indicate B on the third beat of 

measure 66 (Universal edition) and measure 67 (Masters Music Publications edition), as performed by 

Azzolini, Popov, and Eustace and demonstrated in DVD track #2.70a. However, this B seems to be 

written in A in the manuscript, as shown in Example 2.86, and the Universal edition indicates with an 

asterisk (*) to play A instead of B as demonstrated in DVD track #2.70b. It might be a point to consider. 

 

Example 2.87: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 64–71,  
Masters Music Publications Edition. Compare to Example 2.22 

 

 The last point refers to the first note of each measure, which is different from measures 89–93 in 

the fourth movement of the Masters Music Publications edition, as shown in Example 2.88, compared 

with both the Universal edition from measure 88–92, as shown in Example 2.9, and the manuscript, as 

shown in Example 2.89. The Universal edition is the same as the manuscript; that is, notated as D-C-B-A-

G, as performed in the recording by Azzolini and demonstrated in DVD track #2.71a. However, the 

Masters Music Publications edition is edited and played as B-A-G—F-sharp—G of each downbeat from 

measures 89–93, as performed by Eustace and Popov and demonstrated in DVD track #2.71b. 
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Example 2.88: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 88–94,  
Masters Music Publications Edition. Compare to Example 2.9 and Example 2.89 

 

 

Example 2.89: Fasch, Sonata in C Major for bassoon, IV. Allegro assai, mm. 84–94, Manuscript. 
Compare to Example 2.9 and Example 2.88 

 

 The purpose of comparing different editions with each other and with the manuscript is to help 

performers understand the original writing by the composer, especially when the edition is edited too 

much. There is no exact or definitive right and wrong for Baroque music. The manuscript is usually not 

clear, either, so we may encounter difficulty in discerning some spots or notes. Thus, recordings of noted 

Baroque music players might also be utilized as reliable resources. Ornamentation and changing notes are 

part of the character of Baroque music. We have to know what the original is and what is inserted by the 

editor because most of the modern editions do not provide facsimiles. The performers therefore just play 

the music from the edition they get without thinking and researching.  

 Although I mentioned three recordings of Fasch’s Sonata in C Major for bassoons, Azzolini’s 

recording is the most historical and musical one. The recording shows us beautiful, long musical lines, 

strong dynamic contrasts and dissonance, lovely messa di voce, various articulation interpretations, 

appropriate ornamentation, etc. Since many of the examples used in the following are explained and 
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discussed in the performance practice chapter already, I will only briefly mention the examples without 

going into too much detail in order to highlight the Baroque approaches in the recording.  

 The first movement is mainly constructed with linear motion; thus, the musical line should be 

continued to maintain the fluency. In the masterclass with Azzolini, he pointed out that the first reprise of 

the first movement is mainly in G. The next detailed level can be analyzed from the beginning as G-F-E-

D, as shown in Example 2.26, and from measures 3–5, as shown in Example 2.1, as C-B-C-D-E—F-

sharp—G-A-B-C-B/ E-D-C and measure 6 as B-A-G. Azzolini’s music has very long musical phrasing 

based on the linear motion. The more obvious linear motion is used in the fourth movement from the 

beginning, as discussed in Example 2.4. The top line from measures 2–3 is C-D-E-D, from measures 4–5 

is D-E-F-E, and from measures 6–7 is C-D-E-D. 

 Azzolini’s recording has obvious dynamic contrast, which makes the music lyrical. Take the 

second fast movement as an example. He is not solely playing a technical passage but is using dynamics 

to shape his musical ideas. As shown in Example 2.2, the first two quarter-note beats in the opening are 

resolute, but the third and fourth quarter-note beats return to soft dynamics. Thus, not all the figures are 

treated with the same importance, and we can hear what Azzolini emphasizes. He creates a crescendo in 

the descending sequence from piano-mezzo piano-forte from measures 4–6, as shown in Example 2.33, 

and returns to soft dynamics on the third quarter-note beat of measure 6. The ascending sequence from 

measures 8–9, as shown in Example 2.11, is also supported by a crescendo in order to reach the beautiful 

messa di voce section in measures 9 and 10. In this way, the dynamics in the fast movement can also rise 

and fall. The first time he finishes the end of the second reprise loudly, as shown in Example 2.90. It 

contrasts with the beginning of the second reprise, which is performed with soft dynamics, as shown in 

Example 2.42. The second time the end of the second reprise is treated with diminuendo and disappears, 

so that it sounds different from the first time, as shown in Example 2.17. 
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Example 2.90: Fasch, Sonata in C Major for bassoon, II. Allegro, mm. 34–38,   
Azzolini’s Interpretation. Compare to Example 2.14, Example 2.40, and Example 2.65 

 

 Strong dissonance enhances the tension of the music and resolves to release the tension, as 

discussed in Example 2.36 and Example 2.12 and performed in Azzolini’s recording. Although there is 

more than one interpretation from Example 2.36 to Example 2.38, as scholars of performance practice 

discuss, most agree that the diminished seventh chord in measure 7 is performed strongly and resolved 

later, on the third quarter-note beat. The diminished seventh chord in measure 12 of Example 2.12, in 

particular, is reinforced and prepared by rubato from the previous measure. 

 An appoggiatura also uses dissonance to create harmonic tension that immediately resolves to 

consonance, as in the discussion of Example 2.3. In Azzolini’s recording, the appoggiaturas A, D, and G-

sharp are treated with tenuto and resolve with a diminuendo to the following main notes: G-sharp, C and 

A. 

 Azzolini interprets Fasch’s Sonata in C Major for bassoon with various articulations, especially in 

the fast movement. For example, he plays a stepwise motion generally with legato, tenuto or a slur to 

contrast with a leap figuration, which is usually performed with staccato, as shown in Example 2.2, in the 

second movement. The first quarter-note beat is slurred, and the third and fourth leap figurations are 

articulated with staccatos. Although the second quarter-note beat proceeds in stepwise motion, it is 

occasionally performed with short articulation. The short articulation on the second quarter-note beat 

serves as a pick-up to the third quarter-note beat. Another example of combined articulations occurs when 

Azzolini articulates staccato on the first and second quarter-note beats of measures 4–6, contrasting them 

with two slurred notes in the third and fourth quarter-note beats of the same measures, as discussed in 

Example 2.33. 
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 The articulation exception again happens, as shown in Example 2.22. Although it is not a 

stepwise motion, Azzolini treats this passage with a more legato and dolce character in measure 70 with 

pick-up. It soon changes the character again in measure 78 with the pick-up, in a more staccato style, to 

interpret the big leap figuration. More combinations of articulation that he performed cannot be explained 

one by one here, but we can certainly tell from his recording. 

 Some modern performers like to add ornaments with too many notes in a more Romantic style. 

However, Azzolini’s ornamentation is an appropriate way to decorate the melody. Although there are few 

ornaments in the fast movement due to the time and space left, they are simple but beautiful whenever 

Azzolini adds them to the phrase. As shown in Example 2.11 Azzolini’s Ornamentation, the first quarter-

note D in measure 10 is followed by the turn C-B-C-D-C-B on the second quarter-note beat. The 

appoggiatura B is added on the third quarter-note beat and comes back to the main note C. As shown in 

Example 2.51 Azzolini’s Ornamentation, the passing note B is inserted into the first off-beat of measure 

21 as C-B-A. The appoggiatura D-sharp on the second quarter-note beat of measure 22 is joined and 

resolved to E. 

 There are still more beautiful moments and highlights of Baroque interpretation evident in the 

performance by Azzolini. Although it is impossible to list all of them, it is worthy taking his recording as 

a guide, since it can definitely serve as a valuable example of Fasch’s Sonata in C Major performed on the 

Baroque bassoon.  
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CHAPTER 3: GEORG PHILIPP TELEMANN: SONATA IN F MINOR 

FOR BASSOON AND BASSO CONTINUO 

Historical Perspectives and Biography of Georg Philipp Telemann 

 Georg Philipp Telemann (1681–1767) was the best known and most prolific composer in his day. 

Widely regarded as Germany’s leading composer during the first half of the 18th century, Telemann was 

largely self-taught and matured in the musical circles of Leipzig. His music remained innovative 

throughout his career, and it serves as an important link between the late Baroque and early Classical 

styles.1 

 At Leipzig Telemann founded a 40-member student collegium musicum and gave public concerts. 

He left Leipzig by early June 1705 and served under Count Erdmann II of Promnitz at Sorau, Lower 

Lusatia (now Zary, in Poland) as Kapellmeister. Telemann studied Lully and Campra’s works and 

immersed himself in the French style.2 

 In 1708, he became secretary and Kapellmeister of the newly formed court’s musical 

establishment. He presumably met J.S. Bach while in Eisenach. As a composer, Telemann was especially 

prolific in instrumental music at Eisenach. He wrote numerous sonatas in two to nine parts, especially 

enjoying his trios, which found great success.3 

 In 1712, Telemann installed his new position in Frankfurt. The duties included directing the 

music for the Barfüsserkirche and Katharinenkirche, writing music for various civic occasions, giving 

private musical instruction to six to eight schoolboys he had chosen, and supervising singing instruction 

in the Lateinschule.4 In 1714, Telemann stood as godfather to C.P.E. Bach. In 1715, Telemann began to 

publish his own compositions. He issued four collections of instrumental music over the next three years. 

 

1 Steven Zohn, “Telemann, Georg Philipp,” Grove Music Online, https://doi-
org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.27635 (accessed 3 September 2018). 
2 Ibid. 
3 Ibid. 
4 Ibid. 

https://doi-org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.27635
https://doi-org.proxyiub.uits.iu.edu/10.1093/gmo/9781561592630.article.27635
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A visit to the Eisenach court in 1716 may have led him to the position as Kapellmeister von Haus aus 

from 1717 to 1730. Telemann’s compositional technique and style changed significantly between the 

Frankfurt and Hamburg works. His works increasingly reflected the style of the mixed taste.5  

 During the 1710s and 20s, Telemann played a leading role in establishing the style of German 

mixed taste, which is a blending of the German contrapuntal idiom with the French, Italian, and Polish 

styles. In the dedication to his 1695 Florilegium Primum, Georg Muffat recognized that “I dare not 

employ only a single style or method, but rather the most skillful mixture of styles I can manage through 

my experience in various countries….As I mix the French manner with the German and Italian, I do not 

begin a war, but perhaps rather a prelude to the unity, the dear peace, desired by all the peoples.”6 

Telemann perhaps had the same goals as Muffat and Gluck (later in the century), that the music should 

please all nations, instead of being divided into French, Italian, and German styles.7 German composers 

‘borrow a lot from foreigners,’ but they enriched these foreign styles. This combining of national styles 

and the resultant German mixed taste are considered to be one of the trends this era produced. 

 English music historian, composer and musician Dr. Charles Burney recognized two separate 

manners in Telemann’s music. The first and the second styles were extremely different from each other. 

The first one was hard, stiff, dry, and inelegant; the second one was pleasing, graceful, and refined. Bode, 

who translated and published Burney’s works, mentions in a footnote that Telemann’s personal style 

matured and changed, especially during the 1730s, and this might be the result of Telemann’s time in 

Paris.8 

 

5 Ibid. 
6 David K. Wilson, ed., Georg Muffat on Performance Practice: The Texts from Florilegium Primum, Florilegium 
Secundum, and Auserlesene, Instrumentalmusik: A New Translation with Commentary (Bloomington & Indianapolis: 
Indiana University Press, 2001), 13–14. 
7 Richard Petzoldt, Georg Philipp Telemann, trans. Horace Fitzpatrick (New York: Oxford University Press, 1974), 
201. 
8 Ibid., 203. 
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  Despite the idea that Telemann is excessively enthusiastic about foreign elements, Telemann 

indeed made a contribution to the development of a truly German musical style.9 Alterations among 

Italian, French and Polish styles from movement to movement or within a single movement can be found 

in the Six Trios (1718). The Italian style applies more to a vocal melody than to full accompanying 

harmony. French music, on the other hand, appears to have greater variety, particularly in the matter of 

harmony. For this reason, he considers the French style to be particularly suited to dances, songs, ariettas 

and overtures.10 The galant style is obviously evident in the 12 solos and 12 trios of the Essercizii musici 

(1740, but apparently written in the 1720s). Moreover, two Italianate styles—the old Corellian and the 

new galant style—are blended in the Sonates corellisantes (1735). Leading German theorists such as 

Mattheson, Scheive, Quantz, and Marpurg acknowledge Telemann’s works as compositional models. He 

adopted German tempo, dynamic and expression markings in vocal works from 1733. As one of the first 

composers to make extensive use of such markings, he used many more German terms than standard 

Italian terms. Marpurg even dedicated the first volume of the Abhandlung von der Fuge (1753) to him. 

Telemann’s music was admired not only in German-speaking lands, but also in Holland, Switzerland, 

Belgium, France, Italy, England, Spain, Norway, Denmark and the Baltic lands. 

 In 1721, in Hamburg, Telemann took up his duties as music director and Kantor. Telemann was 

now entering the most productive phase of his career. As Kantor, he was responsible for supervising 

musical activities at the grammar school known as the Johanneum, giving Latin lessons to its pupils, and 

instructing the schoolboys in singing, theory, and music four days a week.11 He initiated a series of 

weekly public concerts, which ran each winter season. These various activities made Telemann an 

astonishingly versatile composer.12 In 1725 Telemann took the ambitious step of publishing his own 

music. In 1740 he offered 44 engraved plates of his publications for sale. Telemann’s fascination with the 

problems of music theory led him to devote his remaining years to writing theoretical treatises. 

 

9 Ibid., 196–7. 
10 Ibid., 187–8. 
11 Saffle, “Kapellmeister and Eighteenth Century German Musical Life,” 23. 
12 Petzoldt, Georg Philipp Telemann, 186. 
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Telemann’s only completed theoretical project, which does not relate to his compositions, is the Neues 

musicalisches System.13 He had settled into semi-retirement and reduced his musical output sharply 

between 1740 and 1755, since his eyesight was deteriorating and he had difficulty writing for long 

stretches as he entered his 80s.  

 Telemann’s compositions represent not only the considerable amount of his instrumental output, 

but also its diversity of the genres. The appearance of thematic catalogues during the 1980s and 1990s 

provided us the first accurate survey of Telemann’s output, numbering over 3000 works.14 Telemann 

popularized the French-style orchestral suite in Germany. Moreover, his concertos represent a history of 

the genre in Germany during the first half of the 18th century. He favored a four-movement plan, often 

with a dance-based finale in binary or rondeau form. The concertos written in Frankfurt and Hamburg 

show a greater diversity compared to those in Eisenach. Fast movements in the Eisenach concertos tend to 

minimize the distinction between solo and tutti with sonata-like imitative or antiphonal textures. During 

the 1710s, Vivaldian ritornello form gradually became an important structural principle for both fast and 

slow movements, which enlarges the distinction between solo and tutti with variety.  

 Telemann stood on his most “modern” and influential side for being an ensemble director, a 

concert organizer, and an impresario. The musical life in eighteenth-century Germany was democratic, 

natural, rational and practical. It espoused “concerts for bourgeois” rather than “music for the service of 

the church or the court.” Today we may consider Bach as the greatest Baroque composer, but Telemann, 

in many ways, was very forward-looking and more “enlightened” in his day. It was Telemann who 

transformed the status and opportunities into something quite new and impressive.15 

  

  

 

13 Zohn, “Telemann, Georg Philipp,” np. 
14 Ibid. 
15 Saffle, “Kapellmeister and Eighteenth Century German Musical Life,” 29. 
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Background and Compositional Style of This Work 

 Telemann was one of the most noted sonata composers in north Germany. His sonatas stand out 

by their fluent melodic lines, fascinating harmony (chromaticism), impressive writing for the instruments, 

and suitable formal structures. Unfortunately, in spite of considerate representations in modern reprints, 

his sonatas have been explored only in part.16 The majority of these available sonatas composed by 

Telemann have shown his preference for a four-movement S-F-S-F plan, such as his Sonata in F Minor 

for bassoon and basso continuo. 

 The Hamburg sonatas are divided into two groups defined by the chronological boundaries 1728–

32 and 1733–40.17 The growing number of amateur musicians, both in German cities and abroad, pushed 

Telemann to write works for these non-professional players. Compositions include two volumes of 

Methodical Sonatas (1728 and 1732), Musique de Table (1733) and the XII Solos à Violon ou Traversière 

(1734) and so on. The purpose of many of Telemann’s Hamburg publications is not only entertainment 

but also instruction. The Sonate Metodiche (1728) was the first of three collections that Telemann 

published to teach the amateur instrumentalist the art of ornamentation. He provided both plain and 

elaborately ornamented versions for each opening movement of the six sonatas in this book.18 

 Telemann’s Sonata in F Minor for bassoon and bassoon continuo was written in 1728 from Der 

getreue Music-Meister (The Faithful Music Master) as the early Hamburg sonatas (1728–32). The journal 

is dedicated to the amateur musicians of Hamburg, as the first German music periodical, and provides 

them vocal and instrumental works in scorings for all vocal ranges and popular instruments in all national 

styles and genres. The journal includes most of his own music and some works by J. S. Bach, Zelenka, 

Pisendel, Weiss and other leading musicians. To promote the music, Telemann avoided extremes of 

technical difficulty in his compositions. In the preface of Der getreue Music-Meister Telemann also 

announced that he would occasionally include analyses of his music in future installments if time 

 

16 Newman, The Sonata in the Baroque Era, 286–8. 
17 Jeanne Roberta Swack, “The Solo Sonatas of Georg Philipp Telemann: A Study of the Sources and Musical Style” 
(Doctor of Philosophy diss., Yale University, 1988), 81. 
18 Swack, “The Solo Sonatas of Georg Philipp Telemann: A Study of the Sources and Musical Style,” 81–2. 
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permitted.19 On November 1, 1729, the Hamburg Relations-Courier announced that “The Music-Master” 

had reached its end and was complete with its twenty-fifth issue. The journal could be obtained, together 

with an index, from Peter Heuß’s widow or from Mr. Telemann. Telemann’s autobiographies and many 

of his publications revealed his strong pedagogical inclinations. Most notable are the Essercizii musici, 

Musique de table and Der getreue Music-Meister. They are conceived as an encyclopedia of 

contemporary genres and styles. 

 Besides the separate national styles, Telemann recognized the combination of French and Italian 

music as a mixed taste by the 1720s.20 Telemann was praised by his contemporaries for combining the 

French and Italian styles so well. He blurs the distinction between Italian and French styles in his 

Hamburg collections. He considered the sonata an Italian genre but embraced French ornamentation, 

French dance rhythms, and short airs in sonata movements, especially in the Continuation des Sonates 

Méthodiques.21 He especially combines these styles in the two volumes of Methodical Sonatas. He 

assigned each genre its traditional national style: Italian for sonatas and French for suites. In Der getreue 

Music-Meister, he took good care of the style by pointing out the differences among the genres and 

national styles he listed on the title page. Seven of the ten multi-movement works for solo instrument and 

basso continuo in the journal are Italianate sonatas, which he labels “solo” or “sonata.” Two of the 

remaining three pieces are in the French style.22 

 The four collections of Hamburg sonatas contain twenty-eight solos: six in each volume of the 

Methodical Sonatas and the Neue Sonatinen, and ten in Der getreue Music-Meister.23 Twenty-six sonatas 

of the sonatas are predominantly in the Italian style. The majority of the sonatas are in four movements, 

while all the sonatas in the Continuation des Sonates Méthodiques have five movements. Although the 

concept of Hamburg sonatas draws upon the earlier Frankfurt works, the Hamburg sonatas show the 

 

19 Ibid., 84–5. 
20 Ibid., 137. 
21 Ibid., 93. 
22 Ibid., 94. 
23 Ibid., 92. 
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closest stylistic affinity with the Sei Suonatine. In the Hamburg sonatas, Telemann employs the highly-

articulated phrasing and clear, balanced formal construction of the Sei Suonatine but expands their 

proportion. Although the second movement of Telemann’s Sonata in F Minor for bassoon and basso 

continuo is a ternary (ABA’) form because of the da capo, the A and B sections are a balanced formal 

construction.  

 The galant style, meaning the new “free” style, was used in chamber or popular music and 

contrasted with the strict, learned style of church music.24 The presence of triplets in the melodic line with 

eighth-note and sixteenth-note motion is characteristic of Telemann’s music, such as the opening of the 

first movement in the Sonata in F Minor for bassoon and basso continuo, and is associated with the galant 

style. Telemann also states that a composer no longer needs to concern oneself with the introduction and 

realization of dissonance and to be bound by strict rules. A certain freedom now applies to the use of 

intervals. Scheibe finds confirmation for his musical system in Telemann’s music, particularly in the use 

of such ‘unusual and strange intervals.’25 Telemann applied all the intervals of Scheibe’s system in his 

works elegantly and expressively to intensify the feelings of the listener.26 He looked upon harmony as 

the proper vehicle for heightened expression. The use of colorful chords and harmony is best represented 

in the Sonata in F Minor for bassoon and basso continuo.  

 

Performance Practice 

 According to the instruction discussed in the previous chapter, to perform Baroque music with an 

historically informed approach, we are going to consider four categories: 1) tempo, meter and spirit; 2) 

dynamics; 3) articulation; and 4) ornamentation. In this chapter, we discuss these elements in relationship 

to Telemann’s Sonata in F Minor for bassoon and basso continuo. The time-words and meter of each 

movement are: 1) Triste in 3/4; 2) Allegro in ; 3) Andante in ; and 4) Vivace in 3/8.  

 

24 Sheldon, “The Chamber Music of Johann Friedrich Fasch,” 51. 
25 Petzoldt, Georg Philipp Telemann, 190–1. 
26 Ibid., 188–9. 
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Tempo, meter and spirit 

 Time-words may imply both mood and tempo. However, they are often vague and relate strictly 

to mood, not to tempo, such as allegro (cheerful), and andante (fluently). Even when the speed is directly 

indicated, such as presto (quick) or lento (slow), they are placed in different orders of speed by different 

contemporaries.27 Leopold Mozart also writes that both slow and quick have their degrees, and even if the 

composer tries his best by using more adjectives and other words to explain more clearly the speed 

required, it still remains impossible for him to describe the exact speed he desires in performing the 

piece.28 Therefore, as I mentioned with respect to the Fasch Sonata, one has to deduce the tempo from the 

piece itself and the musical writing. Although time-words are sometimes unclear and misleading since a 

concept of an appropriate tempo is relative without a specific metronome marking suggested by the 

composer, they are still an important clue to be followed.  

 Sometimes a time signature can be a clue for determining the tempo, such as the cut time  in the 

Fasch Sonata, but it is often no more explicitly or reliably informative than time-words.29 Thus, Quantz 

indicates some particular features by which we usually can perceive the dominant sentiment of a piece, 

and in consequence, how it should be performed. This may be determined by: 1) the key; 2) the intervals; 

3) the dissonances; and 4) the word found at the beginning of each piece.30 In addition to the time-words, 

the key also affects significantly the spirit, mood, or “affect” of the composition, as mentioned in the 

Fasch Sonata, and further reflects the decision of tempo, dynamics and articulation. The “affect” of the 

keys refers to the attributes chart compiled by musicologist Mary Cyr from Quantz, Rameau, and other 

eighteenth-century writers, such as Charpentier, Mattheson, and LaBorde.31 The next section considers 

time-words and key; intervals and dissonance will be discussed in a later section titled “Dynamics.” 

 The first movement of Telemann’s Sonata in F Minor for bassoon is marked Triste and is in 3/4.  

 

27 Donington, A Performer’s Guide to Baroque Music, 243. 
28 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 206. 
28 Couperin, The Art of Playing the Harpsichord, 15. 
29 Donington, A Performer’s Guide to Baroque Music, 244. 
30 Quantz, On Playing the Flute, 125–6. 
31 Cyr, Performing Baroque Music, 32–4.  
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Triste is not a time-word, but it suggests sadness, mourning, and grieving.32 Although the key transfers 

frequently from F minor—A-flat major—C minor—B-flat major—A-flat major—C minor—F minor, we 

can divide the first movement into two part form- A and A’ section. It starts in F minor and goes to C 

minor in the A’ section of measure 19. The character of F minor is described as “obscure and plaintive” 

by Charpentier; “mild and calm, deep and heavy with despair, exceedingly moving; sometimes causes the 

listener to shudder with horror” by Mattheson; full of “tenderness and plaints” by Rameau; and 

“melancholy…mournful” by Quantz. C minor is considered as “obscure and sad” by Charpentier; 

“extremely lovely, but sad” by Mattheson; full of “tenderness and plaints” by Rameau; “melancholy 

mournful” by Quantz.33 Their descriptions are similar in describing sadness, obscurity, tenderness, 

melancholy, and mourning, which is qualified with the mood of Triste. Thus, the tempo as shown in 

Example 3.1 should be slow, as demonstrated in DVD track #3.1a, but performers should be careful not to 

be too slow as reminded by Prof. McCraw.34 A slow tempo is demonstrated in DVD track #3.1b.35 

 

 

32 Christine Ammer, “Triste,” The A to Z of Foreign Musical Terms (Boston: ECS Publishing, 1989). 
33 Cyr, Performing Baroque Music, 32–4. 
34 Example 3.1 includes my interpretation, indicated as Lin’s Interpretation, and Prof. McCraw’s Interpretation. 
Examples in chapter 3 are numbered consecutively as 3.1, 3.2, 3.3, and so on. Some examples are from the same 
music excerpt but with different interpretation or from the manuscript, facsimile, and other edition. They will be 
discussed respectively in each topic, such as tempo, dynamic, articulation, ornamentation, edition comparison, and 
so on. For example, Example 3.1, Example 3.31, and Example 3.32 are from the same music excerpt but they do not 
show up together. These examples are discussed respectively in each topic. Since they are from the same music, the 
examples with different articulation and edition are made note that to compare to the other related examples, such as 
Example 3.1, compare to Example 3.31, and Example 3.32. My interpretation (indicated as Lin’s interpretation) of 
complete movements is attached in Appendix D. 
35 Demonstrations of excerpts are available at https://youtu.be/CoYprjfZsIw. Timestamps of each track are provided 
in the description of the video. You can either review the video consecutively or by clicking the timestamp, the 
video will directly show the chosen track. 

https://youtu.be/CoYprjfZsIw
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Example 3.1: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 1–4,   
Lin’s Interpretation and McCraw’s Interpretation. Compare to Example 3.31 and Example 3.32 

 

 The second movement of Telemann’s Sonata in F Minor for bassoon is marked Allegro in  

(common time). Cyr argues that Allegro implies cheerfully but not necessarily fast.36 Quantz, a German 

flutist, flute maker, and Baroque music composer, also suggests playing Allegro lively with a very light, 

nicely detached, and very short bow stroke, especially in the accompaniment, and to play more sportively 

than seriously in these kinds of pieces.37 As shown in Example 3.2, the second measure, the second half 

of the third measure and the fourth measure use staccato to lighten the articulation. In addition, Leopold 

Mozart writes that Allegro indeed shows a gay, but not hurried tempo. It means merry and lively.38 

Brossard explains that Allegro is always gay and decidedly lively as well. It is very often performed 

quickly and lightly but also at times with moderate speed to be appropriate for gay, cheerful and lively.39 

The translator, author, and editor―James Grassineau points out that Allegro is brisk, lively, gay and 

pleasant without rush, too.40 Thus, the second movement should be performed in a lively and gay manner 

with a moderate speed, as demonstrated in DVD track #3.2a. I performed this at a fast tempo in my first 

lesson with Prof. McCraw, as demonstrated in DVD track #3.2b, and he pointed out that the tempo could 

be a tiny bit slower; this did not mean a slow tempo, but rather an appropriately fast speed. Quantz warns 

 

36 Cyr, Performing Baroque Music, 31. 
37 Quantzs, On Playing the Flute, 230–1. 
38 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 33. 
39 Donington, The Interpretation of Early Music, 388. 
40 Ibid., 389. 
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us that despite all the liveliness required in the Allegro, you must never lose your control.41 Everything 

played hurriedly may cause listeners anxiety rather than satisfaction. Our principal goal must always be 

the expression of the sentiment, not quick playing. Playing notes fast indeed would excite astonishment, 

but it would never move the audience. 

 

Example 3.2: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 1–5,  
Lin’s Interpretation [1]. Compare to Example 3.20 

 

 In addition, as discussed previously, F minor and C minor are sad, obscure, tender, melancholy, 

and mournful keys, and this affects the spirit of the Allegro.42 The key moves from F minor-C minor-F 

minor—A-flat major—E-flat major—A-flat major—F minor-C minor-F minor. The “sad, obscure, tender, 

melancholy, and mournful” Allegro can be represented by a more controlled, quick tempo as discussed in 

the last paragraph. Although A-flat major is not included in the attribute chart, it can be treated as a 

lighter and happier key as shown in the B section at measure 53, which is a contrast to the sad F-minor 

and C-minor sections, as demonstrated in DVD track #3.24a. In other words, rather than a simple lively, 

gay, and cheerful Allegro, this movement can also incorporate a sad character. As shown in Example 3.2, 

the beginning can be expressive with sad and happy contrasts. We can play a little more strongly on the 

sad part with more tenuto, as shown in measures 1 and 3, especially A-flat and G on the third beat of 

 

41 Quantz, On Playing the Flute, 131. 
42 Cyr, Performing Baroque Music, 32–3. 
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measure 1 and the first beat of measure 3. In the second and fourth measures, we can play lighter and 

shorter. 

 The third movement of Telemann’s Sonata in F Minor for bassoon is marked Andante and in  

(common time). Andante implies fluently, as Donington suggests.43 Leopold Mozart also explains that 

Andante means walking.44 The key generally starts in c minor, transfers to B-flat major, and back to c 

minor again. B-flat major is considered “magnificent and joyful” by Charpentier, “very diverting and 

sumptuous, also somewhat modest, can pass as both magnificent and dainty” by Mattheson, “tempests, 

furies, and like subjects” by Rameau; “imposing, although sad” by Quantz.45 Thus, we can treat Andante 

in the C minor section with a tender and mournful walking tempo. In the B-flat major section in measure 

7, it is then a surprise to change the sound to a happier and lighter stroll speed with even steps. Since it is 

such a fluent tempo, we have to work harder not to let the second and fourth beats (as shown in Example 

3.3) have too much energy and accent and not to struggle with the thirty-second notes, so we can avoid 

tempo that is too slow. DVD track #3.3a is the demonstration of a slow tempo. The A-flat, G, and C in the 

second and fourth beats and the thirty-second notes A-flat and B-flat on the off-beat of the first beat shall 

be softer and go away with an appropriate tempo, as demonstrated in DVD track #3.3b.  

 

Example 3.3: Telemann, Sonata in F Minor for bassoon, III. Andante, mm. 1–4,  
Lin’s Interpretation 

 

 

43 Donington, A Performer’s Guide to Baroque Music, 243. 
44 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 51. 
45 Cyr, Performing Baroque Music, 32–4. 
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 The last movement of Telemann’s Sonata in F Minor for bassoon is marked Vivace in 3/8. 

Leopold Mozart writes that Vivace means lively, between quick and slow.46 Quantz mentions Vivace uses 

a lively, very light, nicely detached, and very short bow stroke, especially in the accompaniment, where 

you must play more sportively than seriously in pieces of this kind.47 As shown in Example 3.4, the 

articulation of the first four measures is generally short, and is long or emphasized only in the beginning 

of each measure. The thirty-second notes in the first and third measure can be slurred since the fast tempo 

may make tonguing less effective. Thus, the lively and sportive character is involved. Any triple-time 

signature suggests a faster tempo. Though this suggestion is still vague, it generally works.48 Therefore, 

this Vivace may sound a little faster than the second movement, because it is in 3/8, and every three beats 

make up a big unit. However, it is not a super-fast tempo since Vivace is as previously mentioned, “lively, 

between quick and slow” according to Leopold Mozart; this is demonstrated in DVD track #3.4a. Tempo 

may be different for distinct instruments for the same piece. Strings and keyboards can play faster more 

easily than winds. Thus, the too-fast tempo may sound appropriate for keyboard and string instruments. 

The appropriate tempo for a bassoon may sound like playing in 3/4 rather than 3/8 from the point of view 

of string and keyboard instrumentalists. However, the key still transfers among F minor-C minor—A-flat 

major—F minor. Since the spirit of F and C minor is sad, tender, melancholy, and mournful, too fast of 

tempo, as demonstrated in DVD track #3.4b, may not be appropriate for the mood. 

 

46 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 50. 
47 Quantz, On Playing the Flute, 230–1. 
48 Donington, The Interpretation of Early Music, 419. 
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Example 3.4: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 1–5,  
Lin’s Interpretation [1]. Compare to Example 3.17 

 

Variations of tempo 

 Tempo never remains constant throughout the whole movement but can be easy and flexible, with 

fluctuations ranging from slight to conspicuous degrees. As mentioned with respect to the Fasch Sonata, 

changes of tempo can be signaled by pauses in accompaniment, cadences, changes of mood or key, and 

accentuated forms or a new section. We may condense or stretch the tempo by accelerando, ritardando, 

rallentando and so on, according to a performer’s “good taste.” 

 Stealing time, the modern tempo rubato, is used very often for variations of tempo as mentioned 

in Fasch’s Sonata in C Major for bassoon. The underlying tempo may be resumed without any 

condensing to compensate for the previous stretching as mentioned by Donington that “stealing time, 

restitution is not made at all.”49 DVD track #3.5a is the demonstration without tempo rubato. As shown in 

Example 3.5, the sixteenth- and eighth-note figure starting on the pick-up of measure 29 is like the 

prelude, which brings us to a more melodic and flowing melody in measure 32. Performers can take a 

little bit of time in measure 31, as demonstrated in DVD track #3.5b, since the accompaniment pauses 

here and the mood is changed in measure 32 to a tempo. Thus, the time taken in measure 31 is stolen and 

not compensated for in the following measure. Another example of stealing time is shown in Example 3.6. 

DVD track #3.6a is the demonstration without tempo rubato. However, performers can take even more 

time in the last two beats of measure 10 and form a real break for the return in measure 11, as 

demonstrated in DVD track #3.6b. We can give the restart a little bit more of delay, but the music is in 

 

49 Ibid., 429. 
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tempo again in measure 11. The second note of the basso continuo should not be too late since it is in 

charge of creating the a tempo. The time taken in measure 10 is also not compensated in this case and 

thus called stealing time.  

 

Example 3.5: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 29–33,  
Lin’s Interpretation 

 

 

Example 3.6: Telemann, Sonata in F Minor for bassoon, III. Andante, mm. 10–13,  
Lin’s Interpretation 

 

 Another possibility of flexible tempo is to borrow a little time, but pay it back by hurrying on 

after slowing down, or by slowing down after hurrying on as Donington advises.50 DVD track #3.7a is the 

demonstration of Example 3.7 without tempo rubato. However, Prof. McCraw suggests delaying the 

basso continuo in measure 15 as demonstrated in DVD track #3.7b and plays only one note-a low G, 

which is much more effective. Since the accompaniment pauses, bassoonists then have freedom to begin 

slowly and softly with pick-up D and the chromatic scale can accelerate gradually. The continuo has two 
 

50 Donington, Baroque Music: Style and Performance, 20. 
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more measures of sounding eighth-notes, so the accelerando should not get too fast too soon. After 

slowing down in the chromatic D scale, it accelerates all the way through and getting us to C minor of the 

opening theme in measure 19. Another example of flexible tempo is shown in Example 3.8. DVD track 

#3.8a is the demonstration without tempo rubato. However, performers can play a little more out of 

tempo in measure 41, since the accompaniment pauses and the tempo can be hurried up in the following 

measure to compensate for the time stretched in the previous measure, as demonstrated in DVD track 

#3.8b.  

 

Example 3.7: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 14–18,  
Lin’s Interpretation 

 

 

Example 3.8: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 39–44,  
Lin’s Interpretation 

 

 Rallentando also belongs to the case of stolen time, but it is worth mentioning separately. The 

cadence is an essential element to Baroque music, and it is natural to use a rallentando to emphasis the 

cadence. However, the music would be sectionalized and incomplete if we applied rallentando to all the 

cadences. It is important to decide which cadence serves important functions and which one features only 
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passing functions. Thus, the music can progress fluently but still include effective accentuation for the 

important cadence.51 DVD track #3.9a is the demonstration of Example 3.9 without rallentando. However, 

the end of the fourth movement is the most important place to be accentuated by the rallentando, which 

can signal the termination of this sonata, as demonstrated in DVD track #3.9b. The rallentando takes 

place in only the last eighth-note of measure 49 and the last note of the movement during the second time, 

as indicated in Lin’s Ornamentation [2nd time]. 

 

Example 3.9: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 45–50,  
Lin’s Interpretation 

 

 Tempo rubato or stretching of time makes the music sound variable, helps wind players control 

their breath, and resolves the technical problem of fast notes passages, especially when taking time on the 

pick-up of a new phrase. DVD track #3.10a is the demonstration of Example 3.10 without tempo rubato. 

However, the continuo can slow down a little bit from the third to fourth beats of measure 35, as 

demonstrated in DVD track #3.10b. The bassoonist then takes over the slower tempo in measure 36 with 

the pick-up G, and the downbeat can have a little time since accompaniment pauses. Freedom can be 

involved the most in measure 36 and a little in the next measure. The fourth beat of measure 37 can take a 

little time. Many modern bassoonists would just puff through this sixteenth-note passage. However, 

 

51 Donington, The Interpretation of Early Music: New Revised Edition, 433. 
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coming up with something a little slower than pushing all the way through this passage would be more 

effective. 

 

Example 3.10: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 35–38,  
Lin’s Interpretation [1]. Compare to Example 3.29, Example 3.30, and Example 3.40 

 

Rhythmic Alterations 

 A Baroque performer can improve expressiveness of the music through rhythmic flexibility. A 

general alteration of the rhythm is expected and desired in any Baroque music. Thus, the rhythms 

sometimes are performed in a different way than what is written by the composer. DVD track #3.11a is 

the demonstration of Example 3.11’s original notation without rhythmic alteration. However, the eighth-

note F that follows the dotted quarter-note E in measure 37 can be delayed and performed like pick-up to 

the last note F in measure 38, as demonstrated in DVD track #3.11b. The delay of the eighth-note F in 

measure 37 not only provides the energy to the end of the movement but also terminates the movement 

resolutely.  
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Example 3.11: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 34–38, 
Lin’s Interpretation 

 

Dynamics 

 Dynamic markings are rarely given in the notation by most Baroque composers, but they also 

contribute to the expression for Baroque music. A dynamic plan relies on the performer’s intelligence and 

feeling. Thus, each performer has his or her own personal taste and interpretation, and there is no right or 

wrong for each decision. As mentioned in the Fasch Sonata, I will discuss the dynamics as following in 

four categories: 1) terraced dynamics: loud or soft; 2) gradation of dynamics: crescendo and diminuendo; 

3) the overall dynamics; and 4) balance.  

 

Terraced Dynamics: Loud and Soft 

 Terraced dynamics are one of the dynamic plans of Baroque music. As mentioned in the Fasch 

Sonata, the mechanism of Baroque keyboard instruments-harpsichord and organ inherently produce 

dynamic terraces. Thus, whole passages are played on one level of volume and coloring and whole 

passages on another level are followed.52 There are two dynamic effects that were current and freely used 

for the Baroque music: 1) piano and forte contrasts, and 2) echo.  

 A play of piano and forte contrasts can keep the dynamic texture alive with interest. In 1702, 

Alessandro Scarlatti, Italian Baroque composer, wrote that “the pianos and fortes of the instrument as the 

light and shade which make any singing and playing agreeable.” In 1711, Scipione Maffei, Italian writer 

 

52 Donington, A Performer’s Guide to Baroque Music, 291. 
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and art critic, commended the effective use of piano and forte by the performers which gave particular 

delight to their listeners. However, the performance usually results in an ineffective one if failure to do 

piano and forte contrasts.53 Tutti-solo contrast found in many Baroque concertos is the best example for 

piano and forte contrasts. The contrast between solo group and ensemble naturally forms the contrast by 

texture. DVD track #3.12a is the demonstration of Example 3.12 without piano and forte contrasts. 

However, the third beat in measures 11 and 12 is better played without anything in the continuo but only 

bassoon, as demonstrated in DVD track #3.12b. Otherwise, it sounds odd to Prof. McCraw. The rest of 

the continuo in the third beat and the percussion effect in the first and second beats naturally form 

contrasts. Although this is not the best example for piano and forte contrasts, it is the idea of textural 

contrast.  

 

Example 3.12: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 11–16,  
Lin’s Interpretation 

 

 Echo-effect is the most popular use of dynamics in Baroque instrumental music. When a short 

phrase is echoed in pianissimo, it forms loud and soft contrast. An echo-effect appears both in slow or fast 

movement but it is found frequently within an allegro section.54 However, the bassoon is not an 

instrument characteristically used to terraced dynamics since it usually tapers or crescendos with mini 

dynamic motions between each beat. The example of terraced dynamics for a bassoon should ignore the 

mini dynamic motions, such as tapering. DVD track #3.13a is the demonstration of Example 3.13 without 

loud and soft echo-effect. However, the pick-up to the third beat of measure 65 can be played forte and 

 

53 Donington, Baroque Music: Style and Performance, 32. 
54 Donington, The Interpretation of Early Music, 482. 
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echoed in piano in the middle of measure 66, as demonstrated in DVD track #3.13b. The continuo in 

measure 66 also needs to echo the previous forte theme softly. 

 

Example 3.13: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 65–68,  
Lin’s Interpretation 

 

 A reverse echo-effect is the soft and loud effect in which the second repetition is louder than the 

first one. As shown in Example 3.14 and demonstrated in DVD track #3.14a, the theme in measure 5 is 

softest and the repetition in measure 6 is louder in mezzo forte as reinforcement. The phrase reaches the 

loudest point in measure 7 as forte. Another interpretation, indicated as Lin’s Interpretation [2] in 

Example 3.15 and demonstrated in DVD track #3.14b, can be echo-effect. The theme can be performed as 

forte in measure 5 and echo as piano in measure 6. It follows a forte dynamic in measure 7 to contrast 

with previous measure again. 

 

Example 3.14: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 5–9,  
Lin’s Interpretation [1]. Compare to Example 3.15 
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Example 3.15: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 5–9,  
Lin’s Interpretation [2]. Compare to Example 3.14 

 

Crescendo and Diminuendo 

 Dynamic markings for successive levels may be interpreted for gradual but not for sudden 

changes. One should not jump suddenly from piano into forte but gradually strengthen and crescendo the 

dynamics.55 The use of crescendo or diminuendo is more extensive in the eighteenth century.56 In the 

following section, we are going to discuss 1) messa di voce, 2) tie release, and 3) metric accent with 

diminuendo. 

 Messa di voce is a term originally for virtuoso singers and literally describes the “placing of the 

voice”. Quantz indicates that when you must hold a long note for either a whole or a half bar, it is called 

messa di voce. Long notes are rarely ornamented, perhaps because a messa di voce or other dynamic 

nuance would be considered more appropriate.57 The long notes ought to begin pianissimo, allow the 

strength of the tone to swell to the middle of the tone, and from there diminish it to the end of the tone.58 

It was then widely imitated by solo instrumentalists, as mentioned in Fasch’s Sonata in C Major for 

bassoon, and regarded as an expressive ornament but was rarely indicated in the music.59 As shown in 

Example 3.14, the D-flat across measures 7–8 can open up a little bit more and diminuendo since it is a 

 

55 Donington, Baroque Music: Style and Performance, 31.  
56 Cyr, Performing Baroque Music, 52 
57 Cyr, Performing Baroque Music, 128–9. 
58 Quantz, On Playing the Flute, 165. 
59 Donington, Baroque Music: Style and Performance, 33. 
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minor 7th to the continuo, as demonstrated in DVD track #3.14a.60 The dissonance will be more beautiful 

and impressive by messa di voce. DVD track #3.14c is the demonstration without messa di voce. Another 

example of messa di voce is show in Example 3.16. DVD track #3.15a is the demonstration without 

messa di voce. However, as demonstrated in DVD track #3.15b, the C in the bassoon line of measure 15 

can be treated as messa di voce by crescendo and diminuendo but it still needs to sound when the 

continuo is D-flat to form dissonance in 7th. If the C is short and ends before the continuo D-flat coming, 

as demonstrated in DVD track #3.15c, or the continuo D-flat is weak, as demonstrated in DVD track 

#3.15d, we are unable to hear the tension created by the dissonance. 

 

Example 3.16: Telemann, Sonata in F Minor for bassoon, III. Andante, mm. 13–16,  
Lin’s Interpretation 

 

 The tie release belongs to one of dynamic approaches since the slur usually indicates diminuendo. 

Leopold Mozart explains that when a slur is placed on two notes, the accent falls on the first of the two. It 

is not only played somewhat louder, but also sustained rather longer. The second note then comes 

somewhat late. In other words, the first note must be somewhat more strongly accented and sustained 

longer. The other notes, which may be more than two, on the contrary, are diminishing and are to be 

played even more quietly, without the slightest accent.61 The main note is therefore emphasized and 

makes the passing tones or neighbor notes following less important. As shown in Example 3.3, the 
 

60 Example 3.14 is already provided in previous page, so I do not paste Example 3.14 here. Each example will only 
be posted once. When the same example is mentioned again later in other discussions, please refer to List of 
Examples to find the example’s page. 
61 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 220. 
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rhythm with the slur on the first beat of measures 1 and 4 should have more sound on the beginning. The 

following sixteenth-notes should be softer and taper since they are a sort of ornament. The beginning of 

the third beat in measures 1 and 4 needs more expression so it can be held tenuto with more sound in the 

beginning. The following notes are thus performed with diminuendo, and the last note, such as F and A-

flat, are shortened and lifted a tiny bit, as demonstrated in DVD track #3.16a. Without a release of the 

sound, the melody sounds all the same importance and is not moving forward, as demonstrated in DVD 

track #3.16b. More disccussion related to the articulation of metrical accent will follow. 

 A diminuendo in each measure or metric unit also is also regarded as one of the Baroque dynamic 

approaches, since the beginning is more important in Baroque music. As shown in Example 3.4 and 

demonstrated in DVD track #3.17a, the fourth movement is a standard one and the best example among 

the four movements. The beginning of each measure is more important and needs more sound on the 

downbeat. The rest of the measure should diminuendo and get away with a little more lightness to 

contrast with the energy in the beginning. As demonstrated in DVD track # 3.17b and Example 3.17, it is 

just not obvious enough of the diminuendo gesture of each measure. The dynamics in the second and 

fourth measure is easy to do crescendo because the note value of the third eighth-note B-flat and F is 

longer and naturally gets more volume. However, the only exception where a crescendo is used in and 

across the bar rather than a diminuendo is shown as Example 3.18 and demonstrated in DVD track #3.17c. 

Since this bar is the third repetition of the same figuration from measures 14–16, it makes more sense to 

go across the bar to contrast with previous two bars. The E-flat in the third beat of measure 16 is singing 

across and a crescendo is made to the D on the downbeat of measure 17. The diminuendo of each bar 

does not function in measures 28–30 either, as shown in Example 3.19 and demonstrated in DVD track 

#3.17d, since there is a change of the gestured. An accent is placed on the first and third beats to avoid too 

much energy on the sustained and repeated weak beat, such as the E-flat in measures 28–29 and D-flat in 

measure 30. It should go away and diminuendo after stressing the beginning of first and third beats. The 

performer should not pound on the E-flat and D-flat, for otherwise, it will sound so noisy and lose the 

metrical accent.  
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Example 3.17: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 1–5,  
Lin’s Interpretation [2]. Compare to Example 3.4 

 

 

Example 3.18: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 14–22,  
Lin’s Interpretation 

 

 

Example 3.19: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 28–32,  
Lin’s Interpretation 

 

 The principle is that the diminuendo in each measure or metric unit might be more complicated or 

not totally applicable to the first and second movement since some of the downbeats are a rest or slurred 

to. The downbeat is the most important, loud, and emphasized and the third beat is usually the second 

important, as it is a stressed beat when it is in 3/4 or 4/4. Thus, the third beat replaces the first when it is 

missing as the direction of the measure with more volume. As shown in Example 3.2 and demonstrated in 



 

208 

DVD track #3.18a, the first measure starts with a pick-up without downbeat and therefore direction. The 

most important metric accent is located on the third beat, rather than the first, second or even the fourth 

beat when the downbeat is a rest or slurred. Many bassoonists go to the fourth beat of the first measure, 

second beat of the third measure, and fourth beat of measure 4, as shown in Example 3.20 and 

demonstrated in DVD track #3.18b, because it just easy to do so and the long note thus gets accented 

naturally, but we should avoid it.  

 

Example 3.20: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 1–5,  
Lin’s Interpretation [2]. Compare to Example 3.2 

 

The Overall Dynamics 

 Melodic line, harmony, key, mood, or spirit can affect the overall dynamics through the use of 

loud and soft, crescendo and diminuendo. Since pitch and emotion usually rise and fall together, a general 

dynamic plan is reflected by the melodic line. The dynamics naturally increases and crescendos when the 

melody rises. On the other hand, the dynamics decreases and diminuendos when the melody descends. 

This practice is applicable to sequences, which tend to crescendo when rising and decrescendo is falling.62 

DVD track #3.19a is the demonstration of Example 3.21 performed in the same dynamics. However, as 

demonstrated in DVD track #3.19b, the melody in measure 15 with pick up starts loud in forte, and the 

following sequence echoes with less volume in mezzo forte. The next sequence is a third above and 

performed in forte. If we do not follow the dynamics as mentioned above, some people may try to 

decrescendo from forte- mezzo forte- piano, as demonstrated in DVD track #3.19c. As demonstrated in 

 

62 Donington, The Interpretation of Early Music, 488. 
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DVD track #3.19d, the music begins with piano, crescendo to mezzo forte, and back to piano again. As 

demonstrated in DVD track #3.19e, the sequence starts in piano, crescendo to mezzo forte, and ends in 

forte.  

 

Example 3.21: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 14–19,   
Lin’s Interpretation 

 

 Another example of treating the sequence is as shown in Example 3.10. The melody, which starts 

in measure 36 with a pick-up, begins at mezzo piano. The following rising sequence can crescendo to 

mezzo forte and the next one reacts in forte, as demonstrated in DVD track #3.20a. The score originally 

indicates forte in the pick-up to measure 36. However, Prof. McCraw suggests starting the theme at mezzo 

piano, echo at mezzo forte, and finally making a crescendo to forte, since there is no room to do the 

crescendo for the ascending sequences if it begins loud. Even if we base our performance on the 

composer’s original intent to start the melody at forte, echo in mezzo forte, and emphasize with forte 

again, as demonstrated in DVD track #3.20b. Thus, the rising sequence can still form a crescendo. 

 Harmony can indicate the subtle nuances and reflect the dynamics within the larger scale dynamic 

plans.63 Quantz provides an example, with nuances, that shows how each individual chord has its degree 

of dissonance or consonance, as mentioned in Fasch’s Sonata in C Major for bassoon and shown in 

Example 2.34 and Example 2.35. Dissonances arouse our feelings and are performed loudly but 

consonances quiet them and are played softly, as suggested by C. P. E. Bach.64 According to Quantz, a 

 

63 Donington, A Performer’s Guide to Baroque Music, 293. 
64 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 163.  
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diminished 7th chord belongs to the fortissimo dynamics.65 DVD track #3.21a is the demonstration of 

Example 3.1 without emphasizing dissonance. However, the last B-flat in the third measure forms a 

diminished 7th with the continuo. The B-flat needs to be emphasized and crescendo because of messa di 

voce, as demonstrated in DVD track #3.21b. As shown in Example 3.22 and demonstrated in DVD track 

# 3.22a, the B-natural on the third beat of measure 7 is a little bit of a surprise since one expects it to be 

B-flat from the previous beat. The basso continuo can prepare for this unexpected sound by doing a 

diminuendo in the first two beats, because it is achievable with the modern piano. The entrance of the 

bassoon should be strong on the third beat, especially on the B-natural. If the A-flat on the off-beat of the 

second beat in the basso continuo is louder than the B-flat or the B-natural, then the B-natural is not a 

special effect and will sound normal, as demonstrated in DVD track #3.22b. The B-flat forms the 7th in 

the third off-beat of measure 9 and needs to be emphasized as well. 

 

Example 3.22: Telemann, Sonata in F Minor for bassoon, III. Andante, mm. 7–9,  
Lin’s Interpretation 

 

 Ornaments, such as the appoggiatura, also relate to harmony and affect the dynamics. Since the 

appoggiatura forms a dissonance to the continuo, the tension is thus created and released in the following 

resolution. We usually emphasize the first note of the ornament with tenuto and then diminuendo the 

following resolution note. As shown in Example 3.23 and demonstrated in DVD track #3.23a, the 
 

65 Quantz, On Playing the Flute, 255–8. 
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appoggiatura notes B-flat and C on the second beat of measures 9 and 10 are added by me, since the trill, 

which is started above the main note, forms the dissonance. The B-flat can be played longer and louder, 

and the C is also interpreted by tenuto with greater dynamics to stress the 4th created with the continuo. It 

sounds the same when the appoggiatura is not emphasized, and it will lose the tension of the dissonance, 

as demonstrated in DVD track #3.23b. When the main note is stressed and louder than the appoggiatura, 

as demonstrated in DVD track #3.23c, the ornaments will sound like ornaments placed before the beat. 

 

Example 3.23: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 9–12, Lin’s Interpretation 

 

 The key can indicate the spirit, as mentioned in Fasch’s Sonata in C Major for bassoon, and can 

be expressed by the dynamics. As shown in Example 3.24 and demonstrated in DVD track #3.24a, 

although A-flat major is not included in the attribute chart, it can be treated as a lighter and happier key 

with shorter articulation―staccato. We should not be aggressive with the dynamics, otherwise A-flat 

major will sound too angry, as demonstrated in DVD track #3.24b. We should be less involved by playing 

it as mezzo forte. Thus, this happy section in A-flat major can contrast with the sad F-minor and C-minor 

sections to form a dramatic movement.  
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Example 3.24: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 53–58,   
Lin’s Interpretation 

 

 Musical structure can also be indicated by the dynamics. Most Allegros naturally start loud, and 

the return of the opening material is prepared by a rallentando, so the material can also come back as firm 

and loud.66 DVD track #3.25a is the demonstration for starting the Allegro soft. However, as shown in 

Example 3.2 and demonstrated in DVD track #3.25b, the beginning of the Allegro is performed at mezzo 

forte and contrasts with the following piano measure. Although mezzo forte is not very loud according to 

the sad character of the music, the usage of louder dynamics to open the fast movement is just a hint of 

the musical structure. As shown in Example 3.6 and demonstrated in DVD track #3.26a, the rallentando 

and diminuendo in the last two beats of measure 10 prepare the return of the opening theme in the next 

measure. This material can come back louder after the silence of the break between measures 10 and 11. 

The performance should not be aggressive since mezzo forte is more appropriate to the character of the 

music. As demonstrated in DVD track #3.26b, the rallentando and diminuendo prepare the return of 

opening theme which is performed in piano. As demonstrated in DVD track #3.26c, the return of opening 

theme is performed in mezzo forte without rallentando preparation.  

 

Balance 

 Balance also relates to the dynamics and will be discussed as following: 1) the subject or entry 

that can be brought out and 2) the balance of solo instrument and basso continuo. Balance is left to the 

performer to bring out the significant matter, such as the subject or entry, and the less important matter 

 

66 Donington, Baroque Music: Style and Performance, 33. 
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should be hold back.67 The subject or entry of the main theme is surrounded by subsidiary materials and 

needs to be highlighted significantly. In 1592, Italian-Austrian composer and musical theorist Lodovico 

Zacconi also wrote that “entries should be emphasized a little so as to be instantly and clearly perceived 

by the listener.”68 As shown in Example 3.25 and demonstrated in DVD track #3.27a, the subject on 

measure 9 is performed forte so that the subject can be stressed and brought out. In order to prepare for 

the return of the forte opening theme, the interlude, starting in measure 7 with a pick-up, and the next 

phrase of the interlude in measure 8 and its pick-up can diminuendo. However, the last two chords in the 

continuo at the end of measure 8 and the beginning of measure 9 can be emphasized and played stronger 

and short to create the surprise suggested by Prof. McCraw. In another case, the subject can still be 

highlighted through clear placement or articulation emphasis when the dynamics are not loud, since some 

subjects are an echo of a previous one or they may repeat several times. As shown in Example 3.26 and 

demonstrated in DVD track #3.27b, the interlude can be performed with a diminuendo, and the subject in 

measure 9 is treated softly as piano. Thus, the last two chords in the continuo cannot be so loud, but rather, 

they are played soft. The theme in measure 9 is performed just like sneaking in. 

 

Example 3.25: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 6–10,   
Lin’s Interpretation [1]. Compare to Example 3.26 

 

  

 

67 Donington, The Interpretation of Early Music, 491. 
68 Donington, Baroque Music: Style and Performance, 37. (originally derived from Lodovico Zacconi, Prattica di 
musica, Venice, 1592, 59). 
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Example 3.26: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 6–10,  
Lin’s Interpretation [2]. Compare to Example 3.25 

 

 A good balance between the solo instrument and the continuo is essential since the bassline of 

Baroque music is important and supports the harmony.69 As shown in Example 3.27, the piano, often used 

as a continuo nowadays, is easily played loudly and can cover the sound of the bassoon, as demonstrated 

in DVD track #3.28a. Since measure 23 is in A-flat major and is thus light and happy, the continuo, 

played by piano, should not be too pointed in its sound, but should be equal to the bassoon solo and 

performed in a light and happy manner, as demonstrated in DVD track #3.28b. In addition, as 

demonstrated in DVD track #3.28c, the upper voice of piano is louder than the bassline. However, a weak 

bassline is not allowed in Baroque music because the basso continuo is the foundation of the music.70  

 

Example 3.27: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 23–27,  
Lin’s Interpretation 

 

  

 

69 Donington, Baroque Music: Style and Performance, 37. 
70 Ibid., 38. 
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Articulation 

 Articulation was rarely marked in Baroque music and normally expected from the performer as 

an important element of performing in style.71 George Muffat’s preface to Florilegium secundum (1698) 

gives one of the earliest discussions of articulation by describing the style of orchestral bowing prevalent 

in France during the last quarter of the seventeenth century.72 The music comes alive through the choice 

of articulation and further adds spirit and character to the notes, such as attack, bowing, or tonguing for 

each one.73  

 The articulation will be discussed as following: 1) articulation between different instrument; 2) 

inequality; 3) messa di voce; 4) slurs and separate notes; 5) staccato and over-articulation; 6) legato or 

tenuto and harsh articulation; 7) metrical placement and melodic shape of a phrase as it affects the 

articulation; 8) articulation emphasizing dissonances, appoggiaturas, sequences, and other significant 

moments; 9) articulation as it reflects to the tempo or character. 

 Matching articulations across instruments is an important issue in Baroque music. Although 

different instruments have fundamental differences the with respect to executing articulations, effects are 

often similar. An imitative passage also requires similar articulations from different instruments or same 

instruments but different players. As shown in Example 3.24 and demonstrated in DVD track #3.24a, the 

continuo begins the section and the bassoon repeats the melody. Although it is hard for these two 

instruments to execute the same exact articulation, the character and the atmosphere these two create 

should be the same. The sixteenth-notes are slurred, and the eighth-notes are treated as staccato for a 

lighter and happier A-flat Major. The exception for performing the eighth-notes with tenuto in this 

example is on the third beat of measures 55 and 56. It will sound irrelevant when the articulation 

treatment is quite different between these two instruments, as demonstrated in DVD track #3.24c.  

 

71 Donington, A Performer’s Guide to Baroque Music, 285. 
72 Cyr, Performing Baroque Music, 89. 
73 Ibid., 87. 
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 Inequality is an aspect of rhythmic freedom and refers to playing equally-notated notes unequally. 

It can be specifically indicated by such words as inégales; notes inégales; lourer; pointer; etc.74 This type 

of articulation adds grace and elegance to the melody by lengthening the first note with a gentle, or 

sometimes even a pronounced stress. As shown in Example 3.2 and demonstrated in DVD track #3.29a, 

stepwise successions of rhythmically uniform notated notes in measure 5 are performed in an uneven 

rhythmic pattern, executed by a little bit more shortening and more separation of the second note of each 

paired group and performing it with diminuendo. Although the inégales does not appear in the whole 

movement as French style piece often does, this type of articulation give us the idea of how a slurred pair 

of equal-value notes can be treated in Baroque period. DVD track #3.29b is performed smoothly without 

tapering and shortening the second note of each paired group.  

 Another example of inequality is shown in Example 3.28 and demonstrated in DVD track #3.30a. 

Inspired by the slurring of the paired notes, one of the performing possibilities is that we can perform the 

pair of notes in measures 8 and 10 with a long-short articulation; the short articulation can be a tiny bit 

shorter. Although the long-short articulation is possible to sound the same as slurs in pairs in the fast 

tempo, we try our best to do the articulation variety, especially in the fast movement. The sixteenth-notes 

in measures 7 and 9 can be slurred since fast tonguing might be difficult, and the effect does not work 

very well in this tempo. We can change the long-short pattern to slurs in pairs, as shown in measure 10, 

but it is still performed shorter in the second notes, as discussed in preceding paragraph. DVD track 

#3.20b demonstrates the stepwise motion in measure 6, 8 and 10, which is performed smoothly and all 

legato without the long-short articulation variety. Detailed discussion about inequality can also apply to 

the chapter about Couperin’s Concerto No. 13.  

  

 

74 Couperin, The Art of Playing the Harpsichord, 11. 
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Example 3.28: Telemann, Sonata in F Minor for bassoon, IV. Vivace, mm. 5–10,  
Lin’s Interpretation 

 

 The use of messa di voce on long notes in solo playing also belongs to one type of articulation.75 

Examples and detailed discussions about messa di voce also appear in the “Dynamics.” 

 Solo performance requires a greater variety of articulation, such as the combination of slurred and 

separate notes. The player is obliged to add slurs and articulations that suit the tempo and character of the 

piece, especially in much of Handel’s and Telemann’s music, since these composers gave and wrote in 

few marks.76 With the freedom to add slurs, a practice which was applied increasingly in Baroque music, 

the variety of articulations and the fluency of the music are both achieved. Slurs may be used to tie notes, 

to show extreme legato, or separate notes grouped in one phrase, and in conjunction with dots or dashes, 

to show separate notes taken in one bow.77  

 Most of the slurs are simple, obvious, and quite short, as they are applied to groups of two, three 

or four notes, and not, as a rule, against the beat.78 The sixteenth-notes in Example 3.18 are all tongued 

without a slur, as demonstrated in DVD track #3.31a. However, since the tempo is fast, tonguing the 

sixteenth-notes might sound too technical rather than musical. Thus, slurring of four fast and stepwise 

sixteenth-notes to form a group in measure 17 can enhance the melodic character, as demonstrated in 

DVD track # 3.31b.  

 Another example of the use of slurs is shown in Example 3.10 and demonstrated in DVD track 

#3.32a: here, the articulation is better when performing three slurs and one tongue according to the 

 

75 Cyr, Performing Baroque Music, 98. 
76 Ibid., 98. 
77 Donington, The Interpretation of Early Music, 473. 
78 Ibid., 475. 
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figuration. The first note leaps to the second, and the motion from the second to the fourth sixteenth-note 

of each beat features stepwise motion. Two and two slurs, as shown in Example 3.29 and demonstrated in 

DVD track #3.32b, are actually more difficult to play because the first to the second sixteenth-note in 

measures 36–38 features a leap; it is thus difficult to speak or respond on time when the tempo runs fast. 

Few bassoonists, especially preliminary students, may do four slurs, as shown in Example 3.30 and 

demonstrated in DVD track #3.32c. However, it also becomes difficult when slurring the leap figuration 

in the first two notes of each sixteenth-note group. 

 

Example 3.29: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 35–38,  
Lin’s Interpretation [2]. Compare to Example 3.10, Example 3.30, and Example 3.40 

 

 

Example 3.30: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 35–38,   
Lin’s Interpretation [3]. Compare to Example 3.10, Example 3.29, and Example 3.40 

 

 The notes of the triplets may go very well with all three notes slurred, as shown in Example 3.1 

and demonstrated in DVD track #3.33a. Two slurred and one tongue, as shown in Example 3.31 and 

demonstrated in DVD track #3.33b, and tongue all three notes in legato tonguing, as shown in Example 
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3.32 and demonstrated in DVD track #3.33c, are also other possibilities in the case of triplets. However, 

slurring all three notes might be the most suitable articulation in this example.  

 

Example 3.31: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 1–4,  
Lin’s Interpretation [2]. Compare to Example 3.1 and Example 3.32 

 

 

Example 3.32: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 1–4,  
Lin’s Interpretation [3]. Compare to Example 3.1 and Example 3.31 

 

 The articulation marks of separation—the dot and the wedge—appear after 1600 by symbols that 

are placed over or under the head of notes. Dots, and wedges (or dashes) are staccato signs that were not 

considered distinct from one another until the late Baroque period.79 The wedge is also called a dash and 

represented by the signs∣or ▼(either way up). The dot is used as a sign to represent a lighter, less abrupt 

staccato than the dash at the end of the Baroque period. Strokes, however, appear more often in the 

Allegro than in the Adagio.80 Wind instruments must tongue the note short but not abruptly when staccato 

or dot signs appear in a piece. Quantz suggests that the notes with strokes must be played with completely 

 

79 Donington, A Performer’s Guide to Baroque Music, 285.  
80 Donington, The Interpretation of Early Music, 474–5. 
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detached strokes, and those with dots simply with short strokes and in a sustained manner. Thus, a 

distinction between strokes and dots without slurs above them is to be made.81  

 Modern performers tend either to over-articulate Baroque music with too forceful a staccato, and 

too little sense of line, or to under-articulate it.82 Thus, we must adjust the length of the staccato by the 

tempo of the piece since shorten the notes in slow movement as much as those in fast movement might 

sound too dry and inappropriate in the slow one.83 As shown in Example 3.4 and demonstrated in DVD 

track #3.34a, staccato can be shorter and lighter in the fast movement than in the slow one. However, we 

should be careful not to over-articulate the staccato. Otherwise, the sense of a line lacks and the character 

of the piece is too dramatic, as demonstrated in DVD track #3.34b. Example of performing staccato in the 

slow movement is shown in Example 3.3. The first note in the beginning can have a little more volume so 

that the G on the off-beat of the second beat in measure 1 can a bit shorter and softer, as demonstrated in 

DVD track #3.34c. If the performer treats the G too short in the slow movement, it will result in an abrupt 

interruption and break the line, as demonstrated in DVD track #3.34d. 

 The wedge in the later Baroque was performed separately from adjacent notes with a strongly 

concentrated, accented and short sound without forcing the tone by applying a short tonguing in the 

woodwind.84 Since the dot is used increasingly in common use, the wedge almost disappeared from the 

editions of Classical piano music towards the end of the century.85 As shown in Example 3.12, the wedge 

in the second and third beats of measures 11 and 12 is supposed to indicate a very sharp, accented and 

short note, as demonstrated in DVD track #3.35a. This can contrast with the following passage where I 

personally treat the sixteenth-notes as staccato in measure 14, a detached note in measure 15, and tenuto 

in measure 16. If the wedge is played as a normal staccato, as demonstrated in DVD track #3.35b, it 

 

81 Quantz, On Playing the Flute, 223. 
82 Donington, The Interpretation of Early Music, 480. 
83 Quantz, On Playing the Flute, 232. 
84 Keller, Phrasing and Articulation, 48. 
85 Ibid., 51. 
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sounds too gentle and mild and loses the desired character. It then results in the same effect between 

wedge and staccato and has no difference in this passage.  

 Legato requires a soft and continuous tonguing to create a scarcely noticeable articulation. Quantz 

suggests each instrument cantabile, as a good singer, and this needs to be accomplished by legato 

articulation.86 Harsh articulation results when the wind players neglect to do a soft, tenuto and legato 

tonguing. An unexpected accent is always one of the big issues in modern bassoon performance. The 

fluency of the melody is interrupted and stopped without the smooth tonguing supported by the air. As 

shown in Example 3.7 and demonstrated in DVD track #3.36a, the legato tonging is essential in the 

chromatic line of measure 15, and the rest of the movement is very melodic and legato, too. The rough 

and harsh chromatic line without legato tonging, as demonstrated in DVD track #3.36b, should be 

avoided since any abrupt accent or cut of the notes might interrupt the continuity and fluency of the 

ongoing melody. As shown in the example, it is inappropriate to perform the first D in measure 15 with 

accent or rough articulation. The chromatic line starts in piano with gradually crescendo and moves 

forward to the arrival of the A’ section in measure 19 where the main theme comes back in dominant C 

minor. Any unexpected accent or harsh articulation breaks the preparation for the return of the main 

theme.  

 A combination of articulation enhances the variety of the music. Although fast movements use 

more staccato or detached notes to express vivid character and slow movements use more legato or 

sustained notes to show the feeling, an entire piece is composed in a mixture type of notes. Every style of 

performance and any kind of articulation may occur at any tempo even when it is not marked.87 The first 

movement is very legato and full of sustained notes as just mentioned in Example 3.7 and demonstrated 

in DVD track #3.36a. More staccato and detached notes are applied in the Allegro movement, as shown in 

Example 3.18. A combination of articulation, such as slur, staccato, legato tonguing, tenuto, and detached 

note are used in this movement, as demonstrated in the DVD track #3.37a. Thus, the variety of the music 
 

86 Quantz, On Playing the Flute, 127. 
87 Donington, The Interpretation of Early Music, 479. 
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is enhanced, and the same figuration is given differences. For example, the articulation from measures 

14–16 can change from staccato, detached notes, to legato and the downbeat of each measure requires 

tenuto to place the importance beat. The use of same articulation may result in an uninteresting and 

lifeless music and is unable to build up the peak of the phrase to measure 17, as demonstrated in DVD 

track #3.37b 

 Articulations were also varied according to metrical placement and the melodic shape of a phrase. 

Strong beats require more volume and length, but weak beats need less sound and may have shorter 

articulations. As shown in Example 3.4, which is discussed in the section on dynamics, each measure or 

metric unit can diminuendo; the beginning of each measure can be emphasized by accent or tenuto, and 

the dynamics then go away in the rest of the measure, as demonstrated in DVD track #3.17a. In this 

movement, most bars can be grouped as a two-measure unit to have a strong and less strong beat, but not 

a weak downbeat. Strong downbeats can use accents, and less strong downbeats can be played as tenuto, 

as shown in measures 1 and 2. Ignoring a strong downbeat will result in an unclear metrical unit, and the 

music becomes lifeless, as demonstrated in DVD track #3.17b. 

 The melodic shape of a phrase also affects the articulation. Performers usually stress or accent the 

highest note of the phrase, as indicated by Leopold Mozart, especially in lively pieces.88 As shown in 

Example 3.33 and demonstrated in DVD track #3.38a, the F in measure 50 is the highest point of this 

phrase, and the tenuto is applied to emphasize the note. It is suggested not to take a breath after the F so as 

to continue the phrase until the end. Otherwise, the peak of the phrase is not sustained, and the energy the 

F just built up is cut off and interrupted suddenly, as demonstrated in the DVD track #3.38b. 

  

 

88 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 221.  
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Example 3.33: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 49–52,  
Lin’s Interpretation 

 

 Dissonance, appoggiatura, sequence, and other significant moments in the piece also influence 

the decision of the articulations. Dissonance can be brought out by both dynamics and articulation, as 

shown in Example 3.22 and demonstrated in DVD track #3.22a, which is discussed in “Dynamics.” 

Without the accentuation, the moment just passes by and does not attract the audience, as demonstrated in 

DVD track #3.22b.  

 The appoggiatura usually forms dissonance to the continuo to create tension and resolve to 

release right after. As shown in Example 3.23 and demonstrated in DVD track #3.23a which is discussed 

in “Dynamics,” the added appoggiatura B-flat and C forms a 4th to the continuo and resolves to a 3rd on 

the second beat of measures 9 and 10. The appoggiatura is performed longer and tenuto to stress the 

dissonance. As pointed out by Prof. McCraw, one should shorten the note before the appoggiatura, as this 

also makes the dissonance more significant, especially if the preceding note is the same. The added 

appoggiatura E-flat forms a 7th and resolves to a 6th on the second beat of measure 13, as shown in 

Example 3.34. The first E-flat can be shorter and the following appoggiatura can be longer so that it can 

be more stand out. Performing the appoggiatura and the main note in the same dynamics, and did not 

shorten the same preceding note—E-flat in measure 13 before the appoggiatura, the music will lose the 

tension of the dissonance, but rather plain, as demonstrated in DVD track #3.23b. It also sounds unnatural 
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when players do not place stress on the appoggiatura but instead on the main note, as demonstrated in 

DVD track #3.23c. Although the consonance is highlighted, the dissonance is ignored and passed by.  

 

Example 3.34: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 13–14, Lin’s Interpretation 

 

 Since a sequence repeats similar figuration, the change of dynamics and articulation can enhance 

the variety of the repetition. As shown in Example 3.5 and demonstrated in DVD track #3.39a, the first 

solo phrase, beginning in measure 30 with a pick-up, is more vivid and energetic by using more staccato. 

The second sequence, beginning in measure 31 with a pick-up, can be treated as an echo in piano and 

with longer articulation and tempo rubato. These two phrases may sound almost the same when they are 

played with the same articulation, but changing the dynamics and tempo as well is most effective, as 

demonstrated in DVD track #3.39b.  

 

Ornamentation 

 Baroque ornamentation can be added without affecting the basic progressions and in order to 

increase the fluency and variety of the music. Most of the embellishments are not marked at all on the 

music, since too many marks encumber and take away the melodic clarity, as indicated by French 

composer and music theorist Bénigne de Bacilly (cited in Donington 1973).89 Only in some types of 

music, such as most French solo music, was ornamentation usually clearly indicated by the composer 

 

89 Donington, A Performer’s Guide to Baroque Music, 170. Translated by A. B. Caswell as A Commentary upon The 
Art of Proper Singing from Bénigne de Bacilly, L’Art de bien chanter (Paris: Réimpression de l’édition de Paris, 
1668), 135.  
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with all kinds of different signs. The general rules for performing or adding the ornamentation are 

included and discussed in the following. However, one performer’s interpretations might differ from 

another’s and the rules might not suit performers in every case. Thus, hearing a reputable performer play 

a piece that one already knows and using that to form one’s taste can be helpful for learning what notes 

and which points of the melody are to be given ornaments.90 Telemann’s Zwölf Methodische Sonaten 

collection provides examples of how a slow movement may be ornamented in the Italian manner. The 

plain melodic line in the first slow movement of each sonata and ornamentations are included on separate 

staves.  

 The main Baroque ornaments can be grouped into families, which are listed on the table in the 

chapter that discusses the Fasch Sonata.91 They will be discussed according to the following: 1) The 

Appoggiatura Family—appoggiatura; 2) The Shake Family—trill and mordent; 3) The Division Family—

passing notes and changing notes (anticipations and turns). 

 Where the ornaments are placed relative to the beat is an important subject in the Baroque 

embellishment. The effect usually occurs on the beat, before the beat, between the beat, or after the beat.92 

Trills and appoggiaturas regularly fall on the beat. Turns can either occur unaccented between the beat or 

accented on the beat.93 The following specific ornaments will be introduced and their effects will be 

defined. 

 

The Appoggiatura Family 

Appoggiatura  

 The principle of the appoggiatura is to place an accent on the beat with or without preparation, as 

indicated by Marpurg in Anleitung (1765) (quoted in Donington 1989), where he said that “All 

 

90 Donington, The Interpretation of Early Music, 190. 
91 Ibid., 195–6. 
92 Ibid., 196. 
93 Donington, A Performer’s Guide to Baroque Music, 180. 
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appoggiaturas must come exactly on the beat.”94 As Quantz explained, appoggiaturas can be great 

elaborations since they become dissonances, such as fourths and sevenths, which are resolved to the 

following main note.95 Thus, to stress a discord more than the concord intensifies the harmony. In 

addition, harmonic ornaments, such as long appoggiaturas and cadential trills, have the natural function of 

bringing out expression. Therefore, these ornaments are necessarily performed on the beat, accented or 

with a languishing stress, and long enough to expressively delay their resolution on to their main notes. 

Examples will be shown in the following discussion. 

 The appoggiatura can be stepwise at the tone or semitone according to the tonality, unless 

chromatics are used for expressive effect. The auxiliary may go from above or from below by step, 

diatonically, or by leap. However, the appoggiatura by leap only appears in recitatives by the drop of a 

fourth.96 Quantz writes that appoggiaturas are normally retardations of the prefixed notes. When the 

previous note is one or two steps higher than the next note, this must be taken from above, as shown in 

Example 3.35 and demonstrated in DVD track #3.40a.97 The appoggiatura C written by Telemann in 

measures 69 and 71 is taken from above the main note, B-flat, since the previous note D-flat at the ends of 

measures 68 and 70 is two steps higher than the main note. C. P. E. Bach also points out that an 

appoggiatura may be a repetition of the preceding note, as shown in Example 3.11 and demonstrated in 

DVD track #3.40b.98 Since it is approaching the end of the movement and the character is so sad, Prof. 

McCraw suggests that playing a simple appoggiatura would be more expressive. The D-flat and F on the 

second beat of measures 36 and 37 are a repetition of the previous notes. When the previous note is lower, 

this must be taken from below, as shown in Example 3.36 and demonstrated in DVD track #3.40c.99 The 

appoggiatura E in measure 34 of the second movement is a repetition of the preceding note. However, the 

 

94 Donington, The Interpretation of Early Music, 199 (originally derived from F. W. Marpurg, Anleitung, 2nd ed., 
Berlin, 1765, 48). 
95 Quantz, On Playing the Flute, 91. 
96 Donington, Baroque Music: Style and Performance, 110. 
97 Quantz, On Playing the Flute, 92.  
98 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 87–8. 
99 Quantz, On Playing the Flute, 92. 
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auxiliary is also taken from below the main note F. Since the A section of the second movement repeats, 

the first time the appoggiatura is played, it can be played as a short appoggiatura, as shown in Lin’s 

Ornamentation [1st time], and the second time, the repetition can be performed as a longer appoggiatura, 

as shown in Lin’s Ornamentation [2nd time].  

 

Example 3.35: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 68–71,  
Lin’s Interpretation 

 

 

Example 3.36: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 33–35,  
Lin’s Interpretation 

 

 C. P. E. Bach pointed out that all appoggiaturas are slurred to the following note and performed 

more loudly than the ensuing note.100 Quantz also reminds us that a slight separation between the 

appoggiatura and the note that precedes it, particularly if both are on the same pitch, so that the 

 

100 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 88.  
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appoggiatura can be heard distinctly.101 As shown in Example 3.37 and demonstrated in DVD track 

#3.41a, the appoggiatura A-flat and its previous note are on the same pitch, and therefore, the first A-flat 

can be performed shorter to separate it from the appoggiatura on the second beat of measure 27. The 

performer can then apply a diminuendo so the appoggiatura A-flat can be louder than the ensuing note-G. 

Prof. McCraw suggests just playing a simple appoggiatura in measure 27, which is better than playing a 

turn with G—A-flat—G-F-E, as shown in Example 3.38 and demonstrated in DVD track #3.41b. Without 

separation between the appoggiatura and its preceding note and the diminuendo in the appoggiatura to the 

next note, the appoggiatura is not distinctly heard and the dissonance and the resolution sound the same, 

as demonstrated in DVD track #3.41c. 

 

Example 3.37: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 26–31, 
Lin’s Interpretation [1]. Compare to Example 3.38 and Example 3.46 

 

 

Example 3.38: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 26–31, 
Lin’s Interpretation [2]. Compare to Example 3.37 and Example 3.46 

 

 

101 Quantz, On Playing the Flute, 73–4. 
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 The length of the appoggiatura varies from moderate in the early Baroque to a choice between 

short or long in the late Baroque. Quantz writes that the appoggiatura is held for half the value of the 

principal note.102 C. P. E. Bach also points out that the usual length rule for appoggiaturas is to take from 

the following note, if duple, half its length.103 As shown in Example 3.35 and demonstrated in DVD track 

#3.40a, discussed above, the appoggiatura C in measure 69 is performed as an eighth-note, since the 

standard appoggiatura takes half the length of the quarter-note—B-flat. The appoggiatura C in measure 71 

is the same as the one in measure 69.  

 If the note to be ornamented by the appoggiatura is dotted, it is divided into three parts, as advised 

by Quantz. The appoggiatura takes two of these parts, but the main note takes only one part; that is, the 

length of the dot.104 C. P. E. Bach also writes that the length for the appoggiaturas should be taken from 

the following note, so if triple, two-thirds of the length of a dotted main note.105 As shown in Example 

3.39 Lin’s Ornamentation [2nd time] and demonstrated in DVD track #3.42a, the appoggiaturas A-flat and 

D-flat in measure 44 are treated as quarter-notes, since the standard appoggiatura takes two-thirds of the 

length of a dotted main note, here, G and C. The main notes G and C take the remaining one-third and 

become eighth-notes. The appoggiaturas A-flat and D-flat in the first iteration can be performed as short 

appoggiaturas, as shown in Lin’s Ornamentation [1st time] and demonstrated in DVD track # 3.42b, with 

an eighth-note value. The appoggiaturas A-flat and D-flat are then followed by the main notes G and C, 

respectively, in quarter-note values. The repetition in the da capo can be played as a standard 

appoggiatura as mentioned in the above. Thus, the appoggiatura has variety and is emphasized in the da 

capo repetition by its longer value.  

  

 

102 Quantz, On Playing the Flute, 95. 
103 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 90.  
104 Quantz, On Playing the Flute, 95. 
105 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 90.  
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Example 3.39: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 43–45,  
Lin’s Interpretation 

 

 Another possibility is to make combinations of the appoggiaturas. For example, the first 

appoggiatura A-flat in measure 44, as shown in Example 3.39 and demonstrated in DVD track #3.42c, is 

long and the second appoggiatura D-flat is short, or the first one is short and the second one is long, as 

demonstrated in DVD track #3.42d. When the first appoggiatura is long, it forms a 4–3 motion with the 

bass. The second appoggiatura is then played with short note values to create different expressions. When 

the first appoggiatura is short, dissonance in the first off-beat is formed with the G against the bass F. The 

melody goes higher in measure 44 and it can be emphasized by a long appoggiatura to create different 

expressions. 

 The appoggiatura can be prolonged beyond its normal length in some cases in order to convey an 

expressive feeling. Thus, it may take more than half the length of the principal note and the length is 

sometimes determined by the harmony. We understand that the shorter the appoggiatura, the more 

brilliant and the less significant it is for the harmony. On the other hand, the longer the appoggiatura, the 

more expressive and the more significant it is for the harmony.106 As shown in Example 3.16 and 

demonstrated in DVD track #3.15b, the long appoggiatura can be applied in measure 16. The general 

length of the appoggiatura F is quarter-note. However, Prof. McCraw has suggested that because it is the 

 

106 Donington, A Performer’s Guide to Baroque Music, 185. 
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end of the movement, it might be too quick to switch to the principal note here. Thus, the appoggiatura F 

can be performed so it is longer than half the length of the main note E in order to be long enough to 

delay its resolution to the main notes expressively. This harmonic ornament F is necessarily performed on 

the beat with a languishing stress, according to the feeling of the passages, and should fade with a 

diminuendo to the principal note E to end the movement. 

 Quantz says it is not only necessary to be able to perform the appoggiaturas with their proper 

values when they are marked, but also to know how to add them at the appropriate places when they are 

not notated. An appoggiatura can be added before the long note to keep the melody constantly moving 

forward when a comparatively long note follows one or more short notes on the downbeat or upbeat—and 

remains in a consonant harmony—as shown in Example 3.10.107 The original melody without adding 

ornaments is demonstrated in DVD track #3.43a to compare with the other two versions that contain 

ornamentation. The fourth beat of measure 37 is a place in which Prof. McCraw suggested me to add an 

appoggiatura C on to the B to keep the melody constantly moving forward, as demonstrated in DVD track 

#3.43b, because this long note B follows three groups of fast sixteenth-notes. A simple appoggiatura, as 

shown in Example 3.10, is better and more effective than adding a trill with little notes. It is too 

complicated and busy when adding both the appoggiatura C and trill with the little notes A and B on the 

fourth beat B, as shown in Example 3.40 and demonstrated in DVD track #3.43c. The fourth beat of 

measure 38 can also take ornaments to maintain the continuity of the melody, such as E-flat on the off-

beat of the fourth beat. 

  

 

107 Quantz, On Playing the Flute, 96–7. 
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Example 3.40: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 35–38,  
Lin’s Interpretation [4]. Compare 3.10, Example 3.29, and Example 3.30 

 

 

The Shake Family 

Trill 

 Trills are the most common signs (usually t, +, or tr) encountered in seventeenth-century music. 

The trill is indispensable, since when performers use it, the melody and the harmony are animated and 

enriched. Each trill starts with the appoggiatura (i.e. the upper auxiliary) and often alternates as fast as the 

other notes that form the trill.108 Leopold Mozart’s basic trill model, and some of his trill examples 

derived from Italian Baroque composer and violinist Giuseppe Tartini (cited in Leopold Mozart 1756), 

both demonstrate the upper-note start and anchor, as shown in Example 3.41.109 Hotteterre again confirms 

that trills can be described as an agitation of two sounds, either a step or a half step apart, which are 

played alternately in rapid succession. The trill starts on the higher note and finishes on the lower. It is 

tongued only at the beginning, being continued only through fingering. The number of times the finger 

shakes is determined by the value of the note.110 All types of trills except the Prall-Triller have to be 

shaken for the full note value with the indicated signs. The first note of an upper-note trill, because of its 

appoggiatura-like quality, always and necessarily falls on the beat, and always with some degree of stress 

and displacing half the value of the note, especially in the slow movements. The upper-note start to 

Baroque trills is described or illustrated with monotonous regularity from the middle of the seventeenth 

 

108 Quantz, On Playing the Flute, 103–4. 
109 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 187. 
110 Hotteterre, Principles of the Flute, Recorder and Oboe, trans. Paul Marshall Douglas, 20. 
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century onwards: for example in Georg Muffat, Florilegium primum, Augsburg, 1695; Jacques Martin 

Hotteterre, Principles de la flute traversiere, Paris, 1707; François Couperin, Piéces de clavecin, Paris, 

1713; Jean-Philippe Rameau, Pièces de clavecin, Paris, 1724; Joachim Quantz, Essay, Berlin, 1752; C. P. 

E. Bach, Essay, Berlin, 1753; and very many others (cited in Donington 1973).111 

 

Example 3.41: Leopold Mozart, A Treatise on the Fundamental Principles of Violin Playing (1756), 
Basic Trill Model112 

 

 According to the contexts, the repercussions of the trill vary in number and in speed.113 There are 

three main types of trills often used: 1) the simple trill, consisting of the principal note alternating with its 

upper auxiliary, as shown in Example 3.42 and Example 3.3; 2) the simple trill followed by a suffix of 

one or two notes, involving the lower neighbor of the principal note, as shown in Example 3.37; 3) the 

compound trill preceded by a turn, a slide, or a mordent, as shown in Example 2.17 of Chapter 2 on 

Fasch’s Bassoon Sonata. 

 The first type of trill is the simple trill, as shown in Example 3.42. The trill marked by Telemann 

on the second beat of measure 28 in Telemann’s Sonata in F Minor for bassoon consists of only the 

alteration between E-flat and D without termination, as demonstrated in DVD track #3.44a. If the trill 

 

111 Donington, A Performer’s Guide to Baroque Music, 196. 
112 L. Mozart, A Treatise on the Fundamental Principles of Violin Playing, 187. 
113 Donington, Baroque Music: Style and Performance, 131–2. 
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adds a one-note termination, C, as shown in Example 3.43 and demonstrated in DVD track #3.44b, it 

belongs to the second type of trill, mentioned in the preceding paragraph. Another example of the simple 

trill is shown in Example 3.3. The original musical writing of Example 3.3 does not include a trill on the 

third beat of measures 2 and 3, as demonstrated in DVD track #3.44c. Adding trills can animate and 

enrich the melody, as mentioned above. The trill only alternates between F and E, as demonstrated in 

DVD track # 3.44d, since it is not a suitable place to add a termination note on the third beat of measure 2. 

 

Example 3.42: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 26–28,  
Lin’s Interpretation [1]. Compare to Example 3.43 
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Example 3.43: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 26–28,  
Lin’s Interpretation [2]. Compare to Example 3.42 

 

 The second type of trill is shown in Example 3.37. The trill on the second beat of measures 29 

and 30 are followed by a suffix of two notes C-D and D-E (written by Telemann), as demonstrated in 

DVD track #3.45a. The melody does not sound continuous but lacks some connection when these two 

termination notes are not included, as demonstrated in DVD track #3.45b.  

 There are two standard termination endings for the Baroque standard trill.114 Bacilly wrote in 

L’Art de bien chanter (1668) (quoted in Donington 1989) that “the termination…is a join made between 

the trill and the note on which it is desired to arrive, by means of another note touched very delicately.”115 

The oldest termination is the turned ending. The turn is normally joined to the repercussions of the trill 

without interruption or change in speed, as discussed in the “Changing Notes (Anticipation and Turn)” 

and “Compound Ornaments” within the chapter on Fasch’s Sonata in C Major for bassoon. As mentioned 

in the above, the termination is one or two little notes of anticipation inserted just before the arrival note. 

C. P. E. Bach writes that a termination is required when trills are played on notes of a certain length and it 

must be played as quickly as the trill itself.116 As shown in Example 3.44 and demonstrated in DVD track 

#3.46a, the original musical writing does not include trill marking above the B on the second beat of 

measure 18, and it is followed by the termination note C without indicating a slur. The termination note 

 

114 Donington, A Performer’s Guide to Baroque Music, 201. 
115 Donington, The Interpretation of Early Music, 249. 
116 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 103–4.  
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moves to the arrival note C in measure 19. Since it is a cadence, the trill can be added on the B, which 

would start from above, as shown in Lin’s Ornamentation and demonstrated in DVD track #3.46b. Prof. 

McCraw suggests that the termination note C should naturally be slurred to the trill note and that a 

performer should tongue the C on next measure. Quantz also advises that the end of each trill consist of 

two little notes are to be executed at the same speed as the trill.117 The example of the two-note 

termination is as shown in Example 3.37 and demonstrated in DVD track #3.45a, discussed in the 

preceding paragraph. 

 

Example 3.44: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 18–22, Lin’s Interpretation  

 

 The trill has two main functions: 1) harmonic modification and intensification and 2) melodic or 

rhythmic coloration and decoration.118 When the trill takes on a harmonic function, it begins with its 

upper auxiliary, such as in cadential trills. When the trill serves a melodic function in the sixteenth and the 

early seventeenth centuries, it could begin with its main note, as discussed later in the description of the 

main-note trill. Starting the trill from the upper note became a regular behavior throughout the later 

Baroque period and for some time afterwards. The upper note behaves like the appoggiatura and is 

accented on the beat, so that the harmony is heard and resolves to the main note.119 The established 

 

117 Quantz, On Playing the Flute, 103. 
118 Donington, A Performer’s Guide to Baroque Music, 195. 
119 Donington, Baroque Music: Style and Performance, 124–5. 
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context of a specific ornament is used habitually in its relevant repertoire, so leaving it out is like playing 

a wrong note, such as in the case of cadential trills. Although the composer does not always indicate the 

trill, performers should play it when it is not only a decoration but a necessary ornament, as shown in 

Example 3.9.120 The harmonic ornaments, like the cadential trill, should be started on the upper note on 

the beat with enough emphasis on the upper note, like the F demonstrated in DVD track #3.47a. If the trill 

is performed on the main note, the dissonance 4–3 disappears and the expression cannot be brought out, 

as demonstrated in DVD track #3.47b. There is another possibility to add the termination notes D-E after 

the trill, as demonstrated in DVD track #3.47c. However, Prof. McCraw thinks it is better to play this 

passage without termination notes. 

 There are two kinds of simple trill: 1) the one that starts with the auxiliary on the beat, called an 

appoggiatura trill and 2) the other one that starts with the main note, called a main-note trill. Both simple 

trills end with the main note, as inherent in the natural execution of the trill, since an ending on the upper 

note could transform the trill into a mordent.121 The cadential trill discussed in the above belongs to the 

appoggiatura trill category. As shown in Example 3.45, since it has a cadence at the end of measure 6, if 

we want some sort of ornament, the first one will be a very simple trill on the A that begins on the upper 

note B-flat, as demonstrated in DVD track #3.48a. I originally start the trill on the main note followed by 

a termination of two notes G-A, as demonstrated in DVD track #3.48b. However, Prof. McCraw suggests 

that he would leave out the turn so we have time to hear more of the B-flat. We can keep the turn if the B-

flat is emphasized, as demonstrated in DVD track #3.48c. It is not the turn that is the problem. It is all 

about the appoggiatura B-flat, which is very important in the cadence to form the cadential trill.  

 

  

 

120 Ibid., 91. 
121 Neumann, Ornamentation in Baroque and Post-Baroque Music, 241. 
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Example 3.45: Telemann, Sonata in F Minor for bassoon, III. Andante, mm. 5–7,  
Lin’s Interpretation 

 

 A main-note trill with only one alteration is called a Schneller, a term coined by C. P. E. Bach.122 

The first note of the four-note Pralltriller tends to disappear due to lack of time above a certain speed, as 

discussed in the chapter on Fasch’s Sonata in C Major for bassoon. The natural tendency, thus, is to turn 

the four-note half-trill (Pralltriller) into an even shorter three-note inverted simple mordent (Schneller).123 

This is still an on-the-beat ornament, but starting with the main note as a miniature main-note trill.124 As 

shown in Example 3.6, the original music, without adding notes as demonstrated in DVD track #3.49a, 

can be compared to the other two versions of the ornaments. The syncopated G of measure 10 can be 

performed as a three-note inverted simple mordent (Schneller), as demonstrated in DVD track #3.49b, 

and the G can be stressed. If the off-beat G is treated as a four-note half-trill (Pralltriller) as demonstrated 

in DVD track #3.49c, it loses the accentuation of the syncopated G and we hear more A-flat than G, 

which is supposed to be more important in the syncopation.  

  

 

122 C. P. E. Bach, Essay on the True Art of Playing Keyboard Instruments, 142. 
123 Donington, Baroque Music: Style and Performance, 131–2. 
124 Donington, A Performer’s Guide to Baroque Music, 202. 
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The Division Family 

Changing Notes (Anticipation and Turn) 

 Ornaments that move in a variety of patterns around or between main notes are grouped as 

changing notes.125 They can be the same, conjunct, or disjunct, such as the anticipation and the turn. The 

anticipation is taken very lightly and is commonly used as a melodic, unaccented, between-beat ornament. 

It is graceful at most speeds, and in both sharp and lilting rhythms.126 As shown in Example 3.11, the 

anticipation F in the last note of measure 37 is written in eighth-notes, as demonstrated in DVD track 

#3.11a. It is performed by slurring to the previous note’s trill on E on the second quarter-note of measure 

37 and played very lightly without an accent, but treated like a pick-up to the last note F, as demonstrated 

in DVD track #3.11b.  

 Turns, as a group of changing notes, are melodic ornaments whose natural function is to join 

notes and enliven them. The standard upper turn starts on its upper auxiliary, passes by its main note, 

moves down to its lower auxiliary, and returns to its main note.127 The lower or inverted turn begins on its 

lower auxiliary, passes by its main note, moves up to its upper auxiliary, and returns to its main note, as 

shown in Example 3.37. The original eighth-note passage E-flat—G on the first beat of measure 30, as it 

would sound without adding ornaments, is demonstrated in DVD track #3.50a. The inverted turn E-flat—

F-G-F can connect them and be performed on the beat with stress or tenuto on the first E, as demonstrated 

in DVD track #3.50b.128 More discussions and examples related to the turn are included in the chapter on 

Couperin’s Concerto No. 13. 

  

 

125 Donington, The Interpretation of Early Music, 269. 
126 Donington, A Performer’s Guide to Baroque Music, 205. 
127 Donington, The Interpretation of Early Music, 273. 
128 Donington, A Performer’s Guide to Baroque Music, 204. 
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Edition Comparison and Discussion of Recording 

 A comparison of the differences between the manuscript and modern editions will be presented in 

the following section. The Amadeus edition edited by Winfried Michel is very close to the manuscript, 

and the manuscript is included in this edition.129 He did not rewrite the melody, change the articulation, or 

add extra ornaments. As recordings are one of the primary sources for my document, I will discuss the 

performers’ interpretation and highlight the recordings that are the most historically informed and 

expressive as a reference for the edition comparison.  

 Several spots can be useful to compare the editions with the manuscript. First of all, Prof. 

McCraw suggests playing the off-beat eighth-note in the first measure of the Triste movement more like 

the last note of a triplet, as shown in Example 3.1 and demonstrated in DVD track #3.51a. His recording 

sounds more like a triplet pick-up because he said it sounds unnatural to him when the first note is 

performed as an eighth-note, as demonstrated in DVD track #3.51b. He thinks it would have been 

understood as part of a triplet at the time. However, Prof. Vallon’s recording sounds more like it contains 

an eighth-note pick-up. The movement begins with a somewhat louder and slower opening roll in the 

continuo. The eighth-note pick-up then reacts to the bass harmonically. Another approach is that the 

eighth-note off-beat can be treated like a pick-up between the eighth-note and the triplet pick-up, as 

demonstrated in DVD track #3.51c, so that it will sound more naturally melodic. Thus, the off-beat will 

not be too long and too important. This discussion is also applicable to measures 19–20, as shown in 

Example 3.44.  

 The second spot relevant to this discussion is the C in measures 26 and 28 of the first movement. 

Both the low C and middle C are marked by the composer in the manuscript, as shown in Example 3.46. 

Low C gives more sonority and a stronger bass, as demonstrated in DVD track #3.52a, and middle C is 

smoother, as demonstrated in DVD track #3.52b.  

 
 

129 Georg Philipp Telemann, Sonata in F Minor for Bassoon or Cello and Basso Continuo, ed. Winfried Michel, BP 
665 (Winterthur, Switzerland: Amadeus, 1977). 
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Example 3.46: Telemann, Sonata in F Minor for bassoon, I. Triste, mm. 26–31, Facsimile.  
Compare to Example 3.37 and Example 3.38130 

 

 The last place where it is different from the manuscript is measure 74 of the second movement. 

The manuscript indicates a repeat sign and bis, as shown in Example 3.48. However, the Amadeus edition 

does not have the repeat sign but writes the repeated measure from measures 74–75, as shown in Example 

3.47. Although the notation is different, it sounds the same when performed. 

 

Example 3.47: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 73–76,  
Lin’s Interpretation. Compare to Example 3.48 

 

 
Example 3.48: Telemann, Sonata in F Minor for bassoon, II. Allegro, mm. 73–76, Facsimile. 
Comcpare to Example 3.47131 

 

 

130 Ibid. 
131 Georg Philipp Telemann, Sonata in F Minor for Bassoon or Cello and Basso Continuo, ed. Winfried Michel, BP 
665 (Winterthur, Switzerland: Amadeus, 1977). 
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 The Amadeus edition of Telemann’s Sonata in F Minor for bassoon is very close to the 

manuscript/facsimile attached in the beginning of the score. Other editions, such as the Universal edition, 

are edited and have some differences from the manuscript/ facsimile. Thus, I do not compare the 

differences between the Universal and Amadeus editions or between the Universal edition and the 

manuscript/facsimile, because the Amadeus already serves as a very close comparison. 

 Numerous recordings exist for Telemann’s f minor Bassoon Sonata. Since it is impossible to 

discuss all of them, both the recordings performed by Prof. McCraw and Marc Vallon on Baroque 

bassoon are recommended as references for anyone aiming to perform this sonata using a Baroque 

approach.  

 Prof. McCraw’s recording is very expressive and historically informed by the use of messa di 

voce, dynamic contrast (echo-effect), tapering, simple ornaments, emphasized dissonances, articulation 

variations, and other techniques. Messa di voce is applied especially in the first and third slow movements, 

such as in measures 3–4 of the first movement, as shown in Example 3.1, measures 7–8 of that movement, 

as shown in Example 3.14, and measures 1–2 and 4–5 of the third movement, as shown in Example 3.3. 

The crescendo and diminuendo make the long notes full of affect.  

 The dynamic contrast, such as the echo-effect, results in a very expressive and touching musical 

moment, such as in the beginning two measures of the first movement, shown in Example 3.1. The soft 

echo in the second measure and the taper of the slur indeed attract the listener, as discussed in the 

dynamics section.  

 Prof. McCraw does not overdress the music by adding lots of ornaments, but insists on adhering 

to the principle that simple is beautiful. We can hear the colorful harmonic progression and the melodic 

purity when the melody only includes some embellishments. As shown in Example 3.10, the appoggiatura 

C is added on the fourth beat of measure 37. The C on the fourth beat of the next measure is replaced by 

E-flat, which is an unexpected sound and brings forth a special sonority because the first note of each beat 

then forms a diminished chord A-C—E-flat. 
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 Chromaticism and dissonance serve important functions in the music being discussed here. Prof. 

McCraw begins the chromatic scale in measure 15 of the first movement, as shown in Example 3.7, with 

tempo rubato which stresses the chromaticism and impresses the listeners. The dissonance in measure 7, 

as shown in Example 3.22, is prepared with a diminuendo on the first and second beats for the unexpected 

B natural on the third beat, which is treated with strong dynamics on the surprise harmony. The 7th in 

measure 9 is also accentuated by shortening the C on the third beat and spending extra time on the off-

beat syncopation B-flat.  

 Prof. McCraw gives different articulations to the repeated theme, especially in the fast movement, 

as shown in Example 3.5. The theme in the first iteration is treated with forte dynamics, staccato, and 

lively articulation. The theme, when heard the second time, creates an echo with piano dynamics and 

smooth and legato articulation, as well as tempo rubato in measure 31 to contrast to the first time the 

theme was heard. The articulation difference is also applied obviously in the fourth movement. Generally, 

conjunct motion is performed with more legato and more smoothly in measures 5–10, as shown in 

Example 3.28. Disjunctive or leap-based figuration is interpreted in a lively way with more staccato in 

measures 1–4, as shown in Example 3.4. The exception is in measure 27, as shown in Example 3.27, 

where the same theme repeats twice and the second one is treated more legato to contrast it with the 

staccato one.  

 Prof. Vallon also provides good recordings that take a historical approach, such as messa di voce, 

diminuendo when coming to a cadence or within each measure, simple ornaments, emphasized 

dissonances, articulation variety, etc. Prof. Vallon and Prof. McCraw both use messa di voce beautifully, 

such as in measures 3–4, as shown in Example 3.1, and measures 7–8, as shown in Example 3.14 in the 

first movement. Since vibrato can also be used as an ornament, Prof. Vallon uses both vibrato and messa 

di voce in the third movement. He only uses vibrato on the C of measures 1 and 2, as shown in Example 

3.3. The rest of the long note in the third movement is treated with messa di voce, such as the E-flat in 

measures 4–5. Thus, it gives variety to the long tone but is not far away from a Baroque approach, since 
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nowadays many performers tend to play all the long notes with too much vibrato and sacrifice the purity 

and simplicity of the Baroque music.  

 The use of diminuendo in Baroque music brings forth many attractive moments, which can also 

be heard frequently in Prof. Vallon’s recording. A diminuendo toward a cadence, as shown in measures 

18–19 of Example 3.44, prepares for the return of the A’ section in the first movement. This approach is 

different from some modern bassoonists who are used to executing a crescendo while approaching the 

cadence. Incorporating a diminuendo into the phrasing, as shown in measure 22 of Example 3.44, leads 

naturally to the beginning of the next phrase. Executing a diminuendo in each measure also emphasizes 

clear metrical placement. As shown in Example 3.4 and as performed by Prof. Vallon, the fourth 

movement features a strong downbeat and then fades away. Tapering the dynamic level through the slur 

is an important Baroque approach, as shown in measure 5 of Example 3.2 and also as performed by Prof. 

Vallon.  

 Prof. Vallon also embellishes the music with simple ornaments. As shown in Example 3.2, he 

adds a turn to the fourth beat of the second measure from E-F to G-F-E-F after the da capo in the second 

movement. As shown in Example 3.42, he adds the thirty-second notes F and E-flat on the first beat of 

measure 28 and follows them with a trill on D after the da capo in the second movement.  

 Chromaticism and dissonance are also highlighted in Prof. Vallon’s recording. As shown in 

Example 3.7, the chromatic scale begins in the bassoon in measure 15 and is continued by the basso 

continuo in measure 16. The tension is built up when Prof. Vallon executes a crescendo in a three 

measure-long chromatic scale that finally resolves in measure 19. He stresses the dissonance in measure 9, 

as shown in Example 3.22 by initiating a diminuendo to the C on the third beat, as well as shortening it 

and lengthening the following syncopation on the off-beat B-flat. 

 Prof. Vallon also applies various articulations in his recording. For example, he treats the happier 

and lighter A-flat major section in the fourth movement with various articulations. The lighter character is 

expressed by staccato articulations, as shown in Example 3.27. The articulation changes to those of a 

smoother and longer character from measure 33 onward (with a pick-up), as shown in Example 3.36. The 
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style again changes to a sharper and shorter articulation in measure 37. Legato articulation with slurs—or 

even with rubato from measures 40–43, as shown in Example 3.8—brings more articulation possibilities 

in the following passages. Prof. Vallon performs the last passage with staccato in the sixteenths and slurs 

the thirty-second notes from measure 44 to the end, as shown in Example 3.8 and Example 3.9.  
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CONCLUSION 

“Harmonic orator must scrutinize the score that has come down to them across the centuries; 

they must breathe life into it…Give it a soul, give it expression.”132 This quoate by Ranum from The 

Hamonic Orator is exactly the goal of this document — to play in an historally informed way that creates 

meaning and expression as an “orator” of this period.    

My document provides discussions on tempo, meter, spirit, dynamics, articulation and 

ornamentation according to treatises, books, professional recordings and study experience with Baroque 

bassoon expert Professor Michael McCraw. Musical examples with detailed markings based on the 

discussion in this document are interpreted and demonstrated in my performance DVD on modern 

bassoon; chosen excerpts appear in Appendix A. Recordings of complete pieces are listed in Appendix B 

and serve as a listening reference for the reader. Manuscripts or original scores of these three pieces are 

presented in Appendix C. Scores with my interpretation and ornamentation, indicated as Lin’s 

interpretation and Lin’s ornamentation, are attached in Appendix D. An historically informed approach to 

Baroque music and its subtle regional differences can be built in these discussions, musical examples, 

recordings and interpretation scores. Through a study of these resources, we can sense the difference 

between French, Italian and German style among these three chosen pieces: Concerto No. 13 in G Major 

for two violas da gamba or violoncellos or bassoons by F. Couperin is in the French style; Sonata in C 

Major for bassoon by J. F. Fasch is in the Italian and German styles; and Sonata in F Minor for bassoon 

by G. P. Telemann is in the Italian and German styles.  

 The intent of my project is to encourage modern instrumental players, such as bassoonists and 

piano accompanists, to perform Baroque music with a sense of performance practice.  

Through developing an awareness of the different performance characteristics between Baroque and 

modern instruments and applying period characteristics to the modern instrument one can create an 

 

132 Patricia M. Ranum, The Harmonic Orator: The Phrasing and Rhetoric of the Melody in French Baroque Airs 
(New York: Pendragon, 2001), 394. 
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historically informed approach. Modern bassoonists as well as piano accompanists can be coached and 

learn to play Baroque music with sense of performance practice. Even if piano players do not know how 

to play the harpsichord, they can still serve as an important basso continuo on modern piano and function 

as an equal to the bassoon solo, rather than just serve as an accompanist in the literal meaning of the word. 

Telemann’s Sonata in F Minor for bassoon is part of the repertoire played by many beginners. Whether 

performing at school or home, not every young bassoon soloist can be accompanied by a harpsichord 

player. Thus, using modern instruments to imitate the sound produced by Baroque instruments with 

performance practice is essential and important for modern instrumental performers. I believe that 

organizing existing resources, including Prof. McCraw’s ideas and approaches, and incorporating my 

experience with playing both instruments into my document will be a useful and practical resource for 

both modern bassoonists and pianists interested in interpreting Baroque music. 
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APPENDIX A: LIN’S DEMONSTRATIONS OF EXCERPTS FROM THESE 

THREE PIECES ON MODERN BASSOON 

 Excerpts of Couperin’s Concerto No. 13 are available at https://youtu.be/Oh7MF5XRco8 

 Excerpts of Fasch’s Sonata in C Major are available at https://youtu.be/I-ii5xDXfic 

 Excerpts of Telemann’s Sonata in F Minor are available at https://youtu.be/CoYprjfZsIw 

 

  

https://youtu.be/Oh7MF5XRco8
https://youtu.be/I-ii5xDXfic
https://youtu.be/CoYprjfZsIw
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APPENDIX B: LIN’S RECORDINGS OF THESE THREE PIECES ON 

MODERN BASSOON 

 Complete Recordings are available at https://youtu.be/Fcfhgxbv7Gk 

  

https://youtu.be/Fcfhgxbv7Gk
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APPENDIX C: MANUSCRIPTS OR ORIGINAL SCORES OF THESE THREE 

PIECES 

 



 

251 

 
  



 

252 

 
  



 

253 

 
  



 

254 

 



 

255 



 

256 



 

257 



 

258 



 

259 



 

260 



 

261 

  



 

262 

APPENDIX D: LIN’S INTERPRETATIONS OF THE SCORES OF THESE 

THREE PIECES 
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