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INDREX.

Part L
The strings.

The Violin, its compass and technical possibilities, 1. — Tone-colour of the four strings, 2. — Ornaments, 3. —
Wide intervals, 3. — Double stopping, 3. — Triple stopping, 5. -— Quadruple stopping, 6. — Tremolo
vibrato, 9. — Tremolo legato, 9. — Sul Ponticello, 10. — Pizzicato, 10. — Mute (Sordini), 10. —
Bowing, 11. — Col Legno, 12. — Harmonics and their notation, 12. — The Viola, compass, technique,
and tone-colour of its four strings, 15. — Double stopping, 16. — Triple stopping, 17. — Quadruple
stopping, 17. — Harmonics, 18. — The Viola d’amour, 19. — The Violoncello, its compass, technique, and
the tone-colour of its four strings, 20. — Wide intervals, 21. — Bowing, 22. — Double stopping, 22. —

Triple stopping, 22. — Quadruple stopping, 23. — Tremolo vibrato, 23. — Tremolo legato, 24. — Pizzi-
cato, 24. — The Mute (sordini), 24. — Harmonics, 24. — The Contra (or double-) hass, Technique, 26. —
Bowing, 27. — The facilitating of difficult passages etc., 28. — The tremolo vibrato, 30. — Pizzicato, 31. —
— Harmonics, 31.

Examples and exercises. Chorals for string-quartet, 32. — Chorals for string-quintet, 32. — Ditto for trio, 33. —
The string-orchestra, 34. — Effect of the strings in extended or close harmony, 35. — Unison, 35. —
The division of long diatonic or chromatic passages among various stringed instruments, 36. — The use
of dissonant passing notes or changing notes, 37. — The doubling of various intervals in orchestral
music, 39. — Of progressions of octaves and fifths, 41. — The use of strings in orchestral music, 42. —
Of the combination or combined effect of the strings, 42. — Contrast of the strings among themselves, 42. —

Examples in score, 43—60. — Working out of small pieces for string-quartet, 61—63. — Various methods of
working a theme for string trio or quartet, 64—65. — Dances for quartet, quintet or small string band,
66—73. — Arrangement of a theme for small or large string-band, 74—77. — Various tone colours
produced by mixing the strings, 78. — Songs with accompaniment of quintet or string band, 79—82. —
Pieces for violin, viola, or violoncello, with string accompaniment, 83—87. — Arrangement of old and
new pianoforte pieces for string orchestra, 88—95.

Part IL

The wood-wind.

The large flute (in C), 2. — Ditto (in D flat), 4. — Ditto (in E flat, ‘third flute’), 4. — The small flute (in C
D flat and E flat), 5 and 6. — The Flute ‘d’amour’, 6. — The Flageolet, 6. — The Czakan, 6. — The
Oboe, 7. — The English Horn, 9. — The Oboe d’amour, 10. — The Ohoe da Caccia, 10. — The Bassoon, 10. —
The Double Bassoon, 13. — The Sarrusophone, 14. — The Clarinets, 14. — Alto clarinets, 19. — The
Bassethorn, 19. — Bass clarinet, 19. — The Saxophones, 20. Their compass, tone-character in the various
registers and their capabilities and use. — The number of wood-wind instruments which are used in
various sized orchestras. — Notation of wood-wind in the score. — Tone-colour of several instruments
sounding simultaneously in different registers, 21.



VI

Score examples 22—32, — Examples and exercises. Three and four part chorals for wood-wind, and the
arrangement, of piano pieces for four wood-wind instruments, 33—37. — The strengthening of weak, or
the weakening of too strong-sounding registers, 37. — Chorals and free arrangement of pianoforte
pieces for 5, 6, 7, 8, 9, 10, 11, 12, 13, 14 and 15 wood-wind instruments 38—82. — Songs with
accompaniment of wood-wind, 83—8b. — Examples with explanations and effects.

Part IIL
Strings and wood-wind combined.

Exercises and examples. Chorals for strings and wood-wind in various numbers and combinations, 1. — Remarks
on the combination of strings and wood in view of their tone-characters, 2—3. — Exercise 3. —- Use
of strings and wood in free composition.

Score examples. strings and wood in various combinations, 4—29. — Exercise, 30. — Songs or Arias for voice
with assistance of string and wood accompaniment. FExercise 30. — Pieces for flute, oboe, clarinet or
bassoon with accompaniment of the strings or wood-wind. — Score examples in which strings and wood

enter singly or doubled as solo instruments in combination with other instruments, 31—53.

Part IV.
The Horns.

The Wald- and Ventil-horn, 1. — The Bugle-horn, 15. — The Bugle, 16. — The Alto-horn, 16. — The Tenor-horn, 16. —
Their compass, tone character, capabilities and value in the orchestra.

Examples. the horns as obligato solo instruments, 7—10. — The number of horns in general use among composers
and their position in the score, 10. — The use of the various pitches of the horn, 10—13. — Tuning
or pitch by the use of ventils, 14.

Examples and exercises. Chorals for 3 and 4 horns, 17—18. — Secular songs (male-choruses) for 4 horns, 19. —
The use of horns in male choirs, 19. — Chorals for 4 horns generally in extended harmony, 19. —
Chorals for 5 horns, 20. — Secular songs (mixed chorus) for 4 horns, 21. — Examples. Transcription of
songs and other pieces for horn solo with accompaniment, 1) of the piano, 22—23, 2) of strings, 24,
3) of wood wind, 25. — Exercise. Chorals for strings and horns, 26.

Score examples, the horn or horns as solo instruments with accompaniment of strings, 26—30. — Exercise.
Arrangement of chorals for wind and horns, 30—37. — Score examples. Combination of wood-wind and
horns, 38—50. — KExercise. Transcription of songs for solo voice with accompaniment of wood-wind and
horns, 51. — Exercise. Transcription of piano pieces for wood-wind and horns in various numbers, 51—57.

Part V.
The Combination of Strings, Wood-wind and Horns.

Exercise. Transcription of chorals for strings and wood-wind with horns, 1. — Exercise. Songs for voice with
accompaniment of these intruments, 1.

Score examples. 1) Strings and wood with horns in alternation. 2) Strings and wood in diatonic and chord

progressions, 2—8. — Score examples. The strings and wood with horns in various quantities as an
independent orchestral body, as solo, accompanying or to fill in the harmony, 9—54. — Exercise. Solos
for one string, wood, or horn with accompaniment of these instruments, 54. — Exercise. Small pieces

with free arrangement for these three instrumental groups, 55.




VII

Part VL

The trumpets, cornets, trombones, tubas and instruments
of percussion.

(Explanation of their compass, tone character, capabilities and use.)

The natural trumpet, 1. — Ventil trumpet, 2—10. — Score examples a): Trumpets as solo instruments alone or used
in conjunction with other instruments. 11 —20. — Examples and exercises for 2, 3 and 4 trumpets, 21. —
The Alto trumpet, 23. — Tenor trumpet, 23. — Bass trumpet. 23. — Piccolo cornet, 24. — Cornet-a-pistons,
24. — Alto cornet, 25. — Alto trombone, 26 — Tenor trombone, 27. — Bass trombone, 30. — Double-bass
trombone, 32. — Examples with 3 and 4 trombones, 33. — Score examples, the trombone as solo and bass
instrument, 35. — Score examples b): With the use of all the hitherto described instruments and trombones,
36—44. —- Ventil trombones, 45. — Tubas, 45. — Score examples ¢): With use of the tuba, 46 —50. —

The tubas in Wagner's ‘Ring’, 50. — The Gerpent, 51. Score exercise. — The bass horn, 52. — The
bass ophicleide, 52. — Score examples d): With use of ophicleide, 52—53. — The alto ophicleide, 54. —
Double-bass ophicleide, 54. — Bombardon, 54. — Tenor-bass, Bass bugle, euphonium, bariton, 54. — Exer-

cises and examples. Use of trumpets, cornets, trombones and tuba in combination in four parts, 55. —
Exercises and examples. Use and combining ot trumpets, cornets, trombones and horns, 57. — Exercises.
Arrangement for trumpets, cornets, or trombone solo with piano accompaniment or strings or wood-wind,
H8—5HY. — KExercises. Chorals for trumpets, horns, trombones and tuba, 60. — Kxercise. Use and
combination of all wood and brass, 66. The percussion instruments. — The drums, 67—71. — Score
examples e): Drums with wood, brass and strings, 72—90. — Exercises. Chorals for full orchestra, 91—94. —
_ The big drum, 95. — Cymbals 96. — Small or military drum, 97. — Roll drum. 98. — Triangle. 98. —
Basque drum. 99. — Tambourine, 99. — Tamtam, 99. — Castagnets, 100. — Glockenspiel, 101. — Xylo-
phone, 101. — Bells, 102. — Score examples t): Percussion instruments with strings. wood and brass. 103—113.

Part VIL

Harp, Mandoline, Zither, Guitar, Piano (Cembalo), Cymbal,
Organ and Harmonium.

Harp, 1. — Mandoline, 15. — Zither. 16. — Guitar. 17. -— Piano (Cembalo). 17. — Cymbal, 17. — Organ, 17. —
Harmonium, 23. — Their use and value in the orchestra.

Score examples a): Use of the harp with the other instruments, 6— 15. — Score examples b): Organ alone and
with other instruments, 19—22. — Score examples ¢): With dissonait changing and passing notes, 25—31. —
Different arrangements of the orchestra, 32. — Dynamic nuances, 32. — Contrast, 33. — Of instruments
in solo and choral singing, 33. — Of tone-painting, 34. — Arrangement of dances, 34. — The addition
or subtraction of different instruments; 35. — Exercise. Dances for small, medium or grand orchestra, 35. —
Score examples d): 37--53. — Score examples e): Tutti passages, H54—61. — Exercise. Marches in concert-
form, 62. — KExercise. Arrangement of piano pieces for orchestra in a variety of ways, 62. — Kxamples
mostly for full orchestra. 63—87. — Ot church and secular music for soli, chorus and orchestra, 87.



PART VI

The trumpets.

(Tromba or clarino, trompette.)

1) The natural and ventil trumpet; 2) alto-; 8) tenor-; 4) bass-trumpet.

The natural- and ventil-trumpet.
The trumpet occupies an important position in the group of brass instruments in the orchestra. Music for
it is written in the violin clef, and its compass is from
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The tone of the trumpet is, f or ff, clear, brilliant and ringing; mf expressive, and p, tender and even
noble; it is particularly useful in expressing exaltation, pride, chivalry, warlike and joyous feelings. The trumpet:
occurs in various pitches, like the horns; at every pitch the following are playable:

>
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since these are the open or natural tones. The trumpet has been in use since the beginning of the 17t century
Monteverde wrote the overture to his opera Orpheus for b trumpets. It was the earliest wind instrument to be
used regularly at the end of the 17 century in the orchestra in combination with the strings, but it was not
then very prominent. It was first used a due or a 3 in brilliant passages by Bach and Handel, as well as a
solo instrument and with the human voice.

From that day to this the trumpet has been much altered and improved, not only mechanically and
technically, but in the actual use made of it. The older masters were limited in its use to the deep and medium
open tones (cf. table s. v. ‘Horn’ pt. IV) and the artificial tones of the upper octave of the D or C trumpet; thus:

o stenbeishobenie £
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Nevertheless the instrument was very effectively used by these immortal masters in the following works:
Handel, Alexander’s Feast. J. S. Bach, B-mi. Mass.
” Judas Maccabaeus. S ” thristmas Oratorio.
” Israel in Egypt. ” St. Matthew Passion.
» The Fire and Water musiec. " Cantata ‘Ein feste Burg'.

In these works the trumpet part often goes up to notes which cannot always satisfactorily be played by
modern players on the C- and D-trumpets because of the technical difficulty and the great strength and
endurance required. This may be due to the fact that in past times the pitch was lower than now, the nature
of the instrument and of its mouthpiece may have differed, and the players trained with a view to their per-
forming such music. '

*) The crotchets can only be produced by a particularly good embouchure on the C- and D-trumpets, the former of

which sounds as written for, the latter a tone higher.
**) In order to play such passages now players use a specially constructed tramnpet in 1) whose compass is from,

the minims are open notes.

With all .chromatic intervals.

This sounds & major 2nd higher than written .os:

Copyright 1893 by Dorffling & Franke. Leipzig. DsF6
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In the latter half of the 18% century the trumpet fell into comparative disuse and its brilliancy waned;
players neglected the higher octave in which they could have played melodies, and thus the instrument became
as it were subordinate.

An advantage accrues from the use of crooks, whereby the beauty and characteristic quality of its tone
is enhanced, and the number of practicable keys increased. This use of crooks began with the lower pitched
trumpets; thus the trumpet in C had BY, B? and A crooks. Later the trumpets were constructed shorter (the
tube wound more) in EP? with D and C crooks; then followed the F-trumpet with E, E?” and D and even D?
and C crooks. A trumpet in G was constructed with F, E, E» and D crooks.

Through these means the use of the trumpet was naturally extended. Haydn used the D, C- and Bb-
trumpets, Mozart that in E?, Beethoven that in ¥ (Egmont), Weber that in E (Jubel-Overture). Trumpet parts
in A and B% are not often found; still less often those in D2 or F4%.

Of these variously pitched trumpets the open tones only were utilized. By means of the above-mentivned
shortened form of the trumpets the player was enabled by stopping (cf. Horn part IV) to play diatonic and
chromatic scales. But this stopping destroyed the original trumpet tone, and left in its stead one of a duller
quality. So far as I am aware the classical masters made no use of these stopped tones, yet they were appareutly
frequently used by the wirtwosi of their period.

The Ventil trumpet.

A great advance was made by the discovery of the ventil, which was introduced to the shortened trumpet.
Now the intervals vhich lay between the open tones could be produced of like strength with the open tones
themselves. Since the discovery of the ventil the natural trumpet has gradually disappeared from our orchestras;
yet it is still occasionally found in operatic music and in marches and in cavalry bands, where it is used for
trumpet calls, which are constructed of open tones only.

On the following table 15 different pitched trumpets will be found, which are divided into three classes,
deep, medivm and high. The tone in the deeper octave of those in C. B%, B2 and A is full yet not very clear;
of the middle octave it is clear and noble; and of the higher octave very bright and penetrating. Horns in F,
E, E2 and D are quite different from the above in tone-colour. In the deeper octave they are clear and full, in
the middle brilliant, and in the upper the practicable tones are sharp and piercing.. The high-pitched horns C,
BZ, B2 and A, the deep register sounds similar to the same register of the deep C-, B4- and Bb-trumpets from
et to g1; and from g¢' to g2 the tone is clear. The more difficult tones from g2 to ¢3 are sharp and disagreeable.

The tone of the rarely found trumpets in D2, G and AP is as follows. On that in D2 it resembles that
of the D- and C-trumpet. The G-trumpet is sharper and harder than that in F. The AP-trumpet is the dullest
of the three.

On the following table the minims are the open tones. The small brackets (——) show the deeper notes
which are not clear: the large brackets show the best register: the following two small brackets over the higher
notes show these which are difficult — which are generally only used f or ff. The first of the two brackets
over the deep tones shows these which are dull and hollow; these are not included in the notes for higher
trumpets.

Dy F.6



Method of writing for (and actual sound of) trumpets in all keys.

,a_
1Te
e

Actual
sound.
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in E».

Medium pitch.
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in E.

in F.

in G.

in AY (alto).

in A (alto,

>

in B (alto). ’

ngh pitch
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in B falto).

in C (alto).
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deepest 8ve. ' deep 8ve .

Actual
sound.

NB. The notes ¢}, d, d¥ aud e in the 3rd 8ve are not written. D.y E 6
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Almost all the intervals in the above table, if written too high nor too low, can be played in all grades
of strength; and most rhythmic figures can be played in slow or quick time and in any key.

) 4964 o oeedsde < 77 i
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*) Difficult on the E and F trumpets.

Diatonic and chromatic scales and passages of chords are playable legaio or staccatn and with all nuances.

as the following example shows. But rapid successions of notes in keys having more than two sharps or flats
ofien offer considerable difticulties.

A115e_gr‘o._ — \'Ioderato
A T =

‘---_---—_
-"-- -’------ g3

Andante or Modergto.

- | ¥ L4 H ; 11 [ e
' r e®. . - "L Ad Y
RS z = *)
|
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g e 3% ' L=
L&~ Allegro . Simile
l g . .
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— e A e e
< o BE; simitle 7 37

Legatoand staccato or both combined.

| . — ——
~ . i 1 D

1T T7T 7
Sy 1oy == p A
— ¥ge¥ = ;i simile
Moderato.

*) Difficult on the E and F trumpets. 7 33 3

If quite short or moderately broad notes or the reverse are required to bs played they must bhe so described

hard, broad
o soft, short soft, broad hard, short ToTN

or .
as in the annexed example: W‘ e e e } ,’ 4]“ etc. A leap of an octave in

') e =

the higher positions % is difficult in D, E2, E or F,

Dy F6
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as also it is to attack a passage p or pp beginning so high as @ especially in E and F,

P 10 in E or F.

Thus this e. g R F————tiE-—@powew =4 would be dangerous for many players. The following
1) in D or Eb. . o :»)i in E or F. - 3) in E, Eb or D.
are easier: %) ; i e —— e | S—— S— e o
T SASSER S G'}: i e —— = }\}frelr }'L‘;é'ﬂ:ihléé? = 1
»r v re 3 » ¥ wf

Ornaments can be played by clever trumpeters both neatly and well on any interval between
, Trumpets in D, EP or F.
%

CEEE '
Shakes are also playable within this comp:ss, but are rarely of good effect. Double-tongueing is used

often instead - that is a rapid repetition of the same note. This tremolo or vibrato is produced by the player
speaking, as it were, the syllable tike, tike or teke, teke into the instrument. This effect is notified thus in

bttt

-

the score:
“Moderato or Allegro. .

) -

[} ! B T

Not infrequently the sign #r is placed over a note. But as a shake is not meant, obviously the other
method, which leaves no doubt as to its meaning, is the better. These ornaments are only used in solos and
generally even then only in the middle register. Still, the tremolo can be played on other notes which lie neither
too high nor too low. Open or natural notes should be used where possible. Efficient players can make use of
this tongueing in all grades of strength from p to pp.

Although all keys may be used for the trumpet yet it were better only to use those with less than 2 or
3 sharps or flats if possible. In our work the orchestral ventil trumpet is that which we have studied. By
using the trumpets in D, Ef, E and F other keys with more sharps and flats become comparatively easy; the
following table will be of use to the student.

For a piece in C-major: Trumpet in F playing in G-major, or in D playing in B2-major.
”n n ” » G- ” ” ” D ” ” F- ”» n » E ” ”» Eb' ”
n oo n ” D- ” ” ” D ” ” C- ” n » E ” ” BP- ”
no» ” ” A- » ” ” D ” » G- » n on E ” ” F- ”»
w0 ” E- » ” ” E ” ”» C- » " o» D ” ” D- »
n o o» ” B- ” ” ” E_ ” ” G' ” n » D ” ” A- ”
”n N ” ” G- ” ” » E? ” ” EP- ” -

n » ” ” Db" ” ” ” Eb’ » » Bb" ”
] » ” Ab" ” ” ] Eb ” ” K- ” n n F ” ” E b- n
”n 9 ” ” Ee- ” ” ” E 4 » ” C- » " » F ” ” Bp- "
" » ” ” Biz' ” ” » F ” n L=y n on Eb 8 ” G- ]
n o o» » ” F- ” ” ” F 9 ” C- »
w w » » A-minor: ” 5 B ” , F-minor, , , D » G -minor.
» o on n ” E- ” » ” E ” ” C- ” n o» D ” ” D- ”
n » ” ” B- ” ” ” D ” ” A- ” " o» E " ” G- ”
no» ” ” 4#" ” ” ] D ” ” E- ” non E ” ” D- ”
] ” ” C#" ” ” ” E ” ” A- ” ) D ” ” B- ”
n o9 ” G#‘ » ” ” E ” ” E- » L) D ” ” F_#' ]
”n » " ” E?- ” » ” Eb ” ” C- ” ” on F ” ” B7- ”
noon ” ” B?- ” ” ” F ” ” F- ” »on Eb » ” G- ”
N n» ” F- ” ” ” F ) ” ”» C- ” ” » E5 ” ” D- ”
noNn ] C- ” ” ” E? ” ” A- » y ” F ” ” G- »
n o m ” G- ” ” ” D 9 ) F- ” ” » E!? ” ” E- »
n oy o» ” D- ” ” » D 2] ” C- ” { rr Eb 7 ? g: ?
” » ” ” ”

*) Nos. 1 and 3 are difficult f = p. No. 2 is playable in all grades.

DsF 6



The following table shows the actual tones produced by the various trumpets, and their open notes. The
more open notes the better the effect produced.

C ’ T rf; :: ; f 4
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Cf. in the following the uses made of the different pitches.
Haydn. Symphony in B?-major, movement I, IIT and IV, Bb-major 2 trumpets in B” (basso), 2 horns in By basso.
movement I, F-major 2 trumpets in C (basso), 2 horns in F.
» G-major, movement I, ITT and IV, G-major 2 trumpets in C (basso), 2 horns in G.
movement II, C-major 2 trumpets in C (basso), 2 horns in C.
Mozart, Symphony in EP-major, movement I, IIT and IV, D”major 2 trumpets in E?, 2 horns in Eb.
» C-major, movement I, IT[ and 1V, 2 trumpets in C, 2 horns in C.

4 ”
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Beethoven, Symphony in E”-major, movement I, ITI and IV EP-major, 2 trumpets in EP. 3 horns in E?. 4
movement IT C-minor, 2 trumpets in C, horn 1 and 2 in C, horn 3 in E™.

" »” » BP-major, movement I, IIT and IV B?-major, 2 trumpets in B? (basso), 2 horns in Bp basso.
movement II Eb-major, 2 trumpets in E?, 2 horns in E?.
” ” , C-minor, movement I and III C-minor, 2 trumpets in C, 2 horns in Eb.

movement II A”-major, 2 trumpets in C, 5 h01n> in C.
movement IV C-major, 2 trumpers in C, 2 horns in C.
" ” y» A-major, movement I and IV A-major, 2 trumpets in D, 2 horns in A.
movement II A-minor, 2 trumpets in D, 2 horns in E.
movement IIT F-major, 2 trumpets in D, 2 horns in D.**)
,» F-major, movement I, IIT and IV F-major, 2 trumpets in F, 2 horns in F.
Weber Overture ‘Euryanthe’ EP-major, 2 trumpets in E?, horn 1 and 2 in B? alto and horn 3 and 4 in Eb.
»  Jubel-Overture, E-major, 2 trumpets in E. horn 1 and 2 in E. and horn 3 and 4 in C.
Schubert, Symphony in B-minor, movement I B-minor, 2 trumpets in E, 2 horns in D.
movement IT E-major, 2 trumpets in E. 2 horns in E.
Mendelssohn, Overture ‘Ruy Blas’, C-minor, 2 trumpets in C, horn 1 and 2 in €' and horn 3 and 4 in E,.

» ” ‘Fingals Cave’, B-minor, 1 trumpets in D, 2 horns in D.
” ” ‘A calm sea’, D-major, 2 trumpets in D. 2 horns in D.
» Reformation-Symphony, movement III B2-major, 2 trumpets in E?, 2 horns in B? basso.

movement IV D-minor, 2 trumpets in D. 2 horns in D.
Schumann, Symphony No. 4 in D-minor, 2 trompets in D, horn 1 and 2 in F, Lorn 3 and 4 in D.
” ” No. 3 in EP-major, movement I and IV E2-major, 2 trumpets in E2, 4 horns in E¥.
' movement IT C-major, 2 trumpets in F, horn 1 and 2 in E. horn 3 and 4in C.
Volkmann, Overture ‘Richard III', F§-moll, 2 trumpets in E, 4 horns in E.
Brahms, Symphony in C-minor, movement I (-minor, 2 trumpets in C*), horn 1 and 2 in C, horn 3 and 4 in Eb.
movement IT E-major, 2 trumpets in E, horn in E.
movement ITI AP-major, 2 trumpets in B,*) horn 1 and 2 in E2, horn 3 and 4 in Bbasso.
movement IV C-major, 2 trumpets in C, horn 1 and 2 in C, horn 3 and 4 in E.

- ” ,, D-major, movement I and IV D-major, 2 trumpets in D, horn 1 and 2 in D, horn 3 and 4 in E.
movement IT B-major, 2 trompets in B, 2 horns in B basso.
” Academic Fest-Overture, beginning C-minor, now C-major, 3 trumpets in C, horn 1 aud 2 in C,

horn 3 and 4 in E.
Wagner, Overture ‘Tannh#tuser’ in E-major, 3 trumpets in E, 4 horns in E.
” Faust Overture in D-minor, 2 trumpets in F, horn 1 and 2 in F, horn 3 and 4 in D.
” ” " in C-major, trumpets 1 and 2 in F, trumpet 3 in C. 4 horns in F.
Trumpet music is always written in C; the necessary sharps or flats of the prescribed key are ofren given
at the beginning of the trumpet part. But as many players are unused to the signature being placed at the
beginning, the sharps and flats should also be placed as accidentals in the music itself. Thus

Tromba in F. in D. in Eb. s inE.
y el 111 111 ] i i T N—— ks o
N 7s | W) A ) . h
GLESSEEIL RS T e L i e e e e e B e S m
D& . e ! .
sounding in BY sounding in F*; mi soundirg in DP. sounding in ['4.

If in the course of a piece a modulation occurs, or the movement continues for any time in a key other
than the original, no alteration of the trumpet pitch need be made. but that retained with which the player
began. In such long excursions into foreign keys no particular signature is written for trumpets, accidentals
being utilised instead. But if a solo part vccurs in a foreigm key, to which that of the original trumpet is not
well adapted, a new crook should be used, and to allow of the change being made comfortably, the trumpeter
should have several bars rest.

The following table will be of service in showiug such changes.

Moderato. ]

Tromba in D S Modulation-passage.

6 T olo. A_LiT s o s s O T 12 |ln E T §

4 + ln—[lIl AT 1 n T 1T 1177 - b -l M
L/ 1 1 I 1 rl\lj'll o Q 1 s - dessoel s ) IS —— 11 1 T gle

T 1 Hl I 1 T T /T g 1 v 171 1 ] | 1 ] SV Y | 1 1 |=IIV=LI - 11 1

() < o4 & _EJ' s = & ;: ;4. ~n
-

After a time, as necessity requires, the change back to D may be made.



The high C-, Bi-. BP- and A-trumpets, which have been adopted in the orchestra, are introduced by the
player, not by the composer or conductor. They are in fact rarely noted by the composer in the score for their tone
is not the full, brazen trumpet tone of the lower trumpets; as conductors have done little if anything at. all
against this certainly not advantageous innovation, no good purpose would be served by fighting the battle of.
the trumpets here. The following examples show clearly enough that it is better to retain the trumpets of medium
pitch (including those in (' basso. B4 and B?), more especially in the works of the old masters.

Beethoven, ‘Leonore’, overture No. 2

Trventne?
*) The notes marked thus are produced by means of the ventils; the original Beethoven, ‘Eroica),

consists entirely of natural tones.) symphony.
‘ P A A A
Trombi ﬂ—m:ﬁﬁj i i 3 Trombi [[#3F [ e e
in Ep. 4 VA A P A P L R e e in Ep 4 .
v OV : :H u "v o—0 --‘.v‘- & II n . Fx | 4 1 = F r 1
e ? A il islis
A 2~ nanal O I", r-";—.fh ;Nmm*:"ﬁiﬂ\ ) ATEIE}',‘LI % % 9 x
Tromba o 2= ’I_‘ror}r;bl 1 I
i t in
n By ' XKPX XXX SXROKO XXX XXO0XO 4 O [ 1 Ia l I f
o o)
Mozart, Don Juan’, overture. ~ Weber, ‘Oberon’. Act TL. des Rezia. Me,y\f'ge"% Robert theu’I)evﬂ', Act 1L
Andante. / p Andante, , oderato. A A wE
Trombi Y (I ) 4 T.I'0mbll ey 7 . Trombi H
in D. 7 — € in C. S - jd {L Hl in B basso 0 9°e %2 %5 pr e g
sT=f s|==|r2 ; e
'U X XX X x 3 x
F-N 4 i 5 0 x0 luX My mE x x
Trombi -——+———¥1 Tromba T o Trombi - o
i A. Mt +1+%4 inC alto. X 3+ in A.
(3} % -—_ F- — o % o b4 N -EE " x -~
? ? ° % XX % X X X
Auber, ‘F'ra Diavolo’, overture.
Allegro. o . .
_}__)ial__:. 1 3 B o 8 o | f—f— .
e e heeie e te 1 ile eoste el L Tsetel Jotelt KT ITII KU PRI
: o T oes %o o b =e=ol e S i e -
- ? g »
Tromb et P R el —— \
e FoITE A - A S S eees Svr
-A-4UEL I EEEE EEEAET-E P2 | EREE EUET T @/ B EUEEE R I > wdx
x X, X
* o__ooloXo o " Mx  xx|x xwxux ¥ ocojlo xoxox * *x ¥
T;‘om\ba : o 1 Ne—— T Ke - &
in A. ; . .
X XX XXX XXX ‘o' x\-x x ¢'.e, x * . ]

Trumpets can be used alone, doubled or trebled and as solo instruments, as well as as for rhythmic, or
decorative purposes, for filling in harmony, accompaniments. Examples of these uses will be found later in the
scores in part VIL '

The tone of the trumpet is quite noticeable even when produced with little power among strings and wood-
wind, and in the full orchestra f or f if too much power be used, it is obtrusive and overpowering; and again,
when an interval which should be subordinate, is given out f by the trumpet. A study of the scores of Haydn,
Mozart and Beethoven’s symphonies reveals the fact that these masters used the trumpet for rhythmic figures and in
{ passages to mark the strong beat. Beethoven, however, extended the use of the trumpet, as may be seen in his
symphonies in A-, C-minor and in the ninth, while still further have modern writers extended its use.

Rapid change and pitch.

By depressing certain ventils the player can immediately change the pitch by lowering it. Thus the
trumpet in F can be altered as the following table shows in this manner. But it must be noted that the free
ventils may not now be used. The 2°¢ ventils lowers the pitch a semi-tone, the 1%* a tone, the 1°t and 274 or

*) The symphonies of Haydn, Mozart and Beethoven are the safest for studying the use of more or less easy intervals.
D.xF. 6



34 a tone and a half, the 224 and 3 two tones, and the 1%t and 3 two and a half tones. The following table
shows four different’ original pitches with 5 variations created by the ventils.

Tromba in F. in E.
! 0
01 Original piteh. - Lo EE:J; : i
Actual sound.
4 4
” ’
« . :
Vent. 2 and 3 e ba«o
. . . [ )
24 4 -
4 4
33
v
Tromba in Eb. p in D.

Original pitch.

_—f—"{‘-ﬁ“w 5 | R r— *__ —H
. . 1 .
C— J T T

Actual sound.

” ”
\uvt land 2 B.
T ———
o)
r” r 1 Z.
= o N
K . Yome 9 . ‘ y
Veu Vent 2. ‘md 3 B ba“u ; Vent. 2 and'3 B>-basso.
7 4
” ”

*) The notes are always written in C (as in the original). where the new pitch is given, where it should enter; and the
notes then sound as under “Actual sound.”

D.« F. 6
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As may be seen from the above table each of the pitches can be lowered five degrees, and from the 4
trumpets, ¥, E, Ej and D, nine different pitches may be obtained. On all four of these the deep octave (1 and 2,
2 and 3, or 1 and 3 ventils) is of poor and thin tone, as in that of the deeper notes of the high trumpets; and
such sudden changes of pitch can only be satisfactorily accomplished by a thoroughly competent player. A few
examples of how this rapid change is worked will be of use. They are written in C with the new key written
abhove the music. The ventils are not given.

. )
in D. in B2 basso. in C. in E2
® [ 1 1 4 1
Tromba. e e —=1 Tromba. W 1 o= ﬁ&?ﬂ* -
A T L4 4 T —F
\Ventil 2 and 3. Y Ventil 1 and 3. Vent, Ta. 2. -.:
Open.
;. rﬂ i"” [ ] T Py I
Actual e = Actual r V2 ¥y .
sound. - L sound. _’ji;ﬁ;i#l ——- %bdl;‘
(4
trumpet.
_ B T T
1 T i § 11 K 1
11 1 T PN )i 1
e -
[ LNNVA CR y—
¥ vz
Here the most rapid change does not oceur; it isx given in the foilowing example.
» Moderato.
Andante. in D.
Solo. e . in C,
Tromba R 5" Tromba =
: s eddddde T oL : 4o et
Vent. 1 a. 2. J
or -

< Q —— 0 o o o

—s 7 S Har . S5 3 a3

Harmony. Foc— O 41rmony. Z—ps IR X3

) T T ~—

The mute or sordino — a reed of wood and metal |||, (the dark colour shows its bore) is inserted in
the bell. It causes the tone, p, to be nasal and weak; f, also nasal but penetrating. The mute has often been
used ‘with splendid effect in especial cases, as, for example, by Wagner in the Meistersinger, Coruelius in The
Barber of Bagdad, and by Lumbye in hix ‘Traumbilder’ fantasia. If the mute is required the words con sordino
must be written in the part, but care must be taken to allow the player sufficient time to insert the mute.

Trumpet parts occupy one line in the score uunless there are 3 or 4 trumpets.
The following examples in score show the different uses of the trumpet alone and a due, a tre, etc., and
in combination with other instruments.

These and those under ¢ and e etc. may serve as exercises in score-reading. \When hearing any of the
works from which these examples are taken, particular notice should be taken of the passages.

DsE6
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Examples in seore?.
NB. The following trumpets in C, BY are deep pitch.

2. Mozart. ‘Magic Flute’.
Allegro maestoso.

1. Mehul, ‘Joseph’. a2 ~
Allegro. 2 Tonnn [ T
— — 1 . 34 ooV b v vV -

&
2 Trombi , : i — r v
in Ep. A r ¢ ¢ ' ¢ ¢ - _ )
9 . Timpani . -
s in C, G. SERESs
S
3. Mozart, ‘Titus’.
Maestoso.
2 Trombi = - — t — i e i i
. . P~ T e O o
Timpani |BF e e = = s
in B, Ep. = e e T e — =
*) In the old scores, drums in ED and Bp on the notes C and G.
4. Mendelssohn, ‘A Midsummer Night’s Dream’.
Allegro vivace.
4 a3, g L Z z T 1
3Tr0mbi#_; Z_—1— ] ¥ }lr’_r‘lr_r)lJL;lLIIILJl
in C. X "E_FH{"FTH%“HH.‘."JJJAW
[J) so4¥ < 5o <= s ?- t}’.‘ 1 t-’ s v
5. Meyerbeer, ‘Huguenots’. (By permission of Breitkopf & Hirtel, Leipzig.)
Allegro moderato. (e = 138
Tromb'l, I g 1P f I | \) ‘ﬂ- Y \ ) 1 ﬂ- 8- A\ 3 { f -
o e essaer e 0t B e e — P e PR LE S e e T
D - * b o e & ===
) f ] - | R |
Tromba r - — f o t aTRY §
O.I0Iin D - - ’f"”'d . ‘_ ‘e ¢ i‘fx .4 F’ c—a L Jx’[ e I Hff‘
¥ 1“]‘D|""u 4 :-nr Y 'r
6. Haydn, ‘Seasons’.
Allegro moderato. 2
a 3. 2 2 =
3 Trombi e
in C
3 Trombi
in B basso
Instruments on the stage.
. ) [
8. Mendelssohn; ‘A calm sea’, overture. gg;’“ ~ 4
Moderato. 201, 3
I | e N e haed 3 m=t4
3 Trombi 3 ‘s : . :
in D. 0% ™ ‘3 W T 91O |99 ¢7 fi-x' - i, oS l??-x’
£ £ Ty S a7 | T | &1
3 3 - MY — PR AY
T = = ==c=—eeere i o= Ses
1

NB. The drums scored in the old style, sounding g, a (see.;lrums. pag. 67).

9. Weber, ‘Euryanthe’. Act 1. Finale.
Vivace.




10. Verdi, ‘Othello’, Act TIL
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13. Beethoven, ‘Leonore’, overture No. 2.
Un poco sostenuto.
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Schubert, C-major symphony.

Andaante.

Moderato assai.
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16. Rubinstein, 4® Concerto. (By permission of Bartholf Senff, Leipzig.)
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movement.

Qnd

18. Schubert, C-major symphony.

. (3
&l .Fl L
‘ J:. 4
M ]
1 1 1 lh l
|| ol N
A - » ||elll R A
| [T (|
- I
/J_ ! ' ) ik xass RTINS
A et | mad [THRA
9 o ||el ™
8 I » i (41 s
Bl ) .
@ ™
A o4 ™ ™ el TN
,wﬂ T e oy 1§ e
Ly T | T 1 g
M
3 A !
LY 440 L §
1)
L) r
I el Jv.. T (T =
! e T
L i <
b BE . L
: |
b :
o |
I TH-RT R HP
H ol oL I oY
oo TGP NG
. J S——— o -
pe = © A — = bm
EE- - - B g BE
© = s Fa > B e nm

(By permission of Breitkopf & Hirtel, Leipzig.)

Act IIL

19. Wagner. ‘Lohengrin’.
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*) See drums pag. 67.
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(By permission of Breitkopf & Hiirtel, Leipzig.)

Lebhaft.
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20. Wagner, ‘Lolengrin’. Act I. (Scene 2,
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Act IL

22. Spohr, ‘Jessonda’.

3 Trombi
in D.
Timpani *)
in D.
Violino I.
Violino II.
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23. Mozart, ‘Don Juan.
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Violoncello & §*)—4%
Contrabasso.

N
v
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a

Clarinetti
in C.
Fagotti.
Trombi in D.

Timpani *)
in D.
Violine I.
Violino II.
Komthur.
Violoncello &
Contrabasso.
b+ See drims pag. 67.
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24. Brahms, Haydn Variations.
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25. Schumann, ‘Manfred’, overture.
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27. Wagner, ‘Lohengrin’.
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Exercise 1.

When a thorough comprehension has been acquired of the capabilities and use, tone and so forth of the
trumpets, the simplest examples, such as small fanfares for 2, 3 or 4 trumpets, (in which only natural tones
occur) may be practised.

2 Trombi in F, E, E2 or D.
>

&

3 Trombi in E, EV or D.

=

%\

Tromba I. II.

Tromba II. IV.

After a few of these have been worked let the pupil attempt small pieces for 3 or 4 trumpets with or
without drums in the old simple style. The drums give the bass of the harmony — the tonic and dominant.

Modern use of 4 trumpets and drums,
As in festival music.

Clarino; (old title of the trumpet) a short, narrower curled trumpet than the older sort; used in chorus
for 1 and 2 parts.

Principale; a middle part, sometimes used as the deepest (3).
Toccato; the 4 trumpet parts; when drums are absent, their part is often played in the higher octave.

Allegro maestoso.

—— ——
Clarino Primo |1+ w11

in C basso or D.

Clarino Secunde

in C basso or D. : —< s oee e =
in C basso or D. e e —
4 5
Toccato = - 1
in C basso or D. ‘T';‘ - - — s :
v e =
EEEE SERES:

Timpani in G, C

: } N + i 1 n 1 "
or A, D P - i e e e S e e

NB. For D-trumpets the drums must be tuned to A and D.

*) See drums pag. 67.
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The further use of the trumpets is explained in the later examples.
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The Alto Trumpet.

This instrument used to occur in cavalry bands in B? and A, and was written for in the violin clef. It
is in fact the same as the present high B2 trumpet already described. The notes written sound on the B? trumpet
a diminished 7*t higher, and a minor 6" on the other, thus:

Natural tones.

. 1
Notation. ——t———— .'
ANV 1 i < T 3
[ 2 J— &G < T
= g !7
g2 7 T.t f
Sound of B? pitch. - e e s
Q‘J 1 [ ] } T M

With all chromatic intervals. -

Sound of AP pitch. \_% :

Nowadays we write for the B trumpet as for the BP clarinet.

The Tenor Trumpet,

which formerly was only found in military bands, was in BP, and written for in the violin clef also. It had
the same compass as the high B} trumpet, but the notes sounded a 9* deeper than they were written. Thus:

Notation. i;

-
g I &

[
1
I
¥

With all chromatic intervals.

; R o S
Sound of BY pitch. . \PX—Fre Pt be—

The Bass Trumpet,
which in many countries occurs only-in military bands, was introduced by Wagner as a mnewly contrived
instrument into the theatrical orchestra. Those used in the Wagner dramas have 3 ventils, and are pitched in
E, Eb, D and C. They are written for in the violin clef and their compass is

PR
g —
[J)

(o)

1N
L=dE

e
L

»
1
- 1

z With all chromatic intervals. .

(o]
1
1

This full compass was used by Wagner, as may be seen in the following examples. The E bass trumpet
sounds a minor 6% lower, EP a major 6®; D a 7%; C an octave deeper. Thus:

N o B
: 1 77— — ]
Notation. > S S —
; —C T T
[J) — < T
z 2 »
S d : IE i): } ) % }T t % fy
oun DAY~ SRR MR WO /.. S W - ¥~ W A—
n * — 1 UV R 1 o
U =4
. ba A [
) T - - D7
: Eb “T’I P71 K t e 1
- 1 . Z b, | AT = 2 1
s ¥ ST h A < T 1
U [ By I
A I
: 8—1 i A m———
i in D.  — /. WS Y S Y o S
77— O — T4 T
1 o O
} A o
- o 1 (d 4 T
in C 18y 1 T X 1 7
’” in L. ] [#) | /. W T p= -
=] | EAN\S74 p=i e T
S oF < T

With all chromatic intervals.

The tone resembles that of a valve trombone, and has little of the noble colour of the trumpet, and not the
ring of the trombone. It is always written for in C and alterations in the key by modulating must be notified
by sharps, flats or naturals.

DsF 6
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In Bavaria and Austria the old bass-trumpet in the larger form in EV and D is still sometimes found in
cavalry bands, wherein it is usually treated as a bass instrument. (See example in score part VIL)

The Cornet.

(Piccolo cornet in EbR, cornet a pistons, alto-cornet or E? cornet or alt-horn.)
These three kinds, which in Germany are indigenous and are found in various orchestras and bands, differ
largely from each other in compass and tonme colour.

The Piccolo Cornet,

or high E2 cornet, is formed like a small trumpet, but its tube is broader and shorter and the bore of its
mouth-piece is ‘Kettle shaped’. 1t is written for in the violin clef, and has this compass. Ex.

It is generally pitched in ED, the notes written sounding a minor 3 higher, as the following table shows:

(High-reg:!
™ Deep-~ 1 I 'r Middle;lT; sp 2 (1
Notation. e e e S i e e 1
WT T — difficult
5 (£
T—1 ll I > lﬁa » f bxf. l’F F 1-': = (::)
Actual sound. e ol s e s s s

T T

Its tone is generally hard and sharp, raw in the deeper register, and best in the middle. The upper notes
are difficult to produce, and are sharp and piercing. This cornet is only used in military or brass bands where
it plays the melody in the middle and higher registers.

The cornet & piston

or B2-cornet in most used of the series, since amateurs as well as professionals play it. It is a sort of post-horn
but trumpet shaped, with bell and mouthpiece like the piccolo cornet. Its tone lies between that of the horn
and trumpet. It is written for in the violin clef. It occurs (1) in C, when crooks are used to alter it for the
BY, B2 and A pitches: (2) for B? with 8 crooks for A, Ak G. In its original form in C only B2 and A were
used, and in the second, in BY, only A. In German military bands it is used in B?. In France, Belgium and
Spain, and in the French Switzerland, it occurs in all orchestras, where it has displaced the trumpet. In large
orchestras there, however, the trumpet is still occasionally found, but by no means to the same entent as in
Germany. It is handier than the trumpet, speaks more easily, and is better adapted for higher music; and it
can play the same figures and passages or melodies, without becoming obtrusive. Still it should never replace
the trumpet.

In Germany, it has already been said, the cornet occurs in military bands, and but rarely in the larger
orchestras. Meyerbeer, Berlioz, Gounod, Delibes, Massenet, Bizet and others have used it a due in their works.
In such orchestras as have no cornets, the trumpets take their place; but this is often not of good effect, since
they are often used for playing a melody, for which the trumpet is too sharp and hard.

*) By Janissarie or Harmony music an orchestra is un deestood in which occur, wood, brass and percussion instruments.
Ds¢F 8
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The following shows the compass, the best registers, the method of ertmg and actual sound of these

instruments, with the various pitches.
™ difficult —jfvery diff.

Cornetto in C T bad T e oo B e e #"Ale
ornetto in : : i~ e o o
sounds as written, XP— 1 : :

= e oF

. . . . . : 1 . .

Cornetto in B i e T
a !/, tone deeper. 3P =

L =

Cornetto in BP

a tone deeper.

et

Cornetto in A
mi. 3rd deeper.

Cornetto in AP
a 3rd deeper.

Cornetto in G
a 4th deeper.

Actual sound. i
o

[y
QL

bats #ie
NB. The semi tones are open or natural tones.
Every interval, if neither too high nor too low, is playable in all grades of tone, as are all diatonic and
chromatic passages in various rhythms, all kinds of ornaments, and the rapid repetition of a tone (cf. trumpet,
‘double-tongueing’). Slow, flowing melodies and decorative figures of accompaniments are often very effective.

(Cf. score Exs. part VI, and part VII).

[YAN

The Alto Cornet

or Ep-cornet (or alt-horn) is like a trumpet, but its orifice is slightly wider, its bell broader. It occurs in F
with the two varieties of crooks for the EP pitch, and in Eb with crooks for D. Music is written for it in the
violin clef: its compass is as follows: —

["High-register.

Middle-

. D
Cornetto in F £
a Hth deeper.

Cornetto in E
a mi. 6th deeper.

Coruetto in Es
a oth deeper.

Cornetto in D
a dim. 7th deeper

Actnal sound.

The tone of this cornet is generally raw, hard and rough, and the instrument is usually used in cavalry
or brass bands a due (in EP), instead of the natural or valve horns. The alto cornets are used to accompany
or to fill in the harmony. In some infantry bands 2 E”-cornets are found as well as 4 horns.

*) generally in ED.
Dsk ¢
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The Trombones.

The trombones are the oldest and most sonorous of the brass. The double slide can easily be lengthened
or shortened by the player with the right hand, whereby notes of various pitches can be produced. The trombone
is a non-transposing instrument, the notes sounding as written.

There are four kinds of slide trombones, called like the various human voices, soprano or discant, alto,
tenor and bass. In more recent years a 5% kind, the double-bass trombone has been brought into use, for
example, by Wagner in the Nibelungen-Ring. The discant and real tenor trombones have now disappeared,
but the alto and tenor-bass and bass trombones still are used, the last with a variety of compass. Often 3 tenor-
bass or 2 tenor-bass and 1 bass trombones are found.

The alto trombone

is the smallest and most easily handled of the trombones now in use, and is written for in the alto clef. It is
usually said that the instrument is in EP, which implies that it is a transposing instrument, like the horns; this
however, is not the case, as will be seen. Its compass is:

sharp —

— —_— ! best register b l’ e £
dull , gister Lo o g = B
: | N = I It l I}
T T T ]
I 1 I 1 ]
- = ——+— ]
¥ v With all chromatic intervals.

The minims are the ordinary open tones. In tone the alto trombone is between the horn and trumpet,
and in comparison with the other trombones is rather sharp and piercing f, and dull p or mf. The deep a—c

are less effective; the best register from to ¢ The high register from B to E2 and E can be used
va = o W E =

effectivively enough in the right place. It is not invariably written for in the alto clef. If in the score this
instrument has a line to itself, the alto clef is used, but when it is playing with the tenor trombone on the
same line, the tenor clef is used. Very rarely is the alto clef used in this case. The bass clef would be un-

practical.

Closed slide.. > £
o [,,bgi"_‘ 2 oshin,, ,ephe ¥ ons shite. |, be be be ,E 8 Shift. __ be & 2 £
) Y I he ¥ 1T T T T I 11 F 1 T T b1 o 10 T )| 1 i)
%Fthfvf ! ! 0 } T H H 1 [ 11 11 1 1 T 1l L ‘! T I I T I
R 11 | - 1 1 1l 1 hé ] 1 1 T = ! 1]
b I il .‘l. e + T [li’ 7 } I 11 .‘l. i 1 T 1
or 1st Position. or 2nd Position. or 3rd Position. or 4th Position.
4th Shift. ., e f# »* bth Shift. be 5. . ; 6th Shift. .ot fe
5 t 5 S S — — 1 } It i1 —
! 1l T l r T l 1 ;L 1 RF I 1 T v I |
1I T ra 1 1 10 | LA | 1 T 1l
'7{ b Py T
- .. . '
or 5th Position or 6th Position. or Tth Position.

To the player there are 7 positions or shifts, the first of course being that with slide undrawn.

*) See pag. 33.
*¥) The real tenor tromwbone has a somewhat narrower tube, which produces a more “lyric” character of tone.
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All notes in the above good register can be played in all grades of strength and shade. Rapid passages

can also be played if the intervals lie so that the player is not constrained to make too long leaps in shortening
and lengthening the column. Still rapid music is not that best suited to the trombone, and such is rarely found
in the classics. The following table will serve to show at a glance if the leaps between 2 intervals are long

or short. % 10

e
A
e

o
=
.
=g
=3
ot
S
w
0
AR
=
=3
ot
N
w0
©
bt

The following intervals are difficult and only playable in slow tempo.

505 5 16 21 1261
050550 6 0 06 16 k ,
J——po— y e |

p L — it
i p— pomep——
11 1 1
4%+ Lt

:bt: ) T+t 11 i
g, fogevasser tsvae

NB. O means undrawn.

Trills are playable by a competent player in the higher octave, but only with a major 204,

& ;Wr ‘h’bz
tr Lt e N by o LM;# h‘kh:g 5‘79 #ikbp # e £
ETHH gty ]
] T 5§

JZ» !3. I2 1 0 2. 6 5. 4, 3. 2. 1. 0.

They are rarely used.
Besides the compass described deeper tones are also available, called contra or pedal tones, written in

the bass clef. These are in the undrawn and following 3 shifts: in 4, 5, 6 they are hardly posmble and these
tones are of bad quality. :

Closed slide. 1. Shift. 2. Shift. 3. Shift.

O T T T R

= i 1 1 i
1 1 | 1 )]
re o bo s

As the pedal tones are difficult to produce, and have no very high quality of colour, they had better be

disregarded.
Cf. Ex. in score, pts. VI and VIL

The Tenor-Trombone.

The real tenor trombone, which formerly existed, had the same compass as the present one. But that now
used has often been more correctly described as the ‘tenor-bass’ or baritone trombone. As this has a wider bore,
an entirely different tone is produced, more like that of the bass or baritone voice in character in the middle

and deeper register.

This tenor-bass trombone is the most sought after of all the family
It is said to be in Bp, hut this is because in the undrawn position many of the notes are in that
It is written for in the tenor and bass clefs, but the

because of its easy handling and

cOMmon use.
scale. It is treated as a non-transposing instrument.

latter is preferable. Its compass is.

With all chromatic intervals. o be [,.2 £

| | JoeptE2EEE
——T—F i 1
=1 t —3

[ Mlddle- v L High-Position.
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As before noticed, the various notes are produced by shifts, of which there are 6, as follows:

Closed slide. b g b,
be £ = £

e
e
e

i

e
11,
e

3. Shift £

e

™
L

2. Shift [’F 55 !’; by

1. Shift
! fo £

&
el

i Cam— | T T I ) E— T
L | — L o— — I - 1 1
Zhe I } — B - T 1

It : B — i

i T

1
1
)
or 1. Position. or 2. Position. or 3. Position. or 4. Position.

4. Shift 4o ® fate | Shift, _ E;? b,, blt £ T 6 Shift #
§§2§%§i$:y;i e ' 2 -
1 T i

1 18

TTT®

et

ol
K

1
” <
or 5. Position. or 6. Position. or 7. Position.

T 1 . B— ny
[

The tone-character of the instrument alters somewhat with the various dynamic grades and registers. The
deeper is, p, sad and mysterious; f, rough: the middle, p, mild and tender; f, powerful, majestic, heroic; the
higher, p, tender but penetrating; f, sharp, brilliant and piercing. The higher compares with that Bp and C bass
horn-tone p or sf, but f the horn has not the power and sharpness of the trombone. With the exception of a
few deep and very high lying intervals all notes can be played in any grade of strength. The deepest notes
are difficult f or ff, while the highest are difficutp or pp. In orchestral music the tenor trombone rarely goes

b
beyond $F—+—  or under %

> J# f.r L nf .r.. = p

though the lower E is used with good effeét.

Rhythmical figures are playable in great variety on one or more notes, and cantabile, legato or staccato

passages also.
Rapid successions of different intervals are often difficult since the player cannot change the positions with

very great quickness.
The following table shows which intervals are difficult and which easy:
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-ow
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Shlft65 43 2 1
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Of course the easiest rapid passages are these whose intervals occur in one position thus:

bt pf s, » be o o bebe o fE
Pl et e e S mes, S
T P et Tb e —
0 5 —— 0 0 4 6—

The nearer the new shift lies to the old the easier the performance. Thus:
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.- »—_ o920
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e

°"[
i

osTTe

When, especially in rapid fempo, the player is called upon to make wide shifts difficulties and even faulty
intonation arise.
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But in slow Zempo broken chords can be played with wide shifts.
Andante sostenuto.
=

FN O i 1
21
P ha
7 &

2530 5 25 1

-‘L
065
The use of the sixth shift or 7t position is dangerous in-as-much-as the tubes are so far apart that they
may come apart, and moreover the deeper notes do not resound like the higher.
Especially difficult progressions are the following in quick tempo.

. . 5 9 [ s N 5 5
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bl b M | | ] L | I |

Accomplished players can play shakes by means of the breath on the tenor-bass trombone on notes of the
higher positions only, and on a major 2"d. Thus Ca
, ‘ \ ? . o I
ot Spk Wb wipk HE K 8
ﬁ;i il

Shift 6 5 4 3 2 1 0

But shakes are never uxed in orchestral music.
Pedal notes are also playable. These artificial notes do not proceed direct from the lowest note (e), but

difficult + very ditf.
1
H;

)
Q

begin at the bp, thus. 2

They resemble organ tones, and are only playable p.or pp in

— — t
F = 173
very slow time, and are difficult to produce because of the strength and breath they ‘require. Berlioz has made
use of them very effectively in his Requiem, and in Herold’s opera Zampa, in the first finale the bp occurs.
Whether this is meant for a pedal tone or to be played by the E» Bass trombone (see later) in the 5t position
is not stated.

The tenor-bass tromhone is used in the various orchestras thus; to give the bass, to fill in harmony or
strengthen it, to accompany, for decorative purposes. as well as as a solo instrument. In dance music ete. it plays
the melody and is often used to strengthen the bass.

The following examples show what can be done on the trombone as solo instrument.

T

Ferd. David, Concertino for tenor-bass trombone.
Allegro maestoso.  (ening.)
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*) Berlioz, Requiem .Hostias
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The improvements in the tenor-bass trombone. By the addition of a curved tube and a valve, worked
with the left hand, notes can be produced deeper than these of the ordinary compass. By depressing this valve
the breath passes through the tube and the trombone pitch falls a fifth. Thus the following notes can be played
with and without the valve.

Closedslide. d o : D Qi
. g "~ J b4 ¥% 1 Shift, "y Jud 2 Shif | ind 8. shife | 4 4 snif
oE Lok e - e
T i [ A } )X A i — #

b o bo = —

IHF

TEg
.4

q_,

i
i}
1

o

Here are the pedal notes of this trombone in B without the use of the valve.

y
=z

3 3 ba

The discovery is useful in that in many orchestras there is no genuine bass trombone, and the player plays
the low notes an octave higher than they are written, which of course is of poor effect. Moreover the difficulties
of the bass trombone are removed. But the tones produced with the aid of the valve lack the fullness and colour
of those of the bass trombone. In almost every orchestra such a trombone may now be found (see Exs. in score

Pts. VI and VII).

—
1
o
T

The Bass-Trombone.

In the group of trombones the bass is the largest and most powerful, and is used for playing the bass
parts usually. In former days there were two kinds of bass-trombones, known as the Quart and Quint bass-
trombones. These still exist, but under a different name — bass-trombone in F (Quart) and in Eb (Quint). On
the former, notes sound a 4% deeper and on the latter a 5* deeper than written, in the closed position. There
was another kind, in G, whose tones were a minor 3¢ lower than the tenor-bass trombone. These are found
usually in English orchestras, while in Germany that in F is commonest. All are written for in the bass clef,
and are not transposing instruments. The compass is

—High-Position. _2|
o

MDeep- 1 I  Middle- — ,p g 2 E E
Trombone basso 8} —T—+—T—1— o1 —
in G. 1 ! —t + {7 Tv—!r } —1 1

| ngh Position,

. 2 b-o

: ™ Deep- 1 T ;M]ddle- -ﬁ'f f"— “ =
Trombone basso *): —T—t—F Tt — =
in F. = J%%§=‘iﬂ5”r;g e e — = |

h g v * 7 THigh-Position

M Déep- 11 Mlddle- L. b, » bp. !’ﬁ £
T —]
=== =

: Bl
Trombone basso —i)- T Uln f
B in Eb 1T 11
¥ Tt
+ b 3 # v

The minims shon the notes produced with closed slide.

The shifts or positions are as before.
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The following shows the intervals playable in the various positions.

Closed slide. g > £ s o .
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or 1. Position. or 2. Position. or 3. Position.
3. Shift. fe Shift,

h, ke ke 6. St

—a 1 #i’ — qu | #;Lﬂ'

or 4. Position. “or 5. Position. or 6. Position. or 7. Position.
Closed slide. » . s . . )
b# £ £ 1 Shift. a® fe o shire be l»g 2
Trombone basso in F. ;‘L—-{—j == ! — i i —
’ i — —+&—+——+— t—Po—1—F— 1
Py T b‘ T .
or 1. Position. or 2. Position. or 3. Position.

6. Shift.

Q
=
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wn
@
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@
<
=
o
@
N
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2. Shift.

or 7. Position.

Trombone basso

in E9

he - e T

or 1. Position, or 2. Position. or 3. Position.

3. Shift, . 4. Shift, fe 5. Shift. . » 6. Shift.
I | S STV -

or 4. Position. or H. Position. or 6. Position. or 7. Position.
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The tone of this trombone is fuller and stronger than that of the tenor-bass-trombone, and in the 3

position in all registers is thick and full in colour.

On all these trombones the following tones can be played in all grades, except the lowest and highest;
and the same remarks as were applied to the tenor-bass-trombone apply equally here, in regard to practicability.
Further, it must be said that the bass-trombone is more difficult to play because of its superior size, and greater

requirements of breath and power. Neither rapid nor long passages are advisable.

The following table shows the compass of the 3 bass-trombones, their shifts, and so, those which are easy

and those difficult.

6 3

SIRIL RS

650654%21'-;-1::1

65 43 2 14 32 1 C v Lyl Aao e IRl

Shift 6 5 432 10 65 432 1,0 , :u‘_“Abﬁ.ﬁ,'.‘P###:E#r.::#.:.:
Trombone basso #): —— i - T A S S—— 4
in G F—— § I — — —
#;‘iﬂi*"& o

Shlft65 43 210

T -

Trombone basso #):— :

S383

in F.

d_J

Shift 6 5 43 2 1 0 6:
Trombone bassoﬂ-: it %

ek 4

M.LL-

in E}. = :h :f .
B

Notes lower than E@' should not be written, because usually one or other of the trombounes is missing.

Shakes and ornaments are practicable only in the higher position, but they afe not used.
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The following shows what is practicable.
-C. Belke, Concertino for bass-trombone.

Cadenza. Mov. I. b>
£ "\'#"‘h

—

Andante. Mov. II.

Allegretto. Mov. IIL. ’\"”/‘ a zmpo
) 2 —
[arllite, Leffee, maafe) R
y  J N 8 | Tl o1 - e v
I I 1~ + o
P ;
. e b 'l)
T me e

Pedal notes are also plavable, but only by accomplished playvers.

The following shows the notes plavable by the various trombones.

s . > . o
S - £ & € & s . T s E s
e w o, = £ 5 &7 '§ 'j’ £ 5
zZ ~ N @ Qg - S - S
Trombone basso :EF—O———:—H Trombone basso i 5:__———:Eﬂ 1'rombone basso ¢ "——-—————-—H
n G. i F t in Ep.
= 3 = EIENEE = 3 3 3
4 #’6 7 Z bz 3 b 2 b2 ;E
difficult very diff. difficult  very diff. difficult  very diff,

The pedal notes of the bass-trombone require even more breath than those oi the tenor-bass-trombone, and
they can only be used in slow tempo, and then not for any length of time.

The Double-b‘ass Trombone.

This monster among the brass, the terror
Wotan in the Ring. It lies an octave lower than

has been used by Wagner to characterise
It

of all trombonists,
the tenor-hass-trombone in Bp; yet its shifts are the same.

requires a great deal of breath and strength to play; its tones / or jff are fearsome and much more powerful than

those of the other trombones.
The following table shows its positions.

Closed slide. 1“ 1. Shift. | 2.Shift. .| 3Shift | 4. Shift .| b. Shift | 6. Shift .
53 I o JL T% 1C IIE"‘“ &1 | AR IJ]é_H l"=
7 Y It —H T —o—4 et ———1 - i |
1 v 11 | A 10 JX ) Ir T o = 1] Ll.é 1l 1 & 1L 1 ¥ )i
— 7 — < o — i —_ — 37 = ;“"
or 1. Position. or 2. Position. or 3. Position. or 4. Position. or 5 Position. r 6. Position. or 7. Dosition.
('f. Ex. in score, Pt. VT and VII
R. Wagner, ‘Rheingold’.
Maestoso.
a2 t } T
2 Trombone tenore. :ﬁ:@#% — 1
 —— i —— o 7= m—
L 7 ©
]
I T T L T
Trombone basso. = — ‘{ i = — E
= vedd | © ©
N v S~~——
T 1 T "
Trombone contrabasso. ——1 4: e
—— To <& = s p— g
v3|3F 3 73 = =
* Lo g T
£ » &1
1 3 - ” . d =
Wotan. r st
" Halt, du Wilder! niehts durch Ge - walt!
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Various systems of writing for trombones are found, of which the following are a few.

Trombone —o———/
alto. - Trombone
Trombone g- z alto  tenore.
tenore.
Trombone
Trombone basso.-
basso.

| Trompque é S
alto y tenore. AT 2g

D =

Trombone s 2
basso. EASRSES)

3 Tromboni

tenore.

L= =

2 Tromboni
tenore §
Trombone
basso.

If only 2 trombones (tenor-bass and bass, or 2 tenor-bass) are used, their music is written on one line in
the bass clef; that of one tenor-bass-trombone is also written in the bass clef.
In older compoisitions the trombones rarely are used alone, but usually in combination with other instruments,
and the four kinds already described are found in the works of Bach and Gluck, though here the discant trom-
bone is described as cornetto and the part played in a cornet.

s Viola.
Cornetti

Trombone
alto s tenore.

Trombone

Violoncello &
Contrabasso.

Adagio.
ob e — e e e e e
ol § —1 ; ; ; B ——
Clarinetti. == e ro. =
2 bassoons play the some as alto and tenor trombones,
M . ,
Trombone y - " 1 —
alto « tenore. - + S § S
" 1
A
Trombomne :ﬁﬁpp H —=
basso. 1 ——1 1 2
' ! I g& =
R s
Comthur I 1 } e (o) ILa —
Ver - weg-ner gon-ne | Ru - he dem Ent -[schlaf’ - [nen!
.
Violoncello ﬂh 77
L |
1

Contrabasso.

Gluck, ‘Orpheus’.

Moderato.

IR a2 |

Violini

9 ~
Ign;_”p

in L.

basso.

*} Alto and tenor trombones in the original on 2 lines
Among later composers Mozart used 4-part trombones and instead of the discant trombone he employed

the oboe or clarinet in unison with the soprano.

Mozart, ‘Don Giovanni’ (churchyard scene).

(@}

In Original alto and tenor trombone on 2 lines, in also and tenor clefs.
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TTe
TTe
T

1
1
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Schumann has used 4 in his New-Year’s Song, as Schneider has in his oratorios Das Weltgericht and
Absalom, though without the discant trombone (1- alto, 2 tenor and 1 bass).

Trombone [.II.

Trombone III.

Trombone IV.

from watch-towers,

Fr. Schneider, Oratorio ‘Das Weltgericht’.

f

*) A small discant trombone was used in later times generally to play Protestaut chorals on sundays in

T

—————T

>
Maestoso. 4 J—
08 Introd. } chl A—\
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J A . ==
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. = ! 7
Jf »
St ey e+
g B i teg? e
l 3

the churches and

*%) These cornets existed in various sizes, straight and curved, of wood or horn, and played by means of a mouth-piece.
There were 6—7 holes opened and closed with the fingers.
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In larger orchestras three trombones are usually found, in Germany and England, alto, tenor and bass
2 tenors and 1 bass or 3 tenors. In France the alto and bass-trombones do not exist — there are 3 tenor-bass-
trombones used as I, IT and III not as alto, tenor and bass. In recent times this has become more general
(through composers and players alike) in Germany, whether advantageously or otherwise is a moot point. It is
certain, however. that when the composer has written, alt, tenor and bass-trombones — if indeed composers trouble
themselves about the effects of these trombones — they have obtained other effects than those of 3 tenor-bass-
trombones. It is necessary in reality to arrange the trombones as described by the composer, and especially
should the bass-trombone be preseved since its deepest tones are not obtainable elsewhere. Even when the tenor-
bass-trombone with valve is present its notes are neither so rich nor so full.

The three-trombone music can he written in close or extended harmony and in various combinations —
as 1) alt-, tenor and bass-trombone, 2) 3 tenor-bass-trombones, 3) 2 tenor-bass-trombones and 1 bass-trombone.
The first, p or pp is dull and poorish in the lower and medium register, but in the higher sorrowful, yet tender
and rather penetrating. In mf these three registers gain in colour and power and brilliancy: f or ff, the lower
is hard but not so full, the middle powerful and fuller. the higher sharp, clear and piercing. If the alto-, tenor-,
and bass-trombones are used, close harmony is not often met with. In extended harmony this combination
resembles somewhat the tone-colour of alt, tenor and bass voices,

¢1¢

o 9
— 33

S ;

1
O

¢

The 274 and 3 sound in close harmony in the deeper register p or pp full. yet tender and dark: the middle
full, festive and mysterious: the higher mild, yet clear. Mf they gain in power and fullness — f or ff the deeper
is fearsome, the middle majestic, full and dignified. but the higher is sharp, piercing and rather harsh.

High-Position.
Deep. Middle- |
) ! [®) ﬁ§

Q 4

Z ) (@)
(9]

O

.

bttt

Extended harmony. or that for 3 various trombones is generally freer in effect. Since this arrangement
implies a wider compass, and the trombones resound in their best registers, the variety of colour and character
is enhanced. If the trombones enter as independent factors, (especially 3 tenor-bass or 2 temor-bass and 1 bass-
trombone), extended harmony is less used, and the trombones must combine with other brass. In using the alt-
tenor- and bass-trombones in extended harmony the effect is better, as already stated, the nearer it approximates
to the choral character. Even better is the effect when a trumpet or cornet in C or Bp is added to the
4 trombones as discant trombone; a horn, p, may also be used.

Generally the 3 or 4 trombones are most commonly used f or ff, for a sudden forfe, sustained harmony,
melody. in unison or octaves: yet they can be used mf. p or pp alone or with other instruments, with
splendid effect.

It must not be imagined that only 3 or 4 trombones can be employed. We find places in varions works
of all sizes where only 1 or 2 trombones are used, and that, too, where 3 are written for, but not all employed
simultaneously, that is in passages where 1 or 2 are transitorily used for some special effect.
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In the following examples the trombone is used as solo and bass instrument.

Mozart, ‘Requiem’.
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In small orchestras. where only 1 (tenor-bass) trombone occurs. it is emploved, for example in dance
music and marches, to strengthen the bass, to play the melody or a secondary melody: in combination with
2 horns. or trumpets and horns it is used for sudden effects or sustained harmonies. Also as a solo instrument,
to play the inelody of a transeription.

In larger orchestras, where usually are 3 trombones. they are less used for solo purposes, or for streng-
thening the bass. Yet they are found in this latter capacity — though it is a pity in better class music. The
tollowing examples show this kind of strengthening of the bass.

Rossini, ‘Tell’, overture.

Allegro. e )

e L CH Y = ¢ 1 iﬁ#” f ] —
Z "/ 1] ) =" L] 1 1 | Fes 1 1]

'ﬁ, 1 = ; - I 1 * '* i | 1 1
Meyerbeer, ‘Huguenots’.

Allegro. ,
e == L ;

N2 —— o C— ‘

Cf Schumann D-mi xymph.
In the following examples in score the most effective of the trombones will be seen. (Cf. also Ex. in score
Pt. VII).
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Example in seoreP”.

1. Schubert, C-major symphony.
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*) Fl. and Ob. sound as written.

**} Violins 1 and 2 are on 1 line to save space.
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Andante con moto.

3. Schubert, C-major symphony.
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4. Schubert
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Tromboni
alto §
tenore.
Trombone
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-major symphony No. 7.
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6. Schumann, ‘Manfred’, overture.
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Allegro.

7. Schumann, C-major symphony No. 7.
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Larghetto.
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8. Spohr, ‘Jessonda’.
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1I. Mendelssohn, ‘A Midsummer Night's Dream’.
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The Valve-Trombone.

These instruments are useful in that the shifts can be made quicker, yet they often leave much to be
desired on the score of purity of intonation, and are not equal in the character of their tone to the ordinary
trombone, they resembling rather the trumpet. They might, in fact, be described as alt-, tenor-, bass- and contra-
bass-trumpets. They may be necessary, but are only used when the slide trombone is absent. In spite of
certain obvious advantages these instruments have not found much favour in our better bands. The alto-trombone
with valves is found in Ep: music for it is written in the violin and alto clefs, and it is treated as a transposing
instrument. (See Pt. VII.) The tenor trombone with valves is written for in the tenor or bass clefs, the notes
sounding as written. The bass and contrabass trombones with valves are written for in the bass clef and are
non-transposing.

The following is their compass, the minims showing the open or natural tones.

With all chromatic intervals. F 12
: e f# -
Tromboue 1Py —T Tt i — —t
alto in E?. 2h Tt T 1 i — —  m—
“_i—..fﬂ"l?d_‘—i I b
: b 22E
T b 0 . T 1 t - rf- bl[a {f FF
rom} onﬁb -
tenore in Bp. - :‘, o — : 2
Trombone ) ;rl T 1 ? f- F
; — Tttt T ha P e a— — —L
basso in F. tb S » e I —
pev”
Iy i ]
Trombone e s — T t—F—=+
contrabasso in Bl;. " —Fr GJK ‘i i  — —
3333+ ’
TR

The Tubas.

Next to the contra-bass-trombone the tuba is the largest and deepest of the brass already described. 1t
is said to be a development from the improved bombardon, which it has superseded with the serpent and
ophicleide, because of its superior tone and larger compass. Its tone is full and round, and combines better with
the other brass. Its tone colour resembles that of the trombones, but is not so noble, wherefore it may be
compared with the cornet, but of course is much deeper in pitch and fuller in tone. The bass and contra-bass-
tubas are written for in the bass clef, the notes sounding as written. They are in various forms sizes, in F, Ep,
C and Bp, each requiring a separate instrument. ‘

The following table shows their compass ete.

— High'POSition'—:FE_I

T Deeps 1 M~ Middle-" 1 ebe g BE
) o — g1 .
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— — ‘. (] -— . . t '3.].-". ——
@-’ b‘l FR With all chromatic n|1 ervals [,x : ;_E__ké‘
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)
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Tuba in BY. =*

E

*) Cf. (use of method of writing for this inst.) Pt. VII, pp. 61—62.
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The pedal notes in brackets are difficult to produce and weak. On each tuba the missing notes are only
playable in very slow tempo and p. The natural tones marked x are not in tune.

In concert and opera orchestras the tuba in Ep or contra-bass-tuba in C are preferred; in military bands
these in F. E? and B?, while that in C is not often found. The tubas in F and E? have this compass:

bi. —7

“—4  the notes below ;E__

>
1 )
T

)
0
4

g

—4
= in C and Boy:

o LT

speak badly and slowly, and must therefore be used with extreme care.

Accomplished players can play in all grades of strength in the tuba’s best register: and in any key.
Rhythmical figures of all sorts are playable if the fempo be not too rapid; and even in very slow tempo quavers
and triplets should be used sparingly since they require much breath. The rapid repetition of the same or
different notes is difficult, too, and used in the wrong place they can be completely ineffective. Leaps of an
octave, tenth etc, scales and broken chords in various forms are playable legafo or staccato within the good
compass of the instrument. Rapid passages are not well suited to the instrument, but rather slow, broad,
sustained tones, and these not quite so slow which progress by easy steps; and even short, abrupt notes are
good £ In military bands, where the tuba takes the place of the double-bass, the player must execute diatonic
chromatic and chordal passages, which would be deemed difficult and not very effective in the ordinary concert
orchestra. For tender and delicate passages the tuba is not well suited, yet it can be used characteristically in
all dynamic grades alone or in combination.

Pedal notes can be produced on the tubas in F and E». On the contra-bass tubas in C and Bp they are
perhaps hardly possible, since they require more than human breath. The following shows the possible pedal
notes on the F and Eb tubas.

S e e d des ¢ k
. - 7
Tuba in £ =/ —
EENEEEE
2 7b7 243 F 3
Tuba in Ep. X !
uba in b Z . i‘ E - L _i H
7 b7 7 b7 2
8&/{&9’)
Cf. also the following Exs. in score, and in Pt. VIL
{ (¢
Example in seore®.
1. Wagner, ‘Lohengrin’. Act I 2. Wagner. 'Lolengrin’. Act II
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In diistrem Schweigen richte Gott. N Ha, wer ihm zu entgegnen wiisst.der fand ihn schwiicherals einKind!

| D.s F¢ * Cf Tymp. p. 67.



3. Wagner, ‘Faust-Overture’.
Molto sostenuto.

4. Wagner, ‘Lohengrin’. Act II. 3. Scene.
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1. Wagner, ‘Die Meistersinger’. Act ITL
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Clarinetti
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Fagotti.

Corno in

14. Mozart, ‘Magic Flute'.
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15. Mendelssohn, ‘Antigone of Sophocles’. Chor I.
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17. Meyerbeer, ‘L’Africaine’.
an Allegro moderato.
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The Tubas in Wagner's ‘Ring des Nibelungen'

These tubas are introduced to attain a better combination and completeness in the tone-colour of the brass.
They resemble a small tuba in shape, and in tone a tenor-horn in B2 or alto-horn (cornet) in EP. The 4 tubas
used in Das Rheingold and in the first scene of Gitterdimmerung are 2 tenor-tubas in By and 2 bass-tubas in F,
the first of the same compass as the horn in Bp-alto, the second as the horn in F. In the other dramas of the
Ring the tenor-tubas are in Ep, and the bass-tuba in Bj, the first like the horn in Ep, the second like that in

Bb-basso. The composer uses hoth violin and bass clefs.

In the case of the Bh-tubas the tone sounds a minor

2nd Jower; on the other hand the F-tubas a fifth lower in either clef. The tenor-tubas in Eb sound a perfect 6%
deeper in both clefs, the bass-tubas in Bb a major 9* deeper in the violin clef, and in the bass clef a major 2d
deeper, as may be seen in the following table:

Notation
" violin clef.

Notation
in bass clef.

Actual sound.

Notation
in violin clef.

Notation
in bass clef.

Actual sound

Notation
in violin clef.

Notation
in bass clef.

Actual sound.
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Notation -
in violin clef. 5 f ——
EEEETE LI

=R ;

Notation oy ——
in bass clef. WT‘ z
Py e ———

Actual sound. 4 —— 5

EE L
In the score of the Walkiire Wagner notes that the change of pitch of the tubas (BY to E?, and bass
tuba F to BY) in made easier to read thus.

R. Wagner. ‘Walkiire’. 7
2 Tuba 4 i Ta L T a } :‘i‘:‘I
tenore in ED. g o—H &
. dim. -
2 Tuba i [ = } 0 :
basso in B. Fﬁ = jﬁﬁ;—:‘tﬁ—“[ T
v ww i | “‘
dim. dim. q
Tuba 1 G -
contrabasso. e P 1 ‘j L o oe e “f
2 } o G GG I
4 Stre dim. dim. bt #'

Cf. Ex. in score Pt. VI, P. 90.

The Serpent.

This instrument, which has now completely vanished from our bands, was S shaped, of wood covered with
leather, and played by means of a mouth-piece. The bass clef was used, it was in Bb and was a transposing
instrument, the notes sounding a major 2@ below those written. Its compass was:

2 ‘{Eé&éb

With all chromatic intervals. tﬁen. ,‘J A
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The t Actfu%}l] sound.
e tone o1 the serpent was powerful, cold, raw, its intonation was
' . ' : , never above reproach. It w i
technically, and quite ‘unsulted to rapid passages. Before the ophicleid it served as the bﬁss inst, e
formerly used by various masters. riment and was

Mendelssohn, ‘St. Paul’. Paulus®
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'*) Here the music is written as it sounds. D.s F. 6



The Bass-horn.

Known as the English bass-horn, resembies the bassoon. Its body was of wood, with brass bell. Between
the body and the bell rose an S frum the chief tube, into which a mouth-piece was inserted like that of the
trombone, made from ivory or horn. In the body were 6 holes over which were keys. Its compass was
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the notes sounding as written. Its tone was powerful but rather dull and penetrating. Scales with many sharps
or flats were difficult, as were rapid passages. The instrument was used chiefly in military bands to strengthen
the bass. It vanished when the ophicleid and bombardon appeared.

The Bass-Ophicleid

resembled the above instrument, from whose shape it was developed. Its body was of brass, with holes and keys
and a mouth-piece like that of the trombone. The bass clef was used for its music, and it occurred in C, B2
and Ab, in the two latter of which it was a transposing instrument. Its tone in the higher register was piercing
and sharp; in the middle powerful but not noble; in the lower full but raw. Its-compass was
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Diatonic and chromatic progressions from f were possible if not too rapid. Shakes were practicable on a major
or minor 2% in the two upper octaves. It was found in both military and concert orchestras; Mendelssohn used
it in ‘A Midsummer Night's Dream’, and Meyerbeer in ‘Les Huguenots’ to strengthen the trombones. In Germany
it has now disappeared in favour of the contra-bass-tuba.

Examples in scored,
1. Mendelssohn, Overture ‘A Midsummer Night's Dream’.
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Fagotti.

Corno I

in B.
Corno II

in Ep.

v

Corno III.

in E.

Cornetti
in Ab,

=3
=
55
g7
2.2
o=
TD.
o
3.3

T

Flauti.

Oboi.

Clarinetti

in C.

Corni in G.

Corni in D.

in D.

Trombi I 1I
Trombi [IIgIV

in D.
3 Tromboni.

18 )
Ophicleide. lk’
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The Alto-Ophicleid,

a development from the former, was only used in military bands; it was smaller in form, and was in F' and EP,
In hoth of which it was a transposing instrument and written for in the violin clef. Its compass was as follows:
in F the notes sounded were a 5* lower than written, in E2 a minor 6'.

Alto-Ophicleide in F. in E2. . o
- With all chromatic intervals. ,,-‘09?'? £ With al}l chromatic intervals. . 0.5,10_{2
. 1 1 T IZ 1 1 1 1 i \‘J 1 old 2 1 1T 1 1
Notatiorn. ﬁ —T T 3P e e S e ™ 2 -~ S S S B
M aadddaggdeeor tH——— 9 ddadaddgeoe - T
=0 = E; . . : : s ; &0
sTT . . . - . . : : =
ACtual 0 : =+ 1 ;l -~ . : E o 3 - I P, | 1.
sound. — : o =t
3 T L% | L U T

Its tone-colour was not very effective, and it was often out of tune; now it has disappeared.

The Double-bass Ophicleid
was never much used even in France, its native place, where it used to occur in F and Ep; it transposed as the

4
p

above. Ifs compass was 2k ~

and it sounded as the alto-ophicleid.

]

|

1
—1

in EbR, . o ]
Notation. ‘/}: ] tJ F
| .,
Actual sound. L —F |5IFI':' ‘
3 3
3 b

The Bombardon

resembles the hass-tuba in form and tone: music for it is written in the bass clef: it is in F' and its compass is:

£
) o m—— 14 I)|. ? f !’}2 = E*11
7 e B s st - " M s s | +—— 1 —
I T 1 1 .‘I- al ? i Ve i { ! I L 1
i 3 sf b;* 3 With all chromatic intervals.

In France it is a transposing instrument, but in'Germany not. It has disappeared from German military
bands. Its place is taken now by the

Tenor-bass™) or Euphonium,

a small tuba with rather wider tube than that of the tenor-horn and rather narrower than that of the bass-tuba.
The bass clef is used for its music. In Germany it is used much in military bands as a non-transposing

instrument. lts compass is:

With all chromatic intervals. b

il + baf@b — 1

1\)
e
n.)

JJ==4 L)

The minims are the open or uatural tones

Its tone is fuller and more powerful than that of the tenor-horn, and resembles more that of the tuba;
its best register Leing from 4 to f or g. Scales, chromatic and diatonic, and broken chords can be played on it
by accomplished players.

*) The title Bassfliigelhorn is only found in Austria.
D.s F. 6
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Exercise |Il.

Chorals with use of trumpets, cornets, trombones and tubas in 4 parts.

The brass is less effective for contrasts than the strings and wood owing to its smaller capacity for
modulation. Yet the various brass instruments differ considerably among themselves in colour, as has already
been stated, and the following analogies or comparisons may be made. The tenstet horn resembles the flute, the
trumpet with its sharp and bright tone, the oboe; the clear and even tender cornet the clarinet; the trombone

the bassoon, and the contra-bass-tuba the double-bassoon.
Choral: ,,Nun danket alle Go}t.\

] hd } o)
Lqe G5 = . =
174 W] 1 A=A | 1
1 ) = = ﬁ - F -? —
Original. ) . Y | Fete:
g ool |0 s |43 |3
e W) s~ G- o
ZHt Pt r T
. ‘/] .
*) Added or Free part. UF rl ?‘4 ! ! ~
Exercise a. 4 Instruments.
; M AT 3. " A4' |
2 Trombi [ A——H— 1} Trombalsll —H—"—j] Tromba H—F—1 Tromba € R i s
inF S B inF. P LSres T g f Greo ™ inF. oo™
. T i e .
il ildlid el d|44|4
: gld TrombaIll —lzm=1l7z
2 Tromboni T oo . Trombone 17 o1 ; a8 i e
. 17\ VA T T 1= inF. ltost . P = rv 2 Trombouni h}‘u‘ i 4[ {
tenori. LA - Iv g altoytenon. NG S tenori. 5
Trombone ! Trombone Yy -7+ Trombone 83 e ? i ju
tenore. G basso. Tl & basso. P B - -

No. 1 is for 2 trumpets and 2 trombones arranged as in the original and sounds, f; clear and powerful.

No. 2 for 3 trumpets and 1 trombone is sharper.

No. 3 1 trumpet and 3 different is milder because of the variety of colour.

No. 4 is, like 2, rather powerful because the extended position for 3 deep trombones is not the best; it.
resembles a chorus of one soprano and 3 male voices.

All of these examples could occur in other keys; thus 2 trumpets in E (C), trombone in F; 2 trumpets in
E}p (C), trombone in Ep; 2 trumpets in D (C), trombone in D. The choral moreover could be written in D with
these pitches, whereby still more keys could be used. We selected the original key because in that the choral
is suitable for church use.

Exercise h. 5 Instruments.

) ~
1 Cornetto 61T ] 2 Trombi T
in Bp. . i 1 inF T &
-~ +P~P I -dkaa
2 Trombi S —— ) +! |+ +4‘54
. R _ EX APyl
inF. F -F- lg_ 2 Tromboni T 1:' % A IG‘
PITEI|E tenori. —
%
. el X
Tromboni g 34 2.3 Tromb. bas Z 7+ =
—= . bas. =
tenore and basso i v or Tuba. — Pt
or Tuba. ) M f 7

No. 1. By adding the cornet, a higher instrument, which is softer than the trumpet, the soprano is doubled
in unison, the other instruments remaining as before.

No. 2 shows the choral for 2 trumpets, 2 tenor-bass-trombones and bass-trombone or tuba with a free
added part, taken here by the first tenor-bass-trombone, which.in the second strophe is succeeded by the 224. This
last strengthens the bass in the octave before taking up the added part. If no free part were to be used, the
20 tenor-trombone would take the bass in unisen, or the bass-trombone or tuba would play the bass an
octave lower.

The following combinations may be tried:

a) 2 cornets in BP (soprano and alto): 2 tenor-trombones (Add. Pt. and tenor): bass-trombone or tuba (B).

1 M2 , o, ., w n 2 . (tenor and bass): bass-trombone or tuba (B).
2) e) 3 trumpets in F' (soprano, alto and Add. Pt.): 1 tenor-trombone (tenor): bass-trombone or tuba (B).
d) 3 ” N s » tenor): 1 tenor-trombones (bass): bass-trombone or tuba (B).

*¥) In Strophe II note the octave doubling. DsF 6



Exercise ¢. 6

( Instruments.

“2. o)
L Gormetto ZrE o) 1 Cometo [t prop e
in Bp. N e — in Bp. D NS B i s S B S S Here 2 parts must be doubled, or
~
2 Trombi I T T4 Tromba P one and an added part.
in F. e e inF. i > No. 1. Soprano strengthened by the
I Fx? gw A cornet, with trumpet in unison: bass
; 2' = ;1 Trombone B B e s e doubled by bass-trombone or tuba in
2 Tromboni 1
. i Alto. Lt e s S s T e : ’
tenori. P e PN T lower octave.
Trombone , g < g dapl No. 2. Soprano doubled, though here
: - 2 Tromboni o O 1 i st
contrabasso e tenore. O e —§ the 1° tenor trombone takes the free
or Tuba. v 9 = > part in strophe I; the 2»d in strophe II
Trombone G € ’Ir =
basso or Tuba.| R R S 4 g
T T <
Exercise d. 7 Instruments.
12 ey , [
1 Cornetto 2 - 2 Cornetti > JZJ v
in Bp. e e e S .4 e i e in Bp. i
o I T |
2 Trombi S 5 S— — — l{ B e S S o s Tromba e o e
inF. - i B (L v inF = )
FP ?tc © il .;'Z.,; Pete ete
Jld] < o ol H 4+
2 Tromboui [ T8t B e+ Tromboni g 1m et
tenori. P Ir? ia alto § tenore. i ——
| ] | | | Pl
Trombone Fre i j} ?:L{'/ 61— Trombone 7 6G ,j
basso s Tuba. L4 _ly F = -F F ES basso s Tuba. F f’F 14
z
Fr 7 r s [

In Ex. 1a the S is doubled in unison by cornet and trumpet, the bass occurs 3 times, by tenor trombone II,
bass-trombone and tuba, the bass-trombone playing with 24 tenor-trombone.

Ex. 1b is similar, but outer parts doubled, and an added part is played by tenor-trombone I

Exs. 2a and 2b are different in instrumentation but parts arranged as in Ex. 1a and 1b.

Exercise 8 Instruments.
a lb
. “ .
1 Cornetto P 11” L . o 2 Cornetti
o Bp. M —t 1 o e —+ 1 in Bp.
r.\
2 Trombi 13 ! F—+—1- 51— " 1 Trombi I & II.
. A\ Vi s ol 2d A W) el 7 24 .
inF. F {; ?_ N ’P F‘F’ ‘P‘ in F.
Trombone L PP ta P jr.') PP Tromba 111
alto. i 1 1 T T T in F.
elc. eté)
+ + |+
| gl 3530 |
2 Tromboni ot —1—t—++ e — —— 2 Tromboni
. IS\ NI 1 1 1 2 DS/ 1 1 1 1 .
tenori. V. T ! tenori.
| L] | [
Trombone |PErm—g et T I a1 Irombone
basso ¥ Tuba Z—P3 & Z K7 & contrabasso
as uba. > F _Ply — - F F_? — or Tuba.

Here in Ex. 1a all parts are doubled, three in unison and bass in the oetave.

b .
N YY" L B N
- 7 A
o I =) 1/ Pos Y~ P2
420 S S NIV 12 I o g
T T 17 (Y, T T
i 1 T IT IQ 1 T 1 1
1 7 o we) 1 1 T
=i o i 14 y ¢ A Ui o~ 17T
S5 e
oJ
3’ | ~
- eted ¢ +——eter
1 1 1 I
23|32 |° Z|z7|E
dg |d diddld
17 R 0 O ¢ S 7
T 7 oY 4N\ Vi i 1 1 =Y
18 1 r Vv e ]f] r
Tuba.
5): 1
1 1 Y1 4% 41
1 ] 1 1 Z HY/ d1 1 ! T
N 1 B 1 v N ) I
“ &2 il» @ &7 #

The tenor is taken by

2 tenor-trombones because 2 different instruments would be poor in effect.

Ex. 1b resembles 1a but tenor is single, and an added part occurs.

Ex. 2a is fuller in tone, all parts except the bass being in vmison. »

Ex. 2b is similar to 2a, but differs in that 3 trumpets in poor registers take the added part, the tenor
going to the tenor-trombone. In strophe 2 this takes the added part and trumpet ITI the tenor.

D.sF 6
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Exercise Il
Use of Trumpets, Cornets, Horns and Trombones in 4 parts.

Mendelssohn,0p. 59.N? 3. Abschied vomWalde.

Ex. 1 shows the song in the original key, tender
and noble in effect.

No. 2 sounds in F (a tone higher than the original)
through the pitch of the trumpets; the piece will sound
rather sharp.

No. 3 sounding in the original key; with the cornet
4 pistons in B2 the effect of the combination with trom-
bones is better and milder than in 2.

In No. 4 a semitone below the original, the horns
in G lend a sharpness to the effect of the 2 trombones.
Therefore, having regard to the character of the piece,
these particular horns are not good here.

No. 5 although a tone deeper sounds as the original,
and the effect of the 2 horns in F with 2 trombones
is good. '

Mendelssohn,0p. 48. Morgengebet.

And'ante non lento. Lk Adagio. l Q ‘ | P
1 ] . "
Soprano (R : Soprano : A1 K
and Alto. & D : and Alto. oo y
[ r r U r yriiiy k F
Orlg‘ma]‘ Thaler weit,0 |{Hohen,du scljnergiriiné‘ng.lu ete. Original. 0 |wunderbares ueieid:weigen wie einsam ists nochaufder Welt!die || €1C-
Tenor ‘J_M —;;' 'l Tenor é&i 01— %%ﬂ
& Bass. o+ § Bass. — T 7
1 LI 4 P T T 1 T
L 4 A
Tromba 1 Tromba S RN D
in Ep. ¢ aZan in Ep. ﬂiﬁ:- 1 t‘v".d]-dl- ; 4}4{ | ll\/
Tromb - o ?. e 0 W‘ WP - kd i
o, SSEEIES K PR m gy e
T ¢ ’ T T T
Trorri’bone JJ éé é“. . . 2 , '
ten.sbasso e Trombone 0 o
“or 5 o [ | & 1 HZ ©h N\ g I 11
2 Tromboni e  — ten.xbasso,u\ s 1[' . Iﬂ}’1 A — 11—
tenori
2 Trombi e o e 2 Trombi -{Mz. - ,52" b =
inF. - T’}.r inF. iﬂi- Py _HA}-\; i "
0 S W U el 7
. Tl o) 3
2 Tromboni i 2 Tromboni : H‘é# i T ’;‘:
tenori. Bt tenori e e
T ‘ r — L R
| | |
2 Cornetti oo * ¥ Zbag] 2 Cornetti
in By. T_JV? — in By.
JJ Aﬁ éi_ ete. ete.
2Tromboni ,f f?r “ e R Tromboni
tenori. ff —— tenori.
A45£ | | 1
1 } by }
2 Corni # N 7 :iﬁﬁ:# 2 Corni
inG. R Ta i LTy , inG,
) U L 7 B N A B TN AR
Jl . A | . 't J_ ete. ete.
Trombone J[)# < i o & e Trombone
tcn.shasso.l\t‘i—i’#ﬁt = . ¥ -ra— :ﬁi i — ten.ybasso. i
5.
. . H & | NI 1 L ! .
2 Corni 1,["!" L {I;# N ] : ’:ﬁ# 2 Corni D %
in F. ) g B I — inF. :
&L T IEEEEEE :
1J— [t IJM_“' “ Trombone U gdeghy 141 N1l . [ s
Trombone |EF—— 7 EErae s s U D e s T a s sisea s
ten.ybasso. i s - — - Tuba. U e t+1
Aifd < & l

Arrangement 1 is a tone deeper in order to obtain
a milder tone-colour by the trumpet in E”. Were the
piece to be played in the original with EV-trumpet, this
latter must have played in A and the 3 trombones in
C; and if the prescribed key of the Eb-trumpet were
to be given to trumpet in F, the 3 trombones must still
be in C, as in Ex. 2, which sounds a tone deeper; its
character is like

No. 3 in the other arrangement.

No. 4 and 5 are as in 4 and 5 of the other and
are similar in effect.

All of such transcriptions may be made in the original
key but the best registers of the various instruments
must be choser.

D.yF 6



658

Exercise IV

Examples for trumpets, cornet & pistons, or trombone solo with pianoforte-, strings- or
wood-acecompaniment, or the last alone.

In arranging a song etec. for a solo brass instrument with accompaniment of the above care must be
taken that

1) the key is neither too high nor too low
2) there are not too many accidentals (especially with valve instruments).
3) the original key is not too remote.

But in arranging such a piece effectively the original key is more or less disregarded in favour of that
best suited for the solo instrument. In most cases this key will be found not far from the original, as will be
seen later.

Trumpets of middle pitch (D, Eb, E and F) will most generally be used and of these that in F, and of
the high trumpets that in B2, which is treated like the cornet & pistons. Of the trombones the tenor-bass will
be selected as a rule, and care must be taken to arrange the music for it to the best advantage.

The following show the best registers at a glance. b
4

afr
Trumpets Trumpets - Cornet & plston or Tenorbasq- & '/
inDorEp. in EorF, trumpetsin hlgh BD. trombone., =2 j = |
$ 7 24

The above crotchets are hardly necessary in song arrangements, and the notes in brackets are unpractical,
and only occur in bravura pieces. It is always dangerous to attack a high passage p or mf; so also are the leaps.

73
W £
Trumpets in F. | Cornet in BQ% Trombone. % which are difficult in qulck tempo.

The following snatches of a song will be of assistance.

e

Frz. Schubert. ‘Morgengruss’.

| Missig. —~ . ]
Voice. Mﬁ_ﬁ— @ ;&m The accompaniment to this
Ey : L 71— 4 song can be played by strings or

CN"am "
N
e Miikle rin! wo steckstdu gleich dasKopfchenhin als wood and 2 horns, or strings and

i )

14

14
Guten Morgen,scho

=N

( i T wood and horns. It must be treated
& : . - tenderly.
Piano. v Bar 4. 5 -5 & 6 S g' S
LL_‘P}_’_E ¥ : > Za "
¢ gl

1l (accompaniment in Bp),

=
7 Y7

N
. ) . .
(accompaniment in () or rpr—eeteTo1e A (accompaniment in B ).

D.sF. 6
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Frz. Schubert, ‘Des Baches Wiegenlied'.

f) Missig.

Voice. [Ags = 2 );‘\ 1 kr\u{ j\“q — *; I 11" ——
3 ' , o L I — e BT . .
Gu-te Ruh, gu-teRuh,thudie Au - genzu, gute Ruh,gu-te The accompaniment to this
9 = = = = = = = song can be arranged in a variety
et — Z ; — Z——=°%l of ways in respect of the dis-
g 2 ;’r Er % 2 | vosition and choice of instru-

Piano. Takt 4. y 4 5 7 ments.
Paraii. EJ = e 14 ~
- 1 1 1 T I(J [(J 1

| I I ! f | f

in E2) be chosen the colour is bright; and even brighter is it if the F-trumpet plays in in C

~ (accompaniment in F), but the character of the piece is gone.

For the cornet in B2 the piece would be effective in C fay€—=—&—1_H

Mendeissohn’s ‘Auf Fliigeln des Gesanges'.

ﬂ Andante tranquillo. | O st ) LN
. s I I W — 1 N N o N W
Voice. lllx_“bg 2 " 2 1 fl —¢ F v 7 - o i,J__‘_/ _i.____“_'
ANV Ao B T "~ 7T P I L.
) & 4 T L & )
Auf Fli - geln des  Ge - san - - ges, Herz-lieb - chen,tragichdich fort.
{) . o P //_ s>
7 71T 1ag® 17 i
\Q\)v oy ‘1 /7 ‘[' Vi "[_ 7 I 7 [‘1_5 7 1‘1.5 7 A 4 ‘l“’ y A
. —— — — —
Piano. P . [ & [ 3 [ & [ & / 7 ( /
o B PP =

%; Tv I#__ - - T a—

This can’be transcribed for trumpet in F 1) in C, accompaniment inF'; 2) in D, accompaniment in G; 3) in
F, accompaniment in B2 2) and 3) are preferable to the others.

For cornet in B?; 1) in F, accompaniment in EP?; 2) in G, accompaniment in F; 3) in B?, accompaniment
in A?. This last is most effective.

For trombone 1) in A, accompaniment in A; 2) in G; 3) in B2, are all good, though 2) and 3) are each
better than 1).

The following songs can also be arranged thus:

Exercise V",

The similar transcription of a‘pianoforte piece, as a mnocturne, song without words, etc, is more difficult,
for here not only must the register be looked to, but the very possibility of playing the piece on one instrument.
[f it must happen, whether good or bad, whole passages and the key itself must in many cases be altered, if not
the actual melody to bring the piece within the compass of the chosen solo instrument.

A few pieces may he ‘mentioned here which can be played with but slight alterations for trumpets of the
medium or hieh pitel, and for cornets and tromlones:

Mendelssohn. “Sougs without words’, 1, 7, 14, 19, 20, 30.  Field, Nocturnes in B2 and E2.

Chopin. Nueturie in £20 op. 9.
The aceompanying instruments may be selected by the pupil himself.

D.«F. 6
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Exercise V.

Chorals with trumpets, horns, trombones and tuba.

In this exercise the various combinations of brass instruments — trumpets, cornets, horns, trombones and
tuba — are to be used in connection with chorals in order that the pupily ma acquire security and facility in
the method of writing for them. The following examples will assist him.

In these exercises regard must be had as to their ultimate use. If a choral is to be played at a festival
where the instruments assist the congregational singing, it must be transcribed in the original key, the trumpets
and horns playing the voice parts. But if this is not the case, bright or mild effects may be sought and the
best register or key selected. The character of the words, too, should not be disregarded.

The following chorals, ‘Nun ruhen alle Wilder’, and “Wer nur den lieben Gott' must be treated as it were
gently, whilst, on the other hand, ‘Ein’ feste Burg’ must be powerfully scored.

Before transcribing a choral for brass the compass of the two outer parts should be tested to find the
best register for the instruments and that which offers the fewest difficulties to the player.

Thus for trumpets in C, D, E2, E and F (S) the best compass lies within

£ IF::;:zjtgiq
for tenor- M trombone (B} M@ for bass-trombone =%

2 *4 ! l’ oz ## )

Iy

[

= The middle parts, trumpet II, cornet II, horns, alto and tenor-trombones,

for tuba. =

e

-+ —t1

—

-'- hp
accomodate themselves thus to what is required of them.

Choral. ‘Nun ruhen alle Wilder'.

# o)
e S
S e R
. . *
Original. r < | a"
$): ; = 708 7] 7]
¥y () - \
ik W - P
T .
* Free part. /
Exercise a. 4 Instruments. 3
1 1 1 /.? I ﬁ“. ]
Tromba g bhe - Tromba i Tromba ik 1
inD. 174 ] = inD. FHo= inF. -
' B NS . e , e
2 Corni otd ot b8 21 Cnf 2 Comni TH A 2 Comi ot
inD. la TPt rs inD. S inF ‘Fﬁ Fﬁ"
.
AiEEiRS i P
T [
Trombone T ’i = lﬂ {a’ {"'\,',’ f Tromhone : 1{ 55 Trombone ; His {" a
. s 11 T 1
tenore. > s 15 basso. Sz ten. or basso =

Ex. 1 gives the choral arranged for the selected instruments in the same register as the original. The
character of this arrangement in D for trumpets and horns is, p, mild and tender; mef or f it is harder and
more heroic.

No. 2 is somewhat similarly arranged so far as the instruments are concerned, but the bass is not given
to the bass-trombone because of its depth. The sound of this combination is, p, dull and gloomy, and f or mf,
dark yet full, because of all the parts being lower.

In No. 3 the trumpets and horns are in D; the actual sound is in the same register as the original, but
the tone colour is rather brighter than in No. 1, because of the F pitch..

Exercise b. 5 Instruments.

In Ex. 1 an added or doubled part becomes necessary because of the 5% instrument; here the bass part
is strengthened by the tuba in the lower octave. The choral is in a higher pitch on account of the retention of
the first notation (4 instr. Ex. 1), and of the use of the F-pitch for trumpets and horns. The tone colour is
bright p, and f, rather sharp.

No. 2. Although trumpets and horns are in F and play in D, the sound is in the same register as the
original: the added part is given to 1° horn. The effect is less bright p, and f, rather hard.
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In No. 3 (trumpets and horns in D) the bass is strengthened by the 2°¢ horn in unison with trombone,
the general effect being, p, very gentle, f, powerful and full

In Nr. 4 is an added part, which is given to 27 trumpet, yet which seems out of place because of the
rather sharp tone of the instruments; the added part, when few instruments are used, should be given to a mild-
toned instrument

No. 5 res mbles No. 3, but differs in that here 2 horns in G are used, whereby the colour is brightened.

In No. 6 the soprano trumpet is strengthened in unison by horn in G. In order to effect a satisfactory
doubling a higher pitched instrument must be used, since the melody is not happy in the deep pitch. The soprano
here will be rather prominent because of the trumpet tone and the bright colour of the G-horn.

No. 7 is written like No. 6, but the G-horn takes the added part; such an arrangement is not happy
because of its clear tone in this register. :
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Here -two parts must be doubled, or one doubled and one added part. :

In Ex. 1 the soprano is doubled in unison by trumpet 1 and horn 1 in G, and the bass by tenor-trombone
and 27 horn in G. In the 4-part horn exercises we have noticed that extended harmony for 2 or more horns
of the same pitch is not effective; yet it is used here. But by using the higher sounding instruments (trumpets),
and because of the parts which lie between the horns (alto and tenor), this objection does not now apply. The
effect is rather clear and hard.

Ex. 2 with 2 trumpets and horns in D is tender, p, and full and powerful, £, in spite of the added part
of the 27 trumpet. \

Ex. 3 is an improvement in colour by using the G-horn, and doubling the bass by the tuba in the
lower octave.

Ex. 4 is brighter and fuller than any of its predecessors because of the G-horns and tenor-trombone. Yet
it would be even better if the 1% horn were in G and the 2°¢ in D.
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Exercise d.

7 Instruments.
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& PP Here it is necessary to double two parts and add a free part or treble the
Tromba IIT soprano or bass. . . ' -
inD. 1 In Ex. 1 the soprano is doubled in the unison, the bass in the octave, and
3 33 ;i a free part added. By strengthening the soprano with the G-horn, and giving the
. T ) added part to the other similar horn the upper voices will be rather too prominent-
% Comi JheAretz . .
inG R In Ex. 2 a cornet is added to double the soprano in a better manner than
* ++‘ *+1l could occur if another horn had been used. The bass here is trebled, by horn II
2T:°mb‘fm “F 7“1 and bass-trombone in unison and tuba in the lower octave. The example is more
enori. 1 1 Mo ey .
P brilliant and rich than Ex. 1.

In Ex. 3 the soprano occurs in 3 parts in unison — cornet, trumpet I and horn I. The bass is doubled
by the bass-trombone and tuba in octaves. The two differently pitched horns are used, however, to allow of the
soprano being trebled. The soprano is rather prominent.

In Ex. 4 soprano and bass are doubled, and the trumpet IT takes a free part. This example is less
powerful and full than the others. D-trumpets might have been used here to obtain a brighter colour.

Ex. b is inferior to 4 in colour because of its 3 trumpets, 2 horns and 2 trombones, soprano doubled and

added part and bass sometimes in octaves.
NB. In Exs. 2, 3 and 4 cornet in B (playing in A) might have been used.

Exercise e.

8 Instruments.
Choral.  Ein’ feste Burg ist unser Gott.
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The pupil himself should now be able to judge of the effect of these and the following combinations
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The following notes will be of use in arranging for 9 or more such instruments.

S, A, T, F, B denote soprano, alto, tenor, free, bass. The numbers show how the different parts are doubled
or trebled. The F can, as we know, remain between alto and tenor. The pupil will find few difficulties now in
dividing the parts among the various instruments. He must remember that in using three or four of the same
instruments, as horns and trumpets, two different pitches may be employed to obtain a better division of the parts.

Exercise f. 9 Instruments. S.A.T. F.B.

3 trumpets, 3 horns, 2 tenor-bass-trombones, 1 bass-trombone or tuba. 322 — 2
1 cornet, 2 trumpets, 2 horns, alto-trombone, tenor-bass-trombone, bass-trombone and tuba. 222 —3
2 cornets, 2 trumpets, 2 horns, 2 tenor-bass-trombones and tuba. 222 12
Exercise g. 10 Instruments. S.A.T. F.B.

3 trumpets, 4 horns, 2 tenor-bass-trombones and tuba. 322 —3
1 cornet, 2 trumpets, 3 horns, alto-, tenor-bass- and bass-trombone and taba. 322 —3
2 cornets, 2 trumpets, 2 horns, 2 tenor-bass-trombones, bass-trombone and tuba. 322 12
Exercise h. 11 Instruments. S.A.T.F.B.

3 trumpets, 4 horns, alto-, tenor-bass-, bass-trombone and tuba. 322 —4
I cornet, 3 trumpets, 3 horns, 3 tenor-bass-trombones and tuba. 322 13
2 cornets, 2 trumpets, 3 horns, 3 tenor-bass-trombones and tuba. 322 13
Exercise i. 12 Instruments. S.A.T.F.B.

2 cornets, 2 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 333 —3
1 cornet, 3 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 422 13
322 14

Exercise k. 13 Instruments. S.A.T.F.B.

2 cornets, 3 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 433 —3
2 cornets, 3 trumpets, 4 horns, alto-, tenor-, bass-trombone and tuba. 333 — 4
333 13

422 23

Exercise |, 14 Instruments. S.A.T.F.B.

2 cornets, 4 trumpets, 4 horns, 3 tenor-bass-trombones and tuba. 433 —4
2 cornets, 3 trumpets, 1 bass-trumpet, 4 horns, alto-, tenor-, bass-trombone and tuba. 433 14
333 14

333 23

By studying the following the use to be made of brass in connexion with male voices and something of

core-reading may be learnt.

Mendelssohn, Op. 68. ‘Festgesang an die Kiinstler’. 2 trumpets in EP, 2 trumpets in B? basso, 4 horns in EP.
2 horns in BY alto, alt-, tenor- and 2 basstrombones, ophicleide "and tuba.

Mendelssohn, Op. H5. Mausik to Antigone, Cor No. 4. 2 trumpets, 2 horns, 3 trombones and drums.

Franz Lachner, Op. 118. ‘Bundeslied. 6 trumpets in EP, 6 horns in EP 2 bassoons, 3 trombones, ophicleide,
bombardon and drums.

Handel, ‘Halleluja’. 2 trumpets, 2 horns, 3 trombones and drums. '

Tschirsch, Op. 42. ‘Hymne': ‘Gott, Vaterland and Liebe’. 2 trumpets in C, 2 horns in EP, alt-, ténor- and
basstrombones.

Franz Abt, Op. 201. °‘All Deutschland’. 2 cornets in BV, 2 trumpets in BY, 4 horns in F, alt-, tenor-, and bass-
trombones, 2 tubas and drums. ‘

Franz Abt, Op. 202. ‘Festgesang’: ‘Dem Vaterland’. 2 trumpets in E?, 2 trumpets in B?, 2 horns in EP?, 2 horns
in B alto, 3 trombones, basstrombones and tuba. '

Ed. Kretschmer, Op. 27. ‘Festgesang’ with brass.

Max Bruch, Op. 19. Heft II.
No. 1. ‘Das Wessobrunner Gebet. 2 trumpets in K, 2 horns in E, 3 trombones and trums.
No. 2. ‘Lied der Stadte’. 2 trumpets in C, 2 horns in F, 3 trombones and trums.
No. 3. ‘Schottlands Thrénen’. 2 trumpets in D, 2 horns in D, 3 trombones and drums.

W. Schauseil, ‘Festgruss’ with brass.

Dregert, Op. 59. ‘Festgesang’. 2 cornets, 3 horns, 2 trombones, 2 tubas and drums.

Carl Isenmann, Op. 107. ‘Lobgesang’. 3 trumpets, 3 horns, basstrombones and drums.

H, Zollner, Op. 384 ‘Dem jungen Kaiser’. 1 piccolo in EV 3 cornets in B?, 2 cornets in EP, 4 trumpets, 2 tenor-
horns, bariton, tuba and drums.

H. Zoliner, Op. 52. ‘Preis der deutschen Musik’. 1 piccolo in E?, 2 cornets in BV, 2 cornets in E?, 3 trumpets,
2 tenorhorns, bariton, 3 trombones, tuba and drums.
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64 - Exercise VI,
Of the use of all the wood-wind and brass.

Choral. ‘Lobe den Herren'
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All of these arrangements are in the original key and rather powerfully orchestrated because of the solemn
character of the text.

No. 1 shows the use of the wood and brass in four parts, each part being doubled. This arrangement of
the wood offers nothing new, but the combination of horns and trumpets does, though the former entering by
themselves (as has already been seen) do not unite well with the trumpets because of their tone-colour. Their
union with the wood gives a much better effect. If the flute plays the soprano with the trumpet in unison the
prominent tone of the latter would be somewhat veiled by the duller tone of the lower flute; but if it is wished
to make the soprano more prominent, the flute can take the soprano an octave higher. The trumpets and horns
would here be better in D, as in the later Examples.

No. 2. Here the soprano is trebled by clarinet I, trumpet I (unison) and flute in the higher octave: the
middle parts are doubled, the bass trebled in unison. The outer parts will be safficiently prominent. The
brilliancy caused by the flute in the higher octave can be toned down by flute and clarinet playing in unison.
If a trombone be employed, this arrangement gains in individuality and dignity.

In No. 3 the soprano is quadrupled, the middle parts doubled, and the bass trebled. The soprano here
will be more prominent than before, but can be toned down by the flute playing an octave lower. With the
exception of the soprano, which is somewhat prominent, this example is similar in effect to the foregoing. If a
milder effect were desired the parts might be divided thus: Sopramo: flute, oboe, trumpet I. Alto: clarinet I
trumpet II, horn I. Tenor: clarinet I, bassoon I, horn II. Bass: bassoon and trombone.

No. 4 differs from the preceding in that the alto and tenor are strengthened in the upper octave by gentle-
toned instruments (flute II and oboe I). This doubling does not occurr before the bass is strengthened in the
lower octave, which does not indeed happen here. The bass-trombone.could not play with the tenor-trombone in
octaves, because of the former’s compass; it were indeed possible only if the tuba were used. The doubling of
alto and tenor in the upper octave would be inferior. The example may be scored thus: Soprano: flute I and II
in octaves, oboe I and trumpet I. Alto: oboe II, clarinet I, horn I, trumpet II. Tenor: bassoon I, clarinet II,
horn IT. Bass: bassoon II, tenor- and bass-trombone. Here also the alto seems too sharp, wherefore clarinet I
may play with the soprano. The somewhat hard tone of oboe II (alto) is veiled by horn I

No. 5. The addition of the tuba to the arrangement of the wood in No. 4 is good; but as we want a
sharper and more prominent effect in the upper octave of soprano, alto and tenor, the arrangement was made
as it stands. The example is, mf and f sharp and full

No. 6. Here we have 17 instruments. The English-horn with its veiled colour (in the temor) could also
be allotted to the soprano or alto in the original key. The 3 horns play at the same pitch the alto, tenor, bass.
If a horr and trumpet are required to play the soprano in unison, a higher pitch (A. e. g.) must be used to obtain
an easy and effective register, and the 2 and 3 horns can then take alto and tenor. A still greater strengthening
of the soprano was, however, quite unnecessary here. The flute, oboe and clarinets could be written as in 4 and
5, when the soprano would be less prominent.

In No. 7 the bass-clarinet is added to strengthen the bass, but it might also be used for the alto or tenor
parts on account of its great compass and not too prominent character. And though it will not be particularly
noticeable, yet its tone will be both mild and strengthening. The flute, oboe and clarinets are disposed here in
a different manner from the preceding examples, but still the soprano will be prominent. The horns appear four-
fold in two pitches to allow of the choral sounding in extended harmony in four parts. The two horns are very
different in colour (see hornms), but here their effect will be by no means unpleasant. The added trumpet 3 plays
the tenor.

No. 8. Soprano, alto and tenor in the upper octave are here doubled in unison, thus: — Soprano: 2 flutes,
Alto: oboe I, clarinet I. Tenor: English-horn. If the double-bassoon be added, to play in unison with the tuba,
the bass gains in power and fullness. The horns are again of two kinds, in F and D, that they may play the
choral in 4 parts. But as the tones above are not only difficult to play but also of doubtful quality, the 1% horn
in F takes only part of the soprano in the original key, and diverges at that point where the music goes beyond
the above g, and takes up a free part for the time being. Horns 2, 3, 4 play alto, tenor, bass. If 3 trombones
and 3 trumpets be used the effect is still more powerful and massive, but the wood is thereby somewhat over-
powered. Nevertheless the soprano, alto, tenor in the higher register (2 flutes, 2 oboes, 2 clarinets) lend brilliancy.

No. 9. The small flute, added here, plays the melody or soprano in a rather bright-sounding register an
octave above flute I. The high wood aud English-horn are divided among soprano, alto, tenor; horns 1 and 2
in D take the alto and tenor throughout; horn 3, tenor, bass and added part, and could even take the alto; horn 4
strengthens the bass in the original. Nothing need be said of the remaining instruments which take the parts
as in the preceding examples. The effect here, for ff, is full, majestic and mighty; p tender yet full and bright.
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The following may serve as a guide for the use of wood and brass in conjunction with male-voices, and

as an aid in score-reading.

Beethoven, ‘The Heavens declare’. 2 oboes, 2 clarinets, 2 bassoons, 2 trumpéts, 2 horns, alto-, tenor- and bass-
trombone, tuba and drums.

Metzger, ‘Ein deutsches Kriegslied’. 4 clarinets, 3 trumpets, 2 horns and 2 trombones.

W. Tschirch, ‘Deutscher Mianner-Festgesang’. 2 flutes, 2 oboes, 2 clarinets, 2 bassoons, 4 horns, 2 trumpets, 3 trom-
bones, 2 tubas and drums. .

W. Tschirch, ‘Die Waffen des Geistes. 2 flutes, 2 oboes, 4 clarinets, 2 bassoons, 4 horns, 4 trumpets, 3 trombones,
tuba and drums.

W. Tschirch, ‘Im Maien’. 1 flute, 2 clarinets, 2 horns and bass-trombone.

Franz Lachner, op. 89. ‘Warrior’s Prayer’. Wood and brass with percussion.

Exercise VIl
Arrange small pianoforte pieces tor the following four kinds of combinations of wood

and brass.
a) 1 flute. b) 2 flutes. c) 2 flutes. d) 2—3 flutes.
1 oboe. - 2 oboes. 2 oboes. 2 oboes.
2 clarinets. 2 clarinets. 2 clarinets. : 1 English-horn.
2 bassoons. 2 bassoons. 2 bassoons. 2 clarinets.
2 horns. 2 horns. 1 contra-bassoon (ad kb, 1 bass-clarinet.
2 trumpets. 2 trumpets. 3—4 horns. 2 bassoons.
1 tenor-bass-trombone. 2 tenor-bass-trombones. 2—3 trumpets. 1 contra-bassoon.
1 bass-trombone or tuba. 1 bass-trombone or tuba. 3 tenor-bass-trombones. 3—4 horns.
1 tuba. 3—4 trumpets.

2 tenor-bass-trombones.
1 bass-trombone.
1 tuba.

The combination of instruments both in regard to number and effect may be arranged in divers other ways,
and even here drums may be used. It were better, however, first to read the chapter on drums (p. 67). For
such work small pieces of either a serious or gay character may be used.

The pupil will find no difficulties in arranging for the above combinations, and he may compose expressly
for any of them.

Let him also compare the following works:
Haydn’s, Mozart’s and Beethoven’s (1—8) Symphonies, and then proceed to the works of modern writers.

TS
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Instruments of Percussion.

(Drums, cymbals, triangle, tam-tam, tambourine, castagnets, Glockenspiel, bells, xylophone).

The Kettle-Drums.

(Ital. Timpani, French Timbales).

The kettle-drums, which must be accounted among the most important and effective of the percussion
instruments, have this advantage, that by means of screws affixed to their copper frame, tones of a certain height
or depth of pitch may be obtained. All other of the drum species lack this attribute.

Their music is written in the bass clef and sounds as written.

The pair of drums found in every orchestra are practically the same size, that which is a shade larger
being for the deeper notes and the other for the higher. The former is placed on the player’s right, the latter

on his left. Exact
£y 0 piteh. — T
The former can be tuned to any of these tones: Z———

The latter to Yt g betototmps

% on the large drum is dull, and cg and d % on this drum, and f¥ and g %

on the other have little tone, and, moreover, the player must take care not to break the skin by over-
tightening it. Yet composers have often used these notes, as will be seen later.

In the earliest times drums were used to give the bass in trumpet music, and were tuned to the tonic
and dominant of the original key, rarely to the tonic and subdominant; and these intervals were those most
generally in use in the orchestra almost to the present day. Formerly they were played f or j7 in combination
with strings and wood and as solo, to mark rhythmic figures, rolls and tremolos. With this folk were content.
From this habit of using only tonic and dominant or subdominant arose the custom of writing for drums always
the notes C and G or F and trealing them as transposing instruments, by marking at the beginning of a score
in (say) D, (where in the drum parts were the notes C and G or F) the words ‘drums in D’ and ‘A’ or ‘G’ as
the case might be. Thus:

8) Timpani inDundA. b) Timpani inDu.G.
) Ca o ta-at futaFiaar]; the real sound being.

A more independent use and treatment of the drums came first with Beethoven and the later composers.
From his day the drum parts have been written as they sound, and they can include according to requirement,
major or minor seconds, thirds, fourths, fifths, sixths, sevenths and an octave. But drums of the ordinary form

1_f----=
-:

could only execute these octaves; e e o in special circumstances: Z——F+1

__d_l_.l#d._l_ll - -_—

The f % has been used by Beethoven in the scherzo of his 9* and in the F-symphonies (No. 8);

and exceptional uses of the higher tones are to be found in ‘St. Paul, Schumann’s ‘Paradise and the Peri’, (in
both of which f# occurs) and Bellini’s ‘Norma’, (where g occurs). % Although by their means especial
effects can be obtained, yet it is always. risky to write too high notes. It would be well if two sizes of

drums could be constructed to give, the one, the notes from d to ¢, % and, the other, from D to C. But
such inventions are fraught with difficulty. '
D.sF. 6
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The player can perform all kinds of rhythmical figures, rolls or tremolos of, comparatively, any duration
by means of a pair of drum-sticks, as the following examples testify:

ir (PR A AN P AN VS VAKTEY,
O enimiin riaa i

In 18, 1%, 1¢ it depends upon the tempo how many actual notes are to be played in one roll or tremolo.
In presto or allegro, 16%™ notes; moderato 32" notes, and adagio 64 or 128t notes would be played. The second
kind, with ¢r marked is often found, but 3 ~~ only rarely.

Rolls of varied length and in conjunetion with other rhythmic figures are:

The tone of both drums pp and p is mysterious,-but / or ff on the contrary it may be awe-inspiring,

powerful and stirring. The tones of 4 small drum from % upwards are clearer.

These notes which are to be played short, as F€ must be struck on the edge

of the drum-head, where the tone is most resonant if also shortest and most pointed.
Drum-tones can produce one short note, rhythmic figures and tremolos in all varieties pp, p, mf, f or ff
rolls. Thus:

- If an even greater crescendo is required in one roll, both drums must be tuned together and a player to
each. Thus:

trein.

Drums in OO T OT-OT O O—T-OT—O—T—OT—O—T©
G, Ab, A, Bb,Bor C pp | erese. mf crese. f crese 3 ) A higher tone than o would
D 4 trem not sound gloomy.
rums ‘in em. ||| N ] R

O
}.- - -© © © O———O O O © ©-

G, Ab, A, Bp,Bor C. pp  cresc. wf crese. f cresc. ff

And, again, if a still greater f is demanded the big drum may enter ff (see p. 95) after a few bars on
the 274 drum.

nwEs
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When drums are used they should, when possible, play the most important note as the bass note of the
principal chord, or at least one belonging to the harmony; and for this, any note of a triad or chord ef the 7t
will serve. But care must be taken that the drum note is not deeper than the bass note of the chord, whereby
a disarrangement of the actual chord would arise.

The following examples show the correct use:

P ey o ol dd o R, IOWY' o
j N7 7l <y o Py [ e [/ A [ <) | E el 1 1 L. NNl e
|V . () (@) v [ o b ) |2 ) 74 (8] 17 [ bk o) T H W Y7\ vlr7 ] (9]
[1/.. 1 VI o> < v (® ] Vy -~ Pa v 74 L. | T [0 P2 L T vl ] >
ANV — = © 7] <3 Q777 rq‘,g p Jg_ 5 — AP
) ! - Ry [“a | -
Harmony. A_ 6‘_
v oo le | PN - -~ ~l L el o
(A O I P = I = | I RO Y7 T 7 0 | - 0+ S W Tt Z
y AT () ri] T O M 17 0 5% S U N A O L1
Z &7 7 B0 B ® | b b7 1 VoW i L S P | N |+ I 7 (e
” 18 L S A B+ VN | 1 N7 PGt 7]
© (o] i T - =
. in GandD. i inCorEp. "PF . .
Drums in C. in GandD. in FandB¥p. . in Aand E. in Cand G.

It can happen, too, that the drums play a note which is not in the harmony of a passing chord, as:
. A T N o DU R

f 1 T 3 | —— 1 j-hj I F—— —— ™ o ]
e S — =
g : i P s
Harmony. » ete. ‘ : JZHT ete, Basso pizz._ NN ete.
?.{3 qTi % .., j ﬁ ;“ ‘ ‘1 ] % 1 KT T A T 7 T A T KT T N T
S *2° TR oo ? ¥ ¥ ¥ F FF F+F
Drums. in Fand C, | inC an:i G. eto, 1D F and C. p , ete.
: SR S e =2 =7 =
or»_ﬁi'*' ™ i i | “;" -  E— H—

Notes + are foreign to the harmony. ‘fremd.

Some composers have used the drums more or less for noisy purposes alone — a by no means uncommon

practice nowadays. Thus Donizetti in the overture to the ‘Daughter of the Regiment’, wherein (in the middle
movement) the drum plays a foreign B? throughout. See also Halévy's introduction to ‘La Juive'.

The pitch of both drums is given at the beginning of the piece, thus for C, drums in C and G or C and

F; for A-minor, drums in A and E or A and D etc. The first letter denotes the tonic, the second the dominant

or subdominant or some other interval, the choice of pitch lying with the composer. In modern times one finds

at the beginning of a score letters and small notes given thus in the drum parts: F and C %

or in D and G % etc. This is very important since various changes of either interval may be made.

If an accidental occurs in the key it is not written by the notes but at the beginning, thus: Drums in F§

and C¢ @ or in EP and AP E

The pitch may be changed in either or both drums in the course of a piece, but a few bars rest must be
allowed, to enable the player to screw up or down the drum head. In changing the pitch the composer must
have a care that the new pitch is tonmically not too far removed from the old, so that no more difficulty than
necessary is offered.

The following table shows the changes of pitch which are easy difficult to make in a brief space.

Drums. inCand G. in C and AP. in E? and Bb. in F and B,  in FandC. in Eb and C.
. Moderato. 3—6 bars. Moderato. 3 Moderato. b .
T T .

Drums in Ep and Bp.  jn FandB. in E? and Bp. in F and A. in F and C. in D and A.
Moderato. 6 Moderato. 6 Moderato. i
v 11

t 7 .
more difficnit. wors Girfficult more difficult.

In a more rapid tempo than this the alteration of pitch on the older kind of drums is infinitely more
difficult; in fact a rapid alteration generally implied impure intonation.
D.sF. 6
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If the original keys for drums at the beginning of a piece were F' and B, % and the player were

required to change to a sharp or flat key in a brief space, e. g. to B or BP, the change would be notified thus;
F§ and B % or % and not % or %
* *K

The former requires very little alteration of the drums, while both of the others require a very great
deal of screwing and tuning, to make the alteration from F to B and from B to F below. Such difficulties the
composer should do all in his power to avoid when they are not absolutely necessary, and more especially since
all orchestras do not possess the newest form of drums, by which many of the older difficulties are removed.

Als already mentioned, more than two drums are often used, as may be seen in the following examples:

Weber, Overture ‘Ruler of the Spirits. D, E and A. % Lachner, F, C and A. %
Mendelssohn, ‘Trumpet overture'. % Schumann, BY-symphony. GV and A. % %

Mozart, Divertissement fiir 2 flutes, 4 trumpets, 4 drums, by one player. % Wagner, ‘Parsifal’, 2 pair

of drums, the 1% in % the 204 jn % for two players.

In ‘Robert the Devill Meyerbeer has used four drums for one player:
Drums in E, D, C and G.

Tempo di marcia.

).
"‘--=l-“ F | _o 4 -

[T 7 @1 @}
| | -

These bars are also played by 3 drums aided by violoncellos and double-basses, thus:

Tempo di marcia.

: )
Drums in - 4 - s eaa i 4 - rﬁ_h_—
D,Cand G. s A A T
- & E' o/ -#
Violoncello :JH 8 — i " gk: T —
¥ Contrabasso, 7 —" —= ﬁ_ 1 o ——]
et A SRR

Cbasso pizz.
Drumsin Cand G.

And even thus: the violoncellos and basses play the 8 bars pizzicato, and the drums play in bars 1, 2, 5
and 6, the notes C and G, marking the rhythm.
Reicha in the 4t volume of his treatise on ‘Composition’ shows a chorus with string accompaniment and

and how many are to take each part. So Berlioz was not the first to use such peculiarities.
Berlioz in his ‘Requiem’ (tuba mirum) has used 16 drums, played by 10 players and tuned thus:

, The player can strike both instruments simultaneously, but of course only to mark rhythmical figures and
this only in moderate tempo. Thus:
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It has repeatedly happened that a composer has written a roll for two drums but only one player, thus:

In this way the effect cannot be so good as when the player uses but one drum. The notation and tone
of such a double roll can only be really effective when numerous other instruments are playing f or f. If one
note is to be struck by two sticks on one drum (to obtain greater power) it is written thus:

The discovery of the machine drum has saved the player much difficulty and tribulation in tuning: before
beginning the music he must tune the deep drum in F, and the small drum in C. Then by means of a lever he
can easily alter the pitch, for this lever is easy to turn and acts with equal power over the skin, whereas
formerly many screws had to be turned.

The following examples show this rapid changing:

Tymp inCand G. inDand A. inEpandBp. inFandD. inFandC. in G and C. in D and A. in F and G.
3 5 Moderato. 3 Allegro. Moderato. 4

) o |
(6 @& o N |1 ulm‘lnu‘-‘-.‘ X}
'.-'.r"-_l-“-l-{'-- F 1T 11 &1 X )
t +

It is quite feasible even in rapid tempo.

The most recent inventions in connexion with machine drums offer even greater advantages. On each is a
pedal by depressing which with the foot the skin of the drum can be tightened or loosened at pleasure, that is
the pitch is raised or lowered. By means of on apparatus fixed into the upper frame of the drum the player can
see at once to which tone the drum is tuned when the pedal is depressed, and this without being obliged to test
it in the older fashion by tapping. These drums are tuned before the beginning of the performance, by depressing

the pedal the big drum can be made to play any of these notes::%%ww and the smaller:
Thus it is possible to effect these rapid changes:w

Timp.inDandA. inEandB. inEpandC. inFand BY. inCand G. inC§,G,DandC. inE,D,CandG.
Moderato. Moderato. Moderato. Andante.

7""' 'Iﬂ--— (1T o | 7]
111w
l--l-f‘--"‘"V'P'--

For playing all the above examples an accomplished player is required. Small orchestras usually own only
the old fashioned drums, but in more important bands the first mentioned machine drums are found, though the
pedal-drum is not yet so well known as it should be. Therefore great care must still be exermsed in demanding
a rapid change of key.

To effect a variety of tone-colour on the drum, the drummer uses several sticks. 1 has a sponge-head:
2 is covered with felt: 8 is of wood. The first two are the most gentle in ‘touch’ of course: 2 is rather hard,
though it need not be; it depends upon the mass of tone called for. 3, which Berlioz has used, serves to produce
a hard, blunt sound. The composer can find the clapper-style of stick in scores.

A dull, dead sound can be produced by ‘muting’ the drum; this is effected by covering the skin with a
cloth, whereby the vibrations are stopped. It is, however, but rarely used; the word copert: should be written
over the music.

In small as well as great orchestral compositions the parts for small drum, triangle and Glockenspiel etc.
are written in the drum part and assigned to one player, if the chief role admits of his undertaking them. But
time must be allowed him to change from one instrument to the other.

Above the parts the words, ‘drums, small drum and triangle’ etc. must be written.

The following examples in score show the use of the drums. See also Pt. VIL
D.sF. 8
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Examples in seore®.
Use of drums with wood and brass and strings.

1. L.van Beethoven, Op 61 Violin concerto.

Allegro ma non troppo. TR
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8.Mendelssohn. Antigone of Sophocles, No. 4.
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9. Mendelssohn. Oratoro: St. Paul, No. 14 Recit and Chor.
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10. Rossini. Overture ‘William Tell'. (By permission of Schott’s S6hne, Mainz.)
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(By permission of Breitkopf & Hirtel, Leipzig.
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12. Meyerbeer. Les Huguenots, Overture, Opening.
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14. Jos. Haydn. Symphony No. 10, D. Mov. IV. Finale.

Vivace assai.

o 2o 5.
A 2~ P P - =~
Flauti L } F ;}e :’\ = -;\ - %_— Ilr' f ?\ ~ —
aut1. < _—
nn T
\ ) N
Oboi. € e = e e
. ~ . T
r
TP W
2.9 . . £
£-Fo |2 | RAFEe e
) i . — - 11 | T ? - -
Fagotti. [S — (S
| |
N N
Corni in D. - 2 = I S — =
\ 4 } d =
» Z
= - — = = T3
Trombi in D. f{r rtt ; rS # r 1#_¢\_
y 4
Timpani —— —F - - 5 I 5 - -
inD.A. = bt
4
15. C.M.v.Weber. Overture ‘Oberon’.
Allegro. > >
N {8} .
-\ '/} Lho \ O ; #7: h% y_ Viol. I.
. - P&jk e 1 . ] — -  —
Flauti. Y i 7 f — I - - 7y
1 T — f = 73
p
1 ) . >
. - 3 = 7 f —2 #O0 =
01‘)01T T 7 Ty, 7z % i i —=¢
— A S
>
N - e =
Clarinetti - - P — — 1 j_—_‘F:# - 4 ? ——
inA. re - — —*
[T2Y N . . T B
. —lB=s S o> freT— B
Fagottl‘ !19 O N e ) = T — ,Af rs -
' | 1 !
P e—— S
A e >/—\J7
Cornol I 4 — 1 — —
in D. i @ © * #4——4—6# ——q# [
= = s ER v E;
m — / . . . Iy U /.f
| . >
CornoIll IV - - - P— i T j:r a3 5 y a——
inA. i»_" L
L . g - b o
v e ~—1,
S
) - - -
Trombi inD. S > E— S S
7 o o
. ~ | é
Trombone alto, - - - - - i =
tenore gbasso. (8 L7 B—— =
S= T
Olc} notation sounds D and A.
Timpani 2 —7 Z Z Z Z —r——
inD.A. i~ 5 z Z ra o —
rp S

D.s«F. 6




79

16. C.M.v.Weber. Euryanthe. Act ITI. Wedding march.
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17. R.-Wagner. Lohengrin. Act II. 1.Scene (On the stage) *)
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20. Beethoven. Symphony BY. Mov. I .
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-29. Nicolai. Die lustigen Weiber von Windsor. Act III. Mondaufgang.

28. Beethoven. Symphony No. 9, D-minor.
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32. Frz.Schubert. Symphony No. 7, C.
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33. R Wagner. Walkiire. Score p. 84.
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Original.

Flauti.

Oboi.

Clarinetti
in Bp.

Fagotti.

Corno I § II
in F.

Corno III § IV
in F.
Tromba I § II
in F.

Tromba III
in F.

Trombone I § II.

Trombone III.

Tuba basso.

Timpani in F. C.

Congregation.

Violino I
Violino IIL
Viola.
Violoncello.

Contrabasso.

Sopran.
Flutela.2.

Oboe 1.
Clar.1.
Tromp. 1.
Viol. 1.

Exercise VIIl,

91

Choral tfor full orchestra.
Choral ,Nun danket alle Gott.

I | [ [ i ; ‘ )
#\ bz Z— 6—6 z G =1 S i w
D—" 2 — ./ 7] w7 o a7 hd /It =
ST T[T T[T &= FEr=
S LR PP YR I I S P
e E et — st ot
a— R e T 7 o =T
2 a2 %
, B TE TF £ Ex. 1 shows the choral arranged for orchestra after the
ey 20 S £ fashion so often heard at health-resorts in the mornings. (Often,
A L L indeed, no free part is found.) As the previous method of
ﬁ%g doubling I have used, (shown by the brackets) might lead here
" ~ to errors, I have shown under each example how the parts are
e e 2 divided among the various instruments. In No. 1 the flute 1,
, :.E“‘F =7 hl? double-bass and tuba are an exception to the other parts, for
ﬁ a #——1 flute 1 plays an octave higher, and double-bass and tuba an
P ] : 2 = octave deeper throughout. If both flutes are required to play
f P T IR o like flute 2, neither would really be noticeable; as 1 have arranged
ﬂzjﬁ matters, the soprano derives same brilliance from them. The
A ~ 2nd trombone (tenor) takes in bar 2 a passing 2 added part,
~—— = w4 but returns in the following bar to the tenor part. The drums,
i % 3:% % which are not often used in chorals, are introduced here to show
r : A T the method of using them; and this method is probably the
i o e g—f best, especially when the congregation sings with the orchestra.
i i i < The introduction of the drums at the pause (=) will mark the
 — ——=—| close of the strophe for the congregation who are singing in
58 413 o unison, and, moreover, will tend to prevent drawling.) If in
7|27 |33 zZ Ex. 1 the free part is omitted, the 3 horn will take the horn
gz |z ;'J ) % or bass part, and the 1%t trombone the alto. In this example
5] =77t the 2 violin and viola might be written as in Ex. 2. If in
~ Exs. 1, 2, 3, the piccolo, English-horn, bass-clarinet and double-
: e e bassoon take a part, the first would play in unison with flute 1,
2 - English-horn the alto or tenor, bass-clarinet tenor or bass, and
—— , £ double-bassoon play in unison with double-bass. In strophe 2
T in the original 2 ‘vacuum’ occurs between the tenor and bass.
~ To obviate this the bass is doubled in the higher octave until
= s - £—+— the pause, where there is a free part.
% This choral can also be played by the following various
9 — ol groups of instruments alone:
> e s e o }, = 1) string-quartetto, quintetto or string-orchestra.
N Nun |danket | al-le ‘i:tt‘ g) 2 clarinets and 2 bassoons.
o ) flute 1 or oboe 1, 2 clarinets and 2 bassoons.
& i — o s 4) flute 2, 2 clarinets and bassoons 2.
4 . ey . I 5) All the wood-wind.
2 e e e e s e e e 6) trumpet 1 and 2, drum 2 and 3.
i R A T 7) trumpet 1, horn 1, 2 and 4 (not to be recommended;
S e the combination should only be used when the necessary
~ number of horns is not available).
o e e 8) All the brass. (Here trumpet 1 is too weak to take
— 1 T Ia the soprano alone.) '
o 9) Strings and wood.
e e S = s e & 10) Wood and brass.

—

Division of the parts. -

Alt.  Tenor.
Oboe 2. Fag.1.
Clar. 2. Horn 2.
Horn 1. Tromp.3.
Tromp.2. Pos. 2.
Viol, 2.

Free part. Bass.

Fag. 2.
Horn 4.
Pos. 3.

Horn 3.
Pos. 1.

Tuba.

Violone.
C. Bass.

11) Strings and brass (not good).

12) Small orchestra 1 flute, 1 oboe, 1 bassoon, 2 clarinets,
2 horns, 2 trumpets, 3" trombone and strings, the last
as in Ex. 1 and 2. If even less instruments take part,
oboe 1 and bassoon 1 can be omitted.

*¥) When a choral is sung in the open air at a festival, this end
may be gained by using one beat of the big drum at each pause.

D.sF 6
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7 I R L) L i~
o J° TP P P
Original Y VIR VT TS W E N P P
R € T o Py | —a 2 ‘a.p',.n T
am— — 55— ) s S - I
1 1 o P [ ! I %
~
z2e ££ ¢ Ex. 2 shows a few alterations from Ex. 1.
Flauti. ’ { 1) the soprano, alto and tenor are taken by flute 1, flute 2
4 [ L) and clarinet 2 an octave higher. If all parts are played f or
Oboi. ﬁ%::g = ff, these parts would be somewhat veiled and so scarcely per-
Clarinetti T =2 ceptible; but if the other instruments play p or pp, but the
in Bp. - 4 ; 2 flutes and clarinet 2 f or mf. the tone of the upper parts
: HoE e e % would be clear and distinct. In the following notation for
Fagotti. —F Z r
Corno 1§ 1 'J 1 LA | 2 Flunis. 2FL ‘
inF. ﬁ: e 2 flutes, 2 oboes and 2 clarinets o Z5—Hthe 3 upper
Corn? ng v %j:—_atia' v 2'Clar. 2Clar.
n G e 7 ~ || parts in the higher octave would be much more prominent,
Tromba 1§ II +— 1;:4 ] because of the more powerful tone of the instruments.
in F. 5 [& & |5 2) Here the horns differ from the first in so far as they are
Tromba III o differently pitched (F and C); and the 3 horn plays the soprano
in F. g e an octave below the original. This is only advantageous when
L Z the melody lies in the higher and more penetrating register of
Trombone alto :g“:,;__:g:; - that particular pitched horn. For F-horn the strengthening of
Trombone tenore. ——t - the horn thus is not very happy; moreover, the tone of the
Trombone basso. e e C-horn here is mild and tender and combines more easily with
=1 ;,\ the other melody-instruments.
Tuba. e 3) The trombones used here are not 3 tenor-trombones, as
3 Timpani in R : before, but alto-, tenor- and bass-trombones playing these parts.
F, By, C. ﬁ 5 > Although a tenor-trombone can play the alto part, yet the
R character of the part would be forced.
I 4) Here the drums are used. In strophe I, C- and F-drums
Congregation. P+ could be used as bass and harmonious added prts; but in the
danket | al-le Gf‘:“- following strophes are pauses wherein the drums cannot play,
e |££ |2 and so the scheme is disarranged.
Violino L FF P F——»—— 5) Violins I and II again differ from the Ex. 1. The
o ~ violins I play in octaves (divisi) the 2@ takes the original alto
Violino TI. é, and tenor; and the viola the added part. In some circumstances
73 7 -4 when the 2°¢ violin cannot take the temor part because of lack
Viola. e of depth the viola may step in, and violin II take the added
— I part. This orchestration lends a more solemn grandeur, fullness
4 é 44 fL and power to the choral than Ex. 1.
Violoncello. ?f e e e 1 i
i R
Contrabasso. f ﬁli (;‘[ ';9 f

Division of the parts.

Sopran.  Ait. Tenor. Free part. Bass.

Flute 1. Flute 2. Clar.2. Viola.  Fag 2.
Oboe 1. Oboe 2. Fag 1. Violone.1. Horn 4.
Clar. 1. Horn 1. Horn 2. Basspos.
Trump. 1. Trump.2. Trump.3. Tuba.
Viol 1in 8V& Altpos.  Tenorpos. Violone.2.

Horn 3. . Viol. 2. Viol. 2. ' C Pass.
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Choral .,Nun danket alle Gott!

. o
4 | | Lo L -
)" A I i ] Pt p=a | I 1
y W) 772 L 71 G177 g B V= I vy
i —) 7 7 N— 7 & ! S
oiwinal, N® L || re-#f = | T #7|3
riginal. | _
N P PR NS UEDPIE N P e
y SO ¢ - .7 = = a— 154 A
h S/ 1 1 | P | =d I Py [ B ~ [/} 1
4 T I T | Z AN = P2y T = }' 1 14 lr ,T.‘
' ot N F r l &/
a2, In)
,, t rE EE£ F
Flauti. e e e e e
D)
5 o lo o | o o A
Oboi. e e Fxs. 3 shows the choral scored as fully and powerfully
& ] ; .
Clarinetti 4 - ! ~ as possible. The 2 flutes, 2 oboes and 2 clarinets, could
in Bp. " ' —+ ;g — ? = play as in Exs. 1 and 2. The 4 horns and 3 trombones
L 5 # o p | are as in Ex. 1, but might be as in 2). The drums are 3,
: L 124
Fagotti. Sranrm v = T tuned,
I\ I ' | | m
Corno I& 11 " S—— i
: I I had
"
Corno I & IV p—
. LA v/ 4 ~l 3
in F. 7 A EESE é: = and can be played by one person; here, too, they cannot
Trombal § 1 T, -+ i /) be used uninterruptedly throughout because of a deficiency
in F. o e e e Z of harmonious notes. If 4 drums were used, in B, C, D
D & | 75 |5 & |5 1F
Tromba III 4 e an ’
in F. B —
EAEEREERE: FEosies]
7|27 |% 7
)
G\ % Lo o @ , . .
Trombone I§ IL. e+ 7+~ they could-play ja harmonious note throughout. But since
~ from most orchestras the 3'¢ drum is lacking, it is better
O P2 2y T P2 . . .
Trombone IIL S et et~ either to omit the drums altogether, or score them as in
' 1A Ex. 1). e '
Tuba. e e e e e S It must not be understood that for every full orchestra
3 TimeaniC in 157177 |4 chorals must be arranged exactly as in Fxs. 2 and 3. The
F, By, C. 0 ~ —E g g te arranger may score his tunes according to the meaning of
z % % their text.
7 L W
Congregaticn. g P C P+ 1]
Nun | danket | al-le |Gott.
div 2 o )
0 ElEEIFE 7
Violino L b e :iz ===
) av |, 1 A
3 3 .-;"K- - ll: ll; -
Violino II. o o B
03] T T i T T T
div. m
Viola. et
I T 1
i o)
"y |4 |dd |
Violoneello. """: e }6‘ —F f =
1 =5
Contrabasso. e If"L & f v
T ] M

Division of the parts.

Sopran. Alt.  Tenor. Free part. Bass.
Flutela.2. Oboet Clar.2. Horn3. Fag 2.

Oboe 2. Horn1. Horn 2. Pos. 1 Horn 4.
Clar 1. Trump.2. Trump. 3. Pos. 3.
Trump. 1.  Viel.2.  Pos.2. Tuba.
Viol 1in 8V Viola. Viol. 2. Violone.
Violone. Viola, C. Bass.

DsF 6.



Otto Nicolai Op. 81. Kirchliche Fest-Overture on the Choral ‘Ein feste Burg ist unser Gott'.

The following example may serve to show a very effective, powerful and full score of a choral.
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The big Drum.

(Ital. Tamburo grand, Gran Cassa, Franz. Grosse caisse).

This is found in all sorts of orchestral music; it plays a particular role in dance and military music, where

it is generally used to mark the strong beat. Its music is written in the bass clef, on one line. t-hus.@

In scores it is often written thus, to save space,ﬂ;_é__l_J_l__Gl_sL_ but never in the parts. Its tone varies

according to the power used to produce it. Thus pp, p, mf are dull but penetrating: f and f on the other
hand are ringing and powerful. Although each stroke sounds on after the stick has left the skin, yet it is not
noticeable. When a breve (c) is written andante or moderato, this cannot be said; in alla lreve it is better to
note that the tone is to be allowed to sound on its proper length of time. Rhythmical figures as the following

are playable in not too rapid tempo: 0 2) 3| |4 5) 6) )

These numbered 10 to 16 are difficalt in rapid tempo. No particular effect accrues from a rapid repetition
of the same note. Sometimes a tremolo or roll is written. The latter is obtained by the player grasping the
Stick in the middle of the grip and by means of the wrist striking the upper and lower ends of the drum with

A A r~~ Pt
great rapidity. The notation is: %ﬁ:g:&b:ﬁ“——c—j (The first in the Lest). It can be executed pp,

~psmf for ff. ooy or ?},ﬁ and in a variety of tempi. If an especially powerful stroke is required

- z z 4 ~z

L s . z =

and to sound on, it is written thus:q, 2 S Z,2,% or thus: . . 1.5
~ ~L ~— ’ : rF —

fr —
- Sy ————f
In simple music the big drum is used, as has been said, chiefly to mark the rhythm, as may be seen in -
Pt. VII, p. 40, Ex. d. In more important works it also serves the same purpose, but it is used as well for more
characteristic purposes. Such composers as the following have used the big drum very effectively:

\\\

A \\\Y

Beethoven, ‘Schlacht bei Vittoria’, 9. Symphony. ; Berlioz, ‘Requiem’ and ‘Benvenuto Cellini’ etc.
Haydn, Militaire-Symphony’. i Mendelssohn, “Walpurgisnacht.
Mozart, ‘Entfithrung’. 1 Schumann, ‘Paradise and Peri’.

Auber, Overture ‘Sirene,. Verdi, ‘Requiem’ ete.

Spontini, ‘Vestalin‘ and ‘Ferdinand Cortez’. v Liszt, Faust-Symphony and other symphonic poems.
Meyerbeer, ‘Les Huguenots’. ‘

The big drum may be played with two sticks, one being in either hand of the player, with which he
strikes both ends of the drum. These, however, must not fall together. This use in rarely found, (Berlioz’s
Requiem ‘Tuba mirum’) but its part is written thus:

left / A — on one line.
¥ 4 pog o —
r'z"ght. P 7.

Since in many orchestras there are mot one player for the big drum and one for the cymbals, these
instruments are written for on one lire, and all played by the same person, the cymbals being affixed to the left
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side of the drum. The player uses his right hand for the drum and his lett for the cymbals, striking the fixed
one with the other. The notation then is this. In the score the words’ ‘Grosse Caisse’ or ‘big drum and Cymbals’

| i | | ] Il

N Y 1 1
are written.

1 [

; If when using this latter notation

Grosse Trommel alone Becken or alone
or senzs Piatti. or senza Cassa.

either drum or cymbals is alone tc be played the words senza Piatti, gﬁm or%ﬂ senza

Cassa are written; and when both are again required together, add the words Granmd cassa con piatti. This
notation is usually found in dance music.

. T.he big-drum player, when time allows, also undertakes the triangle (see p. 99), whose part is often
written in the drum part. But a few bars’ rest must be given him to change instruments; thus:

Moderato. Triangle.
Gr. 'I'r. and Becken. 9
L o € e e ot B ™
I e i i e S = | - H

Above the part must then be written
‘Grand cassa, piatti e triangolo’.

See the following examples in score, f; and Pt. VII Exs. d and e.

The Cymbals (Piatti, Cymbales).

Cymbals, which are two metal plates, have a hollow in the middle with a small hole through which a
string is drawn, and so fastened that the hands ma holdy the cymbals fast. They are not struck flat, but as it
were stroked, whereby a sound, sharp and piercing is produced., which pervades the whole orchestra. Cymbals
can be played in all grades of tone, but they are most effective for . Their part is written in the violin and
bass clefs, the former being used when the cymbals have one line to themselves; and the latter when they play
with big drum and triangle, their parts then being combined. But few rhythmic figures are playable on the
cymbals, for rapid blows or strokes are not only difficult, but objectionable because they resound so greatly. In
writing for them the notes should be of the precise length required. Thus:

If a short, sharp stroke is required without the after-sound, the player presses the cymbals to his body. The
use of cymbals is this: When a tamtam (see later) is required, cymbals are used, their edge being held free and
struck by means of a stick. The effect can Ve of 3 kinds; if produced by a big-drum stick, /; it resembles the
tam-tam; if a kettle-drum stick be used, it is gentler; but if a wooden stick be employed it is sharp, ringing,
piercing.  Still another effect can be produced on a free swinging cymbal by playing a roll round its edge by
means of a pair of small-drum sticks in all grades of tone, crescendo or diminuendo. The tone, p and mf is
penetrating and metallic; f or f it is mysterious and fearsome — an effect enhanced by a simultaneous roll
of the drums.

See the following example f and Pt. VIL p. 40: Ex. d.
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The military drums

are clear and rattling in sound. They are used in concert and theatre orchestras, but more frequently in military and

1) .2,
dance bands; their music is written in the violin clef on ¢ or e, @ or on one line. M

This latter occurs only in the score; the former in both scores and parts. Sometimes the military drum part
is found in a score with that of the big drum on one line, both then being written in the bass clef: thus,

% or in score, thus: ga, | 2 2 I the latter only, however, to save space.

On this drum the most varied and complicated rhythmical figures are playable, (tremolos or rolls in all
grades of strength from pp to ff or vice versa), by means of two sticks. Here follow a few of these, which can
be played in almost any tempo.

The roll is written 'thus:
1)Andante. 2.)Mod’erato. 3.) Allegro.

”
Z a0 ¥ | ’” | f, | It can be for any length and with the shades here shown.
£ 4
—/ P
1) 3) :g r 5)2
~——""
= = =4 T rwaf
— f rp 4 »

If whole or half notes are written in a not very rapid tempo they have not the correct effect if executed
by one stroke. 1f, however, the note is to sound longer — which can only arise from a roll — the notes are
written as a roll in the fit tempo. The method of writing for this drum is difficult in that great care must be
‘taken with regard to the alteration of the rhythmic figures. In marches and dances this drum is used to
accompany and to mark the rhythm of the melody: e. g. (accompanying — supporting the rhythm — supporting
the melody rhythmically).

p Alla breve. p Alla breve. .

o Accompan;lring. S'uppolrting' the rhyti]m.

March. Walzer.
PPPrr e sooony oyote PP 7 _» .
o s N - i e s e |11 T T o -
U J[ T 1 1144! } ! El ; { [ o) VLL._Y y iR LT y 1 F}{ %%
el mmilanidini izl b lansld bl mnd

A dull colour can be produced by means of a ‘mute’, or piece of cloth placed between the under skin and
the snares, so that the vibrations are stopped. The tone is then like that of the drum to be described next, dull
and mild, but not so strong as that of the latter. The ‘muted’ drum is not often used. If the tone is required
to be dulled, notice should be written in the parts, and a few bars rest allowed before its introduction in the -

middle of a piece.

D.gsF 6



98

The following and other composers have used the small drum in their works:

Auber. ,,Die Stumme.* , Fra Diavolo.

Donizetti. ,,Die Regimentstochter.”

Rossini. ,,Belagerung von Corinth , Die diebische Elster
R.Wagner. ,Rienzi“ etc.

Meyerbeer. ,Afrikanerin® , Prophet” ,Nordstern“ ete.

The following solos from well known works will be of use and interest to the student.

Beetélgven. ySchlacht bei Vittoria
olo -

In the small-drum part those for triangle, Glockenspiel and other instruments can be included, provided
that the player has time to undertake them. The names must be written over the part. The player requires
but little time to change from one instrument to the other.

See Pt. VI Ex. in score f: and VII, Ex. d p. 40: and Examples in score e p. 58.

The roll drum (caisse roulante)

differs from the small or military drum in that its body is of wood, it is larger and longer, and has no snares
on the under skin. Its tone is duil, resembling somewhat that of a ‘muted’ small drum, but deeper, or a medium
kettle-drum. Tt is written for precisely like the small drum. It is very rarely found in orchestras, but occurs
as a stage instrument in opera. Berlioz has used it in the ‘Tuba mirum’ of his Requiem, and Wagner in ‘Rienzi’

The triangle

is of thin steel bars, hung upon a string, and made to yibrate by means of a steel rod. It has a clear, bell-like

tone in a high but uncertain pitch. Its notation is in the violin clef ﬁ but sometimes (as will
v' v

be seen) the bass clef is nsed. Many kinds of rhythmic figures are playable, as well as rolls and tremolo, without
any difficulty and in many grades of tone. (See small drum). All these are written like those of the small drum.
It can be used alone or in combination with other instruments; but its chief use is for decorative purposes. Its
effect may be very graceful and happy, but also if used in the wrong place, trivial. The triangle has been used
by many composers, many of whom, again, through want of knowledge, produce an effect entirely different from
that intended. In the works of some of the masters, it is used for characteristic purposes, in opera and concert
music, as will be seen. But the triangle is most often found in simple music of the dance kind, where, truly, it
crn do but little damage, for the great public likes a little tinkling.

*) Put on one line to save space.
D.s F. 6



99

The different modes of writing for the various percussion instruments already described in score and parts
are as follows:

Triangolo. ,i ‘;,TI ri i . L
Y14 Triangolo &
Tamburo Triangolo. ——H
Tamburo :F#F militare. 1t i —
militare. JE—I &€ T€l Tamburo Triangolo. e 7
- N grand : o — Tamburo jus F B )
Tamburo [HJ% 1 ——— s Piatti. militare. 11 Tamburo mil.
. Tamb .
grand. Timpani Tamburo : 4 'lr = d;np?;&igr 3
P grand 2 24 14
Piatti. Q = :1‘:;::11:;} & & Piatti. T
i Triang. Tamb. mil. Tamburo mil.
Tamburo Tamb. mil. A riang. amb. mi o Triangels
militare et 11 SH-Y 1 ‘,‘.\i Tamburo gr.
& Triangolo. L I - T % Piatti.
Tamburo 53 ¥ 4 i —_— Tamburo gr.
grand Piatti § Triang
Piatti 1atti § Triang.
¥ : 4 r—v 7

See Ex. f in following Exs. in score: and Pt. VII, p. 52, 64.

The basque drum or tambourine

s an instrument dear to the heart of some southern folk, for whom it heightens the rhythm of dances. It is
wood-rimmed with a tanned skin drawn tight: on the edge or in the middle of the frame are small pieces of
imetal which sound together when the instrument is struck. This last is effected by the back of the right hand
on the skin, the ends of the fingers ‘stroking’ the skin. Its notation is in the violin clef thus;

and its tone resembles that of the small drum (muted) without snares. The noise of the tiny metal plates,
which mix well with other instruments, can have a very happy and characteristic effect. As, however, only two
kinds of noise are possible on this instrument, its notation is of the simplest, thus:

difficult in slow tempo.

Its music may also be written on one line.

The instrument rarely occurs in the orchestra; but it is used characteristically by Weber in ‘Preciosa’ (see
score-Exs.), and Donizetti ‘Don Pasquale’ and Bizet ‘Carmen’.

See Ex. f, p. 104, 105, 111—112.

The tambourin

proper is a small drum in a narrower though longer form and is struck with a clapper. It is used for precisely
the same purposes as the above, but here only single strokes may be used; it is always played in conjunction
with a small pipe, or flageolet, both being taken by one player, the pipe with the right hand and the drum with
the left. It never occurs in the orchestra. Its effect can, more a less be reproduced by the piccolo in the middle
register and the muted small drum.

The tam-~tam

is a metal instrument resembling a very large plate, with small edge, hanging from a string and caused to sound
by means of a wooden clapper.
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The bass clef is used for it, and notes formed thus if possible J J, to be more easily seen. Short notes
are not practicable, for the instrument resounds too much, which indeed is its characteristic effect. Single tones
pp, p or mf sound sad and gloomy, but these f or ff are powerful, fearsome things. It is used in funeral music

and for dramatic effects, where awe and the horrible an required to be expressed.
The Tam-tam can play alone or in combination. It is of fearful effect when it plays f with the brass,

but it can be used p or pp for dark, gloomy effects. See the annexed example.

Meyerbeer. ‘Robert the Devil’. Procession of Nuns. . (By permission of Schlesinger, Berlin.)
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y 2 1= e
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NB. The horns in C in the bass clef sound as written.

The following composers have used the tam-tam: Cherubini (Dies irce of his Requiem in C-mi:) Gounod
Faust’; Bellini in ‘Norma’; Spontini in ‘Fernand Cortez’; Halevy ‘La Juive’; Berlioz ‘Requiem’; Volkmann ‘Richard IIT.

The castagnets

are used in the orchestra for rhythmical effects and a peculiar colour. They are of Spanish origin, are always
used in pairs, and are played by dancers. Orchestral castagnets differ from the former. The original material
of the dance-castagnets is hollow wood shaped like a pear, two of which fit together; at the narrow end they
were tied by a piece of string. They were fastened to the thumbs of both hands, laid in the hollow of one, and
made to sound with the fingers, a sharp click being the result. Those used in the orchestra are constructed (for
easier playing) in the same shape, but between the shells, as it were, is a wooden tongue of the same breadth
to which the back pointed end of the shell is fixed, so that the foremost part can move. These are sounded by
rattling or shaking rhythmically with the hand or arm; but their sound is inferior to the other. They are used
in ballets, or spanish music; and are written for, like the small drum, yet without the same amount of rhythmical

variety.
The following shows the rhythm of spanish dances.

8
' 2 7 2
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The Gloeckenspiel

is used by Mozart in the ‘Magic Flute’, wherein the most is made of its compass and practicability. It was a
cymbal with key board, had octaves of compass and was written for on two lines, thus:

Allegro.
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It sounded, however, an octave higher than written. On the present Glockenspiel this is impossible since
the instruments have not always the necessary compass, and, moreover, are constructed differently. Those used
in orchestras consist of a number of pieces of steel tuned diatonically or chromatically, and sounded by means of
one or two small hammers with steel heads. The tone is crystal clear and penetrating. They are built in
varies shapes: 1) lyre-shaped, in which keys are fastened by or hang from strings: 2) steel notes placed in rows
on pieces of wood in a box, and struck with hammers: 3) the same but having a key board. The 1) is used in
military bands chiefly: 2) in orchestras generally: 3) is rarely found any where in spite of its being the easiest
to play. Its music is in the violin clef; compass, with chromatic intervals;

4
P

.
G b';{ —4 o %J i and it sounds an octave higher than

the written notes. Since in music the whole of the compass does not often occur, the player plays the notes as
seems best to him. :
It is well to add at the beginning of a score the notes required thus:

be b

The signature of a key is not given, accidentals being placed in the music itself, as in the above example.

Rapid rhythmical figures are not often found, but as a rule only diatonic or chromatic progressions, which
may be played slowly or rapidly according to the skill of the player. In military and dance music the Glocken-
spiel is used frequently, both to take the melody and to suggest it rhythmically. It is rarely met with in more
important music, but Meyerbeer has used it in ‘L’Africaine’, and Wagner in ‘Die Walkiire'.

It is generally undertaken by the drum players, and its part often, therefore, written in that for drums.

See Pt. VII No. 75.

The Xylophone

consists of a number of various sized semi-circular pieces of wood arranged in order, arranged on and bound by
two strings; these are laid on two straws so that each is disconnected from the rext; they are sounded by one
or two small wooden hammers.*) Their music is written o2 one line in the violin clef, and sounds an octave higher
than written.

*) Nowadays they are differently constructed.
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Their compass varies, thus: ﬁ —— A or P ]  with the chromatic intervals.
L‘Oll i‘- .‘I Z B 8’ #l// 1

pp £
The best register is ﬁ;’i_ﬁ_’w —

Many rhythmical figures, passages and ornaments are playable. The instrument is chiefly used in dance
music, though there exist solos for it.
Saint-Saéns has used it effectively enough in his ‘Danse Macabre’. The notes sound an octave higher than

they are written.

bttt

Saint Saéns.,Danse Macabre'
Mouvement modérlé de Valse.

. Fl.
{ -
Fl 1 3 s 231 i'i 1_%4 4 EEEE ﬁl;
auto piccolo. - — . 3
Féalzltiy o s T
Oboe 1. mi—&—&—-—&% e
Clarinetto I. J— Gl ]| L L] P4 Corni.
:é’:/—-—NS”J':\——:é‘ #&
Trombi : + + 5 =
3 Tromboni 5 P — lﬁdle 1 £
y Tuba. T o &« T
I T F
H 1 1 3 3
Xylophon. BT e P o e
g + Y] 7 T 777 hd Viol. Solo.
) | ¢ ) | ) 4 m
Vilin et i
§ Vloia. o 1~ — 1~y ¥
F F b4 ; Arpa
ERSLARELTE NN
Violoncello & 1 ; y
Contrabasso. = xj — — ? — T £ &

< 2 -Iﬁ T N T . i T -
*)  Sounding an octave highter than written.

For certain characteristic purposes other means of producing sounds are used, which can hardly be described
as musical instruments. Beethoven, in his ‘Battle symphony’ has used two rattles to describe the small fire of
the fighting hosts; and Weber in ‘Preciosa’ has bells for his Gipsy music. There are also large bells, in many
operas, which often are wongly written for by composers.

Rossini in ‘Tell’ has for a bell: %
Meyerbeer uses two in ‘Les Huguenots; %

Il 1
83 3 | AY 1 n
Wagner in ‘Parsifal’ has four: 4 . i
- [ 4 1 N AN 4 1
Pttt

Since bells, which emit these deep tones, are rarely bought by theatrical managers owing to their cost,
their size and weight, many experiments have been tried to obtain the same tone from another source, or to

substitute smaller bells of a higher pitch.
The following table shows the weight and size of a bell for a given tone.

Great, E lower Diameter ser 2 Meter 35 Centimeter 8 Millimeter, Weight 128 Centner.

. P, . 2 ., 2 .2 ., . 107% .
” G v p 1 » 96 . 9 1 2 76 g ”
" A i ” 1 ” 75.) . 2 ” ” 53 3/4 ’
Small ¢ ’” " 1 ’ 47 ’” 5 ' ' 32 2

All such instruments as are used in Beer-Garden Concerts for comic and similar effects need not be
described here.
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1. Meyerbeer

Examples in scoref,
Percussion instruments in combination with strings, wood and brass.

,Les Huguenots®, Act 1, No. 4.

103

(By permission of Breitkopf & Hirtel, Leipzig.)
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4. Weber. ,,Preciosa“ Scene N9 17.
Vivace. -
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Flauto picecolo.

Oboi.

8. Beethoven. , Wellingtons Sieg“ or ,Die Schlacht bei Vittoria® Op. 94..

Mareia: Marlborough. (French March.)
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Flauto I.

Flauto piceolo.

Clarinetti in A.

Fagotti.

Corno I.11.
in A alto.

Corno II. IV.
in E.

~ Timpani in A.E.
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Flauto L.
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Clarinetti in A.
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Corno MI. IV.
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‘Preciosa®, Chor No. 5, Act II.
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13. Weber. ,,Preciosa“ Chor N9 8. Scene VIII.
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14. R. Wagner. ,Lohengrin®, Act III, Scene I.
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