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FOREWORD
When I was asked by the publishers to enlarge and

revise the "Treatise on Instrumentation" by Hector

Berlioz, I thought at first that the masterwork of the

great Frenchman did not need such help to be even

today a source of enjoyment and stimulation for all

musicians. It appeared to me complete in itself and
full of ingenious visions, whose realization by Richard

Wagner is obvious to every connoisseur.

Upon closer study, however, I could not help notic-

ing die gaps in this work, completed in the middle of

the last century. I became aware of the danger that

important parts of Berlioz* work might be considered

obsolete and that its lasting value might therefore be

overlooked, especially since many other excellent books

had developed the subject in the meantime with scien-

tific accuracy (particularly the textbook on instrumen-

tation by the outstanding Belgian authority, Gevaert).

Berlioz was the first to arrange and organize this

complicated subject with the supreme industry of a

collector. Yet the everlasting value of his work lies in

the fact that he not only treated questions of mechan-

ics, but stressed above all the esthetic aspects of or-

chestral technique. These permanent qualities in the

work and its prophetic power, which in a few lines

often gives the careful reader a vision of the whole

Wagner, may justify this revision. To keep Berlioz'

work alive even for the superficial reader, it was nec-

essary to supplement technical details and to point out

new achievements, especially in Wagner's work.

The respect for Berlioz
1

completely unified master-

work demanded that nothing be changed in his text

(with the sole exception of the chapter on the organ,

which was partly revised and enlarged by Prof. Ph.

Wolfrum in accordance with latest developments).

My additions are indicated by an undulating line at

the side of the text. There is always an abundance of

material for musical examples; hence I have avoided

important and interesting examples which were quoted

by Gevaert. fjfvaprt'g book contains so much worth

reading concerning the technique and acoustics of

instruments that I should urgently recommend its

study in addition to Berlioz
9

work.

In the art of instrumentation, as in other arts, the

question of theoretical books is highly problematic.

I claim that a musician with talent for composition,

who plays the violin or some wind instrument in an

orchestra, will have more skill in instrumentation

^without any knowledge of its theory) than die

equally gifted pianist or music critic who has dili-

gently studied textbooks, but has never come closer

to orchestral instruments than the first row of a con-

cert hall.

Therefore, if the student wants to achieve more in

the art of instrumentation than just writing a few

pleasant-sounding pieces ("excellently scored", & our

critics would call them), and if he has no opportunity
to conduct an orchestra and be in daily contact with

its magic powers, then he should not only study the

scores of the great masters, but above all ask instru-

mentalists of all kinds to familiarize him with the

exact technique of their instruments and with the

timbre of their registers. He should, so to speak, try
to find out the secrets of the orchestra tuning-room.
There are improvements which an inventive player

may have discovered for his mouthpiece, for the ar-

rangement of the valves, for other details in the con-

struction or the material of his instrument, technical

tricks, devised in an idle hour for the player's own
amusement. All this may open unexpected vistas to a

creator in search of new forms of expression for new
ideas. It may be more valuable for progress than any
treatise which is primarily based on the achievements

of the past.

Thus, the practical instrumentalist, through his

skill, stimulates the composer to new ideas. Great

ideas, on the other hand, which at first do not seem

feasible, gradually lift the ambitious instrumentalist

to their level. They have had the greatest influence on

progress in the construction of instruments, on im-

provements in their technique, and on the enrichment

of their expressive possibilities.

The development of the orchestra until the appear-
ance of Berlioz is sufficiently known and need not

detain us here too long. I should like to refer the

reader ta Richard Wagner's magnificent interpreta-
tions in his writings, especially in "Opera and Drama".
It would not be appropriate to try to cover here in a

few lines a great chapter in the history of music and
to show in detail and with all its fine articulations an

oiganic development which was influenced by thou-

sands of seeds, stimuli, mistakes and successes. All I

can venture to give here is a brief, compressed survey.
I trust the sympathetic reader will understand my in-

tention: not to offer an esthetic system, cleanly di-

vided into separate categories like so many drawers,
but simply to develop certain important points, leav-

ing it to the educated reader to fill in the connecting
details with the help of his own knowledge and of his

feelings. With this reservation, I should like to follow

the two main roads of orchestral development from

Handel, Gluck and Haydn to Wagner. I might be

permitted to call them in brief the symphonic (poly-

phonic) and the dramatic (homophonic) roads.

The origin of the symphonic orchestra is to be

found mainly in Haydn's and Mozart's string quar-
tets (as well as in Bach's organ fugues). The sym-

phonic works of these two masters reveal in their

style, in their themes, melodies and figurations the

character of the string quartet with all its. polyphonic

possibilities. One might almost call them string quar-
tets with obbligato wood-wind and noise instruments

to reinforce the tutti (French horns, trumpets, kettle-

drums).
In spite of the greater number of wind instruments

used in his Fifth and Ninth Symphonies, even Bect-
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hoven cannot hide the mark of chamber music. In

Beethoven, more than in Haydn and
^Mozart,

the

spirit of the piano injects its characteristic elements

the same spirit which later completely dominates

Schumann's and Brahms' orchestral works (unfor-

tunately, not always to their advantage or to the

listener's enjoyment) . Only Liszt with his instinct for

tone colors succeeded in filling this spirit of the piano
in the orchestra with new poetic life.

The beautiful melodic contours of the four equally

important parts in the classical string quartet attained

their highest freedom, worthy of Bach's choral polyph-

ony, in Beethoven's last ten quartets. There is none
of this freedom in Beethoven's nine symphonies. But

Wagner found in it the style for his "Tristan" and

"Meistersinger" orchestra; he owes to it the unheard-

of, miraculous sounds of his string quintet.
It should be added, of course, that the melodic de-

velopment from Haydn to Beethoven automatically
raised the technical demands upon the orchestra and
stimulated coloristic effects alien to the style of cham-
ber music. Thus the orchestra approached more and
more the second road of development, which we have

already named the dramatic one.

Handel and Haydn, as well as Gluck in his operas,

consciously stressed the coloristic elements in their pre-

dominantly homophonic style (which our dear, easy-

going opera audiences even today prefer to polyph-

ony). It was their aim to reinforce poetry and stage

by the expressive forces of the orchestra. This trans-

formed the choir of instruments gradually into sensi-

tive groups and finally into "speaking" individuals.

The subjects chosen by the composers of the Ro-
mantic School, especially Weber (in "Freischuetz",

"Oberon", "Euryanthe"), led to further discoveries

in this direction. The genius of Richard Wagner
finally achieved a synthesis of the two directions. He
combined the symphonic (polyphonic) technique of

composition and orchestration with the rich expressive
resources of the dramatic (homophonic) style.

Hector Berlioz' aim may have been the same. At
the risk of being misunderstood, onj might say in

short that he was not dramatic enough for the stage,
and not symphonic enough for the concert hall. Still,

in his attempt to combine stage and concert hall he
discovered new and splendid expressive resources for

the orchestra. To be sure, he failed to justify his use
of dramatic effects in symphonic works by coining his

ideas in a dramatic form (which is impossible without
rich polyphony) : his works were always lyric or epic.
But he was the first to derive his inspiration consist-

ently from the character of the orchestral instruments.
Endowed with a special gift for conceiving new com-
binations of sound, he discovered many new coloristic

possibilities and subtle shadings.
No doubt this bold innovator, so ingenious in blend-

ing colors, this real creator of the modern orchestra
had no feeling at all for polyphony. We do not know
whether he was acquainted with the polyphonic mys-
teries of J. S. Bach's miraculous scores. But it is cer-
tain that his, musically speaking, somewhat primitive
sense of melody lacked the understanding for polyph-
ony, the culmination of musical genius, which we
admire in Bach's cantatas, in Beethoven's last quar-

tets^
in the poetic construction of the third act of

"Tristan", as the highest emanation of an unrestrained
melodic wealth. And only truly meaningful polyphony
can disclose the loftiest tone-miracles of the orchestra.

A score with awkward or just indifferent inner parts
and basses will rarely lack a certain harshness; it will

never have the brilliant sonority of a piece in which
the second wind instruments, the second violins, violas,
violoncelli and basses also take part in the soulful

enunciation of beautifully curved melodic lines. This
is the secret of the wonderful tone-poetry in the scores

of "Tristan" and "Meistersinger" as well as of the

"Siegfried Idyll", which was written for "small or-

chestra". On the other hand, even Berlioz' orchestral

dramas, constructed with such mastery of sound, as

well as Weber's and Liszt's scores show by the brittle-

ness of their colors that the choir of accompanying
and filling parts was not deemed worthy of melodic

independence by the composer; (and each of these

masters was, in his way, a great instrumental poet and

interpreter of orchestral colors) . Hence the conductor
cannot achieve that spiritual participation of all parts
in the whole which is indispensable for producing a

uniformly warm sound.

The superiority of Wagner, who perfected the mod-
ern orchestra, over Berlioz, who created it, is usually
said to consist exclusively in the more profound mean-

ing of his poetic and musical ideas. Yet there arc three

technical points which should be stressed (of course
with reasonable reservations), for they are the basis

for the perfection of Wagner's ideas in the modern
orchestra: first, the employment of the richest poly-

phonic style; secondly, the accomplishment of this

through the invention and introduction of the valve

horn; thirdly, taking over the virtuoso technique of

the solo-concerto for all instruments of the orchestra

(Beethoven already required this in his last string

quartets, but not in his symphonies).

Thus, Richard Wagner's scores are the alpha and

omega of my additions to this work; they embody the

only important progress in the art of instrumentation

since Berlioz. But I must warn the student to ap-
proach this study with great caution. Generally the

score of "Lohengrin" should be considered a basic

textbook for the advanced student; only after study-

ing it thoroughly may he proceed to the polyphony of

"Meistersinger" and "Tristan", and to the fairy-tale
world of the "Ring". Esthetically, the treatment of

the wind instruments in "Lohengrin" is the apex .of

true perfection, never before reached. The so-called

third wood wind (English horn and bass clarinet),
added for the first time, are employed here in mani-
fold combinations of sound. The second, third and
fourth horns, the trumpets and trombones have al-

ready attained polyphonic independence. The doubling
of melodic parts, so characteristic for Wagner, is used

with a sure sense for tonal balance and for beauty of

sound, which even today arouses deep admiration, I

particularly recommend the study of the scene be-

tween Ortrud and Telramund at the beginning of

the second act; the wonderful wood-wind passage
when Elsa appears on the terrace; the Procession to

the Minster; and the end of the second act, where

Wagner succeeds in drawing organ sounds from the

orchestra, which even surpass the "king of the instru-

ments".

But before the beginner in the technique of com-

position and instrumentation starts his first timid

swimming exercises in the stormy sea of the orchestra,
he must be warned against one danger: the phenom-
enal sound combinations which a Berlioz or Wagner
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drew from the orchestra must not be misused. These

masters used them for giving expression to unhe'ard:of
,

great, poetic ideas, feelings and pictures of nature;

they must not be reduced to the common property
of bunglers, like a child's tov. I wish it were possibleO f * 1

to force everybody desirous of attempting orchestral

composition to start his career with a number of

string quartets. These string quartets he -should have

to submit to the judgment of two violinists, a violist

and a cellist. If the four instrumentalists declare, "yes>

this is well set for the instruments", then the disciple

of the muses may follow his impulse to write for or-

chestra (at first preferably for a small one). Finally,

when the
6e

young master" can no longer contain his

urge for the large orchestra, he should compare Wag-
ner's eleven scores with each other. Let him observe

how each of these works has its own combination of

instruments, its own orchestral style; how each says

what it wants to say in the simplest possible way, and
how this noble moderation in the use of means is to

be found in all of them. On the other hand, let him
be warned against the procedure of one modern com-

poser who once showed me the score of a comedy
overture, in which the four "Nibelung" tubas carried

on a most lively dance with the rest of the brass

simply as reinforcement of the tutti. Dismayed, I

asked the author otherwise an excellent, highly edu-

cated musician what business the tubas had in this

gay overture. Had not Wagner really "invented" them

with such wisdom and sure imagination to depict the

somber world of the Nibelungs? He answered quite

innocently: "Why, nowadays every major orchestra

has tubas; why should I not use them?" That silenced

me; this man was beyond help.

Berlin, Christmas 1904. - . , , c*

Richard Strauss
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INSTRUMENTATION
Introduction

In no period of music history has Instrumentation
been discussed so much as at present. This was prob-
ably due to the swift development of this branch of
art in recent times; perhaps also to the great amount
of criticism, of different theories and contradictory
opinions, for which the most inferior compositions fre-

quently servfed as a pretext. Nowadays a great deal of

attention is paid to the art of instrumentation, which
was still unknown at the beginning of the 18th cen-

tury; only sixty years ago* its rise was vigorously

opposed even by supposedly true friends of music. In
more recent times musical progress has again been

obstructed, but in a different way. This need not sur-

prise us; it has always been thus.

At first a succession of consonant chords, with a few

suspensions here and there, was considered "music".

When later Monteverde dared to introduce the dom-
inant seventh chord without preparation, he was vio-

lently blamed and abused for this innovation. In spite
of all this, the chord was soon generally accepted; and
so-called learned composers eventually came to look

down with contempt upon any harmonic sequence
which was simple, clear and natural. They admitted

only compositions which, from beginning to end,
abounded in the harshest dissonances (minor and

major seconds, sevenths, ninths, etc.). That these

chords were used without reason or method did not

matter; it almost seemed as if there were only one
intention: to make this music as unpleasant as pos-
sible to the ear. These musicians took a fancy to dis-

sonant chords, as certain animals prefer salt, prickly

plants or thorny shrubs. What originally was mere
reaction had grown into exaggeration.

Melody did not exist" in these supposedly beautiful

musical combinations. Yet, when it gradually started

appearing here and there, people decried the decline

and ruin of art and of its sacred rules; they believed

that everything was lost. But in the course of time

melody gained its place, and the usual exaggerations
did not fail to appear. Soon there were fanatics of

melody who abhorred any piece of music in more
than three voice-parts. Some even demanded that the

melody should be accompanied only by a bass. Ap-
parently they wanted to give the hearer the pleasure
of guessing the missing inner voices. Others went still

further and rejected any kind of accompaniment; to

them, harmony was a barbarous invention.

Then came modulation's turn. At the time when
modulation was limited to nearly-related keys, the first

who ventured into more distant keys were censured.

One might have expected this. Whatever the effect of

these new modulations, the masters rejected them vig-

orously. The innovator pleaded vainly: "Listen to it

attentively; convince yourselves how smoothly it is

introduced, how well prepared, how skillfully linked

with the preceding and following passages, and how
wonderful it sounds!" "That does not matter", was
the answer; "this modulation is prohibited and that's

why it cannot be used." However, modulations into

distant keys soon appeared in important works, pro-

ducing effects as felicitous as they were unexpected.
Almost immediately a new kind of pedantry arose:

there were people who considered any modulation to

the dominant a weakness; even in the simplest rondo

they sauntered gaily from C major to F# major.

By and by, time restored a reasonable balance. Peo-

ple learned to distinguish use from misuse, reactionary

vanity from stupidity and obstinacy. Concerning har-

mony, melody and modulation, there is now general

agreement to -approve whatever produces a good ef-

fect, and to reject what has a poor effect. Even the

authority of a hundred old men (be they as old as a
hundred and twenty years) will not persuade us that

what is ugly, is beautiful; and what is beautiful, ugly.

Concerning instrumentation, expression and rhythm,
the situation is still different. Their turn came much
later for being observed, rejected, admitted, limited,

liberated and exaggerated. They have not as yet
reached the stage of development achieved by the

other branches of music. We can only state that in-

strumentation leads the others and is close to the

stage of exaggeration.
Much time is needed to find the oceans of music;

still more, to learn how to navigate in them.

THE INSTRUMENTS
Any sonorous body employed by a composer is a

musical instrument The following is a list of means

available at present.
1. Stringed instruments.

a. Strings set in vibration by a bow: Violin, Viola,

Viola d'amore, Violoncello, Double-bass.

b. Strings plucked: Harp, Guitar, Mandolin.

c. With keyboard: Pianoforte.

2. Wind instruments.

a. With reeds: Oboe, English horn, Bassoon,

Tenoroon (Basson quinte), Double bassoon,

Clarinet, Basset-horn, Bass clarinet, Saxo-

phone, etc.

b. Without reeds: Flute (large and small).

c. With keyboard: Organ, Mclodium (Amer-
ican organ), Harmonium, Concertina.

d. Brass instruments, with mouthpiece: French'

horn. Trumpet, Cornet, Bugle, Trombone,
Ophicleide, Bombardon, Bass tuba.

AH time indications In this work refer to the middle of the 19th century.
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e. Wooden instruments, with mouthpiece: Rus-

sian bassoon, Serpent.
f. Voices of men, women, children, and artificial

sopranos and altos.

3. Percussion instruments.

a. With definite pitch: Kettledrum, Ancient cym-
bal, Chime, Glockenspiel, Keyboard har-

monica, Bells.

b. With indefinite pitch, producing only noises of

different timbre: Drum, Bass drum, Tam-
bourine, Cymbals, Triangle, Gong, Crescent.

To this list are now to be added:
To 1 b: Zither.

To 2 a: Oboe d'amore, Double-bass oboe,

Heckelphon, Double-bass clarinet.

To 2 b: Alto flute.

To 2 d: Tuba in F, Tuba in Bb, Euphonium
(Barytone) .

> To 3 a: Xylophone, Celesta.

J To 3 b: Birch rod. Small bells.

The art of instrumentation consists in the employ-
ment of these sound elements: either to give a par-
ticular color to melody, harmony and rhythm; or

independently of these three great musical forces to

produce special effects (which may, or may not, serve

some purpose of expression).
Considered in its poetical aspect, this art can be

taught as little as the art of inventing beautiful melo-

dies, beautiful chord successions, and powerful rhyth-
mical forms. One can only learn what is suitable for

the various instruments, what is practicable or not,
what is easy or difficult, what is weak or sonorous. It

can also be indicated that one instrument is more

appropriate than another for creating certain effects

or expressing certain feelings. But as for their blend-

ing in groups, in small orchestras or large masses; as

for uniting and combining them so that the tone of

some instruments is modified by that of others, pro-
ducing an ensemble tone unobtainable by one instru-

ment or by a group of similar instruments: all this

can be demonstrated only by studying the achieve-
ments realized in the works of the masters and by
analyzing their methods. Their results can doubtless

be modified in a thousand ways, good or bad, by
composers with similar aims.

The object of this work is, therefore, to indicate

the range of the instruments and certain features of

their mechanism; then to examine the nature of their

timbre, their peculiar character and range of ex-

pression matters greatly neglected up to now; and

finally to study the best known methods for combining
them appropriately. To go beyond this would mean
to enter the realm of creative inspiration where only
a genius can roam and make his own discoveries.

Stringed Instruments

The Violin

The four strings of the violin are usually tuned in

fifths:
I V 4 first string

I ful & second string

vy j third string

-& fourth string

The highest string, E, is generally known as me
chanterelle.

These strings are called open strings if the fingers
of the left hand do not modify the sound by shorten-

ing the part of the string which is set in vibration by
the bow. The notes to ber played on an open string
are indicated by a zero (0) placed above or below
them.
Some great virtuosos and composers have deviated

from this system of tuning the violin. Paganini raised

all strings a semitone in order to give more brilliance

to the instrument:
1 J? ug - Consequently, he

transposed the solo lib J^ -
part, playing for in-

stance in D when **
$5* the orchestra played

in Eb, or in A when the orchestra played in Bb. Open
strings being more sonorous than those stopped by
fingers, he could thus frequently use them also in keys
in which they would otherwise not be possible. De
B&riot frequently raised only the G-string a semitone
in his concertos. Baillot, on the other hand, sometimes
tuned the G-string a semitone lower for the sake of

tender or somber effects. Winter, for the same reason,

used even the lower F instead of G.
In view of the high degree of skill attained nowa-

days by our young violinists, the violin may be assigned
the following range in a good and fully staffed or-

chestra:

Including all chromatic intervals

Great .virtuosos carry the range several tones higher.

By means of harmonics considerably higher notes can
be reached, even in the orchestra (more about this

below). 8 >

In the meantime this range
^

has been frequently 'ex-

tended in 1
K

a. to

Trills are practicable on all steps of this far-ranging
scale of three and a half octaves. But those on the
three highest notes, A, B, C, are very difficult; it is

advisable not to use them in the orchestra.

See the wonderful trill passage in the third act
of "Siegfried" during BruexinhOde's awakening as

she looks into the light of the sun, enchanted and
at the same time blinded by the unwonted radi-

ance (Example 1).
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No. 1. Siegfried, Act III.

Sehr langsam.

3

"Wigner.
(Lange!)

3 Floten.

3 Oboen.

Brannbilde.

BS1



Brnnh*

BS1



The minor trill on the fourth string between G and
Ab is to be avoided as much as possible; it is harsh
and has an unpleasant effect.

Numerous chords of two, three and four notes can
be played on the violin, simultaneously or arpeggio;
they vary considerably in their effect.

Chords of two notes, produced by so-called double

stopping on two strings, are well suited, both in forte

and in piano, to melodic phrases as well as to all

kinds of accompaniments and tremolos.

The chords of three and four notes, however, are

not of a good effect when played piano. They have

vitality only in forte; for then only can the bow strike

the strings together and make diem sound well simul-

taneously. It should not be forgotten that in these

three and four-part chords two tones at most can be

sustained, the bow having to quit the others as soon
as they are struck. In a moderate or slow tempo it is

therefore useless to write:

or

for only the two upper notes can be sustained. In this case it is better to write

Of course, between the low G and D all chords are

impossible since there is only one string (G) to pro-
duce the two tones. Should it be necessary to use

chords at this extreme end of the scale, they can be

divisi

or

r f r
obtained in the orchestra only by dividing the violins.

This division is indicated in Italian by divisi or a due,
in French by divisis or a deux, in German by geteilt,
written over the passage:

The violins are then divided, one group playing the
upper and the other the lower part. Starting from the
third (D) string upward, all chords of two notes in

seconds, thirds, fourths, fifths, sixths, sevenths and
octaves are playable; but they become progressively
more difficult on the two higher strings.

Including the chromatic interval*

iTMJTiiyug the chromatic intervals

Including the chromatic intervals

Including the chromatic intervals

/&*
Including the chromatic Intervals

Including the chromatic intervals

*****

Including the chromatic intervals
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Occasionally one note is played on two strings

simultaneously. It is advisable to limit this effect to

D, A and E. Only these three notes are easy to ex-

ecute on two strings; they have a different timbre on

each and a full tone, due to the open string:

There is no open string in the other unisons:

Generally such leaps can be used only if the two

higher notes and the two lower notes form one chord

which could also be played together, for instance:

This is possible be-

cause the four notes

sini 1

also be played
ultancously:

In the following example the four notes could be

played simultaneously only with considerable diffi-

culty (except in the last chord). Nevertheless, the

leap is here easy because the two lower notes are

played on open strings, the two upper ones with the

first and third fingers:

Their execution is rather difficult and, hence, their

intonation rarely exact.

A lower string can cross a higher open string if

it is given an ascending movement while the open
string continues in the manner of a pedal-point:

Including the chromatic intervals

The D remains open while the ascending scale is

played on the fourth string throughout.
Ninths and tenths are possible, but far less easy

than the preceding intervals. It is better to write
than for the orchestra only if the lower string re-

mains open; in this case they offer no difficulty:

Leaps between double stops are to be avoided be-

cause they are extremely difficult if not impossible.

They demand too great a change in the position of

the hand: _ -

Among the chords of three and especially four

notes those are always the best and most sonorous
which contain most open strings. I consider it even
better to confine oneself to chords of three notes if

no open string is available for the four-part chord.

The following lists furnish a summary of the most

frequently used, most sonorous and least difficult

chords of this kind:

In those marked *
it is better to omit the lowest note.

BSl



Easy in a moderate tempo:

All sequences of chords combined in this fashion gio, i.e. consecutively; particularly in pianissimo this
are not difficult. They can also be executed in arpeg- often creates the most agreeable effects:

There are furthermore combinations similar to

those above, in which the four notes could be played
simultaneously only with great difficulty, whereas they
are easily executed in arpeggio by means of the first

or second fingers passing from the fourth string to

the first in order to play the lowest and then the high-
est note:

By omitting the lowest or highest notes in the pre-

ceding examples, one obtains as many three-part
chords. To these are to be added the chords wl

" *

result from combining the various tones of the E-

string with the two open center strings, or those of
the E and A-strings with the open D-string:

If it is desired to strike one isolated D-minor or-

major chord, it is not advisable to choose the position

marked NB in the foregoing example because it is
top

difficult without similar chords preceding it. It is

better to use the following position,
* - -

which is easy to play and more sonorous

because of the two open strings:

i etc.

etc.

The preceding examples show that all three-part
chords are possible on the violin if one takes care,

in those without open strings, to spread their tones

sufficiently to allow intervals of a fifth or sixth be-

tween diem. The sixth may be placed either above
or below, or both.

Sixth

Sixth

Sequences of diminished seventh chords are also

easy because the fingering remains the same while

I the chord changes to the next position:

BSl
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Certain chords of three notes are practicable in two
ways, and it is better to choose the one containing an
open string, for instance:

good: better:

Double trills in thirds can be executed, starting
from the low Bb:

But as they are more difficult than simple trills and
the same effect can be obtained by dividing the vio-

lins, it is usually advisable to avoid them in the
orchestra.

The tremolo (simple or double) produces various

excellent effects. It expresses unrest, excitement, ter-

ror in all nuances of piano, mezzoforte or fortissimo

if it is employed on one or two of the three strings,

G, D, A, and if it is not carried much above the

middle Bb:
(Double stops)

i" ^ 4" '
The tremolo was used with the greatest effect by

Weber and Wagner, perhaps most significantly in

the first act of "Walkuere" with Siegmund's call,

"Waelse, Waelse!" (Example 2.)

No. 2. Walkuere, Act I.

Wagner.

Horn m u. IV

"Viol.

Viola.

Bin
Vic. allela.

Vlcelli

2 Vlcelli.

Vloelli

Siegmund.

* Vlcelli.

BSl
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Horn mu.IV
inB.

Viol.

Viola.

Siegm.

AlleVlc.unii

p foco a poco cresc

pooo a pooo creso

poco a pooo creso

der michnunSehnsucht zieht. -BemZan-ber sehrt, im Zwan - ge halt d der Mann, der

Bauke II.

(tief P)

istdein'Schwert,Wal-se! TOl-se! Womicb Vehr-losenhohnt!

Siegm.

Vic.

Kontrab.
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4-Homer ,

inF. 4

(sehr bestimmt)

(DaaFfcuerbrtchtroner Dnont asammeni CB nor
der Bpruhenden Glut plStzItch

eln greller Sohdn anf die Stelto de

Bschenstanunee,weldie Sieglinde*
Blidcbeaelohnethatto.nnd an der

ctzt deatlich einen Schweri-

bri(^inirliervwaatoBniat,waswut^ noch kegt?

Kbntrab,
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What a magnificent idea is the picture of the i by the wind is wonderfully depicted by the follow-
monotonously raging storm at the beginning of f ing sound-conception (Example 3).
"Walkuere". The whipping of the rain and hail

No. 3. Walkuere, Beginning
Stiirmisch.

(Immer anf doppelten Saiten)

Wagner.

16 Viol.H.

12Violen.

iSVcelli.

4erste
Kontrab.

6 6

r ji j. j. i j j
r dim. oresc.

Viola.

Vcelli.

Kontrab.

Kontrab.
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The tremolo has a stormy and vehement character

on the medium tones of the E and A-strings in fortis-

simo.

It becomes ethereal and seraphic when
employed in several voices and pianissimo
on the high tones of the E-string:

First violina

Second violin*

Third violins
orviolaa

It may be mentioned here that, while the violins

in the orchestra are customarily divided into two

groups (First and Second Violins), there is no reason

why these groups should not be subdivided again into

two or three parts according to the aim the composer
wants to achieve. Occasionally the violins can be di-

vided .even into eight groups, either by setting off

eight solo violins, playing eight individual parts,

against the solid mass, or by dividing the complete
first violins and second violins into four equal choirs

each.

I revert to the tremolo. To make its effect complete
it is essential that* the movement of the bow is fast

enough to produce a real trembling or quivering.

Therefore, die composer must precisely indicate its

execution in accordance with the tempo of the piece;
for the performers are always inclined to avoid any
mode of execution which is tiring, and they would
not fail to profit by any latitude left to them.

In an Allegro assai a
tremolo indicated: and executed:

TTr rrr rr r rrr r rr -^

is entirely sufficient. But if in an Adagio the tremolo

were also indicated by sixteenths, the performer

would, of course, play strictly sixteenths; instead of

the quivering one would hear only a heavy
and dull repetition of tones. In this case

it is necessary to write

and sometimes, if the tempo is still

slower than Adagio, even

The tremolo on the lower and middle tones of

the third and fourth strings in fortissimo is particu-

larly characteristic if the bow strikes the strings near
the bridge. In a large orchestra and if executed well

by the players, it produces a sound similar to that of

a rapid and powerful waterfall. This manner of ex-

ecution is indicated by sul ponticello. f

A magnificent example of this effect can be found
in the scene of the oracle, in the first act of "Alceste"

by Gluck. The effect of the tremolo in the second vio-

lins and violas is reinforced by the heavy, menacing
steps in the basses, by the blow struck from time to

time in the first violins, by the gradual entry of the

wind instruments, and finally by the majestic recita-

tive which this turbulent orchestra accompanies. I

know nothing of this kind more dramatic or more
terrible. However, the idea to execute this tremolo
sul ponticello cannot be ascribed to Gluck; it is not
indicated in his score. The honor for it belongs en-

tirely to M. Habeneck, who, when rehearsing this

wonderful scene at the Conservatoire, had the violins

play it in this energetic fashion; its superiority in this

case is incontrovertible. (Example 4.)
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Viol. I.

viol. n.

Viola.

n gran Sacerdote.

(Ifoherpriesfer.)

Bassi.

(Vlc.u.Kontrab.)

Anlmato.

No. 4. Alccste, Act I.

Gtack.

I.

Viol. <

n.

Viola.

"
p i

frfcfrn

I

-
I

FittoU
etdw d- mfendonnntlk6-ro-ran-o-.

mvr esgimstigdeute*!

mBaast

I.

Viol.<

n.

Viola.

plein de Ves^rii di - vin

Von
onfin-ffpi* re sa pre-EWi-^f * - -

**&&?
e - le-

BawL i
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Oboen.

I.

n.

Viola.

S.

Bassi.

Ob.

ver an des-sns dten mor - tel.

\BarxxMdwrdwoehn.
Qnel-le lumifere e - da-

r r r i r r f

t p' FIT i

et bril-le sur 1'an-tel!en - ton - re la sta-tu - e
- kl&rt istPho-bosBUd-nis,

tan -

xvn-dung!

Tout nfon-non-ce dn Dien la pre-sen - oe sn-i
- - sendktin-det er wns3 detf &r stok jetetge -

ee

Bassi.

Viola.

S.

Basal.

m rr rt r r T r i

e . pon-van - te
mDien snrnofi des-ttns - mS-rne;

aot-t*rspru*sVer .
Jbundung'. MU hei-
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se re-pand au-tour de moi,
er-Wt er mei-ne Brustf

toot ae ran^lit AmJuste e-

Bassi.
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Fl.

Ob.

KUr.
inC.

Hrnr.
inG.

Viola.

4iBteet de re - speet, PS*"?161- ob - scrve pro- fond si - len - ce!
Fvl-le sei-ner Hackt, V&-ker! wr - ehrt sto dun* from-mes

Bassi.

Viol.

n.

Viola,

sonas-pect le vain or-$ueil de

Bassi. i I r "i M

BSl



At the beginning of the second act of "Tristan"
this tremolo effect near the bridge (depicting the
rustling of the leaves and the blowing of the wind)

produces a feeling of awe and apprehension in the

listener. (Example 5.)

No. 5. Tristan, Act II.

(Sehr lebhaft.)

Wagner,

EQar.I.inB.

Viol. I.

(geteilt)

Viol.IL

(get.)

Puroht be-irrt dein Ohr;

Isolde.

Vcelli.

A

BS1
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Flote HnJE

- ctond sdmt . telt dar Wind.

Koirtrab.

BS1
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For certain accompaniments of a dramatic and

agitated character a broken tremolo is sometimes used
with good effect, either on one string:

or on two strings:

Finally, there is a kind of tremolo which is no

longer used, but which Gluck employed admirably
in his recitatives. It may be called the undulating
tremolo. It consists in playing a number of slurred

notes on the same tone at a slow speed while the bow
does not leave the string. In these not strictly meas-

ured accompaniments it is hardly possible for all the

performers to play the same number of notes in a

bar; some play more and some less. This difference

causes a kind of wavering or indecision in the orches-

tra, perfectly adapted to render the uneasiness and

anxiety in certain scenes. Gluck wrote it thus:

or

The manner of bowing is very important and

greatly influences the sonority and expression of mo-

tives and melodies. It must be carefully indicated ac-

cording to the nature of the idea to be rendered. The
following signs should be used:

For detached tones (le detache) :

For slurring two notes:

For extended slurs (legato) :

For the staccato or light d6tach6, which is executed

over the whole length of the bow by a succession of

small strokes, moving the bow only a little at a time:

Andante.

For the grand, broad staccato (grand detache

porte} ,
which is intended to give the string as much

sonority as possible by letting it vibrate after the bow

has struck it vigorously (this is particularly suitable

for pieces of a proud, magnificent character and of

moderate speed).:

Notes repeated two, three or four times (according
to the tempo) give more power and vividness to the

tone of the violins and are suitable for various orches-
tral effects in all kinds of shadings:

(abbreviated)

However, in phrases of a broad tempo and vigorous

character simple notes in grand Attache produce a
much better effect, unless one wants to employ a real

tremolo on each note.

BSl
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Largo..
The following phrase

if played in the indicated slow tempo, will sound much

Largo.

more nobly and vigorously than the following:

I believe composers would be too meticulous if they
indicated down-bows and up-bows in their scores (as
it is done in violin etudes and concertos) . But if par-
ticular lightness or power or breadth of tone is re-

quired, the manner of execution may be indicated as

follows: "At the point of the bow"s or "At the heel"

(lower end of the bow), or "Whole bow on each
note". Likewise, "Near the bridge" or "On the finger-
board" designate the spot close to or at a distance

from the bridge where the bow should strike the

strings. The metallic, somewhat rough tones produced
near the bridge differ greatly from the soft, veiled

tones played over the finger-board.
I should like to cite some practical experiences

regarding bowing and fingering. It is customary in

many orchestras to indicate uniform bowing for the
violins (as well as the other string instruments).
Of course, the resulting evenness of bowing gives
elegance to the playing of the violin group and is

restful to the eyes of the audience. Nevertheless, I

would not recommend using this device indiscrim-

inately, for the following reasons.

To curb the different temperaments in bowing
means to destroy the soulful expression in the ren-

dering of a melody. One violinist, in accordance
with his feelings and technical skill, may need four
strokes of the bow to play a melody expressively;
another violinist, only two. If the first one is forced
to play this melody also with two strokes, his per-
formance will obviously lose its intensity and be-
come poor and dull. Furthermore, if a composer
has indicated one bow for a phrase of, let us say,
four or more bars, its broad character would be

destroyed if it were broken up uniformly into four
to six parts by all violinists. In such cases it is my
principle to follow strictly the composer's phrase-
marks (breathing-marks) only at the beginning
and end of a phrase; within the phrase I let each
violinist change the bow as he wishes.

For composers it is very important to consider

carefully the problem of up-bows and down-bows
when they want to achieve certain nuances. For
instance, during the first rehearsal of my "Sinfonia
Domestica" in New York the theme

i

did not r*v,

gaiety with
produce the intended impression of serene J
with the indicated bowing, but sounded *

At once the theme had the cheerfulness desired by
me, the dot on the second and fourth eighths was
observed automatically, and the passage, whether
in upper or inner parts or in the bass, sparkled
through the whole orchestra with the same inten-

sity. I had the second theme of the piece phrased
accordingly and obtained the same effect:

Therefore, dear fellow composers, watch the up-bow and down-bow! A small bowing-mark at the
right place is often more effective than the most elo-

lame and dull. At last I conceived the idea of hav-
ing it played in this way:

iy", "grazioso"
> *+~ ^-\._

quent expression marks such as &~7 , fil wv .

"spirited", "smiling", "defiant", "furious" etc. Our
worthy instrumentalists and their dear conductors
pay very little attention to them.
As to fingering, I found, when rehearsing Berlioz'

f'Fte chez Capulet" , that the beginning of the

partly chromatic phrase for the violins never
sounded quite clear as long as but one violinist

played the chromatic scale by sliding up or down
with his finger. Finally I prescribed a separate
finger for each note. At once the disturbing sounds
caused by the sliding stopped and the passage be-
came faultless. This experience gave me the idea
to mark this fast violin passage from my "Sin-
fonia Domestica"

with the following fingering:
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This passage is absolutely unclear and blurred
with the usual fingering, which would be more ap-
propriate for the howling of the storm in the
Pastoral Symphony.
In a symphonic work where the terrible is com-

bined with the grotesque, the back of the bow has
been used to strike the strings. This is called col legno

(with the wood) . Phis strange device should be em-

ployed very rarely and only for a very definite pur-

pose. Only in a large orchestra is its effect sufficiently
noticeable. The numerous bows quickly falling on the

strings produce a kind of crackling sound which would
be scarcely audible with a small number of violins,
so weak and short is the sound in this case.

(This

col legno symbolizes the snorting of the

horse in Liszt's "Mazeppa", the devilish giggling of
Mime in Wagner's "Siegfried". (Examples 6, 7.)

No. 6. Mazeppa
L
Un poco piu mosso, - aempre agitato assai.

Liszt

Kontrab.
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EngLHrn.

Ear. inD.

Elar.in,

Trp.InEs.

Vlolen.

VceUi.

Kcntrab*

BS1



Trp.In

VioLI.

VloHL

Ylolen.

VoellL

Kontrab.
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No. 7. Siegfried, Act II. Wagner.

Klar.II.

InB.

Klar.m.
in A.

BaBklar.
InB.

viol. n.

vie hast du die - senTrunk hattf icth

JlmSUich immer etwas bewegter*

(Lustij: chenend,als sduldVe er hm einen angnehm beranachten Zutand, den ihm der Saft bereiten

trtnknur, tran'mei-ncr Kunst! In Naeat and Ne - bel gin-ken die Sin-ne dir

Vic.

Kontrab.
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CstacoJ

Vlo.

K.B.

bald; Dime Wach und Wissen stracks stre&sb da Glie - der. Liegst damm da,

S^EE
CrimeDampfer)

*frfrfr
I(geteilt) (nur

(eol icpi
ycreso. .

i ber - gw doc* er - men - -

K.B.



K1.FI.

Gr.Fl.I-

8 Ob.

je, nir-genda wfcr ich si-diep-vor to, hatf ich aeltst

Vlo.

K.B.



K1.FL

3V.FLI.

8 OK

III 11

BVum mitdem Scfewert, daa so sdiarf dnachnf^ lianiohdem KiniTden Kopf erst ab:

Mime.

Vic.

K.B.
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Mime.

Vic.

1LBl '

A ^ W980. -

The so-called harmonics (flageolet tones) are pro-
duced by touching the strings lightly with the fingers
of the left hand. Thereby the fingers divide the length
of the strings at certain spots (the nodal points) with-
out, however, pressing them down upon the finger-
board. These harmonics have a peculiar character of

mysterious softness; some are* very high and thus
greatly extend the upper range of the violin. A dis-
tinction is made between natural and artificial har-
monics. The natural harmonics are produced by
touching lightly certain spots on the open strings.
Those responding most safely and sonorously are



listed below. The black (quarter) notes represent the

real pitch of the harmonics; the white (whole) notes

indicate the points touched on the open string.

E-string

The artificial harmonics are obtained very clearly

over the whole range of the scale by pressing the first

finger firmly on the string (as a kind of movable nut)

and touching the indicated point on the string lightly

with the other finger.

The octave, lightly
touched, produces its uni-

son:

This fingering is not easy
and is used almost only
on the fourth string.

The fifth, lightly touched,
produces its high octave:'

This fingering is
- easier

than the preceding and
less easy than the follow-

in*.

The fourth, lightly
touched, produces its

high twelfth:

Actual harmonica

T r j
luetading the chromatic
Intervals
4th finger, touching thestring

i i

f ? n r f
^g^ finger, prcialng the* string

Actual harmonics

4th fintrer. touching&e string

lw finger, pressing the string

Actual harmonica

Fingers touching

Finger presaSB*

This fingering is the easiest and therefore to be pre-

ferred, except when the harmonic is the twdfth of an

open string; in that case the fingering with the fifth

is preferable. it is better- to

Thus, to sound d = use this posi-

a single high B, [

the open E-string, whose fifth lightly touched pro-
duces its higher octave (B), sounds better than a

string pressed down by the first finger, as e.g.:

, which results

in the same
tone:

The fingerings with a touched major or minor third

are used very little; the harmonics produced do not
sound well.

The major third, lightly touched,

produces its high double octave:

The minor third, lightly touched,
produces its high major seven-

teenth:

The major sixth, lightly touched,

produces its high twelfth:

This fingering is used less

that with the touched fourth; it

is nevertheless quite good and fre-

quently useful.

Aetna] harmonics
3rd finger touching

Actual harmonic*
Fingers touching

9 I .
=*=

1st ftngar pressing

1st finger pressing

tion:

I repeat, the positions with touched fourths and fifths

are by far the most advantageous.
Some virtuosos produce double stops in harmonics;

but this effect is so difficult and therefore dangerous
that composers are to be warned against using it.

The harmonics on the fourth string have a flute-

like character; they are preferable for a cantabile exe-

cution of a slow melody. Paganini used, them with

wonderful success in the prayer from "Moses". The
harmonics on the other strings become increasingly

more delicate and soft as they rise in pitch. This, as

well as their crystalline sound, makes diem especially

appropriate for those chords which may be called

fairy-like: harmonic effects which fill our imagination
with radiant dreams and conjure the most delicate

images of a poetic, supernatural world. Although bur

young violinists have become quite familiar with these

effects, they should not be used in fast movements or

at least not in rapid successions of notes if their per-

fect execution is to be ensured.

Of course, the composer can employ them in two,

three or four parts according to ihe number of violin

parts. The effect of such sustained chords is very im-

pressive if they are warranted by the subject of the

piece and well combined with the rest of the orches-"

tra. I have used such chords for the first time, in

three parts, in the scherzo of a symphony^ sustained

above a fourth violin part not in harmonics, which

trills continuously on the lowest note. The extraordi-

nary delicacy of the harmonics is enhanced here by
the use of mutes; thus softened they rise to the ex-

treme heights of the musical scale, which could hardly

be reached by ordinary tones. (Example 8.)
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No. 8. Romeo et Juliette, Schereo de la Reine Mab
Allegretto.

J

Solo.

Floten.

EngLHbr

Vfol.1.,

fgeteiltT

ffi^

* *** *!** fr fr

r \r \r

Flageolettone. lelchter Finger.

Flageoletton.

m
Flageoletton.

EufelL

Tlolen.

Vcelli.
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Viol. I.

Vlolen.

Vbclll.

En^l.H.

Klar.lnB.

Harfel.

Karfen.

Viol- 1.

Viol. II.

Vlolen.

VceUi.



In writing such chords in harmonics, it is absolutely

necessary to indicate by notes of different size and

shape, placed one above the other: the note for the

finger touching the string and that of the actual har-

monic (on open strings) ;
and the note for the press-

ing finger, the touching finger and the actual harmonic

(in the other cases). This sometimes results in three

notes for a single tone, but without this precaution
the execution might easily become a hodgepodge, in

which even the composer would have difficulty to

recognize his own intentions.

This is no longer necessary. The sign above

the note (the actual pitch) is now sufficient to in-

dicate the execution in harmonics. The older no-

tation makes the score too complicated.

Mutes (sordines) are small wooden devices which
are placed on the bridge of string instruments in order

to diminish their volume of sound. They give the in-

strument at the same time a mournful, mysterious and
soft expression, which is frequently and felicitously
used in all styles of music. Mutes are usually employed
in slow movements; but they are just as appropriate
for fast and light pieces or for accompaniments in

quick rhythms if the character of the piece demands
them. Gluck proved this admirably in his sublime

monologue of Alceste (Italian version), "Chi mi

parla". (Example 9.)

No. 9. Alceste, Act II

Andante non molto.
Gluck.

Viol.

Viola.

Alceste.

Vcello.

Kontrab.

con sordino
6.

Chi mi par .

Wel-cke Stvm
6

- la!

-mef
die ri -

r r r r

Ob.

Chal.

Vic.

K.B.
{
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When mutes are indicated, they are generally used

by the whole string section. But more frequently than
it is usually assumed there are circumstances where

only a part of the strings (e.g. the first violins) employ
mutes; the mixture of bright and muted tones pro-
duces a peculiar color. Sometimes the character of the

melody is so different from that of the accompaniment
that the use of mutes has to be planned accordingly.
The composer, when indicating the use of mutes in

the middle of a piece (by the words con sordini) 9 must

not forget to allow sufficient time for putting them
on. He should provide a rest in the violins, equal in

length to about two bars in 4-4 time, moderato. The
rest may be shorter when the words senza sordini in-

dicate that the mutes are to be removed; this can be
done in much less time. The sudden transition from
the muted tones to bright, natural ones (without
mutes) is sometimes immensely effective in a large
orchestra. (Example 10.)

No. 10. Romeo et Juliette, Scherzo de la Reine Mab
Prestissimo.

Berlioz.

Floten.

Oboe.

Klar.lnB

Viol.I.

Vlol.n.
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In the third act of "Meistersinger" (scene of

Sachs and Walter) the mood of the dreamy young
man in his conversation with Sachs is wonderfully
painted by the entrance of the muted second vio-

lins. The device is as simple as it is ingenious (the
two words are frequently synonymous) . An equally
wonderful example is the final scene of "Tristan"
where Isolde rises from the prostration of despair
to her last enchanted vision. The first violins had
been silent for a long time and left the lead to the
second violins; then, before Brangaene's words, "Sie

wacht, sie lebt", they enter con sordini over muted
horns with the theme of Isolde's Liebestod. The
theme, the orchestration and the poetic idea com-
bine into one of the most sublime effects.

There are new mutes which are fastened to the
lower part of the bridge and which only have to

|
be turned into position; but the tone of the violins

I suffers considerably.
The pizzicato (plucking of the strings) is generally

used with bowed instruments. The resulting sounds
serve as accompaniments and are very popular with
the singers because they do not cover their voices.

They are also important for symphonic effects and
even in vigorous outbursts of the whole orchestra,
where they may be employed in the whole choir of

strings or only by one or two sections.

The Adagio of the Symphony in Bb by Beethoven
offers a charming example of pizzicato in the second
violins, violas and basses while the first violins are

played with the bow. The contrasting sounds are here
blended in truly marvelous fashion with the melodic
sighs of the clarinet, enhancing its expression. (Ex-
ample 11.)

No. 11. Symphony in Bb, 2nd movement

Adagio. Beethoven.

Flote.

Oboen.

i
' * J

at
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InEs.

E.B.

If the pizzicato is employed in forte, it should be

written neither too high nor too low. Extremely high

tones are harsh and dry; the low ones are hollow. In

a powerful tutti of wind instruments a pizzicato of

all string instruments, like the following, will produce

a striking impression:

Violins nnisono

Violas A basses

acquire the skill to execute passages like those in the

following example, which are impossible at the pres-

ent time:

The figures above the notes refer to the fingers of
the right hand, the letter T indicating the thumb

Allegro non troppo.""

Pizzicato chords of two, three and four notes in

fortissimo are equally valuable. The one finger em-

ployed glides so quickly across the strings that they
sound almost simultaneously and seem to have been

plucked at the same time. The various kinds of piz-

zicato accompaniments in piano have always a deli-

cate effect. They afford a sense of relief to the listener

and if not abused give a pleasing variety to the

sound of the orchestra.

In the future the pizzicato will doubtless be used in

even more original and attractive effects than hereto-

fore. Violinists, not considering the pizzicato an inte-

gral part of violin technique, have given it hardly any
serious attention. They are accustomed to use only
the thumb and forefinger for pizzicato and hence are

not able to play passages and arpeggios faster than

sixteenths in 4-4 time of a very moderate tempo. If,

instead, they were to lay down the bow, the little

finger of the right hand could rest on the body of the

violin and they could use the thumb and the other

three fingers like guitar players. Thus they would soon

The repetition of the upper notes in these examples
becomes quite easy if the first and second fingers are

used alternatingly on the same string.

Short appoggiaturas are by no means impracticable
in pizzicato. The following passage from the Scherzo

of Beethoven's C-minor Symphony is always executed

very well.

Some of our young violinists have learned from

Paganini to play rapid descending scales in pizzicato

by plucking the strings with the fingers of the left

hand, which rests firmly on the neck of the violin.

They sometimes combine pizzicato notes (always

BSl
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played with the left hand) with bowed tones, even
using the pizzicato as an accompaniment of a melody
played by the bow. All players will doubtless become
familiar with these various techniques in the course
of time. Then composers will be able to take full ad-

vantage of them.

|
The following quotation from the overture to

J King Lear by Berlioz shows an ingenious employ-
\ ment of the pizzicato (Example 12).

No. 12. King Lear, Overture

Berlioz.

2 FISten.

Viol.

Viola.

VceEo.

Xbrtrab.

BSl
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Vic.

K.B.
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Tuba.

Fku.

y-

Vic.

K.B.
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In this place I always have a feeling as if a
string had burst in Lear's heart or, more realis-

tically, a vein in the half-mad king's brain.

The possibilities of using the pizzicato in the
orchestra for characterization are unlimited. To

quote a few examples more, I mention: "Tristan",
third act (Example 13); "Rheingold" (Example
14); "Meistersinger", Beckmesser's pantomime in

the third act (Example 15).

Mafiig langsam.

No. 13. Tristan, Act III

Wagner,

Viol.

ffirt.

Vic.

Kontrab* I

Htrt erschefacfc mitdm OberlefteSberder CKorwoud iwaidt ain vnadg das Hanpt nacb ifemj
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Laagsam.

No. 14. Rheingold
riten. tempo.

Wagner.

8 Ploten.

8 Ob

Al-leswasist, en* detl Ein dust'- rer Tag- dammertden Got -"tern:
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Sehr schnell
No. 15. Meistcrsingcr, Act III

Wagner.

Gr.Fl.

Ob,

Klar.inBX

(Er glanbt die Veritohnnng der Ttelbermd Bnben anf der Gasse TO vernehmen,wendet rich wutend ab and gchmeiBt

Beck-
messer.

Vlo.

K.B.
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With their bows violinists are nowadays able to

execute almost anything required. They play in the

upper region almost as easily as in the middle; the

most rapid runs; the most eccentric designs offer no

difficulty. In an orchestra where they are sufficiently

numerous, what one of them misses is executed by
the others. Thus mistakes are hardly noticed and the

final result is exactly as the author intended it. How-
ever, sometimes the rapidity, complexity or high posi-
tion of tones would make a piece too dangerous; or

Allegrro assai con fnoco.

VioLI.

else the author may want to be sure of a secure and
neat execution: in such cases the violins should be

divided, some playing one part of the passage, the
rest another. Thus the notes of each section are inter-

spersed with short rests, not noticed by the listener,
which allow, as it were, a breathing space to the

players and afford them time to reach difficult posi-
tions securely and to strike the strings with the neces-

sary vigor.

Here the division would be useless as the passage presents no difficulties; dividing it weaken the general

an equivalent compensation.

Here the division becomes useful again.

BS1



If it is desired to have similar or still more difficult

passages executed by all the violins, it will always be
preferable to divide the first violins into two groups
(as in the preceding example) and to let the second
violins, also divided into two groups, simply double
the two parts of the first violins, instead of giving one
part to all the first violins and the other part to all

the second violins. The distance between the two sec-

tions would disrupt the even flow of the passage and

would make the joints between die parts too obvious.
But if the parts are divided between the two players
at each desk and each part is thus played on both
sides of the orchestra, the fragments will connect

smoothly and it will be impossible to notice the di-

vision of the passage. The listeners will believe to
hear it executed by all the violins without interrup-
tion. Accordingly, the passage is written as follows:

Viol. I
divided

Viol. II
divided

etc.

etc.

Moreover, this procedure is applicable to all instru-

ments of "the orchestra which have the same quality
and lightness of tone. It should be applied whenever
a phrase is too difficult to be played well by a single
instrument or a single group.

This conception applies to the style of instrumen-

tation which I would call the classical. It stems
from the spirit of chamber music and was trans-

ferred to the treatment of orchestras. Its main
characteristic is that every figure can be executed
with absolute clarity by all the instruments. Its

opposite is the al-fresco treatment of the orchestra

as introduced by Wagner. The classical stands in

the same relation to the al-fresco style as that of

the Florentine painters of the 14th and 15th cen-

turies (which stems from miniature painting) to

the broad manner of a Velasquez, Rembrandt,
Franz Hals and Turner with their wonderfully
shaded color combinations and differentiated light
effects. The most obvious example of the fresco

style is the treatment of the violins in the Magic
Fire Music in the third act of "Walkuere" (Exam-
ple 16). Executed by 16 to 32 violinists, this pas-

sage achieves a wonderful, exciting effect. A better

musical description of the seething flames flickering
in a thousand tints cannot be imagined. An easier,

perhaps somewhat slower figuration would prob-
ably have made an impression of stiffness such as

I cannot help noticing in the "Rheingold" during
the song of the Rhine Maidens swimming around
the

VioLIuJL

etc.
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No. 16. Walkuere, Magic Fire Music

Mafiig bewegt.
Wagner.

Vic.

Bafiklar*

InA.

LH.

mm.
(

S Banter

InB.

Sfba.

Viol*.

8.* a.4.

eln fanner helleren Flttmmenylut

Vic.

BSl
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Viola.
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YtoLH,

Vlolen.

BS1



stacc.

8 kl.Pl.
1

Sgr.FL

poco a poco oreso.

VioLH.

"Vlolen.
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Zgr.Yl.

3 Ob.

Klar.inD

VIolen.
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*kl.Fl.

unuribt Woton mit ^rildqm Flackera.

Kontrab.
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2 kl.Fl.

I.n.in P.

4Hrnr.

Triangrl,

Becken
nttPanken
schlagelxi

alat ad ileht es sich nach dem Hintergrunde, wo es nnn fort-den TMoreto des Fefcenrandea

vioLn.'

Violen.

Sontrab.

BS1
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I believe that passages on the fourth string and,
for certain melodies, also the high tones on the third

string could be used to much better advantage than
has been the case heretofore. If a particular string is

to be used for special effects, the point for changing
the string should be clearly indicated. Otherwise the
players would soon revert to the ordinary manner of
execution, out of habit as well as for 'the sake of
greater facility.

4th string.

J 1 1
JUjji iijjj

l"jl jjyi i

3rd string

Frequently the first violins are doubled one octave
lower by the second violins in order to give greater
power to a passage. But unless the tones are extremely
high, it is much better to double them in unison; the
effect is incomparably stronger and finer. The over-

whelmingly powerful effect shortly before the end of
the first movement of the C-minor Symphony by Bee-
thoven is due to the unison of the violins. In such
cases it is not advisable to reinforce the violins by add-
ing the violas in the lower octave. The low tones of
the violas, being much weaker than those of the vio-

lins, would only produce an ineffective drone which
would darken rather than reinforce the high tones of
the violins.* Unless the viola part can be made more
prominent, it is better to use the violas for reinforcing
the violoncellos in the unison, insofar as their range
permits, instead of in octaves. This is what Beethoven
did in the C-minor Symphony. (Example 17.)

|
*Very true! This applies also to French horns

I and trumpets.

No. 17. Symphony in C minor, 1st movement

Beethoven,

Allegro con brio

BS1
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Pfau

Violins have more brilliance and are played more
easily in keys which permit the use of the open strings.
Only the key of C appears to form an exception to
this rule. It sounds less bright than the keys of A and

although all four open strings are available in C
whereas only three remain in A, and but two in E.

^
I think it is possible to define the characteristic

timbre of the different keys on the violin and their
ease of execution, as follows:

Major keys
G easy
C* very difficult

Db difficult, but less

so than C#
D easy

D# almost impracticable
Eb easy

E not very difficult

Fb impracticable
F easy
F* very difficult

Gb very difficult

grave, but dull and pallid
less pallid, and more pro-
nounced

majestic

gay, noisy, somewhat
commonplace

dull

majestic, rather bright,
soft, grave

brilliant, gorgeous, noble

eneigetic, vigorous
brilliant, incisive

less brilliant, softer

G easy

G* almost impracticable
Ab not very difficult

A easy
A* impracticable
Bb easy

B not very difficult

Cb almost impracticable

rather gay, somewha
commonplace

dull, but noble

soft, veiled, very noble

brilliant, elegant, joyful

noble, but without bril

liance

noble, bright, radiant

noble, but not very
sonorous

Minor keys
G easy
G* rather easy

Db very difficult

D easy

D# almost impracticable
Eb difficult

E easy
Fb impracticable
F rather difficult

F* less difficult

somber, not very sonorou

tragic, bright, distin-

guished
somber, not very sonorou

plaintive, sonorous, some
what commonplace

dull

very dim and mournful

shrill, commonplace

not very sonorous, som
ber, violent

tragic, sonorous, incisive

BSl



Gb impracticable
G easy

G* very difficult

Ab very difficult, almost

impracticable
A easy

AS impracticable
Bb difficult

melancholy, rather sonor-

ous, soft

not very sonorous, sad,

distinguished

very dull, sad, but noble

rather sonorous, soft, sad,
rather noble

somber, dull, rough, but
noble

B easy very sonorous, wild,
harsh, sinister, violent

Gb impracticable
The string instruments, the combination of which

forms what is rather improperly called the quartet,
are the basis and- the constituent element of the whole
orchestra. They possess the greatest power of expres-
sion and an indisputable wealth of timbres. Particu-

larly the violins are capable of a great number of

seemingly incompatible nuances. They convey (in a

mass) force, lightness, grace, somber seriousness and

bright joy, reverie and passion. The problem is only
to know how to make them speak. Moreover, it is

not necessary to calculate for them the duration of

a sustained tone (as for the wind instruments) and
to relieve them by occasional rests; one can be sure

that they will never be out of breath. The violins are

faithful, sensible, active and indefatigable servants.

Tender and slow melodies, confided too often now-

adays to the wind instruments, are never rendered
better than by a mass of violins. Nothing can equal
the stirring sweetness of some twenty E-strings vi-

brated by as many skilled bows. Here is the true

female voice of the orchestra, a voice at once pas-
sionate and chaste, penetrating and soft; whether it

weeps, laments, prays or jubilates no other voice pos-
sesses its' range of expression. A minute movement of

the arm, an unconscious impulse in the player, hardly
noticeable with a single instrument, produce in a

group the
1

most wonderful shadings and arouse feel-

ings which penetrate to the depth of the heart.

I need hardly mention here the angelic purity of

the violins in the Prelude to "Lohengrin". The
same violins, in a stirring passage in the third act

of "Walkuere", reveal the human bliss of mother-
love. (Example 18.) Then again, in the third act

of "Siegfried", they depict the "selige Oede auf

wonniger Hoeh" (haven of bliss on the mountain-
ous height) in cloudless brilliance. (Example 19.)

No. 18. Walkuere, Act HI Wagner.

8F1.

8 Ob.

list bAftUr. aoffleieh Btraldt aber ifar
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No. 19- Siegfried,
Act III

Tmmer langsamer
"Wagner.

(Siegfried gelanet von aufien

Contrab

Viol. I.

VtoLL

4Pbs.

her aufden felsigen Sanm der H6he,und zeigrt sich dort znerst nnr mit dem Oberleibe; so blickt er lange stannendum sich)

sehp rubig.

VioLI.

i-frrppTppij
Se - ftfeO-deanf <
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* Ob.

SElar.)
in A.

EngLHrn.

8 Fag.

PkelnCis.

Viol.

Viola.

Hoti
1

! (Er Bteigt TOllends gvnx heranf, end betrehtet, aaf dnem Fblsensteine des Mnteren Abfainges tahenA> mtt Vtor-

Sieyfr.

Y1Q.U.K.B.

With die same fidelity the violins lend their tones

to express the apprentice's love (David in "Meis-

tersinger**) :

(TOs war nur der Lena?)

Wagner, inexhaustible in the symbolic use of the

orchestral language, even individualized the first

and second violins in "Tristan". The second vio-

lins, customarily somewhat inferior in execution

and tone, serve as accompaniments for the second-

ary figures, Kurwenal, Brangaene and King Marke;
while the wanner and nobler first violins accus-

BSl



tamed to lead jubilate and suffer with the two

heroes of the Action.

At the close of this chapter I should like to warn

against the so frequent misuse of the solo violin in

the orchestra. The effect of a solo violin is so pe-
culiar and conspicuous that it should never be em-

ployed without a compelling poetic motive. The

great masters used it exclusively as a meaningful

symbol: Beethoven, in the Benedictus of his Missa

Solemnis, to let a pure soul praise the Lord in a
fervent song; and Wagner, in "Rheingold", to

unveil the innermost secrets of a woman's heart.

(Example 20.)

No. 20. Rheingold Wagner.

8 Pi.

En^LHra.

(Wotmnwto In einem Sostaato

Ycello.

Kontrab.

BS1
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K.B.

The economical use of the solo violin in Wag-
ner's scores may serve to exemplify once more the

|
old truth that a device becomes the more effective

| the less it is used.
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The Viok

The four strings of the viola are tuned in fifths,
like those of the violin, but a fifth lower:

_ .. Mcondctrtaf
> . , third string

"**" ... fourth fartaff

Its ordinary range is at least three octaves:

Inetadinff the chromatic intervals

It is written in the alto-clef (C-clef on the third

line) ; the G-clef is used for its highest notes.

All that has been said in the preceding chapter
about trills, bowing, chords, arpeggios, harmonics etc.,

applies equally to the viola, which can simply be con-
sidered a violin tuned a fifth lower.
Of all the instruments in the orchestra it is the

viola whose excellent qualities have been unappre-
ciated for the longest time. It is just as agile as the
violin. Its low strings have a characteristic, husky
timbre while its high xfotes are distinguished by their

mournfully passionate sound. The general character
of its tones is one of profound melancholy and is

notably different from that of the other string instru-

ments. Nevertheless, it has long been neglected or

used, senselessly and ineffectually, for doubling the
basses in the higher octave. The unjust treatment of
this noble instrument has been due to several causes.
In the first place, the masters of the 18th century,
rarely writing four real voices, generally did not know
what to do with the viola. Whenever they could not

give it a few notes to fill up the harmony, they did
not hesitate to write the odious col basso often so

carelessly that the resulting octaves conflicted either
with the harmony or with the melody or with both.

Furthermore, it was unfortunately impossible at that

time to write any important passage for the viola re-

quiring the most ordinary skill for its execution. Viol-

ists were always selected from the weaker violinists.

If a musician was unable to fill creditably the post of

a violinist, he was relegated to the violas. Thus, violists

eventually could play neither the violin nor the viola.

I must admit that even in our own time this preju-
dice against the viola has not disappeared completely.
Even in our best orchestras we still find viola players
who are no more proficient on that instrument than
on the violin. But the harm caused by tolerating them
is being recognized more and more; and little. by little

die viola will be entrusted only to skilled hands, just
as the other instruments. Its timbre attracts and cap-
tivates one's attention so vividly that it is not neces-

sary for an orchestra to have as many violas as second
violins. The expressive powers of its timbre are so

marked that, on the very rare occasions afforded by
the old masters for its display, it never fails to answtir

their purpose.
It is the timbre of the viola which creates the deep

impression in the famous scene in "Iphignie en
Tauride" where Orestes, exhausted, panting, tortured

by remorse, falls asleep with the words: "CaJnfcomes
back to my heart" while the orchestra, in somber

excitement, utters sobs and convulsive sighs which
are accompanied throughout by the terrible, persever-

ing murmur of the violas. This incomparable piece of

inspiration contains not a single note, either, in the

singer's part or in the instruments, without its own
sublime intention; yet, the fascination which it exer-

cises over the listeners, the awe which causes their

eyes to dilate and fill with tears, are mainly attribut-

able to the viola part and, particularly, to the -timbre

of its third string, to its syncopated xfaythm and to

the strange effect of the unison betweep. its syncopated
A and the A of the basses, whose different mythm
abruptly cuts through the syncope. (Example 21.)
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Viol.

No. 21. Iphig&iie en Tauride, Act II
(Hue*.

Viola.

Or.

ren
**

tre dins mon eoevr!
ret mir * - rmck/
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Viol.

le par . ri - el - de - res - .to?
tat Jfat - tar -

Baeai,

Viol.

Viola.

Baool.
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One of the first to discover the demonic possi-
bilities of the viola was Meyerbeer. In his "Robert
le Diable" he employed it ingeniously for the ex-

pression of pious awe and painful remorse.
In the Overture to "Iphig6nie en Aulide" Gluck

used the violas as the sole basis of the harmony, in

this case not on account of its timbre but to accom-

pany the melody of the violins as softly as possible;
this makes the entrance of the basses in forte, after

a long rest, much more formidable. Sacchini also gave
the lower part to the violas alone in Oepidus' aria,
"Your court became my refuge", without, however,

intending to prepare a similar outburst; on the con-

trary, the instrumentation gives here a pleasant fresh-

ness and cairn to the melody it accompanies. Melodies

on the high strings of the viola achieve miracles in

scenes of a religious or ancient character.

Cf. Wolfram's "Blick ich umher" ("Tann-
haeuser", second act) and Lohengrin's Narration

("Lohengrin", third act) divided violas in high

position unisono with the violins; also the violas

sounding like a distant organ, before Walther*s

Prize Song ("Meistersinger", third act). (Examples
22, 23, 24.)

No. 22. Tannhaeuser, Act II

j^ Moderate. (J=o.)
ySL

Wagner.

Harfe.

Vlolen.

Wolfram.

Vcelli.

Harfe.

Wolfr.

Harfe.

Wolff.

Blick icfc Tim- her in die.son

tapfer, denfcsdmnd wei.se,
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i m
EaifJ

P

TTiT r vWoUr. n- i ir P-I r
undholdund tngendsaoi er^blidk' ich Franen, lieb-lUher Bill-ten dfif-twreidister

Harfe.

LiedYersttunmtTOTSolcher An

Vlo.

Vlo.
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Langsam.

No. 23. Lohengrin, Act III

Flote I. II.

Oboen.

F^*A

"u^pai- FJ^F*pp^dim;*- ftp***dim.*-

Wagner.

in vicr

Partien.

Loben^r.

*)Durch Plagcdftt Imrvorwibringcn.

oof Erdpnnktebekannt; drinefnGeJSfi vonwmriertSt'geB
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viol.

Violen.

Lohengr.

3flgmwlnldortalaho<st5Heflifftmnbewcht: es

No. 24. Meistersinger, Act III

Massig langsam.
Wagner.

wo dieser das Gedidit Walthew nadi0direibt.)

beiden Fermaten
ftosffihren IBMOU

Ton bewmdm laagr Daiwr seln, nm a*di dem fdmeHercn Anadrw^nen ein

BSl



^ Sponfani was the first to conceive the idea of as-
signing the melody in part to the violas in his won-
derful prayer in "La Vestale". M6hul, allured by the
sympathy between the tone of the violas and the
dreamy character of Ossianic poetry, used them ex-
clusively, without any violins, in his opera "UthaT.
According to the critics of the time, this caused ari
unbearable monotony detrimental to the success of
the work. It was this work which caused Gretrv to
exclaim: "I would give a Louis d'or for an E-strmgF*In fact, the viola timbre so beautiful when judi-
ciously employed and skillfully contrasted with that

of the violins and other instruments is bound to
become tiresome; it is too unvaried for any other
result.

In a scene of profound sadness (after Bruenn-
hilde's words, "Weh, mein Wackiing" in the sec-
ond act of "Walkuere") the violas, on the higher
octave of the bass clarinets, express Wotan's de-
jection; an interesting contrast to this is the cow-
ardly-gay dancing figure of the violas in the first

act of "Siegfried" when Mime answers the men-
acing Wotan. (Examples 25, 26.)

No. 25. Walkuere, Act II

Nodi langsamer. pooo rit. a tempo

Wagner.
pooo rit.

Engl.Horn

Vic,
U.K.B.



No. 26. Siegfried, Act I

Belebt.
Wagner.

Viol.II.

Viola.

(seine gegenwartige Lage immermehr vergesMnd, roibt sich vergriogt die

Mime.

V16. (

Kontrab. f

I
No - twg heiflt emneidlidiea Sdtwertj

pizs.

in ei.aer

rixz.

_

re r
7
( ^ > T

Hrnr.in F.

ttefl eswb-tan: demoolltesge.
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Hrnr. .

in F.
<

Bafitrp.
inlSs.

Pke.

VioLH.

Viola.

Mime.

Vic.

E.B.

BtarkstenHelden ktiner bestandij Sleff-nnmd,der kOh-ne^konnth al - leSm

ml.Wnmtt dftm Wo - Uasa Sdnrart-. eln kBh -, .

r T i ; T j T i y T T|.a T^ T

Viola.

Mime,

Vlo.

K.B.
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4Hra

Viol.
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The beautiful sound of the violas in the last

movement of Beethoven's Ninth Symphony (with
"Ihr stuerzt nieder, Millionen") and the comically
gruesome solo viola in Aennchen's aria ("Frei-
schuetz", second act) are quoted in Gevaerfs work;
the solemn introduction to the quartet in "Fidelio"
I presume to be generally known and admired.

Here I should like to quote the ecstatic solo viola

which tells of the miracle of the love potion ("Tris-
tan" 9 first act) ; and the strange entrance of the

violas in "Fidelio" (with "wie ein Schatten

schwebt") (fades like a shaJdow) where the inter-

val of a third calls forth the picture of the lan-

guishing Florestan. (Examples 27, 28.)

No. 27. Tristan, Act I

Wagner.

8F1.

* Ob.

tKlaxiInB.

IL

Hrnr.

IV.

Bnfikl.inB.

m
inC.

1.
1

Viol.

II. I

Violen.

BrangSne.

Vic.

motto rallent.

(Lallein),

(die for:

PSrWApadWtguden Ral^mm kier; b5.ae OJf . te Oe - gen-gift.
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a tempo (M&fiig.)

Ob.

tKlacinB.

(sie debt ein Fl&sdidien terror.)

Den hehr . sten Trank,- ioh half ihn hler.
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No. 28. Fidelio, Act I

(Allegro con brio.)
Beethoven.

Homer in A.

Viol.

Der kaom mekr lebt

Viola.

Pizsaro.

Rocco.

Vie.

Kontrab.

Vic.

KLB.
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At present the violas are frequently divided into

first and second violas. In orchestras like that of the

Paris Opera, where they are sufficiently numerous,
this procedure is not disadvantageous. But in other

orchestras which have scarcely four or five violas

such a division can only be detrimental, since the

weak viola group is in any case in constant danger of

being overpowered by the other instruments. In this

connection it must also be remarked that most of the

violas currently used in our French orchestras are not

of requisite proportions; neither in size nor in .tonal

volume are they real violas. They are more like violins

strung with viola strings. Conductors should abso-

lutely prohibit the use of these mongrel instruments.

Their weak sound deprives the orchestra of one of
^

its

most interesting tone elements and robs it of sonority,

especially on its deep tones.

Professor Hermann Ritter constructed

a "Viola alta" which has a fifth string ==*=
above the four strings of the ordinary viola. =!?=*=

Because of its larger size the instrument has a con-

siderably greater volume of tone; besides, it has

the additional high tones, very advantageous for

modern orchestral works.

Unfortunately, up to now it has been used only
to a very limited extent, mainly because it requires
considerable physical power. Especially viola* play-
ers with short arms or fingers may hesitate to give

up the more comfortable ordinary viola.

Two other new instruments which try to extend
the lower range of the viola and violoncello should

be mentioned here: the Violotta and Gellone, con-

structed by Stelzner. Their practical achievements
are still too unimportant to make it worth-while to

introduce them into the orchestra. The fact that

they are tuned differently, i.e. have lower strings
than the violas and violoncellos, makes their use

for existing tasks illusory; otherwise, new parts
would have to be composed for them.

When the violoncellos have the melody, it is some-
times excellent to double them in unison in the violas;

their tone thereby gains in roundness and clarity with-

out losing its preponderance. The theme of the An-
dante in Beethoven's C-minor Symphony offers an

example of this. (Example 29.)

No. 29. Symphony in C minor, 2nd movement

j Andrnte con moto. Beethoven.
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The Viok d'amore

This instrument is somewhat larger than the viola.

It has fallen into disuse almost everywhere. Were it

not for M. Urban the only player of the instrument
in Paris it would be known to us only in name.

It has seven gut strings; the lowest three are cov-
ered with silver wire, like the G and G on the viola.

Below the fingerboard and passing below the bridge
are seven more strings of metal. They are tuned in

unison with the strings above; vibrating in sympathy
with them, they lend the instrument a second reso-

nance, full of sweetness and mystery. It was formerly
tuned in 'several odd ways. M. Urban has adopted
the following mode of tuning, in thirds and fourths,
as the simplest and most rational:

fintrtring
econd string
third string
fourth string
fifth string
sixth string
seventh string

Actual harmonics

The range of the viola d'amore is at least three and
a half octaves. It is written like the viola in two
clefs.

Including the chromatic 1

As the arrangement of the strings indicates, the

viola d'amore is appropriate mainly for chords of

three, four or more tones, whether arpeggiated, struck

simultaneously or sustained; and above all for melo-
dies in double stops. For chords, a different system has
to be used from the one for the violin, viola and
violoncello, which are tuned in fifths. One must be
careful to avoid greater intervals in chords than
thirds and fourths unless at least the lowest tone is

played on an open string. Thus, the A of the second

string can be combined with any tone over the entire

length of the high D-string.

Needless to say, chords of minor

thirds and of seconds over, the low-

est tone of the instrument, such as

aie impossible, as the tones can be played only on

the D-string. Similar limitations on the lowest strings

of the other stringed instruments are easily deter-

mined.
Harmonics on the viola d'amore have a wonderful

effect. TTiey are obtained in the same way as those

on the violin and viola. Since the seven open strings

of the viola d'arnore form a perfect common chord,

it is very easy to produce rather rapid arpeggios of

its basic chord, D, in the higher octave:

lightly touching the
octave

and in the double octave:

Actaalharmonl

U*ht!y touching the
fourth

as well as of the A-major chord in the higher twelfth:

Aetoal harmonies

lightly touching the
fifth

Finger touchingthe fttth

and of the F*-major chord in the higher seventeenth:

lightly touchingthe
major third

These examples show that, if one wants to use

these charming arpeggios on the viola d'amore, the

keys of D, G, A, F* and B offer the best opportuni-
ties. But as those three chords (D, A, F) arc ob-

viously not adequate in accompanying a modulating

melody without interruption, this could easily be

remedied by using several differently tuned violas

d'amore, for instance in C or Db, according to the

chords required by the composer for his piece. The

extraordinary charm of these harmonics on open

strings would well justify all possible devices to take

full advantage of them. The viola d'amore has a

BSl



weak and soft tone; it has something seraphic, similar

both to the viola and to the harmonics of the violin.

It is particularly suitable to the legato style, to dreamy
melodies, to the expression of ecstatic or religious sen-

timents. Meyerbeer used it to advantage in RaouTs
Romance, in the first act of "Les Huguenots'" (Ex-
ample 30). But here -it serves only as a solo instru-

ment. How beautiful would be die effect of a mass of

violas d'arnore in an Andante, executing a beautiful

prayer in several voices, or accompanying in sustained

harmonies a melody of the viola, violoncello, the Eng-
lish or French horn, t>r the flute in the middle of its

range combined, perhaps, with harp arpeggios! It

would truly be a pity if this wonderful instrument

were lost for practical use, especially since any vio-

linist can learn to play it within a few weeks.

No. 30. Les Huguenots, Act I

Viola d'amonr.

Raoul.

Andante. Meyerbeer.

^ Becit.

i i r i

^

J* Jl
'

Ah! qnel spec . tacle en - chan-

Ha, welck be - jsa<u-bem-des

vlent s'of.frir a mes

xeigi sick held mei-nem

Plageolettone.
ff e

The Viola da gamba
The viola da gamba (i.e. leg-viol) was in use -in

Germany up to the second half of the 18th cen-

tury. At first it had five strings, then six; at the
end of the 17th century a low string (A) was
added. This formerly popular instrument has a
beautiful, sonorous tone* It was tuned in fourths,
with one exception, and had the following range:

Its finger-board, like that of the lute, was fur-

nished with frets marking the divisions between

the tones.

The viola da gamba is the ancestor of the mod-
ern violoncello. It was somewhat smaller than the

violoncello, and was written, according to the

pitch, in the bass-clef

the tenor-clef i

or the soprano-clef

, the alto-clef
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The Violoncello

Its four strings are tuned in fifths, exactly an octave
lower than the four strings of the viola:

second string
third string
fourth string

Its range may be three and a half octaves, even in
the orchestra:

Including the chromatic intervals

Great virtuosos go still higher. However, these ex-
tremely high notes are attractive only at the end of
slow phrases; they are usually employed not as natural
tones but as harmonics, which are produced more
easily and sound much better.

Before we proceed further, it is necessary to ac-
quaint the reader with the double meaning of the
G-clef in violoncello notation. If this clef occurs at
the very beginning of a piece or directly after a bass-

clef, the notes indicate the octave above the actual
sounds:

The Gr-clef has its proper meaning only if it fol-

lows a tenor-clef (C-clef on the fourth line); only
then does it indicate the actual tones, and not their

higher octave:

m r i i

Actual aonnd, uniaono with the **

^ ' r pr
'

^s ^i i r fr ' a

There is nothing to justify this practice; it fre-
quently leads to spore, since many violoncellists ig-nore it and always play the G-clef according to its
usual meaning. To avoid misconceptions, we shall use
it here only after the tenor-clef, when the continued
use of that clef would lead us too far beyond the
stave. The G-clef will thus always represent the actual
pitch as in the preceding example.
What was said concerning double stops, arpeggios,

trills and bowing on the violin, applies equally to the
violoncello. But one must never forget that the violon-
cello strings, being longer than those of the violin,
require wider stretches between the fingers of the left
hand. Consequently, double-stop passages in tenths,
possible on the violin and viola, cannot be executed
on the violoncello. One can write tenths only if the
lower note is on an open string:

The following tenths would, therefore, be impos-
sible:

Neither is the violoncello capable of the extreme
agility of the violin and viola because of the depth
of its tone and the thickness of its strings. The natural
and artificial harmonics, frequently employed on the
violoncello in solos, are produced in the same fashion
as on the violin and viola. The length of the violon-
cello strings makes even the very high natural har-
monics, produced near the bridge, much more easy
and beautiful than on the violin. Here is a list of those
harmonics which sound best on each string:

First string

Fingers touching the string

Second rtrinjr
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Fourth Btring

fe
Actual harmonies

^^ ^
Fingers touching the string

The best way of producing artificial harmonics is

by pressing down the. first finger as an artificial, mov-

able nut and then lightly touching the fourth:

This fingering is almost the only one practicable on
the violoncello. The position of the touched fifth can
be used only near the bridge where the distances and

proportions are much smaller than on the lower part
of the string, and the stretches of the left hand dimin-
ish similarly. In this case the fourth finger touches the
interval of the fifth while the thumb serves as the nut:

.,4 *

The signO indicates thethumb

Scales in natural and artificial harmonics:

I* ! '
'

On the violoncello chords in harmonics would
doubtless have a charming orchestral effect in slow
and tender pieces. Nevertheless, it is easier and less

dangerous to obtain the same result by means of di-

vided violins playing high on the E-strings with mutes.
The two sounds are so similar that it is almost impos-
sible to distinguish them.

The following passage, written in harmonics for the

violoncello, A 3

VioloncelH I

Violoncelli

VioloncelH

can be precisely and much more easily executed by
natural tones on the violins:

Violins I

Violins II

Violins III

!'
EE m

pp con sordini

pp eon sordini

m
con sordini

m *

In the orchestra the violoncellos usually take the

part of the double-basses, doubling it in the higher
octave or in unison. But it is frequently advisable to

separate the violoncellos from the double-basses. In
such cases the violoncellos may play a melody or a
melodious phrase on the high strings. The violoncello

part may sometimes be written below the double-

basses to take advantage of the peculiar sound of an

open string or for some other special harmonic effect.

Finally, the violoncello part maybe similar to that

of the double-basses, but in more rapid motion such
as the double-basses could not execute well:

Allegro non troppo.
From: Berlloc. Requiem

Violoncelli

Double-basses
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Here the violoncello part has a more excited and
restless motion, but nevertheless plays approximately
the same notes as the double-basses and follows their
lead almost throughout.

Immediately after this passage, however, the violon-
cellos separate completely from the double-basses and
go below them. This results in the tremendous col-

79

lision of the minor second below, and at the same
time the rough vibration of the G, the lowest open
string of the violoncello while the double-basses
drone a B with full power on their first string against
the higher octave of the C in the violoncellos. (Ex-
ample 31.)

No. 31. Requiem, Rex tremendae

Berlioz.

Floten.

Char.

VoeUl.

Kontrab.
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Otherwise one should never separate the violon-

cellos from the double-basses without sufficient reason,

that is, without being sure of producing a distinct

effect thereby; nor should the violoncellos be written

two octaves above the double-basses, as some com-

posers have done. This procedure can only result in

weakening the sonority of the fundamental tones of

the harmony. The bass part, thus forsaken by the

violoncellos, becomes dull, rough and extremely heavy,

and combines very poorly with the upper parts be-

cause the double-basses are too far removed from

them by their low pitch.
This chapter has undergone great changes. The

use of low horns, the introduction of the bass clari-

net, the frequent employment of the tuba as a

melodic element all these are supplementing the

double-bass to a great "extent. Bassoons are also

used for doubling the basses; I personally prefer

them for inner parts. They should take the bass

part of a wood-wind group only if supported by

the double bassoon.

The string quartet, when it is not weighted down

by wind instruments, gains in clarity by using only

the violoncellos as the bass, reinforced occasionally

by a pizzicato in the double-basses, unless one pre-

fers to omit the double-basses altogether for long

stretches, as Wagner deliberately did in "Meister-

singer" for the first time.

A melody in the violoncellos and double-basses

is greatly intensified if the violoncellos are written

an octave lower than the double-basses so that they

play in unison; also if a number of violoncellos are

supported by only one desk of double-basses.

When a very soft harmony is to be produced by

string instruments, it is frequently better to give the

bass part to the violoncellos alone and to let the

double-basses rest. Weber did so in the accompani-
ment to the Adagio of Agathe's wonderful aria in the

second act of "Freischuetz". In this example it is

notable that in the beginning the violas alone supply

the bass below a four-part harmony in the violins;

the violoncellos enter a little later, doubling the violas.

(Example 32.)

No. 32. Freischuetz, Act II

Adagio.
Weber.

FlSten.

Oboen.

Klar. in A.

Pag1

.

Viol.

Viola.

Agathe.

Vic.

K. B.

scho . . neNachtl Lei-se, lei - se, from - me Wei-se. scfcwing'dich
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Viol*

Viola.

aufzumStenifin-krel-sel Lied er-schalle, fei - ernd wal-le mein Ge-betznrHimmelshal - lei

Vic.

K.B.

If

Recit

Viol.

Viol*.

Vic.

K.B.

Fl.

KlaKiaA.

1Viol. /

IL(

Viola.

Adagio.

Wet-ter aaf-n- giehndort am\^Mntt^y:hw^dnHeei^famhterW>a:eii dompfand scbwer. Zu diretc.
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Violoncellos, in a group of eight or ten, are essen-

tially melodic instruments; their tone on the upper

strings is one of the most expressive in the entire

orchestra. Nothing is so melancholy, nothing so suit-

able to rendering tender, languishing melodies, as a

mass of violoncellos playing unisono on the highest

string. They are equally excellent for melodious pas-

sages of a religious character. Composers ought to

select the appropriate strings on which such passages

should be played. The lower strings, G and G, have

a particularly suitable timbre, full of dignity and
seriousness, especially in keys permitting the use of

open strings; but their depth of pitch limits them to
more or less melodic basses, actual melodies being re-
served for the upper strings (as mentioned above).
In his Overture to "Oberon", Weber, with rare felic-

ity, lets the violoncellos sing high notes while two
A-clarinets play unisono below them. The effect is

both novel and touching. (Example 33.)

No. 33* Oberon, Overture
Weber.

Adagio sostenuto

Viol.

Viola.

Veelli.

n.
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The versatility of this instrument is shown by the

following excerpts from Wagner's works: in "Meis-

tersinger" the violoncellos, unisono with the violins,

intensify the noble ardor of the Prize Song (Exam-

pie 34) ; in the introduction to the third act of

"Tannhaeuser" they express profound contrition

(Example 35).

(Maflig broegt.)
No. 34. Meistcrsingcr, Act III

Wagner.

icb ana JMcb-ters Tramn er - -wadrtl Das ich er

Tar.102r.ter FnuU,

fdolet
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No. 35. Tannhaeuser, Act III (Introduction)

Andante assai lento. Wagner.

Viol.

Viola.

Vlo.

K.B.
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The violoncellos interpret with equal eloquence | the mature wisdom of Hans Sachs (Examnle 37}
the ecstasy of the dying Tristan (Example 36) and *

l H ' "

No. 36. Tristan, Act HI
,

rt(Sehr rnhig und aiefat schleppend.) Wanner.
Z Ob.

jr:. ^_ 4m.

Ob.

Klar-Jn

Trist.

Vic.

K.B
dim.
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Klar. in A.

Hmr.inB.

Klar. in A.

Hrnr.inE.

dim.

BS1



Jmmer breiter. Breit-

Lebhafter.

Fl-

Ob.

Klar. in A.

Hrnr inE.<

Vic.

K.B.
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No. 37. Meistersinger, conclusion

In das frnhere ZeitmaB znrtickkehrend.
Wagner.

*F1.

Ob.

Vic.

K.B.
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Klar.inB.

Hrnr.iiL F.

Trp.ia F.

Kl&r.in B.

Hmr.in F.

Trp.lnF.
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! Violoncellos are able to express a complete
; gamut of moods, both in man and in nature. See
the beginning of "Walkuere" storm (cf. Example
3, p. 11) ; in the first act of the same work the
violoncello solo (quoted by Gevaert) first stirring

of love; the Prelude to "Tristan" yearning (Ex-
ample 38) ;

KurwenaFs derisive song in the first

act of "Tristan" where the violoncellos are com-
bined with violas and French horns roughness
(Example 39).

No. 38. Tristan, Prelude

Langsamund schmachtend.

Vic.

KJB.

BS1
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a*.

in.
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No. 39. Tristan, Act I

Lebhaft, doch nicht zu schnell. Wagner.

Das sa-gesie der Fran I - sold9
! werKornwalls Kronr nnd Enr-lands Brtf

'

an

r Fr r
i \r

Knrw.

Vic.

K.B.

IrlandsMaidver-macht, der kaimdfirMagdnidieigenseln^ieselbstdanOhmcrsclienkt. Bin Herr der
Bor.
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Ob.

Hrnr.inF.

Fa*

Trp.in F,

Viola.

Knrvr.

Vic.

E.B.

Ob.

Fay.

Pke.

I.

Viol.

II.

Viola.

Enrw.

Vic.

K.B.

Ich rnfs: dusagfeundgroll-ten mir tausendFrau I - sol

(Da Tristandorch Qebarden ihmmwBhren saclit, und Brang&ne enlrustet sich zom'Weggelieii wendei, singt Eiar-

wenal der i$gernd sicli Eatfernenden mit hochster StSrke nach:)

iipi
dent Herr Moroldaog zn Ifee-re her, in Kornwall Zins xu

BS1



94

Bafiklar.
in B.

Viol. II.

Viola.

Knrw.

Vic.

E.B.

VioLIL

Viola.

Korw.

Vic,

K.B.

- land: heUnnaerHeldTrifl-taa, wie der Zlna sah-lenkann!"



Although our present violoncellists are very skillful

and can master all kinds of difficulties without trou-
ble, fast passages on lo\v notes seldom fail to produce
some confusion. As for notes in high positions requir-
ing the use of the thumb, there even less is to be
expected; they are not very sonorous and are always
of doubtful precision. Violas or second violins are ob-

viously more appropriate for passages in these high
ranges. In modern, well-staffed orchestras, containing
a great number of violoncellos, these are frequently

divided into two groups. The first violoncellos execute
a separate melodic or harmonic part, the second ones
double the basses in the octave or in unison.
For accompaniments of a melancholy, veiled and

mysterious character, two different violoncello parts
are sometimes placed above the double-basses, leaving
the bass part to them alone; this, together with the

violas, produces a quartet of low harmonies. This ar-

rangement is seldom well-contrived. One should guard
against misusing it. (Example 40.)

No. 40. Rom6o ct Juliette, Part III (Scne d'amour)

Berlioz.

F15ten.

BngLHbr

Klar.inA.

Viol.

Vcelli.

Vic.

K.B.
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The tremolo on two strings as well as arpeggios in

forte are well suited for the violoncello. They add

greatly to the richness of harmony and increase the

general sonority of the orchestra.

In the introduction of the overture to "Guillaume

Tell", Rossini wrote a quintet for five solo violoncel-

los, which is accompanied pizzicato by the rest of the

violoncellos, divided into two groups. The deep tones

of uniform character are very effective here; they en-

hance the brilliance of the orchestration in the en-

suing Allegro.
The pizzicato on the violoncello cannot have much

rapidity. The method proposed for the pizzicato on
the violins would not be suitable on the violoncello

because of the thickness and tension of its strings and
their too great distance from the finger-board. Ac-

cording to the procedure generally in use for pizzi-

cato, one should not exceed the speed of eight eighths
in an alla-breve (Allegro non troppo) or of twelve
sixteenths in 6-8 time (Andantino).

Allegro non troppo. Andantino.

The Double-bass

There are two kinds of double-basses: those with

three, and those with four strings. Those with three

strings are tuned in fifths:

fiiut string
second string1

third string

those with four strings are tuned in fourths:

,
first string

; second string
third string
fourth string

The actual sound of both is an octave below the

written notes. Their range in the orchestra is two
octaves and a fourth; but the double-bass with three

strings has three tones less in the low range.

Double-bass with four strings
Including the chromatic intervals

The four-stringed double-bass appears preferable
to me; tuning in fourths makes for greater facility of

execution because the player is not compelled to shift

on the finger-board when playing scales. Furthermore,
the three low notes , F and F#, missing on the three-

stringed double-bass, are extremely useful; their ab-

sence frequently spoils the form of the best-designed
bass part by requiring unpleasant and difficult trans-

position to the higher octave. This deficiency is still

more apparent in the English double-basses, which, al-

though 'tuned in _ fourths, have only three

strings A, D, G: ^ it I . A good orchestra should
have several four- string double-basses,
some of them tuned in fifths and thirds:

Together with the other double-basses

tuned in fourths, a combination of open
strings would be available which would greatly in-

crease the sonority of the orchestra:

Double-bass tuned in a third and fifth*

Double-bass with three strings
Including the chromatic Intervals

T IJ N !

r r^E=

Double-bass tuned in fourths

r r r i
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In order to extend their lowerrange, double-basses

with five strings have already been used for many
years, i.e. a new string <y was added to the

old four-string double- ^ bass. The addi-

tion of this low range 3 is doubtless a

gain in sonority; but this is counter-balanced by
the increased difficulty in pressing down the strings,

since with five strings the middle ones are placed

very high above the finger-board. Therefore, a

four-stringed double-bass with a lever device which

easily changes the low E to C is definitely prefer-
able to the five-stringed one.

The device invented by Max Poike and pro-
duced by Ludwig Glaesel in Markneukirchen is

most satisfactory. It sufficiently extends the E-string
and part of the fingerboard to produce the low G

fcy To make the tones below E easily play-

^ able, a mechanism of four little brass

tubes with keys for E, Eo, D and Do
is attached to the side of the finger-board. When
Eb, D, Db and C are not used, the E-key is locked

by pushing a lever with the thumb; this key is

padded and replaces the nut for the E-string. It

is noiselessly released by holding the E-key and

pressing the Eb-key.
I recommend using double-basses of different

systems wherever possible; among them, in any
case, also the three-stringed one, which is far better

suited to cantilena than the German double-bass.

To this day, two kinds of bows are used for the

double-bass: those with a curved stick, which are

not good in. cantilena and produce a harsh and
brittle tone; and the enlarged violoncello bow,
which permits all the styles of bowing possible on
the other stringed instruments.

The double-basses in the orchestra take the lowest

tones of the harmony. It has been shown above in

which cases they may be separated from the violon-

cellos. The resulting impairment of the bass part can
be remedied (to a certain degree) by doubling them,
in unison or in the octave, with bassoons, basset-

horns, bass clarinets or the lowest tones of ordinary
clarinets.* But I detest the practice of some musi-

cians to use in such cases also trombones and

ophicleides, whose timbre has neither sympathy nor

similarity with that of the double-bass and combines
with it very poorly.

Particularly the employment of trombones for

reinforcing the bass is to be rejected. Concerning
this problem, everything depends on the tasteful

manner of using the instruments suitable for dou-

bling the bass. I may be permitted to refer the

reader to the application of the' various bass tubas

in the scores of my "Zarathustra" and "Helden-

leben".

*PrefcrabIy with the double-bassoon.
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In large tutti important bass themes of the three

trombones are frequently reinforced by bassoons,
violoncellos and double-basses; I myself have made
this mistake. This is quite useless: the hard, pierc-

ing tone of the three weighty trombones in unison
is softened rather than strengthened by this sup-

port. Unless one wants to give the bassoons and
low string instruments complementary parts or fig-

urations, it is better to omit them in such marcato

passages for the trombones, except, of course, when
one intends to soften their power.
There are occasions when the harmonics of the

double-basses may be used successfully. The tension of

their strings, their length and distance from the finger-
board prevent the use of artificial harmonics. Natural

harmonics, however, sound very well, especially those

from the middle of the string (which give the higher
octave) upward. They are the same harmonics as

those on the violoncello, except that they are one
octave lower.

Chords and arpeggios may be used on the double-
bass if unavoidable; however, only chords of two are

at most three notes can be used, of which only one
mav be fingered:

Double-basses tuned in fourths:

Double-basses tuned in fifths:

The intermittent tremolo can be produced easily,

thanks to the elasticity of the bow, which rebounds

several times on the strings after a single rather vig-
orous attack:

Allegro moderate.

> ^mff^f^

This does not hold good in the following passage:

Allegro moderate.

BSi
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This can be played only at the point of the bow as

a continuous tremolo, and not without some difficulty;
it lacks force and elicits but little tone.

The continuous tremolo, however, somewhat less

dose than in the preceding example, is of excellent

dramatic effect;

Compare the expression of sublime awe in the
Prelude to "Parsifal". A unique application of the
lowest instruments in the orchestra is to be found
in the second act of "Walkuere", during Wotan's
narration. (Example 41.)

No. 41. Walkuere, Act II

Mfifiig langsam Wagner.

tPo.

KJB.-FO

Wotaa.

Vic.

Kontrab.

un - aus-ge-aprochenbleit? es denn e - wig:Was kei-nem in Wor-ten ich kttn-de,

J - U .JJ-Mf'
-

I - ll".>Wot*

Vic,

ndbmir anr raff ich, red9 ich xu dir.

KBrTUbl yw

Wot.

Via

X.B.

achtmelnlfaty^



9ft

ife ^ f̂cWot.

Vic.

E.B.

-ten gejagt, ickmirdie Welt. Un-wiaaend
CTITIT* <li6

trucYoll i-e tbt' ich, bandduroKVer-

(HPT die 4 zweiten ^" B.)

A

^
^g^

^^Wot.

Vic.

*
onder Ue-bedochmochtichnlchtlasseii,

Wot.

Vic.

X.B.C4)

DenN&cMgebar, der ban-ge Ni-be-luiig,Al-

y iJ>^ >
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*Fag.

I Pos.

Wot

Flueh des Rhei - nes gl&n-ien-dfts Gold, und mil torn mafi - fo - se Macht.

Rie-aen ndr ban-ten, us der ich der

BS1
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Wot.

"Weltnnnge-bot. Die aUleswftifljWaseinstenww, Er^da, dieweihlidiwei-se-steWa-lar

KBrTabi

Wot.

Vic.

K.B.

heftier)

ytf jv j
f y J|J)ir Ji Ji Jiip y Ji r jy iirj p

P F g J*i
r p i

rietmir

afe

at

warn-te vor e * wi-gem En-de.

(JOLT die 6 iweitenVic.)

(anr die4 gweiten K.BJ
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BaflkLin

Da vet - lor ich denletch-ten lint;

K.B.

(get.)

Klar.ls. A*

crew.

Wot.

Vic.
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Zlar.in A.

Pag.

BaflkLinA

Kun - de empfing let von ihr$stortih-resTOssensStolx, dafisie Ke-de mmmirstand.

doch empflxt^aie elnPfand: der ge-barmir, Bribinliil-de,

Pos.II

K.B.-

BLB,
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Ein wenig bewegter.
Born
inE.

zogichdich anf; dnrchenoh wal - kd-renwollt

der ESw^en. D&8 starkromStreit

K.B.

BSl



105

KB.

Fa*.

Violen.

Wot.

Vic.

K.B.

Vloleu*

Wot.

Vte.

KLB.

A
&
S

cresc.

I ''17 p B
(

iiJ^ I A I Jl
|J|

J p p p
J Jl I

tra-gen-ae Bande m Win-den Ge-lior-sam wir nns re -trft-ber Ver-trS - re tra-gen.
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<*.)
Horn ILIV

inE.

Bafltromp.
inD.

SPos

K3.-Pos

E.BrToba.

Pke,

Violen.

Wot.

Vic.

K.B.

ytf r ^ *P I ^|
(immerbelebter,doch mit gemaBigter Starke)

bun - den, die solltet zuSturm und StreUe ihr stacheln, ih-re Kraft rei - zen

(AlleVlc.)^
^ piza.

I >iEE^E

dafi kuhnerKSm - pfcr Scharen Ich flammle InWalhalls Saal.
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n.u.ivJ

full-tenwirweid-lioh: vie - le schonffuirt ich. dlr

"Wieder etwas langsamer.

WasmadrbdirramSorge, daniewirge - sanmt? (wieder gedSnipfter )

Andre5ist?s: soh - te
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woM,wrfintelidieWarl ge - wwrnt. DurchAlberichsHeer droktmaniasEn - - de: mitnei - -dischem

Vic.

KB.

BSl
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Ten.Tab.I

inEs.

BaBTnb.1

InB.

*pp FfV'ff |^ Up* !'('
Jljff P*P'

dannwS-reWal-iall TCT-NurwejmjedenRinffaurffckergewSnne,

Vic.

KB.

8P08.

K.B.-POS.

Violen.

Wot.

Vic.

JLB.

SPos.

K.BrPos.

Violen.

Wot.

Vic.

E.B.

$* ffl>

EdlenendJoserSchmachjdepHeldcn Mutentwendet armlr,
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L rallent.

GolddcaFlelSvwgalt, Fafner UU tet

KB.
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InEs.

B a n J'P
ififitichden Beifent-Tingen.denelb8taJZoUichim lahl-te .

yu ^P r.p-g iPiiJ1 * f P!

,
ihndarf icnaichttreffen; macht-los

bin-den: Dcr dordiVer-trft - - -geleh Herr,

Wot.

Vic.

K.B.

BS1
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With all its simplicity, this scene is for me the

inconceivable miracle of a genius who was able,

better than anyone else, to transform all emotions
and passions into orchestral sounds which over-

power and irresistibly convince all listeners.

Nothing gives the orchestra a more menacing ex-

pression. But it should not last too long; otherwise it

exhausts those players who really endeavor to execute

it well, and soon becomes impracticable. When it is

thus necessary to stir the depths of the orchestra dur-

ing a longer passage, it is better to divide the double-

basses into two parts. These are given, not a real

tremolo, but quick strokes of different rhythm, while
the violoncellos execute the real tremolo:

If it is necessary to use more extended rapid runs
in the double-basses, it is best to divide them in the
fashion indicated above for the violins; but special
care should be taken to avoid keeping the first double-
basses too far removed from the second.

Double-bass I

Both atthe
same desk

Double-bass I!

Violoncello

Double-bass I

Double-bass II

The sixteenths of one part coincide with the triplet

eighths of the other only at the beginning of each
beat. Thus they produce a vague murmur which
comes very close to a tremolo and is a tolerably good
substitute for it. I believe that in many cases these

different rhythms, simultaneously played, are even

preferable to the tremolo proper.
Rapid diatonic runs of four or five notes often have

an admirable effect and are easy to play if they con-
tain at least one open string:

Allegro.

More difficult, on account of the descending notes:

It is a current mistake to write for the heaviest of
all instruments passages of such rapidity that even the
violoncellos would have trouble executing them well.

Hence there result serious disadvantages: some dou-
ble-bass players, too lazy or in tact incapable of

tackling such difficulties, give up at once and try to

simplify the passage. But each one simplifies it in a
different manner, since they do not all have the same
ideas regarding die harmonic importance of the dif-

ferent notes; this causes a horrible disorder and con-
fusion. This buzzing chaos of strange sounds and ugly
snarls is still further increased by the vain efforts of
more zealous or more confident players to master the

passage just as it is written.

Composers should therefore take care to ask of

double-bass players no more than is practicable. Only
in this way can they be sure of an accurate execution;
and only this will do away with the old system of

simplification by the double-bass players, a system gen-
erally adopted in the old instrumental school, and
whose danger has just been demonstrated. If the com-

poser writes only that which is compatible with the
nature of the instrument, the player must execute it

literally. But if the composer errs, then he as well as

the audience must bear the consequences; the per-
formers are no longer to blame.

The double-basses are particularly suitable to ex-

press gloom, awe, meditation and preoccupation.
Out of many examples only the following are

quoted: the solo in Verdi's "Otello"; the old

woman's song in Marschner's "Hans Heiling";
Tristan's awakening (third act). (Examples 42,

43, 44.) Also to be mentioned here is the fugue
from my tone-poem "Thus spake Zaraihustra".

BSl



No. 42. Otello, Act IV

POJCO pin mosso.
Otello tritt mit der ersten Note durch eine geheime Tor in Deademonaa Schla

vier-saitigeKoatrabSsse SolimitSordinen) n ^^ L--SS (Alle)

Verdi.

Gr.T

K.B.

BSl
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*F1.

Pico.

f ff
Cer nShert slch dem BetteJ

Vic.

K.B.

BSl
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Klar.lnA.

Horn I.

inB.

Viola.

Gertrude.

Andante

No. 43. Hans Heiling, Act E

sostenuto.

Marschner.

CDixroh die gameNummerhSrtman den"Wind saosn, abernnrande&beseleh-
Stellen stark.)

Eingei-ii-ger, hariher-ri-gerMann,denSchatz ro he-ben komntfc er an; des Nftchts^ohlanf der Eel -

f *t- f
i \S !

^WiedieHondaindenSturmKatJen

KJB.
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Klar.inA

..StilLraschelt esnlcht an der

p y v v v i

wieergrabt,dast$igtempor eln bli - chcs To-ten-geripp!-

Sie lat es nooh nloht!"
Anfder Hei - de.dabrennt6lnFlfimmcheiL bloa.

Vic.

K.B.

BS1
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Viola.

Gertr,

Vic.

horstnichtanfder Ar - men Not, drnmwfirge ieh dich jetxfe m Tod. Des Naehta wohlani der He! -

KB.

f dim.

Werkommtda?Ctehtnf,weiidetlcliiicIidcr iJOPUur

K.B.

BS1
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No. 44. Tristan, Act III

Langsam. Wagnec

(Er schlagt die Aagen anfnnd
wendet du Baopt ein

Slides of short notes, preceding longer ones,

Jfl3a

are executed by sliding rapidly with the finger on the
string, without paying too much attention to the pre-
cision of the intervals; this can be extremely effective.
The passage in the Hades scene of "Orfeo" is well
known, where the double-basses deal furious Mows to

the orchestra by running up to F with the four short

notes B, C, D, (with the words "at the terrible

howling of foaming Cerberus"). This rough barking,
(me of Gluck's finest inspirations, becomes all the
more terrible as the composer uses the third inversion
of the diminished seventh chord (F-G*-B-D). Fur-

thermore, to give his idea all the weight and vehe-
mence possible, he doubles the basses not only with
the violoncellos but also the violas and the whole
mass of violins in the octave. (Example 45.)

BS1
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No. 45. Orfeo, Act II

^ Allegro.
Oluck.

Oboe
I I I id

fine la pew, I*

Bami.

(VIC.U.K.B

r r fE Car - bere e

g
r r rir j j r rs

da Cer - bre *

K-dbm Dro - ken

BS1
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Beethoven has also availed himself of these not
top

clearly articulated notes; but contrary to the previ-
ous example he accents the first note of each group.
These bass passages are to be found in the storm

scene of the Pastoral Symphony; they depict in strik-

ing fashion the wind driving die rain violently, and
the hollow rumbling of the storm. It is interesting to

note that Beethoven here, as in many other pieces,

gave the double-basses notes which they cannot exe-

cute. One might conclude from this that the orchestra

for which he wrote possessed double-basses descending
as low as the G an octave below the violoncello C.
Such instruments are no longer to be found today.

(Example 46.)

No. 46. Pastoral Symphony, 3rd movement. (Thunderstorm)

Allegro.
Beethoven.

Floten.

Oboen.

KUr.inB.

dec
in P.

Troinp.
inEs.

Bukea
iuC.F.

-

j> creso. -

Viol.

CT9SO, ~

Viol*.

YoeHo.

Kontrab

BS1
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Elar.

BS1
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FL

Viola.

Vic.

K.B.

BS1
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In passages for wind instruments only it is excel-
lent to double the lowest part of the bassoons, bass

clarinets, low horns, or even of the trombones or
bass tubas, with one or, if necessary, several desks
of double-basses; unless one prefers to let the dou-
ble bassoon or the double-bass clarinet play the
lower octave.

The cemetery' scene in "Don Giovanni" is fre-

quently executed by wind instruments alone; how-
ever, just the double-basses which the divine

Mozart added to the trombones give the scene a

peculiar, ghostlike color (especially if placed back-

stage). (Example 47.)

47. Don Giovanni, Act II

Bos.

Der
Eomtnr.

Adagio.

2E r^iig ir T^TTTT n^^^
ver - wer-ner ver - bre~ cher! Oon-ne Ba -

vt T H r

he den te&l

Don Jn

hier, wer isthier?

i
j j ^p i r r * IT r

J^Ebntrab.^
BSl
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A fine and dramatic effect can sometimes be ob-
tained by giving the real bass to the violoncellos, or
at least the notes which determine the chords and fall

on the accented beats, while the double-basses, below
the violoncellos, play an independent part whose de-

sign, interrupted by rests, permits the harmony to rest

on the violoncellos. In the admirable scene of "Fidelio"
where Leonore and the jailer dig Florestan's grave
Beethoven has displayed all the solemn dignity and
gloomy sadness of this kind of instrumentation. How-
ever, he gave the real bass to the double-basses
(Example 48.)

No. 48. Kdelio, Act II

Beethoven,

Andante con moto.
, Dieses Stfiok wird durchaua sefer leise gespielt und die qfnndf mnssen nicht xu stark ansgedrackt warden .

Flfte.

Oboea.

Klar.ln 0-

Horner inC.

****** i 1 Mome^wo sloh

BSl
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ca^hrtirtchtl*nirknram*hr - eta, aMf&trtaUht bnff, ^r!hrHilehtlaa

BS1



126

KUr.iaC

Hrnr.ia

Viol.

Viola*

-frlc -den aelnha. - ben,Ihrsont g* - wifl

War hor-tlp fort,
. nnrfrlschge-

arco

out ja ttlcHt in kla - gan ha - ben,Dir aoUt

- ben.es wShrt nloht luff._er

Klar.in C,

Hrnr.inL

Viola.

Leon.

Roc.

Vic.

K.B.



1*7

u 4 i 'Juij. + '4-.^

wifi xn-frle-den seta
(elnen grofien Stein hebend)

j. J, J. J.
=

J t J. J. J
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sorgtEoohnlcht, iohwUlmtr ol - le Mu- he go - ten

Roc.

Vic.

KJI.
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To indicate a mournful silence, I have divided the sustained pianissimo chords beneath a decrescendo of
double-basses into four parts in a cantata; they play the rest of the orchestra. TExample 49.)

No. 49. Lc Cinq Mai, Cantata for Bass and Chorus
i~.~*^j._

Flfften.

Ktar.ln C.

Faff.

Berlioz.

inEs.j

Homer. <

inC

I.

Viol.

n.

Viola.
po

BafiXSolc

Qopil
ITttf,

In! mou - rir!

ICThor.

hi mem - rir!

Vcelli. I

Kontrab.

BSl
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PI,

KLar.inC.

de mol plen - rent MB en- ne-mls.
miek tor *** sri-wr JM-* Sckar.

An -tour de mol.
*m wick Jkr/

BS1
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PI.

KUr.inC

E=F=Efe Man nftfrme den D"*pfer.

I.

Viol.

II.

Viola.

Bafi.

Mflr> nehme den Danxpfer.

P

^ Man
Damp^er.

IB* rrr s
i- rrn nr'rnn i i

-
i

tiw-tre dv lour

deslbgaffe
" a-ban-don- ne les Cienx.

b&reit&weicktes der Nackt.
softovoce

Ctor.

3E ^
(̂Doppelyriff.)

Vic.

K.B.

3^I.I

Viol.

n.

Viola.

Bafi.

^
^

Chor.

Vic.

K.B.
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The pizzicato of the double-basses, in forte as well

as in piano, is of good sonority unless it is employed

on very high tones; but it changes its character ac-

cording to the harmonies which it supports. Thus,

the famous pizzicato A in the overture to "Frei-

schuetz" derives its threatening and infernal effect

only from the echo of the diminished seventh chord

(F*-A-C-Eb), which thereby is transformed into its

first inversion on a weak beat. The same A, written

as a major tonic or dominant, and played mezzoforte

similarly to the passage in question, would no longer
have anything strange about it.

Also compare:

No. 50. Tristan, Act I

Wagner.

TO dortdie grit-Hen PhtvendamBliok nock blan. sich far-ben, harrtmein KB- nig mei-ner Frauj

K.B.

In this passage the pizzicato G of the double-basses

together with the ninth-chord always gives me a
sensation of color.

I should like to offer a few suggestions for the

treatment of the string group, always so difficult,

and a strangely refractory instrument in the hand
of bunglers. The best models for study are to be
found in Mozart's string quartets with their im-

peccable style and technique, and particularly in

the polyphony of the string quintet in Wagner's
scores. The "Siegfried Idyll" with its wonderful

melodic contours, as well as "Tristan" and "Mei-

stersinger" with their almost total avoidance of

tremolos, offer on almost every page a complete

compendium of the art of developing the full

sonority of the strings. The whole Prize Song is an

outstanding model for polyphonic line and the em-

ployment of open harmony, permitting a rich res-

onance of overtones; see-particularly the bars from
Walther*s "Dort unter einem Wunderbaum" to

"das schoenste Weib" (Example 51).
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No. 51. Mcistersinger, Act III (Prize Song)
mafii*. Wanner.

C.B.

BS1
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Bin wenigr znrttokhaltend.

KLar.inB

Hornin IV
InC.

boron nor teUnahmBTOll JFU.)

in scT- eon Ltobestraam.waahoclistem Lust-weln,dortuntrhimwtadertwinr, vtaFrnohten reich be -

wleder in etwas bewegterem

'
I

' * ^ HM

BS1
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What other group of instruments could improve
upon the effect of the string quintet in the passage,
unique in its sublime inspiration, after Tristan's

words, "Siehst du sic, siehst'du sie nodi nicht"?

Entering in low position, with infinite softness,

seemingly motionless and yet vibrating mysteri-

ously, it leads the dying Tristan to a beautiful
world of dreams. (Example 52.)

No. 52. Tristan, Act III.
Wagner

Ob.I.

KineLViol.

Utfn.

Vlo.

BS1
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Ob.

Sehr ruhjg und nteht gohleppend

Viol*.

Trirtm.

tie M - !!, hflfar B* mil - 4 wan - delt <taroh de Veers Oe- fil- te?

Tic.

K.B.

9PP
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Mutes are employed on double-basses, as on other
bowed instruments; but their effect is not very char-
acteristic; they diminish the tone of the double-basses
very little and make it sound more gloomy and vague.A Piedmontese artist, M. Langlois, who played in
Paris about fifteen years ago, produced very peculiar
high tones of incredible power on the double-bass
(with the bow) by pinching the highest string be-

tween the thumb and forefinger of the left hand, thus

moving almost to the bridge. -If there were need to

render in the orchestra the violent outcry of a female

voice, no other instrument could produce it better

than the double-basses treated in this fashion, I doubt
whether our artists are familiar with M. Langlois*

method; but they could easily learn it within a short

time.

Instruments With Plucked Strings

The Harp
This instrument is essentially anti-chromatic; that

is to say, successions of semitones are, basically, not

possible on it. The reason for this will be discussed

presently. Formerly the range of the harp was only
five octaves and a sixth.

As one sees, this scale is in the key of Eb. All harps
were tuned in this key, until the skillful manufacturer
Erard invented a mechanism which eliminated the

disadvantages of this system. He proposed tuning the

harp in Cb, a method adopted by almost all modern
harp players.

Tht chromatic intervals can be obtained on the old harp
only by means of seven pedals, successively set into position
by the player's foot. Each of these raises the note to which
its mechanism applies by a semitone over the entire range

of the instrument not individually. Thus the Ff-pedal <

not sharp one F without raising at the same time all the
other Fs on the instrument. Hence, the following combina-
tions are all impossible (except in very slow tempo) : chro-
matic scales; sequences of chords with chromatic progres-
sions, or belonging to non-related keys; most embellishments
consisting of appoggiaturas with accidentals or several such
short notes. All these are impracticable or, at best, extremely
difficult and very ugly. Completely impossible on the Eb-
harp are the following three seventh and three ninth
chords, which must therefore be banned forever from the
composer's store of harmonies:

It is evident that all chords containing Cb and Bb simul-

taneously are not possible. As the harp is tuned in Eb and
the pedals raise each string only a semitone, Cb can be
produced only with the Bfa-pedal, which immediately elim-
inates all the Bbs of the scale. The situation is the same
with Db, which is attained by raising the Cb, as well as with

Gb, produced by raising the F.
The pedals of the Eb-harp can restore to their natural

state only the three flatted tones (Bb, Eb, Ab) and can
sharp only four other tones (F, C, G, D) ; therefore, this

harp is playable only in eight keys: Eb, Bb, F, G, G, D, A, E.
The other four keys (Ab, Db, Gb, Cb) can be obtained only
by enharmonic changes, and by quickly taking and releasing
one or more pedals* In Ab major, for instance, the Db is

nothing but an enharmonic C$. The player must therefore
quit the G#-pedal immediately after taking it to keep the

Cfcj open, the major third of the key in which he is playing;
furthermore, he must skip the D fa-string when ascending
diatonically. This is so awkward that such scales may be
considered almost impracticable:

These inconveniences and difficulties are still greater in

Db major and Gb major, both keys being almost inaccessible,

with the exception of a few chords. Furthermore, the keys
of Gb major and Cb major present new difficulties by com-

pelling the player to transpose several notes of their scales:

he must strike the Ff-string when the written note is Gb, the

Bb-string for Cb, and the Gf-*triug for Db. The key of Gb
becomes somewhat easier -if it is written in its other form
Bfa. But since this key (like that of Ab) requires aQ the

pedals, there still remains the frightful difficulty of
skipping

one string and then releasing and at once retaking a pedal
because the leading-tone (enharmonic) and the tonic are
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played on the same string.

Lit (be)

The following example illustrates the fact that the execu-

tion of a chromatic scale of two octaves, e.g.

Allegro

necessitates the use of five pedals, which have to be put into

action very quickly in succession for the first octave alone;
then they have to be released just as quickly to restore the
raised notes to their original position so that they are avail-

able for the second octave; finally the pedals have to be re-

taken as in the first octave. Such a scale is therefore impos-
sible on any harp, even in very moderate tempo.

In the case of a succession of chords in several non-related

keys, the impossibility of execution becomes still more evi-

dent. Here several pedals would have to be taken and re-

leased simultaneously:

Certain appoggiaturas and ornaments containing chro-
matic succewions may, in fact, be executed after a fashion:
but most of them are, as I have already mentioned, scarcely
practicable. Those which may be admitted as exceptions are
of rather poor quality, since the taking and the instanta-
neous release of the pedal impairs the vibration of the
strings:

t Allegro.

Possible

Better

Figurations like the following, however, and similar pas-
sages containing several semitones in a brief tonal gamut and
at a lively pace, are next to impossible:

Allegro.

Since the harp is played with both hands, it is also writ-
ten on two staves. The lower stave usually has the F-clef,
the upper one the G-clef ; but if the high range of the bass
notes or the low range of the treble notes demands it, either
clef may be used on both staves simultaneously.

This arrangement increases the number of passages im-
practicable on the Eb-harp still further. A passage that may
be easy for the right hand becomes impossible if the accom-
paniment in the left hand contains notes which are chro-
matically altered by a pedal while the harmony uses them
in their natural form:

The two chords marked * are not played since they con-
tain an Ft] which is sharped in the melody. In these cases
the note appearing in two different forms must be omitted
in one of the two parts. In the preceding example it is

better to leave the chord in the left hand incomplete and
to eliminate the Ffa.
When a melody previously played by other instruments

is to be repeated by the harp, and if it contains impossible
or dangerous chromatic passages, it must be skillfully modi-
fied by substituting notes belonging to the same harmony
for one or more of the altered notes. Thus, instead of giving
the following melody to the harp in the form previously
played by the violins:

Allegretto.

the author considered it better to write it for the harp as
follows :

Allegretto.

The nature of the harp mechanism requires the sacrifice of
the four consecutive semitones in the third bar.

Impressed by all these grave disadvantages, M.
Erard some years ago invented a different mechanism,
after which the new harps are called double-action
harps. In the following I am going to explain this

mechanism; I shall show how it permits the harpist
to play in all keys and to produce all chords, solidly
or in arpeggio-form even though he may not be able
to execute chromatic sequences.
The double-action harp is tuned in Cb. Its range

is six octaves and a fourth:

Its seven pedals are so arranged that the player,

by means of each of them, can raise each string at

his option either a whole tone or a semitone. By

using the seven pedals successively for the semi-

tones, the Gb-harp is altered to the keys of Gb, Db,.

Ab, Eb, Bb, F and C, and is set for these keys. If

each string is then raised another seTTiitone by means

of the second notch for the pedal, the seven tones

of the natural scale are altered to F*, C*, G#, D*,

A*, E* and B*, whereby the harp is tuned in G,

D, A, E, B, F* and C#.

TTius, all keys are available to the harp. The minor

keys can be set only if they are played the same way
ascending as descending, without observing the usual

modifications of the sixth and seventh steps; other-

wise two more pedals would have, to be taken and

released.

ncry
JFM.

Quit
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If the augmented second between the sixth and sev-

enth steps is used in both directions of the minor
scale, this scale can be set too, and the accidental use
of the pedal is not necessary, an advantage consider-

able enough to justify the use of this scale:

As for the six chords impracticable on the Ed-

harp, it will be seen that the double action makes
them possible. The chord ^ ^Q is very easy to ex-

ecute, its four notes being Sr^i. part of the scale

of the Cb-harp. The chord merely requires

the use of the two semitone pedals Dl] and Fij;

also requires two, Flj and Cl|. Three ped-
als, Ci], Elj and Gi} 5 are needed for the chord

requires but one, Flj; and

again three (Ft), Aij andthe last chord

Cl;). All this is done without difficulty. Even the
chord which seems to contain at once Gtj and Cb

is practicable: The Dbb (or Gl^) is at-

tained by means of the pedal raising Cb a semitone,
and Cb is produced with the pedal raising Bb a semi-

tone; Abb comes from the Gb raised a semitone; Fb

requires no pedal, being a normal tone in the scale

of the Ob-harp, This chord, as it is written above,
will therefore be executed in this strange form:

hence it is better to write it in C

major in this form: . If the double-action

harps are to be employed in an orchestral piece set

in B major for the other instruments, it is better to
write the harp part, for the sake of sonority and con-

venience, in its normal key of Cb :

Orchestra

Harp

Chords of four notes can be struck with each hand
if the two extreme notes are within an octave:

Thanks to the great stretch between the thumb and
little finger, intervals of a tenth can also be played;
consequently, chords such as these are

I I

However, this position is less convenient and less nat-

ural, and therefore also less sonorous because none
of the fingers can attack the string with as much
force as in the normal position.

Incidentally, chords in the extreme low range of
the instrument have no sonority and produce con-
fused harmonies; they should be avoided:

i

These low tones are only fit for doubling a bass pas-

sage an octave lower:

To produce the tones of a chord successively, either

ascending or descending, is in the very nature of the

harp; these chord figurations have been named ar-

peggios from the Italian, arpa. They should, gen-

erally, also not exceed an octave, especially in a fast

movement; otherwise the hand would have to change
its position, which causes considerable difficulties.

Easy:

Allegro.

Almost
impossible:

Only the note at the conclusion of a passage may
exceed the octave:

Composers should take care, in writing harp parts,
to forewarn the player a little in advance of the

changes in pedaling, for instance by placing a few
bars before the occurrence of the modulation such
words as, Prepare G*, Take pedal for Clj/etc.
The nature of the harp naving been sufficiently

explained, we now proceed to the fingering. Many
composers confound it with that of the piano, which
it does not resemble at all.

The following example is also very easy to execute
because the change in the position of the hand oc-

curs in the upward direction, and the third finger,
which could scarcely be used here, is not needed at

all; nor does it demand two consecutive notes with
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the third finger:
two parts by an octave, writing series of tenths:

Generally care must be taken not to place the two
hands too dose together; they should be an octave or
at least a sixth apart; otherwise they interfere with
each other. If the two hands play an arpeggio chord
in thirds with each other* the same string will be
taken by one hand as soon as the other has left* it.

Consequently the string has no time to vibrate, and
the tone is stifled the moment it is produced.

Very bad

The same, very 4

good because of 1

the distance be- }
tweenthe I

two hand*
X

All passages which require the skipping of a finger
from one string to another can be written only in very
moderate tempo.
When a rapid series of diatonic octaves or sixths

is desired, they should generally be written for two
hands. The sixths, as well as scales in thirds, can also

be played by one hand, but only in descending. In
this case the thumb slides from one upper note to the
next while the other three fingers play the lower notes.

This passage:
Thumb

is difficult because of the distance between the thumb
and the other fingers; the following two are easier:

Thumb

These scales in thirds form an exception to what
has been said about keeping the hands apart; they can
be executed with both hands. The disadvantage of
one string being taken by two hands in quick succes-
sion is much smaller in diatonic progressions because
the intermediate note allows a little more time for
vibration. Nevertheless, it is better to write/these series
of thirds for two harps, giving the higher art to one
and the lower part to another; or, if only one harp
is available and a full tone is desired, to separate the

If one wants to employ a rapid arpeggio of more
than an octave, it must be written in one part dis-

tributed between both hands, instead of two parts.
One hand plays a fragment while the other changes
its position and prepares for the next fragment, and
so on, reciprocally:

This arpeggio would be impossible if doubled in the

octave. The following example is impracticable in

quick movement, but quite possible in slow time:

In the second act of "Tannhaeuser", with Tann-
haeuser*s words "Zu Gottes Preis, hi hoch erhab'ne

Fernen, etc." occurs a harp passage which it is

practically impossible to execute:

The trill can be executed on the harp, but its ef-

fect is only tolerable hi the high notes. The repetition
of one note was difficult and unpleasant on the old

harps on account of the grating noise caused by the

first finger striking the string immediately after the

thumb, thus interrupting its vibration:

Thumb T

On the new harps the repetition is easy and pleas-
ant: the double action of the pedals makes it possible
to raise the adjoining string by a whole tone so that

the repetition is produced on two strings in unison:

Aff A*
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Repetition in two or four voices (occasionally very
useful in the orchestra) can be obtained by using two
or more harps and giving them chord figures which

cross each other. These offer no difficulty and produce

exactly the desired effect:

Allegro*

Harp I

Harp II

Result for
the hearer w

The effect of harps increases in proportion to the

number employed (except where music is intended

for execution in a small circle and close to the listen-

ers). The tones, chords and arpeggios of a mass of

harps can be heard with extraordinary brilliance

above a whole orchestra and chorus.

Nothing can be more in keeping with ideas of

supernatural splendor or of religious rites than the

tones of a great number of harps, ingeniously em-

ployed. Employed singly or in groups of two, three

or four, they also have a very felicitous effect, either

in combination with the orchestra or as an accom-

paniment to voices or solo instruments. It is remark-

able that of all known timbres those of horns, trom-

bones, and brass instruments generally blend best with

the harp. Unfortunately, the lower strings, whose

tones (with the exception of the soft and dull strings

of the extreme low range) are veiled, mysterious and

beautiful, have scarcely ever been used for anything

other than bass accompaniments of the
left-hand.

It

is true that the players have no special liking for

pieces moving within the lower octaves. These strings

are far from the performer's body, forcing him to

bend forward, stretch his arms and to stay for longer

or shorter periods of time in this uncomfortable posi-

tion. But this reason can have had little weight with

composers. The fact is, they simply have not thought

of utilizing this peculiar timbre.

An example of the beautiful and soft sound of the

low strings:

Andantino*

tasias, variations and concertos. But nothing can
match the beauty of these mysterious sounds when
they are combined with the medium tones of flutes

and clarinets. It is strange that the affinity of these

timbres and the poetry of their combination should

have been recognized and actually used only once

very recently. (See example 8, p. 30, quoted in ref-

erence to harmonics on die violin, where harmonics
on the harp are also employed.)
The best and almost the only harmonics on the

harp are produced by touching the center of the

string lightly with the lower, fleshy part of the hand
while playing with the thumb and the first two fin-

gers of the same hand; this produces the upper octave

of the normal sound. Harmonics can be played by
both hands simultaneously.

Andan.tln.0.

Example: Effect:

It is even possible to produce two or three har-

monics at a time with one hand; but then it is ad-

visable to let the other hand play only one:

fc
Harmonica Not all strings of the harp are fit for

harmonics. Only the two octaves above

the lowest should be used ; they alone are

long enough to be divided by touching in

the center and have sufficient tension to

produce clear harmonics.

Harmonies

The strings of the highest octave have a lovely

crystalline tone of voluptuous freshness, able to paint

pictures of fairy-like delicacy and to whisper delicate

secrets with lovely melodies. It is necessary, however,

that they are not attacked with force by the player,

lest their tone become dry and hard, similar to that

of a broken glass.

The harmonics of the harp particularly of many

harps in unison are still more magical. Solo players

employ them frequently in the cadenzas of their fan-

If the course of a piece or the character of its in-

strumentation require the sudden transition of the

harp part from one key into another very remote one

(e.g. from E(j to Et]), this cannot be effected on the

same instrument. A second harp must be kept ready,
tuned in the sharped key, which immediately con-

tinues the part of the harp in the flatted key. If the

transition is not so sudden and only one instrument

is available, the composer must give the player a suf-

ficient number of rests to set all pedals necessary for

the modulation. When the harps are numerous and
are -treated as an integral part of the orchestra (not

merely as an accompaniment for an instrumental or

vocal solo), they are usually divided into first and
second harps ami are given two separate parts; this

adds greatly to the richness of their effect. Even a

greater number of different harp parts may be well

justified. This becomes indispensable, as we have seen,

when a sudden transition into distant keys is intended.

The Theban bas-reliefs, where an exact representa-
tion of ancient harps is to be found, prove that these

had no pedals and consequently could not modulate.

The no less ancient harps used to this day by Welsh
and Irish bards have several rows of strings. This ar-

rangement doubtless places the chromatic style and
modulation more or less within their power.

In speaking of repeated notes I have pointed out

above the advantage offered by modern harps in

tuning two strings in unison by means of the double

action, e.g. L t
one of these Cbs being pro-

duced by ft ^H
'

1 the Cb-string, the other by the

Bb - string
** raised a semitone; or
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where one Eb is played on the Eb-string,
the other on the Db-string raised two semi-

tones. It is hardly believable what effects great harp-
ists are now able to derive from these double strings,
which they call synonyms. M. Parish-Alvars, perhaps
the most extraordinary virtuoso ever to be heard on
this instrument, executes runs and arpeggios which
at first sight seem utterly impossible. Yet their whole

difficulty consists only in an ingenious application of

the pedals. He plays, for instance, the following pas-

sage with astonishing rapidity:

Allegro assai.

The facility of this passage is explained by the fact

that the player simply has to slide three fingers down-
ward across the strings without any fingering and as

fast as he likes, because the instrument is tuned by
means of the synonyms in a sequence of minor thirds

producing the chord of the dinirnished seventh. In-

stead of die scale

r r
" ' '' J J j '

the strings are tuned in this sequence of intervals:

The At], it must be remarked, cannot be doubled
and hence, cannot be played twice in succession. In

fact, it is not possible to have four synonyms at a time,
simply because there are only seven tones in the scale,
whereas four synonyms would require eight 'strings.

Furthermore, the tone At; can be produced onty on
one string, Ab, and not on Gb, which can be raised

only two semitones by the double action, that is to

Ab. The same limitation is found on two other strings,
Gb and Fb.

Three synonyms are therefore still wanting on the

harp: D, G and A. This defect (for such it is indeed)
would disappear if the manufacturers would provide,
as Parish-Alvars proposes, a triple action for the

pedals of the three notes Cb, Fb and Gb, which would

permit raising these strings by three semitones.

Mr. Erard should not allow such a defect to remain
in the mechanism of this instrument. It would be

worthy of so skilled a manufacturer to be the first

to remove it.

If one does not use all synonyms at once, obviously
other chords than the diminished seventh can be ob-
tained. Anybody can work out these manifold com-
binations for himself once he has clearly understood
the effect of the pedals upon the strings. There will

be even more combinations available after the three

synonyms lacking at present are gained by a triple
action of the pedals Gb, Fb and Gb.

A brilliant example for the above mentioned
method of glissando (on the -diminished seventh

chords) is to be found in Liszt's Dante-Symphony;
here it symbolizes the spirits of the unfortunate
Francesca da Rimini and her lover as they rise

from the inferno. (Example 53.)

No. 53- Dante-Symphony, 1st movement
Quas^Andante, ma sempre un poco mosso. Liszt.
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In connection with the harp, I wish to point
out again the* cautious use which Richard Wagner
made of this instrument (see "Lohengrin" as an
outstanding example, also the second act of 'Tris-

tan'*). Whenever he employed it, he achieved ex-

traordinary and striking effects with the timbre of
this beautiful instrument. I can only warn begin-
ners again to use all particularly bright and char-
acteristic colors of the orchestra very sparingly and,
before writing them, to consider seriously whether
these colors are indispensable in this particular
place or whether they might be replaced by simpler
ones.

Nowadays all t^ese special orchestral titbits such
as harps, flageolets, percussion instruments, are be-

ing terribly misused. Especially the percussion in-
struments should be used only as isolated high-
lights if their effect is to be felicitous and char-
acteristic; see the single triangle stroke at the end
of the second act of "Tristan**. Otherwise the ear
of the listener becomes unnecessarily dulled: fine

light-accents become formless smears of color.
Berlioz was unusually familiar with the tech-

nique of the harp, which in view of its difficulty
cannot be expected from every author. A funny
utterance of Richard Wagner's to the harpistTombo is reported. During the first rehearsal of
the end of cc

Rhetngo!d" in Munich, when Tombo
sadly declared the harp part to be, absolutely un-
playable, Wagner said to Ihe excellent artist, "You

mot expect me to be able to play the harp; you
what effects I want to achieve: now arrange

cannot <

see what effects I want to achieve; now arrange
your part as you like". Those who do not feel sure
they possess the inspired instinct of a Wagner, had
better follow the saying: Quod licet Jovi, non licet
bovi.

The harp must always be treated as a solo in-

strument, also in the orchestra, lest one write un-
necessarily notes which are inaudible.

In the tutti of a modern orchestra only a group
of several harps is effective. The harp part of
"Tristan" is played by four harps in Bayreuth!
An effect on the harp not mentioned by Berlioz

is the bisbigliando (''murmuring"), used for exe-
cuting tremolos. The tremolo is written as for the
TMS* rift ff\r vnef>o*>>sA A - ^ . j.l^~ t_ Apiano, for instance
does not play it

but distributes it be-
and left hands:

, the harpist
with one hand,
tween the right

Figures like the following can also be executed
in this fashion:
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The Guitar

The guitar is an instrument suitable for accompany-
ing the voice and for taking part in instrumental
compositions of intimate character; it is equally ap-
propriate for solo performance of more or less com-
plicated compositions in several voices, which possess
true charm when performed by real virtuosos.

It has six strings, tuned in fourths and thirds as
follows:

Sometimes it is tuned in the following manner, espe-
cially for pieces in the key of E:

The three lower strings are made of silk covered
with silver wire; the other three of catgut. The guitar
is a transposing instrument with a range of three
octaves and a fifth, written in the G-clef, an octave
higher than the actual sound:

Notation:

TnftlnrifTig the chromatic intervals -. j

m
Sound:

Major and minor trills can be played throughout the

range of this scale.

It is almost impossible to write well for the guitar
without being able to play the instrument. However,
the majority of composers who employ it do not pos-
sess an accurate knowledge of it. They write things of
excessive difficulty, weak sonority and small effect for

the instrument. We shall at least try to indicate here
how simple accompaniments should be written for it.

In the usual position of the right hand the little

finger rests on the body of the instrument; the thumb
is used for plucking the three lower strings:

and

the forefinger plays on the G-string

the middle finger, on the B-string

the third finger, on the high E-string

Consequently, for chords of more than four notes the
thumb has to slide across one or two of the lower

strings while the other three fingers strike the three

high strings directly. In chords of four notes each

finger strikes only its own string; the fingers change
strings only to play chords in low positions, for in-

stance:

Since the guitar is mainly a harmonic instrument,
it is important to become familiar with the chords
and hence also the arpeggios which it can execute.
We start with the easiest those which can be played
without the barrage, a procedure whereby the fore-

finger of the left hand is placed across the neck of
the instrument over two, three or four strings, and
thus serves as an artificial fret. (The fret is die little

ledge across the neck, on which the strings rest and
which limits their vibrating length.)

In C:

Also att segments of these chords

In G:

In D: Idifflcuftl

In A: difficult

In E:

The fiat keys are incomparably more difficult than
the preceding; all of them require the barrage. The
following chords are the easiest:

In F:

In all chords one must avoid using the first and
third strings without the second because the thumb
would be forced to skip over the second string to go
from the first to the third. It is impossible to play
the following chords:
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But if the second string is added, they become easy:

Dominant seventh chords should not be written in

the usual position of three thirds one above the other,

as:

i i

They are next to impossible. The following, though

because G is an
difficult, is possible:

open string; only is very easy and sonor-

ous on account of the open E-string.
The following three chords are easy and link to-

gether well in all keys:

Likewise in F*, G, Ab, etc.:

* w
*

Of course, these chords may sometimes have more
'

than four notes, namely in keys which permit the ad-

dition of a low open string, as in A, E, G, F in short,

wherever one of these three notes ^
can serve as bass.

The following succession of chords, requiring the

barrage across four strings, is practicable on the lower

two thirds of the neck of the guitar:

and so forth, ascending to

this is the highest point where this fingering can be
used.

The following arpeggios on the guitar are of ex-

cellent effect:

The two slurred high notes in the last example
are played by plucking the E-string with the little

finger of the left hand.

Descending arpeggios are rather awkward but fea-

sible:

In the opposite direction they are very easy. The

following are much more difficult and less advan-

tageous on account of the retrograde movement of

the thumb on the low two notes:

Scales in groups of two slurred notes with the repe-

tition of one note are elegant and sound well, espe-

cially in the brilliant keys of the instrument:

Allegro.

Scales in thirds, although difficult at their two ex-

tremities, can be executed at a moderate speed:

difficult

This applies equally to series of sixths and octaves.

Repeating the same tone two, three, four and even

six or eight times is easy; prolonged repetitions '(rolls) ,

however, are appropriate only on the highest string

or possibly on the three high strings:

The tones marked T are played with the thumb, the

others alternatingly with the first and second fingers.
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In rolls the thumb alternates with the first and second

fingers on the same string:

Allegro.

Harmonics are easily produced on the guitar and
may be excellently employed in many cases. The best
are those produced on open strings by lightly touch-

ing the octave, fifth, fourth or major third.

As we have explained in the chapters on the

stringed instruments,, the octave, lightly touched, pro-
duces that same octave:

The minor third

produces the

higher octave

of the twelfth:

The last-mentioned harmonics are the least sonor-

ous and are difficult to produce. It should be under-

stood that the expression actual harmonics in the

preceding list refers only to the pitch of the guitar,

not to absolute pitch; for in absolute pitch these har-

monics, like all other tones on the guitar, are an
octave lower than the written notes.

Chromatic and diatonic scales in artificial har-

monics can also be produced on each string. For this

purpose the fingers of the left hand are pressed on the

tones whose higher octave is to be produced ; the fore-

finger of the right hand then touches the center of

the vibrating part of the string, and the thumb of the

same hand plucks the string behind the forefinger.

Actual harmonies

The octaves of the 6 open
strings lightly touched

Actual harmonics

rr r r i=
I

On the P
| ,OntheG t | On the B | | On the E

The fifth touched

produces the twelfth:

The fourth produces
the double octave:

The fourth* of the S open
strings touched

Actual harmonica.

The major third pro- The^^^^u^ 6 opn
duces the seventeenth : string* touched

Unless one can play the guitar oneself, I repeat,
it is impossible .to write for it pieces in several voices,

containing passages that require all the resources of

the instrument. If one wants to get an idea what
virtuosos are able to achieve in this respect, the com-

positions of such famous guitar players as Zanni de

Ferranti, Huerta, Sor, etc. should be studied.

Since the introduction of the piano into all homes
where there is any interest in music the guitar has
been gradually disappearing, except in Spain and

Italy. Some virtuosos have cultivated and are still

cultivating it as a solo instrument; they are able to

create pleasant and original effects on it. Otherwise

composers employ the guitar neither in the church nor
in the theater or the concert hall. Its weak tone,
which prevents its combination with other instruments
or with several singing voices of normal tone volume,
is doubtless the cause of this. Its melancholy, dreamy
character might nevertheless be used more frequently.
'Its charm is undeniable, and it is not impossible to
write for it so as to' make this manifest. The guitar

in contrast to other instruments loses when re-

inforced in number. The sound of twelve guitars

playing unisono is almost ridiculous.

!ln
Verd?s "Otello" the guitar is employed very

felicitoi&Iy 'in combination with a mandolin and

bagpipe as an accompaniment of the chorus:
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No. 54. Otello, Act II

^aal Allegro moderate.
Verdi.

Voelll*

Xonirab.
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Ob.

Ear.in A.

Fa*.

Hrnr.

iuE.

Dud.

Hand.

Git.

^F"Fm

Viola.

scen-do-no nu- vo-lc di fio- rf. Qui tra gi-gli e ro-se co ^

j i I l^*iff^

-re, padri,^
Chor.

rag- gi, av-vam-pan Cuo-ri, do- ve pas- si seen- do - no nuo-vo-
4 v^^|-
no

Vlc.

K.B.
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T*of- fria - mo fl gi- glio so-

Men^treal-1'au-ravo-la, vo - la

a - vc stel- che in man de - gl'an-ge- li fu as- tun - to in del chc ab-

w w ~ ~ yw v v v1 ^f ^ ^ IF* 9 v ^M ^ w

lie-ta la can- zon, men-tre al Tau-ra vo-la lie- ta, vo - la lie- ta la can- zon, la can-zon.

Chor.

BSl
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The Mandolin
This instrument is almost forgotten nowadays,

which is a pity. Despite its thin and nasal quality,
its tone has something piquant and original about it

and might be frequently used with good effect.
There are several kinds of mandolins. The one best

known has four double strings i.e., four times two
strings in unison, tuned in fifths like those of the
violin. It is written in the G-cIef :

It is an instrument better suited for melody than
for harmony. Its strings are vibrated with a quill or
plectrum held in the right hand of the player. They
can produce four-part chords such as these:

The two E-strings are of catgut; the A-strings, of

steel; the D-strings, of brass; finally the G-strings,
of catgut covered with silver wire.

The range of the mandolin is almost three octaves:
Including the chronutic intervals

"

if the plectrum is passed quickly across the four
double strings; however, the effect of such groups of
simultaneous tones is rather poor.
The mandolin shows its real character and effect

only in such melodious accompaniments as Mozart
wrote in the second act of "Don Giovanni" (Exam-
ple 55).

No. 55. Don Giovanni, Act II

Allegretto Mozart.

Mandoline

alal- la ft- n* * str*.

Basal.

BS1
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At present the mandolin is so completely neglected

that in theaters where "Don Giovanni" is performed
the execution of this serenade always presents diffi-

culties. Although a guitar player or even a violinist

could familiarize himself with the mandolin in a few

days, so little respect is entertained for the ideas of

the great masters whenever some old habit would

have to be sacrificed, that people almost everywhere

and even at the Optra (the last place in the world

where such liberties should be taken) venture to

execute the mandolin part pizzicato on violins or on

guitars. The tone of these instruments has by no
means the peculiar delicacy of the mandolin; and

Mozart knew what he was doing when he chose this

particular instrument to accompany the amorous song
of his hero.

Stringed Instruments With Keyboard
The Pianoforte

The pianoforte is an instrument with a keyboard
and metal strings set in vibration by hammers. Its

present range is six octaves and a fourth, frequently
even seven octaves.* Its music is written simultane-

ously in two clefs: the F-clef is used for the left hand,
the G-clef for the right. Sometimes according to the

registers of passages assigned to both hands two F-

clefs or two G-clefs are used.

Including all chromatic Interval*

The trill is possible on all degrees of the scale.

Chords of four and even five notes can be played

simultaneously or arpeggiated in any manner and

with both hands; but the harmony should be as close

as possible:

are omitted for the sake of greater ease of execution:

^

Chords embracing an interval of a tenth are pos-

sible, too; but then the third and even the octave

Four and ev^n five real voices may be written for

the pianoforte if care is taken to keep the outer parts

in each hand within the space of an octave or at most

a ninth. Otherwise the pedal has to be used. This

raises the dampers and permits the player to prolong

the tones without keeping the fingers on the keys, in

which case one is free to place the voices even further

apart.

Example in four parts without pedal:

I I J

Example with pedal:

Now 7K 88 notes)
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The sign
*

(or similar) in the second example in-

dicates that the pedal is to be released in order to

restore the function of the dampers. Whenever pos-
sible, it is used when the harmony changes in order

to prevent the continuation of the previous chord

during the ensuing one. On account of this long pro-

longation of each tone, appoggiaturas with acciden-

tals and passing notes should be avoided as much as

possible in the middle of -the instrument while the

pedal is being used; for these notes, sustained like all

the others and thereby mixed with a harmony to

Largo.
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which they do not belong, produce excessive dis-

sonances. Such melodic ornaments are possible only
in the highest octaves of the keyboard, where the

strings are very short and have relatively little reso-

nance.
Modern Steinway Grand Pianos have a third

pedal, which serves to prolong a single tone at will.

This is very effective and may occasionally help
the player in passages of several voice-parts.
Sometimes the hands are made to cross, the left

hand passing over the right or vice versa:

The number of such combinations among the mani-

fold groups of tones playable on the pianoforte is

very considerable. In fact, it would be impossible to

mention them all here. Only by studying the compo-
sitions of great virtuosos, especially Liszt's, can one
form a clear idea of the progress made in the art of

piano playing. The student will then perceive that

the limits of what is attainable on this instrument are

still quite unknown, and that they are extended con-

tinuously through astonishing new exploits by per-
formers.

"

For the pianoforte, as for the harp, it is better in

certain cases (for instance in arpeggios) not to place
the two hands too near each other. A passage lijce

the following would be rather inconvenient:

It would be much better to write as follows:

Diatonic and chromatic scales in thirds for both

hands are, however, quite easy:

Such scales in thirds can also be executed by one
hand alone, but they are difficult in a fast tempo.
Moreover, in keys with few sharps or flats one may
write for both hands consecutive sixth-chords consist-

ing of three notes:

Thanks to the high degree of perfection attained by
our skilled manufacturers, the pianoforte may now be
considered from two viewpoints: either as an orches-

tral instrument or as a small orchestra complete in

itself. Only once * has it been employed in die same
fashion as the other instruments, so as to add its

peculiar resources to the ensemble of die orchestra

and to create effects which could not be attained in

any other way.
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Certain passages in Beethoven's concertos ought to

have drawn the composers* attention to this point

long ago. They have surely admired the wonderful

effect in Beethoven's Concerto in Eb, produced by the

slow chord figurations of both hands in the high

region of the piano, while the flute, clarinet and

bassoon play the melody over eighth-notes of the

strings in contretemps. In such combination, the tone

of the pianoforte has an alluring charm, it is full of

calm of freshness the very image of grace. (Example
56.)

No. 56. Concerto in Eb, Adagio
Adagio un poco mosso.

(Solo.)

Beethoven.

Flften.

Klar.in A.

Pianoforte.

r r r

1 J '
JJ

' gS

p
* JM J> f

p |f p
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Klar.ln A.

Bassi.

cresc.

Klar.inA.

BSl



PI.

Viola.

Basal.

PL

Klar.lnA.

Viol.

Viola.

BBSS!.

BS1



167

The employment of the pianoforte in the singular
case mentioned above is entirely different. In a chorus
of airy spirits, the author lets two pianos for four
hands accompam the voices. The lower pair of hands
executes a rapid, ascending arpeggio passage in trip-
lets, which is answered by a descending "three-part
arPcggio <tf flutes and clarinets; the latter passage is

illuminated by a double-trill in thirds, executed by
the other pair'of hands on the higher piano. No other
instrument could produce such a harmonious glim-
mering of tones, which the piano renders without
difficulty, and which the sylph-like character of the

piece requires. .Example 57.
'

;

No. 57. Lelio, Monodrame Lyrique, Finale (Fantaisie sur la tempete)

Pianoforte I

Pianoforte

PIoc.Plote.

Gr.Flote.

KLar.in C.

4 Solo-Viol. I.

mitSartinen.

4Solo-VioLIM
nit Sordino*.

Cbor*

Soprano.

3fc

Tenor n.

Mi-

SHE
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Pfte.L

Ffte.n.

Pico.

Gr. Fl.

Kter.inC.

Viol.II.

-da,
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Pfte.I.

Pfte.n.

Pice.

Gr.Fl.

Klar.inC.

VioLI.

Viol.II.

^= ^ 1

Cfeor. i^
Mi-ran - -da,

m

H
-*,
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Pfte.1.

Pfte.n.

Pico.

Or. PI.

Klar.inCL

Viol. I.

VioUI.

Chor.

den Ver- lob- ten sick dir na -
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Whenever the piano is forced to go beyond its own
tender effects and to compete with the power of the

orchestra, it disappears completely. It must accom-

pany or be accompanied, unless, like harps, it is em-

ployed in large numbers. I would not be inclined to

scorn such an arrangement; however, in view of the

large space required, it would be difficult to place a
dozen pianofortes in a moderately large orchestra.

Regarded as a small independent orchestra in it-

self, the pianoforte must have its own appropriate
instrumentation, which is closely connected with the

performing pianist's art. On many occasions it is left

to the player to bring out certain voices or to keep
others in the background; to play a passage in the

middle register with emphasis while giving lightness
to the ornamental passages above and reducing the

sonority of the basses. It is for him to decide where
a change of fingers is indicated or where only the
thumb should be used for a particular melody. In

writing for his instrument, he knows when to employ-
close or open harmony; he understands the various

degrees of distance between tones in arpeggios and
the different kinds of sound resulting from them.

Especially important is the judicious use of the pedals.

Outstanding composers of pianoforte music have al-

ways indicated with the utmost care where the dam-
per pedal is to be taken and released. Unfortunately,
many virtuosos and some of the most brilliant

among them wantonlv disregard these pedaling
marks and play almost continuously with raised

dampers. They pay no attention to the prolongation
of unrelated harmonies into one another and to the

ugly discords caused thereby. This bad habit is really
a deplorable abuse of an excellent device; the result

is noise and confusion instead of harmony! This is

only the natural consequence of that intolerable tend-

ency of virtuosos great and small, singers and in-

strumentalists to put interest in their own person-
ality in the foreground.

{This
reproach can now also be extended to a

great number of conductors.

They have little regard for the indispensable re-

spect which the performer owes the composer, and
for the tacit but absolute obligation to transmit the

composer's ideas faithfully to the audience whether
the performer honors a mediocre author by interpret-

ing him, or is honored himself in rendering the im-
mortal ideas of a genius. In either case, the performer
who, catering to a momentary whim, works contrary
to the composer's intentions, ought to contemplate
the fact that the author of the work, whatever it may
be. has probably devoted considerably more attention

to the place and duration of certain effects, to the

design of his melody and rhythm, to the choice of
chords and instruments, than the performer has in

taking his own peculiar liberties. One cannot protest

enough against this senseless privilege too often

claimed by instrumentalists, singers and conductors.
Such presumption is not only ridiculous ; if it develops
further, it must produce unspeakable confusion and
cause serious harm to the art. Composers and critics

must fight against this at all times.

(These are golden words! The Editor)

The soft pedal is used much less frequently than
the damper pedal; but Beethoven and several other

composers have employed it very felicitously. It is

of excellent effect when contrasted with the ordinary
sound of the pianoforte or with the splendid sonority

produced by the damper pedal. It is equally useful

in accompanying singers, especially if their voices are

weak, and in the more frequent instances where the
entire performance is to have a soft and tender char-
acter. Its use is indicated by "una corda" or "mit

Verschiebung". Its action consists in shifting the
whole keyboard so that the hammers hit only two of
the three unisono strings which are now provided in

all good instruments for each tone (excepting the
lower ranges). Since only two strings vibrate instead
of three, the sound is reduced and the timbre is

changed considerably.

Wind Instruments

Before studying individually each member of this

large family, we shall establish as clearly as possible
a musical vocabulary indicating the different degrees
of high or low pitch of certain instruments, the trans-

positions causing these differences, as well as the cus-

tomary notation and denomination of these instru-

ments.
We begin by making a line of demarcation between

instruments sounding as they are written and instru-

ments whose tones sound higher or lower than the
written notes. The following two categories result

from this division:

BSl



168

NON-TRANSPOSING INSTRUMENTS
whose tones sound as written

Violin
Viola
Viola d'aznore, Viola da gaxnba
Violoncello _^

Ordinary flute

Oboe
Clarinet in C
Bassoon -

Russian bassoon
French horn in high C
Cornet in C
Trumpet in C
Alto trombone
Tenor trombone
Bass trombone

Ophicleide in C :

Bombardon . . -

Bass tuba

Harp, Mandolin
Pianoforte

Organ
Voices (if written in their individual clefs and

not, without any distinction, in the G-clef).
Kettledrums
Bells

Ancient cymbals
Chime
Glockenspiel

Keyboard harmonica

TRANSPOSING INSTRUMENTS
whose tones are different from the written notes

Double-bass
All other flutes

Oboe d'amore, English horn
All other clarinets

Tenoroon, Double bassoon

All otherFrench horns
All other cornets

All other trumpets
Valve alto trombone

All other ophicleides

Serpent
All other tubas
Guitar

Tenors and Basses (if written in the G-clef, their

sound being an octave below the written notes) .

Harmonica with steel tongues

Viola alta

Violotta

Cellone

Saxophone in C.

Celesta

Heckel-Clarina

Heckelphon
All other saxophones, saxhorns, saxotrombas and

saxtubas

It will be seen from this table that all non-transpos-

ing instruments marked "in C", whose tones sound as

they are written, belong to the same category as those

without any designation of key (like the violin, oboe,

flute, etc.); the latter are completely equivalent to

the instruments in C from the composer's point of

view. However, the designation of some wind instru-

ments in accordance with the natural sound of their

tubes has led to the most singular and absurd conse-

quences; it has made the notation of transposing in-

struments very complicated and the musical vocabu-

lary very illogical. It is, therefore, necessary to discuss

this practice thoroughly and to re-establish order
where it is generally conspicuous by its absence.

Performers sometimes call the tenor trombone, "the
trombone in Bbn ; the alto trombone, "the trombone
in Eb"; and still more frequently, the ordinary flute,
"the flute in D".
These designations are correct in the sense that die

tube of the two trombones with the slide closed pro-
duces the tones of the Bb chord on the first trom-

bone, and those of the Eb chord on the second trom-

bone; likewise, the ordinary flute with all holes*

stopped and all keys closed plays the tone D. Yet

performers need not pay any attention to the natural

sound of the tube; they simply play the written notes.

Thus, the C of a tenor trombone is a C and not a

Bb, the C of an alto trombone is also C and not Eb,
that of the flute is again a C and not a D. The evi-

dent conclusion is that these instruments belong not
to the transposing, but to the non-transposing instru-

ments. One may consider them to be in C just as

well as the oboes, clarinets, horns, cornets and trum-

pets in G. They require no designation of key, unless

they be called "in C". This shows at once how im-

portant it is not to call the ordinary flute, "flute in

D"
;
for it has become* the fashion to name the higher-

pitched flutes according to the difference between
their pitch and that of the ordinary flute. Thus, the

flute in the third (i.e., "third-flute") is called "flute

in F*; the flute in the. ninth (i.e., "ninth-flute") is

called "flute in Eb". The designation of the instru-

ments by interval rather than by key would at least

have avoided the confusion of terms. The following
illustrates what this terminology can lead to. In a.

score the small clarinet in Eb, whose C really pro-
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duces Eb, can execute the same part as a third-flute,

so-called "in F". The two instruments bearing the

names of different keys nevertheless produce the iden-

tical tone. One of the two designations must be false.

Is it not absurd to adopt a nomenclature for the keys
of the flute completely at variance with that used for

the other instruments?
Hence I propose the following principle, which

makes any misunderstanding impossible: the tone C
is the only point of comparison upon which the des-

ignation of the key of transposing instruments is to
be based. The natural sound of the tube of non-

transposing wind instruments is to be disregarded
completely. All non-transposing instruments and those

transposed only in the octave ( i.e., in which the writ-

ten C produces C) are considered as being in C.
If an instrument of the same family is tuned below

or above the pitch of the basic instrument, this dif-

ference is designated according to the relation to C.

Consequently, the violin, the flute, the oboe, playing
unisono with the clarinet in G, the trumpet in G9

the horn in C, are in C; whereas a violin, a flute,
an oboe which are tuned a tone higher than the usual
instruments of the same name, are called in D, be-
cause they play unisono with the clarinet in D and
the trumpet in D.
Hence it follows that the old designations for the

flutes should be abandoned: the third-flute should no
longer be called flute in F, but rather flute in Eb,
since its C produces Eb; likewise, flutes in the minor
ninth or second should not be called flutes in E=>, but
rather large or small flute in Db. since their C pro-
duces Db- and so o'n for all keys.

Reed Instruments

^

The family of double-reed instruments is to be dis-

tinguished from that of si.igle-reed instruments. The
former is composed of five members: the oboe, the

English horn, the bassoon, the tenoroon, and the

double-bassoon : the latter comprises clarinets, basset-

horns, saxophones, etc.

The Oboe
This instrument has a range of two octaves and a

fifth and is written in the G-clef :

Including the chromatic intervals

difficulties of fingering will disappear, as for instance

in rapid passages from the middle C* (Db) to the

note above:

The two highest notes should be used with cau-

tion; the F in particular is risky when
^it

enters

abruptly.* Some oboes have the low B
but tnis tone, not generally available on
the instrument, should better be avoided.

With the application of Boehm's system the present

IDifficultl I'lmpossible I llmpossible.l

tr tr i tr tr

and from G* to F-:

On these tones and also on certain others, major
trills are therefore impossible or very difficult and of

poor effect, as the following table shows:

Difficult]

fr . tr tr
Difficult |

L

DifBcultj {Difficult} IDifficultl I

The Paris Conservatoire Model, with some
changes by Flemming, makes it possible to play
all the trills marked *

quite -cleanly, even at a
rather rapid tempo; also the broken T^-major

* This no longer applies to the modern French oboes ;

* * f| difficult
[I

chord, for instance

they can play piano up to ; they even produce
"

and
, but only legato.
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Oboes, similarly to all other instruments, play with

greater ease in keys with few flats and sharps.
Scales in B are difficult, in Ab easier, in Db again

more difficult. The following passages are easy,

even at the most rapid tempo:

In melodious passages the following range should
not be exceeded:

The tones above or below this range sound weak or

thin, hard or shrill and are all of poor quality. Rapid
chromatic or diatonic runs have an unpleasant, al-

most ridiculous effect, even though they can be ex-
ecuted quite easily on the oboe; the same is true of

arpeggios. There should hardly ever be any need of

writing such passages; in fact, we have never come
across any. The use that virtuosos make of them in
their fantasias and variations does not 'disprove their

impracticability. The oboe is above all a melodic in-

strument; it has a pastoral character, full of tender-
ness I might even say, of shyness.

In the tutti of the orchestra the oboe is used, how-
ever, without consideration of its timbre; for here
it is lost in the ensemble, and its peculiar expression
cannot be identified. We may mention here in ad-

vance that this applies also to most of the other wind
instruments. Only those of extremely strong volume
or with very distinctive peculiarities of tone offer an
exception. They cannot be treated for purposes of

general harmony like other instruments without of-

fending both art and common sense. Among these
we can put the. trombones, ophideides, double-bas-

soons, and in many instances also the trumpets and
cornets.

Artless grace, pure innocence, mellow joy, the pain
of a tender soul all these the oboe can render ad-

mirably with its cantabile. A certain degree of ex-
citement is also within its power; but one must guard
against increasing it to the cry of passion, the stormy
outburst of fury, menace or heroism; for then its

small voice, sweet and somewhat tart at the same
time, becomes ineffectual and completely grotesque.
Even some of the great masters Mozart among them

did not avoid this error entirely. In their scores we
find passages whose passionate contents and martial
accents contrast strangely with the sound of the oboes

executing them. This causes not only thwarted ef-

fects, but also startling disparities between stage and
orchestra, between melody and instrumentation. The
theme of a march, however vigorous, beautiful and
noble it may be, loses its nobility, vigor and beauty
when played by oboes. It may possibly preserve its

character if given to the flutes; played by clarinets,
it almost invariably retains its full power.

Only in pp have martial rhythms been employed
successfully to imitate trumpets played in the dis-
stance (especially by Mozart). Cf. Figaro's aria

(Example 58).

No. 58. Le Nozze di Figaro, Act I

Ob.

Homer
In C.

Viol.

Viola.

Figaro.

VceBi v.

Bontnb.

Allegro.
Mozart.

p t CL n\ r r
* Rf\r ft r P FT

. r *_ __ _ _ .. fj . _Non pi& an-drai far-fal-lo- nc a-mo- ro-io, not- tc e gior-no d*in-tor-no g- Tan-do,

* i J r j ij
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Ob.

Viola.

Figaro. fyi r P' l?

r
p*|jr

bel-le turban-do il ri* po-so, Nar-ci- set-to, A-don-cx-no d'a- mor, del-le bel-le tur-ban-do il ri-

*.
ten.

I *

Fl.

Ob.

Far-

Hrnr.inC.

TroiiLp.
iuC.

Fkft.

Hgi njTr
^ ^

i i ii
r r r,j

g m m Pf

^ ^ ^^ nni
i ^1.

1

n.

Viola.

Figaro.

S=*E ^J^J JJJ^ =E

f r p-y i^^ s r r -
iP

po-sot set-to,! d'a- mor.- Gbe-ru-bi-no al-la vit- to*ria,

J > N *r mnuxn.]
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PI.

Ob.

Faff.

Hrnr.inC.

Tfcp. in C.

Pke.

Figaro.

al-la glo-ria mi-li- tar, Che-ru- bi-no al-la vit- to-ria, al-la glo- ria mi- li-

Hrnr.inC.

Trp. in C

Pke

VioL

Viola.

Figaro.

al-la glo- ria mi- fi- tar, al-la glo- ria mi- Ii- tar!

Ylc.TuK.B-
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Occasionally, however, oboes have to be used in

pieces of a martial nature in order to give more

weight to the harmony and to reinforce the other

wind instruments. Since its sound is not suitable for

this style, the oboe part should be written so that it

is completely covered by the other instruments. It

should blend with the ensemble so as not to be recog-
nizable as an individual instrument. The lower tones

of the oboe, unpleasant when used prominently, may
be combined very effectively in certain strange and

lamenting harmonies with the low tones of the clari-

net and the low D, E, F, G of the flutes and English
horns.

Gluck and Beethoven showed admirable under-

standing for the use of this valuable instrument; the

profound effect of several of their finest pages is due
to the oboe. Concerning Gluck, I need only mention
the oboe solo in Agamemnon's aria in "Iphignie en
Aulide" ("Peuvent-ils ordonner") . What other instru-

ment could so poignantly express these laments of an
innocent voice, this prolonged and ever more urgent

supplication? (Example 59.)

No. 59. Iphig6nie en Aulide, Act I

Andante.

FlBtenu.Oboen

Viol.

(Muck.

Peu-vent-Us or- don-ner tftfan pe - re de sa main pre-aente
elcheinrausamae-bot;ein Va - terOto**** *-*rJBands

Basal,

(VIC.U.K.B.)

PLu.Ob.

Viola.

re dim buuban mor- tol

j dt* mrxSrtttdk H*bt,
la front <rVa0 Tlc-
dfr *m$g*te*+*

thae et i ten-dre at wi

mj j*ir j j nr jBui.
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Fhu.Ob.

I.

Viol.

n.

Viola.

r
^ '

L
' ' ^ ' T r r i r p \ F *

che-re, pen-vent-ils ti>r-don - ner? Je n?o- b& i - rai point a cet ordre in- feu-main, je
Lie-be: weZckeingrav-sam Ge - botl Xefa, ich te-ge%stei^dteuamensGM*>cte Tat, nefy

Bassi.

FLiuOb.

ff ff
ri

f vn
nto- W- i - rai point a oet ordre in-hu-mainl
ick t+&*tomdtevHmense*-li-e*9 Tail
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Ob.

I.

Viol.

U.1

Viola.

rp p
> *^

î=i; p p ^= ^
^

et sa
undihr

TDZZ est pics sn - re que les o - ra- cles du des - tin.

Wort faf%michinacht&r alsdes - ra-J&ls
~ l qneles o - ra-cles

alsdesO- ra-kels

Bassi.

Ob.

dn des - tin!

Don-ner-wort!
a cet ordre in- hit-main, je nV>-b6

BSl
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Consider, too, the famous ritornelle in the aria from

"Iphigenie en Tauride": "O malheureuse Iphigenie!"
(Act II, Scene 4). Again, the childlike cry of the
orchestra when Alceste, in the enthusiasm of her
heroic self-sacrifice, is struck by the recollection of
her two little sons and suddenly interrupts the theme
*'Eh, pourrai-je vivre sans toi?" to respond to the

touching appeal of the instruments with her heart-

rending cry, "O mes enfantsl" (Act I, Scene 5).

Finally, let us mention the discord of the minor sec-

ond in Armida's aria, with the words "Sauvez-moi
de ramour" (Example 60). All this is sublime not

only in its dramatic idea, its profound expression and
in its melodic grandeur and beauty, but also in its

instrumentation and the admirable choice of the
oboe as the instrument most adequate and appropri-
ate for creating such impressions.

No. 60. Armide, Act IE

Moderato.
Gluck.

Faff.

Horn in F.

I.

Viol.

n.

Viola.

Armide.

Bassi.

(Vlc.u.K.8.)

Fag1

.

Hrn. in F.

I.

Viol.

II-

Viola.

Arm.

Bassi*

r rr ir rr if r
ir, ,
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\
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HriLinF.

I.

Viol.

n.

Viola.

Arm.

Bassi.

Ob.
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Ob.

Viol.

Viola.

Arm.

Bassi.

' centre on en-ne -mi trop ai - ma - ble,
lie - be,

ren-ctez-moi mon cour - roux, rTal-lu - mez
mvr Soft undent - flam<m>-

i

"
*

'
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Ob.

haine Ixn-pla . oa - ble,sor - tea da

Saj3, imjoer -sob- neither- auf aus

Viol.

Arm.

BaasL
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Examples of extended oboe melodies, invented
with the peculiar character of the instrument in
mind, are to be found in Berlioz* works, such as

the overtures to "King Lear" and "Cellini", and
in the "Symphonic Fantastique". /Examples 61
and 62. , .

'

No. 61. King Lear, Overture

Poco ritenuto.
Berlioz.

Ob.

Poco ritenuto.

No. 62. King Lear, Overture

3 mm

Berlioz.

1.
1 yre m

Viol.

Viola.

P^^ ^
^ S^ g^

S m
tar

5=ste 1 S
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a tempo

Ob.

Viol.
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No other instrument could reveal the sweet
secret of love's innocence in such affecting tones

as the oboe in "Tannhaeuser". (Example 63.)

No. 63. Tannhaeuser, Act II

Wagner.

Violen.)
(geteilt)V

Landgraf.

Vcelli.

(geteilt) }

2fodi blei-be denu nn-aas-ge.spro-<*en ddn sufl Go-heimnis knr - z*

.beiui.ge.bro. cfaen, bis dn dcr L5-

_ 4a der Lo-nff,der Lo-song

Vie.
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As a rule, however, Wagner rarely gives ex-

tended melodies to one Instrument alone. He pre-
fers the method of distributing melodies among

intricate combinations of several instruments. A
classical example of this is to be found in the sec-

ond act of "Walkuere" (Example 64).

No. 64. Walkuere, Act II

Bewegt.

Wagner.

molto ritexmto

(Siegtiade blicfct Slegmund mit wachsendemEntzucken
in die Augen; dann umschlingt sie leidensdiaftildi sel-
nen Hals nnd verweflt, so.)

The oboe with its thick and impudent low tones

and its thin and bleating high tones, especially if

they are exaggerated, is very suitable for humor-
ous effects and for caricature. The oboe can rattle,

bleat, scream just as well as it **-** ^fog and lament

nobly and innocently, or play and warble cheer-

fully*
Beethoven used predominantly the gay expression

of the oboes. Examples of this are to be found in the

solo in the Scherzo of the Pastoral Symphony (Ex-

ample 65), in the Scherzo of the Ninth Symphony,

in the first movement of the fib-major Symphony,
etc. But he was no less successful in assigning tones

of sadness or despair .to the oboe. This is illustrated

by the solo in minor, in the recapitulation of the first

movement of the A-major Symphony, in the episodic
Andante of the "Eroica" finale, and particularly in

the aria in "Fidelio" where the starving Florestan

imagines seeing his weeping wife in his delirious agony
and mingles his anguished cries with the sobs of the

oboe. (Examples 66, $7, 68.)
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No. 65. Pastoral Symphony, 3rd movement
Beethoven.

RCl
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No. 66. Symphony in A major, 1st movement

.
Vivace.

Flotel.

Oboe.

Viol.

Viola.

Via.

K.B.
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No. 67. Sinfonia Eroica, Finale
Poco Andante. Beethoven.

Flote.

Oboen.

Elar.inB.

cresc.

BSl



180

BS1



181

No. 68. Fidelio, Act II

Poco Allegro.
Solo.

Beethoven.

Oboe.

Hrnr.

in F.

I-l

Viol.-

Viola.

Flore-

stan.

Vcelku
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Ob.

Hrnr.
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Viol.

Viols.

Flop.

Vic.

KB.
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ViflL

Plop.

Bagel im ro - si-gen Duffc sich trostend TOT Sei-te, zur Sei-te rnir stellet,

fi.rnrrrmrVic.

X.B.

n ri r

ft? PT P
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Ob.

cresc. poco a poco .

cresc.poco a p

no-ren, Le-o -aoren, derGtit4in,BO^Q!di,der, der fuhrtmiduurPreiheit ins himm-lische Bdch.

Vic.

K.B.

ereso.poco a poco .
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The French instruments arc of finer workmanship,
their registers are more even, they respond more easily in
the treble and allow a softer pp on low tones. Corre-
spondingly, the style of playing and the tone of French
oboists is by far preferable to that of the German players.
Some German "methods" try to produce a tone as thick
and trumpet-like as possible, which does not Wend in at
all with the flutes and clarinets and is often unpleasantly
prominent.

The French tone, though thinner and frequently trem-
ulant, is much more flexible and adaptable; yet* when

it is necessary, its forte can be penetrating and also much
more resonant.

This applies particularly to the English horn. Observe
its admirable application and combination with flutes.

oboes, clarinets, bassoons in the first and second acts of

"Lohengrin." Their effect would be completely changed,
against the author's intentions, if the English horn were
to stand out as an independent part, as it often happens
when the German method is used, instead of acting as
a discrete mediator between the timbres of the wood-wind
instruments.

The Oboe d'amore

It is a minor third lower than the oboe and has
the following range:

Including the chromatic intervals

Actual sound:

Its timbre is milder and of a more subdued
character; its agility in the sharp keys is greater
than that of the oboe.

It was frequently employed by J. S. Bach and
his contemporaries, mostly as a concertante instru-

ment, preferably two oboes d'amore together.
At the beginning of the second part of his

Christmas Oratorio, Bach introduces two of them
in combination with English horns a delightful

representation of the peaceful pastoral music.

As an example of the employment of this instru-

ment in modern times, I should like to mention

my "Sinfonia Domestica'% where the oboe serves

as a symbol of the child, dreaming innocently as

well as playing gaily. (Full score, p. 13 "III.

Thema", and p. 15 Scherzo.)

The English Horn

This instrument is, so to speak, the alto of the
oboe. It has almost the same range; some English
horns also have the low Bb. It is written in the G-
clef like an oboe in low F; consequently, its real
sound is a fifth lower than written. Its scale

Indudin* the chromatic intervals

sounds as follows to the listener:
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r-r r i

If the orchestra plays in C, the English horn must
be written in G; if it plays in D, the English horn

is written in A, etc.

Everything that has been said in connection with

the oboe concerning difficulties in the fingering for

certain groups of sharped or flatted tones applies

equally to the English horn*; rapid passages have
an even poorer effect on the latter instrument. Its

tone, less piercing, more veiled and heavy than that

of the oboe, does not lend itself so well to the gaiety
of rustic melodies. Nor can it express passionate la-

ments; tones of kern grief are scarcely within its

range. Its tones are melancholy, dreamy, noble, some-
what veiled as if played in the distance. It has no

equal among the instruments for reviving images and
sentiments of ihe past if the composer intends to

touch the hidden chords of tender memories.

Thus, Halevy has very felicitously employed two

English horns in the ritornelle of Eleazar*s aria in

the fourth act of "La Juive" (Example 69).

|
A most marvellous example is the sad strain of

|
the shepherd in the third act of Wagner's "Tristan"

| (Example 13, p. 39).

No. 69. La Juive, Act IV

Andantino espressivo.
Halevy.

*SzmiUriy to the oboe, this is no
equal to those of the oboe.

longer true today, the present technical qualities of the English horn being about

BS1



185

In the Adagio of one of my symphonies the English
horn repeats the phrases of the oboe in the lower

octave, like the voke of a youth replying to a girl
in a pastoral dialogue. Then, at the end of the piece,
it reiterates fragments of these phrases with a hollow

accompaniment of four kettledrums, while the rest

of the orchestra remains alent The mood of absence

and obliyion, of sorrowful loneliness, which arises in

die soul of many a listener at the recurrence of this

melancholy tune, would be far less poignant if it were

played by 'another instrument (Example 70.)
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No. 70. Symphonic Fantastique, Scene aux Champs

Adagio.
Berlioz.

Bagl. Horn.

Pkn.

BS1
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The combination of the low tones of the English
horn with those of the clarinets and French horns

during a tremolo of the double-basses produces an

effect as characteristic as it is novel; it is particularly
well suited to cast a menacing color upon musical

ideas in which fear and anguish predominate. This

effect was known neither to Mozart nor to Weber
or Beethoven, A magnificent example is to be found
in the duet in the fourth act of "Les Huguenots";
I think Meyerbeer was the first to have used it in

the theater. '(Example 71.)

Andante,
No. 71. Lcs Huguenots, Act IV
* " Meyerbeer.

Floten.

BSl
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Bngl.H.

I recommend the study of the combinations of
the English horn with flutes and clarinets in the
first and second acts of "Lohengrin". The Heckel-
elarina, invented by Heckel, may be mentioned
here. It is tuned in Bb and has the following range:

Us

corresponds to the

Hie highest tones

starting from Cf
are risky. This instrument

alphorn and is more appropriate
English horn or the trumpet, which is inadmissible
here, for rendering the merry tune in the third act
of "Tristan".
In compositions where the general character is one

of melancholy, the frequent iuse of th English horn,
hidden in die mass of instruments, is perfectly suit-
able, la this case only one oboe part need be writ-

ten; the second one is assigned to the English horn.
Gluck has employed thfa instrument in his Italian

operas "Telemaco" and "Qrfeo", but without any
manifest purpose and without much effect; he never
introduced it in his French operas. Mozart, Beethoven
and Weber did not use it at all I do not know why.

The baritone oboe, constructed by F. Lor6e in.

Paris, is a new accession to the orchestra. It has

recently found a rival in Wilhehn Hefckel's Heckel-

phon. The latter has this range:

It sounds an octave lower than die oboe and has
a rich, harmonious timbre. The four highest tones

(starting from
forte, and then

) can be used only in
not without some risk.
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The Bassoon

The bassoon is the bass of the oboe*; it has a

range of more than three octaves and is written in

two clefs, the F-clef and tenor-clef:
including the chromatic intervals

jDangerous-

It is not advisable to go above the last Bb.

Wagner carries the bassoon up to the high G
in his "Meistersinger" where he depicts the pitiable
condition of Beckinesser after his thrashing. (Ex-

ample 72.)

The high Ei?

easily produced,
is harmful to the

player.

can now be quite
but its production
embouchure of the

No. 72. Meistersinger, Act
Sehr mafiig. Wagner.

Klar.I in B.

Vic.

Through the courtesy of M. Gevaert, I heard in the

Brussels Conservatory a double-bass oboe, whose tone had
not the slightest similarity with the low tones of the

bassoon. It was, down to the extreme depth, the typical
shawm timbre of the oboe. If, in the near future, our
ears should demand even finer differentiations of sound
and a still greater wealth of tonal colors, we might re-

introduce this instrument into the orchestra; thus, each
individual timbre would be represented by a whole family

group instead of the one or two members we have at

What wealth of contrasts is to be found in a combi-
nation of :

2 small flutes )
4 large flutes / flute family
1 or 2 alto flutes }

4 oboes
2 oboes oTamore
2 English horns
1 Hcckelphon
1 double-bass oboe

oboe family

1 clarinet in Ab
2 clarinets in F
2 clarinets in Eb
4 or 6 clarinets in Bb
2 basset-horns
1 bass clarinet
1 double-bass clarinet A

clarinet family

It first occurred to me to develop this idea when one
of the professors at the Brussels Conservatory had
Mozart's G-minor Symphony played to me in an arrange-
ment for 22 clarinets, namely:

1 clarinet in Ab
2 clarinets in Eb

12 clarinets in Bb
4 basset-horns
2 bass clarinets
1 double-bass clarinet

The wealth of tone colors emanating from the 'various

combinations of the clarinet family drew my attention to
the many treasures still hidden in the orchestra, waiting
to be raised by a dramatist and tone-poet able to interpret
them as the sensitive expression of new color symbols
and as the characterization of new and subtler emotions
and nervous vibrations.

BSI
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The keys with which the bassoon is now furnished

permit the production of the two low notes
which were formerly out of its reach.

For the low A
soon players have
double-bell with

tones
thumb

in "Tristan" the bas-
to attach a so-called

an A-key. The low

I are stopped with the
of the left hand, only

with the little finger.

The fingering of the bassoon is the same as that of

the Sute. Many trills at the two extremes of its scale

are impossible:

jj II
JJ t'J

- ,. rnmcuit i 'Difficult' 'Uimcurc

****. 'irurV,^ ,*,,
i '

i

*

i

' r "

i n
| The trills marked *) are easily playable today

This instrument leaves much to be desired in the
matter of purity of intonation. It would probably
gain more than any other wind instrument if it were
constructed according to Boehm's system.
The bassoon is of great value in the orchestra on

numerous occasions. Its tone is not very strong and,

being devoid of brilliance or nobility, has a tendency
toward the grotesque. This should always be kept in

mind when the instrument is used prominently. Its

low tones furnish an excellent bass to the whole group
of wood-wind instruments. The bassoon is ordinarily
written in two voices, but large orchestras being always

provided with four bassoons, four real parts may be
written or, still better, three, because the lowest part
can then be doubled an octave below to reinforce the
bass. The character of its high tones has something
painful and suffering about it, I might even say, some-

thing miserable, which may be used occasionally with

surprising effect in a slow melody or in an accompani-
ment. Thus the odd little clucking sounds heard in
the Scherzo of Beethoven's C-minor Symphony to-

ward the end of the decrescendo are produced solely
by the somewhat forced sound of the high tones (Ao
and G) of the bassoons. (Example 73.)

No. 73. Symphony in C minor, 3rd movement
Beethoven.

Ob.
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Ob.

m
Hrnr.
InEs.

J J J

m^ $^EL

Viol.

n.|

Viols.

Vic.

p
*E* 1. p T*T ^^

gsBE I ^^E

r * r < r r j r i r t j i r A r i r m
semprepp

Vlo.

Meyerbeer, on ihe other hand, attained the pale, the nuns in "Robert le Diable" through the flaccid

cold, cadaverous color desired for the resurrection of tones in the medium range of the bassoon. (Ex. 74.)

No. 74. Robert le Diable, Act HI
Meyerbeer.

Andante.
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Rapid passages of slurred notes may be successfully

employed; they sound well if written in the favorite

keys of the instrument, i.e. in D, G, C3 F, Bb, Eb, A,
and their relative minor keys. For instance., the bas-

soon passages in the bathing scene of the second act

of "Les Huguenots" produce an excellent effect. (Ex-
ample 75.)

No. 75. Les Huguenots, Act II

Andante.

Plote.

Elar, in B.

Meyerbeer.
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Pi.

Klar. in B.

Faff.

inEs.

Hrnr.

inB.

Pkn.

Hrfn.

I.

Viol.

II.

Viola.

la,

Jfeio*
ye qpi nous jire - sen
ten fmkri u*9 SSk

Cfeor. r F F.
beantes bnvent te et I* JtlttBA

Vic,
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Mozart has expressed wonderfully the character

I

of tender shyness, so peculiar to the upper and
medium range of the bassoon in piano, in the duet
in "Don. Giovanni'*, "La ci darem la mano", at

Zerlina's words, "Vorrei e non vorrei". A peculiar-

ity in the scores of Haydn, Mozart and Beethoven
is the bassoons' joining in the melody of the treble

in one or two octaves. They frequently sound like

the voice of an old man humming the favorite

melodies of his youth for instance in "Le Nozze
di Figaro".

Another example by Mozart is to be mentioned
where he employs the bassoon with the oboe, two
octaves below the latter, to express an affected coy-
ness: in the scene in "Cosi fan tutte" where Fior-

diligi tries to hide her weakness in high-sounding
retorts to the wooings of her disguised suitors. (Ex-
ample 76.)

No. 76. Cosi fan tuttc

Mow*.
Allegro.

Ob.

Co~si o- gnor quest* ai - ma
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{ See also the expression of embarrassed slyness
* in Mime's deliberative thirds in the first act of

? Wagner's "Siegfried" (Example 77,

No. 77. Siegfried, Act I

(Lebhaft, docfa nicht zu
Wanner.

3 Fag,

K. B.-
Tuba.

Viola. m*

Ob.

Ecgl.Hrn

10 Vic.
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KlacinA.

BaBklar.
in A.

Hrn,
In F.

8 Pos.

Pos

rHhrtastdMiYMi anf der Br - de
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\Vebcr draws from the bassoon heart-rending
tones of suffering innocence in the cavatina

{third act; of Eurvanthe languishing alone in

the forest. The overtones of the bassoon are par-

ticularly strong. It once occurred to me that in

the As-minor chord in my tone-poem "Death and

Transfiguration"
'

played by trombones, the English
horn, bassoon and double-bassoonj a Ca was fre-

quently audible, apparently as an overtone of the

bassoon or double-bassoon, fExample 78.)

No. 78. Death and Transfiguration

StravS.

BiULiaB.

FfrF

\f

SE

Fka.

^^
as

Ttol.

K.B.
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The Tenoroon (Basson Quinte)

The tenoroon is a diminutive of the bassoon; its

pitch is a fifth higher. It has about the same range
and is also written in two clefs, but it is a transposing
instrument. Its B"-scale:

including the duroooatSc intervals

actually produces an F-scale:

The tenoroon occupies the same position above the
bassoon as the English horn below the oboe. The Eng-
lish horn is written a fifth above the real sound, the
tenoroon a fifth below. The tenoroon therefore plays
in F when the bassoons play in C, and in G when
they are in D, etc. This instrument is mfaimg in

most orchestras; but it is successfully replaced in its

upper two octaves by the English horn. Its tone has
less feeling but more power than that of the English
horn. It would be of excellent effect in military bands.
It is a great pity, and of great detriment to wind-
instrument bands, that bassoons should be entirely
excluded from them, whereas the rough and harsh
sound of these orchestras could be considerably sof-

tened by an appropriate number of large and small
bassoons.

The Double-bassoon

The double-bassoon is to the bassoon what the
double-bass is to the violoncello; that is, its sound is

also an octave lower than the written notes. It is as-

signed a range of not more than two octaves and a
fifth:

indodinc the chromatic lateral*

Written

sounds

The first two notes of this scale are produced with
difficulty and can hardly be distinguished on account
of their extreme depth.

It is obvious that this instrument, because of its

extreme ponderousness, is only suitable for grand har-
dic effects and for bass movements of moderate
i Beethoven used it in the finale of his C-minor

?iony
and in that of his Ninth Symphony.

Tfclar* > rl Z.+ * !*. -* _^__ ^ _ f %_

roonic

t aho wed it in the dungeon scene of his "Fi-
ddkT (cf. Example 48, p. 124). As stated above in

connection with the violoncellos, the lowest .tones

of the bassoons have also, in my opinion, no bass

character unless they are doubled by the low
horns. In the modern orchestra, where even the

smallest string quartet is weighted down by at least

six double-basses, the wood-wind section requires a
bass foundation of at least one double-bassoon
the natural bass of the wood-wind instruments, one
bass clarinet, and perhaps one double-bass oboe if

the composer wants to give the whole wood-wind

group an independence matching approximately
that of the string quintet. (Even the plain bass

clarinet can serve as the bass for the three bassoons;
cf. the chapter on the bass clarinet.) The double-

bassoon has recently been much improved by Wil-
hehn Heckel, and its use is urgently recommended.
The double-bassoon is very valuable in large bands,

but only few players care to use it. Occasionally it is

replaced by the ophideide, whose tone, however, has
not the same depth, since it is in unison with the

ordinary bassoon, and not in the octave below; be-

sides, the character of its timbre is entirely different

from that of the double-bassoon. I think, therefore,
that in the majority of cases it is better to do without
the double-bassoon part than to replace it in such
r> . *
fashion.
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Clarinets*

The instruments with a single reed, such as the
clarinets and the basset-horns, constitute a family
whose relationship with the oboe is by no means as

close as might be supposed. It is the nature of their

tone, above ail, which distinguishes them. The me-
dium range of the clarinets has a clearer., fuller, purer
sound than the double-reed instruments, whose tone
never lacks a certain tartness or harshness though
this is more or less concealed by the player's skill.

Only the high tones of the last octave of the clarinet,

starting from p f
1

, have something of the tartness

possessed by fr the loud tones of the oboe; the
lowest tones, because of their rough sound,
resemble certain tones of the bassoon.
The clarinet is written in the G-cIef ; its range is

three and a half octaves or more:

Including the chromatic luterah

Four registers are distinguished on the clarinet:

the low, the chalumeau, the medium and the high.
The first comprises this part of the scale:

(The low tones do not sound well; they are

rather hollow.)

The second:

;
These tones are generally dull.;

The third register comprises the following tones:

r f f

Finally, the fourth register covers the rest of the scale

up to the highest D:

A considerable number of diatonic progressions,
arpeggios and trills, formerly impracticable on die

clarinet, arc no longer so thanlrq to the ingenious
mechanism of keys attached to the instrument. They
will become even easier as soon as the system of Sax
is generally adopted.

I .Sharp keys are easier on Sax clarinets, those with

|
flats on the German ones ^by Iwan Mueller, im-

* proved by Baermann) .

It is advisable to avoid, for the time being, pas-
sages like the following or to write them only in
moderate tempo:

the clarinet U lutd on fifth., white

tib*i
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The following passages are easy, too: Passages like these are still easier:

Clar.
" ~

in Bb

but very difficult from:

The number of major and minor trills practicable on the clarinet is considerable; those whose execution is

not easy are indicated in the following table.

Pifflcutti

DW. umpoQtibltt I Diff.1 ' Hmpouiblel

^w. * BMurlMd tlumt an auxiliary key*.-- with MuclliMry fay. if much pmnur* U wed.

Tht trUJ
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The favorite keys of the clarinet are mainly the

keys of C, F, G; furthermore B=>. ET. Ar. D! and
their relative minors.

This view is now out of date. My clarinetist in
Berlin tells me that with the modem, improved
keys he actually prefers playing in B: major to

playing in Eo major on the clarinet in Br.
Since there are clarinets in different keys, their ap-

propriate use makes it unnecessary for the performer
to play in keys with many sharps or fiats, such as

A, E, B, D3, GJ, and their relative miners.
There are four clarinets in general use today:
The small clarinet in E?. which should be ass'icned

a range of not more than three octaves and two notes:

:n C

E are to be used only with caution, or
ff in a tutti!

It is a minor third above the clarinet in C and is

written transposed; thus, to produce the following
passage

The expressions "good", "poor", "passable" do not

refer here to the difficulty of executing the phrases
used as examples, but merely to the difficulty of the

keys in which they are written. However, the more
difficult keys, such as A and E, need not be entirely
avoided in simple and slow passages.

The clarinet in C is indispensable for certain

pieces of brilliant character. Cf. the Entr'acte in

MehuFs "Joseph" i Example 79 , and the ballet in

Auber's
uLa Muette de Portici" \ Example 80). It

is also preferable for passages demanding brighter
colors.

one must write

The clarinet in C, the clarinet in Ifc, and that
in A. The two latter instruments have the same range
as the clarinet in C; but as the one sounds a major
second and the other a minor third lower than the
clarinet in C, their parts must be written a major
second and a minor third higher, respectively.

Clar. in G

Oar
inBi>

Clar. in A

BSl



No. 79. Joseph, Act II (Entr'acte)

Allegro

FIcte.

gHrnr.in G.

MehuL

K.B.

BSI
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Viola.

Vic.

K.B.

BS1
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No. 80. .La Muette de Portici, Act I

Allegretto
Anber.

viol.

Kiar.in C.

Hrnr.in C.



The clarinet in D is used infrequently, though
undeservedly so. Its tone is pure and possesses con-
siderable power of penetration. It could be used ad-
vantageously

'

in many instances.

Unfortunately, it is even today usually replaced
by the clarinet in Eu, in spite of the 'important
role given to it in Liszt's "Mazeppa" and Wagner's
"Ride of the Valkyries". I have used it for roguish
and droll humor in my "Till Eulen&piegel" (Ex-
ample 81).

No. 81 a and b. Till Eulenspiegel

(Lamer sehr lebhaft)
Straufi.

Ob.

BSl



Independently of the particular character of their

timbre of which I shall speak presently it will be

seen that these different clarinets are very useful in-

sofar as facility of execution is concerned.

{This is no longer necessary.)
It is to be regretted that there are not still more

clarinets 'available. Those in the keys of B and D,
for instance, are rarely found; yet they would be of

great value to composers on numerous occasions.

The high clarinet in F is the one to be most

highly recommended; it has now been introduced

into all military bands. There are also clarinets in

Ai?. High clarinets in F and E? should be used in

greater numbers in the modern orchestra. They are

the only instruments capable of counter-balancing
a strong body of stringed instruments and the mas-

sive effect of the brass ('especially in polyphonic

pieces} ; for the oboes are quite useless in the high

register, and the flutes are without character in

forte. Compare, for instance, the symphonies of

Gustav Mahler. It may be mentioned here that

an improvement of the piccolo would also be

highly desirable, as its tone and technique are still

in a rather primitive stage.
The small clarinet in high F, formerly much used

in military music, has been displaced almost com-

pletely by die clarinet in Es. This is justified by the

fact that the latter is less screamy, and is quite ade-

quate for the keys ordinarily used in compositions for

band. Clarinets lose proportionally in purity, sweet-

ness and nobility as their key is raised higher and

higher above that of B!?; this key is one of the finest

on the instrument.

The tone of the clarinet in C is harder than that

of the one in R> and has much less charm. The small

clarinet in Eb has penetrating tones, which tend to

become rather commonplace beginning from the A
above the stave. It has been used in a modern sym-
phony to parody and degrade a melody; the dramatic

meaning of the piece requires this rather strange
transformation. The small clarinet in F has a still

more marked tendency in this direction. Conversely,
the lower the instrument becomes, the more veiled

and melancholy are the tones it produces.
Generally, performers should use only the instru-

ments indicated by the composer. Since each of these
instruments has its own peculiar character, it may be
assumed that the composer has preferred one or the
other instrument for the sake of a definite timbre and
not out of mere whim. To persist as certain virtuosos
do in

playing everything on the clarinet in Bb by
transposition, is an act of disloyalty toward the com-
poier in most instances. This disloyalty becomes even
more obvious and culpable when, for example, the
clarinet in A it prescribed by the composer just in
order to reach the low E (producing Ct). This oc-
curs frequently.

Clarinet in A:

Real sound:

What would the player of the clarinet in Bb do in

such a case, since its low E only reaches the D?

Clarinet in Bb:

Real sound:

He would transpose the note to the higher octave

and thus destroy the effect intended by the author.

This is intolerable!

* The new clarinets in Bb and bass clarinets have

j
a C#~key. Bass clarinets in A are now used very

i rarely; one frequently has to transcribe them in Bb.

It has been mentioned above that the clarinet has

four registers. Each of these has its own distinct qual-

ity of tone. The high register has something piercing,
which can be used only in the fortissimo of the orches-

tra or in the bold runs of a brilliant solo. (Some of

the very high notes can, however, be sustained piano
if the tone has been properly prepared.) The medium
and chalumeau registers are suited to cantabile melo-

dies, arpeggios and runs. The low register, especially
in sustained notes, produces those coldly threatening
effects, those dark accents of quiet rage which Weber
so ingeniously invented.

Wagner'utilized cleverly the change of registers
in die third act of his "Meistersinger", with
David's words, "Nur ^astern, weil der Junker ver-

sungen". (Example 82.)
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No. 82. Meistersinger, Act III

Sehr gemScMich.

KUrJlnA.

Era, I in E.

Viol.

Kenn-tet Ihrdie Le-ne wie tch,

^ r ~r<n f M i Y
dannver- gSbt Dsmur si- cher - lich.

Ylc.
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Ob.:.

Slar-IinA.

muS ich ca - ri - ren, fat - tert sie mich, nudist in al-lem. gar lie

VioU.

XNvr.

Vic.

BcttHirgtttam, wtf dtrJnttem- gvBgOyliab ich^ ab-ge-

BSi



When one desires to use the penetrating sound of
the highest notes prominently, but if it is feared that
the sudden attack of these difficult tones would be
too risky for the performer, the entry of the clarinet

should be hidden under a strong chord of the entire

orchestra until the tone has become firm and clear.

GUr.inBb

Orchestra

Opportunities for using these high sustained tones

appropriately are, however, very rare.

The character of the tones of the medium register
is imbued with loftiness tempered by a noble tender-

ness,, appropriate for the
expression

of the most poetic

feelings and ideas. Only the expression of frivolous

gaiety and even of artless joy seems to be denied to

the instrument. The character of the clarinet is epic
rather than idyllic like that of the horns, trumpets
and trombones. Its voice is that of heroic love; and
if the mass of brass instruments in grand military

symphonies suggests the idea of warriors covered with

glittering armor, marching to glory or to death, so

do numerous clarinets playing in unison seem to rep-
resent loving women who, with proud glances and

deep affection, exalted by the sound of arms, sing

during the battle, crowning the victors or dying with
the vanquished.

!
Compare Bruennhilde's exit in the second act of

"Walkuere" Example 83,.

No. 83. Walkuere, Act

Bewegt.
TOgaer.

Ob. I.
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Ob. I.

Klar.in A.

Hrnr.in E.

BaSkUn A.

I haw able to hear military music from
afar without being profoundly moved by that femi-
nine quality of tone present in the clarinets; it has
always left me with impressions similar to those re-
ceived when reading ancient epic poems. This beau-
tiful instrumental soprano, so resonant, so rich in

penetrating accents when employed in masses, gains
as a solo instrument in delicacy what it loses in power
and brilliance. Nothing is so virginal and pure as the
tinge given to certain melodies by the tone of a
clarinet in the medium register, if played by a mas-
ter of the instrument

Thi h beautifully fdt, but it is somewhat one-
sided. In my opinion, the clarinet can express all

gndations of feeling if the registers are properly
employed, the melodic line* skillfully formed ^n^
Ae instrument appropriately Wended with other
groups. Thus tbe same clarinet which has so much
fweetae* and mnorrace in Weber's works has be-aw the embodiment of demonic sensuality in
Wagner's "PanifaT and proclaims in

scenes the dreadful and haunting voices of seduc-
tion unforgettable to anyone who has ever heard
them. Of course, one must not overlook the fact
that each particular character is determined not

only by the timbre of the instrument, but also by
the form of the theme and by the rhythm, har-

mony and melody.
There is no other wind instrument which can pro-

duce a tone, let it swell, decrease and die away as

beautifully as the clarinet Hence its invaluable abil-

ity to render distant sounds, an echo, the reverbera-
tion of an echo, or the charm of the twilight. I know
no more admirable example of such shading than the

dreamy melody of the clarinet, accompanied by the
tremolo of the strings, in the Allegro of the "Frri-
schuetz" overture. Is this not the lonely maiden, the
blond betrothed of the huntsman, with her eyes
raised to heaven uttering her tender plaint, amidst
the rustling noise of the deep forest shaken by the
stonn? O Weber!

BS1



No. 84. Freischuetz, Overture

FlSten.

Oboea.

XlarJaB.

v Molto vivace. Weber.
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The clarinet, more capable than any other wood-
wind instrument to produce all dynamic shadings
from a whispered pp to a crying ff, can there-
fore reproduce the finest nervous impulses of a
melody entrusted to it within the well-balanced
framework of the modern orchestra. Its enormous
range of almost four and a half octaves makes it

more flexible than any otherwood-wind instrument.
In the octave i> the character of
its tones is indif- i 4^"*

J
ferent in piano;

in forte it has
^*"^

something com-

I

znccplace. Since the arrangement of the modem
. orchestral score always places the clarinets on the

stave under the oboe, the carelessness of composers
and the ignorance of beginners frequently cause
then: to place the clarinet an chords below the

oboes. In four-part chords the two lower parts
should best be given to the oboes, whose strong,

deep tones form a much better foundation for the

high register of the clarinets than the slack and
dull medium register of the latter for the oboes

; placed above them. An example of this is found
in the march from "Tannhaeuser" ^Example 85).

No. 85. Tannhaeuser, Act II (March)

Wagner.

Kleine Fl.

(aufdergr.Fl.)

*Klar.inA.

tVentil-Hrnr.
inE.

tWald-Hmr.
InH.

fff
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I take the liberty of quoting from my Monodrama
"Lelio*' another analogous if not similar effect of

a clarinet melody whose fragments, interrupted by
rests, are also accompanied by a tremolo of a section

of the stringed instruments while the double-basses

play an occasional low note pizzicato, thus giving the

harmony a hea\-y pulsation, with the harp introducing

fragments of scarcely audible arpeggios. However, in

order to make the scund of the clarinet as vague and

remote as possible in this instance, I had the instru-

ment enveloped in a leather bag serving as a mute.
The sadly murmuring and half-blurred sound of this

solo, repeating a melody previously heard, has always
made a deep impression upon the listeners. This
shadow-like music creates a somber sadness and tends

to provoke tears beyond the power of the most
dolorous tones; it has a melancholy similar to the

trembling harmonies of the aeolian harp. (Example
86.)

No. 86. Lelio, Monodrame Lyrique, Le Retour a la Vie

Lfcrghetto.
ait Dfcrpfer tDAS Instrument in in eiaen Beatel TOU Lelnwand oder Ledcr etoMhUUen.)

Berlioz*
Cwia vonfeme) Solo.

Harfe. si sozartals moglichxuspieien. PPPP

K.B.

BSl



Klar.in A.

Harle.

Viol. ^

Viola.

Vic.

K.B.

Elar.in A.
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Beethoven assigned the A-major melody in the im-

mortal Andante"of his Seventh Symphony to the

medium range of the clarinet on account of its mel-

ancholy, noble character and in order to bring out

al! its inherent painful plaintiveness. Gluck first wrote

the ritomelle of Alceste's aria,
hfc

Ah. malgre moi" for

the flute: but then, doubtless perceiving that the tone

of this instrument is too weak and not sufficiently

noble to render a theme of such desolation and
mournfuu grandeur, he gave it to the clarinet. It is

the clarinets again which sing, together with the

human voice, that other aria of Alceste, ""Ah, divinite's

ixnplacables" with its expression of sorrowful resigna-
tion. An effect of an entirely different kind results

from the three slow notes of the clarinets in thirds in

an aria from Sacchini's opera "CEdipe", "Votre cour

devint inon asile". These two clarinets in thirds, softly

descending previous to the entry of the singing voice

while the two lovers exchange a tender glance, have
an excellent dramatic meaning and produce a fine

musical effect. The two instrumental parts serve here

as a symbol of love and purity. Listening to them, one
almost sees Eryphile modestly casting down her eyes.
It is trulv admirable!

Andante.

CUr.inBtj

Polynice

If one substitutes two oboes for the clarinets, then
the effect is destroyed. This wonderful orchestral ef-

fect is missing., however, in the printed score of Sac-
chinfs masterworic; but I have been moved by it too
often during performances not to fee! sure of my
memory*

Neither Sacchini nor Gluck nor any other great
master of the period availed himself of the low range
of die instrument. I do not know the reason for this.

Mozart appears to be the first who used it for accom-

paniments of a somber character as, for instance, in

the trio of masks in "Don Giovanni". It was reserved

for Weber to discover all that is awful in the timbre
of these low tones when employed in sustaining som-
ber harmonies. In such cases it is better to write them
in two voices than to combine the clarinets in the

unison or in octaves. The more numerous the notes

in the harmony, the more striking will be the effect.

If, for example, three clarinets are available for the

chord CS-E-Bb., this diminished seventh, if well mo-
tivated., well introduced and scored in this fashion,
would have an awesome aspect, whose gloom might
be increased even further by the addition of the low
G on a bass clarinet:

Oar. I in G

Oar. II in G

. in A

Baitclar.
inBb

The anxiety of Bruennhilde, thinking &~ -/

of Siegfried, and the presentiment of the approach-
ing disaster could not be expressed more magnifi-
cently than has been achieved in the incomparable
solo passage of the two clarinets in the entr'acte
music before the last scene of the first act of

"Goetterdaemmerung" (Example 87).

BSl



No. 87. Goettcrdaemmcrung, Act I

Klar.in B.

(Im ZeitmaS noch mehr znrccihaltend.)

m
pp

Wagner.

Vlo.
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Klar.ir-B.

Yio:.I3.

Vicla.

Obi.

Klar.in B.

Viol.II.

Viola.

E.B.

BS1
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Ob.

Viol*.

Vic.

Dritte Szeiia-p<rVQriuBgwiriwiederi<oge!B. Die PWwnhS

b^^
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; Evt-r *Ince \Vagner% wonderful blackbird call

/'Mi'Ut^ir.ger"*. second act, before the setting in
\

of the night) the clarinet has frequently been used

for the imitation of bird calls. (Example 88.)

No. 88. Meistersinger Act II

Wagner.

Ji Jr J' i

'
a

Vie.
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The clarinet can also execute accompaniment
figurations of a serious or humorous character bet-

ter than any other wood-wind instrument. Re-
cently, during an examination of clarinetists, I

heard the passage quoted above, p. 200. at the end

of the examples; it makes an excellent effect and is

very easy to play.
Cf. also Ferrando's aria in B=> in Mozart's "Cos!

fan tutte"
; Example 89;.

No. 89. Cosi fan tutte

Mozart.

Klanin B,

IL(

Viola.

Ferrando.

Vic.

E.B.

3F=*

^ ^
S^P^

m

PP? =g^*
Ah, lo veg-gio che Fa- xuma bcl- la

s
al mio plan- to re- sis- ter non sa:

HHl

s > r > ^ =*= * ^
^

Ferr.

Vic.

K.B.

fat- ta per - MT mbel- la a-gii affet- ti di a- mi- ca pieta, non e fat- ta per cs- aer ru-bel- latte

'^ r
*

r
' f * r >

r
' f '
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The Alto Clarinet

This is simply a clarinet in low F or Eb, and con- has their full range. It is written transposed; the first

sequently a fifth below the clarinets in C and Bs ; it one is a fifth, and the second one a major sixth above

Alto clar. in F (fo *^W
Actual pitch

the real sound.

=| Alto clar. in Eb

Actual pitch

It is a very beautiful instrument, but unfortunately is not to be found in all well-constituted orchestras.

The Bass Clarinet

Still lower in range than the preceding, it is a full

octave below the clarinet in B. There is also a bass
clarinet in C fan octave below the clarinet in C),
but the one in B^ is much more common. Since it

is exactly the same instrument as the ordinary clarinet

built in larger dimensions, its range is also much the
same. The reed of the bass clarinet is somewhat
weaker and more covered than that of the other clari-

nets. The bass clarinet is not intended to replace the

high clarinets with its upper notes, but to extend their

range downward. Yet the effect of doubling the high
tones of the clarinet in BJ in the lower octave by the
bass clarinet is very beautiful. It is written, like the

other claimants, in the G-clef.

Bass clarinet in Bb

Actual pitch

Its lowest notes are the best; but because of the
slowness of their vibrations they should not follow
one another too rapidly. Meyerbeer gave the bass
clarinet an eloquent monologue in the trio of the
fifth act of "Les Huguenots" (Example 90).

No. 90. Les Huguenots, Act V
Meyerbeer,

BafikluinB.

Valentine

BSl



8*8

(iMeStimmenaciato.er.d/; 3 _.

Baonl.

Marc

BafiklsroiiB

Val.

Kaoul.

Hmrc.

ne - bres, je cozhsacreet be-nis le banquet des a-4ieu_ et des no-ces fu-~
. ^, d<tf*icMQvalenimdTod>_ mctee^tre****me*rlann,

_
Ciel senl notu de--viona etre u - nis.

- drokt, wasw&trit, mi*-*** wir.

n rrn i rr ri
,

1 1

1

noes de-Tions dire a * nis.

According to the style of its music and the skill of
the performer, the bass clarinet can assume in its low
register the wild character of the low tones of the

ordinary clarinet or the calm, solemn expression of
certain oxgan registers. It may therefore be used fre-

quently and advantageously. Moreover, if four or five

are employed in unison, it imparts an excellent devo-

tional sonority to the basses of the wind instruments.
* Wagner always used the bass clarinet in the

character of solemn resignation; see Elisabeth's

prayer in "Tannhaeuser" and King Marke's great
scene at the end of the second act of "Tristan"

(Example 91}.

No. 91. Tristan, Act II

Mafiig langsam.
(i Wagner.

BafikluvinA

Vlolen.

(geteilt)

Helot.

Huto.

KJB.
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wet

aof ihn, denfrenndliclistfflidftrFreuiide

pooo riten. LebhaR.

TriSgenmlr go^trof-fem,
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As the low tones of the bassoon are still devoid \ ciaHv as the lowest voice in combination with three

of any flexibility, the bass clarinet is the finest and J bas.-ocns cf. Isolde's Love Death Example 92 j .

softest bass for the wood-wind instruments. e*pe-

No. 92. Tristan, Isolde's Love Death

(Sehr mSssigr.) Wagner.

P1.I.

SOb.

lun.ftrah - - let hoch sith hbt?

Vic.

K.B.
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HIE BASSET - HORN

The- bi-.st-t-Lcrn dilfrr* from the ilto e::.r:ntt in low F

only by I;v;;n the added little b?a*s brii extending its

Itvsrer vmi. .-nd by it* faculty to descend chromatically
to C, a t:i:rd lnw tL-in the "iwert note of *_- clarinet.

Ir.clji.r.jr th* clroaath interval*

The tones above this range are very risky; besides, there

is no good reason for employing them, since the clarinets

can product them without any difficulty and with much
more purity.
On the basset-horn, &> on the bass clarinet, the low

tones are the finest and the most characteristic. It should

be observed, however, that those below E 1

c?m only be played slowly and detached from each other.

A passage like the following would not be practicable:

. Allegretto

Mozart used this beautiful instrument in two voices

to darken the color of the harmony in his Requiem; he

also assigned to it some important solos in his opera "La
Ckmenza di Tito"

and employed it in wonderful combinations in his

"Entfuehrung aus dem Serail" and especially in the

solemn arias of Sarastro in "Die Zauberfloete."

The basset-horns are suitable as soft middle voices

and for filling in the harmony, particularly when one

wants to avoid the more distinct timbres of violas and
bassoons or the characteristic low clarinet tones.

However, as filling-in voices they can be replaced just
as well by the French horns, which adapt themselves
to any timbre ; this is why Richard Wagner made the

most extensive use of the latter. The Adagio from
Mozart's Serenade for 18 wind instruments (K. 861)
offers a wonderful example of the above described

application of the basset-horn.

THE DOUBLE - BASS CLARINET*

Its range is that of the double bassoon, with the

timbre of the clarinet It provides the lower octave to

the bass clarinet (corresponding to the double-baas

oboe.)

IN THE CLARINETS

The manufacture of these instruments, which remain-

ed almobt in its infancy for so long a time, has now pro-

gressed to a point where excellent results may be expec-
ted Great advances have already been made by M.

Adjlphe SAX. an inventive and skilled manufacturer in

Paris* By slightly lengthening the tube of the clarinet

toward the Wl/an additional semitone was gained at

the lower end of its range; the new instrument can now

become both easy and effective. The tones of the high

register were once dreaded by composers and perform-
ers ; only rarely and with extreme caution did they dare

to use them. By means of a little key close to the mouth-

piece of the clarinet. M. Sax has rendered these tones

just as pure and mellow, and almost as easy, as those of

produce the E* or D*. The medium Befell , of poor
the medium re ister' Eyen the hi*hest

quality an the old clarinet, is one of the best tones on
the new one.

The following trills:

arpeggio* between F and F

,the

and

many other passages, formerly impracticable, have now

*jumfartnred by F. Betcon ft Co^ New York, and W. Hedcd, Bfebrfcfa.

which one hardly ever ventured to write, responds on the

Sax clarinets without any preparation or effort on the

part of the performer. He can play it pianissimo with-
out the slightest risk, and it is at least as soft as that of
the flute. To remedy the disadvantages of the wooden
mouthpiece (Le. dryness when used infrequently, mois-
ture in the opposite case), M. Sax has given the clarinet
a mouthpiece of gilded metal, which increases the brilli-

ance of its tone** without being subject to the changes
affecting the wooden mouthpiece. This clarinet has a

"It make* it brighter, bvt ate harder*

My ftfftt clarinetist at the Berlin orchcftra, Heir Schu-
bert, after experimenting with nwmtbpfece* of marble, glass,
porcelain, hard rubber and cold, hts gone tack to the wood-
en mouthpiece became of tie beavt? of Its tone.

Clarinets in E6P nude of metal, are said to be atUI in VM
in some military bands. They might perhaps serve as snb-
stttates for the rery higjb trumpets required by Bach in one
of bis Brandenburg CoScertos.
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greater range, greater evenness, facility and purity than

the old one; yet, the fingering remains unchanged or is

[n some cases even simplified.

M. Adolphe Sax's new bass clarinet is still further im-

proved. It has 22 keys. It surpasses the old instrument

above all by its perfect purity of intonation, also by its

?qual temperament throughout the chromatic scale, and

3y its greater volume of sound. Its tube is very long, and

the bell almost touches the ground when the player
stands upright. This could have caused a considerable

weakening of the tone; but the skillful manufacturer
remedied it by attaching a concave metal reflector under
the bell. The reflector not only prevents any loss of

sound, but also permits the player to emit the tone in any
direction and thereby even increases its sonority. The
bass clarinets of M. Sax are tuned in B&.

INSTRUMENTS WITHOUT REEDS
THE FLUTE

The Ordinary, Large Flute

This instrument^ for a long time so imperfect in many
espects, has now achieved such perfection and evenness

f tone that no further improvement remains to be de-

ired. We owe this to the skill of some manufacturers

nd to Boehm's method, following Gordon's discovery.

The same will soon happen with the other wood-wind

istruznents. The purity of their tones remained far

rom perfect as long as the holes were placed according

y the natural distance of the fingers instead of the ra-

onal division of the sound-tube, i.e. a division based on

le laws of acoustics and determined by the nodal points

f vibrations. Gordon and subsequently Boehm* started

y boring the holes of their wind instruments at the

Dints fixed by acoustical laws without considering
hether the fingers could reach these holes with ease,

ith difficulty, or perhaps not at all. They felt sure that

ie difficulties thus created would be resolved in the

mrse of time through some new contrivances.

After the instruments had been bored in this fashion

id thus tuned to correct pitch, they invented a mechan-

m of keys and rings which could easily be reached by
ie fingers of the player. This device opened or closed

te holes which otherwise wuold not be accessible to the

igers. This necessitated a complete change in finger-

g; but the difficulty was soon conquered. In view of the

impensations offered by the new instruments built ac-

>rding to Gordon's and Boehm's system* we have no

rabt that they will displace the old wood-wind instru-

ents within a few years.

Unfortunately, this is still not so in Germany.
Some of Boehm's flutes as well as the old flutes

have the B , , but flutes without this low B are

said to have a better intonation. The B* and B can

still be produced in piano, the C only with caution.

= can also be played.In forte C* and D

Wooden flutes have a finer tone than metal ones (sil-

ver or gold), but the latter respond more easily.

Just a few years ago the Bate had a range of only two

raves and a fifth:

Iel*fec th* ehrooftifa fotemJb

Two semitones below and three above were gradually
added to this scale; this increased the range to three

complete octaves:

Including the chromatic interval*

However, not all flutists having instruments with the

device necessary for producing the lowest C and C~, it

is usually better not to use these tones in the orchestra.

This restriction is no longer valid. I must not fail

to warn the composer against using the high C as in

mv ''Heldenleben."

Schnell.

(Score p. B7|

The end of Act 2 of "Mtristersinger" is also extreme-

ly difficult for the flutes, especially in staccato; in

legato the figure is easier. Compare

also the end of "Goetterdaemmerttng", which is very

difficult for the flute. The trill cte.

in the "Ride of the Valkyries" (full score, p. 305) is

very difficult to execute on the old flute.

The two highest tones, B and C, are rather difficult

to produce and sound somewhat shrill; they should not

be employed in pianissimo. High B* , how-

ever, can be sounded easily and srstained in the softest

piano without any danger.
The number of tones permitting trills was rather

limited on the old flute. Thanks to the keys added to the

new Ante, major and minor trills are practicable over

the greater portion of its range:

. France, there are also Boehro clarinets, bassoons and oboes In we.
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Iapn?teab> Difficult Irepracticably Difficult! f Difficult5

Not difficult, but

}doe* not sound well
r en the old flute.

fll gatftef'gtf'sirr
^T l"*f "T IT "T T I

^5P *p 3Fi *T */ *T T. .. . .,I)
i

j *) *) 1 *) / *T

i Impracticable I Difficult | Difficult I Vry Difficult^
jvery DigeaA Impracticable

The trills marked * are all practicable today; the

two marked -$-are impracticable on the old flute unless

a special key is provided for them.

-ft tAa
'

Up to the trill f

"
ffr : the modern mechan-

ism also permits the execntion in piano.
On the flute built according to Boehm's system all

trills are practicable up to the extreme high range (i.e.

from low D* to the highest C) ; moreover, their intona-

tion is much purer.
The Ante is the most agile of all wind instruments. It

is just as suitable for fast diatonic or chromatic passages
slurred or detached as for arpeggios and figures

with wide jumps, e.g.

Even repeated notes* like those played staccato on the

violin, can be played by means of doublt-tonguing:

A special effect on the flute is the Flattersungt
ifluttor-tonguing). (Of. my "Don Quixote"). It is

Applicable to the oboe and clarinet The player pro-
nounce* "drrrrr" during n moderately fast chromatic
ncale. The effeet is something like the sound of birds

fluttering through the air, or in pp like the soft

chuckling of fmlsisame girls in the distance.
The key* of I), G. t\ F. A. E, &>, E* and their rela-

tirt min*>r> in the favorite keys on tlie flute; the others
are JBJU'Ji more difficult,

J On II*' contrjsry, keys with flat* are easier.

However, on Brehni flutes the key of Dh is almost as

The suund of the flute is soft in its medium range,
piercing i iU high nnt^, and very characteristic

in its low register. The medium and high tones have no

especially characteristic expression They are suitable

for the most varied melodies and accents ; however, they
do not possess the artless gaiety of the oboe or the noble

tenderness of the clarinet. One might, therefore, assume
that the flute is an instrument almost devoid of expres-

sion, and that it may be used anywhere and for any pur-

pose because of the facility with which it executes rapid

passages or sustains the high tones so useful in the or-

chestra for filling out the high harmonies.

Generally speaking, this is true; yet a closer scrutiny
will show that the flute is endowed with a character

peculiarly its own and with a special aptitude for ex-

pressing certain feelings, in which it is matched by no
other instrument. For instance, if one desires to give an

expression of desolation to a sad melody, combined with
a feeling of humility and resignation, the weak medium
tones of the flute, especially in C# minor and D minor,
will certainly produce the intended effect. As far as I

know, only one master knew how to avail himself of this

pale tone-color Gluck. When listening to the D-minor

melody of the pantomime in the Elysian-Fields scene in

"Orfeo", one is immediately convinced that only a flute

could play this melody appropriately. An oboe would
be too child-Iifce, and its tone not sufficiently clear. The
English horn is too low. A clarinet would doubtless
have been more suitable, but it would have been too

strong for some of the passages; for even its softest

tones cannot be reduced to the weak and veiled sound
of the medium F and of the B*> above the stave, which

imparts so much sadness to the flute in the key of D
minor where these notes frequently occur. Finally,
neither the violin, nor the viola, nor the violoncello-
solo or in groups could express this sublime lament of
a suffering and despairing spirit. It required precisely
the instrument selected by the composer. Moreover,
Cluck's melody is conceived in such a way that the flute

can follow every impulse of this eternal"grief, still im-
bued with the passions of earthly life. The voice starts
almost inaudible, seemingly afraid to be overheard; then
its sighs softly and rises to the expression of reproach,
of deep pain, to the cry of a heart torn by incurable

wounds; gradually it sinks back into a plaint, a sigh
and the sorrowful murmur of a resigned soul. Gluck was,
indeed, a great poet ! (Example 93.)
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No. 93. ORFEO, ACT H Gluck.

Flote(Solo.)

Viol.

Viola n.

Viol.

Viola
U.B&M6.

Fl.

Viol.

Fl.
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Viol.

Viola
u.Basse.

Vicl

Viola
n.Basse,

Fl

Viol.

An effect remarkable for its tenderness can be achiev-
ed by two flutes playing successions of thirds in the
medium range in the keys of E* and A*, which are so
favorable to the soft timbre of thb instrument. A beau-
tiful example of this can be found in the cavatina of the

Flute I

Flute II

\ery few composers know how to employ the low
tones of the fate advantageously. However, Clock in
the religious march in "Alceste" and later Weber in
numerous passages of "FreischueU" hare shown how
effective they are in harmt&jes of a serious or dreamy

duet in "La Vestale": "Les Dieux prendront pitie". The
tones B*, A*, G, F and E&, linked together in the flutes
in this fashion, have something of the sound of a har-
monica. Thirds in the oboes, English horns or clarinets
could not produce a similar effect

character. As mentioned above, these low tones blend
very well with the low tones of the English horns and
clarinets, providing the more subdued shade of a dark
color.
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No. 94. ALCESTE, ACT I

Moderate.
Gluck.

Flote.

Viol.

Viola.

Bassi.
(Vlc.n. K.BJ

Fl.

LI

Viol. '

n.

Viola.

Bassi. 1 I

Fl.

Fl.

viol.
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Cf. the passage in the second act of "Lohengrin"
in Ortnid's scene, where three flutes sustain an uni-

sono as the bass for the oboes and English horns (Ex-

ample 95).

No. 95. LOHENGRIN, ACT E

Wagner.

dn,irer die-w Held, deahicreinSdiwange-io-gBnandaa Load?

Madridk.

Neiu!

VloU.

Onr.
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Macfct n En-deist, die mfibroUilimdii Zsn-ber Idht.

Ortr.

Friedr.

Vic.

In his later works Wagner employed the finte Tery

rarely, bat always very characteristically, as, for in-

stance, in the third act of "Tristan" the fluttering
of the flag on Isolde's boat (Example 96) ; in the sec-

ond act of "Walkoere" the expression of frirolous

voluptiousness with Fricka's words, "wie des Wech-
sels Lost dn gewoennest" (Example 97); in the third

act of '"FannhKuser" the expression of holiness.
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No. 96. TRISTAN, ACT

Wagner.
Lebhaft.
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No. 97. WALEUERE, ACT H

Sehr lebhaft.
Wagner.

un fefilMUBAkri8kta*ttdBHen

One can see from these brief examples how varied

are the expressive possibilities of even so soft and

relatively neutral an instrument as the flute in the

hands of a great musical poet utilising it for his sym-
bolic language.

Compare also the previously quoted example from

Weber's "Freischuete" (Example K, p. 80). There is

something wonderfully dreamy in the low. sustained

tones of the two flutes as Agathe, during her prayer, be-

holds the tree tops in Hie silvery light of tlnr moon.

The modern masters generally keep tlw flutes too per-

sistently in the higher rnngv*. They alway* seem afraid

that they will not be sufficiently clear amidst the mn**

of the orchestra. Consequently the flute* predominate

in the ensemble instead of blending with it; the instru-

mentation thus becomes hard aad sharp rather than son-

orous and harmonious.

{ (very troe indeed!)

The flutes constitute a family just as numerous as

that of the oboes and clarinets. The large flute with

which this chapter deals is the one most frequently

used. In normal orchestras it is generally used in two

parts, although soft chords sustained by three flutes

would frequently produce wonderful effects. The com-

bination of one high flute with four violins in a high,

sustained five-part harmony sounds very charming. Al-

though it is natural to assign the highest tones of the

harmony to the firtt flute, there are many occasions

where an inverse arrangement would be equally satis-

factory.
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THE SMALL FLUTE
(The Piccolo)

It is an octave higher than the large flute. The fol-

loving- notes, for example,,

actually sound like this:

It has the same range as the large flute, with the excep-

tion of the highest C , which is difficult to

produce ;

[ (also the high B)

this tone is almost intolerably harsh and should there-

fore be avoided.

Even B is very harsh and can be employed

only in a fortissimo of the entire orchestra. On the other

hand, it is practically useless to write the notes in the

lowest octave since they are scarcely audible. However,
if one wants to use precisely this weakness of sound for

a special effect, it is better to employ the corresponding
tones in the second octave of the large flute.

Piccolos, like .ill instruments with a loud and pene-

trating sound, are frequently misused nowadays. In

pieces of a joyful character, the tones of the second

octave

dynamics. The higher tones

may be used in varied

are ex-

cellent in fortissimo for violent and incisive effects for

example, in a thunderstorm or in a scene of fierce or

infernal character. Thus, the piccolo is used very felici-

tously in the fourth movement of Beethoven's Pastoral

Symphony sometimes alone, freely suspended over the

low tremolo o violas and basses, imitating the whistling
of a storm not yet fully unchained; sometimes its high-
est notes combined with the entire mass of the orchestra.

Gluck, in the storm scene of his "Iphigenie en Tauride",
enhanced the shrillness of two piccolo flutes in unison

by writing them, in a succession of chords, always a
fourth above the first violins. The piccolos, sounding an
octave higher, and the first violins thus form a series of

elevenths, whose roughness and sharpness achieve pre-
cisely the appropriate effect. (Examples 98 and 99.)

No. 98. PASTORAL SYMPHONY, 3rd MOVEMENT

Beethoven.
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Kl.Fl.

Gr.Fl.

Ob.

Klar.inB

Hmr.inF.

Viol.

Viola.

K.B.

K1.F1.

iv i r i

^fy^ g
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No. 99. TAURIDE, ACT I
GLuck.

Allegro.

Klciae

Grofle Fl.

Bawl.
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In the chorus of Scythians in the same opera by Gluck
the two piccolos double the turns of the violins an octave

higher; these whistling tones, mingled with the ravings
of the savage crowd and the rhythmic, incessant din of

cymbals and tamhourins are truly awe-inspiring. .See

Example 148., p.382 )

The diabolical sneer produced by two piccolo flutes

in thirds, in the drinking song of "Freischuetz", is well

known. It is one of Weber's happiest orchestral effects:

Spontini, in his magnificent Bacchanal of the Danai'des

(later used as a drinking chorus in "Nurmahal"), first

conceived the idea of combining a short, piercing cry of
the piccolos with a stroke of the cymbal, Xobody before

him had discovered the strange sympathy between these
two instruments of such contrasting quality. The re-

sulting sound is like the stab of a dagger. The effect is

very characteristic, even if only these two instruments
are employed; but it is further increased by a dry stroke

of the kettledrums combined with a short chord in the

other instruments:

Violoncellos &
Double-basses

These examples, as well as others which I might cite,

are admirable in every respect Beethoven. Gluck, Web-
er and Spontini used the piccolo in a fashion as ingeni-
ous and logical as it was original.

The following quotation from "fristan", third act,
owes its profoundly moving effect to the impressive
tones of the small flute:

No. 100. TRISTAN, ACT HI

Bewegt. Wagner,

Ffir - - Mr Ktt
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Kl.Pi.

Gr.Fl.

Ob.

tQ&r,

- teas kafa - le&dUm - ndi - - tent Pur die- aer
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OP. PI.

Ob.

KUur.i&B.

UaF.

ILinP.

Hrnr.

nLinE.

IVIinE.

F*

BaBklur.
inB.

Pos,
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But when I Lear this instrument doubling, in the

triple octave, the melody of A baritone voicr. or casting
2fr screaming tones into ,1 religious harmony* or rein-

forcing: and sharpening the upper voice of an opera
orchv6tr,i, out of the sht-er love of noise, then this kind
of instrumentation appears to me to be jutt as shallow

and stupid as is the melodic style to which it is usually
applied.
The piccolo may also be of excellent effect in soft

passages; it is mere prejudice to think it can be used

only in forte. Sometimes it serves the purpose of continu-

ing high-pitched scales transgressing the range of the

large flute; in such cases the piccolo enters at the ex-

tremity of the flute's high range. In this instance it is

easy for the composer to conceal the transition from one
instrument to the other in such a way that only one flute

of extraordinary range seems to be playing. For in-

stance:

Small Flute

Large Flute

In military music use is made of three other flutes,

which might also be employed advantageously in ordin-

ary orchestras:

1. The flute in the third (the so-called flute in F),

whose C produces E&; this belongs to the transposing
instruments in *, as stated above. It is a minor third

higher than the ordinary flute; besides, its timbre is more
crystalline.

Actual Pitch

2. The piccolo flnte in the minor ninth (the so-called

small flute in *), whose C produces D*. It is a semi-

tone higher than the piccolo, and should be treated simi-

larly.

Actual Pitch

*. The piccolo flutt in the tenth (the so-called small

flute in F), whose C produces E*>, and which we shall

name the piccolo tenth-flute in E&. It is an octave higher

than the third-flute and a tenth higher than the ordin-

ary flute.

Actual Pttefa

It should never go beyond high A:
] ; even this

excessively shrill tone is obtained with difficulty.

Some orchestras also possess a large flute in the minor

second, whose C produces D*, and which most therefore
be called, flutean D*. It is toned only a semitone higher
than the ordinary flute:

Actual Pitch

All these flutes serve to increase the upper range of the

instrument Their timbres have different characteristics.

They also facilitate tike execution and preserve the son-

orousness of the flute by permitting it to play hi one of

its favorable keys when the piece is written & a difficult

key. For instance, in a piece in K* it b obviously prefer-
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able to use, instead of the piccolo flute in the octave, the

one in the minor ninth (D&) ; for the latter then plays
in D, which is much easier and more sonorous.

It is a pity that the flute d'amour has been allowed to

fall into disuse. It was tuned in A, a minor third below

the ordinary flute:

Actual Pitch

It would complete the lower range of this family of in-

struments (which, incidentally, might be made as num-
erous as the clarinet family,, if necessary), and its soft

and mellow timbre would produce excellent effects, eith-

er as a contrast to the high flutes and oboes, or to lend

more sonority and color to the very peculiar harmonies

produced by combining the low notes of flutes. English

horns and clarinets.

The most effective manner of employing the pic-

colo flute is to use two piccolos unisono as is shown by
Siegfried's scene at the forge in the first act of "Sieg-
fried". In "Der fiiegende Hollaender" Wagner even

requires three piccolos to depict, most effectively, the

howling and whistling of the hurricane.

THE ALTO FLUTE

Theobald Boehm. to whom the flute owes so many
of its improvements, constructed a flute in low G. in

response to the need for lower-pitched and at the

same time more sonorous and powerful flute tones.

The notation as well as the fingering is the same as on
the flute in C (from low C to high A); but the "alto

flute in G" sounds a fourth lower. Its tone production

is easier and more secure than that on the ordinary

large flute; its tone is richer in shadings and can be

increased to an astonishing power. All these advan-

tages make it highly desirable that Felix Weingart-
ner's recent initiative in reintrodqcing the instrument

(in his "Gefilde der Seligen") will be followed by
others.

WIND INSTRUMENTS WITH KEYBOARDS

THE ORGAN
The organ is a keyboard instrument with pipes of

wood and metal, which are made to sound by the wind

sent through them by bellows. The greater or smaller

number of series of pipes, differing in character of sound

and in size, give the organ a corresponding number of

*tops, by means of which the organist can freely change
the timbre, the volume of sound and the range of the in-

strument. The voices are selected by a mechanism of

small draw-knobs., called register*.

The old tracker action (a mechanism of wooden

strips and wire, which opened the tone-valves and ad-

mitted the wind) was put in motion by draw-stops
with knobs. Organs with the now generally accepted

pneumatic action, where air pressure discharges
those mechanical functions, have to the right and
left of the keyboard small register-plates, just large

enough to carry the name of the stop. To be put in

operation, they are slightly pressed down by a finger.
The present keyboard range of the instrument is

usually from C
l

to f on tile pedal keyboard, and

from C to G'" or a'" on the manual. Older instru-

ments have a range on the pedal from C to c' or d',

on the manunl from C to f".

The actual tonal range of forge organs, however,

surpasses that of tlie entire orchestra. An organ be-

comes larger as it has more registers (stops, ranks) :

this in turn causes an increase in the number of hand

keyboards, or manuals. LTp to five manuals may be

arranged one above the other each operating a num-
ber of registers. Since the pneumatic action has fur-

nished an almost unlimited number of mechanical

devices for operating single and combined registers,

the number of manuals ha< been somewhat reduced.

Whereas one formerly spoke of tlie Great Organ, the

Choir Organ, Positive* Echo Organ, etc., today this

simply means. Manuals I t Principal}, II. Ill and
IV. which represent A di-orescendo in the number of

stops as well as in their power. The hand keyboard is

based on the S
f

tone; its largest pipe (that for C) is

8 feet long and it sounds the tone which we call great
C. The great number of 8' stops is supplemented by
V. 2', 16'. and even T

stops
The V stop is an octave

higher than the 8': the 2' stop two octaves; the l'

stop three octaves. Consequently, if the a'"-key
of a I* btop is pressed down, a""" is simnded. A 16*

stop is an octave lower, a K' stop (provided in the

manual of only the largest organs) is two octaves

lower than the 8'; their C-keys produce C
l
and Cr

respectively.
The 16* tone is the basis of the foot keyboard or
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pedal, supplemented below by the 82' tone, above by
the 8', 4* etc. As a rule, the 8' tone forms the core of

the manual, the 16' tone of the pedal.

In addition there are stops named 1^*', 2%',
5
s
*', 10V. They produce, instead of the normal

tone of a key, its fifth in different octaves, or as the

31 ''5
'

its third. Some stops, the so-called mixtures,

are 2 rank, 8. 4, 5 rank etc., in addition to the founda-

tion stop. This means that each key of these stops is

connected with- two, three, four or five different

pipes, and that consequently the C-key produces
also c, its fifth, octave, tenth, etc. Playing a C-major
triad in this stop causes, therefore, the most awful

nonsense. It is obvious that all these mixed stops may
be used only to reinforce, as it were, the harmonic

partials if the 8' t 4', 2' and 16' are properly em-

phasised.

Hence, one distinguishes between foundation and

mutation stops. The foundation stops include the

basic stops (8') and octave stops (I6' r 4', 2', l'); the

mutation stops are those mentioned in the preceding

paragraph. Some stops reinforce a particular range

(e.g. the treble) and cover, therefore, only a part of

the keyboard (in this case the upper part). They are

called half-stops.

Organ stops are either fluf-*top* or rced-*top$. In

the fine-stops pipes have "lips'
9

forming the tone; in

the reed-stops a brass reed is vibrated. Pipes are

open or stopped (gedackt). The pitch of stopped

pipes is an octave lower than that of open pipes of

the same siie. Stopped 8' has, therefore, a largest

pipe of only 4'; the largest stopped pipe of the 16'

sub-bass is 8'.

Besides these stopped pipes, the basis of the organ
tone proper is formed by an open stop, the diapaton,

probably the oldest organ stop. It appears as 82', 16',

8
f

diapason in various scales (widths of pipes) and in

various timbres, e.g. as Violin Diapason, Sanftprin-

mipal etc., furthermore as 4* octave, 2' octave and sup-
er-octave. In addition, there are the above mentioned

mixtures, likewise component* of the typical organ
tone.

On the other hand, the organ has a great number
of stops imitating orchestral instruments, such as the

family of flute stops, the Viola da Gamba,
etc. The reed-stops belong to this class, for instance

the Trombone, the Bombard, the Trumpet, the Glair-

on, the Clarinet, Oboe, English Horn, etc. Even the

imitation of the human voice is attempted in a reed-

stop (Vox hwnsna). Far more successful is the imita-

tion of the celestial voice (Vox coelestis). In this stop
each key is provided with two soft pipes of slightly
different pitch, which results in a peculiarly tremu-
lant (beating) tone. Similarly, in the "Unda maris"
beats are produced between the same tone in different

octaves.

It is not advisable to list here the names of all the

organ stops; they can be found in any textbook on

organ construction. The sensitive conductor should

consider it his duty to examine closely the registers
of the particular organ to be used; he should try them
oat and not rely on mere names. Different organ
builders frequently give the same stop a different con-

struction or at least different voicing. Besides, some
names of stops are ambiguous, and others defy any
attempt at etymological explanation.

The fingering on the organ is the same as on the

pianoforte. A strict legato should be the basis of

an appropriate performance on the organ. Staccatis-

timo should be avoided in forte and, particularly,

when reed-stops are used. Staccato is better on flute

stops than on the diapason, and better in the lower

ranges than in the high ones where it often gives the

impression of mechanical orchestrion playing. All

this (as well as the choice of a more robust or more

delicate style of phrasing, and of a slower or faster

tempo) depends not only on the character of the

stops, but also on the acoustics of the room. Presto

runs are impossible on a viola da gamba stop, while

certain flute stops admit a beautiful, close arpeggio.
A fugue by Bach has to played more slowly in an

empty Gothic church, where each tone reverberates for

a long time, than in a completely filled concert hall.

Organ music is preferably written on three staves,

the lowest of these pertaining to the pedaL The organ
like the pianoforte may be considered from two

different viewpoints in reference to its position within

the family of instruments: first, as an orchestral in-

strument joining the rest of the orchestra; secondly,
as an independent and complete orchestra in itself.

Berlioz' remarks concerning this point reveal his keen
observation in reference to the organ:
It is doubtless possible to blend the organ with the

various elements constituting the orchestra; this has

been done many times. Nevertheless, assigning such

an inferior function to the organ is actually a degrada-
tion of this instrument. Moreover, it is obvious that the

even and uniform tones of the organ can never fuse com-

pletely with the extremely variable sounds of the orches-

tra; there is a secret antipathy between these two musi-

cal powers. Both the organ and the orchestra are kings;
or rather, one is the emperor and the other the pope.
Their tasks are different; their interests are too vast and
too divergent to be mixed together. Every time this

strange combination has been attempted, either the or-

gan predominates, or the orchestra raised to excessive

power almost completely eclipses its adversary.

Only the softest stops on the organ seem suitable for

accompanying the voice. In general, the nature of the

organ is to be the absolute ruler; it is a jealous and intol-

erant instrument It seems to me that in one case only
can the organ combine with a chorus and orchestra on an

equal basis, and even then only if it remains in solemn
isolation. This is the instance where a great mass of

voices placed in the choir of a church at a considerable

distance from the organ interrupts its chant from time

to time to let the organ repeat it in part or in its en-

tirety; perhaps also in a ceremony of a mournful char-

acter where the chorus' is accompanied by alternating
laments of the organ and of the orchestra, placed in two
extreme points of the temple, so that the organ sounds
like a mysterious echo of the orchestra. Such a manner
of instrumentation could certainly produce magnificent
and sublime effects. But even in this case the organ
would not actually blend with the other instruments;
it would reply to them or question them. An alliance be-

tween the two contending powers is possible only inas-

much as neither of them would lose anything in dignity.
Whenever I have heard the organ together with the or-

chestra, the effect seemed to be negative diminishing
rather than increasing

1 the power of the orchestra.

f What Berlioz has in mind here probably corre-
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sponds with what we have found in certain orchestral

scores, e.g. Rubinstein's. The clumsy and continuous

employment of the wood-wind together with the brass

results in a kind of dim and muddy color; the bril-

liance of the orchestra is lost, its power seems to be

paralyzed. The organ, with its many wood-winds, has

a similar effect. The reed-stops, too. frequently im-

pair the brilliance of the orchestral brass. Moreover,

small differences of pitch never entirely avoidable

add to the deleterious effect.

We must remember, however, that the organ pro-

vided the accompaniment for concertante orchestral

instruments during long periods (cf. Bach's church

music). The tone of some of the organ stops as well

as an unlimited number of possible combinations (for
which our organists frequently have no ear) blends

far better with the tone of orchestral instruments than

does the pianoforte. Yet we hear the latter instru-

ment in our chamber music year after year in a fre-

quently unhappy marriage with violins and even with

wind instruments. There can be no doubt that many
characteristics of the organ style have been taken

over by the orchestra.

Moreover, all this has been changed by recent pro-

gress in the construction and mechanism of organs.
The former absolutism of the organ has given way to

a constitutional understanding with the orchestra.

The organ has actually enriched the orchestra with

many new colors and color combinations. Basically
the organ is really nothing but a wind instrument

perhaps not a soulful individual like the oboe, but

still a soulful mechanism, comparable with the atti-

tude of some instrumentalists toward the dynamics of

a particular piece.

We are not thinking now of the RoUtchzeelier

(crescendo pedal), already mentioned by Berlioz.

This is a pedal by means of which all voices from the

softest pp to the loudest ff can be made to enter on

a tone or chord in rapid or slow succession, thus pro-

ducing a kind of crescendo effect For instance, a sus-

tained C-major chord appears at first pp (Aeolina);
more and more voices join it, first the pp stops, then

p, nap, mf, f and ff stops, up to perhaps a 6-rank mix-

ture and finally a trumpet stop. Then we return simi-

larly in a decrescendo from the fff to the ppp of the

Aeolina. The crescendo pedal can certainly produce

powerful effects if combined with a great apparatus
of orchestra and chorus. These effects can also be

dynamically pleasing if the sequence of stops is ar-

ranged with sensitivity.

However, this "jerky" crescendo and decrescendo

is of little use in accompanying, for example, instru-

mental and vocal solos, where frequently only one

stop or a small number of stops can be employed* The

organ tone of these few stops remains rigid and stiff

in contrast to the dynamic flexibility of the voice or

the violin. The warmth radiated by an organ voice

when it is first heard (similar to a low chord of the

horns in p) is gradually transformed into tonal "cold-

This is remedied by the r*r*taa v*H. It consists

of a wooden box surrounding the orgmn pipes, with

shutters in front and sometimes also on the side*,

which can be opened and closed by means of a pedal.

With the shutters open, the tone is clear, bright, f ;

if they are closed, it sounds distant, muted, pp;
gradually opening and closing them provides the in-

termediate shadings. In large organs this device is

usually found only on the swell or solo manual the

softest and weakest keyboard of the organ, which
contains from one-sixth to one-eighth of the stops,
and only very soft ones. Here the Venetian swell has
a very negligible effect. It is advisable to build all

organ registers, i. e. all pipes, into this box and to

furnish them with Venetian swells. Then a single

stop as well as the entire organ sound could be in-

creased and decreased at will.

The dynamics of the organ such as crescendos
become even more perfect if the crescendo pedal is

combined with the Venetian swell by employing,
for example, first the crescendo pedal with 'closed

shutters, and then opening them.

Some organists are satisfied with a crescendo pro-
duced by the rigid addition of voices through the

crescendo pedal (for it always lets the voices or regis-
ters enter in the same order). Even if this increasing
and decreasing is done musically, i.e. in accordance
with the musical phrases (which, unfortunately, is

rarely the case), it becomes monotonous after a while.

Frequently the composer requires a sequence of stops
different from that provided by the crescendo pedal ;

or the conductor considers this kind of crescendo

harmful to the ensemble tone of the orchestra. In

these cases the organist will have to forego his Eoll-

schweller-"virtuosity" and arrange with a "stop-
drawer" (and page-turner at the same time), who
will be indispensable in any case, to take care of the

increasing and decreasing of the tone by adding or

taking off accurately predetermined stops. Registra-
tion is also greatly facilitated in pneumatic, electro-

pneumatic and the impending purely electrical organs

by the great number of mechanical draw-stops sup-

plementing the founding stops. They are little plates,

pushbuttons or pedals, which make it possible to alter

very quickly any number of combinations of registers.
There are combination stops, fixed and free combina-

tions, which are arranged before the performance and

put into action by a slight touch. One can also couple
the different manuals with each other and transfer

one manual to another, or even make the pedal voice

playable on the manual,

Unfortunately, too little care is gives to this mat-

ter of "instrumentation" of pieces on the organ; the

orchestral effect is thus frequently impaired. The
manifold sound effects planned by modern compos-
ers through the combination of orchestra and organ
cannot be indicated precisely because of the diversity

of organs; they have to be "left to the intelligence of

organists and are frequently distorted. In the future

the conscientious conductor will have to pay more
attention to this heretofore rather timidly treated

instrument and to its unapproachable master, who

usually combines the dignity of a monarch with the

rudeness of a bellows-Mower; in works of the past,
such as a Handel oratorio, this was much less neces-

sary, The clarity of Bach's melody and polyphony,
its "unfolding'' as it were, also depends upon careful

shading on the organ. Bach's great organ work* the

Preludes, Fugues, Toccatas, etc. should be "orches-

trated" like a symphony, utilising* all the resources of

BS1



M6

the instrument: combination of colors, dynamics, the

simultaneous use of different manuals and stops, and

;

of the pedal. Only thus can the listener he brought
! to a full appreciation of Bach's immensely rich and

|

intricate melodic language.

; Finally I should like to mention an innovation
'

which deserves the conductor's special attention be-

cause the German organ builders in particular are

none too enterprising or fond of innovations. It was

not so long ago that the organ action was constructed

out of little pieces of wood and wire, just like in the

middle ages, while everywhere else steam, pneumatic

power and electricity had taken over the mechanical

work.

In the performance of large works for chorus, soli,

orchestra and organ, the great distance of the organ
console frequently makes the participation of the

organ illusory if not impossible. At a music festival,

how are the singer, the obbligato violin and the string

quintet to stay in contact with an organist separated
from them by the entire orchestra, a large chorus,

frequently also by the audience an organist who sits

high up in the corner of a gallery and frequently
canot even see the conductor? He relies upon his ear

as well as he can and his ear deceives him; for the

great distance from the participating soloists causes

various acoustical illusions. The composer, whom the

audience does not "understand", is the victim of all

this.

The only remedy for this consists in movable con-

soles, connected with the body of the organ by electric

cables. The organist sits wherever the conductor

deems it best perhaps behind the saloists* near the

first violins or the conductor, or anywhere else. This

arrangement, generally instituted and approved for

the past ten years in France, England and America

(in churches the organist is placed near the officiating

clergyman) has recently also been introduced in Ger-

many. Thanks to the rapidity of the electric current,

it mokes a precise ensemble of orchestra and organ
possible, a beneficial cooperation, as it were, between
"state" and "church". Here, at a distance from the

organ, the organist can also judge much better the

musical effect of h!$ registration, the volume of sound,
etc.; whereas, when he sits near or practically in the

organ, he cannot see the forest because of the trees.

This is not the place to explain in detail the treat-

n.ent of the organ as an individual instrument, con-

stituting an orchestra in itself. Our purpose is not to

write a textbook on the performance of various instru-

ments, but a study of their musical effect when com-
bined 20 -ensemble. A knowledge of the organ, skill in

selecting and combining the different stops constitutes
the art of the organist, inasmuch as he is according
to custom an extempore player. In the opposite case
where the organist is simply a performer executing a
written work be should strictly follow the indications
of the composer, who, therefore, must be thoroughly
familiar with the resources of the instrument and their

application. Bnt these resources are so numerous and
diverse that no composer, in our opinion, can understand
them adequately unless he liimself is an accomplished
organist.

If the organ is to be combined with tofces and with
other instruments in a particular composition, it should

not be forgotten that it is tuned one tone lower than the

present pitch of the orchestra. It must therefore be treat-
ed as a transposing instrument in B&.

This applies only to ancient organs. Modern organ
builders tune their organs to the pitch of the orches-
tra. But unfortunately they frequently fail to tune
them at the correct temperature by means of a warm-
ed-up oboe. Tuned in a cold church according to the
Paris tuning fork, the organ is useless for ensemble
playing with an orchestra.

The organ of the church of St. Thomas in Leipzig, on
the other hand, is a tone higher than the orchestra.

I This is no longer the case.

The organ has soft, brilliant, but also awful sound
effects; however, it is not within its nature to deliver
them in rapid succession. It cannot, like the orchestra,
pass suddenly from piano to forte, or vice versa.

The organ can produce all effects, the softest and
the loudest chords, in immediate succession; by means
of the crescendo pedal, it can pass from ppp to fff.

(Here Berlioz* opinions are entirely out of date.)
Recently devised improvements make it possible to

produce a kind of crescendo by the gradual addition of

stops, as well as a decrescendo by gradually withdraw-

ing them in similar fashion. But the increasing and de-

creasing of the tone obtained by this ingenious method
still lacks those intermediate shadings which lend so

much color and life to the orchestra. One cannot help
feeling the inanimate mechanism. Only Erard's instru-

ment, known under the name "expressive organ", has the

possibility of really swelling and diminishing the tone;
but it has not yet been adopted in churches. Serious

people, otherwise generally intelligent, condemn its use
as contrary to the religious character and purpose of
the organ.
We shall not examine here the frequently discussed

question whether or not expression is admissable in

sacred music a question which could be solved in a
moment by unprejudiced, plain commonsense. Yet we
take the liberty of pointing out to the champions of un-
embellished music, of plainsong, of the expressionless
organ (as if the loud and soft stops of different timbre
did not lend variety and expression to the organ) that

they are the first to burst out in exclamations of delight
when the performance of a choir in a sacred work en-
chants them by the delicacy of nuance, by shadings of
crescendo and decrescendo, by chiaroscuro, by tones
which swell, are sustained and fade out in short, by all

those qualities wanting in the organ, and with w'hich
Erard wants to enrich it by means of his invention.
These people are obviously inconsistent, unless they
should claim (as they are quite capable of doing) tha"t

nuances in expression which are perfectly appropriate,
religious and catholic in vocal music suddenly become
irreligious, heretical and blasphemous on the organ. Is it

not strange (the reader will pardon this digression) that
these same critics who are so conservative in all matters
of sacred music and rightly demand that it should be in-

spired by truly religions "feelings (banning, of course,
all nuances that would express these feelings) that
these critics have never thought of prohibiting the use
of quick fugues, which for ages have formed the basis
of organ music in all schools? Is it that the themes* of
these fugues some of which are quite trivial, others
even almost grotesque become religious and dignified
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merely by being treated in fugal style, that is, in the

form permitting their most frequent repetition and con-

tinuous display? Is it that these innumerable entries of
different voices, these canonic imitations, these frag-
ments of twisted and tangled phrases pursuing and flee-

ing each other, even falling over each other, this confus-

ion that excludes all true melody, where the chords suc-

ceed one another so rapidly that their character can

scarcely be discerned, this continuous commotion of the

entire system, this appearance of disorder, these sudden

interruptions of one voice by another, all these detest-

able harmonic absurdities appropriate in depicting an

orgy of savages or a dance of demons is it that they
are all transformed in the pipes of an organ and assume
the solemn, grandiose, calm, devout or meditative ex-

pression of a sacred prayer, of quiet contemplation or
even of terror and religious awe?

Although I share Berlioc* opinion regarding organ
fugues, nevertheless, this whole paragraph seems to

me to be inspired by his purely personal hatred of the

polyphonic style in general A hatred not generally

J shared even by the admirers of Berlioz* genius. In

\ this respect, the German and the Latin are antipodes.
There may be some queerly constituted beings who be-

lieve all this to be true. At any rate, these critics do not

consider quick organ fugues inappropriate even though
they do not claim them to be imbued with religious spir-
it. Their opinion is based on the fact that these fugues
have been in long-established use, that they have been
written in great number by the most accomplished mas-

ters, following long-accepted custom. This is under-

standable Vhen one considers the fact that writers on re-

ligious music are usually dogmatic and consider any-
thing tending towards a change of ideas consecrated by
time as dangerous and incompatible with faith. To re-

turn to our subject it is my conviction that Erard's

invention would be a great improvement, entirely to the

benefit of a true religious style, even if it were applied
to the old organ merely as one new stop, so that the

organist would be free to employ the expressive tones
if he chose to do so, or at least to swell and diminish

certain tones independently of others.

BRASS INSTRUMENTS WITH MOUTHPIECE

THE FRENCH HORN*
Since this instrument is adapted for numerous changes

of key by which its pitch can be raised or lowered, it is

impossible to indicate its precise range without also

naming the particular key of the horn in question. In

fact, it is easier to produce high tones than low ones on
horns of a low key with the exception of the horns in

low A, B* and C, the extreme length of whase tubes

makes the execution of high tones difficult On the other

hand, it is easier to produce low tones than high ones on
horns of a higher key. Besides, some horn players who
use a wide mouthpiece and are mainly experienced in

playing the lower tones cannot produce the higher ones;
others who use a narrow mouthpiece are only accustomed
to playing the higher tones. Each key of the instrument
has its own specific range; moreover, there is the differ-

ence between the ranges of the players of the high
(first) and the low (second) horn.

The horn is written in the G and F-clefs ; but the G-
clef is to be read an octave lower than written. The ex-

amples below will make this clear.

All the horns except the one in high C are transposing
instruments. Their notation does not correspond with
the actual sound.

Horns are capable of producing two very different

types of tone. The open tones, almost all of which give
the sound of the harmonic divisions of the tube, are pro-
duced by the player's lips and breath alone. The tioppcd
tones are produced by more or less closing the bfU (the
lower orifice of the born) with the hud.
The following table gives the open tones in the differ-

ent keys and ranges of the first and second horns.

Host of Berlin'
Sec note OB p. JSff

statements En tbfe chapter am oat of date.

Horn in

lowB*

Actual piteh

4-Thia open G# fe not w eaay to produce as th Q but fc b-
eomot My If pzvpared fcy a Mfehboriac tone. i.e. G, F# or A. It fe

a littk too Ugh.

Horn in

lowC

Actual pit*M

Horn in

D

Aetwlpttdi

Horn fat

6

AetaaJpUcfc

I Bane* of the second horn I
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in

E
t of :he second horn i ^ <<% j

xvrtf 1

of th first horn

p.tch

| very rare]

ra ir.

F

A;tu*l pitch

Horn
G

Actual pitch

Horn in

A6

Actual pitch

Horn in

A

Actual pitch

Horn in

high Bfc

Actoal pitch

Horn in

i Kar.ge ji o* fc second horn I ^ ^^ feq ^*>

key can also be obtained by pulling out the slide of the

horn in high C.

The stopped tones show marked differences of char-

acter and sonority, not only in comparison with the open
tones, but also among themselves. These differences are

caused by the greater or smaller opening left in the bell

by the performer's hand. For certain notes the bell must
be closed a quarter, a third or one-half, for others almost

completely. The more the bell is closed, the duller and

rougher becomes the tone and the more difficult is its

secure and clean production. The stopped tones are

therefore very different from each other. We shall use

the sign
l * to indicate those tones for which the bell is

only half closed, and which are therefore better in qual-

ity. In the following example, white (whole) notes indi-

cate the above listed open tones, black (quarter) notes

represent stopped tones.

In order to be able to list the complete range of the

horn we must first mention several additional open tones

which are less well known than the others, but which

may be used to good advantage. These are: the high

which is alwavs a little too low and seems

in tune only when used between two Fs: I

I Bang* of the mon* born I fcrcrynurej (therefore it can never be used as F*); then the low

SB tr tBangeoftheflgrthortx

ActtaJ pitra

, which is obtained by forcing the 6 and

compressing the lips; the low F y which, on the

\otrs written in thr
G-cief art not transposing.

The family of horns is complete. There are horns in

all krys, although this is not generally known. The keys
which *rem to be missing in the chromatic scale *re ob-

trfnt d by means of a lengthening piece which lowers the

instrument by a semitone. Thus, only the horns in low

B*, C, D, E*. E, P. G, A*, high B* and high C are made
in one pirn; but by adding the lengthening piece to the

horns in low B* and low C, onr obtains low A *nd,B. In
the same fashion. I) is changed into !>* (or C#), G into

G* (or F*> and high C into high B (or C*). The last

"This luw G fc eaifcr In the higher keys, but it is generally poor and uncertain In all the keys.

contrary, is produced with relaxed lips. These last two
notes are of great value; the A& in particular frequently

produces excellent effects in all keys higher than the key
of D. However, the playing of the F is a little more

risky; it is more difficult to sustain it safely and cleanly.
These low tones can be produced without any prepara-
tion if they are not preceded by very high ones; but it

is usually best to place them after a G for example:

Passing from A6 to F is possible in moderate tempo:
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Below these notes some born players can produce the

==
, bat it sounds bad and is very hard to play.

I advise composers against employing it, as well as the

following five notes beneath the low C ; they are seldom

in tone and can be sustained only with difficulty. If used

at all, they should be written only for medium horns

such as those in D, and F, and then only in a descend-

ing progression:

natural tone natural tone

Allegro.

Also the following would be very bad on a horn in low
C or B6

. even though practicable on a horn in F and in

higher keys:

. Allejro.

!^fPf
When using stopped tones, especially in the orchestra,

one should try to intersperse them as much as possible
with open ones, and not to pass from one stopped tone

to another stopped one, particularly from one poor stop-

ped tone to another equally poor one.

Thus it would be senseless to write:

By combining the range of the first horn with that of

the second horn, and by adding to the natural open
tones the artificial open tones and the stopped tones, we
obtain the following immense chromatic scale, progres-

sing upwards:

COMPLETE RANGE OF THE HORN

Horn in F

I * atoppod. rery poor- open, rood

j
topped r ctopped

I poor H good '

topped |iopp*dJ
poor I* good 1

[topped I fatoppedj j
toppetf

I CM* | I good I

L
1 good toy good

The lower the key, the more difficult are rapid succes-

sions on the born; in this ease the tube is longer and can-

not be pot into vibration instantaneously. Low tones,

even the natural ones* ean succeed each other in all keys

only in moderate tempo, Incidentally, this is a general
law which has to be observed with all instruments. Since

the low tones result from a smaller number of vibrations,

the sonorous body requires more time to produce them.

Hence, a passage like the following would be impracti-

cable or of poor effect on a low born (in B*, C or D) :

A passage like the following, however,

would not lack sonority and would be easy to execute

because it contains but one poor stopped tone (the first

A&) ; whereas the same passage transposed to its lower

octave or fifth would be ridiculous as well as exceedingly
difficult:

(Sad examples)

These three examples show that the best stopped tones

are to be found above the medium A6 with the excep-
tion of the following four:

They constitute the series already

indicated above:

Hence, the above cited example in A*, although good in

one octave, is very had in the lower one where it con-

sists almost completely of the poorest stopped tones:

Although it is an artificial tone, the

is very risky because it has to beinitial A*

taken quickly and without preparation.
In general the old masters limited themselves to the

use of open tones ; to be frank, they employed them quite

clumsily. Even Beethoven is very reluctant to use stop-

ped tones, except in a solo passage. His scores offer very
few examples of them; whenever he has recourse to

them, it if usually for some striking effect. For example,
see the stopped tones of the three horns in E& in the

Scherxo of the Eroica, and the low F* of the second

born IB D in the Seheno of the A-major Symphony
(Examples 101 and 102).
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101. SINFONIA EROICA, SCHERZO

Allegro vivace.
Beethoven.



F!.

Ob.

Klar. in B.

Pag-.

Hrisr.

inEs. cresc.

jltrffTT
cresc.

Viol. sii. i

Viola.

Vic.
U.K.B. EEE HE

legato

a*PI.

Ob.

*****

vtnB

J. J.

?ir.

Hrnr. r r

E*=t

^ ^I.

Viol.

n.

Viola.

Vic.

^
=^ m =s 5^
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102. SYMPHONY IN A. 3rd MOVEMENT

Beethoven.

Floten.

Oboen.

Bar. in A.

Fa*

HSrner inD.

I.

Viol.

n.

pdolce

i

n-F-^fr F* >
*^^

mmun
^**^

jZce

H g=gr 5^,

n.

Ob.

BJEJT**
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This method is doubtless better than the opposite one,

adopted nowadays bj the majority of French and Itali-

an composers. They treat the horns very ranch like bas-

soons or clarinets, without taking into account the enor-

mous difference between stopped and open tones as well

as the differences among the stopped tones. They pay no
attention to the difficulties encountered by the player in

taking a particular note after another one which does
not naturally lead up to it; nor are they concerned with
the dubious intonation, the weak tone or the rough and

strange character of sound caused by the fact that the

bell remains two-thirds or three-quarters closed. In

short, they have not the slightest idea that a thorough
knowledge of the instrument together with good taste

and coinBonsense may have something to do with the ap-
plication of t&ese tones, which these schoolboy-toasters

fling at random into the orchestra. Even the parsimony
of the old composers is preferable to this ignorant and
odious prodigality.

'

Unless stopped tones are wanted for some particular

effect, one should at least avoid those whose sound is too

weak and too unlike the other tones of the horn. These

are: D and D* under the stave

and Bfr| the medium A&

the low A

They

should never be used as mere filling cotes, but only for

the sake of an effect which corresponds with their hollow,

rough and wild sound. I would except only the medium

A&, if it is indispensable for the completion of a melody,

such as:

The low B* has been used by Weber in one.

instance with excellent dramatic purpose in the scene

in "Frtischuetx" where Kaspar conjures Samiel; but

tiiis tone is so closed and hence so hollow that it is

scarcely audible unless the entire orchestra suddenly

pauses at the moment of its utterance. For the same

reason, the medium A* employed by Meyerbeer in the

scene of the nnns in "Robert le Diable" (when Robert

approaches the tomb to break the enchanted twig) is

noticeable only because almost all the other instruments

are silent; and yet this note is much more sonorous than

the low B*. In scenes of secret horror these stopped

tones, employed in several voices, may produce 'great

fffects, MehuU I believe, is the only composer who mide

use of them, in his opera "Phrosine et Melidore". (Ex-

ample 103).
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103. PHROSINE ET MELIDORE

Allegro moderate.^ ^
Metul.

^ *J 'f** doles dolce

Major and minor trills are practicable on the born, f ^ u T ,j1f JL* JL* J *J* -^k? 1-^ t *hr M
it only over a small portion of its scale. The following

A Jj 1
J

rl >JrTJ
f^

J

|f [' ['

"
f T I

thp. hewt*

but

are the* best:

Horns are usually written without signature regard-
less of their kcj or that of the orchestra. However, when
the melody is in the horn and the instrument is not in

the same key as the orchestra, it is better to indicate the

signature required bj the key of the piece; but one
should always endeavor to use as few accidentals as pos-
sible. Thus, the horn in F, for instance, is very suitable

Horn in F

Orchestra

Actmal
of the

for a solo when the orchestra plays in E&
: first, because

it is one of the best keys on the instrument, and second-

ly, because this combination requires only two fiats for

the horn (Le. B* and E*}, of which one, the B&, is an

open tone in the medium and high range of the scale and
does not impair the sonority of the part of the scale

which would chiefly be used; for instance:



To be sure, a horn in

able for this passage:

Horn in EZ

would have bucn just as suit-

but if the melody should contain frequently the fourth
and sixth steps of this scale TA* and C;, then the horn
in F would be preferable, since its two notes E'' and G

. producing i
are much better than the

corresponding notes of the horn :n -

Orchestras formerly included only two horns : at pres-
ent there are always four. With two horns even if the

stopped tones are fully utilized the use of the instru-

ment would be greatly limited in the case of modulation
into distant keys. With four horns, however, it is easy

to manage this by using horns in various keys. The use

of four horns in the same key would almost inevitably

betray a flagrant lack of skil!." It is incomparably better

to use two horns in one key and two horns in another;

or the first and second horns in one key, the third horn

in another, and the fourth horn in a third key which

would be still more usefal : or. finally, four horns in four

different keys which would be particularly advantage-
ous if many open tones are required.

For exincpl?, if the orchestra plays in A&, the first

horn may be in A**, the second in (on account of its E,
which produces G^ or, enharmonically. ^), the third

in F. the fourth in C. Or else, the first horn could be in

A'\ the second in D'*, the third in E, and the fourth in

low B -.'on account of its E. producing D* or, enhar-

xnanicaHy. E fc

;. The four keys can be combined in many
different ways according to the contents of the 'work. It

;s the composer's task to calculate the combination most

suitable to his harmonies, and to select his horns accord-

ingly. In this fashion one can arrange to have only very
few chords not containing four, three, or at least two

open tones as the following examples show:

Horn I In A6

Horn II In

Horn III in P

Horn IV in C

Effect

Effect

If several different key* are used, it is better to as-

sign the higher keys to the first horm and the lower keys

to the second horns. Another precaution, frequently dis-

regarded by many composers, is the avoidance of chang

ing from a" very high to a wry low key (or vice versa)

during a piece. For example, the sodden transition from

high A to low B* U verjr difficult for the player. With

four barns now available in all orchestras, such awkward

*kips are easily avoidable.

I

Up to this point, Berliox' text is obsolete and is only

of historical value. (See the appendix at Ac end of

this chapter.)
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The horn is a noble nnd melancholy instrument: but

the expression and the character of its tone i* such that

the instrument IB nut jimlied to any particular type of

composition. It Mend* well with the general harmony.
Even a composer of Mmittrd skill can employ it as he

tees fit either prominently or :n a nat>rtr unobtrusive

though .iaefa! role. In my opinion, no composer has u*ed

the born in a more origin 3!, poetic and accomplished
fashion thai: Weber. la his three master-works. "Ober-

on", "Euryanthe" and **Freis>v?hufitz*
f

. he his endowed

the horn with i new and wsadtrfu- linsruage a langu-

age which, before hhn. only Metal and Beethoven under-

stood, and whose parity has been preserved bv Meyer-

beer better than by anybody else. Of all the orchestral

instruments, the horn is the one for which Gluck wrote

least felicitously. A simple scrutiny of one of his works

wiU suffice to prove his want of skill in this respect

However, we must cite as a stroke of genius the three

horn tones imitating Charon's conch in the aria "Caron

fappelle" in his opera "Alceste". The medium C is re-

peated three times by two horns in D in unison. The

composer requires the'bells of the two horns to be placed

one against the other, so that they serve mutually as

"sordines". The tones bounding against each other sound

M if emanating from a distant cave. This produces a

very strange and dramatic effect: .

Andacte.

Horns In D

Charon

I believe, however, that Gluck would have obtained

approximately the same result with the stopped medium

A& of two horns in G&:

Horns in Gb

But it is possible that the horn players of that period
were not sufficiently sure of such attacks; in that event

the composer did well in using this strange device to

damp the most open tone of the horn in D and to make
ft sound distant

In the hunting scene of his "Guilianme Tell" Rossini

conceived the idea of having four horns in E6 execute

diatonic passage in unison. This is very original. When
lour horns are thus to be combined in a sustained melody
or in rapid passages containing open as well as stopped
tones, it is far better to use borns in four different keys

(unless the idea fe based just on the variety and uneven-

ess of these tones). The open tone* of one horn compen-
sate for the weak stopped tones of the others, preserving

the balance and giving evenness to the whole scale of the

four combined horns. If the horn in C plays a stopped

E*, the horn in E& an open C, the horn in F an open

B&, and the horn in low B& a stopped F, these four dif-

ferent timbres result in a quadruple Eb of great sonority.

The same applies to the other tones.

Horn in F

Horn in C

Horn in 6

Horn in B&

Effect

A very advantageous method of which, however, I

know only one example is to have foar horns in differ-

ent keys alternate in the execution of a solo melody.
Each of then takes the notes corresponding with its

open tones. If the melodic fragments are skillfully
linked together> the melody seems to be played by a

single born, almost all of whose tones are open and of

the same quality.

Effect



869

5nC

!a A6

inD

As I have said above, the horn is a noWe and rcelin-

choly instrument notwithstanding ihe frequently quot-

ed hunting fanfares. In fact, the gaiety of these flourish-

es arises rather from the melodies themselves than from

the timbre of the horn. Hunting fanfares lose much of

their gaiety if they are not played on real hunting horns

instruments of little musical va!ue,who$e strident and

obtrusive tone differs greatly from the chaste and re-

served voice of the French horn. However, by forcing

the flow of air in the tube of the horn in a particular

manner, its tone can be made to resemble that of the

hunting horn. This 5s called making the tone brassy.

This may occasionally produce excellent effects even

with stopped tones. When open tones are to be forced,

composers generally require the performers to tcra the

bells upward so as to give the sound the greatest possible

sharpness. This position of the instrument is indicated

by : Bell turned upvcard. A magnificent example of this

method is found in the violent outburst at the end of the

duet "Gardez-vous de li jalousie" in MefauTs "Euphro-
sine et Coradin". Gretry. still under the impression pro-
duced by this terrible outcry of horns, one day answered
someone who asked him for his opinion of this crushing

piece: "It is as if one wanted to split the roof of the

theater with the skull* of the audience."

THE VALVE HORN
(Horn with three pistons or cylinder valves)

This instrument can render all its tunes open by
of a special mechanism which makes it possible to change
the key of the instrument instintaneoiKjy. By using the

different pistons one can transform the horn in into a

horn in E, E ?t or D, etc.; and by combining the open
tones of one key with those of the other key* the com-

plete chromatic scale can be played in open tones. More-

over, tlttr use of the three pistons adds six semitones tt>

the scale of the instrument below its lowest natural tone.

being the lowest natural tone of the horn,

the pistons would give it the following additional tones:

4 g 1 g

This applies to all brass instruments which hav this

mechanise* i.e. trumpets, cornets, bugles and trom-

bones.

The range of the horn with three pistons in A mixed

key sueli a that of E* would therefore be as follows:

Tim system offers great advantages* especially for
the second towns, by filling the great gaps between their

low natural toot"* from the lowest C upward. But

the timbre of the horn with pistons differs a little* from
that of the ordinary horn; therefore, it cannot replace

BS1
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it altogether. I think it should be treated almost as a

separate instrument, particularly suitable in furnishing

good, sonorous and energetic basses, similar to the low

tones of the tenor trombone, although without their

strength. It can also render melodies quite well, especial-

ly those moving mainly in the medium range.
The medium keys are the best on the piston horn

in fact, they are the only ones leaving nothing to be

desired as to parity of intonation. The horns in E, F.

G and A& are therefore far preferable to any of the

others.

Since their introduction intc orchestras, many compos-
ers have shown a crrtain hostility toward these new
instruments because some horn players have used them
in cases where an ordinary horn is indicated. By means
of the new mechanism they find it easier to play open
tones instead of the stopped ones actually desired by the

composer. This is. of course, a dangerous abuse; but it

CMI easily be checked by the conductor. One must not

forget that the piston horn, in the hands of a skilled

player, can produce all the stopped tones of the ordinary
horn as well as some additional ones; for it can play
the whole scale without using a single open tone. Since

the pistons, by changing the key of the instrument, add
to the open tones of the principal key those of the chang-
ed keys, it is obvious that the stopped tones of all keys
can be combined in the same fashion. The horn in F,

for instance, plays this open C
ffi ^ , which sounds

F, as a natural tone, and by means of the pistons also

the open D
jfc ^ , which sounds G. By placing the

hand into the bell and thus lowering these notes a tone,

the first 1^ sounding the stopped E*,

: , sounding the stop-aad the second becomes C
pedF.

Hence, to indicate those tones which he does not want
executed as open tones, the composer simply has to add
the word "stopped" and the figures % or 2/S (showing
hownneh of the bell should be closed). For a scale writ-

ten as follows:

the performer takes the pistons proper for the open
scale of C:

By inserting the band, which closes the bet! two-thirds

during each note, this scale is transformed into one in

B*. whose tones are the most hollow and most stopped
obtainable on the horn. In this fashion a passage pre-

Tienily heard in open tones can be repeated by the pis-
ton born in stopped toneslike a distant echo.

,

The horn with cylinder valves differs from the pre-

ceding only in the nature of its mechanism. The differ-

ence is entirely in its favor as far as facility of tone

production is concerned. The tones of the cylinder horn

can scarcely be distinguished from those of the ordinary

horn. The instrument is already in general use in Ger-

many and will doubtless soon be adopted everywhere.*

Of all the instruments the horn is probably the one

thit blends best with all instrumental groups. To
demonstrate this fact in its full measure I should

have to insert here the entire score of "Meistersing-
er" ; for I think I am not exaggerating in saying that

this score, differing from the ensemble of Beethoven's

C-minor Symphony only by the addition of the third

trumpet, harp and tuba, has become so entirely dif-

ferent, new and unheard-of principally because of the

enormous versatility and highly developed technique
of the valve horn.

Mozart's two flutes, two oboes, two clarinets and

two bassoons are certainly utilized here to the full

virtuosic extent of their expressive potentialities;

they are combined by a stupendous application of all

the secrets of their registers. The string quintet,
with most intricate divisions, creates ever new mir-

acles of sound, enriched by the harp and exalted to

an unheard-of warmth of feeling by the most wonder-
ful polyphony. Trumpets and trombones are made to

reveal all solemn and comic features of the work.

But the most essential of all is the faithful horn func-

tioning untiringly in carrying the melody or as a

medium filling-in voice, or as the bass. The "Meister-

singer" score is the finest eulogy for the horn. The
introduction and improvement of the valve horn has

undoubtedly inaugurated the greatest advance in the

technique of the modern orchestra since Berlioz.

To demonstrate exhaustively the truly protean na-

ture of this instrument I should have to go through
the scores of the great magician bar after bar, be-

ginning with "Rheingold".
The horn, whether it calk ringingly Siegfried's

exuberant vitality into the virgin forest;

whether it fades away in Lisst's "Maieppa" as the

last, hoarse cry of the dying Cossack prince in the

endless steppe (Example 104) ;

whether it seeks to conjure the picture of the un-

known mother to Siegfried, who is pining for her

like a child (Example 105) ;

whether it brings Isolde's shining image over the

gentle wares to the dying Tristan;

whether it indicates Hans Sachs* thanks to his faith-

ful apprentice (Example 106) ;

whether in Erik's dream ("Fliegender Hollaender",

second act) it lets with a few hollow accents the surf

of the northern sea hit the nocturnal shore (Example
107);
whether it is the symbol of Freya's youth-giving

apples (Example 108);
whether it pokes fun at the henpecked husband

("Meistersinger", third act) (Examples 109 and

"0);
wither it thrashes Becbmesser with the jealous

apprentice David and actually functions as leader

of the brawl ("Meistersinger", second act) ;

whether it sings in muted sounds of the miracles of

the Tamhelm (Example 111) it always serves its

task folly and entirely, it is unique in its versatility,

and its effect is always conspicuous.
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Agitato assaL
Liszt.

KLF1.

Or. PI.

Vcello.

Bmtrafc.
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E1.F1.

Bagl.Hrn.

Hmr. JOB. F.

Viol*.

Vic.

K. B.
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poco xitenuto

Kl. PI.

Gr. PI.
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at. poco a poco rallentando Andante.

Gr.Fl.

Ob.

Engl. Hrn.

poco a poco rallentando

Viola*

TlfL

X.B.

BSt



C6S

Gr.FI.

Klar. in A.

BaBklar.inC.

Hmr.lnF.

.Viol.

n.

Viola.

Vic

E.B.

Hm* in F*

I.Solo

I I

poco ritenato

Viola.

Vic.

K.B.
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105. SIEGFRIED, ACT H

(Mafilg,)

Vf&gner.

Hrnr.

(ohiue DanaferJ

Else Vloline aUein. (ohne DSmpfen)

(nnr das t.Pnlt) Cmit BSmpfen)

nt) (mit Danmfer.)

Cnnr das i.PnIt) Cmtt Dimpfer.)

(Kr mflrt lei and rtwdct

JU M
(BUwr allflbi) ^
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ULinE.

HLI\:
Hrnr.

V.VLiaP.

Viol. I.

VioLIL<

Violent

Vic. <

SitftT.

K.B. <
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PI. i.

Ob. I.

Hrnr.
InB.

VloLI.

K.B.
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Stoffir.

K.B.
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Ob. I.

K.B.



Hrn.L
inB,

vioi.n.

Vlolwi. 4

Siegfr.

stfi&d icfcwiniiiflesStammeln! Ge -wiB Bagt'esmiriraa,- viclJeidit-. underlie - bca Mut- ter?

Vic.

I.taB.

Vta.
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106. ACT m

HSefctet Dff aidtaBA die Wiwt wr-sn-dwn?
seine Stelhuign *wiadrn.'>
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107. DER FUEGENDE HOLLAENDER, ACT H

Becit.

Pke.

Viol*.

Erik.

K.B.

m

I

"
I

ri. T Sfc

Sa-to; lafi dlr w-trm! Bin TOOL Ms... hor^fluii in!

T "^

Wagner.

i i

-
a

'uJ Jnr PP r p
|r -

'

"
'

T -n^

Sostesoto.

Erik.

Vic.

K.B*
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hort" ieb, wlc sich aehittmend am C - fer

KUr.lnB,

**

BSt
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108. RHEINGOUX SCENE H

Lebhaft.

Ob.

SKlar.in A.

I.H.inPf

Hrnr. \

IILIV.inD.f

Viol

Wagner.

den Gbt-tcm Sx M ent-rei-t&en.

K.B.
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EngLH.

al-tern - dor Juread: steobvndtettradbi Oe-aofi fronnot ih-rm Sip-pen

K.B.

109. MEBTERSINGER, ACT in

Wagner.

KUr.ln B.

Hrar.I



ACT m
(Mafiig.)

Ob.

Wagner.

viel IfatnadSors'Sm I*e&,

Ob.
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Cb.

I

Ear. in B.

l

Hrnr.in F.

Faff.

Viol,

Viola.

Sachs.

Vic.

K.B.

1-1

j

dann noch will ge - lin - gen cn scho-nes Lied la sin - gen,

ohne DSmpfer Bog. ,

seht:.
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111. RHHNGOtD,

Wagnsr.

Alherfch.

Dens Hwpt fSgtsichder Helm: obaich der Zn - her ock elgt?

Although horn players now use almost exclusively

the horns in E, F, high A and high B* (incidentally,

it* requires practice to change the bright and sharp
tone of the horn in B* into the soft and noble timbre

of the horn in F), it b nevertheless advisable to retain

Richard Wagner's method of indicating the key of the

horn according to the changes of key in the music. It

is true that horn players do not observe these different

keys any more; but they are accustomed to transpose

any key instantly into the key of the horn they are

using, and they much prefer this method to being forc-

ed to read all the time the horn in F, for instance, with

a great number of accidentals (sharps, double sharps,

etc.). Hence, composers should continue to indicate:

horn in E*, Dt D* as they see fit In ray opinion, this

has the advantage of a cleaner, appearance of the

score. Personally I prefer to read the horns in the

different keys and to transpose them (habit may hare

something to do with this. too). The score is much
clearer on first sight, since the staves of the horns

and trumpets at once stand out plastically in con-

trast to the stares of the wood-winds and strings
with their transpositions and numerous accidentals.

Except for the above stated difference in softness

between the boms in F and high B*>, all the other dif-

ferences in timbre between the various v.tlve horns

arc merely illusory* This is why many horns in dif-

ferent keys ire no longer used. Gent-rally, the piiy-
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ers of the first and third horns use the horn in high
B F> for almost all pieces in flat keys and the horn in

high A for all pieces in sharp keys. The players of

the second and fourth horns use horns in and F.

High keys are less strenuous and permit greater
sureness. For instance, Siegfried's solo (Example
112) is executed with surprising ease by all horn

players in spite of its seeming difficulty; likewise the

following passage ("Meistersinger", Act III, Scene

8).

2 Horns
InF

Horns in high F and high C are now said to be in

the process of construction. This would be of very

particular interest in reference to the rendition of

Bach's first Brandenburg Concerto.

112. SIEGFRIED, ACT H

aafdemTheater.

MaBlgbewegt.

ElnHorninF f il J.

f'ji ^ |i JJ

i Die Fermaten sehr lang- tmd bedentungsroll.
TOgner.

.n (
fsekrkraftig

.

\\

<Bei denlaaggehaltaMB Tfoenblickt Siegfried immer erwartnngsroll anfdenVogeL)

pococrese.
^

f&mzs~

Lustlg,und Immer schneller Tmd schmetternder.

y> ^ iffrfrjiLrf Lf j i^rj- prr iLrj-^S
/7\

rr

immersf&rter (seh Uund*chmett*nd)

ngfcwsibbu FiftfiurmderGeatalteineaiaigdviireii^SdeGliseiiarti^ ha4
sdBttoi Lager erhoben;erbricfctdnreh das Getrinck,imdwiaxtHichanadar

i

nefeiiftch der

iem
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THE TRUMPET

Its range is approximately the same as tis.it of the

French horn; it has the same natural open tones* one
octave higher. It is written in the G-clef.

Some performers succeed to a decree in producing
stopped tones on the trumpet by introducing the hand
into the bell, as on the horn. Bat the effect of the?e
tones is so bad and their intonation is so uncertain that
the great majority of composers have wisely abstained
and are continuing to abstain from using*them. The

high Fl ! , however, should be excepttd from this

proscription and may be considered an open tone. It is

produced by the lips only; but since it is always a little

too high in pitch, it can be used only as a passing note

between G and
* and one must re-

frain from employing it as an unprepared note or from

on the othersustaining it. The medium

hand, is always a little flat. The low C 4? s should
TT

be avoided on trumpets in keys lower than F. It sounds

weak and rough and is not suitable for characteristic

effects. It can be easily replaced by a horn tone, which
is better in everr respect."

The three highest notes , very hazard-

ous on the trumpets in low A. B6 and C. are impracti-
cable in higher keys. However, the high C can be pro-
duced with some effort even on trumpets in E& if it is

introduced similarly to the following example:

Such a passage, which most German and English

players would attack without hesitation, would be con-

sidered very risky in France, where one generally has

to overcome great difficulties in employing the brass*

There are trumpets (made in one piece) in B<>, C, D,

*, E, F. G and very rarely in high A*. By means
of the lengthening piece previously mentioned in connec-

tion with the horn, which lowers the pitch of the instru-

ment by a semitone* one obtains trumpets in A, B, D*>

(or C*) and G*" (or F*). By using a double lengthen-

ing piece, which lowers the pilch a whole tone, even a

trumpet in low A& can be produced; bat this key sounds

wor*t of all. The trumpet :n D* hah the most beautiful
tine; it i> vt ry brilliant and of purr intonation. But this

instrument is hardly ever used because most composers
do noi know .if :ts> existence.

Wbat has bern said ilwve of the notes at the two ex-
treme* of its scale shows that the range of the trumpet
is not the same in all keys. Low trumpets, similarly to
all other instruments of this type, must avoid the lowest
note*, and high trumpets cannot reach the highest notes.
The ra&e of the trumpet in the different keys is as

follow*,:

Trumpet in A
* I poor round |

Trumpet In B

Aetami pitch

Trumpet in C
I net
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Trumpet in Db

The low C (marked *). which is written in the F-clef,
is of excellent sonority in the three high keys (F, G*>, G).
It can be used very effectively on many occasions.

Trumpets in high A& are found only in some military
bunds. Their tone is very brilliant, but their range is still

smaller than that of the trumpet in G, since they can-

not go above the fourth C.

| difficult!

Trumpet in D

Asiafti pitch

*t Soon

Trumpet in E6

Actual pitch

Trumpet in high A6

Actual pitch

Adolphe Sax now makes small octave and tenth trum-

pets (in high C and high E&
) of excellent tone. They

should be employed in all orchestras and military bands.

Trills are generally impracticable on the trumpet; in

my opinion, they should not be used in the orchestra.

The following three trills, however, sound quite well:

Trumpet in E

Actulylteb

I
Indifferent I

oand I Idifflenlt All that has been said above concerning the different

keys of the horns and about the method of taking ad-

vantage of them in combination applies equally to the

trumpets. It should be added, however, that there is

rarely an opportunity for using them in different keys.
Most of our orchestras provide the composer with only
two trumpets and two cornets, instead of four trumpets.
It is therefore better to have two trumpets in the same
key since the cornets can complete the harmony; the
latter can play all intervals, and their timbre is not so
dissimilar from that of the trumpets that they could not
blend with them sufficiently in the ensemble.

This chapter is now also obsolete. All the com-
poser needs is orchestral technique and tonal imagi-
nation; the key in which he writes the trumpet is

unimportant. It is best to apply here, too, Wagner's
method of writing in all keys so as to leave the trum-

pet part in C major as much as possible. One can
then leave the choice of the most suitable key to the
individual trumpet player.
To the best of my knowledge, trumpet players now

prefer the following keys: first trumpets high A, B*
C; second trumpets F, D, E&.

Only in minor keys is it necessary to use trumpets in
two different keys, if there are passages containing the
third and fifth steps of the scale. In G# minor, for

instance, if one trumpet is to play G# and B while the
other one plays B and D# a third higher (or a sixth

lower), it is necessary to employ one trumpet in E
(whose and G produce G# and B) and another one
in B (whose C and E produce B and D*). This is what
Meyerbeer did in the great scene of the fourth act of
"Les Huguenots":
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Trumixt !n E

Trarapet !c B

Effect

Contrary to traditional
lisa;?*;, the piano tone of the

trumpets can be employed with chvtsuig eifeet. Glztk
wa-s one of the first tc iive a convincing

1

example of t2ji>

in th*^ lonpr suititavj cute -af the tw? trcxopt-ts. uaftrd

pianfssfnso on the dominant, in tLc Andicte of the ictrc-

ductioa tn "Ipi::gnie er. Tauride/" Beerhcven partfcn-

I]y in the Andante of his A-ma-or Sy&aphony ; and

Weber both usri tlie piano possibilities of the trumpets

very felicit iusly. Examples 113 and 114).

113. IPfflGENIE EN TAURIDE, ACT L

Glaek.

Viola.

Bwi.
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114. SYMPHONY IN A MAJOR, 2nd MOVEMENT

Allegretto.
Beethoven.

Fl.

Ob.

Viol*.

Vlc.n.

Koittrab*
cresc. .

Fl.

Ob.

D.

Pke.

VloU.

V1e.iu!E.B.

dfitun.

ditatn.

* I
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Its range is. approximately the same as tb.it of the

French bora; it has the same natural open tones, one

octavt higher. It is written in the G-cIef.

in
'

high ken \

vvynre

Some performers succeed to a degree in producing
stopped tones on the trumpet by introducing the hand
into the bell, as on the horn. Bat the effect of the?e
tones is so hid and their intonation is so uncertain that
the great majority of composers have wisely abstained
and are continuing to abstain from using 'them. The

high F! i , however, should be excepttd from this

proscription and may be considered an open tone. It is

produced by the lips only; but since it is always a little

too high in pitch, it can be used only as a passing note

between G and E
* and one must re-

frain from employing it as an unprepared note or from

sustaining it. The medium B& , on the other

hand, is always a litfie flat The low C = should
5

be avoided on trumpets in keys lower than F. It sounds

weak and rough and is not suitable for characteristic

effects. It can be easily replaced by a horn tone, which

is better in every respect

The three highest notes , very hazard-

ous on the trumpets in low A. B& and C, are impracti-
cable in higher keys. However, the high C can be pro-
duced with some effort even on trumpets in E& if it is

introduced similarly to the following example:

Such a passage, which most German and English

players would attack without hesitation, would be con-

sidered my risky in France, where one generally his

to overcome great difficulties in employing the brass.

There jure trumpets (made in one piece) in B*, C, D,

*, E, F. G and very rarely in high A*. By means

of the lengthening piece previously mentioned in connec-

tion with the horn, which lowers the pitch of the instru-

ment by a semitone. one obtains trumpets in A, B, D&

(or C*) and G*" (or F*). By using a double lengthen-

ing piece, which lowers the pitch a whole tone, even a

trumpet in low A* can be produced; but this key sounds

wort of all. The trumpet :n D* ha* the most beautiful

tine; it i> vt ry brilliant and of purr intonation. But this

instrument is hardly ever ased because most composers
do not know .if :i* existence.

What has betrn a:d abave of the notes at the two ex-
treme* of its scale shows that the range of the trumpet
is not the same in all keys. Low trumpets, similarly to
all other instruments of this type, must avoid the lowest
note*, and high trumpets cannot reach the highest notes.

The rar^e of the trumpet in the different keys is as
follow*:

Trumpet In low A6

Actual pitch

Trumpet in A

Actual pitch

Trumpet in B

Trumpet IB C
Inot tnuiipotinf )
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Klar.iji A.
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The trumpet can be employed even in pieces of gay
character, provided that thi* mood is characterized in a

spirited or brilliant manner.

In spite of its proud and distinguished timbre, the

trumjx-t lias been degraded as few other instruments. Up
to the time of Beethoven and Weber, all composers
not even excepting Mozart limited its use to the low

sphere of mere iil!ing-5n voices or to a few commonplace
rhythmic formulas, as vapid as they are ridiculous, and

usually contrary to the character of the piece in which

they occur. This trivial practice has at last been aban-

doned. Ail composers possessing style strive to give to

their melodic passages, accompaniments and figurations
all the latitude, variety and independence which nature

has accorded to the trumpet. It took almost a century to

attain this !

Verdi used the trumpet >s well as the trombone)
in his Xater works (/'Falstaff". "Otello") very indi-

vidually* but without real feeling for its soul and
true character. This application of the heavy brass,

resulting from the use of the key trombones with

their vulgar tone* is not to be recommended, although
it belongs to the peculiarities of the -old master.

In view of the incisive effect which the trumpet
always has it is not necessary to quote the innumer-
able examples from Richard Wagner's works: Sieg-
mund's sword motif, Bruennhilde's fighting call at

the beginning of the second act of "Walkuere", the

trumpet octaves, as painful as sword thrusts, at the
end of the second act of "Tristan" all these are

unforgettable to anyone who has ever heard them.
The valve trumpet9 (with pistons or cylinders) have

the advantage of being able to produce all the intervals

of the chromatic scale, similarly to the valve horns.

They have lost nothing of the peculiar timbre of the

ordinary trumpet through the addition of this mech-
anism; and their intonation is satisfactory. Trumpets
with cylinders are best of all; they will soon come into

general use.

Key trmmpett (still in use in some Italian orchestras)
cannot match them in this respect.
The general range of the valve trumpet (with pistons

or cylinders) Is as follows:

Mediocre, and puubto
only in the higher keys

The high cylinder trumpets, such as those in F and G,

can descend chromatically as far as F* -^ r

; but

these extremely low notes are of rather poor quality.
Major and minor trills practicable on the cylinder

trumpet are the same as those on the cornet with three

pistons. (See the table of trills on this instrument, p.2flty
Slide trumpet* (so called on account of the attached

slide, which is moved by the right hand, similarly to
that of the trombone) produce the purest intervals be-
cause of this mechanism. Their tone is exactly the same
as that of the ordinary trumpets; their range is as fol-
lows:

Impracticable in
the key* off C,B

. and lower

Impracticable in
thekeyofC.B

and lower

Muted trumpets frequently produce enchanting
effects. In forte they are suitable for caricature and
for the presentation of fantastic apparitions. The
piano of muted trumpets has a magical, silvery sound

(Example 116).
The muted trumpet is much easier to play than the

muted horn. The latter still offers difficulties in re-

gard to purity of intonation, which can be overcome

only by diligent practice.
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Modere okais toajoors tres rythme

Debussy

Modei< mais toajours tres

piece repbuses two excerpts fran "FeaenuM*" qnotod by StnuM.
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THE CORNET

(Cornel with three pistons or with cylinders)

Its range is approximately two octaves and two or three

tones. The valre mechanism with which it is furnished

enables it to play all chromatic steps down to the low

JM
'

; however, this tone and the two or three

preceding ones (A, A&, and G) are practicable only on

high cornets. On these high cornets it is even possible

to produce the low C ^ , the first natural tone

i
of the cornet (as will be presently seen) ; but its pro-
duction is very risky ; moreover, its sound is poor and of

very questionable usefulness.

There are cornets in C, B&, A, A*, G, F, E, E& and D.

By means of the lengthening pieces mentioned above in

the chapters on the horn and the trumpet, the pitch of

the instrument is lowered a semitone, and the keys of B,

F# and even D& can thus be obtained. But the facility

of modulating as a result of the valves makes these

changes of key almost useless. Besides, the low keys
such as G, F, E and D are generally of poor tone

quality and lack purity of intonation. The cornets in A&,
A and B& are the best; I think they should be used al-

most exclusively. The highest cornet the one in C
is rather difficult to play.

The following table shows the range which may be

assigned to the various cornets. Some performers can

produce a few additional tones above and below this

range; but these are very risky, and we are disregarding
them. The cornet is written in the G-clef. The following
are the natural tones of its tube, which is shorter than
that of the trumpet:

Range of the Cornet In different keys:

Cornet in C

Actual pitch

IwdqonlityJ

Cornet ID B5

Actual pitch

Cornet in A

Aetna] pitch

Comet in At

Actual pitch

IncI, the chro- [ diff. ]

till worse i a*tfe Intervals

Cornet In G

Actual pitch

Cornet in F

Actual pitch

Cornet in E

Actual pitch

Cornet in Eft

Actual pitch

Cornet in D

Actual pitch

Ihel. the chxom. intervals I diff. -I
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The highest cotes of these examples, all of which

sound the same G ^ , are less risky and of better

quality in the higher keys. Thus, the high Bfc of the cor-

net in A fc , the high A of the cornet in B*>
;

and the high G of the cornet in C ft are incom-

parably better and easier than the high F of the cornet

in D ft or the high E of the cornet in

Cornet
in C

*4thoet.pz*etie*A!e
only ia th* lower kejc

tte

One sees and it is important to remember this that

the part of the range of a brass instrument on which

only the following three natural tones can be produced
; without valves)

All these notes sound the same G . Moreover,

this observation applies to all brass instruments.
Most major and minor trills are practicable and of

good effect on high cornets for instance those in A,
B* and D but only on the following part of the scale:

nan

fVr'S r isP

1 bad I
|
doubtful} [ doubtful I 1 donbtfal

is always its second octave. Le. proceeding from low to

high.
The cornets have their best tones mainly in the second

octave. Considering the cornets in A, B& and C as high
trumpets (an octave higher than the trumpets in A, B*
and C), one could have written them accordingly. This
has been purposely avoided, and cornets are written ac-

cording to their place on the general musical scale, their

lowest tone an octave above that of the trumpet. The best
tones of the cornets are in or near their second octave:

Cornet In C 9
* ? *=; =; zw * *

T,* Sadoct.
"" ""*

'

The following list shows the relation between tlitr

horns, trumpets and cornets in their various keys. The
first low tone of the cornet in C is, as stated above, the

higher octave of that of the trumpet in C; just as the
first low tone of the trumpet in C i* in turn the higher
octave of that of the horn in C. The natural tones of

the horns (those which result from the resonance of the

tube) are thus reproduced by the trumpet in the same
order, but in the higher octave. Tho*c of the trumpet
would be reproduced in the same fashion by the comet
if the lips of the player were strong enough to produce
the highest tones, which, however, is not the case.

tc.

For tfe* lore, aot* la tfct

G-ctef an written on octav*
hfclwr tbu tfeir m*4.

*te.

If the cornrts were written like the trumpets, these notes
would always be below the stave and would necessitate
the constant use of ledger lines:

Cornet In C
written Ilk* a
trumpet ia hijfa C

tc.

This inconvenient method of notation has neverthe-

less been prtr&trved in Prussian military music; one

should be aware of this*

In the following table the key of C has been taken as

the point of departure for the various kinds of boms,

trumpets and cornets. As for the cornets, the lower their

key, the longer becomes their scale; this is why the list-

ing of cornets start* with the highest keys* On the other

hand, the scale of trumpets and horns becomes shorter

as they rise in key (with the exception of the three keys
below C low B, B* and A).

Thk tone exists; it Is really the first low taw on the hen;
but Hs sound is so poor and tadfstincfc in tow tejs that I have

omitted ft front the scale of the horn in low C mad B6.
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COMPARISON OF THE DIFFERENT KEYS

OF THE
CORNET

OF THE
TRUMPET

OF THE
HORN

3.B6

4. A
5.A

6.G

T.Gfr

S.P

9.E

10. E6

11. D

IT

!

F

Eft

1 D*

C (typical key' g
B T
B6

j

A *very rare) t

jhighC

highB

high B6

highA
A6

G
G6

F
E
E6

D
D6

C (typical key)

B
IB6
j

A (very *) t

This will clarify the relations between horns, trump-
ets and cornets and their respective positions in the scale

of tones.

I should like to add that tbe best tones of the valve

trumpets ("with pistons or cylinders) are near their third

octave, which it identical with the second octave of the

cornet*. Therefore* passages for the cornets in A, B and
C, written within the following range:

can also be executed on trumpets in A, B and C, without

any change. This makes it possible to replace them with

trumpets without any disadvantage in orchestras lack-

ing cornets (as the German ones).

The cornets in A, B* and C have a smaller range than
the trumpets in A, B& and C ; they can scarcely gt> above

the sounding A

Comet in

: Cornet in A

Cornet in C

On the other hand, the trumpets not only have several

additional tones at the low end of their range even

though they may be poor bat they also produce mow

in the keyseasily than the cornets & same A

of DandF:

Trumpet in D
ffi

. Trumpet in F

Some players with a particularly strong embouchure

can even produce the E
gE

on the trumpet in G,

whose sound is B ; and the G

trumpet in F. whose sound is C

on tbe

; but only in

passing, and only if they are skillfully prepared. In any
case, performers capable of reaching these extreme notes

are rare; in composing it is better not to write them.

Trumpets,, having a narrow tube., a small mouthpiece
and a not very wide bell, play high tones with greater

facility. The cornets, on the contrary, have a rather wide

and almost conical tube, their bell and mouthpiece are

somewhat larger, which makes their low notes easier

than the high ones and gives their tone the peculiar

quality distinguishing it from that of the trumpets.
Before proceeding to examine the timbre of the cor-

net, it may be useful to repeat here what has been said in

connection with the valve horn about the function of the

three cylinder or piston valves attached to brass instru-

ments in general.

These three valves give to these instruments the chro-

matic* scale (from the second octave upward), filling al

the gaps between their natural tones; furthermore, they
add six chromatic notes below the two lowest sounds:

Cornet
2nd low tone

1st low tone

Trumpet
2nd low tone

1st low tone

But this first low C is already so indistinct and so

difficult to sustain that the lower notes added by the
valves become, as may be imagined, completely impracti-
cable. The situation is similar with the horns.

Although the cornet can execute all steps of the chro-

matic scale, the choice of key is not unimportant. It is

always better to select that key which permits the use of
the greatest number of natural tones (it is hardly neces-

sary to repeat that 'natural tones are those produced
without valves by the resonance of the tube alone), such
as

(according to French notation)
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and which requires but few flats cr sharps in the sig-
nature. For instance, if the orchestra plays in E. the c-:.r-

net in A should be used, which would then play in G
(the cornet in being one of the least satisfactory
ones'1

:

Orchestra

Cornet in A

With an orchestra playing in D, it would also be bn-
ter to use the same cornet, thi* time playing in F:

If the orchestra plays in E*, the cornet in B& is used

which plays in F with ant fiat Jn Its sisn&tzre; and
simi!:r> is. other oa<t>.

I refer tht r*-aitr .'i^iis to the explanation^ re-

t!.* various k*y* of horns and trumpet*. The

progress in arches tril technique -though

iinforiuaiiely r.ot in tit* art of phrasing^ since Brr-

licz' time should always be kept in mind.

In France the cornet is very much in fabhios at

present, especially in certain aoaiic.il circles where
elevation and purity of style are not considered esj&en-

tfol qualities. It has become the indispensable solo in*

struxent in quadrilles, galops, variations and other sec-

ond-rite compositions. The prevailing custom in dance
orchestras of assigning melodies more or less devoid of

originality and distinction to the comet, as well as the

essential character of its tone which has neither the

nobility of the horn nor the dignity of the trumpet
make the introduction of the cornet into the higher melc-

dic style very difficult. Nevertheless, it might be used
here with advantage: but only in rare instances, and pro-
vided that it is given only slow and dignified passages.
Thus, the cornet is very suitable for the ritornelle of
the trio in "Robert le Diable" "O mon fils" (Example
117).

117. ROBERT IE DIABLE, ACT V

Klar.inA*

ttef H.

Horn imD.

iaC.

Coneteapiflfctt*

iaA.

Pfa.btB.H.

(Vlftm.K.B.)

Andante cantabile. Heyarbftftc

nt

& turn staccato mgjgffê gf

m

^

T 7

* EJ-ITTT

T "f.r p T i

J1 T * I if

* C-Tff "
^m

m
m m

J f f i m
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I must admit that I have a violent aversion against
the manner of using the trumpet as melody-carrying
instrument (that is, the trumpet alone with just a

simple accompaniment). The kind of polyphonic
style which Bach developed to its highest point and
which was to find a wonderful rebirth in Beethoven's
last quartets and later in 'Tristan*' and "Meister-

singer* this style was completely alien to Berlii

Hence, the finer combinations of the trumpet tc

with wood-winds and horns were really created 01

by Richard Wagner's tonal imagination.
Example 118 ("Walkuere", first act) gives a w<

derful illustration of this kind of tone combination.
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118. WALKUERE, ACT I

Breit. Wagner.

* Fl.

Gay melodies played on this instrument will always

ran the risk of losing some of their nobility, if they

possess any. If they lack K, their triviality is greatly

increased. A commonplace phrase which might appear

tolerable when played by the violins or wood-winds

would become trite and vulgar if rendered by the War-

ing, obtrusive and coarse tone of the cornet. This danger

b obviated if the passage is played by one or several

trombones at the same time; their powerful voice would

cover and ennoble that of the cornet. Employed in har-

monies, the cornet blends very well with the mass of

brass instruments. It serves to complete the chords of

the trumpets, and it can contribute to the orchestra those

diatonic or chromatic groups of notes which, because of

their rapidity, suit neither the trombone nor the horns.

Cornets are generally written in two voices, and fre-

quently in different keys.
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THE TROMBONES
There art four kinds of trombones, each of which

bears the name of the human voice which it resembles

most in character and range. The soprano trombone, the

smallest and highest of them, exists in Germany; it is

unknown in France. It has hardly ever been used in the

works of the great masters. This is no reason why it

should not be employed sooner or later, especially since

it is by no means certain as yet whether it can be success-

fully replaced by the valve trumpets even by those

highest in range. Only Gluck has used the soprano trom-

bone under the name of cornetto in the Italian score of

"Orfeo". Here if serves to double the soprano voices of

the chorus, while the other three trombones (alto, tenor

and bass) double the other voices.

These three last-named trombones are the only ones

in general use. It must be mentioned, however, that the

alto trombone is not found in all French orchestras and
that the bass trombone is almost unknown there. The
latter is almost always confused with the third tenor

trombone, which executes the lowest voice and is there-

fore quite incorrectly called the bass trombone, although

differing from it essentialy.

Trombones are instruments with slides; their double

tube can be lengthened or shortened instantly by a

simple movement of the player's arm. It is obvious that

these changes in the length of the tube must completely

change the key of the instrument. Thus the trombones,

possessing all the notes which result from the natural

resonance of the tube in all positions, like the other brass

instruments, attain a complete chromatic scale with just
one gap at the bottom of the scale, as we shall presently
see.

THE ALTO TROMBONE
It has a range of more than two and a half octaves. It

is written in the C-clef on the third line (alto-clef) :

InelmHns the chromatic interval*

Its timbre is somewhat shrill in comparison with that

of the lower trombones, and its low tones are rather

poor. It is generally advisable not to use them, particu-

larly since their qualify is excellent on the tenor trom-

bone; the latter is almost always to be found in orches-

tras together with the alto trombone. However, the high
tones such as B, C, D. E. F may be very useful. For
their sake it is regrettable that the alto trombone is at

present banished from almost all French orchestras.

When its slide is closed, the lips alone produce the fol-

lowing tones, in the same order as the natural tones of

the horns, trumpets, cornets and all other brass instru-

ments in E&:

Hence the name Small Trombone or Alto Trombone in

E&, given to it by players. The latter name would be
useless in scores, since the instrument emits the tones
as they are written and does, therefore, not belong to

the transposing instruments. As we have explained
above, only transposing instruments require such indica-
tions of key.

THE TENOR TROMBONE
This is undoubtedly the best of all the trombones. Its

strong and full tone remains of good quality over the

whole extent of its scale. It can execute passages of a

rapidity unobtainable on the bass trombone. It is usual-

ly written in the tenor-clef (the C-clef on the fourth

line). But since in many orchestras the three trombone

parts, although differently named, are played on three

tenor trombones, it follows that the first tenor trombone
is written in the alto-clef, the second in the tenor-clef,

and the third in the F-clef. With its slide closed, it pro-
daces the following tones, which are the natural tones

of all brass tabes in B&, t.e, of those tubes which produce
B& as their first low tone, if the entire mass of air in

them is put into vibration.

in BMt is aFor this reason it has been called ti

fourth below the alto trombone and has the following
range:

Xaeludl&ffaH cktomatlc Intervale

One perceives that the low

ray difiealt

is missing on

the tenor trombone. This causes innumerable errors even
in the most learned scores. Thus, one of our contempor-
ary composers, whose skill in the art of instrumentation
is outstanding and nncontested, starts one of his operas
with several low E&s of the third tenor trombone. Actu-

ally the ophicleide plays them, while the trombone only
doubles them hi the higher octave. The composer has

perhaps never noticed that the low E* is not played by
the instrument for which it was written,
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THE BASS TROMBONE
The only cause of its infrequent use is tlit areat fati-

gue experienced even by the most robust pliyers. It 5s

the largest and consequently the lowest nf ill tramhon*. *.

When it i* employed, there sliould b*.- ,idequite phases to

give the pl-iyers sufficient rest. Alto^rthvr spjirir.yr ar*d

well-founded use should be madr of this instrument.

With its >Side clewed, it -ound< the f-2Iuw:njr tunes:

whence it is a^so called the Lnrge Trombone or Bass
Trombone in E''. It is *n oct-ive lower than the alto

trombone and a fifth lower than the ten^r trombone. It is

written in the F-cIef ; its range is as follows:

Including an chromatic Snterrmfc
L _ ^

r

The tone of the bass trombone is majestic, awe-inspir-
ing and formidable. The bass trombone deservedly takes
the lowest voice in the brass family. Unfortunately, it

is entirely lacking in Paris : it is not taught at the Con-
servatoire, and thus far no trombone player has been

willing to study it. Consequently, most of the modern
German works and even the old French and Italian
works scored for orchestras with bass trombones are

more or less distorted when performed in Paris. For

instance, in Weber's "Freischuetz" the low D ^
'\

occurs several times in the accompaniment of the hunt-

ers' chorus, and the low is found when the

hermit enters. These notes have to bt* transposed an
octave higher, because the three trombone players of
the Opera orchestra use tenor trombones exclusively, on
which these low tones cannot be played. The situation is

the same with the sustained low C *h -r in the chorus

in Glucfc's "Alce*te" "Pleure. o patrie". Here tht
effect of the low C is extremely important and its trans-

position is, therefore, all the more deplorable. The bass
trombone is not so well suited to rapid movements as
the other instruments of this family. Because of the

length and width of its tube, it needs more time for

vibrating; besides* the slide of this trombone is operated
by means of a special handle (because the length of the
arm is not sufficient for certain positions). Thus it is

easily understandable why the bass trombone does not

possess greater agility. It is. therefore, simply impos-
sible for the German performers using the bass trombone
to execute many passages in modern French scores,

which French players can execute on the tenor trombone
after a fashion. The imperfection in the performance of
these passages in spite of the talent of some of our
artists proves moreover that they are too fast even for

the tenor trombone, and that trombones are altogether
nnsuited for passages of this kind. At any rate, this

shows that the performers as long as the composers
do not impose too great difficulties upon them should

always use the instrument* indicated by them, and no
others. Unfortunately, many composers obstinately in-

on indicating in thvir #rjre* alto irMrtoz;* s, tenor

sad has** trombone* insttad of ten-jr tr^m-
hoEt^ I. II. Ill, although they know quite well that most
of our orchestras hive only tenor trombone?*. Cunse-

qurntly. in order to perform these works elsewhere ex-

actly is in Park, it would be necrs<ary to disregard the

comj^er'.i iizdivrtinnt mid to use the same instruments
is in Paris. But can such interpretation of the compos-
er's intention* be permitted at ill? \Vouid this not open
thr dour to all sorts of distortion and abuse? Is it not

more j'jst to jet those composers who are &o negligent in

marking their works suffer a little, rather than let others

who write their* carefully and with an exact knowledge
of instrumental resources ran the risk of seeing their

score* disfigured?
All trjinbones have the *ame range, starting from

their different lowest tones. This range, as we have seen,

is two octaves and a sixth. But that is not all. Besides
this extensive scale they posse** at the extreme low end
and starting from the first natural tone downward four

additional tones, tremendous and magnificent on the ten-

or trombone, indifferent on the altn trombone, and ter-

rible on the bass trombone if they can be produced at

nil. They are called pfdal tr>nfs. doubtless because of

the similarity of their sound with the lowest tones of

the organ, which have the same name. It is rather diffi-

cult tx> use them well and they are even unknown tn

many trombone players. These tones are:

en the alto trombone

on the tenor trombone

JJF I

f
-"'"V ...i

and on the bass trombones they would be
**"jj^

*
if all players had the power to produce them. Even if
the bass trombone had only the first of these pedal
tones, E\ this one tone could be of great value for cer-
tain effects which are unattainable without it. since no
other instrument of the orchestra, with the exception of
the tuba and the double-bassoon, reaches this extraordi-
nary depth. These tones are separated from the others
on all trombones by a gap of an augmented fourth be-
tween the fir*t natural note and the lowest note pro-
duced by means of the slide; e.g. on the trombone in B*>:

On account of thia gap it is sometimes indispensable
to designate the keys of the trombones to be employed.
For this gap changes its place on the scale according to
the length of the tube and the key of the instrument, so
that one or more or even all pedal tones available on a
trombone in oat key may be wanting on one in another

key. For instance, if a composer fails to indicate that he

requires a trombone in
'

B* when writing these pedal

tones , the orchestra which is to play
"^^" W^* "^f

bis work may have a real bass trombone in E*, which
lacks the low A* and G; or a bass trombone in F, which
lacks the four notes B*, A, A*, G (these two trombones
are very popular in Germany) ; or, finally, a bass trom-
bone in G (frequently found in England), which also
lacks B*, A, A*, This will become clearer by the follow-

ing list:

BSI
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Pedal tones of the tenor
trombone In B6:

Pedal tones of the bass

trombone in F
(it has none of those of the trom-

bone in B6):

Pedal tones of the bass
trombone in G

(only one of these exists on the

trombone in Bb) :

Pedal tones of the bass

trombone hi 6

(it lacks the A6 and G of the

trombone in Bo):

Generol range oi the three trombones

Alto trombone

Tenor trombone

Bass trombone

aZmcwt impneticsbfe difficult

If the pedal tones of the alto trombone were not of

such poor quality, they might be used in the orchestras

that have no bass trombone to fill the gap between the

of the tenor trombone and its first pedal tone,

Unfortunately, they are so thin and doll

that they can by no means replace the beautiful low

tones of the tenor trombone. Only the bass trombbne

with the powerful tones of the extreme low range of its

scale can supply this need.

The ingenious manufacturer Sax, of Paris, has for-

tunately surmounted this difficulty by means of a single

valve attached to the body of the tenor trombone. This

valve is controlled by the player's left-hand thumb while

his right hand remains completely free to move the slide.

By filling the gap, the valve gives the tenor trombone

in B& the following tremendous range:

laehtdjbuetbt

with tht thamb-TfclTtjl

J (It is now generally used by the third trombone.)
All orchestras should have at least one of these fine

instruments I

The vibrations of the pedal tones are slow and demand
much breath To make them come out well, one must

give them sufficiently long duration* They shoold follow

one another slowly and be interspersed with rests to

give the player time for breathing. Care should also be

taken to keep the part in which they occur generally
rather low so as to allow the lips of the trombone play-
er to become gradually accustomed to the production of

these very low tones. The best manner of writing pedal
tones for the tenor trombone, for instance, is to ap-

proach the first pedal tone by a downward

leap of a fifth or octave from the F or B& above and,

after a rest for breathing, to proceed chromatically
downward to A and G# (the G is more difficult, very

rough and rather risky). The composer of a Requiem
(BERLIOZ) has recently introduced these three tones in

this fashion. Although at the first rehearsal of this work
five or six of the eight trombone players exclaimed with

indignation that this was impossible, nevertheless the

eight B&s, the eight As and the eight G#s came out

quite full and pure played by artists who did not be-

lieve in the existence of these tones because they had
never tried to produce them. The sound of the three pedal
tones appeared even more beautiful than that of the

higher and more frequently used tones F# and ]

This effect is used in the work just mentioned below
a three-part harmony of flutes, without any voices or

other instruments. The sound of the flutes", separated
from that of the trombones by an immense interval,

seems to be the realization of the extremely high reso-

nance of the pedal tones, whose slow movement and

profound voice enhance the solemn impression of the

Hostias during the rests interrupting the choir. (Ex-
ample 110.)
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119. REQUIEM, HOSTIAS

801

Andante non troppo.
,
Lento,

9 PlSten.

Berlioz.

" " '
i r P F

M ' '

n-ATT Quarto* io-dl - me - mo - ri - raa fa

Pos.

Viol.

VkO*.

^ =3

S*

ei -

HHH
^1H I

-
I I

ei -^ i* i ^
Vlo. ^
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I have used the pedal tones of the tenor trombone in

jet another place, but for an entirely different purpose
The intention was to produce low harmonies of extreme

roughness and of unusual timbre. I believe I have at-

tained this by means of the fifth on two tenor trombones

^ and furthermore through a diminished sev-
wr

enth between the G?' of an ophicleide and the pedal-A of

a tenor trombone:

Ophicleide In C

2 Tenor trombones
unisono

the tones of its highest octave. I believe that one should

not write it for the bass trombone, where it is too diffi-

cult. In the hands of skilled players the tenor and alto

trombones can execute the -foliowing trills:

Including the chromatic intervals

Alto trombone

Tenor trombone

Including the chromatic interval*

H
A special difficulty, sometimes even impossibility, un-

known to most composers despite its importance, exists

for the trombones if they are to play the following
tones in rapid succession:

Alto trombone

Tenor trombone

Bass trombone

The transition from one ot these notes to the other

requires an enormous change in the position of the trom-
bone slide and consequently a considerable stretch of
the performer's arm; this is why it can be executed only
in very moderate tempo. A famous master wrote the

rapid succession of B, A*, B, several times repeated. The
trombone players of the Theatre Jtalien carried this out
like the players of the Russian horns each playing a
single note: one took the B, the other one A**/to the

freat amusement of their colleagues; they laughed par-
ticularly at the efforts of the second trombone player
to edge in his A* on the weak beat For the same reason
it is also rather difficult to play the following passage

rapidly on the tenor trombone:

It is better to write this reversed, because the figure

requires no change in the position of the

slide.

The trill is practicable on the trombone but only on

One sees that all these are major trills; minor trills

are impossible.
In my opinion the trombone is the true head of that

family of wind instruments which I have named the epic
one. It possesses nobility and grandeur to the highest

degree; it has all the serious and powerful tones of sub-

lime musical poetry, from religious, calm and imposing
accents to savage, orgiastic outbursts. Directed by the

will of a master, the trombones can chant like a choir of

priests, threaten, utter gloomy sighs, a mournful lament

or a bright hymn of glory, they can break forth into

awe-inspiring cries and awaken the dead or doom the

living with their fearful voices.

Nevertheless, ways were found some thirty years ago
to degrade this instrument by limiting its use to the

worthless and ridiculous doubling of the double-bass

part. Fortunately, this method has now been almost

completely abandoned; but in many otherwise beautiful

scores one can still find the basses almost continuously
doubled in unison by a single trombone. I know nothing
less harmonious or more vulgar than this manner of

instrumentation. The tone of the trombone is so cliarac-

teristic that it should never be used except for special
effects. It cannot be its function merely to reinforce

the double-basses, with whose timbre, moreover, it has no

sympathy whatever
whereas the softer bass tuba or, still better, the

low horns are excellently suited to support the basso

cantante.

Besides, it must be admitted that one single trombone

always seems more or less out of place in the orchestra.

This instrument needs harmony or at least unison with

other members of its family to display its true qualities.
Some very interesting examples which contradict

this statement are to be found in the third act of Wag-
ner's "Meistersinger'*, where the two first trombones

together and the third trombone alone play two
themes with sharply contrasting rhythms; this is ex-

tremely effective. The passages in question may serve

here as examples of the polyphonic treatment of the

brass. (Examples 120 and 121.)
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120. ACT m

Etwas fcreit.
Wagner.

t PI.
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12L MEISTERSINGER, ACT ffl

t PI.

* Ob.

2 Ear. in B.

4 Hrar. in R

Trp. in F.

i.n.

BaBtnba.

Pke.

(gut gehalt**)

u u u.

Viol.

alien. Sachs g3ifc anf Pogner nu)

Vic

KB.

BS1
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Beethoven sometimes employed the trombones in pairs,

like the trumpets; but the accepted custom of writing
them in three parts appears preferable to zne.

It is difficult to determine with precision the degree
of speed obtainable on the trombone in certain passages.

Nevertheless, the following may be stated: in 4--* time

of an Allegro moderate, a passage in simple eighths .i.e.

eight notes to a bar* is practicable on the briss trial-

bone:

The tenor and alto trombones, being a little more

agile, can execute passages in triplet eighths twelve

to a bar) without too much trouble:

But these are the natural limits of their agility; to go

beyond them means to venture into unsafe regions, to

cause confusion if not to attempt the impossible.

The character of the timbre of the trombones varies

with the degree of ioudness. In fortissimo is is menac-

ing and terrifying, especially 5f the three trombones are

in unison, or if at least two are in unison and the third

takes the octave of the same tone. Such K the thunder-

ous D-ininor scale which forms the bisk of the chorus

of Furies in the second ,-ict of Gluck's "Iphigenie rn

Tiuride". Example 132.; Such also but still more
sublime? is the iaimense outcry of the three trombones

in unison answering, like the angry voices of the gods of

the underworld, Alcestc's cries. "Ombre! larve! com-

pagne di naorte!", ir. thai w.mdrrfu] ari-: whose original
miir. idea deck allowed to be perverted by the French

trjntiatjr. but whk'h Jus nevertheless remained in every-

body's memory with its unfortunate first verse. "Divi-

nites da Styx.' ministres de la m^rt!" There is another

remarkable passage in this piece toward the end of it-

first section where the trombones, divided into three

parts, answer the phrase of the ariA.
b

'Je n'invoqueni

point votre pitie onitrUe", imitating its rhythm: by the

very effect of this division the sound of the trombones

immediately issumes something at once ironic, rough,

frightful and jocose, which differs markedly from tin

sublime rage of the preceding unisons, i Example 1 23. <

122. IPfflGENIE EN AULTOE, ACT H

Gludc.

Obonm.
Animate.

u
A*/***-***

. event et U
t* Jfrtr ,/rra

. r**,

. t**, **

et la

ton, J* - afnrt <tor
U * - U .

gtrnft idt fm~l*r* Tm ,
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Ob.u.

Klar. in C.

Fag.

Pos.

Vicl.

II. f

Viola.

I

' ' '

. ct !es D:eux en ccur-roux!
,<u-*i etcr G3-te.- Zcrv. aqf, und rSckt der Get - ter Zern!

In - vcn - tons des tour-mans, in - ven-

Chor.
tire ct Ics Dicu.x, rt les Dicux en coor.ronx!
Tff - *f *rf raVA.^, avf, uwd rackt dcrffot-ter Zorn! Sckaf-fct Jfar- tern **d Qttal, schafftt

la ca . tcrc et les Dieux en cow. roux!

Strtifi d*s Frrrters Fa - ttx ttnd rackt der Got . t*r or*!
In - ven - tons des tour- mens, in - 1

grons et la. na - tare et les Dieax en eoar. ronx!
der GZt-tcr Zcrtt, awf, **d rackt der ffft - tcr Zorn! Sckafjet Jfar . fom stntf

Bassi.
i r rr

Ob.u.
Klar. in

Viol.

VSoli

Jfmr ~ tern and Qnml dem d*r nt . . r Mut .Chor.

Bassi.

BSi



123. ALCESTE, ACT I

07

Andante. Gluck.

Oboen u.

Klar. in C.

Hrnr. in B.

Pos

Di.ri.ni-tM in Stjx

Viol.

Viola.

Ale.

Bassi.
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Ob.u.

Klar. in C.

Hrnr. in B.

Pos.

Adagio. Tempo primo.

Viol.

II.

Viola.

Ale.

B&ssi.

mi - ni - sires de la mort! Je riin . vo-qu&jrai point
Or . * ^?iff . nerschdr! ffimmerruftteuchan,

Viol-

Viola.

Ale.

B&ssi.

'

I
l

To-tre pi -tie era. el -
le,

daft ev-erGr*mv0r- xei - k*, an,

1

r i

i
i i
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Ob.n.
Klar. in C.

Hrnr. in B.

Pos,

Vtol.

Viola.

Alo.

Baflsi.

-quera; point yo-tre pi. tie cru-el

Ob.u.

Elsr. in C.

Hrnr. in B.

Ale.

Basel.

BSt
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Ob.u.

Klar. in C.

Hrnr. in B.

Viol.

II.

Viola.

Ale. m ^ '̂T p(Tl|Tr^^
le-ve nn tendre e - poux a son fn-ne - ste sort, maisje -roas abandonne nne e - pouse, maisje
rauffew.diden.G - mahl, dereu^er 0-ffer mar, dockfur tiai1netetsv*ei-ne ffottin, bietet

r r r r irrrn J J
',( r if r rf ' r

Ob. a.

Klar. in C

Pos.

Animate.

I.

Vsol.

n.i

Viola.

Ale.

Bassi.

was
-bn^nne nm e . poo

su* m-** fMttm, t-*r <?a
se fi . da - le.

tin voU Trv*.
Di.Ti-ai-tw da Styx,
OirGStter evf-gerMutt,



Ob.u.

Klar. in C.

Hrnr. in B.

P09.

VioL

Viola-

Ale.

Bnssi.

Ob.u.
Klar. in C.

Hnu!in &

Lento. ^ Tempo primo.

di-vi-ci-tes dn Styx,
ihrGatterew'ger JfaM}

mi - si . strc-5 de la mbrt! Mca-rirpoorce
. nersckar! D

Bos.

r r r T r r

ef - forty -n* Ter-t* d i*.ta

Viol.
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Elar. in C.

Ernr. in. B.

Pos.

Viol.

Viola.

Bassi.

Ob.n.

Elar. in C.

Hrnr. in B.

rel-le, si na-tu -rel-le, mon coedr est a . ni - me
vndoh-ne Reu - el Dies Hers durchlodert Jfut,

dn plus no - ble,plos no-ble trans-
den die Lie-be, die Lie-be #e-

Pos-

Viol*

Viola.

Ale.

Basai.
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Ob.n*

Klar. in C.

Hrnr. in B.

Pos.

9101.

Viola.

Ale.

Bassi.

Ob.u.

Klar. in C.

Hrnr. in B.
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In three-part harmony and particularly in their medi-
um range, the trombones have in forte an expression of
heroic splendor, full of majesty and pride, which could
be weakened and destroyed only by the prose of a vulgar
melody. In such cases they assume the expression of the

trumpets but with far more nobility. They no longer
threaten they admonish; instead of roaring thev sing.

Wagner lets them accompany Wotan as an almost

continuous symbol of proud power. Compare also:

"Tannhaeuser,"- third act, (Wolfram), as a symbol of

solemn resignation (Example 124); "Tristan", first

act, death potion (Example 125); Isolde's threat to

Kurwenal (Example 126); "Tristan", third act

("goettlich ewiges Urvergessen" divine, unending
all-oblivion) (Example 127).

124. TANNHAEUSER, ACT HI

Moderate
Wagner.

Wolfr.

der 8*0 . fe, die MA je.roi Efttaw.

Viol. 4

Wblfr.



125. TRISTAN, ACT I

815

a tempo (MSBig.) Wagner.

Ob.

Z Klar.lnB.

Bngl.H.

Hrnr,

Baflklar.

Bafitnba.

Vlolen.

Isolde.

(ste xleM etc FUscfaduen fcervor)

Den hehr - sten Trik ick

Vic.

K,B.

Ihfl hitrf_
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Ob.

*Klar.inB

EngLH.

Hrnr.inR

BfikLi&R

F*gv

Pos.

Bfitaba.

crese. poco a poco

cresc. poco a poeo

I

cresc. poco a poco

(aie ergreift ein

Dn irrfft, idtkenrf ikn bcssen einst.lres2fekhftn9cimitfcSdifl

K.B.
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Schneli.
31*3.

SKlar.inR

Engl.H.

Ernr. in F.

Bfikl.in B.

Pag:

PCS-

BStuba.

Pke.

Viol.

Violen,

Isolde.

Braag*.

Vic.

X.B.

BS1
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126. TRISTAN, ACT I

Waaner.

Klar.in B.

Bng-LHm.

Hrmr.inK.

Tromp.ni
ihC.

Bte mrst bd dcr Mttkbuff in Sdmer"
nrnd nit TOrie.)

m.K.B.

B61
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Knyl.H

BSl
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Ob.

Engl.BL

(KnrwBnal macfat eine trotiiee Gebarde.)

Isolde

Vic.

K.B.

127. TRISTAN, ACT ffl

Werner.

P^r r ' i' *vu ' f l>J)l

Icb ir, wo let von je ge - TO -
sen, wo - bin anf je ich

BSl



Nnr ein Wis-ien dort HUBgetf: InT wei - ten Reich der Wei- - ten- nadt.

Sehr langsam.

Vlc-

K.B.

BSl
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As ,1 roajrrririevr.i cvnins* to thesr examples I

should like to mention the rinsing laughter after

's words "Rut'*tig gezecht bis der Rausch euch

zaehmt. Allen den Goettem zu Ehren, dass gute Ehe

sie geben." (Example 128.)

Sehr lebhaft.
I28' GOETTERDAEMMERUNG. ACT H Wagner,

3 Ob.

K.B.

BSt
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Ob.

Vic-

K.B.

BS1



In the entire "Ring" Wagner generally wrote for

four trombones, adding a doublt-bass trombone in

order to separate the sound of the bass tuba com-

pletely from the trombones and to combine it with

the kindred timbre of tubas and horns.

When using three trombones,, one must remember that

the tone of the bass trombone is always more or less

prominent, especially if the first one is an alto trombone.

(Example 129.)

129. SINFONffi FUNEBRE ET TBIOMPHAIE, APOTHEOSE

JUleero non troppo e pomposo.
Berlioz.

Kl.Fi.inDes.

Terxfloten
tnEs.
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n.FUnDos.
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Pfau
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In a mezzoforte in the medium range, unisono or in of this relirfoa* ana solemn tone in the priests' choruses

harmony, the trombone assumes a religious character if in "Dse Zauberfiorte" , Exbaplr 130 .

the tempo is slow. Mozart has given us admirable models

130. DIE ZAUBERFLOETE, ACT E
Adagio.

FLu. Ob.

Mozart.

nnd O - si - rls! wl - die Wa-*e!

Vcello.n.
Kontwb.

BS1
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Fl.Ji.Ob.

Ernr. u.

Trp-inD.

bild 1st er on- sera Dien-ste giaz er . - ge

Le- -ben; bUd 1st er nn-a

The pianissimo of the trombones, employed in minor
chords is gloomy, mournful I might almost say, hor-

rible. Especially if the chords are short and interrupted
by rests, one can imagine strange monsters uttering
groans of repressed rage from a gruesome darkness.

In my opinion no one has used this particular expres-

sion so dramatically as Spontini in his incomparable
funeral march in "La Vestale", and Beethoven in the

immortal duet of Leonore and the jailer in the second

act of "Fidelio", while they are digging a grave for the

prisoner condemned to die. (Examples 181 and 48, page
124.)

131. LA VESTALE, ACT HI

Lento assu.

PBS.

Pita.

Viol.

VJoU.

Spontini.

BSl
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FOB.

Pke.

The habit of some modern masters to form a quartet
of three trombones and an ophicleide, assigning the

actual bass to the latter, is rather objectionable. The

penetrating and prominent tone of the trombones is by
no means the same as that of the ophicleide. I consider

it much better to use the ophicleide only for doubling
the lowest part or at least to give the trombones the real

bass by writing their three parts as if they were to be

heard alone.

Gluck, Beethoven, Mozart, Weber, Spontini and sev-

eral other composers have folly comprehended the high
value of the trombones. They have ingeniously employed
the different characteristics of this noble instrument to

depict human passions as well as to reproduce the sounds

of nature. They have faithfully preserved its power, its

dignity and its poehy. But to force it as the majority
of contemporary composers does to howl in a Credo

crude phrases more fitting for a saloon than for a

church; to play as if to celebrate Alexander's entry into

Babylon, when there is actually nothing more than a

dancer's pirouette; to strum the tonic and dominant of a

song in which a guitar could furnish an adequate ac-

companiment; to join its Olympian voice with the trashy

melody of a vaudeville duet or with the frivolous noise

of a quadrille; to prepare in the tntti of a concerto the

triumphant entry of an oboe or flute all this means

degrading a magnificent individuality, making a slave

or a buffoon out of a hero, marring the sound of the

orchestra, paralysing all rational progress in instrumen-

tation; it means destroying the past, present and future

of art, committing a wanton act of vandalism and dis-

closing a lack of feeling for musical expression which

comes close to stupidity.
Trombone mutes have been introduced recently

with success. They are similar to the mutes of the

horn and are similarly to the trumpet mutes easy
to handle. In forte they give the trombones a rattling

sound, in pp a tremendously gruesome, fantastic and

gloomy one.

BSi
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THE ALTO TROMBONE WITH VALVES

(With Pistons or Cylinders)

There are alto trombones in E*> and F; one must

therefore indicate precisely for which of these keys one

i> writing because this trombone Is usually treated as a

transposing instrument. It has no slide and is in certain

respect* a cornet with piston* in E& or F with a some-

what stronger tone than the real cornets.

The range of the alto valve trombone is the same as

that of the ordinary alto trombone. It is written in the

alto-clef or in the G-clef, transposing
1

like the cornet:

Alto trombone
with pistons

I&F

[ofpoor quality
j

difficult

Inchadhuc th< ehxo-
aatfe interval* . %

Spm f mjJJtfFpTfT=

ctodfaf the chro-
matic interval!

Altot
wiEh pistons

nEfc

Acted pftcb

Since the valre trombone does not have the slide., it

cannot produce the so-called pedal tones of the other

trombones. Those trills of the alto trombone with a slide

which are produced only by means of the lips can also

be executed on the valve trombone. Several trills can also

be played with the aid of the valves, but in general only

minor trills are of good effect and can be executed rap-

idly. The following are the best:

The valves lend the trombones great agility,, but re-

duce their purity of intonation a little. It is easily under-

stood that the trombone, with its slide instantaneously

obeying the slightest move, must be the purest of all

wind instruments in the hands of a player who posses-
ses a good ear; whereas the valve trombone, lacking
the slide, becomes thereby an instrument with fixed in-

tonation which can be modified very little by the lips.

The alto trombone with valves is frequently employed
for solo melodies. Well phrased, such a melody can dis-

play much charm; but it is an error to assume that the

same melody would not sound just as well if played on
a slide trombone as has been frequently demonstrated
with success by M. Dieppe. The advantage of purer
intonation must be decisive for the composer, unless

there are very rapid passages to consider.

In Germany there are tenor trombones with cylinders

which descend as low as B6 =E= In spite of

this advantage I prefer the slide trombones.

Verdi's treatment of valve trombones and trumpets
has been dealt with in the chapter on trumpets. I

have only to add here that Wagner's manner of em-

ploying them for the expression of calm dignity and
wisdom or of heroic, unrestrained vigor as in the
Ride of the Valkyries corresponds much better with

the true nature of the instrument.

THE TUBAS

To enrich the ensemble of brass instruments In his

Nibelung cycle, Wagner devised, in addition to the

has* trumpet, a quartet of tubas furnished with horn

mouthpieces and to be played by horn players.
The tenor tubas are in B* and have a range from

(sounding one tone lower), the

bass tubas are in F with a range from i

(sounding a fifth lower), including afi chromatic

intervals. In Us scores Wagner writes tbe tenor tubas

in *, the bass tubas in B&, for the sake of better

legibility, as he says in a footnote an explanation
which Is not very convincing.

Supported by the bass of the double-bass trombone

and double-bass tuba, they serve almost everywhere
in the scores of the "Ring" as the bearers of the

solemn and majestic Walhall motif.

But their hoarse and rancorous tone can just as

well symbolize Alberich's fierce hate and envy or the

swelling vein of fury on Wotan's forehead (end of

the second act of "Walknere")* notice especially the

sensible silence of the tubas essentially legato in-

struments during the two sharp final chords (Ex-
ample 188).
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Wagner.
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Fl.
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Klar.in B.

Viola.

Vic.

K.B.
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THE BUGLE

Wsr rtHU'Iude tlit
1 discussion of the wind instruments

w:t:i a ftw wjrds concerning the bugle family.

T3.e simple bugle :s written in the G-elef like the

tra:r.pt-t a:id his altogether eight tones:

ablv the most that one could expect from it.

Since its tube is much shorter than that of the trum-

pet, the bugle has only the tones of the three lower

octaves of the latter:

*

The highest of these* C, can be produced almost only

on the lowest bugle; and the lowest tone is of very poor

quality. This instrument exists in three keys B&, C and

E ?
': other keys are very rare. The flourishes played on

it. consisting exclusively of the three notes of the com-

mon chord, are necessarily of a boring uniformity bord-

ering on vulgarity. The tone of this instrument is not

very plessant* it has no distinction, and it is hard to play
on it in tune. Since it cannot execute diatonic succes-

sions, trills are of course impossible.

Bugles appear to me to hold no higher rank in the

hierarchy of brass instruments than the fifes do among
the wood-wind instruments. At best, both can serve the

purpose of leading recruits to the parade, although in

my opinion our soldiers old or young ought never to

listen to such music; for there is no reason why they
should become- accustomed to the vulgar. However, since

the tone of the bugle is very strong, there might be

some occasion for using it in the orchestra; for instance,

to reinforce some terrible outcry of simultaneously

played trombones, trumpets and horns. This is prob-

On account of the small length of its tube, these notes

sound an octave higher and are therefore written as

follows:

m i

* m

Conseqently the bugle in C is a non-transposing instru-

ment; bugles in B& and E& are transposing and are

written like trumpets in B& and vh "

Bugle in B6

Actual pitch

Bugle in E6

Actual pitch

PES

THE HEY BUGLE

In cavalry mraic and even in some Italian orchestras

orn find* bogies with seven keys, which have a chrom-
atic range of more than two octaves:

The bugle can execute trills on all tones of its scale,
with the exception of:

It does not lack agility, and some artists play it excel-

lently ; but its tone is exactly like that of the plain bugle.
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THE VALVE BUGLE
(With Pistons or Cylinders)

It has a lower range than the preceding. However. very poor quality and respond easily only on the small
this is of no particular utility since its low tones are of bugle in E'1

. which has therefore the greatest range:
t t ._

Bugle with TO . i i l-I.M
cylinders in E6

"
Jp*
*J3* ** V*

*

'*{**

This instrument is much better than the key bugle;
it is quite suitable for rendering certain melodies of

slow or at least moderate tempo. In lively or gay pas-

sages, however, it shows the same shortcomings which
we pointed out in the valve cornets: it has no distinc-

tion, although this may be improved to a certain degree

by the individual player's skill.

Beginning from the middle E : : all reAJOT and

minor trills are good on the valve bugle, with the excep-

tion of which is verv difficult.

THE BASS OPfflCLEIDE

Ophicleides are the altos and basses of the bugle. The
bass ophicleide is excellent for sustaining the lowest

part of massed harmonies; among the different ophi-

cleides, it is the one most frequently used. It is written

in the F-clef, and its range is three octaves and one

tone:

Including all chromatic interval*

A skillful player can execute the major and minor

trills, beginning from the second C of its scale (as M.
Caussinus has shown in his excellent textbook).

Formerly the low F#
|u could be produced

only very imperfectly with the lips and left much to be

desired as regards intonation and steadiness. Thanks to

the valve added to the instrument by M. Caussinus it now
sounds as well as the' other tones.

Diatonic and even chromatic passages up to a certain

speed can be executed in the three higher octaves of the

ophicleide; bat below they are extremely difficult and
of very inferior effect, e.ff.:

Good:

Poor:

Staccato passages are considerably more difficult and
are scarcely practicable in fast tempo. There are bass

ophicleides in two keys, C and B&; now they are also

made in A*. The latter will be very useful because of

the very low pitch of its lowest tones, which are in unison

with the three-stringed double-bass. The ophicleide in

B& has already rendered important service in this re-

spect They are both written as transposing instruments:

OpMcleide
In Bfr

Actual
4_tulvCB

A
m

Ophicleide
inAfr

Aetna!

pitch

One can perceive that the first low G in the second ex-

ample is in unison with the G of the double-

bass. Unfortunately the ophicleide in A* is still used

very little.

The sound of these low tone* is rough; but in certain

cases, under a mass of brass instruments, it works mir-

acles. The highest tones are of a ferocious character,

which has not yet been utilized appropriately. The
medium range, especially if the player is not skilled,

recalls too closely the tone of the serpent and eornett;

I believe that it should rarely be used without the cover

of other instruments. Nothing is more clumsy I could

almost say. more monstrous nothing less appropriate
in combination with the rest of the orchestra than those

more or less rapid passages played as solos in the

medium range of the ophicleide in certain modern operas.

They are like an escaped bull jumping around in a

drawing-room.

BSI
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THE ALTO OPHICLEIDE

There are alto ophieleides in F and in E& ; their range
is the same as that of the bass ophicleide. Both are

written in thr G-cIef, like the horns; and their pitch,
like that e$ the horns, is an octave below the written

notes. This C corresponds with this C of the

F-clef! land is the same as this C in the G-clef

The transpositions cansed by the different keys of the
instrument result in the following scales:

-
Xnetedinff th chromatic intervals

Including the chromaticJnterval*

Alto ophicleide in F

Alto ophicleide In E&

Actual pitch

Actual pitch

Alto ophicleides are used in some military bands for rather commonplace and their intonation is inaccurate,

filling out the harmony and sometimes even for melodic This is probably the reason why these instruments have

passages; but their tone is generally unpleasant and almost completely fallen into disuse.

THE DOUBLE - BASS OPHICLEIDE

The double-bass ophicleides, or monster ophicleides,
are very little known. They might be useful in very large
orchestras; but up to the present nobody in Paris has

been willing to play them because of the volume of

breath required. This surpasses the lung power of even
the strongest man. They are in F and *, Le. a fifth

lower than the bass ophicleides and an octave lower
than the alto ophicleides. In writing for them, one must
not go above F:

Double-bass
'

optiddde
inF

Actual pitch

Doable-bass

ophicleide
SnEfr

Aetna! pitch

It goes without saying that trills and rapid passages
are incompatible with the nature of such instruments.

THE BOMBARDON

This b B instrument of Tery low range, wtthont keys
but witb three cylinder*, It* timbre differs onlv little

from that of the ophicleide. It is in F, with a range of
two octaves and m sixth:

laclsite th* ckraMife i

It has a few additional tones at both ends of this

scale, but their emission is so uncertain that it is better
to avoid them.

This instrument, whose tones are very powerful, can
execute only passages of moderate speed, Rapid runs
and trills are unplayable on it It produces good effects

in large orchestras in which wind instruments predomi-
nate. Its natural tones are those of the F-xnajor scale,
wherefore the instrument is called "in F'*. Nevertheless
it is treated in Germany as a non-transposing Instrument
like the trombones and written in actual pitch.

BSl
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THE BASS TUBA

(The double-bass of the wood-wind)

This is a kind of bombardon, whose mechanism has

been improved by Herr Wieprecht. director of all music

bands of the Royal Prussian guard regiments. The bass

tuba, which is now widely used in northern Germany,
especially in Berlin, possesses important advantages
over all other low wind instruments. Its tone, incompar-
ably more noble than that of the ophicleides. bombar-
dons and serpents, has something of the vibrant timbre

of the trombones. It is less agile, but more powerful
than the ophicleides, and its range extends lower than

that of any other instrument in the orchestra. Its tube,

like that of the bombardon, produces the tones of the

F-major chord; A. Sax now also makes bass tubas in FA
Notwithstanding this difference, they are all treated in

Germany as non-transposing instruments. The bass tuba

has five cylinders, and its range is four octaves. (These
instruments have been introduced in France some years

ago, where they are written as transposing instruments

like the horns and trumpets.)

Hit don chromatisehen Zwischeatonea.^^^

(In Franc* this scale would be written a third lower.)

With the aid of the cylinders a few notes can be ad-

ded above and even below this scale. Extremely hi^h
tones are very risky lad extremely low one* hard'ly dis-

tinguishable. The tones XiirkeJ
*

A, B\ C; are clearly
audible ozi]y if di*ub:ed in tLe higher octave by another
bass tuba, which impirU more bonority to these tones,

and i& in tun: simultaneously reinforced by theia.

Of course, th'a iadtrzart'&t is a* ussuircd to tr:!!* and

rapid passage* as the bjmbirdor.. It can play certain

broad and slowly moving melodies. The effect of a great
number of b:i*s tuba* in ,1 Lirge military band is beyond
imagination. They sound like ;i combination of trom-

bones and the organ.
The bass tuba was used! by \Ya;pier particularly

for nuble and gloomy melodies h "Eine Faust-Ouver-
ture. Example 138;, the double-bass tabs with

special success as bearer c*f the Fafner motif in the

second act of "Siegfried" Example 13i\ In the

B-major middle theme of the 'Tannhaeuser" o\er-

ture. however, the bass tuba, reinforcing the double-

basses, is bearable only in large orchestras and if it

is played not louder than mf. In the subsequently
added bacchanal of the Venuiberg scene, on the other

hand, its expression of primitive sensuality has n xc.tr-

velous effect (Example 135*;.

133. EDiE FAUST-OUVERTURE

Sehr gehalten
Wagner.

S Fa*.

Hrar.in D.

Bafituba.

Fke.

Vic,

K.B.
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134. SIEGFRIED, ACT H

Trag und schleppend.
Wagnec

Vic.

K-B.

VLB.

K.B.
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Klar.LXL
inB.

jEErnr.

in F.

Vic

K.B.
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Vic.

K.B.
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tPos,

KB.Tub.

inC,Fis

Viola.

Utaar

E.B.

1

i^
1

it nil I

'el* ' J e^* ^*Uharll

K.B.
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135. TANNHAEUSER, BACCHANAL

Allegro
Wagner.

si. n.

Gr. PI.

Ob.

Elar.inA.

4Hmr. InE

K.B
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Gr. Fl.

Ob.

Klar. inA.

Vic.

K.B.
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Gr.FL

Ob.

KUr.inA.
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Gr.Fl.

Ob.

Klar.inA.

Hrnr.inE.

R*.

Trp.lnE.

frtA f f

BaBtuba.

Kastagn.

Viola,

Vic.

K.B.

I myself have frequently written a single tenor J went, the eaphoninm (frequently used in militori

tuba in B* as the higher octave of the bass tuba; but I bands) is much better suited for this than the rougl

performances have shown that, as a melodic instru- J and clumsy Wagner tubas with their demonic time.
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WIND INSTRUMENTS OF WOOD WITH MOUTHPIECE

THE SERPENT

This is a wooden instrument covered with leather,

with a mouthpiece. It has the same range as the bass

ophicleide, bpt less agility, purity and sonority. Among
its tones there are three which are more powerful than

the others: !r
; the player should try

to smooth down this disturbing unevenness as much as

possible. The serpent is in B& and must therefore be

written a' tone higher than the actual pitch, like the

ophicleide in B&.

iBdndfaft the chromatic intervals

Serpent

Actual

pitch

The truly barbaric tone of this instrument would be

much better suited for the bloody cult of the Druids

than for that of the Catholic church, where it is still in

use as a monstrous symbol for the lack of understand-

ing and the coarseness of taste and feeling which have

governed the application of music in our churches since

times immemorial Only one case is to be excepted: mas-
ses for the dead, where the serpent serves to double the

dreadful choir of the Dies Irae. Here its cold and awful

blaring is doubtless appropriate; it even seems to assume
a character of mournful poetry when accompanying this

text; imbued with all the horrors of death and the re-

venge of an irate God. The instrument might also be

used in secular compositions based on similar ideas; but

its use must be limited to this purpose only. Moreover,
its tone blends poorly with the other timbres of the

orchestra and of voices. As the bass of a great mass of

wind instruments it cannot match the bass tuba or even

the ophicleide.

THE RUSSIAN BASSOON

This is a low instrument related to the serpent Its

timbre is not very characteristic, and it lacks steadiness

and hence purity of intonation. In my opinion it might
be dropped from the family of wind instruments without

the least injury to art Its general range is:

Inehidin* the chromatic laterals

Some players can reach the low C
"

i and go up

to the high D |ft
'

5 but these are exceptions which

cannot be counted on in actual practice. The best tones

of the Russian bassoon are D and E. Only extremely
inferior effects can be expected from trills on this instru-

ment Russian bassoons are found in military bands. It is

to be hoped that they will disappear forever as soon as

the bass tuba becomes generally adopted.

VOICES
Voices are naturally divided into two great categories:

the male (or low) and the female (or high} voices; the

latter comprise not only women's voices but also those

of children of both sexes and the voices of artificial

sopranos and altos (oastrati). Each of these two cate-

gories is subdivided into two classes, which, according
to the generally accepted theory, have the same range
bet different pitch. The assumption customary in all

Italian and German singing schools is that the low male

voicethe bass reaches from F under the stave of the

F-clef to D and E* above the stave; and that the high
male voice the tenor is a fifth above the bass and

goes from C under the stave of the tenor-clef to A and
B* abore it Women's and children's voices range in the

same order, exactly an octave above the two men's
voices: contralto (corresponding to the bass) and sop-
rano (corresponding to the tenor). Hence the contralto

can go (like the bass) from the low F to the high E*
(almost two octaves), and the soprano (like the tenor)
from low C to high B*.

Soprano
(hfehroiwof

A children)

Including tht chromatic

Tenor
(hjffcvofeeofmttt)

Contralto
(Jowroiwof

women 4 children)

Bass
(low vole* ofmn)

jfiJdfTTia

BTTTg^f [
J

r r rr f r

XneradmrfludD

^ jjiiJ'vrr^

^tr jn<"rriai

Doubtless this regular division of the four most easily

distinguishable human voices is very tempting. But dose
examination shows that it is in many respects insufficient

and harmful, since its rigid observance would deprive
the choral composer of many precious voices. In reality
nature does not proceed the same way in all climates.

BSt
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While it is true that it produces many contralto voices in

Italy, it cannot be denied that it is very sparing with

them in France. Tenors who can easily reach high A and
B& are plentiful in Italy and France; bat they are rare in

Germany, where as a compensation their low tones

are more sonorous than in the other countries. Therefore,
it appears to me very unwise to write choruses always in

four real parts in accordance with the classical division

into soprano, contralto, tenor and bass. In Paris, at any
rate, the contralto in such a chorus (especially if it is

numerous) would be so weak in relation to the other

voices that the effect planned by the composer would be

distorted. It is equally certain that the majority of

tenors in Germany, and even in Italy and France,, if

kept within the traditional limits (that is, a fifth higher
than the bass) would break down in passages where the

composer requires them to go up to the high A or B&; or

else they would produce false, forced or ugly sounds. The
case is exactly the opposite with the basses; most of them
lose much of their sonority below C or B. It is there-

fore useless to write G and F for them. Since nature

everywhere produces sopranos, tenors and basses, I con-

sider it more prudent, more practical and even more
musical if one wants to give each voice the same im-

portance to write either for six parts: first and second

soprano, first and second tenor, baritone and bass (or
first and second bass) ; or for three parts, taking care

to divide each part as the voice approaches the limits

of its range: the first bass then takes the notes too low

for the second bass, but a third, a fifth or an octave

higher; notes too high for the first soprano or first

tenor are given to the medium range of the second

soprano or second tenor. It is less important to separate
the first sopranos from the second if a phrase goes very
low than in the opposite instance, It is true that high
voices lose all their power and their peculiar character

if forced to sing tones properly belonging to the con-

tralto or to the second soprano; but at least they are

not in danger of producing ugly sounds such as the

second sopranos do when forced to go up too high. It is

the same with the two other voices. The second soprano
and the second tenor are usually a fourth below, and the

first bass the same distance above the main voice whose

name they bear, and they have almost the same range;

this, however, applies more to the second soprano than

to the second tenor and first bass. If the second soprano
is assigned a range of an octave and a sixth, from B
toG:

Soprano II 00=

all the tones will sound well. It will not be quite the

same with the second tenor if it is given a scale of the

same length; its low D, C and B would have scarcely

any sonority. Unless a special effect is intended, it is

better to avoid these notes and to give them to the first

or second basses, who can sing them with perfect ease.

The opposite is found regarding the first basses or bari-

tones: suppose they were a third above the second bas-

ses and their scale would consequently extend from the

low A to the high G, then, the low A would be dull and

weak, the high G forced. Hence ft follows that tie sec-

ond tenors and first basses have the smallest range: the

second tenors can neither go as high as the first BOT de-

scend much lower; the first basses do not reach as low
as the second and at the same time can scarcely go
higher. In a chores written as I propose in six parts,
the real contraltos ( a large chorus always includes a

greater or smaller number of them) most necessarily

sing the second-soprano part; where the part goes above
the high F, they must be divided once more lest the

lower, true contraltos be forced to scream notes too high
for them.

\ (All this is very worthy of note.)
The following list shows the range of the most sonor-

ous tones of the seven different voices found in most

large choruses. Not included are the extremely high or

low tones available only to a few singers. These should

therefore be used only in exceptional cases.

Soprano I

Soprano II

Contralto

Tenor I

Tenor II

Bass I

(Baritone)

Bass II

(ta.)

Three-part women's choruses have an enchanting

effect in compositions of a religious or tender character.

They are divided into the voices just mentioned: first and

second soprano and contralto. Sometimes a tenor part is

added as a bass to these three women's voices. Weber

has done so with success in his chorus of elves in

"Oberon". But this is only advisable if a soft and quiet

effect is intended, since such a chorus can obviously not

have much power. On the other hand, choruses com-

posed only of men's voices are very powerful, particu-

larly when the voices are lower and less divided Divid-

ing the basses into first and second {to avoid high notes)

is not so necessary if rough and wild effects are intended;

for the forced tones (sncfa as the high F and F*) are

better suited because of their peculiar character than the

natural tones of the tenors on the same notes. Bat these

tones should be skillfully prepared; one most not jump

abruptly from the medium or even the low range to the

extreme upper register. Glnck, in bis terrible chorus of

Scythians in the second act of "Iphlgtnie en Ttwide",

lets all the basses, joined Witt the tenon, sing the high

F# with the words,
HIb nous aafeoeut des victimes";

but this F# is twice preceded bjr a D, and by Wntogthe
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two notes on the syllable "nous" the voice is easily car-

ried from the D to the F-.

Tenor

Boss

The sudden unison of the tenors and basses gives the

phrase so much sonority and emphasis that it is impos-

sihlv to he,ir it without shuddering. Here we have an-

other of those touchr* of genius that are to be found on

almost tvery page in the scores of this giant of dramatic

muvie.

Aside from a particular idea of expression which was

apparently decisive in this cise, simple considerations of

vocal scoring may frequently necessitate such choral

anfcon$. For instance, if a certain melody leads the first

tenors up to the B
I,
a dangerous tone, which should bet-

ter be .1voided), one can let the second soprano and con-

tralto join the tenor just for this passage; they can sing

easily in unison with the tenors, blending with them and

supporting their intonation.

Soprano II &
Contralto

Tenor 1 & II

On the other hand., if the tenors are forced by the

design of a melody to descend too low, the first basses

serve to support and reinforce them, without changing
the character of the sound conspicuously. It would be

different, of course, if the tenors or still worse the

basses were to support the contralto and second soprano
voices; for the female voices would be overshadowed and
their sound would be suddenly changed by the entry of

the male voices so as to destroy completely the unity of

such a passage. This method of supporting one voice

by another must therefore not be employed indiscrimi-

nately for all voices if one wants to preserve the peculiar
character of the voice carrying the melody and of the

voice taking it over. For, I repeat, just as the contral-

tos in their middle register become lost when sustaining
in unison the high register of the tenors, so, on the other

hand, would the middle range of the tenors joining the

low register of the second sopranos cover them so that

the sopranos would be almost completely inaudible. If

the composer simply wants to add the range of one voice

to that of another in a descending melodic line, he must
not let a mass of heavy timbres suddenly follow one of

lighter quality because the joining-point would be too

apparent In such cases it is better to let the upper half

of the high voices cease first and then to replace it by
the upper half of the low voices, whereas the lower half

enters a little later. For instance, let us assume a de-

scending scale of considerable extent, beginning with the

high G sung by the combined first and second sopranos ;

when the scale reaches E, a tenth below the initial G,
the first sopranos stop and the first tenors enter on D (a
tone below the last of the high sopranos) ; the second

sopranos continue the descending movement unisono
with the first tenors, stopping only on the low B, where-

upon the second tenors enter on A, in unison with the

first tenors ; then these cease on F, to be replaced by the

first basses; the junction of the second basses with the

second tenors takes place on the low D or C ; and finally
the two groups of basses descend together to the low G.
The result for the hearer will be a descending scale of

three octaves, during which the voices follow each other

in such a way that the transitions are scarcely noticeable.

Soprano I

SopnnoH

Tenor I

Tenor II

Basil

Baisn

After these remarks the reader will easily understand
that the composer has to adapt the choice of vocal regis-
ters to the character of the composition, For an Andante
in sustained and soft tones he would employ only the
tones of the medium register; they alone have the rat-

able timbre, they move with calmness and precision and
can be sustained pianissimo without without the slightest
effort This is what Moxart did in his sublime prayer
"Ave vernm corpus" (Example 1S6).
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851

Adagio.
Mozart.

Viola.

Ghor.

Orgel n.Basse.

delte-rt-a Tir - - ci - M.
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Chor.

Orgel
n. Basse

Excellent effects can be obtained from the lowest tones

f the bass such as the E& and even the D under the

fcave. Many voices can produce them easily if they have

[me to take them (Le. if they are preceded by a rest for

reathing) and if they coincide with sonorous syllables,
hi the other hand, choral pieces of brilliant, pompous or

iolent character should be written somewhat higher;
ut the high tones must not predominate continually
or must the singers be forced to pronounce a great num-
er of words rapidly. The resulting fatigue would soon

npair the execution; and such a succession of high tones

n different syllables is also rather unpleasant from the

stener's point of view.

Beethoven, in his inspired impetuosity, unfortu-

nately did not avoid this mistake in his choral works

(Le. Ninth Symphony, Missa Solemnis). On the other

hand, because of the recklessness of his magnificent
choral polyphony, the great Johann Sebastian Bach

often makes the voices (tenor, contralto and especially

second soprano) descend so low that the most impor-
tant fugue subjects can be imagined by the reader of

the score, but not heard with clarity by the listener.

For the sake of the polyphonic clarity of these won-

derful creations it would almost be advisable to ar-

range Bach's great choral works according to BerlicV

ideas, bringing in a few tenors for important passages
to support excessively low phrases of the sopranos, or

a few basses (or baritones) for the support of alto or

tenor melodies descending too low. The general imita-

tion of this method is warmly recommended. A good

example of beautiful treatment of the chorus is the

a-capella prayer in the third act of "La Moette de

Portici", where die unisono of the medium range of

sopranos and contraltos produces an excellent effect

We have not as yet spoken of the very high tones which
are called head tone* or faltetto. Those of the tenors are

of great beauty and extend the normal range consider-

ably; with the head voice some can reach E* or even F
above the stave without effort These tones might be

used more frequently and successfully in choruses if

choral singers were more proficient in the art of singing.
The head voice of -basses and baritones is tolerable only
in an extremely light style of music such as the French
comic operas; these high, feminine-sounding tones, so

different from the natural tones of the low voices the

so-called chtst-voict have actually something repulsive
about them, except in the case of musical jokes. There
has never been any attempt to employ them in a chorus

or vocal piece of noble style.

The point where the chest voice ends and the head

voice starts cannot be determined exactly. Skillful tenors

are able to produce certain high tones such as A, B and
even C in forte with the chest or head voice, as they
choose; but I believe that the high B* should generally
be considered the extreme limit of the chest voice of the

first tenor. This again proves that the tenor voice is not

strictly a fifth above the bass, as is stated in most school

theories; for among twenty basses selected at random
at least ten will be able to sing the high F# in chest

voice after due preparation, whereas one cannot find

among an equal number of tenors a single voice able to

sing a tolerably good high C* in chest voice.

The old masters of French opera, who never employed
the head voice* wrote for a voice which they called

jututf-contre, and which foreigners, deceived by the

meaning of the Italian word contralto, often mistake for

the low women's voice. However, this name indicate! a

nude voice trained to sing almost exclusively the five

BSI



high tones (including B) of the first tenor's compass in

chest voice. It is generally assumed that the normal pitch

was at that time a tone lower than at present; but this

assumption does not seem to me to be irrefutable and

entirely certain. If a high B occurs in a chorus nowa-

days, most tenors t*ke it in head voice; only the very

high tenors ^the hautes-contre) use the chest voice with-

out hesitation.

Children's voices are of excellent effect in large choirs.

Boys' sopranos have something incisive and crystalline

about them which is lacking in the timbre of women's

sopranos. However, in soft, dignified and calm compo-
sitions the latter appear to me preferable because of

their fuller and less strident sound. As 'for artificial

sopranos and contraltos to judge from those I have

heard in Rome it does not seem that their almost com-

plete disappearance is to be regretted.

In northern Germany and in Russia there are basses

of such low range that composers are not afraid to let

them sustain the low D and C under the stave even with-

out any preparation. These precious low voices contri-

bute considerably to the wonderful effect of the choir

in the Imperial Chapel in St. Petersburg the foremost

choir in the world according to the judgment of all who
have beard it In the high registers, however, these very
low bass voices can scarcely reach B or C above the

stave.

To employ the lowest tones of the bass voices appro-

priately, one must guard against giving them rapid suc-

cessions of tones with too many words. Vocalising (i.e.

holding one vowel or syllable during several notes) o

choruses in the low part of the scale is of extremely poor
effect; it is not much better in the medium range.

In spfte of the example set by most of the famous

masters, let us hope that those ridiculous tonal roulades

on the words "Kyrie eleison" or "Amen", which contri-

bute toward making vocal fugues in church music an

indecent and abominable tomfoolery, will be banned

from any sacred composition aspiring to be worthy of

Hs purpose. However, slow and soft vocalisations of

sopranos accompanying a melody of lower voices have a

pious and seraphic expression. One must not forget to

intersperse them with short rests to give the singers time

for breathing.

The special kinds of voice production in men's voices

called mixed and dark voice are very valuable and lend

a "peculiar character to solo as well as choral singing.
The mixed voice combines, to a certain degree, the sound

of the chest voice and the head voice. As with the latter,

it is impossible to determine fixed upper and lower limits

for the mixed voice. One voice can produce very high
mixed tones; others cannot go so high. The dark voice

whose character is indicated by its name depends not

only on the manner of production, but also on the degree
of force and on the expression of the singer. A chorus

in not too fast tempo, which is to be sung softly (sotto

voce), can very easily be executed in dark voice, pro-

vided that the singers possess a feeling for expression
as well as experience in singing. This kind of execution

always produces a great effect if contrasted with the

powerful and brilliant tones of a forte in the high range.
As e magnificent example oi this effect we can cite the

chorus "Suis 1'amour puisque tu le veux" in Gluck's
"Armide", Its first two stanzas, sung in 'dark voice, lend
even more power to the conclusion, sung in full voice and
fortissimo on the repetition of the words "Suis Tamom*".
It is impossible to characterize any better the suppres-
sed menace and the sudden outburst of wrath. Indeed,
this is the way the spirits of hate and fury must sing!
(Example 187.)

In performing a phrase which cannot be song in

one breath,, a large choras (e.g. t hundred sopranos)

is divided so that four groups of twenty-five sopranos

each breathe in four different places in the phrase.

This is exactly the some method as that used hi ex-

tended violin melodki where only one stroke of the

how it indicated.
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Allegro.
Gluck.

Oboen.

Klar.in C.

Viol.

Viola.

Cher.

Vlo.

K.B.

Snis Va, - men* puis-qne tu le reox, in - for-tn-ne Ar

I
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Ear.
inC.

Viol.

TOO*.

ml - del mis fc-numr gni te gui- do

Chor.

Tie.

KB.
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Viol.

Viola.

DerH

Vic.

K.B.

\lol.

n.

Viola.

DerHaB,

Vic.

K.B.

ros, dont ton coenr stest tn

rei-frdeinEers mit
-lais-se tou- oher; 2a g-loipe a qai to Tar-ra -

jpwc^/ Umsonst seidein Fie- hen SM t'Aw, .

Jies doit Wen-tot te Par- ra- tier: malgre tea soins, an me-pris de tes lar - - mes,_ ver-hoh-ne du* imSehmens, und al~ie Pein, die er giU-hend er -
sckctft, ,

?ih/ r^i'i'
S*i ft- iKmrpuiwae ta le

p f r F

KB.
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EUr.
inC.

VLol. <

In - for-ta-nee AT - nd - del ante Ha-mour fnl te giii-

te- ret- tet! MagfcfaWakn du& wr-der-tm, Ver-meiffang sei"

Gfat, die dir

if \ \ r r
i

Ta me rap-pel - le -

J>o* rttfst ik* mu* MU -

Vlo,
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Viol.

Viola,

pent - e .
tre, des cc jour,

Wohl wfrl es tot
et ton at - ten - to se - - ra

nun n
,111, ,,

n n r ni
vai - ne. Je vis te qnit-ier sans n- tour. je ne te pnia pu - nir *a-nc plus ra - de. - .

. Am/ Ich las- & tokfrih sewerMoM,

i
i

i

*
i i rriii

f t t -I'll
r V

de t>a - ban- don- ner povr jm-mala
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Ob.

Viola.

Chop.
puia-que to le mix, in - for - tn-nee AT - mi - da! sols Fa - moor qvi te

**S
Jbl-ge VMaierd'-gar Glut, die dsr marQuat be - rri - tet! Xagdem, WtHm 4Uk wr

Vie.

K.B.

Ob.

teC.

^ E^ ^^^
r r rE=E IT**
.i j

A -
5E I I =F=F ^ ^^t

*loL

n.

Tlol*.

1 1 I ^
f fle i r t i

Ckor.
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So far we have only -dealt with the voice as used in

choral bodies. The art of writing for solo voices requires
the consideration of so many varied points that it is

difficult to enumerate them all; they vary with the pecu-
liarities of each individual singer. One could how how
it is best to write for Rubini, for Dubrez. for Haitzinger

(three well-known tenors\ but nat how to write a tenor

part equally suitable for all three.

Of all the voices the solo tenor is the one hardest to

write for because of his three registers chest voice,

mixed voice and head voice whose range and facility,

as I have already stated, vary with the individual singer.
One performer is particularly skilled in using the head

voice and can give much sonority even to his mixed voice :

another sings with ease high and sustained phrases in

all dynamic shadings and in all degrees of rapidity,

preferably on the vowels E and 1 ; a third one produces
head tones with difficulty and prefers to sing all the

time in full and vibrant chest tones ; a fourth one excels

in passionate pieces, but because of a voice which is

somewhat slow in responding, he requires moderate

tempos; he will prefer open syllables and sonorous

vowels like A, he will dread sustained high tones and

consider a high G held for several bars difficult and

risky. Thanks to the flexibility of his mixed voice, the

first will be able to strike a high and loud tone without

preparation; on the other hand, the second needs to

have such a tone prepared gradually because he employs
his chest voice for it, reserving the mixed and head tone*

exclusively for the mezzoforte effects and tender accents.

Another, whose tenor belongs to the voices formerly
called haute-contre in France, will not be afraid of high
notes at all because he can take them with a full chest

voice, without preparation and without danger.
The first soprano is less difficult to treat than the

first tenor; its head tones are scarcely different from

the rest of the voice. Still, in view of the inequalities

in soprano voices, one should know exactly the singer for

whcm one writes. Some sopranos sound weak and pale in

the medium or low register; the composer has to con-

sider this in selecting the registers for the main notes

of & melody.
The mezzo-soprano (second soprano) and contralto

voices are generally more homogenous, and therefore

easier to treat. However, these two voices should not be

required to sing many words on high phrases, since this

makes the pronunciation of syllables very difficult if

not impossible.

The injstt cnnvpns?:;t voice :s thr has, btvausi- nf its

.simplicity. Since he-id tones are not u*ed, one seed not

worry about cirinat'*, of timbre. The cLokt- of syllables
: also less important. Every -ringer possessing a true
la.s voice must be able t'i nhigr a rc.ts.O2iah!y written
b-iss part ranging frrm iht low G t> E 1

' above "the stave.

Some voicrs descend much lower, as for instance that of

LevasseTir, wLo can sine Ir-w E ?I ind even I); some, like

Aliz-ird, ri*e tj F= <ind even G without the slightest
loss in purity of aound: but these .ire the exception*. On
the other hand. t?jere are voices which witLjut being able
to go hififter than E-\ have no sonority below C within
the stave j ; these are fragmentary voices, difficult to

use however great their power and beauty. Baritones
in particular are frequently of this type; they have
voices of very small range, moving almost always within
a single octave '.from medium E'' to the higher E&).
which makes it very difficult for the composer to avoid
a certain monotony.

The excellence or mediocrity of a vocal performance
choral as well as solo depends not only on the art of

using the registers, on the careful designation of breath-

ing points and on the choice of words to be sung, but
above all on the manner in which the composer arranges
the instrumental accompaniment. Some accompaniments
overwhelm the voices by an instrumental uproar which

might be excellent before and after the vocal passage,
but not while the singers are trying to make it heard.

Others again, without unduly overloading the orchestra*

take delight in displaying some single instrument by
letting it play runs and unnecessarily complicated figures

during an aria; thus they detract the listener's attention

from the main subject and confound and annoy the

singer instead of aiding and supporting him. This does

not mean that the simplicity of accompaniments should
be exaggerated and all expressive and musically interest-

ing figures should be banned from the orchestra. They
are very appropriate, particularly if interspersed with

short rests which give the vocal movements a certain

amount of rhythmic freedom and do not compress the

measures with metronomic exactitude. Thus the sighing
motive of the violoncellos in the pathetic aria in the last

act of Rossini's "Guillaume Tell" ("Sois immobile'*)
whatever some great artists may say against it has a

touching and admirable effect. It expresses the idea of

this complicated piece clearly without impeding the voice

in the least, and enhances the affecting and sublime ex-

pression of the aria. (Example 198.)

BSl



862

138. GUHLAUME TELL ACT

Andante.
Rossini.

Oboen.

Klw.inB.

YoeUo.

Komtrmb.

OK

Via

K.B.
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A solo instrument playing a cantilena in the orchestra

corresponding with the vocal melody and thus forming
a kind of duet with the voice is also frequently of excel-

lent effect. The horn solo in the second act of*Spontini's
"La Vestale", which joins Julia's voice in her sorrowful
and passionate aria "Tois que j 'implore", gives added

intensity to the vocal part. Never has the mysterious,
veiled and somewhat painful tone of the horn in F been

used more ingenious!v and mare dramatical r.

139).
Another example is Reciia's cavatina in the second act

of Halevy's "La Juive", accompanied by a solo of the

English horn. The weak and touching voice of this in-

strument joins in this scene most iffectZnglv with the

supplicating voice of the young girl.

139. LA VESTALE, ACT
Spontini.

U.K.B.
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Runs, arpeggios and variations of a solo instrument

during a vocal piece art-,, I repeat, so disturbing for the

singer ,15 well a* for the hearers that it requires great
art ind A eogt*nt reason to make them acceptable. At any
rate, I must admit that I always find them insufferable

with thtr sole exception of the solo viola in Aennchen's

aria in the third act of "Freischuetz". Notwithstanding
t3 r fxr.mp5e set by Mozart, Gluck and the majority of

ancient masters as well as some modern composers, it is

SfMom good to double the vocal part with an instrument,

especially in an Andante. This is almost always super-

fluous, the voice being sufficient for the enunciation of a

Kct-jody. Moreover, it is rarely agreeable; the inflections

of the voice, its expressive nuances and subtle shadings
would be mereR burdened and weakened by the addition

of a second melodic part. Finally, it is wearisome to the

skilled singer, who will doubtless perform a fine melody
better if the execution is left to him alone.

Sometimes a kind of vocal orchestra is formed in

choruses or in large ensemble pieces; one part of the

voices adopts an instrumental style and sings, beneath

the melody, accompaniments of various forms and

rhythms. This almost always results in the most charm-

ing effects ; cf. the chorus during the ballet in the third

act of "Guillaume Tell" by Rossini, "Toi que 1'oiseau

ne suivrait pas" (Example 140).

140. GUILLAUME TELL ACT in

Rossini.

erste Soprane.

txweite Soprane.

Z erste TenSre.

ABSsse.

Allegretto

SOttO VOCff

AnoschanteTiensmeler tes pas, e-tran-ge - re si le-ge-re, reux-tu plal-re,

sotto voce

IP P r r IP
f Fruhtiitgsson- n*, stratfherniefor

SOttOVOCff

r r r r

> AooschMitavtoBsmeler tet pas, 6-tran-g^ - re si le-ge-re, yeux-ta plai -re,

*
Sop. I.

S0p.IL

Twul.

p pi
or nos c-cords re-gle tes pas

M fes-ies fft*** xvSpielwtd Tans.

r r IP P r r IP IT r r P ?i
put, flenritcm-Tl - le estmotes bel -

le, qoandprca d'el - le Tout tea pas.

g*-t*Din - ye, JVtMm brt* -

pas, flenriKHi-TBl - le eat moinc bel - Ie
f ijuandpres d%l - le Tout te* pas.
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It remains to point out to composers that in pieces

accompanied by instruments the vocal harmony should

be complete, as if there were no accompaniment. The
various timbres of the instruments are too dissimilar

from those .of the voices to supply basses for them,, with-

out which certain chord successions would appear de-

fective. Gluck, in whose works many sixth chords are to

be found, used them also in his* priestess choruses in

"Iphig&iie en Tauride"; these are written for two so-

prano parts only. In these harmonic successions the

second part is a fourth beneath the upper part; the

effect of these series of fourths is softened only by the

basses, which are a third below the medium part and a

sixth below the upper part Now. in these choruses by
Gluck the sopranos execute the two upper parts and are

written in series of fourths. The lower part, which com-

pletes the chords and renders them harmonious, is given
to the instrumental basses, whose tone is entirely differ-

ent irorn that of the srprano*. This
hanced br thei? extreme depth ind their distance from
the singers. Conaeqeatly, the*t *uere:on* of fourths

sung or. the stae sound like diss^aancs",
4 or ire. at

least, extremely harslf, because of the apparently mis-

sing complementary sixth*.

In the charu* "6 soi2ge affreiix" in the first act of the
same opera these chord successions serve tj increase the

dramatic effect : but this 5s not the c.ise is the fourth act.

when the priestesses of DSann sing the hymn "Chaste
S!3e de Lalone" with its ancient and vet" so beautiful

color. Here, purity of harmony is absolutely indispen-
sable. The series of clearly audible fourths in the vocal

part is a mistake on Gluek's part a mistake which
could have been avoided by adding a thirJ vocal part
under the second one, an octave above the orchestral

basses. (Examples 141 and U2. v

141. IPffiGENIE EN TAURIDE ACT I

Gluck.

Oboen.

KUr.in G.

Viol,

I i -H -j T ! jp ) ^P=t

Chor der

Priest

o **ic*Trmm-f9

r IT r m i

' I' I la-*-. MloM,v-ftf-M-M, 4
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142. IPfflGENIE EN TAURIDE, ACT XV

Hymne.
Ear, col Viol. I.

Glnck.

Viol-

pre - te I'o - reille a nos chant* I

i i 1.1 j.i
die-sem Fte-Xendei* Ohrf. o Too\-ter der La to-

J I J^J
r

I J_J "f r
to . *few *5* - fe'-^jw*

r i J f I J pi
-jSw VW-rwiafo' . - **!

n i a

tout eat sou - mi a, ta loi.

BSi



369

Viol.

Ghor.
Tout oe que FE - rebe en - ser - re a ton-. nom pa - lit d'ef - froI,

J^ j j

i-x. :

- kv>s Nack-ten*_ dei-nem Winker - bleicht.

&
l

f r
ll 'IBassi.

^m
Viol.

=iII,

Viola.

^= ^
rfofcw ^ ^^
dolce

dolce

r r
,
if T irn r T ^

Chor.

Bassi,

En tout temps on te con - sol-te dans la dans les com - bats.

r r ' r r ' r r ' r r > ' f r i

r f i

r
hrJ i j - a

Mr w# ^a die Zu-kunft hel-le, gleichder Ztit, die langst ver - ran*;

J i .1 r 1

1

J i i

>i

'i
j

i Essa
dolce

m ^ ^^
VioL

Viola.

m^
mm ^

Chor.

Bass

et 1'on ft>ff - re le senl eal-te w - TO - re dau cs cH * mats.

dei-nes Tsm-fA* Schml-le Wc*nd b* - tet .
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Male choruses in the unison,, introduced into dramatic

music by the modern Italian school, are occasionally very
Affective; but tht-y have been greatly misused. If certain

masters continue using them, they do so oat of mere
laziness, or to please certain choral bodies which are

amble to execute 'competently pieces in several parts.
On the other hand, double choruses are of remarkable

richness and splendor. They are certainly not used too

much at present.
The men's choruses in "Lohengrin" should be stud-

it d as models of clarity and expressive characteriza-

tion.

It is to be rrfcretted that the art of a-capella sing-

ing
*

l i.e. choral works without any instrumental

accompaniment ] is no longer practiced in Germany
with very few praiseworthy exceptions whereas it

is still cultivated in a few places abroad (e.g. in Hol-

land, Russia and above all at the Orfeo C&tala in

Barcelona).
For our musicians who are always in a hurry com-

posers as well as performers double choruses are too

tiresome to write and to study. In fact, the ancient com-

posers who made the most frequent use of them usually

wrote only for two alternating choruses of four voices

each; choruses of eight real parts are rather rare even
with them. There are also compositions for three

choruses ; if their basic idea is worthy of such rich reali-

zation, such choral bodies, divided into* twelve or at least

nine real voices, produce unforgettable impressions and
make choral music of the grand style the most powerful
of all the arts. ,

PERCUSSION INSTRUMENTS

These are of two kinds: one comprises the instruments
of fixed and musically determined pitch; the other, those
whose sound has little musical value and can be ranked

only among indefinite noises* is usable for special effects

and for coloring the rhythm.
The kettledrums, the bells, the glockenspiel, .the key-

board harmonica, the small ancient cymbals have fixed

tones.

The bass drum, the tenor drum, the side drum, the

tambourine, the cymbals, the gong, the triangle and the

crescent produce only noises of various 'characters.

One can also include here the birch rod, the casta-

nets and the rattle. The birch rod is used in Mahler's

Third Symphony, the rattle in my "Till EnlenspiegeT
(as a humorous imitation of the wild shrieks of market
women suddenly stirred up from their restV

KETTLEDRUMS

Of all the percussion instruments, I consider ketr

tlednuns the most valuable; at least they are in most

general use, and modern composers have achieved the

most picturesque and dramatic effects with them. The
old masters used them almost exclusively in composi-
tion* of a brilliant and military character to sound the

tonic and dominant in more or less common rhythms*
combined almost always with the trumpets.
I Modern composers still grossly misuse the kettle-

\ drams by employing them much too frequently.
In the majority of orchestras there are only two kettle-

drums, the larger of which produces the lower tone.

They are usually given the first and fifth steps of the

key in which the composition is written, Up to quite
recent times, some master* had the habit of invariably

ing G and C to mean These two examples

writing for the kettledrums and merely

indicating the actual tones at the beginning of the piece.

Ihey wrote, for instance, Timpani in D, in which case

5 and C meant **
il f ; or, Timpani in G, mak-

will suffice to demonstrate the shortcomings of this

method. The composite range of the two kettledrums

. That isis one octave, from

to say, by means of the screws increasing or

Ing the tension of the skin (the so-called head), the

lower kettledrums can be tuned in the following pitches:

and the higher kettledrums as follows:

activities of the German male ebon! societies are hardly worth considering, their artistic mints befar
oceptta of a few my large societies, particularly of teachets.

^* DOD*
he exception



871

THE KEYBOARD HARMONICA

(Gloss Harmonica)

This instrument is of the same type as the preceding;

its hammers, however, strike glass plates. Its sound is

of an extremely voluptuous delicacy and might be used

in the most poetic effects. Its tone, like that of the

keyboard with steel bars, is very weak. This fact should

be kept in mind when it is to be combined with other

orchestral instruments. The slightest forte accent of the

violins would cover it completely. It would blend better

with a light accompaniment in pizzicato or in harmonics,

or with some very soft tones of the flutes in their medium

range*

The keyboard harmonica sounds as it is written. It

can scarcely be given a range of more than two octaves.

All tones above the high Jr
~- are scarcely audible

and those below D
ffij

are of poor quality and

even weaker than the rest of the scale. This shortcoming

might perhaps be remedied by using stronger glass plates

for the low range.

Pianoforte manufacturers usually also build this

charming and too little known instrument It is written

on two staves and in two G-clefs.

It should not be necessary to add that the manner of

playing these two little keyboard instruments is the same

as that on the pianoforte and that one can write for them

(of course within the limits of their range) the same

runs, arpeggios and chords as one would for a tiny

pianoforte.

The Celesta, invented by Mustel in Paris, is an

important addition to the orchestra. It may be con-

sidered an improved Glockenspiel, provided with a

keyboard; its tone, produced by steel plates, is simi-

lar both to the Glockenspiel and to the harp. Its

range is five octaves. Its beautiful sound is frequently

utilized by modern French and Russian composers,

but older works benefit by it as well (e.g. Papageno's

aria in "Zauberfloete").

G. Charpentier in particular has combined it very

subtly and effectively with other soft orchestral colors

in l)is opera "Louise".

THE ANCIENT CYMBALS

They are very small. Their sound rises in pitch as they

become thicker and smaller. I have seen some in the

Pompeian Museum at Naples which were no larger than a

piaster. Their tone is so high and weak that it is scarcely

audible unless all other instruments are silent In ancient

times they served to mark the rhythm of certain dances,

probably in the same fashion as our modern castanets.

In the fairy-like Scherio of my "Romeo and Juliet"

Symphony I have employed two pairs, equal in siie to

the largest of the Pompeian cymbals (i.e. somewhat

smaller than a hand), and tuned in fifths. The lower one

gives^this
B*: "ft _ , and the higher one this F:

To make them vibrate well, the players

; not strike them together with their entire surfaces

but only with the edges. Any bell maker can manufacture

these small cymbals. They are cast in brass or copper
and then tuned in the desired key by means of a lathe.

They should be at least a third of an inch thick. They
are delicate instruments similar to the keyboard har-

monicas, but their tone is stronger and can be heard

through a large orchestra playing piano or mezxoforte.

THE BASS DRUM

Among the percussion instruments with indefinite

sound the bass drum is certainly the one which has done

the greatest mischief and has been most misused, in

-modern music. None of the great masters of the last

century thought of introducing the bass drum into the

orchestra. Spontini was the first to use it in* the trium-

phal inarch in "La Vestale" and later in several pieces

of his "Fernand Cortes"; there it was in its proper

place. But it is really the height of folly to use this

instrument in all ensembles, in every finale, in the most

meaningless choruses, in dance tunes and even in cava-

tinas as has been done during the past fifteen years ; to

call the matter by its right name it is really sheer

brutality. The composers do not even 'have the excuse

of intending to accentuate a basic rhythm against other

accidental rhythms. No they senselessly beat the ac-

cented parts of each <bar, they crush the orchestra, they

choke the voices. No longer is Aere any melody, har-

mony, form or expression left; the prevailing key remains

scarcely recognisable. And yet they naively think they

have created an energetic instrumentation, something

especially beautiful !

It is needless to add that in these cases the bass drum

is almost never used without the cymbals as if these

two instruments were inseparable by nature. In some

orchestras they are even played by the same musician;

one of the cymbals is fastened on top of the bass drum,
so that he can strike it with the other cymbal in his

left hand while using the drumstick with his right hand.

This economical procedure is intolerable ; the cymbals lose

their sonority and produce a noise similar to the sound

of a falling bag full of old iron and broken glass. The

resulting music is utterly trivial and devoid of any bril-

liance. It is perhaps suitable for the accompaniment of

dancing monkeys, jugglers, mountebanks, swallowers of

swords and snakes in public squares and at dirty street

corners.

Nevertheless, the bass drum is of admirable effect if

used skillfully. The entrance of the bass drum in a foil

orchestra can, for instance, redouble the force of a
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143. REQUIEM. TUBA MffiUM

Andante maestoso
A J_

* Flutes, 2 Oboes and 4 Clarinets in C

8 Bassoons

4 French Horns in 6

4 French Horns in F

4 French Horns in G

4 Cornets with pistons in B6

4 Tenor Trombones

1 Double-bass Ophideide with pistons

2 First Trumpets in F
2 Second Trumpets in E6

4 Tenor Trombones

4 Trumpets in Eft

4 Tenor Trombones

4 Trumpets in low B6

4 Tenor Trombones
2 Ophideides hi C

2 Ophicleides hi Bo

2 Drummers on 1 pair of Kettledrums in D, F,
tuned in minor third*

Berlioz.

2 Drummers on 1 pair of Kettledn
tuned in minor sixth*

in G, E6

1 pair of Kettledrums in G6, Bo,
toned in major third*

1 pair of Kettledrums In B, E,
tmid in fourth.

1 pair of Kettledrums in A, E6,
toned in dimmfched fifth*

1 pair of Kettledrums in A6, C,
toned in major third*

1 pair of Kettledrums in G, Dft
toned in diminished fifth*

1 pair of Kettledrums in F, Bo,
tuned hi fourth*

Bass Drum hi Bo

1 Bass Drum with 9 padded drumsticks

Gong and Cymbals (8 pairs)
Cyn**l*. Uce the coo*. *tnSTwfth

I.

VioL

Dies* groft*Trommel1st rafreeht sn
bel alad mit swei PwkenhUureln anssi

BS1
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Das Tempo dn wenir belebt.

il ill Inil
* ~

Tenor Tromb.&
Opb.iaC

Oph. in B6

Tenor Tromb. flc

Oph.InC

Oph, in B6
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F:. oh. c:.

Baboon

Horns

Trump.

Tenor Tromb,&
Qph.taC

Oph. In B6
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PI. ob. a.

Bassoon

r*v ^

Tenor Tromb. &
OpbuinC
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Klar.alleln.
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CI.

Bassoon

in Eb

Horns in F

in G

Corn, in B6

Tenor Tromb.

D.-b. Oph.

TrmnP- In E6

Trump, in E6

Tenor Tromb.

Tenor Tromb. &
Oph. inC

Kettledrums

Celloe and
Double-Bass
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Ci.

Bassoon

in

Horns in F

. Das Tempo ein wenig belebt.

Bass Dram
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Tenor Tromb. &

Oph. in C

Trump, in E6

Tenor Tromb.

iass Drum in B6

Bass Drum

Viol-

Violas

Chorus

Ottos and
Doublc-Bass

BS1
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As stated above, kettledrums have a range of only one

octave. T3i** difficulty of obtaining skins sufficiently

lirge to cover t shell bigger than that of the large bass

ktrtiledrum probably accounts for the fact that no tone

lowvr than F cnn br reached. But this does not apply to

h!g :i kettledrums ; it wrald certainly be eaiy to gain the

}):%}} G A ind B ;>

by diminishing the diameter of the

metal shell. Such snsall kettledrums might be of excellent

esFtvt In many instances.

In the pu**t kt'ttledruromers rarely changed the tun-

ing of their instrument in the course of a composition;

however, composers now do not hesitate to require

changes in tuning quite frequently. The performers

might be spared this difficult and awkward procedure
if there were two pairs of kettledrums and two drummers

in every orchestra. At any rate, if the tuning has to be

changed, the performer must be given a number of rests

commensurate with the change required, thus affording
him time to effect it securely. Besides, the tuning should

not be too fir removed from the old one. For instance.

if the kettledrums arc tuned in A and E '

and one wants to go into the key of B*, it would

obviously be clumsy to have the new tuning in F and B&

(fourth} . which would involve tuning

down the low kettledrum by a third and the high one by

an augmented fourth; the tuning B&, F (fifth)

necessitates the raising of both drums by only a semi-

tone. It will easily be understood how difficult it is for

the drummer to prepare a new tuning during a com-

position abounding with modulations; he may have to

do the tuning for the keys of C or F while the orchestra

is pliying in B. This shows that the kettledrummer
should not only be skilled in the manipulation of the

drumsticks, but should be a gifted musician with a sen-

sitive ear. This is why good kettledrummers are so rare.

There are three kinds of drumsticks. Their use changes
the tone of the instrument to such an extent that com-

posers are more than negligent if they fail to indicate in

their scores which kind of stick they desire.

Sticks with wooden end* produce a rough, dry, hard

sound, suitable only for single violent blows or to ac-

company a tremendous noise in the orchestra. Sticks

with trodden end* covered with leather are less hard;

they produce a sound less startling than the preceding,
but still very dry. Unfortunately, in many orchestras

only sticks of this type are used. The best sticks have

sponge ends; their effect is less noisy and more musical.

They should be used more frequently than the others.

These sticks give the kettledrums a jjrave, velvety

sound, which makes the tones very clear and hence the

tuning very distinct; they can render many different

shadings from the softest to the loudest, such as the

other sticks could produce only with ugly or at least

inadequate effect

Whenever it is desired to produce mysterious, darkly

menacing sounds, even in forte, sticks with sponge ends

should be prescribed. Since the elasticity of the sponge
accelerates the rebound of the stick, the player need only
touch the skin very lightly to obtain very delicate, soft

and close rolls in pianissimo. Beethoven has made excel-

lent use of the pianissimo of the kettledrums in bis B&-

major and C-minor Symphonies; these admirable pas-

sages lose much if played without sponge heads, even

though the composer specified nothing in his scores on

this point (Examples 144 and 145.)

BS1
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144. SYMPHONY IN B MAJOR. 2nd MOVEMENT
Beethoven.

K.B.
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145. SYMPHONY IN C MINOR, TRANSITION TO THE FINALE

Beethoven.

I

"
I I

'
I I

INHIIlll y 'V I
M Illllill
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Fa*.

Pkn,

Vic.
H.K.B.

Hrnr.inC
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Allegro.

Viol*.

Veello.

Kontrab.
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Wagner employs a single anxious pulse beat of the

kettledrum in "Walkuere" in Siegmund's monologue
and the "Todesverkuendigung" a sublime effect

during the solemn silence of the entire orchestra.

There is- a strange kettledrum passage in the second

Finale of Beethoven's "Fidelio":

> vivace.)

J
*

J

To make the repetition of beats in this rapid tempo
possible, this passage is executed with crossed arms.

Particularly in the scores of the old masters, the indi-

cation muffled or covered kettledrums is frequently
found. This means that the skin of the instrument is to be
covered with a piece of cloth, which damps the sound
and lends it a mournful expression. Drumsticks with

sponge ends are preferable in this case. Sometimes it is

advisable to indicate which notes the drummer should

execute with two sticks and which with a single stick:

The nature of th rhythm and the position of the heavy
accents should decide this choice.

The tone of the kettledrums does not extend very low.
It sounds just the way it is written in the F-clef ; it is

therefore in unison with the corresponding notes of the

violoncellos and not an octave below them, as is some-
times assumed.

The pedal kettledrums, invented by Hans Schnel-

ler in Vienna, seem to have attained the facility of

mechanism and the sensitivity in tuning which*had
been sought for such a long time. They permit rapid
and precise changes in tuning by merely pressing a

lever with the foot; at the same time they provide
against irregular changes in the skin which are fre-

quently caused by the weather.

BELLS

They have been introduced into instrumentation more
for the sake of dramatic than of purely musical effects.

The timbre of low bells is appropriate only for solemn
and grandiose scenes. On the other hand, that of the

high bells has a more serene character; it has something
rustic and naive about it; this makes it particularly
suitable for religious and pastoral scenes. For this

reason Rossini has employed a little bell in high G :

to accompany the graceful chorus in the second act of

"Guillaume Tell", whose refrain is "Voici la nuit";

whereas Meyerbeer used a bell in low F *^ y to

give the signal for the massacre in the fourth act of

his "Les Huguenots". At the same time the bassoons

play a B - the diminished fifth of this F ; together with

the low tones of the two clarinets (in B& and A) these

create that ominous sound which spreads awe and hor-

ror in this immortal scene. (Example 146.)

146. HUGUENOTS, ACT IV

Meyerbeer.

Klar.I.inB.

ICIar TTfa AJ

Fag.

Hrnr.ija F.

Alt-u.

Teaorpos.

Baflpos.u.

Ophikleide.

Glocke in F.

Valentine.

ftaonl.

Vcello u.

Konftrab.

*
i,''

^ I' I

En- tends -tu
Sffrst du tit*

ces sons fa - * - tawt
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Hrnr.in F.

Gloctke.

Val.

R.

Vcello u.

Kovtrab.

FU-

m
Us me gla - cent do ter -

er - star - fv r

Dn sein des noi - res te - ne - Dres s'e .

de fn . revs oi done e -. tsl - ie?nt . rev; on oonc e . tsi - je?
6* - ftmV 8*tt, mo war Mf
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n.

The wonderful application of the bells in "Parsi-

fal" y 1 J
J J I J stffl meets with great

difficulties, since real bells with this beautiful, low

range are too heavy and expensive. Instead, large
metal bars or several pianos combined with gongs
have been used.

BS1



SETS OF SMALL BELLS

(Les Jeux de Timbres)

Very felicitous effects are obtained -
especially in

military bands - with a set of eight or ten very small

bells fastened to an iron bar one above the other in

diatonic sequence according to size, the highest tone

being at the top of the pyramid and the lowest at the

bottom. These chimes, which are struck with a little

hammer, can execute melodies of moderate speed and
small range. They are made in different keys; the

highest ones are the best

THE

In his "Zauberfloete" Mozart wrote an important
part for a keyboard instrument which he called the

Glockenspiel. It doubtless consisted of a great number
of small 'bells arranged in such a fashion that they
could be sounded by a mechanism of keys. He gave it

the following range:
XnchuUn* the chraurtfc interval*

and wrote it on two staves and in two clefs, like the
pianoforte. (Example 147.)

When the pasticcio "Les Mysteres d'Isis", which
contains more or less disfigured parts of the music of

"Die Zauberfloete", was performed at the Paris Opera,
they had a little keyboard instrument built for the

Glockenspiel music; its hammers struck steel bars in-

stead of bells. Its sound is an octave higher than the
written notes. It is soft, mysterious and of extreme

delicacy. It is suitable for the most rapid movements,
and it is much better than the instrument with little bells.

147. ZAUBERFLOETE, ACT L FINALE

Allegro.
Mozart

Glockenspiel

Chor
der Sklaven.

BS1
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Chor. Dasklinget so herrlich, das klrnget so schon; la ra la, la la

n irr T if^^

JJJMT*

M iii
Glockensp.<

m ^E^B

L

Viol.

II

Viola.

^ ^

^
^ P^^

l|l tftlJJt^ ^1"

Chor. la ra la la la la ra lal Nie hatf ich so etwas ge . hort noch gesehnj la ra

^ f T f T Tr

Vlc.u.
K. B. ujj'ir 3E=

BS1
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GlockeasfL

i

I I I
M I" I"

Viola.

Cltor. tort noch la ra la, la la la ra la la la la ra lal

>L|

f
I f ' i .....

Vlatu
E.B.

i

1

1

1 n i 1-1
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THE KEYBOARD HARMONICA

(Gloss Harmonica)

This instrument is of the same type as the preceding;

its hammers, however, strike glass plates. Its sound is

of an extremely voluptuous delicacy and might be used

in the most poetic effects. Its tone, like that of the

keyboard with steel bars, is very weak. This fact should

be kept in mind when it is to be combined with other

orchestral instruments. The slightest forte accent of the

violins would cover it completely. It would blend better

with a light accompaniment in pizzicato or in harmonics,

or with some very soft tones of the flutes in their medium

range.

The keyboard 'harmonica sounds as it is written. It

can scarcely be given a range of more than two octaves.

jfc

All tones above the high JK
"""

are scarcely audible

and those below D A are of poor quality and

even weaker than the rest of the scale. This shortcoming

might perhaps be remedied by using stronger glass plates

for the low range.

Pianoforte manufacturers usually also build this

charming and too little known instrument It is written

on two staves and in two G-clefs.

It should not be necessary to add that the manner of

playing these two little keyboard instruments is the same

as that on the pianoforte and that one can write for them

(of course within the limits of their range) the same

runs, arpeggios and chords as one would for a tiny

pianoforte.

The Celesta, invented by Mustel in Paris, is an

important addition to the orchestra. It may be con-

sidered an improved Glockenspiel, provided with a

keyboard; its tone, produced by steel plates, is simi-

lar both to the Glockenspiel and to the harp. Its

range is five octaves. Its beautiful sound is frequently

utilized by modern French and Russian composers,

but older works benefit by it as well (e.g. Papageno's
aria in "Zauberfloete").

G. Charpentier in particular has combined it very

subtly and effectively with other soft orchestral colors

in his opera "Louise".

THE ANCIENT CYMBALS

They are very small. Their sound rises in pitch as they

become thicker and smaller. I have seen some in the

Pompeian Museum at Naples which were no larger than a

piaster. Their tone is so high and weak that it is scarcely

audible unless all other instruments are silent. In ancient

times they served to mark the rhythm of certain dances,

probably in the same fashion as our modern castanets.

In the fairy-like Scherzo of my "Romeo and Juliet"

Symphony I have employed two pairs, equal in size to

the largest of the Pompeian cymbals (i.e. somewhat

smaller than a hand), and tuned in fifths. The lower one

givesj&is
B&: jh _ , and the higher one this F:

.jjfl

*"""

To make them vibrate well, the players

must not strike them together with their entire surfaces

but only with the edges. Any bell maker can manufacture

these small cymbals. They are cast in brass or copper
and then tuned in the desired key by means of a lathe.

They should be at least a third of an inch thick. They
are delicate instruments similar to the keyboard har-

monicas, but their tone is stronger and can be heard

through a large orchestra playing piano or mezzoforte.

THE BASS DRUM

Among the percussion instruments with indefinite

sound the bass drum is certainly the one which has done

the greatest mischief and has been most misused in

"modern music. None of the great masters of the last

century thought of introducing the bass drum into the

orchestra. Spontini was the first to use it in* the trium-

phal inarch in "La Vestale" and later in several pieces

of his "Fernand Cortes"; there it was in its proper

place. But it is really the height of folly to use this

instrument in all ensembles, in every finale, in the most

meaningless choruses, in dance tunes and even in cava-

tinas as has been done during the past fifteen years; to

call the matter by its right name it is really sheer

brutality. The composers do not even have the excuse

of intending to accentuate a basic rhythm against other

accidental rhythms. No they senselessly beat the ac-

cented parts of each .bar, they crush the orchestra, they

choke the voices. No longer is there any melody, har-

mony, form or expression left; the prevailing key remains

scarcely recognizable. And yet they naively think they

have created an energetic instrumentation, something

especially beautiful!

It is needless to add that in these cases the bass drum

is almost never used without -the cymbals as if these

two instruments were inseparable by nature. In some

orchestras they are even played by the same musician;

one of the cymbals is fastened on top of the bass drum,
so that he can strike it with the other cymbal in his

left hand while using the drumstick with his right hand.

This economical procedure is intolerable ; the cymbals lose

their sonority and produce a noise similar to the sound

of a falling bag full of old iron and broken glass. The

resulting music is utterly trivial and devoid of any bril-

liance. It is perhaps suitable for the accompaniment of

dancing monkeys, jugglers, mountebanks, swallowers of

swords and snakes in public squares and at dirty street

corners.

Nevertheless, the bass dram is of admirable effect if

used skillfully. The entrance of the bass drum in a full

orchestra can, for instance, redouble the force of a



broad rhythm which has already been established and

gradually reinforced by successive entrances of the most

sonorous instrumental groups. In this instance it does

wonders: the rhythmic power of the orchestra becomes

immensely intensified; unbridled noise is transformed

into music.

The pianissimo of the bass drum and cymbals together,
struck at long intervals in an Andante is majestic and

solemn. However, the pianissimo of the bass drum alone

(if the instrument is well built and of large size) is

gloomy and ominous; it resembles the distant sound of

cannon.

In my Requiem I have used the bass drum in forte

without cymbals and with two drumsticks. By striking

the instrument alternately from both sides, the perform-

er can produce a rather quick succession of sounds.

Combined, as in this work, with kettledrum rolls in

several parts and with an orchestration depicting an-

guish and terror, these sounds convey the idea of the

strange and awful uproar accompanying great cata-

clysms of nature. (Example 148, p. 372).

In his mountain Symphony, Liszt also employed
the bass drum very poetically to paint a solemn, dis-

tant rumbling.

I have used the bass drum in another instance in a

symphony to obtain a hollow roll much lower in pitch
than the lowest tone that the kettledrum could produce.
The bass drum was placed upright like a military drum
and was played simultaneously by two drummers.

THE CYMBALS

The cymbals are combined very frequently with the

bass dram, but as stated above they can be used just
as well by themselves. Their shrill and tingling sound
stands out in a full orchestra. Combined with the high
tones of the piccolo and with the strokes of the ket-

tledrum, it is particularly suited to scenes of unbridled

wildness or to the extreme frenzy of a bacchanalian

orgy. The finest effect ever produced on cymbals is to be

found in the chorus of Scythians in Gluck's "Iphig&iie
en Tauride" (Example 148).

148. IPfflGENIE EN TAURIDE, ACT I

Baal.
V1C.U.K.B.

BS1
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K1.F1.

Ob.u.
Klar. in C

Ls dleux ap - pat . sent lenr cour

dienx ap - pal - sent lenr eoitr -

Basal.

Tram.

Becken.

LJ ' Li u
r r ' r r f r

Viola.

roox, fls nous a - -
t me-nent des vie - ti- les dieux ap

Chor,
' r r r s

Baasi.

- me-neoft des -vte . ti - mas, les dienx ap
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Ob.n.
Klar. In G.

r r
*

r r r r r r r r

fie uns seltet das Op -for

Cher.

BaasL

KLFL

Ob.n.
Klar.in C*

Trom.

Beclwo.

Viol.

Viola.

Chor.

Bawl.
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Kl. PI.

Ob.u.
Klar. in G.

Trom.

Becken.

I.

Viol-

II.

Viola.

Chor.

Bassi.

r.-f i r r r r i r r r

soit of . fert pour nous, qne lenr sang soit of - fert pour
r IT

nous!

ux.sern ffct - tern tier Fretn - den

sang
1

soit of - fert pour nous, que lenr sang- soit of - fert pour nous!

A wonderful, fantastic effect in "Rheingold" is the

discreet symbolization of the gold by a pp roll on a

freely suspended cymbal with a soft kettledrum stick.

The cymbal stroke on the first chord of Liszt's

"Mazeppa", similar to the crash of a whip, is of

striking realism.

Vigorous and well-marked rhythms in a large choral

piece or in an orgiastic dance gain greatly by the par-

ticipation not of one pair of cymbals, but of four, six,

ten and even more pairs of cymbals, according to the

size of the concert hall and according to the number of

other instruments and voices. The composer should

always indicate the length of the cymbal sound exactly,

if it is followed by a rest. If a prolonged sound is

desired, long and sustained notes must be written

V1 i|iii[] with the indication "vibrato"; in the op-

posite case one should write eighth or sixteenth notes

with the word "secco". The latter is

excuted by holding the cymbals against the player's

chest immediately after the stroke. Sometimes a drum-

stick with a sponge end or a bassdmm stick is used to

vibrate a cymbal suspended by its leather strap. This

produces a long, vibrant and sinister sound whose effect,

however, is not quite as formidable as that of a gong. ,

THE GONG

The gong or tamtam is used only in compositions of

a mournful character or in dramatic scenes of the

utmost horror. Its powerful, vibrating sound combined

with heavy chords of the bass (trumpets and trombones)

has a truly awful effect. No less frightening are the

lugubrious pianissimo strokes of a gong played almost

alone. Meyerbeer has proved this. in the magnificent

scene of "Robert le Diable" "The Resurrection of the

Nuns" (Example 149).
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149. ROBERT IE DIABLE, ACT

Andante.
So scbvach als mSglWh.

Klappen-Tromp.
in B.

inEs.

Homer

PCS.

THE TAMBOURINE

This favorite instrument of Italian peasants, in whose
festivities it plays an important role, is of excellent

effect when employed in masses to stress the rhythm of
a lively dance -

similary to the cymbals or together with
them. In the orchestra it is employed solo only to

characterize peoples habitually using it, such as Gypsies,
Basques, Italians from the Campagna, the Abmzzi and
Calabria. It produces three very different kinds of sound.
If it is simply struck with he hand, its sound is of little

value and (except in masses) is audible only when not
combined with other instruments. If the skin is rubbed
with the fingertips, this causes a roll in which the sound
of the jingles fastened around the edge of the instrument

predominates; this is written: This roll

can be only of short duration because the finger rubbing
the skin soon reaches the edge, which stops its action. A
roll like this one, for instance, would be impossible:

' '

i

Finally rubbing the skin with the whole thumb, without

quitting contact with the skin, produces a wild, strangely

rattling and rather ugly sound, which might be used in

special cases, e.g. in a masquerade scene.

BS1
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THE SIDE DRUM

The drums proper are used almost exclusively in large
bands. Their effect increases and becomes more noble

in proportion to the number of drums employed. A single
drum -

particulary if used in an ordinary orchestra - has

always appeared to me to sound low and vulgar. Yet

it cannot be denied that Meyerbeer produced a peculiar

and terrible effect through the combination of one drum

with the kettledrums in the famous crescendo roll in the

Consecration of the Swords in his "Huguenots!'. But

eight, ten, twelve or still more drums executing rhythmic

accompaniments or crescendo rolls in a military march

serve as magnificent and powerful auxiliaries for the

wind instruments. Simple rhythms without melody, har-

mony or key ( i.e. without the elements which constitute

music) but simply marking the step of soldiers, can have*

a stirring effect if executed by forty or fifty drums alone.

This is probably the proper occasion to point out the

peculiar charm to the ear created by a great number of

instruments of the .same kind played in unison or si-

multaneously producing a noise. In watching the drill of

infantry soldiers, one can make the observation that at

such commands as "shoulder arms" or "order arms" the

slight click of the metal and the dull thud of the butts

dropping to the ground are not conspicuous at all if

only one, two, three or even ten or twenty men are

exercising,* but if the command is carried out by a thou-

sand men, the thousandfold unison of a sound insig-
nificant in itself produces a brilliant effect. It stirs and

captivates the attention, it is not unpleasant; and I even

find a vague and mysterious kind of harmony in it

Drums are also used muffled, like the kettledrums.

Instead of covering the head with a cloth, drummers

simply loosen the snares or put a leather strap between

Ahem and the lower skin, thereby checking the vibration,

This gives the drums a dim and hollow sound similar to

that produced by muffling the upper skin a sound

appropriate only for compositions of a mournful or awe-

inspiring character.

THE TENOR DRUM

The tenor drum is somewhat longer than the ordinary

drum, and its body is made of wood instead of metal.

Its sound is dull and similar to that of a drum without

snares, i-e. of a muffled drum. It makes quite a good
effect in military music, and its subdued rolls serve as a

background for the other drums. It is a tenor drum which

Gluck uses in the chorus of Scythians in his "Iphignie
en Tauride" for beating the barbarous rhythm of the

continuous four eighths-notes (see Example 148, p.392).
J Richard Wagner employed it magnificently in the

}
Bide of the Valkyries to produce a wild roaring effect

THE TRIANGLE

The triangle is frequently used just as poorly as the

bass drum, the cymbals, the kettledrums, the trombones

in short, all the instruments that are loud and noisy. It

is even more difficult to use it properly in the orchestra

than the other instruments mentioned. Its metallic sound

is appropriate in forte only for compositions of extremely

brilliant character, and in piano for those of a certain

wild bizarreness. Weber used the triangle felicitously

in the gypsy choruses of his "Preciosa"; Gluck was even

more successful in his use of the instrument in the D-

major part of his terrible dance of Scythians in the first

act of "Iphig6nie en Tauride (Example 150).

150. IPfflGENE EN TAURIDE, ACT I

Un poco animate.
Gluck
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As a magnificent example of the wise application
of the triangle we mention again the single triangle
stroke at the end of the second act of "Siegfried";

its effect here is like that of a sun ray.
Gustar Mahler, too, employs, all percussion instru-

ments very ingeniously.

THE

With its numerous little bells it serves to lend added
brilliance to display pieces and pompous marches of

military bands. It can be shaken only -at rather lengthy
intervals, i.e. about twice in a bar of moderate speed.

Some more or less imperfect or unknown instruments

such as the aeolidicon, the anemochord, the accordion,
the Poikil organ, the ancient sistrum etc." will not be
treated here. Readers desirous of knowing more about
them are referred to scientific literature on the subject.

Our object in this work is to acquaint the reader with

only the instruments customarily used in modern music
and to show him how to combine them harmoniously or
to contrast them effectively, taking into account their

expressive possibilities and individualities.

NEW INSTRUMENTS

The author does not consider it his duty to describe
the enormous number of experiments made daily by
manufacturers of musical instruments and their alleged,
more or less abortive inventions; nor need he enu-

merate the useless objects which they try to introduce
into the family of instruments. It is his duty, however,
to point out to composers the really important inventions,

particularly if their results have already had some gen-
eral approval or practical application. The number of

successful inventors is very small; Messrs. Adolphe Sax
and Alexandre are outstanding among them.

M. Sax - whose creations shall occupy us first - has

improved a number of older instruments (as has been

.mentioned frequently in the course of this work). He has
also filled several gaps in the family of brass instru-

ments. His principal contribution, however, lies in the

creation of a new family of brass instruments with single
reeds and clarinet mouthpieces 'which he completed only
a few years ago.

These are the taxophoncs. These newly gained or-

chestral voices have rare and valuable qualities. In the

high range they Are soft yet penetrating; in the low

range they are full and rich, and in the middle range
they ere very expressive. On the whole it is a timbre

quite its own, vaguely similar to that of the violoncello,
the clarinet and the English horn with a half-metallic

admixture which gives it an altogether peculiar

expression.
The body of the instrument is a parabolic cone of

brass with a system of keys. Agile, suited just as well

for rapid passages as for soft melodies and for religious
and dreamy effects, saxophones can be used in any kind
of music; but they are particularly suited to slow and
tender compositions.

The high tones of low saxophones hare a plaintive
and sorrowful character; their low tones, however, have
a sublime and, as it were, priestly calm. All saxophones,

especially the baritone and bass, can swell and diminish

their sound; this permits entirely new and quite peculiar
sound effects in the extremely low range, which bear
some resemblance to the tones of the "expressive organ".
The sound of the high saxophones is much more pene-
trating than that of the clarinets in B& and C without

having the sharp and often piercing tone of the small

clarinet in E&. The same can be said of the soprano
saxophone. Ingenious composers are going to achieve

wonderful, still unpredictable effects by joining the

saxophones with the clarinet family or by means of other

combinations.

The instrument can be played very easily, its fingering

being similar to that of the flute" and oboe. Players
familiar pith the clarinet embouchure will master its

mechanism within a short time.

BS1
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THE SAXOPHONES

There are six kinds: the high, soprano, alto, tenor,

baritone and bass saxophones. M. Sax is about to pro-

duce a seventh one: the double-bass saxophone. The

range of all these is about the same. The following list

shows the extreme points of their scales, written as

proposed by Sax and already adopted by composers
in the G-clef for all instruments.

IncLthe
chrom. int.

IncLthe
chrom. int.

High saxophones
in 6

Actual pitch

Soprano Saxophone
in C or B6

Actual pitch of the

saxophone in B6

Major and minor thrills are practicable almost over

the entire scale of the saxophones; only the following
should be avoided:

* *

bid. the
chrom. int.

Alto saxophone
in F or E6

Actual pitch of the

saxophone in F
'

(The one in Eft is

a tone lower)

Tenor saxophone
in C or B6

Actual pitch of the

saxophone in C
The one in B& is

a tone lower)

Incline
chrom. int.

IncLthe
chrom. int.

Baritone saxophone
in F or E6

Actual pitch of the

saxophone in F
(The one in Eft is

a tone lower)

Bass saxophone
in C or B6

Actual pitch of the

saxophone in C
(The onem B& tea

tone lower)

M. Sax also created the families of saxhorns, saxo-

trombas and saxtubas, brass instruments with cup-

formed, wide mouthpieces and with a mechanism of

three, four or five cylinders.

SAXHORNS
Their tone is round, pure, full and completely even

over the whole range of their scale. The different keys
of the saxhorn proceed, as those of the cornet, down-
wards from the main instrument - the small, very high
saxhorn in C, an octave higher than the cornet in C. In
France it is customary to write all these instruments, as

well as the saxotrombas and saxtubas - the highest as

well as the lowest - in the G-clef similary to the horns,
with the sole difference that the actual sound of some
very low Sax-instruments is not one octave lower than
the note writen in the G-clef (as with the horn in low
C),.but two octaves lower.

The small, very high saxhorn exists in two keys,C and B&:

Small saxhorn in

higjhCor B*

Actual sound of the
small saxhorn In high C

(That in Bfr is a
tone lower)

The extremely low tones do not sound well, and th
instrument should hardly be used below the low A. On
the other hand, all the tones of the higher octave are very
brilliant. pure and - in spite of their power - free of

any sharpness. Moreover, the tone of the small saxhorn
is so clear and penetrating that a single high saxhorn
stands out distinctly from the midst of a considerable
number of other wind instruments. The high saxhorn in
B* is more frequi-nt than the one in C. Although it is a
tone lower thnn tin- latter, its two highest tones

'

are rather difficult and require great care in playing.
They should be used very sparingly and with caution.
The first tone of the other saxhorns (their lowest

natural tone) ffi .,, is of such poor quality that

it cannot be used. It has been omitted in the following
table. We must also mention that the chromatic range of

the soprano saxhorn is extended beyond F# ty __ down

to C zy=
^f
= if instruments with four cylinders

are used.

IncLthe
chrom. int.

IncLthe
chrom. int.

Soprano saxhorn
in E6

a fifth lower than the
preceding in B*

Actual pitch

Tenor saxhorn
in Eft

a fifth lower than
the preceding

Actual pitch

Alto saxhorn
in B6

a fourth lower than
the preceding

Actual pitch

IncLthe
chrom. int.

IncLthe
chrom. int.

Baritone saxhorn
and bass saxhorn

in Bfr

a fourth lower than
the preceding

Actual pitch

The baritone and bass saxhorns have the same upper
range, but the tube of the baritone saxhorn is a little

smaller. The bass saxhorn, which has almost always
four cylinders, can reach the low tones more easily be-

cause of its wider tube.

Double-bass
saxhorn in Eft

m fifth lowerthan
the preceding

Actual pitch

Double-bass
saxhorn in B6

a fourth lower than
the preceding

Actual pitch T
In addition, there is the double-bass saxhorn in low

E& and the drone saxhorn in B&, both an octave lower
than the preceding ones; only their medium tones arc
usable, and those only in moderate tempo.
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SAXOTHOMBAS

These are brass instruments with cup-formed month-

pieces and three, four or five cylinders, like the preced-

ing. Their narrower tube gives them a shrill timbre,

somewhat similar to that of the trumpets and, at the

same time, of the bugles.
The saxotromba family has as many members as that

of the saxhorns. They stand* in the same relation to each

other and have the same range.

THE SAXTUBAS

These are instruments with cup-formed mouthpieces

and a mechanism of three cylinders. They have tre-

mendous sonority and their sound carries very far;

hence, they are extremely effective in open-air bands.

They are to be treated exactly like saxhorns except that

one must keep in mind the fact that the double-bass in

E6 and the drone in B& are missing. Their evenly round-

ed shape recalls that of the large ancient trumpets.

THE CONCERTINA

This is a small instrument with metal tongues which

are vibrated by a stream of air. The concertina and later

the melodium developed from the accordion, which was

popular as a musical toy for a number of years. The

timbre of the concertina is penetrating and soft at the

same time; in spite of its weakness it carries quite far. It

combines well with that of the harp and the piano-

forte, and still better with that of the melodium, the

present head of this family. This latter combination,

however, would be of little use because the sound of

the melodium is too similar to that of the concertina and

produces the same effects as well as some additional ones

not possible on the concertina.

The concertina is a small expansible box, held hori-

zontally between both hands and compressed and expand-

ed alternatingly. It is played by means of buttons which,

when pressed with the finger tips, open valves wMch

admit a stream of air to a series of metal tongues. The

air is furnished by bellows between the two side-walls

of the instrument, which carry the buttons on ttte outside

and the vibrating tongues inside. The bellows, having

no valve, can be filled and emptied only through the

valves of the metal tongues, which inhale and exhale

the air necessary for the vibration of these tongues.

Besides being related to the melodimn, the concertina

has a complete, small family of its own. There is a

bass, alto and soprano concertina. The bass concertina

has the range of the violoncello, the alto concertina that

of the viola, and the soprano concertina that of the violin.

The soprano concertina is almost the only one in use.

Owing to the popularity of this instrument in England,

it is also called the English concertina. In the first three

octaves of the two chromatic scales one of which is

played on the right side, the other on the left side of the

instrument (cf. the table of ranges below) the manu-

facturer established enharmonic intervals between the

A^ and G# and between E& and D# by giving the

A& and E& a somewhat higher pitch than the G# and

D#; this is in accordance with acoustical theory but

contrary to musical practice. It is a strange anomaly.

Being an instrument with fixed tones like the piano-

forte, the organ and the melodium, the concertina should,

of course, be tuned in equal temperament like these

instruments. Because of the enharmonic tones it cannot

be played in its present state together with these other

instruments without producing dissonances as soon as

the melodic phrase or the harmony cause unisons be-

tween the enharmonic A* or G#, or E& or D# of the con-

certina with the same, but well-tempered tones of the

other instrument On the instruments with equal tem-

perament A* and G# as well as E& and D# are identi-

cal; not so on the concertina. Neither of the enharmonic

tones A& and G# of the concertina is in strict unison

with the A6 or G# of the well-tempered instrument,

which holds the mid-point between the two tones of the

concertina.

The different tuning of a part of its scale becomes

still more annoying if the concertina plays together

with an instrument with movable tones such as Ae
violin. Musical practice, musical feeling and the ear of

all peoples cultivating modern music demand that in cer-

tain cases the leading tones, which are drawn upward to

the higher tonic, become slightly higher than in the well-

tempered scale, and that correspondingly the minor

seventh and ninth, drawn downward toward the tones

into which they resolve, are made slightly lower.

In the following passage, for instance,

lltfrtly

Violin

the slightly sharp G# of the violin would not be in

tune with the somewhat flat G# of the concertina.

Likewise in this passage

Violin

the flat A* of the violin* would not correspond with the

sharp A* of the concertina (each player following a law

diametrically opposed to that of the other - on the one

hand the law of the calculation of vibrations and on

the other the purely musical law). To effect strid

nnison, the violinist would have to adapt his tones fc

the fixed ones of the other instrument; he would have tc

play off pitch. This is actually done, but to a lessa

degree unconsciously and without offending the ear-

when the violin plays with a pianoforte or with othc

well-tempered instruments. To be sure, the system of flu

English concertina might be reconciled with the systea

of raised leading tones and of lowered sevenths by .

very odd procedure, namely, by doing the opposite o
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what acousticians think should be done about enhar-

monic tones: one would have to play A* instead of G#
and vice versa. The violinist, executing the following

phrase musically,

would be almost in unison with the concertina playing

according to this absurd notation:

.

The old presumption of acousticians to impose the

results of their calculations upon the practice of art

is no longer tenable; for musical practice is based above

all on the study of the impressions by tones on the

human ear.

It is certain that music must reject them if it wants

to exist at all. It is equally certain that the customary
modifications of intervals between two mutually at-

tractive tones constitute extremely subtle shadings em-

ployed with the greatest care by virtuosos and singers
and generally avoided by orchestral players, and that

they require special treatment by composers.

Finally, it is certain that the great majority of musi-

cians instinctively abstain from them in harmonic

ensemble playing. Consequently,
'

tones called incom-

patible bv acousticians arc entirely congenial in musical

practice; relations found by calculation to be false are

accepted as true by the ear, which completely disregards
these very tiny differences the opinions of mathe-

maticians notwithstanding. There, is hardly any modern
score without melodic or harmonic passages written to

facilitate execution or for some other reason, frequently
also without any reason at all in a sharp key for one

part of the orchestra and in a flat key for the other.

EXAMPLES:

Violins

Wind
instruments

"Les

Huguenots"
(Meyerbeer) I eiai.*espt

Melodically:

Horn in

high A6

Clarinet

in A
(These two instrumental are In oofaan)

Orchestra

Seemingly in two different keys, of which only two tones

are enhannonically related, as in .this passage from Web-
er's "Freischuetz":

Violoncellos

and
Double-basses

Trombones

The violoncellos and double-basses seem to play in G
minor with the trombones in & minor.

In the latter example one would doubtless notice if

the violoncellos and double-basses played their F# too

high and the trombones their G& too low. But this must
not happen in a good performance; the two tones will

be in perfect unison in spite of their opposing tendencies.

In* these and many other cases the orchestra becomes one

large well-tempered instrument without the players be-

ing aware of it.

In the celebrated chorus of demons in his "Orfeo,'*
Gluck established an enharmonic relation between two

parts in an indefinite key. I mean the passage about
which J. J. Rousseau 'and others have written so

much nonsense based on the supposed difference be-

tween G& and F#.

1st orchestra

Violins, violas

and' basses

(pizzicato)

Orpheus

Chorus

2nd orchestra

Violins, violas

and basses

(arco)

If it were a fact that the F# of the chorus and the

pizzicato Gb of the basses are executed differently, an

intolerable and unmusical dissonance, highly offensive

to the ear, would result. In reality this phrase makes
a deeply stirring and entirely musical impression upon
the hearer, awakening in him feelings of terror and awe.

It is true that he does not know what key he is hearing
B& minor or G minor; but he does not care. His ear

is by no means offended by the combination of the dif-

ferent instrumental and vocal parts. The tremendous
effect of the F# of the chorus and orchestra is based
on -the unexpected introduction of this tone and on the

strange character it has within an indefinite key, but
not on the alleged, harsh dissonance with the G&. It needs
a naive ignorance of the effects of combined sounds
not to understand that this dissonance cannot possibly
be the cause of the impression, since the G*, played
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pizzicato and piano by only a few basses, is necessarily
covered or rather extinguished by the sudden entry of

fifty or sixty men's voices in unison and by the entire

body of stringed instruments playing the F# fortissimo

(colTarco).
These insipid discussions, this idle talk of litterateurs,

these absurd deductions of theoreticians, all of whom are

possessed with a mania of speaking and writing about an

art concerning which they know nothing, can only amuse

musicians. Nevertheless, it is a pity; erudition, eloquence

and genius ought always to command the admiration and

respect due to them.

After this long digression I return to the English

concertina; this is its barbaric scale:

Tonea on the left aide of the concertina

Tone* on the right aide

=*=3=

Notwithstanding the arrangement of the preceding
example, the concertina is written on a single stave and
in the G-clef. The trill is practicable on all steps of
the scale, but it is more difficult in the lower range. The
double trill (in thirds) is easy. Rather rapid diatonic,

chromatic and arpeggiated passages can be executed on
this instrument. It is possible to add to the main voice a

second one moving approximately parallel with the

melody, but not several complicated voices as on the

pianoforte and organ. One can also play chords of four

to six and even more tones:

The German concertina popular also in England
is not constructed according to the system of the preced-

ing. Its scale, which extends lower, to C and B&:

i

has no enharmonic intervals; it is tuned in equal

temperament.
The range of concertinas depends on the number of

buttons or keys, and this changes according to the

manufacturer's whims. Finally, this instrument like

the guitar requires that the composer who wants to

use it successfully should know its mechanism thoroughly
and be able .to play it more or less adequately.

THE MELODIUM ORGAN BY ALEXANDRE

(The American Organ, The Harmonium)

This is a keyboard instrument, like the pipe organ.

Its sound, like that of the concertina, is produced by
delicate metal tongues over which passes a stream of air.

This stream of air is caused by a bellows and set in

motion by the player's feet. The tones of the instrument

are stronger or weaker according to the force with which

the feet act on the mechanism of the bellows.

Hence, the melodium organ possesses the crescendo and

the decrescendo; it is expressive. One of its special

mechanisms is therefore called "R6gistre d'Expression."

The fingering is the same as that on the organ and

pianoforte. One writes for it on two or even three staves,

as for the organ. It has a range of five octaves.

Melodiums with more than one register are not limited

to this range. The number of registers varies consider-

ably.

The simplest melodium with only one register, whose

range we have just indicated, has two different kinds of

tone that of the English horn in the left half of the key-

board and that of the flute in the right half. The instru-

ments with several registers may have according to

the intentions of the manufacturer bassoon, cornett,

flute, clarinet, fife, and oboe registers, so called because

of their similarity with the instruments after which they

are named; also the Grand Jeu (full organ), the forte
and expressive registers. These give the melodium a

range of seven octaves although its keyboard has only
five.

The player puts these registers into action by means of

a mechanism similar to that of the organ; it is arranged
at both sides of the keyboard and has wooden handles

which are pulled out by either hand. Several other stops

are obtained by a similar mechanism beneath the body of

the instrument, which is moved from right to left or from

left to right by the knee of the performer.

The melodium does not possess the mixture stops of

the organ, whose effect excites a traditional admiration

in many people, while in reality they cause terrible

confusion. The melodium has only single and double

octave stops, by means of which each key can play, ID

addition to its own tone, the single and double octave,

or the double octave without the single, or even* the

higher and lower octaves of this tone.

Many ignorant players and lovers of noise make

lamentable use of these octave stops. This crude method

is, to be sure, not as bad as the mischief done with the

mixture stops of the organ; for there the two other tone

of the common chord are heard at the same time (tin

major third and the fifth); but it remains crude jus

the same.

The resulting, unintended inversions of the chords in

traduce the most frightful disorder into the harmon;

(to say nothing of the thickening of the harmonic tex

lure)/Ninths are transformed into seconds and seventh!

BS1
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seconds become sevenths and ninths, fifths become
fourths and vice versa, and so on. To preserve trne musi-

cal relations with these stops, they should be used only in

pieces written in double counterpoint in the octave; but

this is not done.

The introduction, of these monstrosities into the organ
is doubtless to be ascribed to the ignorance of the middle

ages, groping blindly for the laws of harmony. They
were preserved by senseless convention, and it is to be

hoped that they will gradually disappear.
The tones of the melodium respond somewhat slowly,

like those of the pipe organ. They are suited predom-
inantly to the legato style of religious music and for

slow3 soft and tender melodies. Pieces with skipping

rhythms or of violent character, written for the melodium
or played on it, attest in my opinion to the ignorance of

the composer or to the poor taste of the performer, or

to the ignorance and tastelessness of both.

The real object aimed at and achieved by M. Alexandra
was to give the melodium a dreamy, religious character

and to endow it with all the shadings of the human voice

and of most instruments.

The melodium is at once an instrument for the

church and for the theater, for the drawing-room and

for the concert hall. It occupies little space ana is easily

movable; hence, it is of indisputable utility to composers
and amateurs. Since Meyerbeer, Halevy and Verdi have

used the organ in their dramatic works, how many
provincial theaters of Trance and even Germany have

found difficulties in performing these works, and how

many mutilations and more or less clumsy rearrange-
ments of the scores have been caused by the lack of

an organ! Nowadays theater managers have no longer
an excuse to tolerate this, for the missing organ can be

replaced easily and at moderate cost by the melodium.

The same applies to small churches where music

hitherto has not been available at all. A melody played
there by a sensitive musician; can and will awaken a feel-

ing for harmony and will do away with the grotesque

howling which now takes the place of singing in the

religious service.

. The melodinm'is well suited to arrangements of

symphonic works with piano, violin and violoncello,

as a substitute for the wind instruments. This com-

bination is very popular with French families for

house music; it is definitely preferable to the piano
duets customary in Germany.

PIANOFORTES AND MELODIUMS WITH PROLONGED SOUNDS

(By Aloxcmdro)

The prolongation of sound is the most important
invention by which keyboard instruments have been un-

proved in recent times. It can be applied to the piano-
forte as well as to the melodium and enables the player
to prolong at will a tone, a chord or an arpeggio within

the entire range of the keyboard after the hands have

ceased pressing the keys. During this prolongation of

a number of tones the performer can not only play with

his free hands other tones which do not belong to the

sustained chord, but can even replay the same sustained

tones again. It is obvious how many different and charm-

ing combinations have been made possible by this inven-

tion on the melodium and pianoforte. These are real

orchestral effects, similar in character to those produced
by string instruments playing four or five different

voices within a harmony sustained by wind instruments

(flutes, oboes and clarinets) or, still better, like wind
instruments playing a phrase in several voices during
a sustained harmony of the divided violins, or finally
like harmony and melody moving above or below a

pedal point.
This prolongation of tones can take place in varying

dynamic degrees, according to the register employed.
Under the keyboard of instruments furnished with this

innovation two knee levers are attached so that they can
be moved by slight pressure of the performer's 'knees;
one, on the right side, effects the prolongation of tones on
the right half of the keyboard; the other acts similarly on
the left side. The motion of the knee must take place

simultaneously with the pressing down of the keys whose
tones are to be sustained, e.g.

A second pressure of the knee instantaneously stops the

sustained tones:

Although the second pressure stops the prolongation

produced by the first, it can at the same time start a new

prolongation if one or several new keys are struck

simultaneously.

knee

If a single tone of a short chord is to be prolonged, the

knee motion takes place only after the fingers have re-

leased the keys of the tones which are not to be sus-

tained, while still holding for a moment the key of the

tone to be sustained; only'then the entire Land becomes

free. To change the sustained tones, a series of these

movements is necessary in addition to the supplementary
movement for stopping the tones whose prolongation is

not desired, which takes place while the key of the

tone to be sustained is still pressed down.

This applies equally to both halves of the keyboard (by
means of the left-hand and right-hand mechanism), and
to the pianoforte as well as to the melodium.
When writing sustained tones for the pianoforte or

for the melodium organ one must use at least three
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staves, sometimes even four. In the latter case, the upper
stave is reserved for the high -and medium sustained tones

Prolongation

and the lowest stave for the low ones. The two middle
staves serve for the parts executed by both hands.

Prolongation

left knee

THE OCTOBASS

M. Villaume, a violin maker in Paris, whose excellent

violins are much in demand, has enriched the family of

stringed instruments by a beautiful and mighty member:
the octobass.

This instrument is not, as many people believe, the

lower octave of the double-bass, but that of the violon-

cello; it can reach only the third below the E of the

four-stringed double-bass.

It has only three strings, tuned in the fifth and fourth:

1

Since the fingers of the left hand are neither long nor

strong enough to press down the strings (for the octobass

is of colossal size), Villaume devised a system of mov-
able keys which press the strings forcefully upon the

frets placed on the neck of the instrument to produce
whole tones and semitones. These keys are moved by
levers which the left hand seizes and draws up and down
behind the neck of the bass, 'and by seven other pedal

keys which are moved by the players foot.

Of course, the octobass cannot execute rapid succes-

sions of tones and must be given a separate part, differ-

ing in many aspects from that of the double-basses. Its

range is only an octave and a fifth.

chromatic

This instrument has tones of strange power and

beauty, full and strong, without any roughness. It could

produce extraordinary effects in a large orchestra. At
least three should be available for music festivals if the

number of instruments is greater than 150.

We shall not contest here the opinion of those who
consider the new inventions of instrument makers harm-
ful to musical art. These inventions exercise the same
influence in their field as all other achievements of

civilization. The fact that they can be and are frequently
misused does not disprove their actual value.
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THE ORCHESTRA

The orchestra may be considered & large instrument

capable of playing a great number of different tones

simultaneously or in succession; its power is moderate
or gigantic according to the proportionate use of all

or only part of the resources available to the modern

orchestra, and according to the more or less propitious

application* of these resources in relation to acoustic con-

ditions of various type.
It is also regulated by the degree to which the inner

power of the themes involved not only justifies, but

actually demands the full application of physical
resources.

The performers of all sorts, constituting together
the orchestra, are, so to speak, its strings, tubes, pipes,

sounding boards machines endowed with intelligence,
but subject to the action of an immense keyboard played
by the conductor under the direction of the composer.

I believe I have already stated my conviction that the

invention of beautiful orchestral effects cannot be

taught. Although this faculty can be developed by
practice and rational observation, it belongs to those

precious gifts which the composer, at once a poet and an

inspired calculator, must have received from nature,
similarly to talent for melody, expression, and even for

harmony.
But it is certainly easy to indicate quite precisely

how to form an orchtotra capable of faithfully rendering
compositions in aH forms and dimensions.

A distinction should be made between theater and

concert orchestras. In certain respects theater orchestras

are inferior to concert orchestras.

The placing of the musicians is of great importance;
whether they are arranged on a horizontal or an inclined

platform, in a space enclosed on three sides, or in the

middle of the hall; whether there are reflectors and

whether these have hard surfaces (throwing back the

sound) or soft ones (absorbing and breaking it) ; how
close the reflectors are to the performers all this is

of extraordinary consequence.

Reflectors are indispensable. They are found, in

various forms, in every enclosed place. The closer they
are to the source of sound the greater is their effect,

^flbis is why there is no such thing as music in the open
air. The largest orchestra, playing in a garden open on
all sides such as the Jardin des Tuileries must remain

completely ineffective. Even if it were placed close to

the walls of the palace, the reflection would be insuf-

ficient; the sound would be immediately lost in all

directions.

An orchestra of a thousand wind instruments and a

chorus of two thousand voices, placed in an open plain,
would be far leas effective than an ordinary orchestra
of eighty players and a chorus of a hundred voices ar-

ranged in the concert hall of the Conservatoire. The
brilliant effect produced by military bands in some
streets of big cities confirms this statement, in spite of
the seeming contradiction. Here the music is by no
means in the open air: the walls of high buildings lining
the street on both sides, the avenues of trees, the fac-

adesof big palaces, near-by monuments all these serve
as reflectors. The sound is thrown back and remains for

some time within the circumscribed space before finally

escaping through the few gaps in the enclosure. But

as soon as the band reaches an open plain without build-

ings and trees on its march from the large street, the
tones diffuse, the orchestra disappears, and there is no
more music.

The best way of placing an orchestra in a hall suf-

ficiently large for the number of players used, is to

arrange them in rows one above the other on a series

of steps in such a fashion that each row can send its

tones to the listeners without any intervening obstacles.

Every well-directed orchestra should thus be arranged
in echelons. If it plays on the stage of a theater the
scene should be enclosed by wooden walls in the rear,
at the sides and above.

|
Shells are bad if they seat only half the orchestra,

I
while the other -half is placed in front of the shell.

\ Pear-shaped concert halls are the best.

On the other hand, if the orchestra is placed at one
end of a hall or in a church and if, as frequently hap-
pens, the massive rear wall reflects with too much
force and hardness the sound of the instruments closest
to it, the excessive reverberation can easily be diminish-
ed by hanging a number of draperies or by placing
other suitable objects there which serve to break the
sound waves.

The architecture of our theaters and the requirements
of dramatic representation make this ampitheatrical ar-

rangement impossible for opera orchestras. Their mem-
bers are condemmed to play at the lowest point of the

hall, on a horizontal plane, immediately in front of the

footlights; thus, they are deprived of most of the ad-

vantages resulting from the arrangement of the concert
orchestra suggested by me. This is why so many effects

are lost, so many fine shadings remain unnoticed in opera
orchestras, in spite of the best execution. The difference
is so great that composers must take it into -account ;

they should not score their dramatic works in the same
fashion as their symphonies, masses or oratorios.

In the past the number of string instruments in opera
orchestras was always in. correct proportion to that of
the other instruments; but for some years this has no

longer been the case. A comic-opera orchestra which had
only two flutes, two oboes, two clarinets, two French
horns, two bassoons, rarely two trumpets and hardly
ever any kettledrums, was well balanced with nine first

violins, eight second violins, six violas, seven violon-

cellos and six double-basses. Nowadays, however, with
four horns, three trombones, two trumpets, a bass drum
and kettledrums, but still with the same number of

string instruments, the balance is completely destroyed.
The violins are scarcely audible, and the total effect is

extremely unsatisfactory.

I

The Bayreuth orchestra has 16 first violins, 16
second violins, 12 violas, 12 violoncellos and 8 double-
basses.

The orchestra for grand opera which has besides the
wind instruments already named two cornets and an
ophicleide, various percussion instruments and sometimes
six or eight harps, is equally unbalanced with 12 first

violins, 1 1 second violins, 8 violas, 10 violoncellos and 8

double-basses. There should be at least 15 first violins,
14 second violins, 10 violas and 12 violoncellos, although
not all of them need be used in works with very soft

accompaniments.
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The make-up of tne comic-opera orcnestra would be
sufficient for a concert orchestra intended for the per-
formance of Haydn's and Mozart's symphonies. A great-
er number of stringed instruments might even be too

strong in some instances for the tender effects which
these masters frequently assign to flutes, oboes and
bassoons.

On the other hand, Beethoven's symphonies, Weber's
overtures and more modern compositions in the monu-
mental or passionate style require the number of string-
ed instruments just indicated for grand opera.
Yet the finest concert orchestra for a hall scarcely

larger than that of the Conservatoire, the most complete,,
the richest in shadings and tone colors, the most majestic,
the most powerful and at the same time the most mellow,
would be composed as follows :

21 first violins

20 second violins

18 violas

8 first violoncellos

7 second violoncellos

10 double-basses
4 harps
2 small flutes

2 large flutes

2 oboes
1 English horn
2 clarinets
1 basset-horn or 1 bass clarinet

4 bassoons
4 valve horns
2 valve trumpets
.2 cornets with pistons (or cylinders)

8 trombones (
% tenor

or * tenor trombones
J

1 bass trombone
1 ophicleide in B6 (or 1 bass tuba)
'2 pairs of kettledrums with 4 drummers
1 bass drum
1 pair of cymbals

This has to be modified by including two English
horns instead of one, eight valve horns instead of four,

and perhaps two additional clarinets in D or E6
, a

double-bass clarinet, a double-bassoon and four tubas.

It is generally indispensable to double the wood-

wind in forte or where it has important themes.

For a choral work such an orchestra would require:

40 sopranos (first and second)
40 tenors (first and second)
40 basses (first and second)

By doubling or tripling this mass of performers in

the same proportion one could doubtless obtain a mag-
nificent orchestra for a music festival. But it would be

an -error to assume that all orchestras must be composed

according to this system, which is based on the prepon-
derance of the strings ; the opposite plan may bring very

beautiful results, too. In this case the string instruments,

too weak to dominate the mass of clarinets and brass in-

struments, serve as a harmonious link between the bril-

liant tones of the brass, sometimes softening their sharp

sound, sometimes stimulating their movement with a

tremolo which even transforms drumrolls into music

by blending with them.

Commonsense tells us that the composer unless he is

forced to employ a particular kind of orchestra must

adapt the number of performers to the character and

style of his work and to the principal effects demanded

by its ideas. In a Requiem, for instance, I have employed
four small bands (trumpets, trombones, comets and

ophicleides) placed seperately at the four corners of
the main orchestra, in order to render musically the mon-
umental images of the hymn of the dead. The main or-
chestra consists of an imposing body of stringed instru-

ments, of the rest of the wind instruments doubled and
tripled, and of eight pairs of differently tuned kettle-
drums played by ten drummers. It is certain that the
peculiar effects achieved by this new kind of orchestra
would be impossible with any other combination.

In this connection I want to mention the importance of
the different points of origin of the tonal masses. Certain

groups of an orchestra are selected by the composer to

question and answer each other; but this design becomes
clear and effective only if the groups which are to carry
on the dialogue are placed at a sufficient distance from
each other. The composer must therefore indicate in his

score their exact disposition. For instance, the drums,
bass drums, cymbals and kettledrums may remain to-

gether if they are employed, as usual, to strike certain

rhythms sinnfltaneously. But if they execute an inter-

locutory rhythm, one fragment of which is given to the
bass drums and cymbals, the other to kettledrums and
drums, the effect would be greatly improved and inten-
sified by placing the two groups of percussion instru-
ments at the opposite ends of the orchestra, i.e. at a
considerable distance from each other. Hence, the con-
stant uniformity of orchestral groups is one of the

greatest obstacles to the creation of monumental and
truly original works. This uniformity is preserved by
composers more out of habit, -laziness and thoughtlessness
than for reasons of economy,
I This situation, is still the same even today,
although the latter motive is, unfortunately, also a rather

important one. This is especially the case in France,
where music is so far from forming a part of national

life, where the government does everything possible for
the theater but nothing for music itself, where capitalists
readily par fifty thousand francs and more for a painting
by some great master (because it represent* a value), but
will not spare fifty francs to organize an annual music
festival worthy of our nation, which would display the
numerous musical resources which we own but do not use!

Yet it would be interesting to try once to combine all

musical forces available in Paris for the performance
of a work especially composed for such an occasion. If
this combination were put at the disposal of a master,
in a hall built for this purpose by an architect with a

good knowledge of acoustics and music, the composer
would have to determine the exact plan and arrangement
of this gigantic orchestra first-end then design his work
accordingly. Where such an immense body is to be used,
it is obviously of the greatest importance to consider
the greater or smaller distance of the various groups
from each other. This is indispensable if one wants to

derive full advantage from this orchestra and to cal-

culate with certainty the scope of the different effects.

At past music festivals only ordinary orchestras and
choruses were heard, quadrnpled or quintupled accord-

ing to the number of performers available. But the

orchestra proposed here would be entirely different.

The composer trying .to employ the extraordinary and
enormous resources of such an instrument would have to

solve an entirely new problem.

Here, then, is how this could be achieved in Paris

with the necessary outlay of time, money and effort. The

arrangement of the groups would be determined by the
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wishes and intentions of the composers. The percussion

instruments, which exercise an irresistible influence on

the rhythm and always lag when they are far from the

conductor, should be placed as close to him as possible

to be able to follow the slightest change of measure or

tempo instantaneously and strictly.

120 violins, divided into two, three or four groups
40 violas, divided into first and seconds, if necessary;

at least 10 of the players able to play the viola

d'axnore

45 violoncellos, divided into firsts and seconds, if

necessary
18 double-basses with three strings, tuned in fifths

(G, D, A)
15 other double-basses with four strings, tuned in

fourths* (B, A, D, G)
4 octobasses

6* large flutes

4 flutes in E6
2 octave piccolo flutes

2 piccolo flutes in Dd
6 oboes
6 English horns
5 saxophones
4 tenoroons
12 bassoons
4 small clarinets (in Eo)
8 clarinets (in C or Bo or A)
8 bass clarinets in Bb
16 French horns (6 with valves)
8 trumpets

*

8 cornets

4 alto trombones
6 tenor trombones
2 bass trombones
1 ophideide in C
2 ophicleides in Bb
2 bass tubas

80 harps
80 pianofortes
1 very low positive organ with at least a 16' stop
8 pairs of kettledrums (10 drummers)
6 drums
8 bass drums
4 pairs of cymbals
6 triangles
6 sets of small bells

12 pairs of andent cymbals (in different keys)
2 large, very low bells

2 gongs
4 crescents

465 Instrumentalist*

40 children sopranos (first and second)
100 women sopranos (first and second )

100 tenors
{first

and second)
120 basses (first and second )

860 chorus singers

As one sees, the chorus does not predominate in this

ensemble of 825 performers; even so, it would be diffi-

cult to assemble 860 suitable voices in Paris so little

is the study of singing cultivated in this city.

Every time tibis entire mass is put in action, a broad

and monumental style must be adopted; tender effects,

light and fast movements are assigned to smaller orches-

tras, which the composer can easily form out of this

multitude and employ in musical dialogues.
Besides the radiant colors which this myriad of differ-

ent sounds could conjure at any moment, unheard-of

harmonic effects could be produced as follows:

by dividing the 120 violins into eight or ten parts

supported by the high tones of the forty violas seraphic,

ethereal expression in pianissimo;

by dividing the violoncellos and double-basses in the

low range and in slow 'movements melancholy, religi-

ous expression in mezzoforte;

by combining the lowest tones of the clarinet family

into a small band gloomy expression in forte and mez~

zoforte;

by combining the low tones of oboes, English horns,

tenoroons and large flutes into a small band expression

of pious mourning in piano;

by combining the low tones of ophicleides, bass tubas

and French horns into a small band, joined with the

pedal tones of the tenor trombones, the lowest of the

bass trombones and the 16' stop of the organ profound-

ly grave, religious and calm expression in piano;

by combining the highest tones of the small clarinets,

flutes and piccolos into a small band shrill expression
in forte;

by combining the French horns, trumpets, cornets,

trombones and ophicleides into a small band pompous
and brilliant expression in forte;

by combining the 80 harps with the entire mass of

stringed instruments playing pizzicato into a large

orchestra, thus forming a new gigantic harp with 984

strings graceful, brilliant and voluptuous expression

in all shadings;

by combining the'80 pianofortes with the 6 sets of

small bells, the 12 pairs of ancient cymbals, the 6 tri-

angles (which might be tuned in different keys like cym-

bals) and the 4 crescents into a metallic percussion or-

chestra gay and brilliant expression in mezz&forte;

by combining the 8 pairs of kettledrums with the 6

drums and the 8 bass drums into a small, almost ex-

clusively rhythmic percussion orchestra menacing ex-

pression in all shadings;

by combining the 2 gongs, the 2 bells and the 8 large

cymbals with certain chords of the trombones sad and

sinister expression in mezsoforte.
Who could envisage all the instrumental combina-

tions which would result if each of these groups were

joined with another similar or contrasting group?
There could be formed: grand duets between the wind

instrumen>ts and the stringed instruments ;

between one of these two and the chorus; between

the chorus and the harps and pianofortes alone;

a grand trio between the chorus in unison and in the

octave, the wind instruments in unison and in the octave,

and the violins, violas and violoncellos likewise in unison

and in the octave;

the same trio, accompanied by a rhythmic motif exe-

cuted by ail the percussion instruments, the double-ba*-

ses, harps and pianofortes;
a single, double or triple chorus without accompani-

ment;
< a melody for the combined violins, violas and violon-

cellos, or for the combined wood-wind, or for the com-

bined brass, accompanied by a vocal orchestra;
a melody for the sopranos or tenors or basses, or for

all voices in the octave, accompanied by an instrumental

orchestra;

a small chorus,, accompanied by the large chorus and

some instruments;
a smdO orchestra, accompanied by the large orchestra

and some voices;

a solemn melody executed by all bowed basses and

accompanied above by the divided violins, the harps and

pianofortes;

BS1



a solemn melody executed by the wind basses and the

organ and accompanied above by flutes, oboes* clarinets

and divided violins;

and so on, -and so forth.

The method of rehearsal for such a gigantic orches-

tra would, of course, be the same as that employed for

complex and monumental works offering difficulties in

performance Le. the method of partial rehearsals. In

this analytical task the conductor would have to pro-
ceed as follows:

I take for granted that he knows the work to be per-
formed thoroughly and in its minutctt details. First he
would appoint two assistant conductors who are to beat

die time during the general rehearsals, keeping their

eyes continually upon him, in order to transmit the tempo
to the groups too far removed from the center.

I (The optical telegraph is still .the best.)
Then he would designate coaches for each of the dif-

ferent instrumental and vocal groups.
He would now study with these coaches and instruct

them how to rehearse the parts assigned to them.

The first coach would rehearse the first and second

sopranos first separately, then together.
The second coach would proceed with the first and

second tenors in the same fashion; likewise the third

with the basses. After this, three choruses will be

formed, each composed of one-third of the entire chorus.

Finally the entire chorus would rehearse together.
In these choral rehearsals an organ or a pianoforte

supported by a few string instruments (violins and bas-

ses) could be used for the accompaniment.
The assistant conductors and coaches of the orchestra

would rehearse separately in the same fashion:

1. the first and second violins separately, then to-

gether;
2. the violas, violoncellos and double-basses separ-

ately and together;
8. all the stringed instruments ;

4. tiie harps alone;

5. the pianofortes alone;
6. the harps and pianofortes together;
7. the wood-wind instruments alone;

8. the brass instruments alone;

9. all the wind instruments together;

10. the percussion instruments alone, with special atten-

tion to the tuning of the kettledrums ;

11. the percussion and wind instruments together;

12. finally the entire vocal and instrumental body to-

gether under the direction of the main conductor.

This procedure would, first, result in an excellent per-

formance such as could never be obtained by the old

method of rehearsing with all performers at once;

( (now almost generally and rightly abandoned)

and, secondly, it would require each performer for not
more than four rehearsals. As many tuning forks as

possible should be distributed among the members of the

orchestra; this is the only way in, which the accurate

tuning of such a multitude of instruments, so different
in character and temperament, could be insured.

General prejudice charges large orchestras with being
noisy. However, if they are weld balanced, well rehearsed
and well conducted, and if they perform truly good music,
they should rather be called powerful. In fact, nothing
is as different in meaning as these two expressions. A
shabby, little vaudeville band may appear noisy, whereas
a large orchestra, skillfully employed, will be extremely
soft and of the greatest beauty of sound even in passion-
ate outbursts. Three trombones, if clumsily employed,
may appear noisy and unbearable; and the very next

moment, in the same hall, twelve trombones will delight
the listeners with their powerful and yet noble tone.

Very true and important!

Heavy brass sounds rather soft Furthermore, a great
mass of brass diminishes rather than increases the

power. Two trumpets, stabbing sharply into a wood-

wind and string orchestra, may occasionally produce
more strident effects than a whole army of brass

instruments which balance each other.

In fact, unisons are effective only if executed by many
instruments. Thus, four first-rate violinists playing the

same part will produce a rather unpleasant effect, where-

as fifteen average violinists in unison would sound ex-

cellent

\ Particularly the pp of a large orchestra is incompar-

}
able.

This is why small orchestras are of so little effect and

hence of so little value, however accomplished the per-

formance of the individual players.
On the other hand, the thousand combinations pos-

sible with the giant orchestra above described could pro-

duce a wealth of harmonies, a variety of sounds, an

abundance of contrasts surpassing anything heretofore

achieved in art. It could create, above all, an incalculable

melodic, rhythmic and expressive power, a penetrating

force of unparalleled strength, a miraculous sensitivity

of gradations, in the whole or in any individual part Its

calm would be as majestic as an ocean in repose, its out-

bursts would recall tropical tempests, its explosive pow-
er the eruptions of volcanos. In it could be heard the

plaints, the murmurings, the mysterious sounds of prim-

eval forests, the outcries, the prayers, the triumphant

or mourning chants of a people with an expansive soul,

an ardent heart and fiery passions. Its silence would

inspire awe by its solemnity. Brit its crescendo would

make even the most unyielding listeners shudder; it

would prow like a tremendous conflagration gradually

setting the sky on fire.
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ON CONDUCTING

Theory of the Art of Conducting

Music is probably the most exacting of all arts and

certainly one of the" most difficult to cultivate. Its works
are rarely presented to us under conditions which allow
their true value to be recognized and their character and
meaning to'be completely discerned.

Among creative artists the composer is almost the

only one depending upon a host of intermediaries be-

tween him and the public intermediaries who may be

intelligent or stupid, friendly or hostile, diligent or

negligent. It is in their power either to carry his work on
to brilliant success or to disfigure,, debase and even des-

troy it.

Singers are often considered the most dangerous of

these intermediaries; I believe that this is not true. In

my opinion, the conductor is the one whom the composer
has most to fear. A bad singer can spoil only his own
part, but the incapable or malevolent conductor can ruin

everything. A composer must consider himself happy if

his work has not fallen into the hands of a conductor
who is both incapable and hostile; for" nothing can resist
the pernicious influence of such a person. The most ex-
cellent orchestra becomes paralyzed, the best singers
feel cramped and fettered, all energy and unity are lost
Under such direction the noblest and boldest inspira-
tions can appear ridiculous, enthusiasm can be violently
brought down to earth; the angel is robbed of his wings,
the genius is transformed into an eccentric or a simple-
ton, the divine statue is plunged from its pedestal and
Bagged in the mud. Worst of all, when new works are

performed for the first time, the public and even listen-
ers endowed with the highest musical intelligence are
unable to recognize the ravages perpetrated by the stu-

pidities, blunders and other offenses of the conductor.
For all the obvious shortcomings of a performance

the conductor is not blamed; his victims shoulder the
burden. If he misses the entry of the chorus in a finale,
if he causes a wavering between the chorus and orches-
tra or between distant groups in the orchestra, if he
drags or rushes the tempo, if he interrupts a singer be-
fore the end of a phrase, people say: "The chorus is

terrible, the orchestra lacks assurance, the violins have
spoiled the melodic line; nobody has vigor and fire,
the tenor has made mistakes, he does not know his part;
the harmonies are confused; the composer does not know
how to write accompaniments for singers, etc., etc."

Only when he is listening to familiar and recognized
masterworks can the intelligent listener distinguish the
real culprit and do justice to the other partners in the

performance. However, the number of such listeners is

still so small that their opinion carries but little weight.
Thus, the incapable conductor maintains himself with
all the calm of a bad conscience in the presence of a
public that would hiss an excellent singer pitilessly at
the slightest Vocal mishap.

Fortunately I am now speaking only of exceptions:
capable or incapable conductors wfeo are'at the same time
malevolent are very rare.

The conductor who is willing but incapable, on the
other hand, is very common. There may be some doubt
regarding the good faith of the many mediocre conduc-
tors who frequently have to conduct artists far superior

to themselves. But nobody will accuse an author of con-

spiring against the success of his own work, and yet
there are many composers who unknowingly ruin their

best scores because they fancy themselves to be great
conductors.

Beethoven, it is said, more than once spoiled perform-
ances of his symphonies, which*he liked to conduct even
at the time when his deafness had become almost com-

plete. In order to keep together, the musicians finally

agreed to follow the slight signs of the concertmaster
and to ignore Beethoven's baton. Moreover, it should be
remembered that conducting a symphony, an overture
or any other composition with extended movements
which contain few changes and contrasts is child's play
in comparison with conducting opera and other works

containing recitatives, arias, and numerous orchestral

passages interspersed with irregular pauses. The ex-

ample of Beethoven just cited shows that the direction

of an orchestra, very difficult for a blind man, is entirely

impossible for a deaf one, whatever may have been his

technical skill before he lost his hearing!
The conductor must tee and hear, he must be resource-

ful and energetic, he must know the nature and the

range of the instruments and be able to read a score.

Besides the specific talent whose component qualities
we are going to discuss he must have other, almost in-

definable gifts, without which the invisible contact be-

tween him and the performers cannot be established.

Lacking -these, he cannot transmit his feelings to the

players and has no dominating power or guiding influ-

ence. He is no longer a director and leader, but simply
a time-beater, provided ihe is able to beat and divide time

regularly.
The players must feel that he feels, understands and

is moved; then his emotion communicates itself to those
whom he conducts. His inner fire warms them, his ^en-

thusiasm carries them away, he radiates musical energy.
But if he is indifferent and cold, he paralyzes everything
around him, like the icebergs floating in the polar sea,
whose approach is announced by the sudden cooling of
the atmosphere.
The conductor's *ask is very complex. He must not

only be able to conduct a work with which the perform-
ers are familiar, according to the intentions of the com-
poser, but also, in the case of a new work, to make them
acquainted with it. During die rehearsals he has to point
out to each of the performers his mistakes and errors.

He must be able to employ the resources at his dis-

posal so as to secure the greatest result from them in the
shortest thne

possible^ for, in most cities of Europe,
musical art is in a sad plight. Musicians are poorly paid
and the necessity of thorough study is so little undc>r
stood that the economical utilization of time is one of
the most imperative requisites of the conductor's skill.

Let us now see what constitutes the mechanical as-

pects of his art.

While not requiring particularly outstanding musical

qualities, the art of beating time "is nevertheless rather
difficult to learn; very few people really possess it. The
signs which the conductor makes are generally very
simple, but they may occasionally become quite complica-
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ted by the divisions and subdivisions of the meter. The
conductor must above all have a dear idea of the main
features and the character of the work to be performed so
that he can determine without hesitation and error the

tempi planned by the composer. Unless he had the oppor-
tunity of receiving instructions directly from the compos-
er or is familiar with the traditional tempi, he must con-
sult the metronomic indications and study them thorough-
ly. Most modern composers mark compositions at the be-

ginning and whenever there is a change of tempo. I do
not mean to say by this that it is necessary to imitate the

mathematical regularity of the metronome, which would

give the music thus executed an icy frigidity; I even

doubt whether it would be possible to maintain this rigid

uniformity for more than a few bars. The metronome
is nevertheless an excellent medium for determining the

initial tempo of a piece and its main alterations.

If the conductor has neither the instructions of the

composer nor traditional or metronomic tempo indica-

tions as is frequently the case with works written Jbe-

fore the invention of the "metronome he has no other

guide than the customary, very vague tempo markings;
for the rest he must rely on his own instinct and his

feeling for the composer's style. To be sure, it cannot be

denied that these guides are frequently insufficient or

misleading. This is proved by the manner in which older

operas are given in towns where the tradition for these

works -has been lost. Out of"ten different tempi at least

four will be wrong. I once heard a chorus from "Iphig&iie
en Tauride" performed in a German theater; instead of

Allegro non troppo in 4-4 time it was played Allegro
assai in 2-2 time, Le twice as fast. I could quote an

immense number of similar mistakes caused either by
the ignorance and negligence of the conductor, or by the

fact that sometimes it is really very difficult even for

the most talented and careful man to discover the exact

meaning of the Italian tempo marks. Of course, nobody
will fail to .distinguish a Largo from a Presto. If the

Presto has two beats to a bar, an intelligent conductor,

by examining the .passages and melodic designs contain-

ed in the piece, will soon find the degree of speed
intended by Hie author. But with a Largo in 4-4 time

and of simple melodic design, what means has the un-

fortunate conductor of discovering the correct tempo?
The different degrees of slow movement that may be

used for such a Largo are very numerous; only the

individual feeling of the conductor can be the guide in

such a case, although what matters most is the com-

poser's rafter than the conductor's feelings. Therefore,

composers ought not to neglect furnishing their works

with metronomic indications, and it- is the conductors'

duty to study them closely. To neglect this study is

equal to an act of dishonesty toward the composer.
We now assume that the conductor is thoroughly

familiar with the tempi of the work to be performed or

rehearsed. His next task is to impart the rhythmic

feeling within him to the orchestral players, to deter-

mine the duration of each bar and to make all partici-

pants observe this duration uniformly. This precise

and uniform collaboration of a more or less large or-

chestral or choral body can be attained only by means

of certain signs given by the conductor.

These signs indicate the main divisions the beat*

of each bar, and frequently also the subdivisions the

kalf beat*. It is not necessary to explain the difference

between the strong and weak beats; I assume that I

am writing for musicians.

The orchestral conductor generally uses a small light
stick, about 20 inches long (better white than of dark
color, for the sake of visibility). He holds it in his

right hand and distinctly marks with it the beginning,
the divisions and the close of each bar. Some concert-
masters use the violin bow for conducting, but it is

less suitable than the baton. The bow is somewhat
flexible; this lack of rigidity and the greater resistance
it offers to the air because of the hair make its move-
ments less precise.
The simplest of all meters too in a bar is indicat-

ed very simply. After raising the baton so that the hand
is on a level with his head, -the conductor marks the
first beat by dropping the point of the baton perpendi-
cularly (as far as possible by bending the wrist and
not by moving the entire arm) and the second beat, in
the opposite way, by raising it again:

The meter with one beat in a bar is, especially from
the conductor's point of view, the same as a meter with

two beats in a very rapid tempo; therefore, it is indi-

cated like the preceding. The necessity of raising the

point again after lowering it divides the movement in

two anyway.
With four beats in the bar, it is customary to mark

the first strong beat (the beginning of the bar) by a

downward movement. The second movement of the
baton diagonally upward from right to left marks the

second (the first weak) beat. The third, horizontally
from left to right marks the third -(the second strong)
beat and a fourth movement diagonally upward marks
the fourth (the second weak) beat. These four move-
ments result in this figure:

It is important that the conductor uses his arm as

little as possible for these movements and consequently
does not let the baton cover too much space; for each

movement must be almost instantaneous or, at least,

should occupy a moment so short as to be practically
incommensurable. If the time interval becomes appreci-

able, it causes since it is repeated many times a re-

tardation of the intended tempo and a very unpleasant
heaviness in the orchestral performance. Moreover, this

mistake has the result of needlessly tiring the conductor

and of producing exaggerated; almost ridiculous move-

ments of the body, which distract the attention of the

listeners.

In a bar with three beats, the first downward move-

ment is customary for marking the first beat; but there

are two ways of marking the second. Most

beat from left to right:
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some German conductors, however, do the contrary and

carry the baton from right to left:

If the conductor has his back turned to ttie orchestra,

as is customary in theaters, the latter method has a dis-

advantage in that only few players can see this very

important marking of the second beat since the body of

the conductor hides the movement of his arm. The other

method is better because the second movement is out-

wards and the baton therefore remains perfectly visible

to everybody, especially if the conductor raises it slightly
above the level of his shoulders. If the conductor faces

the orchestra, it is immaterial whether he makes the

second movement to the right or to the left. The third

beat is indicated in all cases by a diagonal, upward
movement, like the last beat in 4-4 time:

*

\
or:

Tlie meters with five and tcvcn beats in a bar are not

indicated by special series of gestures, but are treated

as combinations of simple meters: the five beats as con-

sisting of three and two beats, and the seven as four and
three. They are therefore marked as follows:

Fire beats

96W& OCfttS

These divisions of the various meters are suited lor

moderate tempi However, if the tempo is very fast or

very slow, this method would be inadequate. As we have

already seen, two beats in a bar can be marked only as

shown above, however fast the tempo. On the other hand,

if the tempo is exceptionally slow, the conductor has to

subdivide each beat. A very rapid four in a bar should

be marked by only two movements, since the fojir move-

ments as used in moderate tempo would follow each

other so rapidly that the eye could not follow them

clearly ; the players would be irritated rather than made
secure. Moreover, and this is even more important, the

conductor checks the rhythmic flow by the unnecessary
four motions and loses all freedom of movement which

he would retain with the simple division of the bar into

two halves.

In such cases it is usually wrong for composers to

indicate a 4-4 meter. When the tempo is very fast, they
should always use the time signature $ and not C ,

which is misleading.

Triple time, i.e. rapid % and % meter, is treated

similarly. The conductor does not mark the second beat,

holding the first gesture for two periods and raising his

baton only on the third beat:

i
1*2

in aIt would be ridiculous to mark all three beats

Beethoven Scherzo.

If the tempo is very slow, each beat must be sub-

divided; consequently, quadruple time is marked by eight

movements, triple time by six movements, by repeating
each of the previously indicated main movements in

abbreviated form:

Very slow

quadruple meter

Very slow

triple meter

The arm should not take part in'the short supple-
mentary gestures marking the subdivisions of the bar;
these are carried out by the wrist alone.

The purpose of this subdivision of the beats is to pre-
vent rhythmic divergences which could easily arise in the

orchestra during the intervals between two beats. If the

conductor gives no sign at all during this long interval

(which is unusually extended because of the slow

tempo), the orchestra is left to itself for too long a time.

Since not all players have the same rhythmic feeling,
gome will rush while others drag behind, and the en-
semble will soon be destroyed. The only exception from
this rale is a first-rate orchestra composed of virtuosos

knowing each other very well and accustomed to play
together, and who know the work to be performed
almost by heart Even then the 'carelessness of a single
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player may cause a mishap; why incur such a risk? I

know that it hurts the vanity of some artists to be thus

kept in leading-strings (like children, as they say) ; but

with a conductor whose main aim is the excellence of the

performance such considerations should have no weight
Even in, a quartet the individual feeling of the players
can rarely be allowed to follow its own paths. In a sym-
phony the conductor's conception alone must rule. The

quality of the performance depends on his conception
and on the art of realizing it; the feelings of the in-

dividual players must never make themselves manifest

Once this is clearly understood it becomes obvious

that in very slow compound meters (such as 6/4, 6/8,

8/9, 12/8 etc.) the subdivision; is even more important.
These meters with triple time can be divided in various

ways. If the tempo is rapid or moderate, only the simple
beats are indicated according to the procedure adopted
for tiie analogous simple meters. Hence, a 6/8 Allegretto
or 6/4 Allegro requires a beat similar to duple meters

( (p or 2 or 2/4) ; 9/8 Allegro like 8/4 Moderate or

8/8 Andantino; 12/8 Moderate or Allegro like 4/4. But
if the tempo is Adagio, Largo assai or Andante maestoso,
all eighths-notes (or a quarter followed by an eighth-

note) require beats, according to the form of the melody
or the predominant figuration.

Larghetto grazioso.

In this triple meter it is unnecessary to mark all

eighth-notes; the rhythm of a quarter plus an eighth-

note to a beat is sufficient. One uses the little supple-

mentary gestures indicated for subdivisions of simple

meters, dividing each beat, however, into two unequal

parts because it is necessary to mark the value of the

quarter as well as of the eighth-note.
If the tempo is still slower, all eighth-notes require

beats regardless of the meter; only thus can uncer-

tainty be avoided and complete mastery assured.

Adagio^

in the 12/8: three down, three to the left, three to the

right, three up:

Largo. J. J JS

rw'rppr T
With the indicated tempi, the conductor will beat in

the 6/8 meter three eighths to each time unit, Le. three

beats down and three beats up:

in the 9/8 : three down, three to the right, three up:

Sometimes a difficulty arises if certain* voices in a
score are given a triple rhythm for the sake of contrast,

while the others continue in duple rhythm:

If the players of the wind instruments are very musical,

there will be no need to change the manner of marking the

bar and the conductor can continue to beat six or simply
two. The majority of players, however, usually become

uncertain when the syncopation begins and the triple

rhythm clashes with the duple; they need assistance,

which can be given to them in the following manner.

The uncertainty in group of performers caused by the

sadden entry in a group of performers caused by the

sudden entry of this unexpected rhythm conflicting with

that of the rest of the orchestra always makes them look

instinctively at the conductor, as if seeking his assistance.

He should also look at them, turning a little toward

them and marking the triple rhythm by small movements

of his hand (as if this were the real meter) ; but this

must be done in such a fashion that the violins and

other instruments continuing the duple rhythm cannot

see the altered beat, which would otherwise confound

them completely. Thus, the new triple rhythm, being

marked furtively by the conductor, is executed with as-

surance, while the duple rhythm, already firmly estab-

lished, continues without difficulty although no longer

indicated by the conductor.

On the other hand, in my opinion nothing as more

objectionable and contrary to good musical sense than

the application of this method where not two different

and contrasting rhythms dash, but where simple synco-

pation is introduced. If the conductor divides the bar

according to the number of accents in it, he destroys the

effect of the syncopation for all listeners who see him,

substituting an ordinary change of time for a rhythm of

stimulating charm. Such is the case in. the following

passage from Beethoven's Pastoral Symphony if .the

conductor marks the accents instead of the beats:.

Andante.

! f !W
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by making six movements to a bar, as indicated above

the notes, instead of the four previously maintained;

only the latter enable the listener to recognize and

feel the syncopation clearly:

! JLU
Andante.

This voluntary submission to a rhythmical form which

the composer actually intended to be resisted is one

of the gravest stylistic mistakes a conductor can make.

Another difficulty, extremely troublesome to the con-

ductor and requiring all his presence of mind, is caused

by the combination of different meters. It is easy to con-

duct a duple meter, each of whose beats is subdivided

in two, together with a superimposed duple meter whose

beats are divided in three, if both have the same tempo.

Their bars have the same duration and it is only -neces-

sary to divide them in half and to mark the two princi-

pal accents:

Allegro.

However, if a new, fast figure is introduced into a

slow movement and if the composer has adopted for

tiiis new tempo the corresponding, short bar (either to

facilitate the execution of the fast tempo or because it

could not be written otherwise), two or even three of

these short bars may then coincide with one bar of the

slow movement:

Andante.

Albert.

Dm* Uw acmtert one

It is the conductor's task to hold these unequal bars

together. He will attain this in die quoted example by

beginning to subdivide the beats from bar No. 1 of the

Andante, which precedes the entrance of the Alkgro
6/8, and then by continuing ihis division, perhaps

even more markedly. The players of the Allegro 6/8 will

understand that the two gestures represent the two

beats of'their short bar, while the players of the Andante

take these same gestures merely for a divided beat of

their long bar.

Bar No. 1

Bars No.

2, 8 etc.

One sees, this is really quite simple because tibe

divisions of the short bai coincide with the subdivisions

of the long bar. The following example, however, in

which .a slow bar is superimposed over two short ones,

but without this coincidence, offers greater difficulties:

. . Allegretto. Twice as slow

Here the three bars of the Allegro assai preceding
the Allegretto are conducted as usual, two to a bar.

When the Allegretto begins, the conductor marks two

dmdcd beats for the long bar with two (unequal) move-

ments down and two up:
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The two large movements of the conductor divide the

long bar in half and indicate its value to the oboes
without confusing the violas, who maintain their fast
movement supported by the shorter, subsidiary gestures
dividing the short bar in half. From bar 8 on, the
conductor ceases to divide the long bar in four because
of the triple rhythm of the 6/8 melody entering here,
with which this* gesture would interfere. He confines
himself to marking the two beats of the long bar. The
violas, already accustomed to their fast rhythm, continue
it without difficulty knowing that each movement of the
baton marks the beginning of their short bar.
The preceding shows that subdividing a beat must

be avoided if a part of the instruments or voices execute

triplets on -this beat. Such a division cutting through
the second note of the triplet would make its execution
insecure or actually impossible. The division should be
avoided even a short time before the start of a triple

rhythm or of a melody in triplets in order not
to^ give

the performers the feeling of a rhythm contrary to the
one they are to execute.

Adagio.

In this example it is advisable to divide the entire

bar No. 1 in six, i.e. to'subdivide each beat in two car-

rying out the following movements:

With the beginning of bar No. 2 it is necessary to omit

the subdivision and to carry out only the simple move-

ments :

because of the triplets entering on the third beat, which

would be impeded by the double movement. In the

famous ball scene in Mozart's "Don Giovanni", where

three orchestras in three different meters are combined,

the difficulty of holding them together is not as great as

might be assumed. It is sufficient to mark each beat of

the Tempo di mennetto by a downward movement:

W\
Once brought together^ the two Allegros the small

one in 8/8 whose whole bar is a third (Le. one beat) of

the minuet bar, and the other in 2/4, whose bar is two
thirds (i.e. two beats) of the minuet bar fit together as
well as with the main theme and proceed together with-
out the slightest difficulty. The main thing is to make
them enter correctly.
A gross fault that I have seen committed consists in

slowing up the tempo of a piece in duple meter when
triplets in half-notes occur:

The third note adds nothing to the duration of the bar,
as some conductors seem to imagine. They may mark
such passages with three beats if the tempo is slow or

moderate, but the duration of the whole bar must remain

exactly the same. If triplets occur in a very short bar in

duple meter (Allegro assai), three beats would cause

confusion. Only two should be marked one down on the

first note, the other up on the third. Owing to the quick-
ness of tiie movement the two beats differ little from
those of the bar with two equal beats and do not affect

tlie execution of the parts continuing in duple meter.

Allegro assai.

i inn m
We shall now consider the method of conducting

recitatives. Here the singer or instrumentalist is not

confined to the regular divisions of the bar. The con-

ductor must therefore follow their recitation atten-

tively and must see to it that the chords and other

instrumental passages inserted in the recitative are

executed precisely and uniformly by the orchestra.

If the recitative is accompanied by sustained notes or a

tremolo in several voices and the harmony changes, he

must indicate the change at the proper moment; some-

times the least conspicuous of the voices is the one whose

progression changes the harmony and on which the

conductor must therefore concentrate his attention.

Violins

Free meter

In this example the conductor, while following the

reciting, metrically free part, must also watch above all

the viola part and make it move from F to at the

correct moment at the beginning of the second bar.

Since this part is executed by several players, some

might hold the F longer than others and thereby cause

a momentary dissonance*
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Many conductors have the habit of completely dis-

regarding the written divisions of the bar when con-

ducting recitative; they mark n np-beat on a heavy
beat if ft precedes a short chord of the orchestra, even

if this chord comes on a weak beat:

Recitative

Orchestra

Pa-

In a passage such as this they raise the baton on the

quarter-rest at the beginning of the bar and lower it on

the second beat to mark the entry of the chord. I cannot,

approve this absolutely unjustifiable method; it may fre-

quently cause mishaps in the execution. I cannot see why
in recitatives the bar should not be divided regularly

and the real beats be marked in their proper place as in

music played strictly according to meter. I therefore re-

commend marking the first beat in the preceding example

with a downward motion, as usual, and to move the

baton to the left with the entry of the chord on the

second beat; and accordingly in other, similar cases,

always dividing the bar regularly. It is also very im-

portant to divide it according to the tempo previously

indicated by the composer; if it is an Allegro or Maestoso

and the reciting voice lias sung for some time without

accompaniment, one must not forget when toe orchestra

re-enters to give each beat its proper value in an Allegro

or Maestoso. If the orchestra plays by itself, it usually

does so in strict time; it plays in irregular meter only

when accompanying a reciting voice or instrument In the

exceptional case where the orchestra or chorus itself or

part of them have to execute a recitative and where it

is thus essential to keep a certain number of performers

(in unison or in several parts) uniformly together

although not in strict time, the conductor himself becomes

the real reciter, giving to each bar the duration he con-

siders to be correct According to the form of the phrase,

he gowHmft? marks the main beats, sometimes the sub-

divisions, sometimes the accents, sometimes the sixteenth-

notes; in short, he designs with his baton the melodic

form of the recitative. Of course the performers must

know their music almost by heart and keep their eyes con-

stantly on him; otherwise, no security or precision is

possible.
Even with music in strict time, the conductor must

generally insist that the players look at him as often as

possible. An orche*tra which doc* not watch the conduc-

tor'* baton ha* no conductor. For instance, frequently
after a pause the conductor is forced to wait before

ymtrleiiig the re-entry of the orchestra until he sees the

eyes of all performers fixed upon him. It is his task to

accustom them during rehearsals to look at him simul-

taneously in all decisive moments.

AHejro.

Since in Ac preceding example the first note is in-

definitely prolonged by the pause, the notes following it

cannot be executed with the necessary irfrv and pre-
dsion if this rale is disregarded; for without looking at

At baton the performers cannot know when the eonduc-

tor proceeds to the second beat and resumes the tempo
momentarily suspended by the pause.

The obligation on the part of the performers to look

at the conductor implies an equal obligation on his

part to make himself visible to all of them. Whatever

the arrangement of the orchestra may be, whether on

steps or on a horizontal plane, the conductor must select

his place so that he can be seen by everybody. The

greater the number of performers and the larger the

space occupied by them, the higher must be his place.

His desk should not be too high lest the board carrying
the score hide his face. For his facial expression has

much to do with the influence he exercises. If a con-

ductor practically does not exist for an orchestra unable

or unwilling to look at him, he exists just as little for one

unable to see him completely.

Noises caused by striking the desk with the stick or

by stamping feet are to be banned completely; they are

not only inexpedient, they are crude. Only if the chorus

is unable to see the baton because of some stage action,

the conductor is forced for the sake of a secure entry

by the chorus to mark the beat preceding the entry by
a slight tap of his baton on the desk. This is the only

exception warranting the employment of an audible

signal in conducting; even then the necessity of using
it is to be regretted.

While speaking of choral singers and their operations
on the stage we may mention that chorus masters often

allow themselves to beat time backstage without being
able to see the conductor's baton or even to hear the or-

chestra. Hence this arbitrary time, beaten more or less

badly, cannot correspond with that of the conductor and
causes a rhythmic discrepancy between the chorus and
the orchestra; instead of aiding cooperation it impedes
it

There is another -traditional barbarism which every

intelligent and energetic conductor should abolish. For
choral or instrumental pieces which are to be executed

behind the scenes, sometimes without participation of

the main orchestra, a second conductor is indispensable.
If the main'orchestra accompanies this group, the first

conductor, who hears this music from the distance, is

strictly bound to let hiniself be guided by the second
conductor and to follow his lead by ear. But if as fre-

quently happens in modern music the full sound of the

large orchestra prevents him from hearing the back-

stage music, the application of a special mechanism

transmitting the meter becomes necessary to establish

an instantaneous communication between the conductor
and the distant performers. For this purpose a number
of more or less ingenious experiments have been carried

out, whose results have not always met expectations. Only
the electric metronome set up by Verbrugghe in the

Brussels theater leaves nothing to be desired. It consists

of copper wires attached to a voltaic pile placed beneath
the stage; these wires connect the conductor's desk with
a movable baton attached by a pivot in front of a board
which is placed at any desired distance from the con-
ductor. The desk is furnished with a copper key similar
to a piano key, which has at its bottom a small pro-
tuberance of about a quarter of an inch. Immediately
under this protuberance is a little copper cup filled with

quicksilver. When the conductor wants to mark a beat,
he presses the copper key with the forefinger of his left

hand (his right hand holds the baton, as usual), where-

by the protuberance makes contact with the quick-
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silver. The electrical connection thus effected nfekes the

baton at the other end of the wires oscillate. The
electrical contact and the movement of the baton take

place simultaneously, regardless of the distance. The*

musicians behind the scenes watching the electric baton

are thus practically under the immediate direction of the

conductor, who might, if it were necessary, conduct

from the middle of the Op6ra orchestra in Paris a per-
formance taking place in Versailles. It is only neces-

sary to agree beforehand with the chorus singers or

with their conductor (if there is one, as an additional

precaution) on the manner of beating the tune: whether

the conductor is to mark all main beats or only the

first beat in each bar. For the oscillations of the electric

baton, taking place in only one direction, give no pre-

cise indication in this respect.

When I first used this valuable instrument in Brussels,

its action disclosed one shortcoming. Every lame the cop-

per key was pressed down it touched another copper plate

and, however soft the contact, there was a short noise

which attracted the attention of the audience during
'

the pauses of the orchestra, to the detriment of the musi-

cal effect. I pointed out the defect to M. Verbrugghe,

who substituted for the copper plate the cup with quick-

silver previously mentioned. The protuberance of the key

enters into it without any disturbing noise. Only the

electric spark emitted during the use of the instrument

is still noticeable, but its crackling is so weak that the

audience does not hear it The installation of the metro-

nome is not expensive. Large opera houses, churches and

concert halls should have been provided with it long

ago. Yet it is nowhere to be found except at the Brussels

theater. This might appear unbelievable if the care-

lessness of many theater managers, to whom music is

only a means toward an end, were not well known. We
are only too well acquainted with their instinctive aver-

sion to whatever is off the beaten track, with their

indifference to the interests of art, their parsimony

where an expenditure for the best of music is needed,

and with the ignorance of the basic principles of our art

among those in whose hands its fate rests.

Not all has been said as yet about those dangerous

auxiliaries called chorus masters. Very few among them

are really able to direct a musical performance so that

the conductor can rely upon them. He must therefore

supervise them closely when he needs their participa-

tion. Most to be dreaded are those whom high age has

deprived of their energy and skilL The maintenance of

any somewhat rapid tempo is impossible to them. How-

ever fast the initial tempo of a piece entrusted to their

direction, little by little they slacken its pace until they

have reached a certain degree of moderate slowness

which corresponds with the blood circulation of their

enfeebled organism. It must be added, however, that old

men are not the only ones with whom composers run

this risk. There are men in the prime of life, but with a

sluggish temperament, whose hlood seems to circulate

moderate. If they have to conduct an Allegro assai,

they gradually let it become a Moderate; if on the con-

trary, it is a Largo or Andante sostenuto of some length,

they will have accelerated to a Moderate long be-

fore the end has been reached. Moderate is their natural

pace, and they return to it as infallibly as a pendulum

whose oscillations have been accelerated or retarded for

a moment These people are the born enemies of all

characteristic music and the greatest destroyers of style.

May orchestral conductors shun their cooperation at any
price!

Once, in a large town which I will not name, a very
simple chorus uV6/8 Allegretto was to be performed be-
hind the scenes. The assistance of the chorus master was
needed ; and he was an old man. The tempo of the chorus
was determined by that of the preceding orchestral intro-

duction, and our Nestor followed it quite nicely during
the first few bars ; but soon he became so slow that it was
impossible to continue without making a farce of the

piece. It was started over again two, three, four times J

half an hour was spent in increasingly irritating efforts,
but always with the same result. The good man simply
could not maintain an Allegretto. At last the orchestral

conductor, out of all patience, asked hfrp not to conduct

any more, and made the chorus singers simulate a march
movement by raising their feet alternatingly without

moving from the place. This tempo corresponded exactly
with the duple meter of the 0/8 Allegretto, and the

singers, no longer hampered by their director, exe-

cuted the piece correctly and without any slackening,
as if they were singing on the march.

Nevertheless, I admit that some chorus masters or

assistant conductors are really useful and even indispen-
sable for the maintenance of unity among great masses

of performers if it is absolutely necessary to place them
so that a part of the instnunentalists or tingeri turn

their backs on the conductor. He then needs a certaii

number of assistants placed in front of those per-
formers who cannot see him to transmit his tempo
indications to them. In -order that this transmission 4s

absolutely precise the assistant conductors must not

take their eyes off the main conductor's baton for one

moment. Should they cease to watch him for as little as

three bars, to look at the score, there will immediately
be a discrepancy between their tempo and his, ud all

will be lost

At a music festival in Paris where 1200 performers
were assembled under my direction, I employed five

chorus conductors for the singers and two assistant con-

ductors for the orchestra (one for the wind and one for

the percussion instruments). I had urged them to look at

me incessantly. They did not fail to do so, and onr eight

batons, rising and falling without the slightest rhythmic

discrepancy, achieved a unity among the 1200 partici-

pants of a perfection never before experienced. With

one or more electric metronomes this expedient will

probably be no longer necessary. In fact, one can thus

easily conduct a chorus placed with the back toward

the conductor; but attentive and intelligent assistants

are always preferable to a machine.

They must not only beat the time Hkc a metronome,
but they must also speak to the groups near them,

drawing their attention to various shadings and giving

them the cue for their re-entry after a rest In a space

arranged as a semicircular amphitheater the conductor

alone can direct a considerable number of performers,

since all participants can look toward him. I should

nevertheless prefer to .employ a number of assistant

conductors, because of the great distance between the

chief conductor and the performers placed at the extreme

ends. The greater this distance, the smaller the conduc-

tor's influence upon the performers. It would be best to

have several assistant conductors and several electric

metronomes besides, marking -the main beats of the bar

before their eyes.
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We now come to .the question whether the conductor

should stand or sit. In theaters, . where works of tre-

mendous length are performed, it is rather difficult for

the conductor to endure the fatigue caused by standing
-the entire evening. On the other hand, it is obvious that

the conductor loses part of his power by being seated,

and that he cannot give free course to his temperament
(if he has any).

Furthermore, should he conduct from -the full score

or from the first-violin part, as is customary in some

theaters? He should doubtless use the full score. Con-

ducting from a single part containing only the principal
instrumental cues, the melody and the bass requires a

needless effort of memory on the part of the conductor.

Moreover, if he tells one of the performers whose part
he does not have before him that he has made a mistake,

he exposes himself <to the risk of being answered: "what

do yon know about this?"

Placing and arranging the players and singers, espe-

cially for concerts, is also among the duties of the con-

ductor. It is impossible to state categorically the best

.manner of grouping the performers in a theater or

concert hall. Much depends on the size and shape of

the particular place; the number of participants and
sometimes the style of the composition to be performed
must also be considered.

An amphitheater of eight or at least -five different

levels is generally indispensable for concerts. The semi-

circular form is best for the amphitheater. If the space
is large enough to take in the entire orchestra, the in-

strumentalists will be arranged on the steps as follows:

the fiat violins in front on the right, the second violins

on the left, the violas in the middle between the two
violin groups; the flutes, oboes, clarinets, horns, and
bassoons behind the first violins; two rows of violon-

cellos and double-basses behind the wood-wind instru-

ments; the harps in front, near the conductor; the

kettledrums and other percussion instruments behind
the brass; the conductor, his back toward the public,
at the base of the amphitheater, near the front desks

of the violins.

There should be a plane, more or less wide space in

front of the first step of the amphitheater. Here the

chorus singers are arranged in the form of a fan, their

faces turned three-quarters toward the public so that they
can comfortably watch the conductor. The grouping of

the singers by voices varies according to the number of

voices employed in a given work. In any case, the

sopranos and the altos should take the front rows,

seated; the tenors stand behind the sopranos and the

basses behind the altos.

The soloists (singers as well as instrumentalists) oc-

cupy the center of the front space and should place
themselves so that they can always see the conductor's

baton by slightly turning their heads.
These indications, I repeat, are only approximate;

they may be modified in many different ways, for various

In the Paris Conservatoire, .where the amphitheater
has only four or five steps (not forming a semicircle),
the violins and the violas are on the stage, and only the
basses and wind instruments occupy, the steps; the
chorus is seated in the front of the stage, looking toward
the audience. All the sopranos and altos are unable to

see the movements of the conductor, since their backs
are turned directly toward him. The arrangement is

very inconvenient for this part of the chorus.

It as always of the greatest importance that the chorus

singers placed in front of the stage shall be lower than

the violins, since they would otherwise greatly impair
their sonority. If there are no additional steps for the

chorus in front of the orchestra, it is necessary for the

same reason that the women be seated and the men remain

standing, so that the tenor and bass voices, issuing from
a higher point than the sopranos and altos, can spread

freely and are neither stifled nor intercepted.
As soon as the presence of the chorus in front of the

orchestra is no longer necessary, the conductor should

send them away, since this large number of human
bodies diminishes the sonority of the instruments. The
performance of a symphony would lose much if the

orchestra were thus muffled.

There are some additional precautions concerning the

orchestra which the conductor must observe to avoid
certain defects in performance. The percussion instru-

ments, placed on one of the last and highest rows of the

amphitheater, have a tendency to drag the tempo. A
series of strokes on the bass drum at regular intervals in

a fast tempo, such as these:

Allegro.

will sometimes lead to the complete, destruction of a
fine rhythmic climax by checking the flow of the orchestra
and ruining its unity. The drummer almost always gives
the first stroke a little too late because he does not
observe the conductor's first beat. This delay increases

with each succeeding stroke and must eventually lead
to a rhythmic discrepancy of fatal effect. The conductor
will vainly try to restore unity in such a case. All he can
do is to require the drummer to memorize the number of
strokes in the passage and, instead of looking at his

part, to watch the conductor's baton closely.
A similar retardation, but from different causes,

frequently occurs in the trumpet part when it contains

rapid passages such as the following:

. Allegro.

The trumpeter, instead of taking breath before the

beginning of the first bar, does so only during the

eighth-rest Not counting the time required for breathing
he gives the rest its full value, thereby 'prolonging
the first bar by an eighth. The resulting effect

.Allegro.

is all the worse because the final accent, struck by the
rest of the orchestra on the first beat of the third bar,
comes too late in the trumpets, thus destroying the unity
of execution in the final chord.
To prevent this, the conductor must point out in

advance this inaccuracy to the players; for they are

usually unaware of it. Then, while conducting, he must
look at them at the decisive moment and give them, a
little ahead of time, the first beat of the bar hi which
they have to enter. It is incredible how difficult it is to

prevent the trumpeters from doubling such an eighth-
rest
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Where the composer has indicated an extended acceler-

ando poco a poco to pass from an Allegro moderate to a

Presto, most conductors accelerate the tempo by jerks
instead of enlivening it by a gradual and unnoticeable

increase of speed. This mistake should be carefully
avoided. This applies equally in the opposite instance;
the smooth transition from a fast to a slow tempo is

even more difficult.

Often a conductor demands from his musicians a certain

exaggeration of the nuances indicated by the composer, .

either from a lack of delicate musical feeling or from a
desire to give emphatic proof of his zeal. He does not

understand the character and style of the work. The nu-

ances become distortions, the accents turn into outcries.

The intentions of the poor composer are completely dis-

figured; and those of the conductor, however honest they

may be, are like the caresses of the ass in the fable, who
killed his master by fondling him.

We now turn to some bad habits which can be found in

almost all European orchestras habits which reduce

composers to despair, and whose early elimination is the

duty of conductors.

Players of string instruments rarely take the trouble

to produce a correct tremolo. They substitute for this

very characteristic effect a mere repetition of notes,

twice or even three times as slow as the real tremolo.

Instead of sixty-fourth-notes they play thirty-second
and even sixteenth-notes, i.e. instead of 64 notes to a

bar (4-4, Adagio) they play only 82 or 16. The rapid
motion of the arm necessary for the real tremolo is

doubtless too great an effort for them. This laziness is

intolerable !

Many double-bass players take the liberty of sim-

plifying their part either out of indolence or from

fear of being unable to master certain difficulties. This

system of simplification, generally accepted for the past

forty years, can no longer be tolerated. The double-

bass parts in older works are so simple that there'is no

reason for weakening them even more. Those in modern

works are more difficult, it is true; but, with very few

exceptions, there is nothing impracticable in them.

Composers who are masters of their art always write

these parts with the greatest care and exactly as they

should be performed. If the players simplify things out

of laziness, the energetic conductor has sufficient

authority to force them to do their duty; if they do it

because of incompetence, he should dismiss them. It is in

his own interest to rid himself of musicians who cannot

play their instrument properly.
The flutists,, accustomed to lead the other wind instru-

ments and unwilling to play occasionally below the

clarinets and oboes, frequently transpose entire passages

to the higher octave. A conductor who does not read the

Bcore carefully and who does not know adequately the

work to be performed, or one whose ear lacks acuteness,

will not notice the strange liberty thus taken by the

flutists. Many more examples of this kind could be

cited; such abuses should no longer be tolerated.

It happens everywhere (I purposely do not say: in

certain orchestras) that violinists, of whom usually ten,

fifteen or twenty execute the same part, do not count

the 'rests, but rely instead on the other players. The

result is, of course, that scarcely half of them come in

again at the right moment, while the others still hold

their instrument under the left arm and stare in the air.

The entry is thus weakened, if not entirely missed. I

invoke the conductors' full attention and severity against
this intolerable habit. However, it is so deep-rooted that

the conductor will only succeed in eradicating it by mak-

ing a large number of players liable for the fault of a

single player, e.g. by fining a whole row if one of them
misses coining in correctly. The amount of the fine may
be small, but I warrant that each violinist will count his

rests and see to it that his neighbor does the same, since

the fine can be inflicted on the same player five or six

times in the course of one performance.
An orchestra whose instruments are not in tune in-

dividually and in relation to each other is a tonal mon-

strosity. The conductor must therefore take great care
that die musicians tune accurately. But this should
not be done in the presence of the audience. Any kind of
instrumental noise or of preluding during intermissions

offends the ears of all refined listeners. One can im-

mediately recognize the poor training and the musical

mediocrity of an orchestra by this obnoxious noise made

during the periods of quiet in an opera or concert.

It is also the conductor's duty to see to it that clari-

netists do not always use the same instrument (usually
the clarinet in B&) without regard to the author's indi-

cations, as if the different clarinets, especially those

in A and D, did not have their own individual character,
whose special value is well kown to the intelligent com-

poser. Moreover, the clarinet in A reaches a semitone

lower than the one in B&, namely to C# ?r , which

is of excellent effect. This C# represents the actual sound

of the written note E "Xf 9 which on the clarinet

in B* produces D ffl -

Another habit, just as bad and even more dangerous,
is found in many orchestras regarding the use of the

valve horns. It consists hi the execution as open tones

(by means of the new mechanism) of those notes which

are intended by the composer to be played as stopped
tones (by introducing the right hand into the bell of the

horn). Furthermore, horn players now use almost ex-

clusively the horn in F (because of the facility of play-

ing it in different keys by means of the valves), regard-
less of the key indicated by the composer. This habit

causes a great many abuses, from which the conductor

should preserve the works of composers who know June

to write. As to the works of others, I must admit that

there the damage is much less grave.

Furthermore, the conductor must resist the parsi-

monious custom, existing in certain theaters, of having
the cymbals and the bass drum played by the same

musician. The sound of these cymbals attached to the

bass drum (the only way in which this economy is made

possible) is only a vulgar noise fit for dance bands.

Moreover, this custom leads mediocre composers into the

habit of never using one of the two instruments alone

and of considering it their sole purpose to stress the

heavy beats very forcefully. This opinion caters to Ac
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predelection for vulgar noise and has brought upon us

those ridiculous excesses which will sooner or later doom
dramatic music unless a stop is put to them.

Finally, I must express my regret concerning the

generally poor organization of rehearsals. Everywhere
the system of mass rehearsals is retained for large vocal

or orchestral works. All chorus singers as well as all

instrumentalists are rehearsed together. Deplorable er-

rors, innumerable mistakes, especially in inner voices,
are the natural consequence errors which neither the

cliorus master nor the orchestral conductor will notice.

Once established, such errors grow into habits and be-

come part and parcel of the performance.
The poor chorus singers receive the worst treatment

of all with this type of rehearsal. They need an able

director, who knows the correct tempi and is proficient
in the art of singing, to beat.the time and make critical

observations; furthermore, they require a good ptani*t
playing from a well-arranged piano score on a good
piano; and anally a good violinist to play in unison
or in the octave with the voices as they study each part
individually. Instead of these three indispensable artists

they are given-nit two-thirds of the European opera
houses a single instructor, a man who usually knows as
little of conducting as of singing, who has scarcely any
musical education and who is selected from among the
worst pianists to be found, or who perhaps cannot play
the piano at all; a pitiable invalid who, sitting before
a battered and untuned instrument, tries to decipher a
confused score which he does not know, plays false

chords (minor instead of major and vice versa) and

under the pretext of conducting and accompanying at

the same time teaches the singers a wrong rhythm with
his right hand and a wrong intonation with his left one.

One is carried back into the middle ages when he has
to witness such an exhibition of barbarism for the sake
of economy.

I firmly believe that a faithful, spirited and enthusi-

astic performance of a modern work, even by outstand-

ing artists, can be achieved only by sectional rehearsals.

Each choral part must be studied individually until the

necessary security is reached; only then should it be
rehearsed together with the other parts. One should

proceed in the same fashion in rehearsing symphonies,
if they are at all complicated. First the violins should
be rehearsed alone, then the violas and basses, then the
wood-wind (with a small group of strings to fill out the
rests and to accustom the wind instruments to their

cues); likewise the brass alone; sometimes it is even

necessary to rehearse the percussion instruments by
themselves; finally the harps if they are numerous.
The general rehearsals are then far more profitable and
much faster, and one is assured of a fidelity of execution

only too rare nowadays*
The performances obtained by the old method oi

rehearsing are never more than approximations of cor-

rect interpretations. Yet the conductor puts down his

baton, after ruining another masterpiece, with a smile
of satisfaction. Should he, nevertheless, feel some slight
doubt whether he has fulfilled his task satisfactorily
and who can verify whether he has? he murmurs to
himself: "What of it? Vae victis!"
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GLOSSARY OF GERMAN TERMS AND PHRASES

USED IN THE FULL-SCORE EXAMPLES

1. NAMES OP INSTRUMENTS

Pag*

8 sehr langsam

8 ein Vic. aliein

2tes Pult

10 sehr bestimmt

11 stttnnisch

17 sehr lebhaft

am Stege

mit Diimpfer

24m*ssig
allmfthlich burner etwas

bewegter

26 ohne Diimpfer

80 wirklicher Klang

leichter Finger

fester Finger

89 massig langsam

auf dera Theater

41 sehr schnell

56 immer langsamer

58 sehr eart

65 vier einzelne Violinen

samtllche Ubrigen Violinen

in vier gleich starken Partlen

durch Flageolet hervonu-

brlngen

71 I. aliein

die Ubrigen

79 A (tSef)

88 mttSBig bewegt

84 sehr ausdrucksvoll

80 sehr ruhig und nicht schlep-

pend
sehr weich

etwas breit

92 lebhaft, doch nicht m
schnell

Bog(en)
100 nur die 6 xwrften Vic.

104 lus(ammen)
118 nur 4*aitige KontrabHsse

118 allmShlich schwindend

sehr zfigernd

124 dieses Stuck wird durchaus

sehr leise gespielt und die

*f und / mttssen nicht cu

stark ausgrdrCckt werden

2. PHRASES USED IN THE EXAMPLES

(Only those necessary for th understanding of the musical

contents are listed. Phrases used repeatedly are included only

once, at thr place of their first occurrence).

very slow

1 'cello alone

2nd desk

very distinct

stormy

very lively

near the bridge

con sordino

moderate

gradually faster

seiusa sordino

actual sound

finger touching

finger pressing

moderately slow

on the stage

very fast

more and more slowly

very soft

4 single violins

nil other violins

in 4 equal groups

to be executed as harmonics

1st' (viola) alone

the rest

low A
moderate

with much expression

very calm, not dragging

very soft

somewhat broad

animated, but not too fast

arco (with the bow)

only the six 2nd 'cell!

together

only 4-fitringed double-basses

gradually fading

very hesitatingly

this piece is to be played very

softly throughout; the if

and / must not be executed

too strongly

Pag*

129 Doppelgriff

134 ein wenlg xurttckhaltend

allmahlich wieder in etwas

bewegterfm frflherem

Zeitmass

135 mit zunehmendem Ansdruck

14ti hinter der Ssene

186 Pauke I in B, F hoch (Zwel

Paukenschl&ger)

mit SchwammschlSgelB

207 sehr gcmachlich

215 fast wie nichts

auf swei Salten so sanft ais

mogiich

228 die Stimme nachahmend

289 bewegt

268 die 4 ersten

die 4 letzten

269 das 5. Pult tritt hinsu

276 ciemlich bewegt

279 gedEmpft

280 die Fermaten sehr lang und

bedeutungsvoll

immer starker

lustig und immer schneller

und scbmetternder

295 moglichst sanft raid gebun-

den

324 nicht obiigat

bei den Trommeln aufku-

stellen

825 die Hatfte der Ewelten

Trommem

389 sehr gehalten

310 trig und schleppend

872 diese grosse Trommel 1st

anfrecht m stellen, die

- Wirbd sfnd mft cwei

Paukenschlageln aussn-

ftthren

875 oitt xwei Kloppeln abwecb-

selnd von Jeder SrHe su

schlagen

double stop

pocorit

gradually returning to the

former, somewhat faster

tempo
with increasing expression ,

backstage

kettledrum I in high B6,F (2

drummers)
sticks with sponge heads

molto moderato

almost inaudible

on 2 strings, as soft as. pos-

sible

imitating the voice

agitated

first 4 (double-basses)

second 4 (double-basses

5th desk enters

rather fast

muted

very long and expressive

pauses

molto crescendo

gay, increasingly fast and

brassy

as soft and legato as possible

ad libitum

place with the drums

half the 2nd drums

slow

heavy and dragging

this brass drum is to be plac-

ed upright, rolls are to be

executed with 2 ftramstlcb

bent with 2 sticks aUeroat-

ingly from both sides
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INDEX

Ancient Cymbals, 891

AUBER, D. F. E., La Muette de Portici, clarinet, 201 ;

Ex. 80, 204; chorus a capella, 853

BACH, J. S., I, II, Brandenburg Concerto*, high trum-

pets), 226 footnote; high horns, 280; Christmas

Oratorio, oboe d'amore, 188; treatment of voices,

858

Basset-Horn, 226

Bassoon, doubling basses, 80, 97; 189-197; notation,

189; range, 189-190; trills, 190; character, 190-197;

low tones, 225

Tenoroon, 198

Double-bassoon, doubling basses, 80, 97; as bass of

wind instruments, 128; 198

BEETHOVEN, LUDWIO TAN, instrumentation, II ; treatment

of voices, 858

Fidelia, violas, 71; Ex. 28, 78; 'cello & bass, Ex. 48,

124; oboe, 176; Ex. 68, 181; double-bassoon, 198;

trombone, 828 ; kettledrum, 885

Mitsa Solemnit, solo violin, 58 ; voices, 858

Piano Concerto in E*>, pianoforte as orchestral instru-

ment, Ex. 56, 154

3rd Symphony, oboe, 176; Ex. 67, 179; stopped horns,

249;*, 101,250.

4ik Symphony, pizzicato, E*. 11, 84; oboe 176; kettle-

drum, 880;x. 144, 881

5th Symphony, instrumentation, I; pizzicato, 85; vio-

lins & violas, Ex. 17, 58; violas & 'cellos, Ex. 29,

74; bassoon,, Ex. 78, 190; double-bassoon, 198;

kettledrums, 880; Et. 146, 882

6th Symphony, double-bass, Ex. 46, 120; oboe, 176;

Ex. 65, 177; piccolo, Ex. 98, 286

7th Symphony, oboe, 176; Ex. 66, 178; clarinet, 216;

stopped horns, 249; Ex. 102, 254; trumpet' 288;
Ex. 114, 284

8th Symphony, basses & kettledrums, 871

9th Symphony, instrumentation, I; viola, 71; oboe,

176; double-bassoon, 198; voices, 858

Bells, 885-887

BEBXIOZ, HECTOR, instrumentation, II

Benvenuto Cettini, oboe, 178

Le Cinq Mai, double-bass, Ex. 49, 129

King Lear, Overture, pizzicato, Ex. 12, 86; oboe, Ex.
61 $ m. 178

Lelio, pianoforte as orchestral instrument, 158 ; Ex. 67,

157; clarinet, Ex. 86, 214

Requiem, 'celli and basses, 78; Ex. SI, 79; trombone,

800; Ex. 119, 801 ; kettledrum, 871 ; Ex. 143, 872;
bass drum, 892

Borneo et Juliette, violins, fingering, 20; harmonics^
99; Ex. ,80; muted violins, Ex. 10, 88; violas,

'cellos ft basses, Ex. 40, 95

Symphonic Fantaitique, oboe, 178 ; English horn, 185;
Em. 70, 186

Symphonic Funebre et Triomphale, trombone, Ex.
129. 824

Birch rod, 870

BIZET, GEORGES, Carmen, Ex. 116, 285

Bombardon, 888

BRAHMS, JOHANNES, instrumentation, II

Bugle, 336-337; key bugle, 886; valve bugle, 887

Celesta, 891

Cellone, 74

CHARPENTIER, GUSTAVE, Louise, celesta, 891

Clarinets, doubling basses, 97; 199-227; range & nota-

tion, 199; difficult & easy passages, 199-200; trills,

200; clarinets in different keys, 201-206; registers,

206-210; improvements, 226; mouthpieces, 226

Alto Clarinet, 222

Bass Clarinet, supplementing double-bass, 80, 97; 222-

225; notation & range, 222; character, 228-225;

improvements, 227

Basset-Horn, 226

Double-bass clarinet, as bass of wind instruments,

128; 226

Concertina, 401-408

Cornet, 292-297; range, 292-295; trills, 298; compari-
son with horns & trumpets, 298-294 ; different keys,

295; character, 295-297

Crescent, 899

Cymbals, 892-895

DEBUSSY, CLAUDE, Leg Fetes, muted trumpets, Ex. 116,
289

Double-bass, 96-132; tuning & notation, 96-97; low C,

97; bows, 97 ; reinforcing, 97; harmonics, 97; chords

& arpeggios, 97; tremolo, 97-112; character, 112-

118; slides, 118-122; doubling low wind instru-

ments, 128; combined with 'cellos, 124-128; division,

129-181; pizzicato, 182

Drums

Bass Drum, 891-892

Side Drum, 897

Tenor Drum, 897

English Horn, see oboe

Enharmonic relations, 401-408

Flute, 227-235; range, 227; trills, 227-228; double-

tonguing and Flatterzunge, 228; character, 228-

285; different keys, 242; flute d'amour, 248

Piccolo, 236-242; range, 286; character, 286-242

Alto Flute, 248

French Horn, reinforcing violins, 58; as bass, 80;

247-280; character, 258-259; valve horns, range,

259; character, 260-280; different keys, 270-280;

comparison with cornets & trumpets, 298-294; doub-

ling basses, 802
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Glass Harmonica, 891

Glockenspiel, 888-990

GLUCK, CHR. W.

Alceste, tremolo sul ponticello, 12; Ex. h 18; muted

violins, Ex. 9, 82; clarinet, 216; flute, 280; Ex. 94,

281; horn, 258; trombone, 805; Ex. 188, 807

Armide, oboe, Ex. 60, 170; voices, 864; Esc. 187, 855

Iphigenie en Aulide, viola, 68; oboe, Ex. 59, 167

Iphigenie. en Tauride, viola, 60; Ex. 21, 61 ; oboe, 170;

piccolo, 286; Ex. 99, 288; 289; trumpet in piano,

Ex. 118, 288; trombone, Ex. 188, 805; voices, 849;

incomplete harmony in vocal parts, Ex. HI, 867;

Ex. 14$, 868; cymbals, Ex. 148, 892; tenor drum,

897; triangle, Ex. IRQ, 897

Orfeo, double-bass, 118; Ex. 45, 119; English horn,

188; flute, 228; Ex. 98, 229; enharmonic relation,

402

Gong, 895-896

Guitar, 145-150; character, 145; tuning, 145; nota-

tion, 145; fingering, 145; chords, 145-146; arpeg-

gios, 146; rolls, 146-147; harmonics, 147

HALEVY, J. F. E., La Juive, English horn, Ex. 69, 184

HANDEL, G. FR., instrumentation, II

Harmonium, 408-401

Harp, 137-144; harp in E*>, 187-188; double-action

harp, range, 188; pedals, 188-189; fingering,

chords, 189-140; trills, 140; repetition, 140-141;

character, 141 ; harmonics, 141 ; division, 141 ; syno-

nyms, 141-144; bisbiglando, 144

HAYDN, JOSEPH, instrumentation, I, II

Heckelclarina, 188

Heckelphon, 188

Instrumentation, 1-2

Kettledrum, 370485; tuning, 870-880; sticks, 880;

pianissimo 880-885; muffled, 885; pedal kettle-

drams, 885.

Keyboard Harmonica, 891

LISZT, FRANZ, instrumentation, II

Dante Symphony, harp, Ea. 68, 142

Waseppa, col legno, Ex. 6, 21; clarinet, 205; horn,

260; Ex. 104, 261 ; cymbals, 895

MAHLER, Gumv, clarinet, 206; birch rod, 870; percus-

sion instruments, 899

Mandolin, 151-152

MARSCHNER, HEINRICH, Hans Heiling, double-bass, 112;

E*. 43, 115

MKHTTL, E. N.

Jotcph, clarinet, 201; Ex. 79, 202

Phrorine *t MOHare, stopped horn, 255; JE*. 10S,

256

Melodium Organ, 408-405

MEYERBEER, GIACOICO, horn, 258

Let Huguenots, viola d'amore, Ex. SO, 76; bassoon,
Ex. 75, 192; bass clarinet, Ex. 90, 222; trumpet,
282

; bells, JE*. jtyfl, 885

Robert le Diable, viola, 68 ; bassoon, Ex. 74, 191 ; horn,

255; comet, Ex. 117, 295; gong, 895; Ex. 149, 896

MOZART, W. A., instrumentation, I, II

AVC f'erum Corpus, voice, 850; Ex. 186, 851

La Clcmensa di Tito, basset-horn, 226

Co&i fan tutte, bassoon, Ex. 7, 194; clarinet, Ex. 89,

221

Don Giovanni, double-bass & trombone, Ex. 47, 128;

mandolin, Ex. 65, 151; bassoon, 194; clarinet, 216

Entfuehrung aus dem Serail, basset-horn, 226

Nozze di Figaro, oboe, Ex. 58, 164; bassoon, 194

Requiem, basset-horn, 226

Serenade for 18 wind instruments, basset-horn, 226

String quartets, 182

Zauberfloete, basset-horn, 226; trombone, Ex. ISO,

827; Glockenspiel, Ex, 1479 888; celesta, 891

Oboe, 183-181; range, 168; trills, 168; difficult & easy

keys, 164; character, 164-182; French & German
instruments & style, 188; playing below clarinet,

218

Baritone Oboe, 188

Oboe d'amore, 188

English horn, 188-188; range, 188-184; character, 184

Octobass, 405

Ophideide, 887-888; bass ophicleide, 888; double-bass

ophicleide, 888

Organ, 243-247; range 248; stops, 248-244; finger-

ing, 244; character, 244-245 ; Rollschweller & Vene-

tian swell, 245, 246

Percussion instruments, 870

Pianoforte, 152-161; notation, 152; chords, 152; ped-

als, 158; scales, 158; as orchestral instrument,

158-161; as solo instrument, 161; soft pedal, 161;

prolongation, 404-405

ROSSINI, GIOACCRINO, GuHlttume Tell, violoncello, 96;

horn, 258; accompanying the voice, 861; Ex.

1S8, 862; vocal orchestra, Ex. 140, 866; bells, 885.

Russian Bassoon, 848 v

Saxhorn, 400

Saxophone, 899-400

Saxotromba, 401

Saxtnba, 401

SCHUMANN, ROBERT, instrumentation, II

Serpent, 848

SPONTINI, GASFABO, I* Fwtele, viola, 67; flute, 280;

trombone, Ex. 131, *28; horn, Ex. 189, 868; bass

drqm, 891

STRAUSS, KIGECABD

Dealt and Tmtfpmtion, bassoon, E*, 78, 197

Don Q*i*ottf ftfe (Fhttenmige), 2*8
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Sinfonia Domcittca, violin, SO; oboe d'amore, 188

Till EuUntpUgel, clarinet in D, Ex. 81, 205; rattle,

870

Zarathuttra, bass tuba, 97; double-bass, 112

String group, 182-186

Tambourine, 896

Tenoroon, 198

Transposing instruments, 161-168

Triangle, 897-899

Trombone, doubling basses, 97; 298*330; alto trom-

bone, 298; tenor trombone, 298; bass trombone,

299; range, 299-800; trill, 802; doubling basses,

802; character, 802-829; agility, 805; mutes, 829;
alto trombone with valves, 880

Trumpet, reinforcing violins, 53; 281-291; range, 281-

282; trills, 282; different keys, 282; piano, 288-

285; character, 285-288; muted, 288-291; compari-
son with cornets & horns, 298-294

Tuba 80; doubling basses, 802; 330-335; range, 880;

character, 881-885

Bass Tuba, 97; 339447

VERDI. GIUSEPPE

Fdttaff, trumpet & trombone, 288

Otello, double-bass, 112; Ex. J$, 118; guitar & man-

dolin, 147; Ex. 64, 148; trumpet & trombone, 288

Viola, reinforcing violins & cellos, 58; 60-74; tuning
& range, 60; trills, bowing, chords,- arpeggios, har-

monics, 60; character, 60-78; division, 74; doubling
'cellos, 74

Viola alta, 74

Viola d'amore, 75-76

Viola di gamba, 76

Violin, W9; tuning, 2; range, 2; trills, 2-5; double

stops, chords, 5-8; double trills, 8; tremolo, 8-19;
sul ponticello, 12; bowing, 19L28; col legno, 21-28;

harmonics, 28-82; mutes, 82-84; pizzicato, 84-41;

division, 42-48; al-fresco style, 48-52; key charac-

teristics, 54-55; character, 55-59; solo, 58-59

Violoncello, 77-98; tuning, range, notation, 77; double

stops, arpeggio, trills, bowin& 77; harmonics, 77-

78; 'cello ft bass, 78-80; character, 82-04; division,

95; tremolo & arpeggio, 96; pizzicato, 96

Violotta, 74

WAGNER, RICHAHD

Fautt-Ouvcrturc, bass tuba, Ex. 188f 889

Flkgtider Hdlatnder, born, 260; Ex. 107, 273

g, clarinet, 216; Ex. 87, 217; flute

227; trombone, Ex. 1X8f 822

Lohengrin, wind instruments, II; violins, 55; viola, 68;

Ex. 23, 65; harp, 144; English horn, 181; English

horn, flute, clarinet, 188; flute, oboe, English horn,

Ex. 95, 282; men's chorus, 870

Meitteninger, muted violins, 84; pizzicato, 89; Ex.

15, 41
; fiolin, 57; viola, 68; Ex. H, 66; 'cello, Ex.

84, 88; 85; Ex. 57; 88; string group, 182; Ex. 51,

188; Ex. 72, 189; clarinet, 206; Ex. 8%, 207; Ex.

88, 220; flute, 227; horn, 260; Ex. 106, 272; Ex.

109, 276; Ex. 110, 277; trombone, 802; Ex. ISO,

808; Ex. 122,804

Ofera and Drama, development of orchestra, I

Panifal, clarinet, 210; bells, 887

Rheingold, pizzicato, 89; Ex. 14, 40; violin, 48; solo

violin, Ex. 20, 58; harp, 144; horn, 260; Ex. 108,

275; Ex. Ill, 279; cymbal, 895

. Ring des Nibelungen, instrumentation, II

Siegfried, violin trill, 2; Ex. 1, 8; col legno, 21; Ex.

7, 24; violin, 55; Ex. 19, 56; viola, 67; Ex. 96, 68;

oboe, Ex. 77, 195 ; horn, 260; Ex. 105, 266; Ex. Hi,
280; bass tuba, 889; Ex. 184, 840; triangle, 899

Siegfried Idyll, instrumentation, II; string group, 182

Tannkacuter, viola, Ex. 22, 68; 'cello, 88; Ex. 85, 84;

harp, 140; oboe, Ex. 88, 175; oboe & clarinet, Ex.

85, 218; bass clarinet, 228; flute, 288; trombone,
Ex. 1%4, 814; bass tuba, Ex. 185, 844

Trittan, tremolo sul ponticello, Ex. 6, 17 ; muted violin,

84; pizzicato, Ex. 18, 89; 1st & 2nd violins, 57;

viola, Ex. 27, 71; 'cello, Ex. 81, 85; Ex. 88, 90;

'cello, viola & horn, Ex. 89, 92; double-bass, 112;
Ex. 44, 118; d.-b. pizzicato, Ex. 60, 182; string

quintet, Ex. 62, 185; harp, 144; English horn, 184;

Heckelclarina, 188; bassoon, 190; bass clarinet

228; bass clarinet & bassoon, Ex. 82, 225; flute,

288; Ex. 96, 284; piccolo, Ex. 100, 289; horn, 260;

trumpet, 288; trombone, 814; Ex. 1S6, 815; Ex.

1S6, 818; Ex. 727,820

WMuere, violin tremolo, Ex. 2, 8; Ex. 8f 11; al-

fresco style, 48; Ex. 16, 44; Ex. 18, 55; viola &
bass clarinet, Ex. 86, 67; 'cello, 90; double-bass,
Ex. 41, 98; distribution of melody among several

instruments, Ex. 64, 176; clarinet in D, 205; clari-

net, Ex. 83, 209 ; flute, 227 ; 288 ; Ex. 97, 285 ; trum-

pet, 288; trumpet & wood-wind, 296; Ex. 118, 297;

tuba, 880; Ex. 188, 881; kettledrum, 885

WBBBH, C. M. VON, n

Euryanthe, bassoon, 197; horn, 258

Freitchueis, viola, 71; viola & cello, Ex. 8t, 80;
double-bass pizzicato, 182; darinet, 210; Ex. 84,

211; flute. 280; 285; piccolo, 289; horn, 255; 258;
solo viola, 866; enharmonic relations, 866

Oberon, 'cello & clarinet, Ex. 88; 82; horn, 258

Preciota, triangle, 897

Wood-wind group, 189 (footnote) ; 198














