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PREFACE.

In laying the plan of the Brass Band Book, I had the advantage of consultation with Mr. Ebenezer
Prout, B.A., who assisted me in preparing the “Harmonium and Organ Book.” Mr. Prout composed or arranged
the earlier two-part, three-part, and four-part Exercises for this book, and wrote some of the Instructions. But
he was prevented by very onerous professional duties from rendering me further help. In this difficulty, I
sought guidance from Mr. Enderby Jackson, of Hull, Manager of the Crystal Palace Brass Band Contests.
He kindly and promptly introduced me to M. Besson. From M. Besson, the eminent manufacturer of Brass
Instruments, I obtained the information embodied im the Introduction, —information most valuable and
interesting in itself, and most courteously and freely given. I am now making arrangements to secure, from

the best sources, a large collection of music for Brass Bands which will appear in the serial publication to be
called “Brass Band Musi¢ "

This is the fourth book of the series (suggested at the Conference of June, 1872) in which I have
endeavoured to apply to Instruments the Educational Principles of the Tonic Sol-fa Method of teaching tc
sing. Of these, the Harmonium and Organ Book required the most thought and the longest labour. The
Piano-forte book was ready for my hand. The little German Concertina Book was very pleasant to write,
becauss it shewed how Tonic Sol-faists might obtain some valuable knowledge and much delight, at small cost.
I have found greater pleasure than I expected in preparing this Brass Band Book, for two reasons. First,
because I soon discovered that these Instruments themselves are in a transition state—passing from harshness
and untunableness to sweetness fullness and Just Intonation. I do not doubt that a good player, with only a
little of that “power of lip” which varies the tone by a komma, can, with M. Besson’s ney “C and By’
Cornet, play as perfectly in tune in any key as a good Violinist. The Brass Band “of the future” must
necessarily be a totally different thing from the Brass Band of the past. Second, because I saw that our
Tonie Sol-faists possess quite as great an advantage over the Old Notationists in the study of these instruments
as in the cultivation of the voice. They will understand their Instruments better. They will learn to play
more easily. And their Modulator will resolve all the nebulosity of koys which appear in an Oid Notation
Brass Band Score.

I hope that our Tonic Sol-faists will always demand for their Brass Bands well arranged music, and wil!
rather play their own familiar psalm tunes and vocal quartetts than use the haphazard “ dis-arrangements”
so common in oar streets. Above all, let our Tonic Solia Brass Bands never be associated with the glass and
the tankard—but let them go forth into our Temperance Processions, our People’s Pleasure Fields and our
Working Men’s Halls, carrying good music and happy feelings wherever they go.

JOHN CURWEN.
Plaistow, August, 1864,




COMPENDIUM OF TONIC SOL-FA TEACHING AND NOTATION,

The main Principle—This method teaches the pupil to measure, | have a Modulator “ printed on his mind’s eye,” and as he sin
his intervals (not from any fixed sound in the region of absolute pitch, | his familiar exercises he sees the notes move up and down upon it.

but) from that sound
. which is fixed on, for
the occasion, as the Go-
verning or Key-soundof
the tune to be sung or
played, whatever may be
the place of that key-
sound in absolute pitci.
As General Thompson
has said, “There wanted
something to enforceand
necessitate the referring
of all intervals to the
key-note.” This key-
note (or more properly
tone) is called the Ton-
ic. Hence the Zonic
Sol-fa Method of teach-
ing to sing.

The Modulator.——
This pointing-board for
teachng to sing repre-
sents the key-tone of a
tune and its six attend-
ant tones, placed at their
proper intervals, The
side columns represent
the “ related keys.” As
the intervals of the Mo-
dulator and the sylla-
bles which represent
them are unchangeable,
the mind quickly asso-
ciates the one with the
other, just as the words
of awell-known song in-
fallibly associate them-
selves with their tune.
Thus a system of natu-
ral Mnemonies is esta-
bli;l}ed;

eachi paltern.—

In the ea’gﬁessons the
teacher Sol-fas a short
musical phrase while he
points to the notes on
the Modulator, — the
gupil listening the while
ut not singing. This
“pattern® the pupil

@he

JHodulator,

OR POINTING BOARD FOR TEACHING TUNES.
DoH is the key-tone of a tune.
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h the vowel into ee, written e, thus, / fes. Accidental flats

Nore. sharps g
change the vowel into aw, written a,

thus, ¢ ta I. Their places show their relation to other keys.

The Letter Notation.
—These letters are the
initial letters of the Sol-
fa syllables, and theyact
as pointers to the Men-
tal Modulator. Thus
the notation of “ Tune *
is nothing but the teach-
er’s pointing on the Mo-
dulator written down.
“Time ™ is measured by
inches (so to speak)
along the page. ’.Fhese
“inches " represent the
beats or * pulses” of
the measure ; and there
are different marks for
the strong, the weak,
and the medium pulses.
A note placed alone in a
pulse fills that * beat”
of the time. A horizon-
tal stroke continues the
sound through another
pulse, or part of one,
and so on.

Mental effect of Tones
in a Key—Great assist-
ance in first learning to
lstrike the tones correct-
y is given by the pupil’s
being led to obscgepthe
effect on the mind which
properly belongs to
each tone of a key.
These effects in slow
music, and apart from
harmony, are proximate-
ly deseribed by words.

Accidentals— Sharps
are represented by
changing the vowel of
a syllable into e ; flats
by changin% the vowel
into aw. But Transi-
tion or Modulation into
anew key is represent-
ed inatruer way. See
the example below.
The Tonic or key-tone

then imitates, and his errors are corrected, not by singing with | of the Minor Mode is ZaZ For fuller explanations see the
him, but by stimulating his attention, and setting him the pattern | « Standard Course of Lessons and Exercises in the Tonic Sol-fa

The Mental Modulator—By habit the pupil soon comes to

Method,” 1s. 6d.

ExAMPLEs.
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COMPENDIUM OF TONIC SOL-FA TEACHING AND NOTATION.

Scale of
TIME. TUNE. Absolute Pitch.
TWO-PULSE MEASURE. DOH'— STRONG or firm. c
| - } 4 | : | g | TE — SENSITIVE or piercing. B
LAH — WEEPING or sorrouful. A
THREE-PULSE MEASURE,
I . : I : : l . . SOH — GRAND or clear. G
FAH — DESOLATE or awe-inspiring. F
Vol sia MRinEl: ME — STEADY or calm. E
I : | s I s | : RAY — HOPEFUL or rousing. D
DOH — STRONG or firm. The key tone of a tune. C
SIX-PULSE MEASURE.
Nore.—This is a proximate description, in words, of the mental
. . I . H I ¢ { &c, aﬂmgdn of the seven tones when sung slowly. This mental effect
ified by Harmony and by speed of movement.
TIME AND TUNE.
One-pulse Tones, or ONEs, and Twos. 4 Round for two or four parts. KEY A. D.C
* .C.
{!s d d It T m :m |r r I(_l t— |t = |d ® |8
e |lit - tle bell  at West - min - ster goes ding dong, ding dong dong. |
HaLves. A Round for two or four parts. XY E. e
{d or |m d m :f s :— s l:s f[m :d d i, 1d 2ol
Come and join  the sing - ing  school. ICome andjoin the hap - py sing - ing  school.

ONES-AND-A-HALF. QUARTERS. THREE-QUARTERS. THIRDS or TRIPLETS. KEY G.

;d d rIm d |d - x lm :d ld dd drm :d | d :d.,rlm.:.d]r(m,f:f.m.rld:—“

Half a pulse is indicated by a dot placed after A third of a pulse by an inverted comma,  as l d.
the note, as |d -

Two-thirds of a pulse by two inverted commas, as ] d5goes (o

A ok pulse by thming, o I d : Two-eighths of a pulse have no mark between
Three-quarters of a pulse by a dot and comma, as I A 2 them, as l dd,

If in any piece in the Established Notation the division of pulses seems to be lower than an eighth we write two measures for
one. In these cases we find the accent is truly and correctly retained.

RESPONSES BY JOHN SEBASTIAN BACH. ‘ After the 10th.
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INTRODUCTION.

ON THE DIFFERERT KINDS OF BRASS INSTRUMENTS, WITH HINTS FOR KEEPING THEM IN ORDEB,

AND FOB ORGANIZING THEM INTO BANDS.

All brass instruments have a certain series of na-
tural tones which are produced by difterent degrees
of force in blowing through the tube, and withont
any aid from mechanical appliances. The complete
series of “natural” sounds 1s as follows(those sounds
which are common to all brass instruments and easily
obtainable, being printed in capitals; and those less
common or more difficult being given in smaller
type) :—

D,SSDMStaDr' m's'ta d

The series of sounds thus produced are commonly
called Harmonics. 'They mav be heard in connection
with other instrumengs besides those of which we are
speaking. Open the sounding-board of the piano;
hold down its loud pedal; strike firmly one of its
lowest digitals (or finger-pieces); and listen till the
deep sound gradually dies away. You may then hear
the harmonics of that sound delicately and sweetly
vibrating with it. The octave (d,, octave of ¢, the
““‘generator”’) and its fifth (g,) followved by the double
octave and its third, are the sounds most easily
recognised. Harmonics can also be Produced on
the Violin, the Violoncello, &c., &c. They may be
heard as “generated” by a church bell, and among
the vaulted roofs of a cathedral as “generated” by
the tone used in chanting. In these cases however,
the harmonic sounds are weak and feeble, and
dependent on the generator, while in the brass instru-
ments (as in the flute) their production depends on the
conformation of the lips and the manner of blowing,
and not on the co-existence of some primary sound.
So that the harmonics in the brass instruments be-
come of great importance, and their tones are the
purest that can be produced.

Br. B. Bk,

Brass instruments may be classified either accord:

| ing to their form or according to the educational order

in which they should be learnt.

In speaking of their “form” we do not refer to the
various shapes into which for convenience, their tubes
are twisted, but to the shape which they would assume
if they were stretched out at full length. In respect
to “form,” there are two principal types or families,
with which the other instruments may be compared
—the Trumpet and the Bugle. The tube of the
Trumpet beginning at a certain sized mouth-piece,
increases in diameter gradually —but very slowly, and
still continues small even to the “bell”” The tube of
the Bugle, starting from the same mouth-piece, at
once enlarges and continues to do so gradually and
rapidly till it reaches the bell. The “lines” of the
Cornet, if drawn on paper, wo1ld lie betwe=n those of
the Bugle and Trumpet. The form of the IKrench
Horn is as narrow as the Trampet for some time after
it leaves the mouth-piece, but as it approaches the bell
it rapidly expands,—it’s “lines” crossing those of the
Cornet and Bugle, and developing the largest bell of
all.

The “form™ of the tubes gives them their timbre or
quality of tone. Thus, the Bugle family have a louder
and fuller tone than the Trumpets: the tone of the
Cornet has a timbre or quality between these two, and
so on. The length of the tube gives these instruments
their pitch. At one time it was thought, that the
material of which the tube was formed—as brass or
silver, &c.—and the thickness of that material, were
the principal things to be considered in the manu-

facture; but M, Besson, by his scientific inquiries, has



proved that the form of tube is the one thing to be
studied. We have heard French Horus, made by M.
Besson, even of paper, produce the same full rich sound,
the same “metallic ring” as those which are made of
the best brass!

It will suit our present purpose, better, to classify
these instruments according to their educational order,
placing those first which are most easily learnt, thus:

I. Instruments with Pistons, or Valves,
II. Instruments with Slides.
III. Instruments with Levers.

IV. Instruments with no mechanical means of
changing the key.

In passing, we may notice that this Educational
order 1s the very opposite of the Historical order: for
the fourth class are those which were first invented
For ages, men had to be content with the simple
Trumpet and the Field Bugle with their limited scale
of “harmonic” sounds. The French Horn was made
to allow the right hand to be placed in the bell, so as to
produceafewnewsounds, which are called closed sounds,
and are very inferior in quality to the others. It was
also found that different trumpets could be made to
suit different keys in the music, and that crooks could
be added to some of these instruments to alter their
natural pitch. But nothing further was done to make
them more suitable for general use till the last
century, when holes where made in the sides of some
of them, which could be opened and closed by spring
levers like those of the Flute and Clarionet. This
introduced the Keyed Bugle and the Ophicleide.
The Trombones, with their slides, came next. These
slides enable the performer to produce any sound in
any key as nafural harmonics, but they require great
skill of hand and ear. The recently invented piston-
instruments combine nearly all the advantages of the
slides with great facilities for fingering. They are fast
superseding all others. They are the easiest as well
as the best, and therefore they stand first in our
educational order. )

The following is a general description of each class.
The special instructions follow.

1. Instruments with Pistons.

Let us first explain the action of the pistons and
valves. The valvesare simply a different mechanical
contrivance, answering the same purpose, as the pistons,
They are fingered in the same way.

It must be borne in mind that the pitch of the open
tones produced on any brass instrument depends
entirely on the length of its tube. If by any means
the tube i8 lengthened, the pitch will be proportion-
ately lowered. When a piston is pressed down, it
allows the air to pass through an additional piece of
tube, and thus increases the length of the whole tube.

DBr. B. Dk.

Figures 1 and 2 represent a section of the piston,
honeycombed wiith short pieces of tubing, one (d)
passing straicht through the piston, the others (7 and
¢) passing through in a winding manner; ¢ winds
upwards and forwards from below, and b winds
forwards from behind. 1In fig. 1, the piston is held up
by the spring, and is untouched by the finger. The
column of air, in this case, enters at the tube @, which
is behind the piston, passes straight throuvh the piece
b, and goes on its way the piston having added nothing
to the length of the tube, and the pieces ¢ and d are
for the moment of no use. In fig. 2, the piston is
pressed down by the finger. In this case, the colupn
of air enters from bechind, as before, at a, but the
curved piece of tube (c) inserted in the piston now
diverts 1t upward, and makes it pass through the slide
(e), and the straight piece of tube (d) carries the air
again to its former outlet, the little piece of twisted



THE GENERATION OF TONES IN THE INSTRUMENTE

tube (b) being for the moment useless.* D! WITH PISTONS,

Most of the instruments of this class have three
pistons ; some few have four. When there are three | Ry o'
pistons, the middle one adds the shortest piece to the [
length of the tube, and lowers the pitch a small step, W ireiismnens '
commonly called a “semitone.”” Thus if the original P
tube of one of these instruments is in B9, by pressing Y cissetincasgens o'
down the second piston, it is‘ ‘transposed” to A. * See e R
the extended Modulator at the beginning of this book. B e e o'
The 1st piston (i.e., the one pressed down by the 1st Ly e S
finger) lowers the pitch a whole step,—commonly, but B AN st Basvidiasins '
wrongly, called a “tone”” The Cornet in BY, for I S N TR |
instance, with the first piston pressed down, will be a | JEI Bp.gissatisantiadst s nberci fad o'
Corret in AD. The 3rd piston (that pressed with the { v
3rd finger) lowers the pitch a step and a small step, £ isnbengnes s
—*“a minor third :” the Cornet in BY, being thus ||
changed to a Cornet in G. By the use of two or three : M5 sidonnis 8
pistons together, further “transpositions” may be |
obtained. It will be seen that the 1st and 2nd pistons [ Mits s iz s a0 od 8
together produce the same result as the third alone. TR ey S
The 3rd alone gives the better low sounds, and the P oisaesnmenni M inissnespiones 8
1st and 2ud together give the better high sounds. b Tl o T
The 2nd and 3rd together, will lower the pitch two R R T A Sy asnsnninerine 8
steps,—*‘a major” third (B2 to Gb); the 1st and 3rd, two e A Ll
steps and a small step,—a “fourth” (B2 to F'); and all I 5555 v nias Tangasnscniss M
three together, three steps (BD to ). When there i TP e
is a 4th piston, it alone lowers the pitch two steps and Yjieinon B, ‘sisnansinans foibaRiog M
a half (like the 1st and 3rd together) and, from what ISRT SR (E
has been already said, the learner will easily calculate R R S s
the new “transposition” obtainable by combining the VXA
fourth piston with the three others. Fisishionsrainn D

If the reader will now recall what has been said i v
above, about the Harmonic tones, he will perceive that : T TP N N TR D
an instrument with three pistons gives him the power A R
of producing the pure harmonic tones from seven S S e D
different tubes. The table at the side will show how the /A, [ L N
harmenics of what we may call the piston tubes cam ey sat By e A s s R D
be brought to contribute their sounds to fill up the sl
scale of the original tube. Fivivts l ----- i‘l.
* This diagram is taken from a vertical section of one piston in a three. [ simgeszaaseasiges 5
pistoned instrument of M. Besson’s. The other pistons are slightly different | | I
in arrangement. It is only just to M. Besson to say, that his patented pistons |y SRR A TTL RSN el A T A, 8,
secure ““a clear and equal bore_,” so that the same marble that would exactly I I I l
fit the tube a, would also precisely fit any part of tbe slide e, and any part of
the pieces of tube, b, ¢, or d, inserted in the piston. It is this equality of Ppooreerrenreriennii i, 8§
bore which makes his instruments so easy to blow. 4 ' | | | |

. R SRS ST SRS BB A AT A s

The original tube produces its own Dou with its :
Harmonics, printed here in capital letters, thus ..........oeeeuvvnrivennnnnnn, D,
The second piston or valve (a small step lower)............ e e L8 D,
The first 5 53 B aTBE A SYEUS RS ST e SR S R e i Y R RS R ER e D, i |
The third » 5 (or 1st and 2nd for high sounds) ............... Vi sssnictaananyons o |
The second and third pistons or valves................. R e R B STV Oy B, ;), :
The first and third 2

93  tttesssserresvesseevassressensissrenne ""32"' ................... -u-nnD. ]

2
:
.

............... R T TR R R R PR T T )

Br. B, BFk,
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COMPASS OF The pupil must not think that it will

VOICES, be necessary for him to bear in memory

all the particulars of the table on page

3. We are only here describing the

(B"' mechanism of these instruments. In

practice, the memory quickly associates

A each note of the scale with its proper

. | pistons, without troubling itself with

@ § .| philosophy. There are probably no

pEE g mstruments, the fingering of which is

EIRS & more easily learnt, than those to which

+ | we now refer.

o The student of “just intonation” will

¢ ' | perceive that the small steps (semi-

B ' 'l tones)bywhich thepiston tubes descend

.| have to be tuned carefully by the

BT makers, 50 as to supply, as correctly as

G * possible, the tone needed in the scale
of the original tube.

F » The diagram on this page, shewing

E the “Standard Scale of Pitch,” with the

B commonly received ““ Compass of

Voices” marked upon it, will probably

C aid some of our readers in studying

B, the following descriptions of instru-

ments. It may be remarked that the

& large C, in the middle, is commonly

G called ““ Middle C” (that is between

Y N the treble and bass clefs of the Old

A F Notation), the C' is called Treble C,

. and the C, Tenor C.

.. 1. The Cornet, called also the
e Cornet-a-Pistons (Horn with Pistons),
g and the Cornopean. This is the most
H g - B generally used, and the most important,
§M ; A of piston instruments. It is used in
% two forms:—

Eﬁ 5 (a) The High-Soprano Cornet, often
F, called the Soprano Cornet. It has a

E short tube, whose natural pitch is in

the key of Eb. It’sordinary compass

is from G, to G'.
() The Contralto Cornet, that most commonly
used, has a longer tube, whose natural pitch is in the
key of Bb. It’s compass is from G, to Bb'. Solo
Elayers can go a step or a step and a half higher or lower,
ut in band music httle exceeding the compass named
isrequired. It can easily play the ordinary Soprano
« 811',,
pAll the wood-cuts, here given, are copied, with care,
from photographs of M. Besson’s instruments,

Cornet inBD.

Ur. B. Bk,

2. TheBugles, called a'so Chromatic Bugles Fliigel-
Horns, Tubas, Sax-Horns, Kcenig-Horns, Alt-Horas,
Ventil-Horns, &c, &c.

a. The High-Soprano Bugle in E2 with an easy
compass from G, to G'. It can play the same “pari’’ as
the High-Soprano Cornet. It may be noticed that the
higher the pitch of the instrument, and the shorter its
length, the greater is the difficulty of producing its high
tones. This instrument is more used on the Coutinent
than in England.

b. The Contralto Bagle m BY, of the same pitch
and compass as the commen Cornet, but having, of
course, a different volume and quality of tome,

The Bugle in BD.

¢. The Tenor Bugle in ED, an octave below the
Soprano, with an easy corpass from Fgto C'. This
mstrument is often called simply “The Tenor” It
can play the same “part” as the E2 Ophicleide,

Tenor in Eb,

d. 'The Baritone Bugle in B, an octave below the
contralto, with an easy compass from FtoC. Tt
i8 often called simply ‘““the Baritone.” It can play
the same part as the B) Trombone. The “part” it
commonly takes would be called “Bass” if it were



in a vocal quartette, though it can also take a Tenor
“part.”” With two Contralto Cornets (or Bugles),
a Tenor, and a Baritone, you have a complete band.

But the ear rejoices also in those grand deep tones of
a bass lower than the vocal bass, which can be obtained
from the larger brass instruments.

Baritone in BD.

3. The Bass, or Euphonium, sometimes pitched in
C, sometimesin BD or AD. When in BD it isin unison
with the Baritone, which it much resembles in compass.
But it has more volume and greater sweetness of tone.
It’s “lines” show a fuller development of the bugle
form. Tt is sometimes madewith four pistons, in which
case it has a much greater compass than the Baritone,

4. The Contra-bass or Bombardon. This instru-
ment is like a large sized Euphonium. It’s pitch is
nearly always in ED, sometimes in F, seldom in Db,
and it is consequently a fifth below the last-named
instrument. It is of mf importance in Brass Bands
for giving the deeper tones.

Bombardon.

e [ —

S e

" Ths Circular Bombardon (here given on a smaller
scale than the rest and in perspective) is so made that
the player can carry it easily, passing the instrument
over his head, his right shoulder, and his right arm,
taking the chief weight on his left shoulder, and leav-
ing his right hand and arm at liberty for playing on
the slanting pistons.

Circular Bombardon.

Br. B, Bk,




-8, The Double Bass or Contra-Bombardon. Thisis
the deepest toned brass instrument manufactured. It’s
tch is C, B2, or AD, an octave below the Euphonium.
t was first introduced by. M. Besson in 1847, and
was at once-accepted as a valuable addition to Brass
Bands. It produces a very fine eftect and. deserves
to be more studied. = - .

It will not be out of place here to notice that these
large brass instruments, instead of requiring, as might
be supposed, more exertion than the smaller ones for
blowing, demand, on the contrary, less, and are, there-
fore, less fatiguing.

The Contra-Bombardon completes the series of in-
struments necessary to form a Brass-Band. The Horns,
the Trumpets, and the Trombones, are added not to in-
crease the musicitself, but to vary the quality or fimbre
of particular parts in the music.

Oontra-Bombardon.

P—
&

N
>

6. The Piston (or Valve) Horn. This is the old
French Horn with two or three pistons applied to it.
The French Horn is now nearly always used in this
form, because it avoids the closed tones, and is easier
to play. By means of additional crooks it can be played
in various keys. The fine tones of the Tenor and

Br. B. B,
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Baritone Bugleshavealmost superseded the soft sounds
of this old instrument. It is used, however, in com-
plete “wood and brass” bands.

Piston Horn.

N
7. The Piston (or Valve) Trumpet. Thisis to the

old Trumpet what the Piston Horn is to the old French
Horn., It is e Soprano Instrument.

Piston Trumpet.

8. The Piston (or Valve) Trombone. This is to
Slide Trombone what the Piston Trumpet is to the old
Trumpet. It is made in three forms asa Contralto, a
Tenor, or a Bass Instrument.

Piston Trombone,




1t should be mentioned that the pitch of most of
these instruments can be altered by means of shanks
and crooks added to the tube immediately after the
mouth-piece,—but that the introduction of pistons has
lessened the use of the crooks, because, with every new
crook, the piston-slides have to be freshly tuned. Each
piston-slide or tube must bear a certan proportion to
the whole tube, and it takes some time to pull out the
little tubes to their proper length and tune them by
the ear. Some mechanical contrivance for drawing
out or adding a shank and at the same moment, tuning
the piston slides, is the thing to be desired in these
instruments.

11. Insitruments with Slides.

In instruoments with slides, the transposition is
effected by lengthening the tube with the hand instead
of with pistons. The only instruments of this class
are the Trombones. The instrument when closed can
only give the six natural notes,—

D,§,DMS D

but the slides allow it to be drawn out into what are
termed six other positions, each one deepening the pitch
by a small step. These “positions” correspond in
effect with the different pistons of the first class of
instruments. The student will find when he comes to
study his instrument that in one or other of the posi-
tions he can obtain every sound within the compass
of the instrument, and that many of the tones can be
produced in two or even three different positions.

Trombones are of three kinds :e=
1. The ED (sometimes called the Alto) Trombone.

This instrument is in ED, 1.e., the natural harmonic
tones, with the slide closed, are in the key of ED, in
unison with the Tenor Bugle. With the various posi-
tions of the slides, we can also get the natural

harmonic tones in the keysof D, Db, C, B, BD, and A.

2. The Bb (sometimes called the Tenor) Trombone.
This is in B, a fourth below the Alto Trombone, and
in unison with the B aritone Bugle. The diffevent posi-

tions of the slide give also the harmonics of A, AD,
G, G, F, and E.

3. The Bass Trombone. In England the pitch of
this instrument is usually G, a third below the Tenor
Trombone. The slide will, of course, give the har-
monics of the six keys below, proceeding by small steps.
On the continent, the Bass Trombone is pitched in F
ar

Br. B, Br.

Slide Trombone in Bh.
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III. Instruments with levers.

The Ophicleide. This instrument differs in con-
struction from any of those hitherto described, inas-
much as the transposition is here effected by means of
levers, which have the eftect of shortening the tube
instead of lengthening it, like those of the Flute, the
Clarinette, and the Oboe. The usual pitch of the in-
strument is 1n C, the same as the Bombardon ; it is also
made in BD. Since the invention of the Bombardon
and Euphonium, the Ophicleide has been much less
used than formerly, as 1t is more difficult and requires
more exertion than the valve instruments of the same
pitch.

IV. Instruments with no mechanical means of
transposition.

It follows from the description of this class of in-
struments that they can only be played in one key.
This, however, must be taken with one reservation.
They have neither pistons, nor levers, but they have
crooks by which the key can be changed at the
beginning of a piece, or during a very long rest; but
these crooks cannot be used tor instantaneous trans-
position, and the instruments usually remain in the

same key throughout a pi¢ce, or at most only change
once or twice.



There are only two instruments of this class which
it is needful for us to notice. -

1. The French Horn. This is the old instrument
without any of the modern improvements applied to
it. It is also called the Hand Horn, because i addi-
tion to the natural open tones, certain artificial or
closed tones are obtained by partially closing the bell
of the horn with the left hand. Thus by half closing
the bell while blowing d', the tone {, will be obtained, as
the introduction of the hand flattens the sound; but
the closed tones are of a different quality from the
open ones. The compass of the horn varies according
to the key in which it is played ; but with the various
crooks any tone is obtainable between the lowest Bo
of the Bombardon and the highest F' of the Cornet-
a-Piston. It is, however, impossible to obtain all

this compass with any one crook.

French Horn.

2. The Trumpet. The formof thissimple straight
tube is well known. It’s pitch is an octave above that
of the Horn last mentioned. It possesses the same
series of harmonic tones, but owing to the straightness
of the tube, the hand cannot be introduced into the
bell ; consequently it has no closed tones. The higher
tones are obtaineéy with more difficulty than with the
French Horn, and many that are practicable on the
latter instrument are absolutely impossible on the
Trumpet. Like the French Horn it is now almost
entirely superseded, especially in brass and military
bands, by the instruments with pistons.

On keeping the instruments in good order.

. One of the most important points to be attended to,
18 to keep the pistons clear,—that is to say, quite clear
from grease,~and when they get fixed, to withdraw

8

| Soprano (the Contralto Cornet in BH
ordin

them and moisten them with saliva. The slides, on the
contrary, require greasing. Lard should be used for
this purpose. Care should be taken to throw out the
water from the slides before putting the instrument
in it’s case. The outside should be wiped dry with a
piece of wash-leather.

Every instrament has what is termed a  tuning
slide.”  This should be withdrawn from time to time,
and the water thrown out. There is sometimes a
“ water-key ’” made for the purpose.

By attending to these few simple hints, instruments
will last for a considerable time without wanting any
repairs.

On the Orgamization of Brass Bamds.

The smallest Brass Band which yon can organize
must be one which would supply the four principal
“parts” in music,—

Tae Sopravo,
TaE CoNTRALTO,
Tus TENOR,
TrE Bass.

This can be done by putting one Cornet to the
plays the
ary Soprano part), another Cornet (32) to the
Contralto part, a Tenor Bugle to the Tenor part, and
a Baritone Bugle to the Basspart, This arrangement
can, however, be modified according to the quality of
tone you may desire to have in each of the parts. If,
for instance you want a richer and fuller Contralto, you
will use the Contralto Bugle instead of the Contra.to
Cornet. If you wish a similar change in connection
with the Bass, you will naturally use a Euphonium
instead of a Baritone. If, on the contrary, you wish
to have a more piercing and martial Bass than the
Baritone will give you, you will use a Bass Trombone.
If you have six performers you may simply
strengthen the Soprano part, by adding another
Cornet, or you may create a new “part,”” with solo
passages, by adding a High Soprano Cornet, or for
rounder tones, & High Soprano Bugle. Then for the
Bass, you will add the Euphonium to the Baritone,—
these two instruments having either the same  part,”
or each their own.

If you have ten performers you will probably
strengthen the Soprano part by adding a B? Bugle,
strengthen the Tenor by another Tenor Bugle, and the
Bass by a Bh Trombone, and an ED Contrabass.
Separate parts may be written, if you please for each
of these instruments.

Larger Bands are mainly organised by doubling and
treblins the parts above referred to. Always
remember that the more martial you wish the music
to be, the more of the Trumpets and Trombones may
be used,



INSTRUMENTS WITH PISTONS.

[ S 1P

The whole of the instruments enumerated in the
mtroduction as belonging to this class are played in
recisely the same manner ; consequently the same
instructions and the same exercises will do for the
series. We will now suppose a small Band assem-
bled for iustruction. One has a BY Cornet, another
has a B Bugle or a second B) Cornet, a third has
an ED Tenor, a fourth has a B? Baritone, or a BY
Euphonium,—and there may also be pupils with
an E2 Cornet, and an E? Bombardon. {‘he teacher
will first put the instruments in tune one with the
other, by the aid of the tuning slide. He will next
enter on the first stage of his instructions by teach-
ing the pupil how to hold his instrument, and how
to produce the first tone. As it is not wise during the
first lessons for the pupil to fatigue his lips by play-
ing more than a quarter of an hour at a time, it would
be very convenient for the teacher to practise the ex-
ercises of this stage with the B instruments and
with the E» instruments alternately. It will be
no inconvenience that the EJ Cornet, the E9 Tenor and
the E2 Bombardon play in octaves to one another, or
that the B Cornet, the B2 Baritone, and the B>
Euphonium do the same. As the chief difficulty of
the pupil is to form the riil:t habit of lip, he must not
change his instrument or his mouth-piece.

FIRST STAGE.

Let the learner hold his instrument so that the first,
second, and third fingers of his right hand are over
the three pistons, the left hand and the thumb of the
right being used to support the instrument Zghtly.

e must place the mouth-piece to his lips, but not
press it too strongly against them, as that would in-
terfere with their action. The upper lip should occupy
about two thirds of the mouth- piece. There should
be no blowing out of the cheeks. Let him then blow
with moderate force, and with compression of the lips,
into his instrument, pronouncing the syllable foo at
the moment of emitting the breath. After a little
practice he will obtain the tone g,. The universal

1 fil lse of I am dd il ld
132 Or3 nl }

3 ' No. 2. kEy as above.
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rule by which the different tones are obtained is that
the lower the tone the less pressing together of the li
is required, and, conversely, the higher the tone the
more closely the lips should be compressed.

By studying the diagram on page 3, the pupil will
soon learn that the g, which he has produced is one
of the natural or open sounds of the original tube of
his instrument, and that if he presses down the first
piston, he will produce f,, which is one of the natural
sounds of the lengthened tube. Ifhe proceeds to press
home the first and second pistons, (or the third piston
alone,) he will producep, If next, he presses “home”
the 1st and 38rd pistons he will produce p,,——and if
he, having gradually relaxed his lips as he descended
the scale, should now try to produce d, from the open
tube, he can easily do so. It is the lowest sound
of the original tube of his instrument. It will
be useful for him to go one “small step” lower by
pressing; the second piston, and producing the tone

The fingering of these notes is given below.
"The figures indicate the use of the 1st, 2nd or 3rd

pistons. The 2 means the lst and 2nd pistons

together. 13 the 1st and 3rd, &c., and o means the
original tube, without the use of pistons.

In using the pistons or valves remember to press
them home, else the sound will be impure. Keep the
wrist still. Let the fingers alone act on the pistons
or valves.

For class instruction write the fingering on a large
modulator, hang it up, and teach by pattern (even the
voice pattern is better than none) and pointing, just
as in teaching singing. It is a great help to the
player to have the key-tone in mind, and to know
what sound he is going to produce. After playing
from the figured modulator, the pupil should play the
same tunes from the book.

Play the following exercises several times, being
simply content if you hit the right tones for the
moment, without trying, at present, to lengthen them.
Mark the strong and weak pulses.

° s, No. 1. xEr BD on a B2 instrument, or Eb when played on an Eb instrument.
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10 INSTRUMENTS WITH

No. 3. £KeY as above.
'dl H Iy |I‘| Hy'l :fl I :— Ml ldl i
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No.4. x=zY as above. _
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2 1 The fingering deduced from the diagram
120r3 ],
° S No. 5.
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KEY as above. -

g 3
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No. 6. £&EY as above.
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No. 7. Ky as above.
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SECOND STAGE.

1f the student has thoroughly mastered all the ex-
ercises given in the first stage, he will be prepared to
learn some of the higher tones of his instrument.
The blowing of these tones requires an increased com-
pression of the lips and slightly more force. We give,
on the opposite page, not only the fingering of addi-
tional tones which should be mntroduced at this stage,

DBr. B. BF.
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Let the pupils now practise the scale upward, gradually tightening the lips as he ascends.

on page 3 is given at the side. Each pupil should

\practise both the air and second of these tunes.
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No. 8. kxx as above. | 2 .
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No. 9. key as above.
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but also, on the right-hand side, that of the “ First
Sharp ” key, and, on the left, that of the “First Flat”
key,—in case the class-teacher wishes his E flat and
his B flat instruments to play together. A little study
of the Extended Modulator (page iii) will show that
to play in E flat the B flat instruments must use their
“ first flat >’ key, and that to play in B flat the E flat
instruments must use their “ first sharp” key.




INSTRUMENTS WITH PISTONS OR VALVES,

i % A fl " No.10. xE¥ as above. »
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No. I2. &Ey as above.
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‘These instruments can be tuned to one another by drawing out the largest
slide, called the tuning slide, which flattens the instrument. When this is
done each of the other slides should be proportionately drawn out. As we
cannot sharpen the instruments, the sharp instruments must be brought down

No. I5. xev B flat. Assembly.
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No, 16. rey B flat. Slow March—General Salute.
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In tuning, remember that the Dob of a B flat instrument
is the same pitch-tone as the Sob of an E flat instrument, and that the Dok
of an E flat instrument is the same in pitch as the Fab of a B flat instrument.
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12 2 o The open key.
or 3 (Use at present the middle
tones only.)
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When the first flat key has been well practised, let the pupil deduce from the diagram, page 2, the finger~
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S %0 U YT
The first flat key. oriz oriz
(Use middle tones onlyy | py e s Fice s lizdied 2n
ing for
sy 3. % e a3 X s
The first sharp key. oriz oria
( Use middls tones only.) diocreemG:fiesishicdied o e

After well practising the above the pupil will be
able to play the following tunes 'on any of the brass
instruments with valves or pistons. But he should
not proceed to the practice of these tunes without
some knowledge of the “forms of tones,” and of the
&)‘rinciples of “melodic expression.”” If he isa practised

onic Sol-fa singer he will possess this knowledge
already. Ifnot, he must study the “Standard Course,”
pages 23, 24, and 37. These instruments, having
every tone under the direct impulse of the lips are
peculiarly capable of beautiful effects of this kind.
Another preliminary study, very important for the use
of these mstruments, is that which enables the player

No. 17. Open key.
Note.—The “semi-staccato” mark * over a note
means,—play abruptly, buf not very abruptly. The
“Organ tone” mark — means ““ Begin with force and

sdld 1 Ii. :s;. ld :— 10 :—
§ T i =l i e ed il
ld> g f— s In.i :d ||: :? Im

No. 18.  Flirst flat key.
Note.~Crescendo or Cres. means “increasing the
force.” Diminuendo or Dim. means “diminishing the
force.” Piano means “‘softly.” The line under several
wtes (the slur) means that they are to be played

INSTRUM ENTS WITH PISTONS OR VALVES.
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to take breath in the right places, so as not to disfigure
the music. He will find a sufficient guide in the
“ Standard Course,” pages 106 to 108. Let the pupil
then first learn each of the following exercises, thi.ni-
ing only of striking the right tones. Next let him
learn the exercises, marking the properbreathing places.
These depend partly on his own power of retuining
and controling the breath. He should mark in the
book, with * or 1, the places which suit him and the
music best. Then let him learn the exercise with most
exact attention to the “form of tones,” and the
““melodic expression.” -

o -] I -]

Orp 100TH.

hold the tone steadily.” The Explosive tone mark >

means “Begin forcibly and diminish the force.” The

Pressure tone mark<< means “Increase the force.”
— 2

Im :d
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SiciLian Mariner’s Hymw.

in a connected manner. D.C. (da capo) means “Return
to the beginning.” D.S. (dal segno) “Return to the
sign”, and ;& is used for that “sign.”

Cres. l l Dim. | D.C. || :&: piano.
s :I |[sf:mefls :l |sof:mofis :s (1 :i.d|i :| |s :— |rem:r.m
Crescendo. e ‘ I D.S.
lf-,s:f meofem.flswl:s [dl:l.s|dl:s.fim :p 'd s —
No. 19.  Open key. Svoxr LATROMBA.
Note.—Rallentando or Rall. means “ slackening the speed.”
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No. 20. First sharp key. Sweer rest v Heavew. - i 1t
Note.—~ means, “ Hold the tone, or pause, as long as your taste suggests.”
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No. 22. First flat key. HoumE, sWEET HOME.
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14 IESTSCHENTS WITH PISTONS OB VALVES.

No. 24. Knitbrpby
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Piano, Diminuends to the end.
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No.26. First flaf key. Rrssiaw Naroxar Hyuw.

Note —fe is fingered in this key by the second piston or valve.
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means “Return to-the former rate of movement.”

m-an m-,dl :dor <I-,d'
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No.29. Open key. JEANNETTE ET JEANNOT.

Nite—da id fingeréd, in this key, by pressing all
three valwes ortpistons.  Forte or f means “ Loudly.”
fi or Fortissimo means “ Very loudly 2

8
;s

' over a note means that it is to be played very abruptly.
Tempo
Piano. > _ ‘ | —— 1>
:d.r|memzmomim :m-,f.s«m:d-,r m o:mem|f.fef.fif
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Rall. Tempo.

rode: r.m !r 188 ’s Aoz deeds ‘u;-’n ls.
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No. 30. Firstflat key. “Frowzrs, wirowoop Frowsgs.”
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ld :— :— 1— :— & ld : = :d d b d I :— :p 1r :— :r
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No. 31. Open key. Tee Ewmierant SmIP.
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No. 32. First sharp key. CazvivaL or Vesics.
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We ghall conclude this stage with a few easy pieces
in two, three, and four parts. Those in more than two
parts are for the use of those who are uniting in the
formation of a band. Those in two parts can be played
by zny two instruments of the same compass (for
instance, two Cornets, two Tenor Buglesin E2, or two

Baritone Bugles in BY.)

In the duets we recommend each player to practiss
both parts, as the second usually lies lower than the
first; he will thus get commaun of a larger portion o
the scale of his instrument.

Six Procressive Duers ror Corxers or Bugles

No. 83. Open key g
8>| -"'l;lll;l :a m> c— 1d il :i.-i.ulc.i :il h :— IS 2 .
m o s=<dim :8 d> = Il 5 fi :fiesulh :f, fi o :— Im
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No.84. Open key. More rapid changes in the blowing. E.P.

d :-dim s |d o:— 18 ¢ m. ¢=-s1d :m |s :— Im

I : d :-dim :& Id :— 18 : m :--lus  :d

fom:femip meremeridesimedi| e sbiediremered |bilizdiedir s
{r.d rdide |. tiesi|d iz d Silm e fiesis feemim smefi(sefesi-hiid :s

S2 E'-Szltz th St g H d :-.dim ‘ss_. g ey

| H s 1Sl M . iy - g =\ s Ml S :d
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key, and afterwards to the first flat key, then returning

No. 35. For soft and smooth playing. Tt will be seen
to the open key at the c]ose

that, in this duet, the key changes to the first sharp

Open key.
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INSTRUMENTS WWITH PISTONS OB VALVES.

No. 86. Open key. For phrasing, and the Lah Mode, E.P.
1ok d__:i... e d_-r:._m} 1= zped|bedee 1= sddi|d el 1= :m
k:]dn;nylu_ moido:m ebizd 1= shelfseelizt 1= clese| Lem:d 14— zmem
( . 1 ' . . D.C. :8=
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No. 87. Open key. Sempre (alwa.ys) staccato (det.ached), that is, the whole piece is to be played in a
E.P.

staccato style.
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No. 88. Open key. TFor more rapid execution and vigorous style. EP.
(:s- hov=3b d-z—3F o sm s i = senlf 2=en (¢ 3=—:d
m Ifi :— 8 1l :— 2l [d :d :do1d i — he=—:d b :—: 1k

r
tu:

{
{

§ il
:r

Br. B. Bk.

Id

| —:s 1
mIf ¢:— :m 1f
e—p |fi 2 — 1 — 1—
t=— b |fi t— :— 1—

D.C.

el
P

:8‘

d
m

=
of

:m
:d

:m
:d

m
Id

@ —

pdib 2= :mrid :— :fm
_f_&ﬂl & = :8oelil )y 21— :‘L-___



INSTRUMENTS WITH PISTONS OB VALVES,

—

19

th 1s :S.l

st ide 3

:fl

13
. 'S [ ] [ L4 L]

P 2= =18 ¢=—:m (f :m :ma1r :ra :d |l :—
h:—:— 18 = :8 |l :se:s 1fe o fs M | i
. (] ] L) L] sl I'h e :-; .

st :m & 1d s :d |mi— :—1d :— :pfls :—
m s o:m 18 :m o:sl|d o :— s 1m :— :derim :—

DS. vt

§ == 1= |

T L T L | Y

No. 29. TRi0 FOR THREE INSTRUMENTS OF THE SAME COMPASS.

For the various degrees of force.
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No. 40. xEy B?. Andante. E.P.

Nore.—It will be noticed that the octave marks for | octave higher than the true pitch. The Tenor Bugle
the Tenor and Baritone Horns are arranged as for the | does not really go above the Cornet in this piece.
Tenor and Bass in voice parts, that is, they are an

1st Cornet in BY ...... {éj S MO ﬁld s [hadond ':In s :=lis s
20d Cornetin LO.cowee [ Im s — tm em (fo c—am ¢ [fichoose cfi Im -Ffum 2
gff;?iffﬁeki’;,m) 2 H :—ﬁ f??lhd g gl slold i=a—=
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THIRD STAGE.

The student may now practise the only remaining
tone which he will bave to learn on his instru-
ment—g' of the open key. He will, at first, find
some difficulty in getting it right, because there is
another open tone ({3) intermediate between g and ¢,
which he will not require. Great care will be needful to
give sufficient force and compression of lips to ensure
accuracy with d'; but the pupil’s lips must now be well
trained by previous practice. When this tone is
thoroughly mastered, let the pupil practise the scales

The second flat key.

3 e
g obis ‘5. © - 15 %3 % o oFy
le 24 :d o2 oo 20 2o L 2

The second sharp key.
123 13 Oria 3 123 13 0riz 2 °
mo:fo:e Lol o:d o o:m of

After these scales have been well practised, the
%;pil will be prepared to play the following tunes.

e have not given the Expression marks so fully as
before, lest the pupil should become a mere copyist
and neglect the study of expression for himself. He
must himself learn to distinguish the different musical
phrases (each containing a distinct musical idea) and
to separate them by the breathing-places (which he will
mark as before) or by delivering them with different
degrees of force. He must learn how to express

No. 42. Second flat key.

A tone commencing on a weak pulse (or weak part
of a pulse) and continuing on the next pulse is said
to be syncopated. It should always be delivered with

INSTRUMENTS WITH PISTONS OR VALVES,

of the natural key, and the first sharp and first flat
keys, througheut the entire compass of the instrament,
as given on pages 7 and 8, including the notes on each
side of the brackets. The lower tones, which the
pupil will now try for the first time, will require an
exercise of the lip, the very opposite of that which is
needed for the additional higher tones. Hemay then
ractise the second sharp and flat keys as follows.
%e will notice that the fingering of the second flat
key differs very slightly from that of the first flab
key, and that the fingering of the second sharp key
differs very slightly from that of the first sharp key.

1 ° 1 2 T e ors3 1 °

ep :m :f :s :1 :1 :d :¢
3 2 Orjs ] ° 2 o Ors 2
g :1 :4 :d ¢ :p :f :8 :I

desire or deepening emotion by the ““Pressure Tone”
——,—vigour by the “Explosive Tone” ——,—
decision or playfulness by the ““Staccato or Detached
Tone” ',—and firmness by the “Organ Tone” —.
He must learn to ornament a prolonged or repeated
tone by the Crescendo —==——— followed by the
Diminuendo ———===,— to give instinctively ascend-
ing passages with the Crescendo, and descending

ges with the Diminuendo, &c.,, &c. See
“Standard Course,” pages 86 — 40.

—_—

Canapiay Boar Sona.

the explosive tone, displacing the proper accent of the
measure.

$E W I® te=an lei= i o 2=ap A A e im =8
[T s= 18 amrsd 24 Id-2n s im :-fie L 4= tsmis 23— 3
ba- 38 tnr e = 3 TR wg em - = e L og6 ke pw 5= €l
A g= gl e 4= 3 g vg aw 1E el A ose R TR 2 8
ldm:— :r im_:=f:s Il :—:s im : :p ldmi—:r 1n_:-F:s




No. 43. Second flat key.
L )
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LiFe LET US CHERISH.
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No. 44. Second flat key.
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No. 45. Second sharp key.
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No. 48. Second sharp key.
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No. 48. Second flat key.
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No. 51. Open key. Moderato, : From Donizetts.
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No. 52. First flat key. B. A. Burditt.
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No. 54. Open key.
f 0.

INSTRUMENTS WITH PISTONS OR VALVES.

" Bronze HoRseE QUICK-STEP.

No. 55. kY Bb.

1st Cornet in Bb.
2nd Cornet in B?.

Tenor in Eb
First sharp key.
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No. 56.

1st Cornet in Bb.
2nd Cornet in Bb.

Tenor in Eb...
First sharp key.
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FOURTH STAGE.

At this stage the pupil should learn to play, as he
will sometimes be required to de, in the 3rd «vd 4th
Flat and the 3rd and tth Sharp keys. For convenience
of reference, we place together (on pp. 30 aund 31) all
the keys with their fingerings. ‘The open key is in the
centre column. It’sfingering is marked on both sides
of thenotes. The 1st, 2nd, 3rd, and 4th flat keys are to
the left hand of the open key, and the sharp keys are
to theright hand. In these keys it was only necessary

-to mark the fingering of the new tones in each. The
lower part of the diagram (marked by brackets) shews
what may be done on those instruments which have a
fonrth piston. The new tones (“‘distinguishing” tones)
of the different keys, supply the accidentals”—(fe, ta,
de, re, &c.) the fingering of which need not be repeated.
It need scarcely be here explained that the central
column represents the original key of the Instrument,
whether it be B2 or ED (or any thing else), and that the

~“1st flat key”’ on a BD instrumeunt will be E?, and on
an ED instrument will be AP, and soon. See the “Ex-
tended Modulator.”

All the fingering of these “distant” keys may be
avoided on those instruments which are supplied with
crooks. But great care must be taken, in using the
crooks, to tune the piston-slides ; else the instrument
will be miserably out of tune. Each piston slide must
always bear a certain proportion to the length of the
tube and to the length of the other piston tubes. The
more you lengthen the original tube the more you
must lengthen them, and you must also lengthen them
proportionately to one another. The ear will easily
decide this matter for you. The following table will
shew you how to get any key, in the eaiest way, with
a BO instrument which has crooks. A study of the
“Extendel Modulator” will shew you how to do the
same with any other instrument.

PISTONS OR VALVES.

Key C, put on the B2 shank, and play the 2nd sharp
Y.

Key D, put on the A shank, and play the 1st flat key.

Key E, put on the A shank, and play the 1st sharp
key. ;

Key F, put on the B2 shank, and play in the 1s sharp
key. ,

Key G, put on the A crook, and play in the 2nd flat key.

Key A, put on the A shank.

Key B, (rarely used) put on the A shank, and play
the 2nd sharp key.

Key B, the open key. .

Key ED, with the BD shank, play the 1st flat key.

Key A9, put on the AD erook,—or with the B2 shank,
play the 2nd flat key.

Key DD, put on the AD crook, and play the 1s¢ flat key.

Note. But, as you cannot draw out the piston slides of a B flat Cornet
far enough to suit the G and F crooks, these crooks should be avoided.

It will be seen from the above statement that, with the help of M. Besson’s
¢¢C and B flat” Comnet, every key really wanted, can be played without going
further than the 1st sharp or 1st flat keys of the Instrument.

Treeing or ToNGUEING.

A Ulight brilliant staccato effect, in rapid passages,
(like the pizzicato, on the guitar or harp, caused by
pinching the strings) can be produced, on wind instru-
ments, by certain energetic motions of the tongue,
striving in the delivery of the breath, to pronouuce such
syllables as #u, ku,du, gu. This is called tipping or
tonyneing. The pupil who wishes to be a master of
this delightful ornament should practise the following
exercises, at first slowly and then, when he has obtained
great nicety and distinctness of articulation, as well as
equality of time, he may double and fourfold his speed
of delivery till he can produce the brilliant eftect
desired. It will be noticed that the syllables du and gu
produce a softer effect than tu and ku, for which they
should be sometimes exchanged. The change of syll-
able calls forth exertion and lessens tatigue.

To play easily in—
G,
ke

L ;j el e b w4 |d’ td. :d. ,d i B "
u tu kuw tu tu o e %
. |dfs:msesidssinss|(d — 11— ”

tu tu ku, ge.

:ddd 1sss:nnmld
Repeat often.

hi e : I
:

Id

Id :

w. |dp:pemip.fef fimes:sesid
tu few tu ku, §e.

11I.

v.

Id.l:1.111.s:8.sll.f:f-Fimn :

GRACES.

tgssinmn:dnnls

Repeat often.
:maen | deded 2 sises:

Repeat often.
|d,n-m,n: rff.f ims..ss || d H

Repeat often.
[dyl-Ll: bsesssi Lf-fif:m Il

The Short Appoggiatura, expressed in the Tonic
Sol-fa Notation, by an italic letter thus ¢d' Ip rd f,

Grace-tones, (ornamental tones introduced by the | takes scarcely any appreciable time from the tone which
player) should be sparingly used, and only when they | it precedes. It should be played very lightly and

certainly promote the spirit and purpose of the music.
Br. B. BI.

elegantly.
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The Long Appogyiatura, which takes half the time
of the tone which follows it, is, in our Notation, written
a8 it should be played. A long Appoggiatura before

the second g in the following case :] . |g :—
might bo mado thus ;L g |fe 1§ or :lus
I_:s
The Turn, sometimes indicated by this mark .o, will
be understood by the following examples :—
~

Is :-.slm' :— playedlg :l,s.fesim' :—
~

Il :— Im' played |1 :{,].se,1 Im’, or (in a

- (o ud

different style) |m  : — .|f, played |m : sfeml f

The Inverted Turn, written Q, is thus,|g :-. g
Id" :— played s :fes.ls | d
The Beat or Mordent, written g isthus |d < —. p
Im played|d,p.dsr :depim The Beat may also begin

on the higher tone. - tr

The Shake or Trill, written tr, is thus |p +—|d
played [p.m :p omlrsm. Poms P Pl PR PR PP, P and SO
on increasing rapidly in speed, and ending ongd. The
shake may begin on the higher tone. It may be taken
on any tone of thescale: :Itisprepared and closed in a
great variety of ways, thus—

tr ' r
I s=riipg= d'lld s=lid S=<=lmpis—=dr

Id :—Il

No. 57.
Third sharp key and fourth flat key.

]
W

Id

tr
ldrdtiedoplp :-dmeld : ||

tr
:— |drmpi-dme|d o Il

tr
Im :rd|mp :drld : ||
: tr
Im :fmed|mp —dmrld o ||
tr
Im  fmrmf|mp -dergdild 2 ||
; tr
Im  —rdtdrdmrfm|p c—derdermr|d s ]
‘o
sy :=r lp :-drld Il
tr
st :— Imp :-dmr|d Il
tr
| 8 s=lisifesr| p :—derm| d . "
tr
s :-ltdr|mp i—derfm|d : Il

To produce a good shake requires great practice.
Special care should be taken to use the fingers rather
than the wrist or fore-arm, for the clear and rapid
execution of this ornament.

"THO’ JOY IN OTHER LANDS.

:o Im :— 'S I d = h I :— b 1d ¢e— sp Im :p :m If o= :f
lp 22— d= =% .8 lm =28 1d = Il s= 2f ¥ 22— i
In :-psd 1P :—:m ld t—m¢— 01— 2 bl zm ¢ 1hotm sp
ld :—:d th :—:d 1Li 2p 2d 14 :—m:L Il 06— s— 1= : '8
ld :—:d 10t :—:mn lg :—:8 1f :—:m Im :-r:d 1P :— :n
Id == |

No. 58. Tae CAMPBELLS ARE COMING.

Fourth sharp key and third flat key.
:d Im :s :1 1s :m :d Im :—:m 1m :—:r In :s :1 18 :m :d
o g ir rpor=d In 28 sl ve amoddldwo23fim d s= inle
Id :1 :d 18 :n :d Im :—:m in :— :s |d :— :d 1d :-r':n
ls :— :s 1s :m :s Id :— :d 1d :=r:m [l :—:1 1l :— :s
i uloEt ad o deal e aslod e peats-dd ek sl el am: gl
Im :— :m am 2— I
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No. 59. Swiss MrLopy.
Third sharp key and fourth flat key.
ld :derim :m.fls :lesim ls :femirp [f :m.rid
ld:S:d-rln :n.fls :lesim ls :femir :m.rld -
ls :s.fim :memif c:femlp Is :s.fim :nmlf :femirp
No. 60. Tee May Ssour.
Fourth sharp key and third flat key.
|ld :— :8 1d :—:8 Il :=— :f 18 ¢:— :—|d ¢:=— :¢8 1d
[V 228 Jgoz=3=3d 2= sl 4d 28 28 I y—2= 0P
ip e—:p 1p :m :f If ¢2—m:—1mn :—:—1Im :p :d Im :p
ls :—:s I1s :—:— Imn :r :d Im :r :d s =@ k8
It e— :d 1L :—:1 Is :— :f 1m :f :8 Irt :— :d 11
ls :— :f 1m :f :¢ Id :— :8 1d :— :8 Id :— :58 1d
1 :— ¢ 14 :1 4 Id :—m = 1— 2= 2 |
No. 61. Vains Vars,
Fourth shorp key and third flat key. ,
d :n |n :fesll s |l :t— s :m In :rd|r :— [d
d :d |d :rmif :m |f :— (mn :d |d :ledfs :— |d
4 I U (SR T S . . O A sl [
m :m |8 :fm|f :f [(mn_:d (m :m |r.d:id :fe |s
d o 4 :les|l :1 |s _:m |[fes:l :fm|r :r |d
m oA {8 sfmlf f oqm_2d Jf iF Im zpdis e {d
No. 62. TROUBADOUR.

LTS S
(F :tdjaged b osdin o It

INSTRUMENTS WITH PISTONS OR VALVES.

Third sharp key and fourth flat key.
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No. 63. LIFE 18 REAL.
Third sharp key and fourth flat key.
s :d' ism:d |r o:moam o:r s :d asemiderls :ho1d o
{l’l :m Iin.d:d i sd ad st L o:hoam :f st :fioIm 5=
Cres.
rd:remifom:fes|los:lodid :i.1|s :d 1s.mederls b 1d :—
(t:-l.:tudlr-d:r-n fanztirid 2= [d-zh 1m sfi & 3— 1d =
No. 64. CROSSCOMBE.
Fourth sharp key and third flat key. D.C. and Fine.
g sg.fim 2fesil 1 18 2= [Ldzd 14 zdert|m 0" 1d i—
LS T B RS e S G N MG i ametls e 14 a2
.C.
o oafelie® addld et il g [Tsed 4 ad [deripdirt o=
d' :t-d‘ls-f:n-rln sfe 18 = b dm. {maprd e =

II. INSTRUMENTS WITH SLIDES.

The Instruments with Slides consist of the family
of Trombones. See page 7. They are so different, in
quality of tone, from the Bugles (see page 4) that they
naturally form, in bands, a distinct three part ‘ ‘chorus”
of their own, clear vigorous and martial.

The Slide Trombone has a large slide, acting on the
same principle as the small Tuning Slide of the
Cornet,—that is lengthening the tube and deepening
the toneas it is pushed out. The crook of theinstru-
ment in front of the performer (see p. 7) is the part
which is made to slide. The instrument is held to the
mouth by the left hand, while the right hand, resting
upon the farther of the two cross pieces, is ready to
push the shide into it’s proper “position’ for ths
production of the tone required.

Thereare seven positions of theslide, each lessening
the pitch of the instrument a small step. The
instrument witn the slide drawn close up is said to be
in the 1st position. When the slide is pushed out so
a8 to lower the instruvient one small sigp,—that is
called the 2nd position, and s0 0on. These “shifts” of
the slide are of different lengths according to the
length of the instrament. Thxs, for the ED Trombone
each shift is somewhere about 2} inches,—for the B?

Br. B. BL.

(which is longer) about 3 inches,—and for the G
(which is longer still) about 3% inches. The ear must
decide the exact shift required, and the hand must
learn to obey the ear’srequirements. The Tonic Sol-
faist will perceive that, by this means, a very skilful
and practised player can secure the most perfect
Intonation—as pure and true as that of a violin,
because he can alter his “ shift” to the greatest nicety.
The piston instrument (which is like a slide Trombone
with fixed unalterable “sh:fts”) cannot possibly give
(as ab present made) such just intonation in all keys.
Bat it is far better than aslide instrument in the hands
of an unskilful player.

A Trombone with the slide in it's first position
corresponds with a piston instrument when no piston
is pressed down.

The 2nd position corresponds with piston 2.

= B vt e ke st rv s e 1.

— dth....... o T et e < St 1,2,0r3
NN SN L 2 8.

2= BN s es i denr daeserasaiissn R se R g 1, 3.

= R iadeidesnssaaniesasiinios Ssinaraveias 1,2, 3.

To those who are acquainted with the previous parts
of this book this statement will be a sufficient guide to
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OPHECLEIDE.
the use of the Slide -Trombone, but for
SLIDE | the sake of others we give a Slide Mod-
MopuLATOR | Ulator.

The figures on the right hand side
show the “positions” of the Slide which
give the tones belonging to the original
key of the instrument,—whether 1t be
BD,E,orG. The figures on the left hand
side show the fingering of “‘accidentals.”

The first flat key, commencing on
fah of the original key, will require

[

w
S0 g—aca |

use also ma or re. The third will use
also law or se. The fourth will use also
ra orde. The first sharp key, commenc-
3 ing on soh of the original key, will use

fe. The second also te. The third also
se. The fourth also re.

It will easily be understood, by the
Tonic Sol-faist, that a good player,
guided by his ear, will naturally make
a difference between ta and le, ma and
re, ra and de &c,—but by musical
people generally, the flat of a tone and
the sharp of the tone below it are com-
monly regarded as the same, and on the
piano and organ they are the same. It
¢ | 1s mournful to think and miserable to
hear, that those who play instruments

»

>
fr—Ec-0.873 3 -h
e

)

23 h=
>

7 el . - . .
d capable of producing just intonation,
‘|.| . | like the Violin and Trombone, will,
s nevertheless, often take pains to imitate
l' + | the false tones of “tempered” instru-
: o ments.
6 With frequent reference to this Modu-

lator our pupils will now be able to play
all the progressive exercises which are
given above for piston instruments.

III. INSTRUMENTS WITH LEVERS.

The Ophecleide is the principal brass instrument
the tones of which are produced by opening holes in
it’s sides or walls, and so shortening the tube It is
now so little used that we only find it necessary to give
it’s ““scale ’—or it’s Modulator. The figures relate
to the holes in the walls of the iustrument, in the order
in which they are placed, beginning with that which
i8 farthest from the mouth-piece as No. 1. The mark
o0, means that the tone is produced by the open instru-
ment.

Doh, of our Modulator, corresponds with the pitch
tone Cin the C Ophecleide, and with BD in the Bb.
Ophecleide. To play in key C, onthe Bb Ophecleide,
you would, of course, have to play in it’s second sharp
key. See the Extended Modulator.

Br. B, Dk.

the use of fa. The second flat key will |

FRENCH HORN.

The first flat key, on fah of the original key, will
require the use of fa. The second flat key will use
also ma or re. The third will use also law or se.
The fourth will use also ra or de.

The first sharp key, commencing on soh of the
original key, will use fe. The second also de, The

third also se. The fourth also re.

OPHECLEIDE MODULATOR.
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IV. INSTRUMENTS WITH NO MECHANICAL
MEANS OF ALTERING THE TONE.

The principal of these are the I'rench Horn, the Field
Bugle, and the Trumpet.

The French Horn, without pistons, only produces the
series of Harmonic tones mentioned on p 1. with any
fulness and clearness of sound. But all the interven-
ing tones can be produced on it, (though with iferior
quality of sound) by a skilful action of the lips in the
mouthpiece and of the right hand in the bell. These
artificial tones are commonly called the Shut Sounds.
They are of course difficult to produce with any thing




FIELD BUGLE.

71. Deravrrer’s CALL.
idssiem Is .8.8:8

No.

8 ldsiem s ldssiem

No. 72. Picquer CALL.
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kike purity and accuracy,—and our read- In the Modulator for the French Horn, at the
FReENCE HORN | org will well understand how the Piston | side, ¢ means that the sound is produced by the
sopvzaron. | Horn which gives full natural harmonic | open instrument, 4+ means that the sound is produced
tones in the place of them isuniversally | with the hand so far in the bell as to close it entirely, |
— preferred. There are cases, however,in | 3 with the hand closing about three fourths of the
& o |which the composer specially designed | bell, 2 closing half the bell, and 1 closing one fourth
tt 1 |to introduce the peculiar effect of the | of the bell. :
D% “Shut Sounds.” The pistons do not The Field Bugle. This instrument produces only
3 o 4 |prevent the performer producing these | the “harmonic’’ tones mentioned on page 1. The
8 o |effects, if he is able to do so. learner should practise the graduated exercises in the
2 g' The Tenor and Baritone Bugles are | first and second Stages of instruction for Piston Instru-
m | commonly preferred to the Horns for | ments. These will prepare him for a few more of those
3 e solo passages, but for accompaniments | Bugle Calls which are so familiar in the British Army,
;'d © |and other harmonic effects the “Four | and many of which possess a beauty of tune and
4 4 o |Brothers’ Horns” are always demanded | rhythm, which could not have been expected from an
t 3 |in a complete band. instrament of such limited powers,
o ta
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No.78. SEraEANTs OALL, as far as 1; Corporar’s CaLL, as far as 2; Non-commrssioNeD OFFICER's, as far as 3;
Pay-Sererant’s CaLy, to the end.
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No. 74. Famaug, as far as 1; Breap, as far as 2; Mear, as far as 8; Veserastes, to the end.
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Repeat twice. D.C.
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* The Trumpet, without pistons, produces the series
of “harmonic tones” mentioned on page 1. The
learner must practise the exercises on these tones in the
first and second Stages of the instructions for Piston
Instruments. The Eb Trumpet — the “Regulation
Trumpet” for Cavalry Calls—is well distinguished

THE FIELD BUGLE.

both by it’s pitch and it’s equal quality of tone, from
the Field Bugle which is used for Infantry. The
following are some of the most musical of the Calls.
It is said that even the horses know the meaning of
some of them. ;
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Crosina Prece.

The following piece is arranged so that the har-
monies shall be complete if only the four Essential
Parts, distinguished by an asterisk, are played. The
other parts are Optional. It is better to play them if
you possess the instrnments, but you must be careful
not to make the middle parts of the harmony dis-
proportionately strong, so as to overpower the Bass
and Air. The pupil has already learnt to adapt his
jostrument to the key of & tune, If his instrument

Br. B, Bk,
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be in BD, the “Extended Modulator”” will show him,
that, in this case, it must be played in the second flat
key. If it be in ED, it must in this case, be played in
it’s first flat key. The parts for the Treble and Con-
tralto instruments are written in their proper octaves,
but those for the Tenor and Bass instruments, like the
Tenor and Bass parts for voices, for convenience, are
written an octave higher than they are played. The
Treble and Contralto instruments are distinguished by
Acrabic figures at the beginning of each line; the Tenor
and Bass instruments by Roman figures,
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